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FOREWORD

With all the special features and qualities of the previous parts
the present part, the fourth in the series of the voluminous work entitled-
“Elements of Indian Aesthetics,” is being introduced to the world of scholars.
Undoubtedly a glorious échicvement but it has been a matter of much grief
“and regret for all students of Indian aesthetics that its learned author has
not lived to see this volume through the press. A silent and sincere academic
. wotker Dr. Shivanarayan Ghoshal passed away quietly on July 29, 1983 when

the last few formats at the proof stage still required his careful attention.

With his profound knowledge of the subject, his capacity for sustained
work and thorough-going nature Dr. Ghoshal would have enriched our
knowlédge of this interesting field of study by many more worthy publications.

But that was not to be ! An irreparable loss indeed !
May his soul rest in peace.

Gaurinath Sastri

Vice~Chancellor
Varanasi Sampurnanand Sanskrit Visvavidyalaya
Mahalaya  Formerly, President
_ October 6, 1983 The Asiatic Society, Calcutta,
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PREFACE

) The source and scope of Part IV. Alike all other parts of the present volume, the prime
source of Part IV too, is the Brahma-Yamalatantra. Among the five broad adhikaranas
( topics) of the Tantra, the Picumata, Taradhikarapa may be appreciated as to be the
documentary evidence of Primitive Arts and Cirafts in India, working with those materials,

which the primitive people, not only of India; but of all over the world, had used to prac-
tise with stones, bones, wood, metal, clay, hard cells etc.

The Tarayaga, as prescribed in the Picumata, is a secret tantrika culture of the
Leftist school - of the Tantra$astra, that advises to prepare some bone appliances made of
human skulls, bones etc. like the tora ( the skull-bowl ), the sruc, the sruva ( kinds of sacri-
ficial big spoons ), the aksamala ( the rosary of bone-pieces intermingled with pearls and
crystal-beads ), the khatva or the wooden cot, engrafted with silver, gold, pearls and gems;
and the bell with the bone-handle. They may be considered as the concrete examples of the
primitive handicrafts, used by the primitive tribes of people from their eaily stage to the
advanced stage of civilization. In addition to them, the Turayaga also advises to construct
an extensive multi-roofed thatched cottage for the performance of the week-long Tuara-
sacrifice, accompanied by a group of co-culturists. On the scientifically disinfected back-
side of the Tura, the Tantra geometrically devises to construct a hexagonal six-petalled
lotus with prescribed colours, to be made with some indicated colours and ingredients, in
which we find an urge of constructive and ornamental Arts,

. The background of the ornamental Art. The art of -ornamentation is an all-India
practice of decorative Arts with different styles and- techniques. In North-India, particularly
from Bihar to the Punjab and Kashmir, there isscarcely a cottage door or a palace-gate,
which is neither ornamented with coloured -designs of phenomenal and celestial pattern nor
with mosaic flooral constructions of various coloured stone-cheaps and beautifully curved
wooden thresholds.

Geophysically India may be divided in two arcs of circles. The north-western arc,
as told above, prefers the static ornamental Art, since they could not always enjoy sufficient
peaceful time to devote to the dynamic Art culture of the Rangoli-styled decorative Art for
the political instability there in the mediaeval age. The south-eastern arc extends from
Bengal to Gujrat through the coastal regions, blessed comparatively by Nature to practise-
the Rangoli-styled dynamic Art of Alpana with varying ideas, techniques and styles, changes
able time to time in urge of the nature and the character of the function and the occasion
concerned, -
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The exact source and the chronological history of the Art of Alimpana ( alpand ) is
hardly traceable; since so many specimens of the pre-historic art-models and art-relics of

alpani are located which are curved by free hand and trained hand styles with various
designs, common in the art of Alpana, almost in every site of pre-historic ruins. .

The art of Alpana has two major styles : (i ) Phenomenal, that delincates with diffe-
rent aspects of Nature—like the Sun-rise, the Sun-set, the ocean with the Moon, rivers freql.l-
ented with swans, lotus etc,, the mountain, the tank, wood, birds, beasts, huts, men, domestic
animals and the like, market, medows, field, temple etc,  (ii ) The second is the psycho-
spiritual style of the Alimpana Art. This is generally devised on the lotus=tyle with lotuses
of various kinds, the two-petalled, the four-petalled, the six-petalled, the eight-petalled, the
ten-petalled, the twelve-petalled, the sixteen-petalled, the hundred-petalled and the thousand
petalled, with leaves here and there on the lotus-stalks and frequented by swans, black-bees ’

and honey-bees.

The spiritual implication of the ornamental Art. Ancient Indian Religion is devised on
the criteria of metaphor and personification; since it had been adumbrated in the pre-historic
age. Indians are basically worshippers of psycho-spiritually supersensuous Supreme Abstract,
which may sometimes come to the grasp of our consciousness in the nature and forms of
supra-sensuous and supernatural cosmic entities, called the divine and spiritual bodies or Gods.
Asin the case of an outer image-worship, a votary offers sixteen outer offerings ( soda$opa-
cara ) like a seat, a welcome, a wash, a bouquet etc. as tokens of his inner worship; with
the heart-lotus as to a seat, the cerebral nectar flow for a wash, the eight-petalled heart-lotus
as to a bouquet eic., similarly a lotus-rangoli with a continued lotus-stalk and lotuses of
two, four, six, ten, twelve and sixteen petals represents a spiritual culture through six spiritual
centres to elevate one’s own mortal self, confined in the four-petalled subterranean cell, to the
highest, thousand-petalled, immortal retreat on the sahasrara ( the cerebrum ). The lotus-
stalk personifies here the spinal-cord, through which, the vital energy, or the kundalini-$akti,
leads the mortal self to meet the Paramount Soul in view to enjoy there the transcendental
equipoise. ‘L'he ornamental art of the lotus-rangoli is practically the physical representation
of the inner cosmography for the purpose of external recapitulation of that psycho-spiritual
culture and that is why, it is invariably drawn in a sort of ritual function, so that a votary
should never be detached from the motif of the ritual culture and devotion.

The plan of the Part 1V dealing mainly with the Artistic Handicrafts. The major source of
the Primitive Artsand Artistic Handicrafts discussed here isthe Picumata, Brahma-yamalatantra;
which may be divided into two fascicules : Part IV ( A ) dealing with (i) the Primitive Arts
and ( ii ) the Artistic Handicrafis. The contents of the Part IV (A) is distributed in five
chapters, each discussing respectively :—( i ) Earliest documents of Artistic Handicrafts . in
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In dia; ( ii ) Images of Supra-divine Deities; ( iii ) The skull-bowl in a Turayiga; ( iv ) Ritual
and domestic implements and ( v ) The Yantra-karma, or constructions for sixfold occultism

( which is indicated to be performed by constructing desired ritual diagrams for the purpose ).

Since the ancient Indian Learning is characterized fundamentally into two trends-
the Tantrika and the Vedic, the same norm is also explicit in other streams of the study.
Alike the Tantrika, a parallel trend of the Vedic study in Handicralts and Decorative Art
is vivid. Ritualistic materials, appliances and decoratives are nearly the same in socio-
ritualistic functions of both the studies with the exception of the bone-appliance. In the
Vedic flooral art, food-grains of various natural colours, like paddy, pea etc. are used to
draw coloured diagrams. So far the use of dust-colour of natural ingredients with the base
of the flour and the rice-powder is concerned, it is the same in both cultures, the Vedic and

the Tantrika,

Cosmological diagramic Art of decoration : Construction of mandalas and yantras

(symbolic features of spiritual planes and divine powers) areadvised to be drawn geometrically
on some of the prescribed cosmic planes, for the purpose of spiritual elevation of the soul,
through the way of a ritually processed spiritual calture. Each block within the diagram  indi.
cates each stage to the way of spiritual progress and each colour suggests there the divine
attainment and the status of the supernatural wealth, that a votary may have and enjoy there,
and that is why each step of the diagram should so minutely and correctly be constructed
that no opposite power should cross it and no evil power should create a disturbance
there. Within the mandala, the desired God is to be welcomed and worshipped with his

associates and attendants.

Contribution of Calligraphic Art to the way of the Tanirika Culture : As an image, a
yantra and a mandala symbolize Divine Powers, similarly a letter or a condensed
- syllable may represent the same and may serve the purpose of a medium of
worship, Such syllables are called Bijamantras or the condensed hymns in seed, to the
Divinity. A letter is observed inthe Tantrika Philosophy, as to be an image of God or form of
the Serpent Power ( Kulakundalini ) in urge of creation. To convert the gross body into a
divine body, 50 letters of Indian Alphabet are advised to put into all the fifty vital points
of this physical body as well as spiritual spark-points of the inner body, composed of six or
seven spiritual centres or cakras at the rate of 4, 6, 10, 12, 16 and 2. All these 50 letters
virtually rest in the thousand-petalled cerebral lotus first in two and then in hundred
coils, making it 1000, as diagramically indicated in the 1000-petalled lotus as indicated in
this Part. How those fifty letters of alphabets are to be written, the Tantra-§astra devises a
scientific technique, as discussed in Chapter IV of the Part IV (B). Scripts are changeable by
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nature. The Tantra-$astra had made a bold attempt to standardize them in an uniformed -
character for the tantrika study. :

The secret method of the secret study. Each Sanskritic study has its own . individual
method of study and teaching. The Tantra-§astra has no exception. To explain the inner
significance of a stream of study, a particular educational method, a function of speech and
exposition are advised. Denotation, Indication and Suggestion are the three main functions,
which generally help to elucidate the inner idea of a philosophical text and doctrine. But
they are not always competent to bring out the exact sense of a Tantrika text and doctrine,
The sense of a word, used in the Tantra-§astra, does not always hit the exact idea, through
any of the functions, mentioned above, except a little, by the way of the third function—the
suggestion. But the Tantradastra often points out such senses, which cannot be derived
through a common function—Denotation or Indication. Very few systems of Indian Philo-
sophy, except Poetics, Aesthetics and Esoterics, appreciate the concept of Suggestion. To
extract an inner sense of a tantrika text, the function ‘suggestion’ is not always helpful; but
a fourth function of the abhiprayika-vacana is invariably required; which is quite different
from the said three functions. The knowledge in the dphiprayika-vacana, as .discussed in
the Tantra-$astra, especially of the Leftist school, is inavoidable to elucidate the secret of the
Tantrika text as discussed in the present Part. The tantrika study ordinarily imposes no
restriction of caste, creed, birth, place, age, sexetc. It is secret and prohibited for those,
who are not ritually and traditionally initiated authoritatively, by a well-versed preceptor;
but who has qualified himself in the method, principles of subsidiary and major streams of the
study from the very primary stage, well-practised in the spiritual culture by the way of
yogic formulae and formations of psycho-physical mudras ( gestures ), as discussed through

the scholastic and devotional course of the Tantra-§astra.

Alpana and its Occasions, The sense to beautify one’s own life and environment, well-
explicit in lives of primitive people of almost all countries, may likely be appreciated as an:
inertia of the Rangolityped Art-consciousness; Four chapters from V to VIII of
Part IV B dealing with events, styles, characters, ideas and occasions of alpanas are devoted

to them.

Abanindranath Tagore had classified the art of f_\lpanﬁ in three major sections :—
(i) the alpana of the Narivrata ( socio-ritual functions and festivals observed by the
womankind of Bengal ); (ii) the alpana of the Kumari-vrata ( the same as observed by
maidens of Bengal ) and ( iii ) the dlpana of the lokavrata ( the socio-ritual festivals of the
mythic and tantdka origin and characters, prevalent in Bengal ) in his work, the ‘Bangalar

vrata’.  Alpanas drawn by untrained novice hands of housewives, maidens with.
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innate eagerness, aspiration and curiosity are more appreciated by him than by trained
hands of the technically qualified artists. The work is especially interested to the alpanas,
which are to be drawn in such functions and festivals. In addition to them, there are so
many functions and festivals of all-India character, observed all over the country. Our
work intends to present a broad dissertation on the ornamental arts, to be drawn artistically
-as indicated in proceedings, tales and fables, related to those functions and festivals to celebrate
them in their appointed days, events and places.

The three basic styles of alpana, cultivated in Bengal by woman-kind and common
folk may be classified into ten or more, on the criteria of their individual nature, custom
and religious proposition : like { 1) the vedic, (ii ) the tantrika, ( iii ) the mythic, (iv) the
cosmic, (v ) the spiritual with graphic, geometrical and free-hand styles, ( vi)the socio-
ritual, ( vii) the ceremonial, ( viii) the festive-oriented, (ix ) the folk and ( x ) the local.
Ofthe ten, the rangoli-styled decoratives, related to the vedic, the tantrika, the cosmic and
the spiritual are discussed above in a nutshell The ornamental 3lpana of the mythic chara-
cter circumscribes a very -broad field. In a lunar month of two fortnights, we have thirty
days and 360 days in a lunar year. There is scarcely a day in a year, which does not
indicate a vow or a festival or a ritual ceremony with its own individual significance, suggested-
by Alpana. Most of them are referred-to here with their suggestive alpanas in Chapter V of the
Part IV B. There are also some popularfestivalsof the tantrikaand the mythic origin, fondly liked
by the common people.of both the sexes—young and old andcelebrated with various suggestive -

“3lpani as delineated in Chapter VI. We have six to ten socio-ritual functions of all-India
recognition from the ceremony of the child-birth, right upto the marriage celebration with
their respective meaningful alpana of various designs and characters. All of them find due
aplf)reciation in Chapter VIL. In addition to them there are four National festivals,
indicated for the four major castes of India,—(1i ) the festival of Learning or Con-
vocation for Brahmanpas, (ii) the festival of strength for warriors, (iii) the festival
of wealth for traders and ( iv ) the festival of colour for working classes. To celebrate each
of them, dlpanis of particular kinds and styles are prescribed. Finally comes the importance
of the folk-festivals, not only of all-India character, but of the universal recognition with its
source in primitive and ancient people of East and West, North and South continents.
Ornamental arts—automatic or acquired, enriched our literary wealth. It is never an outcome
of the repose of the mind. Intuition, Intelligence and Imagination work actively behind
any of such art-works. An artist, like a poet, visualizes Beauty by his intuitive eye.

The Art of Alpani is not merely a feminine device of the Ornamental Art of India,
but it is an aesthetic method of Training in Cosmogony, Spiritualogy and Sociology through
the artistic device for attaining three ends of Indian civilization and culture : (1) The
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artistic device of drawing divine Yantras, cosmic Cakras and Mandalas represents aestheti-
cally the nature, function and divine powers, preserved therein, for the authorised ones.
(i) The lotusstyled art of rangoli is virtually the artistic representation to the spiritual
culture, or compulsory aid to all sorts of ritual cultures which indicates in guise of stalk-lines,
leaves, colours and number of lotuses, petals, the course of the spiritual way, with resting
stations of chequered enjoyments, leading the all-blissful final goal, (iii) Finallyitis a
very tender device of imparting—Art-education in India, which not only trains and finds a
way to retain the knowledge in the mind, but creates such an aesthetic and socio-ritual
situation in the minds of trainees, which always keeps interest and enthusiasm to make the
study alive and unfatigued.

It is, therefore, transparent that the art of alpani is not a vagué caprice of an artistic
mind with no definite science and philosophy behind it, but the diagramic alpana in the .
nature of Yantra, Cakra and Mandala suggests those symbolic divine powers and planes,
units of the supra-sensuous energies and a spiritual ladder of the soul for his psycho-spiritual
elevation to goal of the Be-all and End-all, for which he aspires intellectually and endeav-
ours psycho-spiritually.

Heart-felt gratitudes had been extended in the Preface of Part I of the present work
to Sm. Yamuna Sen for her kind labour of love for making some esoteric rare diagrams
and helping Sm. Rita Bhattacharya in drawing other diagrams added to the present Part.

~ The Laksmi-plant, drawn by Sm. Lila Rakshita, a good old lady of 75, is presented
here as a rare specimen of the dlpana-styled Dado Painting of West Bengal Folk-Arts by the
courtesy of Sri S. K. Rakshit, Akalponsh Burdwan. On behalf of me and my publisher,
Chaukhambha Orientalia, Varanasi, let us once again offer our sincere gratefulness to all
concerned who had very kindly extented their co-operations to the service of Art and
Aesthetics.

Vaigakhi Pdrpima, 2039 Satvat. Shivanarayana Ghoshal, Shastri
‘SVASTD, Reader, Department of Sanskrit, Pali & Prakrta
Gurupalli, : Viéva-Bharati : Santiniketana,
Santiniketan-731235

Birbhum,

West-Bengal,

India. -
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saptami; ( € ) Vidhana-saptami; (f) éitalﬁ-saptami. ( viii') Festivals on the eighth day of
months. (a) Janmastami, Nandotsava festival, { b ) Radhastami, (c ) Darvastami,
(d ) Mahastami and the glorious ornamentation in the mid-autumn festival or Durga
Pﬁjﬁ, (e) Navapatrika or the colourful crop-festival, ( f) Import and Ornamentation of
the Bodhana ceremony, (g ) Four National festivals of India: (a) The éra’wagi
upakarma or the beginning and closing of the Academic season for the Brahmanic
community and exhibition of Rangoli. ( b.l1) The festival of strength with colour
show and pomp. ( b.2 ) Weapon worship with slimpana. ( ¢ ) Worship of Goddesses
of Food and Wealth ( Annaptirpa & Vasanti Durga ) on the 8th day of Caitra bright
fortnight and the cosmogony behind the plan of the Sarvato-bhadramandala,
( b ) The vow of Budhistami and the rangoli for it, (i) Adokastami with - its decora-
tives. ( ix ) The ninth day celebration of the fortnight. (a) Durgapuja; (b) The vow of



(%)

v Page
navaratra, its implications and pmamentation; (¢ ) The worship of N?vapatrikﬁ;
(d ) Saptakalpa or seven procedures of the Autumnal fe§ti\.ra]; (e ) Vlj?ya-daéami
or the Victory day and the alpana required for it; ( f) Artistic beautification of the
autumnal festival with various styles of Alpana : (i )Kalparambha or Resolution of
the Autumnal festival; (ii ) Awakening of the Mother-Goddess; ( iii ) Invitation or
Amantrana to welcome the Mother-Goddess; (iv ) Adhivasa, Invocation of Mother-
Goddess; ( v ) Nirajana or aratrika; ( vi ) The multi-styled flooral art in the autumnal
and spring-time festivals. The flooral art for the installation of the image of
the Mother-Goddess. ( g ) The vow of Talanavami and the alpana for it; ( h ) The
Aksaya-navami and the worship of Jagaddbatri; (i) The vow of Rama-navami and -
its decoratives.  ( x ) The tenth day of a fortnight.. ( a ) The festival of Dasahara
and the alpana therein; ( b ) Worship of Aparajita Durga and alpana for it. ( xi) The
eleventh day of a fortnight. The vow of Ekadasi particularly in the months of Asagha,
Bhadra, Kartika and Magha. ( xii ) The twelfth day of a fortnight—(a) The Pipitaki
vow and rangoli therein. (b) The vow of Santana-dvadadi and its alpana; (c) The
fasting and vow of Amalakadvadasi. (xiii) The thirteenth day of fortnight—the artistic
and colourful celebration of Madana-trayodasi. ( xiv ) Thefourteenth day of a fort-
night. (a) The vow of Uma-Mahesvara and allied alpana therein; (b) The vow of Savitr1-
caturdadi and decoratives init; (c) The vow of Ananta-caturdaéi ard ornamenta-
tions in it; ( d ) The vow of Aghora-caturdasi and its rangolis & other ornamentations;
(e) The vow of Sivaratri and its necessary ornamentations; ( f) Campaka-caturdadi,
(xv) The fifteenth day of fortnight-Dipanvita, the festival of Lightand alpanaand other
decoratives there : the third National festival of India especially for trading class.
(i) Dhanatrayodasi; (ii) Bhata-caturdasi; (iii) Mahalaksmi-pGja and the festival of Light;
(iv ) Worship of Daksina-Kalika; (v ) Worship of Gauri-Gapapati; ( vi) Night-
waking with hymus of Mahalaksmi; (vii) Dyuta-pratipat; (viii) Festival of Annakita
(Food-mountain); (ix) Bhratrdvitiya. (xvi) Festivals on full-Moon days. (a) The Vai-
$akhi purpima or the Buddha-ptirnima (for the Buddhist community) with due rangolis
and other ornamentations;  (b) The Snana-yatra or the Monsoon-welcoming festivals
(in the full-Moon day of the month of jyaistha) with alpana and other ornamentations;
( ¢ ) The full-Moon day in the month of Asagha—Guruptirnima or the Teachers’ and
Preachers’ day with necessary alpani and ornamentations; (d) Thefull-Moon day in the

month of ‘érz‘war_la-—(i) ‘The Swing-festival and (ii) The Raksa-bandhana with necessary
alimpana and ornamentations; {e) The full-Moon day in the month of Bhadrapada—
Laksmi-ptja and alimpanaand ornamentationin it; (f) The full-lMoon day in the month
of Aévina and the worship of Kojagari-Laksmi with requisite alimpana and ornamenta-
tion; (g) The full-Moon day in the month of Kartika and the Rasotava with appropriate
alimpana and ornamentation; (h) The full-Moon days in months of Agrahayana, Pausa
and Magha with the Puspabhiseka and worship of Laksmi-Nariyana decorated with
appropriate alpana and ornamentations; (i) The full-Moon day in the month of
Phalguna; the festival of Colour of Holikotsava and the fourth National festival of India
especially meant for the working classes with appropriate coloured rangolis
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and other decorations. Celebrations of burning of demons Holikaor Mendhaka. ( j ) The
full-Moon day in the month of Gaitra—the worship of Laksmi and abhiseka of Nar3-
yana. Reference. '

Chapter VI : Less Important Festivals and Socials : : 135-141

(i) The vow of Jalasankranti and alpana for it. (ii) The vow of Danasankranti
and alpani for it. (iii) The vow of Dadhisankranti and the alpana therein, (iv) The
vow of Annasankranti and the alpana. (v) The vow of Phalasankranti and the
alpana. ( vi) The vow of Dharmaghata and its present motif. ( vii ) The worship
of Vidva-karman and the alpana. (viii) The vow of Kartikeya and the special -
ornamentation with alpana therein. (ix) The vow of Sivamusti and its alpana.
(%) The Tulasi-vow and the ornamental art for it. ( xi ) The vow of Maigala, Hari-
mangala or Mangala-candi and its dlpana and ornamentation. ( xii ) The vow of
Vakapaiicaka with necessary alpanid and ornamentation. ( xiii ) The Rukmini-vow
and its dlpana. ( xiv ) The Pupyaka-vrata and the alpana therin. (xv) The Vina-
yaka-vrata and the special ornamentation and alpana for the same. ( xvi ) The vow
of Sitanavami and its alpana. (xvii) The vow of Suvacani or Subha-siicani Durga
and the special alpanafor the vow. ( xviii) The vow of Satya-Narayapa and its
special alpana and ornamentation. Reference.

Chapter VII : Art of alimpana in Socio-ritual ceremonies : 142-150

1. Ten Socio-ritual consecrations of a Man. (i) Garbhadhana or concep-
tion into the mother’s womb and its relevant ceremonies and decorations;
(ii) Purhsavana or consecration of an expected male child and due ornamentation
for it; ( iii ) Simantonnayana and its relative function and ornamentation; ( iv ) Jata-
karma or the birth-celebration with due alpana and other decorations; ( v) Nama-
karana ( the naming ceremony ) with proper ornamentation; ( vi ) Annaprasana or
the ceremony of taking the first morsel and ornamental rangolis for the function;

. (vii) Cuodakarapa or the first hair-dropping ceremony of the baby and ornamental
decoration there; ( viii) Upanayana or the sacred-thread ceremony and the necessary
alimpana and other beautifications init. (ix) Samavartana, the celebration of the
convocation-ceremony. ( x ) Vivaha and its associate functions followed by various
ritual and social ceremonies, alimpanas and decorations : ( a ) Avyudhanna or the festi-
val of taking the last dinner of celibacy after colourful bathing ceremony; ( b ) Gatra-
haridra ( the turmeric festival ); (¢ ) Varapa and dvaraptja or the welcoming of
the bridegroom and the marriage-party at the gate of the bride’s house;
(d ) Sampradana or Papigrahapa; ( e ) Kulandika or ' celebration of
the marriage by a fire sacrifice; accompanied by five associate rituals :—
(i) aémakramapa or putting the first step on the stonesslab at the house of
the bridegroom; ( ii ) Laja-homa or offering oblation of paddy with leaves of some
flake on the sacrificial fire; (iii) Saptapadi-gamana or following seven steps with the
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husband taking and offering of corn-flake and leaves of $ami tree; (iv) Dhruvadarfana
or showing the Polar star to the wife; ( v ) Sinddra-dana or the painting the forehead
of the bride with vermilion as a pious symbol of the Vedic marriage. " (f) The

Paka-sparsa or the bridal feast and the puspa-fayya or the first night of Honey-Moon
- on a flower-bed. Alpana and ornamentation of various types as indicated. Reference,

Chapter VIII : The Folk Art in India : 151-157

Concepts of Artistic Handicrafts. (i) The éﬁstriya vrata or the ritual vows
of India, ( ii ) The Narivrata or the Female vows of India and ( iii ) the Kumarivrata
or the vows indicated - for unmarried girls. Interrelation between a Folk-tale and
a Folk-art. Impact of the Folk-art and the Flooral-art in early Indian Literature.
The mundane and the imaginary world, Role of Intuition, Intelligence and:
Imagination behind an art-work. . Question of sensuous perception and' supersen-
suous perception, compared with the Pratibha-pratyaksa or the Intuitive-perception
and the Yaugika-perception or the Supersensuous spiritual perception. ‘The point of
departure in the concept of supernaturalism from East to West. Reference.

(2) Index | | | 159
( b) Bibliography & Abbreviation =~ . » o . :172
(c) Errata o I o o 176
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CHAPTER 1

THE EARLIEST DOGU MENTS OF ARTISTIC HANDICRAFTS IN INDIA

1. Two maj‘o} streams of early Indian crafts

The culture of Indian Arts and Crafts has come down to our hands, flowing two
major streams of early Indian Crafts and Technology :—( i) Crafts of making domestic
implements and military instruments and (i) the artistic handicraft of graphic arts with
natural colours on walls of caves and huts of primitive and aboriginal people and the art
of adlimpana (alpana), or ullepana on the thresholds, floors and walls of cottages,
plastered with either the slaty, ov the red-brown clay and painted with the rice-pastes,
rice-dusts, tinged with five common colours : white, red, black, yellow and grey; using chalk
stone, red-arsenic, bitumen etc. and by the way of painting, scrapmg, and scratching,
since the dawn of human civilization, -

Models and relics of such crafts may yet be seen in some museums of Archaeological
Survey of India, excavated from some well-known cities of pre-historic and early historic
ruins,—like Mohenjodaro, Harappa, Lumbini, Vaifali, Pandu-Rajar-dhipi on the Ajaya
Valley etc. They may also be found, being still cultured on hut-walls of the primitive men
of India, like Kolas, Bhilas, Santhalas, Mundas, Giros etc. dwelling in the remote - parts of
Indian hills, valleys and forests.

But, when the art-consciousness in minds of Indian people bad so developed as
to take a refined shape of a complete Treatise of Artistic Handicrafts is not known definiteély.
Our Vedas, Tantras, Puranas, Epics etc. record their ample use, no doubt; but its exact
time of growth and maturity could not be assured, until it had attained wide popularity and
full social recognition. With the culture of the Tantrika Literature, this particular branch
of Indian Arts had enriched sufficiently with its allied Arts, Science and Technology.

The Picu-school of the Brahmayamalatantra, along with its other branch, the
Pingala-school of the Jayadratha-yamala-tantra; under the Bhairava-stream, deposited in the
Sanskrit MSS. Section, Department of Sanskrit, Pili and Prakyta, Viéva-Bharati; appears
" to be such an early work of Indian Fine Arts and Crafts. Conventionally our Vedas
and Tantra with its two main streams, Agama and Nigama, are taken for granted, as eternal.
Historians are generally not in the position to appreciate the concept of eternity in Indian
Sacred Texts and their allied branches of the study; but our Civilization and Culture are
so old, which may go beyond 5000 years and our §astras ( treatises ) record such an old
tradition in them. May not that approximation amount to an eternity ? The approximate
date of the Brahmayamala-tantra, however, has been ascribed in the first part of the present
volume; in a time between the third century A.D. and the fifth century A.D?

In addition to the extra-ordinary ritualistic culture, prevalent in a particular sect
of people, it is supposed to have been migrated here from a certain Himalayan region. The



4 ELEMENTS OF INDIAN AESTHETICS

°tantra deals with Iconography of three grades of images—( i) the supradivine, (ii) the
divine and (iii) the divine-non-divine states with special interest to wood-crafts, bone-crafts etc.,
particularly related to the ritual celebration of ‘Tara’ (a skull-bowl ), with a geometrically
constructed spiritual diagram thereon,; along with the technique of making an aksa-siitra
( rosary ) with bone-beads, sacrificial utensils, colour-composition, scroll-painting etc.

Early Indian technicians did not use metal in craft-technology, until they reached
the Bronze and Iron Ages. The common craft-materials, before Bronze and Iron Ages,
had mainly been stone, bone, wood and clay. The Brahmayamalatantra especially deals with
the technique of stone, bone, wood and clay; though the use of metals like gold, silver,
copper and iron was not completely unknown to them. But their special interest was
confined to the artistic handicrafts of stone, bone and wood industry. On the above
ground, we may take for granted, that the Brahmayamala-tantra is the earliest
documentary work,—that may be appreciated as a representative of primitive Arts and
Crafts of India. This does not indicate that the °Yamalas had been the works of that age.
It may- be appreciated as a ' cultural contribution of a particular clan or a tribe of people; -
whose earliest forefathers were accustomed to that culture, which had been recorded in
°Yamalas. The other name of the Tantrasastra is called the Kula$astra. The particular
clan, that the °Yamala represents, is in favour of taking beef, which was banned long ago
in the later Vedic Age, when the institution of marriage was firmly established.?

In the part I of the present Volume; we have made a chronological survey of
Indian Iconography with special reference to the development of the Ganon of Image-
making; beginning from the 3rd. century A.D.to 12th.century A.D. S far the canon of Image-
making is concerned, the Picumata is more technical than the Pingalamata. The views of
the Picumata is discussed there in brief. Let us here offer a more broad observation of the
Picumata; but, not in full details. It lays greater stress on the canonical measurements of
the three grades of images. ' ‘

The Picumata discussed with three styles of Image-making :—( 1) the atidivya (the
supra-divine), (i) the divya (the divine), (iii) and the divyadivya (the divine-non-divine). Images,
under these three grades, were not ordinarily at par with other schools of Iconography. Only

the few images of the atidivya ( supra-divine ) category had a close correlation with the
canon of Image-making in the Pingalamata.

‘The bulk of the present volume, with its four parts, has considerably grown fat due
to vastness of its study and the field of exploration. The present part is mainly based
on the Picumata, the Brahmayamala®, an early MS. dated 1052 A. D. comprising 22 folia.
Each folio records approximately 48 verses and the complete work covers 22 x48=950
to 1056 verses. It is not possible for the time-being, to give the full text with its translation
as done in the case of the Pingalamata, Pratimadhikaraga, Jayadrathayamala.?
We are, therefore, presenting here a brief survey of the Picumaia with its two subdivisions :—
(A ) the artistic handicrafts as referred to in the Text and ( B)the art of alimpana
as advised to construct geometrical Yantras ( diagrams) on the surface of a Tara and
other materials in the nature of a design of an &dlimpana or a ullepana and a lekhyapratikrti -
( painting pictures on walls and scrolls ) etc. -



THE EARLIEST DOCUMENTS OF ARTISTIC' HANDICRAFTS IN INDIA 5

2. The Canon of Image-making in the Picumata, Brahmayamala

(a) Supradivine images : Images of the Divine Power have been devised into three
grades :—( i ) the divyadhika (supra-divine), (ii) the divya (divine), (iii) and the divya-divya (the
divine-non-divine one ). Under the first group, there are six supra-divine exuberances of the
Paramount Two-in-One 1. éakti, 2. Sadasiva, 3. éaktitraya, 4, érikagtha, 5. Devi, and
6. Umapati. -

( b ) Divine Images : Yoginis, 2. Guhyakas, 3. Mother-Gods with their "attendants
4. Chief of Guhyakas, 5. Viras (male partners of Yoginis and all other Mother-Gods, 5 or 6, 6{;
Rudras, accompanied by the Yoginis ( Brahapika Tantras count them 64 ), attended by
their respective Ksetrapalas present to their appointed places and Lokapatas ( the protectors
of fields and directions.

( ¢ ) Divine-non-divine Images : Rudras 100 in number (they are different from 68
Rudras referred to in the divine order ), 2. Lam3s ( a kind of tantrika supernatural beings ),
3. Raksasas, 4. Nandin, Mahakaila, 5. Two Rivers ( Ganga and Yamuna ).*

3. Measurement for the supra-divine Images

- On the Sun-beam, passing through the shade of a lonely place, where some indivisible
minute particles are seen moving, a unit of them is called a trasarepu. ( Here the
text differs considerably from the general conception of a trasarenu as determined in the
Vaisesika Philosophy ) 3 trasarenus = 1 paramanu; 8 paramangus ( trasarepus ? ) = 1 Balagra.
- 8 balagra=1 rksa ( liksa ? ), 8 liksas=1 yuka. 8 yukas=1 yava, 8 yavas( barley )= 1 angula

( finger ), 2 angulas=1 kala, or golaka; 6 kala=1 vitasti. 2 vitastis=1 aratnika (hand), -
7 aratnika = 1 danda ( rod ).°

" The supradivine images ( for male Gods ) 11 or 12 talas. 12 angulas=1 tala, the head
=4. fingers, the nose=4 fingers, 10 forehead (lalata) 4 fingers, the face = 3 fingers, the
chin =2, jaw ( srikkani ) 4, the noseplate = 2, the nosetip =2, length of an eye=3, its height
( prottha ) = 2, the eye ball = 1, aksiputa = proportionately, the eyebrow = 4, difference between
"two eyebrows = 2. and gap = 2, the fore-head above the eyes 4, the space
between the eyes and the ears = 6, difference between the eyes=1, the jaw =6, length between
the eye-ball and the earplate=5, the ear-plate-height ( prottha ) =3, upper length=1, to
height = 1, height after earroot= 1}, length of the neck =5, by height and breadth =8 each,
the ear-root to the heart = 16, the heart = 32, the arm-top = 6, its height =6, the part above
the - armpit = 5, by the top of the head = 2, difference between the armpit and the breast =6
the breast= 2, the belly-joint = 2, difference between the two breasts = 2, difference including
two breasts = 12, from the heart to the navel-pit = 12, height or breadth ( prottha ) from the
waist = 20, the navel region = 4, the waist circumference = 22, the space between the navel and
the penis = 32, from the penis to the knee = proportionately, the knee to the leg = 24, the knee-
joint=4, from the knee to the leg =24, the ankle to feet=6, the ankle to the toe; the
foot-plate = 16, the toe=4,: the fore-toe=4, the middle-toe = 2%, the ring-toe= 23},
the little-toe =2, breadth of the toe ( prottha ) 4, the foretog=1 fing.+2 barleys, the
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middle, ring and little toes = 1 ( by prottha ) éikhara karpara ( the arm top to the knee )= 18,
the knee-point = 2, the knee to the wrist = 18, the wrist to the thumb = 14, (it begins from
the palm-joint ) the palm by length = 3}, the space in the middle =2, finger-knots=1 each.
The nail = 2} each, the fore-finger =5, the lst. ganda ( the space between the two knots )
2 fing. 2 barley, 2nd ganda=1 fing. +6 barleys. The fore and the middle fingers=3 and
4 barleys® The first ganda (the gap between the two knots )=2. The second
ganda=2. The parvan (knot)=2}, the nail=3/4 fingers. The ring-finger=>5; the
ganda = 2, the parvan=1. The little finger =4, the ganda=2; the nail=2}, parvan=14;
thickness of the thumb = 1; of the forefinger =5 barleys of the middle and the ring fingers=
6 barleys, of the little finger =4 barleys. The nail breadth = proportionately.”

This is the measurement of the supra-divine images and applicable generally for 11
and 12 palm images.

The Supradivine female Gods : Feet=12 each; the heel breadth ( prottha )=5;
the foot-p'ate=5 ( for men=77? ); the thumb by length=3 and by breadth=1};
the forefinger = 3 by breadth; the middle one = 2; by breadth = 1 fing. +2 barleys; -
the ringfinger=1 finger+3 barleys by thickness fing. +2 barleys; the little finger =
1 finger+2 barley; by breadth = the same; theleg = 14 ( by length ); the buttock =
36; the mid-breast=11; its breadth=38; the space betwcen the neck and the breadth = 3;
circumference of the chest including the pair of arms = 28; breadth just below the shoulder = 4,
its circumference = 12; the palm = 12, its circumference and breadth (?) = 4; thumb =5 (each),
length of the fore-finger = 5%; the middle finger = 5}; breadth of the fore and the middle
fingers=2 fing.+6 barleys; the ring finger=5 by length and by breadth = 4 barleys; the
little finger =4 (by length) ? 4 (by breadth)=1; the root of the thumb upto the first knot=?
“x» barleys, the 2nd knot = 2}, others are as before, nails =3 a knot; the first knot of the
fore-finger = 23; the sccond knot = 2 fings~2 barleys; the third knot = 2 fing + 2 barleys; the third
one=14% fing, The first knot =2 fing. + 6 barleys; 2ad and 3rd =2 fing. 3 barleys. 1If, there
is no mention after indicating measurement of the particular body part, it shou'd be
treated as a finger. Proportion and breadth ordepth of other parts are to be planned as nearly
and propotionately admited; generally thick by the root andthin by the end.® All the female
deities are to be made as holding mudras (gestures), suggesting and symbolizing their natures
( sacred loves ). It is significant here that measur¢ment of female gods begins from feet
and of male ones from the top. The supra-divine images, devised here; are the symbols of
unmanifested supra-cosmic light, which does never come under the ground. It is the Para-
mount Creator, under the three-fold propensity, Knowmg, Doing and Willing, that oscillates
in urge to create the universe.}

Images of Divine beings and celebrated dignitaries, like Kings, Brahman etc.—
Great sages, ministers, commanders etc. are to be made generally by the palm-
measurement as images of Divine beings, The face-part, {or the countenance= 14
fingers ; the top, thus beginning from the ear to the head = ( golaka )=8 x 2 = 16 fingers;
the fore-head =4, the head = 4, the nose =4; the chin=2, the mouth = 2, the prottha of an
eye=2; its length = 4, the difference between the eye and the eyebrow = 1; two ears by
prottha = 3, the ear-pit (outer) = 1; the inner ear plate = 5 barleys; karnapata ( ear plate ) like
a cricle; its height = 1 barley. In front, it is like a saitkha ( ? ) and befitting to beauty; by
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prottha (?) =1 fing. +2 barleys (102), janigha = kaladhika kalasardha (2 + 13) = 3} (?) Parinaha
extent ? = 14 fing., woman’s buttock=36 fing. The midpart, below the breast=11 fing,
circumference of the breast=9. The difference in between the neck and the breast = 3
fing. Breadth of the arm-wing=28 fingers. Breadth below the shoulder =4 fing; circum-
ference or perimeter =12 fing. For men=J fing. Palm=12 fing, for woman by space and
breadth =4 kalapika (collar-bone ?)=5 fing. for men and 5 for women. The thumb=5 its
prottha—~1 fing. 1 yava, the forefinger=>5, the middle finger=>5% fing.; the thickness
for the thumb=1 and the fore-finger =6 barleys; the ring-finger=>5 fing and by prottha =4
barleys; the little finger =43 fing. The first knot of the thumb=2 fing + 1 barley; the second
knot = 2} fing.; the third knot 3 barleys. The first knot of the fore-finger = 2} fing., the second
= lfing +6 barleys; the 3rd=1 fing + 2 barleys; the ficst knot to the midddle finger=1 fing + 6
barleys; the second and the 3rd=1 fing+6 barleys. The first knot of the ring-finger =6
barleys; the second =2 fing.; the third=3 barleys. Proportion of fingers=as that of the
artist; thick by the rootsand then by the ends. The face-part between the two joints (srkkani) =
6. Length of the neck=>5 finy; its prottha =6 fing. The space in between the neck and the
heart =12 fing. + 8 barleys. Prottha ( circumference ) of the heartis 25 x 2=50 fingers.
The difference between the two=12 fing. from the heart to the navel pit=12 fing. Prottha
in the mid-part =20 fing.; the navel =2 fing.; navel pit =4 barleys; the waist part =2 fing. and
4 barleys; from the navel to the penis=14fing.; the penis to knees = 20fing.; knee parts =4 fing.
each; prottha of the thigh (?) =8 fing.; joints in two knees and two heels=12 barleys (6 bar-
leys each ?); the heel to feet=D5 fin3z.; the heel=2 fing.; length of the fect =14 fing.;
kalapika = 3 fing.; (?); the prottha of the front feet =05 fin3.; the heel by circumference (pari-
mandala) = 4 fing.; the toe =4 fing.; (each), the gap in between the two fingers (toes ?) = lyava.
The fore-finger =4 fing; the middle toe =3 fing.; the ring-finger (toe) =3 fing.; the little finger
(toe)=1% fing. Arms (two, from shoulders) =14 fing. from the elbow-point to the wrist=15
fing. + 1 barley; the palm = 14 fing. from the ¢lbow-point to the wrist=15 fing. + 1 barley; the
palm = 14; extent of the shoulder = 5 fing.; its breadth = 2} fing; the wrist = 3 fing.; its breadth =
3 fing; the mid-palm= 4 fing. Now bezinniny from the verse 145 to the verse no. 160
of the MS. describes indetails measurements of different parts of hands and fingers, almost told
above. The text is also very corrupt here; there are also some uncommon technical terms
not discussed before.™* '

Images of Female Gods under the divine category :

It is curious to mark that the Brahmayamalatantra describes Male Gods from the
head to the toe and Female Gods from the toe to head. As per the rhetoric convention,
Divine Beings are to be portrayed from the toe to the top and human beings from the head
to feet. It is possibly because all the male Gods, like all other created beings, esoterically are
different forms of éiva; also may distribate Himself into as many numbears of created beings
as He likes to be. On the other hand, the Paramount Mother Goddess is only One and
Supreme, We see, no doubt, so many forms and changes of Her, but they are not the 'basic
changes conceptually.’® The different appearances of Her, which we see; are practlcalrly
the different exuberances of the one and the Supreme Energy.
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Length of the feet =12 fingers; the thickness of the feet =4 fing.; the heel =4.; toes =
3 fing. +6 barleys; the ringtoe=1 fing.+6 barleys; the littletoe=1 fing.+4 barleys.
Thickness of the both is equal. Thickness of the kalapika (?) = 2 barleys. The buttock = 34
fing. The midpart= 14 fing. The navel pit=2 fing. Three waist lines =are proportionately;
Circumference of each breast= 13 fing. Extent of the breast with arms=22 fing. The gap
in- between the breast and the neck iscalled akalapika ( collar ). Breadth of the chest
with arms =22 fingers; the neck-projection=3 fing. For the supra-divine images=5 fingers
+5 barleys. Here ends the description of measurement, related to images, divine male and
female Gods.'®

So far:the images of the Supra-divine Gods, they are ( generally ) five-faced.
Among the divine-beings, attendants of Guhyakas, serving divine maids, consorts of Yoginis
and Mother-Gods are also five-faced. They are also protected by their Viras, Partner-Gods.
Guhyakas have four faces, attending Mother-Gods three-faced, Mother-Gods four-faced and
Yoginis are one-faced. All supra-divine and divine Gods have five mudras with them..
It appears that here the word ‘mudra’ indicates the weapons, which they hold ie. (1)
khatvanga ( a cot-leg ) by the left hand, (ii ) munda ( a head ), (iii ) vara ( boon ) by the
right; (iv) aksasitra (a wreath of 103 crystal counting beads. by the. left and (v)
kapala ( a skull-bowl) by the right hand. Fol. 5 (a). All should hold wreaths. of 108
skulls from the neck to the toe. Guhyakas and Mother Gods may be made five faced by the
doctrine of ‘Ekavira’. Kinnaris | attending Mother ) three-faced and Yoginis one-faced. The
skull-garland is sometimes made of 24 skulls, indicating 24 basic elements of evolution.. They
are also in the position of scattered-hairs and nudes.!* ‘

Images of Divine-non-divine Beings :

Images of this particular group should be made by the nine-palm ( navatila)
measurement. The head=3 fingers; the fore-head =3 fing.; the nose= 4 fing.; the chin=1
fing.; the face = 3 fing.; eyebrows =3 fing. + 4 barleys; the gap betweentwo eyebrows =1 fing;
( for non-divine ); for divine-beings it is=2 fing. By prottha (dimension ?)=17% fing. Add
two fingers more to it for the length ( the reading of the MS, is not clear here ). Two nose-
plates and the triangular plate of the nose=1 finger each ( ? ). The upper and the lower
lips = 1} fing. each ( ? ). The ear-plate without ornament ( ? )=3 fing. The space between
two eyes=2 fing. Breadth (?)of the ear=2 fingers+2 barleys. The ear-pit=6 barleys;
length of its hole=1 fing,; its prottha ( thickness)=3 barleys; eye-brows upto ear=.3 fing:
For divine ones they are tobe done=6 fing.; the mouth-part upto the lip-joints =5 fing.
By prottha (? ) the face=14 fing and by extent ( ayatatvena ? ). The neck=5 fing.; by
prottha ( height ? )=5. From  the neck to the chest=15 fing.; breadth of the chest with
arm=26 fing; shoulders=6 fing.; arms=4 +3 barleys ( each ). From the chest to the
navel=13 fing,; the prottha of the midpart (waist ? ) 12 fing. From the navel to the
penis=14 fing.; navel-part=2 fing; the navelpit =4 barleys. The penis to knee = 16 fing.
its extent (ayata ? ) = 16 fing. Extent of the thigh=8 fing. knees 4 fing. each. The leg=16
fing.; heel to feet=>5; heel =2 fing.; kalapika =3 fing.; fect= 14 fing. ( each ) by length; feet
by prottha ( breadth ? )=4 fing.; toes=4fing. (each) ayatatvena ( by breadth?) or by
prottha =10 barleys; the fore-toe = 4 fing.; the middle-toe by breadth =4 barleys, its length =3
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fing. its prottha=3} barleys; the ring-finger ( toe ) by length=2 fing; the little toe ( finger )
by length=1% fing, the prottha of the ring and little finger = 3} barleys. elbow joints= 14
fing. each, kalapika =3 fingers. The hand =12 fing. length of the palm= 6 fing; by prottha
( breadth )=4 fing. The thumb=6 fingers ( each ), the fore-finger =5} fing; the middle
finger = 6 fing + 2 barleys, the ring finger=6 fing; the little finger=4 fing. The thumb-
knot=2 fing. +2 barleys; the second knot=2 fing.+ 1b arley. The third (knot ? ) more
than 5 barleys. The first knot of the fore finger = 2 fing.-2 barleys; the second knot = the same;
the third knot along with the same of the middle finger = 1 finger each. The second knot of
the ring-finger = 3 fing.—2 barleys; the third knot =2 fing. The first knot of the little finger = 2
fing~1 barley; the second knot=2 fing.+1 barley; the third=2 fing. + 1 barley. Thickness
of the thumb =8 barleys ( each ). By thickness a fore-finger =6 barleys; thickness of the
middle finger = 7 barleys; the ring finger by thickness=6 barleys or 5 barleys. The little
~ finger by thickness = 2} fingersand 4 barleys. Nails of all fingers=3 knot. This is the
measurement of divine-non-divine images.'®

Measurement of the divine-non-divine female Gods :

Feet= 12 fing., thickess=4 fing.-2 barleys; heel or ankle=2 fing. The thumb
(toe ?) 3 fingers by breadth; the ring toe (tarjani?) 3 fingers-2 barleys; the middle finger
(toe ?) =2 with its breadth 8 barleys; the ring finger (toe?) = 2 fing.; the little finger (toe ?)=1%
fing. Thickness of the thumb ( toe )=2 fing, the ring-toe=6 barleys, the
middle one=5 barleys, the ring and the little fingers by thickness=3% finger.
The buttock by thickness=24 fingers; the midpart=8 fingers, the navel=2 fingers;
the second and the third lines of the midpart (waist) are also=2 fingers each. The breast=6
fing. The space in between breasts and the neck=2 fing. Two shoulders by prottha
(extent ?)=10 fingers (each ?). Length of the arms=14 fing. and their prottha :(extent)=6
fing. Hands from elbows to fingers=14 fingers, Ankle=1 fing. Below the ankle=
sakala=12 fingers (?). Kala=6 fingers (trikala ? ) and by prottha ( ? )= 4 fingers ( dvi
kala ? ). Length of the thumb and the forefinger=4 fing.; the middle finger=6 fiing+ 1
barley; the ring finger=5 fing,; the little finger=4 fing. The thumb by thickness=6
barleys; the fore-finger=} fing.; the middle finger=5 or 4 barleys and the little finger = 3}
barleys ( all by prottha = thickness ).

