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Some idea of the appearance of such an ancient Indian university may
be gathered from Hsilian Tsang's description. . . . ‘One gate,” he says,
‘opens into the great college, from which are separated eight other
halls, standing in the middle of the monastery. The richly adorned
towers, and the fairy-like turrets, like pointed hill-tops, are congregated
together. The observatories seem to be lost in the mists of morning,
and the upper rooms tower above the clouds. . . . All the outside
courts, in which are the priests’ chambers, are of four stages. The stages
have dragon eaves; the pearl-red pillars, carved and ornamented, the
richly adorned balustrades, and the roofs covered with tiles that reflect
the light in a thousand shades, these things add to the beauty. . . .’

Coomaraswamy, The Arts and Crafts
of India and Ceylon, Edinburgh, 1913,
pp- 113-114.
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FOREWORD

This is the Fourth Volume in the Indira Gandhi National Centre for the Arts prog-
ramme of reprinting the Collected Works of Ananda Kentish Coomaraswamy, thema-
tically rearranged and re-edited. We had begun the series with the Selected Letters of
Ananda K. Coomaraswamy. These were followed by two other volumes, entitled
“What is Civilisation?’* and “‘Time and Eternity.” The Selected Letters had revealed the
inner-being of this savant who believed in no theories or ideologies and no ‘isms’. He
had addressed himself to a vast number of his contemporaries: Scientists, Sanskrit-
ists, Writers and Religious thinkers. In the Second Volume, “What is Civilisation?,”
another facet of his personality was revealed. This time it was a man exploring the
contours of the peaks and troughs of civilisation. Each essay was an exploration of the
streams, valleys, of the extensive panoramas of mountain ranges of human civilisa-
tion. The staggering spectrum of Coomaraswamy’s grasp in this volume was juxta-
posed with the minute filigree work and precision of delving into the textual sources
of the Hindu, Buddhist, Christian and Islamic traditions in respect of ‘Time’ (Third
Volume — “Time and Eternity’”’). The quality of that writing employs the skills of a
master ivory carver, a stone-setter who concretises vision through flawless technique.
He delved into each term, each notion of Time in these diverse and yet related
traditions only to prove that although we live in ‘time’ our deliverance lies in Eternity.
Those familiar with Coomaraswamy’s later writing, such as the concentrated precision
of “Time and Eternity”” and another volume soon to be released — “Spiritual Authority
and Temporal Power” — sometimes do not give importance to the work of the early
Coomaraswamy who, in fact, had physically traversed mountains, investigated mate-
rial, particularly rocks as a geologist and had known the tools of the crafts of ivory and
wood carving and of gems and jewellery. In the Fourth Volume, which comprises
essays of Coomaraswamy on architecture, the skills of a craftsman, the disciplines of
an archaeologist and of a geologist are evident, and the potential of an emerging
metaphysician clear. In a great essay on Indian architecture, “The Symbolism of the
Dome” included in Coomaraswamy’s “Traditional Art and Symbolism” (Selected
Papers, edited by Roger Lipsey). Coomaraswamy begins by asserting “The origin of
any structural form can be considered either from an archaeological and technical or
from a logical and aesthetic, or rather cognitive, point of view: in other words, either
as fulfilling a function or as expressing a meaning. We hasten to add that these are
logical, not real distinctions: function and significance coincide in the form of the
work: however, we may ignore the one or the other in making use of the work as a
thing essential to the active life of the body or dispositive to the contemplative life of
the spirit.” This assertion is the quintessence of Coomaraswamy’s own life as one who
looked at function and meaning, form and content, matter and spirit together. But the
journey from the craftsman to the seer was gradual and imperceptive even if he
worked as has been remarked in ‘fiendish pace’. The essays presented in this volume
reflect the self-imposed discipline of sifting through archaeological and textual data
and making drawings. Never before had sculptural relief been used as evidence for
re-constructing forms of Indian architecture. Fergusson had excavated. Burgess had
written on construction. Jouveau-Dubreuil had described through a knowledge of the
actual architecture and of personal contact with living sthapatis, but it was only
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Coomaraswamy who went into the sculptural reliefs of Sunga, Kusana, and Andhra art
to recreate elements of architectural form. The results illuminate facets hitherto
undiscovered. Also (as unconventional at least for that time), was his approach to look
at existing huts of the Indian countryside and relate them to temple types. Today, the
method of culling out information from two dimensional or three dimensional visual
imagery is accepted as is the employment of anthropological data to illuminate
archaeological evidence. Coomaraswamy, imperceptibly, effortlessly, and through
these essays had changed the course of the purely archaeological method in under-
standing early Indian architecture. The two essays here — (i) Cities and City gates; and
(ii) Palaces — assume renewed significance not only for their content and for the
important documentation of the windows, arches, doorways — a primary form of
Bodhi-gharas — but also as pace-setters of a new art historical methodology.

Prof. Michael W. Meister’s Introduction carefully points at this methodological
transition and the significance of these articles.

Coomaraswamy’s preoccupation with terms and terminology and textual sources is
evident from his methodology in respect of terms relating to Time in the Third Volume
of our series. In this volume, the same concern is reflected in the essay on Indian
architectural terms. Here, Coomaraswamy was responding to P.K. Acharya’s work on
Indian architecture and a Dictionary of Hindu Architecture. Coomaraswamy com-
ments on the terms included in the Dictionary, draws attention to others not included
by P.K. Acharya, and gives his own interpretation, draws attention to primary sources
especially the Mahavarnsa. This essay is an excellent example of Coomaraswamy’s
ability for razor-sharp response, almost combativeness, as also constructive illuminat-
ing criticism, Perhaps his unpublished papers may still reveal further reflection on
these terms and perhaps even reinterpretation. In this essay, it is Coomaraswamy the
skilled craftsman, the lexicographer, the investigator of textual terminology that
comes to the fore. For example, one can speculate how a later Coomaraswamy would
have interpreted the term ‘Meru’. Here, he is content to draw attention to E.B.
Havell’s works on the Himalayas in Indian Art. The metaphysician Coomaraswamy
may well have written a whole volume on the ‘Meru’.

Each volume of Coomaraswamy reveals a different but related facet of the man —
scholar, scientist, geologist, archaeologisf, art historian, and metaphysician combine,
all parts of a whole.

The IGNCA is deeply indebted to Dr. Rama Coomaraswamy for his graciousness,
and grateful to Prof. Meister for his painstaking editing and his lucid and illuminating
Introduction.

KAPILA VATSYAYAN
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PREFACE

Michael W. Meister
University of Pennsylvania

Coomaraswamy took interest in the traditional practices of building in South Asia in
his two early studies on Mediaval Sinhalese Art (1908) and The Indian Craftsman
(1909). He gave these an excellent general frame in his handbook on The Arts and
Crafts of India and Ceylon in 1913 and some further elaboration in his History of
Indian and Indonesian Art in 1927. '

The publication of P. K. Acharya’s massive Indian Architecture According to the
Manasara-Silpasastra (1928) and A Dictionary of Hindu Architecture (1927), however,
helped further focus Coomaraswamy’s attention on the availability of textual sources
and the problems in establishing a general terminology. These he addressed in his
review of Acharya’s volumes in the Journal of the American Oriental Society, 48,
entitled “Indian Architectural Terms” (1928), which we reprint below, pp. 72-99.

In Coomaraswamy’s introduction to that essay, he wrote that Acharya was ‘“too
little, if at all, acquainted with the actual buildings” (below, p. 72). “Sculptures and
buildings of this and earlier periods survive in thousands,” Coomaraswamy wrote. For
him, a scholar such as Jouveau-Dubreuil had ““had the immense advantage of a
thorough knowledge of the actual architecture, and of personal contact with living
sthapatis able to explain the meaning of technical terms.” Coomaraswamy also stated
that ““a very great deal of exact information about the early architecture [of India] can
be gathered from the Sunga, Kusana, and Andhra reliefs” and admitted that “1 have
myself in preparation a work based on this early material, which can and necessarily
will be very fully illustrated.”

Coomaraswamy'’s series of essays on “Early Indian Architecture” began to appear in
a new annual called Eastern Art, published by the fledgling College Art Association
(from ‘““Memorial Hall, Fairmount Park, Philadelphia”) and edited by Langdon Warner
and Horace H. F. Jayne. Part I, exploring “Cities and Citygates, etc.,” appeared in
Eastern Art, 2, in 1930 and concluded with a statement on the scope of Coomara-
swamy’s further planned essays (p. 16):

Other articles in the present series will deal with tree temples (No. Il of the
series, printed below); houses and palaces; hermits’ huts and domed shrines
and early towers; windows, arches, and doorways; and pillars.

Part 11, “Bodhi-gharas,” Coomaraswamy included in the same issue of Eastern Art.
Part lil, on ““Palaces,” appeared in Eastern Art, 3, in 1931. Subsequent issues of the
journal, however, were cancelled and the material that Coomaraswamy had already
submitted was never returned. A carbon of the typescript for Part IV on “Huts and
Related Temple Types,”” however, remained among Coomaraswamy's papers. These
papers have now been deposited in the Princeton University library by Coomara-
swamy’s son, Dr. Rama Coomaraswamy, and from them | was able to prepare the
edited and annotated version of Part IV that was first published in Res 15 in 1988.

Coomaraswamy often worked at a fiendish pace, and in this period he also was
producing a series on “Early Indian lconography” for Eastern Art. His essays clearly
were “work in progress,” rapidly recording the results of wide-ranging textual and
visual explorations. The manuscript for Part IV, for example, covered both the “her-
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mits’ huts and domed shrines” that he had promised in his statement at the end of
Part |1, but not the “‘early towers” he also mentioned there.

Many of the drawings intended as part of the documentation for a separate discus-
sion of “windows, arches, and doorways” he instead included at the end of Part I,
“Palaces,” in order to discuss the “development of the gavaksa” and its transforma-
tion over time into a decorative ‘honeycomb” jala design “‘of which the sources are
no longer obvious” (p. 51, below). (This “arched window,” he wrote, “appears in a
fully developed type as a characteristic feature of early Indian architecture, and is
perhaps its most distinctive feature.”) What also could not have been obvious to most
of his readers without a knowledge of Coomaraswamy’s changing scholarly objectives
was the need for so extensive a visual documentation to illustrate this brief published
discussion. He ended Part Il with the disclaimer that “the foregoing account of
palaces and windows does not pretend to be exhaustive” (emphasis mine; p. 57),
although he had, in fact, compacted two of his planned articles into the space of one.

No material survives of Coomaraswamy’s intended article on pillars except, per-
haps, that part of his discussion that he placed in “Early Indian Architecture: IIl.
Palaces.” He repeated there his promise that “the forms of early Indian columns will
be discussed in a later article” (below, p. 37). Discouraged by the collapse of Eastern
Artand the loss of the illustrative material for Part IV, Coomaraswamy also was moving
rapidly toward a phase in his life where the dense entanglements of philosophic texts
were to be his greatest obsession.'

His exploration of early architecture — both its imagery and terminology — had
been an important methodological transition from the layering of his earlier
archaeological and art-historical obsessions and the mental layerings of his
later and more metaphysical work. These we can see in his exceptional essay on
“The Symbolism of the Dome"” in the Indian Historical Quarterly, 14 (1938) where
he “proposeld] to ask rather why than how...."”?

He returned to temple architecture only in the last year of his life in an essay entitled
“An Indian Temple: The Kandarya Mahadeo” published in both Art in America, 35,
and Silpi, 2, in 1947 This essay he had written in appreciation of the publication of
Stella Kramrisch’s The Hindu Temple (1946), which so successfully had been able fo
return the study of religious architecture in India to its metaphysical base.* His
position by then had become primarily traditional and universal, seeking in all things a
structural foundation. As he wrote in the essay:®

We are thus brought back. .. to the concept of the three analogous — bodily,
architectural, and cosmic — ““houses”’ that the Spirit of Life inhabits and fills;
and we recognize at the same time that the values of the oldest architectural
symbolism are preserved in the latest buildings and serve to explain their
use.

' Roger Lipsey, Coomaraswamy, His Life and Work, Princeton: Princeton University Press, 1977; see also my review
in Journal of the American Oriental Society 100 (1980): 151-154.

? Reprinted in Coomaraswamy, 1: Selected Papers, Traditional Art and Symbolism, ed. Roger Lipsey, Princeton:
Princeton University Press, 1977, pp. 415-464. Coomaraswamy is addressing Eric Schroeder’s statements in A Survey of
Persian Art, V1, pp. 1005-1006, that “the square chamber is obliged to forsake its plan and strain forward to meet the
round dome in which it must terminate” and that domes ““appear to have been destined to symbolize the passage from
unity to quadrature through the mediation of the triangle of the squinches” (Coomaraswamy’s emphases).

! Ibid., pp. 3-10.

* Stella Kramrisch, The Hindu Temple, Calcutta: University of Calcutta Press, 1946, 2 vols. (reprinted Delhi: Motilal
Banarsidass, 1976). See also my review in Artibus Asiae 62 (1980): 180-182.

* Op. cit., p. 8.
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Introduction:

THE LANGUAGE AND PROCESS OF EARLY INDIAN ARCHITECTURE

Michael W. Meister

Architecture has meaning through the process of its making, as well as from the
cultural system within which it is made. Early Indian architecture had a strong pragma-
tic basis, functional in its rhetoric, rooted in carpentry and other building crafts. The
visual language of early Indian architecture was, in fact, rooted in this pragmatism.
Wattle-and-daub huts with thatched domed roofs were used by forest dwellers;
vaulted rectangular wooden shelters, also thatched or shingled, acted as village
assemblies. Elevated urban palaces had upper storeys with cantilevered balconies
supported by struts; lattice screens; and outer terraces with balustrades and small
open pavilions. A distinctive type of wooden roofing using barrel-vaults and dormers
gave to these Indian cities — in the images that have come down to us — an original
appearance unique to the Indian subcontinent.

Ananda Kentish Coomaraswamy set out to document this urban language of
form at its utilitarian and practical level in his “Early Indian Architecture” series of
articles for Eastern Art — particularly Part I: ““Cities and City-Gates’’ — much as he had
sought out evidence for the surviving traditional architectural practices in Sri Lanka in
his earlier monograph, Mediaval Sinhalese Art (1908)." He did so primarily by sear-
ching texts for descriptions and sculpted reliefs and murals for representations of
ancient architecture.

Yet India’s early thinkers also had long expressed a deep belief in the “iconitity” of
the perceived world: its capacity to act, in Plato’s terms, as the “shadow’ of “real”
forms. This medieval “realism” was also attractive to Coomaraswamy and to a large
degree transformed his knowledge of the built environment. India’s earliest
architecture took not only the pragmatic forms of town and village but also those of a
variety of highly charged symbolic monuments, such as free-standing pillars, mounds,
and the tree-enclosures that Coomaraswamy discussed in his “Early Indian Archi-
tecture, Part II: Bodhi-gharas,” that served iconic ends.

“Asokan” Pillars and “So-called Bell” Capitals

In this regard, Coomaraswamy tucked away one of his major contributions to our
understanding of early Indian architecture in the two brief notes he wrote for The
Indian Historical Quarterly on the “Origin of the Lotus-capital” — that typical ‘‘so-
called bell-” shaped capital of Maurya-period pillars.? Significantly, he began the first

' Medival Sinhalese Art, a Monograph on Medizval Sinhalese Art and Crafts, Mainly as Sur\fi\?ing in the Eighteenth
Century with an Account of the Structure of Society and the Status of the Craftsman, Broad Campden, Gloucester-
shire: Essex House Press, 1908; Second Edition, New York: Pantheon Books, 1956.

? “QOrigin of the Lotus- (so called Bell-) Capital,” The Indian Historical Quarterly 6 (1930): 373-375; “Origin of the
Lotus-Capital,” The Indian Historical Quarterly 7 (1931): 747-750
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of these notes by distinguishing that ‘‘the problem... may be considered from two
points of view: (1) that of morphology, and (2) that of significance.”?

While other scholars had emphasized the formal decorative link between these
capitals and Persepolitan prototypes, Coomaraswamy saw this borrowed form — as
had the pillars’ Mauryan craftsmen — in terms of the ripe lotus (fig. 1), its ripe
seedpod acting, within the Indian system, as an appropriate pedestal to carry
emblems of high power.* This significance Coomaraswamy traced to “the oldest
Indian cosmology, that of water,” where, he explained, ““we meet at once with the
idea that water is the source and support of all things, particularly the source of life,
and the support of the earth.”*

By separating the technology of carving from the cultural context within which this
adapted form had been applied, Coomaraswamy was making a major statement about
the iconic validity of these pillars as architecture. He did not, however, in this brief
overview, place the pillars with any particularity into the historical context within
which they were made. Thus the “significance” of the morphology was allowed to
stand for the significance of the individual object.®

Morphology and the Symbolism of Architecture

Dan Sperber, in his study entitled Rethinking Symbolism, wrote that “’by asserting
that symbolism is a cognitive mechanism, | mean that it is an autonomous mechanism
that, along side the perceptual and conceptual mechanisms, participates in the con-
struction of knowledge and in the functioning of the memory."” This statement seems
apt in discussing the transformation wrought by the translation of early urban
architectural forms into stone architecture in India.

Much of what we know of the early phase of this architecture comes from Buddhist
cave-excavations of the early centuries B.C. and A.D. These recreate free-standing
assembly halls, at times with wooden rafters hung inside and wooden screens but
with other details carved in stone (see Plates, pp. 39, 40, 42, below). Coomaraswamy
used these excavations largely as if they were transparent sources for the wooden

* In the “Origin of the Lotus Capital,” however, Coomaraswamy admitted that ‘’decorative variations on the simpler
themes of the Plant style are fast developing in early Indian art, and such subordination of meaning to ornament is a
part of a normal development that takes place in any art” (p. 748). Coomaraswamy’s first article was in response to
Achyuta Kumar Mitra, “A Bell-Capital from Bhuvanesvara,” The Indian Historical Quarterly 5 (1929): 693-699. His
second was in answer to Mitra’s reply: “Origin of the Bell-Capital,” The Indian Historical Quarterly 7 (1931): 213-244.

* Coomaraswamy’s discussion of the lotus-pedestal appeared first in “Early Indian lconography, II: $ri Laksmi”
Eastern Art 1 (1929): 174-189, As pointed out by A.K. Mitra, “the resemblance of the bell-capital to the calyx of a flower
reversed” had been pointed out as early as 1875 by Rajendralal Mitra (“Origin of the Bell-Capital,” p. 213). Coomara-
swamy’s contribution was morphological: he made the connection between the lotus-capital and a succession of
standards bearing a variety of emblems. He pointed out that “my theory... regards the lotus capital as simply the
termination of a shaft, and not as a cihna” (“Origin of the Lotus-Capital,” p. 748).

5 “Origin of the Lotus- (so-called Bell-) Capital,” p. 374. Coomaraswamy goes on to quote from the Satapatha
Brimana (“the lotus means the waters; thou art the back of the waters; this earth lies spread on the waters”) and to
state that: ‘“Here the original significance of the lotus as representing the waters. .. is very clearly stated, and there is
no need to invoke the later mystical ideas about a world lotus and mandalas.” See also John Irwin’s more recent
discussion of the topic: “*Afokan’ Pillars: A Reassessment of the Evidence,” The Burlington Magazme 115 (1973):
706-720; “Part |l: Structure,” The Burlington Magazine 116 (1974): 712-727; "Part |li: Capitals,” The Burlington
Magazine 117 (1975): 631-643; “Part IV: Symbolism,” The Burlington Magazine 118 (1976): 734-753.

* Irwin, ““Adokan Pillars,” also tends to make the cosmological frame equivalent to each pillar’s particular meaning.

’Rethinking Symbolism (Cambridge Studies in Social Anthropology), trans. Alice L. Morton, Cambridge: Cambridge
University Press, 1975, pp. xi-xii.
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palaces from which their architectural language seemed derived. He wrote of them in
his History of Indian and Indonesian Art (1927) that:*

These caitya-halls are excavated copies of wooden structural buildings as
clearly appears in the literal imitation of timbered construction; occasionally
wood was combined with stone, forming a screen of concentric ribs within
the arch of the entrance, or applied to the stone ceiling to represent rafters,
and in one or two cases part of the original woodwork has survived.

_ Such an estimate, however, might best fit the facade to the Mauryan-period Lomas
Rsi cave in Bihar, which replicates the construction of a small village thatched struc-
ture with great exactitude.

By the time of the Buddhist caves in the Western Ghats, on the other hand, the
process of excavation had begun a development already that Coomaraswamy had
characterized as ““from the functional to the decorative” in reference to the elabora-
tion of arched windows and their integration into a decorative web that was cast over
the vertical bands of north-Indian temple-towers in later periods (below, p. 55; and
Plates, pp. 52, 56-66).

| have instead written of this cave-temple period that:®

Architects within this rock-cut tradition soon began to rearrange wooden
forms, creating stone fagades for excavations in ways that transformed car-
pentry sources into a viable decorative surface. Through clever manipulation
of scale, they could make a facade suggest an almost unlimited range of
constructed storeys. If such complex carved fagades at first seem intended as
substitutes for the labourious construction of a wooden original, they also
came to represent a process of formal abbreviation and compaction that
quickly became a source for architectural creativity in its own right. By the
time stone temples began to be built in the fifth century A.D., such compac-
tion of architectural form took on an elaborate and self-conscious symbolic
vitality.

If the wood rafters hung from the interiors of some of these excavations represent
almost the only carpentry surviving from ancient India, the way they have been
integrated into the stone excavation had little to do with timber structuring. A variety
of constructional expedients™ were used to rest this heavy vaulting on stone ledges
and to bind its mighty beams to their lithic frame. The shape of this inner vault and
that of the fagade screen did not need to correspond. And those who designed the
surrounding stone fagade, as with the fagade of a Roman stage-set, could play a variety
of games with scale to create an appropriate effect. The fluidity of the sculpted stone
may have encouraged such play; it in any case provided the opportunity.

Stella Kramrisch has suggested a set of the conceptual mechanisms used by artisans
to create the surface of a temple. These she has defined in the following way:"

* History of Indian and Indonesian Art, New York: E. Weyhe, p. 28. Percy Brown, Indian Architecture (Buddhist and
Hindu Periods), Bombay: Taraporevala Sons & Co., 1942 (4th ed., 1959), takes the same tact.

* “Architecture: India, Introduction,” Grove Dictionary of Art, London: Macmillan Publishers Limited (in press).

* James Fergusson had written instead of “constructive necessities,” History of Indian and Eastern Architecture
(1876), revised by James Burgess, 2 vols., London: ). Murray, 1910, vol. |, p. 325.

" *“The Temple as Purusa,” in Studies in Indian Temple Architecture, ed. Pramod Chandra, New Delhi: American
Institute of Indian Studies, 1975, p. 43.
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All these shapes originally were functional parts of a structure. Embodied in
the temple and on its walls they retain some of their functional meaning even
though not fulfilling their original function.... The rules regulating the use of
these and other motifs as parts of the... integument of the temple wall are:
(1) diminution of the original shape in proportion to the size of the monu-
ment and further proportionally graded reductions...; (2) repetition or iden-
tical shapes either in the.vertical or in the horizontal...; (3) splitting of one
entire motif into parts; (4) super-imposition in the third dimension of one
shape upon the other; (5) inscribing one motif or theme into a different kind
of theme or motif; and (6) contraction of several themes juxtaposed and or
superimposed, according to the above rules, into one complex new entity.

A grasp of the perceptual and conceptual aspects of this process, however, makes it
even more important that we understand the cognitive aspects of this “complex new
entity’s’’ symbolic basis. “‘Symbolic interpretation,” according to Sperber, “is not a
matter of decoding, but an improvisation that rests on an implicit knowledge and
obeys unconscious rules.’”” Thus the conception of the temple as shelter — whether
as palace or hut — precedes the architectural form.

In addition to the utilitarian aspects of Coomaraswamy’s “Early Indian Archi-
tecture,” his essays provide an incomparable foundation for understanding the sym-
bolic underpinnings of India’s religious and secular architecture. Coomaraswamy
himself found that carrying this dialogue between “morphology” and “‘significance”
further was a difficult task.

His essay on The Symbolism of the Dome” in 1938, for example, had very little to
say on morphology at all.” In reviewing Heinrich Zimmer’'s Kunstform und Yoga,
published in 1926, Coomaraswamy had written that:*

No more valuable book for understanding of Indian art, the answering of the
fundamental problem “Why is it what [it] is?”’, has yet been published. ... No
history of art, or of aesthetic theory, which does not take into account the
Hindu point of view here so clearly expounded, can be regarded as at all
complete.

It was in his 1930 note on “Pali kannika: Circular Roof-Plate’’™ written in the same
period as the “Early Indian Architecture” essays that Coomaraswamy could take
pleasure in declaring that “the present discovery of the roof-plate as a typical
architectural device... is of considerable interest for the history of the dome in
India.” He felt obliged, of course, to continue that, “like other wooden methods of
construction, it would naturally have been copied in stone.”™

2 Rethinking Symbolism, p. xi.

¥ Indian Historical Quarterly 14 (1938): 1-56. Reprinted in Coomaraswamy, 1: Selected Papers, Traditional Art and
Symbolism, ed. Roger Lipsey, Princeton: Princeton University Press, 1977, p. 415-464. He writes, p. 415: “The origin of
any structural form can be considered either from an archaeological and technical or from a logical and aesthetic, or
rather cognitive, point of view; in other words, either as fulfilling a function or as expressing a meaning. We hasten to
add that these are logical, not real distinctions; function and significance coincide in the form of the work; however,
we may ignore the one or the other in making use of the work as a thing essential to the active life of the body or
dispositive to the contemplative life of the spirit.”

“ Artibus Asiae 4 (1930-32): 78-79. Cited in Heinrich Zimmer, Artistic Form and Yoga in the Sacred Images of India,
trans. by Gerald Chapple and James B. Lawson, Princeton: Princeton University Press, 1984, pp. xviii-xix.

% Journal of the American Oriental Society 50 (1930): 238-243; reprinted in Coomaraswamy 1: Selected Papers, pp.
459-464,

* Ibid, p. 462.
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In his 1938 essay, however, Coomaraswamy would write instead that “we are here
mainly concerned with significance.... We propose to ask rather why than how.””
Coomaraswamy’s personal rush. towards metaphysics was apparent in the change
between these two essays, as it had also been in the haste by which he “cleared the
decks” early in the 1930s of the vast accumulation of data he had collected on specific
morphologies.

¥

Fig. 1. Coomaraswamy’s drawing of the lotus-pedestal.

Coomaraswamy and Temple-Form

The final problem with which Coomaraswamy concerned himself in “Early Indian
Architecture: IV. Huts and Related Temple-Types,” however, had been a morpholo-
gical one: that of the formal sources for temple architecture. From the hermit’s hut,
Coomaraswamy felt that a “dome and cornice shrine” had evolved (below, p. 119) that
was “still easily recognizable” in the development of Dravidian architecture.® Of
temple architecture in northern India he wrote that ‘‘a slightly different treatment of
the reduplicated dome and cornice, with far greater compression of parts, was at the
same time giving rise... to the simpler forms of the Nagara Sikhara” (p. 119, below).

In his History of Indian and Indonesian Art (1927) he wrote that:"

The original view propounded by Fergusson | believe to be the correct one.
That is that the Nagara spire, however elaborately developed, really repre-
sents a piling up of many superimposed storeys or roofs, much compressed.
The key to this origin is the damalaka; properly the crowning element of a
tower, its appearance at the angles of successive courses shows that each of
these corresponds in nature to a roof. Thus the Nagara and Dravida towers
both originate in the same way.

In “Huts and Related Temple-Types,” however, he concluded that “it is to be inferred
that the whole scheme [of the Nagara temple’s $ikhara) is developed from an original
type of domed shrine surmounted by a single dmalaka’” and went on to say that “we
cannot pretend to offer here a complete solution to the amalaka problem, that is, as to
the actual origin of the form itself” (below, pp. 111-112).

v Ibid., p. 415.

" He states that, following the temples at Mamallapuram, “it becomes unnecessary to emphasize the stylistic
continuity in the southern development from this time onward."

" History of Indian and Indonesian Art, p. 83.
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Fig. 2. Robert Dejager, Watercolor, “The Temple Stripped Bare” (® Meister).
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“Early Indian Architecture” and the Question of Nagara Origins

The “origin” of the Nagara temple, however, goes back to Sperber’s issue of the
triadic relationship between conception, perception, and symbolism. From Vedic
times to now, the lobed myrobalan (dmala) has been recognized as a significant and
purifying medicinal fruit.® It could, like the lotus, cognatively “represent”’ the water
cosmology Coomaraswamy had so ably restored to our present understanding in his
other work (fig. 1). As capital of a pillar, as with the lotus-“bell” in the Mauryan
period, this powerful seed-form stood “as” — not “for’”” — cosmic potentiality. Along
the shaft of this world-axis, placed at the center of a temple (fig. 2), were strung
“bhumi” levels — altars as well as worlds — like beads on a rosary.”

This is one of the “realities” that lies behind the form. To it could be added the
sheltering concept of the monastic hut (the “gandhakuti”). Over it, architects even-
tually would cast the “shadow” forms of a palatial architecture appropriate for the
temple’s function as shelter for a manifesting divinity (figs. 3-6).2

Coomaraswamy'’s analysis of the formal language of early Indian architecture has
made it much easier for us to read the palatial elements combined in a structure such
as the seventh-century brick temple at Rajim in Madhya Pradesh shown in the Frontis-
piece (p. ii).2 The barrel-vaults, hip-roofs, domed pavilions, and pillared walls com-
pacted into this structure are familiar forms (figs. 3, 4). The square corner aediculae,
like the kata pavilions of a Dravidian shrine, signal the appropriateness of Coomara-
swamy’s conclusion that “Nagara and Dravida towers both originate in the same
way.'

The significance of the morphology, however, is not sufficient to explain the
symbolism of the object. Coomaraswamy’s separation of morphology and significance
does not go far enough. To end this discussion, then, | might accept Sperber’s
“possible hypothesis” that “the basic principles of the symbolic mechanism are not
induced from experience but are, on the contrary, part of the innate mental equip-
ment that makes experience possible.’'*

The Nagara temple replaces palatial forms with what | have called “symbolic substi-
tutes,” making each monument, to steal the phrase, “‘a thousand points of [sacred]
light.” In place of the kdtas of palace architecture, each aedicula reproduces the
temple and reduces it again to its symbolism of altar and pillar (fig. 5).” The final form
of the Nagara temple thus is as mysterious as it is powerful (fig. 6), weaving together
(as had cave- temple fagades) what is conceived, perceived, and symbolically under-
stood.

® The dmalaka is the fruit of the Emblic Myrobalan; amala can mean “spotless, stainless, clean, pure, shining.”
Sir Monier Monier-Williams, A Sanskrit-English Dictionary, Oxford: Oxford University Press, 1899.

7 Bhomi = earth, storey. For Siva's conquering of the “three worlds” see Michael W. Meister, “Siva’s Forts in
Central India: Temples in Daksina Kosala and Their ‘Damonic’ Plans,” in Discourses on Siva, ed. Michael W. Meister,
Philadelphia: University of Pennsylvania Press, 1984, pp. 119-143,

2 Michael W. Meister, “On the Morphology of a Symbolic Architecture: India,” Res 15 (1986): 33-50.

2 See also Michael W. Meister, “Prisida as Palace: Kitina Origins of the Nigara Temple,” Artibus Asiae 49 (1989):
254-280.

* History of Indian and Indonesian Art, p. 83,
& Rethinking Symbolism, p. xii.

% Michael W. Meister, “De- and Re-constructing the Indian Temple,” Art Journal 49 (1990): 395-400.
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Fig. 3. Rajim, Rajivalocana temple, separation of kitas (¥ Meister).
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Fig. 4. Rajim, Rajivalocana temple. Palatial structuring of the fagade (® Meister).



Fig. 5. Alampur, Viéva Brahma temple. Katina implications of a Nagara temple’s facade (® Meister).
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Fig. 6. Robert Dejager, watercolor of a Nagara Sikhara (® Meister).
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FIG. 1. UPPER STORBY (uttamdgdra)

FIG. 1. SBCOND STOREY (ardbatala)
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"EARLY INDIAN ARCHITECTURE'
By ANANDA K. COOMARASWAMY

I. CITIES AND CITY-GATES, ETC.

The old Indian city is by no means to be regarded as a typically Brahmanical
institution. Apart from the fact that we have remains of well-developed pre-Aryan
citics in the Indus Valley sites,? and from the fact that the Vedas make occasional
reference to the “‘cities of the Dasyus,"’ it is to be observed that in the Brahmanical
law books, which are very nearly, if not quite contemporary with the architectural
period to be discussed bc{ow, cities are despised, and there are no ceremonies for
urban life; the Bsudhbayana Dharma Sitra, 11, 3, 6, 33, says ‘It is impossible for
one to obtain salvation, who lives in a town covered with dust.”

Flourishing cities nevertheless certainly existed in centuries preceding the Christian
era. Mcgasthenes writing, about 300 B. C., described Pagaliputra as over nine miles
in lcngtﬁ. References to and descriptions of cities, and city organization in Buddhist
literature, in KA., and in the Epics, and the representations in carly Buddhist reliefs
all suggest that in the Maurya period we have already to do, not with any new
developments, but with the continuation of a long-established and familiar type
of urban organization.

Some of the most detailed descriptions of cities are to be found in Mil. 1, 34, and
330 ff. The last of these, despite its length, may be quoted in full. “*Just as the archi-
tect of a city, when he wants to build one, would first search out a pleasant spot
of ground, with which no fault can be found, even, with no hills or gullies in it,
free from rough ground, and rocks, not open to danger of attack. And then when
he has made 1|:alain any rough places there may still be on it, he would clear it thor-
oughly of all stumps and stakes, and would proceed to build there a city fine and
regular, measured out into quarters, with excavated moats and ramparts about it,
with stout gate-houses and towers, with market-places, cross-roads, street-corners,
and public squares, with cleanly and even main roads, with regular lines of open
shops, ‘well-provided with parks, gardens, lakes, lotus-ponds, and wells, adorned
with many kinds of temples of the gods, free from every fault. And then, when the
city stood there in all its glory, he would go away to some other land.”" There
follows a long list of thosec who will inhabit such a city, nobles, soldiers, craftsmen,
and of the foreigners who will resort to it: “‘all these coming to take up their resi-
dence there, and finding the new city to be regular, faultless, perfect, and pleasant,
would know ‘Able indeed must that architect have been by whom this city was
built!" Just so . . . the Blessed One's City of Rightcousness has righteousness for
its rampart, and fear of sin for its moat, knowledge for its city-gate, zeal for the

Mainly as referred to in the Pali literature and as repre- (vdsi, J. 11, 18 and IV, 344); chiscls (wikbddena, J. 1V, 344),
sented in the reliefs of Bharhur, Sdicl, and Amardvati. Terms hammers (muggara, ib.a, measuring line (satre, kdla suita,
are cited in Pali, Sanskrit, or Prakrit, according to their }.l\’. 344 and VI, 332, pcgged out with w::_:odcn cgs, khdguka,
source. Where no particular text is cited, it is to be under- g VI, 332); they work sippdnwiipena “according to silpe-

stood that the term is of very common occurrence, or that ans,” perhaps a reference (o filpa-fastras (cf. sippa, sippavant
the sense is well known, in Pali Dictionaries). DHA rendering of serdbaki as *' painter”

Abbreviations: Cull., Cullevagga; DhA., Dbammapada
Arthakarha; DHA, Acharya, Dictienary of Hinds wrchitecemre;
Div., Divydvadina; DN., Dighs Nikdya; IAT., my Indisn
wrchiteciaral torms, JAQS, vol. 48, 1928; )., Jareks (Fausbdll);
KA., Kawtiliya Arthasdsera (Bk 11, Ch. 11 unless otherwise
stated); Mhv., Mabdvamsa; Mv., Mshdvagga; Mil., Milin-
dapaitba; MN., Mayjbima Nikiya; MSA ., my Medixval Sinbales
art; PvA., Perbavatthu Arthakarhd; SBE., Sacred Books of the East

The “"‘g‘&d‘-’ vaddbaki (Skt. MM;), mhitfcct, builder,
carpenter (also shipwright, J. VI, 431), is by far the most
i;th tant and oftzmsts mentioned of the craftsmen. Cf.
Miln. 345. “When men scc a pleasant city, they know by
inference how greac the fwas." In J. II, 208, we have
a Braihmanavaddhakl. Tools used by saddbakis include adzes

is absurd. In Mhv. LXXXVIIL, 106, 107, irthikd-, camna-,
dirs- and sild-vaddbakis are mentioned, i.e., bricklayers, E‘l;.;-
terers, timberers (carpenters) and masons. While veddbaki,
alone, is the carpenter as architect, we also get tecchokes as
woodworker, Mil. 413.

¥The true creators of the city state were the Sumerians

. . the higher city civilisations of the Old World from the
Mediterrancan to India do form a great unity, and it seems
possible to affirm their fundamental community alike in ryfe
and origin,”" Dawson, The age of the gods, pp. 117, 118. In
other words, the city in Indian culture belongs to the ""Early
Asiatic”" inheritance, and certainly cannot be regarded cither
as characteristically Aryan, or as a recent development in
Maurya times.
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ate-tower, faith for the pillars at its base, mindfulness for the guard, and wisdom
or the palace, the Suttantas for the markes place, the Abhidhamma for the public
square, the Vinaya for its judgment hall, and constant self-possession for its street.’"s

Let us now assemble the available data in a more systematic way. Cities (nagara,
pura) are built by city or master architects (nagara-vaddhaki, maha-', Mil. 1, 2,
330; J. VI, 332), assisted by other carpenters (vaddhaki, J. 11, 18; IV, 1 3,2 ; VI,
4, 27, ctc.) and bricklayers (itthaka-vaddhaki, Mhv. XXX, 5; J. VI, 333). All these
live in villages, and are summoned when work is to be done. Of the carpenters in
particular we learn that they lived in villages of their own, going up river to cut
and fetch timber for town houses (J. II, 18; VI, 427). Eightcen guilds of craftsmen
are employed in building a new city, and amongst these guilds (sens) are cited the
aforesaid carpenters, the superior smiths (kemmara), workmen (cammakira),s deco-
rators and painters (a'rtakjusc, “‘and others skilled in various crafts (sippa)" (J. VI,
427, cf. list of craftsmen in Mil. 331), who work according to the traditions of their
crafe (sippanuripena, J. V1, 332).

The most conspicuous and necessary parts of a city are the moat (parikhs) and
rampart (pakira), gates (dvara, gopura), more specifically gate-houses (dvara-kotthaka),
with their defense towers (dvira-attalaka, gopura-®), other defense towers within
and near, but not upon the rampart (anrarattala, 1]1 II, 400), and the king's palace
(pasada, barmya, raja-nivesana, vimana, ctc.). Then there are other mansions (nivesana,
kitagara) and houses (geha), temples (devatthana, Mil. 92, 330; kosthaka, a temple
granary, KA., Ch. 25), granaries (kottha, kotthaka), resthouses or sarais (s3la, punya-
sala, ]. I, 200 =vissamana-sdla, DhA. I, 269/270), halls and arenas for sport (kila-sala,
kila-mandala, ]. VI, 331/33} monasteries (panna-sala), almonries (dana-sala, at cit
and lEal:«u:c gates, J. I, 262, 1V, 402, VI, 97, 484, 487; danagga *'in hundreds,”” Mil. 25
clc? ant stables (barrhi-sala J. VI, 432, etc.), shops (pana), bazaars (anrardpana,
Mil. 2), saloons, cook-shops, taverns, slaughtethouses (pandgara, odaniyi-ghara,
sonda, sund, ]. VI, 176, ctc.).

There are parks (wyyana, Mil. 34; l{ III, 238, VI, 333), gardens (drama, Mil. 34)
and flower-gardens (pupphirama, DhA.. 1, 270), lotus ponds and bathing tanks
(pokkharini, nahana-pokkbarini, nahanodaka, wdapana, talaka); sacred trees (rukkba-
cetiya, often at the gates). There are main streets (rdja-magga, mabia-patha, torana-
magga, ]J. 1, 199/200, 1II, 217, etc.), ordinary streets (viths, _f.gI, 89, and antaravithi,
J. ﬁg34o), alleys and blind lanes (pararthi, :mdbi-&bﬁba,(]. III, 217), a main public
square (singhataka, Mil. 62; J. VI, 276), a market place (caccara, Mil. 332, meanin
rather dubious), other squares and street crossings (casruka, Mil. 34;]. 1, 326 an
340; sandhi, Mil. 330). That some streets at least were exclusively inhabited by
members of particular trades or castes, as in modern Indian cities, is indicated by
k VI, 485, vessdnam vithiyd, vessa-vithiya, ‘'street of the Vaisyas ‘or merchants.”
vidently the four main streets (catumabapatha, . 1, 1199/100) led direct from the
?atcs to the central square (singhataka) on which the palace abutted; for a city elder
rom the singhataka can sec a man coming from East, South, West or North (Mil. 62);
a man proceeds directly from the city gate to the palace (J. VI, 412); and the caru-
mahapathe, as the place where a sarai is built (J. I, 200/201) is clearly equivalent to
singhatake. A drain or sewer (niddbamana, niddhamana-magga, J. 1, 425, 490) leads
out of the city, and it is possible for a man to make his escape by it. Outside the city
are suburbs (nigama, J. V1, 330), and rural villages (yava-majjhaka-gama, J. VI, 330).

The city is laid out in quarters, bbdgaso mitam, Mil. 1, ]J. VI, 46, etc. The plan is
rectangular, usually square, with four gates, one in the middle of each wall, facing

1Based on the translation in SBE XXXVI, with verbal equivalent to blacksmith or ironworker, this would be with
changes. reference to che use of leather bellows, cf. MSA., p. 194.

Cammakira, “leather-workers,” but often apparently In J. VI, 431, sappers using leather sacks (;mr..ﬁ") dig
equivalent to rarbakdra, wright or artisan generally, e.g., carth and build ramparts; but the cammakdre arc cvidently
J. V. 174; PvA. 175. If cemmakdra, as is not improbable, is craftsmen, not coolics.
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the four quarters (J. I, 262; II, 171, 194; III, 129; IV, 83, 425; VI, 330, 347),* and
as we have seen, four main streets led from these gates to the centre of} the city. The
gates are closed at night or in time of war (J. II, 412; VI, 406), and olpcncd in the
morning in time of 8cacc. In the most general way the gates arc called dvara, or
less often gopura (J. VI, 276, has the gloss dvéra = gopura); but more specifically, the
term gatciousc (dvara-kotthaka) is constantly' employed. As the city is approached
from without, the gate-house (also called dalba-gopura, dalham-attala-kottha, dalba-
gopwra-attala-kottha) came into view, with its defense towers (dvira-attalaka, gopura-
attalaka)® on the city side of the moat.

The city is always surrounded by a moat or moats (parikba, Skt. paligha) or at
least a dry ditch. In the reliefs, the moat is indicated by growing lotuses, and in
many cases the actual water is also shown; occasionally we sec women from the
city going down to the moat to fetch water, and in one case there is access on the
city side through a little gate, so that the moat on the city side becomes effectivel
a ghar (Fig. 4). In the texts, the water is usually taken t}(’)r granted, but in J. VI,
432, a water-moat, sdaka-parikha, is specified. In Mil. I, the moat is “‘deep,”
gambbira. In Mhv. XXV, 48, we find reference to a great triple moat, timabaparikha;
and the gloss to stkinmantara-parikbham, *'deep excavated inner moat’” of J. IV, 106,
defines three successive external moats, -, kaddama- and sukha-parikba, one
within the other, respectively a water moat, a mud moat, and a pleasure moat.
J. VI, 276, has parikhays, moats, in the plural.

On the city side of the moat rises the wall (pakara, Skt. ﬁrdkira). from a founda-
tion or plinth (vapra)?, which in the case of a dry ditch should perhaps be called
a glacis. It is generally indicated in the reliefs that city walls are made of brick,
but in one Safici relief (Figs. A and 4), we find what is evidently 2 wooden wall
of palisade construction,® and in this case the wall is continued along the edge of
the bridge leading to the gateway; the Ustaradhyayana Sitra, 30, 16 is authority for
a pamiuprakara, carthen(laterite) wall, of a city. Mil. 1 has papgezm-pakéra, white wall.

Sometimes the wall is shown with reéntrant angles. It is finished off at the top
cither by a coping or more usually by battlements. In no case (single exception,
Fig. 16), arc towers on the walls represented, nor have I found any reference in
the texts to the existence of such towers; defense towers are either the regular
dvdrattala of the gate-houses, or free-standing towers (amtarattala) near the walls
but within them %Figs. B, 6, 8, 11, ctc.). The walls could be manned, having, no
doubt, an inner gallery or pathway a little below the top, and approached by stairs
as su%lﬁéstcd in the plan (Fig. 3). The top (marthaka) of the wall was of some width:
in J. VI, 275, Punnaka’s horse gallops along the pskira matthaka.

The gate-house was approached by a bridge (sarikama, Mil. g1, samkrama, KA)
in the case of a water-moat, or carthen causeway (pardvari mrikista, Ky isupalavadba,
III, 68, gloss) when the city was defended only by a dry ditch. Such a bridge or
causeway scems to have been designated by the curious name of “‘clephant’s nail”
(ba.rtimzba). ® Such bridges, like thoroughfares, are public places, unsuited for serious
talk (Mil. g2).

The traveller, crossing the bridge, and entering the city, passes between two

*But onc Sifici relicf (Fig. 6) shows two gates (one of
unique form), not far apart in a single line of wall. Obviously,
large cities must have E‘:d more than four gates; Pitaliputra,
according toMegasthenes, hadsixty-four. InMhv. LXXXVIII,
116, the wall of Pulatthipura is circular: cf. representations
of U‘{}'ain in Jiina MSS., c.g. Cat. Indian Collections, Besten,
Pt. IV, Pl. X (folio 7).

*In the Utterddbyayana Sitrs, tikd, 1X, 18 (Charpenticr,
P- 314), gloss on geparatrile, we have “the towers arc mili-
tary structures (dyodbastbindni) connected with the rampart-
house (prabdrakestha, presumably = dvdrakotthaks).

"Wapra may be sometimes synonymous with pakirs (DHA,
$34), but in KA XXIV we have saprasyopari prakiram.

$Doubtless heavy planks laid horizontally and fastened by
solid uprights. This type of construction is well scen in the
conduit (az ) walls recently excavated ac Pitaliputra
(Ilinstrated London News, March 14, 1928, p. 477).

¥*Elephant’s nail," originally a kind of capiral composed
of addorsed clephants, their forcfeet projecting be -the
abacus s0 as to make the toe-nails conspicuous when seen
from below; sccondly, a balcony or bridge supported by such
a capital; finally, even a causeway substituted for such a
bridge. Sec IAT, pp. 258, 159. (It was by an oversight (think-
ing of huw-uiﬂ) that 1 adduced krsa-nwashbs (which means
hair and nail-paring relics) as & parallel here).
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high towers, the dvira-attilaka, gopura-attilaka; these are forwardly projecting
members of the gate-house, towers of defense, to be manned in case of necessity
(J. 11, 217, and VI, 402 and as represented in the reliefs). In J. II, 244/5 we read of a
king who ascends (abbiribitva) and again comes down from (atari:-ii"l) a gate-tower;
in all probability these towers contained the stairways which led to the upper floors
(KA, Ch. 21, discussed below).

The main part of the gate-house is even or continuous (priakira-sama, KA, and as
seen in the reliefs), with the rampart on either side, and in the centre bridges the
great hall (s4/2) of the gate-house, and connects the two towers already mentioned;
the two ends contiguous with the rampart extending to right and left of the for-
wardly projecting towers are similar to these in appearance, and form, in fact, two
other towers of defence. The space between the projecting towers and immediately
in front of the great gate-hall i1s the "'mouth’’ (mukha,» KA, Ch. 21).

It is often clearly indicated in the reliefs that the whole basement of the gate-
house is of brick. In any case, the basement wall is unbroken up to the level o% the
second storey, except that high up on the front face of each of the forward towers
there is a small horizontal slit window; or more rarely a group of small square
apertures; these loopholes probably served the double purpose of Eghtin the stair-
way inside, and of a post for archers. The ends of the supporting beams of the second
or mezzanine floor (ardha-tala, KA) are generally clearly shown, i:rojccting at the
top of the basement wall. Probably with reference to its pavilion-like construction
E.rrbﬁqim&mdba, KA, Ch. 21) this second floor is designated barmyas (ib.); a railing

vedika), pillars (thambha) and cornice are always clearly shown. Above this is a to
floor, supporting an attic-house or roof apartment (utramagira, KA, Ch. 21), wit
brick walls, four gable window ends (mabdvatapana) and thatched, barrel-vaulted
roof (chadana), having its ridge (kéta), surmounted by finials (ghats or kalasa,
DhA, I, 414) on each gable and at intervals along the roof ridge. No doubt the
barrel-vaulted roof was constructed as usual of curved rafters (gopamasiyo) resting
against an internal roof-ridge (kéte, Mil. 38; DhA, I, 414), or if with apsidal ends,
a§ainst circular or semi-circular roof plates (kanniks)."! In J. VI, 125, the gateway
of the Tavatimsa heaven is called citta-kita-dvara-kosthaka ** gate-house of the painted
(or decorated) roof-ridge.”” The same gate-house is set about with statues of Indra
“‘as though guarded by tigers;’ evidence, perhaps, that statues of a reigning king
might be set up at a city gate.

The actual gateway, opened or closed as occasion required, consisted of a pair
of heavy wooden pancls (kavita, Skt. kapata), sometimes iron-bound or studded
(ayo-kammata-dvara, Mhv. XXV, 28) and turning on tenons above and below. The
upper parts of these leaves closed against the top of the archway, (roranasirah, KA),
the lower part against the heavy indakbila (Skt. indrakila) ecmbedded in the ground
between the pillars of the torans, and forming a low threshold.! The gate leaves
are not often visible in the reliefs, but can be very clearly seen in Figs. A and 4 where
a half-opened leaf partly conceals a soldier standing in the entrance; and in Figs.
C and 6 we sce the besicgers battering on the leaves of the door (cf. kavare thaperva,
“'beat against the door panels’, in this case, however, of a palace, J. IV, 182).
Having regard to the necessity of providing passage for elephants with riders, we may
suppose the dimensions of the gate aperture to have been something like twenty by
cighteen feet, and many existing medizval city or fort gateways are quite as large
as this; and from this, some idea of the size of the whole gate-house can be deduced.

wMukha=entrance, not as structure, but as space: cf. the In J. 1, 89, éndakbiic thite *"standing at the i::" (of Kapila-
babimwiha, entrance from without, of apartments (rhina) in vatthu). In DN. II, 154, we have chervd kbilam (v. |. kbilam)
a sarai (2303), J. V1, 333. chetod paligham MJZHM #hacca-m-anejd ''all bars and[bo]ts
1 . P x are hewn in twain, the threshold-scone dug up.’ Professor
Asécs m{olPds kawnika = circular roof-plare, 10 appear in Clark informs me that indakbila is rtndcrcdsin g’ibctan (e.g.
J:AO3., val. so. Mabdvyuspasti, ed. Sakaki, §58:) by words mecaning “‘thres-
Blndakbila, in DhA, 11, 180, 181, a symbol of stability. hold"" or “steps at the threshold.” Kbils alone = pillar
Generally, “threshold,” e.g., Div. 150, 10; 165, |: Mabdvasts, (DN. II, 154), and kila has this scnse when indrakila denotes
1, 195, 16; I, 135, 12; 1, 308, 7: Madbyamikasitraverts, 199, 13. “Indra’s flagstaff" as in Mabdbbdrara, V1, 59, 121.

9
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The gate-leaves are framed at
the sides by heavy jambs, usually
called esika (Mil. 332; J. 11, 94/95
and VI, 276, glossed as rhambhas
set firmly in the ground) but the
word esskd may include all the
gateway pillars, that is the bolt
post, jamb, and forana-upright at
each side (cf. Fig. 20). In J. VI,
176, toranani is glossed pittha-
samghata (the usual terms for
jamb in the case of smaller door-
ways) but this must be regarded
as a rather casual use of terms,
not strictly correct: for the use of
toranani in the glural cf. Fig. 20.
When closed, the gate-leaves are
secured by one, or perhaps
usually two (KA) heavy cross-
bars (Pali paligha, Skt. parigha)'*
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FIG. A. DIAGRAMMATIC SKETCH OF A GATE-HOUSE,
MOAT, AND BRIDGE (SEE FIG. 4)

resting in slots in the bolt-posts immediately behind the jambs, for example

Buddhbacarita,V , 82, gﬂm-}iﬂari‘gba—kapi_m samuvrtta,
i e

;_lji'l

4HHH
~

FIG. B. GATE-HOUSE, AND BUILDINGS WITHIN THE CITY-WALL.

THE STRUCTURE IN FRONT TO RIGHT 1S A MOVABLE VEHICLE, A
KIND OF PALANKEEN. AMARAVATI, MADRAS MUSEUM

“Pali’dx'gah (=5kt. parigha) or palikha is always a cross-

a moat.

bar closing a gate, parigha (Ske. paligha) or pars
In J. 11, 400, parikhan

indired, the sense requires palikbans,

““the heavy bar and gate-leaves being

closed.”” We also find men-
tion of aggalani, bolts, which
are well known in connection
with smaller doors; in J. VI,
276 and 483 the Commentator
makes (:gga/}éui=dv§r::-kau§;a‘rsi,
but this againmust be regarded
as casual. In KA the fastenings
of the anidvara are called basti-
parigha. J. VI, 483 gives us
:itr;z}&ga!a, decorated bolt, and
, 169, rajataggala, silver
bolt. When the gate is attacked
by elephants, stress is laid on
breaking down the #orana or
toranas, breaking the paligha,
and uprooting the esikani (J. I,
94/95; DN. III; 14, 254).
Passing between the gate-
posts (esikanz) under the arch
(torana) of the door, and be-
tween the two swinging door
panels (kavata) or when the
great gates are closed, through
the cila- or anidvara which
opens through one of the large

pancls (J. VI, 391, 399, 401,
and KA),'* the travcﬁcr enters

examples. In J VI, 406, the cifa-dvira and dvdra (here=
kavare) of a city gate arc contrasted; but cile-dvdrs is not
exclusively a technical term for a door in a great gate, for in

an haps an emendation should be made. { VI, 432, 460, cils and mabd-dvdras arc simply small and
“Fma ler door cut in one of the lar atc-leaves is a arge doors of interior chambers. In the Gobbila Grhya Sitra,
constant feature of medizval gateways, and I have seen many IV, 7, 19-20 amidvdra is the back door of a house.

11
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a large hall (sa/a, KA, Ch. 21) roofed by the second storey (ardba-tala) of the actual
gate-house. On cither side of him are stone platforms (pratimaiican).

An intcgrag‘gart of the gate-house is the torana (varaparava gopura-torana, "splcndid
gate-arch,”” Mil. 1), or arch against which the gate-leaves close from within; the
:fpcr art of this arch being designated torama-sirahs (KA) and the threshold inda-

ila, Skt. indrakila (see above). Suth arches are easily recognizable in medizval
fortress gates, e.g. at Dabhoi, Fig. 20, and Gwilior, Fig. 21, but they cannot be
made out at Safici or Amaravati, where we can hardly ever see far enough into the
mukha for the actual gateway to be visible. In one case, at Safici (Figs. A and 4)
there is evidently no such arch, but there is a kind of semi-circular door-stop at the
top. At Bharhut, no representation of a city gate is Yrcscrvcd, but we have several
illustrations of dvara-kotthakas of palace or temple enclosures (Cunningham, Bharbut,
Pls. XVIII, XIX); these are of a sunFlcr type, but large enou h to admit an elephant
and rider, and here a pointed arch of the kind elsewhere so familiar in the early art,
is a conspicuous feature of the structure.

I cannot satisfactorily explain the “high patthandila’’ with which a city gopura
is provided, Mhv., LX, 3; the upper stories g::f. tala in KA) of the gate-house may
be meant. Cf. Geiger, Cu_;aﬂan's.ra, 128 &
trans. 1, 214; and MN, II, 155.
Quite distinct from the rorana
of the actual gateway are the
freestanding reranas which are
frequently represented as situated
at the bridge-end remote from
the city; through these arches
one must pass when entering or
lcavinﬁ the city, but it is obvious
that they served an ornamental
and honorific purpose, and had
no value for defense. In function
they differ in no way from the
toranas clsewhere represented, or
extant as at Safici, as set up at the
entrance to any sacred or honot-
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able area or enclosure; and no ul I %m
doubt because they are taken for

1| FTRRCY e
granted in this sense, and because  Gi/BEE 2 Em‘é!{‘ﬂ’!ﬂ ¥ $
do ot find them sefemed o JBEHEEHHHHHHHHEHHHE
do not find them referred to in
the lltcra.tu'rc. FIG. C. A SECOND TYPE OF CITY-GATE, REPRESENTED

KA describes the gate-house of ONLY IN ONE RELIEF (SEE FI1G. 6). siNci
a fort (durga), substantially iden- _
tical with that of a fortified city (for durga-nagara cf. Aghata-durgge in the colophon
of a Jdina manuscript described on p. 237); the nomcnclaturcg{las already been
made use of above. The passage is full of difficulties; but as these can be, at least
in part, resolved by comdparison with the passages cited already, it will be desirable
to offer here a new rendering of the greater part of it.

The text informs us that “‘the ground floor (aditala) has five divisions, a hall
(sala), well-room (vapi), and boundary-house (simagrha), and two platforms
(maiicau) opposite to cach other and each a tenth part o% the whole (area)."”’ I take
this to refer to the ground plan thought of as of the lower part of the main structure

as scen from the city side, and represented in the accompanying diagram, Plate 1
(based on KA, the Pali texts, and the reliefs).
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FIG. 11. BODHI-GHARA, BHARHUT
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Here the ““hall™ is the large passageway through the gate-house, i.e., the covered
space, on the city side of the gate-leaves, appropriately called a hall because it is
roofed by the superstructure. The “‘platforms’ are clearly the open rooms with
floors at some height above the road level, right and left of the hall; such platforms
occur in all medizval and later city gates, and are really the guard-rooms occupied
by the soldiers (dovariks) on duty. Then the outermost room on one side is the
well-room, that on the other, the “"boundary-house,”” simagrba, explained by the
Commentator as kosthagrba. Now in ]. II, 378, we find the donamapaka, the receiver
of the king's dues paicf in rice, scated at the door of the korrhdgara, superintending
the measuring of the king’s rice which has been brought into the city. Presumably,
the granary door (kotthaka-dvira) is closed: anyhow, when it comes on to rain,
the officer runs into the dvara-kotthaka, i. ¢., probaﬁly into the open 73/4."® “*‘Boundary-
house™ and “'storchousc’ are thus both designations of that part of the gate-house
used for the temporary storage of taxes paid in kind; and possibly these should also
be identified with the swlke-53lé or toll-house which, as we know, existed at the
city gate for the collection of octroi on goods brought into the city for sale.

The text continues: "‘Then there is a pillared (sthénavabandha) pavilion (barmya)
forming an clevated mezzanine floor (ardbatala) i.c., the sccondp floor).”" This is
quite cﬁ:ar and corresponds exactly with many of the reliefs, ¢.g., Fig. 8, though the
number of upper storeys may actually be one, two (as in KA), or three (cf. Fig. 9).

""Then there is an uppermost house (#ttamagara) covering half the area (vasm),
or (in other words abourgcthrcc-quartcrs the width (of the roof of the second story);
this house has brick walls.”

Here, too, the description suits the representations; and, gencrally speaking,
nothing is commoner than such a roof-apartment, occupying the greater part of
the flat roof of a building, but having a verandah space separating its walls from
the railed parapet of the roof. The word wtramagara aptly describes such a roof-
apartment.

"‘In the left (tower) there is a stairway turning rightwise, and in the other (tower)
a stairway with concealed (or concealing) walls (gudbabhitts)."

"“The head (sira) of the gateway arch (forana) measures two cubits. The two gate-
panels (kavdta) occupy three-fifths (of the total width of the passage); there are two
cross-bars (parigha) and an indrakila of an ell's measure.” The indrakila is glossed as
kaﬂi_mdbiraﬂirria pradana, and plausibly explained by Meyer as a kind of door-stop
against which the folding panels meet below when they are closed.

"*The accessory door (anidvara) is five cubits in width and has four elephant cross-
bars (basti-parigha).”” The position of the amidvara and the exact significance of
basti-parigha arc not clear; but perhaps what is meant is the small door generall
to be found in one of the door panels, for use when the panels themselves are closed.
Such a small square door might very well be said to have four parighas if we suppose
the fastening to have been of the type illustrated in MSA., Fig. 82 (dandu-agula).

“*And for access an ‘elephant’s claw’ (basti-nakba) supporting a bridge (samkrama)
level with the entrance (mukba); or an earthen embankment when there is no water
(available for a moat)."’ I have shown elsewhere (IAT, pp. 258/259) that basti-nakba
is primarily a pillar with an elephant capital, and so-called because only the nails
of the elephant’s feet are visible to the observer from below. From the text above it
is evident that the bridge over a moat was supported by such a pillar, and so perhaps
in a derivative sense came also to be designated as a hasti-nakha; certainly Amara’s
gloss on hasti-nakha in Sisupilavadba, 111, 68, viz. pardvari mrekitab, shows that the

YFor the use of the gate-hall in such a way, cf. J. VI, 514, I, t;:: where & servant takes a nap in cthe babidvira-rild
where “'the Bodhisactva did not enter the city, but sat down (of the palace). For this typical usc of gates in the East see
in the gate-hall (megere-dodre misidi):" Mrechakatika, Perrot ct Chipicz, Ls Perse, I, pp. 69-72

15



term had by his time come to denote the carthen embankment which formed a way
down from the city gate to the open country beyond the ditch.

Finally, we have: "'The gate-house (gopura) is to be made (accordingly), continuous
with the rampart (prakarasamam), and built over the entrance (mukbamavasthapya),
and three parts of it form the ‘lizard’s mouth’ (godbamukha).”’ The last term presum-
ably refers to the entrance itself, clsewhere simply called mwkba; probably this
“mouth”” was also called “‘the lizard's mouth,”’ just as we might n:aliJ the gateway
of a fortress “‘the lion’s jaws’’: or mukba may apply to both the front and rear portions
of the entrance.

Finally, it may be remarked that medizval and even modern Indian architectural
forms are directly derived from and often preserve the most characteristic features
of the ancient forms. Some acquaintance, indeed, with 2 medizval Indian fortress
gatcway is essential to a proper understanding of the description given in KA and

iscussed above; if, for example, one has passed through the iron-studded doors of
a city or fortress gate-house still in use, or if the latter are closed, through the acces-
sory door cut through one of the kevirs and noticed the guards scated on stone
platforms (cabutra) right and left of the passage through the great hallway, the
sense of the words anidvira and pratimaticas becomes immediately evident. Or, as
in Fig. 21, we may note how closely the whole construction of 2 modern gate-house
may correspond to that represented in the ancient reliefs. I have not attempted to
discuss the relationship of Indian city fortifications with Babylonian types, though
analogies are evident E:f. the Ishtar gate of Babylon, Koldewey, Das Iitartor, Wiss
D. O. G., No. 19, 1918).

Other articles in the present series will deal with tree temples (No. II of the series,
printed below); houses and palaces; hermits’ huts and domed shrines and early
towers; windows, arches, and doorways; and pillars.

DescriprioN OF THE ILLUSTRATIONS

Plate I. Plans of a dvara-kotthaka, compiled from data cited in the text and from
the reliefs; not to scale.

Fig. 1, Uttamigara. Fig. 1. Ardbatala. Fig. 3. Aditala E = esikani: 1K = indrakila: K =
kavita: P = pakara. Thick black lines represent brick walls; small squares, pillars.
The two pillars at the outer end of the samkrama are the stambhas of the free-standin
torana at the bridge end. The stambhas of the gateway torana arc included wit
the esikani.

Plate. II. Three relicfs from Safici:

Fig. 4. Kapilavatthu (The Great Renunciation, see Marshall, Guide to Sanci, p. 60).
One of the kavita is shown half open, and behind it stands a dovarika (or deity actinlg
as such), half scen. The bridge is provided with a Ig:alisadc pamict like the city wall.
The torana at the bridge end is clearly shown. Buildings within the city are seen
above (beyond) the city wall, on the f‘;ft. By a side door women have access to the
moat and are fetching water. Sifici, east forana. Sce also Fig. A.

Fig. 5. Jettutara (Vessantara Jataka, see Marshall, Guide, p. §3). A woman is standing
in the mukba of the gateway, between the two attdlakas; another carrying a bhimkara
(Jat. VI, 345) stands on what would be the bridge, if bridge and moat had been
shown. Buildings within the city are seen above the city wall on the right, and
above (beyond) the gate-house. Siiici, north torana.

Fig. 6. Kusinira (War of the Relics, see Marshall, Gusde, Ec 49). Gate-house of usual
type on the left, an armed soldier standing in the mukba between the apralaka. City
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wall and moat, with attacking soldiers in centre. On the right a second gate of
another type (see drawing, Fig. C). Within the city wall on the left, an ansaratrila.
Other buildings in the city are seen above the wall between the two gates. Safici,
south torana. Ct. Jataka, VI, 400 ""When they were in the moat, attempting to destroy
the wall, the men in the towers (antarattaless) dealt havoc with arrows, javelins,
spears, and so forth.™

Plate. III. Mathura and Safici:

Fig. 7. (Kusindra, War of the Relics ?), walled city with gate-house to right; the
kavata are indicated. Outside the city wall is an apsidal shrine (the only example
anywhere illustrated in an old relief). Mathuri, perhaps first century A.p., I 38 in
the Mathura Museum, Catalogue p. 140.

Fig. 8. Kusinard (War of the Relics, Marshall, Gusde, p. 69). Army of the Mallas
entering the city, by the gate-house. Accessory defence tower (antarattala) on the
right. Immediately left of the gate-house, within the city, is a minor gateway of a
common type. Safici, west forana.

Fig. 9. Jettutara (Vessantara Jataka, Marshall, Guide, i) 54). Women with water jars
are emerging from the mukba of the gate-house. Buildings within the city above
(beyond) the wall and gate-house. Accessory defence tower within wall to right of
gate-house (next to horse’s head). The gate-house has two barmya storeys in place
of the usual one, making four floors in all. Safici, north rorana.

Fig. 10. Savatthi (?) (see Marshall, Guide, p. 59). A horseman is issuing from the
mukba. Buildings are seen within the city above (beyond) the gate-house, on the left
and city wall on the right. Sifici, north torana.

Fig. 11. Rajagaha (sce Marshall, Guéde, p. 65). A chariot is emerging from the mukba
of the gate-house. The city wall is seen as usual, to left of the gate-house (above the
horses), but then turns abruptly upwards so that only the coping is visible, seen
from above—an interesting and unusual consequence of the vertical projection. A
building within the city is seen just above (beyond) the gate-house; and a small
accessory defence tower just within the wall to the left of the gate-house. Safici, east
torana.

Plate. 1V. Safici and Amaravati:

Fig. 12. Rajagaha ? (see Marshall, Guide, p. 60). King in chariot issuing from the
mukha of a city gate; city wall to left. City or palace buildings within. Sifici, north
terana.

Fig. 13. Chaddanta Jataka. Men passing in and out of a city or palace gate-house,
king scated in palace within. Part of city or palace wall seen below. Amaravati.

Fig. 14. Cortege issuing from a city or palace gate, king seated in palace within to
left. No part of the wall s seen, but the free-standing terana in front of the gate at
the bridge end is seen (or possibly this forana belongs to a sacred enclosure to right,
which the king on horseback is about to visit). Amarivati. ' '

Fig. 15. Kusiniri. Partition of the Buddha's relics. A Malla chieftain with a reli-
quary, on an clephant, emerging from the mukba of the iatc-housc of the city. Within
the city, right, above, the division of the relics, below, dancers in honour of the relics.
In the foreground an accessory defence tower, not as usual within, but forming a
part of the wall, of which a small part is seen extending downwards to the right.
Amariavati, Madras Muscum.

Fig. 16. King on clephant issuing from the mukba of a city gate; the umbrella-
bearer has just passed under the free-standing forenae at the bridge end. A small part
of the wall is shown immediately below and to right of the horse. Amaravati.
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Fig. 17. Story not identified: 2 woman thrown over a city wall, king seated in
alace above. To the right is one tower of a gate-house, the rampart extendin
gownwards from it to the lower margin. The second tower, to right, is not preserved.

Amaravati, Madras Museum.

Plate V. Medizval and modern city and fortress gate-houses:

Fig. 18. Jaipur, city gate. Note the three storeys, the middle one of barmya type,
the upper a railed roof-apartment exactly corresponding to the sttamagara of the
old gate-houses.

Fig. 19. Bijapur: bridge, gateway, and two flanking towers. Both figures after
Reuther, Indische Palaste und Wobnhauser.

Plate VI. Medizval and modern city and fortress gate-houses.

Fig. 20. Gateway in city wall, Dabhoi. One open gate-leaf (kavata) is scen to left in
the middle of the 3/, between the two double toranas: at the base of the kavasa is
seen the accessory door (anidvara, ciladvara) for the use of pedestrians when the
kavita are closed.

Fig. 21. Gwiliar, Hathi Paur of Min Sifigh’s palace, ca. 1500 o.p.; showing the
two)sidc towers, and the sorana of the gate-proper (the gate being open, one leaf is
seen).

II. BoDHI-GHARAS

In a numerous series of representations of the Bodhi tree, from Bharhut, Mathurai,
and Amaravati, and all dateable within the four centuries ca. 175 B.c. to 225 A.D.,
the tree with its accessories (vajrasana and a symbol) is rcErcscntc as surrounded by
a two- or occasionally three-storeyed hypacthral temple. Such temples of the or any
Bodhi-tree are referred to in the literature as Bodbi-gharas (Mabivamsa, XXXVI, 3114
and XXXVII, 15 and 31). Strictly speaking any Bodhi-tree, with or without a
temple structure, is also a rukkba-cetiya or caitya-vrksa, or tree-shrine; but these terms
in the Buddhist literature seem to be reserved wholly or mainly for tree-shrines not
specifically Buddhist.

More or less detailed references to the manner in which a Bodhi-tree was wor-
shipped,.and to Bodhi-gharas are found in various places. In the Asokivadina, Asoka,
having vowed to pour upon the Bodhi-tree at Bodhgayi perfumed water from four
thousand precious vessels ‘‘let make an enclosure surrounding the Bodhi-tree on all
four sides, and mounting upon it,’’ fulfilled his vow.!” It is impossible to say certainly
whether by “‘enclosure’” a permanent Bodhi-ghara is to be understood; from the
Chinese words employed we can only deduce that the structure was rather of the
scaffolding type, made of wood and not of stone (it is obvious that all but one of the
Bodhi-gharas here discussed and illustrated were actually wooden structures).

The Sanskrit form caturdiiam varam baddhva svayam eva ca varam abhiruhya caturbhib
rkumbbasabasrair bodhisnapanam krtavan, corresponding exactly to the rendering from
the Chinese already given, occurs in the Divyavadana, p. 404. The editors, following
Burnouf, render viram as ‘‘platform;’’ but “‘enclosure’’ would be preferable. Przy-
luski's suggestion of ‘‘bassin’’ to hold the water poured at the foot of the tree is
untenable, since ASoka mounted upon it: the enclosure must have been a sort of

WHere Mabdbodbighare pdcine should be rendered “'on the sight to support the idea of a temporary scaffolding: bu it
east side of the Great Temple of the Bodhi-tree," not as by should be remembered that chis conseractional method was
Geiger, “'in the eastern temple of the Great Bodhi-tree.” employed even in the case of permanent wooden buildings

"Pezyluski, J., La ligende di I' Emperesr Agoha, 1913, ppaz67, (see IAT, p. 265, . v, ndvdca, and also the Ramdysna passage

433- cited by Cunningham, Stapa of Bharbut, p. 100).
#ln the Divydvadina version baddbead, "'tied" seerns ar first
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gallery, and mar have been a finished Bodhi-ghara.'® All the Bodhi-gharas repre-
sented in the reliefs are in the same way essentially enclosing galleries, large and
strong cnough to bear the weight of several persons. As in the case of temples gener-
ally, so in our case of the tree-temples, it may be safcly assumed that there existed a
close relation between form and function—the structure was not merely honorific,
but was adapted to requirements determined by the nature of the usual offices; for the
actual lustration of a tree, only a high surrounding gallery could have served.

Whether or not the ““enclosure’” of the Asokdvadana was a permanent Bodhi-ghara
there can be little doubt that in the second century 5.c. the Bodhi-tree was already
surrounded by a structural Bodhi-ghara, since it is so shown in reliefs at Bharhut
and Safici (Figures 22, 36, ctc.); these reliefs are supposed to represent the Bodhi-
ghara built by Asoka, as indeed may actually have been the case. It may be this
original Bodhi-ghara which is referred to in a2 Bodhgaya pillar inscription as the
rdjapasada cerska;'® and that it only ceased to exist in its original form (very likely
restored or rebuilt as occasion required) when it was replaced, perhaps in the time of
Huviska, a::%how not later than 1n the Gupta period, by the present "'Great Gandha-
kuti of the Vajrisana.?’" When this temple of the vajrisana was built as a structure
not open to the sky, the Bodhi-tree had of course to be moved, and there could have
been no fundamental objection to this, since it is the %osition of the vajrisana,
rather than that of the tree, that is of cosmic significance. This new temple was built
just after the time when the Buddha image had began to take its place as the principal
cult object; the cult of the tree, though it has never been discontinued, thus lost its
grimary importance, and it is probably for this rcason that the building of claborate

odhi-gharas seems to have ceased soon after the close of the second century, there
being no representations of hypacthral temples subsequent to the late Andhra relicfs.

The bestowing of royal consecration on a Bodhi-tree is several times mentioned in
the Mabavamsa, thus XVIII, 36, ‘'Asoka consecrated the Great Bodhi-tree as king
of his realm.” That this kind of consecration has been bestowed is perhaps to be
understood whenever, as in Figures 22, 23, 26, etc. we see the tree surmounted by or
provided with a chatta or royal umbrella.

In Jatakas No. 479 (Jtaka, IV, 229-236) the honouring of another Bodhi-tree, that
glantcd by Ananda at the Jetavana monastery in the Buddha's own life-time, is
escribed in greater detail, and the ceremonies are called collectively a Bodhi-maha,
or Festival of a Bodhi-tree. The king offers to this tree "‘cight hundred jars of scented
water furnished with water-lilies, and a long row of full-vessels,”” worships the tree
with music, wreaths, and cartloads of flowers, has an altar (vajrdsanas) and a railin
(vedika) made of the seven precious substances, sgrcads golden sand in the courtyar
(angana) about the tree, and builds about the whole Wisdom-arca (Bodbhi-manda) an
outer enclosing wall (pakira) with a gate-house (dvdra-kotthaka) again of the seven
precious substances. Nothing is said about a Bodhi-ghara in this case.

The smoothing and sanding of the afigana or courtyard about a Bodhi-tree are also
mentioned in Mabavamsa, XXXV, 8}3{:11(! XXXVI, 103; in the last place, the vajras-
ana is spoken of as a_vedi. In the Mabavamsa, XLIX, 74, Aggabodhi IX has the
“ruined temple (ghara) of the Prince of Trees newly and durably built and gilded.

A total number of cleven Bodhi-gharas is represented in the carly reliefs—three at
Bharhut, two at Mathura, four at éﬁﬁci, and two at Amaravati;" all these are repro-
duced on the accompanying plates. It may be that all these representations designate
the original Bodhi-tree at Bodhgaya (Uruvela of the carly texts), and this may be
taken for granted in most cases, though the point has little importance for present

“Conningham, Masbsbedbi, Pl. X, inscription No. 10: Those from Bharhut are now in the Indian Museum, Cal-
Bloch, Netes om Bidb Gayd, A.S. 1, A. R, 1903'09-0? ‘13?- cutta; onc from Mathurd is in the Muscum of Fine Arts,
The inscription is onc of thosc of Kurathgl, queen of Indr- Boston, the other in the Archacological Muscum, Mathurk;
Egnimitra, and datcable about 100 B.C. those at Sifici are in sitw; those from Amardivati arc io the

®Bloch, Netes en Badh Gayd, A. 5.1, A.R., 1908-09, p. 153. Government Museum, Madras.
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purposes. It is not to be doubted that some of the countless memorial Bodhi-trees

lanted as cult objects elsewhere, like the one in Ceylon of which we have precise
information in the Mahavamsa, were provided with Bodhi-gharas; indeed, it 1s very
probable that the whole cult and temple type of Buddhist *'trec-worship™* were taken
over from the pre-existing and co-existing animistic practise. Even according to the
Buddhist texts, the Bodhi-tree at Uruvela was already, before the coming of the
Bodhisattva, a sacred tree, the haunt of a Devati, no doubt a Yaksa, to whom offer-
ings were made and from whom marriage and fertility boons might be expected. It
is impossible that Buddhists should have themselves invented the details of a tree
cult, which, whatever interpretation they put upon it, can easily be shown to have
existed from a remote antiquity. If they were certainly not the first, for example, to
hang wreaths and garlands on sacred trees, it is very possible that they were not the
first to build tree-temples. Texts (cited in my Yaksas, pp. 17 ff.) show that at least
in many significant details, e.g. the use of umbrellas, the offering of flowers and
scents, the spreading of sand, the building of enclosing walls, the honours paid to
sacred trees haunted by Devatis were the same as those offered to Bodhi-trees. More-
over, the great varicty of form of the Bodhi-gharas as scen in the reliefs, and the
elaborate construction of even the earliest examples (Figure 22) are further proof of
the antiquity of the type. The architectural style is further, in all cases, a purely
Indian one, 1dentical with that of contemporary secular building.

As already remarked, the main essentials of the special form common to all
examples are determined by the nature of the case; the Bodhi-ghara is always a
gallery surrounding the tree and vejrisana, and necessarily open to the sky. Appar-
ently the simplest form is represented by a cross-bar medallion relief from the
Mathura District, now in Boston (Figure 23). Here there are four outer corner
pillars, and four inner pillars may be assumcg, the ground plan being square. The
cight pillars sloping slightly inwards, support a ﬁcavy timbered superstructure
corbelled outwards, to form a flat gallery or promenade above, much wider than the
basement itself; the flat surface o? this aerial padakkhina path supports no further
construction: only an umbrella and banners are planted upon it. The whole structure
seems to be built of a size only just sufficient to enclose the tree itself, and this seems
to be confirmed by the fact that the vajrdsana, which has upon it three five-finger
marks (paficangulika),n is seen outside and not within the structure. There is however
an arched porch of the usual type, and some kind of symbol, perhaps a rama-traya, is
scen within; the faince suggestion of a seated Buddha figure is of course deceptive.
The corbelled superstructure with its battlemented parapet belongs to an archi-
tectural type very characteristic at Bharhut (cf. Cunningham, Stupa of Bharbut, Pl.
XXXI, 15’ Bhija (bammiyas of the monolithic stupas), and Sifici, and this fact,
together with the inward slope of the pillars, suggests a date not later than the end
of the second century B.c.

Of the Bharhut examples, dateable about 175 B.c., the most remarkable is that
of the Prasenajit pillar, here Figure 22, with its inscription Bhagavate Sakamunino
Bodbo, **The Illumination of the Blessed Sikya-muni.”

Bloch# supposed that this structure was supported on thirty-two pillars; Cunning-
ham reckoned sixteen only, and drew accordingly a plan (Mababodbi, Pl. II) incor-
porating the positions ofy a few pillar bases discovered in the foundations of the
present Great Gandhakuti. :

In my plan, Figure 37, the number of pillars is also taken as sixteen. The plan, on
the left, is a ground plan,and shows cight of the pillars; on the right, it is a plan of the

. BThat pedcesgulika weans “hand impression’ and not Spread Hend o “Five-finger Token'' (paicotignlika) in Pali

mertte” a5 suggested in IAT., p. , is proved by the Iiterwtsre, K. akad. van Wetenschapen, afd. Lererkande,
fol lowini xxu[alp:t additional to tﬁm: cited in IAT.: Cull $° Recks, Deel IV, Amsterdam, 1919.
V, 18; DhA. IlI, 374; J. 1, 166 and 193, and VI, 42; Bhiisa, BBloch, Th., Netes en Bedb-gayd, A. 5. 1., A. R., 190809,
Prati I, 11 and 38; Bana, Hejacarize, 63, 13 and This author quite necdlessly supposcs that the pillars must

157, 1. The u'lbiect is fully treated by Vogel, The sign of the . have been of stone.
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second storey, where we find upon a very familiar type of roof chamber or bungalow
provided with numerous arched *‘French windows” (mwhis-vatapina) and a domed
roof with finials. Within each window arch is seen a chatra. Female worshippers are
seen on the balcony, between the walls of the roof chamber and the railed parapet
(vedika) of the gallery. Within, below, are seen the decorated trunk of the Bodhi-
tree, flanked by two rama-traya symbols on short pillars, and with the vajrasana, sup-
ported on short columns, in front of it; the vajrisana is covered with flowers, and
there are four lay worshippers. It is assumed that here, as in all other cases, the
vafrasana is actually the central element of the plan; since it is the vafrasana and not
the tree which occupies the exact centre of the Bodhbi-manda or Wisdom-area. Above,
the head of the tree, decorated with wreaths and two chattas, rises within the circular
gallery; it is worshipped, probably by two deities, and a pair of supannas flying
towards it. Of these last, tﬁc one on the right bears a garland, the one on the left a
leaf basket (panna-pacchi or puta) full of flowers, which he is casting one by one
towards the tree. Below, on the right, external to the Bodhi-ghara, is a dbaja-thabba
surmounted by an elephant holding a garland.

This standard example establishes the general t)gx: found elsewhere, though the
plans and details vary. Another Bodhi-ghara at Bharhut, Figures 24 and 35, has
evidently an apsidal plan (Figure 39), like that of the usual rock-cut cetiva-gharas:
as before, the gallery supports a long roof chamber, but this terminates in maha-
vatapanas at cach side, and does not continue across the front of the gallery.

As in the cetiya-gharas there are three entrances or ))orchcs, onc central, and one
corresponding to each aisle. Outside there is again a dhaja-thabba surmounted by an
clephant.

In one other Bharhut relief, Figure 25, we have a unique case of a Bodhi-ghara seen
from within; it is a square in plan, and what we sce is only one of the four sides of the
gallery and roof chamber with its windows, cach with a projecting balcony; the
courtyard (angans) surrounding the tree and vajrisana, and overlooked by the gallery,
is filled with seated worshippers.®* The central object in each of these ‘‘French
windows’’ is a hanging garland, as also in the case of the two lateral porches.

Of the Safici examples, one (Figure 28, drawn more clearly in Figure 36, and in
round and gallery plan, Figure 38) from the cast forana, lower architrave, front,
orms the centre of a composition representing the visit of Asoka, as alluded to above

in a citation from the Asokivadina. Asoka himself is seen on the right, descending

from his elephant, and followed by a queen. The structure, a little difficult to make

out because of a fracture in the stone on the right side, is octagonal and supports a

continuous roof chamber of the same plan and usual type. A heavy roll moulding or

caves runs round the whole structure immediately above the tops of the supporting

Eillars and below the gallery floor; the outer edge of these eaves is supported by
rackets which spring from the pillars.

Another Sifici example, second panel on the left pillar, front face, of the same
torana, here Figure 27, is a type practically identical with the last, but rather more
clearly represented and better preserved. Branches of the tree emerge from the outer
windows of the roof chamber, and must be understood as passing also through the
inner windows which are not visible.»

¥Where, as in this casc, the plan is squarc or rectangular, dows correspond to the modern jharokba. In the Hindi Sabda
wc have a building type exactly corresponding to that of an Ségmra, gavdkia is given in cxplanation of jherekba.
ordinary palace, for the term mabdsdrapana cf. Jitaks, 11, 11, Windows will be discussed more fully in a later article.

where we have a reference to the great windows ("French

windows,”" as I have called them here) overlooking the “Marshall, Gaids to Sanchi, p. 65, associates with this

\ . 1 the one above it, in which are scen two ups of per-

palace court (rijer gome). . . E-f separated by a horizontal baod. In my opi:slzgnp:hmpfre
Guvikse is used synonymously; so too is sibare-pedjers, not deitics looking on at the Illumination represented below,
bat here the projecting dormer as well as the actual dormer More probably (as suggested in Sir John Marshall's footnote)
window is implied. the upper pancl repeesents the Great Miracle at Srivasti, and
Architecturally and functiooally these carly balcony win- in this case the horizontal band must be the Buddha's cankems.
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A third Safici Bodhi-ghara, on the south torana, left pillar, inner face, upper panel,
here Figure 29, is an imposing circular structure, the gallery chamber having twelve
windows, arranged in groups of three. The figures in the panel immediately below
this may be those of Asoka, two queens, and attendants.

The last Safici example, from the west torana, lower architrave, back, here Figure
26, is the most claborate type anywhere represented. The scene combines, on the
right, the Assault of Mira, and on the left the deities celebrating the Buddha's final
victory. As remarked by Sir John Marshall, Guide to Sanchi, p. 69, the representation
of Asoka's Bodhi-ghara surrounding the tree is therefore in a sense an anachronism;
perhaps it would be better to say that in this scene, three or even four separate events
are combined, viz. the Assault of Mara, the visit of the deities, the Illumination,
and the erection of Asoka's temple. The latter is four-storeyed (three storeys besides
the ground level); the uppermost storey is of the usual type, but as in the case of
Fifurc 24 the uppermost gallery chamber ends in arched *'French windows'” at each
side, and does not continue across the front, it must be assumed that the plan is
apsidal. The two intermediate storeys are of open pillared construction, the lower
only being provided with balcony windows. The ground plan would be not unlike
that represented in Figure 39.

Of the two Amaravati examples, only one (Figure 30) is intact, and though poorly
preserved can be readily interpreted (Figures 33, 42).% Here the gallery seems to be
at an unusual height a{ovc the ground. It may be remarked that in no case is any
means of access to the upper storeys indicated in the reliefs, but it is quite certain
that the upper storeys were accessible (cf. the figures shown on the upper storey in
Figure 22), and probable that they were used for circumambulation, though this could
also have been gonc on the ground floor. It is perhaps worth while pointing out in
this connection the parallel case of the sccular pasida, mansion or palace, where the
inhabited rooms are always on the second or other :3:pcr floor, and access is by means
of a stair (c.g. J., Ill, 216, sopana, and 239, pasadam abhirihi, etc.); in the repre-
sentations of pasadas we see persons on the upper storey balconies, but the stairway
is never shown, as it would not be visible in an exterior view. ‘

The second Amarivati example is a mere fragment (Figure 32), but what remains
is well preserved and lends itself to a fairly complete restoration (Figure 34). The
structure was evidently circular, with two storeys above the ground level. The
tentative plan, Figure 41, cannot be very far removed from what would be inferable
also in the casc of the Safici temple of Figure 29.

There remains one Bodhi-ghara (Figure 31) of unique form, occurring in a panel
of an architrave from Mathura, proba ly of early second ccnrur{;. This is evidently
a walled structure; in the plan (Figure 40), drawn at the level of the lower protruding
branches of the tree, it is assumcguthat therc were doors on all four sides, but this
may not have been the case, for this is evidently a protective, and not merely an
honorific structure. The building seems to have been square, with octagonal corner
towers; no other form satisfactorily explains the relief.

All known representations of Bodhi-gharas have now been illustrated and more
or less successfully interpreted. The type is a very special one, and with all its varia-
tions of detail, 0{ great interest; it occupies a logical place in a stylistically unified
architectural tradition, and the present attempts at interpretation, together with
such revisions and corrections as may be made later, must certainly throw some light
on the building methods in general, as will appear when the secular domestic and
palace architecture are subsequently discussed.

®For a discussion of the scene in which chis representation appears see Rdipam, 38, 39, pp. 72, 73.
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DescriprioN OF THE ILLUSTRATIONS

Plate VII.

Fig. 22. Circular Bodbi-ghara (sce plan, Fig. 37). The whole rcfrcscnts the Great
Enlightenment (inscription on the roof, Bbagavato Saka-munino bodho). Notice the
umbrellas and garlands on the Bodhi-tree; umbrellas with garlands seen through
the mabivatapana openings on the gallery level, and female figures standing on the
gallery verandah; above, Supannas bringing flowers and garlands, and standing
worshipping Devas, and below, lay worshi s, male and female; two rama-traya
symbols behind the altar, between them the decorated trunk of the Bodhi-tree;
fﬂnwcr-oﬁ'crings on the vajrasana. Apparently two sala palms (omitted in the plan)
are enclosed by the Bodhi-ghara, one on cach side of the Bodhi-tree. The connected
scenes below rcErcscnt the Devas assembled in worship, Mira gricving at his defeat,
ctc. On the right, external to the Bodhi-ghara, and extending downward into the
scene below, 1s a dbaja-thabba with an clephant capital (not shown in the plan).
Bharhut, ca. 150-175 B.c. Indian Museum, Calcutta.

Plate VIII.

Fig. 23. Square Bodhi-ghara, with heavy corbelled roof-gallery. Umbrella and two
banners on upper level, two banners at side; altar in front with paiicangulikini.
From a railing cross-bar medallion, Mathura, second century s.c., Muscum of Fine
Arts, Boston,

Fig. 24. Apsidal Bodhi-ghara (scc diagram, Fig. 35 and plan, Fig. 39), situated in
a grove of similar trees. ’1%1: three porcics open into the nave and two aisles of the
whole structure, which must have resembled in Elan the ordinary rock-cut cetiya-
gharas or caitya-halls. Through the central porch opening are seen the vajrisana
and trunk of the Bodhi-trec. On the right is a dbaja-thabbs with an clephant capital.
Four lay worshippers, or perhaps the Four Regents or Maharijas. Bharhut, 150-175
B.C. Indian Museum, Calcutta.

Fig. 25. Interior court (angena) of a square Bodhi-ghara, showing, above, the
inner side of the gallery (the two side pillars and architrave with battlement and
lotus motifs are not a part of the scene). f:l the centre of the court are the Bodhi-tree,
and vafrasana with an umbrella. Two Supannas are bringing flower offerings in
panna-pacchis, and casting them toward the tree (an act of worship). In the court-

yard, round the tree, are seated twenty-seven male persons, probably Devas. Bharhut,
as before.

Plate IX.

Fig. 26. Apsidal Bodhi-ghara with three uEpcr storeys. To the right, the Assault
of Mira, to the left, Visit of the Devas, the whole scene represénting the Great
Enlightenment (cf. Marshall, Guide to Sanchi, p. 69). Safici, west torana, in situ,
ca. §0-75 B.C.

Fig. 27. Octagonal Bodbi-ghara (cf. plan Fig. 38), situated in a2 grove of mango
and other fruit trees. Cf. Marshall, Guide, p. 65. Siiici, cast forama, in situ, ca. 75—
100 B.C.

Fig. 18. Octagonal Bodbi-ghara (see diagram, Fig. 36, and plan, Fig. 38). Supannas
with offerings above, worshipping Devas, perhaps t?xc Four Regents, gelow. Ratna-
traya symbol on the vajrasana. Cf. Marshall, Gusde, p. 61. Saiici, cast rorana, lower
architrave, in situ, ca. 75—100 B.C.

Plate X.

Fig. 29. Circular Bodhi-ghara. Three ratna-traya symbols on the vajrasana. Cf.
Marshall, Guide, pp. 50, 1. Sifici, south torana, left pillar, in sttu, ca. 100 B.C.
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Fig. 30. Squarc Bodhi-ghara (sce diagram, Fig. 33, and plan, Fig. 42), with tall
slender pillars. Amarivati, ca. 200 A.p. Madras Muscum.

Fig. 31. Square, walled, Bodhi-ghara (scc plan, Fig. 40). Visit of Asoka? From a
Kusana architrave, Mathurz, ca. 100-150 A.D. M-3 in the Mathura Museum.

Fig. 31 Fragment of a circular Bodbi-ghara (see restoration Fig. 34, and plan,

Fig. 41). Amaravati, first (?) century A.p. Madras Museum.
Plate XI.

Figs. 33—36. Diagrams of Bodbi-gharas, in part restored.
Plate XII.

Figs. 37-42. Plans of Bodhi-gharas, deduced from the reliefs.
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EARLY INDIAN ARCHITECTURE"
III. PALACES

“*Nivesanam te deva mapessamdts,”” DN, 11, 180

By ANANDA K. COOMARASWAMY

Sanskrit prasada, Pali pasada, Prakrit pasaya, is constantly employed to designate
a mansion, typically of several storeys. More often than not the word denotes a
alace or other pretentious dwelling; but elsewhere also a monastery or temple.
he term aplplics always to an entire structure, not to a single storey or terrace.
Here we shall consider the prasada primarily as a king's palace or the mansion of a
wealthy merchant; but since we are concerned more with the structure than with
the special usage, the data met with in connection with monastery or other prisadas
will not be excluded 2
Synonyms of pasada as palace are nivesa-pasada (J., 111, 216), raja-bhavana (J., VI,
4563', raja-geha (J., V1, q12), raja-nivesana (J., IV, 182; VI, 428, 432, 455), rafiio-
nivesa (J., VI, 428, 429), vasa-ghara (Paryusana Kalpa Sitra, 31), antepura (see below),
and véimana (J., VI, 117). The first and last two of these terms always refer to single
buildings, the others sometimes seem to imply the idea of the palace in a wider
sense, as a group of buildings in a precinct all enclosed by the outer wall (pékira);
and vimana usually means a palace of the gods, e.g., Mhv., XXVI, 9, 10, 13, where
the Lohapasada is to be built "'like’" a palace ofgthc gods, or aerial palace, dibba-
vimana or akasattha-vimana. The king's palace, or rather the palace wall and gate-
house, would seem to have faced onto the central city square, its exit facing down
one of the main streets toward one of the city gates ., VI, 412; Mil., 62; Eastern
Are, 11, p. 211); but we also find réja-nivesanani in the plural, and it will be recalled
that Prince Siddhdrtha had three palaces for use at different times of the year, and
the circumstances of the story are such that all three must have been within the
city walls, and perhaps within the walls of his father's palace precinct as well. In
J.» VI, 429, the queen mother has her own separate mivesa; in Mhv., LXVII, 26,
the palace of a crown prince i1s designated yuvardjattha. On the other hand, in J., IV,
70, the crown Erincc has his chamber (sayana-gabbha), also spoken of as upa-tthina
é?-anncx),* in his father’s palace (antepura); and being given to meditation, the
prince has made for himself 2 meditation chamber, jhandgara, in the antepura (ib. 469):
cf. J., VI, 45, where a king lives alone as a monk, in the upper palace. The antepura,
literally ‘‘inner town’’ (DN., II, 174; J., I, 125, etc.) is app[i?cdpro the king's palace
as a whole, as appears from J., VI, 455, 456, where antepura, rija-nivesana, and raja-
bhavana are used alternatively, and means the harem, only to the extent and in the
sense that the king’s living quarters are as a matter of course a zenana. The king
was no doubt served and attended entirely by women, and references to the presence
of women, queens, princesses, and other ladies, collectively ansepurika, DhA ., 403 (the
nari-vara-gana of J., VI, 121), are common in the literature.¢ The antepura, also called
grakkba-tthana, ‘" guarded quarters’’ (J., V, 374) was however provided with male
guards (antepura-palaka, J., V1, 455);1n J., I, 62, Channa sleeps at his master’s door,
and there is nothing to show that the palace guards were ever eunuchs (varisadbara);
who are mentioned with but not as harem keepers; sovidalla, in Karpiiramatijari,

1See Part 1, Cities and City Gares, and Pare I1, Bedbigharas, structure, manned by archers, within a stockade. In Vism.,
in Eastern Art, 11, 1930. References as ib., also SV. = Sumangals 41, a pdsdds is said to be unsuitable as a monastic residence;
Vilasini, DhsA. = Arthasaling, and Vism,. = Viudlﬂr{Mcm.é' but this is contradicted by Cull., VI, 14, 1 and acrual practise.
*Early references to prdsida as temple include Sankh, Sr. trb - -
Sa., 16,)': 8, 13-17 (root, walls and winpdows are mentioned); 'Ch Gull., VI, 3, 5, spe- 4313, "'refectory.
Patafljali, 1, 2, 34, "'the prisdds of Dhanapati, Rima, and “For those admitted to the palace see J., VI, 43, 121, 301
Ketava; and Padcatentra, Bk. 1, story 1, 17 1., prdsdda-srige- and Sabityadarpana, §81. For a vivid description of the interior
darwmi, “'timbering of the roof (of a devdyatans). For later of a palace on a festive occasion, sce Harsucarite, 157-159.
dsdda-temples sece the Marsya Pwrdya, chs. 167, 268, In In]. f‘ , 317, many concubines, chosen by the queen, anm

hv., LXXII, 244, the term pdsdda designates a four-storeyed the king had no son, dwell in the palace.
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I11, 34, 8;-in DhA., I, 221 and J., VI, 510 we have instances of ladies’ rooms being
locked on the outside. In J., VI, 455, the antepura has been ravaged, and the guards,
dwarfs (often seen in the reliefs as attendants on royal ladies), and hunchbacks have
been bound and hung to the ndge-dantas, or ivory clothes pegs which were set in
the walls of living rooms.* Sanslfrit stryagdra, 'women’s apartments,’’ is analogous
to antepura, but has more definitely the sense of ““womenfolk,”” "“houschold,”
“family,"” or "'harem,’’ ¢.g., the larger Swkbavarivyiha, 41. In DhsA., 279/80a king
is asleep in bed; a shampooer is at work on his feet, there is a2 doorkeeper at the
door, and three guards standing between the king and the bedroom door.

A private or blind street led to the outer or main gate in the wall of the palace,
and was called antara-vithi, ‘'inner strect;’’ thus, J., IV, 63, a man having been to
wait upon the king “'was walking to and fro in the (ha?l of the) seventh dvira-
kotthaka, and looking along the antara-vithi,”" and in J., V, 64, a2 man, opening the
sihapanijara of a private mansion, stretches forth his hand and points to a boy stand-
ing in the anrara-vithi beside the pasada-dvira.