All of them are seated on ghosts, holding khatvangas ( the cot-legs),
chopped heads, the boon-offering gestures, the skull-bowl and the crystal rosary.*

Iconography and Cosmography

The canon of image-making is discussed in both the parts of the Brahmayamala,—
the Pingalamata of the Jayadrathayamala and the Picumata of the Brahmayamala. In
the part I of the present Volume, the views of the Picumata have been presented in brief.
Here, a detailed description of the canon of Image-making, as found in the Picumata, is
discussed; which grades the images into three groups;—(i) the supra-divine, (ii) the divine and
(iii) the divine-non-divine. The technique of making images is not so vividly classified and
scientifically devised in the Pingala-mata, as it is here. In the first grade, fall the images of

-2 I1)4



10 ELEMENTS OF INDIAN AESTHETICS

the unmanifested supra-divine nature, said to be conceivable through the course of supra-
spiritual meditation on the unstained curtain of the pure consciousness,

Due to their unmanifested nature of Pure Brilliance, they could only be meditated as
an unevolved Two-in-Oae, the all-luminous unit of Light and Luminosity”’. The concept
symbolized in the imagination of so many Two-in-One images, like those of Arddhanariévara,
Radha-Kysna, Uma-Rudra; Sadasiva etc., ever-united with triple energies in an urge of
inicessant love-play. In this stage, we find no differentiation of a male and a female and
that is why there is no question of the male-God and the female-God. They are practically
symbols of Light and Lum1nos1ty Philosophically, it is the Para-state of the Absolute Two-in-

One.

In the divine state, the Paramount One-in-T'wo becomes conceivable two, in an urgeof
Primordial desire to create, firstly into two and then into many; when the Two-in One : Matter
and Energy; or Siva and Sakti; or Husband and Wife; divides to make indivisible Two-in- .
One into two divisible parts, Siva and $akti, or Husband and Wife.'® Then comes the divine-
non-divine order, when the two paramount poiats, or the Bindudvitayas—splitting themselves
up into myriads of luminous sparks, firstly form three lines of sparkling points, making three
lines of white, red and black-through which the currents of white and red pass always with a
lightning-like speed, The cosmic universe, full of divine and non-divine beings, including=?
heavenly beings, demigods, demons, monsters, birds, beasts, fish-like animals,
reptiles, insects, trees, plants, grains and everything. The Tantrika Iconography classifies
symbolically Indian Cosmology and Cosmogong.
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CHAPTER 11
IMAGES OF SUPRA-DIVINE DEITIES

1. Nature and characteristics of Supra-divine deities :

_ Forms of Supra-divine Beings do practically not come under the clear conception of
devout ones. They are virtually the inconceivable exuberances of Paramount Two-in-One,
which shine forth like lightning-like waves on pure consciousness by the virtue of all-absorb-
ing meditation. All of them, ontologically represent different orders, states and processes of
evolution; which occur in the cosmic process. All-luminous images of SadaSiva, éaktitraya,
Srikantha, Ardhaniri$vara, Uma-Rudra come under this group along with their never-failing
attendants; as referred to in the Tantra. They practically represent the order of evolution;
that multiplies One into two at first and then into many, so as to split up the minutest
subtlety into comparatively conceivable many' and Mass. '

2. Sadasiva :

Sadasiva is the spiritually and supersensuously self-luminous symbol of supreme
inconceivable One-in-Two. The paramount Supra-placid Complex in the state of
Happiness, Brilliance, Tranquility and Paramount Good. His epithet, Sada-$iva suggests that
He is the Good-absolute and the Good-perpetual. He is the first Divinity, that may come
to the grip of meditation and is as bright as that of an immeasurable mountain of the pure
crystal and shining like ten million of the Sun?. By colour Hs looks like a compound of jati
( jasmine ) and himgula ( the extract of the Ash ? ). A devout may meditate His inseparable
Energy in a form of a maiden with developed breasts, beautifully wrought arms
and ornamented with precious cloths and jewellaries The idea of the maiden Energy symbo-
lizes the unit of the Two-in-One before the wake of the desire, either to create or to liberate,
as indicated by the process of oscillation®. The image of Sada$iva philosophically symbolizes
the greatest universal soul ‘AHAM?. This is symbolically represented in some Chinese and
Tibetan pantheoes.

3. Saktitr@:a ( Three-fold Energy ) :
( a ) The inseparable other half of the Paramount Reality, the Two-in-One; is called
éaktitraya. It is practically a complex of the triple Energy, conceivables ome-how as a unit

of threfa eneltgies. She is ritually a unit of threefold energy of Siva; clung perpetually in a
tranquil equilibrium in the nature of Knowing, Doing and Willing. The relation - between

Siva and Sakti is that of a seed and a sprout®’. Explaining the supersensuous mystic
relation between the Paramount Two-in-one, Sti Punyanandacarya observes that the word
Siva indicates the Potency of Knowing and the word Sakti suggests the Potency of Doing.
The potency of Willing is common to both, that unites them together. Since the All-conscious
and happious Energy evolves unitedly with Siva and Herself with the help of Knowing and
Doing’; It or She is, therefore, taken to consideration as an embodimznt of éaktitraya. The
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relation between the two, is the vicya-vacaka and the point of discrimination is the sphota or
sprouting out; and the sprout which may, in other words, be elucidated as to be the relation of
the suggester and the Suggested; Light and Luminosity; Fire and Flame; Milk and Whiteness etc.
Technically it may be attributed as Para—the Paramouut Potency of Anuttara-the Paramount
One, above which nothing prevails. The equilibrium of the three-fold Energy is the Para—
Absolute. When the self-consciousness in .the Supreme Reality wakes up, that also reacts
in the other two Potencies of Doiny and Willing. This particular state of Pari is considered
as Pardpara. Bat as soon as all the three potencies begin to oscillate, breaking the equilibrated
tranquil state, it is Apara. This is also the other name of Pratibha and that is why
Abhinavaguptapada vouchsafes ‘Let me salute to the All-Blissful and All-Happious Par3,
the scroll of the cosmic process, that unfolds itself as soon as she unveils Her.”

(b) The images of saktitraya ( three-fold Energies ) are to be symbolized by three
female apparitions of three ages, the young, the middle and the old; alike three imaginable
forms of Gayatri or Savitrd in three link-points of a day; the dawn, the mid-day and the
evening. They are not ths images of three separate divinities; but a single image on a
same pedestal and an installation, like that of the image of Trimarti, Brahman, Paficinana etc.

(1) The first Sakti (Energy) is like an old lady with bonny limbs and veins coming out
and covered with the veiay skin. Her dried-up breasts are hanging down to the navel-pit. The top-
part of the body is withered, full of broad veins with dried up belly, and lean and thin structure.
Her colour is like that of the jati-flower ( jasmine ) and hingula ( vermilion or a substance
extracted from the Ash foetida flowers of the deep yellowish colour ). She is neither too
weak nor too thin.

(ii) The second apparition of éaktitraya is as white as that of the conch-shell, the
jasmine and the Moon; with limbs completely grown-up and full of blooming beauty. She is

to be placed by the left side of siva, decorated with celestial ornaments. By complexion, she
may be of the red-white colour flushing with bursting beauty and delicately set limbs.

(ii ) The third style of Saktitraya is that of a young girl with well-distributed limbs,
fully developed breasts and thighs. By colour, she is either like the Moon, or a jasmine,
or a conchshell. She may also be made with white and yellow colour. The images of

saktitrayas should always suggest an unimpaired love to their constant consort,? Siva.

4. .S"ﬁka;,z;fha—Arddhandrifvara :

In the Pingalamata, we find sri-,kagtha and Arddhaniriévara as separate deities

- with quite different apparitions. Two different forms in a single disc.’ But the Picumata
describes them as a united image of Siva and Sakti. Here the sense of the word Sri-Kantha

possibly implies thatthe Supreme one is inseparably united with His $akti ( Energy ) in an

urge of about to give a start to the cosmic process. Iévara, or the Paramount Lord,

united perpetually to Sri, or the Supreme beauty by the neck. The Tantra clearly asserts

that srikar_lgha should always be meditated as an image of Arddhanari§vara Srikantha; or the



14 ELEMENTS OF INDIAN AESTHETICS

united form of Siva and Saktiis as bright as a conch-shell, or a jasmine or the Moon with
full.grown limbs.”® Umapati, or the united image of Uma and Her partner should be
meditated in this supersensuous mystic form as described above.

5. Uma-Rudra :

The figure of Uma should be made by the left-side of Siva. She is, by complexion,
golden yellowish, like that of the dawniny Sun-beam.  She is well-grown with fully
developed breasts and sitting on the left lap of Siva, enbraced by His left hand. Here Rudra of
Uma-Rudra image is especially known by the other name ‘Kapali’.

6. Associate S‘aktz's, Guhyaka etc :

Now let me tell the names and characteristics of the next created associates and

attendants of Siva and Sakti, beginning from Guhyakas to other attendants. Guhyakas are not
the particular kind of Devayonis of the common Sanskritic Lexicon; but they are virtually

the next order of the cosmic evolution, inferior to Sakti and superior than Yoginis. They
are: (1) Rakta, (ii) Karali, (iii) Ganda, (iv) Mahocchusma and (v ) Ucchusma.
They are named as Pafica-matrikas. Names of their associates are :—( i ) Karala, (ii) Dan-
turd, ( iii ) Bhima-vaktra and (iv ) Mahabala and their attendants are :—( i) Kraustuka,
(ii) Vijaya, (iii ) Gaja-karna, (iv ) Gakravega, (v ) Mahamukhi, ( vi) Mahanasa. They
are especially called as Sadyoginis. The Tantra reads a list of eight Mother-Gods as
(i) Maheévari, (ii)Brahmi, (iii ) Vaispavi, (iv ) Kaumari, ( v ) Vaivasvati, ( vi ) Vasavi,
(vii) Devi and (viii) GCamunda. It rejects Varahi and Narasimhi and adds Devi and
Vaivasvati. After six Yoginis, we may have seven in order, instead of eight. We may
make them seven, using the word Devi as an epithet of Vasavi. The list of eight mother-
Gods may easily be made nine, taking Navamatrka or Navadurga and adding names Anama
or Parani. They are also called the Divine Lokamatarah with full grown breasts. By
complexion they are as white as a conchshell, a jasmine and the full Moon. Karali is red
by colour and with fully developed limbs. Capdaksi is also of the same figure with yellowish
colour. Mahocchusma is as black as that of the thick black pigment. All are maidens with
bursting nipples and inexperienced of the love-play. Complexions of other associates and
attendants are advised as those of their respective Gods. Figures and colours of attending
deities may be made like those of their master-Gods. - Similarly, all Mother-Gods may be
made as those of their male partners i.e. Brahmani like Brahman, Vaigpavi like Visnuy,
Maheévarl like Mahe$vara, Kaumari like Kartikeya, Aindri like Indra, Vaivasvati like Yama
and Camunda isas either Bhairava, or as described before in Part II. Mother Purani is
so called as she fulfills all desires of a devout. Bhairavi should also look like Bhairava.
All these Goddesses are imagined as maidens; since they are the supra-divine abstract units
of cosmic process, before the creation of the concrete universe. Similarly Lords of Mothers,
Yoginis, and Guhyakas, are just like their respective partners. Rudras are white by
colour and living on cremation grounds, suggesting the super-sensuous and supra-divine
cosmic planes, where there is no sign of life. They are all-white by complexion and their
pedestal-lotuses are also white. Yoginis, Raksasas and Lamas are red-black by complexion
with fearful long tusks and tongues. Yoginis and Limas are fleshy; but Raksasas and
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door keepers are bonny. Here Raksasas are not ordinary mythological demons; they along-
with Lamas, are heavenly evil powers. Cremation grounds are to be made either on
the dobha or separately on scrolls of cloth, Images, beginning from Sadadiva to Yogins,
should be made three-eyed and having crescent Moon on the fore-head and dwelling on
cremation grounds. Limasand Riaksasas are two-eyed and without the crescent moon.
They hold khatvanga ( cot-leg-like clubs ), mundas, ( chopped heads ) and skull bowls
They are always ready to offer boons and holding the countiny wreaths of crystal by
other hands. Lamas and Raksasas do not hold swords, khatvangas and paficamiidra. Kapalifa
is to be installed by the left side of Mother Gods.'?

7. Evolution of the Mdtrkﬁ-conceﬁt :

The mother-God concept is practically the nucleus of the Tantra Philosophy
and the Tantrika Rites. Mother Gods, in other words, are called Yoginis. Ritually
and spiritually, they are the different exuberances of the Paramount Energy in
appropriate measure and proportion to set the cosmic process in a right and regular order.
The Yogini-hrdaya, explaining the mystic significance of the name, Yogini; asserts that it
is that mystic expression of Energy, which comes out from the traingular cave of the
four petalled lotus of a man, throuzh the channel of the mouth, touching and striking particular
vocal organs, in the shape of vowels, inspirited by the urge to meet with its respective
counter-parts, called consonants, The Paramount Luminosity, beings virtually light to us;
is called the Sun. Inconographic images are practically their symbolic forms. The universe
should have been covered with utter darkness; if there is not the real light, called Sabda
( sound )3, The true forms of God, if there are at all, are the letters of the alphabet’¢,

The Paramount Point (Anuttara) splits itself up into two; -when He did not feel happy
in the absolute loneliness. It is suggested by the letter 31; which figuratively looks like a

éivalir‘xga, encircled by three and half coils of Kundalini. He liked to have a second one,
to enjoy the unfathomable Happiness and the Paramount point, splitting it up into two, by
the way of oscillation, takes the form of ‘P, adding one stroke more, to the previous letter
‘eP’, indicating two-in-one, from the Absolute Point into two Points; suggesting an
expansion into Relish and Relisher. Desire to enjoy in the Paramount Absolute into many,
now makes the couple-points into three; symbolizing in the third vowel g and indicating
the rising potency of Kundalini., The three letters form a shape of an equila-
teral triangle and by the process of oscillation, falling down the vortex of the  triangle,
take the shape of a hexagon. The first energy-drop, that drips down from the upside-down
triangle, symbolizing in the vowel &, suggests the universal ego, or self-consciousness.
This is the supra-sensuous or supra-placid state of the cosmic process, beyond the reach of
the individual soul, called I§vara or I¢ana.

Then drips down the energy drop in a shape of the vowel 3 ‘w’ indicating ‘unmesa’
or unveiling the mystery of the Abstract into concrete. The sense of tnati ( insufficiency )
in the universal Ego; leads the desire to multiply it from one to two and then to
many. ‘R is a cerebral sound. ‘I’ has double functions. It is cerebral as well
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as dental. Cerebral energy-points neither drip down, nor can produce an independent
sound, being crossed or multiplied with another sound-sprout of the different origin :—
likeaxi=E,oraxu=0,

Ritually, spiritually and scientifically the proper position of vowels is apparently inside the
throat. They may easily come out through the guttural channel, as and when it is necessary.
the But cerebral letters can not do so. Multiplying they may extend; but could not create an
independent letter i.e. r x a=ar and] xa=al. They are, therefore, taken as impotent letters,
with no creative potency. These five principal vowels are five Mother-Gods or Yoginis;
who are always desirous to create multifarious sounds of chequered senses, by joining them-
selves with consonants, representing Sivas. By names, they are Vama, Raudr, Jyestha, -
Gauri and Amba, as above. They are six, adding nada (the first sound evolved )-
Reference to six Mother-God is rare. The Brahmayamala, Picumata, refers them here;
by names, characteristics and ritualistic implications; as Kraustaki, Vijaya, Gaja-karna,
Mahamukha, Cakravega and Mahanasa. They are seven, adding nada and binduy, or ‘am*
and ‘ah’; by names Brahmani, Mahe$vari, Kaumari, Vaisnavi, Mahendri, Varihi and Camunda.
The exponents of eight Mother-God concept appreciate eight vocal points of creating
eight kinds of sound, that covers the entire sonant system. By adding Carcika to above
seven, we may make them eight. The Picumata reads two new names Pirani and Vaivasvati
in place of Varahi and Narasimhi. The nine Mother-God concept represents nine
vowels :—a, i, u, T, }, €, ai, 0, and au, as symbols of nine mother Gods. Their names are
read in the list of Navadurga; as 1. Sailaputri, 2. Brahmacarini, 3. Capda-ghanta, 4. Kus-
mjnds, 5. Skandamita, 6. Katyayani, 7. Kalaratri, 8. Mahagauri and 9. Siddhidatri.

The concept of Sodasa matrka is represented by sixteen letters of vowel;—a, 3,1, i, u,
o, 1,7, ], ], € ai, 0, au, ar, and ah as symbols of sixteen Mother-Gods.

They are—Gauri, Padma, Saci, Medha, Savitri, Vijaya, Jaya, Devasena, Svadha,
Svaha, Matarah, Lokamatarah, génti, Pusti, Dhrti and Tusti. Philosophy of Indian Alphabets
is significantly suggestive in connection with the making of Alimpana-§ilpa. In Indian
Palaeography, each letter of any Alphabet, is esoterically a significant form of Kulakundalini,
which changes Her shapes in urge of the Cosmic process of evolution.
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CHAPTER 111
THE SKULL-BOWL IN A TURA-YAGA

1. Materials, used to make images :

The chief material to make an image, as per the practice of Image-making in India,
i3 wood; since the age unknown. Other materials, utilized for the purpose of Image-
making; are also called darus ( wood ) in the same sense and not strictly in the meaning
of wood. The same practice is current in other treatises also; i.e. the word mrga,
meaning a deer, is usedin the sense of ananimal in general. Similarly, lauha = iron is indicated
to all kinds of metals. Under the category of daru ( wood ), therefore, come gold, silver,
copper, the sandal wood, the red-sandal, the crystal-stone without wounds and knots. In
addition. to them, we may use bones of mules, tortoises, camels, horses, dogs, jackals,
conch-shell, human bones and clays of cremation ground and river banks.! But, of all
materials of making an image, the human skull is specially appreciated. They are parti-
cularly meant for sculpture. The clay-plastered rolled-up cloth, is also advised for painting

pictures.

Installation of images may be styled by two ways ¢ (i) the way of Padmayaga and
( ii ) the way of Pankti-yaga. By the style of Panktiyaga, first install the principal God and
Goddess; then place deities ( immediate attendants ) as per the injunction of Vidya ( Divine
beings of the Vidya-kala) and Varpa (the divine order). By the second order of the
Pariktiyaga, first place the principal God and then Raktd, Karali, and Kinkaris ( attendants ).
Then install the main Goddess; Candaksi, Bhimavaktra, Mahocchuyma and Mahabala. In
the second order of placement, especially called ‘Navaka’, divine images, lead-by Bhairava,
should be placed on Maha-pretas ( divine ghosts ? ). Here Bhairava, holding a sword, is a
leader of Guhyakas. He is dry-bellled pleasing and playing lovingly with His better-halves.
"This order is especially appreciated in the Tura-yaga.?

The Padmayaga should be made on a lotus, having eight petals. A lotus with eight
petals and a core; on which Bhairava, united to Bhairavi; should sit. On the eastern petal,
Rakta Bhairavi united to Bhairava, should be placed. In the same way, the rest seven
Bhairavis, as said before, in the list of agta-nayika, are to be placed on other petals united
to their partner Bhairavas. On the other hand, a devout may put triple Energies, united to -
Bhairava, on each petal. In a Padmayaga, petals of a lotus, may also be appreciated four,
five, six, seven and nine and all the petals are to be made inhabited either by the couple
of Bhairava and Bhairavi, or the tritattva, as said before. The Parkti-yaga and the Padma-yaga
are the two sections of the Tarayaga. Making of lotuses of all kinds, as advised above, with
respective Gods and Goddesses, is prescribed for the purpose. The Pankti-yaga prescribes the
order and manner of placing deities; number of pelals of lotuses, Gods and Goddesses to be
placed on each petal, system of placement; for making a turayaga all-success. There are some
alternate ways of functioning the said rite on aélva-lmga, or in a domestic house, or in a holy.
place etc.; but the “Tantra takes special interest to the tlirayaga, since it may fetch the desired
success <:arli<;r.3
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2. Painting o] images and diagrams on a skull-bowl ( Tura ) :

The human skull, chosen for a tiira, should be perfect and without the cob-web-like
signs. Ifthe cobweb-like sign is either penetrated; or the coloured figureand the diagram there,
are afflicted by a cobweb-like sign on the skull; it may bring bad omen to a devout, like
disease, poverty etc. Divide the space over the skull into three parts. On the upper 2 part
make the image of Bhairava united to Bhairavi. Just below it on the % part, make an eight
petalled lotus to perform the Padmayaga. Construct an eight-petalled lotus and a six-petalled
one, over there. On the central core, the united image of Bhairava should find place. On
the eight petals of the lotus, eight Yoginis, as mentioned above, are to be put united to their
respective Bhairavas. They are five-faced, fire-like by complexion and holding weapons
as told above. The same process may also be observed in the case of other materials, as
told above.* . : ’

The base of the image and the diagram, what-so-ever it would have been, should
always be without any fault, like scratch, crack, cob-web-like sign etc. In case of such
defects, the devout should have another one as indicated here and install a second one.

3. Making of a damaru ( or a small hand-drum ) :

Collect wood from such trees, which are indicated to kindle the sacrificial fire,
like the wood-apple, the fig, the asvattha ( pipala ), the palasa etc. Make it smooth and
knot-less in all respect with its faces of twelve fingers radii. It is five fingersby length.
The damaru, which has a face of eight fingers, is three fingers by breadth,
and six fingers by length. It may also be two and half fingers by breadth, If it is four fingers by
face, it may be two fingers by length and proportionately thin by the middle. In the
middle place, there should be round borders. The damaru of twelve fingers length has
edges of } finger by height. The breadth of edges by mouths of other small drums is of two
yavas ( barleys ). - Make them well dried-up and cover them with any kind of leather of a kind
of lizard-like (godha) animal, a cow, a jackal, a mule and a horse. Over the body of thedamaru
give a coating of fine strips, either of the bamboo or the cane. The niddle work is to be done
with the thread, procured from the cremation, ground; possibly a vein or asnare. There should be
twenty-one piercing points ( nava-dvadasaka ) to cover the faces of a damaru by the skin. In
some of the exceptionally secret rituals, human skin may be used; but it is not generally advised.®

4. Vinayaka :

Image of Vinayaka is to be made by nine palms. Divide the total structure into
three ( 3 x 3 =9 palms ). By one of the three parts, the mouth-part, the head to the neck, is
to be made; by the second part, the body, from the neck to the penis; and by the third part
two thighs, legs and feet should be made. The face-part is to be wrought as advised to make an
elephant. He is big-bellied, four-armed and a skull-bowl by the right hand, full of sweetmeats
( modakas and laddukas ); which he tastes. By left hands, he holds a khatvanga
( a cotleglike club ) and a crystal rosary. By the other pair of upper hands
he holds a trident and an axe. He is the leader of Ganas (attending Gods) and Bhitas
( Ghosts ). He also holds pafica-mudras and is complete by all auspicious signs.®
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5. Ritual function to celebrate a Tura :

Celebration of the Tara-yaga is strictly esoteric and avadhutas, a group of dev-
outs (who had completely washed out all the social and ritual responsibilities from their daily life)
of this absolutely secret cult; are authorised to perform this secret ritual. Common men and
devouts have no right to intrude into this province. We are interested only to Crafts,
which the authorised persons of the cult used to make as equipments, applicable to their
obscure ritual functions and practices. Keeping aside the ritual function, we, therefore, confine
our studies in the artistic handicrafts; which a clan of ancient Indian people, whose
cultural and anthropological history was recorded in the Picumata of the Brahmayamala-
tantra; had once conveyed here and cultured in their daily life.

QO Divine Lady, now let me tell how the Tara-yantra, as said before, isto be installed
and celebrated.”” It is to be first washed with appropriate pastes and oils and to be rewashed
with the extracts of asvattha ( pipala ), vata ( banyan ), audumbara ( fig ), jambu (rose-apple),
ambu ( mango). Wash it again with pure water, put it on a pot and wash it
with flowers. It may be then brought to the fixed place of worship after washing again
with scented water and flowers.

As soon as the Tura is entered into the appropriate place of worship an arghya
( welcoming presentation ) should be offered and the function of adhivasa (a ritual of
cordial reception with sixteen auspicious things ) is to be observed. Then the tulelary God
is to be honoured with befitting seats; drinks and refreshment as indicated in the

rite. For a peaceful rest there at night, a cosy bed is to be arranged.”

6. Preparation and c;zlebratzon of a_magniﬁcent throne ( Kha’gvi-pravesana) :

The throne, on which Tura istobe placed and worshipped, should be made as per the
financial condition of the devout. It may be made either of gold or silver, engraved or inwrought
with so many gems and jewels; like pearls, ruby, emerald etc. Four feet of the throne
are to be so made that they ought look just like pows or claws of a lion. The nails of claws are
to be made either with pearls or diamonds. Below the plates (pattikas = one for seating and the
other. reclining ) and on two sides of the back, there should be pearl wreaths, The nails of
the claws are to made curved with diamond-pieces of various colours. The borders of both
the sides should be joined with snake-like ornamentation of different precious stones. A net
work of trinkling golden bells, inwrought with gems and pearls would hang from the top.
By both the sides of the throne there should be two canopies, inwrought with pieces of
various gems, emeralds and diamonds. They should also be so ingrafted with crystal beads
that the lustre of jwellery, inwrought there, may reflect chequered brilliance over the entire
surroundmg, like streams of shining colours.?

If a magnificent throne, as described above, is not available, a throne of silver,
ivory, sandal-wood may be made, as the financial capacity of a devout does allow. In such
cases, the throne may be ornamented either with the touch of smiling brushes, or with
beautiful flowers of various colours, like nagakeara and the chequered combination of
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matching strips of coloured cloths. The throne is to be clothed with either Chinese silk, or
any kind of fine cotton cloth and finished with two big pillows on both the sides.:
The high seat and the back are to be artistically covered with coloured cloths. A cotton
carpet, or mattress is to be stretched on the floor. In case, they are not available, mattress
of grass or stone { ? ) should be stretched on the floor. Flags and festoons are to be raised
to beautify it in all respect.’

The °Tantra then narrates a series of obscure rites, indicated to observe within
some specified apartments of a house, constructed particularly for the purpose of celebrating
the Tara ( yaga ) sacrifice, in order of well-placing, bathing, purifying, worshipping, offering
oblation into the sacred fire and performing some exclusively private, mysterious and obscure
practices with co-worshippers of all sexes and castes. During the course of disinfection and
the obscure service, the °Tantra advises some curious practices to sanctify the Tura, using
the excreta of the cow, the cat, the jackal, the garlic paste, the elephant oil, the wine,
mercury, mother’s milk, scented oils and pastes. There they may offer the butter oil, honey,
milk, meat, wine and milk-boiled riceto God and the participants should share them
during the course of the graded celebration.

The °Tantra further advises a peculiar system of nyasa ( putting letters of alphabet on
some fixed points of the body to convert the gross body into an alphabetic sonant body ) that
goes from the toe to the top in a count-up order in stead of the top to the toe by the count-
down process, with a little likeness of the alphabetic order as indicated in the Yogini-
hrdaya. :

1. What is a Tura and how to make it :

The Tura is a very uncommon word in Sanskrit Lexicons. It ordinarily denotes
speed, a speedy thing like horse, a cloud etc;—but here it indicates a bowl, made of a
skull; with a significant diagram, inscribed with bija-mantra ( syllabic holy-seed ) and
painted with images of twin-Gods as indicated in the °Tantra. Preparation, function and
celebration of the Tura-rite require a series of days to complete by all means, and
the full course of functionsis called the Tura-yaga. We feel that each Tantra represcnts
the social, anthropological and cultural history of a clan, that had either lived or migrated
here with their exclusive cultural contributions. An important city in the state of Megha'aya
is named after Tura. What does the word actually mean; is not clear; but we should
keep in mind in this connection that ttird is a synonym of the megha, the cloud. Geographically
the Tara-valley is a hilly track, looking, to some extent, like an up-turned bowl. The
local inhabitants of the valley are mostly Garos, an aboriginal tribe of people, who were
said to have migrated from the central Asia through Tibet and NEFA, living temporarily in
better habitable regions and advancing gradually downward, following the Himalayan
forest-belt, inhabited mostly by aboriginal, or scheduled tribes of Indlan people; who made
it a happy hide for practising their obscure cult and culture.

To make a Tiira, they pick up particular kinds of skulls, clean and wash it perfectly and
dry it for at least a week. They disinfect and sanctify it with some prescribed ingredients
as told above, and construct holy diagrams and images over it and tie it with coloured
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threads, cutting it a little in three equi-divisible points, Then they install it on a magnificent
throne and practise some obscure course of holy works for days, inside a wide flat ofa house.

It also admits the use of beefas well as human blood and flesh in a strictly
obscure function, rarely referred to any other works of the cult. Sava ( corpse ) is also
indicated here as an ingredient of the [unction, but it does not advise the complete course
of the $ava-sadhana, as indicated in the prescribed °Tantra. In course of the obscure Tara-yaga,
the °Tantra reads more than once :—*‘rajarhsi patayettatah” but, it does not clearly advise
to form a ‘Cakra’. The word yaga denotes so many synonyms.

If the Turayaga is to be considered as a part of the esoteric marriage ceremony of the
particular cult, we m1y some-how let anappropriate sense of the clause out—*rajarhsi patayettatah.'®

We should not misunderstand it a common social practice, current among Indian
people. From the age unknown, thousand of streams of people migrated here with their
respective Religions and Culture. Their social, religious and anthropological histories are
recorded in these Tantras; which may be appracated as their kulasa:tra. As soon as they were
absorbed in the mainstream of Indian Culture, they gaveup some of such uncommon practices,
which they had carried with themandacquired some more liberaland humanitarian social man-
ners and customs, admitted by all hands. But some of the staunch and arthodox followers of
those cults did not completely leave up their ancestral culture and went on continuing
the same in the remotc hides of either the Himalayan forest-belt, or in the deep thickets of
the Vindhyas. Our Tantras seem to be an epitome of such an obscure cult.

Taking beef was, no doubt, allowed in the Vedic society insome particular ritual
functions, like ‘offering of the madhuparka’’* But the practice did not cover the entire
span of the complete Vedic period. The history of the Vedic Civilization and Culture
records so many manners and customs; which were, time to time, approved and rejected.
The tale of the Cediraja, suggests that Vedic sages were not in favour of taking meat in the
early part of the Vedic civilization. There was a great controversy among the sages of
the Vedas, as to what was the exact sense of the injunction,—‘“ajair jastavyam™.!? The
word ‘aja’ had double senses .—( 1) too old ( of 100 years ? ) paddy, or rice and ( ii ) a kid.
But the meat of a gnat was more palatable than the very old paddy, cr rice. The vegetarian
sages used to offer old paddies in the sacrifize instead of the goat-meat; but Gods of Heaven
insisted strongly to take it as meat and not the old rice. Both the parties of Gods and sages
requested the king of Gedis, who was a versatile and impartial scholar, to mediate the dispute.
The king was quite at a fix. Ignoring the right plea of sages, the king voted in favour
of Gods, so that they should not bolt the door of Heaven for him. Sages cursed him for his’
selfish judgement to live in the Earth asa crawling worm, till the creation would last.
On the other hand, Gods granted him a boon, that he would henceforth enjoy the honour
of a Vasu and the first oblation in any auspicious sacrifice would be offered to him on the
walls of every domestic house of people undér the Brahmanic culture. The king had got
immortality unfortunately asa worm and yet he enjoys the oblation on walls of each
Vedic family, offered to him, chanting the hymn; “yad varco hiranyasya yadva varco gavim
utah satyasya brahmano varca-stena ma sam srjamasi.”” { By the virtue and spirit of gold, cows,
truth and Greatest One, let the unfortunate king, be immortalized. )*3
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We believe our Vedic civilization isan eternal one with no beginning and end,
repeating myriads of time; as ‘God, the Creator had planned them before.”* We also believe
.that the Vedas are never man-made. No significant sign of human attempt is distinctly visible
‘there. Itis practically an immortal culture, plastered with our civilization, that breathes
spontaneously with the breathing of this old civilization. Taking meat, particularly beef,
was never a must in the Vedic culture. During the immeasurable span of our ancient
civilization, migratory races of People, by the need of time and circumstancial compulsion
was, some times, forced to take meat, even beef ; when their environment could not provide
them with sufficient milk, butter, honey,- fruits and food-grains. But as soon as they had
extended their progenies to more intensive and prosperous valleys and established the highly
cultured family-institution; they threw away such gross practices, Realizing the greater value
of milk and milk-made foods, as well as the demand of a bull for agriculture; they banned
taking beef with the establishment of the institution of marriage to the end of a peaceful
and well established life, based on the varpd$rama-concept. Was it not really wise for them
to have daily a golden egg than to kill the golden  goose ? Tantra is the other half of the
Indian Knowledge, some of them yet record the history of some primitive Indian people
and our “Tantra is supposed one of them.

8. The system of nyasa and the culture it represents :

Of the so many nyasas, matrka-nyasa is the major branch of the nyasa-systems;-which
generally runs through three broad channels—( i) the antahmatrkanyisa i.e. putting letters
of alphabet on each petals of six lotuses of six centres in order of 4+ 6+ 10 + 12 + 16 + 2= 50,
from a to ha’; (ii) the bahirmatrkanyasa, i.e. putting 50 letters of alphabet on each limb-joints
from the top to the toe in a count-down order and { iii ) the sarhhara-matrkanyasa; i.e. putting’
letters of alphabets on the afore-said points by a count-up order from ‘ksa’ to ‘ah’. This is the
very common practice almost in all the Brahmanic Tantras.'® The Kubjikia-mata, supposed
to be a non-Brahmanic Tantra, prescribes the order of putting le:ters of alphabet, beginning
from ‘na’ ending in ‘pa’. The Picumata too, does not follow the general procedure of the
nydsa. Instead of the prescribed process, it first observes the ‘éaktinyasa’ ( putting desired
Gods on some indicated points of the body ) and the sarnhara-matrkanyasa in a count-up
order. The Picumata of the Brahmayamala-tantra is not a non-Brahmanic Tantra; but
a secular Tantra, especially indicated for the “Khecarisiddhi”. The Turiyaga is a step of
the Khecari-sadhana (a kind of spiritual elevation and attainment, which grants a devout
the power of moving® easily every where ) on the earth, water and air; he likes.

The Malinivijayatantra and the Mundamala-tantra also advise some special types
of nyasa—a little different from the traditional system of nyasa; but quite on the same criteria
of “devo bhiitva devarm yajet”—( convert your gross body into a divine sonant body to
worship divinity ).} The process of the nyasa, prescribzd here, by the count-up system is likely
indicated for ‘avadhiitas’, who had brushed out all the man-made mundane propositions and
already attained divinity. It is not every-body’s business. The spiritual culture, prescribed in
the Picumata is indicated for those devout avadhiitas; who have crossed the river of ‘Life
land Death’. To whom a pleasure-garden and a cremation ground are the same;or whose mind
is the same, having a gem or a stone-chip; a snake or a wreath, a flower-bed or a stone-slab;
a blade of grass or bevies of ladies'®. The enjoyment, prescribed here, is practically ‘a play
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of dissolving the play’ in the words of our seer poet Tagore.”® Nyasaon a human body
proceeds ‘from the top to the toe’; but it is quite opposite for the divine one;—that starts’
‘from the toe to the top’. The Picumata appears to be a work of the Vamacara ( the Leftist
Tantra culture, since the nyasa here starts from the left foot ). Traditionally description
of earthly beings starts from the head to the toe; but for the divine ones it goes on from
the toe to the top.

The Picumata reads :—put the letter ‘@’ on the leftfoot, a on the right, ‘i’ on the
left knee, ©* on the right, ‘w’ on the left wrist, G, on the right, > on the left heart, ‘r’ on

the right, ‘)’ on the left shoulder and ‘I on the right shoulder, ‘e’ on the left ear, ‘ai’ on the
right; ‘o’ on the left joint just above the ear, ( the left skull-joint not indicated in other
nyasas ); ‘au’ on the same vital point by the right side, am’ on the cerebral point and
‘al on the head ( the joint of the forehead and upper head ). This is vowel. The process
of putting consonants also goes on from the toe to the top. ‘Ka’ is to be put on toes of both
the feet; ‘*kha’ for two fore~toes; ‘ga’ for two middle toes; ‘gha’ for two ring-toes and “na’ for two
little toes. “Ca’ on the left foot; ‘cha’ on the right; ‘a’® on the left knee, ha’ on the right;
fia on the left waist; ‘ta’ on right waist; ‘tha’ on the left rib-point; ‘da’ on the right; ‘dha’ on
left side; ‘na’ on the right; ‘ta’ on the left shoulder; ‘tha’ on the right, da on the left ear, ‘dha’
on the right, ‘na’ on the left nose; ‘pa’® on the right; ‘pha’ on the left eye, ‘ba’ on the right;
tbha’ on the fore-head; ‘ma’ on the top head; ‘ya’ on the $ikha (upper hair tips), ‘ra’ on the left
shoulder, ‘la’ on the left elbow; “va’ on the finger tips, on right side ‘62, on the cerebral point
‘sa’; ‘sa® on the right elbow, on the finger tips ‘ha’ and ksa’ should finally be put on the
head top?®.  This is the very uncommon way of putting letters of alphabet in a count-up

 system, indicated only for those, who are avadhuitas and shook off all bondages of pleasure
and pain, all instinctive behaviourism, human and animal and all phenomenal laws of Life
and Death. In addition to that the ®Tantra next advises some varieties of nyasa like
éaktmyasa, Bijanyasa, Mantranyasa, Bhairavanyasa etc. not ordinarily indicated to other
Tantras, available so far. It is revealed that, it epitomizes a secular culture, admitted to all
castes of liberating people, who ecarry a very old and peculiar way of life, which has now possi-
bly lost their existence in the broader stream of Indian population.

9. The Present Tantra-consciousness :

Indian knowledge and culture have two major streams; the Vedic and the Tantrika.
Tantras represent the social and cultural histories of so many clans and tribes of people;
who had either lived, or migrated here from other parts of the World. The other name of the
Tantradastra is called ‘the kula-§astra’~since they represent the religious and cultural histories
of those clans or ‘kulas’, they belong to. The tantrika culture is comparatively liberal, rather
universal, than the Vedic; which is strictly confined to the hard and fast moral codes and ritual
injunctions. But in the social structure of the tantrika culture, every body may find a place of
his own choice. Even most opportunist ones of the age, whose aim of life is “to eat, drink and
be merry,” may find apparently a cosy nook for them. Wine and woman are not prohibited
there. It is one of the causesof its chief popularity. Not only Indians; but some western people
of the age, are found inquisitive of the tantrika culture and there are so many wise men, who
have set up a$ramas and institutions, by the name of the tantrika culture. Some half-digested
clever people exploit theirtender feelings and gross sentiments by the name of thetantrika culture,
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The Tantra-§astra classifies the total mankind into three grades on the basis of
instincts. People, in whom the gross animal instincts are dominant, are pasus or animals; who
are beyond the reach of animal instincts, are called viras; or braves and those, who
have overcome the human instincts are divine ones.  They are permitted to enter
into that extra-ordinary tantrika culture, who have cut off all mundane and physical
relations from the lower worlds, below the Ajfia-cakra, as indicated by its significant name of
Sirafcheda, a current of the Bhairava-stream under the #rddhvamnaya, a section of the Tantra-
§astra, that especially deals with esoteric codes, disciplines, spiritual culture and the divine life.2*

" The culture, that our Tantra represents, is especially meant for avadhiitas, or the
divine ones. None should, therefore, venture to intrude there, if he is not competentto win his
animal and human instincts from the coreof his heart.

Wine and women are allowed in some tantrika culture no doubt; but itdoes not approve
free access of all, who-so-ever likes to follow Tantricism. Practically, they are the testing media
to examine how far the participant has controlled his passions, sense-organs and their leader,
the Mind. He is verily a self-disciplined man, whose mind will never dwindle, if there are
so many charms to entice him. On the other hand, even if he has to take liquor, it would
neither affect his nerves and brain, nor delude his mind.

So far the entry of women in a tantrika culture is concerned, it is ascertained above
that the Tantra-§astra always breathes a secular air and there is no bar of age and castes
there. Women, coming from families of working classes, especially the washerman, the
oilman, the barber, the cobbler etc. are advised to invite to a strictly secret Tantrika
function to play the role of a nayika ( queen-bec ) in a cakra ( comb ). Before accepting
any of them for the particular purpose, members of the particular tantrika guild should
observe a marriage ceremony of the couple and both the partners would remain loyal to each
other and would life-long play the role of partnership in esoteric functions, whenever
necessary. ‘The male partner will bear her life-long maintenance and she would live in
her old family from which she has been invited. The castes, they belonged to, were then
flexible enough to support this practice. Returning back to her previous families, she occupies
a comparatively better and honourable position and would .discharge no more the duty of
a wife there. The social sanction of accepting those girls does not alter, when playing
the role of a nayikia and harms very little the general social structure ;—since the position of
those girls in the then society was, no better than girl-messengers or dutis.?

So far the use of prohibited meats in the Tantra is concerned, we must remember
that our Tantrika texts are virtually the social, anthropological and cultural histories of
different clans and tribes; who either lived here changing their hearth and home, time
to time, under the circumstancial pressure; or migrated here passing a long route, settlmg
time to time, for years, in mid-ways; which they liked temporarily and marching on again;
or being driven by the adverse forces, human and phenomenal; whatever they might have
been. The food-habit and manners and customs, in'which they were addicted and habitu-
ated for years, during the course of their evacuation, extradition, migration and pasture; also
accompanied them and in course of time, recorded in those Tantras; which represent their
social, ritual, anthropological and cultural history.

4 T1/4
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CHAPTER v .
RITUAL AND DOMESTIC IMPLEMENTS

1. Kind and appropriation of Tara-yanira ( the Skull-bowl ):

The ceremony of installing a kapala-yantra with an appropriate diagram (yantra)
has been discussed above in details. Since the full detail of the function is absolutely meant
for a completely obscure cult, in which common men are not authorised; we feel it better
not to intervene in others business; as discussed in the MS. of the Picumata, Brahmayamala-

“tantra, particularly from the folio ne. 10 to 16.1

The skull-bowl may be introduced and designed by six names and styles;-as (i) the
cow-faced; ( ii ) the elephant-back-like; (iii) the elephant’s frontal globe-like; ( iv ) the tortoise-
back-like; {v) the $akti-patra, the pot of Sakti ( energy ) and (vi) the lotus-like. (i) If the skull-
bowl is long, broad by the back and narrow by the face; it is called the cow-faced (go-mukha).
(ii ) The skull-bowl], which looks like the back of a tortoise and a bit high in the middle, is
called the tortoise-back-like one (klirma-prstha). (iii) The skull-bow], which is long, high-up in
the middle and low by the both sides; is called the elephant-backed one ( gaja-prstha ).
( iv) The skull-bowl, which is high-up by both the sides and deep in the middle; is called the
elephant’s frontal globe-like one. (v) If there are line-joints, beginning from the fore-head, right
up to the neck-point; dividing the complete skull-part into six divisibilities; it is called the
Sakti-patra ( the energy generating pot ? ). (vi) The skull-bow], which is comparatively flat
by the back, deep in the middle, top-edged by all sides and looks like a lotus; is called a
lotus-like pot.* ' '

2. Classification qf the Skull-bowl and its significance :

The skull-bowl is classified into four or five orders on the maxim of classifying the
population of ancient India, into five major groups, like Brahmapa, Ksatriya, Vaidya, Sadra
and Antyaja. The distinctive marks, or recognition are either deep points on the skull, or
- small perforations on the cerebral point. If there is a single pin-point, it is a Brahmana, or the
priest class; if two, it is a Ksatriya, the warrior; if three, it is Vaidya, the trader; if four, it
is éﬁdra, the worker; and if five or more than them, it is an antyaja, ( the labourer ) or the
low-caste people, like the cobbler, the oilman, the washer-man, the fisherman, the sweeper
etc; as referred to in the Yama-smrti. Beginning from five pin-points upto twenty, all are
indicated for the different grades of the low-caste people. The pot, without the pin-point;
is also called an antyaja class of a bowl and is not advised for the four regular classes. Ifa
skull-bowl is not qualified with the significant characteristics of fourcastes as mentioned above;
it may not be used for ritual purposes. Black-coloured, the short, the dark-shadowed, and
the red-coloured skull-bowls are also not be used; since they fore-cast bad omens, The blue one
fore-tells serious diseases; the black indicates death; the red brings worries and the broken
one carries all sorts of sorrows, poverty and anxiety. The Tara (skull-bowl) shouldalways be as
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white as a conch-shell, a jasmine flower and the Moon, It may also be of the honey-colour,
smooth as butter and shaded soothingly. The skull-bowl may also be constituted with so
many bone-pieces from one to hundred, of which one to seven-pieced ones and the
hundred-pieced ones are highly auspicious; but the low-caste-type, up-looking and broken
ones are not prescribed.? :

3. Secularism behind the class-concept :

The caste-system in India is a subject of hot criticism, not only of the age; but it
had to establish its own existence against the teeth of strong opposition; since the very
conception of social structure of Indian civilization, dominated by the majority of Aryan
People, nurtured in the Vedic way of life and acclimatized in the Aryan culture. Whatsoever
may be its after-effect, the concept of Indian castism was based on the theory of divison
of labour and the social order on the criteria of human intellect, efficiency, ability, aptitude,
individual skill, group interest and powers. But, there was another stream of Indian
people, nurtured in a parallel culture, which believed in a more individualistic aptitude,
efficiency and achievement in social, cultural and spiritual fields than hereditary, pedantic
and orthodox authority. The later stream was more liberal than the former and welcomed
all other tribes of people, except Aryans; whose social, religious and cultural ways of life
had been represented in different Kulaastras, or Tantras. No class in the two broad streams
of Indian People is either humiliated; or looked down in Indian society. Barbers and
Black-smiths of the Sudra class are hallowed as the representatives of Savitr and Rudra
in the sacred-thread ceremony and other ritual sacrifices. The drummers of the antyaja
class, supposed to be untouchables, are also warmly extolled with new cloth and flower
wreaths in the occasions of animal sacrifices.* In the tantrika rituals, $udras and antyajas;
especially potters, oilmen etc.; have the equal right and position; if they are initiated and
advanced in that particular culture.® Individual achievement and proficiency are the
only authority there and no caste-bar contradicts their right to the way of spiritual progress.
Spiritual elevation is the only consideration there. The caste-system could never affect the
spirit of secularism in the field of spiritual culture in India. The gradation of the Tura in

to five classes; Brahmana, Ksatriya, Vaidya, Sudra and Antyaja is suggestive of the fact. Four
castes are head, arms, thighs and feet of the Indian social body. Those, who appeared at
the end ( anta ) are called antyaja. How they are taken as untouchables; we do not know.

4. Installaiion of the throne :

The technique of making a khatva ( a cot or a throne ) has been described above.
Now, let me tell how to install a khatva and to place a Ttra on it. First, wash it with
astringent and scented water and place it on the bed of the cot, facing the south. A rod of the
equal height of the performer should also be kept by the north side. Secondly worship
the Tura.yantra, thus seated on the cot and offer flowers, a bouquet, scented burning
sticks ( dhtpa ), lights, and refreshments and naivedyas to the God and then show Him
the symbolic gestures ( mudras) of boon-offering and fear-removing ( vara and abhaya ).
Finally sprinkle the holy (abhiseka) water on it. In this way, daily worship of the khatva (cot),
the bell (ghanta) and the damaru (small drum) should be observed, by chanting the prescribed
bijamantras® ( the secret condensed hymns ). . ' '
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5. Materials and techniques of making an aksasiitra ( a.rosary ) :

A wreath of counting beads for the purpose of chanting names of desired Gods, may
be made of human bones, conch-shells, gold, gems, silver, brass, lotus-seeds, crystal-
stones, pearls, emeralds, rubies, corals etc. They should be completely circular, well-wrought,
spot-less, neither too thick nor too thin and with two faces, having parallelly penetrated holes
for threads. The beads of the patrajivaka ( rudraksa ? ), the lotus and gold are also advised

as auspicious ones. The golden thread brings early success to a worshipper.

‘The Tantra deals next with kinds, occasions and purposes of utilizing such counting
beads; particularly in functions of sat-karma ( sixflold performances to the end of vasikarana
(appeasement), vidvesana ( enragement ), uccatana (uprooting or throwing away), stambhana
( paralysing ), marana ( destruction ) and $anti ( peace ).’

6. Kinds of the aksasiitra ( the rosary of rudraksas ) :

There are five kinds and arrangements of wreathing a aksa-sutra. They are (i) the
cow-tail-like;  ii ) the barley-middle-like; (iii ) the ant-middle-like; ( iv ) the even or all-round
and ( v ) the odd.

(i) The go-pucchakrti ( cow-tail-like ) wreath of counting beads is made with such
beads, which are fat at the root and gradually thin to thinner at the end and looks like a
cow-tail with its locket at the joining point.

(ii) The yavamadhya ( mid-barley like) is wreathed with thick beads in the
middle and gradually thin to thinner in both the ends with its locket { meru ) in the joining -
point. :

(iii ) The pipilika-madhya ( the ant-middle-like ). Beads of a wreath, which are thick
by both the ends and thin in the middle; are ealled the ant-middle-like ones. '

(iv ) The sama-type of the acounting wreath. The counting wreath (aksasttra), 'WhIC'h
is arranged with beads of neither small nor big types of beads; but all of equal size; Is
called the sama. :

(v ) The visama-type of a wreath, It is the visama-type of counting wreath, which
is arranged alternately in an order, first a big bead and then a small bead.

These five kinds of the aksasfitra are not prescribed for the one and same ritual
function. They are to be used to perform any one of the tantrika satkarma, namely; vasikarapa
( subjugation or appeasement ), uccatana { uprooting ), vidvesana ( causing cnmity)', stambhana
( restraining or paralysing ), marapa (killing) and éanti ( peace-making ). !{'md's of bea}(lis
in wreaths, the technique of their arrangement and position, placing and utilization of the
meru (locket); should differ according to the mode, purpose and nature of the satkarma ( the
six-fold esoteric functions ) as described here in the Picumata, Brahmayamala.®
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7. MNalure, kinds and characteristics of a ghapia ( Bell ) :

- The ghanta is an inevitable element of the tantrika ritual. It is nine by name,
number, type and characteristics with different utilitarian values. The °Tantra hallows it -
as the mother of Mantra ( hymns ), since it creates the sound that proclaims victory.

The °Tantra reads the names of ghantasas ( i ) Kapalasulaghanta; ( ii) Stlaghant3;
(iii ) Padmaghanta; (iv ) Cakra-ghanta; ( v )Saktighar_lta; ( vi ) Dandaghanta; ( vii ) Vajra-
ghanta; ( viii ) Khadga-ghan{a and ( ix ) Kapalaghanta.

(1) Kapalasalaghanta :—Circumference of the face-part =5 fingers; height =5 fingers;
sides ( two ) = 2 fingers; breadth and thickness = 3 fingers; length = 3 fingers (?). It is an equi-
lavelled and square type of a bell, named above. At the top of the bell an eight petalled
lotus with a core ot pollin-hairs is to be curved. A skull of one finger size, is to be made
on the core of the lotus and a trident of two fingers length above it. This particular kind of
ghanta ( bell ) is recommended for the Bhairava-clan.

(ii) Sala-ghanta :—1f there is no mark of a kapala (skull) on the lotus-core of a ghanta
(bell), as described above and the mark of a $la is on the lotus; it is called $ulaghanta of the
Mahesvari-clan.

(iii) Padmaghanta :—1If there is no mark of $ila (trident) on the above-mentioned dia-
gram and it contains only the mark of a padma ( lotus ); it is called Padmaghapta. It is also
said to have born in the clan of Brahmani. '

(iv) Cakraghanta :—1f there is a cakra on the lotus mark; it is called the cakra-ghan{a
of the Vaisnavi-clan. :

(v) éaktighamfﬁ —If there is Sakti (bija) on the above lotus-mark; it is the $aktighanta,
born of the Kaumari clan.

( vi) Dandaghanta :—If a danda ( rod ) on the top of the padmaghanta is made; it is -
called the dandaghanta; which is prescribed for the Vaivasvati-clan.

( vii ) Vajraghanta :—1If at the top of the padmaghanta; there is a sign of a vajra
( thunder-bolt; like a cross sign ); it is called the vajraghanta, which is indicated for the
Mahendri-clan.

( viii ) Khadgaghanta :—1If a sign of khadga ( heavy or curved sword )is made on the
top of the padmaghanta; it is called the khadgaghanta and is also said to have born of the
Bhairavi-clan.

(ix) Kapalaghanta —If there is the only sign of a skull on the padmaghanta, it is
called the kapalaghanta, born of the kapila-clan.

The clan of a ghanta is determined by names of those Mother-Gods, for whom a
flower is offered to the ghanta ( bell ). The ghanta is to be considered as born of the clan of
that particular Mother-God.® :
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¢

The clan-system in the Picumata, a stream of the Brahmayamala-tantra, is not deter-
mined on the criterion of the Vedic class-system, based on the concept of heredity and divis-
jon of labour. Order of determining a clan in the Picumata, is devised on the principle of
the cult and its tutelary Mother Gods, whom the particular Cult worship. Accordingly the

tantrika gotra ( clan ) system runs on the following order.

Names of residing Gods, = Names of gotras ( clans )
determining a gotra ( clan ) - : o
1. Bhairava 1.- Kapaladnla-gotra -
2. Rakta 2. Mahe$vari-gotra
3. Karali 3. Brahmi and Vaispavi gotra
4. Dantura 4. Kaumari gotra '
5. Candaksi 5. Vaivasvati gotra
6. Bhimavaktra ! 6. Mahendri-gotra
7. Mahocchusma 7. Carcika-gotra
8. Mahabala 8. Puranigotra
9. Vira - 9. Salagotra
10. Kraugtuki 10. Mahesvari-gotra
11. Vijaya -11.  Brahmani-gotra
12. Gajakarni 12. Vaisgavi-gotra -
13, Mahamukha ; - 13.  Kaumarigotra -
14, Cakravega » 14. Vaivasvati gotra
15. Mahanasa - 15. Mahendri gotra
16. Astra-puspa : - 16, Bhairavagotra.'

8. The cultural advancement and génerosity explicit in the Cldn-cbhcept of India:

The clan-concept is an important factor in the social structure of Indian Civilization.
The entire population of the country, from upper to lower and lowermost classes, is divided ’
into some classes, named after some renouned sages of the Vedas, like Vadistha, Vamadeva,
Gautama, Bharadvija, Kadyapa and others. Some were considered the direct discendants
of those sages and others were either the disciples, or followers of them. The word gotra
in Sanskrit denotes so many senses, like a family, a race, a lineage, one that saves the land,
protects and tends cowsetc. FEven those people, who offer their services to tend and
keep the cattle of a sage, may also come under the gotra of the sage. Thus, the people
of the non-Brahmapa community, gradually through the course of the time, had been .
introduced as 2 member of those gotras, in obedience to the maker of the gotra, in a later
age, under the injunction of the Dharma-§astra.

The concept of the gotra-system in the Tantra $astra is, on the other hand, not
determined on the principle of hereditary right. Individual attainment, spiritual progresss,
mora] discipline, obligation to the teaching and guidance of the cult and obedience to the
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doctrinal proposition and the Faith-secrets; above all, elevation to higher intellectual
planes are the guide-lines to determine a gotra in the society of the tantrika people. Names
of Gods and Goddesses, as discussed above, which determine a tantrika gotra, or a clan; are
the tutelary deities of those cults and the life of a follower of any of those cults, should
always be guided by the moral and ritual codes, under what-so-ever gotra of the Brahmanic
gotra-system, the esoterically initiated disciple may belong to. Thus esoterically initiated
members of any of nine gotras, mentioned above, have the equal right to participate

rationally in a ritual assembly, whether they are Brahmanas, and Sudras or Antyajas.  People
of any Brihmanic gotra may be considered high and low by the caste system; but there
is no such difference and distinction among the people of any tantrika cult. The tantrika gotra-
system is, therefore, more rational, liberal and universal; than the orthodox gotra-system.!!

9. Material and mechanism of making a ghanta ( Bell ):

A bell may ordinarily be made of the pure bronze ( karnsa ). It should be of a decent-
looking and breathing a grave air. There should neither be a kaot and a bubble; nor it would
be constructed by any of such ingredients; which are moistened and wet. The handle of the
ghanta should be made of an auspicious human bone and properly washed, as told before
in connection with the construction of a2 Taira. Thus, the ghanta ( bell ) is to be placed on
a prescribed wooden plate by the left side of the seat, fixed for the worshipper. The ghanta
should ring in both the kinds of ritual cultures, daily and occasional, in the beginning, the mid-
time and at the end. Alike an ancestral God, there should always be an ancestral bell for the
purpose of accomplishing all sorts of rituals and cultural functions, in a tantrika family.

10. Characteristic features and application of sruc, sruva etc. ( the big sacrificial spoons ).

The woods, used for the special purposes of offering oblation to the tantrika sacrifices,
are to be collected from those trees, which are earmarked for making sacrificial utensils,
particularly the fig, the advattha, the palasa ( Butea Frondosa ), the wood-apple ( Vilva )
etc. They may also be made of gold, silver and copper.

Take either a piece of such woods, or a metal of one hand, or an arm-length, to make
a little platform to keep the sacrificial utensils ; like sruc, sruva etc. Six fingers by height
and seven fingers by thickness and length ; the pitha is to be made, accompanied with a
sthalaka (cup ) of the circular size of three fingers thickness. This is also three ﬁngers by
height and square by size. For the Vedic sacrifices, the length of a ‘sruc’ is advised
aratnimatra ( a length from the elbow-joint to the end of the little finger ).

The pitha may further be made either with a rectangular wooden seat, or a lotus leaf.
The lip of the sthilaka ( the cup-like part of the big spoon ) should be of two and half fingers.
Its middle part should be four fingers - ( by depth ) as per the measurement of the devout’s
( sadhaka’s ? ) own hands and fingers. The yoni ( meuth-picce ? ) of the sruva ( big spoon )
is to be made six fingers by length. By breadtb, it should look like a cow-ear and by height
or depth, it is three fingers, at the bottom of the sthalaka ( the cup-like part of the spoon ),
There should be holes at a distance of two fingers ( or holes of two fingers? ). The discharge-
point of the yoni (face ? ) is to be made circular by one finger. By the middle of the yoni
the discharge line of the hole, should be made curved. Thelip of the yoni is of “one finger.
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measurement with a circular edge of half-finger breadth by all sides.  The
complete shape of the spoon-part should be like a cow’s ear, narrow and
polished by the tip. The bottom of the spoon will be the same with the top. The handle
of the spoon is also circular and four fingers by breadth. The cup-like part of the spoon by
length, breadth and thickness, will nearly be the same, The neck of the spoon-handle is
advised four fingers. The sacrificial spoon should, therefore, be made straight ( curveless ),
spotless, woundless and neither too b1g nor too small than what is indicated. A STuc,
furnished with all these qualities, may bring home all good omens.

A sruva of one hand length, may also be made in the same way. The circular cup-
like part of it is equal to two thumbsand its depth is of one thumb-knot by the curved
measurement ( tiryanmana ). The Vedic ritual also advises the same measurement and
technique, ( bhramitangustha-parvabilam ). In the mid-part, make lines for the flow of
oblation; like the edge of a sword. The cup-pit ( sthalaka ) of the sruva=( big spoon ) is as
deep as that of the first knot ofa thumb. By its back, similar stream-lines should also to be
made. A wooden handle is circular by four fingers and its neck is squire by the same
measurement. ‘ "

* There is another more authéntic and fruitful type of sruva. Take a full bone-pipe
( possibly the lower or upper ‘arm-bone ). At the end of the bone, make a joining plate
with bone~pieces and then add to it the cup-~like part, the sthalaka, made of such a piece of a
skull; that fifteen pitful oblations of the sruva may fill a tara to the brim. A beak-like tip
should be made at the end, as told above, in connection with making a sruc. The
technician, taking the bone-pieces, recommended for making a handle of a sruva, does not
necessarily always obey the principle of the length-measurement of a handle, as discussed
above. To make the bone-pieces ( collected purposively to make a link=joint ), scented
with different pastes; the technician may join the two parts of it; the handle part and the
mouth piece, bifurcating the bone-pipe. The bone-sruva may also be made disinfected
and purified with the same process, as advised in the case of -making a tiira previously.
Determine the sitting position of the devout worshipper ( before the tara with the holy
diagram ) and place the sruc flat by the right side and keep the sruva over it down-turned.
He rhay now continue his regular and incidental worships and sacrifices, as advised above.'?
Here ends the fourth chapter (patala) of the Pratima-laksapa, under the Picu-school,

told by Maha-Bhairava, Picu, containing a collection of 12 thousand verses.

The subject of early Indian handicraft with its technique and its mechanism practically
ends with the detailed technical study and practice of making a skull-bowl tiir3, a throne,
khatva, a damaru [ a small hand-drum ], a ghanta ( bell ), a sruc and a sruva ( sacrificial
spoons ); made of bones and wood ]. These materials are neither used in a Vedic sacrifice,
nor in any Brahmanpic and the tantrika function of the rightist school of the Tantraéastra.
Instruments, equipments and other sacrificial appliances, which are advised here to make
and utilise, are strictly limited to the leftist ritual functions of the Tantradastra. Avadhitas
( devouts, who have washed out all the social, moral and religious bondages ) and people,
who are initiated to the exclusively private magic lore, are the only authorised persons to

enter into this secret service. ‘Others are strictly prohibited to poke their noses into this
absolutely abscure cult.

5 11/
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CHAPTER V .
THE YANTRA-KARMA, OR CONSTRUCTIONS FOR SIXFOLD OCCULTISM

1. The end of leftist occultism :

There are two main wings of the Tantrika culture The rightist culture ( daksin-
acara ) and the leftist culture ( vamacara ). Both the wings have some divisions and
sub-divisions, indicated for some definite clans, hereditarily initiated to the secret lores
( bifjamantras ) of specified deities, supposed to be the tutelary Gods of those clans. The
Tantra-§astra had never been considered a foreign sacred Text; but it was all along consi--
dered to be the other wing of the Vedas. Out of the two major wings, Daksinacara is
more clearly and closely connected to the Vedic and the Purapic studies and cultures. But
the leftist wing, or the Vamacara, is strictly private and follows some peculiarly secret codes of
conduct and ritual functions to earn the four human ends with the help of satkarma, or sixfold

esoterlc services.

‘The word ‘vama’, that frames the name Vamacara, implies so many meanings, i.e. left
the felt-hand side, reverse, contrary, opposite, adverse, viles, low, lovely, charming etc.;
but the word indicates here the leftist doctrine of the $astra; which advises to perform all
ritual functions by the left hand; indentifying the devout himself with God himself whom
he worships.

Here the particular function of the yantrakarma, indicates some obscure rites for
the success in six-fold leftist ends and purpose; of which some are to be performed on pres-
cribed yantras (ritual diagrams ), drawn on some prescribed bases, duly plastered with
requisite plasters, materials and painted with the help of different colours to bring the entire
cosmic-sphere under ones own full control.

2. Pratikyti : Painting features on Walls, Canvas, Scrolls, and other bases :

The aim of a leftist tantrika is, as discussed above, to spread the net of an over-all control
including all living beings;—animates, inanimates and divines; by their sixfold super-natural
power for “valyakarsanavidvesa uccatadcaiva marapam” etc. To exercise some of those
magic powers, a tantrika often requires either animage; or anobject of those things, animate, in-
animate and divine. As they are sceret ritual services, some of their functions should obviously
be done secretly and an open image of wood, stone, metal, clay etc. is neither applicable
_ mnor advised there. Sometimes they are made onthe surface, or on rolls of leaves, birches, cloth
etc; plastered with very fine pastes and border of clay, stone, minerals and metal-dusts
over them. The genesis of painting on earthen pots, vessels and plates; also finds a broad
culture in-the °Yamalas.*

Tt has been discussed above, that the entire process of the Tantric culture has been
classified into three grades, in consideration with the three-fold generic qualities ie. sattva
( intelligence ), rajas ( action ) and tamas ( ignorance ); or esoterically the divya (divine), the
vira ( heroic ) and the pa$u ( dominated with animal instinct ). Different styles and types of
rites are prescribed for the different orders. Devouts of the divine grade require no
concrete forin and figure; neither an image, (murti), nor a holy diagram (yantra). They enjoy
early salvation by the way of meditation and chanting names of the prescribed deities and
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should not follow the ordinary course of japa ( counting the bija-mantra ), homa ( sacrifice ),
yantra ( holy diagrams ) and puja ( worship ).> For the second grade, or the viras; worship
of yantras and mandalas as indicated to symbolize the particular deity and his or her
spiritual plane and status are advised. As a result of it, we find scarcely an image of Gods
in siddhapithas, particularly the places, traditionally earmarked as Saktipithas. If there are,
at all, the few images there; the yantra should either be drawn on the pedestal, or by the
back of the image. They may either be covered with flowers, any kind of pastes like
sandal, vermilion etc; or the images of the said Gods are indicated by them and placed over
them. The concrete images of Gods are meant for the third grade of devouts to fan the
ritual air on the common people, who are accustomed to the ‘grama-dharma’ { ritual
culture for the common people ) in which compulsmn of definite days, stars and fastings,
is not always a must.?

3. The lekhya—pratikyti, or the painted and inwrought images and tantrika yantras
and manpdalas. ( Paintings, symbolic diagrams of celestial Energies and the geometrical
constructions, suggesting their cosmic planes ). ‘

To make a lekhya-pratikrti, a crafts-man may use mainly earthen or wooden
plates, scrolls of fine jute, cotton, or silk cloths, bark—sheets of the birch and aguru trees,
palmyra, plantain, lotus and wood-apple ( vilva ) leaves. Some times they use a very thin
and smooth plaster over them and draw images, diagrams and constructions on them
with colours as indicated. The drawing should always be kept covered with either those
basic materials, leaves of the wood-apple and flowers; so that the secrecy of the function
should, at no cost, be divulged. Some times they draw the image of the person, which is the
direct target of the satkarmas, the six-fold ritual functions. The figure should be as short as
possible and the measurement should be adjusted in accordance with requisite proportion,
not generally bigger than a thumb of a devout. Inside the diagrams, bijamantras ( sacred
syllables of the deities ) should be inscribed in the centres and other fixed points, like petals
of inscribed lotuses and their corners, as indicated in the Text. In addition to them, such
figures and diagrams are also to be inwrought on the skull-plates, marble-plates and other
metal plates—like gold, silver, copper etc. They are ccnsecrated ritually, celebrated and
installed inside the temples for daily and occasional worships.*

4. Lepya-pratikyti :

The technique of makinga lepyapratikrti, is a particular device of Image-making and
drawing designs and diagrams on canvas, cloths and some such picture-materials; which
we use even in the modern age for preparing oil-painting and similar pictures, landscapes
and sketches. Pastes of fine clay, soft stones, chalk-dusts are to be mixed with sticky
materials, like wax, boiled cream of wood-apples, barley, tamarind seeds etc.; which are to
be so plastered on the bases proportionately; that it may indicate high and low positions on.
the bases and its required back-ground. Though the Text is not here very much vocal
about the composition of the: lepya ( the paste of plaster ); yet it is significantly suggestive
of its composition and application; since it is a favourite technique of early Indlan craft;
figurative as well as constructive, dealt with in the later works.’
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The tradition of making a lepya-pratikrti ( makfng images on plastered scrolls, or
rolled up plastered canvas ) is yet dearly cherished in heartsof the Bengal School of Indian
Arts. One may yet find lepya-pratikrtis in some houses of orthodox tantrika families, living
in villages of Birbhum, adjacent to Santiniketan, West Bengal, India.

In addition to the image-scroll and the landscape scroll; the lepya-pratikrtiserves another
great purpose. It is an appropriate base to draw a multi-lined and fine-lined diagram with
as many numbers of bijas ( holy syllables ) worth putting on any point as required; when
it is partially dried up. To draw up either a mandala, or a yantra; particularly—( i ) sar-
vato-bhadra-mandala, navanahha, navagraha-mandala ectc, as well as the ériyantra, the
Turayantra etc.; it requires a very fine and trained hand; who can draw designs and diagrams
over them, as illustrated here. The yantra-karma eunds in the paficama patala ( Chapter
V ) of the Picumata:with its verses No. 1167; in which the topics of the lekhya-pratikrti
( Painting ) and the lepya-pratikrti are delineated in a nut-shell.® Last two chapters ( the -
6th. and the 7th, patalas ) have littie direct relation with the artistic handicrafts. They may
be considered as extentions, or appendices ol the Pratimalaksana ( Characteristics of Image-
making ); which narrates the characteristic features of those deities, who are worshipped to
gain success in the desired satkarmas. ' '

5. Society, Civilization and Culture, revealed Lhrough the Picumata, Brahmayamala-tantra :

(i) There are two broad sections of the tantrika culture ( kulacara ? );~the Rightist
and the Leftist. The term Kula$astra for the Tantra-§astra, is significant enough to suggest that -
though Indian Esoterics breaths a universal humanitarian air and its scope and span bind no
limit ; yet each of them is a representative of an apparently opposite stream of Culture,
which two groups of clans or kulas carry on since the time immemorial ; but it had now
lost their insignia of identification, having been assimilated in the vast ocean of Indian
society, devised generally on the principles of the Aryan social science. Their imperishable
marks of ilentity are yet traceable through their individual ‘Kulgcdra® ( Culture ? ) i.e. the
ritual, social and religious manners, customs and the exceptional ways of life. Kulas have
their own exclusive social and moral manoeuvres, religious guide-lines,—which are called the
Kuladastra;—that shows a definite way of life, beginning from their very birth and ending
at Great Liberation—the ultimate goal of almost all streams of humanity, theists or atheists.
There are thousands of streams of people with thousand of ways of life and it is not possible
for us to know every thing of them. Yet there are people, who criticize and complain those
ways of life, which are either quite foreign to them ; or they possess insufficient knowledge
of them.” .

We have discussed above some obscure ways of life, revealed through the religious
practices of some leftist tantrika sects. To a member of the leftist school of the Tantz'a-
Sdstra, the way of life and the system of a tantrika function, generally run through a qfute
opposite direction, than that of the rightist one. They even perform their ritual fur.mthns
by their left hand instead of the right one. Itis, therefore, an imperative; what is ordinarily
prohibited in the rightist culture, may be admitted to the leftist culture. The use of so-called
unholy and inauspicious things and modes of life are often appreciated in a tantrika culture
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of the Leftist school. In place of generous, placid, beautious and tender-looking images
of the rightist tantrika schools; the leftist schools devise angry, fearful, gruesome, horrifying
and hairstartling images; which intensify the thoughts of consternation, ferocity, wonder,
horror, fear, disgust and similar feelings; appropriate for the magic functions of the sixfold
obscure practices, namcly (i) vadikarana ( subjugations ), (ii) uccatana ( uprooting, or
over—throwing ), ( iii ) vidvesana ( causing hostility ), ( iv ) marana ( killing ), ( v ) stambhana
( paralysing ) and lastly $anti ( peace ). Even the peace-granting Gods of the leftist cults,
are not very much plamd looking; though they carry symbols and gestures of auspicious
omens. Their carriers are also not auspicious creatures. They are crows, owls, vultures,
cats, dogs, jackals, camels, muies, wolves, vipers, snakes, lizards etc. The places of
performance are quite different from' those of the rightist culture. The cremation ground,
a lonely river-side and sea—shore, deep thicket, barren huts of cubblers, washermen, oilmen
and so-called cther untouchables of the Brahmanic convention. Time is the dark and the dead
of the night. No restriction of food, drink and meat. No social, moral and ritual bondage.
Freedom of mind, action and spirit reign supreme there. In a word, pain is pleasure to
them, poison is nectar and bondage is liberation there.

6. Identification of the Tura, valley, anthropological history of the people living there and the re}lection
of the leftist culture on their life :

The way of life, as suggested through the lines of the Picumata; is prescribed for a
certain sect of the leftist Tantrika school. Duly initiated devouts of that sect, are authorised
to follow the code of the religious conduct of that mystic cult. But a glimpse of the mystic
life, as explicit in way of life, prescribed in the Picumata; is reflected on the life of an abor-
iginal tribe, called Garo, living in the rocky region of Meghilaya, formerly treated as a part
of the state of Assam; now a small state of the Indian Republic.

The state of Meghalaya is divided into two major hilly parts: (i) The Garor
Hills District, with its population 40615 and the head quarters ‘Tara and ( iii ) the united
Khasi Jayanua Hills districts with their head quarters, Shillong and population 60584. The
Garo tribe is supposed to be a branch of Tibetan People of a comparative dark complexion.®
Either driven away, as a result of the Faith-conflict, or in search of better habitation; they
migrated to the hills and wood-lands of the Himalayan belt in India, following the traditional
land-route to India 2ia Nepal. But this assumption is not sufficient enough to take them
for granted as positive followers of Indian Tantricism; yet we mark some common charact-
eristics in social and religious lives of the both streams of people..

(1) Common Characteristics in the Social life :

The social life of the particular leftist school of Indian Tantrika Civilisation, as
revealed through the Picumata, records the complete freedom of taking meat and wine..
No meat is prohibited there. Even human flesh is not restricted in some rituals. In the
primitive lives of heterogeneous Garos, Khasia and Tibetan people; such practice is not rare.
 Wine and women are allowed even in ritual functions of them. Scarcely any other school
of leftist tantricism admit beaf and human blood and flesh except the Picu-school.- People
of both the streams use human bones and skulls for making utensils' and other domestic
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and ritual appliances. Migration of Garo people from the remote Tibetan regions,
following the ancient route through Nepal and Assam to the Garo-hill districts of
Meghalaya, indicates a cultural communication between Tibet and India, in an early ancient
time, prior to the cultural confluence between the two countries, led by Buddhist prophets,
saints and monks. The tale of tasting the wit of Sakafala, a minister in the court of the
King Nanda of Magadha, by sending a diamond-grafted stick, current in Sanskrit | fables,
Jatakas, tales, Tibetan Folk episodes etc. suggest a very early cultural correlation of -India
with other Asian countries, nearly corresponding to the time of migration, or maturing .the
thoughts and concepts of the Picumata.? _

(ii) Common features in religious and cultural behaviourism. In the religious
sphere, Bhairava is considered theretobe the supreme God; who may grantall desirables,even
liberation to worshippers in the Picumata. Other gods are either His different energies
and associates; who are considered either the tutelary Gods of the sixfold ritual functions, term-
«ed as satkarma, as told above; or the associate powers, who may grant success to the satkarmas.
The associate divine powers, either enhance the success; when functions are conducted with
right - ritual lines and disciplines; or creates harms and disturbances; if the ritual course is
wrongly and sensuously conducted. There is, no doubt, free licence for wine and women
there. But not for all. Only avadhatas, who have completely washed out all passions,
won over instincts, bridled the mind and even conquered Death by the virtue of the supra-
'sensuous spiritual culture, as advised in the Tantra-Yoga-system and had elevated the free
soul to the plane of divinity from the level of wiras. In the image of Bhairavanatha and -
some of His associates and subordinates, we may mark a reflection of Avalokite$vara and his
associates of the Tibetan school of Iconography, as represented in the well-known Tibetan
Pantheon. History of Tibetan Iconography is though not said as early as that of the Indian
one; yet myths and fables current in both the countries, claim an equal antiquity.

(iii) In the ritual culture of the Garo-people, the conception of all-auspicious and all-
powerful supremeé God acts supreme. Other gods are there like glostly and malicious beings;
‘who generally harm -and terrify men. Dakinils and Yoginis in the Tantradastra are often
ignorantly misinterpreted as evil powers; but they are simply epithets of different kinds and
types of Divine Energy. Real sense of Yoginis and Dakinis have previously been explained
on the ground of the Yogini-hrdaya—tantra. Garos, like people of Khasi and Jantia Hills, are
also very old tribes, carrying relics of primitive culture. They worship spirits of their disce- -
ased forefathers like Aryans and erect tombs and slabs to celebrate their holy memory as
the highborn people of the Aryan tribe use to do through the course of a holy river, inside
the highly cultured and advanced regions of India, like Brahmavarta, Avantj, Vidarbha, .
Kaudambi, Kofala, Prayaga, Kasi, Magadha etc.!® Association with the names of Tard and
Jaintia ( Jayanti or Jayantika-Jayantiya=Jaintia ) indicates the influence of the Tantrika
culture on the people, living there. The name Jayanti comes first in the list of nine mother
Goddess. It is, therefore, transparent, that some ancient tribes like Aryans, Khasi, Jainta and
Garos,differ in their manners, customs and systems of worshipping Divine power-incarnates,
offering holy homage and reverence to their departed fore-fathers; but all these tribes gene-
rally nourish similar norms and feelings and cultivate parallel cultures, Some are
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gross and others are refined and established on rational, philosophical and scholastic proposi-
tions.

(iv ) Reflection of thé Tara—sacrifice :

The Tura-yaga, a continued sacrificial function, is an extraordinary tantrika
sacrifice of the leftist culture, performed in a course of more than a week and delineated, in
chapter IV of the Picumata with full details; beginning from the technical preparation for

“making a tura ( a skull-bowl ) with a diagram on it and a series of ritual functions; which

are to be performed as advised there. By manners, customs and ritual functions, though
~ both the cultures, the Vedic and the Tantrika, differ fundamentally; yet in the case of
duration and sanctity, both of them have nearly the same common characteristics.

Alike the name of Bhairava-Picu; the name tura too, is an uncommon word. The
word, ‘Picw’, denotes so many things; like,—cotton, a soft grain, a kind of weight, a name of
Bhairava and one of His eight faces, a leper, a neem tree etc.; but how any one of these senses
could be appropriately derived from the particular word, is difficult to determine.

Similar is the case with word, “Tura’. This is also uncommon. Some conjecture
them to be name of a local God, a place and a thing. But the word ‘tiira’ is also used in the
Vedic text in the senses of strong, powerful, rich, excellence, abundant etc. It isalso taken
as a name of a preceptor and a priest inthe Tandya Brahmapa. The word turaga,.in the
sense of a horse, indicating that runs very swift, is derived from the word ‘tura® or_tura.
It also denotes the fruit of a thorn-apple; but none of them are faithful to the particular -
sense of ‘tira’ in. which it is applied here. 1t is practically a skull-bowl; wrought, plastered,
coloured, ornamented and worshipped for the purpose of gaining success in the sixfold
tantrika function of the leftist Tantrika school.

( v ) Socio~Geographical Exchange Suggested by Tura :

So far we could glean from the scanty relics and stray remnants of the Garo-migra-
tion to India with their ancestral Faith and Culture; which they carried an1 were considered
a sister culture of those early migratory tribes; who made their way to India.from_either
Tibet, or a part of Central Asia; not very later than the supposed time of Aryan-migration;
we have no sufficient proofs to consider them as a sister tribe of the Kryan race;.-but the
way of life and the culture, which they yet cherish, do not stand for their much later

antiquity that breathes an air of civil life and a sense, similar to a time, between 5th. century
B.C. to 5th. century A.D,

The district Head quarters of the Garo Hills Districts is called Tura. We_could
not yet definitely find out any authentic source, or significance; why the particular place is
called Tara.

The exact implication of the word “ura’, is made nowhere clear.. Whether the
particular word ‘tGr@’, is an indicative of a very fine and geographically protected pasture land
on the Himalayan belt and suggestive of a place for performing a series of obscurities under
Turayaga; or a place, that looks geographically like a “tfira’ ( a skull-basin ) is, not certain.
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v

It may also be a hilly track, covered with bushes of Picu-plants ( thorn-apple ), a medicine-
plant, indicated as to be the remedy of so many serious diseases; like Leprosy, Asthma ete.
The place falls on the secret hilly route, going to the temple of Goddess Kamakhya, situated
in the State of Kamariipa ( Assam ), a celebrated place of the esoteric culture, for both the
wings;=the rightist and the lefiist. It has previously been assumed that the entire Himalayan-
belt and its adjoining hilly regions had all along been appreciated as a good hide for so
many obscure cultures and secret functions. What-so-ever may be the true sense and signi-
ficance of the word tiird, the Tira-yaga is one of the main esoteric functions of a leftist obscure
cult; promulgated in the Picumata of the Brahmayamala-tantra.

In spite of all its obscurity, absurdity, crudity, horridity, impracticability and unco-
mmon }ines of the life, habit, and culture; the Picumata is an insignia of a very rare Faith and
Culture of an ancient tribe, whose existence and identity had either lost within the great
multitude of the liberal tantrika culture, which is so deeply rooted in the marrow of all
other tribes of Indian People, particularly of the Vedic culture; that it is nearly a man-
datory to be initiated with the tantrika rite; even ifa member of the Vedic Faith desires to

worship any of the five principal Gods; i.e. Siva, Vispu, Sorya, Gape$a and Durga along
with all their associates and sub-ordinate deities.

The art, the habit, the way of life, techno'ogy and culture, revealed through the study
in the Picumata, represent, panoramic sketches of the life, the habit and the religion of a
migratory stream of people; who yet follow the primitive manners and customs in their social,
technical, ritual and cultural life, which are supposed to have reflected a little in the way of
life of the Garo-People.

Leftist and Rightist, are practically relative concepts. It is fitness of a thing not to.
accuse any of them. As both the sides of a body~the right and the left, are equally essential
for a man; similarly, the both styles of culture, Rightist and Leftist; are equally - useful for the
social body of a country. Pleasure and Pain, Piety and Impiety are also relative things and
thoughts.. But the ways, ultimately lead a man to the Paramount Peace, the gateway to Libe-
ration; that assures Summumbonum, '

6 114
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CHAPTER 1 |
ART OF ALIMPANA ( ALPANA ) & ARTISTIC HANDICRAFTS

Y, Tradition of the alimpana—Silpa in India :

Poets suggest beauty with the aid of words and senses, relishable audibly and
audio-visually by those; who can speak, read, write and taste Beauty of a compositon;
conceives Indian Poetics. “éilpins( artists and artisans ) may not always necessarily read
and speak; but may create exquisitely beautiful things, even if they are deaf and dumb, with
the help of writing, singing and using appropriate materials and implements; what-so-ever
is necessary for the purpose; is the finding of Indian Aesthetics”; preaches éukrﬁcﬁrya. The
function of an aesthete is, therefore, quite different. He may do, or may not do any of
such things personally; but can relish and lead others to relish, analysing the composition
and creation of artistic things, concrete or abstract.

The tradition of painting an alimpana on any base; like floors, walls, canvas, cloths
and the like; on a happy and a holy occasion; is a long-cherished tradition in India and
some other countries and islands; which nourish the style and tradition of Indian Fine Arts
and Architecture; since the dawn of their civilization.

2. The style of artistic handicrafts in the ornamental Art :

Alimpana may be graded into four; according to the difference of their origins.
(i) The primitive style of ornamental art, as traceable on the walls of some remote caves
of primitive cave~dwellers. (ii) The Vedic style of geometrical art, adumbrated in the
Sulvassitras, for constructing sthandilas, mandalas etc. (iii ) The Tantrika ( Esoteric ) art
of socio-spiritual style in the nature of ornamented yantras and mapdalas. (iv) The Pauranika
( mythic) art of ornamentation, a mixed style of decorative art, combining the Vedic,
Paurapika and Tantrika concepts and techniques in one; advised in the Ritual Canons,
to draw divine planes, seats and positions for celestial beings, powers and elevation.

8. Art-consciousness in families of Primitive People :

There are some points of fundamental difference in. the constructive Art.of
ornamentation; but it is next to impossible to distinguish them individually. The major
point of differentia among them, may apparently be identified by the bija and mula
mantras of those Gods; for whose worship and sacrifice, those designs and diagrams are mafle.
On the other hand, the culture of primitive styles of alimpana did not cease to function
at all, either with disappearance and destruction of the earliest cave-dwellers; or their
innate Art-culture to the end of a better civilized life, through the course of
cumulative progress. With the ascending aptitude of Art—consciousness, thff 'hfe' of the
refined descents of cave-dwellers had been advancing on to the way of civilization and
progress and the sign of progress and advancement had been develf)ping on grad'ually
through the course of time. There was no exception even in their habit of Art—experience.
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The sign of progress in Art-consciousness, had distinctly been marked on wall-decorations
of their mud=huts. They were wood-landers and they had very close natural relation with
Nature and Phenomenal life, habit, behaviourism and atmosphere. Huts of the present
successors of those early cave-dwellers; who, once in a forgotten age, had expressed their
aesthetic experiences by drawing and curving flower—plants, flowery creepers, tall and shady
trees, with birds and beasts, pools with lotuses and hunting scenes etc.; do yet bear some
symbols of their instinctive inclination to the natural Art-culture. They some time plaster
_their hut-walls with various coloured clays, ornament them with chequired designs and
natural scenes and colour such paintings with chalk-paste and other mineral paints. The primi-
tive art-tendency, gradually, in course of time, was welcomed in the village life of the more
civilized other branches of ancient tribes, said to have come from a better civilized sources.

The tendency of the primitive art-culture is yet explicit in the art-works of the present
time. Particularly in works of Acarya Nandalal Bose, Yamini Roy and others. We may yet
find glimpses of such art-works on the walls of the mud-house of Kala-Bhavana at Santi-
niketan. Each and every model of such art-works breathe and represent different models
and styles of simple and remote villages and wild lives. Life-sketches of the primitive, abori-
ginal and migratary scheduled caste people, working on fields, roads and domestic hut-buil-
dings; taking their young ones on their arms, backs and shoulders; loving pets, like cows,
dogs, goats, monkeys, birds in cages, following and accompanying their masters, busy in their
jobs with spades, ploughs, axes, cutters, shovels, sickles etc. On fields, roadsides, forests, thickets;
on the roofs of thatched huts, inside the remote villages, on which the pictures of their every-
day life, as mentioned above, are painted with colours, mud, minerals; ornamented with
models, telling tales of true life with the help of muddy images, chiseled on the mud-walls
and plastered very neatly and artistically with perfectly trained hands; that witness the
craftsmanship in lekhya ( painting ) and lepya ( plastering) technique of the artistic handicraft
and the decorative; are as suggested in the Picumata of the Brahmayamala-tantra. '

4. Artistic handicrafts, suggested through the Vedic rituals :

To perform a Vedic sacrifice some instruments, utensils and necessary ritual appli-
ances are required. They are to be made of some sacrifical wood, indicated for the purpose,
as advised in the ritual canons. Of those requirements, names and techniques of preparing
some such articles are given below. Artistic handicrafts, essentially required for the purpose
of a Vedic sacrifice, may be graded in two groups. In the group ( A’) we may discuss the
nature, characteristics and implication of those technical things; which are essentially required
to perform a Vedic sacrifice to please Gods ( devas ) and departed forefathers ( pitrs );—like
camasa, juhu, varana, vistara, brahmana, tripatra, motaka, proksani-patra, arghya-patra, sruc,
sruva, sphya etc. Some of them are made either of sacrifical woods and prescribed metals, like
gold, silver, copper etc.; as indicated in Brahmanas and respective Sttras. Kufagrassis a
very essential implement to perform all sorts of Vedic function and efficiency to make appli
ance of the kuSagrass had long ago been considered as an acknowledgement of a Brahmanpa’s
all-round proficiency in any sacrificial function. Asa result of it, in the course of time, in’
India; the word kudala (one, who can cut kusagrass as per the ritual injunction) is used in the
sense of an efficient and well-versed man, in his own duty and function. ‘
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In the second group, (-B ) we may include the Art of ornamentation and symbolic
representation of the cosmic powers and process; which are invariably required to make a
Vedic ritual complete, in all respect. Under this group comes the art of alimpana with
various colours as indicated for each function and purpose. Art of Alimpana is mainly
based on the geometrical construction, a branch of jyotisa, which is itself a subsidiary study
to the intensive study in the Vedas; as prescribed in the Siitra-literature,~particularly

the Sulva=siitra. Let us now describe in short, how some common Vedic sacrificial appliances
are to be made technically. The study in the social life of the Vedic age reveals that dome-
stic appliances and the social implements; which we now generally use in our daily life, were
almost in practice in the Vedic Age, with a very few exceptions. History of Indian Civiliza-
tion covers a vast span of the Vedic culture, beginning from the later Stone Age to the full-
fledged Iron Age; when in every walk of Indian Civilization, especially in Arts, Crafts, Archi-
tecture, Literature, Philosophy, Science,~Physical, Chemical, Medical, Technical etc., signs of
progress and perfection had been marked, which yet mirror through the domestic life of
Indian villages, consecrated and initiated according to the Vedic or Tantrika Traditions.
The Vedic and Tantrika culture breathes spontaneously through the respiration of Indian
people. Appoximation of timg solves no problem. We may hardly scan the limit of a period
on the ground of social changes; which may historically be termed as the Stone, the Bronze,
and the Iron Ages. The sacrificial instruments, domestic utensils and agricultural appliances,
are nearly the same with three ages; which are in use of our daily life with a little modi-
fication and renovation even now, They are : (i) Gamasa—TIt is a spoon-like wooden or golden
( silver and copper also ) instrument to offer caru ( milk~baked rice ) or ghrta ( clarified
butter ) in a sacrifice. It is three fingers by the neck, four fingers by extent ( vistara ),
smooth by appearance and having a spoon-like and down-faced mouth. It is round~faced
for a hotr ( one who pours ghrta into the fire); for the Brahman it is square; for udgaty
( who chants hymns in the sacrifice ), it is triangular; for the yajamana ( the performer of the
sacrifice ) itis flat etc. They may be made of any sacrificial wood, like palafa ( Butea

Frondosa ), vata ( banyan ) and cther sacrificial wood, as told above.*

(ii) Juhu: Itis a kind of sacrificial semi-circular wooden pot, made of the palasa
( Butea Frondosa ), used for the purpose of pouring clarified butter on the sacrificial fire, as
referred to in the Rgveda.? :

- (iii) Sphya : It is a sword-like and curved wooden instrument, made of any sacrificial
wood, particularly of the palasa ( Butea Frondosa ) and used to mark the prescribed shares
of the caru ( milk-boiled rice ) to such Gods, who have the right to share them.®

(iv) Udukhala and miisala : A big and thick trunk-like thresher of the sacrificial fig-tree
with a flat pit on the top and flat and levelled base at the bottom, used particvlarly to grind
paddy for the purpose of separating husk from paddies.

The miisala is also a kind of thresher, round and thick on the top and the bottom and
comparatively thin in the middle to hold by the fist. It is exercised on the mouth pit of the
udiikhala to make rice out of paddy, which is to be used to prepare milk-boiled rice for the

caru in a sacrifice.t
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(v) Sruc : A kind of sacrificial utensil, like a big spoon with a round cup-like partat the

end, in which the first knot of a thumb may easily move round. It is of three types. If an

end of it is made like a banian leaf, itis called a Dhruva; if it is round and flat, it is upabhrt
and if it is made like a crescent moon, it is called a juhu as told above.

(vi) Sruva is nearly a similar type of wooden ladle with a handle of one
aratni (from the elbow-joint to the tip of the little finger) used to offer ghrta ( clarified butter )
into the sacrificial fire.®

(vii) Yaipa, or Yipakastha : is a big pole, made of sacrificial wood, particularly of the
fig, the wood-apple, the bakula (Minusops Elengi) etc. It is four hands by length; thick, sizable
and circular; used either to tie asacrificial animal, or to celebrate victory; ornamented with
the circular crown on the top and damaru-like ornamentations in the middle.®

(viii) Hala: 1is to be made of bata ( Banyan ), saptaparna, gambhari ( garana
wood ), $§almali, audumbara ( fig ), amalaka, amra ( mango ) etc. Its synonyms are
tangala godarana, sira, hala etc. It is used to perform the tilling sacrifice in the month
asadha; refers the Vajasaneya Samhita.’ ’

(ix) Siirpa : A kind of flat basket, used to clean husk from rice produced by exercising
uditkhala and musula for the purpose of sacrificial milk-baked rice (caru) to be offered to
indicated Gods as a justa ( a hand-full of rice ).*

In addition to them there are some other sacrificial instruments and utensils, made of
metals and wood. Alike a Vedic sacrifice, Tantrika riuals also need them and make them
with a little different style, type and materials. They sometimes use bones in lieu of wood,
and metals, as explicit in the Picumata of the Brahmayamala-tantra, supposed to be an earliest
work of the Tantradastra.

’-5. Departure of the Tantrika technique in making crafis from its Vedic parallels :

Sruti is the other name of the Vedas. Traditionally Sruti has two wings: (1) the
tantrika ( tantriki ) and the Vedic ( Vaidiki ). The Vedas represent the cultural history of a
great congregation of people of different streams, clans, conventions and cults; united into a
race, called Aryans; through the course of time, by the way of exchanging their principles
and ways of lives to the end of a common social, religious and cultural bondage. Signs and
stages of such changes are traceable in the ups and downs of the Vedic Civilizations, beginning
from the early Vedic age to the latest social and cultural developments, explicit in the later
Upanisadic culture. Examples of unusual social practices, as explicit in the human sacrifice,
the horse and other animal sacrifices, various systems of the marriage in the early Vedic age;
when women were either forced to please any seer-guest against their own will; or had to
undergo some temporary marriage contract, before the establishment of the legal and moral
institution of marriage, current even in the present age; were not less obscure, than those
obscure practices as indicated and practised in the tantrika culture. Those streams and
clans of people; who had glided along the main stream of the Vedic culture, rejecting the
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few less essential social practices and taking with them some ancestral habits; in the course
of time; had been digested by the Vedic culture. The peculiarities in their ways of life are
yet traceable with the names of their gotras and exclusive manners and customs; ‘which they
yet follow and are indicated in their social and ritual practices; as codified in their canons
of the $akha ( branch ), Carana ( foot or volume ), respective Brahmanpas and Satra texts
on the principle of unity in diversity.

But, there were yet some orthodox streams and clans; who loved more their ance-
stral tradition and cultures and did not like to completely lose their own identity in the strong
current of Brahmanic or Vedic culture. Each of them independently went on honouring
their ancestral religions and cultures with the least modification, since they had been adum-
brated in the age forgotten. Since it is next to impossible for us to feel and understand the
sense, mode and norm of the life and behaviourism of that forgotten age; we some-times call -
them obscure, immoral, indistinct, mystic culture; witchcraft and black-art. The philo-
sophy of Tantra is extracted {rom all the four Vedas, of whichthe Atharva-Veda, is an epitome
of the Vedic-Tantrika cultural union in which one may locate the point of departure
between -two parallel cultures. Gayatri is honoured as the mother of the Vedas. Tantra,

on the criterion of the Atharva-Veda, devises Gayatri for all Gods, irrespective of the Vedic
and the Tantrika.

7 11j4
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CHAPTER 11
TECHNIQUE OF ORNAMENTAL ART

1. Interrelation among three styles of the ornamental Art: the Vaidicka, the Tantrika and the
Pauranika : :

The chronological date of the Purapa Literature is placed in the modern History
after the Vedic age; but the orthodox Indian tradition thinks it otherwise. It is not merely
a collection of Indian Myths. It is virtually the History of Indian civilization of that remote
or forgotten age, the chronology of which has either lost in oblivion; or is going to be lost
due to the want of intensive research. Each Purapa, in addition to telling the cultural
History of a certain stream of Jndian people, advises a balanced way of life; that one or some °
working and trading classes, should undergo to explore the forgotten date from their birth
to death, Titles of those Purapas are to be determined by the names of those Gods, who are
glorified and worshipped as tutelary Gods of those trades and professions, which have already
been discussed above in both of the volumes of the present work. There are yet some
westernized scholars of Indian History in India; who are fond of analysing a work on
Indian History, generally from the age of Gautama Buddha, making the Christian Era, a land-
mark to ascribe a date to any historical event. Finding is greater to us than the assumed
fact. One can hardly trace out an actual finding; if he has not the sufficient knowledge in
original historical texts, written in Sanskrit, Pali, Prakrt, Apabhramsa, Avahafta and other
yegional languages, in which our Manuscripts, Inscriptions, Coins, Images are written, trans-
cribed and inscribed originally. To depend more in the second hand foreign translation than
the firs-hand knowledge in those original source materials and languages often deludes
a student of History to reach the finding. The firsthand acquaintance with the original
records is, therefore, infallibly necessary for a student of Indian History than the second-hand
information through a foreign translation.