The palace was surrounded by an outer wall (pakira, J., IV, 229; V, 213, etc.)
having a main gate, or perhaps four gates, one on each side of the rectangle of the
palace enclosure. That the bahi-dvara-kotthaka or ‘outer gate-house’' lay at some
distance from the actual palace is clearly seen in Cull., VI, 21, 2 and ]., IV, 20,
where the king meets an honoured guest at the outer gate, and conducts him to the

alace. We also find the term r3ja-dvara or *'king's gatc,"j., I, 3?0, 341; I1I, 239, and

1, 428, or as we might render it, **sublime Fon:c. 's The hall of this gate, the babi-
dvara-sala of Mycchakatika, 111, 3, like that of the city gate, was a place of congrega-
tion, and here men “‘sat at the rich man’s door,”” or an honoured guest was met.
For the king's gate in this sense sccd]., I, 341, “"in the king's presence, at the kinq's
gate, and in the council hall and judgment hall,"” and J., VI, 333, “'scated in public
or private streets, at street crossings, in the king's gate, or the like places.”” *‘Like
places’” would include also the bridges (Mil., 91§ over moats, and the courtyard
within the palace enclosure (J. III, 456). In SN., I, 77, the Buddha is guest in a
pasada, and in the evening resorts to the babi-dvira-kotthaka, where he sees the
passers-by. In Div., 300, a bbava-cakra is painted in the hall of a dvara-kosthaka, so
that it may be scen by the Brahman houscholders. In DhsA., 281, we find blind and
crippled beggars sitting in the hall of a city gate (nagara-dvire salayam nisidimsu).
In Vism., 304, a juggler performs in the king's gate, rdjadvara.

Passing through the outer gate, one entered the royal courtyard, or in pretentious
alaces, the outermost of a series of courtyards. The designation is aigana or rajanigana
T., IV, 215, ctc.); but Mrechakatika, 1V, 30, has paottha ( =prakestha) in the same

sense. In this court or courts, accessible to the public (J.,I11, 456), were to be found
various buildings such as stables,” judgment hall, gardens ang tanks and so forth,
and most likely also the royal temple or chapels; in general, the area was available
for spectacles or reviews of all sorts. That the judgment hall was close to the door
of the palace appears from DN., II, 174, since the Celestial Wheel “stops in front
of the judgment hall (s¢ta-karana-pamukbe) at the entrance to the palace 8@:’::’:0 e
antepura-dvare), and lights up the palace (antepura);”’ similarly J., VI, 131, where the
judgment hall (vinicchaya-tthana) is evidently in the rdjasigana, since a2 man passes
it on his way to visit the king. ]., VI, 381 speaks of a bbattammana, a trough for
food (alms?) at the door of a palace. Finally, we come to the king's living palace,
the rdja-nivesana in the narrow sense of the words, the ansepura, or inner city, most
often styled a pasada.

ICE, Cull., V, 11, 7, and V, 16, 1 (wekare-dants), and ]., SCf. Eastern Art, 11, p. 111, note, and J., VI, 514, magara-
VI, 382 (wdga-denta clothes in a gebdba of the wpari- dvdra-nisidi, “'sat down in the hall of the city gate."”
pdsdda). In all probability cf:tfes were also hung on rods
(vamisa) and lines (rajjn) or laid in shelved wall-niches (pace- In]., 1, 175, a royal chariot is lcft in the rdjeigens, instead
pajtika), as these devices were permitted to monks (in the of being put away in the stables. J., 11, 315, has dkdsariganas,
wdapina-sila, Cull,, V, 16, 1). “open courtyard.”’
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The pasada was built on a solid foundation or basement (vatthu, DN., II, 181, where
it is made of bricks of four precious materials, and extends to a height three times
that of a man’s reach, cf. vatthuka, basement, in Cull., VI, 3, 6). Either on the
ground, or generally on this basement, stood the pillars of the lower palace.

The constructive elements of a palace are listed at some length in DhsA., 107,
as follows: "'Just as in a palace (pasada) a pillar (thambha) is a strong suppor: to
the rest of the construction, just as the joists (##/2), jambs or ties (J‘d?f!g%é!d , girths
(bhitripada, cf. J., IV, 318), roof-ridges (kdta) and rafters (gopanass), bondings of the
walls (pakkbapasa), and brackets (mukhavarti) are bound to and supported by the
pillar, so. . ."" The rendering of the two last terms, which have not been met with
elsewhere, is tentative. Cf. Vism., 320, thambha, tala, samghata, kita, gopanasi; here
one should read t«/i for tala. Ib., 108, the bhitti, thambba, and sopana of a pleasant
dwelling.

A pasada is always spoken of as supported by pillars (¢hiina, thambha, Skr. sthina,
stambha); special palaces are even spoken of as thousand-pillared, sabassa-thambha
(J.,V,169; VI, 173), while in DN ., II, 181, the Palace of Righteousness of the Great
King of Glory is said to have cighty-four thousand pillars. The Lohapisada (monas-
tery) at Anuridhapura might well have been called thousand-pillared, and here
the forest of stone pillars which supported the wooden superstructure, more than
once burnt down, is still extant. Remains of another great monastery at Anuradha-
pura, the Ratana Pasada, built in the third century a.p. and rebuilt in the cighth
“like a second Vejayanta’ (Mhv., XXXVI, 7 and XLVIII, 136) have been excavated;
there survives a brick platform, about 120 by 9o feet in area, faced with granire,
and a few of the great stone 1pillau's, 22 feet in {u:ight (of which 6 feet was embedded
in the brick vatthu), are still standing out of a number which must have amounted
to nearly seven hundred.* In J., VI, 173, the "‘well-cut octagonal columns’’ (afthamsa
sukata thambha), so typical of early Indian architecture, are specifically mentioned.
The pillars, of course, rest on, or rather, in thé foundations or structural basement,
and support the upari-pasada. In other cases wooden pillars were supported by stone
bases as a protection against white ants; thus, in Vism., 354, we find carpenters
setting up thambbas on such bases (pasana-udukkbalaka) and tastening them with a
kind of cement (sélesa). Mansions in cities are often actually represented as supported
by octagonal columns, forming an open pillared ground floor (Eastern Art, 11, p. 212,
Figure 10, right, and Figure 11, upper centre—here Figure 10). But no doubt the
ground floor was generally enclosed by brick walls, pcr%laps recessed so as to leave
a pillared verandah (cf. Figures 2 and 20), like that of so many excavated or struc-
tural fagades. On a festival day the palace walls were marked with auspicious
signs, harthatthadi, |., V1, 42, ct. pistapancangula, Harsacarita, 63, and 157, both =
paficangulika, marks of the spread hand. References to the external painted decoration
of palace walls are rather frequent, but still more frequent are those to the shining
white plastered surface, cf. dbavala-hara, ‘White House,"' Sanatkumaracarita 548.
599 and 608.

Before leaving the subject of pillars (the forms of carly Indian columns will be
discussed in a later article) the occasional references to pasadas supported by a single
column must be mentioned. Thus, in J., I, 441,° IV, 79,° and 1V, 153, we have
tka-sthinaka and cka-tthambbaka pasadas, and these are regarded as rare or remarkable
by contrast with the usual palace supported by many columns (bahu-tthambhaka,
J-, IV, 153), or, on account of their relative inaccessibility, as places of special
security. In the Jdina story of Udayana, a merchant has a pleasure palace similarly
constructed (ckka-thambbam pasayam)." Remembering that a pasada, although usually

Mem. A. S. Ceylon, 1, 192. **Here the rranslators, thinking of fanction rather than
"Here the English translators speak erroneously of the form, or possibly supposing that the whole pdsdde had the
single pillar as ““supporting the roof,” for which there is no shape of a column, render “round-tower."”’
justification in the text, 'ﬁ:cobi, H., Awsgewdhbire Erziblungen, p. 18.
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an imposing structure, nced not always have been such, and that in any case the super-
structure was always built of wood, there is nothing inconceivable about the erection
of a “‘palace” sugportcd by a single pillar, hewn from a tree of unusual size. If such
structures scemed remarkable to Indian authors, this is after all no more than a
modern writer has said of a little temple of this kind (Figure 36) still standing at
Hanoi, “‘chef d'ccuvre d'habilité du charpentier, Le Mot-Cot, ou Pagode de la
Colonne, ainsi nommée parce qu’elle est enti¢rement portée par un gros tronc
d'arbre.’"1* But this was in any case an exccptional type; the normal pasdds must
have been supported by at least four columns, and usually by a very much larger
number of columns.

The weight of ecach storey must have been supported by pillars resting on the
floor below; in the case of a dvara-kotthaka we have already seen that the ardba-tala
was sthindvabandba, while the urtamdgara on the top floor, supporting no further
weight, was merely brick-walled. In several illustrations, pillars on upper storeys
are seen (Figures 8, 10, 13); but the use of pillars on upper storeys is also clear
evidenced by the representations of interior scenes on railing pillars (Figures 42, 4 ’)’
where the panels, always representing the interior of a gabbha or kitdgaras in the
upari pasda, are framed by a vedika below ( =parapet of the dlinda), pillars (thambha)
at the sides,their capitals supporting a roof or cornice above, provided with windows.

Palace doors, such as there must have been when the ground floor was enclosed,
are clearly referred to in J., VI, 182, where "Big Blackie™* beats against the panels
(kavara) while the king takes refuge within, as also happens in J., VI, 456. In J.,
V, 64 and VI, 200 we have gixdda-dvira, in J., V1, 455, rdja-nivesana . . . dvara, in
J.. IV, 3?, vimana-dvara, and in DN., II, 174, rafifio . . . aﬂt?wm—dv&m. The bandha-
ndgara of the larger Sukbavativyisha, 41, has four doors and four stairs. A guard,
dovarika, stands at the pasada-dvara, J., VI, 200.

The pasads has one, or more often many storeys (bbimika, bbimaka or tala, perhaps
also niyyiha) and is described accordingly as cka-bbimika, dvi-bhimika, ti-bhiimika,
and so on up to nava-bhimika, i.c., one-, two-, etc., up to nine-storeyed (J., I, 58,
89, 304; IV, 10§, 378, 37?; VI, 382; DhA,, I, 1ﬁ; Mhv., XXVII, 4, 15, 25; ancka-
bhimi, *‘with innumerable storeys,”” occurs in Mhv., XLVIII, 136); a mansion of
three storcys was perhaps most usual, cf. Figures 1, 9, 13. The main floor is often
referred to as the maba-tala (J., 1, 62, 304; IV, 130; VI, 103, 221, etc.), sometimes as
the best floor, vars-tala (J., 1, 60; IV, 105). This main floor was always an upper,
perhaps always the top floor, e.g., in J., I, 60, where Kisa Gotami goes up onto the
upari-pasada-vara-tala and thence looks down onto the city streets, and J., IV, 105,
where it is the “'best floor’’ of a seven-storeyed pdsada;in ]., 1, 61, pasada-tala is used
synonymously with mahba-tala and could be simply rendered “‘upstairs.” DhA., I, 239
has upari-tala, top floor of a scven-storeyed palace. The only literal designation of
"“top floor'’ is Gkdsa-tala ('‘sky floor'") in Buddhaghosa's commentary on Cull.,
VI, 1, 2 and VI, 3, 3; also in SnA., 87 (but gagana-tala, J., VI, 242, is “‘aerial path-
way,"" not a palace floor). The terms 4di-rala, ground floor, ardha-tala, mezzanine
floor, and frta-tala, third floor, met with in KA., Ch. 21, in connection with gate-
houses, would doubtless be applicable to the case of any other storeyed building
such as a pdsdds. In DhsA., 210, the lowest storey of a four-storeyed pasida is
called the hetthima-tala. In the Rtusambara,l, 3, harmya-tala is used as equivalent to
upari-tala, ahisa-tala, etc. It should be understood that in most cases cach successive
storey of a pasads was smaller in superficial area than the one below it, like
the upper parts of modern sky-scrapers under the zoning laws in New York, and
this explains how there could be on cach floor, as well as on the “sky-floor,”
numerous chambers (kitdgara, sibapanjara, harmya, etc.), each with a separate roof;

"Maspero, H., L' Indechine, 1, pp. 195, 196, and Fig. 137.
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cf. the appearance presented by some of the rathas at Mamallapuram (Pl. IX), by
Akbar’'s tomb at Sikandra, and by the Panch Mahall at Fathpur Sikri.

The general appearance presented by the fagade of a pasdda can be best under-
stood, however, from that of the fagades of; the various buddhist ceriya-gharas,
e.g., at Karli, Bedsa, Kondivte, Kondine, Bhaji and Nasik, (Figurcs 16-18) and
those of the Jaina monasteries in Orissa; the Orissa inscriptions,”? indeed, in which
we find the words ko#ha and pasada used to denote respectively the internal cells and
external part of the excavated vibdras, assure us that the cave fagades really present
the appearance of palace fronts. It might be legitimate to go even farther, and to
resume that the main feature of the lower part of a palace was a great pillared hall,
ike the apsidal cetiya-ghara halls, but use:dP for purposes of state; the living apart-

ments, accessible only by stairs, being built around and above, as indicatcf by the
~ cave fagades themselves and by all the texts or the ground floor plan may have been
like that of an excavated vibdra, with chambers surrounding a Eu'gc central space,
in which perhaps was the stairway.

The palace consisted of two clearly distinguished parts, the betrha-pasada or lower

alace, and the upari-pisada or ug}xr floors (J., 1, 175, 318, etc.), reached by stairs
Erapém, passim, maha-sopana, J., VI, 428). Where the palace had a high basement,
there would also be external stairs, and these are clearly implied in J., VI, 428, where-
the Bodhisattva “"goes up into the palace,”” and then only stands sopina-pida-mile
““at the foot of the (inner) stairs,”” and that these last are actually the inner stairs
is shown by the fact that the tunnel by which the women were later abducted
opened at this very place, at the foot of the palace stairs. The short outer stairs by
which one ascended the basement must have been provided with 2 moonstone or
semi-circular lower step of stone, and a balustrade on cach side, of the kind known
as hasti-hasta, for which I believe the Pali equivalent is dlembana-babu (not to be
identified with vedika), authorized for monks in the case of the steps leading onto
the parapet of a2 well, Cull., V, 16, 2. At the Ratana Pasida, Anuridhapura (sce
Mem. A. S. Ceylon, I), in a line with the outer basement steps, were found interior
pillars of gradually increasing height, which Burrows and Hocart both thought
to have been the supports of the internal stair leading to the upper floors.

The pillars of the Ratana Pasida, Anuridhapura, seem to have been arranged so
as to provide a variety of room spaces on the ground floor, and in any case it may be
assumed that here were situated kitchens (mabdnasa;? pacandgara, Ap.Gr. S.,Comm.),
wells (upadana),* hot bathrooms (jamtdghara), and the like offices, since these
adjuncts of secular luxury were permitted in monasteries (Cull., V, 14, etc.); these
imlply drainage, and we find a drain (nidbamana) referred to in connection with a
palace in ]., I, 175, where it is surmised that pariah dogs have entered by the drain,
though this is said to have been impossible. The floors of the ground floor would
be of brick, stone, or wood. References to inlaid (kuttima) palace floors are not
uncommon in Sanskrit literature, e. g. in Harsacarita, 157. In Vism., 143 we have
sudbatala, whitewashed or plastered floor of a terrace.

Only the upper floors were occupied as living apartments (J., III, 122-5, etc.),
thou gwc learn that the king's thoroughbred dogs were kept upstairs in the spari-
pasada (J., 1, 175). The texts do not speak of entering or leaving a palace, but always
of going up into or coming down from it (J., I, 61, 179, 348, 351; III, 239; IV, 105,
125, 130, 215; V, 64, etc.), and this means going upstairs to or downstairs from the
upper floors. As interior structures, the stairways are not visible in ordinary repre-
sentations, but Figure 12 shows a covered passage or stair which scems to lead

BBarua, B., Old Brakmi inscriptions . . ., 1919, p. 82, note 1, W. L., 1876, p. 142 £.). 1 fecl sure, too, that bbimi-ghara-
and pp. 94, 298 samkbepena pokkharani of DA, 1, 260 represents what would
“Es to the possibility of there being underground chambers now be called a baeli; but this was in a garden, not a part of

used for coolness and as bathrooms, cf. the rock cut chambers a palace.
under the palace fore at Uparkot, Junigarh (Burgess, A. S.

41



FIG. 18. BHAJA

FIG. 20. JUNNAR

n

FIG. 1. BE

Prate XCVIIL. Coomaraswamy.: Early Indian Architecture



from one part of a palace to another. The texts often refer to the foot of the stairs
sopana-pida-mila, J., 111, 216; VI, 428, 429, or dbura-sopana, J., IV, 265, 266), and
the head of the stairs (sopana-sisa, J., I\?, 265, 266; VI, 430, or :Ep.ﬁm::baka,
J., I1I, 216). The steps or planks of the stairs are sopdna-kalirigara, Cull., V, 21, 2.
In DN, II, 181, 182, the stairs of the Palace of Righteousness are said to be twenty-
four in number; a triple stairway is described in J., IV, 265, 266, and though this
Samkassa stairway was a miraculous creation, it is likely enough that such stairways
were actually made (for representations of the Sarhkassa stairs, see Cunningham, Stups
of Bharbut, Pl. XVII, and my History of Indian and Indonesian Art, Figure 104). Stairs
were provided with balustrades (ved#ka), having uprights (thambba, thaba), cross-bars
(sstci), and hand-rail or coping («nbisa), like other “‘railings’” (DN., II, 181, 182).

The ordinary designatioh of the separate rooms in a pésada is gabbha;' the king's
own chamber, siri-gabbba (J., IV, 105, on the vara-tala, etc.), contains the royal
couch, siri-sayana (for the supposed origin of this term see J., III, 264). Thana,
vasana-tthana (J., I, 62; VI, 332, 333, ctc.§ is either chamber, apartment, or *‘suite; "’
upa-tthana, as suggested above, may be “'annex,”” or a less important room. More
specific designations of palace rooms are kétdgdra, sihapatijara, hammiya, and canda-
sala, all of which are outside chambers, i.e., self-contained roofed apartments on
the topmost or other open floors. The term k#tdgara, especially when combined with
-sala, may sometimes mecan an entirc building with a peaked roof, the *'gabled
mansion’ of Pali translators; but I am not convinced of this;’ and usually, the
kitdgara is a sclf-contained and separately roofed pavilion on any storey of a
pasada, cither a gabled pent-house on the roof (in DhA., I, 414, the pasdda-kita is
the roof-ridge of a palace, designed to bear sixty water-pot finials, sdaka-ghata),
or more often a gabled chamber on other storeys, ¢.g., J., VI, 120, where a vimana
is adorned with “‘countless k#rdgaras,” MN., I, 253, where there are seven hundred
kitdgaras on each niyyiha of the pasida, and Mhv., Ch. XXVII, where the Loha-
pdsiada has a hundred k#rdgaras to each storey, sb., LXXVIII, 49, where a three-
storcyed pasada built for a monk is “‘adorned with k#rdgdras,”” and sb. 53, 54, where
3 five-storeyed patimageba, image-house, or temple, has kérdgaras, gubas (Cull:, VI,
1, 2 shows that guha need not be a cave), gabbbas, and salas; in DN., 11, 182, a kirdgara
is a chamber in the Palace of Righteousness; in SN., II, 103, the rising sun shines
through the castern window (vérapana) of a kiétdgara-sala and falls on its western
wall; 1n J., VI, 510, a kétdgara, evidently of axafac:, is said to be a safe bolted
(phusitaggale) sleeping (saystvana) room, cf. DhA., I, 221, where the gabbbas of the
antepurika have doors fastened from outside by a key (yantaka). In J., I, 326, a
king seals (lafichetva) the door of his daughter’s slecping room, and scts a guard
(@rakkbam karvd). In Cull., VI, 1,2, Comm., a pasadas is explained as a long buﬁding
of several storeys; or if with a kérdgara on the “‘sky-floor,” then the term bammiya
(=harmya) is a{)}:licablc; in Cull., VI, 3, 3, Comm., we are told that a ké#dgdrs on the
sky-floor is itself a hammiya (cf. the barmska as a little structure on the top of a stipa),
and this would agree with Raghuvamsa, XIX, 39, where king Agnivarna sleeps with
his concubines in the savitina' harmya, cvidcnth on the roof ;gbuc in the Vikramacarita

%In Cull., V1, 3, 3, gebbbas are said to include (1) sivika- other, and ecach with its own wall and g&: house, as in &

gubbba, (1) naliki-gabbba, and (3) bammiga-gabbba, Buddha- modern South Indian vimdne. In Afoka's Edicts, gabbdgire=
ghosa says the firse of these is a “square room,” but the name gebbbe=privatc room in & palace.

suggests a comparison with elaborate sivikdr such as that ) , e
illustrated in Fig. 25. The second is defined by Buddhaghoss *Call., VI, ?l- 1- proves that sitine means a ceiling cloth;
as a long chamber, two in breadth by three in length. The cf. ctla-vitana, J. 1, 178, 11, 289; Vism., 108, ctc., but the
third is said to be cither a kifdgdra gabbbs or 2 mudandacche- more general sense of ceiling or canopy is also found
dana-gabbba (Acharya has muwdanscc ) on the topmost U 40, 57, 62 and 83), particular fabrics being designated a3
storey (dkdsa-tala, “'sky-floor'); I suggest mp(d)dondacchadana sumana-pajia, jasminc-flowered,” and swveppe-pass, ‘'of
which might be rendered “"having a handsome timber and cloth of gold.

clay roof.” Dipagebbba in J., VI, 460, sccms to be a lamp In]., 11, 291, a king's wdsaghare-gabbba is described as hav-
niche provided with doors. Pakufpa (=Skr. prakostha, Prakrit ing a scented floor, as hung with scented garlands, with a
paoptha) of Cull., VI, 3, 5, is glossed by Buddhaghosa as a gfﬂden star-spangled ccilingcloth (cela-vitdna), *as though

’-i’n?‘ all round a gabbha, :hu:.r:rhaps some kind of surrounded on all sides by a pictured curtain (eitrasdgs).”

verandah or colonnade; but in Mrechakapika, 1V, 30, where 2 1b., 128, we have sdpiantarene, 'from behind a curtain;' but
mansion has cight peefrbes onc has to suppose something on sb., 88 and 104, sdpi-pakdra and pagja-sdni as screens or curtains
a larger scale, viz., a succession of courts, cach within the placed round a trec, out of doors,

43



& A ol e R

L]

'

FIG. 11. MATHURA

1z
<

C

FIG. 1I. S

Prate XCVIII Coomaraswamy.: Early Indian Architecture



(HOS., vol. 26, f 258), the term harmya is applied to an entire and elaborate palace,
where we should expect to find présada used. All references and representations
considered, it may be inferred that a k#tdgéra is a chamber with walls, analogous
to the uttamdgara of a dvarakotthaka, and having a ridged, barrel-vaulted, or domed
roof; and that a hammiya is an open pillared pavilion with a flat or domed roof.
Another designation of a roof chamber 1s canda-sala, ''moon-room,”” Mhv., LXXIV,
Skr. candra sald, e. g. Harjsacarita 140, used as a sleeping room and decorated with
sala-bhaijika figures.

The katdgaras, either from their elevated position, or because of their high roofs,
are thought of as ‘soaring’’ (varocita, J., VI, 121). As to the actual roofs, it is clear
from DhA., I, 414, Mil., 18, from the Ayakdita Jataka (J., 111, 146), from the dis-
cussion in Pali kannikd =circular roof-plate, in J. A. O. S., vol. 50, 3930, from the
representations in reliefs, and especially from the SV passage quoted in my notev
in?ra, that the katdgara roof was composed of rafters (‘go(féna_ri), meeting at the
kita above, or at the kannika or circular kéta required by domed or apsidal forms.
The simile **As all the rafters (gopanasiyo) of a kitdgara go upwards to the kita . . .
of Miln., 38, SN, II, 262, III, 155, etc., occurs also in DhsA., 118, preceded by ‘As
the kapnika of a kitdgara, because it binds together the other parts (sc. gopanasiye)
of the construction, 1s foremost (pamukha). . ."" from which 1t is clear, what has
already been deduced, that k#ts and kannika, characteristic of the roof of a kérdgara
are both equally roof-plates, against which rest the top of the rafters (the kata
being usu:ﬁy a long beam forming the ridge, the kanniks circular). The correspon-
dence of k#ta and kannika appears also from a comparison of Vv., 158 with VvA,,

o4; and Vism., 413 speaks of the kannika of a kdrdgira. So also in SN., V, 228 we
Lavc "Just as the k#ta of a kitdgara, so long as it is not set up, so long there is no
resting place for the rafters (ﬁapdna.rs}ro). " Most of the reliefs show the barrel-vaulted
and apsidal types for which curved rafters arc required, while the pointed roof
requiring straight rafters seems to be rare. In J., VI, 117 a dibba-vimana is said to be
panica-thupa, with five tops, and the commentary, equating vimana with pasida,
says that pafica-thipa implies “‘having five ké_tdfm.r” (on the topmost floor); cf.
thipika, Mhv., XXXI, 13 (see IAT., p. 271). The ecarlier usages of stépa [RV., I,
24, 7and VII, 2, 1, “top’” or ""point’"; Vifno (b) stépo or stupo, * hair knot of Visgu,”’
passim; Sankh. Gr. 8., 111, 3, 7 §ri stipo dharma sthinarajo *'fortune the peak, law
the kingpost’' (of a houscg show that the primary significance of the word is
“top,"”” not necessarily ‘‘dome,”" and certainly not ““mound.” The original mean-
ing long survived in architectural terminology. The words fmiga (ot a prasada)
in the Paficatantra, Bk. I, story 1, and sibara in Kharavela's Hichi Gumihi inscription
may likewise refer to the roogofkﬁ_tdg&m;, and in any case cannot be taken as evidence
for high towers like the medizval sikharas (cf. sikhara as the ‘‘top’’ of a wall, in Har-
sacarita, 157,and as palace roof, éb. 140.) The actual roof (chadana) was either thatched
with leaves (pagrgmg or grass or reeds (rrna), or covered with tiles (gifijaks, Mhv.,
LXXXVIIL, 97, gifijaka vasatha, D., 11, 205, and Figure 13), or perhaps covered with
skins (cf. Cull., V, 16, 2; IAT., p. 266, and perhaps the deva-sabba roof at Safici,
Marshall, Guzde to Sanchi, Pl. V1, a). Different kinds of thatch patterns are mentioned
inSV., 1, 43;scc J. A. O. S., Vol. 50, p. 240. For vana-lathi as part of a roof, sce
J. J. Meyer, Kantiliya Arthaidstra, p. 264. In SN., V, 152, the lower part of a kétdgara
is designated hetthima-ghara, the upper part upari-ghara. Kannavali, ‘‘coping of roof
tiles,”" occurs in Barnett, Antagada Dasao, pp. 116, 131. In the Saddbarmapundarika,
XVI, 36, the abodes of the Bodhisattvas (in the palaces of heaven)are called k#tdgaras.

Vin SV., I, jo9 kempikars yojervd thambhanam wupari the phrase suggests a building of only two storeys. Itis clear
U{Jsbﬂ—ﬂk-mﬁb&e’ma drva-vimana-sadisam pdrddem, the that kéfdgéra docs not c:clucf: the i‘i’ea of a domed or barrel-
building as a whole 1s called as usual pdrdda; whatis described vaulted apsidal roof. The Vism., 634 dvikudda-geba or dvikutra-
is the completion of the penthouse on the roof, which would eha (cvi»g:nl:ly for dvikita) must mean a mansion with two
be the last pare of the work to be done. Thambdnam wpari, tdgdras on the upper storey. J. I, 192 has kannakomnehi with
above the piﬁ:rs, is simply equivalent to the wpari-pdsida, but the sense **from top (to bottom)'* of a house {geba, parade),
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G. H. Hodson, Languages, Literature and Religion of Nepal and Tibet, p. 49, says that
in Nepal, kdrdgara is used to designate a temple as distinguished from a szépas.

A second commonly occurring designation of what might be a self-contained
and separately roofed apartment on the roof or other open floor is sibapaiijara, liter-
ally perhaps “‘roofed dove-cot’’ (siba perhaps representing sibara = iikbara rather than
simba); the type and word correspond to Tamil paficaram, see Jouveau-Dubreuil,
Archéologie du Sud de I'Inde., Figures 24, 28 and p. 55, where it is pointed out that
the attic storey (our"skyaﬂoor'g) of a vimana consists of little paficarams, each with
its own basement, railing, windows, and roof.' In DhA ., III, 88, the sihapasijara (of
a private geba) used by a rich man to display himself to the public (cf. Figure 2), is
said to have cost 100,000 pieces. Other references to sihapadijara will be found below
in connection with windows, since the effective meaning seems to be *‘bay-window™
ratl'icr‘ than an entire room. In Vism., 593, pafijara has the related sensc of “'wagon-
vault.

That the palace apartments were, as might be expected, provided with doors is
shown by DhA ., I, 221 and ], I, 61, 62 (sirigabbba and gabbna dvara; Channa sleeps
with his head on the threshold, wmmdrs); J., VI, s10 and DN., 1I, 183, kitdgira
dvara; ]., V1, 455, ratanaghara dvara, also the Amardvati representation of Queen
Maiya's dream (Burgess, Buddbist stiapas of Jaggayyapeta and Amaravati, Pl. XXVIII,
1, here Figure 41); ]ghsA., 279-80; and J., VI, 510 and DhA., I, 221, cited above.

What is a niyygha (Skr. niryiha)? Two Eassagcs cited above in connection with
kirdgara, taken together scem to show that niyyéha =tala, “‘floor”’ or “'storey.”
There is nothing in J., II, 334, SV., I, 284, the larger Sukbdvativyiha, 41, or the
inscription at Ajanta, Cave XVI,» to contradict this.

The apartments on each floor are in most cases set back from the vedika-parapet so
as to provide an exterior terrace, deck or balcony (@linda,; in Harsacarita, 157, we
find 4linda as outer terraces where the goldsmiths sit at their work). Alinda may be
described as that part of any false which is external to the kitdgaras or other
chambers on that tala; Cull., VI, 14, 1, 2 pdsdds has such an alinda, supported
by hatthi-nakbakas pillars (explained and illustrated, IAT., F 258, here Figure 19);
in J., VI, 429, a queen mother’s palace gatc-house has an 4 inda; in Cull., VI, 3, 5,
an dlinda is permitted for monastic buildings, and Buddhaghosa's gloss is pamukba,
a word which may be given the general sense of porch or verandah.® Alindas
being open to pub{ic view (cf. Figure 8, Queen Miya sleeping) could be screened
by movable curtains (semsarana- and ugghatana-kitika, Cull., VI, 3, 5). Where
there was no alinda, and consequently the roofing elemients were not recessed,
the timbered eaves (osaraka) projecting beyond the wall (cf. modern chajja) sheltered
the floor below (Buddhaghosa, Comm., on Cull., VI, 3, 5, but as indicated by J., III,
446, where a dying man is laid under the eaves and 1s visible to passers-by, the
reference is probably to the ground floor and to houses less pretentious than palaces,
which would always have their dlindas).

Now as to windows, which play such a large part in carly Indian architecture: the
most general term is Skr.and Pali vardyana, Pali vétapana, Prakrit vada,' 'air-passage.”’
No doubt this word covered all kinds of windows, but since there is rarely any
occasion to refer to windows other than those which could be opened or closed at
will, vatdyana is generally equivalent to gavdksa, Prakrit gavekkba, ‘‘ox-cye,”” arched
above and with a horizontal sill below, and provided wit? shutters. However, as
this word is not represented in Pali, and does not occur in Sanskrit before the ecarly
kavya period, it may not have come into use until the arched window developed the
more nearly circular form of a bull's-cye, which took place by a gradual approximation

“In Mhv., LXXVIII, 56, a twelve-storeyed sposatha-ghars 35CE, attu-karapa-pamukby, *‘in front of the judgment hall,™”
is rmvidcd with a galjr&gth. DN., II, 174.
"Burgess and Indraji, Imscriptioms frem the Cave Temples of :

Western India, 1880, p. 70.
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of the springs of the arch, during the Kusina period. Hence we cannot without
possibility of anachronism use the term gavdksa for the early ‘‘chaitya windows,"
although this last term ought to be rejected, because the arched windows are no
more peculiar to cetiys-gharas than they are to palaces. But in the Gupta period,
when these windows had come into use as mere ornaments, they can be called
gavdksas, and the term so used is equivalent to Tamil k#dwx, “'nest.”” Functional
windows were still used; in fact, formally, functionally, and etymologically gavdksa
=modern jharokbs (the Hindi Sabda Sagara derives from onomatopoetic jhara jhara,
the sound of wind, plus géukba =gavdksa).

The term sihapaiijara constantly used in Pali literature in connection with windows
on upper storeys, 1s more difficult; the word seems to mean literally “lion-cage,”
and 1t should be equivalent to Tamil paficaram, which means a little pavilion on
the topmost or other open floor of a pasada or vimana (sce p. 195). The paijara
was perhaps so called because of its latticed walls, cf. Figure 16. But in Pali usage
the sthapatijara, like the vitapana, is always something to be opened or closed; at
the same time it differs from varapana inasmuch as the whole space or structure
behind the window, as well as the window itself, is implied. Hence we must think
of the sihapafijara as a balcony or bay window, perhaps a French window opening
down to floor level, forming the projecting part or end of a kﬁ:d‘i.&m on the topmost
or other open floor. It will gc observed in the relicfs that people looking out of such
windows are only scen from the waist up, and this is because the vediks (railing all
round the #4/a) hides the lower ﬁaarts of the bodies. That a sibapafijara is really the
windowed bay of a kardgara is clearly supported by J., VI, 111, where we have an
apsaras who 1s seated on a couch in the k&tdgars of a deva-vimana and at the same
time looking out of the open :Ebagaﬁjam, and implied in J., III, 498, where the

ucen, after taking her bath, lies down on a couch and opens the sibapafijara so
that the breeze may reach her, and J., IV, 319, where the sthapaiijara is part of the
queen’s apartment (vasdgdra).

However designated, the windows and bay windows were used (1) for light and
ventilation (in Cull., VI, 2, 2, vibaras without windows are said to be stuffy and
unhealthy), (2) to look out of, or from which to show oneself to the public, and
(3) to enter or emerge from, either from or onto the #4/a external to the chamber,
or from or into the air in the case of persons gifted with miraculous powers of flight.
Examples follow: J., I, 89, ‘‘threw open the s#bapaiijaras in the two- and three-
storeyed pasadas;” ]., II, 21, the mabavatapanas overlooking the rdjangana are
thrown open; J., II, 274, II1, 498, and IV, 319, 2 man flies out of or into a sthapatijara;
J., V, 64, a man opens the sihapafijara of a mansion and looks out into the private
street, seeing a boy beside the door bcl()w;g., V, 217, vatapane thatva, “‘standing in
a window;"" J., VI, 103 and 221, a king with his ministers stands to look at the full
moon from an open sibapafijara on the mahi-tala; Buddbacarita, 111, 19, pecople look
out of a vétdyana, and VIII, 14, women crowd to the rows of windows, gevdksa-
malah; Malavikdgnimitra, in Act IV, people look in at a gevdksa, which is unusual,
as the windows are normally always on upper storeys, but perhaps the Vpcoplc are
standing on the terraces (#4/a) outside the chambers; Kumarasambbava, V11, 5860,
women look through the lattice (jaldntara-prosita-drstir) of gavdksas, also called
vatdyanas, cf. J., 11, 173, vatapanantarena disva, ‘'spying from inside the window;"’
in the Mycchakatika, Act IV, water coolers are hung in the gavekkbas; Raghuvamsa,
XIX, 7, where the luxurious Agnivarna indeed shows himself to the people from
an open gavdksas, as duty requires, but is too lazy to show more than his teet.

Generally speaking, the windows seem to have been provided with shutters made
like door leaves but perforated in different styles. In J., II, 274, the kavdta, leaves,
of a mahavatapana-dvara are referred to in Mil., 55, a jé!é—vét::ipam, latticed window,
is thrown open. Some kinds of grille or lattice are mentioned in Cull., V, 2, 2, viz.,
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vedika vatapana, with a rail pactern grille (often represented in the reliefs), jala-
vdtapana, latticed, literally “'net,”” window, and saléka varapana, probably a window
with upright turned pillars (Buddhaghosa glosses saléka as thambhaka, a *'little
pillar"{ he reliefs show that grilles of this kind were used, not only for the arched
shuttered windows which alone have been discussed above, but also for the square
or rectangular windows which were not constructed to open (ancient examples at
Bhija, Figure 51, Nadsir (Figures §2, §3), and Kondivte, modern examples, MSA.,
Pl. IX, Figures 2 and 3). For various [}cinds of blinds or curtains which could be
rolled up, and called cakkalika or bhisi, see Cull., VI, 2, 2 and VI, 19 (SBE., XX,
163, etc.): cf. Figure 48, centre.

An uddha chiddaka vatapana seems to be a blind window with an opening above,
too high to look out of (DhA., I, 211). The kucchiya of a kitdgara is something
outside the window, on, or in which a bird perches, in J., VI, 420: perhaps under the
overhanging eaves.

Materials: It is shown beyond doubt by the references and the reliefs that the
material chiefly employed in the construction of many-storeyed pasidas was in the
first place timber, used in any case for the roofs and windows, the stairs, floors,
and in most cases for the supporting pillars; brick, sometimes used for walls, which
however seem often to have been made of wood lattice when not required to support
any weight; and stone, in rare instances for the pillars of the ground floor and facing
of the basement. The numerous cases in which palaces of the gods are said to be
made of the seven precious materials or gems, need not be taken too seriously.
Other materials, rather often mentioned, are veluriya, phalika, and manosila, gcncral{y
rendered as ‘“'beryl,’’ “‘crystal,”” and ‘‘vermilion.”" But these materials arc referred
to in such a way that one gets the impression that the phrasing is not merely fanciful,
and a more intelligible meaning can perhaps be found. In the case of phalika or

hala, Skr. sphatika (c.g., phalikasu, J., VI, 119, [glosscd phalika-bhittisu; phalika-
bitti, Mhv., XXIX, 10 and VvA,, 35 and 160; phai ika—f&:ida and -vdtapana, ]., 111,
150; veluryia-phala-santhata-pasada. ]., V1, 279, *'veneered with veluriya and phalika’")
the meaning ‘‘marble’’ is probable. Marble or limestone was abundant and was
employed as a building material at an carly date in Vengi and in Ceylon, whereas
crystar could never have been obtained in masses large enough for such gurposcs.
Moreover, in the inscription dated Samvat 1201 (A.D., 1144), of Vimala’s Adinitha
temple at Dilwiri, the material of the temple, which is made of marble and still
extant, is sfokcn of as sphatika (Jacobi, Sanatkumaracarita, p. 10, note j) However,
it is possible that the term was also applied to a white crystalline sandstone. As to
veluriya (c.g., veluriydsu =veluriya-bhittisu, J., VI, 120), I suppose that any hard,
dark stone, like the South Indian charnockite, may have been meant. nosila,
while certainly vermilion pigment in some cases, is certainly a stone in J., I, 232,
manosila-tala, a stone to stand on when bathing; and similarly when we find manossia-
vanna, '‘of vermilion hue'’ applicd to a pakara of a house, I suspect that a red sand-
stone like that of Mathuri or Sikri is intended.

InSN., IV, 186, a kistdgara or kitdgara-sala when its walls have been newly smeared
with thick clay and whitewashed is not liable to be burnt by fire applied externally;
thus the structure, as already indicated, is of wood, but we learn that the walls of
the chambers above were typically of wattle and daub construction, not of brick.

Development of the gevdksa: The arched window appears in a fully developed
type as a characteristic feature of early Indian architecture, and is perhaps its most
distinctive feature; what are probably more primitive prototypes still survive in
Toda hut architecture. We have seen that the windows, in addition to serving for
light and ventilation, were designed and used either for looking out of, or for show-
ing oneself to the public (Figure 61, etc.); and these uses both in custom and in liter-
ary allusions have survived to the present day, the Mughal jharokha-portrait, and
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such instances as are afforded by Rajput painting, Pl. LI, affording modern illustra-
tions of the use, and such passages as Buddbacarita 111, 13, 14 and Raghuvamsa,
VII, §-12, where houses are said to be decked as if with flowers by the women's
faces at the windows, examples of the allusions.

The carlier arched windows are the simplest, with a later gradual elaboration.
As was pointed out by Jouveau-Dubreuil (Archéologie du Sud de I'Inde, E 61) the
development follows a very regular course, so that it can be used as a key to the
dating of monuments. There is at first a simple peak (Figures 2, §6, 61), then a finial
(Figure 62), then commonly a sirivaccha symbol (Figure 68), then the peak is flat-
tened out into a spade-like form (Figures 65,69, 71) with latcral pendants which gradu-
ally acquire a foliar character, and finally tgc "“‘spade’’ is occupicd by a kirstimukba
}Flgurc 64), which becomes a fully developed makara-vaktra with foliage proceeding
rom the jaws (Figure 71). The latter form, with the sides of the arch rising from
makaras in profile constitutes the makara-torana often employed as an independent
screen or niche behind an image.

At the same time, a development took place in another direction, from the func-
tional to the decorative. There are two main phases of this decorative development.
In the first, the arrangement of gavdksas along a cornice moulding representing a
‘roof-unit is retained, ﬁuc the windows arec not functional, but blind; and as this
development went on side by side with the decorative reduplication of vertically
compressed roof units in the building up of tower forms, we arrive at the familiar
medizval fikbars (Figure 15), composed of successive superimposed cornices or
mouldin ornamcntcf by vestigial gavdksas, which arc known in Southern India as
kidu.*' Finally, the gavdksas appear even on basement mouldings. Almost invariably
the decorative gavdksas or kidus bespeak their origin, not only by their form and dis-
position, but also inasmuch as they function as niches from which there looks
out a face or whole figure (more rarely, architectural motives are introduced),
(Figures 57, 63, 69). According to Jouveau Dubreuil, Dravidian Architecture, p. 12,
sucﬁ faces are cal?cd gandhary . Very aptly, in Mpcchakatika, IV, 28, such
faces, called “'face-moons,’” on the upper storeys of Vasantasena's palace, are said
to “‘seem to gaze down upon Ujjayini.”” Before long, too, the arched niche acquires
also an independent status, and forms a regular setting for figures of deities repre-
sented in reliefs on walls or architraves, and now indeed has far more the character
of an arch (torana) than of a window. This development can be traced back at
least to the Kusina period (Vogel, Cat. Arch. Museum, Mutrtra, Pl. IV), and it
is highly interesting that before long a cusped form is developed. However,
it must be pointed out that one of the commonest niche forms, that of a trefoil
arch, is dertved directly from such schematic representations of cetiya-gharas, seen
in front elevation, as are found, for example, at Bharhut (Cunningham, Srflpa of
Bbarbut, Pl. IX); these forms already in Graco-Buddhist art have acquired the
niche character, and the type is first extensively developed in Kashmir and the
Panjab. The development of the many-cusped form has also been effected by, or may
have been directly induced, or deduced from (1) the structural beam ends which are
always clearly shown within the arch of an carly govdkses (Figure 62) and/or (2) the
more claborate development of the similar beams in gable arches, as scen, for example,
at Mamallapuram (Figure 32). However this may be, it is certain that from some
or all of these sources a curved horse-shoe arch with many internal cusps must have
beea developed not long after the Gupta period, and that elaborate forms are to be
met as carly as the cighth century in fava, and also in Burma. Some of these forms,
b,";.'?ﬁf.’%:f;@“?&'f;% “in Ernde. A, ﬂ:"fngj;;’;:ﬁe %}ﬁﬁ;ﬁ?ﬁ" dem’f,?.“g
Bosid be cited 18 Promotypes 1n fuc, the wold okubde B Soureyard: and ouly ater and exceptiemaly s rkidde of maoy

icable to a from first to last and this usage cor- stories, like a palace.
ruwiaonds to the well-known conception of the temple a *god- e
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as they survive in later Indian Muhammedan architecture, e.g., at Gaur (Figures
83, 84), bear clear traces of their origin, and should not be regarded as of western
Islamic origin (cf. IAT., p. 254, discussion of the piyalidar mibrab).

A second decorative development of the gavdksa form has not, I think, been noticed
before now. To begin with, it mair be observed that the lower and upper parts of the
avdksa in decorative use Fradual y tend to be separated (Figures 59, 72, 74); com-

ined with this, we find also a vertical displacement of parts which leads ultimately
to a honeycomb design of which the sources are no longer obvious. This honeycomb
motive is already well developed in the later Early Calukya style (Figure 77) and
thereafter attains even greater complication (Figures 75, 76, 78).

The foregoing account of palaces and windows does not pretend to be exhaustive;
more material could and should be accumulated from the Epics, from the kivys
literature, and from archzological sources. The palace architecture represented in
the paintings of Ajanta requires a special study, for which the present discussion
will provide introductory material. I have not discussed the subject of paintings
on palace walls, and the use of statuary in palaces.

DescriprioN OF THE ILLUSTRATIONS
Plate XCII
Fig. 1. The Vejayanta Pisida (so inscribed); i.c., the palace of Indra, here a
ti-bbuimika akasattha- or dibba-vimana. Bharhut, ca. 17§ B.c.

Fig. 1. A dvi-bbimika pasada, with princes scated in the vatapanas of the kitdgara,
three finials and two birds are seen on the k#ts. The windows seem to be flush with
the vedika of the upper storey. A small latticed window is seen in the wall of the
kitdgara, between the windows. The pillars of the lower storey have lotus (so-called

-“'bell’") capitals, and are afthamsa kata below. Bharhut, ca. 175 s.c. Cf. Fig. 61.

Fig. 3. The upari-pasada of another palace, with élinda (?) between the windows.
- Here the space between the recessed ';dfm walls and windows, and the vediks,
is more evident. Peacocks are perched on the dlinda. Bharhut, ca. 175 B.c.

Fig. 4. A dvi-bbamika akasattha- or dibba-vimana, showing deities between the
pillars of the sthinavabandba harmya on the upper storey, and the same deities standing
in the angana below. Only one pillar of the lower storey is scen, on the right. In front
on the left the dvira-kotthaka from which the argana is reached; small latticed
windows light its side rooms. Bharhut, ca. 175 B.c.

Fig. 5. Upper storeys of a ti-bhamika geha in a city, the Eillars of the lower storey
being just visible below. A procession is passing through the street on the right.
Safici, north rorana, 100-50 B.C.

Fig. 6. A ti-bhimika pasada or geba in a city, with kérdgdra above. The second
floor is so planned as to leave an ample balcony space between the side and rear
structure; two women standing or seated here lean on a cloth, hung over the vedika.
On the right a minor gateway of the kind generally seen dividing interior court-
yards one from another. A part of the city wall is seen below. Safci, west sorana,
ca. S,G B.C.

Plate XCIII

Fig. 7. Pasadas or gebas in a city, separated by streets; the palisaded city wall and
moat are seen below. Saiici, east torama, ca. 100 B.C.

Fig. 8. Pisada of King Suddhodana, father of the Buddha, with the Dream of
Maiyi, who lies sleeping on the dvi-tala, sheltered by the osaraka (?) of the third
storey; the White Elephant descending on the right, this scene, though an anachron-
ism in the whole composition, serves to idcnti%y the city as Kapilavarthu. To the
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left of Queen Maya's head on the same rala is a defensible tower, perhaps a treasury.
A katdgdra is scen on the top floor or kdsa-tala, with a bird perched on the vedika.
On the right are two other mansions; procession in the streets between. Sifici, east
torana, ca. 100 B.C.

Fig. 9. A ti-bhimika piasada: antepurika within, the king seated in the garden out-
side. Safici, west torans, ca. 50 B.C.

Fig. 10. On the left a catu-bbimika, on the right a dvi-bhamika pisada or geha,
with a strect procession. The pillars of the lower storeys are clearly seen. Saiici,
cast forang, Ca. I0C B.C.

Plate XCIV
Fig. 11. Dvi-bbimika ikisattha pasada of Brahmi, or perhaps the upper part of
ri-%bﬁmika pasada, cf. Fig. 6; in any case a court or Hoor space is enclosed by
the two side and rear structures forming a tri-falaka(?) house. Sifici, cast torana,
ca. 100 B.C.

[Vararuci, cited in MW. Skr. Dict., gives paksa-ghna, '‘barring one side,’” as
agplicablc to a tri-filaka house, which is open toward the west; presumably such as
the examples illustrated here and in Fig. 6.]

Fig. 12. Stairway or sloping passage leading to the upper floors of a palace (exte-
rior of same is shown in the panel gclow, here Fig. 13; the higher storeys in the
1Eam‘:ls above not here illustrated). Second panel of a stele, for the whole of which see

ig. 22 and Vogel, J. Ph., Cat. Arch. Mus., Mathura, Pl. XX: Kusina, second to
third century, A.p.

Fig. 13. Pleasure palace in a park, the fagade continuous with the pskira. Defence
towers aznéialm) to right ancl] left, guar?ls within and withour, with entrances
between the continuous wall and a short outer wall. On the right a part of a torana
which must have stood in front of the main entrance to the park. The palace itself
is three-storeyed, and the k#rdgara or uttamdgira has a tiled roof. First panel of the
same stele as Fig. 12 (I, 11 in the Mathurd Museum). See also Fig. 22.

Fig. 14. Part of a palace (?). Amarivati, ca. 200 A.D.

Fig. 15. Two-storeyed pasada overlooking an amgana, entered through a torana
on each side. Amarivati, ca. 200 A.D.

Plate XCV

Fig. 16. Part of the ﬂ&:&da—fagadc at Kondine, showing three storeys above the
ground floor, and on the right, part of the window arch of the great cetiya-ghara.
On the upper storeys the lattice walls are noteworthy, also the brackets on the top
storey, at the left. Late first century, B.c.

Plate XCVI

Fig. 17. Pasada-fagade at the right end of the verandah of the sela-cetiya-ghara at
Kirli, showing the second, third, and part of the fourth storeys, with vérapanas
and maha-vatapanas. On the third storey observe the curved lattices below the upper
windows. First century A.p.