2. Correlation belween Purana and Hisiory :

History is a vast subject according to Indian Cenvention, observes Kautilya. Purapas,
Tales, Fables, Epics, Dramas, Social Studies ( Smrtis ) even some branches of Philosophy
come under the purview of History. Puranas tell us the early History of India, particularly
relating to before-Christ and early-Christ Centuries, covering five or ten characteristic
features of Ancient Indian History, termed as the paficalaksapa or the da$alaksana ( five or
ten characteristic features ) of the Purana~§astra, as discussed previously in volumes I and II
of the present work. By five characteristic features of the Purﬁr.la-éﬁstra, we may have;—
(1) sarga or the order of evolution and creation; (ii ) pratisarga, or the process of secondary
creation; ( iii ) var$a or genealogy, ( iv ) manvantara, or the period of each Manw’s rule,
covering a period of 4,320,000 human years approximately; and (v ) varhéanucarita, or the
roles and the functions of kings, appeared in those dynasties and events of historical impro-
tance, occured therein. Two sections of the Mahapurana ( Principal Puranas ) and the Upa-
Purapa ( Subsidiary Puranas) are eighteen by number in each section; which narrate the
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true history of India. Though the Indian History is always especially interested to the
finding of each age and dynasty; yet the Pamanika History of India is never indifferent to
the study in its factual and chronological history. Ascription of date to the period of a
Manu’s rule, apparently supports the factitive events of early Indian History; but it is very
difficult to maintain a date-wise chronology of such a vast and extensive period of an early
age; the most of which is yet either hidden in oblivion, or presumed on the ground of modern
historical hypothesis. The Kaliyuga ( the period of Kali’s life ) begins from the time of
. Pariksita ( the grandson of Arjuna, who ruled about 1050 years before the enthronment of
the Nandadynasty ) records the Matsya-purapa. Duration of the Kaliyuga is conventionally
approximated 4,32,000 human years, and the part of Kali’s life, passed up to the present

year, is conjectured as 5,082. Beginning from the decline of the éaiéunﬁga dynasty upto
the commencement of the Christian Era, Indian History is supposed to have chronologically
scanned a period of 500 to 700 years. This is the year of 1981 A.D. We may, therefore,
- have 1050 + 700 + 1981 = 3731 years as Kali’s life, passed upto date chronologically.
- Deducting 3550 from the total period passed 5,082-3731 = we may have 1351 as a
difference between the conventional and the chronological dates of Indian History. In the
International Sanskrit Conference, held in Varanasi, during the third week of October, 1981,
Dr. P. V. Vartak claims that the war of the Mahabharata had broken on October 16, 5562
B. C. But it was not indicated what kind of the year, it was.
There are ordinarily four kinds of the year-count; (i) The Sauiavaisa or the solar
year; ( ii ) The Savana-varsa or the consecration year; ( iii ) the Candra-Varsa, or the Lunar
~year and ( iv ) the Naksatrikavarsa or the Star-year. A month of the star year completes
by 27 stars. “ Thus we find a difference of 3 days in a month and 3 x 12 = 36 days in a year.
If we would convert the approximated past age of the Kaliyuga as per the star-year-count,
we may have 508 years, 2 months and 12 days. Deducting this frcm 5082 we may take
4573 years 9 months and 18 days as the actual past years of Kali, which is a nearest figure
to the chronological age, conjectured by historians.

3. Calendar for celebration of Festivals in India :
(i) The Naksatrika-Varsa, or the Star-year is generally prescribed to count an age,
the limit of a judicial term etc. Sixty palas make a nadika or hora and sixty horas, or dandas
make a.complete day. Timelimit of a star is genecrally sixty nadikas or dandas.
which make s star-day. There are twentyseven stars in a month and such twen'yseven days
make a complete star-month. Therefore 27 x 12 =324 or 325 days make a full star-year,
which is less by 40 days from the solar year of 365 days. Months are called after the names
of stars, like Asvini, Bharani, Krttika etc. The star-year commences from the month of
Aévina and ends with the month of Bhadrapada. They make the Sarad Riu or the Autumn

season, the word ‘Sarad’ is also a synonym of a sarhvatsara or full year. The star-year is
appropriated to determine the terms of the life-time ( ayuh), judicial order of punishment,
financial under-taking, transfer of property, settlement of a morigage, to make and take over a
loan etc. The term of Vanavasa ( exile ) imposed upon Pandavas was terminated as per the
star-year calculation, what Kauravas had wrongly calculated otherwise.

(ii) The Candra-varsa or the Lunar year. A lunar month completes by two
paksas, the bright and the dark fortnights. It is less by one and half day approximately
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per month and nearly 12 days in a year. We have a complete month of 30 days on compl-
etion of 2% lunar years; which is calld a mala-masa’ or a waste-month or a leap year with 13
months in a year. Almost all auspicious functions are prohibited in this month. A lunar
month has two systems of the day-count (1) one, beginning from the first day ( Krspa-
pratipat ) of the dark fort-night and ending on the full moon day, is called the mukhya-
candramisa; or primary lunar month. The other is the gauna ciandra-masa or the secon-
dary lunar month, that begins from the Sukla pratipat or the first day of the bright fortnight
and ends on the last day of the dark fortnight, or amavasya (the moon-less day). The
primary lunar month is indicated for the adya srddha ( first death celebration ), ( abdika—
sapinda-karana $radha celebration ) ( the yearly death—celebration ); celebration of
Candrayana-prajapatya vows, observation of some other vows, like the celebrations on
completion of a domestic house, a tank etc. and all sorts of donating functions. The secon-
dary lunar month is indicated for the occasional ( parvana ) parental rites, birthday celebr-
ations, yearly worship of Goddess Durga etc.

~(iii ) Savana varsa or the year of the consecration rites.

A savana-month ordinarily completes in 30 days and a savana year covers such
12 months of 30 days. A savana year, therefore, completes by 360 days; but practically,
in stead of 360 days in a year; actually a savana-varsa ( the sivana year ) completes in
359 days.” Thus to convert a savana year to a saura ( solar ) year 6 days are to be added.
If we convert 4082 solar years into savana-years, we may have 4998 years 2 months and
8 days. A solar year always completes by 365 days of the international day-count. The presum-
ed date of ending the war of Mahabharata is historically assumed 4000 years on the ground
of inference, presumption and approximation. It is 5082 according to the traditional conven-
tion of the Brahmanic Almanac. The difference of 1082 may be waived by half; if we.
convert it into a naksatrika varsa, or the star-year. We may have 4573 years 9 months and
18 days, which is approved by the Vedic Ritual for the purpose of the age-count. Which
is better, the presumptional convention or the astrological tradition ?°

The civilization and culture, as traceable from the Pauragika Literature are not to
be taken to consideration as later contributions than of the Vedic. Both the literatures, the
Vedic as well as the Mythic; carry the same legendary history of India, The tale of the
sage éunahéepa, related to the early history of human sicrifice and the absolute right of a
father to sell his own sons, like domestic animals and the legend of ‘Manu-Matsya’, adumb-
rated in the Rgveda, matured in the Brahmapa-Literature and reflecting the dawn of the
evolutionary process, like that of Noah?’s ark; do not very much encourage a mind to think
that the Puraipa Literature is not at all a later creation than that of the’® Vedic Age.
Telling tales of religious myths in the eves of long-termed Vedic sacrifices in the afternoon
sessions was, therefore, an usual practice even in the Vedic Age. Is it, then safe, to place
the Pauranika Literature much below the time of the Vedic Age ?

4. Constructive and ornamental Arts in Vedic, Ritual and social functions :

" To perform some Vedic sacrifices, like the Rudra-yaga, the Visnu-yaga, the
Prajapatya, the Rajastiya, the Vajapeya, the Dara-paurpamasa, the Istapurta and some
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other sacrifices; construction of the Kunda, the sthandila, the mandala etc. in the nature of
ornamented Geometrical and Graphic style are advised in the Braihmapa and Sttra Texts,
Though all of them are virtually Vedic sacrifices; yet in their canonical and diductical
functions, obligation of the Pauranika Literature appears itself for their clarity, 1u01d1ty and
correleting injunctions.

( i) The Vedi or the sacrificial altar :

The technique of constructing an altar is adumbrated in our $ulva-sitra. A
“sacrificial altar is to be made either by four, or sixteen hands square on all sides with a pit
of either one or four cubic hands depth and a elevated string on all sides, just before the seat
of the hotr ( a priest, who pours the oblation of the clarified butter on the sacrificial fire ).
A brick construction, plastered with smooth coloured clay, is preferable. Use of bricks was
known to the Vedic peopie. As a result of long termed sacrifices, they found chunks of baked
clay. Isti is the other name of a sacrifice. As a brick is first produced out of a fired altar,
it is yet called an istaka. In front of the hotr on the string, a yonipitha—just like a big
earthen lamp with a sloping narrow mouth, should be made, so that the flow of the butter-
oil, offered by the priest with his sruva, may fall directly to the fire-pit. On the north-east,
south-east corners and the middle point of the eastern string of the pit, three earthen moulds
of at least six fing e rs high, are to be made,—representing three chief sacrifical Gods,—
Brahman, Vispu and Rudra; or, Vahni, Rudra and Prajapati. The altar may be ornamented
with five colours; or any one of the colour devices; the coloured rice-powder of flour and
five kinds of food-grains,—i.e. dhanya ( paddy ), yava ( barley), tila ( sesame ), mudga
( kidney-bean ) and masa ( a kind of yellowish pulsc-grain ) with the design of the sarvato-
bhadramapdala by the right hand side of the priest. On the four corners of the altar, there
should be four Rangolis ( alpanas ) with big lotus-like designs. The lanes of the rest three
sides of the altar are to be decorated either with lotus-plant-like designs, bearing lotus-leaves
and buds,—half burst and unburst; or the season flowers and creepers. On the eastern side of
the altar; five pitchers, filled in with medicated holi water and sanctified with five gems deco-
rated with the svastika sign, vermilion, sandal paste, curd-mixed rice, on the body of pitch-
ers, flowers, leafy mango-twigs, a green coconut, new cloths, wreaths etc. on their necks
and mouths, should be placed artistically. One of the pitchers isindicated for sprlnkllng
the peace-giving water and the final for the sacred bath after celebrating the complete sacri-
fice and the rest are meant for the Central God of the sacrifice; Ganapati, Navagraha
( nine-planet Gods ), Brahman or other associate Divinities.!* There should be a thatched
roof, coloured canopy with tinkling bells, hanging wreaths of flowers and foliages, banners and
symbols of God for whom the sacrifice is offered on the top of the roof. Four gates, made
of sacrificial wood, should be erected by the four sides of the altar with plantain-plants and
ornamented full pitchers, as told above by the two wings of each gate. Sometimes golden
images of at least six fingers length, of the principal God, united with the representative
God of his Energy, are installed on the mouth of the pitcher. An earthen lamp should
continually burn with bunches of scented burnlng sticks, ~ This artistic style of

celebrating either a social or a ritual function is more or less, yet observed almost
everywhere.'?



TECHNIQUE OF ORNAMENTAL ART 55

(1i) Kunda or the sacrificial pit. A sacrificial pit is generally to be made one or four
hands square measurement for a Vedic sacrifice as advised in the $ulva-sutra. For the
tantrika sacrifice, one or three cubic hands triangular measurement is prescribed. For the
daily sacrifice, one hand equilateral triangle-type and for the long-termed tantrika sacrifice
as indicated to the Tturayaga, three hands equilateral triangle-type of kundas ( the sacrificial
pits ) are advised. For the purpose of the daily sacrifice, handy metal pits, made of copper,.
silver or gold, plain or ornamented, are sometimes advised; to carry the pit froméene place to
another, if necessary. A sand-bed of two fingers thick, is to be spread on the floor of the
sthandila, to construct diagrams on the sand-bed, as indicated in the Vedic and the tintrika
rites'>. The Tantradastra prescribes nine kinds of Kundas indicated for nine different ritual
functions; as (i) the caturasra ( the square ); ( ii ) the ardhacandra ( the semicircular or the
halfmoon-like ); (iii ) the trasra ( the triangular ); (iv ) the sadasra ( the hexagonal ); (v )
the padma (the lotuslike ); (vi) the vartula (the circular ); (vii) the astasra (the
octagonal ); ( viii) the yoni ( the female-organ-like one ). The Vasisthasarmhita prescribes
eight Kundas; but the Saradatilaka advises nine, dividing the complete altar by 3x 3 =9;
placing eight Kunpdas, as mentioned above, on eight directions and the common tantrika
kunda, as told before, in the middle. All these eight diagrams are critically constructed

with geometrical figures, detailed in the Tantrasara* '

( iii ) The sthandila or the sacrificial bed. The word sthandila ordinarily means either
a bed or aseat, made of the Kuagrass. In a sacrificial rite, it indicates a geometrically
ornamented sand-bed for welcoming and placing the Fire-God. Our ritual philosophy,
the Vedic, the Mythic and the Tantrika, explain the cosmological and cosmogonical
significance of each and every line and angle of those diagrams. Fire is considered to be
the mouths of all Gods and an oblation offered to it, goes direct to the Sun. The Sun makes -
cloud and showers rain. From rain we have food-grains, which help men and other created
beings to live-in. o

(iv) The aesthetic out-come of the constructive Art. Not only these diagramic
features are the bases of the ornamental Art, but diagrams of tantrika deities, suggest
their natures, spiritual powers and divine characters also. All such diagrams, cakras and
mandalas should be considered as to be the bases of various arts and styles of Indian Rangolis.
Body is the base of Beauty and the skliton is the structure of a body. Similarly, all sorts of
cakras and mandalas, as constructed in the various tantrika texts, for the purpose of the
divine and spiritual culture’, are the bases of Indian ornamental art. The geometrical
constructions, as cultured in the Vedic stitra-texts and the tantrika diagrams in the numerous
tantrika works of all tantrika streams, éaiva, éékta, Vaigpava, Ganapatya and Saura; are,
therefore, the fundamental back-grounds of the art of alimpana. Continuous practice of them
for generations, turned in the course of time, to free-hand Rangolis, painted by the
woman-kind of India. As Dance is the aesthetic diversion of the military parade in the
nature of ‘strike-and-hold’; a free-styled rangoli is similarly, an aesthetic deviation from the
habitual practice of the constructive Art, cultured for the purpose of making the souls
spiritual journey easier to reach the all-bliss-ful retreat at the sahasrara, through the course
of sat-cakra, or six lotus-like spiritual centres.
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(v ) Mandala or the construction of coloured diagrams :—Of so many meanings of the word
‘mandala’, the sense of a multicoloured divine plane—indicating the ritual, spiritual and
cosmic level, where a devout’s desired God resides and to where he has to reach to visualize
Him or Her directly. Mandalas are practically the spiritual representative of those cosmic
and spiritual planes, which are meditated as existant inside one’s own inner-body of light
and sound, in which his soul tastes chequered happiness, step by step, as reserved for a
released devout in those mandalas, within the route of six spiritual centres, called spiritually
the sat-cakra, or six spiritual centres. It isritually a Pitha ( seat ) made of light, flushed
‘out into desired colours and sound vibrated in forms of Vargas { letters of alphabet ) and
bijas ( the mystic syllabic sounds ), inside one’s own inaer body on which he may welcome
his desired Deities with their associates, accompaniments and attendants. Position and
situation of the pitha is also aesthetically devised in the Tantraastra. Colours used in those
diagrams indicate different glories, virtues, spiritual elevations and divine attainments of
the struggling soul to the way to win his spiritual race.

5. (i) Sarvato-bhadramapdala : The basic structure of a'most all sorts of mandalas is,
either an eight-petalled lotus; or a svalpa-sarvatobhadramapdala. In other words, we may
term them as Svalpa ( minor ) and Brhat ( major ) Sarvatobhadramandala. It is a very
auspicious and holy diagram, that assures the good omen, sure success and happy result in
any ritual function,—the Vedic, the Tantrika and the Paurapika. The composition and
‘construction of the mandala are nearly the same in all the three rites with a little difference
in reference to the nature and function of the cult and the rite, as advised in the respective
canonical texts.

The construction ofthe sarvatobhadramandala is to be made with the help of five
basic colours, i.e. yellow, red, white, green, black.  Cosmographically they represent
different cosmic rays, which suggest the spiritual progress and psychic perfection of a soul
to the way of his divine elevation as discussd in the Volume I of the present work. For the
yellow colour Indian ritualists use the turmeric root; for the white the rice-powder, for the
red the safflower-powder, for the dark the burnt paddy-husk and for the green the wood-apple
leaves.

Draw a square of one hand length from north to south and east to west with two or
four lines on each side. Draw two diagonals joining vertices of four angles so as to divide
the diagram into four triangles and join vertices of all the triangles by straight lines from the
bases, . Now the entire space is divided into four squares. Again draw two diagonals inside
each square, including the previous one. Thus we find that four squares are divided into
sixteen squares and then go on increasing the number of squares by the same way till we find
162 or 256 squares inside first bigger sqare.

_ Take 36 squares; draw there any beautiful lotus of white, red and yellow colours as
indicated according to the colour susceptibility of the God concerned of the 36 square blocks
and keep 12 blocks separate. The rest 24 blocks are to be divided proportionately into three
circles, covering 8 blocks each, the smallest one for the Karnika ( central core ); the smaller
one for the Kefaras ( filaments) and within the small circle, eight petals are to be made
under the fixed square-blocks. By the rest 12 squares make the petal-tips and by the middle
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complete petals with crescent signs at the end of each KeSara. Circumscribe the diagram
first with a circle touching equally tips of each petal and thus the bigger circle is tc be
enclosed by a square, touching at four mildpoints of the arcs of the circle, leaving four angles
of equal measurement on each corner. Above the square, make four doors with four
small square-blocks on each side leaving three proportionate anzles on each corner. Erase
three blocks (3 +1=4) to make corners. On each side there should be outer doors by
'94+4=6 blocks on all sides. By thc rest blocks make the pitha-gatra ( inner wall of the
diagram ). Make clean four square-blocks on all sides and draw there vithis ( decorative
lanes of flower-creepers ) with multicoloured flowers and leaves. On each side, a $obha by
4 blocks and an upadobha by three blocks are to be made. By the rest of the blocks
four corners should be drawn with fine colours as told above, :

| Make border-lines with white colour one finger thick. The Karnika by yellow, Keara

by red, petals white ( for Visnu & Siva ), Joints blue or black; inner womb ( pitha-garbha )
white; feet of the pitha by red, the outer body ( pithagitra ) by white. On the vithi ( the
flower-lined lanes ) draw flowery kalpalata with all possible colours. Outer doors white,
the fobha (‘beauty) red; the upasobha yellow and corners black. F inally draw three outer
lines—white, red and black by order to complete a sarvatobhadra-mandala’®

The first part of the construction covering 36 square-blocks with a diagram of the _
lotus as enclosed by the first square, over the circle; circumscribing the eight-petalled lotus,
comprises a minor, Sarvatobhadra-mandala. A specimen of the same, as advised in the three
streams of the Scripture; the Vedas, the Tantras and the Puranas is devised here.

A (ii ) Navanabhamandala—As described above, make 64 square blocks, covering the
entire diagram. By the middle, make three eight-petalled lotuses; on the top, the middle
and the bottom of blocks by 4x4=16 smallest square-blocks, in the way of up- .down and
side-way directions, leaving two series of smallest square-blocks, below the first lotus and
above the third lotus, as well as by the both sides of the series of three lotuses, as drawn
previously in the up-down and side-way-placing position. Thus, we find two series of
smallest square blocks on all sides of the series of three lotus-lines. Draw lotus creepers
with buds and flowers on both the sides; by the way of up-down and sideways styles
the four vacant corner-blocks of the same size ( ofthe lotus), now should be filled up with
four svasuka signs. This makes a navaniabha-mandala with five lotuses and four svastika
signs.'®

( iii ) Paficdbjamandala—1f the navanabbamandala, as described above, has four full
Moon signs in places of four svastika signs; it is called a paficabjamandala or the symbolic
diagram of five lotuses. Itis approved by the three streams; the Vaidika, the Tantrika and
the Pauranika rites; but here we follow the tantrika style of drawing.'?

(iv ) Navagrahamandala—Draw a similar mandala and divide it into four, two, four, two
and four smallest blocks by up-down and cross-wise styles. In the first and the fourth rows, either
the gestural symbols, or the images of planate Gods, as described in the chapters of Part II and
Part II1, of the present volume; relating to the symbolic gestures and images of nine planate
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Gods, by four on each row; Soma, Maingala, Budha and Brhaspati; by the first row and éukra,

éani, Riahu and Ketu by the fourth row; with white, red, blue and yellow, (by the st row) and
again white, black, blue and smoky by the 4th row; leaving two midlanes of two smallest
blocks for lotus-creepers with buds and flowers. In the middle block ( of 4x4 = 16 smallest
blocks in one square of the mid-line, draw either the gestural symbols, or the image of the
Sun God or Planate Gods with red or safflower and other prescribed colours, as indicated when
describing categorically characteristic features of those images and symbols in the Parts II
and IIT of present volume. On the first and second lawns, up-down and cross-wise, draw two
beautifully curved lotus plants with buds and flowers. All these make a Navagrahamandala

complete in all respect.’®

( v ) Dikpalamandala—Draw square of 24 fingers and circumscribe it by two
circles,—the first touching the.four arms of the square and the second with a radius of four
fingers less than the former. Divide the pair of circles into ten equal parts and draw on
each of the ten divided blocks, either the images, or the symbolic gestures of ten quarter
Gods by ten directions, as referred to above in relevant chapters of Parts IT and III of the
present work. In the middle, inside a eight-petalled lotus core, draw either the image or the
symbol of Visnu, as indicated above.?

Vastu-yaga-mandala—The Vastuyaga is celebrated by two different ritual orders.
The ekasitipada ( 81 stepped ) Vastuyaga is indicated to build a domestic house and
the catuhsasthipada ( 64 stepped ) Vastuyaga is advised to donate a tank, an orchard
etc. There are two styles of Vastu-mandala ( i) the circular style and ( ii ) the square-style,
Both of them may be divided into two by the injunction of the Ritej-the sixty-four-stepped
one and the eightyone-stepped one. They are to be drawn by two styles also,
the circular style and the quadrangular style.  Each of them may again be graded
into two; in order of the sixtyfour-stepped one and the eighty-one-stepped one. For the
sixtyfour-stepped quadrangular one, make an one hand square figure, divide it into 8 x 8 up
and down and cross-wise, marking 64 equal blocks. For the 81 stepped quadrangular figure,
divide the same one hand square, by 9 x 9 equidistant lines, making 81 smali
blocks within the square. To make a circular sixty-four-stepped Vastumandala,
first draw an eight petalled lotus and then. go on increasing the series of eight
petals for seven times on the first lotus; so as to make it 8x8 = 64 petalled lotus. To make
a 8l-stepped circular Vastu-mandala, first of all, draw a nine petalled lotus and then go on
multiplying lotus petals by 9 to make them 9x9=8!l-petalled lotus as told above.
Gircumscribe the lotuses by three consecutive circles and squares over them with four doors on
the four sides.?

Draw four mandalas, in an order of (i)the Navagrahamandala, (ii) the
Sarvatobhadramandala, (1iii) the Dikpalamandala and (iv) the Vastumandala, either
with coloured rice-dust as indicated above; or foodgrains of the similar colours, to make the
parimandala ( circumspect } of a Vastuyaga complete in all respect. On the middle of the
sarvatobhadramandala, place a ghata ( holy pitcher ) of gold, silver, copper, brass or clay,
decorated with the sandal paste, vermilion, curd, a paste of plantain, curd and rice; twigs of
five sacrificial trees, flowers, a coconut on a plate—fql of rice; at the top of the ghata, new
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cloth, garland, filled with holy water with five gems and other holy ingredients, as advised
in the ritual ceremony of Visnu united with Laksmi on a six fingers square gold-plate,
wrapped with a piece of silk is to be placed on the ghata ( pitcher ). "A sthandila as per the

injunction of the respective Vedas, what a sacrificer ( yajamana ) belongs to, should also be
constructed. This is the simple decoration of a Vastu-yaga.

Decoration jfor the Vispu, the Rudra and the celebration of other sacrifices—To
ceremonize a Vispu-yaga, a Rudra-yaga and any other sacrifice, an auspicious item of
drawing mandalas and other essential decoratings are nearly the same with a little alteration
and replacement. In big and long termed sacrifices, like the Visnu-yaga, the Rudrayaga,
the Prajapatyayaga etc. the four cubic hand sacrificial pit is advised. Mandalas, as advised
and required, should be made cn the eastern side of the sixteen hand square altar; which is
to be ornamented with alimpanas of necessary colours and different styles, particularly on .
four corners, sides, and places, earmarked for putting five, or ten auspicious pitchers, decorated
as told above. The sacrificial hut, erected for the purpose, is to be decorated in all respects,
as told above, by both the aystems,——the ritual and the social. The bunch of scented burning
sticks ( dhupas ) in every alternate poles, lights on earthen caps on stands, smoke of scent-
breathing spices and other ingredients on metal or earthen cups; not only make the entire
environment, holy, auspicious and glorious; but breathes a holy and aesthetic air of sanctity
and sublimity. Plantain plants with Kalasas ( pitchers ) are to be placed by the four
entrances of the sacrificial ground. Garland of significantly beautiful flowers, twigs of the
mango-tree and other sacrificial trees; should hang on the doors, on bamboo-poles and all the
four sides of the thatched roof. The multi-coloured rangolis, should be drawn by various styles
and techniques of the alimpana Art, like flower-pots withregional & seasonal flowers;auspicious .
trees, like plantains, mangoes; devadarus etc; plants like tulasi, paddy, barley etc.; animals like -
cows, horses, elephants, deer, lions etc; birds like cuckoos, parrots, doves, swans etc.; Creepers
like lotus, jesmine, malati on a mango tree etc.; rivers, ponds with lotus-leaves and flowers; the
landscape of a village, a mountain, a forest, the sky with the sun rising, settingand covered
with clouds. In a word, every thmg that makes one’s own mind holy, happy and transparent

and the atmosphere agreeable in all respect, isthe appropriate object of the ornamental
Art in India, beglnmng from the dawn of Indlan civilization,
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CHAPTER III -
THE TANTRIKA ART OF ORNAMENTATION

1. Tradition of ornamental Art in the Tantra-$astra

The tradition of Art of ornamentation is preserved in the marrow of the Indian
minds. In the art models, found from the excavation of the Indus Valley Civilization, ample
examples of the ornamental Art lead us to believe that the particular style of the ornamental
Art, -had sufficiently been developed in India even in that forgotten age. It is, therefore,
very difficult to determine the exact chronological age of the ornamental Art, which had
sufficiently developed, in the way of life of those people, whose culture had been focussed on

the Indus Valley Civilization.

History of Indian civilization records the start of the Vedic Civilization; when the
Dravidian civilization was on the verge of decline. The modern Indian History is all "along
inquisitive to locate an exact point of departure of the Vedic Civilization from that of the
Dravidian. The Vedic Religion and Culture are, according to the orthodox Indian faith
and tradition is eternal and with no beginning and end. It is as spontaneous as that of the
aulomatic respiratory system of a man. Whether those two early culiures had appeared one
afteranother, or they were the two parallel ways of Indian life, survived equally; is now a grave
problem.! The study in the Vedic religion and culture reveals that so many clans and tribes

of early people flocked to India from the various parts of the world, with their respective =

cultures and divergent ways of life and had either been digesied by the more strongand
culwrally advanced main stream of people, or were Aryanized in the course of time.
Hundred and thousand of cultural concepts and conflicts had appeared throughout the.
entire span of the Vedic Civilization, covering at least two and hall thousand years or more
than them. Some of them record primitive ways and modes of life prevalent among early
people and some bear characteristics of a fully civilized people. Some also represent some
such sects of people struggling hard towards the way of advancement.

' But the culture of the Tantrika Art was going on progressing, day by day; since
the time of Dravidian civilization. Virtually the Pawrdnika stream of the Ornamental Art
went on to the way of advancement, as a corollary to the Tantrika culture; since both the
cultures believe in the multi-God concept and the point of deviation in between two cultures,
the Tantrika and the Pauriinika, is so minute that it is very diflicult to determine distinctly,
what is what. Where as the Vedic culture, not only believed in the mulii-God concepts; but
also believed in personifications of different exuber2nces of Nature and Natural Powers. The
Tantraéastra, on the contrary, believes that the tantrika Gods may spiritually be visualized and
meditated as the representations of supernatural, supersensuous, cosmic and divine Spirits
and Energies. On the otherhand, the gradual development of Mahayana Buddhist and Jaina
tantrika rituals and social cultures pushed the Indian ornamental Arts to the way of further
progress and refinement. Consequently, Indian Art of ornamentation had been more
indebted to the treatise of the Tantra-§astra than the Vedas and Puranas. Even the Folk-Art
of O.namentation is siffi iently inpregnated with the Tantrika Art, concept and culture,
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2. Technique and practice of Ornamental Arts in Indian Literature and Iconography : Culture
of Fine Arts bad fully mawred in the classic age of India as explicit in the works of early"

poets and dramatists, like Bhasa, Kalidasa, ériharsa etc. Ornamented borders and
background, as advised in the thya-sdstra, the Citrasitra, the Vispudharmottara etc.

discussed to elucidate the theory of Dance-Painting parallelism, are the authentic supports
of the hypothesis. Ornamental Art not only enlivens a picture; but makes it, as ifit smiles? To
console his agrieved mind, when King Dugyanta, makes a life-like painting of his beloved
Sakuntala and his exquisite efficiency in the art of painting is highly praised by his friend
Madhavya, he says with an exclamation that no picture is quite complete till it is drawn
within an appropriate background. He, therefore, asserts that it is never complete, till
he draws a pair of swans, basking in the sun-shine on the bank of the rippling river, Malini,
On the foot of the Himalayan ridge, by the river course, should enjoy rest the herd of stags
and does, of which a stag is to be drawn itching the left eye of the partner doe fondlingly
and carefully®.

The canon of Iconography advises to leave appropriate spaces either on the upper
curve, or by both the proportionately distributed sides, for drawing beautiful landscape,
mythological events, phenomenal beauties, quite faithful to the nature of the installation;
for the befitting ornamentation. As the practice intensifies the beauty of the whole
installation; it is called ‘the éobhﬁ’; or the art of Ornamentation. Sometimes flowery
creepers, lotus-plants, fruit-trees, hermitages, the scenes of the Sunrise and the Sunset, lotus-

tanks; frequented by hermits and villagers, pasture, sacrificial ceremonies etc. are also found,
artistically curved there. :

Technique of making of a Sobha’ for different types and styles of installation; the
semi-circular, circular, rectangular, graphic, step-wise and lane-wise, for the group, dual
and single installations have been discussed in details; both in the Picumata and Pingalamata
as in Parts II and III of the present Volume. In other early works on Indian Fine Arts,
like the Bharatasarnhitd, the Matsya-Purapa, the Vispudharmottara etc.; the tradition was
sincerely followed in connection with the technique of making scenes, wings, colours, festoons,
weapons and other necessary dramatic instruments for the purpose of the dramatic crafis or
the Nepathyabhidhana (the greenroom make-up ).* By the green-room preparation, we
have four kinds of Nepathya (the green-room decoratives). They are (i) pusta
( instruments ), ( ii ) nepathya ( dress ), ( iii ) alarikdra ( ornaments ) and (iv ) safijiva  colour
composition ). No heavy instrument, dress and ornament is appreciated in a dramatic
performance. They are to be painted on the body of an artist with requisite colours, since
the original ones may be too heavy to hold and exercise and may also create sweat and
fatigne. They may even some-time cause grave injury and even death.

3. Rangoli—an applied Science of Spiritualogy :

If the duet-dance is a deviation from the dual; the art of Alimpana may, similarly,
be appreciated a diversion from esoteric spiritualogy; as practised by the psycho-physical
exercise of the satcakra culture;—which advises the Psycho-spiritual process to lead the
i{ndividual soul, resting in the core of the four-petalled lotus of the subterranian cave, clung by
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the Serpent power, in three and half coils; so asto uplift and unite the individual soul -

( the jivafiva ) with the Universal Soul ( Parama-Siva ) resting permanently in the core of
the thousand-petalled lotus, called Sahasrara; situated on the cerebrum.

In relevant chapters .of previous three parts of the present work, dealing with the
Philosophy of Image-making, Image-worship and Gesturology; it has been discussed above
in details; that there are three grades of devouts:—the divya ( divine ), the vira ( hero ) and
the pau ( men,—dominated with animal instincts ); who follow three prescribed courses of
divine worships, as per their order of spiritual elevations. In the field of their spiritual
achievement; they also follow those three courses of spiritual culture. As the gross image-
worship is the first plane of the divine attainment; similarly, drawing of a lotus plant with
six lotuses represents the first phase of spiritual culture for the second grade of devouts, -
called the viras. The lotus-plant is the representative of Kula-kupdalini ( Serpent power.)
and six lotuses blossomed; suggest six spiritual centres, called ( i) the muladhara, ( ii ) the

‘svadhisthana, (iii ) the manipiira, (iv ) the anahata, ( v) the viSuddha and ( vi) the ajiia;
“which the Kundalini penetrates,one by one, to reach the ultimate goal of the thousand petalled
lotus, the incessent deposit of the eternal Honey. Six symbolic lotuses have their own fixed -
petals of 4, 6, 10, 12, 16 and 2 by order and number®. On the top of the lotus-stock.
there is a very big lotus of incalculable ( thousand ? ) petals, representing the multi-celled -
cerebrum and a small eight-petalled lotus, indicating the position of the perfectly pure soul,
in the heart region. As the bihyaptja ( external worship with prescribed offerings of five,
ten, sixteen or more than them) indicates the spiritual or divine worship with prescribed .

spiritual offerings; similarly, the India-wide practice of the ornamental art with lotus- -

plants and required lotuses, representing the route of the Serpent power, penetrating the
six spiritual centres, helps him to recapitulate spiritual teaching; is the first step of the
spiritual culture; that always keeps a devout conscious of the satcakra secret. * The lotusplant -
grows up from the bulbous root of the ritual and spiritual strength with its beautiful stalk of
divine knowledge. The cordiac lotus has eight petals of eight spiritual attainments, i.e.
anim3 ( mystic power of an atom }, mahima ( mystic power of the greatest being ), garima
( mystery of gravily ), laghima ( mystery of lightest ones ), prapti ( mystery of univérsal
attainment ); prakamya ( mystery of plinly ), iSitva (universal lordship) and vaéitva
( mystery of controlling the Universe ); illumined with the rays of pranava. The lotus-stock
of an alimpana, on the other hand, may also represent, three spiritual canals of Prapayama
( breathing exercise ). Ida (the left-side nerve-stalk) helps to breath in, Pingala ( the
right side nerve-stalk ) helps to breath out and Susumna, the central nerve-stalk helps us to
enjoy a happious state by the way of restraining the wind force within.® Sometimes
ornameénting a Rangoli, broad and narrow rivers with blossomed lotus, are drawn in place
of lotus stalks, They also indicate Ida, Pingala and Susumna in accordance with mythic
spiritualogy by their mythical names Ganga, Yamuna and Sarasvati.

4. Technique of drawing designs of Ornamental Art in Indin :

Artists of India draw various designs to beautify a work of Art of Ornamentation.
‘They are neither whims, nor the sweet will of an artists; but they have a scientific technique
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behind them.  Most of them are based on the geometrical constructions of graphic
nature, turned in course of time, to a free hand art-culture, as a result of traditional
practice for geaerations. Almost a'l figures of Ornamental Arts are the artistic conversion and
beautification of geometrical point, lines, angles, arcs of a circle, and all sorts of triangular,
quadrilateral and circular figures as explicit in designs of $at-Cakra. The Ornamental lotuses
which they draw, are generally four, six, ten, twelve, sixteen, two and thousand-petalled

( innumerable ones ); as shown in the plate, picture of the spiritual goal.

To draw a desien of the Ornamental Art, Indian artists generally follow the same
hasic principle with a little regional changes. Of all sorts of ornamental arts, the lotus, the
National Flower of India; occupies the central position. It is drawn generally by three

techniques; graphic, geometrical and freehand.

5. Truth behind the construction of an alpana ( rangoli ) :

Genesis of Ornamental Art is elucidated scientifically in the Kamakalavilasa—tantra.
The direct sense of the word ‘Kama?, is the primordial desire and the other senses of the word
are either the linguistic changes, or the resultant effect of the principal sense. People now
use the word in the sense of sex, or God of Sex,~Cupid, possibly because the sex sensation or
the sex wind ( Kamo vayuh ) rests on the second centre. The Kamakalavilasa-tantra has
practically nothing to do with the physical sex. It isa work of spiritual Cosmology that
unveils the mystery of Cosmogony. There is the Paramount point called the Parabindu as
white as a li- htning like spot, represeating Siva; or the Supreme God; in the limitless, bound!ess
‘and timeless space. By theside of the white spiritual spot, a red spot appears itself, as a
representative of Sakti or Energy. As a result of the oscillating process between the two
pofuts, White and Red, a third point of the mixed colours of White and Red, called techni-
cally the‘black’, appears there, making a triangular shape. Here the word black is a mere
term and does not denote its true literal sense of darkness, but indicates an energy-spark,
roixed of white and red, which is not as white as that of the lightning-like flash of Paia-
Bindu. The word ‘Black’ suggests that the third point, mixed of white or Intelligence and
red or Energy. is comparatively dark than those two primordial points.” The three sides of
that equilateral triangle are virtually the three bin<us of Kunpdalini, having 16 letters on each
side as ‘A’ to ‘ah’ ‘Ka’ to ‘ta’ and ‘tha’ to *ha. '

Making the third point a base of the triangle innumerable waves of white and red
spots pass like the current of Energy, as milky ways; which cross and recross the triangle base,
making the triangular point a centre. The process goes on and on within the vast space
and to have a final rest, it again comes back to its original position, making thousand curves
of waves on the circle coils; which are metaphorically explained as petals of the thousand
petalled lotus. If the limitless space is taken as Siva, the multipartile Energy-process may

be considered as an inseparable éakti, united eternally in a two-in-one mystery. The energy
lines composed of myriad of energy-sprouts, thousand times bright and powerful than the
atomic energy, should come back to their original position, covering the sensuous and
supersensuous cosmic sphere circumscribing the cosmic sphere, in which the solar and any
other regular systems rest by the counting-down way, to the paramount Position, lest iF may
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‘bombard the regularly balanced spherial Universe. The tricoloured triangle is esoterically
called a ‘yoni>—since it is the primordial cause of the cosmic process and is mistaken as a
.triangular female organ by ignorants. During the state of the paramount equilibrium, the
vertex of the triangle stands up, when the equilibrium is disturbed by the process of
‘crossing two currents, the white and the red; -the triangle falls down with its vertex down in
‘a directly opposite direction. This oppesite turn, from tranquility to creativity, is termed
as viparita-rati or the opposite propensity -and the process of expansion and contraction is
called surata or sexual intercourse. When the vertex drops down; energy sprouts in a
“myriad number, fall down; which mgve round the-Para-bindu like a line of dazzling
‘milkyway, esoterically interpreted as the Bindu-pata, or the Sakti-pata. The ornamental
Art of Rangoll is, therefore, the combined symbolic science of cosmology, . and spiritualogy.
Uneripe tantrikas often mislead people, misinterpreting the cosmic mystery as an reverse
-sexuval intercourse B

6. Alpana—the applied science of Cosmology and Cosmogvrap_hy :

 An artist generally draws three, five, seven and ten circular lines and makes petal-
like waves of the same count to complete an alimpana, suggesting three-fold worlds, sevenfold
spiritual planes and tenfold suprasensuous ( suggesting unlimited suprasensiious and superna-
fvtural)spheres, beyond the reach of the human mind, consciousness and intelligence. The
alimpana, indicating the thousand-petalled lotus, has in its first phase, five rounds of coils,
each containing fifty letters of alphabets from ‘2’ to ‘ha’ ( e1-gq ) suggesting the number of
brain cells. Above the coils, there are ten series lotus-petals, each contaiuing five or ten
letters of alphabets, suggesting similar brain cells, completing the figure with. five hundred
spiritual divisions as explained above. 1f the technique is made double, the figure of the
alimpana—representing the sahasrara, .completes in a form of the thousand-petalled lotus,
situated in the cerebrum, the final goal of the jiva-§iva to enjoy the all-blissful and happious
 rest. To reach the final - goal, -the individual soul has to cross six spiritual centres or safca-
kras; suggested by lotuses.® The neutral or the liberating propensity makes the lotuses and
the equilateral triangle faced upward and the creative propensity makes them down-turned.

7 Representative lotus—de,signs; Of the Sd;-ca/ira (six spz'ﬂtudl centres) in the art of Alimpana (alpana):

| (i) The maladhara-cakra, or the first spiritual centre is symbolically represented
by a four-petalled lotus of four red petals. On a brownish square of an appropriate size,
draw a white, or a grey circle; touching four exterior angles of the square. Divide the
interior square and the exterior circle by four equal parts and draw four red lotus-petals,
beginning from one to other points of the division. To indicate the supersensuous spiritual
powers, resting there; affix four letters of alphabets,” Va, Sa, Sa and Sa of golden colours,
beginning from the south-east petal to the south-west petal; by the right-hand turn. By
the rightup corner, resides Brahman, united with his Sakti ( Energy ) and in the centre,
the svayambhu-linga (the symbol of the jivadiva ), that rests there clung by the serpent-
power in three and half coils, seated on the airavata ( the heavenly elephant ), and the
letter P (@ )in yellow colour, the symbol of the Earth-seed; suggesting it as a field for
cultivation; dwells, just at the threshold of the way, for Kula-kupdalini, to give her

9 11j4
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spiritual journey ‘a start.? (ii) The - Svadkisthana-cakra is indicated by a 'six-petalled
lotus. Taking the letter ‘Va’; the subtle seed of Varupa ( Water-God ) of the lightning-like

colour, a centre, seated on a shark; draw a full circle and a half-moon-like arc of a circle.
Inside the circle draw a hexagon with two equilateral triangles with the same base and
falling their vertices on opposite directions. Join all the vertices with petal-like arcs of a
circle, making the route of Kupdalini with its stalk. Draw by the centre the image of Vispu
united with Laksmi in black. On six petals of vermilion, put six letters ba, bha, ma, ya, ra
and la. This is the second centre of the spiritual exercise, resided by Visnu, seated on Garuda

‘with his eternally united Sakti assuring chequered enjoyments, booked for a devout there.*®
This is the svadhisthana-cakra. (iii ) Manipiira-cakra. Draw an equilateral triangle with
the letter < (ra ), the subtle seed of Fire, seated on a Ram,. with its vertex upside-down,
three doors by the three mid-points of its arms and red colour. Gircumscribe the triangle
by a white cereal resided by the Fire-God ( Agni ) united with his Sakti Laksmi. * Divide
the circle into ten equal arcs of a circle and draw a petal of black colour on each arc and put
* there from right to left ten letters of alphabets : da, dbha, na, ta, tha, da, dha, na, ‘pa‘and pha,
with its stalk just below the Ram—the carrier of the alphabetic Fire-God. . This is the
Maniptira lotus. Here all happiness of the Heaven is assured™. ‘

(IV a). Hrdaya-padma ( The eight-petalled heart-lotus ) is 2 symbolic nerve-centre,
called the heart-lotus, supposed ritually as to be the seat of jiva-§iva or the soul, looking
like a candle-flame, but the Tantra-yoga-{astra is not in favour to imagine an addltlonal
lotus than that of the fourth spiritual centre called anahata. The technique and style of
drawing an eight-petalled lotus on an octagon, as told above, in connection with the
description of Svalpasarvatobhadramandala, have elaborately been discussed. The only
difference in between the two is that this one is a half-burst lotus looking up, emiting
heaven]y smell and illumining its entire atmosphere.*®

(IVb). Anakata-cakra, or the twelve-petalled spiritual lotus : Draw two equilateral
triangles by yellow lines and make a hexagon by setting two triangles on the opposite
direction with letter Ya ( @), the Vayu-bija in black at the centre, seated on a stag. .Draw
agam another circle touching all the exterior angles of the hexagon. On the r1ght-s1de exte-

rior upper angle, install the image of Siva united with his Sakti. Draw twelve peta‘s, two
on each exterior angles of the hexagon and put letters of alphabet Ka (&) fo tha (g )
serially on each petal (1 Ka, 2 Kha, 3 Ga, 4 Gha, 5 Na, 6 Ca, 7 Cha, 8Ja, 9Jha, 10N, 11 T4
and 12 Tha). Below the downturned lower triangle, the jiva, as a swan-like flame, burnmg
calmly, on the pericarp of the above-mentioned twelve-petalled lotus'® is to be made.

( V ) Visuddha=cakra, or the Sixteen—petalled spiritual lotus : o N o

Draw a bluish white circle, making the candra-bija ham ( & ) seated on Airavata ( the
heavenly elephant ) at its centre. Touch the circle by three sides and draw an equllateral
triangle of the same colour with its base up and vertex down. Construct again another bigger
circle of the smoky colour, touching the three exterior angles of the triangle. On the base
of the upside:down triangle, make the image of Arddhanariévara, the male-half with
the snowy lime and .the female-half with golden colour. Divide the outer circle into sixteen’
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parts with the help of eight cords of proportionate size, crossing the centre, draw sixteen
petals on sixteen arcs of the circle putting sixteen letters of vowels from A to Ah (a, 3,11, 4,
G, ¢ I7 1, 11, e, ai, o, au, am and ah ). This is the visuddha-cakra'®.

( V1) 4djna-cakra, or the two-petalled spmlual cenire

’ The representative diagram of the Ajia-cakra is a two-petalled lotus with its two
petals right' and left 51de (?) having the last two letters of an Indian alphabet ha (g)
and & (ksa),

Draw a 01rcle with a radius approx1mately of 3 cm. radius. Bisect the radius and
takmg the midpoint a centre, draw an upside-down triangle within the bigger circle. Bisect
the circle by three consecutively parallel lines of ten cm. length with red, white and black
colours. dividing. the. circle into .two semicircles. Inside the triangle write the ‘O’ of ‘Om’
(&) and the nada-bindu sign ( ¥ ) above the upside-down triangle, by the side of the all
white $iya-liﬁga of the f{antyatita state. Divide each semi-circle by four equal arcs and
covering two arcs in the middle of each semi-circle draw two petal-like figures on both the
semicircles. By the left hand petal, put the letter ‘ha’ (g ) and by the right hand put Ksa
(@). . All these make a complete Ajiia-cakra. The tri-coloured line, that bisects the circle
into. two semicircles, is the route of . Kula-kundalini to the way to sahasrira. As she receives
here the order to go there, it is called ajia ( the order to cross the final hurdle's. )

The Svacchanda-sarngraha, describing the state of the region, beyond the Ajfia-
cakra; 't'ells ‘that it is béyond the samasti, or the cosmic region of Ajia. Within the bindu,
there is a space of a hundred million yojanas, by expanse and it is as bright as ten million
Suns. Here the lord of the éantyatuakala ( éantyatlteévara ) resides with his five heads and
ten arms, as brlght as a mass of lightning, By his left is his Sakti ( Energy ); éantyatltai
Mononmam etc. Surroundmg them there are the four lower Kalas; éanta, Vidya, Pratigtha
and Nivrtti. Each of them has five heads and ten arms. They are also ornamented with
five Moons respectively. This is the Bindu-tattva. Bindu is the other name Arddhacandra,
joined with its Kalas ( of letters ) called Jyotsna, Jyotsnavati, Suprabha and Vimala. Above
the Arddhacandra, there is Nibodhika with her Kalas;—Bandhati, Bodhini, Bodha, Jianabodha
and Tamopahz. Above them, there is Nada with its five Kalas;—Indhika, Recika, Urdhvaga,
Trasa and Parami. Above all of them, on the lotus, Ivara reigns supreme over a hundred
million - Yojana extent, luminous as ten thousand moons. Idvara is five-headed, having
three eyes on each head. He has matted-hairs and trident ( tri$tla ) in a hand. On His lap,
there is his Sakti, Urddhvagamini, Since He is anuttara ( beyond whom nothing prevails )
and trddhvaga (who can go to any length upward ); He may go to any length, if
there is at all’®,

These are the six spiritually visualized esoteric sat-cakras, or six spiritual centres.
Above them, on the cerebrum, there is the sahasrara or the thousand—petallcd lotus, inha-
bited by twenty series of letters of alphabets within the ten series of coils and petals
(.10% 2 =20 and 20x50=1000). Letters of alphabets are practically the visible forms of
invisible Kula-kundalini. .
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8. The six-petalled lotus of the Tura yantra in the Picumata :

Draw a circle with a radius approximately 5. cm. Within the circle, draw two equilate-
ral triangles with arms approximately 7% cm. ard vertices falling quite on the opposite sile,
making a figure of hexagon. The bases of the two triangles,” which form a hexagon; ar¢ ta
be made with black colour and the other sides with white and red colours, suggesting sattva
by white, rajas by red and tamas by black, Inside the inner hcxagon make an eight-
petalled lotus with light red, or golden colour. By the six interior angles of the hexagon,
make six lotus-petals with the lotus-like colour. Circumscribe the circumierenee of the
circle with minutely dotted lines in ‘white. Divide the circumference by eight arcs of a
circle and on each arc, draw eight red-white petals with eight, or ten yellow or golden
filaments. On the pericarp first smaller lotus the bijamantra of the desired deity, asindica-
ted in the Picumata, Brahma-yamala, is to be inscribed with the saffron. This is in other
words, called the turayantra'”. a :

The genesis of the mandala-type of the ornamental art is traced above in the
Vedic Literature; but the works, referred to above, ‘have not so much of early antiquity,
according to the modern historical convention. Historians of the age, do not like to place any
work of the Tantradastra, above to the 4thcentury A.D.; but onthe ground of internal
documentary evidences, the approximate upper and the lower limit of the Tantra-$astra may
be fixed between 3rd to 5th century A. D.; prior to the age of Kalidasa and not below the
time of compiling the Natyasastra. The above-mentioned period of time is taken to conside-
ration as a token of full maturity in the constructive Art; which is not an outcome of a day
and possibly took more than a century to come to that stage of maturity. As per the
traditional convention, Tantradastra is divided into two streams; Agama, the thought and
knowledge told by Girija to Siva and Nigama the teaching of Siva to Parvaii’® All these
suggest that Tantrasastra is the store-house of Indian knowledge, wisdom and culture,
accumulated since the age immemorial, handed down to us following the stream of Indian
culture,— a contribution of so many tribes, types; and races of people; who had either lived
or come and migrated here as a result of Natural, Social, Religious and Political dlsorders
- and finally made India their holy Home.

9. The Beautj circle or the Sri-Cakra :

The Sri-cakra or the Beauty:circle is one of the most difficult cosmic process of
creation ( srsti), existence (sthiti) and destruction (sarnhara) by threefold creative
process as indicated by the tripartite diagramic feature, as explained in the Tantrasara and
represented by the diagram of the same attached here.*®

The diagram may be made on-a flat place, covered either with fine sand or rice-
dust. For the base of the diagram trilauha [ three metals=gold =ten masa (gram? ),
copper = twelve masa and silver = sixteen masa ], a coral, an emerald, a sapphire, a ruby
and a crystal ( preferably of an oval shape ) are also recommended. No line or the arc of a
circle of the diagram should be broken, effaced and indistinct.?°

Describing the nature of the Sri-Cakra, thc Yoginihrdaya-tantra states that the
cakra ( the Beauty circle ) has thirtyseven divisions, as per the thirtyseven lefters of Indian.
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alphabet (Vowel—5); Vargiyavarna—5 x 5 = 25; S,S,S, H, L, Ksa & nadabindu, = 7=37, Ya,
Ra, La, and Va are left, since they are extensions of i, u,r and ). They indicate 36 or 37
basic elements, accepted by the Tantra Philosophy. The thirtyseventh letter, nada-bindu,
indicates the §antyatitakala { the supraplacid state ), where no tattva ( basic element ) pre-
vails and what is suggetive of the Paramount Knowledge in one unit.?!

It is distributed in three phases (1) The central point, the triangle and the hexagon
compose a Sarnhara-Cakra. The circle of the final consummation,—in which everything
created, return back in a count down process. (ii) Outside the sarnhara-cakra draw two
sets of ten angles including the central one with the help of three triangles and their vertices
up and upside-down. (iii) Then again outside the complete diagram, done upto this
position, diraw another fourteen angled figure ( with the help of a pair of triangles and an
octagonal ). This is called the sthiticakra,-or the circle of establishment and maintenance.

. Finally, ouiside the two levelled construction, draw three consecutive circles with
appropriate distances of one, two and four c¢m; so that the first circle should touch extremities
of all exterior angles of the diagram. On the first circle draw eight petals of a lotus and
on the second draw sixteen lotus-petals. The complete figure is to be circumscribed by
three circles indicating three planes ( bhiigraha ). Outside the planes, draw four doors with
proportionate corners. This final stage iscalled the srsticakra. Here ends the mystic
Beauty-Circle.?? |

The Beauty circle is virtually the mystic symbol of the complete cosmography and
cosmology. Devouts of higher plane worship it physically and meditate it mentally. The
Supreme Beauty Queen, Lalitd, the residing deity of this Beauty-comb dispels the mystic
veil of creation, maintenance and destruction. The éri-yantra is reverentially worshipped,
not only by common devouts; but it honourably is worshipped even by the absolute monist,
His Holiness Sri éaﬁkarzczrya and almost in all his holy monasteries, including the é;ﬁgeri

matha, Her symbolic diagram or the éri-Gakra is yet worshipped.

We have discussed here only the few yantras and mandalas. In addition to them
there are hundreds of Yantras, Cakras and Mandalas. They are the source of our ornamen-
tal Art. Alimpana or alpani is, therefore, an aesthetic recapitulation of Cosmogony and
revisional culture of the ancient Indian Art of drawing designs of supernatural sphere and
spiritual planes.

The Tantradastra and the Purina-$§astra are virtually the two parallel streams of the
subsidiary studies of the Vedic. The Purapa$astra has five or ten broad topics, related to the
characteristic features of the Sastra, as told above, like Sarga ( creation); Pratisarga
( secondary creation ); Varnfa ( Dynasties ); Manvantara ( Periods of each Manu) and
Vaméanucarita ( History of each dynasty i.e. the Solar, the Lunar etc. ). For the eighteen
Mahapurinas they are ten, as (i) Creation; (ii) Process of the secondary creation, (i )
Dynasties; ( iv ) The Vocational education, (v) System of protection—Celestial and mundane;
( vi ) Limitation of Time and Space; ( vii ) Chronology and Genealogy; ( viii ) Institutions
\( ix ) Rogt or soyrce of the Cosmic Process and ( x ) the Final retreat. The approach of
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the - Purér_la-éistra is therefore, more mundane than celestial and spiritual; but funetion of the
Tantra-$astra is a oit different than that of the Puripa-§astra. The functions of the
Tantradastra are equally distributed, according to the three major celestial orders;—sensuous,
super-sensuous and supra-spiritual,—as exphmed by five grades of spiritual progress, or
the planes for the cumulative journey for the life Divine. The Tantradastra paysAcqua};
interest to the three grades of a life— the practical, the intellectual and the spiritual. Instead
of five characteristic features of the Purdna-§astra; the Tantradastra prescribes seven for it,

paying equal attention to individual, ritual and spiritual progress of the mankind in general;
irrespective of the Brahmanic, the Non-Brahmanic and the Anti-Brahmanic. By the severf
characteristic features of the Tantrika study, we may have (i) Srsti ( creation & evolution )

(ii ) Pralaya ( Destruction ); ( iii ) Devatarcana ( Ritual ceremonies of Gods ); ( iv ) Sadhana
( ritual and spiritual attainments of such Divinity ); ( v ) Purascarana ( contmuous ritual an |
spiritual culture to and to be confirmed in such a divine attainment );  vi) Satkarmasadhana
( materialisation of the sixfold malicious and prosperous tintrika requirements ) and ( vii )
Dhyana-Yoga-caturvidha ( Four-fold meditative and spiritualistic exercises and culture ).2*
The Tantrasastra preserves and records History, Literature, Vocational education of alb
working people of socalled high and low castes; Philosophy; Social & Ritual cu_ltqré and’
civilization of those castes, tribes and clans of people; who had either lived here; since the
days forgotten, or had migrated here from different corners of continents and had been, in
the course of time dlgestcd by our liberal and generous c1v111zat10n and culture.’ -
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D " CHAPTER IV
ORNAMENTAL ART AND CALLIGRAPHY
l Posztzon of Calligraphy in the Ornamental Art of Indza

" Light and sound are the two conceivable exuberances of the Paramount Power and
each letter of Indian Alphabet is ritually and scientifically visualized and introspected as
cognizable different sounds, sprouted out as a result of the phonic process, generated by the
joint-force of Fire (Will) and Wind (Force). The Kama-Kala-Vilasa-tantra, therefore, postulates
that each letter of Alphabet is a visible form of the invisible Supreme power; which may
only catch our sight by the form of letters; lipilaksya-vigraha’. Practically all the letters of -
the alphabet are the different forms of Kulakupdalini and the various styles of the tantrika
yantra, mandala and cakra are the different positions of her. She is virtually Varparuipa.
[ She has no form other than'letters of alphabets and colours ).

N

The diagram of the thousand-petalled lotus, given here, has 500 hundred letters of
Indian Alphabet, A () to her () Two hundred in four primary circles and in six series of petals,
each series containing 50 letters, which cover five hundred letters in all; suggesting numbers
of brain cells, inspirited with the units of Paramount Energy,—that each of the letter suggests
making it double, the cerebral lotus ( sahasrara cakra ) completes in thousand energy cells.
The word thousand is an indicator of innumerable numbers;—what suggest that the cere-
bral lotus possesses countless number of energy- ~cells, or brain cells.?

" Fach letter of Indian Alphabet has its individual sense and significance, as explained
in the Paratrimsika.

' "The inconceivably mystic nature of Parama Siva in the major schools of Tantra
Phllosophy, the Saiva and the éakta is like that of the mystic unit of Mass and Energy,—
which has three mexphcable potencies; Jiiana ( Knowing ), Karma ( Doing ) and Iccha
{ Willing ). -In the series of letters of Alphabet, the first letter ‘A’, representing anuttara
( above par supra-climax ) or Parama élva, comes first and the last letter ‘ha’, represent-
ing Sakti ‘stands last.. When nada or anusvara-sound, caused as a result of oscillation,
suggesting the supra-spiritual lusturous luminosity, is added spontaneously with the pair of
letters. ‘am?, it becomes ‘ahany, joined - by the nada-sound ‘m’, representing esoterically the
Greatest whole, or the Omniscient One, It is esoterically called ‘Aghora’, whom the Vedanta

Phllosophy proclalms as Brahman, in which the trio of éamsm, élva, dakti and Nara ( the

individual soul ) unite into a single complex. Aghora is regarded as .the essence of the
Paramount sound, or Para-Vak—the All Transcendental word.®

Paramasdiva—ever united to his éaktl in a Two-in-One compact, is considered to
be:the origin of Matrkas, from A (et )toha (g ) evolved as a result of oscillation, produ-
cmg the sound ‘Aham’, in an urge of His Will. The Will-Power branches off into the
two component parts,—Jiiana and Kriya. Jhana-Sakti is the origin of ‘aharnkara’, a

10 11/4
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compact of manas ( the mind ), buddhi or citta, intelligence and aharnkara ( ego ? ); from
which evolve five jlianendriyas ( sense organs );—the eye, the ear, the nose, the tongue and
the touch-organ. From the Kriya-Sakti appears Prapas or Vital spirits, ten in number
and five Karmendriyas or active organs, Letters of Indian alphabet are practically symbolic

forms of those evolved elements.*
Letters of alphabets are divided into two broad groups, vowels and consonants

Vowels from A (&) to am (&g ) fifteen by number, indicate Time; divided in minutes,
hours, days and fortnights. Fifteen vowels indicate fifteen Tithis of a fortnight and two

fortnights complete a month. The last vowel visarga (ef: ), represents Siva-tattva. It is
the consciousness absolute and the life of the universal seed.

Next is the universe of consonant, proceeding from vowels and inseparable from
them in a like-manner, called the Saktitattva. It is the conceivable universe of reality and
potentiality in the nature of the subtle earth-substance ( Kisiti-tattva ) to Purusa or Self,

evolved in twenty five sonant symbolic forms; ka (% ) toma ( @ ). The antasthya group of
four letters from ya (@) to Va ( §) represent four supersensuous Tattvas ( Potentialities )
and the last group of five or six ( hot-sounding=gsqau; ) tail-letters from § (1) to Ja
(@) and Ksa ( &1 ) are the representatives of the supra-sensuous units of Mass and Energy

( Siva and Sakti ).°
2. Philosophy of Alphabet and the Phonetic process-behind the sound sprouts :

Fundamentally, there is only one letter ‘A’ (er ), that evolves in so many sonant
forms, called letters, fifty in number, by the majority of scholars; what has been discussed in

details in part II, Volume I of the present work. |

o1 (A ):—The primordial subtle sound, coming out from the navel centre
involuntarily through the throat canal, sounds as @ { A ) and indicates anuttara and suggests
the Transcendental Ego.

&1 ( A ) :—Expansion of the same sound by the process of oscillation, in an urge of
seeking Happiness.

g(I) When the e (a) sound comes out touching the palate, it sounds asg (i)
and indicates desire ( primordial will ). '

£ ( I) the long-sounding g ( i ) suggests ‘Lord=-ship’.

g (u ) When the same a-sound comes out touching and bursting out the lip-joints, it
is ‘w; that indicates the unfolding of the creative process.

% (U ) is the long sound of ¥ (u ) that indicates a feeling of insufficiency ( tipata ) in
Self, tending the desire to multiply His own Self into many.

r

& (R &r) The same a-sound that comes out touching the cerebral palate

converts into s ( R )sound. It represents will, in twofold coils resting in the cerebral
Luminosity inspirited with the neutral thought and no latent tendency.
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2
a& g (J,1)in the same way, when the a-sound comes out, touching the teeth,

produces ] (@ )sound. It becomes 9 12) when sounds long, indicating the restful position
restored from the function of creation.

g ( ¢), the e-sound is produced by joining two letters a (& ) and i (T ) in the form
of a triangle, suggesting a united equilibrium of Will, Thought and Action.

¥ (ai), the ai-sound evolves by adding one a-sound more with the former e-sound.
The upper curve on the triangular-shaped form of the letter g (e ), adds the potency
£ (1 )=iévara ( lordship ) to the afore-said equilibrium.

&t (o), the o-sound is produced by joining ‘a’ (& ) and u ( §) and the form of the
letter would indicate an expansion of e adding the symbolic sign of @1 (4 ) to the letter and
an upper curve, suggesting the upward manifestation, which, indicates an extension of the
uppermost power and joy as well as unfolding the creative potency towards manifestation,

aft ( au ), adding a second curve on the top of the previous letter af); the letter e}
may be drawn. The second curve on the top of letter, is the indicator of an extra & to afy =
[(=txs)+erorar)]. This trident-shaped letter is called the tri$ulabija, which -indicates
an upward revelation of the triple force,—Will, Thought and Action.

st (") It is the sign of nada, the first produced sound-sprout that suggests the first
exposure of the intuitive function in the Paramount One, towards the cosmic process.

&: (:) The letter visarga of two points ( bindu ), suggesting ceasation, or stop of a
breathing. It has been told above that fifteen letters, A (e1) to Am (e1q ) represent fifteen tithis
(days) as well as the senses explained above and the Visarga, the sixteenth one, is the

representative of Siva.®

Vowels are also called Matrkas and Yoginis. Without adding a vowel, no sound,
or word can be produced. The Yogini-hrdaya calls them Yoginis;—since they always
like to be joined with Siva—the representatives of the complete series of consonants. Vowels
are sixteen and consonants are 34 thirty-four’. They make the complete set of alphabet-
signifying in a nut-shell the Cosmic process of evolution including two or three senses—the
primary, or Viacya and the secondary, or Laksya and Vyangya; the denotative and
denotated of the Vakrokti School of Indian Literary Criticism.®

3. Suggestibility of Consonant :

: Letters of all types of Indian alphabets may be classified scientifically into six broad
phonetic groups :—( i) the guttural, (ii) the palatal, ( iii ) the cerebral, (iv ) the dental,
(v )the labial and ( vi ) the nasal. Alike sixteen vowels, thirty-four consonants may,
similarly, be classified into six groups, mentioned above.
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i ) Five letters of the Ka-group ( Faui ) 5 Mahabhitas = Basic Elements :

As the Supreme Being is one and absolute and He may split His own Self up into
as many numbers as he likes; without affecting His absolutism and fuliness; the Supreme
Sound, in the same way, may scatter itself into innumerable numbers. As for an example,
it has also been pointed out previously; that the anuttara, or the ‘’sound; sprouts out in the
nature of various sound-seeds; when the sound guided by Intelligence leads the inner
‘wind under the special urge of the mind to come out, touching the particular vocal -organs,
slightly, strongly, pressingly and obliquely; through various ways. Thus the one and the
same ‘a>sound; that comes out from the nasal cave and the heart-cave, through the
throat; touching the guttural machine, inside the throat, with a milder accent; it sounds as
‘Ka’ (% ). By the same way, if it is pronounced with greater accent ( mahapranpa); it
sounds as Kha (@ ). When the Ka-sound comes out rubbing the wall of the guttural
machine with moderate accent, it sounds as ga (a1 ). Adding greater accent ( mahaprapa ),
it rebounds as gha (& ). The same guttural sound, when comes out through the nasal
route; makes na () sound. These five letters of the Ka-group (ai ), ritually and
spiritually symbolize five gross elements; in an order from the sky, or ‘ether to wind, wind to
fire, fire to water, water to the earth’.

(i ) Five letters of the Ca-group ( <aw ) represent 5 tanmatras :

. In the same way, when the same ‘a>-sound comes out striking the vocal organ \of
the palate, it sounds as ‘Ca’ ( & ) and gradually goes on changing the sound and character
as ‘cha’ (g ), ja (&), jha (% ) and fia (=7) through the same scientific process as detailed
in the analytical evolution of the ka-group ( a1 ). Five letters of this group philosophi-
cally symbolize five abstract elements of five mahabhitas ( tanmatras ); i.e. Sound, Touch;

Colours, Savour and Odour.

(ii ) Five letters of the ta-group ( @-a31 ) represent 5 active organs = ( Karmendriya ) :

The letters of alphabet in the group of ‘ta’, called the ta-varga ( Z-371 ); similarly
appear by the same way; when the vocal wind, directed by the will and the wind forces
to hit directly the cerebral vocal organs according to the prescribed order, five letters of
ta-varga sprout up creating for five functional organs; like Voice, Hands, Feet, the excre-
tary organ and the generating organ.

( iv ) Five letters of the ta-group ( asw1 ) represent 5 sense-organs :

The evolution and function of the letters in the ta-group ( g&wt ) are almost  the
same. The only difference is that they appear, when the same sound-force strikes teeth
and suggests gradually five sense-organs namely—the ear, the skin, the eyes, the tongue
and the nose.

(v ) Five letters of the Pa-group ( q-awt ) represent 5 Tattvas :

Letters of Pa-group (g-ai) also follow the same scientific order to sprout out. The
only difference is that here the original sound-force strikes two lips, suggesting - iri order,
five letters by order of Manas ( mind ), Ahamkara ( Ego ), Buddhi ( intelligence ); Prakrti
( threefold unit of the basic function, Knowing, Doing and Willing ) and Puruga ( Self ).
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(vr ) Four letters of the antyastha ( tail ) e=eaest-group suggest 4- supersensuous tattvas 0J i the
~ higher order,

Four tail ( antyastha ) letters—ya ra, la and va are extensious of the palata] the
cerebral, the dental and the labial functions. Spiritually, they suggest the second phase of

tattvas,—namely Raga (love or attachment), Vidya ( Knowledge ), Kala ( Creative
urge ) and Maya ( Power of limitation ), ‘ S 3

(vn) Four or Five leiters of the usmavarna ( hot leiter groub)re[)resent 4 or5 Supmplaczd
Dzvzmttes, or states.

The last’ four or five harsh sounding letters;—$, s, s, ha and 1 or ksa sprout
out from the palate, cerebrum, teeth throat and last letter Ksa, a Joined letter of ‘Ka’
and ¢’ suggesting a union of the greater sky, by Ka, from which other elements come
up and Iévara the highest lordshipby sa ( @) also appears on our conceivability. They
suggest respectively : Mahamaya ( Great Nescience ), Suddha—Vldya ( the Perfect
Intelligence ), I4vara ( the Paramount Lordship ), Sadasiva ( Primordial, the cause of the

Selfrealisation ) and Sakti ( the Paramount Potency ).!°

: “Be a divine one before you invoke Divinity. Attain d1vm1ty before you - worshlp
D1v1ne ones ( devo bhiitva devam yajet )?, is the well experlmented concept of the
Tantrika Philosophy and Spiritualogy, discussed above, what invariably requires an alpha-
betic body, symbolizing a unit of nght and Sound. Like the Psycho-Physical common body,
the Sonant body has also two major phases,—the inner and the outer. The inner body is
purely'an,abstract structure of eight spiritual centres, including’ the cardiac centre ( lotus)
of eight petals and the cerebral Gentre ( lotus ), or the Sahasrara, with prescribed letters of
alphabets on each petal of each Cakra, as exhibited in the complete structure of Safcakra, or
Six centres and elucidated in the function of the antarmatrkas. This is the structure of
the inner body. The outer body is composed by the way of putting letters of alphabet,
implying the philosophical import and spiritualistic significance, by the process of putting
letters of alphabet, in both styles on fifty fixed vital points of the body from the top to the
toe and the toe to the top. The aim of our ornamental Art of Alpani (alimpana ), in
which paintings of trees, creepers with fruits, flowers and foliage dominate; serves double
purposes—( i ) Concentration of one’s own mind by the way of painting landscape, (i) as
well as the recapitulation of the Six-centre-culture.

In addition to the symbolic implication of the letters, put on the spiritual centres.’
Each of the petals of Centre is the fixed place for each divine power, as indicated by the
colours and positions of them. It also indicates the position of Divine Powers on' the eight-
petalled lotus inside a manpdala. The principal deity resides on the pericarp of the lotus
and his or her associates on the eight petals. In the case of Mother-God; following are her
associates. The first of them will stand by the principal deity in the centre and the rest on
eight petals. They are: Ugracanda, Pracanda Candika, Gandanaylka, Canda Candavati,
Candarupa, Aticandika or Rudracanda.'! - :

, ‘Eight associate Gods have their own eight attending deities. They are, therefore,
8x8=64 by number. They are:—Brahmani, Candika, Raudragauri, Indrégi, Kaumari,
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Bhairavi, Durga, Narasihhi, Kilika, Canda, élvaduﬂ, Varahi, Kau$iki, Mahesvari, éankaﬁ,
Jayanti, Kali, Medhs, élva, Sakambhari, Bhima, éanta, Rudrapi, Ambika, Ksama,
Dhatri, Svaha, Svadha, Aparpa, Mahodari, Ghoraripa, Mahakali, Bhadrakali, Karalini,
Ugracanda, Candanayika, Canda, Candavati, Candi, Mahamoha, Priyamkari, Balapramathini,

Sarva-bhtitadamani, Uma, Tara, Mahanidri, Vijays, Jaya, éallaputn, Candika, Gandaghanta,
Yogini, Kusmanda, Skandamata, Katyayani, Kalaratri, Mahagauri.'?

 Outside the area of the eight-petalled lotus, there are fixed places for other deities;—
like Kotiyoginis, Ksetra-palas, Bhairavas, Nine-Planet Gods, Ten quarter Gods and others.

This is the general position of a mandala for a Goddess of the Sakta-school. Names of Gods
and Goddesses differ as per the difference of Gods, Cults and Schools, they belong to,
Sometimes in lieu of names of desired Gods their bijamantras ( syllabic symbols ) may also
be used. : S

4. Study in Epigraphy and Palacography in the Tantrasastra :

Letters of Indian alphabets have their own norm and philosophy. Changeability in
characters may appear under so many reasons. Regional styles and habits, the order of
flexibility in training muscles of hands are also responsible for the same. Conceptually, each
letter of Alphabet indicates significant positions and movements of Kula-kundalini, which
inspirits our physic and psychic body. The Tantra-$astra, has also devised a certain style
of Alphabets, called especially the Tantrika-Scripts, possibly a later development of Indian
Alphabets under the Brahmi Family. Kulakundalini is supposed to have been resting in the
lower-most spiritual centre, clung with the Svayambhi-linga in a three and half-fold coils,
The present form of the first letter s ( A ), in the Devanagari character, obviously a much
later descent of the Brahmi family, indicates the particular position of Kupdalini. - One
small round and two semi-circular arcs suggest the three and half coils of her and the right-
side small perpendicular represents the Svayambhu-llnga To cross the hurdle of six splrxtual
centres, Kulakundalini takes fifty different positions, as exPllclt in alphabetic shapes, Her
position inside the pericarp point of the muladhara-lotus, is alike the letter (1) in Nagari;
Maharastri, Gujrati, Maithili, Bengali, Assamise and Oriya character, the later descents of
the - Kutila-Brahmi and Siddhamatrka. In upper five pericarps of sp1r1tua1 lotuses;—i. €,
( ii ) Svadhisthana, ( iii ) Manipira, ( iv ) Anihata ( v ) Viuddha and ( vi ) Ajiia; Kundalini
gradually - takes five alphabetic forms in those ascending centres i. €. the form of a'va ()
in the Svadhigthana; T (ra)in the mapiptra; ¥ (ya) in the anzhata, g (ha) in the
viSuddha, and prapava s (Om ) in the ajfia cakra. Resting for a-while at the ajfia-cakra,
Kulakunpdalini; then rises up direct to the Cerebral centre; where she enjoys " all-blissful and
happious union with her consort Parama$iva in the thousand-petalled lotus of the Sahasrara
indicated by thousand letters of alphabet as constructed in the diagram of the cerebral lotus.'

Kulakupdalini is esoterically called the Serpent Power, But practically, it has no
visible concrete form. It is like an invisible line of lightning-like luminosity, brighter
than the thousand times flush of Lightning; surcharged with immense power of thought
and imagination—that a word, composed of letters, can express and that is why all the
letters of alphabets are taken to consideration asto be the various visible froms of invisible
‘Kulakupdalini.  As a flexible electric tube may be shaped to any form;—circular,
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conical, linear, rectangular. triangular etc. similarly a letter of any alphabet, Greek, Latin,
Hebraic, Persian, Arabian, Chinese, Indian or any other old and new character,. may be
devised by turuing, twisting and curving the original shape of Kulakundalini. On the
ground of this fundamental principle, our Tantrasastra had planned particular type of
characters of Indian alphabet as discussed in the following chapter. As a result of the time-
old practice and the nature of changeability for the habitual flexibility of the muscle
tissues; scripts have changed their characters into hundred of different regional shapes
from their Brahmi and Kharosthi arigins, mainly devised by three basic techniques ( i ) the
dot-dash, ( ii ) the conical and (iii) the circular styles. The Tantradastra had long ago
made a bold scientific approach to devise a standard script for the Tantrika alphabet asa
branch of the Brahmi- Scripts family; showmg scientifically how the different positions of
Kulakundalini, had been transformed into different scripts reconstituted to standardise a
Tantrika alphabet for progress and advancement of the Tantrika study and culture, as
enumerated in the next topic.

5. Engraphzc Art, or Lekhya-Rala :

- The culture of inscribing bija-mantras ( syllabic symbols of deities ), on Cakras,
Yantras and Mandalas; leads Indian Epigraphy to the end of perfection. Bijamantras
( syllabic symbols of Gods) are generally composed of three or more letters with artistic
styles, which enhance and develop the art of writing letters of Indian alphabets; current in
- practice in various regional scripts of India. An attempt to standardise a script-family was
not successful, till it reached the modern age of ‘Press and printing’. Characters also go on
changing even in this age with the development of Printing machines and technique.
Lithography is not a new thing in India. Lithographed MSS, dated 3 to 4 hunbred years
on stone and wood-blocks are yet available in major MSS, Libraries. Our Tantra$astra made
a bold attempt to staridardise Indian Scripts in the Kamadhenu-Tantra, Varnoddhara-tantra,
Mundamala-tantra etc. of a comparatively late antiquity. The characters of Tantrika
scripts; as devised in these Tantras, are supposed a later type and style of scripts than that
of the age of the Siddhamitrka. It is to some extent like that of the north-eastern stem of
the Siddhamatrka Script-family.'® The Tantrika character of scripts are not practically the
Devanagari character. But particular type of character, in which the styles of Nagari, Newari
and Bengali are dominant. The Tantrika alphabet is very rarely found in practice now-a-
days, Only in some stray folia of the few Tantrika texts such tendency is marked.

a ) The Tantrika scripts :
(o1 ) A:—A curved line, beginning from right hand point goes to the left. Join
them by two straight lines, on the top and by the right side.
( @1 ) A :—When the form of %’ is extended to right side by a-line, it is 4.
g (i):—Curved by the top and the bottom the mid-line joins the head and
the foot with a mid-curve. This is the letter °
| £ (1) :—Curved by the top and the bottom trlangular in the middle the foot
looks—llke an acute angle and either a triangle or a curve on the top. It is ‘¥’
o8 (u) :—Three curved lines by up, down and the midway moving rlght to left,
make the leiter ‘v’
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" & (0 ):—Add a curved line by the left of the letter ‘w’. This is ‘@’ /l’ T
% (r) :—The upper part looks like acurved hump of anox, by the lower left
side make‘a triangular figure and draw a st.line by the right. This is 7.

5% ( r?) :—Likewise the previous letter write second one with a rlght-turned served
foot to make a double accented R.

@ (1) :—Below a small perpendicular there is a curved coil and another wave——
like curve of a coil goes from the right to the left. This is ‘I’ o
g ( 1) :—Add another curved like sign to the lap of the former figure, it-is 12: S

q (e ) :—Making an angle by the rlght31de, a curved line goes to the left and’ then
comes back to the right side. This is ‘e’. ,

" ( ai ) :—Add a curved top on the figure of ‘e by the rlght side to wrlte the
letter ‘ai’,

st ( 0 ) :—Make an incomplete circle going from rlght to left curved in the mlddle
and below by the left. 'This is ‘0’

et (au) :—If a curved llne from the ‘O* point goes up and 1s extended a llttle

obliquely it is ‘aw.

% ( am ) :—Put apoint on the top line of ‘a’; it is ‘am’.

e1: ( ah) :—By the right side of the figure a, put two dots, it is ‘aly,

% ( Ka ) :—The letter ‘Ka’ looks like a ball of kadamba with three llnes by the left,
the rlght and the base. - An anchor-like curved line, hangs by the right.

@ ( Kha ) :—If these lines, by the right, the left and the base move gradually from
the left to the further left with three angles, three points and appropriate gap in the mlddle,
thls is ag' _

L oaT(ga) :—Make the left line witha big point at foot. The right 11ne comes down
below ftom the upper line and again goes up, this makes the letter ‘ga’. _

wrie g (gha') :—A - little curved left line comes down making a semi-circle towards the
rlght slde and gomg up and touching the matrd, composes ‘gha’. '

2 ( fa j A'lline comes down making a pair of curves from the top to the bottom
indicating three divine points and three basic qualities.
=1 (ca ) :—It looks like an egg-fruit hanging on a line.

g (cha):—A line coming down first in a curved and circular way, and finally
finished in a slanting line, makes a ‘cha’. ' V
_ s (ja) —A line, curving upwards and down-wards standing on a perpendicular,
indicating Brahman, Visnu and Siva, makes the letter ja’.

W% (jha ) :—It is a triangular circumscribing circle, curvmg from the right to the
left W1th a perpendicular on the lap; indicating the Sun, the Moon and the Fire.

57 ( i ) —With the shape of a circle, ifa line goes from the right to the left and a
stralght hne comes down obliquely to the left, it is ‘fia’. - :



ORNAMENTAL ART AND CALLIGRAPHY 81

Z (ta):—If a line comes from up to down with the circular position at the bottom
1t makes the latter ‘¢’ indicating the position of Kuvera, Yama and Vayu.

( tha ) :—1It is a letter like an egg-fruit, hanging down from a offshoot.

g ( da ) :—It is also a line, coming down from the top to the bottom with a curving
order and curved in the middle position.

'z ( dha ) :—1If the above figure makes a complete circle in the middle; it is ‘dha’.

of ( na ) :—When a line takes the form of a coil, joined by another line, going up to
‘down by the Teft, it is the letter ‘pa’.

‘{u.

, Er ( ta ) —Taklng a pomt on the matra, draw a line down-ward making there a
( semi ? ) c1rcIe from the right to the left to write the letter ‘ta’.

- & (‘tha) +—If a curved line of a circle from the left to the right; the curved line goes
from the left to-the lower right side and the matra above it, is straight, it is the letter ‘tha’.

' g (da ):—Draw a ling making two angles and coming down gradually, making

a curvature in the mlddle
g (dha) -It is a kind of circle with the three points and three lines, curved llttle
1n the midway. N '

... & (na):—A big point by the left and a straight line standing up and down; makes
a ‘na’, .

9 ( pa ) :—Beginning from an .angle, extended rightto left of the left-hand line; if
the r1ght hand hne goes up ina curved ‘way, it is ‘pa’.

~J‘

| q; ( pha ) —If the left line, coming down obliquely to some extent and then.
stra1ght to the base and again goes up making an anchor-like sign by the right, it is “pha’. -
T ( ba ) :—1It is a triangular line with a matra above it,
¥ ( bha ) :—Draw two lines up and down and make them joined by a curve to the
left. Then the line should come up to down, to make the letter ‘bha’.
‘. ¥ (ma); —-It looks like a coil of Kundaliny, joined by three lines and matras
%7 (ya):—A line in an order of up and down, forming a square with a matra
abave it, makes the letter ( ‘ya’ ).
"T(ra):—If a line, beginning from the rightside and making a small circle, then
coming down from left to right in two, meets the matra on the top, it is ra.
d(la):—A 11ne making three coils, when goes down from the left to the right,
form the Ietter ‘la’ -
g(va) —TIt is a triangular line meeting the matra at the top.
éa :—A curved line coming down from the left to the right, making a cow-like
figure, when meets the matr3; it is Sa.
.~ 9(Sa):—A line forming a square gradually from the left to the right touches the
matra at the top, dividing the square by a line; it is ‘Sa’, '
11 11/4
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@ (Sa):—A line curved by the left and going to the right with cow-like form,

when meets the two lines, it is Sa.
g (ha):—A line coming down making a curve and taking then a curled ﬁgure at

the bottom, when goes up, it is ‘ha’. ’ ’
@ (la ) ;—The same, as told above, having an extra dot at the bottom, it is.

@(Ksa):— It is a conjoined letter of ka and sa, indicating the full circle of the
sensuous evolution; a triangle within a circle.®

Numbers of letters in Indian Alphabet ( the garland of letters ) differ generally from
36 to 50 on the ground of the different tantrika conventions. The Saiva school accepts 36
letters in the alphahet;—5 basic vowels ( a, i, u, r and 1), 25 consonants of groups; ka, ca,
ta, ta and pa, 4 hot-accented letters—sa, sa, sa and anusvara and visarga, suggesting 36 basic
elements of the Tantra-$astra. ya, ra la, and va, are not accepted as independent letters; since
they are either the semi-vowels, or the consonants, extensions of four primary vowels,
excluding a (& ),—i, 1, ,andu. The $akta school of the Tantradastra accepts 50 letters
of the alphabet in the garland of letters; in which ‘Ksa’ is the meru (locket ). As there are
two vas, the vargiya ‘ba’ and antyastha ‘va’; they also accept two ‘las’,—one is cerebral
with a dot below the fla’> and the other is dental with no dot, below the la. The list and
characters of the alphabet, as noted and defined above are not now current in practice.
All these only suggest that the Tantrafastra had once made a bold attempt to make a

standard alphabet for Indian people.

Language and functions admissible for the Tantrika culture :

The Tantra-dastra has its own way of exposition. It is appreciated as a mystic
and subjective qtudy, particularly indicated for those, who are exclusively dedicated to that
Faith and devoted to any of such cults of the Faith. The ways of life, they lead; differ
apparently from the general codes of conduct as advised by the sage Manu and other
authorities on the moral and ritual codes of conduct Tantrika texts are not always
explainable on the maxim of accepted functions of a word;—like Abhidha ( Denotation ),
Laksapa ( Indication ) and Vyafijana ( Suggestion). Of these three afore-said functions,
the third one, the suggestion is to some extent effective to hit the idea of a tantrika text.
Since it is a mystic ‘subject, a mystic language or a technique of exposition,—called the
sandhabhaga, or the abhiprayikavacana, is the best agent to extract idea ( abhipraya ) of
tantrika speeches; what had been discussed in a nut-shall in chapter V, part III, Volume I,
of the present work, as well as in the descriptive catalogue of sanskrit MSS deposited in

the Nepal Darbur Library, Nepal ; of Mm. H. P. Sastri."?

The Sandha-bhisa ( Sandhya-bhasa = twilight language ?) is a double forced
language in which two functions either act simultaneously, or a third intellectual sense, may be
extracted from the source, (of Denotation and Indication) on the ground of some
characteristic features and qualities of the sense, derived either through the primary, or the
secondary senses of a word. In a abhiprayika-vacana, the desired sense, which has been in
the mind of a speaker, is extracted from the primary sense.of a word, which has no direct
relation to the word, used in the text; but there are some common characteristics, that may
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suggest, the desired sense, The teacher of the mystic cult would have possibly liked to keep

the inner sense of the tantrika lore secret for those, whoare neither initiated nor authorised to
that exclusively mystic culture.

7. The concept of Vyafijana and the Abhiprayika Vacana :

The concept of Vyafijana is not practically a later discovery, as it apparently appears
to be. Anandavardhana ( 872—900 A. D. ) bhad possibly made a new approach
towards the refinement of the dhvani-concept in the field of Literary Criticism; which had
been virtually an extension to the theory of Dhvani, or Sphota; appreciated long ago by the
Vyakarapa school since the time of classifying lettters of Indian Alphabets in two groupt,
Svara and Vyaiijana. Sphota, referred to by Panini, was supposed to be the pioneer of the
concept of Sphota. The only difference, in between the two, was that the Vyakarana-school
had accepted the last letter-sprout of a word, surcharged with the sense-force of previous
letters of the word as a dhvani; whereas the school of Literary Criticism had appreciated a
twin image of the sound and sense sprouts. But the concept of Dhvani of the Tantra-
system differs a little from the other two concepts, when a vibration occurs in the vocal organ
due to the force, created by the inner fire and wind, an maudlble subtle sound sprouts out
itself. This is the dhvani of the Tantra-yoga- system.’*  The concept of Vyaiijana
( suggestion ) has two broader stems,——( i) appearing out of Abhidha ( Denotation ) and
(ii ) appearing out of Laksana ( Indication ). The Abhiprayikavacana is, on the other hand,
an independent function of speech, which appears distinctly from no other scientific function,
like Denotation, Indication and Suggestion; but the force of Denotation can not be ignored
absolutely there; though unot promirently, as it is marked in the case of the Vakrokti-
school, which does not admit the function of suggestion to extract the desired sense, either
ot a word, or a sentence. The Vakrokti, that appears from Denotation and the denotative, is by
nature, akin to the suggested sense; but to derive that sense Kuntaka, the renovater of
Vakrok;i—school, does not require three kinds of words Denotative ( Vacaka ), Indicative
(Laksaka) and Suggestive (Vyaﬁjaka) and three kinds of senses; denotated ( Vacya ),
Indicated (laksya) and suggested ( vyangya ).'* The Pingala school of the Jayadratha-
Yamala-tantra, the other name of the Siradcheda-tantra, under the Bhairava-Stream ( referred
to in the Cambodian Inscription ) accepts the 'identity of three literary functions, “Vyangya-
Vyafijaka, Laksya-laksaka and Vacya-vacaka.*® But, alike the Vakrokti-school, the Tantra-
Philosophy, conceptually admits only the Denotative-Denotated (Vacya-Vacaka) relation
between a word and a sense. The Abhiprayika-vacana though maintains no direct
relations to the denotative-denotated relations, yet it should be presumed hypothetically
an extension to Denotation, or the Primary sense. The function of Abhiprayika-vacana
is, to some extent, like that of the function of a ‘contra suggestion’. For example, the other
name of our source Literature the Brahmayamala-tantra, is the Siraécheda-tantra.
Does the Tantra advise how to behead a tantrika victim ? Mm. Gopinath Kaviraja in his
Hindi work the Tantradrsti, had beautifully explained that there are two universes; the
cosmic and the supracosmic The first is the world of the six centres from Muladhara to
Ajia and the other is the Sahasrara. Relation between the two, is maintained by the
Serpent-Power as a lotus; that keeps its communication with five elements by its stalk,
similarly Kulakupdalini lcads the individual soul to meet the universal soul to the thousand-



84 . BLEMENTS OF INDIAN ABSTHETICS

petalled lotus of the sahasrara. Assoon as the Jiva-§iva equates himself with Paiamasiva, atthe
highest spiritual plane; he becomes separated from the lower cosmic world below the eyebrdw
or the medulla. Here the Head-part becomes separated from the Body-part and this is
esoterically called as Siradcheda as per the Abhiprayikavacana. Allthe tantrika works are not
always composed in chaste Sanskrit. Mostofthese are sanskritized from those particular languages
in which they had once originally been composed. Example of such basic languages, most
-of which were Prakrta by nature, with some incidental linguistic variation, inevitable due to
the change of Time and Place; as evidently explicit in the ‘Gitimudra’ of the Pingala-mata;
Jayadratha-yamala-tantra, some commentaries of the Saivite scholars on. the Kasmira
éalwsm like the Iévara-pratyabhljna-Vlmarélnl, the Paratrithika, etc.”® ~ The Carya-padas
and Dohas of the Natha-cult in the Apabhramsa language and some very secret tantrika
lores and functions are yet spoken and advised in ditferent local languages in India only
to maintain its privacy and sectorial secrecy. Translations into sanskrit of early teachers
from their original sources are generally faithful; but not always. = A. scholar of the
Tantra$astra should, therefore, have an easy access to these source languages, from which
they are sanskritized. : :

The major source of the present work is theJayadrathayamala—tantra, the other

stream of the Brahmayamala-tantra, also known by its other name the Snascheda-tantxa, 4
The significance of the title had also been explalned above. The character of the mythlc
Jayadratha, described in the Mahabharata, is not very much encouraging; what-so-ever may
his political character mirrors; but we could fairly glean from his intellectual character that
he was a devotionalist and spiritualist par excellence. By the virtue of devotion to Lord
Siva, he is said to have earned a boon akin to immortality. If his head happened to fall
from anybody’s hand, the head of that man should at once burst out. The suggestlve
( abhiprayika ? ) justification, therefore, asserts that the follower of thlS ‘particular stream
of the Tantrika study, may accumulate immense spiritual power like Jayadratha, what-so-
ever his personal character may be. It is, therefore, explicit that the exposition of a tantrlka
text does not always depend upon the common convention of exposition., . It has its own
language, style, technique, scripts, norm, functions of exposition 2 and above all 1nd1v1dua1
teaching of the celebrated Gurus ( preachers ), who had attained d1v1n1ty ( dlvyabhava ) by
leading his serpent power to the final goal of sahasrara ( thousand-petalled lotus ), penetra-
ting the six spiritval centres ( sat-cakra ). By this way an all-round esoterlcally advanced,
and spmtually accomplished devout can do what-so-ever he likes.  If this immense d1v1ne
power is rightly exercised the heaven may come down to this earth and 1f wrongly, every-
th1ng is destroyed.

It is really a pity that in spite of its good and immense contrlbu(ion, the tantrlka
culture. is not always appreciated due to its misappropriation. The Mimarsa: system dids
not appreciate it due to its indifference to the orthodox moral codes. of conduct. In ancient
time, mis-appropriation of the tantrika culture in the social life .was not rare,. The-images
of tantrika preachers in Bhavabhiti’s Malatimadhava and Rajafekhara’s Karpuraman‘]anv
cast an unhappy reflection to the mind of an aesthetes. Even in this time, misappro-.
priation of the tantrika culture by some unripe, undigested and unauthorised so-called:
tantrikas harms a good deal the liberal, secular, scientific and benevolent spirits tantrika
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rites and culture in the social, ritual and spmtual life of Tantra-conscmus People, in India
and abroad.

The other name of the Tantrasastra is the Kula-$astra. All Tantras are the social,
educational, vocational, ritual and spiritual manuals of those particular clans or kulas—indi-
cated by the names of those residing and representative Gods, whom they worshlp and by
whose names these Tantras are introduced. )

Indian Aesthetics is the cream of the three major streams of Indian Studies;-the Vedic,
the Pauranpika and the Tantrika, which epitomize - the - spirit “of Indian -civilization and
culiure. Fine Arts, Drama, Poetry in Prose and Verse, Festivals and all sorts of recreations,
inspirit, glorify and beautify Indian life with aesthetic wormth, Bliss and Happiness.
Ot-the three imajor streams, the first is limited to ~privileged classes; the~secpnd may go fo
comparatively " cominén people, including women-kind; but not open to all, particularly to
antagonists, The third, the aesthetic bliss, promlsed by the Tantra-school is secular, universal
and open to all-gifted ones withthe aesthetic experience, irrespective of Caste, Creed, T'ime and
Space. Individual attainment, intellectual advancement and spiritual elevanon are the pxmcl-
pal criteria there. SR o
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. CHAPTER V
ORNAMENTAL ARTS IN INDIAN MYTHIC FESTIVALS

1. Tradition of the ornamental Arts in Occasional Festivals of India :

The festive spirit is ever alive in' nerves of Indian people. Twelve months
observe thirteen festivals ( baro mase tera parvapa) isa current proverb in Bengal. But
practically there is scarcely a day in a month, which does not indicate for a rertain festival.
All festivals have their own independent colour, function and character to differentiate
them from others and add extraordinary aesthetic beauty; not only to the function proper,
but also to the social life of the people,—living in particular regions of the couatry.

The system of counting days of a month and an year, for observing any festival
in India, is indicated in Indian Almanacs. Fifteen days ( tithis ) make a fortnight and two
fortnights make a month. Almost each and every day of a fortnight is indicated to observe
either a vow or celebrating a ritual function with colourful decoration, prescribed for the
purpose. The ornamental art of Rangoli, as advised to beautify the celebration, is presented
below date-wise with individual and incidental details.

(i) The first day of the bright fortnight ( Pratipad ) of the month of Kartika
( October—November ) is indicated to celebrate a day for hero-worship, cattle-tending;
charity anniversary of the demon king Bali, Dice-playing etc. '

(a)dipana in the eve of Heroworship. Draw a square rangoli of the lotus-plant
design with a big lotus at the centre. Place a wooden seat, painted with the similar style,
on the .previous square. Put there either an image or a picture of a celebrated hero, preferably
Rama, Krgna; or king Bali and worship him by offering a bouquet, a garland, flowers etc,
and hoist his symbolic flag there. An eight-petalled lotus, or a Sarvatobhadramapdala
as told above, may be drawn either to place the holy pitcher ( ghata ) with due decoration,
or on the wooden seat?. ~

(b ) Cattle-tending. Decorate cleanly washed cattle with red lead, turmeric p.éste,
oiled horns and hoofs, garlands of flowers, coloured stones and cowries. Bodies of
cattle are also ornamented with the red chalk and other appropriate colours, Scenes of
cattle-rearing by Lord Krspa are sometimes found painted on the bodies of cows. - -

( ¢ ) The charity anniversary. The day isalso indicated for the charity anniversary
of the demon king Bali, who had dedicated every thing, even his own head 10 God for the
benefit of the world. Alpana for the occasion. Place either a holy pitcher, or an image
of Lord Vamana as described above in part II. A piped-pitcher, a wheel-weapon
{ cakra ), a conch-shell, a river with lotuses, a cow symbolizing the Earth; are to be painted
on the function ground.

( d ) Dice-playfestival. The Dice-playing is a very popular indoor game of [ndia,
that earned social sanction even in the early Vedic age. The game of playing dice is appre-
ciated as a very popular kind of Art for both the sexes, Sometimes some social apd political
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problems had been settled here on baits. To accept a challenge of a chase was a must for
the warrior class like a challenge in a duel, or a fight. Ample examples of playing dice are
strewn all over the Vedic, Mythic, Classic Literatures®?. Dices are made of ivory, engrapted
with gold and gems on them. It is one of the symbols of Wealth, On the previous night,
called Dipanvita, Mahalaksmi ( Goddess of Wealth ) had been worshipped with colours, light
and fire-works and people, parucu]arly the. merchant-class, play dice before the Goddess Qf
Wealth to multip'y their riches. The practice all along continues for this partlcular even:

‘day and night freely, especially in North India. The Brahma-Purapa descrlbes that the Ait of
playing dice is invented by Lord Siva Himself. He had once played it with Pdlvaq, H1s
beloved consort and was defeated by Her. Since then a tradition goes, if 2 man wins in the
game in the particular day, taken to consideration as to be the first day of the commerCJal
Year for the trading communities, he wins every day throughout the year.® - The rule and
technique of the Dice-play is narrated with details in the Sabhaparvan of the Mahabharata,

the’ éléupalabadha etc. -

.leana tradition and soczal sanctzon of tlie Dice-festival

y To celebrate -the function a series of nine lotus-type rangolis with the plctures of a,
conch-shell, a halfburst lotus and a dice-board are to be painted with apprOprlate co]ours.,
In addition to them, all decorations, done in the previous day on the occasion of dlgavall,
the festival of Light; should be continued. Practically the season of the Dice-play runs for
a fortnight, beginning from the last day of the bright fortnight ( Kojagari pirpima ) of the
month of Advina ( Sept.—Oct. ) upto. the day of the Light-festival; for all castes, especially
the trading class, but the caste of Brahmana is strictly prohibited there. If a Brahmana:found
playing dice;. he. should .be treated as a $udra and others should be punished by cutting
hands. No king, on principle, should encourage dice-playing except on this particulay
occasion. On the contrary, a gambler should be either treated with strong punlshment or,
“to be turned out from the couatry,* if he is found gambling in normal times. . 3

The dice-play and gambling has a very deep-influence and wide range in Indlan'
Social life. Alike the modern times, almost all the towns and cities have their own bars and:
inns, backed by the Administrative and Intelligence services to catch hold culprits and
foreign intruders and disturbing elements; as described in some popular dramas . like the
Mrcchakatika, the Mudraraksasa etc. Practically gambling with dice is of two kinds.
"The dyuta, what is played with inanimate objects and what is played with animate objects.
is called® samahvaya. Both of them are to be considered as kinds of theft. :

(ii) The second day of the bright fort-night is indicated for observing two major
festivals; (a ) the chariot-festival and ( b ) the festival of the brothers® day celebration.