Plate XCVII
Fig. 18. Pasida-fagade at Bhija, showing three storeys, with incerior gebbhas
on the ground floor and second storey. Second century ».c.

Fig. 19. Exterior of sela-cetiya-ghara at Bedsi, showing alinds above; a barthi-
nakbaka pillar on the lefe. In Cull., VI, 14, 1, a pasdda having a batthi-nakbaka alinda
is 2 permitted monastic residence; Buddhaghosa explains as harthi-kumbha patitthita,
“‘supported on elephant’s frontal globes,” but the technical term “‘elephant-nail”’
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is evidently derived from the projection of the elephant’s fect beyond the abacus,
making the nails conspicuous when seen from below. End of first century ».c.

Fig. 20. Monastery verandah and &/inda at Junnir (Ganesra group, No. 7). Early
first century A.p.

Plate XCVIIL

Fig. 21. The Six Kamivacaraka Devalokas, each “'represented by the storey of a
palace, the front of which is divided by pillars into three bays™™ (Marshall, Guide to
Sanchi, p. 63); however, the trees at the back of cach scene suggest that these are
vcrandaﬁs of garden pavilions, rather than successive storeys of one pasada. Above,
immediately below the vedikd-abacus, is Brahmaloka, represented by the palace of
Brahmi, of the same type as Figs. 6 and 11. Safici, east forana, right pillar, ca. 100 8.c.

Fig. 22. A pleasure palace in a park (see drawing, Figs. 12, 13, and description
above; in the second panel, a stairway lcadini’lto the wpari-pasada, seen in the two
upper panels. Mathura, I, 11, in the Mathurd Museum; Kusana, second century a.p.

Plate XCIX.

Fig. 23. Detail from the back of “‘Stacey’s pillar,”” Mathura, representing the
windows of one storey of a palace. Indian Museum, Calcutta.

Fig. 24. A three-storeyed building, probably a gau‘mageba of pasada type. Restored

from a fragment. Amaravati, first century a.n.

Fif. 15. Sivika, from which may be inferred the general character of a sivika-
gabbha, sce p. 191, note 15. From an Amarivati coping relief, Burgess, Buddbist
stipas of Amaravati and Jaggayyapeta, Pl. XXI; Ripam 38, 39, pp. 72, 73; and Early
Indian Architecture, Pt. I, Fig. B. Ca. 200 A.D.

Fig. 16. Pasada-fagadeofamonastery, viz., the Ebhal Mandapa, Talaja, Kathiawar,
partly restored. Osaraka (?) below the vedika of the second storey. Early first cen-
tury B.C,

Plate C. :

Fig. 27. Monolithic temple of pisada type, viz., the Ganesa Ratha at Mamalla-
puram. Seventh century.

Fig. 18. Monolithic temple of pésada type, viz., the Arjuna Ratha at Mamalla-
puram. Seventh century.

Fig. 29. Monolithic temple of pasada type, viz., the Bhima Ratha at Mimalla-
puram. Seventh century.

Fig. 30. Structural temple of pasada type, viz., the “"Shore temple’ at Mimalla-
puram. Eighth century.

In all, notice the storeys successively diminished in size, the pafijarams, each

separately roofed, along the margin of each floor, and the gavdksas rtsuccd to decora-

tive kidus along the cornices (kabodam). The ground floor is pillared and walled,

leaving an open porch. In Figs. 27 and 29 the large barrel-roofed *‘ki#pdgara’ clearly

;:Icprcsc.ﬂts the main chamber, the siri-gabbha, on the top or “‘best’” floor, the ''sky-
oor.

Plate CI.

Fig. 31. Antepuriki leaning from palace balconies, probably sibapadijaras; in the
street below, Buddha and the maddened elephant. Amardvati, ca. 200 A.p.

Fig. 32. End of the '‘k#tdgara’’ of the Bhima Rathd, Mimallapuram (sec Fig. 29),
;howing opening, and end ‘beams developed into cusps or pendants supported by
rackets.
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Fig. 33. The Sat-Mahal-Pis-ida, Polonnaruva; brick, with an external stair; of
brick, with marks of external timbering no longer extant. Twelfth century.

Plate CII

Fig. 34. Modern structural palace at Govardhana, near Mathuri, showing the
basement, extended terraces (sa/a), each with its railing (corresponding to the old
vedskd), and open pillared and lattice-walled or windowed chambers correspondin
to hammiyas and kutdgiras or pafijaras. The ancient palace type is here preserved witﬁ
stylistic, but without formal changes. :

Fig. 35. Part of the fikhara of the Parasuramesvara temple, Bhuvanesvara showin
the decoration of each cornice by gavaksa niches, angle dmalakas on every ﬁftﬁ
“floor,"” and dmalaka crowning the whole.

Fig. 36. The M06t-Cot at Hanoi (see p. 200).

Plate CIII

Fig. 37. Part of a palace, near Jodhpur, Rajputana, with shuttered windows and
overhanging chajja, the third floor, above being a flat, railed, roof; in the wall, on
the right, a shuttered jharokhs.

Fig. 38. Fagade of the palace at Jodhpur, with the “‘rijangana’’ below, a walled
first floor, and other storeys provided with latticed balconies ('sibapaijaras’).

Fig. 39. A merchant's house, of similar type, Jaipur, ca. 1700 A.D.

Fig. 40. Merchants’ houses, of similar type, but less pretentious, Lashkar, Gwiliar;
cighteenth and nineteenth centuries.

Plate CIV  Interior palace scenes.

Fig. 41. Two palace chambers. On the left, Queen Miy3 in her chamber, maidens
sleeping, four guardian deities watching, a two-leaved door, half open, at the back.
This room, separated by a wall from that on the right, where King Suddhodana is
hearing the interpretation of the queen’s dream. Amaravati, ca. 200 A.p.

Fig. 42. Man, and woman lightly clad, a maidservant watching from behind a
curtain hung by rings to a rod and forming a screen (sani-pakara, J., I, 57); garlands
suspended from the ceiling. Not a rare motif, but perhaps here an illustration of
the Hirita Jataka, No. 431, J., III, 498, where the curtain (siné) is specially men-
tioned. Bodhgaya, ca. 100 B.C. .

Fig. 43. Panel of a railing pillar, J., 7, in the Mathura Muscum, showing a quail

fight; cf. Mrcchakatika, IV, 29, where, in a palace ‘'quails are being egged on to
fight.”” Kusana, second or third century a.p.

Plate CV

Fig. 44. Two upper storeys of a pdsada. From a fragmentary relief, Amaravati,
ca. 200 A.D.

Fig. 45. Upper storey of a pasada; the large windows are of the vedika type (see
p. 199). From the railing pillar B 95, Lucknow Muscum, from Mathuri; Kusana.

Fig. 46. An upper storey of a pasida; the central window has vedika shutters,
and the recessed wall of the whole k#rdgara is similarly constructed. The roof element
is doubled. From the railing pillar J 4 in the Mathura Muscum; Kusana.

Fig. 47. An upper storey of a pdsida, with external pillars; the central arched
French window is partly open; the recessed wall of the kitdgara is pierced by two
square latticed windows (jé!a—vampamg; the roof seems to be tiled. From a railing
pillar from Mathura (Bhitesar Mound), Indian Museum, Calcutta. Kusina, secon
century A.D.
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Fig. 48. An upper storey of a pasada showing two arched windows with shutters
(kavata) of vedika type, and a central window with a rolled blind (cakkals). Same
source as Fig. 47.

Fig. 49. An upper storey of a pésada, the central arched window with shutters
artly open; on each side, a latticed window in the kérdgars wall. Railing pillar
rom Mathur3, in the Lucknow Museum.

Fig. s0. A two-storcycd fagade, with central dvdra-kotthaks. From the Katra
Mound, Mathurd, M 1 1n the Mathura Museum. Kusina, first century a.n. (?)

Plate CVI.
Fig. 51. Vedika-vatapana, verandah, Bhija Vihira, monolithic, second century s.c.

Fig. s2. Jala-vitapana, and Fig. §3, vedika-vatapana, monolithic, from the vibira
at Nadsar, first century B.c.

Fig. 34. Two-storeyed pasada, Bharhut, ca. 175 B.c. (Cunningham, Pl. XXV, 4,
rectified)

Figs. 55, 56. Two pasada-like structures, probably temples, from the Bodhgayi
railing, ca. 100 B.c., restored. In Fig. 56, the central lotus with hanging garland,
though actually external to the roof, possibly represents the kanpiks within.

Plate CVII. Cornices and architraves representing roof-clements.

Fig. 57. Cornice (kapota, ancient osaraka?) with gavdksas and outlooking gandbarva-
mukbas. Ajanti, Cave XIX, fagade, sixth century.

Fig. 8. Double cornice (monolithic), representing two storeys, with gavdksas

and gandharva-mukbas, Uparkot, Junigarh, Kathiawir, sixcth century (Burgess, A. S.
W. L, 1876, p. 142f.).
Fif' §9. Part of an architrave from Sirnith, showing gavdksa niches, the upper
and lower parts separated. The Gupta form of kirttimukba, which does not agpcar
carlier in architecture, crowning the gavdksa arch, is seen on the upper left. Sixth
century.

Fig. 6o. Architrave from Sirnith, the upper part only, representing a palace
storey. Here the upper moulded cornice clearly =roof, the recessed latticed wall
with arched windows being seen below.

Plate CVIII.

Fig. 61. Prince secated in the maba-vitapana of a kitdgara on the second storey of
a pasida; on the right is scen a small latticed window in the wall of the k#tdgara,
above, two finials and a bird perched on the k#ts. Bharhut (same as Fig. 1), ca.
175 B.C.

Fig. 62. Similar vitapana of a palace at Sifici (detail from Fig. 2), showing beam
ends within the arch (origin of later cusped arch ?) and architectural front resembling
the fagade of a cetiya-ghara. Ca. 100 B.C.

Fig. 63. Gavdksa-niche in brick, Bhitargion, fifth-sixth century.

Fig. 64. Decorative gavéksa, with kirttimukba, and internal bracketed cusps.
Laksmanesvara temple, Sirpur, seventh-eighth century.

Fig. 65. Detail of door lintel, early Gupta, Deogarh. Showing on the right separa-
tion of the parts of the gavdksa, and the spade-like development of the crest. Fifth
century.

Fig. 66. Arch containing rectangular lattice; on a roof-clement, from the Amohini
relief, from Mathuri, ca. a.p. 14, now in the Lucknow Muscum (for the whole see
Bachhofer, Early Indian Sculpture, Pl. 74).
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Fig. 67. Detail from an early medizval door lintel from the Patna District, show-
ing a decorative development of the gavdksa.
Plate CIX

Fig. 68. Gavdksa-niche, the original enshrining a falabbafijika figarc. Amarivati,
ca. 200 A. . For the original see Burgess, Joc. cit., Pl. XLIX, 7, cf. XLIV, 5.

Fig. 69. Derail of Fig. 57.

Fig. 70. Gavdksa-niche from Cave II, Badimi, late sixth century.

Fig. 71. Dome of the Colesvara chapel of the Agastyesvara temple at Milappa-
luvir, Trichinopoly District. Eleventh century. The gavdksa-niches are now crowned
by kirttimukba in the shape of fully evolved full-face makaras, with vegetative forms
hanging from the jaws. Internally there is an architectural form, developed from
an carlier type such as that of Fig. 62. Note incidentally the bulbous dome, inverted

lotus crowning, and water-pot finial. For a2 much earlier example of the same type
of construction cf. H. I. 1. A., Fig. 145.

Plate CX

Fig. 7. Roofing element, gavdksa with scparation of upper and lower parts.
From a door jamb, Nagari, ca. sixth century.

Fig. 73. Roofing clement from onc of the late Gupta railing pillars, Bodhgayi;
the gavdksas reduced to a circle.

Fig. 74. Similar to Fig. 72. From a torana post, Khilcipura, now in the fort at
Mandasor. See A. S. I., A. R., 1925—6, LXIX. Sixth century.

Fif. 75- Decorative form derived from the gavdksa by displacement of the upper
and Jower parts, and repetition, from the sikbars of a temple at Kurari, Fatchpur
District. Medizval.

Fig. 76. Another less complex gavdkss motif, from the medizval temple at
Deogarh.

Fig. 77. Similar but carlier form above a niche, Piapanitha temple, Pattadkal.
Eighth century.

Fig. 78. Similar but more complex form from the Muktesvara temple, Bhuvanes-
vara. Tenth century.

Plate CXI

Fig. 79. From Polonnaruva, Ceylon, over the seated stone Buddha at the Gal
Vihara. Twelfth century.

Fig. 80. From the Kalydnesvari temple, Burdwin. Fourteenth century (2).

Fig. 81. From Borobudur, late eighth century. The arch is crowned by a kirs#i-
mkbga head (Javancse kala-makara).

Fig. 82. From the Silamani temple at Pagin, Burma, a.p. 1183. (A. S. 1., A.R.,
1922-3, Pl. XXIID).

Fig. 83. From a matha at Khodli, near Khulna, in brick, sixteenth century (sec
A.S. 1., A. R, 19212, Pl. XXVII and p. 76).

Fig. 84. From the Sona Masjid, Gaur, sixteenth century; the kirstimukba resolved
into a palmette, but very clearly recognizable.
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ADDENDA AND CORRIGENDA
EARLY INDIAN ARCHITECTURE

Part I

P. ):.13, J., IV, 106, for sukha-parikha rcad sukkha-parikha, dry moat (sukkba =Skr,
Susha). :

In DN. II, 170-171, the city of the Great King of Glory has seven ramparts and.
four gates (dvara) each with seven esikani, three or four times the height of a man.

Some data on the city as described in the Mababbarata will be found in Hopkins,
E. W., Position of the ruling caste in India, ].A.Q.S., vol. XIII, pp. 174-9.

Pare 11

In Mhv., LI, 34, while the carpenters are building the ghara of the dumarija (Prince
of Trees, i.e., Bodhi-trec), a branch of the tree, striking against a beam (varmisa)
scems likely to break; however, the branch bends upwards so as to allow the ghars
to be built.

Mhv. XXXVIII, 56, a festival of the bathing of the Bodhi-tree, when sixteen
bronze ‘‘bath maidens’ are prepared.

Geiger, Cilavamsa, tr., p. 32, has 4 note stating that modern bage is a chapel beside
the tree.

The term bodhi-rukba-pasada in a Nagir junikonda inscription (Ep. Ind., XX,
pp. 10, 22) is probably synonymous with a bodhi-ghara of two or more storeys.

P. 127, line 20, add as footnote to ‘“‘cosmic significance™:

The term vajirdsana does not appear in Pali texts,
and bodhimanga only in late canonical and post-
canonical books. 'lxhc cosmic significance of the
bodhimanda, or ‘‘Wisdom area’’, asserted by Hsiian
Tsang is alluded to in J., IV, 233, and Mababodhi-
vamsa, 79, where it is said to be pathavi-nabhi,
“navel of the carth’".

line 31, after honouring, read: (p4ja)
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INDIAN ARCHITECTURAL TERMS

ANANDA K. COOMARASWAMY
MusevM oF FINE ArTS, BosTON
AcHARYA, P. K., Indian Architecture Aoccording to the Manasira-
éilpasdsira, pp. iv, 268, index: A Diotionary of Hindu Arohi-
tecture, pp. xx, 861, index. Both printed in Allahiibad,
published by the Oxrorp UwivEesiry Prmss, and without
date (1927 or. 1928). '

These two volumes, the latter especially, are monumental works,
-and will be indispensable to every student of Indian architecture
and realia. Only those who work along these lines will realise the
great labour involved in the preparation of such books, especially
when they are almost the first of their kind ; the serious study of
the Indian $§Wpa-§asiras has been too long delayed, and a warm
welcome may be extended to the Professor’s undertaking. The
author, nevertheless, has neglected a good deal of work that has
been done in this field ; surprising omissions in the references, for
example, are Rao, Tdlamdna, Jouveau-Dubreuil, Archéologie du
Sud de VInde, and texts such as the Vignudharmotiara and Sil-
paratna. Moreover the author is too little, if at all, acquainted
with the actual buildings; otherwise, indeed, he could not have
remarked that the buildings and sculptures of the time when the
text of the Manasdra was composed “have all been destroyed,”
overlooking the fact that sculptures and buildings of this and
earlier periods survive in thousands, and that a very great deal
of exact information about the early architecture can be gathered
from the Sunga, Kusina, and Andhra reliefs. I have myself in
preparation a work based on this early material, which can and
necessarily will be very fully illustrated. Jouveau-Dubreuil had
the. immense advantage of a thorough knowledge of the actual
architecture, and of personal contact with living sthapatis able to
explain the meaning of technical terms ; without these qualifications
Professor Ackarya has attempted an almost impossible task, for
here book-learning, however profound, is insufficient.

The following notes, however, are meant to be a further con-
tribution to the subject and an acknowledgment of the value of
what the Professor has already accomplished, rather than further
criticism.
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As of most general interest I would call attention to the items
Abhasa, Candra-$4la, Hasti-nakha, Kutdgdra, Likh, Linga, Nardca,
Tula. 1 should also like to emphasize the fact that a study of the
early use of the words which later appear as established technical
terms in the Stlpa-$astras is of great value for the study of archi-
tectural history. There is still very much to be accomplished in
this direction.

Abhdsa: together with ardha-oitra and citrdbhdsa are completely misunder-
stood. Neither of these is a material, but as explained by Srikumaira,
dilparatna, Ch. 64, vv. 2-6 (see my translation in the Sir Ashutosh
Mookerjee Memorial Volume), and by Rao, Elements of Hindu Icono-
graphy, I, p. 52, citing the Suprabheddgama, a method. Both the
Manasdra and Suprabheddgama as cited by the Professor himself are
perfectly clear on the point; as the matter is important, I quote
the latter: .

Sarvivayavae-sarmpiraeth drfyamh tao oitram ucyate

Ardhdvayava-sathdréyam ardha-citrath oaiva ce (sic).

Pate bhittau oa yo(al) likhyath * oitrdbhdsam ihocyate (sic).
The mistake about 4bhdsa has led to the extraordinary view (Diot.
p. 65, 1. 3) that dlekhya is also & material. COitra, in fact is divided
into citra, ardhe-citra, and oitrdbhdse, respectively sculpture in the
round, reliefs, and painting. In Indian Arohitecture, p. 70, in the
same connection gsarvdngadrSyamdna, rendered “quite transparent,”
really means “in which all the parts of the body are visible.”
Of course, there are many cases where oitra by itself is used to mean
painting, but some of these need ecritical examination; for example
oitrdni mandaldni of Cullavagge, V, 9, 2 does not mean “ painted
circular linings,” as rendered in 8. B. H., XX, but simply “earved
bowl-rests.”

Adhdra: add the meaning, “ reservoir,” Arthasdstra, III. 8 (Meyer).

Adhigthana, plinth: Mukherji, Report on the Antiquities of the District
of Lalitpur, 1899, .describes and illustrates the various parts and
mouldings. A few diagrams of this kind would have greatly enhanced
the value of the Diotionary.

djira: a courtyard, see Geiger, Mahdvarise, Ch. XXXV, 3 and transl,
p. 246. :

Alambana-bdha: the balustrade, vedikd, of a stairway, sopdnd, Cullavagga,
V, 11. Cf. hasti-hasta. Alambana, per se, is the plinth of a railing
or balustrade.

dlekhya: not in the Dictionary. See above under dbhdsa. The working
drawing, on cloth, for the Lohapisfida is thus designated in the
Mahdvatmss, Ch. XXVII, 10. Alekhya-sthana is a space left in a
manuscript for the subsequent insertion of an illustration.

1 1 yal lekhyah.
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dlinda: balcony, gallery. Cullavagga, VI, 3, 5, glossed pamukhs =
pramukha: ib. VI, 14, 1, described as haithi-nakhakarh, see hasti-
nokhe. In Mahdvarhea, XXV, 3, the rendering of alinda as “ terrace
in front of a house door” (Qeiger, Mahdvathsa, p. 246, note 2) seems
very questionable.

dAmalaka: not in the Diotionary, though discussed in the other volume,
p. 179, where kalada, “ vase ” (finial) is misrendered * dome.”

Not in the Mdnasdra, and the suggested equivalent mirdhni-igtaka
seems & little questionable. I doubt if an example as finial could
be cited before the Gupta period, when it can be seen on the reduced
edifices of the Sirnath lintel (Sahni, Catalogue, pls. XV-XXVI);
but these imply an already well-established tradition. The form is
already employed architecturally in connection with pilasters repre-
sented at AmarAvati. In Cullavagga, VI, 2, 4 a kind of chair is
termed dmalaka-vanjika-pitharh, and this is glossed by Buddhaghosa
as ‘“having large amalaka-formed feet attached to the back.” The
translation “many feet” of 8. B. H. XX, 165, cited by Acharya
without comment, can hardly be justified, though Buddhaghosa’s
bahupdda suggests it at first sight. Amongst the countless repre-
sentations of chairs and couches in Indian art of all periods I cannot
think of a single example with more than four legs.

Angona: applied to the enclosure surrounding a stiipa, i. e. the circum-
ambulation-platform between the stipa and its railing, Dhammapada
Atthokatha, 290 (Bk. 21, Story 1, Burlingame, H, 0. 8., vol. 80,
p- 176). )

Apidvdra: Arthaédstre, 11, 3, and III, 8. Meyer renders *sidedoor,”
Shamasastry “front door.” In III, 8, the latter meaning would
seem to be indicated, as only one door is mentioned, and the window
above it is referred to. In the early reliefs we see no side doors
to ordinary houses, while there is generally a window above the
single (front) door.

Aratni: add references to Kautiliya Artheédstre, II, 20, with a table
of measurements practically identical with that of the Manasdre.
In Arthafdstra II, 5, the rain gauge (s.v. kunda below) is to be an
oratni in width, i. e. 2 spans (vitasti) or 24 angulas.

Argala: Pali aggale, SBimhalese agula, a bolt. See under dvdra, below.

Arghya: not in the Diotionary. In Mahdvahaa, XXX, 92, Geiger's render-
ing of agghiya as “ arches ” is impossible. Agghiya-panti may be rows
of garlands or swags, a common enough ornament, or more likely
rows of vessels of some kind; phalikagghiya must be a crystal dish or
platter, as it has four corners in which are placed heaps (rdsiyo) of
gold, gems, or pearls—but more likely we should understand phalak-
agghiye and translate as “ wooden offering table” or “altar.” In
any case “ four corners” has no meaning in connection with any sort
of known torens. Agghike of Mhv., XXXIV, 78 is more doubtful,
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perbaps here equivalent to altars or reredos (Sirhh. wehal-kad).
See also agghiya, agghike in P. T. 8. Pali Dictionary.
Xryaka-stambha: not in the Dictionary: but see under dveganin, below,
and Diotionary, p. 669.
Agands, a throne, seat: Atharva Veda, XV, 3 (see Whitney, in H. O. 8,,
Vol. VIII), where the various parts are named; the description sug-
gests the typea still seen at Amariivatl.

A detailed nomenclature of seats will be found in Cullavagga, VI, 2.
Cf. ib., VI, 14, also Brahmajala Sutta, (Dialogues, I, p. 11, note 4).
Pace 8, B, E. XVII, p. 27, it is by no means demonstrable from
Jataka I, 108, that dsandi means “cushion”; Cowell’s “ couch” is
undoubtedly correct, and this is the sense everywhere else. To sup-
pose a chair or couch placed in a cart presents no difficulty.
Ajttala: watch-towers or gate-towers, Milindapafiha, V, 4. Gopuratihd,
Mahdvarhss, XXV, 30. Gopuraitdlags, Utterddhyayanas@iiram, 1X,
18, Charpentier, pp. 97, 314.
Avasaraka: osarake (Pali) (?that which sheds water) overhanging
eaves (of a building without verandahs, anslinda), Cullavagga, VI,
8, 6: glossed as ohadana-pamukharh, * projecting from the roof.”
Osdrake, “ under the eaves,” 4. 6. outside the house, Jataks, 111, 446,
Cf. modern ohajja.

Aveganin: not in the Dictionary; architect, foreman. Inscription on Saficl
south torana, * Qift of Ananda, son of Viasisthi, dvesanin (rendered
“ foreman of the artisans ”’) of Rija Sr1 Satakarni ” (Marshall, Guide
to Sanci, p. 48). Ayaka (dryeka)-stamdbhas dedicated by Siddhartha
son of Nagacanda, both dvesaning (Burgess, Notes on the Amaravais
Stupa, p. 66) ; dvess is stated to mean a workshop, atelier.

Ayas: not in the Dictionary. This word is always used for iron (see
loha, below). Mahdvamss, XXV, 28, ayo-kammata-dvdra, ““iron
studded gate” (of a city); b. 30, ayo-gulash, “iron balls”; 4.,
XXIX, 8, ayo-jdla, an iron trellis used in the foundations of a stfipa.
Reference might have been made to the iron pillars at Delhi and
Dhar, and the use of iron in building at Konpfrak.

Bodhi-ghara, mahdbodhi-ghara: temples of the Bodhi-tree, presumably
like the many examples illustrated in the early reliefs. No doubt
& pre-Buddhist form, preserved in connection with the cult of the
Bodhi tree. See Mahadvarhsa, XXXVI, 55, XXXVII, 81, etc.; in the
former place provided with a sand court, valikatala; ., XXXV, 89
angana, Also called a mandapa, b, XVIII, 63,

Bodhi-manda (la) : is treated as synonymous with vajrdsana, but is really
the special area within which the vajrdsana is established; see Haflan
Tsang as cited by Watters, II, 114, 115.

COandra (-54la), etc.: some useful material is contributed towards a
solution of the problem of the proper designation of the so-called
“ caitya-window ” (dormer or attic window, gable, etc.), one of the
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commonest and most distinctive motifs recognizable in Indian archi--
tecture from first to last. * Caitya-window ” is unsatisfactory, as the
form is by no means peculiar to, nor can it have been originally
devised expressly for caitya-halls; the gable form is derived from that
of an ordinary barrel-vaulted house end. Torana is perhaps correct
in so far as the window is actually an arch, vdtdyonae in so far as
it is a window, but neither is sufficiently specific. The problem is a
little complicated by the fact that we have to do both with arched
windows actually admitting air to upper chambers, dormers, or attics,
with real internal space, and also with similar forms used decoratively
and placed in series on cornices or similarly used in friezes; but
the various architectural forms, complete figures, or heads (see also
gandharva-mukha and grha) which appear framed in the niche formed
by the window-arch prove that the idea of an opening to internal
space is always present. The best established word is Tamil kidu
(Jouveau-Dubreuil, passim), but there seems to be no similar word
in Sanskrit; kddu means nest, and it applies both to the window
as an ornament, and to actual pavilions (karpa-kddu, Jouveau-
Dubreuil, Dravidian Architecture, fig. 4). The proper term in Sanskrit
seems to be candro-§3ld (see 8.v. in the Diotionary), meaning either
& gabled chamber on or above the kapota (for which candra is given
as @ synonym), or the gable window itself. In the last case candra-
$ala should really be an abbreviation of candra-édld-vdtdyana, and
this seems to be the most explicit designation: * gable-window ” is
probably the best English phrase, German dachfenster.

A number of passages seem to show also that gavdkge may be
synonymous with caendra-f§dld-vdtdyena. Thus in Raghuvarhea, VII,
11, the gavdkgas are crowded with the faces- of beautiful young
women looking out, and ¢b. XIX, 7, Agnivarman is visible to his
subjects only to the extent of his feet hanging down from the gavdkga.
The modern vernacular equivalent is of course jharokhd.

The many-cusped arch, known to modern Musalman masons as
piyaliddr mihrad, and familiar in Rajput, Mughal, and modern Indian
architecture, is a development of the “horse-shoe” arch (gable win-
dow) which has rightly been regarded as of Indian, pre-Muhammadan
invention (Rivoira, Moslem Architecture, p. 110f); every stage in
the evolution can be followed. Cusped arches are found already in
Java by the eighth century (Borobudur); there is an excellent
‘example at the Gal Vihirs, Polonnéruva, Ceylon. It would take too
much space to treat this interesting subject at length here, but it
is worth while to note that Mukherji, Antiquities of the Lalitpur
Distriot, I, p. 9, gives the Indian terminology; the “parts of the
so-called Saracenic (five-foiled) arch, are all Hindu.” These names
are, for the spring of the arch, ndga (cf. ndga-bandha in the sense of
chamfer-stop) ; for the foils or cups, katora; and for the top, otkka
(1= oalika, q.v. in Dictionary).
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Oastkrama: cloister, monk’s walk, at first perhaps only paved, later roofed
and railed (Cullaveggs, V, 14, 2, 8). Cankemana-sdld, “hall in a
cloister,” Cullavagga, V, 14, 2 and Mashdvaggs, III, 5.

Oetiya-ghara: in Mahavarhsa, XXXI, 20, and 60, 61, cetiya-ghara is &
structure built over a stlipa, thidparh tassopari gharas. Some have
seen evidence of such a structure in the still standing tall pillars
surrounding the Thiipadrima DAgaba at Anuradhapura, and this inter-
pretation seems to be plausible, especially as the pillars are provided
with tenons above. An actual example of a stlipa with a roof over
it, supported by four pillars, can be seen at Gadalédeniya, near Kandy,
Ceylon. The old caitya-halls are also, of course, cetiya-gharas, and
of these there existed also many structural examples.

“Thuopaghara . . . is simply a house over a tope” (Hoecart, A. M,
Ceylon Journ. Soience, @., Vol, I, p. 145).

Ohannavira: some description might have been given of this very common
ornament, found from pre-Mauryan times to the present day. Bee
Rao, Blements of Hindu Iconography, I, p. xxxi,and M. F. A. Bulletin,
No. 152, p. 90. The channavira passes over both shoulders and both
hips, crossing and fastening in the middle of the breast and middle
of the back; it is worn by deities and men, male and female, and
occurs also in Java.

Oiira: art, ornament, sculpture, painting, see above under abhdsa. Citra,
oitra-karma do not always mean painting. Some places where the
word occurs and has been so translated need re®xamination; for
example, Cullavagga, V, 9, 2, oitrdni mandaldni does not mean
“ painted circular linings,” but rather “carved bowl-rests.” Some
references should be given to oitra-sadhd, oitra-fdla which are of
very common occurrence in the sense “painted hall or chamber.”
The citta-sabhd of Jacobi, Ausgewdhlte Bredhlungen, p. 39, has a
high tower (uttunga sihard). Description of a oitta-sabha cited
from the Uttarddhyayana Sdtra, Meyer, Hindu Tales, p. 174. Oitta-
gara, in Suite Vidbhanga, II, 208,

O4lika: as something at the top must be connected with ofigs. But in
Managdna, L. 301, (Diot., p. 197), lamba-hdram api c@likddidbhih,
ofilikd must be “ bodice,” and synonymous with colaka.

Daraninavami-§ila: not in the Dictionary. A square stome (or rarely
bronze) slab or box divided into nine compartments in which are
placed symbols connected with water, the whole being laid below the
foundations of a temple or below an image (4. 8. I., 4. R., 1803-04,
p- 98, note). This object is known in Ceylon as a yantra-gals, where
several examples have been found (Parker, Anoient Ceylon, pp. 298,
858; Mem. Oolombo Museum, Series A, I, p. 25).

Deva-kula: in the Avaddna-fataks (Feer, p. 98), used of a temple of
Nériyana. BSee also 4. 8. I, A. R, 1011-12, p. 124, Devakula of
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the Niga Dadhikarpa, Mathurd inscription, Lilders’ List, No. 63.
Inscription of Londfobhikd on Mathurd dydgepata, see VI Int. Congr.
Orientalists, III, p. 143.

Dhavala, whitening: applied to a plastered or other surface, filparaina,
Ch. 64. Dhavala-hara, a “ White House,” palace, Haribhadra, Sanai-
kumdracarita, 548, 589, 608.

Drupada: a post, Ry Veda, 3, 32, 33. The whole passage is very doubt-
ful, but apparently two horses are compared to carved figures of
some kind (brackets?) upon a wooden post.

Dvara: the parts of a door are listed in Cullavagga, V, 14, 3, also ib.
VI, 2 (not quite correctly translated in 8. B, B., XX, p. 108), as
follows: kavdfa, the leaves; pitthasarhghdfa® (= Sanskrit prasthd-
sarhghdatika, “ upstanding pair ”’), the door-posts; udukhallika, thres-
hold; uttareapdsaka, lintel; aggalavajti, bolt-post; kapi-sisaka, bolt
(-handle) ; silcika, the pin or part of the kapi-sisa which fits into
the socket in the bolt-post (cf. efloi = cross-bar of a vedikd) ; ghafika,
apparently the slot in the bolt-post just referred to; talacchidda,
key-hole; dvifichanacchidda, string-hole; dvifichana-rajju, string for
pulling the leaves to from outside preparatory to locking. Some of
these terms occur elsewhere; with reference to a passage in the
Mahaparinibbans Sutte where Ananda leans against the kapi-sisaka
Buddhaghosa is certainly right in glossing kapi-sisaka as aggala,
for the Simhalese aguls is big enough to lean against (see my
Medigeval Sinkalese Art, figs. 80-82, for illustrations, b. p. 133, for
the Sinhalese terminology). As in so many other cases the terms
are perfectly comprehensible when the objects have been seen as
represented in relief, or in use, and when the modern technical terms
are known.

As correctly observed in 8. B. B, XX, p. 180, dvdra is “doorway,”
“aperture,” always with reference to outer doors or gates of any
building, or of a city, while kavdfc means the leaves of a door, the
door itself.

See also under grka, and cf. Robert Knox’s description of the palace
of Rija Sithha II, “stately Gates, two-leaved . . . with their posts,
excellently carved.”

Bahi-dudla-sdld = bdbahir-dvdra-§ald, “outer room,” “gate cham-
ber,” Mrechakatika, III, 3.

From RV. I, 51, 14 we get duryo yfipah for the door posts, from
RV. I, 113, 14 dtd for the door leaves, and from RV, III. 61. 4 a thong
(sy@man) fastening.

Dvara-baha: door posts, Mahdvashsa, XXV, 38: ayo-dvire, ayo-kammata-
dvara, ib. XXV, 28, 29, 32.

Dovara-kotthaka, gate house: ocittakdta dvdra-kojthaka, ete., “a gate-house

*Bee 8. B. E. XX, p. 105, note 2.
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with a decorated peak, and surrounded by statues of Indra, as though
guarded by tigers,” Jatakae, VI, 1256: cf. Dhammapade Atthakatha,
Bk. 2, story 7. -

For kotthaka see also Cullavagga, V, 14, 4 and VI, 3, 10; Jataka,
I, 351 and II, 431; and Meyer, Arthaédstra, p. 75, note 5 (in the
sense of ‘“shrine”). Kofthaka is usually “ gatehouse,” but pifthi-
kojthaka is * back-room” in Dhammapada Atthakathd, II, 19.

In Jatake I, 227, dvdra-kotthaka is, as usual, gate-house, not as
interpreted in S, B. E. XVII, 219, ‘mansion’ (the ‘mansion’ is ghare
and it has seven dvdra-kofthakas).

Gadirika: red chalk. Cullavegga, V, 11, 8, geruka, red coloring for walls.
Medium red color, &ilparaina, Ch. 64, 117. Brown, Indian painting
under the Mughals, p. 124 (used in preparing the lekhani or pencil).
Used as rouge, Karpidramadjari, III, 18, see H. 0. 8., Vol. 4, note on
p- 268. As a pigment, dhdtu-rige, Meghadita, 102. Geruka, Culla-
veggae, V, 11, 8, VI, 3, 1, and VI, 17, 1. Mahdvagga, VII, 11, 2.

Ganda-bheranda: insufficiently explained by the cross-reference to stambha.
The two-headed eagle, a gigantic bird of prey, is first found in India
on a Jaina stipa base at Sirkap (Marshall, Guide to Tawils, p. 74).
In mediaeval art two forms appear, analogous to those of garudas,
one with a human body and two bird heads, the other entirely bird.
Connected especially with the kings of Vijayanagar, and appearing
on their coins, carrying elephants in its claws. Other examples at
Srigdilam (A. 8. I., A. R., Southern Circle, 1917-18) ; remarkable
panels at Koramangala and Belar, Célukyan (Mysore A. 8. Rep.,
1920, and Narasimachar, Kefava temple at Beldr, p. 8). A common
motif in south Indian jewellery. In Ceylon, see my Mediaeval Sin-
halese art, p. 85. Cf. also hatthilinga-sakuna, Dhammapada Attha-
katha, 1, 1864. Further references will appear in the Boston Catia-
logue of Mughal Paintings.

Gandha-kuti, see s v. Kufi.

Gandharva-mukha: designation of the busts or faces framed in the open-
ings of kildu, oandra-sdld-vdidyanae, or gavdksa, geble windows
(Jouveau-Dubreuil, Dravidian Architecture, p. 12). Cf. canda-muha,
8. v. candra-§ala,

Gavikga: see Uandra, Gandharve-mukha, Grha, and Harmya.

Grha, ghara, dgdra, geha, etc.: there is an excellent description of Va-
santasend's house (geha, bhavana) in the Mrcchakatika, IV, 30, seq.
There are eight courts (paofthd = prakogtha) ;* above the outer door
(geha-dvdra) is an ivory forana, supported by torana-dharana-tham-
bha, and stretching up its head (sisa) towards the sky; at each
gide are festival jars (mangala-kalasa)—* Yes, Vasantasend’s house
is a beautiful thing.” In the first court are pdsdda-panti, rows of
pavilions, having stairways (sobdna), and crystal windows (phati-

8 Pili pakujta, Cullavagga VI, 3, b is rendered “ inner verandahs” in
8. B. E, XX, p. 175.
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vdde = sphatika-vdtdyana) with moon-faces (muhe-cande), or probably
“faces on the candre,” i. e. gandharva-mukhas framed in the candra-
§ald-vatdyanas ornamenting the roll-cornice, for which the description
“ seeming to look dowm upon Ujjayinl” would be very appropriate.
In the third court are courtezans carrying pictures painted in many
colors, vivihavanni-dvalitta citraphala = vividhavarnikdvalipte oitra-
phalaka. In the fourth court, where music and dancing take place,
there are water-coolers (salila-gagario = salilagargarayah) hanging
from the ox-eye windows (gavekkha = gavdksa).

Tisald’s palace in the Kalpa Sdire, 32, is a vdss-ghara, dwelling
place; it is sacitta-kamme, decorated with pictures, and ulloya-cittiya,
has a canopy of painted cloth (cf. Pali ulloka).

Milindapadiha, II, 1, 13 has “ As all the rafters of the roof of a
house go up to the apex, slope towards it, are joined together at it.”

The famous triumph song of the Buddha (Niddnakathd, Jdtaka, 1,
76 = Dhammapada, 154) has “ Broken are all thy beams (phdsuka),
the housetop (gaha-kdifa) shattered”: the housebuilder is gaha-
karaka.

See also Bodhighare, Cetiyaghara, Citidgldra, Dhavela, Kdfdgara,
Samudrdgdra, Santhdgdre.

Harmya: ramyam harmyam, a beautiful palace, Vikrama Carita (Edger-
ton, text and transl. in H. 0. 8. 26, p. 2568, and 27, p. 239) has the
following parts: mailapratigihdna, basement; bhitti-stambha-dvdra-
torana, walls, pillars, doorways and arches; §alabhadijikd, statues;
pringana, courts; kapdta, folding doors; parigha, door-bars;* valabhi,
roofs; vifanka, cornices; ndga-dants, pegs; matiavdrena, turrets;
gavdkga, ox-eye windows; sopdna, stairs; nandydvartddi-grha, pavilions
(1) (see Dictionary, s.v.). Harmikad, the little square structure on
the top of a stipa (Divydvaddna). A cross reference to rdja-harmyc
should be given in the Dictionary.

Harmya, dwelling, Atharva Veda, XVIII, 4, 65; RV. I, 121, 1, I, 186, 4,
VII, 66, 186, ete.

Savitdna-harmya, Raghuvamse, XIX, 38, “palace with an awn-
ing ¥; or perhaps vitdna = modern chajja.

Hasti-hasta, gaje-hasta: amongst innumerable examples might be cited
one at Narayappur, Burgess, A. 8. W, I, III, pl. XXXI, 3. Elephant-
trunk balustrades in Ceylon are ¢t-honda-vel, with the same sense as
hasti-hasta.

Hasti-nakha: literally “ elephant’s nail.” In Cullavagge, VI, 14, 1 a
pastda having an dlinda (balcony, gallery), qualified as hatthi-
nakhakar, is & permitted monastic residence. According to Buddha-
ghosa’s gloss this means hatthi-kumbha patitfhitash, literally “ sup-
ported on elephants’ frontal globes,” and so to be rendered “ supported
by pillars having elephant capitals”; and this is plausible enough,

¢ But see Parikhd, usually, and perhaps here also, a moat.
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Entrance of sela-cetiya-ghara at Bedsa:

hasti-nakha column on left supporting dlinda.




RATHA OF NAKULA AND SAHADEVA, MAMALLAPURAM.

Hasti-prstha construction (ef. back of elephant on left): shows also paiijaras,
and kapotas with kiigus.



as pillars with elephant capitals, supporting galleries and upper
storeys, are highly characteristic of early Indian architecture. It
is true that one hesitates to accept nakka in any other sense than that
of “nail” or “claw.” But it is possible to retain the interpretation
“ elephant capital ” without supposing that nakhe = kumbha, for in
fact the observer, standing at the foot of such columns, e. g. at Bedsa
(see accompanying Plate), and looking upwards, sees nothing of the
actual capital, except the under sides and nails of the fore feet of
the elephants, which project beyond the edge of the abacus, and this
may well have given rise to the term “ elephant’s nail ” as applied to
elephant capitals.

On the other hand, hasti-nakha occurring in the Sifupdlavadha,
III. 68, Sanairaniyanta raydpatanto rathdh kgitith hastinakhat . . .
turangaih, “the swift chariots are slowly brought down from the
hastinakha to earth by the horses,” seems to refer to a place or
structure on the rampart. Amara’s gloss is pirdvdri mrtkdjeh “a
kdta made of earth at the city gate.”

The word also occurs in Kautiliya Arthaddsira, p. 53 of Shamasastry,
the Dictionary citing only Shamasastry’s translation s.v. grhae-vin-
ydsa, Here too, hasti-nakhas are connected with the gate and ram-
part of a fort. Meyer’s version, p. 71, given here with slight modifi-
cation, is much to be preferred: “ For access, an ‘ Elephant’s nail,
level with the opening of the gateway, and a drawbridge (sahkromah
sarhhdryo) ; or in case there is no water (for a moat), a causeway
made of earth.” The hasti-nakha is here then presumably a pillar
with an elephant capital, standing in the moat, to receive the draw-
bridge when the latter is let down upon it, or pushed out onto it.*
It is not impossible that the term hasti-nakha, by an extension of the
original and strict meaning, had come to be applied also to the draw-
bridge itself, and even to the causeway.

The Sifupdlavadha passage would then imply simply the bringing
of the chariots across the drawbridge, or, as understood by Amara,
across the causeway of earth which takes its place when there is no
water; and thence onto the solid ground.

Cf. Kefanakha-stidpa, 8. v, Stiipe, not explained (Feer, Avaddna
Sataka, p. 487), but possibly with some reference to a lion capital.

Hasti-prakdra, see Prdkdra.

Hasti-prgthe, gaja-prstha: this appropriate name is applied to the build-
ings with apsidal structures, common in Pallava, Cola, and later
Dravidian work (see accompanying Plate). The reference on p. 169
to Indian Antiquary XIT should be corrected to XL. On p. 398 haati-
pretha single-storeyed buildings are said to have an “ oval steeple ”;
read instead * apsidal roof.” The Professor elsewhere often refers to
oval buildings, perhaps meaning apsidal; an oval plan is unknown to
Indian architecture.

$ Or, if we read asarhdryo, then supporting a fixed bridge.
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Jantdghara: hot bath room, Mahdvermsa, XV, 31, not in the Dictionary,
though described without citation of the term, Indian Architecture,
p- 14. 8. B. E. XIII, p. 157, note 2. Cullavagga, V, 14, 3 and VIII,
8, 1; Mahdvagge, 1. 25, 12-13. '

Kadankara, Pili kalingard: plank of a stairway, sopdna, Cullavegge,
Vv, 21, 2.

Kald: no reference to the kalds; see Venkatasubbiah, A., The Kalds,
Madras, 1911, and do, with E. Miiller, in J. R. A. 8., 1914. The lists
include such items as nageremanam, vetthunivesam, ddrukriyd, etc.

Kalabhara: artist, expert., According to the Gautama Dharma-siira,
VI, 18, the kaldbhara who is five years older than oneself should be
greeted with respect as bhoh or bhavan. Haradatta explains kald-
bhara as one who lives by the kalds, i. e. the knowledge of music,
painting, leaf-cutting and the like.

Kafiouka: kadoukam . . . sildmayarm of Mahdvamsa, XXXIII, 25, is evi-
dently rightly translated by Geiger as “a mantling made of stone”
(for the Khandhathiipa). This must be the correct designation for
the “casing ” and “ casing slabs ” of archaeologists.

Kapota: should be translated ‘ roll-cornice,” *larmier.” It is the main
cornice of a building, derived from the edge of the thatch and the
primitive drip-stone cut above cave dwellings to prevent the rain
Irom running in. The synonyms of kapots, candra, lupd, gopina,
are significant; see condra-§dld. The rendering of kapota by * spout ”
should be avoided. As pdlikd is abacus, kapota-pdlikd should be a
fillet above the kapota. Kern is undoubtedly right in rejecting the
meaning “ dove-cot,” so also in the case of vifanka. Mrechakatika,
I, 51 has kavdlapa-vitarika, glossed kapota-pdlikd wuparigrha and
translated in H, 0. 8. “dove-cot”; ‘“doveridge” would be better.
In reliefs, birds are commonly represented as perched on roofs and
mouldings. Utpala’s definition of kapota-pdlikd quoted on p. 111 of
the Dictionary, amounting to “ corbel-ended timbers above the ka-
pota ” is quite intelligible, as these being seen end om, and coming
between the top of the kepota, and the bottom of the mext member
above (as often represented in the early reliefs), are related to the
kapota precisely as the abacus is related to the rest of the capital
below it and the entablature above it.

Kappiya-bhidmi: mnot in the Dictionary. * Outhouse site,” Hahdvagga
VI, 33, 2=4. B. E, XVII, p. 110.

Karmdrae, Pali kammdra, Mahdvagge 1, 48 etc., Sinhalese kammdlar: not
in the Dictionary. Artisan, smith, etc. Kemmdra-bhanyju, workers in
metals, Mahdvagga, 1, 48, 1. Highly esteemed by king and people,
Jdtaka, 111, 281. The viceroy of Krepardya of Vijayanagar exempted
kanmdlers from taxation (4. 8. I., 4. R., 1808-09, p. 184). Prakrit
kamdara, see Charpentier, Uttarddhyayanasiiiram, p. 3561. See also my
Indian Oraftsman, and Mediceval BSinhalese Art. Kammdra-sdld,
smithy.
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Koarna-kila, “ the ear rod, fastened with iron (nails), along the sides of
a house, and according to which the house is to be built,” Arthaédsira,
III, 8. Probably the frame-work of four beams which rests on stone
supports, cf. Medigeval Rinhalese Art, Pl VII, fig. 7, at the level of
the man’s waist.

Kajaka: add, a position of the fingers used in dancing, -and- seen in the
hands of images holding flowers. See Rao, Elements of Hindu Icono-
graphy, I, p. 18; and Mirror of Gesture, p. 31. In this sense, synony-
mous with sishhakarna.

Kati-sittra: in the sense of girdle, Oullavagga V, 2, 1. Technical terms
for special forms, ib. V, 20, 2.

Key@ra: armlet, cf. kdyura in Oullavagga, IV, 2, 1, B. B. E. XX, p. 69.

Khanda, door (the actual leaf or leaves), Arthaeédstra, III, 8. Meyer
makes it a single leaf. Shamasastry renders as equivalent to kavdta;
the choice depends on the meaning assigned to anidvdra in the same
passage. The door in any case would open inwards, hence Meyer’'s
rendering with reference to the obstruction of space between two
houses cannot be quite correct.

Kificikkha-pdsina: Mahavarhsa, XXXIV, 69, stones apparently used as
paving slabs round a st@ipa, probably so called as being very smooth
(cf. Bkt. kifijalka, filaments of a lotus). Childers gives the form
kifijakkha-pdsina.

Kinkini-jalaya: network of bells adorning a vedikd, Mahdvamsa, XXVII,
16. Often seen on Bharhut and other early rail-copings.

Kirti-vaktra: add synonymns kirti-mukha, makara(i)-vakire, makora-
patra, githha-mukha; and Sinhalese kibihi, and kdla-makara of Dutch
archaeologists. The inclusion of the term in the Mdnasdra shows that
the text cannot antedate the Gupta period, for the makars face as
the crowning element of a torana is not developed before that time
at the earliest, the crowning element in earlier types being plain or
having the form of & frifdla or érivatsa.

Koéa-grha, store room, treasury: has triple underground cellar with
many chambers, amongst which is a devatd-vidhdna, or chapel, with
images of the Vastu-devati, Kubera, ete., Arthafasira, II, 6.