(a) The chariot festival. In the second day of the bright fortnightin the month of Asadha
(June<July ) is fixed for chariot-festival, —~commemorating the auspicious journey of Lord:
Visnu or Krsna, known by his other name Jagannatha with his elder brother Balaram: and
sister Subhadra. Details of the festival are described in the Brahmavaivarta-Purana ( Prakrti~

khanda ) and the Skanda-Purapa ( utkala-khapda ).°

Alpana. A square-pattern of rangoli with various colours in the style of lotus -plants,
beautified -with leaves and flowers of dlfferent sizes, are to be drawn on all borders of the:
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chariot-floor, The pinnacle,” horses and wheels of the chariot should also be ornamented
with appropriate flags, dolls, cloths and colours. On the middle of the floor, designed with
the sarvatobhadramandala wooden images of érikrsr_la, Subhadra and Balarama are to be
placed and the chariot should be drawn with songs, dances and happy musical sound.

. (b)T/ze brothers® Day is a very happy festival in India. Sisters, irrespective of
younger and elder, invite and greet brothers in befitting manners; -with dress, wreaths,
bouquets, scents, sweets and other presentations, Sisters make auspicious marks on the fore-
heads of brothers with the white sandal paste, clarified butter etc, kneeling down befere
them and wish long lives for them. The tradition goes, that this was said to have been
first observed by Yamuna for the long life of her brother Yama, the God of Death.

Alpana and ornamentation. Draw a big lotus-type of rangoli, either with white or the
lotus-like colour; preferably hundred-petalled, by tlie petals in a circle, indicating ten arches
as representatives of ten decades of a general life-time of a man. Four small rangolis
should also be made, by the four corners of the central rangoli. A wooden seat,
prnamented with similar rangolis and borders is to be offered to the brother to sit down.
After putting symbolic marks of long and happy life for ones own brother the sister may
bless the brother (if younger ) with paddy seeds and durva twigs. If the sister is younger;
the brother should bless her in return with similar presentation. Putting auspiciously happy-
mark on the fore-head, the sister wishes that by putting the happy-mark on the forehead of
the brother, she puts thorn to the door of Yama, the king of Death. Serving a very good
lunch~at the mid-day the ‘sister agam begs that she hereby pleases Yama and Yamuna for
the long life of her brother, by serving before him a very good meal, particularly with the
milk-boiled rice; as it once had been done by Yamuna for her brother, the king of Death,
who earned ultimately immortality with this vow of his sister. Some also draw the scene
of River Yamuni with a big banian tree on the bank by rangoli—symbolizing Yama, the
king of holy deeds and Yamuna his sister”.

(c) The Vow of the Alanyasayana ( the full bed vow ) is observed on the second day
of the 'dark-fortnight in the month of Sravana, It assures the good fortune of the life-long
happiness of sleeping on a bed, never empty with one’s own beloved. This vow may be

observed by both the sexes, in hope of not to suﬁer from the pang of separatlon througheut
the life. ‘

In the eve ‘of the vow, one should worship Lord Vlsnu united perpetually
wlth 'his w1fe, Goddess Laksmi, This is to be first observed on the second day of

the dark fortmght in the month of éuxana ( July—August ) and to be followed on the
same days of the next two consecutive months;—Bhadra ( August—September ) and
Advina ( September——October ) ‘

£~ During the occasion, a happy married pair of a Brahmana family, may be greeted

with a full furnished bed, wreaths, bouquets of flowers, a cup of the sandal paste, scents,
scented oil, cloths, ornaments etc.

Al[)ana and  Ornamentation. Draw rectangular rangoli on all sides of the full furnithed
cot with lotus-plant design, in which lotus flowers leaves, frequented with black bees, pairs of

12 114
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elephants holding lotus stalks, deer grazing by and peacocks dancing. Two rangolis of the
eight petalled lotuses, with appropriate colours, are to be drawn by the cot-side for placing
feet of the couple. :

Central deity of the function is Lord Visnu, embraced with his better-half Laksm,
the Goddess of wealth; accompanied by their associated Gods. Two alpanas, one by the
~ sarvatobhadra-mandala style and other the eight-petalled lotus-type, are to be drawn pearby
and the holy pitcher ( ghata) with a golden image of the couple. Gods on it is to be
placed on those rangolis, Thus the happy festival of the Non-empty bed’ ( a$inyadayana )

vow is celebrated?®.

(iii ) The third day of the forinight :

(a) Aksaya triiys, or the third day of the bright fortnight in the month of Vai$akha
(April-May ). This day is observed as a very auspicious day, since the Satyayuga ( the
truthful age ) had commenced from that day; in which Lord Vigpu—the creator, is to be
worshipped with the perfumed sandal-paste and flowers particularly Campaka. This is yet
observed in the temple ot Jagannatha in Puri with pomp show and enthusiasm. Ornamented
pitchers, full of cool and scented water, along with a wreath, fruits, sweets, should be offered
to deserving ones®. ”

Alpana and Ornamentation Draw a sarvatobhadramandala and a thousand-petalled
lotus with white colour and a holy pitcher (ghata) on them, Invoke Lord Vispu there
accompanied with his associates. Doors, Corridors and Gates are to be decorated on this
occasion with leaves, flowers, wreaths, plantain-plants and full pitchers ornamented with
appropriate rangolis. ' '

(b)) Rambha-tyiiya:  This vow is to be observed on the third day of the
bright fortnight in the month of Jyaistha ( June-July ).  This is referred to in two different
Purapas. The Bhavisyapurapa advises to commence the year-round Vow from the month
of Jyaistha; but the Brahmavaivarta indicates its date of commencement from the third
day of the bright fortnight in the month of Agrahayapa ( November-December ). The’
principal God, worshipped here, is Goddess Parvati. 1t grants good luck, happy discents,
immense wealth etc, Flowers and Food-offerings should change every month as indicated in
Puranas, referred to above, '

Alpana and decoration. Draw. rangolis side by side one for Siva with the style of
eight-petalled white lotus and other for Parvati, with the Paficibja-mandala style. The
central lotus is for Parvati and four corner lotuses are meant for her four associates. They
are to be enclosed with in a rectangular fence of plantain-plants with an orchard containing
at least twelve fruits trees; like Amalaka ( emblic myrobalon ), orange, berry, wood-apple,
lakuca, mango, jack-fruit, cucumber, dates, plums etc. A twin image of ‘§iva and Parvati
may be made on a six-finger golden plate and should be worshipped by decorating it with
silk-dress, golden ornaments, jewelled umbrella under a rich canopy. The night is to be
passed with various amusements; like, drama, songs, music and dance. Names of Goddess
Parvati should defer to twelve months. From the month of Agrahayana ( Nov.—Dec. ),
she is Gauri, Girisuta, Subhadr3, Gomati, Yisalaksi, Srimulghi, Narayapi, Madhavi, Gapga,
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Uttam3a, Rajaputri, Padmaja. Decoration may alter according to the digrﬁty of those
names. 1. e. Girija as a daughter of a sage and Rajaputri like a princess.’ ‘

(¢ ) The Haritalika Vow. The word haritalika denotes three senses in general (i) the
durva-grass, (ii) a kind of mineral, like _sulph_ur and (iii) a kind of bird, known by the same
name, Heri. It especially indicates DURVA and its other species like the bamboo.

This vow is observed in the third or fourth day of the bright f01 tnight in the month
of Bhadra ( Aug.—Sept ) by the woman-kind to enjoy a happy life in a happy family. Tt
is inspirited with romantic colour and aesthetic beauty behind it.

Himalaya, the father of goddess Parvatj, first decided to give his daughter to Visnu
by marriage. As she wooed Lord S_iva, she became unhappy and entered into the dé(.ep
forest with her attending maids to practise severe penance to please Lord ‘Siva’, as described
in canto five of Kalidasa’s Kumara-Sambhava. Along with other penances astold in
the Padmapurana and the Kumarasathbhava, she also had observed there, on the bank of
the river Mandakini the vow of Haritalika, making an ant-hill-like symbolic image of Siva
with clay and worshipped Lord Siva with flowers, leaves of wood-apples, twigs of durva,
sandal-paste, scent-sticks, holy water, candle, silk-cloth and a basketful of food, cooked with
‘the butter oil. By the virtue of the vow, Siva appeared before her and got her hand by
wedding. - Womankind of India, in the later age, observe the vow in the same way, making
two claymounds in stead of one, representing Siva and Pirvati.

Alpana and Ornamentation. Make two mandalas, a short sarvatobhadramandala and
a paficabjamandala to install the symbolic images of Siva and Parvati. Cover those two
‘mandals with rectangular lotus-petal design, intermittent durva-turfs, frequented by pairs of
haritala birds, plantain-plants and a lofty gate of plantain-plants with ornamented full
pitchers, at the feet of the gate-poles with fluttering yellow flags over them on both the sides
of the gate!*  Offer flowers, bouquets, wreaths, new silk cloths and three basketful of the
butter-baked food on the bambooleaves. Paddy seeds or paddy-sprouts should be strewn
‘over them. The entire sacrificial place should be sprinkled with the sandal-paste. Dance,
songs and music with the conchshell blow, trumpet beating and playing pipes should be
performed to celebrate the function. This assures a happy life along with ones own
hasband and children.

This is supposed to be the Tija-festival of Bihar, U. P. and M. P. in which women

observe fasting and worship Siva and Parvaul after taking evening-bath and offering arghya
( bouquet ) to the rising Moon. This is the advice of the Purapa-( Padma ) §astra, the sum
and substance of the Vedas. ) ‘

( iv ) The fourth day of the bright fortnight :

(a) The Uma-Caturthi. This is the birthday of Umai, the daughter of the king
of Himalayas and observed in the fourth-day of the bright fortnight in the month of Jyaistha.

“In this day women of India worship goddess Uma with Siva in an usual way.
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Alpana and Ornamentation. Draw either an eight-petalled golden lotus, of a
sarvatobhadramandala. Place there an ornamented small pitcher with a -mango-twig, a
coconut, flowers, cloth etc. on it. The holy place of the worship is to be bordered either
with the lotus-plant-styled rangoli, or with the svastika border with intermittent palm-lmprmt
of the turmeric-mixed rice-paste liquid.

‘ ( b)) The mana-caturthi. The vow of the manacaturthi is observed on the fourth
day of the bright fortnight in month of Afvina ( Sept.—Oct. ) by the woman-kind of India
to have lofty prestige and many worthy sons. On two broad leaves of the mana { a kmd
of plant growing from the earth with a long and thick root, used as a very light vegetable,
especially indicated for diseases of mdlgestlon, dropsy, diabetes etc. ), place two images of
Parvati and Siva, engraved on gold and silver plates. They are to be worshipped with
sixteen offerings asadvised in the ritual canons. The other leaf should be used as __p]a',tie
for taking sacred meal of the day. ' o

Alpana and Ornamentation. A broader leaf of the mana plant is to be stretched
either on a lotus-like rangoli, or on the sarvato-bhadra-mandala. Encircle the place of the
worship with the lotus ranngoli. Put a holy pitcher as told above, before the pair of images
and worship them on the holy pitcher and images with appropriate offerings, as indicated
in canonical texts. This vow was once advised by the sage Marici to his devoted d1sc1ples
Vasmtha and his wife, Sufila which had brought them immence wealth and honour wo

( c ) The fifih day of the dark and the bright fortnight :

(@) The naga-paficams and the worship of goddess Manasa. ‘The fifth day of the dark
fortnight in the month of Asadha is called the nagapaficami; in which the serpent-Gods
along with their residing deity Manasa is worshlpped with appropriate manner and custom;
either on an image, or on a tree, the sija by name. Goddess Manasa is’ the
mother of the sage Astika, a sister of Vasuki, the king of nagas ( serpents)and a wife of
the sage Jaratkaru,  She is also said to be a mind-born daughter of the sage, Kasyapa and
‘so she is called Manasa by name. As she is very beautiful one, she is known Jagadgouu
Further, she is a disciple of Siva, a devotee of Visnu and can save the world from snake-
panic and snake-pmson She is, therefore, known: by her names,—éalw Va15naV1 and
Visahari too. All poisonous reptiles vacate the placc, where Nage$vari—the Goddess of all
poisonous creatures; the adder, the snake, the scorpions etc. is worshipped.

_ Cultural Importance. In addition to that, Naga-paficami has an extraordinary
cultural contribution. Among the four National Festivals of the Vedic Indla, the first one
indicated for twice-born castes ( i.e. Brahmana, Ksatrlya and Valsya)’ the éravam
‘Upakarma i. e. annual convocation ceremony for out-going snatakas ( graduates) ‘had
been celebrated on the last day of the dark fortnight in the month of éraVana (July—Aug )
every year; when snatakas bid farewell to their hermitage of study and go back to shoulder
their domestic responsibility. From the Naga-pajicami up to the day of upakarma, the ‘out=
‘going students are very courteously and critically examined.in their own streams of studies
to which they had been admitted. Series of Textual contests run for ten days from the
fifth ( naga-paficami ) day to the fourteenth day, between the snataka and. his gurus
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(teachers ) and experts. If the snataka is found qualified, he is blessed with a veil
( pravaraka ) and head-dress (usnisa) and permitted to go out of the Lermitage for the
service of his fellow-men. The aesthetic and artistic contribution of the function is to be
delineated in connection with the fifteenth day of celebration.

Alpana and  ornamentation. The lotus-plant-styled, the snake-styled and the
stripy zig-zag-styled rangolis are specially appreciated in this festival. Images of Agtanagas
{ eight progenitors of eight species of the naga; namely, Ananta, Vasuki, Padma, Maha-
Padma, Taksaka, Kulira, Karkata and Sankha ) may be made on walls of houses, plastered
with fire clay mixed with the cowdung. Some mythological episodes, like the punishment
of Kaliyanaga, the wedding of a naga-princess, are painted on walls. Some conjecture nagas
as to be a non-Aryan people, aryanized in course of time, Youno ones of North-India,
particularly in Varanpasi, wander village to village, hanging pictures of nagas with rhythmic
music. Nadgas are worshipped in the occasion of Naga-paricami with milk, plantains and
the milk-boiled rice. Pictures of nagas may be ornamented with the svastika, or the palm-
print rangolis. - This is possibly to make people conscious of snakes; which grow profusely
in the rainy season, almost everywhere in India.

" Goddess Manasa is a popular deity in the eastern regions of India, especially among
aboriginal and low caste people. Almost in every village-temples images of Manasa are
located. Popular epics and songs, composed describing the wonderful and mystic
‘power of Goddess Manasa are sung and recited cherishedly among common people.
“This is to be continued 1n all fitth days of the dark fortnights upto the month of Bhadrapada
( Aug.-Sept. ) of every year'* :

(b ) Lsi-paicami. The vow of Rsi-paiicami is observed on the fifth. day of the
‘bright fortnight in the month of Bhadra-pada ( Auyg.-Sept. ), by the fair sexes only. It is a vow
‘of the confession nature, what the woman-kind of India take to be excused from their
‘unknown and uncouscious sins, supposed to-have done.to seven sages, pioneers of all streams
of Indian Studies; Arts and »cience; as described in chapter I1I, Part I of the present work,
‘Names of Seven sages are i—Kadyapa, Atri, Bharadva_]a, Vi§vamiua, Jamadagni, Angiras and
"Vasisiha. : : c

The Bhavigyottarapurapa glorifying the Vow, narrate‘s a long tale of a brahmani,
named Sumitra with his wite Jayaéri in the kingdom ol the king Senajit in the Kytayuga,
‘She observed the vow to be tree trom the sin, flung to all woman-kind by Indra, the kmg
‘of heaven, caused by killing Vrtra, : .

Alpana and ornamentation. A holy 'pitcher ( ghata ) is to be placed either
on a sarvatobhadramandala, or a eight-petalled lotus-type of the rangoli. Before the ghata,
-seven images of seven sages, as told above, either on gold or-on silver plates are to be made.
In want of gold and silver, images of seven sages, may also be drawn on the floor,
-plastered with fine clay, mixed with the cow-dung, The holy pitcher is to be covered with
"a piece of cloth, preferably silk; sandal paste, wreath of flowers and white lotus flowers, seven
kinds of food grains and pulses. Milk-cooked rice with clarified butter and honey should
be offered to pious brahmagas to beg blessing from them. This is to be observed for
conseculive seven years with the final celebration in the seventh or eighth year.*
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(¢ ) The Paficami Vrata and the Laksmi-puja. The fifth day of the bright fortnight is
appreciated asa very auspicious day to worship Goddess of Wealth. If it comes on the
thursday, popularly known as the Lakgmi-vara ( the day especially indicated for worshipping
Goddess of Wealth ); particularly in the months of Bhadrapada ( Aug.-Sept. ), Pavsa ( Dec.-
Jan.) and Caitra ( March-April ). Goddess Laksmi is traditionally worshipped there.
Laksmi is the other name of Sri, the goddess of Beauty, Wealth and Wisdom, She is also
hallowed as the tutelary Goddess of Beauty and Bliss, the Spirit of Indian Aesthetics. The
fifth and the fifteenth days of the bright fortnight are especially indicated for worshipping
Goddess Sri'®,

(d) The vow of Grha-Laksmi. Womankmd of Hindu famlhes fondly worship Goddess
‘Laksmi on a permanently installed small waterpot in the evening with flowers, sandal
-paste,. vermilion, scented burning sticks, lights, sweets etc. and blow conch-shell to indicate
a happy good evening of a happy tamily. ‘They pray the Goddess happy life for all family
members, bowing their heads before Her. The lady of the house moves from room to room
of the house with holy lamp and scent-emiting fire-pot up to the main gate of the house
and the lamps finally placed either on the plat-form of a fulasi-plant, or in the prayer hall
-of the tamily. Tnere she wishes happy long life for all the tamily members and pets.

On the filth day of the bright fortnight with Thursday or Sunday, in months of
"Bhadra ( Aug-Sept. ), Pausa ( Dec.-Jan.) and Caitra ( March-April ); Goddess Laksmi is
-worshipped parucularly in West Bengal, India. If the fitth day of the bright fortnight is
-not _incidentally found; an auspicious Thursday or Sunday in the bright fortnight of those
months 1s advised for the purpose.

o - Upper classes of the Hindu community preserve new paddy elther in a well wrought
and beaumu_uy designed casket, made of Ku$agrass, or in a nicely ornamented earthen pot
witu gems, Jewels, gola, . silver, cowrles etc. Un a beautitully ornamented wooden seat, a
rich and embroidered cioth 15 to be spread over, In the middle of covered seat, place a
circular cane or bamboo basket. Pour brimiully new paddy into it. Place well-designed
wooden small caskets ot different size, shape and style, containing precious gems and metals,
small conch—shells, cowres, pairs of wooden owls, comns and a golden image of Laksmi
’accompanied with Lord Narayana on the top ot the paddy basket. |
‘Aipana and ornamentation.

Alpana is the special character1st1c feature in all sorts of vows, in which Laksmi is
mainly worshipped. 1ln the Srisokia of the Rg-Veda, she is described golden coloured,
loius scented win wreath of golden and silvery iotus flowers, holding golden lotus by her

hands and seated on a lotus seat.'?

Lotus-styled rangolis are, therefore, the chief devices of ornamentation. Beginning
from the main gate of the house, connecting the court-yard, the porticoes, the barn-house, the
cow-shed, the prayer-hall upto the topmost room ofthe house; lines of alpani are to be drawn,
joining parallelly ascending lotus plant-styled rangolis with lotus-leaves and flowers of diffe-
rent size and style, ending at the altar of the worship. By both the sides of the lotus-lanes,
small pairs of beautiful footprints, indicating the entrance of the Goddess of Wealth should

also be ornamented with two mandalas, the paficabja-mandala for Goddess Laksmi and the
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. An alpand of Wealth-worship or Laksm¥-Pija with an ornamented
lane and foot prints representing Barns, Ornaments and
- auspicious Birds and other materials.
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Sarvatobhadramangdala for Lord Vispu. In place of the paficabjamandala, generally a
thousand-petalled lotus may also be drawn. ~The upper thresholds of houses are ornamented
too, in some parts of the country, with dots of sandal-paste, vermilion, turmeric and
collyrium.

(d ) Laksmi-plant, or the Altar of Wealth : To draw or paint a Laksmi-plant, called
by the common people of West Bengal a Laksmi-gacha, or a Wealth-Plant, is an extra-
ordinary artistic ornamentation. Plaster the well-base of the domestic prayer-hall, with the
cow-dung-mixed fine clay and paint on it a lotus plant with the liquid rice-paste or the
rubbed cream of the conch-shell. There are two kinds of the lotus-plants : the water-lotus
ordinarily available all over India and the land-lotus mainly growing in Bengal that blossoms
generally in the late Autumn. ™ As it is the festival for worshipping the domestic Laksmi,
some families draw the land-lotus for the water-lotus, with five, seven, or nine branches and
blooming flowers there, frequented by humming bees and happy birds, on and about the
flowers. At the foot of the tree, make either an altar, or a temple over there and paint
there the pair Gods of Wealth, Laksm]! united to Lord Narayapa. On both the sides of the
designs two barns, full of corn and two big white owls are to be made. Some good-looking
beautiful cowries and costly stone-chiefs, indicating Food and Wealth, are to be fixed around
the construction; which is permanently maintained throughout the year to worship the}re
Goddess Laksmi daily and other two harvest months, Caitra (March-April } and Bhﬁd?a
( Aug.—Sept.). Thisis to be renewed again in the month of Pausa ( Dec.~Jan.). A deco-
rative of the same character may also be found on the outer walls of barns—generally made
of straws and bamboos, either on the yard of a house or in an adjoining barn—house,

() The Vow of Sripaiicams or the Sarasvati festival :

The Samvatsarapradipa observes that Goddess sri,. the dei.ty ?f Wealth ﬁﬂ%
Learning should be worshipped on the fifth day of the bright fortnight in the mont od
Mrgha ( Jan.-Feb.). In that day. Laksmi ( the Goddess of Wealth as told.above ). an
Sarasvati ( the Goddess of Learning) are to be worshlppe_d .along Wlth- thg ink-pot, pens,
hooks, colours, brush, musical and painting instruments. This is a favourite day of Goddels:
Sr1 and the Sarasvata festival, thus should be celebrated in the first quarter of the da}"
The function of observing the vow of Laksmi is described ab'ove. . The V\{Orsh1p of Sarasvati—
the Goddess of Learning, the other part of the Sarasvata festival is descrlbedrbelyow.

Sarasvati, is the tutelary spirit of Beauty and Bliss or Intelligence and M(?I‘lt. Shg
is also considered as embodiment of Wealth, Merit, Intel'ect, Growth, Glory, Fortitude an
Beautitude, The great grandfather of the Universe always attends Her. Four Vedas, fo;:’teﬁfl
‘Treatises ( Sastras ), all the branches of Music and Fine A.rts, Crafts, Sculpture fa?i rnricn I-
tecture, always accompany Her, as She is the residing deity of all branches I_cI> - feheag'
‘The Tantrasara, describing Her images says that She holds a young Moon on er b? ing
She is as white as that the Moon, snow and a jesmine flower. She has the youthfull. 'Oomllﬁg
beauty and is seated on a white thousand-petalled lotus. She. holds a book, SylrlanC)l lsmSghe 0
Vedas along with a rosary and a pen, ready to write something by the other hand.

always eager to offer any hoon that a votary prays.!®
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Alpana and ornamentation. The day of éri-paﬁcami, is now popularly known by its other
name—Vasanta-paficami in the North, Central and North-west regions of the country, since
this day is appreciated as to be the herald of the Spring Season and an inaugurating function:
of the Youth-festival; that runs intermittently through some fixed days of the spring season
and ends possibly in the full-Moon day of the Lunar Vai§akha; is celebrated.

The tradition of the Season-count, also differs in India. It is virtually a sub-continent
and all the parts of this vast country; the period of two months, Phalguna and Caitra ( two
months from February 15 to April 15 ), is the spring season and in the rest part of the country
its span is extended to next two months—i.e. the month of Madhu ( Caitra ) and Madhava
( Vaiéakha ). The Juvenile Festival in India opens on from this day, matures either on
the fu'l-moon day of the thirteenth day of Phalguna or the thirteenth day of the brlght
fortnight in Caitra and concludes on the full-moon day of Vaisakha,

Style and variety of alpana is nearly the same with that of the Laksmi- worship
festival. Since Laksmi ( Goddess of Wealth ) and Sarasvati ( goddess of Learning ) are two
inseparable halves of a complete unit, érl, the mode and technique of ornamentation should
therefore, follow the same line as told in the ceremony of La1<§m1-worsh1p. The main
difference between the two, is that a thousand petalled white-lotus is to be made here, in
place of the paiicabja-mandala, as indicated for the Laksmiworship. The borders of the
altar are to be decorated with a river-styled ornamentation, full of lotus and lotus-leaves of
different sizes; frequented with pairs of swans, situated by a hiil; inhabited by so many fine
birds and beasts, like cuckoo, deer, honey-bees, peacocks etc, The altar may have a yellow
canopy and flags and is to be decorated with a holy pitcher, banana plants pillars, white
wreaths and flowers, bar'ey shoots, mango-sprouts, jesmine flowers, white sandal paste etc.
The golden and vellow colour-dust mixed with micadust is to be strewn over the installation,
indicating the spring-break.

( V) Festivals on the sixth day of a fortnight :

(a) The vow of Nitya-Sasthi. Goddess Sasthi is worshipped as a representative of
the one-sixth part of Paramount Energy.? The word nitya indicates the sense of regus
larity and not daily, since the vow is observed almost in every month in Bengal as well as
other states of India. (i) Tt is the Aranpya (forest) Sasthi in the month of Jyaistha
( May-June ). (ii) The Manthana (churning) in Asadha ( June—July ). Lupthana
( plunderers ) in éravax_la ( July-Aug. ). Sitrya or Carpata ( handmade pulse bread or cake )
in Bhadrapada ( Aug-Sept. ). Durga ( The Supreme Mother ) in Advina ( Sept.-Oct. ).
In Kartika Surya-Sasthi or the Chat-Vow. In Agrahdyapa Harisasthi and Guhasasthi
in Magha, it is Sitala Sasthi and in Caitra A$oka-Sasthi. Two months, the months of
Pausa ( Dec.-Jan ) and Philguna are not especially indicated for the Sasthi worship; yet
the Devi-purana advises to worship her alongwith her son Kartikeya, every month on the
sixth day of the bright fortnight.?

The medium, the place, the alpana etc. indicated for the sasthi-worship differ a]most
in every month as mentioned below.



Laksmi-Plant— a dado-painting of West Bengal style-made by
Sm. Lila Rakshit. By courtesy of Sri S. K. Rakshit,
Akilpoush, Burdwan.
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Alpana and ornamentation :

Serial No. 1. Name 2. Time 3. Medium 4. Place 5. Alpana

1.  Aranpyagagthi  Jyaistha Any of the oldest Forest An eight petalled

. sacrificial tree, lotus with five
preferably a colour dust and a

banian lotus styled rangoli

| - with rice paste.
2. Manthana Asadha A churning rod  Steps of  Lotus-styled rafngoli
the bath-  with turmeric

ing ghata mixed rice paste
: on the step.
3. Lunpthana érﬁval;xa ~ Cooking pots, Kitchen  Square styled
: | full of foods. =~ - rangoli with dome-
stic utensils .inside.

4,  Carpataor Bhadra- Stone slab for  Kitchen The stone slab

Stirya and pada grinding pasting room (4112 ) covered with
Aksaya and cooking ' white or red spotted
spices turmeric  coloured
: ' cloth. '
5.  Durga Advina Durga-sasthi Domestic  Eight-petalled lotus.
| or Katyayani prayer- : _
‘ hall

6. Stiryasagthi = Kairtika " Banian tree, or The = Square-stylled alpana
( The chat- A the sprouting banian  with turmeric mixed
festival ) barley or the tree rice paste.

’ . riverbank, field etc. :
‘ 7. Kartika Kartika Image of Karti- Prayer-  Sarvatobhadra man-
keya alter. dala.
8 Guha or - Agraha- Banian tree The Eight-petalled lotus
~ Hari Sagthi yana village  with five colours,
. square

9. Siala- Maigha Stone-slab Kitchen  The same.
Sasthi ' |

10.  Afoka- Caitra Afoka-branch Domestic The same under a
Sagthi prayer Afoka tree.

hall

The months of Pauga and Phalguna are not though indicated here, but in the
sixth days of the bright fort-night, Goddess Sasthi may be worshipped, as told above, in the

domestic houses.

The Sagthi festival is especially indicated as a women festival. They worship
Sasthi as a mother of God Kartikeya and beg long life for their sons, daughters and son-
in-laws. She is neither the mather of a local God nora recent God. ‘The Bhavigya-purana,

13 11/4
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the Devi-purapa, the Rija-martanda etc. speak high of Her. In ancient Indian Literature;,

woman festivals of this norm are also indicated. In the Abhijfiana-Sakuntala of Kalidasa, a '
similar festival is indicated; in which Dusmanta was invited by his mother to come back to
the capital and to be present in her vow, observed for his long life. It was possibly either
the Sasthi festival or the Vata-Savitri festlval 2 The Brahmavaivartapurina tells a
_contradictory tale. Devasena, the wife of Skanda, is also known by the other name Sasthi.
The contradiction is sometimes laughed at by those people, who are not nurtured in strictly
ancient Indian Faith and Culture. None bothers with the fact and figure of an eplsode
here. The moral and teaching is the salt of a tale and a poem.

In addition to those above-mentioned days, Sasthi accompanied by the immortal sage
Mairkandeya, is worshipped almost in every happy event, beginning from birth to marriage,
Different Tantras and Puranas are the Cultural Histories of those particular tribes, clans,classes
and people; who are indicated either by the names of those cults and people, or by the names
of cults of Gods, they worship and the preceptor, they follow. One and the same episode is told
indifferent early works in different ways, garbs, styles, and occasions; but the moral andfinding
of them are nearly the same. The Sasthi-episodes, as told in the Brahma-vaivarta-parana
and the Bhavisya-purana, may differ in fact and figure; but the community spirit, the
universal character, tender feeling, culture of the common vow, or festival; latent in the
womankind; who observed it, wishing long and happy life for their dear ones in the family;
is always appreciated as a cosy, happy and healthy insignia of a living society in the country,
They are, to some extent, the universal facts. Woman-kinds of all countries of the world,
jointly wish long and happy life for their dear ones in the same or other devices.?® The
Ramayapa is appreciated, as a National Epic of India; but its preamble, or skeleton; may
be found in folk-tales of other countries in other garbs; like Bali, Greece etc. They are
virtually the waves of pious thoughts of the universal character, floating all over the world,
inspiring and stimulating the good sense and feelings of human kind, in every appropriate
opportunity and occasion.

( VIL ) Festivals on the seventh day.

(a) Vijaya saptami. If a Sunday comes on the seventh day of a bright fort-night,
it is called Vijaya-saptami—an auspicious day for worshipping the Sun-God, in the way, as
told in connection with the vow of Makari-saptami.

Alpana and Ornamentation. Make a four-hand square field, well dressed and
plastered with fine clay mixed with cow-dung. In the middle of the square, make an one hand
square pit with one hand depth. Border the pit with red sandal dots and the lotus-styled
raigoli with the rice-paste. On the western side of the pit and before the seat of the
worshipper, draw either the sarvatobhadramandala; or an eight-petalled red-lotus. Place
there a holy pitcher (ghata), ornamented with necessary requirements as told above.
The Sun God is to be worshlpped there with bouquets, made of Chinese roses, or red lotus',i-‘:
red-sandal-paste, d@rva-twigs, rice and other scented flowers in the water of the pit. ~ The:.
vow assures good health, confirmed victory and long life.2”

( b) Lalita-saptami or the Kukkufi-vow is observed on the seventh day of the bright
fortnight_ in the month of Bhﬁ,drapada to gain a]l desirables. This is. especially observed:i

)

poil g



A symbolic rafgoli used to worship all domestic Gods in
Vratas, ceremonies and other festivals.
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fby those ladies; who generally lose their babies after birth and wish to have long-living
~sons as Devaki, the mother of Lord Krsna, once had observed the vow.® The other name
~of this vow is kukkuti-vrata. .Once the queen of king Nahusa, named Candramukhi, had
observed the vow; but forgot to observe it in the course of time. The queen had a great
“friendship with Malini, the wife of the king’s priest. In the course of time, both had to
breath last and in their next birth, both of them became hens. Malini had been enjoying
.happy :life with her young ones; but Candramukhi became an unhappy hen; whose young
.ones went on dying, as soon as they were born. At last, by the advice of her friend, she
.itook the vow of the Kukkutl-vrata, the other name of the Lalitavrata and by the virtue of
the vow, her young ones got back to their lives. On the seventh day of the bright fortnight
.in the month of Bhadrapada, she made images of Siva and Parvati on the well-plastered
ground and worshipped them and tled on her hand the turmeric coloured sacred thread of
eight strings with eight knots to please Lord Siva with Parvati,”® To celebrate the vow
-on the eighth year, after observing it for seven consecutive years, she made the image of
Lord Siva on a six finger square silver plate and the image of Goddess Parvati on a gold-
plate of the equal measurement.  Placing both the images on a copper plate, she
“worshipped them in a befitting manner with flowers, sandalpaste, wreaths, bouquets and
eight basketful food grains with eight fruits, sweets and cloths and offered them to pious
Brahmanas. By the virtue of the vow, she enjoyed all desirables along with living happy
“-sons and went to the holy home of Lord Siva at the end of the life.

_Alpana and Ornamentation : Make the ground well-dressed and neatly plastered.

"Draw there a lotus-styled square rafigoli and inside the rectangular design, draw images of
Lord Slva and Parvati. All round the images draw lotus flowers, frequented with happy
* hens, swan and other auspicious birds and happy boys. In front of the rectangular rangoli
" draw a sarvatobhadra-mandala and place there duly ornamented holy pitcher. Draw a big
eight-petalled lotus by the sarvatobhadramandala and place there the copper plate, containing
‘the gold and silver images of Parvati and Siva for the purpose of worship as stated above.
_Two mandalas, one for the Sun-God and other for the Moon-God may also be drawn on
" both the sides of the former mapdalas.

( ¢ ) The vow of Makari-saptami : The name of the tenth month in the Zodiac circle
of a year is called makara and the seventh day of the bright fortnight is honoured as an auspi-
cious day for taking bath in the holy water at dawn, what is supposed surcharged with the

-holy power,—that may remove the sin of seven births of a man. The day is particularly

- honoured as to be the tutelary spirit of seven vyahrtis of Gayatri, the cream ot the Vedas.
She is also the representative of seven rays of the Sun, which illumines seven worlds i.e. bha,
bhuvaly, svar, mahas, jana, tapas and satya.

Alpana and Ornamentation : Draw a rectangular lotus-styled rangoli on the borders of

. the rectangular place for praying the Sun-God as indicated above with reference to Vijaya-

.saptami, The Sun-God is to be worshipped on the occasion with a bouquet, made of seven

_plum-leaves, darva ( grass ) twigs, seven leaves of the Sun-flower tree, the China-rose, red

-sandal, rice and holy water, A navagraha-mapdala with the Sun-God in the middle, -is to be
made as told above, This vow is observed to have a happy and healthy life.>
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(d ) Arogyasaptami : This is also a kind of vow for the Sun-God to gain a healthy
and diseaseless long life. 'This is to be observed on every seventh day of the bright fortnight,

every month; according to the same way; as told above. Alpana and ornamentation for the
vow is nearly the same as above.®! ‘

( e') Vidhanasaptamz : 'This is a very strict year-long penance to please the Sun-God
~observed nearly by the same way with the similar alpana and ornamentation.® ‘

(f) Sitala-Saptami : Sitala is worshipped traditionally as a Goddess of infectious
diseases; who can cure her devotees fromall such diseases; but mythically She is a Divix‘.le
Power; who can cure her votaries from poison and snake-bites. She is virtually gifted with
those heavenly powers, as Goddess Manasa ( described above ) enjoys. '

This is to be observed on the seventh day of the bright fortnight in the month of
Sravapa within the mid-rainy session. The time, all over in India, isa bit snaky, This
vow keeps people conscious of snakes and its preventives—natural and supernatural both, '

Alpana and Ornamentation : The sources of the vow are the Bhavisyottara-purana, as
well as the Skanda-purapa. The description of Goddess Sitala, suggests that She is a Divine
Power, who removes all bad things and omens and keeps the atmosphere, climate and envis
ronment of men neat and clean, disinfected and holy by sweeping and washing out whatever
unholy and poisonous. | |

A rectangular border of the lotus-styled rangoli with turmeric-coloured rice-paste is
to be drawn. Inside the rectangular rangoli, draw either a sarvatobhadramanpdala, or a
eight-petalled lotus and place the holy pitcher ( ghata ) on any of the two rangolis, drawn
inside the rectangular lotus styled border as per the rite, indicated for the ghata-sthapana
function, ornamented with a vermilion, svastika sign, sandal paste, curd-mixed-rice,
flowers, coconut, cloth etc. In the midday five kinds of delicious food prepared
with curd, clarified butter, sugar, banana-fruit etc. should be offered to the Goddess. The
Bhavisyapuranpa tells an episode of the king Indradyumna and his wife Dharma-$ila, whose
“son and daughter-in-law Mahadharma and Subharikari had died of a snake-bite and were
saved by the mercy of Goddess Sitala. ‘They had lastly been granted happy and prosperous
long lives by the virtue of the vow of Sitala as stated above.?3 ' '

( VIIY) Festivals on the eighth days of months :

(a ) fanmastami : Lord Srikrspa had promised that He and Goddess Durgs would
appear here, whenever the Earth would suffer from any trouble.** The eighth day of the dark
fortnight accompanied with the star Rohini, when Lord Vispu appeared here as Lord Krsna,
is called a Jayanti-day, the auspicious day for observing the appearance of God to save the
suffering multitude.%® '

This is one of the three most popular vows in India and reverentially observed
almost by all the members of Hindu community. There are two dearly "cherished
birth-day celibrations ; one of Lord Krsna; and the other of Lord Rama. The eighth day of
the dark fortnight in the month of either Sravapa or Bhadrapada is indicated for ‘Lord
Krsna’s birth-day and the ninth day of the bright fortnight in the month of Caitra, for Lord
Rama’s and the fourteenth day of the dark fortnight in the month Phalguna is the most

fovourite day for Lord Siva, 3
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The life-history of Lord Krspa is very popular in the Mahabharata, the BhagaVata-
purana and some other Purdpasalso. The tale of His birth-day festival as narrated in the
Bhavigya-purana is referred to here.

Lord Krspa appeared in the womb of Devaki, the sister of the demon-like king
Kamsa, under his prison, whose end was appointed in hands of his own nephew, and that
is why he fettered her with her husband Vasudeva.®®

. When the Lord had taken his birh, all the prison-guards had been hypnotlzed by
His mystic power. Vasudeva, His father, taking the chance, carried Him out to Gokula to
the house of his friend Nanda, the king of the cowherd community on the other bank of
Yamuna and took back his new-born daughter from thence, who was none but Goddess
Durga Herself. As the executioner was about to kill Her, She slipped trom his hand and flying
up to the sky, like a flash of a thousand-times bright lightning prophesied that he who has
come down to punish king Karnsa, is being brought up tenderly in Vrndavana.*’

. So He did that and rescued His parents and ali sutfering mulutude, tyramzed by
the demomc rule of His own' maternal uncle Karnsa; since he had taken an oath to save the
honests, to punish the tyrants and to maintain law and justice; whenever the Earth 1s 1n
trouble.

Alpana and Ornamentation. Draw a proportionate size of the square, or rectangular
rangoli with bursting lotus designs. Inside the square, or the rectangular alpana, draw a

sarVatobhadrarhar_ldala and an eight-petalled white lotus. Place the Salagrama-s'na on the
sarvatobhadramandala and a holy pitcher ( ghata ) on the eight-petalicu lows-design with
due ornamentation and ritual ceremony as advised in the ‘ghata-sthapana’ tuuction. Beside
the square rangoli, an alpana of a flowiug river with a jackal, crossing the river under the
torrential rain, foliowed by a big serpent with its vig hood; 1s to be made. A puson gate, by
the other side of the rangoli, is also to be drawn. A wooden scat, ornamented with appropriate
alpan3 and a baby’s bed, playthiugs and co.oured toys ate to be displayed, They are also to be
presented to young boys at the end ol the ceremony. Votaries, who have observed the
vow, should listen to the glorious tale of Lord Krspa, who has treed His imprisoned parents
and other good people.

Nandotsava; the birth-day celebration of Lord Krsna at the home o f Nanda. The birth-day
ceremony was observed by the next morning. Votaries of Lord Krsna, after breaking the fast
of the vow, should assemble together, move to all temple doors; dancing, playing musical
instruments, singing songs on Gods’ glory and chanting names ot Lord Krsna, Hari and
Rama. As they reach to a temple door, they splash liquid curd and turmeric water on the
feet of singing and dancing party of votaries. They make wanton dance on the mud-water
quite lost in the exultant dance and songs. They are warmly greeted with sweets and
coconuts, It was a token of strength and honour to win a coconut, fighting and wrestling
friendly with partners on the slippery mud-ground. The winner is especially greeted with
a new scarf, more sweets, fruits and coconuts. The Nandotsava is a very enthusiastic and
Juvenile festival in India.

( b)) Radhastami. The elghth day of the bright fortnight in the month of Bhadra

( Aug-Sept. ) with the star Vifakha is observed as the birth-day ceremony of Srimati
Radha,® the other half of the symbolic Twe-in-One; as explained in the diagram of the same
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‘name in the cover-page of Volume I of the present work. A tale, told in the
‘Bhavisyapurana, says that Bhanu, the Sun-God, had observed a deep penance to have the
Paramount Energy of the Supreme God, as to be‘his own child. By the virtue of the
penance, he got in his next birth, as his daughter, named Vrsabhanu-suta. She was wedded
‘to Abhimanyu; but she was practically the fiance of Lord Krsma. He, who worships Lord
Krsna and Srimati Radhika as His better half, attains the highest satisfaction of Lord Krsna.
“In the birthday ceremony, who worships her along with Lord ériK_rgx_la with various happy

functions and so many befitting presentations, he enjoys grand blessing of Lord ériKrsga.
"If Srimati Radha is pleased with any body’s worship, the votary gains the full bliss of

worshipping Lord S$ri-Krspa 2

Aipana and Ornamentation. - Inside a square or a lotus rangoli, draw a sarvato-
bhadramandala and an eight-petalled lotus with red colour. Place the sﬁlagrama as
;a representative of éli-Krsx_la on the sarvatobhadramandala and a well decorated holy pitcher

( ghata ) on the red or lotus coloured cight petalled lotus for worshipping Srimati Radhika.
-Offer there fine and beautifully coloured cloths, scents, scented burning sticks, scented betels
etc. The philosophical significance of Radha has been discussed in my other work “Studies
in Divine Aesthetics”.

(¢ ) Darvastami. This vow is observed by Hindu womankind of India to have
long-living and ever-growing progeny, as the turfs of darva-grass do, by nature. Lord
.Si1i Krgna, once told king Yudhisthira, if a chaste wife observed the vow; she used to get a
long progeny for seven generations and her discendants would go on flourishing day after
day for seven generations.*” Inthis vow Lord Visnu is to be mainly worshipped, since the
-durvagrass 1s supposed to have grown as His body-hairs, when He took hold the mandara
mountain 10 the eve of churning the ocean of milk,

Alpana and ornamentation. As in the previous vows, here also draw diagrams, one of
-the sarvatounadramandala and the other of a white eight-petalled lotus. The salagraima,
-represeniing Lord Vispu, should be placed on the mandala and a holy pitcher is to be placed
on the lotus-design. A bunch of eight durva-twigs tied with a turmeric coloured eight-
stringed thread, is to be held by the left wrist of the lady; who keeps the vow. Eight fruits,
.namcly, 4 coconut, a betelnut, a date, grapes, oranges, a bakula, a citron and a pomegranate
.may pc ofered in this vow.** They may also be drawn by rangolis. The vow of
purvagiami 1s to be observed for pine consecutive years and at the final year, a golden
unage ot bLord Visnu, joined with Laksmi, is to be worshipped, placing it on the well-
ornamented holy pitcher, made of any metal, gold, silver, or copper. Cakes of wheat and
sesame are also be offered in the occasion.

(d ) Mahastami and the vow of Goddess Durga, Mahastami is the second day of the
- three-daylong Durgapuja festival. It-is now more a social festival than a ritual function
and one of the major festivals of Eastern India, particularly in Bengal, even out-side Bengal
as well as in other parts of the country, where-ever some Bangal people live; they observe
the national festival of highly acsthetic character as an insignia of Bengali culture, adumbrated
in some early Purapas, the markandeya-purapa, the Devipurana, the Brhannandike$vara
~pwrana and the Kalika-purana, The source of celebrating the festival may be traced out from
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the remote age of king Suratha and the age of the Ramayapa.*? Puripas, mentioned above,
narrate that it was first celebrated by Brahman, God, the creator; to inspirit Rama and to.
kill Ravana, after breaking the sleep of Devi. Since then, people invoke her in the
evening of the sixth day of the bright fortnight in the month of Advina, every year with song
and orchestra.*®

The festival is traditionally twice celebrated; once in the spring season traditionally.
and again in Autumn; from the time of the Ramayapa. Coincidence with the victory-
celebration. of Ramacandra is one of the chief causes of popularity of the autumnal festival.
Tndia is an agricultural country. The main crop of East India is paddy, fo'lowed with
some fruits, vegetables and medicine-plants; which grow in Autumn and forecast happy life;
People of the country consider them boons of the spirits of Nature, whom they honour as*
different representatives of the Mother God. They are :— (i) Plantain ( Rambba ),’
(ii)( Kacci ) A plant of an escutent root, ( ifi ) Turmeric ( Haridra ), ( iv ) (Jayanti )
A kind' of medicine-plant for fever, ( v) Wood-apple ( Vilva), (vi) ( Didima) Pome-
granate, ( vii) Adoka, (a kind of very beautiful tree, extremely essential for female:

“disease ), ( viii ) Manaka ( a kind of very light and nutritious root of the same name as:
vegetable ) and (ix ) Paddy Rice-plant ( the principal food-grain for the particular re~
gions ). Ritually they are called Navapatrika ( a group of nine plants representing nine mother
Gods, for their service to the mankind, supplyirg food, nourishment and medicine; whenever
required and virtually this is the worship* of Nature; not monopolized to a certain caste;
but open to all.

Collecting those nine plants together, bound tied in a bunch with a pair of the
wood-apples, dress it with beautifully coloured saries, ornaments with vermilion, sandal—paste
and necessary toilets as a veiled bride and place it by the right side of the installation on a
beautifully ornamented wooden seat,

- The import of the Bodhana ceremony. Since it is an untimely ritual, invited divine
bemgs, are to be awakened from sleep with music and orchestra. This is ‘Bodhana?
(awakemng) and to be performed in the evening of the previous sixth day ( the sixth
evening of the bright fort-night ).

A year is divided into two, as per the movement of the Sun. From the mark of
Capricornus to the mark of Gemini; is the day time for Divine beings and the time from
Cancer to the Zodiac symbol of Sagittarius is indicated as a night of Dlvme ones; but it is-
also considered as the day-time for the departed lotus ( pitrs ).

Generally, the time indicated for the worship of divine beings is uttarayana ( move-
ment of the Sun from capricornus to Gemini). The period of the next six months
( movement of the Sun from Zodiac Cancer to Sagittarius ) is called Daksindyana—indicated
for offering regardful presents to departed fore-fathers. The time of Daksinayana is not
generally indicated for the worship of Divine-beings; yet the period of four months of
Harifayana ( sleeping hours of Lord Vispu, from the eleventh day of the bright- fortmght in
the month of Asadha upto the eleventh day of the brlght fort-night in the month of Kartika )
is considered highly auspicious time for observing series of different vows, in thebright fortnight
of the month of Sravanpa, called the Vratapaksa. The next dark fortnight is indicated for
paying homage with holy water and food to departed souls in the dark fort-night, called the
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Pitrpaksa upto the month of the Bhadra and the bright fortnight in the months of Bhadra and
Advina is advised for offering sacrifices to Supreme Energy and Her associated Gods, ‘called
the Devipaksa. Since, the period of Daksinayana is considered the night-time of Gods; the
worsbip of Tantrika Gods; Kali, Laksmi etc. is advised here, with an additional ritual called
‘bodhana’ or the awakening ceremony.

Four National Festivals of India, The érdvazzi upakarma :

India observes four great festivals of the National Character, devised on thefour-tiered
social structure, classified on the principal of intellectual aptitude, physical ability, division
of labour and innate qualities of men. Of those four festivals; three are observed during
the period of Daksinayana. First is the festival of Intelligence, observed by the intellectual
class, called Brahmapa ( Brahma = Vedas or Knowledge-na = one, who knows Brahman, is a

Brahmapa ). It is observed on the last day of the dark fortnight in the month of érﬁvaga in
the eve of the Renovation ceremony of the sacred thread and the annual convocation cere-
mony of Forest universities, on completion of an academic year. For the open-air forest

universities the month of Sravana, is a time of Rainy season by all means. Beginning from
the last day of the érﬁvapa- dark fortnight, upto the last day of the next bright fortnight,

intellectual contests on the Sastras ( Texts and Scriptures ) go on at least for a fortnight and
a} snataka ( the student, who is about to bid fare-well to his Alma Mater ) hasto find him-
self qualified in a series of textval contests ( Sastrartha ) with his class-mates of his home and
foreign universities and finally before a body of profound scholars. The practice is yet
observed in some universitv-towns of Tndia, particularly in Haridvara, Kanya-kubja
( Kannauj ), Prayaga ( Allahabad ), Pataliputra ( Patna ), Varanasi etc, in the dark fort-night
of érﬁvaga, especially on the day of Nagapaficaml. In the time of the caturmasya vow;
parivrajakas (monks) of profound scholarship andhigh spiritual power visit holy hermitages all
over the country to enlighten the outgoing brahmacirins ( qualified students ) with their
knowledge and experiences. When the initiated students find themselves qualified in their
respective streams of studies, they are permiited to go back to their respective homes
to shoulder their domestic duties after performing the samavartana sariskara (the ritual
geremony to earn the honour of being a snitaka =graduate ).

- As a result of the gradual decline of the Brahmanic Civilization and Culture, since
the time of Mahabharata-war; popularity, predominance and importance of the Brahmana
comraunity, in all spheres of Indian life, began to wane day by day and the celebration. of
the principal Brahmanic festival had become an indistinct and less important event in the
course of time; yet the social and cultural life of India is attuned with the ancient theme,
enlivened with the Brahmanic spirit, sanctified with holy sacrifices, chanting rhythmic hymns
and beautified with noble and colourful ceremonies, ’ -

Manavakas ( new entrants to the hermitage institutes ) are brought to the academic
hermitages in early ages preferably 8, 12, and 14 for the three upper classes as advised by
Manu; to get initiated to their respective courses of the Vedic studies and after covering the
due courses of studies for a period of time, as prescribed, they are permitted to go back to
their hfarth and home, if they are found qualified in their courses of studies by the way, told
above.$- ‘ .
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Alpana and ornamentation : ‘Trees, creepers, birds, quadrupeds, even rivers flowing
by along with all other inmates of a hermitage, a snataka hasto serve and please. On-
completion of his studies, when a snataka ( a graduate ) bids farewell to his hermitage, he
has-to seek permission with due honour from every one of them with plenty of donation in
coins and kinds as his own personal condition and regard permit.

~ Analtar of four hand square with an one cubic hand sacrificial pit at the centre, is to
be made to ceremonize the samavartana function. The entire alter is to be ornamented
‘?&}ith appropriate rangolis, a sarvatobhadramapdala and four eight-petalled lotus-styled
alpanis with four holy pitchers ( ghatas ) on them and a éﬁlagréma on the®mapdala. The
farewell holy fire ( prasthanika havana ) should be enkindled in the sacrificial pit
and the snataka, after performing the fare-well sacrifice, should offer his rod,
gécred thread, girdle of the mufija-grass, the deer-skin etc., which he had once taken
when he had been consecrated by the sacred-thread ceremony.*® He should then wear
silk-cloth and a veil, flower-wreath, sandal-paste and a bamboo rod to go back to his home to
get married and to shoulder the domestic responsibility, A bullock-cart should wait for him
at the gate of the hermitage by which he would return to his home, chanting a Vedic hymn,
after encircling the sacrificial fire, burning in the sacrificial pit and paying homage to the
téacher, accompanied by his wife, other associate teachers, inmates of the hermitage along
with his fellow-students under any of the old banian, the mango, the vakula, the plaksa, the.
udumbara and other sacrificial trees. They are to be decorated with red and white sandal.
pastes, vermilion, palm-prints, or spots, scarfs of yellow-colour should hang down from the
branches of those trees with flowers, foliage and fruit garlands. The hermitage-gates are
to be ornamented with holy pitchers plantain-plants, wreaths of flowers and foliages. Cows,
deers, peacocks of the hermitage are to be ornamented with gairika colour ( red chalk ),
flower-garlands and to be fed with fodder, they like. Before bidding final farewell, a’
snataka( a qualified graduate ) receives final teaching from the Kulapati ( Chancellor ) of
the dérama ( hermitage ) as advised in the Sikga-valli, which he should follow in his furture
life, Though the day of the §ravani upakarma on the fifteenth day of the dark-fortnight
in the month of Sravana is particularly indicated, yet the function may be observed for a’
month on and from the auspicious day till the next fifteenth day of the dark-fortnight in the:
month of Bhadrapada, the day of the Kaudi amavasya, when all brahmanpas and brahma”
carins gather kufagrass for performing sacrificial works during the four-month period of Hari:
fayana. From the next day of the Kau$i amavasya ( approximately from the last half
of the month of August ), the regular academic session of the year commences in forest-
universities in India, to some extent like the present session of University Education, when
the rainy season is about to bid farewell and Autumn peeps with a promise of clear and
sunny days, indicated by the dawn of the star Agastya.*’ '

Y(»‘b.l ) The festival of strength :

- 'This is especially meant for the warrior class. The spirit of the festival is more
intensified by the co-incident of worshipping Goddess Durga in the bright fortnight
in ' the month of Afvina—that commences from the star Advini, indicating the start
‘of an ancient calendar supposed to have been current in the Vedic age, when the
course of life used to be conducted and controlled as per the course of Nature, In the mid-

14 11/4



106 ELEMENTS OF INDIAN AESTHETICS o

Autumn, when the land and the water routes are comparatively workable, the warrior com-

munity get themselves prepared for war-activities and a march, if it is requrired. In the day of
Mahastami, the second day of the three day-long Durgapiija, celebrated in India particularly
in eastern regions, a particular festival, called Viragtami is also observed, by both the sexes:
of the society in different parts of the country. Woman-kind keeps the vow in hope to -have-
a hero-son; but the aim of observing the vow by mankind to be well-up in military science,
war activities, success in warfares and above all to beg blessing from the Goddess of war,.
Durga, the other name of the Paramount Energy in one’s own war-skills and multiply militarj;
power by cultivating military science and parade to keep one always prepared for the cause
of Mother-land*®. The Naradiya-puraza says that those women, who observe this desirable’
and excellent vow of the Viragtami, they get hero-sons in next births and become a much
beloved wife of husband. In this vow, like the vow of the Durga-vrata, 'eightv flowers, eight
basketful food with sweets are to be offered and a turmeric coloured eight knot thread ‘sh.quk,i/'
be taken by hands. cooe el

Once Madhavi, the wife of a Brahmana, called Brahmadeva, was wvery:sorryy:
having no son from her husband. They worshipped Goddess Durga to have a very good soh:
They took the vow of the Virastami and worshipped Durga by offering eight full water
pots with eight flowers, fruits, lamps and basketful food and cloth and tied in their
arms eight knotted thread armlets coloured with kumkuma ( saffron ). By virtue
of the vow, they got desired sons by their next birth and enjoyed happy conjugal life.

_ Alpana and ornamentation. Draw a 4x 2 rectangular diagram with blossomed lotus
design on a four-hand square altar with beautifully ornamented borders. Draw again two
diagrams inside the first rectangular diagram, one of the sarvatobhadramandala and the
other of Paficibja-mandala with saffron colour. By the eastern side of the altar make eight
small lotus-type rangolis and over them eight full pitchers, decorated with svastika sigps a_ancl.
sandal-spots. Place before them eight basket-full of food-grains, fruits, flowers. and ClOt“!l_S,_.
Put the principal holy-pitcher on the sarvatobhadramandala as indicated above in Ehe rltual,
canon and welcome there Goddess Dure3 and Siva along with their associate Gods. .On the
five lotuses of the paficabja-mandala five principal Gods ( paficadevata ) with their head,
mother Goddess; are to be worshipped as indicated in the Tantrika rite, S

(b.2) Celebration of the Astrapija, or the weapon-worship for the warrior community :

The second day of the three-day-long Saradotsava ( Autumn festival ) the;othen,namg;

?f Durgotsava ( the festival or worshipping Goddess Durga or the Paramount Energy.) i3
indicated to pay homage to weapons;—which Goddess Durga holds by Her ten hands.  Shg
is mythically believed holding a trident, a sword, a wheel-weapon, a sharp arrow, a fakti (a short
lance), by the series of Her five right hands and a khetaka (a short club), a bow, a snake-sqare,
a goad, a bell or an axe; by left five hands. The festival is observed in two occasions: one i
the course of the second-day ( astami) worship of the Mother Goddess and the other indepen-
dently in each and every house of the warrior caste, particularly in the armouries of kings*%,
The season of Autumn is especially indicated either to march against one’s own enemy; Of
fo get every professional fighter prepared for a call of a war; whena challenge 'comes from
an enemy. | o R L
AR |

i
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Alpana and Ornamentation. If the weapon-festival is observed as a part of the second
~day celebration of the Durga-worship; make a graphic square of at least one hand measure-
‘thent, dividing it into 64 blocks. Cover the first series of blocks, on all sides, with all
colour-spots: Rest blocks are to be divided into three parts at a rate of 16 blocks on each.
-Keep the middle set of blocks separate. By the right and left side series of blocks, make
;Jotus rangolis by two graphic lines, by thesecond a series of soldiers, by the third the series of
five weapons, describedas taken by five right hands of Goddess Durga and the two sets forsoldiers
and lotus rangolis. This practice is to be repeated by left hand side blocks also. In the middle
set of blocks, left before, make a red or saffron coloured eight petalled lotus for the purpose of
'worshlp'pmg weapons and their tutelary deities as well as the associates of Paramount Goddess,
‘Durgd. Atthe top of the lotus, the bijamantra of Goddess Durga is to be inscribed and below
‘the lotus, a lion is to be made as a symbol of strength.

("

All these weapons along with others are to be washed, sharpened, greased and
prnamented with vermilion red sandal pastes, flowers, garlands etc.

s If these weapons are not available, they are to be drawn either with red colour, or
‘ted sandal paste, under the rectangular rafgoli, in two lines up and down, as stated abové
‘and ‘to be worshipped in the-previous way. At the end of the Armworship, 108 earthen
famps-are to be lighted up as a symbol of victory. :

Y In the evening, a procession should be arranged with those weapons and the SkllICd

fighters may demonstrate a military parades and mock-fights in the village or the city squares,
‘exhibiting various skills and techniques of the military activities in view to keep the fighting
‘tempo and war-activities alive and active to respond any call to serve for the cause of
‘the country, ‘ _

.-( c) The vow to worship Goddess Anna[)urna and Goddess Vasanti Durga ( the Goddess of Food
and Prosperity ) : ,

The eighth day of the bright fortnight in the month of Caltra is especially indicated
‘for the vow of Annapurnd. This is also the second day of the Vasanti Durgapuja.
‘Celebration.

The celebration of Annapiirna worship is performed in this month since every house
’and barn of people remain full of food and wealth, as a result full storage of the year’s entire
yleld It isa tantrika function, referred to in the Brhat-tantrasara and observed to please
every body invited or non-invited with various delicious foods and sweets, especially the
milk-boiled scented-rice®.

‘Alpana and Ornamentation. A rectangular lotus-styled rangoliis required to enclose
the entire iustallation with Mother Goddess seated on a highly ornamented lofty throne,
preferably of gold, and silver, or clay, asthe worshippers’ wealth permits, By Her right
hand, there is a tumbler of milk-boiled scented rice, mixed with sugar, butter, grapes, oranges,

dates, nuts, dried up mango cakes, camphor, saffron, cardamom-seeds etc. Lord Siva is to
be made like a mendicant stretching his almsbowl begging food. By her both sides Brahman,
the grand father of Gods and Kuvera, the treasurer of Mother Goddess, a Yaksa by caste

and figure, should stand. The glowing crescent moon dances on Her forehead®..
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At least three alpands are to be drawn, one hundred petalled lotus for placing the
holy pitcher (ghata), an eight petalled red-lotus for placing a mirror on which all the
sacrificial things should be offered to the mirrored Gods and a sarvatobhadramandala with
appropriate colours to imagine the seat of the Divine-Being. ~All the Divinities, who help to
construct spiritually, the heavenly throne, indicating its position, atmosphere and environment,
are to be invited there and to be simply worshipped with flower, sandalpaste, scented burnmg

- sticks and lights.

The Celestial Plane and the Spiritual Significance of the Sarvatobhadramandala :

The plan of the seat ( Pitha ) and names of residing deities of its each and every
part are referred to here. They are :—1. Adhara$akti=the fundamental strength,
2. Prakrti = Nature, 3. Kurma=The tortoise incarnation of Lord Vispu that holds the
Earth, 4. Ananta=The immeasurably greatest god of Infinity; who holds the. universe,
5. Prthivi = the Earth, 6. Ksirasamudra = the ocean of milk, under which the Island of Divine-
Beings stands, 7. Manimandapa = The extensive canopy of gems of glittering stars or the
uppermost spiritual regions of sahasrara, 8. Kalpavrksa=a divine tree—that can grant
whatsoever is deserved; 9. Manivedika = an altar of all precious gems, which are under
the earth or the lower spiritual regions. 10. Ratnasirnhasana = The diamond throne on which
the Deity will please to make Him or Her comfortable, being attended by Dharmas
Moral Power, Jiiagna = Knowledge, Vairagya = Indifference, Aifvarya = Sovereignty
by the two pairs of shoulders and arms of the worshipped one; Adharma =Immorality;
‘Ajfiana = Ignorance, Avairagya= Attachment, Anai$varya=Poverty are in Her two back
sides and upperbacks. At the heart, Ananta ( Infinity ), Padma ( the spiritual lotus ); the
solar circle with its twelve parts, the lunar circle with its sixteen parts, the firial circle wlth
its ten parts; in the inner circle, Sattva ( Intelligence), Rajas ( Action ), Tamas
(Ignorance ), Atman ( individual soul ), Paramatman ( universal Soul ), Antaratman ( the
soul of the soul, or the inner soul ) and Jiianatman ( the ever-conscious soul, or the:sense-
body; on eight petals and the pericarp eight associate spirits and their attendants i.e.
Prabha (Grace ); Maya ( Illusion ); Jaya ( victory); Visuddha ( Sanctity ),. Nandini
( Gladenning Potency ), Medha ( Intellect ), Rati ( Love or Desire to create ), and" Sul
( Wealth and Beauty ) are to be welcomed. These names are to be proceeded by eight
long—accent vowels, 1. e. am, im, im, em, aim, om, aum, and ah, encwclmg the principal God,
situated in the central core of the lotus. Long accented other two vowels, r and J, have no
place there; since they have no creative potency.®* This is practically a super-natural cosmlc
sphere outwordly and a super-sensuous spiritual plane; on which a devout may introspect, the
Divinity, leading his individual soul to the spiritual sphere and meeting there the universal
soul face to face—the direct bliss of every worship. The idea has been reflected in .the plan
of the Sarvato-bhadramanpdala. Each step of it indicates a step of intellectul progress; each
colour, which makes the diagram suggests different kinds of bliss retained and available there
and each unit of the diagram symbolizes the quahtatlve character of immense spiritual pOwer
a devout may emnjoy; if his soul is blessed to enjoy that virtue. 3

(d) The vow of Budhastami. The vow is observed in the eighth day of the brlght fortmght
with a Wednesday in the month of Mdgha, when the Sun moves to Makara ( Capricorfius
of the zodiac ). It is not to be done inthe monthsof Pausa { Dec-Jan,) and Caitra
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.( March-April ) and during the four months, when Narayana sleeps. If the eighth day
.of the bright fort night in a Wednesday is not available in the month of Magha ( Jan-Feb );
.months - of Phalguna ( Feb.—March ), Vaiakha, Jyaistha and Asadha may be appreciated.
This is especially meant for the womankind.®® The Brahmanda-purdna narrates am
interesting tale, how ladies enjoy all worldly wealth and can give birth to a good son happlly
W1th no trouble.

Alpand and Ornamentation. Draw either an eight-petalled lotus or a Sarvatobha-
‘dramandala and worship there Goddess Durga, Narayana and Budha (Mercury), on the fixed
day, if the chance permits. ‘This is to be continued for eightyears. Offervarious delicioussweets
-and fruits like banana, orange, coconut, dhiipa ( scent-smoke ), light, scented water and good
‘and fine cloths. The vow should be observed for eight years by taking a knot of tamannd
’Wlth eight pieces of candy on a mango leaf, after meal.

" (e) Afokastmi. The vow of Adokastami is to be observed on the eighth day of the
br1ght fortnight in the month of the lunar Caitra ( March-April ) month. On this day the
$okaharini ( who removes grief ) Durga is to be worshipped and eight small buds of the
a$oka-flower are to be drunk with holy water by the woman k1nd to be free from the female
disease and to enjoy a pamless happy life.

Alpam‘i and Ornamentation : Draw a flowery Asoka-plant and under the plant make an
eight-petalled red-lotus-rangoli and a sarvatobhadramandala. Place a holy pitcher ( ghata )
on the lotus rangoli as advised in the ritual canon and worship Goddess Durga, both on
‘the lotus rangoli and the® mandala along with her associated and attendmg Gods; who grant
a votary happy and grleﬂess long 11fe with her husband and young ones.*

( ix ) The ninth day of a fortnight :

( a ) The third, or the last day of the autumnal and spring Durgotsava ( Durgaptija
festival ) on the ninth days of the bright fortnights in the month of Aévina ( Sept.~Oct.)
‘and Caitra ( March=April ) which appear twice in a year, proclaiming the close of the
-second national festival, especmlly indicated for the warrior community. Although the
Durgapiija festival appears twice in a year in the months of Afvina and Caitra, yet only the
,autumnal celebration is regarded as to be the National Festival.

It bears, no doubt, apparently a character of an idol worship, prescribed especially
for common people, in spite of its deep philosophical implication of impersonal self-bequeaths
and spiritual culture to equate the spark-unit ot the individual soul with the inconceivable
exuberance of supreme Emergency, which may further be appreciated a .symbolic device
of Nature-worship, representing nine autumnal out-puts, invariably necessary for the growth,

nourlshment medical treatment and energy of human beings.

( b ) The vow of Nevaratra and its implications :
" Although the full mirth of the autumnal festival is concentrated in five mid-term
days of the bright fortnight in the month of Afvina—-i. e from the sixth to the tenth
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¢ sagthi to dadami ) in the eastern regions of India, but the timelimit for All-India Navaritra
vow, is indicated for nine days, beginning from the first day of the bright fortnight to the
-nhith day of the same fortnight; when people of India worship nine incarnations of Mother
Boddess; in first nine days and recite daily the mythical Epic of Saptadati—describing noble
‘dleeds of the Supreme Mother, in the Markandeyapurana. Not only in-the Navaratri
festival, but the hymnsof the Sapta$ati is most reverentially recited almost in all worships
of the Mother Goddess, as well as all functions of the good omen.

PrENp
-y

;_f,':_',f:- Alpana and Ornamentation : Draw cither an eight petalled lotus with red colour, ora
sarvatobhadramandala either on the floor or on a wood seat and place there holy pitcher
duly decorated as told above. Enclose the place of worship with four red sticks of one hand
height on four corners and surrounded by three fold red threads. Worship there with
sixteen offerings either the Goddess Vagalimukhi or three mother Goddesses Mahakali,
Mahalaksmi and Mahasarasvati and recite there *the Saptasati Durga” ( the hymns to the
Supreme Mother composed of seven hundred verses) daily for nine days beginning from
the first day of the bnght fortmght in the months of Afvina and Caitra; since the Navaratra.
VOW appears twice in a year in the month of A$vina and Caitra.®

(c ) The worshi[i of Navapatrika :

Navapatrikd means a collection of nine holy plants, most helpful for the life, health
tgnd well-beings' of Indian people. Each of the plants represents an incarnation of the
Mbther—Goddess, as indicated below ;—

(i) Rambha ( a banana-plant } represents Brahmapi and gives nourishment
and peace to votaries.

(ii) Kaccvi ( a plant of the same name with thick edible potato-like root )
represents Kalika promising strength, :

zpo~ - (iii ) Haridra {a turmeric plant) represents Durgd who removes all sorts of
(200 the bad omen—Ilike diseases and piosonous infections. -

erir + (iv ) Jayanti ( a medicine-plant of the same name ) represents Kaumari and
st o assures happy boons by removing diseases like autumnal fever and the
ol o~ - similar disorders.

(v) Vilva ( a wood-apple ) represents Goddess Siva and assures strength,
nourishment and good health.

"' vi)Dadima ( Pomegranate-plant ) represents Goddess Raktadantlka. and assures
‘ strength, nourishment and good health. T

. " (vii) Afoka (A medicine plant) represents Goddess Sokarahitd, wh1ch promlses
LA happy progency and removes female diseases.

( viiii ) Mana ( A plant of the same name with long and thick edible roots ) repre-

sents Camunda and assures honour, strength and nourishment. o
Perre (1x)Dhanya ( paddy-plants ) represents Laksmi ( wealth ) and saves llves of
et - - men supplying the principal food.® T pae
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Alpani and Ornamentation :

These above-mentioned nine plants ( Navapatrikas ) should be tied together with a
pair of wood-apples by a aparajita flower’s creeper and to be dressed with a red-bordered
new cloth, just like a bride and to be placed on a well-designed wooden seat, omamente(i
w1th ten- petalled lotus rangoli, by the side of the image of Ganefa.* .

The installation of the Durga image is to be completed with seven images, 'In the'
middle, Goddess Durga stands placing one of Her foot on the lion’s ( Her carrier Y back and-
the other foot on Mahisasura’s shoulder. By the left and the right sides, Laksmi and Sara-
svati as well as Kartikeya and Ganefa stand just up and down. Goddess Durga is ten-armed,
holding ten weapons by her ten hands as told above. Goddess Laksmi holds two lotuses:
by her two hands; Sarasvati holds a Vina ( lyre ) and a book by her two hands; Kartikeya
carries a bow and an arrow by his two hands and Ganes$a holds a conchshell, a wheel- -weapon,.
a club and a lotus by his four hands. They are supposed to be the symbols of four human
ends, Dharma ( the ritual and moral power ) by Ganesa; Artha ( wealth ) by Laksmi; Kama:
( the mundane desirables ) by Kartikeya and Moksa ( Liberation ) by Sarasvati; which.a’
vdtary gets surely, who performs the worship of great Goddess Durga. The local tradition’
in Bengal takes them as sons and daughters of the Mother Goddess.

( d) Seven ( procedures) of the autumnal festival ( sapta-kalpa -.éaradotsava ) 'Thee
second national festival of India is generally observed by three days, from the seventh.
day of the bright fortnight upto the ninth day of the same fortnight in the month
of Advina every year, or more clearly from the sixth day of taking resolution. of ‘the vow
( safikalpa or start of the procedure ) upto the tenth day of bidding farewell to the Mothe#
Goddess. But, ritually, it has saptakalpa or seven procedures :—( i) the proposal of the
fifteen day celebration ( navamyadikalpa ), beginning from the ninth day of the dark
fortmght ( the matr-navami ) upto the ninth day of the next bright fortnight. ( ii ) The
procedure of the nineday celebration,—beginning from the first day of the brlght fortnlght
of the month of Aévina to the next ninth day, called commonly the Navaratra vow. ( iii ) The'
procedure of the four-day celebration from the sixth day upto the ninth day ( current in
practice ). ( iv ) The procedure of three-day celebration from the seventh day to the n1nth’
day. (v) The procedure of the two-day celebration from the eighth to the ninth day}
(~vi) The procedure of the only eighth day celebration, that begins and ends on the very
éighth day and ( vii) the procedure of only ninth day celebration of those seven proposals;
the four-day celebration is mostly observed in the eastern regions of the country; where ‘thé
image worship is favourite. In other parts, Hindu India fervently observe the Navaritra
vow, as described above. Virtually, the course of worshipping the Mother Goddess, contjnue
for one and half month beginning from the matrnavami the ninth day of the dark fortnight
of the month Advina upto the aksayanavami the ninth day of the bright fortnight in the month
Df Kirtika ( Oct.~Nov. ) the day indicated for Jagaddhatri worship.*®

L (e) Vijaya- -dasami or the victory day of the year. The autumnal festival or the
National festival of Energy and Power closes on the tenth day of the brlght-fortnlght in the
month of Afvina. On the day, people bid Goddess Durga farewell and immerse first the
Jmirrored image into a pot of water as a token of bringing back the Goddess into the temple'of
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one’s own heart from the external temple. In the evening, the complete installation is to be.
immersed either into a nearest river, or a big tank with a procession accompanied by dance,
songs, orchestra, fireworks, mock-fights and various victory slogans, As soon as the immersion
ceremony is over, the procession comes back to the original place of worship and is greeted
there with blessmg, saluting and offring sweets. Since the day is indicated as a day for a
happy march, or jourrey; people at least cross the border of the village to celebrate it as a
happy journey day. This is also observed as the victory day of Lord Rama-Candra, when his
victory over the king of Demons had once been proclaimed. People of Northern India’
observe much enthusiastically the victory day celebration by burning effigies of the king of
Demons, Ravapa; along with his brother Kumbhakarna and the son Indrajita, as a symbol
of victory of holypower over the evil power.”® :

Alpana and Ornamentation. At the close of the garadotsava, or the National Festival of
Power and Energy, the worship of Goddess Aparajita ( the Deity of Victory) is to be
observed taking the white aparajita creeper as to be the symbol of victory. Draw .a white
ten-petalled lotus on a well-bordered wooden seat and place on it a holy pitcher ( ghata )
with the apardjita creeper before the pitcher. By the upper corners of the seat, draw a
pair of full-Moon-discs and below the discs make pairs of partridges. It is auspicious to see;
or to set free a nilakantha bird, or a pair of partridges on this occasion ard to that end, people
set free those birds. It is practically the tenth day celebration of the bright fortnight i in the

month of Advina. -~ Since it is a part of the garadotsava, it is discussed here.

() Artistic beautification of the autumnal festival with various styles of Alpana : "The

function of the éaradotsava making the Mother Goddess Durga its central ﬁgure, 1s
pcrformed with some associate rituals; as stated below :—

(1) The vow and Resolution of worship or the Kalparambha :—A votary daily recites the
hymns to the supreme Mother, as done before by Brahman, the grand father of the
Gods; whenever they were in different creations and occasions, beginning from either the
ninth day of the dark fortnight in the month of Advina, or the first day and the sixth day of
the bright fortnight of the same month. This fills the entire atmosphere with the air of
Divine worship. Thus starts the celebration for worshipping the Mother Goddess, known
techmcally Kalparambha (Resolution to worship the Mother Goddess) Necessary alpana and
ornamentation of the function has already been stated above in reference to the Navaratra,
vow.%

( u) Awakening the Mother G'oddess In the evening of the sixth day of the brlght
fortmght in the month of Advina, the votary goes to the trunk of a near by wood- -apple tree,
grown by the place of worship, or plant a branch of a wood-apple under a small
hut made for the purpose. Plaster neatly the place with cowdung-mixed fine clay. Dra\,y
there an eight petalled red lotus and the sarvatobhadramapdala under a square border.
Place a holy pitcher { ghata ) on the lotus, decorated as advised in the ghatasthapana-rite
menford above and worship there Goddess Durga with sixteen offerings. Then the
Mother-Goddess should be awakened with melodious songs and concert, praying, that since
Brahman had once awakened youto kill Ravana and to bring vigtory. for Ramacandra,



ORNAMENTAL ARTS IN INDIAN MYTHIC FESTIVAL 113

I also, am now thus awakening you to have wealth, kingdom and control over my men and
to proclaim victory over every thing in this inaporopriate time; supposed to be the time
of retirement for Divine Beings.®

(iii ) Invitation or Amanirapa. After the awakening ceremony, a cordial and reveren-
tial invitation is to be extended fo the wood-apple tree which is believed to be resided by
Siva and the Mother Goddess Durga. A votary should, therefore, go under the trunk of
a wood-apple ( vilva ) tree, just adjacent to the permanent altar of the Mother Goddess,
and extend invitation to Her to come to the place of worship. Sometimes the function is
celebrated in a temporary hut, made for the purpose of the awakening ceremony, in
which a branch of a wood-apple, temporarily would be planted. On the well-dressed,
clean and plastered ground under the wood-apple tree, a holy pitcher ( ghata )
is to be placed according to the ritual decorum. The Mother Goddess is to be
worshipped there with sixteen offerings. A red thread is to be tied with a vermilion point
in a particular branch. The point is to be indicated to cut it out next day, which is
to be brought to the main altar of the image worship. At the close of welcoming, the
wood-apple tree is to be thus invoked. :

“0O gracious tree of vilva ( wood-apples ), you are always very favourite of God
Siva. Taking your branch, let me worship Goddess Durga. Kindly do not feel the pain of
cutting your branch, since the tradition advises to worship Goddess Durga by taking a branch
of yours as Her representative. I, therefore, invite you to make your gracious- appearance
certain on the vilva-tree and the clay-image of the mother Goddess.”%?

(iv ) Adhivasa or Invocation of Goddess with auspicious things to assume her presence
in the image—At the end of offering invitation, the Vilva-tree, the Navapatriki and the
images .of the Durga-installation are to be greeted with twenty auspicious things, to
make Her presence certain there, till the three-day-long major function commences from
the next day, the seventh day of the bright fortnight in the month of Advina. Twenty auspi~
cious things, required to celebrate the adhivasa ( happy presence ), are arranged in a big plate
of copper, silver or gold, called traditionally the prafasti-patra ( the tray of benediction )
containing a piece of earth, sandal paste, a piece of stone, paddy, durva-grass, flowers, curd,
clarified butter, svastika ( a small temple-like thing, made of rice and pulse-paste decorated
with flowery creepers, frequented with birds of many colour ), vermilion, a conch-shell,
kajjvla ( or the black cosmetic paste ), yellow pigment ( or turmeric paste ), white mustard,
gold, silver, copper, camara (a tail of an yak as a fan), a mirror, a light (with a sword and 2
boar’s tusk ). Chanting hymns for each thing, the vilva-tree or the branch, the holy pitcher
(ghata) and the image should be touched, one by one and finally a nirajana ( waving dance )
is to be celebrated with the full pot.®

(v ) MNirajang or aratrika ( Ritual lustration of light ) : An aesthetically devised
ritual service of nirajana, conducted with a series of burning wicks of five, twenty-five,
thirty-six and hundred lamps ( dipas ) symbolizing five sense organs, twenty five, thirty-
five or thirty-six elements, according to the Sankhya system and the Tantra Philosophy

and hundred (end_less) desires of a votary, should be made waving in a dancing style,

15 11/4
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followed by the rhythmic sound of the bell in the left hand of the priest, acompanied with
the loud sound of other musical instruments. This also indicates the dance of the collec-
tively concentrated five sense organs, as suggested in the spiritual worship, known as the

manasa-ptja.**

_ The nirajana-performance is to be made with five auspicious and aesthetic elements,

namely :—( a ) wreath of lights, (b} a lotus-bunch, sprinkled with holy water, (c) a new
cloth, (d) a mango-twig and (e ) prostration as a symbol of complete self-surrender. In
addition to the ritually prescribed auspicious things, as some other auspicious things intensify
the self bequest and enthusiasm of the function; bunches of scented sticks, a scented smoke-
pot, a burning camphor-lamp, a camara (a yak-tailfan ), a peacock-feather-fan are

also used in a nirajana,

All the divine beings are supposed to be surcharged with the full amount of energy-
and divine power. The number sixteen is suggestive of fullness. The Moon becomes full
when he is added to His sixteen component parts. In the course of the nirdjana dance-’
waves, each of the above mentioned auspicious things, should be made sixteen ‘times-
around the image of the Divine Power, at the rate of four times at the feet, two times by
the navel-pit, three times at the countenance and seven times (4+2+3+7=16) to all
other limbs of the image.®® “

Nirajana isa very enthusiastic and energetic function, advised to perform at ‘the’
end of a worship; but according to local tradition, it should also be done after the evening-’
worship. It is also devotionally performed in the dawn at the temple of a permanently ins-
talled deity.

In addition to the auxiliary functions, mentioned above, the major function of
worshipping Goddess Durga in the autumn and the spring, has a course of seven rites in’
three days;—( i ) the saptami-puja or the seventh day worshlp, (i) ardharatripuja or the
midnight worship of the seventh night, ( 111) astamiptija or the eighth day worship, (iv):
sandhipiija or the worship of Candika-Durga in the midpoint of ‘two tithis, the eighth and-
the ninth lunar days, (v ) the astrapuja ( weapon-worship ), ( vi) the dipa-dana ( light
or 108 light offering ) in hope to wish a bright life of 108 years, ( vii)and Navamipija,
the ninth day celebration. Apart from these, two important associate functions of the.
festival are made. They are Balidana ( animal-sacrifice) and Pratistha-homa ( the-
( celebration-sacrifice, by the media of Fire-worship ). Due to the want of their direct
aesthetic value, they are not discussed here.

( vi) The multistyled floral art of the autumnal and spring time festivals.

The autumnal festival is performed by a series of associate functions celebrated in
different places, days and hours as stated above, The change in the time and the event of
the function also suggests the change in the character of beautification by the way of alpan3
o the floral art, as stated below,
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The Floral art for the installation. The installation of the Durga-image, generally
containing seven images, the principal Goddess Durga, associated with Laksmi, Sarasvati,
Kartikeya, Gane$a, the Power-incarnate-Lion, and the subjugated Buffalo-Demon ( Mahiga-
sura ) requires at least 4 x 3 hands rectangular space in the middle of the temple, or a well
plastered ground, under an ornamented canopy.

Enclose the rectangular-place with four lines of svastika signs, as a border in the
middle and draw a paficabja-mandala and four eight-petalled lotuses on four octagons there.
Place a wooden seat of the same measurement on it with the similar rangoli. In front of
the image, again draw a thousand-petalled lotus and put there the ghata (holy pitcher).
On the both sides of the thousand-petalled lotus draw two eight-petalled lotuses; the one to
place a pot for the bath of the divine beings in the installation, reflected on a mirror placed
on the bath-pot and the other to establish another holy pitcher ( ghata ) for Ganesa and his
associates. By the bath-pot of the Goddess draw a sarvatobhadramandala to make there a
cosmic seat for the principal Gods and their associates. Each .and every part of the mandala
is indicated as different cumulative cosmic planes for Gods, invited there. By the right-hand-
side of the installation place a wooden seat with a lotus-styled border and an eight-petalled
lotus on the centre.  Install there the Navapatrika, just below the Navapatrika, on another
_ lotus-styled alpana, place Grha-Laksmi with all her ornamentations as stated above. By. the

north-east corner of the prayer-hall on an octagonal rangoli, under a circle, put a fat earthen
pot and inside it a big earthen lamp full of clarified butter, called the ‘akhandadipa?® ( the
ever-burning lamp ). It should be lit up for the first time in the eve of Bodhana, to remain
lighted up till the close of the function. Thus India observed the antumnal and the spring-
time celebrations of the Mother-God-worship with pomp, show and colours,

Almost of all the Indian festivals, the festival of Saradotsava, including the Nava-
ratra, the Vijaya-dafami or Da$ahara ( Daser ), is one ofthe most cherishedly admired
festivals of all-India recognition, beautified with mirthful aesthetic character. Basically,
though it is especially indicated as a National festival of the warrior community, but in
course of time, it is now appreciated as an all-India festival, beyond the limit of caste and
indiscriminately participated by the citizens of India.

(g ) The vow of Talanavami. The Kiurma-purdpa says that the vow of the Tala-
navami, observed on the ninth day of the bright fortnight in the month of Bhadrapada, makes.
a lady happy in all respect. Of the two wives of Lord Sri-Krsna, Satyabhdma and Rukmini,
the former was very much unhappy. Once she met the sage Apastamba and asked him,
how she would be free from her grief. The sage advised her to observe the vow of the
Talanavami for nine years and to offer nine fruits along with palm-fruits, palm-cakes and
other delicious food. The husband should also in the occasion be entertained with all those
things. She kept the vow as advised and attained what she desired.

Alpana and Ornamentation. On a neatly dressed and well-plastered ground, draw two
mandalas, one sarvatobhadramandala and the other eight-petalled red lotus rangoli. Place
there two holy pitchers side by side for Narayana and Laksmi to worship them. The entire
place of worship should be enclosed with lotus-styled floral designs. A lotus-plant and a
tulasi-plant should be drawn inside the enclosure with nine season-fruits along with a
palm,‘®
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(h) The worship of Fagaddhatri : Jagaddhatri is the other name of Goddess Durgi,
seated on a lion as described in the Saptadati of the Markandeyapurana. The Mayatantra
says that the mother of the three-fold world should be worshipped on the ninth day of the
bright fortnight in the month of Kartika, thrice in the day, in morning, midday and evening,
The ritual function of the worship is to be conducted as advised in the Durga=Puja festival.
But the three-day-long ritual functions should be performed in a single day, by three times
instead of three days.

Alpani and Ornamentation are nearly the same as described in connection with the
Saradotsava. This is also called the aksaya-navami. Practically the Saradotsava ( the autum-
nal festival ) that had commenced on and from the matrnavami®” ( the ninth day of the dark
fortnight in month of Aévina ), completes on this day. This is supposed to have been intro-
duced by king Krspacandraraya of Krsnanagar, now the District town of Nadia. The festival
of Jagaddhatri-piija is yet most enthusiastically observed in the cities and villages by the
course of river Ganga from the city of Katowa to Chandan-nagara.

(1) The Vow of Rama-Navami : It is the birthday celebration of Lord Ramacandra
in the ninth day of the bright fortnight in the month of Caitra ( March-April ), coincided
with the star Punarvasu, a cherishedly observed all-India festival.®® We consider Sri Rama
and Sri Krsna, as incarnations of the Supreme Being; though born in Warrior families, yet
worshipped by the people of four casts—even by Gods, Sages and Prophets. Rama is wor-
shipped as an ideal Man and Krsna represents a Superman. The life-histories of the two
great sons of India suggest that man can attain divinity and super-naturality by doing his
duties to family and fellow men, honestly, intelligently and selflessly. One served the world
with all instinctive feelings and human appeals; on the other hand, the other drunk the full
mirth of life as an ideal lover, a statesman of the time and the greatest philosopher of the
country.

Alpana and Ornamentation : On this occasion, Rama, Sita, Dafaratha and Kaudalya
are to be worshipped with befitting manner. On a 4 x 2 wooden seat, draw a white thousand-
petalled lotus and by its left, an eight-petalled red lotus for Rama and Sita. Just a bit above
other two lotus-styled rangolis are to be drawn for their parents, Dadaratha and Kaufalya.
In front of the series of alpands, a sarvatobhadramandalais to be drawn to place and
worship there the Salagrama, as to be the representative of Visnu, whom Lord Rama incar-
nates. The entire place is to be decorated with a svastika-lined border. This worship is better
appreciated by installation of graphic series of images, as vividly described in the Pingala-
mata, which may also be decorated with images of the complete family of Ramacandra,
associated with Sita, Bharata, Laksinana, satrughna, Hanuman and others.

Ramacandra attained complete God-hood by performing his mundane duty, to whom-
so-ever it may concern, by obeying the order of his father to go to the forest leaving back
ungrudgingly the extensive kingdom, desirable earnestly even by divine beings, or chasing
a.fake golden deer only on request of his beloved wife Sita. He did care very little of his
personal interest and probability of a golden deer. To him was only to carry out his father’s
order and to do his utmost to satisfy the desire of his beloved wife, who sacrificed herself tothe
cause of her husband in all respect. The unquestionable self-bequest to discharge one’s own-
mundane duty makes an ordinary man an ideal one, which may promote him to the
divine status.
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( x ) The tenth day of a fortnight :

(@) The festival of Dasahara is observed on the tenth day of the’ bright fortnight in
the month of Jyaistha, supposed to be the day, when the river Gangi comes down to the
plane of earth by the call of penance of Bhagiratha. The seventh day of this fortnight is
appreciated as a day of worshipping Gangd, when Ganga was drunk up by the sage Jahnu
and brought her out by the request of Bhagiratha. The Skanda-Purana says that a dip in
the water of Ganga on those two days, particularly on the tenth, washes out ten sins and
crimes, which a man may commit. They are three physical sins: (i) to take a thing, which
is not given to him, ( ii ) to kill living being, which is not advised ritually and (iii ) to enjoy
another’s wife; four kindsof the verbal sins: (i) harsh words, (ii;a lie, (iii ) pinching
words and ( iv ) a loose talk; and three kinds of mental sins : (i) envy to others, (ii) to think
ill of others and ( iii ) to engage ones own mind to ill-pursuit. All these sins and crimes if
committed even in last ten births, may be washed out by a single dip in holy water of the
river Ganga.”® In addition to the worship of Gaiga, the worship of Goddess Manasa is also
observed in this day, as advised jn the Nagapaficami festival.

Aipana and Ornamentation : Plaster with fine clay of the river Ganga an altar, either
of four hands square, or 4 x 2 bands rectangle. Draw there an eight-petalled red lotus and
a sarvatobhadramandala. Place there a holy pitcher and offer there worship to Goddess
Ganga accompanied by associate Gods. The place of worship is to be ornamented with'
svastika-borders and various water animals, like sharks, fishes, frogs, conch-shells and snakes
with intermittent lotuses and water-lilies. Sometimes the golden, silver or clay images of
Ganga, seated on a shark and led by Bhagiratha, blowing the conch-shell, may be placed on
the altar for worship by reciting hymns from the Vedas.

( b) The worship of Apa}_rajita Durga is to be celebrated on the tenth day of the
bright fortnight in the month of Aévina; which had already been described in details in conne-
ction with the autumnal festivals,

(xi) The eleventh day of a jortnight :

The eleventh day of each fortnight is considered as to be the highly
auspicious day for the fasting-penance, which falls twice in a month. Of all ekada$-
vows, ekada$is in the bright fortnights of months of Asidha, Bhadra, Kartika and
Magha are regarded as to be the most auspicious days of the fasting-vows. The vow of ekadasi
is advised to b: observed by each and every Brahmana, Brahmacarins, Agnihotrins and
widows. Now-a—days none but widows of upper classes, observe the vow honestly. On these a
votary especially worships Narayana and recites Gitd. As it has a very little aesthetic appeal,
it does not come to the provinces of the explicit aesthetic culture.”

( xii ) The twelfth day of a forinight : :

(a) The pipitaki vow is to be observed on the twelfth day of the bright fortnight in the
month of Vaisakha (April-May) for four consecutive years. Lord Narayana is to be pleased by
bathing Him with cool water and pious Brahmanas are to be honoured with four pitchers full
of cool water with a little salt for the first year. By the second year eight pitchers, full of
curd and sugar, are to be offered. Twelve pitchers, full of cool water with sweets, made of
sesame-seed and sixteen pitchers, full of milk and sweets, are to be offered to Brahmanpas

in the third ahd fourth years respectiyely.™
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Alpana and Ornamentation. An altar of four hand square and one hand by height, is
to be constructed. Lotus-type rangolis, for four consecutive years, are to be drawn there at
the rate of four, eight, twelve and sixteen. On them well-ornamented pitchers, full with
cool water, sweet, curd, sweet-meats and milk, should be placed. Before them draw a sarva-
tobhadramandala and worship there Lord Narayapa and Laksmi with sixteen offerings.
The Bhavisya-purana says that on a Brahmana, Pipitaka by name, enjoyed happiness of drin-

king cool water with sweets and was freed from the torture of Yama.™

( b ) Santanae-dvadasi. This vow is to be observed on the twelfth day of the bright-fort-
night in the month of Magha ( Feb.-March ) and should be continued in each month on the
same day. The vow was advised by the sage Kasyapa to Diti, to have the most powerful
and immortal son. By the virtue of the vow, she got 49 Wind-gods as her sons. A sarva-
tobhadramandala is to be drawn on a well-bordered wooden seat and a white eight-petalled
lotus on the ground, to place a holy pitcher ( ghata ) there. Lord Vispu, accompanied with
Laksmi, is the central figure of the vow.™

( ¢ ) The vow of Amalaki-dvadasi. The vow is to be observed on and from the twelfth
day in the month of Magha and to be continued year-long on the very day in each month,
Lord Vispu, united with Laksmi, on the day as indicated above, should be worshipped.
One pala, a kind of the small weight, of clarified butter, with a fruit of amalaki is also to be
offered to Narayana, a Brahmana and one’s own self. The votary should take bath with an
amalaka on the head, take rice with clarified butter and boiled amalakis,

Alpana and Ornamentation. Clean and plaster a four hand square land under anamalaki
tree with fine clay with a lotus rangoli and a sarvatobhadramandala. Worship there Lord
Vignu afier taking bath with a handiul of amalakis o2 the head and burning light with clari-
fied butter. 'This grants a votary blessing irom the heaven.* '

( xiii) The thirteenth day of a forinight :

Madanatrayodasi. The vow of Madana-trayodadi is fondly observed on the
thirteenth day of the bright fortnight in the month of Gaitra. Madana is very beautiful look-
ing God, holding a bow and arrows, always united with his better-half, Rati and attended by
his friend Vasanta. He may charm all the world by his mystic power.

The popularity of the vow is not now so widely spread out as it was in the ancient.
classic age. It was observed as one of the best occasions of the youth-festival, in the spring
season, when young boys and girls, particularly of the warrior and merchant.
classes, permitted to go out of their home to enjoy an outing, a picnic and an excur-
sion, to nearest hills, forests, river-banks, orchards and gardens, There they organise
different variety-shows of sports, games, mock-fights, dance, drama, music etc.

To celebrate the festival, they sometimes, make image of Madana, as told above
and install it under the shade of a flowery aSoka-tree. The Madana-mahotsava, the great
celebration of worshipping the Cupid-God applauded and referred to, in the dramas of
Kalidasa and Sriharsa.” Unmarried girls offer flowers to the feet of the Cupid-god, wishing
a cupid-like warrior for them. The literary convention of India asserts, if a beautiful maiden
hits an adoka-plant with her left foot, it blossoms abundantly,
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Alpana and Ornamentation. The neatly dressed and cleanly plastered worship-ground
should be ornamented with designs of various spring-time flowers in the way of colourful
floral art and exquisite presentations of such flowers. Under a beautifully decorated canopy
a thousand-petalled lotus is to be drawn with a four-hand square lotus-border. By the four
interior corners, fruit and flower trees frequented with season birds, like cuckoos, parrots etc.
and happy animals, like deer and other pets, are to be designed beautifully. Pastes of
rocand ( yellow pigment ), saffron etc., mixed with mica dust, should be sprinkled and inter-
changed among friends, on the occasions of the marriage-show ofa mango tree with a
madhavi-creeper, are to be represented with pomp, show and colours.

( xiv ) The fourteenth day of a fortnight :

( a ) The vow of Uma-Mahe$vara may be observed either on the fourteenth day
of the bright fortnight, connected with Parpima, or on the fourteenth day of the bright
fortnight, connected with the thirteenth day, in the month of Vaisakha, in hope to be free
from the sin of being a widow. The Lingapurdpa advisesthat an image of Mahedvara,
united with Uma, is to be made with gold of 3, 2 or 13 tolas-weight, seated on a bull of
silver. After due worship, it should be offered to a pious Brahmana with cloth, sweets
and other foods. By the virtue of the vow an ‘unhappy woman relieves from the curse of
widow-hood in her next generation.” o

Alpana and Ornamentation. No special dlpand, other than the eight-petalled lotus
and a sarvatobhadramandala is indicated here. The holy pitcher ( ghata ), ritually
decorated as told above, should be placed on the eight-petalled lotus and golden image
should be worshipped there. Associate incarnates of Maheévara and Uma, namely Tatpu-
rusa, Aghora, Vamadeva and Sadyojata for Siva and Nivrtti, Supratistha, Vidya and Santi
for Uma should be worshipped on the sarvatobhadramandala. '

(b)) The vow of Savitri-caturdasi. This is a very popular vow of womankind in India.
Tt is observed in the fourteenth day of the dark fortnight in the month of Jyaistha, consecu-
tively for fourteen years, in view to enjoy a happy life for hundred year with sons and

husband. ‘

When Pandavas were living in the forest, Yudhisthira once asked the sage Marka-
ndeya whether he had seen any lady other than their wife Draupadi, who had saved her hus-
band fromdreadful troubles, facing herself the equal suffering of punishment with her husband.
The sage replied that Savitri, the wife of Satyavan and the daughter of king Aévapati, had
suffered much more hardship to save the life of her husband, from the hand of the king of
Death as well as the parents of her husband from so many misfortunes. She pleased the
king of Death by the virtue of her chastity and penance and was granted four great boons.
By releasing her husband from the hand of Death, she is all along admired as the most

chaste and ideal lady of the land.”