Kogthagara: a pair of storchouses are referred to by this name in the
Sohgaura plagque inscription, and illustrated on the same plaque
(Fleet, in JRAS, 1907). They are described as trigarbha, having
three rooms; Fleet discusses this at length, but it is evident from
the illustrations that these rooms are on three storeys, for the store-
houses are represented as small three-storeyed pavilions; it is true
that the roof of the top storey is *“out of the picture,” but ite sup-
porting pillarse can be clearly seen. For amother use of garbha as
designating chambers of a many-storeyed building see under Prdsdda,
the Lohapiisida. BSee also prakogthe, s. v. grha, dvdra-kojthaka, and
kunda.
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Kddu, see s. v. candra-§did.

Kumbha (and kaelafa): I cannot see any evidence in the texts cited to
justify the translation “cupola.” The jar in question has actually
always the form of a jar, and is placed above the dome, cupola, spire,
amalaka, roof-ridge, or whatever otherwise forms the top of a build-
ing. Kumbha also = temples of an elephant, see s. v. hasti-nakha,

EKunda: a bowl used as a rain-gauge (vargamdna) and placed in front
of a granary (kogthdgdra) (Kautilya, Arthaédstra, II, 5).

Kundikd: should be equated with kamandalu (not in the Dictionary)
and explained as the water-pot carried by Brahmanical hermits and
Buddhist monks, and provided with two openings, one a funnel at
the side for filling, the other at the top of the neck, which is also
the handle. Many examples have been found on Indian Buddhist
monastic sites. The kundikd is carried only by deities of ascetic type
especially Brahma and Siva, and by rgis, and should not be confused
with the amyta-kalada, which has only one opening, and is carried by
other deities, especially Indra and Maitreya. A full discussion of the
Indian and Chinese forms by the present writer and F. 8. Kershaw
will appear in Artibus Asiae. _

Kdatagara: regarding the kdtdgdra-adld in the Mahdli SButta of the Digha
Nikdya, Buddhaghosa, Sumangala-Vildsini, p. 309, has the following,
which I quote here from a letter received from Mrs. Rhys Davids:
“In that wood they established a Samgha-park. There, having joined
the kannikd (ear-thing, corner of the upper storey) of the pillars
(thambha, lit. supports) above by the satkhepa (holding together,
fastening together) of the kdfdgdra-sdld, they made the pdsdda (ter-
raced or balconied mansion) like to a mansion of devas. With refer-
ence to this the Samgha-park was known as the Kitdgara-sila.”
Here, cf. sarhkhepa with kgepana in the sense of cornice; but I sus-
pect a reference to brackets connecting pillars and kannikd (the Dic-
tionary has karnikd = upper part of the entablature); such brackets
are very frequently represented in the early reliefs (Bharhut and
Sificl). Acharya’s Index has no entry under “bracket,” but there
must have been a word or words in use for so common a structural
feature.

Geiger’s “balconied windows” for kdtdgdra in Mahdvewhsa, Ch.
XXVII, is scarcely satisfactory; the pdsdda of nine storeys has 100
kdtigdras on each storey, and little pavilions, pafijere or (candra)
-§ald seem to be meant, such as are very common in Pallava archi-
tecture; e. g. at Mamallapuram, and cf. Jouveau-Dubreuil, Dravidian
Architeoture, fig. 4. The pavilion occupied by the Bodhisattva while
in his mother’s womb is called a kidfdgdra (Lalita Vistars, Ch. VII).

As Pali panne-kuti and panne-sdld are synonymous designations of
hermits huts, and as these are always single-storeyed cells, it follows
that kaja-§d1¢ need not be a room on the top of a building.

I am inclined to suppose that kdtdgdra generally means simply “a
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house with a finial (or finials).” Cf. kdifa, “finial ¥ (vase) in inscrip-
tions cited in Diot., p. 708. Gaha-k@fs, Jataka, I, 76. In Ceylon in
the eighteenth century the use of such finials was permitted only in the
case of deviles, vihiires, resthouses, and the houses of chiefs of Disliwa
or higher rank. On this analogy the ultimate meaning of kfijdgdre
would be “ honorable building.” In all the early reliefs, palaces, city
gates, temples, etc., are duly provided with finials, while village
houses lack them. '
Kugi: not in the Dictionary as a separate word, but cf. gandha-kupi.

In the dilagave (= I$anabali) ritual of the Grhya Sairas (cita-
tions in Arbmann, Rudre, pp. 104 ff.) kufi = dyatana in the sense of
gshrines erected for 16ina, Midhusi and Jayanta. s

Under gendhakuti add: see full discussion in 4. 8. I., A. R., 1808-
07, pp. 97-99, with mdlagandhakuti and Sailagandhakuji cited from
Sadrndth inscriptions. Reference should also be made to the Sificl
relief, north torena, left pillar, front, second panel, showing the Jeta-
vana garden with the Gandhakuti, Kosambakuti, and Karorikuti
(Marshall, Guide to Sanchi, p. 68), *“ the three favourite residences
of the Buddha.” Further references: Kern, Manual of Indian
Buddhism, p. 28; Cunningham, 4. 8. I., Reports, XI, pp. 80 ff.; Sahni
and Vogel, Sarnath Catalogue, p. 19, 211; Grilnwedel, Buddhist Art
in India, p. 16.

In the Manimekhalai the small temple of Campiipatl, patron deity
of Puhiir, is called a gutika.

Kappiya-kuti, vacoa-kuti, Oullavagga, VI, 4, 10.

Lepa: medium, glue, should be distinguished from sudhd, plaster. Vajra-
lepa, “ adamantine medium,” actually glue, see recipe in the Silparainag,
Ch. 64 (my translation in Sir Ashutosh Mookerjee Memorial Volume) ;
Mediaeval Sinhalese Art, pp. 118, 119. Cf. Uttara Rdmacarita, III,
40.

Sudhd-lepya, plaster and paint, Bodhgayd, 6th-7th century inscrip-
tion, A. 8. I., A. R., 1808-09, p. 1564.

Likh: ndditional to the common meanings is that of “ turning ” (wood,
etc.). 8. B, E.,, XX, 78, note 3, is wrong in supposing that turning
was unknown to ancient India. Metal, wood, and ivory are all turned
at the present-day by means of hand-power devices quite unlike the
European lathe (see Mediaeval Sinhalese Art, Pl. VI, fig. 4, for
ivory, and remarks ib. p. 141) ; turned stone pillars are highly char-
acteristic of Calukyan architecture (cf. Rea, Chalukyan Architecture,
p- 5); and turning is certainly involved in the manufacture of many
objects represented in early reliefs. It is significant that the Sin-
halese name of the grooved spindle used in turning is liyana kanda,
and the word liyana corresponds to likhitum used in Cullavagga, V,
8, 1 and V, 9, 2 with reference to turned wooden bowls and bowl-
rests. A meaning, “ to turn wood, etc.” should therefore be given in
Pali and Banskrit dictionaries under likh. 8. B. BH., loo. oit., trying
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to escape the meaning “ turning ” goes so far as to speak of using an
adze on metal; a comical idea, if regarded from the standpoint of
practical craft.

Another reference to turning will be found in the Mahdsaisipajthana
Suttanta (D. N. II, 291 = Dialogues, 2, p. 328), “even as a skilful
turner (bhamakdra)”; the simile, (“drawing his string out at
length,” ete.), implies the actually surviving Sinhalese technique.

Steatite boxes “ turned on the lathe,” found at Bhitd and assigned
to the eighth century B. C., are described in 4. 8. I., A. R., 1911-12,
pPp- 43, 93. For some other references to early turned objects see
Rapam, 32, pp. 122-123.

Linga: the following references are of interest in conmnection with the
Deva-Raja cult in Java and Cambodia: Simpson, in JRAS, 1888
cites numerous instances and regular practice of erecting lingams
over the burial places of dead sannyfisis. In A. 8. I, Southemn
Circle, 1911-12, p. 5 *“ sannyfisins are not cremated, but buried, linga
shrines or brinddvana being raised to mark the spot.” Ib. 1915-18,
p- 34, quoting 8. I. Ep., 1914, “In the case of Sanny@sins ... a
raised masonry platform is sometimes set up over the place of burial,
on which a tulsi plant is grown, or a stone lingam is set up as though
to proclaim to the world that the body buried below has attained
to the sacred form of Siva-linga.” E. Carpenter, Light from the
East, being Letters . . . by the Hon. P. Arunachalam, 1927, p. 63,
quoting a letter from the latter regarding the tomb of his guru,
“On the site where his body is interred is a lingam to which the
worship is offered as to the Master.” For the Deva-Rija cult and
its supposed South Indian origin see F. D. K. Bosch, “ Het Linga-
heiligdom van Dinaja,” Tijdschr. T. L. en Volkenkunde, LIV, 1924.

Lohkae: is not iron, but brass or copper, bronze, etc. I do not think that
any example of an Indian image made of iron could be cited. The
roofing of the Lohapisida (Mahdvashsa, Ch. XXVII) was of copper
or bronze. In Mahdvamsa, XXIX, 11, loha-patia is a sheet of copper
used in the foundations of a stpa, but we find ¢b. 12, ayo-jdla when
an iron trellis is designated. One of the most important architectural
references to lohs is Mahendravarman I’s inscription at Mapdagapattu
(Jouveau-Dubreuil, Oonjeevaram Insoription of Mahendravarman I,
Pondicherry, 1919); here brick, timber, lohs, and mortar are men-
tioned as customary building materials. Copper nails are common
finds on ancient sites. Other examples of loha will be found in the
Dictionary under abhdses (!1). Cf. also Sirhhalese pas-lo, an alloy
of five metals.

Logta: the use of logta, probably slag, in preparing a kiffa-lekhani, should
be noted (Silparaina, Ch. 64).

Makara-torana: hardly an arch “marked” with a makars, but one
springing from two makaras, and usually crowned by a full-faced
makara or makari.
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Mafioa: cf. taikita mafica, stone couch, the altar of a yakkhacetiya, viz.
the bhavaena of the Yakkha Buciloma (Semyutte Nikdye, X, 3,
P. T. 8, ed. p. 207), glossed pdsdna-madica, thus synonymous with
§ild-patia, see my Yakgas, p. 20, note 3 (veyaddi).

Bee also 8. B. H., XX, 87, note 2, ib,, 168, note 3; and 278, note 3;
Mahdvarea, XXVII, 38. Also Geiger, Mahdvarisa, translation, p.
204, note 3; the text has bodhih ussisakarsh . . . sayanash but this
means the vajrdsana at the foot of the Bodhi tree (the description
is of the Maradharsapa), certainly not the Parinibbipa mafica.
Hejthdmadica, Jataka, 1, 187, probably the earthen bench outside a
hut. Ma#icatthdna, space for a couch, Oullaveggas, VI, 11, 3 (Com-
mentary). Cf. s. v. Patfa, Sthina and Vedikd. Re 8. B. B., XX,
278, note 3, I see no reason why the patipddakae of a masica should
not be fixed legs; no ancient representations or modern examples have
trestles. The only trestles occur in connection with tables (hattha-
pitha of Sumangala Vilasini, I, 20, text 1, 163, and as seen on early
reliefs) and modern danddsana (Mediaeval Sinhalese Art, PlL. X, 1).
Pitha of the Cullavagga may include both haithe pithe and pdda®,
tables and footstools, hardly “ chairs.”

The fact that mafica and pitha were cleaned by beating does not
prove that they were stuffed or upholstered: the actual support may
have been made then as now of plaited cane or plaited webbing and
anyone who has had experience of such beds will realise that they
frequently need airing and beating.

Meru: reference should be given to E. B. Havell, The Himalayas in In-
dian Art, and W. Foy, “ Indische Kultbauten als Symbole des Gotter-
bergs,” Festschrift Ernst Windisch, 1914.

Naga-bandha: is said to be a kind of window, and this would evidently be
a perforated window with a design of entwined serpents; there are
some in the early Calukyan temples, and one more modern is illus-
trated in the Victoria and Albert Museum, List of Acquisitions, 1926,
fig. 74. Cf. Sirhhalese ndga-dangaya. Bui ndga-bandha also means
both in Ceylon and in southern India, the stop of a chamfer (Medige-
val Rinhalese Art, pp. 88, 129, and Jouveau-Dubreuil, Dravidian
Architecture, pp. 10, 25, 42 and fig. 17); this stop often approximates
in shape to a cobra’s hood. Cf. ndga, 8. v. candra-§ald.

Nagara: add reference to the detailed description of a city in Milinda-
padiha, V, 4 (also 4b. I, 2 and II, 1, 9); the terms negara-vaddhaks,.
dalha-gopura, gopur-aitdla, kotthaka, devaf}hdna occur. Another
good description of a city is cited in Barnett, Antagads Dasdo, p. 1,
from the Aupapdtika Sdira.

Nagara: the meaning “secular” as contrasted with saiya, “ sacred,”
vainikae, “lyrical,” and mifre, “mixed,” should be cited from the
Vignudharmottara, in relation to painting.

Nardoa,. etc.: the Diotionasry has only “a road running east.” In the
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Sthandnga Bitra® we have vajja-rischa-naraya-sanghayane = vajra-
rgabha-ndrdoa-sanghayane, meaning “ with joints firmly knit as if
by mortise, collar, and pin.” Hoernle, Uvdsagadasdo cites Abhayadeva’s
Sanskrit commentary, according to which vejja = kilike, rische =
parivegtana patja or encircling collar, ndrdye — ubhayato-markeia-
bandha or double tenon and mortise joint, and sanghayena == scarf-
joint, five kinds being enumerated (for illustration of one see Medi-
aeval Sinhalese Art, fig. 75). One would have thought that vajja
simply meant “ firmly.” As regards parivestana patta cf. Mahdvagga,
V, 11, “Now at that time the Vihdras were bound together by thongs
of skin,” explained by Buddhaghosa (cited 8. B. B., XVII, p. 31)
a8 referring to the tying together of bhitti-dandekddi “wall posts,
ete.” This would seem to have been natural in the case of the wattle
and daub walls of the simple panna-salds; but we do also find early
pillars decorated with designs of interlacing ropes or thongs which
may be vestigial ornament, and the roof of the shrine of the Turban-
relic at S#fici (south gate, left pillar, inner face) is bound by cross-
ing ligatures which could only be described as parivegtana patta,
Atherva Veda, IX, 3 refers to the parts of a house that are knotted
and tied (naddha). A house (§ald) with grass sides has beams
(varhéa), ties (nahana) and binding (prdndha), clamps (sesmdaméa)
and “ paladas ” and *“ parigvafijeleya.” See also Upamit.

Cf. Mediaeval Sinhalese Art, p. 114, “ Nails were not used in ordi-
nary building, but everything was fastened with rattans and other
jungle ropes.” This refers to modern village practise.

Nayanonmilana: p. 88 in Indian Architecture: my detailed account of
the netra-mangalye ceremony should be cited, Mediaeval Sinhalese
Art, p. 701,

Pdduka: should be cited also in the sense of sacred footprints, used &s
a symbol (Sripdda, Vignupdda, etc.). The vacca-pdduka of a latrine
are also of interest, see 8. B. H., XVII, p. 24; good examples have
been found on monastery sites in Anuridhapura. Cf. vacca-kufs.
Numerous lavatory sites are illustrated in Mem. A. 8. C., Vol. 1.

Palikd: should be translated “abacus,” with references to Tamil palagas
Jouveau-Dubreuil, Dravidian Architeciure, pp. 10, 25, 42, and fig. 17.
See also kapota (-palikd).

Pdrméu: mnot in the Dictionary. Not translated where it occurs as a
permissible building material, Buddhaghosa, Comm. on Cullavagga,
VI, 1, 2, cited 8. B. B. XIII, 174; the other permitted materials being
brick, stone, and wood. Parhau, taking all its uses into consideration,
should here be rendered *laterite,” a common building material
especially in Ceylon. In Mahdvarsa XXX, 7-9, where pathsu is used
in making bricks, the word is rendered “ sand ” by Geiger; but “de-

¢ Benares edition, p. 413a, cited by ﬁmrnle, Uvdsagadasdo, II, Appen-
dix, p. 45.
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composed rock,” “grit,” would be preferable. True sand (vdlikd)
would need only sifting, not crushing and grinding as well. In render-
ing such words some regard must be had both to practical considera-
tions and to the materials actually available in a given locality. In
the tropics the country rock decomposes either into true laterite (Sin-
halese “ cabook ) which is soft when cut, but hardens on exposure;
or into a friable sandy grit; both of these have their use in building.
Of course, there are many places where parsu means simply earth,
dust, refuse, etc., cf. pamsu-kals, rags from a dust-heap. See also
$arkara, 8. v. in Dict. and under dbhdsa.

Paficdngula: hattha-bhitti of Cullavagga, VI, 2, 7 explained by Buddha-

ghosa a8 paficatigula bhitti: paficangulika-pantikd, Mahdvarhsa,
- XXXII, 4; pancangulitale, Aupapdtika Sdira, §2. Possibly colored
impressions of the human hand such as one not uncommonly sees on
house walls, more likely a five-foliate design such as the palmettes
which are so characteristic of early Indian decoration. In all the
above passage we have to do with ornament applied to walls or to
cloth. Cf. the ‘ three-finger ornament ” of Annandale, N., Plant and
enimal designs . . . of an Uriya village, Mem. A. 8. B, VIII, 4,
fig. 2.

Pafijara, which has, like candre-§dla-vatdyena, the double significance of
“attic” and “dormer window” (see Jouveau-Dubreuil, passim),
occurs in the latter sense in Jdtaka, III, 379, “ looking down from an
open window (vatasihapadijerena).” Cf. Mahdvdrhee, XXVII, 18.

Ratha-padijara, the body of a carriage, Jitake 11, 172, IV, 60,

Parikhd: Maehdvamsa, XXV, 48 timahdparikha, “ having a great triple
moat.” See also under Harmya.

Patta: no reference to the meaning “frontlet,” except that under vira-
potta we find “front-plate.” In the story of Udayana, Jacobi, Aus-
gewdihlte BErzihlungen, p. 32, a sovamno patfo is used to cover the
brand on a man’s forehead and is contrasted with mauda, a turban
or crown. In Ceylon the gbld forehead plate used in investitures is
called a nalal-pata, those thus honored being known as pafta-bendi.
In Prabendhacint@dmani we get patta-hastin, state elephant; now ele-
phants do not wear turbans, but do wear jewelled bands round the
temples. In Brhatsarhhitd the section on pattas, which are not worn
by those of the highest rank, seems to imply the meaning frontlet.
Even Mahavatsae, XXIII, 38, dukdlapatfena vethayitvd may refer only
to the tying on of a fillet, though “turban” seems plausible. No
reference to patia in the sense of stone slab, etc. See Mdlavikdg-
nimitra, III, 79 (sildpaftaarh), and Hoernle, Uvdsagadasdo, II, p.
107; sthala (sthdla) as synonym, Mdlavikdgnimitre, IV, 132. Loha-,
and sajjhu- peita, sheets of copper and silver, Maohdvarhsa, XXIX,
11-12. Pdtika, stone slab at the foot of the steps, Mahdvarhsa, XXXI,
61; other terms current in Ceylon for “ moonstones ” are handa-kada
pahana (= candra-khaonga pdéina), and iri-henda gala (= siryo-
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ocandra kala). Urdhva-pejta, “stela,” should also be noted. Yoga-
patte is the braid used by hermits to support the knee when seated
on the ground. Cullavagga, V, 11, padica-patika, perbaps a “ cupboard
with five shelves.” See also under ndrdos.

Phalaka: commonly a panel for painting on. Add: appasens®, a hoard
to lean against, when seated on a couch. to protect the walls, Culla-
vaggae, VI, 20, 2, and VIII, 1, 4. Phelakaitharassyana, a wooden bed,
Jiataka, 1, 304. A kind of cloth, Mahdvagga, VIII, 28, 2 (see note in
8. B. E., XVII, 246), and Cullavagga, V, 29, 3. See also s. v. Arghyo
and Pralamba.

Prdkdra; an important reference is misplaced under prdsdds, Dictionary,
p. 419. The Besnagar inscription (Mem. A. 8. 1., No. 4, pp. 128, 129)
should be cited (piljd-sild-pdkdra); also Khiravela’s inscription at
the Hathigumpha, Udayagiri. The Mahdvashsa, XXV, 30, has
ucca-pdkara, rampart; ib. XXXIII, 5, hatthi-pdkdra in the sense of
the basement retaining wall of the platform of a stdpa, with the
foreparts of elephants projecting in relief (see also Parker, Ancient
Ceylon, p. 284). Oullavaggae, V, 14, 3 and elsewhere has éttha-, sild-,
and ddru- pdkdras. Other references, Mysore A. 8. Reports, 1813-14,
pPp- 8, 14 and 1919-20, pp. 2, 3, 6. In Kaufiliya Arthafdstra, 63,
“rampart ” rather than “parapets.” Pakdra=wall round a park,
Buddhaghosa, Sumangala Vildsini, I, p. 41.

Pralamba (-phalaka) : reference should be made to the illustration of
& pralamba-phalake, fig. 94 in my Mediaeval Sinhalese Art, and the
full explanation of its use there given according to the Saripuiras,
as the Bimbamdna (see Dictionary, p. 768) is called in Ceylon.

Pramdna: the single meaning given, * measurement of breadth” is in-
sufficient. Promdns in the sense of “ideal proportion” appropriate
to various types is one of the gadanga of painting, given in Yasodhara's
Commentary on the Kdmasidtra. See also Masson-Oursel, “ Une con-
nexion dans Pesthétique et la philosophie de l'Inde, La notion de
Pramiipa,” Revue des arts asiatiques, II, 1925 (translated in Rapam,
No. 27/28). Pramdna = land area specified in grants, see Thakur in
8ir Ashutosh Mookerjee Memorial Volume, 1928, p. 80.

Prasadda: No reference to the Bharhut relief with inscription Vijayants
pdsdda, the only early prdsdda identified as such by a contemporary
inscription; it is a three-storeyed palace (see HIIA, fig. 43); we
possess so few positive identifications of this kind that none should be
omitted. The Lohapasida described in Mahdvarhsa, Ch. XXVII, was
an uposatha house of nine storeys each with 100 kfi}dgdras “ provided
with vedikds, and it contained 1000 chambers {gadbha). It was
covered with plates of copper, and thence came its name ” (ib. XXVII,
42); it was of wood, as it was later burnt down (ib. XXXIII), and
rebuilt with only five storeys; the stone pillars on which the super-
structure was erected are still standing at Anuridhapura. The Sat-
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mahal-pisida at PolonnAruva should also be mentioned (HIIA. fig,
287). Bee also under grha.

Pugya-4dld, -grha: not in the Dictiomary.  Both have been thought to
refer to temples, but the meaning dharmasdld is far more probable,
as pointed out by Hopkins, Epic Mythology, p. 71 (ib., T0-73 contains
a very valuable discussion of images and temples as referred to in
the Epics).

Ronge, range-bhiami, ndtyc $4ld, preksa-grha, ete.: not in the Dictionary.
No citation in the Diotionary of the Ndfya-édstra, where the con-
struction of theatres is described at some length, with much use of
technical architectural terms. A rasiga-bhami, stage, set up, Maha-
vathsa, XXXI, 82, Range, Jataka 1I, 162.

Rathakdra: “ car-maker,” carpenter, not in the Dictionary. A Sdra, but
connected with Vedic sacrifices; a sndtaka may accept food from one
(Baudhdyone DRS., I, 3, 6 = 8. B. E., XIV, 159). Much information
on the social position of craftsmen and related subjects is given in
my Indian Orafisman, apparently unknown to the author: see also
karmdra and dveganin, above, and rdpakdra, below. Rathakdra in
inscription of Virtpaksa I, A. 8. I., A. R., Southern Circle, Hpigraphy,
1915, p. 1086.

Rapakdra: sculptor, not in the Diotionary. But the Silpin Riémadeva,
son of the rdpakdra Suhaka, inscription at Dhar, 4. 8. I, A. R,
1903-04, p. 240, is cited under RAmadeva. Reference should be given
to Sivamitra, a fela-rdpakdra of Mathurd, mediaeval inscription at
Sravastl, 4. 8, I, A. R, 1908-09, p. 133. For Buddha-rakkhita, a
ripakdraka, see Cunningham, Bharhut, inscription No. 42.

Sabhé: the Bharhut relief with inseription Sudhammd Deva-sabhd, a
pillared circular shrine with cornice and dome is not cited (HIIA,
fig. 43). Bee also Sasyutte Nikdye, X1, 3, 5 = Kindred Bayings, I,
p. 307, and Digha Nikdya, IL, 207-209.

In Jaétake VI, 127, the Sudhammi-sebhd of Indra has octagonal
columns (atthamsa sukatd thambhd). The description of the heavenly
sabhds in Mbh. II, 6-11, is altogether vague.

Rahasra-linga: mnot a *“group ” of a thousand phalli, but one lingam with
a thousand facets, representing a thousand liigas. A good example
at Sriéailam, A. 8. I., Southern Circle, 1917-18, PL. V.

Samudrdgdra: a summer house by a lake, Malavikdgnimitra, Act IV.
Samuddavihdra, a monastery on a river-bank, Mehdvarisas, XXXIV,
90. Samuddapenna-sdldya, ¢b. XIX, 26, a hall built on the sea-shore.
Cf. the pavilions on the bund at Ajmer, and the island palaces at
Udaipur.

Saonthdgdra: “mote-hall,” with a central pillar (majjhima-tthambarh),
Digha Nikdya, III, 209 =8. B. B., IV, 202.

Silpa: in the Atharva Veda, a “work of art” (Bloomfield, Atharva Veda,
p. 70).
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8ilpa-édsira: Hsllan Tsang’s reference to five vidyds, of which the filpa-
sthdna-vidyd is one, is important as proving the existence of technical
works on filpa in his day (Beal, Records, I, p. 78). The much earlier
Bulva Bdiras are effectively 4Silpa-Jdsiras, though not actually so
designated.

Swika-garbha, siwikd-gabbha: an inner room shaped like a palankeen,
Cullavagga, VI, 3, 3. Glossed by Buddhaghosa as caturasss, four-
sided. What may be meant may be gathered from the elaborate
sivikas represented in Amaravatl reliefs, where their design is quite
architectural (Burgess, Buddhist stupas of Amaravati and Jaggayya-
peta, Pl. XI, 2 and p. 65, and Pl. XI, 1).

Sopdna: see 8. v. dlamba-bdha, harmya, hasti-hasta, kadankara, patfa.

Sreni: that painters were organised in guilds is apparent from Jacobi,
Ausgewdhlie Erzihlungen in MAahdrdsiri, p. 49, where the painter
Cittafigaya, “ working in the king’s citta-sabhd » belongs to a semt of
oittagaras. It is of interest that his daughter Kanyamafijarl also
paints. See also list of 18 guilds in Jatakas, VI, 22: other references
8. v. sepi in P. T. 8. Pali Dictionary.

8rivatsa (sirivaccha): also characteristic for Mahivira. The cruciform
flower is the later form only; in the Kusina period it is what numis-
matistse have called a niga or shield symbol (good illustration on a
coin, Rapson, Coins of the Andhra Dynasty, pl. VIII, 207, reverse,
and on Mahfvira’s breast, Smith, Jaina Stupe of Mathurd, pl. XCI,
right) ; the development of the early form into the later can be traced.
Also cf. Hopkins, Epic Mythology, p. 205.

Sthana: the sense of pose, stance, is not given. Five sthdnas (frontal,
three-quarter, profile, ete.) are defined in the filparatnae, Ch. 64, and
thirteen in the Vignudharmottaras (see translation by 8. Kramrisch,
2d edition, 1928). Mahdsthdna, sacred area, inscription of Mahlpéla.
Samvat 1083, A. 8, I, A. R, 1906-07, p. 99: Nagendrasys . . ..
Dadhikarnnasye sthine sildpetfo, Mathura inscription Lilders’ List
85, Ep. Ind. I, 300, no. 18, cited Mem. A. 8. 1., Vol. 6.

Btapa: no description of the component parts is given: they are sopdng,
anda, medhi or garbha, harmikd, yagti, chatirdvali, varga-sthala or
amyrta-kalafa. There should be mention of the synonym dagabda (dhatu-
garbha), and of eddka and jaluka by which names Buddhist relic
shrines are referred to in the Mahdbhdrata (3, 190, 656 and 67). The
detailed description of a stfipa in the Divydvaddne, p. 244, sum-
marised by Foucher’ L’Art gréco-bouddhigue . . . I, p. 96, and the
detailed account of the building of a stpa in Mahdvarhsa, Chs.
XXVIII, seq. should be referred to; also the full account in Parker,
Anoient Oeylon. The latter quotes a SBanskritic-Pali text defining
the shapes and proportions of ddgabas, from the Waiddyanta-pota
{or Vdasjayantaya) a éilpa-fastra well known in Ceylon, but not men-
tioned in the Dictionary. The Avaddna dateka mentions three kinds
of stdpas—gandhastdpa, kefanakhastipa, and stdpa—the latter being
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the regular dhdtu-stdpa for funerary relics. The Dhammapada
Atthgkatha, XXI, 1-200, H, O. 8., Vol. 30, p. 175, has a thdpe built
over the body of a Brahman’s son who had become a Buddhist monk.
Were stipas ever erected by others than Buddhists or Jainas? In
Kafyapa’'s Conversion at Safici (east gate, left pillar, inner face,
third panel) a railed stipa forms part of the Jatila drdma: so also
at Amaravatl, Fergusson, Tree and Serpent Worship, P1l. LXXXVI.

Btapika: oetéyasise kirftarh oiya kanakamayam thdpikem ca yojetod
(Attanaguluverhsa, Alwis, IX, 7). Dome of a palace, Mahdvarhsa,
XXXI, 13, with above reference (Geiger).

Ci. silathdpaka, Mahdvarsa, XXXIII, 24, “a little stone stlpa,”
probably actually the stipa of H. I. I. A, fig. 202, But the usual
meaning of stdpikd (as given in Diet.), ia “ dome.” I do not think
this terminology implies a derivation of the dome from the stitpa,
but only a resemblance of form. Granting the recogmized resem-
blance, however, the point is of interest in connection with the origin
of the bulbous dome, for many early stlpas are markedly bulbous.
Some Pallava temples have bulbous domes, and even the dome of
H. 1. 1. A. fig,, ca. 200 A. D. almost exactly follows the shape of thé
slightly swelling enda of the stiipa of b, fig. 146.

Sulka-§dla: a toll-house, Divydvadina, 275, seq. Sulka-sthina, Artha-
$dstre, 11, 3.

Tala-mana: here reference should be made to many published accounts,
e. g. Rao, Tdlamdna, my Mediaeval Sinhalese Art, Ganguly, Orissa
and her Remains. On pp. 230, 233, what part of the body is the
“ hiccough? ”

Tronaochadana, Pali tina-cohadana: *“ thatch,” Cullavaggs, passim. In
Atharve Veda, IX, 10, 11, the thatch is called a thousand-eyed net
stretched out like an opafa on the parting (viguvant, here = ridge-
pole). BSee also Upamit.

Tula: the meaning * well-sweep * should be added (Cullavagga, V, 18, 2);
two other means of raising water are mentioned, loc. cit., viz. karaka-
janka literally * pot-edge” or “ pot-ridge,” probably the * Persian”
water-wheel, and cakkavaetjaka, wheel and axle. All three are still
in common use.

But is karaka-fanika really distinct from kare-ketake, a hand wheel
for drawing water?

Upamit, ete.: RV. I, 59, 4 and IV, 5, 1; AV, IX, 3, 1. See Bloomfleld,
Atharve Veda, II, 185, 195; Whitney, Atharve Veds, 626; Zimmer,
Altindisohes Leben, Ch. V; ete.

The whole terminology of the #4ld is difficult, but the rendering of
upamit as (sloping) buttress (by Bloomfield and by Zimmer) is ex-
tremely implausible and almost certainly an error. I suggest upamit
= plinth or pillar base; such bases were probably, as at the present
day, of stone, as a protection against white ants.” Then pratimit

7 Cf. Mediaeval Sinhalese Art, p. 129, fig. 72, and pl. VII, fig. 7, “ Wooden
pillars often rest on a stone base as a protection against white ants.”
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(= sthiina) are the main upright wooden pillars (corner pillars) set
up on the upamit; parimit, the horizontal beams of the framework,
connecting with the pratimit by means of mortices or dovetails
(sathdarnéa) ; * paksa, perhaps the wall plates; vaséa, the bamboo
rafters. The roof (chanda) is thatched with straw or reeds (¢ma):
the cut ends of the reeds may have given rise to the designation
“ thousand eyed ” of AV. IX, 3, 8. Palada (bundles of grass or reeds,
according to Zimmer) and parigvafijalayas I cannot explain.

The #£ikydni, ropes “ tied within for enjoyment,” may have served
as partitions, to be hung with cloths so as to divide the interior into
separate rooms; the Sinhalese pilivgla is used in this way, and I
remember to have seen an ornamental example carried by a party of
travellers for use in a public resthouse to secure privacy.

Vajrdsana: “diamond throne,” though well-established, not a good ren-
dering; “adamantine throne” would be better. See E. Senart,
“Vajrapini dans les sculptures du Gandhara,” Congr. Int. Oriental-
istes, Alger, 1905, Vol. I, p. 129. Bodhi-pallashka in the Niddnakatha,
Jataka, I, 75, is an interesting synonym. The Buddha’s dsane at
the Gal Vihirg, Polonniruva, Ceylon, is decorated with actual vajras,
but this probably represents a late interpretation of the term; I
know no other instance. See also Bodhi-manda and Madca.

Vana-laghi, rafters or reepers? As a protection against the rain, the
vanalathi (of a house, grha) are to be covered over with straw (kafs,
here thatch rather than straw mats), Arthaédsire, 111, 8. Cf. Yatthi-
vana,

Vapra: in Kautiliya Arthafdstra, 51, 52, veprasyopari prakdéram; * gla-
cia ” rather than “ rampart,” which latter rises above the vapra.
Vardhaki: I cannot think of any case where the vardhaks, Pali vaddhaks,
is specifically a painter. The usual meaning is architect, artisan.
Cf. nagara-vadghaki, the architect of a city, Milindapafihe, II, 1, 0.
In Mahdvarhse, XXX, 5, the 500 itfhakd-vaddhaki are certainly not
all “ master-builders ” as rendered by Geiger, but rather brickmakers
or bricklayers; even the vadg@haki who is their spokesman, ib., 12 is
hardly more than primus inter pares. Vaddhai, architect, one of the
14 € jewels’ of a Cakravartin, Uttarddhyayanasitra commentary, cited
Charpentier, p. 321. Numerous designations of craftsmen will be
found in the fatapatha Brahmana list of symbolic victims of the

Purugamedha (8. B. F., XLIV, 413-417).

* Mediaeval Rinhalese Art, loc. cit. (p. 129), “ where the whole building
resta on low stone pillars, the wood pillars are mortised into huge beams
forming the framework of the floor.”

Vedic parimit and Sanskrit karna-kila seem to designate such foundation
beams; Vedic pakga and Sanskrit karpikd the wall plates forming the
framework of the roof. Where we have to do with a colonnade rather
than a wall, karnikd is of course ¢ entablature.’
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Vardhamdana: add “ powder-box,” ome of the aptamangaela of the Jains.
Early illustrations, S8mith, Jain Stups of Mathura, pl. VII; later,
Hittemann, “Miniaturen zum Jinacarita,” Baessler Archiv., 1913,
fig. 1. Vardhamdna-grhe, Utterddhyayanasitra, IX, 24,

Vastra-nip(y)a: is not “a jar-shaped ornament of a column,” but the
knotted band or ribbon which so often encircles the parpa-kumbha
which forms the base or capital of a column, and the Minasira text
cited (kumbha-madhye, etc.) is perfectly explicit on this point, “and
in the middle of the pot (i. e. round the belly) let there be added a
colored band of cloth as a protection.” This use of a string or band
as protecting charm or “fence” is of course well known in many
other connections.

Vastu, add the meaning “ real estate ¥ (Meyer, “ Liegenschaft ) : “ Vasitu
includes houses, flelds, groves, bridges (or ghd¢s, setu-bandha), ponds,
and reservoirs,” Arthafdstre, III, 8.

Vatayana: the Dictionary citations show that in the #ilpa-fdstras types
of vdtdyana are differentiated by preceding qualifying adjectives
denoting the pattern of the grille or openwork screen. In the light
of this fact, and of the varieties of windows represented in reliefs
and the types still in common use, the thres designations in Culls-
vagge, VI, 2,2 are perfectly intelligible: vedikd vdtapdna is & window
with a rail-pattern grille; jdla-vdtapdng is one with a trellis grille,
lattice; saldka vdiapdne, one provided with upright turned pillars
or bars (not “slips of wood ). Buddhaghosa glosses saldka as tham-
baka. For turning, s. v. likh.

Vedi, vedikd, etc.: veiyd of Jacobi, Ausgewdhlie Erevihlungen, p. 49, must
be marriage pavilion rather than balcony, as marriages always take
place in special temporary pavilions erected ad hoo.

In the common sense of railing, the Mahdsudassana Sutta, I, 60,
gives the component parts, viz. stambha (uprights), efloi (cross-bar),
upniga (coping), and these words often occur in Prakrit forms in the
early inscriptions: also plinth, dlembana. In Mahkdvarhse, XXXV, 2,
muddhavedi is the railing of the harmikd, pddavedt the railing on the
basement level of a stdpa; ib. XXXVI, 52 and 103 has pdsans- and
eild-vedi, “ stone railing” (round the Bodhi-tree) rather than “ stone
terrace ” as interpreted by Geiger, p. 296.

Mahdvarhes, XXXII, 4, vedikd represented in a painting. Alambe-
baha, the vedikd of a sopdna, Qullavaggs, V, 11, 6 etc. Bee also
kinkini-jalaya. Cross references to p(r)dkdra and bhitti, should be
given; cf. bhitti-vedikd of Malavikdgnimitra, V, 1, where it is built
round an afoka tree.

The very curious use of vedikd to mean a mode of sitting (dsamna)
is noted by Charpentier, Uttarddhyayanasiitram, p. 871.
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Vidyut-latd: Pali, vijjul-latd, Mahdvarhsa, XXX, 96, the Commentary
having megha-latd ndma vijju-kumdriyo, “ the cloud-vines called light-
ning maidens.” Real lightnings are evidently intended, not mere
zigzag lines as rendered by Geiger. Representations of clouds and
lightning are very characteristic of Indian painting; certain rooms
in the old palace at Bikanir, entirely decorated with a frieze of
clouds, lightning, and falling rain may be cited (see my Rajput
Painting, PL. VII). The form vijju-kumdriyo is interesting, as the
lightning is similarly always feminine in relation to clouds in rhe-
toric, and cf. Yajur Veda, IV, 1, 11, Jdtaka, V, 407 and Myoohaka-
tika, V, 46. )

Vimdna: reference should be made to the long and excellent discussion
of this word in the P. T. 8. Pali Dictionary.

Vina: as this word and also karuna-vind are separately rendered * flute,”
there can hardly be & misprint; the proper word is, of course, lute.
Two forms are found in the early reliefs, one like a harp, the other
like @ Japanese biws. Bo far as 1 know the southern vind with
two large gourds as sounding boxes can be seen first in the paintings
at Elora. The parts of a vind are named in Milindapaftha, II, 8, 5;
see also P. T. 8. Pali Dictionary sa. v.

Historical Architects, add :

Anands, son of Visisthl, as above, 8. v. dveganin.

Balaka, pupil of Kapha, maker of a §3likd at Kondafie, and one of the
earliest craftsmen known to us by name (Burgess, Report on #he
Buddhist Oave Temples, 1883, p. 9).

Bammoja, western Calukya inscription. Bammoja was “a clever archi-
tect of the Kali age; the master of the 64 arts and sciences; clever
builder of the 64 varieties of mansions, and the inventor (1) of the
four types of buildings called Nigara, Kalihga, Drivida, and Vesara ”
(A. 8. I, A. R, 1914-15, Pt. I, p, 29), The description of Kalihga
as a style is cited in the Dictionary from the Manasdra,

Dipk, builder of the Caumukh temple at Ranpur; belonged to the Sompurs
class of Brahman architecta, whose ancestor is said to have built the
temple of Somnath-Mahédeva at Prabh#is-Pattan. The Sompuras,
not mentioned in the Diotionary, are said to have built many temples
in Gujarat, to have been at Abu, and to possess MBS, on architecture.
One, Nanné-khumma, was in charge of repairs at Ranpur; another,
Keval-Ram ponstructed temples at Ahor (D. R. Bhandarkar,
“ Chaumukh Temple at Ranpur,” A. 8. I., A. R., 1007-08).

Jaita, ete.: an inscription on the window of the second storey of Ripe
Kumbha’s kirtistambha at Chitor (A. D. 1440-49) mentions the
architect of the building, and his two sons Napa and Pufija. On
the fifth storey are effigies of the two last, and a third son, Pama.
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Another inscription at Chitor mentions the fourth son, Balrdja. See
A. 8. I, A. R., 1920-21, p. 34,

Sidatha (Siddh#rtha), son of Niigacana, as above, 8. v. dveganin.
Sivamitra, as above, 8. v. ripakdra.

Mallikarjuna Chinnappa, builder of the Virabhadra temple at Chikkabal]-
lapur, Mysore, died 1880; there is a tomb (gaddige) in a building
to right of the temple.

Treatises on architecture:

Bimbamana: known in Ceylon as Sdriputre. Add referemce to trans-
lated passages in my Mediaeval Sinhalese Art.
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Early Indian architecture: IV. Huts and
related temple types

Edited with a preface by Michael W. Meister
Afterword by Michael W. Meister and Joseph

Rykwert

ANANDA K. COOMARASWAMY

Preface

Ananda Kentish Coomaraswamy (1877—-1947) was
born of a Sinhalese father and British mother, raised
and educated in Great Britain, and trained as a
geologist and botanist. He revisited Ceylon around
1903, and his work on the geology of his native
island in that period led to the establishment of a
Mineralogical Survey for Ceylon. Close to crafts
movements in England and influenced by the thinking
of William Morris concerning the “‘unity between art,
craft and labour,” in Joseph Rykwert’s words,
Coomaraswamy undertook an extensive ethnographic
survey of surviving arts and crafts guilds in Ceylon at
that time, leading to his first major publication,
Mediaeval Sinhalese Art, a Monograph on Mediaeval
Sinhalese Arts and Crafts, Mainly as Surviving in the
Eighteenth Century with an Account of the Structure of
Society and the Status of the Craftsman (Broad
Campden, 1908)," followed in 1909 by a collection of
Essays in National Idealism and a volume on The
Indian Craftsman.? After several trips to India that
increased his contacts but offered no professional base,
and after problems with conscription laws in England
(he seems to have registered as a conscientious objector
during the First World War), he settled in the United
States, where he served as curator of Indian art at the
Museum of Fine Arts, Boston, from 1917 until his death
in 1947

Science and idealism combined in his methodology,
leading him eventually from close studies of the strata
of textual, visual, and experiential evidence to a

1. Published in a limited, handcrafted edition by Essex House
Press and reprinted commercially only in 1956, with the support of
the Sri Lankan government.

2. Columbo: Columbo Apothecaries Co., Ltd.; London:
Probsthain

3. Roger Lipsey, Coomaraswamy, His Life and Work, Princeton,
1977 Lipsey, ed., Coomaraswamy, Selected Papers, 2 vols.,
Princeton, 1977, Reviewed by Joseph Rykwert, Religion 9 (1979);
104—115. Reviewed by Michael W. Meister, Journal of the American
Oriental Society 100 (1980): 151154,
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Portrait of Ananda Coomaraswamy by Arnold Ronnebeck,
1929. Collection of the Denver Art Museum (1929.6).
Photography courtesy The Denver Art Museum.. This bust
represents Coomaraswamy at about the time he was working
on “Early Indian Architecture” and other works “in
transition.”



metaphysics rich in “alternative formulatioris,” as Roger
Lipsey puts it.* His essays on “Early Indian
Architecture” come from a period in the late 1920s and
early 1930s of high productivity but of transition, as if
all the data available to scientific seriation were being
put in place as a foundation for later speculation.’ This
primarily art-historical work includes the six parts of his
Catalogue of Indian Art in the Boston Museum of Fine
Arts, published between 1924 and 1930, his History of
Indian and Indonesian Art, published in 1927, Yaksas,
parts 1 (1928) and 2 (1931),5 and “Indian Architectural
Terms,” published in the Journal of the American
Oriental Society in 1928.7 Seven essays on significant
art-historical issues also from this period were collected
as The Transformation of Nature in Art in 1934, at the
beginning of one of these, “The Origin and Use of
Images in India,” he cites fondly from T. A. G. Rao’s
Elements of Hindu lconography that “it may be said
that images are to the Hindu worshipper what diagrams
are to the geometrician.’”

Lipsey compares the ** ‘murderous overwork,’ in Rhys
Davids’ phrase”” of many of Coomaraswamy'’s later
writings to an * “intellectual preparation’ for spiritual
initiation,”” yet it also seems to me a reflection of his
training as a geologist and botanist. Homologies
between strata of soil, species, texts, beliefs, and images
were inherent in his interpretive thinking. The labour of
his youth prepared him for the thinking of his old age.

In the three published parts of "'Early Indian
Architecture,” Coomaraswamy densely documents
textual references and images from stone reliefs of early
Indian “Cities and City-Gates” (pt. I), “Bodhi-Gharas”
(the hypaethral shrines of early India enclosing objects

4. Lipsey, Coomaraswamy, His Life and Work, pp. 191-192,
199; Lipsey (p. 191) cites a translation by Coomaraswamy of a
passage in which the Buddha describes his method of teaching:
“When the analytical factors of the meaning have been verified both
as regards what is laid down and what is elaborated, I then explain
them by many alternative formulae, teach and illuminate them, make
them comprehensible, open them up, dissect and spread them out.”

5. “Early Indian Architecture, I. Cities and City-Gates, etc.; Il.
Bodbi-Chams," Eastern Art J1 (1930): 208-235; “lll. Palaces,” Eastern
Art i1 (1931): 181-217. Coomaraswamy’s copy of the manuscript of
Part IV, which Eastern Art failed to publish before its demise, was
deposited, among other archival material, with the Firestone Library,
Princeton University, by Dr. Rama P. Coomaraswamy.

6. Smithsonian Institution, Washington, D.C.; reprinted in one
volume, New Delhi: Munshiram Manoharlal, 1971.

7. Journal of the American Oriental Society 48 {1928): 250-275.

8. Harvard University Press, Cambridge, Mass.; reprinted, New
York: Dover Publications, 1956, p. 155.

9. Lipsey, op. cit., pp. 190-191,
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of high sanctity — whether trees and altars, images, or
symbolically potent constructions such as the stapa)
(pt. ll), and “Palaces” (pt. lll). Part IV, which was never
published, completed his survey of early evidence for
architectural forms by looking at ““Huts and Related
Temple-Types’’— a significant movement away from
documentation toward the ‘““deep description” of his
later metaphysical analyses.

In his “Early Indian Architecture,’”” Coomaraswamy
provided a foundation for the discussion of Indian
urbanism and its architectural language that no work
since has supplanted; he also laid a groundwork —
never fully explicit— for understanding the means by
which the morphology of later Indian temples had been
rooted in both the symbolic and the formal language of
early Indian architecture." His rush to completion in
this work can be seen in the extensive series of
drawings he provides in part i, showing the integration
of the typical Indian dormer-window type into a
decorative surface for the later temple; this particularly
important contribution plays little part in his text’s
discussion of Indian palatial structures and receives
hardly cursory explanation in his description of plates.'’

“Early Indian Architecture” provided a foundation for
discussing India’s architectural language — formal as
well as symbolic — first by documenting the reality of
early Indian urban and vernacular forms of the first few
centuries 8.C. and A.D., then by relating these to the
great symbolic monuments of Hindu worship, built
centuries later, that constitute the major portion of our
image of Indian architecture. To do so, he intertwined
visual and textual evidence. The former survives
primarily in the form of small-scale narrative relief-
carvings on Buddhist stipas of the first centuries B.C.
and A.D.—which often show village scenes as well as
cityscapes that reflect a developed, expressive,
indigenous wooden architecture — and as Buddhist
rock-cut monastic halls that mimic and essentially
preserve wooden forms (the oldest surviving carpentry
in India is the wooden beams and vaulting within some
of these caves). Technical terminology Coomaraswamy
culled from wide-ranging reading in Sanskrit, Prakrit,
and Buddhist Pali texts, often interpreting the words he
found there by reference to forms he knew from reliefs.
His sensitivity to evidence he found for the craft of

10. Michael W. Meister, “On the Development of a Morphology
for a Symbolic Architecture, India,”” Res 12 (1986): 33-50.

11. His line of investigation of this particular motif was continved
by Odette Viennot, Temples de I'inde centrale et occidentale, Paris:
Ecole frangaise d'Extréme-orient (Mémoires archéologiques XI), 1976.
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Buddhist temple of the second or third century A.D.
represented on a terracotta plaque from Kumrahar, Bihar.
Drawing copyright the American Institute of Indian Studies,
Varanasi.

architecture clearly benefited from his involvement with
the arts-and-crafts movement and his experience with
Ceylonese craftsmen earlier in the century, yet in these
essays the lure of texts becomes what Lucien Sherman
called Coomaraswamy's ‘spitzfindigkeiten.”"? His brief
excursions attempting to establish formal connections
with later and ““related’” temple-types in parts Ill and IV
are his last comments on the temple until he — with some
relief, | think, that someone else had managed it—
reviewed Stella Kramrisch’s accomplishment in her The
Hindu Temple of 1946 in his article on “An Indian
Temple: The Kandarya Mahadeo.”"'* This brilliant
review — not so much of Kramrisch as of the
significance and form of the temple itself —ends with a

12. Letter cited in Lipsey, op. cit., p. 187.

13. Art in America 35 (1947); reprinted in Lipsey, ed.,
Coomaraswamy 1: Selected Papers, Traditional Art and Symbolism,
pp. 3-10.
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particularly personal and poignant summation of
Coomaraswamy’s philosophia perennis in the year
before his death that | believe should be cited in full:"

The deity who assumes innumerable forms, and has no
form, is one and the same Purusa [cosmic entity], and to
worship in either way leads to the same liberation:
“however men approach Me, even so do | welcome them”
[Bhagavad Gita 4-2]. In the last analysis, the ritual, like
that of the old Vedic Sacrifice, is an interior procedure, of
which the outward forms are only a support, indispensable
for those who— being still on their way— have not yet
reached its end, but that can be dispensed with by those
who have already found the end, and who, though they
may be still in the world, are not of it. In the meantime,
there can be no greater danger or hindrance than that of
the premature iconoclasm of those who still confuse their
own existence with their own being, and have not yet
“known the Self'’; these are the vast majority, and for
them the temple and all its figurations are signposts on
their way.

Michael W. Meister

Early Indian architecture

The basic type of Indian architecture' is that of the
circular or rectangular single-roomed hut or cottage
(Sanskrit kuti, kuti, kutika, Pali kuti, kutika,) as used
by peasants (Pali kuti-purisa, “‘cottager”), or by
Brahmanical recluses or Buddhist friars.? As one or
more such huts may constitute a village (grama), so one
or more such cells may constitute a monastery (irima).

In the early literature, vihdra generally denotes a
single such cell, or a Buddhist “temple,” although now
used only in the latter sense, the monastery being now

14. Ibid., p. 10.

1. [Coomaraswamy’s copy of the manuscript for this unpub-
lished article was deposited in the Firestone Library, Princeton
University, along with other archival material, by his son, Dr. Rama
P. Coomaraswamy, who has kindly given permission for the
publication of this version here. Copyright for the text remains with
Dr. Coomaraswamy. Parts | through Ill of “Early Indian Architecture”
were published in nos. 2 and 3 of the journal Eastern Art before it
ceased publication (Coomaraswamy: 1930 and 1931). The original
manuscript and the seventy-six drawings he had submitted for
publication with Part IV apparently were never returned to
Coomaraswamy, £d.]

2. lIn Part | of “Early Indian Architecture,” Coomaraswamy
added the following note to his title: “Mainly as referred to in the Pali
literature and as represented in the reliefs of Bharhut, S3fci, and
Amaravati. Terms are cited in Pali, Sanskrit, or Prakrit, according to
their source. Where no particular text is cited, it is to be understood
that the term is of very common occurrence, or that the sense is well
known.” Ed.]



known as panna-sila, originally equivalent to vihara,
meaning a single cell. The term panna-sala, or Sanskrit
parna-sala, refers to the leaf thatch,' as shown in many
representations (figs. 2, 4). The root meaning of kut is
“curvature,”” and there can be little doubt that kuti in
the sense of “hut”’ (also “nest,” cf. Tamil kdadu
equivalent to siha-panjara) implied primarily an arbour
or simple shelter constructed of entwined branches or
creepers (fig. 2), cf. Sanskrit kutanga (ka), Prakrit
kudanga, with this sense, Sanskrit kutanka, “thatch,”
and Sanskrit kudya, Pali kudda, “wattle and daub.”
Such huts as are alluded to above were made either
in whole or part of timber (daru-kutika, Vinaya Pitaka
3-43), reeds (nalagara, Anguttara-Nikaya 101), straw
(tinagara, ib., tina-kutika, Samutta-Nikaya 1-61), or
leaves (panna-kuti or panna-sala, passim). There is no
clear evidence, either literary or other, for the use of
bamboo as building material. The word kudda,
primarily the ““‘wattle”” of wattle and daub, soon stood
for “wall” in general, although in most cases a wall of
wattle ““daubed with mud and whitewashed”
(sudhamattikalepana, Cullavagga 6:3-11)% is to be
understood. In Jataka 4: 318° a panna-sala has walls of

3. For a good illustration of such an arbour, see the Museum of
Fine Arts Bulletin (Boston), no. 179, p. 50.

4. It should not be overlooked that many of the hermits’ huts
were plainly not plastered or whitewashed at all but simply wattled.

5. The Jitaka, or Stories of the Buddha's Former Births, 6 vols.,
ed. E. B. Cowell, Cambridge, 18951907 |hereafter abbreviated

Figure 1. Sudama cave, Barabar hills, Bihar. This hut-shaped
shelter forms the left end of a vaulted rectangular hall,
excavated parallel to the rock-face, of the third century B.c. It
was intended for the use of monks of the Ajivaka sect. (From
Percy Brown, Indian Architecture [Buddhist and Hindu/, 3rd
ed., Bombay, 1959, pl. VIII, 1.)
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Figure 2. Mathura, Uttar Pradesh. Reed hut (nalagdra) from an
unidentified Jataka scene, relief carving. Kusana period, ca.
second century A.0. (From Brown, pl. XVIII, 2.)

reed (nala-bhittika) with sills (bhitti-pada) of udumbara-
wood. Similarly, Cullavagga 6-3-4 permits, in the case
of a vihara (kuti), the use of a sill (not “buttress,” as
rendered in The Sacred Books of the East 20: 174) to
prevent decay at the bottom of the wall, and here we
get kudda-pada and kilanka-pada as synonyms of bhitti-
pada; with kulanka in this sense of horizontal beam, cf.
kalingara, “tread” if a stair, Cullavagga 5-21-2. In
Cullavagga 6-3-3, friars are permitted to subdivide the
interior of a vihara by means of party-walls, half the
height of the vihara itself, and called accordingly
addha-kudda, ““half-wall.”” This gives us a clue to the
meaning of eka-kuddaka and dvi-kuddaka in Jitaka

1: 92, the latter also in Visuddhi Magga 364;° for half-
walled, one-walled, and two-walled must all refer to a
ratio between the height of the wall and that of the
chamber.

Accordingly, eka-kuddaka will describe a one-
storeyed hut, with reference to the outer wall as it rises
normally from the ground to the eaves. Dvi-kuddaka
will be “double-walled,” not in the sense of having two
parallel walls or a wall of double thickness, but in the
sense that the walling extends upward above the level
of lhe.ceiling of the chamber, making the structure two-
simply Jdtaka. Ed.]; the Pali Text Society, Pali Dictionary, s.v.,
misprints this reference as VI, 318.

6. Mistranslated “‘double-gabled” by Pe Maung Tin, and
misunderstood by myself, Coomaraswamy 1931: 193, note.



storeyed, at least in outward aspect. (This upper part of
the wall may, in reality, serve only to elevate the roof
and so provide a greater coolness.)

Relief representations do, in fact, include many
examples of constructed shrines provided with a kind of
clerestory, having false eaves below and a true roof
above’ (figs. 5, 6); it is here assumed that dvi-kuddaka
alludes to huts and shrines of this kind.® The type is in
any case of particular importance, because it
demonstrates the principle of elaboration by the
reduplication of roofing elements that later on

7. These “false eaves' survive throughout later architecture as a
curved hollow cornice (kapota, Tamil kabodam, see Coomaraswamy
1927: fig. 239) retaining the original value of a drip-ledge protecting
any verandah below, whatever the nature of the superstructure
may be.

8. That is, provided with what Foucher 1900: 122, calls “le
double dome’'; but neither “double dome’ nor “double roof” really
defines the type. “Dome and cornice’” or “vault and cornice’” would
be preferable.

Figure 3. Amaravati, Andhra Pradesh. Buddhist stipa, second
century A.D. Circular fire temple from a ““Conversion of
Kassapa” scene, relief carving. (From Fergusson, Tree and
Serpent Worship, pl. LXX.)
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determined the characteristic development of the
sikhara.?

The over-hanging eaves (osaraka) of the thatched
roof, or the false eaves of a dvi-kuddaka structure,
shelter a narrow verandah below, designated alinda, as
clearly shown by Jataka 3: 446 and Visuddhi Magga
394;'° however, in the case of more pretentious
buildings of several storeys, dlinda may denote
verandahs at a higher level (fig. 6).

The roof (chadana is ““roofing” rather than “roof") as
house-top is sometimes referred to as thapi(ka), as
already in $ankhayana Grhya Sutra 3-3:7; “stapika”
remains in use in the same sense in later Silpa texts. As

9. See Coomaraswamy 1931: 203, and Parmentier 1925,

10. Alinda is thus “verandah,” whether on a ground or any other
floor. Ci. dlinda given in explanation of pithikd, the basement ledge
or verandah of a temple, accessible from the ground.
Pratijndydugandhdrayana Act 3.

Figure 4. Sanci, Madhya Pradesh. East gateway, Buddhist
stapa, early first century A.p. Domed fire temple, square in
plan, supported on four pillars, a thatched hermit’s hut, and a
Brahmanical stipa beneath, relief carving. (Photograph
copyright American Institute of Indian Studies, Varanasi.)
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Figure 5. Sanci, relief carving of a domed structure (upper
left), tree shrine with gateway, and altar. (Photograph
copyright AlIS, Varanasi.)

the original meaning of stipa was “top”” and the tops of
circular huts were actually domes, it may be inferred
that the name thdpa or stapa as applied to the solid
domed Buddhist dhatugabbha (memorial monument)
derived its application from the resemblance of the
mound to the house-top; accordingly, structural domes
in stone should be regarded not as imitations of
mounds but as a natural translation of the timbered
dome, with its rafters and roof plate, into the new
material. The term sikhara at this time seems to have
denoted only a finial or pinnacle; one such finial
invariably surmounting the dome if the hut be circular
or arranged at intervals along the roof-ridge when the
roof is elongated (fig. 7). Huts of the sort described
above are naturally contrasted with the more
pretentious kutdgaras (Anguttara-Nikdya 103, 137) as to
their security.

Rules for the making of huts (kutikdra-sikhdpada) are
alluded to in Jataka 2: 282, and 3: 78 and 351, and are
found in the Patimokka, Sutta Vibhanga, and other
Vinaya texts. However, from these texts we learn very
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Figure 6. Bharhut, Uttar Pradesh. Gateway, Buddhist stdpa,
ca. early first century 8.c. Relief carving of a pavilion labeled
“Sudhamma-devasabha.”” (Drawing copyright AlIS, Varanasi.)

little more than has already been cited, except that a
cell should measure twelve by seven spans (vidatthi);
and while the exact value of the sugata span in
question remains doubtful, these dimensions may be
taken as roughly equivalent to something less than
twelve by seven feet.

There is otherwise very little occasion for literature to
make detailed reference to the construction of simple
huts, or even to describe the simplest forms of temple
architecture, such as might have been exemplified in
any village shrine. Yet nothing is more certain than that
the dwelling place provided for a deity differed in no
essential — although often in somewhat greater
elaboration — from that made use of by man as villager
or hermit. As remarked by Senart, ““on donne au dieu
la meme habitation, embellie at aggrandie, qui sert a
ses adorateurs.”"!

The prototypes of temple architecture, then, are
identical with simple building forms that may have

11. Légende du Bouddha, p. 408, etc.: cf. Foucher 1900: 99 ff.



been in use from time immemorial and have survived
to the present day. However, just as grha, any
“house,” becomes in religious application a cditya-grha
or deva-grha or pratima-grha, meaning “temple,” so
also does sabhd, the village assembly-hall, become in
religious application dharma-sabha. As prasada denotes
indifferently a palace, monastery, or temple, so the
technical nomenclature of the several parts of a
building is preserved, without regard to the application
of the building. Garbha, for example, denotes equally a
“room,”” or the cella of an image-house, or the interior
of a reliquary; conversely, gavaksa is by no means
specifically or exclusively a “cditya-window,” but any
curved or gabled window.

The importance of our present theme is, then, much
greater than might at first sight appear. For it is
precisely by an understanding of and familiarity with
the elementary forms and nomenclature of Indian
buildings that we are enabled to comprehend the
natural development and recognize the indigenous
sources of the more elaborate styles—which have so
often been spoken of as making their appearance
suddenly and mysteriously after the Gupta period.
Certain stages of the development, carried out in
relatively impermanent materials, may have been lost.
However, when we dissect even the most elaborate
temple into its component parts, or consider the
essential factors in the design of a modern palace or
gateway, we see that the fundamental forms are really
identical with those of the primitive huts and surviving
vernacular building, as well as with those of the
simplified architectural forms (“reductions d’edifices”)
which are often applied decoratively to more
pretentious structures. It is, then, from a study of its
simplest forms that the study of Indian architecture
ought to be begun, for it is by a repetition of these that
the later forms are evolved.

Examples of the Hindu use of kuti as “‘temple”” may
be cited from the Grhya Satra,'? where, for example,
kuti is equated with ayatana and used to refer to a
shrine erected for 1§3na, Midhusi, and Jayanta; and
from Maydra’s “traveller,”'* where a kataghatita kuti is
the “straw-built shrine,” with kudya walls, of a grama
devata (village divinity).

More striking is the history of the specifically
Buddhist term gandhakuti, “fragrant hut,”” originally
one of the three viharas occupied by the Buddha when

12. See Arbmann, Rudra, 1922, pp. 104 ff.
13. See G. P. Quackenbaos, Sanskrit poems of Mayura, 1917,
p. 236.
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residing in the Jetavana garden. The two others are
known as kosambakuti and kareri-kutitka). Two of
these — gandhakuti and kosambakuti — are represented
and named at Bharhut (fig. 8); all three are seen but not
named at Sanci (fig. 9). In both cases they are
substantial thatched single roomed cottages with
porches. At Bharhut (fig. 8) the altars indicating the
Buddha's presence are shown within the chamber, and
at Sanci outside (fig. 9). Almost precisely of the same
kind is a Brahmanical hermit’s hut shown in a relief
from Bodhgaya.

From the subsequent history of the word, it may be
assumed that after the Parinibbana the gandhakuti
became, so to speak, the first Buddhist temple. For we
find on the one hand that in late descriptions of the

Figure 7. Sanci, relief showing the Buddha's birth-city,
Kapilavastu. Vaulted structures with curved dormers are
typical of early urban architecture in India. (Photograph
copyright Michael W. Meister.)
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gandhakuti (there are no very clear accounts), the
onetime cottage has become a glorious house, and on
the other that the term gandhakuti is applied as a
habitual designation of large and elaborate temples,
quite unlike any such simple vihara as the Buddha
might have made use of in real life. Thus in
Dhammapada Atthakatha 4-203, the gandhakuti in the
Jetavana garden is said to have been provided with
pillars, three great windows (maha-vatapana), gem-set
roofing-tiles (chadanitthakahi), a golden bowl on the
roof (thapika), and pinnacles (sikhara) of coral. The
golden bowl is clearly thought of as inside the roof, for
it sprinkles perfume on the Buddha seated within, and
in fact some such device may really have been the
origin of the old term gandhakuti, literally ““perfumed
hut.”

We must here digress to point out further that in
Dhammapada Atthakatha 3-364, practically the same
description is applied, not to the gandhakuti itself (it is
immaterial from our point of view that a previous
Buddha, Vipassi, is here in question), but to an
“elephant-hall” (kunjara-sala) containing a golden

Figure 8. Bharhut, relief showing two of the three viharas
occupied by the Buddha in the Jetavana garden. Labeled
“kosambakuti”’ and “karerikuti.”
of Bharhut, pl. LVII.)

(From Cunningham, Stdpa
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Figure 9. Sanci, the three Jetavana-garden vihdras.
(Photograph copyright AllS, Varanasi.)

pavilion (mandapa) with a throne for the Buddha. It
seems that this should be thought of as ““an elephant
amongst halls”” rather than as an “‘elephant stable” as
rendered in the Harvard Oriental Series 30: 131. In any
case, this hall, mentioned also in Dhammapada
Atthakatha 4-203, corresponds to the kareri-mandala-
mala or assembly-hall built in front of the kareri-kuti
(Digha-Nikaya 2-2 and Commentary) and to the
nisidana-mandapa of Jataka 1: 32, alternative
designations being nisidana- or upatthina-sala."* The
elephant-hall is described in Dhammapada Atthakatha
3-:364 as thambha-tulasamghata-dvara — kavata-
vatapana-gopanasi-chadanitthaka, with a golden bowl

14. On the nature and use of a mandala-madla see also BA 1-43,
quoted in Journal of the American Oriental Society 50: 240.



“above’’ (upari) and a coral “pinnacle and dome”
(sikharathadpi).

We have already inferred (Coomaraswamy 1931:
193) that the term sikhara in pre-Gupta usage meant
only “finial”” or “‘pinnacle,” and no such structural
tower as we are later familiar with, when the term
Sikhara (Sanskrit Sikhara) is applied to a tower in any
style, but more especially to the Nagara spire.
Dhammapada Atthakatha 4:203, cited above, confirms
this view, for it is there expressly stated that the gem-set
roofing tiles (chadanitthaka) lay below (hettha) the
sikhard; the use of sikhara (plural) shows further that the
roof (thupika) is not here thought of as a circular dome,
but rather as an elongated vault (as in fig. 8, where the
single roof carries four pinnacles). The early sikhara
then seems to have been a ringed terracotta pinnacle
(or according to more imaginative descriptions, one of
coral); and a well-preserved example of such a
pinnacle of pre-Gupta date (fig. 10) has been found at
Basarh (Vaisali), corresponding in appearance and size
to the pinnacles that are almost always represented on
the early domed and vaulted roofs (figs. 6-9).

Reference may be made here to the well-known
dmalaka, a large ribbed and cushion-shaped stone that
crowns the mediaeval Nagara sikhara and in turn
supports a finial or pinnacle (figs. 12, 13). The word

Figure 10. Vaiéali, Bihar. Excavated terra cotta roof-pinnacle,
restored. Said to be pre-Gupta (before A.p. 320). (From
Archaeological Survey of India, Annual Report, 1903-04,

p. 94.)
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Figure 11. Deogarh, U.P. “Gupta’” temple, ca. A.D. 525.
Doorjamb relief showing shrine model with two cornice-
storeys and with corner and crowning dmalakas. (Photograph
copyright Michael W. Meister.)

amalaka does not occur in early texts with an
architectural sense. Rather, it means either (1) a fruit, or
(2) the ribbed bulbous legs of a kind of throne.'* On the
other hand, in the developed Nagara spire nothing is
more conspicuous than the crowning dmalaka, while
on the corners of the spires, at intervals of one or more
courses, there are found "‘angle-imalakas” (fig. 12).
These are evidently vestigial ornaments marking the
individual roofing elements, which, being compressed
and superimposed, have built up the spire itself (figs.
12, 13). It is to be inferred that the whole scheme is
developed from an original type of domed shrine
surmounted by a single dmalaka; examples of this kind
may be cited from a relief at Sohagpur (Archaeological
Survey of India, Memoirs 23: pl. 54). In the second
stage, there would be a terminal amalaka, and one

set of angle-amalakas; an example of this kind is
represented on a door jamb from Deogarh (fig. 10; see

15. Cullavagga, 6-2-4.



Figure 12. Bhubaneswar, Orissa. Parasuramesvara temple, ca.
A.D. 650. (Photograph copyright AllS, Varanasi.) The hall in
front, more than the curvilinear tower, suggests a hut-form
(see Res 12, Autumn 1986, p. 49, fig. 30).

also the same type of ornament, Coomaraswamy 1930:
figs. 72, 74).

We cannot pretend to offer here a complete solution
of the amalaka problem, that is, as to the actual origin
of the form itself; but it may be pointed out that there is
an analogy, as to placing and appearance, between the
terminal dmalaka and the “topknot” that completes the
domed roof of certain types of thatched huts (figs. 4,
14). This suggestion, moreover, would tend to support,
more than not, Simpson’s comparison of the dmalaka
with the terminal stone placed on the conical thatched
roof of the Toda ““boath.”'®

To return to the gandhakuti, we find, in the second
place, that not only was the conception of the original
vihara expanded and magnified in the literature and in

16. See Simpson 1891: 244,

corresponding representations (fig. 21), but at the same
time the term gandhakuti itself came into general use as
the designation of any Buddhist temple, wherever
erected and however elaborate. The most notable case
of this is the great shrine at Bodhgaya (fig. 15), erected
in late Kusana or early Gupta times on the site of the
older rdja-pasada-cetika and designated in a
contemporary inscription “the great gandhakuti of the
vajrasana’” (Coomaraswamy 1930: 227). We find also
the designation malagandhakuti (““original” or ““main
temple”’) applied to a shrine at Sarnath; another,
probably later, shrine at the same site was known as
the astamahasthana-$ailagandhakuti, or “‘stone temple

Figure 13. Khajuraho, M.P. Kandariya-Mahadeva temple, ca.
A.D. 1025-1050. This clustered curvilinear tower is typical of
fully developed Nagara architecture in North India.
(Photograph copyright Michael W. Meister.)
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Figure 14, Juna, Barmer District, Rajasthan. Modern desert hut. (Photograph copyright Michael W. Meister.)
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Figure 15. Kumrahar, Bihar. Terracotta plaque depicting a
Kusana-period version (ca. second century A.p.) of the
Mahabodhi temple at Bodhgaya.

of the Eight Great Stations.”'” In modern times,
however, at any rate in Ceylon, only the term vihara, in
one of its two original senses, is employed to denote a
Buddhist temple.

We have now sufficiently demonstrated a continuity
in architectural morphology and terminology. It only
remains to point out a few of the more conspicuous of
the formal elements that are directly inherited from
primitive building types. Amongst such elements, none
is more conspicuous than the domed or vaulted and
gabled roofs and the hollow cornice. As we have
already indicated, stapa (thapi, thapika) originally
meant simply “top,” hence in architecture “roof,” and

17. Archaeological Survey of India, Annual Report, 190607,
pp. 97-99,
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only because such roofs were, more often than not,
domed, the term acquired and retained the connotation
“dome" along with the denotational ‘‘top.” We have
also discussed elsewhere'® the construction of the
domed wooden roofs of early buildings, pointing out
that the principle employed —that of curved rafters
supported above by a circular roof-plate (kannika)
functioning as a keystone — is retained in later stone
construction. At present we are more concerned with
the external aspects of the dome.

The oldest Indian reliefs do not, to my knowledge,
provide us with any example of a secular or monastic
kuti or panna-sala of the dome and cornice (dvi-
kuddaka) type; only later representations show this
development. Accepting this negative evidence, we
must conclude that the addition of a clerestory, usually
with a small window, and having a normal roof above
and false eaves by way of cornice below, represented
an elaboration that generally distinguished a shrine
from an occupied hut. The earliest and one of the best
representations of such a shrine is that of the
Sudhamma Sabha at Bharhut (fig. 6}, although it may
be noted that here the building is not walled but of
open pillared construction. A very complete walled
shrine of the same type, having also a high basement
and external dhaja-thambhas, is illustrated in a privately
owned Gandhara relief in Paris; and a well-built stone
(ashlar) structure of the same kind is still standing in
Swat (Foucher 1901: figs. 45, 46). In the last case, the
identity of construction below the false eaves (cornice)
and the actual eaves of the dome may be observed; the
narrow slit windows are such as are designated aloka-
sandhi (Mahavagga 1-25-15).

The following description of the Sudhamma Sabha
appears in Digha-Nikdya Atthakatha Il, 647
(Commentary on Digha-Nikdya 2-220); | am indebted
to Mr. F. L. Woodward for the text:

The Sudhamma Sabha was provided with a wooden roof-
plate (kannika) of one aratni measure. Its base (bhami) was
of marble (phalika), rivets (?) (dniyo) of precious stone,
pillars (thambha of gold, capitals (thambha-ghatika) of gold
and tie-beams (sanghata) of silver, and (bracket) animal
figures (vala-rapani) of coral; the rafters (gopdnasiyo),
sheathing-stones (pakkha-pasana), and porch-frame
(mukha-vatti) were made of the seven gems; the roofing

18. Pali kannikd = circular roof-plate, see Journal of the
American Oriental Society 50 (1930): 238-243. [Reprinted in
Coomaraswamy, 1: Selected Papers, Traditional Art and Symbolism,
ed. Roger Lipsey, Princeton, 1977, pp. 459-464. £d |



Figure 16. Gandhara, Pakistan. Relief showing a leaf-thatched
“dome-and-cornice’ shrine with a framed door. (From
Brown, pl. XVIII, 4.)

(chadana) was of sapphire tiles (itthakahi), the roof-ridge
(chadana-pitha) was of gold, the domes (thdpikd) of silver;
it was three hundred yojana in breadth and width, nine
hundred in circumference, and five hundred in height.

In this description it should be noted that ““domes’ are
mentioned in plural, and there is an inconsistency
between the normal size of the roof-plate and the great
size of the whole structure.

Certain terms used are rare. Ghatika occurs as
ghataka, in the sense of “capital’” also in Jataka 1: 32,
in connection with the pillars of a nisidana-mandapa,
assembly-hall. Sanghata are elsewhere referred to (1) as
pittha-sanghata, door jambs (= kavata-pittha
[Mahavagga, 1.25.15]), and (2) tuld-sanghata, evidently
the tie-beams or wall-plates resting on the pillar-capitals
(tuld, as scale-beam or wall-sweep, is horizontal with
respect to an upright above or below it); both jambs
and tie-beams may be intended in the present case.
Vala-rapani, “figures of animals,” probably denotes
pillar brackets (Coomaraswamy 1913: fig. 97). Pakkha-
pasdna must be “‘stone sheathing” (which would not be
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Figure 17. Amaravati, relief showing a stone shrine, of sabha
type, with dome and double cornice. (Drawing copyright
AllS, Varanasi.)

present, of course, in an unwalled structure such as is
represented at Bharhut, fig. 6); pakkha-pasa (cited in
Coomaraswamy 1931: 185, from Atthasalini 107), if
not an error for -pasana, must in any case have a
similar significance. Walling with stone slabs may have
dolmen prototypes.'® Mukha-vatti (also loc. cit.),
generally “outer rim,”" “border,” “strip,” “fringe,” etc.,
(Pali Text Society, Pali Dictionary), might denote a
string-course or cornice, but more likely, since mukha
as an architectural term always means “entrance,” it
means the “outer frame of the porch.” Chadana-pitha
(perhaps for -pittha) probably means the roof-ridge,
kata, and thupika means tops, roofs (often, but not
necessarily, domed, cf. Coomaraswamy 1931: 193).
More valuable than this description, however, is the
Bharhut representation (fig. 7) because it provides us
with the earliest, and very clear, representation of the
dome and cornice type of shrine. It is evident even in
this case, and still more by comparison with other
representations (fig. 16), that the cornice is really a

19. See Longhurst 1915-16.



Figure 18. Ghantasila. A.P. Relief showing a multistoreyed
dome shrine, ca. first century 8.c. [Coomaraswamy’s date,
ed.|, now in Musée Guimet, Paris. (Drawing copyright AllS,
Varanasi.)

duplicated roofing element, that is, eaves (osaraka). The
dome is here circular, surmounted as always by a
pinnacle or finial, apparently at this time designated
sikhara. Later on this term ($ikhara) came to denote an
entire tower or spire built up of duplicated roofing
elements.

Clearly related to our round domed sabha from
Bharhut, in which the roofing material is not indicated,
although thatch may be thought of, is the more
elaborate domed pavilion from Amaravati (fig. 17),
where stone construction is clearly indicated; here the
upper part of the dome consists of broad converging
slabs of stone, which take the place of rafters and must
be completed by a key-stone or roof-plate beneath the
pinnacle. The dome is here provided with six dormer
balconies (siha-panjara) and a railed parapet (vedika)
while the cornice element is doubled, the space
between the cornices occupied by windows and
possibly shutters (2); in effect a triplication of the
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roofing (dome plus two cornices). The sacred object,
surmounted by an umbrella and with a bulging awning
above, seems to be a reliquary. Numerous variations of
this type, both square and circular in plan, are to be
found.

Similar in principle also is the splendid
representation of a shrine recently (as of ca. 1930)
acquired by the Musée Guimet (fig. 18); in this, there
are three fully developed storeys, each complete with
its railed balconies and a curved roof (which would
have appeared only as a cornice had a reduction of the
type been made, as in fig. 17). In the present case, we
do not know what the lowest part of the building was

Figure 19. Sanci, pillared sabhdkara pavilion with cornice.
(Photograph copyright AlIS, Varanasi.)
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Figure 20. Jaggayapeta, A.P. Three-storeyed sabhdkhdara
shrine, ca. early first century B.c. (Drawing copyright AllS,
Varanasi.)

like, whether pillared or walled. It should be noted that
a reliquary is represented in the balcony frame in the
middle of the dome-storey, and this may be taken as an
indication of the kind of sacred objects that the building
was intended to contain. In any case, the religious
dedication of the structure is clearly indicated in the
relief by the angels paying homage above and the
donors below to right and left (not shown in fig. 18).2¢
These last figures, incidentally (in one case only the top
of the head is preserved), show that what is lost of the
structure cannot have extended downward farther than
the bottom of the wooden stand on which the fragment
is exhibited. The fragment of stone projecting above
seems to indicate that the slab may have formed part of
a pakara surrounding some structural shrine. This is

20. |An illustration of the full relief can be found in U. P. Shah,
“Beginnings of the Superstructure of Indian Temples,” Studies in
Indian Temple Architecture, ed. Pramod Chandra, Delhi, 1975,
plate 12.]
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likely enough, as many elaborately sculptured slabs of
this kind have been found in the Amaravati district.

As to the date of this fragment, the exact find-place
of which is not known, the first century B.C. or possibly
A.D. may be suggested; this date is indicated by the
plain spadelike tops of the window arches, and by the
square, flat-faced physical types, unlike those of the
developed Amaravati style of the early third century
A.D., but like that of such early fragments as those in
the Boston Museum of Fine Arts.

The Sudhamma Sabha at Sanci (fig. 19) differs in
general appearance from that at Bharhut (fig. 6), but
only in the fuller development of the upper storey, now
an accessible upari-tala with a vedika, and in the
elongated rectangular plan. It does not differ in the
principles of its construction. Even closer is the relation
between the early shrine from Jaggayyapeta (fig. 20,
incidentally the most exquisite example of Indian
wooden architecture of which we have a record) and
the stone shrine from Amaravati (fig. 17); except for the
omission of the cornices, the relative development of
the parts is identical, even to the arrangement of two
second-storey windows with a perforated screen
between them.

The hexagonal dome of fig. 18 is matched not only
by those of certain of the early kutis (fig. 9), and such
related types of two or three storeys as are illustrated in
fig. 21, but also by two fragments of domed structures

Figure 21. Mathura, three-storeyed gandhakuti, relief detail
from gateway architrave, ca. late first century A.D.
(Photograph copyright AllS, Varanasi.)




Figure 22. Amaravati, dome-shaped knob from the top of a
pillar, Madras Museum. (Drawing copyright AllS, Varanasi.)

from Amaravati (fig. 22), which must have belonged to
similar buildings. Fig. 22 shows a hollowing out of the
sides of the hexagonal dome comparable to that of the
Guimet example (fig. 18); the second Amaravati
fragment, on the other hand, has a circular dome,
wonderfully ornamented with a design that seems to
represent a jewelled net thrown over it. In this case,
only a fragment of the vedikd below the eaves is
preserved.

Simpler types of domed structures, in which the
single dome is provided with windows and a railed
parapet (vedika), are illustrated in two fire temples
(aggi-sala) represented at Sanci (fig. 4). Dome and
cornice types of Hindu application, and slightly later in
date — either with or without dormers and either walled
or pillared —can be illustrated by votive shrines from
Chezarla (Coomaraswamy 1927: fig. 147) and rock-cut
examples from Undavalli (fig. 23), both sites lying in
the Kistna District, ancient Vengi, where the Andhra
style developed and in due course passed into and
became early Pallava.?!

21. |This is a position that scholars who now recognise the
separate development of Calukya art perhaps would no longer take.
P. Z. Pattabiramin, Sanctuaires rupestres de I'inde du sud, 1. Andhra,
Pondicherry, 1971, assigns the Undavalli caves to the Visnukundins;
J. C. Harle, The Art and Architecture of the Indian Subcontinent, New
York, 1986, p. 187, prefers the early Calukyas. £d.].
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Figure 23. Undavalli, A.P. Rock-cut reliefs showing domed
structures, early Calukya? [Coomaraswamy calls these “‘early
Pallava,” ca. A.p. 600-625]. (From A. H. Longhurst, Pallava
Architecture, pt. 1 (Archaeological Survey of India, Memoirs
17), Simla, 1924, pl. XIIl.)

Figure 24. Mamallapuram, Tamil Nadu. Temple shown
in the Gangavatarana [Arjuna’s Penance] relief, Pallava, ca.
mid-seventh century A.D. (Drawing copyright AllS, Varanasi.)




Figure 25. Mamallapuram, Dharmaraja-ratha, Pallava, ca. mid-seventh century A.D.

(Photograph copyright AlIS, Varanasi.)

The dome and cornice shrine is still easily
recognizable in the temple shown in the Gangavatarana
relief at Mamallapuram (fig. 24); at the same time, the
developed type of the Dravida style here is as clearly
recognizable as in the contemporary many-storeyed
rathas of the same site (fig. 25) and it becomes
unnecessary to emphasize the stylistic continuity in the
southern development [of temple architecture] from this
time onward. A slightly different treatment of the
reduplicated dome and cornice, with far greater
compression of the parts, was at the same time giving
rise in other parts of India to the simpler forms of the
Nagara $ikhara, as previously explained.
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COOMARASWAMY'S PLATES

[Coomaraswamy had submitted seventy-six drawings to
Eastern Art for publication, on twelve plates, as
illustration for *‘Early Indian Architecture: IV. Huts and
Related Temple Types.’’ None were returned to him.
His descriptions of these plates and his sources,
however, remain with the Princeton manuscript and
have been edited here as part of the record of
Coomaraswamy'’s thinking at the time. | have left his
dates as he provided them, aithough modern
scholarship has made some revisions. In instances
where one of his figures corresponds to one of those
used to illustrate this publication, the present number
has been provided as well, within square brackets and
in boldface. Ed.]

[Coomaraswamy’s] Note: All the drawings have
been made from photographs, in some cases
unpublished. References to published illustrations are
given only when it may be desirable to refer to the full
setting of the extracted details.
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Plate |

Figure 1. Six-sided domes kuti or panna-sila
occupied by a Brahmanical hermit. Detail of the Uda
jataka, Bharhut coping, ca. 150 e.c. A. Cunningham,
The Stapa of Bharhut, London, 1879, plate XLVI, 4.

Figure 2. Similar hut. Detail of the Manikantha
Jataka, Bharhut coping, ibid., plate XLII, 1.

Figure 3. Similar hut, but circular. Detail from the
Vessantara Jataka, north torana, S3ici, ca. 75 B.C.
Similar huts may be found in the Sama (Syama) )ataka
relief, west torana; and see also fig. 6; kudda walls may
be presumed for figs. 1-3, 5, and 6. The object
hanging within is a bark garment.

Figure 4. Shelters occupied by a Brahmanical
hermit and his wife. Detail of a Sama (Syama) Jataka
relief, from Kot, Peshiwar District; see Archaeological
Survey of India, Annual Report, 1922-23, plate X, and
for similar types James Burgess, The Ancient
Monuments, Temples and Sculptures of India, two
parts, London, 1897-1911, plates 95 and 125, and
Foucher 1900: fig. 43. For a fire-temple of this type see
J. Ph. Vogel, Indian Serpent-Lore, London, 1926, plate
IX, b. See also a hermit’s shelter of the seventeenth
century, L. Binyon and T. W. Amold, Court Painters of
the Grand Moguls, Oxford, 1921, plate XXXIV.

Figure 5. Six-sided hut, as in figs. 1 and 2, but with
a basement and steps. Detail from the Migapotaka
Jitaka, Bhirhut coping, Cunningham, Bharhut, plate
XLin, 8.

Figure 6. Reed hut (nalagara, or panna-sald) of a
Brahmanical hermit. Detail from a Conversion of
Kassapa scene at Safci; see also fig. 3. A bark garment,
similar to that worn by the Jatila Brahman, is seen
within,

Figure 7 [10). Terracotta pinnacle (sikhara); from
Basarh, height 24"; pre-Gupta. Archaeological Survey
of India, Annual Report, 1903-04, p. 94.

Figure 8. Hut (panna-sdld) of a Brahmanical hermit,
seen seated outside on a grass cushion (brsi). From a
Jataka scene, in the lunette of a Kusana railing pillar
from the Ghosnad Khre3, Mathura. Archaeological
Survey of India, Anhual Report, 1915-16, part |,
plate V, e; J. Ph. Vogel, La sculpture de Mathura (Ars
Asiatica 15), Paris, 1930, p. 63 and plate XVI, 2. An
unpublished Bharhut fragment illustrating the
Vessantara Jataka shows the Brahman Jujuka seated
within, and is square in plan.

Figure 9. Straw or grass hut (tindgéra). Detail from
the Vessantara )itaka, Amardvati, ca. A.D. 200.



). Burgess, The Buddhist Stupas of Amaravati and
Jaggayyapeta, London, 1887, plate XLIIl, 2. See also
). Fergusson, Tree and Serpent Worship, 2d ed.,
London, 1873, plate LXV, 1.

Figure 10. Circular panna-sili. Detail from the
Isisingiya Jataka, Bharhut; Cunningham, Bharhut, plate
XXV, 7.

Figure 11 [2). Reed hut (naldgara) similar to fig. 8.
From an unidentified )ataka seene, Kusiana, Mathura;
Vogel, Mathura, plate LX, a [also Coomaraswamy
1927: fig. 76).

Figure 12. Straw hut (tinagara) similar to fig. 9.
From Vessantara )ataka relief, stapa at Goli Village,
near Guntar, third century A.D. A bark garment hangs
from the peg (ndga-danta) outside. Madras Government
Museum, Bulletin, 1, 1, plate IV.

Plate Il

Figure 13 [8). ‘“‘Gandhakuti,’”” Bharhut, ca. 150 8.C.
Identified by the contemporary inscription.
Cunningham, Bharhut, plate LVIl.

Figure 14 [8). ‘'Kosambakuti,”” Bharhut. Identified
by the contemporary inscription. Cunningham, Bharhut,
p. 119 and plate XXVIll, 3.

Figures 15—17 [9). “Gandhakuti, Kosambakuti, and
Karerikuti.” Sanci, north torana, ca. 75 8.C. No
inscription identifies the separate structures. North
torana, Sanci, ca. 75 B.C.

Figure 18. Kuti of a Brahmanical hermit, similar to
fig. 17, but with windows. From a Sunga railing pillar,
ca. 100 s.c., Bodhgaya.

Plate il

Figure 19 [6]. Sudhamma Sabha, enshrined the
Buddha’s cidi, in the heaven of Indra. Bharhut, ca.
150 8.¢.; identified by the contemporary inscription.
Cunningham, Bharhut, plate XVI! [also Coomaraswamy
1927: fig. 43).

Figure 20 [17). Stone shrine of the sabha type, with
dome and double comice. A pillar relief from
Amaravati, ca. first century A.0. Coomaraswamy 1927:
fig. 145.

Figure 21. Dome (thidpika) of a similar structure;
fragmentary relief from Amaravati, ca. first century A.D,

Figure 22. Ornamented dome of a similar structure;
relief from Amardvati, first century B.C. Archaeological
Survey of India, Annual Report, 1908-09, plate XXIX.
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Figure 23. Similar dome and upper part of a
hexagonal building; fragment of a relief from
Amaravati, ca. A.D. 200.

Plate IV

Figure 24 [18). Four-storeyed domed shrine,
lacking the lower storey. Amaravati school, Guntar
District, first century 8.C. Musée Guimet.

Plate V

Figure 25. Fire temple (aggi-sil3), with dome,
cornice, and framed door. Detail from a conversion of
Kassapa relief, Gandhara, Peshawar Museum, ca.
second century A.0. Burgess, Monuments, plate 131,

Figure 26. Similar domed shrine, probably a
gandhakuti; square ground plan and high basement
with four dhaja-thambas. Circular dome. Relief from
Gandhara, privately owned in Paris. Photo due to the
kindness of M. A. Foucher.

Figure 27. The Gumbat shrine, Kandag Valley,
Upper Swét (Gandhara). Stone (ashlar) construction,
square ground plan, circular dome. Photo by the
Archaeological Survey of India. See Foucher 1900:
figs. 45, 46.

Figure 28 [24). Domed S$aiva shrine; detail from the
Gangavatarana relief, Mamallapuram. Square dome and
plan; the vediki of the upper storey still clearly
recognizable. See also figs. 41, 42, 44. Pallava,
Mamalla period, mid-seventh century A.D. Photo
Goloubew [also Coomaraswamy 1927: fig. 198].

Plate VI

Figure 29 [21]. Gandhakuti; detail from a torana
architrave, Kusina, Mathurd, ca. first century A.D.
Three storeys; hexagonal plan. Mathurd Museum.
Vogel, Mathura, plate VIl, c.

Figure 30. Gandhakuti; Kusana, Mathura, first
century A.D. Two storeys; hexagonal plan. Museum of
Fine Arts, Boston.

Figure 31. Shrine () of the type of figs. 47, 48,
with an additional lower storey. Detail of a relief from
Gandhira. Sevadjian Sale Catalogue, Paris, 1932,
fig. 60.

Figure 32 [16). Fire temple (aggi-sald). From Takht-
i-Bahi, Gandhira, Peshawar Museum, Archaeological
Survey of India, Annual Report, 1907-08, plate XLV, c.



Figure 33. Hexagonal two-storeyed structure. Detail
from a railing pillar (B 95). Lucknow Museum. Kusana,
Mathur3, second century A.D. Vogel, Mathura, plate
XX, d.

Figure 34. Buddha shrine (mandapa); detail from a
clay sealing. Bodhgaya, tenth—eleventh century A.p.
A. Cunningham, Mahabodhi, or the Great Buddhist
Temple at Buddhagaya, London, 1892, plate XXIV, b.

Figs. 35, 36. Domed and vaulted thatched cottages
in a village; from a relief. Amaravati, ca. A.n. 200.

L. Bachhofer, Early Indian Sculpture, 2 vols., New
York, 1929, plate 126 (top) and 127 {right); the subject
of these once continuous fragments seems to be the
“Four Signs.”’

Plate VII

Figs. 37—-40. Dome-and-cornice Saiva shrines,
monolithic votive offerings at Chezarla, Kistna District.
Gupta or earlier date. Coomaraswamy 1927: fig. 147.

Figs. 41, 42 [23]). Two similar shrines, rock-cut, at
Undavalli, Guntur District. Early Pallava, ca. A.0. 600-
625. A. H. Longhurst, Pallava Architecture, | (Memoirs,
Archaeological Survey of India, 17), Simla, 1924, plate
XHl.

Figure 43. Similar shrine, relief over doorway, cave
no 1, Badami. Early Calukya, sixth century A.D.

Figure 44. Gandhakuti, from a railing pillar,
Sarnath, ca. 100 B.c. Sarnath Museum, D (2) 11,

D. R. Sahni and ). Ph. Vogel, Catalogue of the Museum
" of Archaeology at Sarnath, Calcutta, 1914, plate VI; not
a stapa, as stated on p. 209. The so-called gandhakuti
of pillar D (2} 7, described in the same place, and
illustrated in Archaeological Survey of India, Annual
Report, 1907-09, plate XX, is a structure of another
sort, with two porches and an elongated plan, perhaps
not a gandhakuti.

Figure 45. Gandhakuti from a tympanum, Kusana,
first century A.D. Museumn of Fine Arts, Boston.
Museum of Fine Arts Bulletin 15 (1917): 51.

Figure 46. “‘Dome-and-cornice” pillared Buddhist
shrine with altar from the south torana, Sanci, ca. 100
8.C. Like the Brahmanical fire-temple, fig. 50. M. M.
Hamid, Catalogue of the Museum of Archaeology at
Sanci, plate VIIl.

Figure 47. “'Dome-and-cornice’’ pillared shrine;
one of three (kuti?) on the predella of a relief from
Gandhira. Calcutta Museum. Vogel, Serpent-Lore, plate
IX, a.
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Figure 48. Dome-and-cornice shrine with framed
door. From the predella of a relief from Takht-i-Bahi,
Gandhara. Peshawar Museum, 769.

Plate VIlIl

Figure 49 [19]. Sudhammai Sabhi, an elongated
structure with fully developed upper storey and cornice
supported by pillars; similar in principle to the Bhiarhut
representation, fig. 19 [6]. Sanci, south torana, ca. 100
B.C.

Figure 50 [4]. Fire temple (aggi-sdld) and Jatila
Brahman's cell (see also fig. 46). The fire temple is a
domed structure, square in plan, supported by four
pillars, and with fully developed upper storey. From the
Conversion of Kassapa, Sarici, east torana, ca. 50 B.C.

In the Sarici relief representing the Amambusim
(Isisinga) Jataka, viz. north torana, lower architrave, a
simpler Brahmanical fire temple is shown, consisting of
a square dome supported on four pillars, In a
Conversion of Kassapa scene from Amaravati [3],
Fergusson, plate LXX, the fire temple is a circular
walled structyre, with open door and simple roof.

Figure 51. Village architecture, Gahapati Jataka,
from the Bharhut coping, ca. 150 B.C.

Figure 52. Village architecture, Maha Ummaga
Jataka, Bharhut coping, ca. 150 8.c. The central
structure is the village gateway. For a similar entrance
with doubled roofing elements see Coomaraswamy
1931: fig. 50, center.

Figures 50-52 are Indian Museum photos.

Plate IX

Figure 53. Village architecture, unidentified Jataka,
Bharhut coping, ca. 150 8.C.

Figure 54 [20). Three-storeyed shrine (pasada?),
represented on a pakara slab from Jaggayyapeta; second
century B.C. India Office photo.

Plate X

Figures 55, 56. Two domed shrines with dmalaka
terminals; from a relief at Sohagpur; twelfth century.
Memoirs, Archaeological Survey of India 23: plate
XLIV.

Figure 57 [11]. Shrine with terminal dmalaka, and
one set of four (only two visible) angle-dmalakas. Detail
from a door-jamb, Deogarh, late Gupta.



Figure 58. Porch (mukha) of a shrine; detail from a
railing pillar, stdpa no. 2, SafcT; first century 8.C.
Cambridge History of India, vol. |, plate XXI, fig. 55.

Figure 59. Palanguin consisting of a pavilion with
an upper storey. Amaravati, ca. 200 A.D. Burgess,
Buddhist Stapas of Amaravati and Jaggayyapeta,
plate XI, 1. See also the similar structure in another
Amaravati relief, now in the Indian Museum, Calcutta,
reproduced in outline in Fergusson, plate LXXIV,
center. These flying mansions (borne by dwarf yaksas)
bear the Bodhisattva, in the form of an elephant, as he
descends from the Tusita heaven to take incarnation,
For a functionally similar vehicle, but of different
consjruction, see Coomaraswamy 1930: 217, fig. B,
and 1931: 194, fig. 25.

Figure 60. Boat, bearing a pavilion; the hull in the
form of a winged griffin, fish-tailed. Sanci, west torana,
ca. 50 B.c. The scene has usually been interpreted as
representing the Buddha's miraculous crossing of the
Ganges, but might instead illustrate the Dhammapada
Atthakathd 3-339-440, where the Buddha ascends the
Ganges in a boat (or two boats fastened together)
provided with a mandapa and dsana. The umbrella and
empty seat imply in any case the presence of the
Buddha. In the lower part of the relief, now missing,
but as originally published by F. C. Maisey, Sanchi and
Its Remains, London, 1892, plate XXI, five men are
swimming in the water, supported by inflated skins or
planks, and one is standing waist deep with his hands
against the boat. The latter is perhaps king Bimbisara
who “followed the boat, descending into the water to
his neck . . . pushed off the boat, and turned back”’; or
what is more likely, the persons in the water may
represent the Licchavi princes who ““came forth to meet
the Teacher, and entering into the water up to their
necks, drew the vessel to the bank.” Dr. Vogel's

invocation of the Silanisarsa Jataka is hardly plausible,

for reasons he himself adduces (Indian Serpent Lore,
p. 147).

A very similar boat (pavilion with a griffin-hull) is
represented in Cambodian art at Bantai Chmar, see
H. Parmentier, "L’architecture interprétée dans les bas-
reliefs du Cambodge,” Bulletin de I’Ecole frangaise
d’Extréme-Orient, Hanoi XIV: plate facing p. 28.

Plate XI

Figure 61. Two-storeyed pillared shrine and porch;
detail from a railing pillar. Bodhgaya, Sunga, ca. 100
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B.C. The upper part of the roof is restored, and the
suggestion has been made that this may have been a
Bodhi-ghara. See Bachhofer, plate 43.

Figure 62. Two-storeyed pillared shrine; detail from
a railing pillar, Bodhgaya. Sunga, ca. 100 8.C.
Bachhofer, plate 44 (2). (The two following figures are
in further illustration of ““Early Indian Architecture, Ill,
Palaces.”)

Figure 63. Inner wall of the rock-cut vihira, cave
no. 2 at Nadsir; representing an upper storey facade of
a pasada. Second century B.C. See Cambridge History
of India, ), plate XXVI, fig. 71,

Figure 64. Dvara-dottaka and outer torana of a
palace; detail of a relief from Amaravati. Fergusson,
plate XCVl, 3.

Plate XII

Figure 65. Pavilion (mandapa) enshrining a
reliquary. Miniature representation in relief, from the
side of a balustrade (hasti-hasta). Anuradhapura, ca.
eighth century A.D.

Figure 66. Walled shrine, relief at the Gal Vihare,
Polonnaruva, Ceylon, twelfth century A.D.

Figure 67. Two from a range of mandapas
represented in relief on an architrave from cave no. 3 at
Aurangabad, ca. sixth—seventh century A.D. See also a
range-of three roofed pavilions at Ajanta, cave no. 26,
James Burgess, Report on the Buddhist Cave Temples,
London, 1883, plate Iil, upper limit of the fagade.

Figure 68. Domed walled shrine from a Rimayana
composition. Virapaksa temple, Pattadkal, eighth
century A.D.

Figure 69. Rectangular walled shrine, relief in cave
no. 4, Bidami, sixth century A.D.

Figures 70, 71. Two shrines represented in relief,
cave no. 4, Badami.

Figure 72. Range of shrines and connecting .
galleries, relief above the Adivariha Perumal rock
shrine at Mamallapuram. Pallava, mid-seventh
century A.D. Archaeological Survey of India photo.

Figs. 73, 74. Two domed railed pavilions
represented on Audumbara coins of the early Christian
era. See Vincent Smith, “Numismatic Notes,” Journal
of the Royal Asiatic Society, third series, 1897: plate
IV, 2, and p. 68, "“a pointed roofed temple of two or
three storeys, with pillars.”

Figure 75. Domed, pillared, and railed shrine on
coins from Jaffna, Ceylon, of the early Christian era.



See P. F, Pieris, “N3gadipa and Buddhist Remains in Detail from the Sohagaura plaque, second or third
Jaffna,” Journal of the Royal Asiatic Society, Ceylon century B.C. See ). F. Fleet, “'The Inscription on the

Branch, 28 (1919): plate Xlll, 7, 8, 11, 12; Sohgaura Plaque,” Journal of the Royal Asiatic Society,
Figure 76. Public granary (kothagala = kosthagira). 1907, p. 510, facing plate.

124



Afterword: Adam’s house and hermits’ huts

A conversation

MICHAEL W. MEISTER and JOSEPH RYKWERT

MWM: Joseph, I'm curious, in reading Coomaraswamy
now —an article he wrote in the late twenties or early
thirties— what use would his evidence from India have
been to you in writing On Adam’s House in Paradise?’
JR: It would have been invaluable, because there was
no material on the pre-Gupta architecture of India then
available to me. Very few things had been written
about it, most of them by Coomaraswamy himself. Very
thin, and | simply couldn’t get at the sources on sacred
literature that | needed for Indian material, not being a
Sanskrit speaker or reader, so | relied on people who
wrote in European languages, and this particular

issue —the issue of the primitive hut as a model of
permanent architecture — had simply not been treated.
It's really rather surprising to me that Coomaraswamy
didn’t publish his material in his lifetime.

MWM: My impression, from reading On Adam’s House
in Paradise, had been that it was not so much the hut
itself but the idea of the primordial hut that was of
enormous importance to the development of European
architecture and thinking about architecture. Do you
think that is parallel to the situation Coomaraswamy
describes for India?

JR: Yes. The primordial hut is, of course, not any
particular hut that anyone ever has discovered because
by definition it cannot be discovered. Hence my
Proustian tag at the beginning of On Adam’s House in
Paradise that ““all paradises are lost paradises.”
Inevitably it was the idea of the hut that | was
concerned with and, of course, the reconstruction of
primitive huts— particularly reconstructions for ritual
purposes, such as the permanent primitive hut of
Romulus in Rome or the temporary primitive huts
which were erected for festivals such as the Jewish
festival of tabernacles and the Roman festival of Anna
Perenna. This kind of ritual building of deliberately
primitive huts is an extremely important aspect of the
religious rites and beliefs of certain peoples, and |
suspect that it was something that was very important in
India as well.

1. Joseph Rykwert, On Adam’s House in Paradise, the Idea of the
Primitive Hut in Architectural History. New York, 1972; 2d ed.,
Cambridge, Mass., 1981.
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MWM: Coomaraswamy relates the primitive hut— the
hut of the hermit or the ascetic—to what he calls the
“tabernacle of the flesh” and sees the hermit in his hut,
| think, as equivalent to the religious aspirant or to the
soul of man, which is released, at the end of his
religious life, literally from the top of the skull, and
Coomaraswamy relates the dome of the hut to the
skull.? Is there anything parallel to that in the West?
JR: Oh, innumerable instances. The obvious one that
comes to mind is the Capitolium, ‘‘the place of the
skull,” which was, as it were, the head of Rome. It was
called that because a skull was found on the site and
from the skull the prophecy was derived about the
future greatness of the city of Rome. That's only one of
very, very many instances. There's of course the whole
history of the way in which we contend with columns,
are concerned with the image of the body in columns,
and particularly with the identification of capital with
head. Again, ‘Capitolium” in Rome and the
“capitendum”’ of the column are obviously parallels.
MWM: Coomaraswamy's article, the one we are
publishing for the first time, is very much involved with
gritty details of scholarship—with the fragments of
references in texts and fragments of representations in
reliefs that Coomaraswamy could collect by sifting
through vast amounts of material. In another article,
however, which he wrote almost eight years later, he
deals, not with the construction or structure of the
dome, but with its essence, with its meaning.’ This is a
remarkable article that never talks about space, never
talks about keystones, never talks about arches or any
other of the things that we might wish to deal with in
reference to construction. He deals only with the
symbolism, and yet that symbolism in India he believe:
is rooted in something so primitive as the hut. From
that essential prototypic symbolism comes, in
Coomaraswamy's mind, a whole evolution of many
varied forms of sacred architecture in India. Does the

2. ""The Symbolism of the Dome,” in Coomaraswamy 1.
Selected Papers, Traditional At and Symbolism, edited by Roger
Lipsey, Princeton, 1977.

3. Ibid., pp. 415-458; see also “Pali kannikd: Circular Roof-
plate,” pp. 459-464.



hut serve that same form-giving role in European
architecture?

JR: Yes, in a sense | think it does, and | think it does so
also in other civilizations, for instance, Meso-America.
But | think the hut is also important in Indian
architecture precisely because constructed stone
architecture arrives in Hindu India rather late, which
leads one to presuppose (the argument from silence is
always very problematic, but one may suppose) that
there was a long tradition, which must have been
handed down by craft-methods and craft-rituals which
accompany craft-methods, and probably also by work-
songs in which a whole timber structuring of the
building process was commemorated. This, inevitably,
as in most craft traditions would go back to the original
inventor of building who made the hut, as it were, in
the image of his own body. Hence the dome-head
analogy is of such enormous importance.

Let me restate this. In many craft traditions, there is
an originator of the craft, whether— as he often is in
Christian traditions —the saint, like St. Crispin, the first
shoemaker, or whether—as in classical traditions —
he’s a god and hero. There’s always a founder of the
craft who, sometimes by accident and at other times
through revelation, found the original technique of the
craft. That's really what | meant when | said that the
songs and the rituals of craft commemorate the first
maker who, as it were, made the craft out of his own
body.

MWM: Joseph, in India the range of early forms of
sacred architecture included open-to-air altars,
hypaethral structures, and freestanding pillars
symbolically connected to cosmogonic origination and
cosmological order. To that sacred repertoire,
Coomaraswamy wished to add the simple hut, the
primitive hut. It seems to me that the thing which
distinguishes the hut as a model for sacred architecture
from other forms is that it provides shelter; by providing
shelter to a hermit, who represents a spiritual
potentiality, the hut is humanized in a way that
cosmogonic and cosmological sacred monuments of
early India were not. Is there any symbolic role for the
function of shelter in European architecture that
parallels that humanizing aspect of the hut in India?
JR: Not directly, but there is an area of ignorance
where you have to enlighten me. Are there records of
stone or even carved wooden shrines — highly worked
shrines, at any rate—in which a ramshackle or a
simple hut for a hermit or a holy figure was put on the
temple platform?
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MWM: Probably the most unusual example of a true
hut-form used as a temple would be at Mahabalipuram,
near Madras, in the seventh century A.D., where you
have a range of monolithic shrine-models, made by
carving down boulders. One of these is made in the
form of a simple thatched hut above a moulded
platform standing next to much more elaborated
Dravidian shrines.

JR: | don’t quite mean that. | mean that there should be
a shrine on a platform, perhaps with or without a
central column, on which a hermit or a holy figure
came to live and built himself a hut for the duration of
his lifetime, as it were, or for a period, which then
disappeared or was taken down or was burnt—which
was a temporary structure as against the permanence of
the platform itself.

MWM: Not that | know of, but also | don't think in
ancient India that there is evidence of substantial
platforms of that sort being built. Simple altars for ritual
practices were built, but such an altar is not extensive
enough to then involve a hermit’s shelter being built on
one. Rituals do exist where the earth itself is taken as
the “platform’ (bhumi), with a central pole, and a
shelter is built to carry out rites related to cosmogonic
creation as part of agricultural recreation, and there
was also a tradition of large terraced structures, on the
tops of which stupas or temple-shelters were built (it
would, of course, be interesting to know if these ever
were impermanent structures).

What one does sometimes find are sites where a
particular hermit had made his home and which may
have had a temple built on them or nearby after the
hermit's death. A remarkable example would be the
Maladevi temple at Gyaraspur in Central India, where
there is a cliff and a rock ledge under which a famous
hermit seems to have made his shelter. This ledge now
juts into the body of the present temple, forming a
natural roof for its sanctum.* To build the temple in this
location, in fact, architects had to build an enormous
artificial platform up the side of the hill in order to
support the structure.

Let's go back to the symbolic value of shelter. The
primitive hut in Europe, the idea bf which you trace in
On Adam’s House in Paradise, is a model for the
primordial act of making architecture. To me it had
seemed the moment when primitive man provided
shelter for the first time, by even pulling branches from

4. Michael W, Meister, “Jain Temples in Central India,” in
Aspects of Jaina Art and Architecture, edited by U. P. Shah and M. A.
Dhaky, Ahmedabad, 1976, pp. 223-241.



a tree to give himself protection from the rain, but was
that function of shelter in any way itself conceived as a
moment of transformation toward civilized man?

JR: The question you ask is really about the nature of
human shelter as against animal shelter, because in fact
the building of shelters is an instinctive activity of a
great many species— fishes and birds and mammals
(such as beavers), The great apes, of course, build
shelters, and indeed it's their way of socializing space.
Some mammals, like dogs and cats, socialize space by
using their pee to mark boundaries; others need to
construct shelters. Gorillas, particularly, are builders
of quite elaborate nests. But none of these animals
that we know of —and indeed | wouldn‘t think it
conceivable —think or feel their nests metaphorically;
man is the quintessentially metaphoric animal, and
making metaphors is a human activity. | insistently go
on saying “‘there is no architecture without architects’’;
the architect is the person who thinks before he builds
and anyone who does that in my vocabulary is an
architect. Therefore, | would say that a hut only
happens when the man who bends the bow and twines
the elastic branches around thick bits sees in that
activity and in that shape something that has not made
itself but refers to other things.

MWM: | think certainly Coomaraswamy would have
agreed with you. | think the hut he speaks of is
important to him for two reasons. One is that the hut
with its potent ascetic within it— or with an object of
sacred power such as in some of the early Buddhist
caves where the stupa itself is encased within the form
of a hermit's hut—acts as a metaphor for spiritual
potentiality, for the possibility of the aspirant to ascend
from this world toward a different level of realization.5
To demonstrate that a simple thatch hut could have
such a metaphoric role in India is one of the purposes
of his article. The other role that | think he emphasizes
for the hut is its form-giving character —that, on the
basis of a primitive hut, much more elaborated hutlike
structures could be developed for an architecture meant
to shelter, not simply the hermit, but images of divine
reality in human form for worship. Shelters for those
images take on ever elaborating architectural forms,
which he still sees as uitimately derived from elements
of the hut— elements such as dome, cornice, and

5. “Svayamdtrnnd: Janua Coeli,” in Lipsey, ed., 465-520; for a
stipa encased in a hut (even having a wicker-screen window) see the
cave at Kondivte, Maharashtra, ca. first century 8.c., illustrated in
Susan L. Huntington, The Art of Ancient India, New York and Tokyo,
1985, p. 75, figs. 5.19, 5.20.
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clerestory taken from early village and urban
architecture in India.

| think the question would then be whether, in
European architecture, the idea of the primitive hut also
has a form-giving role or only an intellectual role in the
evolution of architecture and thinking about
architecture. )
JR: Well, clearly the idea of columns around a
perimeter and of a pitched roof over the columns in
Greek architecture referred to an earlier construction. In
fact, the problems of Greek builders were partly due to
the fact that the kind of architecture that they were
producing in stone commemorated two separate kinds
of building, one kind with flat roofs and the other kind
with pitched roofs, which were not altogether matched
but which were the archaic forms to which Greek
architecture referred and which Greek architects
wanted to see commemorated through their buildings.
So in fact it's very much not only a form-giving
precedent but a problem-setting precedent— a formal
problem-setting precedent,
MWM: Coomaraswamy, in his article, actually spends
much time exploring the fragments of evidence he can
get from reliefs and texts. He tries to put that evidence
together to show a formal evolution leading to later
Hindu temples. The details of that evolution are not
fully worked out in his article, perhaps not fully worked
out in his lifetime.® The most difficult formal leap |
think he has to make is from the primitive hut itself to a
domed structure with gables, used to shelter images,
that is of much greater complexity than the thatched
hut itself. It's possible that what he did not fully
recognize is the fact that the hut provided primarily a
metaphoric or paradigmatic value for otherwise palatial
structures, with domes, that took their additional
meaning from the fact of their sheltering manifesting
forms of divinity. The palace as well as the hut (as
Coomaraswamy did recognize) contributed to the
development of forms for the later Hindu temple.” Is
there a similar duality in the way in which the hut
contributes to European architecture?
JR: Not exactly the same way, but there are, of course,
parallels. In antiquity there were a number of primitive
huts that were either maintained and reconditioned to
look primitive but new, such as the Ariopagus in
Athens or the two huts in Rome, both of which were

6. Michael W. Meister, “On the Development of a Morphology
for a Symbolic Architecture, India,” Res 12 (1986): 33-50.

7. Michael W. Meister, “Altars and Shelters in India,” aarp 16
(1979): 39.



called the house of Romulus. And there were others
where the hut was actually enclosed in a marble
structure, or at least a stone one. That's one aspect of
it—the hut as a relic—but the other aspect of this
problem is the hut as a formal model or, if you like, as
a legitimation. As construction becomes more elaborate
and materials more precious and more permanent, so
the recall of the first building with its virtue of being a
primary answer to necessity is a prime legitimation.
Therefore you will find palaces in which that kind of
reference is made to the house of the first founder or to
the ancestors of the family. You will find it in
coronation ceremonies, even the absurdities to which
Napoleon went to recall the coronation of
Charlemagne. The decadent form was the mania for the
lactic hut in the palace like the famous dairy of Marie
Antoinette where the primitive hut becomes a toy.
MWM: Coomaraswamy points out that the hut of the
solitary ascetic collectively becomes the form for the
monastery, that the monastery is a collection of
individual ascetics in their separate cells which then,
arranged around a courtyard, becomes the model for
the Indian monastery. Is there a similar linkage in the
thinking of Europe?

JR: Certainly not in the European monastery, which
starts, of course, as an assemblage of hermits in
Thebide in Egypt, but by the time it becomes an
architectural form it is already cenobitic, it already has
a rule, and the first monasteries that we know, with the
exception of orders like the Carthusians, are already
formal buildings. The Carthusian monasteries were, of
course, collections of huts and the whole of the
Carthusian ethos is about each monk and his cell
being, as it were, a unit of prayer and work that only
needed a limited contact with other monks in public
worship and occasional recreation, but otherwise,
basically, each monk was involved with what he was
doing within himself. They are not, however, the
common form of monastery.

MWM: Are there other traditions which glorify the hut,
the primitive hut, or hut-forms into real architecture in
more permanent forms?

JR: Well, in Meso-America | guess the cbvious example
would be those curious Mayan oval huts that are
reproduced in sculpture much as they were in India.
The nunnery at Uxmal has a hut over the door of each
chamber and in that sense it clearly was intended to
represent a series of huts. The huts over the doors are
almost keystones; they’re hieroglyphs meaning
‘’chamber equals hut, door equals hut.”
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There are a number of rituals involving building
primitive huts all over the world. The Japanese
commemoration ceremonies are one instance. There
are certain specific rituals in the Western world (as in
the Jewish and Roman festivals already mentioned),
where fields of huts were built outside the town and a
certain amount of eating and drinking— particularly
drinking— had to go on in them. The Jewish
regulations about the hut required that you be able to
see the sky through the branches on the roof so that,
although the roof should be more or less waterproof, it
should still be permeable. That guarantees its character
as a hut.

MWM: The huts that Coomaraswamy describes are
sealed at the top but the symbolism of the dome he
analyzes in his later work involves the idea of the top
of the dome being permeable; its crowning circular
plate is likened to the cranial hole through which the
spirit escapes (or like the smoke-hole in a Central Asian
yurt),® and the spirit of the dying man or the spirit of
the aspirant in a religious ceremony is likened to the
smoke which rises through that hole and forms a pillar
parallel to the central axis of a cosmogonic monument.
How much of that sort of thinking about the
relationship between the individual, the architecture in
which he carries out ritual, and cosmic order do you
find in different periods in the West?

JR: The idea of the smoke escaping from a

smoke-hole in the roof, which may be vertically above
the fire or which may be at an angle to it (it may be in
the gable-ends of the hut)—the idea of that as a kind of
revelation is fairly pervasive, You get it in Rome, you
get it in Greek architecture (particularly early Greek
architecture). It seems to me echoed, though not
expressly stated, by the Greek custom of making the
statues of the gods so big that they practically touch the
roof. In fact, in our terms, the formal relationship
between the statue of a god and the temple was very
uncomfortable because the god was always so big that
he practically went through the roof, so that in that
sense the statue’s head was identified with, was in the
roof, and this imagery was a very persistent one in
European thinking about building— the association
between the roof-structure, pediment, and the head of
an actual image, or of a metaphoric image that we can
draw over the building.

MWM: Certainly, in India, in later temple architecture,
the size of the temple is directly related to the size of

8. “Pali kannika: Circular roof-plate,” in Lipsey, ed., 459-464.



the image in the sanctum, although the size of both
temple and image seems in some instances to have
been related to the size of the donor, so that the donor
became the source of absolute measure in a structure
otherwise developed in terms of proportional
relationships.®

JR: In the Greek legend about the origin of the Doric
order the presence of an actual standard of
measurement taken from the human being is very
explicit. The Greeks arrive in Asia Minor remembering
the way they built on the mainland — particularly the
temple of the Aga Karaiya, which seems to have been a
model building— but not knowing, as Vitruvius says,
the rules according to which such a building had been
built. They therefore invited a young man of particular
beauty (although again this is implied rather than stated)
to make an imprint of his foot, and they measured his
foot against the body of the five basic styles and
therefore based the Doric order on the foot-to-height
proportion. It seems to me that, as in all these relations,
we are dealing with the memory of a rite, and | have
no doubt that at some point actual city founders,
donors, or some sort of model figures produced the
standard measurement. In fact, when Vitruvius talks
about how to set out a temple, he starts off with the
whole measurement of the site and then the site is
divided up into modules, so you don't start by setting
out your module, you start with the full measure, and
that full measure is presumably either paced out or
walked out or in some way set down. It would not,
presumably, just have been by the use of string.

What you have surviving of Maurya-period
architecture in India (ca. third century B.c.)—and these
caves are almost the first examples of Indian
architecture after the Indus-Valley period — are faceted
caves, some of which contain the stone “image” of a
hut. One of these, on its fagade [the Lomas Rsi cave in
the Barabar hills of Bihar] —and this | find particularly
striking — represents an extremely elaborate
architecture, in timber and presumably other materials
(terra cotta perhaps), which bears witness to a very
specialized building industry. This fagade presents a
kind of building with a fully identifiable image, very
deliberately shown, with structural members very
clearly delineated, so that there is no possible doubt
about what is being represented. And yet we have no
records of this sort of timber architecture — inevitably,

9. Michael W. Meister, “"Measurement and Proportion in Hindu

Temple Architecture,” Interdisciplinary Science Reviews 10 (1985):
248-258.
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because timber doesn’t last that long— nor do we have
accurate records of how these buildings were put
together, so in fact the stone images are the records.
MWM: Coomaraswamy, in his article, demonstrates a
methodology that combines close attention to
terminology and texts and equally to the kinds of stone
representations and replicas that survive—a close
attention to visual evidence as a major source for the
analysis of architecture. However, such representations
are not the original architecture. They are already
transformed. To what degree does that transformation
limit their utility as evidence?

JR: Well, if you have no other evidence! . . . Such
representations are limited, of course, but you have no
counter evidence, certainly, and without them you
have no argument at all. You could not have that kind
of sculpted representation without there being the kind
of architecture that is represented. The carving of cave
faces with a hypothetical or fictitious architecture is
unthinkable, nor could you have that kind of carving
without a highly developed building industry already in
existence. Whatever the limitations, therefore, | think,
that such carvings are as powerful evidence as there is
of anything in history.

MWM: There are two kinds of representations. The one
is of the primitive hut in a context defined by the
narrative surrounding it. That representation, | think, to
Coomaraswamy provides a model for the meaning of
the hut in the Indian tradition. It's a pattern of the hut
with the ascetic in the forest that is repeated in one
context after another. The other kind of evidence is the
kind which one finds, in early Buddhist caves in
particular, where wooden architecture is replicated in
stone. That replication of wooden forms provides us
with a major source for our knowledge of what the
elaborated wood architecture of early India would have
been like. There also are reliefs of cityscapes which
give a sense of what the clustering of urban architecture
would have been like. However, in the cave tradition,
one sees this replication of wood architecture become a
new language of stone architecture, where the plastic
quality of the replica allows for abbreviation,
condensation, scale changes, and substitution that
creates a decorative reality to the stone fagade that
would not have been there in wood.

In the history of stone carving and its references to
wood architecture in the West, is there a similar sort of
transformation of architectural language?

JR: Well, the carving of caves in India is, of course, in
no sense a primitive architecture. It's a highly



developed architecture, a very sophisticated and
complex architecture, so in a way it's irrelevant to the
“representation’’ ‘of the primitive hut. Of course the
caves do contain hut representations and in a sense the
stupa is also a kind of hut representation, or perhaps an
extrapolation from the idea of a kourgan (a hillock with
a hut inside it), so the two things are, however
remotely, related in one way or another.

Now, in Europe, the return to the hut is never quite
as powerful as it's been in India. The appeal of the hut
turns up in Europe, in theory, over and over again, but
in representations it’s not very frequent. It's not until the
eighteenth century that it becomes an absolutely crucial
legitimation point for the theory of architecture and
therefore the image then becomes repeated very, very
frequently.

Many years ago, the Belgian archaeologist Carl Hentse
wrote a book called The Hut as the World-Place of the
Soul,"™ and in it he traced the use of the primitive hut
as a burial form, particularly in southeast Asia and
China. There are these traditions, and of course we
have the transformation of the primitive hut into a
bronze urn in China; both the thatch roof and the
cross-corners of the logs appear very explicitly.

MWM: The type of hut that one finds in India, certainly
the kind of hut that Coomaraswamy documents and is
fascinated by, is usually a circular structure with a
thatched dome, and that domical form seems essential
to the kind of symbolic meaning and formal meaning
that Coomaraswamy ascribes to this tradition. Does the
hut in the European tradition need to be in any
particular form?

JR: The primitive huts of the Italians —the Roman
primitive hut—was certainly circular, but it does look
as if the huts used as a frequent form of burial both in
Italy and in Northern Europe were square as well as
circular. It has been supposed that some are for female
and some for male burials, but there is absolutely no
evidence for making such an identification, at the
moment.

MWM: In the eighteenth century, when the idea of the
primitive hut becomes so significant, does that refer
back to a particular form of hut or only to the idea of a
primitive shelter?

JR: No, it refers back precisely to the primitive hut. All
the images make it look as close as possible to a Greek
temple so that the whole burden of constant reference

10. Carl Hentze, Das Haus als Weltort der Seele, Stuttgart, 1961.

to it makes it plain that columns supporting a pitched
roof with a cross beam —which looks like columns
supporting a pediment— are the origins of all
architecture. This hut provides something quite different
from the image that Coomaraswamy is looking for in
Indian huts. It provides a surrogate “nature,” in that it
provides man’s direct answer to need (i.e., the need
which is satisfied by instinct to produce the first

. artifact). It is by the direct passage from need to
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satisfaction, through a kind of Lockian comparison of
bad experiences with different forms of shelter, that you
get the image constructed. The image is the direct result
of this process and therefore has the legitimacy of a
guasi-natural object that re-bases, as it were,
architecture on nature.

MWM: Coomaraswamy subtitles his article ““Huts and
Related Temple Types’’ and first sets up an analysis of
the range of primitive huts available and then sees that
form transformed into temples which seem in no way
like a primitive hut— temples which are described, in
fact, as palaces and are taken by worshipers to be the
palaces of the divinities that they are worshiping within
them. What | think Coomaraswamy implies is that the
significance of that primitive hut, that primordial hut,
for the religious meaning of the temple is incorporated
into later structures sometimes simply through the
persistence of the dome, but also in other ways that do
not require the kind of referencing to its original
primitive form that you describe in the West.

JR: Would this significance be familiar to all worshipers
or only to the craftsman and to those who speculated
on this kind of issue?

MWM: | think Coomaraswamy would be implying that
there was a kind of homologous relationship between
the simple form of the hut with its sacred center —the
ascetic— and the palace of the divinity with its
anthropomorphic image, and that that homologous
relationship would be sensed by anyone brought up in
the Indian tradition. | don’t think he would imply that
the average worshiper or the average craftsman would
have been able to articulate that relationship.

JR: | think the problem is that in Europe this kind of
figure of the holy man did not quite exist in the way in
which he exists in India. The ascetic holy man is a
relatively rare figure in Greek mythology and even the
seer as a holy man, like Tiresias, is not thought of as
particularly ascetic and certainly not as an isolated
figure. He's very much a figure who gets himself
involved in human affairs, as his part in the Oedipus



story makes quite clear, So they do not exist in Greek
and Roman lore. They exist certainly in Syria amongst
the Jews, but that's a different story.

Now, when it comes to Christian building, the
relationship between the church and the catacombs
was such that many of the Latin churches were built on
top of or near martyrs tombs; in some way they
commemorated or replicated the use of martyrs’ tombs
as altar-stones or stones for celebrations of holy
banquets or liturgies. Seeing the holy table as a human
body and ultimately as itself the tomb of the body of
Christ maintained the body-image at the center of the
building; it did not maintain it in the form of the hut
but rather in the form of the tomb.

MWM: | think Coomaraswamy’s hut or the hut in India
would also be a tomb without the enlivening figure of
the ascetic within or the divine manifestation within the
temple. The shelter would be only a shack without that
which is sheltered within it. Does the idea of the
primitive hut in the West require the inhabitant, or only
the form of the shelter?

JR: | think there’s no doubt that the inhabitant is not
figuratively a terribly important adjunct to the type of
hut.

MWM: On the other hand, | suppose that the architect
is important, that is, that someone has made the hut—
that the act of making the primitive hut was an act of
architecture.

JR: Yes, | think there is never any question of it being a
natural product. It's always made by human beings,
however elementarily it's decorated. It's always
deliberate; its image is always that of a deliberate act.
MWM: Well, | think the daub and wattle hut, the
thatch hut that Coomaraswamy sees as the most
primitive stage of the Indian hut, is clearly man-made.
However, in the literature he describes, the role of the
architect—the act of architecture producing shelter—is
not much involved in the symbolism.
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In terms of the way the architectural tradition in
Europe chose to look back to the primitive hut, what
role does the primitive architect play? Is the significance
the fact that he is a model for later architects or is his
significance that he represents the original act of
making architecture?

JR: | think it's very much the second.

MWM: Joseph, one last question about methodology,
perhaps. Since you are an architect and have worked a
great deal with historical documents and texts, and
Coomaraswamy, though not an architect, was
concerned with both the visual and textual evidence
available to him, let me ask whether as an historian
you would give priority to one source or anothe;.
preference to one source or another, or be able to
distinguish the individual virtues of the two kinds of
sources available?

JR: | think one of the historian’s main duties is to weigh
the evidence and to decide where the evidence is more
or less reliable, where it is of a higher or lower quality.
| think there are no absolute rules in this particular
game. | think part of Coomaraswamy’s genius was in
being able to put his finger on the telling evidence. As
between visual and verbal evidence, it's when you can
mesh the two together that you've got an interesting
proposition..

MWM: Which gives you greater pleasure: responding
to the built monument or finding that mysterious
document that explains something that had no
explanatiop before?

JR: Well, of course, unless I responded to the
monument | wouldn’t be looking for the document, so |
think you are always in a double bind as an historian.
It's when the monument begins to mean something
special to you that you begin to link the monument to
texts and begin to look for the textual evidence to tell
you why you are having this experience—or perhaps
not. Perhaps only experience will remain mysterious.






GENERAL INDEX

In order to accommodate the heavy use of references in much of Coomaraswamy'’s
scholarship, sources cited by him — even in passing and in footnotes — have been
included in this index. Principal entries are- indicated by the use of bold face;
Figure references are indicated by italics.

abacus, 20

abhasa, 77, 88, 91; as a method, 73

Abhayadeva, 90

Acharya, P. K., 72-98, passim; Indian
Architecture According to the
Manasara-silpasastra, 72, 84, 90;
Dictionary of Hindu Architecture, 3n,
/n,72

aditala. See floor, ground

Age of the Gods, The (Dawson), 3f

aggala. See bolt

aisle, 25, 28

Ajanta, 47, 57, 60.57, 64.69, 65

Ajmer: bund pavilions, 93

dlambana (plinth), 97; -baha, 41, 73.
See also balustrade

alinda (verandah), 32.3, 38, 42.20, 57,
61, 74, 80, 81, 107n; screened by
curtains, 47. See also balcony;
gallery; porch; verandah

altar, 14.22, 18-22.23-30, 24-26.33-42, 74,
75, 105, 107-108.3-6, 110.8-9, 117.20,
126, 131. See also marica; vajrasana;
vedika

“Altars and Shelters in India” (Meister),
127n

amalaka: origins/definition, 74,
111-112; crowning member of
Sikhara, 52.35, 60.59, 63, 66.72/74, 86,
111.11, 112.12-13, 122

Amaravati reliefs, 74, 75, 94, 95; cities,
city-gates, 3n, 8.13-17, 11.8, 13, 17;
gavaksa-arch, 64, 67; huts & shrines,
107.3, 115.17,116-117, 118.22, 120-
123; palaces, 36.74, 46.24, 47, 50.31,
54.41, 56.44, 59, 61, 63; tree-shrines,
19,21, 22.30/32, 26.37-42, 27,29

Ancient Ceylon (Parker), 77, 92, 94

Ancient Monuments, Temples, and
Sculptures of India, The (Burgess),
120-121
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angana (court), 718.25, 28,57, 59, 63, 74.
See also courtyard; rajangana

Anguttara Nikaya, 106, 108

anidvara (accessory door), 11, 15, 16,

19, 74, 85
Annandale, N.: “Plant and Animal
Designs . ..,” 91

Antagada Dasao, 45, 89

antarattala (tower), 4.5,5,6.8,7, 11.B

antepura (inner town), 33, 35

antepurika (court women), 33, 34.9,
50.31, 59, 61

Anuradhapura, 90, 123; Lohapasada,
37,92; Ratana Pasada, 37, 41;
Thaparama Dagaba, 77

apartment. See room

Apastambha Grhasatra, 41

drama: gardens, 5; monastery, 105

Arbmann, Ernst: Rudra, 87, 109n

arch: construction of, 125; gate-a, 9,
11, 711.A, 12.20-21,13, 15, 16, 23, 25;
window-a, 48, 51-57, 65, 67, 68.79-84,
74,76, 80, 117. See also candrasala;
gaviaksa; torana

Archaeological Museum, Mathura. See
Mathura Museum

Archaeologie du Sud de I'Inde
(Jouveau-Dubreuil), 47, 55, 72

architect, 75, 96; historical, 75, 98-99.
See also craftsmen

“*Architecture interprété dans les bas-
reliefs du Cambodge, L’
(Parmentier), 123

Architectures hindoues (Parmentier),
55n, 107n

architrave: a with roof elements, 55,
60.59, 65; examples of carving from,
4-8.4-17, 20-22.26-32, 27-29, 117.21,
122. See also torana

ardhatala. See floor, second

argala. See bolt



Art and Architecture of the Indian
Subcontinent, The (Harle), 118n

Art gréco-bouddhique. .., L’ (Foucher),
94, 107, 108n, 114, 121

Art of Ancient India, The (Huntington),
127n

Arthasastra (Kautilya), 2, 3,5,7,9, 11,
13,15, 16, 38,45, 73,74, 79, 83, 85, 86,
92, 95-97

artisan, 84. See also craftsmen;
kammara

artist, 84. See also craftsmen

Asoka, 19, 20, 21, 25, 27, 29, 43n

Asokadvadina, 19,21, 25

Aspects of Jaina Art and Architecture
(ed. Shah and Dhaky), 126n

Atharva Veda, 80, 90, 93, 95, 96

attala (defence tower), 2.3, 5,7, 16, 75;
gopur-a, 89. See also tower

Attasilini (DhsA.), 35, 37, 38, 45, 47,115

Audumbara coins, showing pavilions,
123

Aurangabad: mandapas on architrave,
123

Ausgewihite Eszahlungen (Jacobi),
37n,77,91,94,97

auspicious sign, on wall, 37

Avadanasataka, 77, 83, 94

avasaraka. See osaraka

Babylon, 16

Bachhofer, L.: Early Indian Sculpture,
65,122,123

Badami, 122, 123; gavaksa-arch at,
64.70, 67

balcony, 86; “elephant-nail” b, 7n;
latticed b, 39.62, 52.34, 53.37-40, 63;
palatial b, 47, 57, 61; projecting b,
17.25,22.30, 25,27, 42.18, 50.31;
shrine with b, 716.18, 116-117. See
also dlambanabahu; hastihasta;
vedika

Bana: Harsacarita, 23n, 33n, 37, 41, 45,
47

Barabar Hills, caves in, 706.7, 129

bark garment, 120, 121

Basarh (Vaisal?), 111, 120

base: pillarb, 23, 95

basement: brick b of gate-house,
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8.12-17,9; palace b, 36.13, 37, 52.34,
63, 80; steps of, 41; stone b, 51;
stipab, 92,97, 108.6, 114. See also
bhitti

bath(room), 41, 84

battlement, 4.4/6, 6.7-9,7, 10.1, 18.23,
23; Bharhutb, 78.25, 28

Baudhdyana Dharma Sdtra, 3, 93

bay window. See sihaparijara

beam: b-end, 51.32, 55, 61; horizontal
b, 96, 106, 130; supporting b, 9, 69,
85; tie-b, 115; tied b, 90. See also tula

bed: b-room, 35; bench/couch, 89, 92

Bedsa: assembly hall, 42, 59, 87

Beldr, 79

Benares (Varanasi), 8.13

Bhaja: assembly hall, 23, 42.18, 59;
window at, 51, 58.51, 65

Bharata. See Natyasastra

Bharhut, 3n, 13, 85, 86, 122; origin of
trefoil arch, 55; insc’s. identifying
kuti, pasada, sabha, 92, 93, 108.6,
109, 110.8, 114-117,120-121; reliefs
showing palaces, 32.7-4, 43,57,
58.54, 62.61, 65; tree-shrines, 74.22,
18.24,19,21, 23, 24.35, 25, 27.37/39,
28

Bhasa: Pratimanataka, 23n

Bhitargaon: gaviksa-niche, 62.63, 65

bhitti, 37,90, 91, 97. See also basement

Bhuvane$vara: Muktesvara temple, jali,
66.78, 67 ; Parasuramesvara temple,
52.35,63,712.12

Bijapur: fortress gate, 70.79,19

Bikaner: palace with cloud painting, 98

Binyon, L. and T. W. Arnold: Court
Painters of the Grand Moguls, 120

blind: b window, 51; window-b, 56.48,
65

Bloch, T.: Notes on Bédh Gaya, 21n, 23

Bodhgaya: Bodhi-ghara, 19,21, 123;
called Uruvel3, 21, 23; hut shown,
109, 121; inscs., 21, 21n, 87; palace
scene, 54.42, 58.55-56, 63, 65; roofing
element, 66.73, 67; temples, 705, 112,
114.15,122

bodhi-ghara, 14-26.22-42,19-29, 69, 75,
123

bodhi-manda(la), 25, 69, 75, 96. See
also vajrasana



Bodhi-tree, 14-24.22-36,19, 25, 28;
altar/railing for, 89, 97; cult of, 23, 75

bolt, 11, 43,78

Borobudur: cusped-arch, 67, 68.81, 76

Bosch, F. D. K.: “Het Lingaheiligdom
von Dinaja,” 88

brackets, 25, 37, 78, 86; animal b, 114,
115; illus., 20.28, 24.36, 39.16, 51.32,
59, 61, 62.63, 65

Brahma, 59, 61

Brahmaloka, 61

Brahmanism, 3. See also primary
sources, Brahmanic

Brhatsarmhita (Varahamihira), 91

brick, 88, 90; b-layers, 5, 96; b-
platform/floor, 37, 41; b-walls, 2.1-3,
7,9,15, 37, 38, 51; structures, 50.33,
62.63-64, 63-67, 68.83

bridge, 97; b with torana, 8.14,13,17; b
overamoat, 2.3,7-9, 10.79, 711.A,19;
hastinakha-causeway, 7, 15-16, 83n

Brown, Percy: Indian Architecture,
Buddhist and Hindu, 106, 115; Indian
Painting Under the Mughals, 79

Buddha: b’s cankana, 25n; b’s life
scenes, 8.15,17, 20.26, 23, 27, 35, 61,
67, 87,96, 108.6, 109-110, 109-110.7-9,
121, 123; b-image as cult object, 21

Buddhacarita, 11, 48, 55

Buddhagosa: comm. on Cullavagga,
38, 43n, 51, 59, 74, 78, 80, 90, 94, 97;
Sumangala-Vilasini, 86; Visuddhi
Magga, 33n, 35, 37, 41, 45, 47, 106,
107

Buddhism, 2, 23. See also primary
sources, Buddhist

Buddhist Art in India (Griinwedel), 87

Buddhist Stupas of Amaravati and
Jaggayyapeta (Burgess), 47, 61, 94,
121,123

building material, 51, 88, 90-91. See
also ceiling-cloth; cement; clay;
copper; earth; gairika; gem;
granite; grass; iron; loha; losta;
marble; mud; parhsu; rock; rope;
sand; sphatika; stone; straw;
timber; wattle; wood

building ritual, 125

bungalow, 25

Burdwan: arch, 67, 68.80
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Burgess, James, 41n, 65, 67, 89; The
Ancient Monuments, Temples, and
Sculptures of India, 120-121;
Buddhist Stupas of Amaravati and
Jaggayyapeta, 47,61, 94, 121, 123;
Inscriptions from the Cave Temples
of Western India (with Indraji), 47n;
Notes on the Amaravati Stapa, 75;
Report on the Buddhist Cave
Temples, 98, 123

Burma: cusped arch, 55, 67, 68.82

caitya: c-ghara, 19, 48, 77; c-window,
75-76. See also cetiya-ghara

Calukya art, 57, 87, 89, 118.23, 122;
Bammoja (architect), 98

Cambodia: representation of boat, 123

cammakara, 5. See also craftsmen

canda-sala: palace room, 43, 45

candrasala (gable window), 75-76, 84;
See also gavaksa; nagabandha;
panjara

carpenter, 3n, 5, 37, 69, 93. See also;
vaddhaki

Catalogue of the Archaeological
Museum, Muttra (Vogel), 55, 59

Catalogue of the Indian Collection,
Boston, 7n, 104; Mughal Paintings,
79

Catalogue of the Museum of
Archaeology at Sanchi (Hamid), 122

Catalogue of the Museum of
Archaeology at Sarnath (Sahni and
Vogel), 74, 87,122

cave, 129-130; c-facades, 39-42.16-20,
41, 46.26, 81, in Barabar hills, 106.1,
129

ceiling, 122; -cloth, 43n

cement, 37

cetiya-ghara (tree-shrine), 19,41, 77;
apsidal plan, 24.35, 25, 26.39, 28;
arched windows of, 48, 55, 59, 65;
sela-c (Bedsa), 81. See also caitya;
caitya-ghara

Chalukyan Architecture (Rea), 87

chamber. See gabbha

chatta. See roof

Cheazarla: votive shrines, 118, 122

Chikkaballapur: Mallikarjuna
Chinnappa (architect), 99



Chittor: Jaita (architect of
kirtistambha), 98-99

church: as body image, 131

citra, 77; pictured curtain, 43n. See also
ornament, painting, sculpture

cittakara (painter), 5.

city, 3-7.15, 33, 75; -gate, 2-13, 15-16,
33, 35, 83; Asia Minor ¢, 129; c of
righteousness” in Mil., 3-5;
descriptions of c, 3, 89; Indus Valley
¢, 3; illus. of c, 32-36.1-15, 44.22,
54-58.41-56

clay, 43n, 51. See also earth; mud

Cola: apsidal structures, 83

column, 25, 37-38, 97, 125,127, 130;
hasti-nakha c, 80-83, 81. See also
pillar, stambha, thambha

Conjeevaram Inscription of
Mahadevavarman | (Jouveau-
Dubreuil), 88

construction: arch ¢, 125; theatre c, 93;
village c, 87, 90. See also house,
construction/typology; thatch;
tie(s); tile; wattle and daub; wood/
timber, construction

Coomaraswamy, A. K., 103-105, 119-
120; Catalogue of the Indian
Collection, Boston, 7n, 104;
Catalogue of the Indian Collection
Boston: Mughal Paintings, 79; "'Early
Indian Architecture,” 61, 104n, 105n;
Essays in National Idealism, 103;
History of Indian and Indonesian Art,
43, 104; “"Huts and Related Temple
Types,” 103; “Indian Architectural
Terms,” 7n, 15, 19n, 23n, 45, 47, 57,
104; The Indian Craftsman, 84, 93,
103; ’An Indian Temple,” 105;
Mediaval Sinhalese Art, 5n, 15, 51,
78,79, 84, 85, 87, 88, 89, 92, 95n, 96n,
98, 103; “‘Pali kannika: Circular Roof-
plate,” 128n; Selected Papers, 105n,
114n, 125n; “Savayamatrnna: Janua
Coeli,” 127n; “The Symbolism of the
Dome,” 125n; The Transformation of
Nature in Art, 104

Coomaraswamy, Rama, 105n

Coomaraswamy: Selected Papers (2
vols., ed. Lipsy), 105n, 114n, 125n

copper, 89, 92, See also loha
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cornice, 84; const. element, 9, 86,
107n, 114; c with kadus, 61, 76, 80;
c representing roof element, 60.57-
60, 65, 111.11; dome-and-c shrine,
93. 114-119, 121-122, 127

cottage, 109, 110, 122. See also hut

court, 35, 36.71, 59, 80

Court Painters of the Grand Moguls
{(Binyon and Arnold), 120

courtyard, 73; c of hypaethral tree-
shrine, 18.25, 21, 25; monastery c,
55n; royal ¢, 35, 57. See also angana

craft, 88, 126

craftsmen, 5, 84, 98, 130; social
position of, 93. See also architect;
artisan; artist; cammakara;
carpenter; cittakdra; Indian
Craftsman; rathakara; rapakara;
vaddaki

cross-bar, 15,23, 97. See also parigha

Culavarnsa, 13, 69

Cullavagga (Cull,) (Commentary by
Buddhgosa), 23n, 33n, 35, 37, 38, 41,
43,45,47,48,51,59,72,74,75,77-80,
84, 85, 87, 89-92, 95,97, 106, 111n

Cunningham, A., 87; Mahabodhi, 21n,
23,122; Stapa of Bharhut, 13, 19n, 23,
43, 55, 65, 110, 120, 121

curtain, 43n, 47, 54.42, 63; rolled up c,
51, 56.48. See alsoblind; screen

Dabhoi: city gate, 72.20, 13,19

daub. See wattle and daub

Dawson, C. P.: The Age of the Gods, 3f

decoration (building). See ornament
(building)

Deogarh: lintel with gavdksas, 62.65,
65; medizval jila, 66.76, 67; shrine-
model, 71717.71, 122

devaloka, 61

Dhaky, M.A. See Shah and Dhaky

Dhammapada, 80

Dhammapada Atthakatha (DhA.), 5,9,
38, 41n, 79, 110; Buddha ascends the
Ganges, 123; hand impression, 23n;
katagaras, 43, 45; ladies’ rooms, 33,
35; sikhara, 111; stapa, 74, 95;
windows, 47, 51

Dhair, 93



Dictionary of Hindu Architecture
(Acharya), 3n,7n,72

Digha-Nikdya (DN.), 37, 93,110, 114;
doors/door-parts, 9n, 11, 38, 47, 69;
inner palace, 33, 35; kdtagara, 43,
86-87; lathe-turner, 88

Digha-Nikaya-Attakatha: description of
Sudhama Sabha, 114-115

Dilwara: Vimala’s Adinatha-temple
inscription, 51

Divyavadina (Div.), 9n, 19, 35, 94, 95

dome: bodhighara entry, 25, 14.22; d-
and-cornice shrine, 93, 107, 108.5-6,
114-122, 115-176.16-19, 118-119.23-
25,127; d and hut, 706-107.1-4, 110.8-
9, 113.14, 126, 131; d and kalasa, 74,
86; d and skull, 125, 128; d and
topknot, 111-112, 107.34, 113.14;
hexagonal d, 776.78, 117-118, 178.22;
squared, 8.15, 118.24, 121; stupa and
d, 45, 95; stone d, 65.71, 67, 108,
1719.25; temple d, 64.71, 67, 118-119,
118-119.23-25; wood d, 108. See also
Coomaraswamy, ‘“Symbolism of the
Dome"”

door, 27, 35, 38, 43n, 47, 74, 80; -jamb,
111, 115; -leaf/panel, 4.4/6, 9, 77.A,
12.21,13, 13.C, 15, 16, 48, 85; -lintel,
62.65, 65, 67; accessoryd, 12.20, 15,
19; Meso-America, d = hut, 128. See
also gate

dormer. See candrasala, panjara,
sthara-panjara

drain (age), 41

Dravidian Architecture (jouveau-
Dubreuil), 55, 76, 79, 86, 89, 90

dvara. See anidvira; door; gate

dvara-kottaka, 32.4, 35, 38, 45, 57, 78-
79,123. See also gate-house

dvi-kuddaka. See dome, dome-and-
cornice shrine

“Early Indian Architecture,” 1-69, 104,
105-124,105n, 123

Early Indian Sculpture (Bachhofer), 65,
122,123

earth, 83. See also clay; mud

Eastern Art (journal), 33, 35n, 37, 104n,
105n, 120

eave, 75, 118; e as roll-moulding, 24.36,
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25; e as roofing-element, 116-117;
false e, 107, 114; timbered, e, 47. See
also cornice, osaraka

Egypt, 128

Elements of Hindu Iconography
(Gopanatha Rao), 73, 77, 85, 104

elephant, 11, 13,17, 61, 80, 91, 123;
—backed, 82, 83; —capital, 14.22, 15,
19.24, 24.35, 25, 28, 81, 83; —cross-
bar, 15; —stable, 110; ~'s nail 7n, 80-
83, 86. See also hastinakha

Epic Mytholagy (Hopkins), 93

esika(ni), 11,16, 69. See also jamb;
post mukha

Essays in National Idealism, 103

European comparisons, 125-131

fagade: cave f, 41, 39-42.16-18, 59;
decorative reality of, 129; f of
pleasure palace, 36.13, 59; f with
pillared verandah, 32.2, 37, 42.20,
46.20, 56.50, 61, 65

Fatehpur Sikri: Panch Mahal, 41

fence, 97, See also wall

Fergusson, J., 123; Tree and Serpant
Worship, 95, 107n, 121

finial: amalakaas f, 111, 117-712.11-13,
116; apex of gavaksa, 55, 62.62;
dome with f, 8.75, 10.18-19, 25, 49.30,
50.32, 64.71, 67, 107.3-4, 108.6, 110.8-
9, 114.16, 115-116.16-18, 116, 117.21,
118.23-24; marker of rank, 87; ridge
withf, 9, 4-11, 14.22, 17.25, 22.29, 32-
36, 43, 46.24-25, 49.27/29, 62.61, 65,
109-110.7-9, 117.20; “Sikhara” = f,
108, 111, 116. See also ghata,; kalasa

Fleet, ). F.: “The Inscription on the
Sohgaura Plaque,” 85, 124

floor, 17, 38, 51, 59; gallery f, 25;
groundf, 2.3, 13, 16, 27, 37-38, 41, 47;
inlaid f, 41; second f, 2.2, 9, 15, 16;
sky f, 38, 43, 47, 59, 61; timber f, 51,
96n; upperf, 2.1, 9,16, 45, 48, 59, 63.
See also harmya; storey

form/function, 21

fort, 41n; gateway or gatehouse, 9,
10.18-19, 12.20-21, 13, 16, 19

Foucher, A.: L’Art gréco-
bouddhique. . ., 94,107, 108n, 114,
21



foundation. See base(ment)
“French window,”” 25, 27, 48. See also
mahdavitapana

gabbha (chamber), 33, 38, 43, 59, 92,
-dvara, 47; dhatu-g, 108; siri-g, 61.
See also garbha, room

gairika, red-chalk wall-coloring, 79

Gal Vihara (Polonnaruva), 96, 123;
cusped arch at, 67, 68.79, 76

gallery, 27, 28, 83, 123; as bodhi-ghara,
21-25; of city-wall, 7. See also alinda;
sihara-parijara

gandhakuti, 23,79, 122; as Buddhist
temple, 112, 777.21, 121; residence
of Buddha in Jetavana garden, 87,
109-110, 770.8-9

Gandhara, 115,121, 122

Ganguly, Mano Mohan: Orissa and
Her Remains, 95

garbha (cella), 109. See also gabbha

garden, 3, 5,35, 41n, 59; -pavilions,
44.21, 61; Jetvana g, 87, 109-110

gate, 7,15n, 17,19, 35, 75, 99; -house
(dvira-kottaka), 3,5,7,9,11,13, 15-
17,19, 21, 33, 35, 43n, 47, 69, 73-79;
-leaves, 9,11, 13, 15, 19; -post (esika),
11,16, 69; -way, 7,9, 11, 13,16, 19,
107-109, 117. See also city; door;
fort; tower

Gaur: Sona Masjid, cusped arch, 57,
67, 68.84

Gautama Dharma Satra, 84

gavaksa: as balcony window, 25n,
47-48, 63,79, 80, 109; development
of pattern, 51-57, 59-66.54-78, 61, 65,
67; g = candrasald, 76. See also
window

geha, 45n, 47,57, 59, 61. See also grha

Geiger, William: trans. of Culavamsa,
13, 19n; trans. of Mahavarnsa, 73, 74,
86, 96-98

gem, 51

Ghantasala (A.P.), relief, 116.18

ghara, 79-80. See also bodhi-ghara;
cetiya-ghara; geha,; grha; house

ghat, 7,97

ghata, 9. See also finial; kalasa

Gobhila Grhya Satra, 11n
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Goli Village: relief showing hut, 121

gopanasi. See rafter

Gopinatha Rao, T. A.: Elements of
Hindu Iconography, 73,77, 85, 104;
Talamana, 72, 95

gopura. See gate-house

Govardhana: palace at, 52.34, 63

Government Museum, Madras. See
Madras Museum

granary, 5,124

granite, 37. See also stone

grass, 90, 120. See also reed; straw

Greek architecture/builders, 127-131

grama, 105 -

grha, 55n, 79-80, 93. See also bodhi-
ghara; cetiya-ghara; geha; house

grille (vatayana), 48, 51, 97. See also
lattice

Griinwedel, A.: Buddhist Art in India,
87

Guide to Sanchi (Marshall), 16, 17, 25n,
27,28,45,61,75,87

Guide to Taxila (Marshall), 79

guild, 5,94

Gupta period, 74,109, 112, 122;
decorative forms, 48, 62.65, 65, 66.72/
74, 67; first use of makara to crown
torana, 85; pre-G, 111, 120, 125;
temple, 111.77,122

Gwalior: houses, 53.40, 63; fortress
gate (Hathi Paur), 13, 72.21, 19

Gyaraspur: Maladevi temple, 126

hall, 47n, 93, 106; assembly h, 109, 115;
cetiya h, 41, 77; elephant h, 110-111;
gate-house h, 15, 16. See also cetiya-
ghara; sala

hammiya. See harmya

Hanoi: M6t-Cot, 38, 52.36, 63

Harle, ). C.: The Art And Architecture
of the Indian Subcontinent, 118n

harmya, 57, 63: mezzanine floor, 6.8-
11,9, 15,17, 19; palace, 80; pavilion,
15, 45; sky-floor, 38, 43.

Harsacarita (Bana), 23n, 33n, 37, 41, 45,
47

hastihasta (balustrade), 41, 73, 80, 123

hastinakha, 7n, 80-83, 86; -dlinda, 59,
74; causeway, 7; enbankment, 15-16;



pillar, 42.19, 47, 59, 81. See also
elephant’s nail

hastiprstha, 82, 83

Hathi Paur. See Gwalior

Hathi Gumpha (Udayagiri,
vanesvara): inscription, 45, 92

Hentse, Carl, The Hut as the World-
Place of the Soul, 130

“Het Lingaheiligdom von Dinaja”
(Bosch), 88

HindrF Sabda Sagara, 25n, 48

Hindu Tales (Jacobi; cited by AKC as
Meyer), 77

Hindu Temple, The (Kramrisch), 105

History of Indian and Indonesian Art,
43, 104

Hocart, A. M., 41, 77

Hodson, G. H.: Languages, Literature
and Religion of Nepal and Tibet, 47

Hopkins, E. W.: Epic Mythology, 93;
““Position of the Ruling Caste in In-
dia,” 69

house, 5, 16, 45n, 74, 79-80; Adam’s h,
125; construction/typology, 36.71,
59, 76, 85, 87, 90, 92, 95-97, 108-110;
merchants’ h, 53.39-40, 63; pent-h,
15, 43; summer h, 93; white (plas-
tered) h, 37, 78. See also cottage,
gate-h, hut, shelter

Hsiian Tsang, 69, 75, 94

Huntington, S.: The Art of Ancient
India, 127n

hut, 16, 105-111,106-107.2-4, 113, 120-
121; primitive h, 125-131; rules for
making h, 108; Toda h, 51, 112: See
also cottage

Hut as the World-place of the Soul, The
(Hentse), 130

““Huts and the Related Temple Types,”
103

Hattemann, W.: “Miniaturen zum Jina-
carita,” 97

hypaethral temple, 19, 21

Bhu-

indakhila, 9, 13. See also indrakhila;
threshold

“Indian Architectural Terms” (IAT.),
7n,15,19n, 23n, 45, 47, 57, 72-99, 104

Indian Architecture According to the
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Manasara-Silpasastra (Acharya), 72,
84,90

Indian Architecture, Buddhist and Hin-
du (Brown), 106, 115

Indian Craftsman, The, 84, 93, 103

Indian Museum, Calcutta: Amaravati
image, 123; Bharhut, 21n, 28;
Mathura, 61, 63

Indian Serpent-lore (Vogel), 120, 122,
123

“Indian Temple, An,” 105

Indische Paliste und Wohnhiuser
(Reuther), 19

Indra: gate-house surrounded by im-
ages of, 9, 78-79; palace of, 32.1, 57,
93, 7108.6, 121

indrakhila, 15. See also indakhila

Indochina, L’ (Maspero), 38n

Indus Valley, developed city-sites, 3,
129

Inscription on the Sohgaura Plaque,
The'’ (Fleet), 85, 124

Inscriptions from the Cave Temples of
Western India (Burgess and Indraji),
47n

iron, use of, 75, 88. See also loha

Ishtar Gate (Babylon), 16

Jacobi, H.: Ausgewidhlte Eszdhlungen,
37n,77,91,94,97; Hindu Tales (cited
by AKC as Meyer), 77

Jafna (Ceylon), shrine on coins from,
123-124

Jaggayyapeta: relief representing
wooden shrine, 117, 117.20, 122

Jain Stupa of Mathura (Smith), 97

“Jain Temples in Central India”
(Meister), 126n

Jainism. See primary sources, Jaina

Jaipur: city gate, 70.19, 19; merchant
house, 53.39, 63

jala. See gavaksa; grille; window

jamb, 11, 37, 115. See also esika

jar/bowl, 86; -rest, 73,77, 87; golden b,
110. See also kalasa

Jataka(].), 3n, 4-9, 15n, 25n, 33-51, 69,
75,79, 87,89, 91-94, 96, 98, 106-108,
110, 115; artisan esteemed by king,
84; Chaddanta J, 8.13, 17; Harita ),



55.42, 63; Manikantha ), 120;
Migapotaka J, 120; Nidanakatha ), 80;
Sama ], 120; Silanisarha }, 123; tree-
worship, 21; Uda ), 120; Vessantara },
4.5, 6.9,16-17, 120; war of relics, 6.8,
17

Java, 55

Jetavana garden, 87, 109-110, 110.8-9

Jetuttara (city), 4.5, 6.9, 16, 17

Jodhpur: palace, 53.37-38, 63

joist. See tula

Jouveau-Dubreuil, G.: Archaeologie
du Sud de I'Inde, 47,55, 72;
Conjeevaram Inscription of
Mahadevavarman |, 88; Dravidian
Architecture, 55, 76, 79, 86, 89, 90

Junagarh (Kathiawar): Uparkot, 60.58,
65

Junnar: monastery, 42.20, 61

Kalas, The (Venkatasubbiah), 84

kalasa, 79, 86. See also finial; ghata

Kalidasa: Kumdarasambhava, 48;
Meghadiita, 79; Raghuvarnsa, 43, 48,
55,76, 80

Kalpa Satra, 80. See also Paryusana
Kalpa Satra

kammdara, 5. See also craftsmen

kannika, 45, 65, 86, 114, 125, 128n. See
also roof-plate

Kapilavatthu (city), 4.4, 9n, 16, 34.8, 57,
109.7

Karli: assembly hall, 40.17, 59

Karparamanjari, 33, 79

Kathiawar: palatial cornice, 67, 65;
Talaja, 46, 60; Uparkot, 60.58, 65

Kautiliya Arthasastra (Meyer), 45, 73,
74,79,83,97

Kautilya, Arthasastra (KA.), 86, 95-97;
city, city-gates, 2-16, 38, 45, 92;
house-frame, 85; reservoir, 73; table
of measure, 74; shrine/chapel, 79, 85

kavata, 110; door panels, 6.7, 9,11, 16,
17,48, 78, 85; gate-leaf, 12.20-21,19;
k-pittha, 115; shutter, 65. See also
panel

karerikuti (in Jetavana garden), 87, 109,
110.9,121

Kern, J. H. K.: Manual of Indian
Buddhism, 87

Kesava Temple at Belar (Narasimachar),
79

Khajuraho: Kandariya Mahadeva
temple, 7712.13

Khilcipura: torana, 66.74, 67

Khodla: cusped arch in matha, 67,
68.83

kingpost of house, 45

kirttimukha, 60.59-60, 65, 65.71, 67, 85

kitchen, 41

knot, 112. See also rope; tie

Konarak temple: use of iron, 75

Kondane: assembly hall, 39.76, 59;
Balaka (architect), 98

Kondivte, 51, 127n

Kosala: city gate, 6.70

kosambakuti (in Jetavana garden), 87,
109, 770.8-9, 121

kosthagira, 85, 124. See also granary

Kot: relief with hermit’s hut, 120

Kramrisch, Stella: The Hindu Temple,
105

kidda (wattle), 106-107, 106-107.2/4,
120

kadu (Tamil), 86, 106; faces in k,79;
pavilion, 76; window-like ornament,
48, 49.27-30, 61, 76, 82. See also
candrasala; gavaksa

kumbha. See kalasa

Kumrahar: Kusdna plaque representing
Buddhist temple, 105, 174.15

Kumarasambhava (Kalidasa), 48

Kurari: door lintel, 66.75, 67

Kurarhgi (queen), inscription. See
Bodhgaya

Kusana period, 72; architectural
examples from, 22.37, 29, 31, 59, 61,
63, 65, 106.2, 112, 120-122; gavaksa
evolution, 47-48, 55; Kumrahar
plaque 705, 114.15

Kusinara (city), 4.6, 6.8, 8.15,16,17

kata: finial, 87; k made of earth, 83;
roof-ridge, 9, 32.2,37, 43, 57, 62.61,
65, 80. See also ridge

katagéra, 86-87: abode of Boddhi-
sattvas, 45; barrel-vaulted k, 49.27/29,
50.32, 61; domed k, 45; upper
palace-room, 32.2-3/6, 34.8, 36.13, 38,
43-51, 52.34, 56.46-49, 57,59, 62.61,
63, 65,92,108



kuti, 87; as shrine, 109; hermit’s hut,
105, 114, 121; k with hexagonal
dome, 170.9, 117, 120; panna-k, 86;
vacca-k, 90. See also gandha-kuti;
hut; karerikuti; kosambhakuti

Languages, Literature and Religion of
Nepal and Tibet (Hodson), 47

Lalita Vistara, 86

laterite, 90-91

latrine, 90

lattice: rail pattern, 51; wallwindow,
48, 52.34, 57, 58.51-53, 60.60, 62.61,
63, 65. See also grille; vatayana

lavatory. See latrine

leaf: door-1, 48, 85; of tree, 105, 106,
115

Legende de 'Empereur Acoka, La
(Przyluski), 19n

Legende du Buddha (Senart), 108n

Lipsey, Roger, 104; Coomaraswamy:
His Life and Work, 103n;
Coomaraswamy: Selected Papers,
105n, 114n, 125n, 127-128n

loha, 88. See also iron

Lohapasada: at Anuradhapura 37, 92;
in Mhv., 33, 43, 73; with roof of
copper, 88, 92

Longhurst, A. H.: “Origin of the
Typical Hindu Temple of Southern
India,’’ 115n; Pallava Architecture,
118,122

losta (slag), 88

Lucknow Museum: Mathura, 56.45/50,
62.66, 63, 65, 122

Madhyamikasatravrtti, 9n
Madras Museum: Amaravati, 8.15/17,
11.B,17,19,21n, 22.32, 29, 118, 120
Mahabalipuram. See Mamallapuram
Mahabharata, I9n, 69, 93, 94
Mahabodhi (Cunningham), 21n, 23, 122
Mahabodhivarnsa, 69
Mahéparinibhéana Sutta, 78
Mahavagga (Mv.), 45,77,79, 84,99, 114
Mahavagga Atthakatha (VvA.), 45, 51
Mahdavarnsa (Mhv.): bodhi-gharas, 19,

21,23, 69; gates, 3n, 5,7, 9; palaces,
33,37, 38, 43, 45, 47, 51; terms, 73-75,
78, 85, 86, 88, 89

mahavatapana, 25, 28, 48. See also
window

Mahavyutpatti, In

Maisey, F. C.: Sanciand its Remains,
123

Majjhima Nikaya (MN.), 3n, 13, 43

makara, 64.70-71, 85, 88; -torana, 55,
67, 68.81

Malappaluvar: Agastye$vara temple,
Colesvara-chapel dome, 64.71, 67

Mamallapuram, 86, 123; rathas, 41, 126;
Arjunar, 49.28, 61; Bhimar, 49.29,
50.32, 55, 61; Dharmarajar, 779.25;
Ganesar, 49.27, 61; Gangavatarana
shrine-model, 778.24, 119, 121;
Sahadeva r, 82; Shore temple, 49.30,
61

Manasara Silpaﬁ\stra, 72-74,77,97-98

manca, 2, 89, 96. See also vajrasana,
vedika

mandapa. See pavilion

Mandasor. See Khilcipura

Manimekalai (Cattanar), 87

mansion, 5, 33-38, 34.8, 43, 48, 59, 79,
86. See also palace; pasada; prasada

Manual of Indian Buddhism (Kern), 87

Mara, assault of, 20.26, 27, 28

marble, 51, 114, 128. See also stone

market, 3,5

Marshall, John: Guide to Sanchi, 16,
17,25n, 27, 28, 45, 61, 75, 87; Guide
to Taxila, 79

Maspero, H.: L’Indochina, 38n

Masson-Oursel: ““Une connexion dans
I'esthétique de I'Inde, la notion de
Pramana,” 92

materials, 51. See also building material

Mathura, 6.7-11,17, 18.23,19, 21, 22.31,
23,27-29, 36.12-13, 44.22, 46.23, 51,
54.43, 55 56.45-50, 61-65, 78, 97, 106.2,
117.21, 120-122

Mathura Museum, 21n, 29, 55, 59, 61,
63, 65, 121; Catalogue, 55, 59

Matsya Purana, 33n

Maurya period, 3,77, 129

Maya, Queen, 54.41, 63; dream of,
34.8,47,57-59



““Measurement and Proportion in
Hindu Temple Architecture”
(Meister), 129n

Mediaeval Sinhalese Art (MSA.) 103;
artisan, 84; construction, 15, 51, 78,
85, 89, 90, 92; craft, 5n, 79, 87, 95;
pillars, 95n, 96n; Sariputra, 99

Magesthenes, 3, 7n

Meghadata (Kalidasa), 79

Meister, Michael W., 103n, 125-131;
“Altars and Shelters in India,” 127n;
“Jain Temples in Central India,”
126n; “Measurement and Proportion
in Hindu Temple Architecture,”
129n; “On the Development of a
Morphology for a Symbolic
Architecture,’”” 104n, 127n

Meyer, Hindu Tales. See jacobi

Meyer, ). )., 15,77,97: See also
Kautiliya Arthasastra

Meso-America, 126, 129

mezzanine, 9, 15, 38

Milinda pariha (Mil.): description of
city, 3-13, 75, 89; house/palace, 33,
35, 45, 80; parts of vina, 98

“Miniaturen zum Jinacarita”
(Hittemann), 97

moat: citym, 2.3, 3-7, 11.A, 11n, 15-17;
palace m, 35, 80n, 91. See also
parikha

monastery: called prasada, 37, 109;
collection of cells, 55n, 105, 128;
Jaina, 41; luxuries in, 41; near river,
93; verandah, 42.20, 61. See also
parna-sala

Morris, William, 103

Moslem Architecture (Rivoira), 76

Mo6t-Cot. See Hanoi.

Mount Abu. See Dilwara

Mrcchakatika, 15n, 35, 43n, 48, 55

mud, 106. See also clay; earth; wattle

mukha: city entrance, 2.3, 6.70, 9, 15-
17; gandharva-m, 60.58, 65, 76, 79,
80; porch of shrine, 123; simha-m,
85. See also entrance; kirttimukha;
porch

mukhavatti. See bracket

Mukheriji, P. C.: Report on the
Antiquities of the District of Lalitpur,
73,76
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Musée Guimet (Paris): Ghantasala
relief, 716.18

Museum of Fine Arts, Boston:
Coomaraswamy as curator, 103;
Mathura pieces, 19.23, 21n, 28, 106n,
117,121-122; Catalogue, 7n, 104;
Catalogue of Mughal Paintings, 79

Nadsdr, vihara: cave no. 2, facade-
relief, 123; grille, 51, 58.52-53, 65

naga-bandha, 89

naga-danta, 35, 121

“Nagadipa and Buddhist Remains in
Jafna' (Pieris), 124

Nagari: roofing element, 66.72, 67

nagara, 89; n-vaddhaki, 5. See also city

Nagara, 89; N-Sikhara, 52.35, 111-112,
112.12-13, 119

Nagarjunikonda: inscription, 69

nail, 88, 90. See also elephant’s nail

Narasimachar, Kesava Temple at Beldr,
79

Natya Sastra (Bharata), 93

Nepal: use of “kataghdra” to designate
temple, 47

niyyaha, 47. See also tala

Notes on Bodh Gaya (Bloch), 21n, 23n

Notes on the Amaravati Stipa
(Burgess), 75

“Numismatic Notes” (Smith), 123

On Adam’s House in Paradise
(Rykwert), 125

“On the Development of a Mor-
phology for a Symbolic Archi-
tecture” (Meister), 104n, 127n

On Yuan Chwang's Travels in India
(Watters), 75

Orissa: Jain Inscriptions, 41. See also
Bhuvanesvara

Orissa and Her Remains (Ganguly), 95

ornaments (building), 90, 91, 96. See
also auspicious sign; painting;
whitewash



osdraka, 75; cornice, 60.57, 65; eave,
34.8, 46.26, 57, 61. See also cornice;
eave; kapota

Pagan (Burma): Sulamani-temple
torana, 67, 68.82

painter, 97. See also cittakara

painting, 73, 77; knowledge of, 84;
““Nagara” p, 80; p as room-
ornament, 37, 89, 98; p on cloth, 80;
panel for p, 92; red wall-pigment, 79.
See also citra

prakara, 21, 33. See also pakara; wall

pakhapasa, 37. See also wall-binding

palace, 13, 16, 32-58.1-56, 33-57, 59, 63,
78,87, 93, 130; description of parts,
41, 80; gallery court, 25n, 27; king's
P, 5, 15n, 33; painted room, 77, 80,
98; p of Indra, 32.1, 57, 93; vernacular

forms, 109. See also mansion; pisida;

prasada

palankeen, 71.B, 46.25,94, 123

Pali Dictionary (Pali Text Society), 75,
94, 98, 106n, 115

“Pali kannika: Circular Roof-plate,”
128n

paligha, 7, 11. See also moat

Pallava period, 83, 86, 118-119, 122, 123;
dome, 95, 718.24, 119.25, See also
Mamallapuram

Pallava Architecture (Longhurst), 118,
122

palmette, 67, 68.84, 91. See also
pancangula

pamsu (grit, laterite), 90-91

pancangula, 37, 91. See also palmette

pancaram (Tamil), 47, 48. See also
panjara ,

Paricatantra, 33n, 45

panel: door-p, 9, 11,15, 38; p for
painting, 92. See also kavita

panjara, 63, 52.34, 82, 86, 91; siha-p, 47,
63; wagon-vault, 47. See also sihara-
parijara

panna. See leaf

panna-sala, 55n, 90, 106, 120, 121

parapet, 41, 92; battlemented p, 23;
railed p, 25, 47. See also vedika

parigha, 15; elephant-p, 15. See also
cross-bar

park: p-wall, 92; pleasure palace in p,
36.13,44.22, 59, 61. See also garden

Parker, H.: Ancient Ceylon, 77,92, 94

Parmentier, H.: “L’ Architecture
interprété dans les bas-reliefs du
Cambodge,” 123; Architectures
hindoues, 55n, 107n

parna. See leaf

parna-$ila. See panna-sala

Paryusana Kalpa Sdtra, 33

pdasada, 33-65, 80, 123; p-panti, 79;
mansion, 86; upari-p, 35n, 37, 38, 41,
45n, 57; “Vijayanta-p" insc., 93. See
also palace; prasida

Pataliputra (city), 3, 7n

Patanjali, 33n

Patimokha: rules for making huts, 108

Patna. See Pataliputra

patta (band, strap), 90, 91-92

Pattabiramin, P.Z.: Sanctuaries
rupestres de I'lnde du Sud, 118n

Pattadkal, 123; development of
gavaksa, 66.67, 67

pavilion, 79, 80, 85, 93, 97, 108.6;
garden p, 44.21,61; harmya, 9, 45;
kadu, 76; katagara, 43, 86; mandapa,
123; vidika, 110, 116.19. See also
harmya

peak. Seeroof; sSikhara; tower

peg. See naga-danta

Perse, La (Perrot and Chipiez), 15n

Peshawar Museum: dome-and-cornice
shrines, 121,122

Pethavatthu Atthakatha (PvA.), 5n

Pieris, P. F.: "Nagadipa and Buddhist
Remains in jafna,” 124

pillar, 5; central p, 93, 128; const.
element, 9, 37-38, 51, 80, 9%, 117, 122-
123; “elephant’s-nail”’ p, 42.79, 59,
80-83; free-standing p, 15.22, 18.24,
24.35,126; gate/toranap, 11, 16;
metal p, 75, 114; p-knob, 118.22; p'd
gallery, 23, 56.47-48, 63, 105, 109.7;
p-g with lotus-capital, 32.2, 57; p'd
pavilion, 15,27, 41, 44.21,45, 61,
107.4, 108.6; stone p, 87,92, %n;
wood p, 96, 113. See also column;
stambha; thambha

pinnacle. See sikhara

plan: apsidal, 25, 26.39;Bodhgaya p,



23; bodhi-gharap's, 25-29, 26.37-42;
city-gate p, 2.71-3,; oval p, 83; palace
p. 41; square p, 120, 121

“Plant and Animal Designs . . .”
(Annandale), 91

plaster, 37,41,78, 87

platform, 19; stone p, 13, 16; guard p,
15, 16; brick p, 37; stapa/temple p,
74,92, 126. See also vedika, terrace

Polonnaruva: Gal Vihara, 67, 68.79, 76,
123; Sat-mahal-pasada, 50.33, 63, 93

pond, 3, 5. See also tank

porch: -frame, 114, 115; bodhi-ghara
p's, 18.24, 23, 25, 28; cottage p, 109;
monastic p, 42.20, 47; temple p,
49.27-30, 61, 123. See also alinda;
mukha

"Position of the Ruling Caste in India”
(Hopkins), 69

post, 11, 45, 90. See also esika

Prabandhacintamani, N

prakara (enclosure), 92. See also
pdsada; wall

pramana (ideal proportion), 92. See
also Masson-Oursel

prasada, 33, 92. See also mansion;
palace; pasada

pratimanataka (Bha"sa), 23n

primary sources, Brahmanic. See

Apastambha Grha Satra; Arthasastra;

Atharva Veda; Baudhdyana Dharma
Satra; Brhatsamhita; Gautama
Dharma Sdatra; Gobhila Grha Satra;
Kautilya; Mahabharata; Manasara
Silpasastra; Matsya Purana; Natya
Sastra; Patanjali; Ramdyana; Rg
Veda; Sankhydyana Grhya Sdtra;
Sankhydyana Srauta Satra; Satapatha
Brahmana; Silparatna; Suprabhed-
agama; Talamana; Vararuci; Vedas;
Visnudharmottara; Yajur Veda
primary sources, Buddhist. See
Anguttara Nikaya; ASokavadana;
Atthasalini; Avadanasataka;
Buddhacarita; Buddhagosa;
Culavarnsa; Cullavagga;
Dhammapada,; Dhammapada
Attakatha; Digha-Nikaya; Digha-
Nikaya-Attakatha; Jataka; Lalita
Vistara; Madhyamikasdatravrtti;
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Mahabodhivamsa; Mahaparinibhana
Sutta; Mahavagga,; Mahavarsa;
Majjhima Nikaya; Milindapariha;
Patimakha; Saddharmapundarika;
Samyutta Nikdya; Sukhavativyaha;
Sumangala Vilasini; Sutta Vibhanga;
Vinaya

primary sources, Jaina. See
Abhayadeva; Antagada Dasao; Kalpa
Satra; Paryusana Kalpa Satra;
Sthananga Satra; Uttaradhyayana
Satra; Uvasagadasao

primary sources, Sanskrit literature.
See Bana; Bhasa; Harsacarita;
Karparamanjari; Kumarasambhava;
Malavikagnimitra; Meghadata;
Mrcchakatika,; Panicatantra;
Pratimanataka; Raghuvarnsa;
Rtusarnhdra; Sahityadarpana;
Sanatkumaracarita; §f§upé.'avadha;
Uttararamacarita; Vikramacarita

primary sources, Tamil literature. See
Manimekhalai

Przyluski, Jean: La Legende de
I'"Empereur Acoka, 19n

Quackenbos, G. P.: Sanskrit Poems on
Maydra, 109n '

rafter (gopanadsi), 37; bamboo r, 96;
curved wood r, 9, 45, 108, 114; stone
r, 1715.17, 116

Raghuvarnsa (Kalidasa), 43, 48, 55, 76,
80

railing, 38, 74, 97; stair-r, 43, 44.22, 73.
See also balustrade; vedika

rdja-bhavana, as synonym of palace, 33

Réijagaha (city), 6.717, 8.72, 17

rdjangana (king’s quarter), 48, 53.38, 63

Rajput Painting, 55, 98

Ramayana, 19n

rampart, 3-9, 4-8.4-17, 16, 19, 69, 83, 92,
96. See also antarattala; pakara; wall

Ranpur: Dipa (architect of Caumukh
temple), 98

Rao. See Gopinatha Rao, T. A.

ratha. See Mamallipuram

rathakara, 5n, 93. See also carpenter;
craftsmen



ratna-traya, 14.22, 21-22.28-29, 23, 28,
on pillar, 25

Rea, A: Chalukyan Architecture, 87

reed, 45; r-hut (nalagara), 106.8, 120,
121. See also grass; straw

Report on the Antiquities of the District
of Lalitpur (Mukheriji), 73, 76

Report on the Buddhist Cave Temples
(Burgess), 98, 123

Reuther, Oscar: Indische Paliste und
Wohnhéuser, 19

Rg Veda (RV.), 45, 78, 80, 95

ridge, 9, 45, 84; pot-r, 95. See also kita

ritual, 125, 128

Rivoira, G. T.: Moslem Architecture, 76

road, 3, 89. See also street

rock, 91; -cut, 25, 28. See also stone

Rome, 125, 127-128, 130-131

Romulus, 125, 128

roof, 37n, 45, 51, 80, 83, 107, 128;
-apartment, 9, 15, 19, 47; -chamber,
25, 43; -dome, 25; -gallery, 28; -plate,
9, 45, 108, 114-116, 128n (see also
kannika); -ridge, 9, 37, 43, 86, 108,
115; barrel-r, 9, 42.18, 49.27/29, 61;
domedr, 45, 706-110.7-9, 111-112,
114-115; flat-r, 15, 45, 127; peakedr,
43; pitched r (Greek), 127, 130; railed
r, 53.37, 63; reduplication of, 55, 107,
111, 116; r over stapa, 77,127n; tiled
r, 36.13, 59, 110, 111; timberr, 33n,
51, 90, 96. See also thatch

room: cell, 41, 105, 109; bath r, 41, 84;
bed r, 33, 35; gate/guard r, 15, 78;
ladies r, 35; living r, 3, 41; palacer,
27,43, 98; sleepingr, 43, 45, 96; store
r, 85; well r, 13, 15. See also gabha;
gallery; hall

rope, 90, 96. See also knot; tie

Rtusamhara, 38 ,

Rudra (Arbmann), 87, 109n

rapakara (sculptor), 93. See also
craftsmen

Rdpam (journal), 27n, 61, 88

Rykwert, Joseph, 103, 125-131; On
Adam’s House in Paradise, 125

sabha (village assembly-hall), 93;
dharma-s, 109; -khara, 115-117.17-20,
121; Sudhamma-S, 93, 108.6,
114-115,117,122
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Saddharmapundarika, 45

Sahityadarpana, 33n

Sahni, D. R.: Catalogue of the Museum
of Archaeology at Sarnath (with
Vogel), 74, 87,122

$ala (hall): citra-$, 77; gate-house §, 2.3,
9, 12.20,13.15,19, 35, 78; kuiijara-§
(elephant-h), 110; kiataghara-s, 43,
51, 86-87; panna-s (monastery), 55n,
90, 106, 114, 120, 121; resthouse, 5;
Sulka-$ (toll-h), 95; temple with §, 43.
See also candrasila; ghantasala

Salabharijika, 45, 67, 80

salvation, 3

sarnkrama, 2.3. See also bridge

Sarnyutta Nikaya (SN.), 35, 43, 45, 51,
89, 93,106

Sanatkumadracarita, 37, 51

Sanci stapa, toranareliefs: 3n, 86, 87,
90, 95, 105n; of city-gates, 4-8.4-12,
7, 11.A,13, 13.C, 16-17, 109.7; huts/
domed structures, 107-108.4-5, 110.9;
inscriptions, 75, 87, 116.79, 117-118;
palaces, 32-36.5-11, 44.21, 45, 62.62;
tree-shrines, 20-22.26-29, 21-27,
24.36, 26.37-38, 108.5

Sanci and its Remains (Maisey), 123

Sanctuaries rapestres de I'Inde du Sud
(Pattabiramin), 118n

sand, 91

Sankhyayana Grhya Satra, 45, 107

Sankydyana Srauta Satra, 33n

Sanskrit Poems on Mayira
(Quackenbos), 109n

Sarnath: Catalogue of the Museum of
Archaeology, 74, 87, 122; lintels,
60.59-60, 65; shrines at, 112

Satapatha Brahmana, 9

Savatthi (Kosala), 6.0, 17. See also
Sravasti

screen, 43n, 97; formed by curtain,
55.42, 63. See also curtain; grille;
lattice

sculpture, 77; statuary, 9, 57,79, 80

Sculpture de Mathura, La (Vogel), 120,
121

Selected Papers. See Coomaraswamy:
Selected Papers (Lipsey)

Senart, Emile, 96, 108; Legende du
Buddha, 108n



seni. See guild

Sevadjian Sale Catalogue, 121

Shah, U.P. and M. A. Dhaky, eds.:
Aspects of Jaina Art and Architecture,
126n

shelter, symbolic value of, 126-127, 130-
131. See also hall, house, hut, palace

Sherman, Lucien, 105

shrine: bound by ligatures, 90; circular
s, 93, 108.6; dome-and-cornice s,
107, 108.6, 114-117, 115-116.16-18,
119; s domed with dmalaka, 111; son
platform, 126; straw-builts, 111. See
also bodhi-ghara, cetiya-ghara,
temple

shutter, 48, 53.37, 56.46-49, 63, 65, 116
See also kavata

Sign of the Spread Hand. .., The
(Vogel), 23n

siha(ra)-pafijara: arbour, 106; dormer
with window, 25n, 35, 50.37, 48, 61;
latticed balcony, 53.38, 63; roof
apartment, 43, 47. See also balcony

Sikhara: =siha?, 47; Nagara §, 52.35, 63,
66.75-76/78, 67,111, 111-112.11-13;
pinnacle, 108, 110-111, 777.10, 116,
120; reduplication determines, 55,
107, 116, 119; top of wall, 45. See also
tower

Silparatna, 72,78, 79, 87, 88, 94

Silpasastras, 3n, 72, 94, 97. See also
Manasara Silpasastra

simagrha (gate-room), 2.3

singhataka. See square

Sir Ashutosh Mookerjee Memorial
Volume, 73, 87

Sirpur: gavaksa from Laksmana temple,
62.64, 65

Sisupalavadha, 7,15, 83

Smith, Vincent: Jain Stupa of Mathura,
97; ““Numismatic Notes,” 123

smokehole, 128

Sohagpur reliefs, 111, 122, 124. See also
Sohgaura

Sohgaura plaque/inscription, 85, 124

sopana, 37, 94. See also stair; step

source-materials, primary. See primary
sources

sphatika, 51. See also marble

spire. See Sikhara; tower
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square, city/public, 3, 5, 33

Sravasti (city), 25n. See also Savatthi

sreni. See guild

stable, 35, 110

stair, 7,27, 41-43, 51, 80; -way, 9, 15, 27,
36.12, 44.22, 59, 61, 79; external s, 41,
50.33, 63; balustrade, 73; plank, 43,
84. See also sopana; step

stambha, 79, 97; dyaka-s, 75; kirti-s, 98.
See also pillar; thambha

statue. See sculpture

step, 13, 43, 120. See also stair

Sthananga Satra, 90

stone, 51, 127-129; building material,
85, 90-91; casing, 37, 84, 95, 115, 117;
foundation s, 77; granite, 37; inlay,
41; key-s, 125, 128; laterite, 90-91;
marble/limestone, 51, 114, 128;
moon-s, 41; s-altar, 89; s-amalaka,
111112, 7171-112.71-13; s-dome,
64.71,95,108, 115.17, 116, 121;
s-paving, 85; s-pillars, 37, 51, 87, 96n;
s-railing, 97; s-replica of hut, 706.7,
129

storey, 19, 69, 106-107; cornice s,
111.71; ground s, 32.2-5, 57; harmya
s, 6.9, 17; multi-s, 17, 33n, 38, 44.21,
49.27-30, 51, 59, 61, 85, 105, 114.15,
116.18; seconds, 2.2, 9,13, 15, 25;
s with pavilions, 43, 85; uppers, 2.7,
13,15, 27, 38, 47, 48, 57, 63, 65, 83, 86,
117, 121-123. See also floor; tala

straw, 96, 106, 109; -hut (tinagara), 120,
121. See also grass; reed

street, 5; city s, 34.8, 38, 59; mainss, 5,
7, private s, 35, 48; s-corners, 3. See
also road

Studies in Indian Temple Architecture
(ed. P. Chandra), 117n

stdpa, 74, 94, 95, 110, 114, 126, 127, 130;
base of, 79, 85, 92; Brahmanics,
107.4; early use = “‘top," 45, 108;
iron used in foundation of, 75, 88;
Jainas, 79; roofed s, 77, 127n; s with
hammiya, 23, 80

Stapa of Bharhut (Cunningham), 13,
19n, 23, 43, 55, 110, 120, 121

stdpika (roof-top), 107

Sudhamma Devasabha, 93, 708.6,
114-115, 7116.719, 122



Sukhavativyaha, 35, 38, 47

Sumangala Vilasini (SV.) (Buddhagosa),
45, 86, 89, 92

Sumerians, 3n

Sungaperiod, 72,121,123

superstructure, 92, 107n; made of
timber, 23, 37, 38. See also dome;
roof; Sikhara; storey

Suprabhedagama, 73

Sutta Vibhanga, 77

“Svayamatrnna: Janua Coeli,” 127n

Swat: ashlar structure, 111, 121

“Symbolism of the Dome, The,"” 125n
Syria, 131

tala: akasa-t, 34.8, 59; ardha-t, adhi-t,
dvi-t, etc., 38,57; t = floor,37;: t =
terrace, 48, 52.34, 63. See also floor;
storey; terrace

Talamana (Gopinatha Rao), 72, 95

tank, 5, 35. See also pond

Taxila, 79

temple, 13, 47, 55, 89, 126-131;
architects of, 98-99; Buddhist t, 705,
109, 715.15; Dravida t, 49.27-30,
118.23-24, 119.25,121; fire-t, 107.34,
118, 122; iron used in, 75; Nagara t,
52.35,111-112, 111-112.12-13, 61, 63;
located in cities, 3, 5, 35; prototypes
of, 108-111; t called prasada, 33; t
called katagara, 51, 87; t called kuti,
109-110; tree-t, 16, 19-27; water-
symbol in foundation, 77. See also
bodhi-ghara; cetiya-ghara; shrine

Temples de I'Inde centrale et
occidentale (Viennot), 104n

terrace, 47, 52.34, 63, 74, 97; plastered
t, 41; shrine on t, 126; t'd palace, 86.
See also tala

thambha, 86, 97; dhaja-t, 14.22,25, 28,
121. See also pillar; stambha

thatch, 95; cottage/hut with t, 109,
710.8-9,112, 113.14, 122; leaf-t, 106-
107, 106-107.2-4, 115.16; symbolic
value of, 130-131; t-patterns, 45;
t-roof, 84, 96. See also roof

theatre, construction, 93

threshold, 9, 47. See also indakhila;
indrakhila
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tie(s): rope, 90; wood, 37. See also
knot; rope

tile: gem-set, 110-111, 115; t-roof,
36.12,45, 44.22, 56.48, 63

timber. See wood

Toda architecture, 51, 112

tomb, 41, 99, 131

tools, 3n

torana: free-standing, 2.3, 4.4, 8.14/16,

11.A, 13, 16; gate-arch, 9-15,70-12.18-
21,79, 80; makara-t, 85, 88; t-niche,
55, 68.79-84; window, 76, 85, 88. See
also arch; architrave; Sanci stipa

tower: defence t, 6.8-9, 8.15, 17, 59, 75;
gate-t, 3-9,8.17,15,16,19, 75;
octagonal corner t, 26.40, 27; round
t,37n; Sikhara, 45, 52.35, 55, 111,
171.11, 112.12-13, 114.15. See also
attala; peak; Sikhara

Transformation of Nature in Art, The,
104

Tree and Serpant Worship (Fergusson),
95,107n, 121

tree: —ult, 23; —shrine, 16, 19, 21, 23,
108; umbrella over, 21. See also
bodhi-ghara

trisala, crowning torana, 85

tuld (joist), 37, 95, 115. See also beam

Udaipur: island palaces, 93

Ujjain (city), descriptions of, 7n, 80

umbrella: -bearer 8.76, 17; over tree,
14.22, 18.23, 20.26-28, 21, 23, 24.36,
28,116,123

“Une connexion dans I'esthétique de
I'Inde...” (Masson-Oursel), 92

Undavalli (A.P.): rock-cut reliefs,
118.23,122

Uparkot. See Kathiawar

Uruvela. See Bodhgaya

Utpala, 84

uttamagara (roof apartment): brick-
walled 15, 16, 38; analogous with
katagara, 45, 59; u of city-gate, 2.7, 9,
10.18, 19; u of palace, 36.73, 59. See
also tala, kasatala; candrasila;
kataghara; storey, upper

Uttaradhyayana Satra, 7,77, 84, 96, 97

Uttararamacarita, 87

Uvasagadasao, 90, 91



vaddhaki, 3n, 96; itthaka-v, 5, 96;
nagara-v, 5, 89, 96. See also architect,
bricklayer, carpenter

Vaisali: roof pinnacle, 111, 771.70

vajarasana, 69, 89, 96; centered in
hypaethral bodhi-ghara, 14.22, 18.24,
19, 20.26-28, 23, 24.29, 25, 28; space
around, 75; temple of, at Bodhgaya,
21, 112, See also altar; bodhi-manda

Varahamihira. See Brhatsamhita

Varanasi. See Benares

Vararuci, cited from Monier-Williams,
59

vardhaki (craftsman), 96. See also
vaddhaki

vastu, 97; area, 15; real estate, 97

vatdyana. See grille, window

Vedas, 3

vedika: adorned with bells, 85; railing
of bodhi-ghara, 9, 21, 24.33-34;
balustrade/parapet, 711.A-B, 13.C, 25,
38, 43,47, 48,73,92,116, 117, 118;
grille pattern, 51, 97; v does not =
hasti-hasta, 41. See also altar;
balustrade; platform; railing

Venkatasubbiah, A., The Kalas, 84

ventilation, 51. See also screen; jala;
verandah; window

verandah: as gallery, 74.22, 28; inner v,
79n; lowerv, 37, 42.20, 43n, 47, 61,
107n; nov, 75; upperv, 15. See also
terrace

Viennot, O.: Temples de I'inde
centrale et occidentale, 104n

vihara: excavated, 41, 48; structural,
90, 105; v as Buddhist temple, 105,
112,114, 114.15; v as single cell, 105-
106, 110, 110.8-9

Vikramacarita, 43, 80

village (grama), 105; architecture, 108,
109, 122; construction, 87, 90

vimana, 98; dibha-vof Indra, 32.1,57;
palace of gods, 32.4, 33; v-dvara, 38;
v with pavilions, 43, 47, 48. See also
mansion; pasada; palace; prasada

Vinaya, 5, 106, 108 :

Visnudharmottara, 72, 89, %4

Visuddhi Magga (Vsm.) (Buddhagosa),
33n, 35,37,41,45, 47,106,107

vithi. See street
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Vitruvius, 129

Vogel, J. Ph.: Catalogue of the
Archaeological Museum, Muttra, 55,
59; Catalogue of the Museum of
Archaeology at Sarnath (with Sahni),
74,87,122; Indian Serpent-lore, 120,
122,123; La Sculpture de Mathura
(Vogel), 120, 121; The Sign of the
Spread Hand. .., 23n

wall: brick w, 2.1-3,17, 38, 51, 57;
binding of w, 37; cityw, 4-8.4-16, 7,
11/13.A-C, 16-19; hand-mark on w,
91; house/palace w, 15, 25, 33, 35, 43,
53.37-40, 58.45-49, 59, 63, 80; latticed
w, 48, 51, 52.34, 63; niched/painted
w, 37,55, 57; pakara, 21, 33; party-w,
106-107; protection of w, 92; un-w'd
shrine, 709.6, 114-115, 115.17, 117-
118; wood/wattle/straw w, 4.4, 11.A,
15,47, 51,106, 106.2; w-plates, 96,
115; w'd bodhi-ghara, 22.31, 26.40,
27,29; w'd katagara, 32.2-3, 45, 51,
57. See also fence; rampart; pakara

Watters, T.: On Yuan Chwang'’s Travels
in India, 75

wattle and daub, 51, 90, 106. See also
kudda

well, 3, 41; room forw, 13,15

wheel, 35

white ant, 37, 95

whitewash, 51, 78, 106. See also house,
white

Whitney, W. P., 75, 95

window, 16; arched w (candrasila;
gavaksa), development of, 47-48,
51-57,75-76,117; bay/dormer w
(sthapanijara) 47, 91; “chaityaw,” 48,
75-76, 109; face inw, 76, 79, 80;
“French w" (mahavatapana), 14.22,
18-20.25-28, 25, 27, 110, 110.8-9; hut
w, 121, 127n; katagaraw, 43, 47.51,
86; latticed w, 52.34, 60.60, 61.61/66,
63-65, 97; naga-bandhaw, 89;
shuttered w, 53.37, 56.47-49, 63-65,
115.17,116; slit w, 9; temple w, 33n;
vedika-patterned w, 56.45-46, 63-65;
w above door, 74. See also
candrasala; gavaksa; mahavatapana;



panjara; sihapanjara; vatapana; w architecture, “‘exquisite example,”

ventilation 117, 117.20. See also carpenter
wood/timber, 51, 90; altar, 74; as

metaphor, 126, 129; central pillar, 38,

52.36; construction, 19n, 37, 95-96, Yajur Veda, 98

106; decorated w, 78, 90, 92, 97; Yaksas, 23, 89, 104

floor, 41; protection against white

ants, 37, 95; superstructure, 33n, 37,

38,47, 108; turning of, 87-88, 97; Zimmer, H., 95, 96

(See following Index for Preliminary Pages.)
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INDEX TO PRELIMINARY PAGES

Acharya, P. K.: A Dictionary of Hindu
Architecture, xiv; Indian
Architecture According to the

_ Manasara-Silpasastra, xiv

Alampur: Visva Brahma temple, xxvi

altar, xxiii, xxv

amalaka, xxi-xxiii

Asokan pillars, xvii-xviii; See also Irwin

Arts and Crafts of India and Ceylon,
The, xiv

balcony, xvii

balustrade, xvii

caitya-hall, xix

capital: so-called “bell” c, xvii-xviii,
xxiii

carpentry, xvii. See also wood

cave: Buddhist, xviii-xix; c-fagades,
xxiii

construction, wooden, xviii-xx

constructive necessity, xix-note 10

Coomaraswamy, A. K., xiv-xxi, xxiii;
Arts and Crafts of India and Ceylon,
The, iv, xiv; “Early Indian
Architecture,” xiv, xvii, xx, xxiii;
“Early Indian Iconography,” xiv;
History of Indian and Indonesian Art,
xiv, xix, xxi, xxiii; “Indian
Architectural Terms,” xiv, xvi; The
Indian Craftsman, xiv; “An Indian
Temple,” xv, xix, xxiii; Mediaval
Sinhalese Art, xiv, xvii; “Origin of the
Lotus-capital,” xvii, “Pali kannika:
Circular Roof-Plate,” xx; rush
towards metaphysics, xxi; separation
of morphology and significance,
xviii, xx, xxiii; “Symbolism of the
Dome,” xv, xx; water cosmology,
xviii, xxiii

Coomaraswamy, Rama, xiv

cosmology: water ¢, xviii, xxiii

Dictionary of Hindu Architecture, A
(Acharya), xiv

dome, xiv, xx, xxi; d-and-cornice
shrine, xxi. See also “Symbolism of
the Dome”
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Dravida, xxi, xxiii

“Early Indian Architecture” (4 parts),
xiv, xvii, xx-xxiii; Part 4 left
unpublished, xiv; on source of
temple architecture, xxi, xxiii;
utilitarian and symbolic aspects, xx

Eastern Art (journal), xiv-xviii. See also
Horace Jayne; Langdon Warner

facade, xix-xx, xxv-xxvii; conceptual
mechanisms to create, xix-xx

Fergusson, )., xix-note 10, xxi

gaviaksa (window motif), xv

Hindu Temple, The (Kramrisch), xv

History of Indian and Eastern
Architecture. See . Fergusson

History of Indian and Indonesian Art,
Xiv, xix, xxi, xxiii

Hslan Tsang's description of
architecture, v

iconicity, xvii

“Indian Architectural Terms,” xiv, xvi

“Indian Architecture According to the
Manasara-Silpasastra (Acharya), xiv

Indian Craftsman, The xiv

“Indian Temple, An,” xv, xix, xxiii

Irwin, John: “’ASokan’ Pillars” (4 parts),
xviii

jala, xv

Jayne, Horace, xiv

Jouveau-Dubreuil, G.: AKC's praise of,
Xiv

Kramrisch, Stella: conceptual
mechanisms of construction, Xix-xx;
The Hindu Temple (AKC's review of),
xv; “The Temple as Purusa,” xix-note
1

kita (aedicula), xxiii

Kunstform und Yoga (Zimmer), xx

lattice, xvii

lotus, xiii; —capital, xvii, xviii;
—pedestal, xviii-note 4, xxi

Mamallapuram: site as definition of
South Indian form, xxi-note 18

Maurya-period, xvii

Mediaeval Sinhalese Art, xiv, xvii



monastic hut, xxiii

morphology, xviii-xxi, xxiii

Nagara temple, ii, xxvi-xxvii; origin of
Sikhara, xxi-xxiii

palace, xiv-xv, xvii, Xix

“Pali kannika: Circular Roof-Plate,” xx

pavilion, xvii; kdta-p, xxiii

pillar, xiv, xv; “ASokan” p, xvii-xviii; p
as world-axis, xxii, xxiii

rafters, xviii, xix

Rajim: xxiii; Rajivalocana temple, ii,
XXivV-XXV

Rethinking Symbolism (Sperber), xviii

screens, xvii, xviii

$ikhara (tower), xxii, xxvii

Sperber, Dan, xviii, xx, xxiii;
Rethinking Symbolism, xxv

stone: excavations copy wood, xviii-xx;
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originality of as a material, xix

storeys, palatial, xvii; compressed
range of, xix; indicated by amalaka
on temple’s fagade, xxi

Sunga period, xiv

“Symbolism of the Dome, The,” xv, xx

“Temple as Purusa, The” (Kramrisch),
Xix

terrace, xvii

thatch, xvii, xix

Warner, Langdon, xiv

water cosmology. See cosmology

wattle and daub, xvii

window, xv

wood-timber, xvii, xix; w construction,
xviii-xx

Zimmer, Heinrich: Kunstform und
Yoga, xx