Alpana and Ornamentation. Draw a svastika-bordered four hand square alpana with a
thousand-petalled lotus in the centre and place there the holy pitcher on a five-coloured
eight-petalled lotus. On ‘the north-east corner of the square, draw a banian tree and below
it make an axe and a load of logs. There should burn a earthen lamp with butter-oil and
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a single wick. Inside the half-shut earthen pot the lamp should illumine darkness of the
night. Happy women with children and husbands should be entertained with food, cloths,
scents, vermilion and other toilets, and blessing is to be begged from them for the life-long
happy conjugal life. The vow is to be finally celebrated on completion of fourteenth year

in a befitting manner.

(c) The vow of Anania-caturdasi is observed on the fourteenth day of the bright
fortnight in the month of Bhadrapada by both the sexes.”™ Here they should worship Lord
Visnu who holds the universe by his Ananta-incarnation. He is practically the Eternal-
Time itself who comes to our conception in forms of different divisions of Time—like cosmic
process that moves and rests in him and moves within him. With him Indra, the
lord of Heaven, the Ocean god, accompanied with eight Nagas namely Ananta, Vasukin,
Taksaka, Karkata, Kulira, Sankha, Padma and Mahapadma, are to be worshipped.

On a neatly dressed - river-bank, plastered with cow-dung, mixed with fine clay, a
sarvatobhadramandala is to be drawn with five colours under a 4 x 4 hands svastika-bordered
square field. On this especially designated, the sarvartha-sarnyogapitha, following deities
are to the worshipped, namely—Vimala Utkarsani, Jiiana, Kriya, Yoga, Prabhi, Krti, Ts'énﬁ,
Anugraha, Bhagavat Vispu and Vasudeva. The vow was advised to Yudhisthira by Lord
éﬁk;sna to overcome the hardship of the excitement into the forest. A

The king Sumantra and the queen Surfipa had a lovely daughter, named $ili. Onp
demise of Surfipa the king married a wicked-natured girl, called Karkaés. $ilz began to
pass her time in the father’s house, engaged in divine worship and artistic culture of fine
Arts and Craft. With the help of four colours like blue, yellow, white and black she was eng-
aged in making of the svastika, the $ankha, the lotus etc, on walls, dadoes, pillars, doors,
thresholds-upper and lower, ghata etc.” The king gave her to a sage Kaupdina by marriage,
On the eve of their giving-away ceremony her step-mother did present nothing and they
forced to go home depending on whatsoever was left after their marriage sacrifice, by a
bullock cart through the forest where she saw wives of sages to observe the vow of Ananta,
which granted them immense wealth and reverentially accepted it. In course of time her
husband opposed her to hold the sacred thread-bangle of God Ananta. He lost everything’
by the curse of Ananfa and went out to please Lord Ananta. In the way he saw a fruit-
loaded man’ o-tree, a dry cow, an idle ox, a twin tank, an ass and an elephant. Each of them
was cursed for his wrongs. (i) The fruit-tree was a learned teacher who did not give his
students what he had from his own teacher. (ii) The cow did not honour her promise of
gifting a land. (iii ) The bull was a shirker who had deceived his master. (iv ) The twin-
tanks were co-wives who deceived their husbands alternately in previous lives. By
the sin of their deceitful exchange of love they are now turned into tanks. ( v ) The ass
was a man who had lost his complete sense under pressure of anger, now has turned into
areal ass. ( vi) The elephant was also a man and cared none in the earth, now in this
life has turned to an elephant. Thus knowing the secret of the vow, the sage observed it and
enjoyed the end of the mortal life. 4

Alpana and Ornamentation. Draw a svastika-bordered four hand square. Inside the
square draw a white eight-petalled lotus to place either a $alagrama or a ritually decorated
holy pitcher { ghata) on it. By the right side of the eight-petalled lotus a sarvato-bhadra-
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mandala is to be made to worship there associate Gods, as referred to above, In addition
to the ritual, social, moral and didactic import of the vow, it has a good amount of artistic
.and aesthetic implication, suggested through the Sila-episode; what focuses light on the
nnate disposition of Art-culture, particularly artistic handicrafts among the womankind, espe-
cially maidens of higher classes. In addition to that, the special interest of the princess
Sila to spend her leisure in pursuit of painting and domestic ornamentation with four prin-

cipal colours except the red, suggests that she had to pass a gloomy life with no reliance of
love and affection.3°

In<ide the square, things indicated in the tale of the vow, namely, a tree, a cow,
an ox, a pair of tanks, a donkey and an elephant may be drawn, preferably with colours,
to suggest the moral of the vow. ’

A fourteen-stringed saffron-coloured thread, tied with fourteen twigs of dirvas by
fourteen knots, is to be hold by hand as a bangle. Four basket-full of various food-grains,
vegetables, fruits, sweets, cloths etc. are tobe offered to poor Brahmanas. The vow is to be
celebrated on the fourteenth year with due sacrifice and a grand feast of milk-boiled sweet rice
and delicious cakes.’! -

(d) Aghora-caturdasi. This is a more ritual vow than the aesthetic, observed in the
fourteenth day of the dark fortnight in the month of Bhadrapada. Ifaman commits any
of the following sins such as killing a cow, parents, a husband or wife, a father or mother-
in-law, a son, a relative, taking wine, enjoying a woman of a revered person etc. may
be pardoned from such sins by the mercy of Lord Siva. The vow is to be observed-in the
evening. A éiva—liflga, made of the condensed or dried-up milk is to be placed on a leaf of
Mana-plant. Alike the vow of éiva—Caturdaéi, Lord Siva should be worshipped the whole
night, with arghyas ( bouquets ) in four praharas ( quarters ) of the nigh.t. In the fourth
quarter, at the end of the worship, a fire-sacrifice should be done by o.ffermg at least 108‘
leaves of a wood-apple tree to celebrate the vow. The final celebration is to be made at the
end of the fourteenth year on a silver image of Lord Siva.

Alpana and Ornamentation. Draw a white eight-petalled lotus and a sarvatobhadramane-
dala side by side and place a milk-made <iva-linga, seated on a leaf of mana-plant on the white
lotus, just before the holy pitcher. Worship of associate Gods of Siva is to be performed on
the mandala asadvised in the scripture.®® .

( € ) The vow of Siva-ratri. Tt is one of the most popular vow of AllIndia recognition
observed on the fourteenth day of the dark-fortnight, either in the lunar . months of later
Migha or early Phalguna.® The time of the vow begins just from the night-fall. In four

quarters of the night four incarnatives of éiva, like Iéana, Aghora, Vamadeva and Sadyojata
are worshipped.

Siva’s name of Sadyojata, as discussed above as well as .in th.e .v.olur'ne I of the pre-
sent work, is significant enough to the cultural history of Indian civilization. The fourth

head of éiva, known as Sadyojita, is called the Vedamukha ( the mouth of Siva, that 1'1ttered
the four Vedas ) and expressedly suggests the sense of a just born one, in comparison to

other heads, I$ana, Aghora and Vamadeva, The idea tends us to assure that Siva was a

16 11/4
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pre-Vedic deity and he was duly aryanized on -conception of his fourth head Sadyojata
{just born one ) and he stands before us as an emblem of a combination of Pre-Aryan and
‘A.ryan civilization. : o 0

"The morale of the tale, glorifying the Sivaratri Vrata, bears a secular and universal
character. The hero of the tale was a hunter by caste and profession, coming from possibly
<ither an aboriginal source or a non-Aryan origin. Saivism is a major stream of Tantrlka
* culture. The $aiva cult believes in secularism, universalism and sp1r1tuahsm with all of 1ts
other streams, like Pratyabhijfid, Spanda, Trika, Padupata etc. The other name of élva
is ‘Afutosa’, one who pleases to every body as early'as possible; - even if the cause of HIS
pleasure may happen or be done automatically, incidentally and acmdentally )

Alpana and Ornamentation. No special reference to any kind of ornamentation. To

Lord Siva nothing is ugly and nothing serene. Everything rests in Him. None can 1dent1fy
Hlm definitely. The whole of the cosmos is His body, if there is at least any. ;

" Ritually He may be worshipped any-where ‘and every-where; preferably under in
neatly plastered shade of a wood-apple tree, the river-bank, a temple, or any place of worship.
He is happy only by the simple offering of leaves of the wood-apple, Ganga-water and-all
sorts of light and substantial foods, -fruits, flowers of medicine plants and antivenous things.
In spite of all its odds our scripture believes that there is no greater God than Visvesvara
( Siva ) and no better vow than Sivaratri. In all the four quarters of the night, the bathlng
celebration of Lord Siva is to be observed with wilk, curd, butter-oil and honey.. The
Dight isto be passed by chanting hymns to %wa, reciting and representlng the glorlous deeds
of Siva by preaching, dancing and singing.® :

( f) Campaka-Caturda$i. On the fourteenth day of the bright fortnight in the, month’ of'
Jyaistha, the vow of campaka-caturda$i, ritually to please Lord Siva, in hope to re11eve
from the disease of T.B. and to this end Lord élva is to be worshipped with campaka,
flowers and wreaths, the scent of which is supposed as to be an antidote of the said ,d;sease
At the end of the worship, flowers of campaka are to be distributed among the friends~and’
relatives in hope of their happy and healthy life.

‘ Alpana and Ornamentation. An eight-petalled white lotus and a sarvatobhadramandala
are to be drawn, on which either a holy pitcher, or an earthen Sivalinga is to be placéd and
to be worshipped with sixteen offerings, including campaka flowers. The campaka, rather
the golden campaka, is a very rare Golden-coloured tiny flower, with delightful mild scent,
grown generally in a2 mild climate of East and South India, that makes the atmosphere
scented, hearty and healthy.?®

(xv ) The fifteenth day of a fortnight :

Dipanvita or the festival of Light. It is the third National festival, meant eSpe01a11y
for the trading community, but traditionally observed by all the four castes of the
Brahmanic culture. Tt is celebrated on the fifteenth day of the dark fortnlght in
the month of Kartika ( Oct.=Nov.). On the previous evening, fourteen earthen lamps
are to be lighted up on thresholds of all the doors of all the houses along with other
jmportant places like the domestic temple_ the tulasi-altar; the barn-altar etc. to remove



ORNAMENTAL ARTS IN INDIAN MYTHIC FESTIVAL | ‘123

dapkness from every nook and corner of a residence, domestic enclosures and minds of the
family-members. The winter season in India, is a major crop season in which hundred
kinds_of vegetables grow all over the country. Since it is basically an agricultural country,
the day of the fourteenth dark fourtnight is especially indicated to take fourteen leafy vegeta-
bles ( §aka ) full of almost all vitamins in highest qualities.®” On the other hand the period of
time, from the last day of dark fortnight in the month of Advina to the same day of
the next month of Kartika, is astrologically conceived the mid-night for Gods and the
mid-day for departed souls. It is also ritually believed that the released souls are
supPQSéﬂd to be on the way about to turn their foot-steps to the world of light and the
two-day long meet of Light is a preliminary preparation to that end.

r

- The next day, the full festival of light, illuminating wreaths of thousand earthen
famps ‘along with fire works ( khadhtipas ), ritually called dipanvita or ﬁloka-amavaéya'i
( the ‘illuminated darkest day of tne year ), is observed to show light to the departed souls
and towelcome the Goddess of wealth along with other associate Gods of good omen by driving
out Alaksmi, the unholy and wicked spirit of domestic house. Since India is an agricultural
country,. alike the saradotsava almost all the festivals here bear some agricultural implica-
{ions. 1llumination of hundred and thousand of lights in each and every house helps to kil
hundred and thousand of worms and insects which destroy crops in fields. o

Laksmi and Alaksmi are mythically conceived two sisters. Alaksmi is elder and
Laksmi is younger. The elder sister or Jyestha is black-coloured, dressed in black clothing,

broom and an ash-ful basket. She is also ugly looking, dog-toothed and living in a very
dirty and unauspicious place. She is to be worshipped on an image of cowdung made by
the left hand. _ , ) _ -

N Abanindranath Tagore thinks her as to be the Goddess of demons, or of such people,
calied aryabrata, who discard the authority of Vedas and was honoured in Mexico as the
deity of crops. The name of Jyestha ( elder sister ) indicates that the Wealth God of demons;
whatsoever ugly and dreadtul looking she may be, according to the aryan conception,
she would have born earlier than the Laksmi of the aryan faith. 1t suggests that the. conce-
ption Jyestha is a pre-Aryan idea of the crop-God concept and the ugliness and terribility
imposed upon her nature is an aryan epithet, attributed maliciously by hostile Aryans. In
India, the cow-dung-made Jyestha is placed on a bundle of torn hairs, when she is driven
out. In Mexico, on the other hand women of Mexico and Peru welcome the Goddess of
ciops keeping their hairs loose in hope to reap closely thick bundles of crops like a thick
pbundle of their loose hairs,® S

_ Alpana and Ornamentation. Draw a big thousand-petalled lotus either on the northern
or on the eastern side of the domestic prayer-hall and place there a rectangular wooden seat
with svastika-border on an yellow-coloured eight-petalled lotus. Put hundred and eight dipas
(Iamps ) made of the rice paste and lighted up with ‘the butter oil. In ‘the middle, make
three small and pointed cake-like tops of the same paste, representing three Gods, Lakgmi,
Narayana and Kuvera ( the king of yaksas-). Draw a sarvatobhadramandala and put onita
holy pitcher to worship there Laksmi or Mahalaksini, the goodess of Beauty and eralth.
Otliér decoratives of Laksmi as described in connection with celebrating the worship of
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Kojagari Laksmi may be displayed there. The entire house, beginning from the gate to
the out-house, the barn-house, the kitchen even upto the topmost apartment of the house
should be ornamented with running rangolis and intermittent footprints of Goddess Laksmi
as told before. The major ripe crop of the time is the sugarcane. Beginning from dipan-
vitd right upto the next eleventh day of the bright fort-night ( utthdna-ekada$i) is the
agriculturally approved season to start crushing of the sugarcane and it is celebrated by
~ offering a sugarcane to Laksmi and Narayana by all the people of Brahmanic Culture, irres-
pective of caste and creed in India. People take and distribute various fried corns, pulses
and sweet-meats amongst friends and relatives. In some holy places of pilgrimage, like
Varapasi, Mathura, Vrndavana, Jayapur, Navadvipa etc. the ceremony of annakita (a moun-
tain of cooked foods ) is also observed on the same and the next days, which is imitated in
other distinguished places of India. The festival is celebrated generally for five days,
beginning from the thirteenth day of the dark fortnight ( the dhana-trayodaéi, the wealth-
promising thirteenth day of the bright fortnight ) to the second day of the bright fortnight,
the bhratr-dvitiya ( the brother’s day) as per the following programme.

(1) Dhana-trayodaéi = Worship of Wealth-God is celebrated by purchasing gold,
jewelleries or at least some metal utensils; ( ii ) Bhuta-caturda$i = paying homage to departed
souls by illumining their ways with fourteen lamps to upper worlds, taking fourteen leafy
vegetables, generally grown in early winter.

(iii ) On the Dipanvita or Dipavali evening, worship of Mahalaksmi, accompanied
by Gauri and Ganapati after driving out Alaksmi in the evening; as told above.

Light festival and fireworks in. early nights; as discussed above.

(iv ) Worship of Mahakali or Daksina-Kali at the midnight either on the Kailiyantra
or the image of Goddess Kali as advised in the Brhat-tantrasara. ‘

(v) Worship of Gauri-Gapapati and the Account-books of the trade-shops for
the new commercial year with svastika signs and other auspicious symbols, like an image of

Gar,leéa, the Bija-mantra and symbolic letter of Sri etc. with vermilion and sandal-paste on
~ the new Account-books for the commencing year. '

( vi ) Night-waking, chanting hymns of Mahalaksmi, singing songs of Her kind deeds
and dispelling bad omens and playing dice and other money-making tricks.

( vil ) Dyuta-pratipat. The first day of the bright fortnight in the month of
Kartika—the next day of Dipavali is the socially admitted day for gambling for all castes
except the Brahmana, suggesting that earning should go on increasing day by day, as the -
parts ( Kalas ) of the Moon go on increasingly day after day, from the first day of the br]ght
fortnight upto the fifteenth day of the full-Moon.

4 ( viii ) The Annakit{a-Mahotsava. A beautiful show of food-offering to the Goddess of
Food and feeding all concerned. A hill-top like big mound of rice with tanks of pulse-soups
and various vegetable curries on the righthand side, salted cheaps, nuts, snacks, cakes etc. in
big baskets, sweets of various kinds, size and designs in huge plates, arranged in styles of alpana
are displayed, By both the sides of the sweet exhibition, they make six tanks, full of con-
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densed milk, curd, butter-oil ( ghrta ), honey, sugar-candy, water and milk-boiled sweet rice
spiced with camphor, saffron and cardamom dusts. In addition to them, temples, two or threej
storeyed toy-houses of sweet-meats and orchard, full of fruit-like multi-coloured sweet-meats
are displayed first and then in the evening, they are distributed amongst votaries. The
similar sweet shows are also exhibited in sweet-shops of cities and towns of northern Indjia,

( ix ) Bhratr-dvitiya, or the brothers, day. All sisters invite their brothers and enter-
tain them with foods and cloths as told above.

In the general procedure of the festival of Light, this is the third National festival of
India, especially meant for the trading community, yet it is equally participated by other
classes also. Virtually it lights up lives of citizens of the country, with the fruitful reaping of
autumnal crops and promise of successful sowing of winter crops.

( xvi ) Festivals on the full-Moon-day. The full-Moon days almost in every month profess
festivals of fullness, brightness, glory and beauty in life. Some of them are more. ritual and
less social; but others are more aesthetic and socio-ritualistic. Here only the full-Moon days
of socio-aesthetic importance are our subject of interest. .

(a ) The Vaisakki or the Buddhapiirpima :  This is appreciated as one of the most
auspicious days of the year. People of Brahmana culture observe the abhiseka ( bathing )
ceremony of Lord Siva and Visnu, as told above. The trading community, especially the
scent and spices selling castes or Gandha Vanik or Gandhifamilies of India, worship
Goddess Durga along with shop-machines like scales and weights etc, by the name Gandhe.
§vari, on coming back home atter rounding up their year-round mercantile tour.®

Alpana and Ornamentation. Alpana and ornamentation is nearly the same as described
in connection with the Jagaddhatri worship on the bright ninth day of the Kartika-month;
On that day; people of trading caste wear new dress and distribute sweet and scent-emiting
spices like musk, saffron, camphor etc. The Buddhist community observe the day as the
salvation day of Lord Buddha. The worship of Buddha. is to be offered according to the
Buddhistic rite on a2 mandala drawn as per the Buddhist canon. They take milk-boiled rice

after fasting on that day.

(b ) The Snana-yatra ( the bathing ceremony of Lord Visyu ) or the festiwal of welcoming
Monsoon : The full-Moon day i the month of Jyaistha is indicated for observing the bathing
ceremony of Jagannatha—the Supreme God or the embodiment of the Universe, whose principal
temple situates in Puri on the coast of the: Bay of Bengal. This ceremony is also imitated
to on all temples of Lord Jagannatha, or Nardyanpa and Visnu. Performing the adhivasa--
ceremony with twenty auspicious things, as told above, in the previous evening, Lord Jaga-
nnath is to be worshipped with sixteen offerings ( told above ) with a most glorious and
artistic way of aesthetic performance of bathing with hundreds of pitcherful, scented and holy
water, brought from prominent holy rivers, paficamrta ( milk, curd, clarified butter, honey
and sugar ), various scented oils, toileting paste and earth, collected from holy places, scented
flowers and powders, dew-drops, sugar-cane-juice as prescribed in the rite on abhiseka and
mahasnina ( glorious bathing ceremony ) of the great Goddess Durga. The bathing ceremony
of the great, God has a great natural, social, atmospherical and cultural value.? ‘
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, Alpana and Ornamentation. ‘The full-Moon-day in the month of lunar Jyaistha,
generally fals either in the last half of solar Jyaistha, or in the first half of solar
Asagha. The first day of the solar Asadha ( also the lunar ? ) is appreciated
as the time of Monsoon-break in India, and celebrated as the cloud-welcoming festi-
vals, or the meghotsava as suggested by Kalidasa’s lyric, the Meghadata.”

_ Draw a svastika border on a rectangular- wooden seat either with a thousand-petalled
lotus or a sarvatobhadramandala in the centre. - Place there either a $alagrama, or an image
of Jagannatha and bathe it with waters of eight pitchers and other holy things as described
above. By the lefi=side of the bathing altar draw a series of white eight-petalled lotuses and
put eight tull pitchers, decorated with the sacrificial trees, flowers, sandalpaste and ‘green
coconuts. lmmerse the image with the waters of eight pitchers and other prescribed things
one by one, accompanied by the Vedic and the Tantrika hymns with vocal and instrumental
music. 1n the evening, a variety show of Dance-drama should be performed to please Gods,

‘ (¢ ) 1hejull-Moon-day in the monih of the lunar Asadha, or the Teachers and Preachers
day : Ths is popularly known as Gurupirpima in which teachers, preachers and tutors are
reverentially worshipped, particularly by the disciples of an arama ( hermitage ). Practically
the annual convocation ceremony ot a iorest University, as told above, begins irom this day;
when all the students pay tribute to their teachers in the eve of bidding farewell. Through-
out the next dark tortmght, they are examined by various methods in different systems of
studies and after pertorming the samavartana sarskira ( permission to go back home afier
covering the 1ull course of studies for at least last twelve years as advised in the
Vedic rite ) they returni home having been honoured as a Snataka ( graduate ) with the veil
and the hood. : : '

Alpana and Ornamentation. On this occasion, Daksinamtirti, Subrahmanyam and
sage Vaéistha, accompanied with his wite Arundhati are worshipped as representatives of
gurus (the permanent teacher of all concerned ) seated on single altar, decorated with a
svastika-border and a thousand-petalled lotus in the centre. Both of them should be honoured
with white cloths, hoods, wreaths and sandal paste.” Tue sacrificial fire should be lit before
them and pouring the final oblation on the fire, the snatakas with their respective badges and
rods of brahmacarya, move three or seven rounds by -the kindling fire and beg permission
from the teachers and the hermitage, paying due honorariums and touching their feet finally.
They generally come back to thé hermitage on the day every year and pay homage 1o their
teachers with due regards and honorariums.,® ’

(d) The Jull-Moon day in the month of Sravazza ( July-August ); the Swing-festival
and the flaksa-bandhana : 1t is a festival of the mid-rainy season, when the hearts of the agri-
cultural India throb in full swing in hope of happy prosperity. Now complete population of
Indiaﬂtakc share according to their order and authority. Brahmanas help the cultivators with-
their wise knowledge in science of agriculture; Ksatriyas engage to protect the growing cropsy;
Vaiéyas . co-operate to the great community project with seeds, bullocks, implements and:
money and cultivators pour their hearts to make the national agriculural project all success,
Qwnership of land is vested to the State and it ‘is nobody’s personal- property. As soon as-
the crop is ready, culuvators themselves happily distribute the proportionate shares to all
concerned and enjoy their own share after giving the 1/6-of the yield to the state. - ‘
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_ (1) The Swing festival : On the occasion, almost in all the temples of Krsna, Rama’
and Narayapa, hindola ( jhula ) ceremony is observed singing love-songs of Radha-Krsna,
Rama-Sita and Laksmi-Narayana, particularly in Vrndidvana and ‘Ayodhya. In the vast
agricultural fields of India, one may see swings, being swung happily almost on every tree
on the field by happy village boys and girls with jasmine wreaths under the cloudy sky.
The ritual ceremony of the hindola-yatra is nearly the same, as in the same function of the
holikotsavya.®s - ) C ' ’ e ‘

(ii ) The festival of Raksabandhana. Raksabandhana festival is another happy and
noble festival of universal brother-hood. On the occasion womankind ties the auspicjous
thfead-bangle to the wrist of their brotherly relatives and friends as an insignia of life-long pro-
mise to save their honour and prestige. Behind the festival, there is the myth of the demon-
king Bali, who welcomes an eternal bondage from the dwarf-incarnation of the Supreme God
as a token of the selfbequeath after donating Him the lordship of the three-fold worlds;
what he had conquered by his power. ‘The function signifies that one who receives the
thread of raksa { protection ) is ever bound at her beck and call and should leave no stone

unturned to save her life, hotiour and dignity.®*

(e) The Jull-Moon day in the month of Bhadrapada ( Aug.—Sept..) S

During the vow -of cAiturmiasya, three consecutive fortnights are indicated for (1)
vows (Vratapaksa ), (i) parental reverence ( pitr-pakga“’) and (1iii) worship-of Greatest,
Goddess ( Devipaksa ).  Of the three, the fortnight,indicated for obse ving daily a vow ends
on the full-Moon day of Bhadrapada. The last day of the last fortnight is indic':atcd for the
worship of Goddess of Wealth ( Laksmi ); since the first crop of India generally ripes now.

Alpana and Ornamentations are nearly the same with the ritual canon of Laksml—wors'hip
as told above. In some places the function is observed in flowering paddy-ﬁel'ds. Offerings
to the Goddess should hang from a_reed-stick in a vessel of either of a planta'm leaf or ?f a
mana-leaf. The tradition is also maintained among some non-aryan tribes; since there 1s a.

folk-myth, current among common people, particularly among cultivators related to Rvﬁvar_la,
who is said to have commanded the Goddess of Wealththat both the paddy crops early“

(' riping in September ) and major ( riping in November ) should yield equally and abur?d‘an-u
tly.%® It is observed on the last day of the solar Bhadrapada also. :

(£) The full-Moori day in the month of Afvina aud the Wor:vhip of I{'ongati-Lak;,mi_.‘
The early evening of the full bright day is indicated for the wc3rsh1p of Kojagari LaksSm.
She is called Kojagari, because she is supposed to have been calling her‘ favour to votaries,
who are waking there during the night time to worship her :—saying, %o jagarti (who is
waking there to welcome and worship me ? ). The ritual and ceremonial furllctlonvof the vow‘

- . - . P a6
had been described above in connection with the éaradotsava.

Alpana and Ornamentation The qntire premises of the house, beginning from t}3e
main gate right upto the posterior door, covering barn-house, thff cow-sh'ed, thf: domestlc',
temple, the kitchen etc. are to be ornamented with lotus-rangolis al.fld intermittent foot-
prints of Goddess Laksmi. The place of worsl'xip is to be enclosed with a proportionately
styled and syastika-bordered rcgtangular, 'havmg-a thqusand-gpetalled» lotys. and sarvatg-.
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bhadramandala by five colours in the centre, The merchant class of the coastal regions,
particularly in Bengal, generally prepare for mercantile voyage and sea-voyage in this time,
taking blessing from Goddess of Wealth, To celebrate a happy and toil-less sea-voyage,
affectionate one performs auspicious ritual functions on the riverside by their merchantships.
The noses of Merchant-ships are to be besmeared with oil and turmeric paste. Well-dressed
ladies worship the deities there with sandal water, vermilion, collyrium, sandaldots, flower
wreaths, auspicious banners and lofty flags on the mast. Sailors are entertained with new
cloths, sandal pastes, wreaths and sweets. They also make toy-vessels with plantain barks,
full of paddy-bunch and courses, paints by rangolis, the scene of a sea-voyage along with
the images of various sea-fishes, animals and costly things available in the sea. Outside
the svastika rectangular alpand, on the plastered ground, draw images of cows with calves,
goats with kids, rams with lambs, horses, elephants, swans, partridges, the Moon-disc, white
and red lotus plants and all other things, which intensify the beauty of Autumn. -

On the occasion, deities residing on the upper thresholds of the room are wor-
shipped with sandal, vermilion, collyrium-dots, and sandal and curd-mixed rice. A bouquet
of white flowers and milk-boiled rice should be offered to the deity of the Moon. Tutelary
deities of all domestic wealth :—like the Moon-god, Rudras accompanied with their wives,
Skanda, Nandikedvara, Surabhi for cows, the Fire-god for goats, the Water-god Varuna for
rams, Vindyaka for elephants, Revanta far horses, and the God Nikumbha, are also to be

worshipped in a befitting manner.’
(g) The Sull-Moon day in the month of Kartika ( October-November ) :

‘The full-bright day in the month of Kartika ( October-November ) is the most
aesthetically auspicious day to perform the function of the Rasotsava, in which Lord Sri
Krsna, accompanied with His better-half Sr1 Radha, is worshipped as to be the symbols
of the Divine Erotics and the supersensuous Love. The Brahmasarnhita asserts that the
Paramount God resides in hearts of every created-beings in a united form of all-happiness
and all-conscious super-sensuous relish and supernatural blissful thought.®® The nature
and philosophy of this supernatural and supersensuous divine equilibrium, the essence of
Indian Aesthetics, has been discussed with details -in relation to the Two-in-One concept,
in volume I of the present work. Risa, or the complete one-ness of Feeling and Sentiment,
symbolizes in the ritual function. Images of $ri-Radha and $i Krsna are to be worship-
ped in the ful-Moon night, placing them ona well-ornamented swing with sixteen appro-
priate offerings along with scents, musk, aguru, saffron, milk-boiled rice, scented smokes and
other things of enjoyment,

Alpana and Ornamentation. The ornamental art and aesthetic beauty of the function
is to some extent, at par with those of hindola-yatra and the Vasantadolaka ( holikotsava )
celebrated in the full-Moon-days of érﬁvar}a and Philguna months. In lieu of
excitement, enthusiasm, merriment, external colour, show and pomp, one may find here
a supersensuous happiness of Peace and Bliss.

‘The festival of Rasa is generally celebrated in a separate temple-like octagonal
construction with four doors, surrounded by an octagonal portico. A well ornamented
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Laksmi-Nariyapa in a barn-shaped rangolit style of East Bengal.
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rectangular throne at least 2 x 1 hand, made of wood, brass, silver, or gold should hang
from the roof by ropes or chains of the same metals. In the middle of the throne, draw a
hexagon by two equilateral triangles with opposite vertices. Inside the central hexagon
the bijamantra ( the syllabic symbol of Lord Krsna ) is to be inscribed with the sandal-paste.
Making the hexagon pericarp, a thousand-petalled lotusis to be drawn and the united
image of Sri-Radha and Sri Krsna, is to be placed along with the $alagrama-$ila. Ritual
ceremony should be done on the $alagrama with ritual canon along with the united images.
The Moon-lit night is to be passed by all votaries with dance-drama, prayer of God, The
philosophy of spiritual significance and the aesthetic moral of the Rasotsava is appropriately
explained in the five specified chapters of Srimad-Bhagavata, Skandha ( part) X, that
opens the gate of the supernatural and supersensuous all-blissful world to a man, who
‘observes the ceremony. ' '

*(h) The full-Moon days in months of Agrahayana, Pausa and Magha have a little
aesthetic significance. On the month of Pausa the Pugpabhiseka of Narayana, united with
Laksmi, with scented hot water, delicious cake etc., is observed; in which friends and
relatives are entertained. In Agrahdayana and Magha, people worship God Narayana,
“accompanied by Sr_i—Laksmi in an usual way,

(1) The full-Moon day in the month of Phalguna and the Holikotsava :

The Holikotsava is considered the fourth National festival. Though indicated for the
fourth grade people of the Vedic Social structure, itis enthusiastically participated by
~all classes. It is virtually the festival of colour, in which people of India break the bondage
of colour-bar by sprinkling coloured water to each other, suggesting that though the social
structure of India is graded into four orders on the principle, distinction of merit and division
of labour yet they are virtually one and absolute, as comeeived in the Purusa-sikta of
the Yajurveda. Brahmanas or the intellectual class is the face of the Greatest Man or the
Universal One, who enlighten the country with knowledge. Warrior class, who protects
the Nation, is His arms. Traders, who support and establish the country with food and
wealth, are His thighs. The working community that gjvesthe Nation position, motion
and activity and hold the complete structure, are called Stdras.®® All parts of a body
are equally helpful to Man. None of itis better and noneis worse. The festival of colour
suggests that here in India, practically, there is no colour and caste bar. All are the different
limbs of the Universal One, the Lord Vi$varupa. This truth is re-established again in our
Aupanisadic Literature by a humour-some tale of revolts by all other sense organs against the
Life-force, or Prana; which mistook themselves as independent units.®

Motive of introducing western education in India, by British rulers, was firstly to
produce some clerks for their offices and secondly to confirm their cultural supremacy all
over India. To that end, they devised such curricula for Indian pupils, which had washed
their brains, As a result of it, they gradually began to hate their own construction of social
structure and principles of civilization and admired more the western culture and the trade-
based European socialism. Trade and Money are greater and more powerful to them than
the psychologically devised social structure of India, based on genetic principles and instinc-
tive urge. According to the Vedic social principle, no work is considered better and none

17 T4
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.is worst. Karma or work, what-so-ever it might be, is the other name of yajfia, Both are
created, simultaneously by the Supreme One and both are of equal importance to achieve
-the ultimate end of the human life."”! The work on the field to yield food-grains for men
.of all classes and communities is, therefore, of equal 1mportance for the physical growth of
the society as the teaching and preaching of the Brahmanic community, delivered from the
sacrificial altar, is for the mental and intellectual growth of the people of all grades.

g “Alpana dnd Ornamentation. To ceremonize the sw1ng1ng festival of Lord:Krsna, a
‘temple-llke structure 'and a swing-altar, as described in connection with the Rasa-festival,
are to be made with the same style and technique of alpana.: Before the main functlon,
“all the part1c1pants, assembled to an appomted place, or'a square, celebrate there crematioh
“of ‘Holikasura, or Mendhakasura, making a big pyre of faggots.’o% Traditionally “this is
taken as the samvatsara-pradlpana or burnlng the year-long wrongs, evils and mlsfortunes
accumulated throughout the year. Fire is kindled as per the vedic rite, on -a geometrically
X constructed sthandila, followed by a worship of Lord Narayana on an elght-petalled lotus as
told above. :

The images of SriRadha and érl—Krsna are to be bathed- with saffron—paste, scented
oil and water and to be placed on the ornamented swing-throne. - Below the swing on ‘@n
eight-petalled lotus and a sarvatobhadramandala, an ornamented holy pitcher ( ghata.):for

.the worship of. Sri. Ridha. and srl Krsna, associated with. Goprs, should be placed
Saffron-dust along with other colour-dusts { phalgu ) are o be. thrown on images, “the, ghata
and all other votaries, assembled there.’*® Night should be passed W1th various enJoyments,

like dance, drama mus1c and devotlonal songs ' _

The next day is. observed as to be the New-year’s day as.per the sarivatsara year.
"To celebrate the day, people wear new cloths, flower-wreaths and ornaments.. Phalgu or
colour-dust and saffron-dust with scents are exchanged among: thernselves.' | Friends and
relatlves are entertained heartily w1th sweets, scents and perfumed betels : T

‘ (} ) The Sfull-Moon day in the month of Caztra is 1ess S1gn1ﬁcant so far the soc1a1
_ cultural and aesthetic implications are concerned. If a Thursday comes on the day, WOrSl’llp of
.".‘Goddess Laksml and abhrseka ( bathing ceremony ) of Narayana are performed
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LESS IMPORTAN TF. EST IVALS' A.ND SOCIALS

Practically the entire life activity of strlctly Indian culture is attuned with’ ritual them1e.
-Reeligion is neithér.an isolated ‘part of our life, nor-a substitute to our holiday;leisure. All
our national, social and individual activities are conductéd accordinz to'a strlctly'ﬁxed
soc1o-r1tual programme, chalked out, long ago, by ancient authorltles of social science,
o 'ty by number,—headed by Manu, ‘Atri, Visnu, Harita, Yajfiavalkya; Anglra etc.
g datly routine is permanently fixed in one of our canonlcal guide-books called Alinika-
; ‘tattvam by Raghunandana and its source-books. Vows of any kind and: “type, ritual,
sbcfal mythlcal or “locdl, ‘are’ the’ sibstitutes - of hard penances made eaSy and slmpllﬁed
“by ‘our kind'and consrderate social guldes e : o e L

. In addition.to those All-India festlvals there are some local and less lmportant
festtvals also or1g1nated from " the Tantra-Purana studies, in’ “which all ‘sorts of art culture,
Iconography, Sculpture, Architecture, Gesture, Handi-crafts, Ornamental Arts havé beén
. €laboratély and copiously cultured. A staunch Indla can never thmk anythmg, Wthh is
not 1mpregnated wrth f,ltl:l&llSt}C ideas. - . - R T .(:,

‘. Gorng, therefore, ) to no further detalls, the less common festlvals wrth artlstlc
' spe01a11t1es w1ll ﬁnd place here w1thout noung thelr COmmon characteristics.

""" () The vow of Jalasankranti. A well ornamented pitcher; full of cool water along
“with sweets food-baskets, cloths ‘and seasonal fruits, should be offered ‘to Brahmanas and
“poot men after dedicating them to Lord Visnu, This is to be observed on “the’ last days of
“the solar" months for twelve months from Vaiéakha to Caitra. The vow will be celebrated
ﬁnally on ‘the last day of the solar Caitra-month offering twelve such presents.!

Alﬁana :—Lotus’ rangolt and sarvatobhadramandala

1 . Ha
c A
v d

o (i) The vow of Dana-sankranti, The vow may be called in other words, the
y qhar,lty festlval, in view to provide needy and dedicated Brahmagas. In twelve closing
-days of every.] month in the year from Vaiakha to Caitra, twelve essential things. are 10 be
offered to such. selﬂcss dedlcated Brahmana teachers, who had. bequeathed their selves fbr
the service of society. A waterful pitcherin the month of Vaifakha, an umbrella in _]yalstha,
a cup with sandal in Asadha a_lotus-seat .in Sravana; Jasmlne flowers in Bhadra, utepslls,
sweets and clarified butter in Advina; sweets and costly metal plates in Kartika, scent and
tperfumed cloths in Agrahayana, warm-cloth in' Pauga, lamps and. betels in. Magha, scents
‘on'silver cups in:.. Phalguna and scented flowers on gold plates in -Caitra, are.to be'oﬁhred
:wheri thé yow :will be celebrated after donating'a cow to a“deserving Brahmana,
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Alpana and Ornamentation are nearly the same. Things indicated for offering in
twelve months are sometimes painted by rangolis.?

(iii ) The vow of Dadhisankranti. The vow is:to be observed on the day of the Uttara.
yana-sankranti ( the last day of the solar Pausa month ) and is to be continued for next
consecutive sankrantis for the purpose to remove ones own grief of heart. In this occasion
Lord Visnu, united with. Laksmi, should be worshipped with curd and food-baskets, which are
to be offered to needy and scholarly Brahmanas. Thisis to be finally celebrated on the

next Uttarayana-sankranti.

“Alpana and Ornamentatzon Eight-petalled white lotus rangoli with sarvatobhadsa-
'mandala is indicated.” L ' o

+ (iv ) The vow of Annasankranti. 'The vow is to be observed for twelve months,
beginning from the Mahavisuva-sankranti right up to the next. Here Lord Narayana, united
with Laksmi, should be worshipped and to be pleased with various cooked foods, vegetables
and sweets. This is to be continued upto the next Mahavisuvasaikranti, the last day of
Caitra by offering such foods along with twelve charities, which removes all sorts of griefs
after death and assures 2 happy position in the Heaven,*

Alpana and Ornamentation are nearly the same as told above. This is advised by the
Tlord of Death to the King Setu of the solar dynasty,

(v ) The vow of Phala-saikranti. This vow is to be observed throughout the whole
year, offering a fruit on each last day of twelve months, as advised by sage Va$istha to king
Nahusa, for the purpose to be relieved of the curse of ‘nosons’ or ‘deceased sons’. It is
also reproduced by Bhisma to Yudhigthira. Following fruits are to be given to scholarly
Brahmapas on each consecutive sankranti (last day of every month )—a coconut on
Vaidakha, a jati-phala (2 nutmeg) on Jyaistha, a mango on Asadha, a pomegranate on
sravana, a palm-fruit on Bhadra, a kapittha (an elephant-apple ) on Avina, an orange
on Kartika, a puga ( a betel-nut ) on Agrahayanpa, a haritaki ( the yellow myrobalan-nut ) on
Pausa, a kakkola ( a berry of the same plant } on Magha, a wood-apple on Phalguna and
butter on Caitra. All of them are to be again offered in the day of final celebration.

Alpana and Ornamentation are nearly the same with an exceptlon of paintings of all
these fruits as told above®

( vi) The vow qf Dharmaghaja. The vow is advised to observe in beglnnmg from the
last day of the solar Caitra month to the last day of the solar Vaifakha by offering pitcherful
water with sweets to a needy Brahmana scholar and to observe penance to achieve an end
of a vow, taken for the purpose of a humanitarian resolution. The votary may perform
worship of Narayana there by leading an ascetic life, or fastings. The vow is to be observed

“continually for four years as told by $ri Krsna to Yudhisthira.®

. The vow breaths the spirit of the self-sacriﬁcé and self-denial for the service of
humanity by serving cool water to every body in the hot months. Now-a-days the word
‘Dharma-ghata’ is used in lieu of “a strike’ to press any demand in the industrial field, not
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in view of self-denial and selfless service of fellowmen; but as a sharp political instrument,
indifferent of social and National interests.

(vii) The worship of ViSvakarman. Vidvakarman is regarded as the divine artist and
architect holding pincer, hammer, chisel, brash, scale etc. and the great teacher of mechani-
cal and architectural sciences, seated on an elephant with such instruments in his both hands.
On the last day of the solar Bhadrapada he is honourably worshipped with pomp and show
by trading communities in the trade-workshops as an incarnation of God, the Creator.

' Alpana and Ornamentation : The same svastika-bordered rangoli ‘with eight-
petalled Jotus and the sarvatobhadramandala. The scale with weights and other mechanical
instruments are to be drawn and worshipped as per the canonical rite.”

( viii ) The vow of Kartikeya is observed on the last day of the solar Kartika montbh,
generally by issue-less men and women. Worship should be repeated four times in four
parts of the night. At the end, various fruits, sweets, cakes and other delicious foods along
with various play-materials are to be offered to young boys. Tt is believed that if a votary of
Kiartikeya dies issue-less, Lord Kartikeya serves the purpose of a son in the heaven. The

tradition of worshipping Kartikeya has a very old heritage. In addition to his reference to
the Skandapurana, he was considered a very popular God in the time of poet Kalidasa.®

dlpana and Ornamentation : In addition to the common method of alpana as referred
to above, various play-things especially a bow and arrow, ornamented suck coloured
marbles, kites, a peacock etc. are to be drawn by rangoli.

(ix) The vow of Sipamusti : In this vow, Lord Siva is to be worshipped on each
Monday in the month of éravana with handfuls of food-grains, like rice, wheat, barley, sesame
and kidney-seed. Fruits like coconut, citron, banana and -cucumber are to be offered

to Siva in order on each Monday of éravana

Jl[)ana and Ornamentation : The vow is to be celebrated for four years under a
temple-like hut with four doors decorated by plantain plants and full-pitcher with a
canopy over-head. The atmosphere is to be made perfumed with the scented smoke, aguru-
smoke. Bells, camara (a tail-fan) and tender twigs should hang on four gates of the
canopy. Sometimes they chant holy names of Gods, like ‘hare Krsna, hare Krspa, Krsna
Krsna hare hare, hare Rama, hare Rama, Rama Rama hare hare’. The vow is to be celebra-
ted on the sixth year. Other rangolis are common. Some observe the vow on Monday,
worshipping Siva and Parvati jointly, with the same ornamentation.®

( x ) The Tulasi-vow : Of all the plants and trees, the plant of the Tulasi and tree
of the wood-apple are considered the most useful sacred medicine plants. The Tulasi is the
favourite to Lord Visnu and his all other incairations and associates, so is the Vilva ( the
wood-apple ) to Siva and Parvati. It was observed in the month of Bhadrapada by Draupadi
on the advice of Sage Markandeya, when Pandavas were living in the forest. This should be
continued for the whole month and is to be celebrated on the last day.

Alpana and Ornamentation :  Plaster the ground with fine clay, mixed with cow-dung
under the plant, planted on 2 two-hands high altar, decorated with vermilion, sandal paste

18 114
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etc.. Draw on the ground an eight-petalled white lotus. =An earthen lamp, burning with
the butter-oil, should be kindled on every evening®® there in domestic houses of Hindus.

( xi ) The vow of Mangala, Harimangala or Mangala-Candi : The vow of Mangala is
observed from the first Tuesday in the month of Jyaistha ( June—July ). God Mangala is here -
worshipped along with his tutelary God Durgs, called Mangala-Candi for the year on each

"Tuesday, particularly in the month of Jyaistha in hope to be relieved from loan-burden if
any. A thread-bangle with saffron colour is to be fastened on the first day of taking the vow,
and to be renewed by the next year.

Alpana and Ornamentation : The same habit of common rangolis with a pair of red
eight-petalled lotuses. Images of Mangala and Mangala-Candi with copper and gold may
be made ( if possible ) and worshipped, placing them on duly ornamented holy pitchers as
told above.™ ' : :

( xii ) The vow of Vakapaficaka is to be observed for five days from the eleventh
day of the bright fortnight right upto the full Mocn day in the month of Bhadrapada to
please the Supreme God Narayana. Itwastold to sage Narada by Narayana with the
illustration that once a crane, having incidentally observed that the vow had relieved some-
one from the cluch of Yama’s ( the king of death ) servants, introduced it on the earth,

Alpana and Ornamentation : A white eight-petalled lotus and a sarvatobhadra-

mandala with a crane under the shade of vaka-plant, a kind of medicine tree, indicated for

- diseases like cold, cough, fever and other allied diseases, are to be drawn there to celebrate
the vow.!

~ ( xiii ) The Rukmipi vow : The vow is observed by the womankind to enjoy the’
full bliss of a successful life with living sons, daughters, husband and plenty of wealth. This
is to be performed on the twelfth day of the bright fortnight in the month of the solar
Vaisakha and to be continued for four years. The vow was performed by Sarmistha, Sila,
and Draupadi to be relieved of their individual misfortunes.

Alpand and Ornamentation : The central figure of the vow is Narayana or Sri Krsna.
He is to be worshipped by sixteen offerings as told above. An eight-petalled lotus and a
sarvatobhadramandala inside a svastika-bordered rectangular field are to be drawn with
four banana plants. Flower-wreaths, silk cloth, ornaments, milk, curd, clarified butter,

honey, cake, sweets, camphor, aguru and other pleasant things should be presented to God
Narayana and deserving ones.'?

( xiv ) The Punyaka-vrata. In this vow, Lord Sri Krgpa is worshipped from the thir-
teenth day of the bright fortnight in the month of lunar Magha ( Jan.~Feb. ) covering a com-
plete year, by offering a costly thing every day. They are :—flowers like parijata, campaka,
bandhuka, blue lotus, white camara, diamond-mirror, jeweled ornaments, pearls, golden
beads, jeweled carvings, honey-pitchers, diamond pitcher, diamond lamp, diamond plates,
diamond lotus, jeweled chain, golden wood-apple, golden lotus, golden umbrella etc.,
various sweet-ccented flowers, garlands etc. In addition to them 360 baskets, full of fopd-
grains and sweets are to be offered. Rangolis are the same, as told above,*
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( xv ) Vinayaka-vrata. The vow is to be observed on the fourth day of bright fort-
night in the month of lunar Bhadrapada to please Lord Gape$a on an image of gold, silver
or clay with sixteen offerings. This is advised by Lord Sri Krsna to Yudhisthira to win
victory over Kauravas in the war of Mahabharata as to observe on the bright fourth day
in the month of lunar Bhadrapada (Aug.-Sept.), Margasirsa ( Nov.-Dec. ) and Magha ( Jan.-
Feb.). Not only victery in the war, but one may get all desirables by worshipping Ganefa.
He was reverentially worshipped by Indra, Ahalya, Hanuman, Bhagiratha, Garuda and
even Lord Sri Krsna himself also in the time of need, trouble and disadvantage.

Alpana and Ornameniation. A temporary mandapa, ornamented in all respect, is to
be constructed with a rectangular altar at least of four by two hands, which is also to be
ornamented with rangolis of eight-petalled lotus, sarvatobhadramandala etc. by necessary
colour-dusts, This is an All-India festival, but highly appreciated in the southern part of the
country from Orissa to Maharastra. Ganpapati is fond of sweets, rice, elephant-apples and
durva-twigs along with leaves of some particular trees and creeper like :—mailati, bbrigaraja,
vilva, devadaru, vadaji, dhustiira, tulasi, apamarga, brhati,karavira, arka, arjuna, vispukranta,
dadima, marupatra, a$vattha, jati, ketaki and agasti.*®

(xvi ) Sitanavami. The vow of Sita-navami should be observed on the ninth day of
the bright fortnight in the month of lunar Vaifakha, Golden, silver or clay-made image of
Sita, with the images of Janaka, Satinanda and the Earth-God, is to be drawn on the
Kudya ( wall-base ).  An altar of four hands square and of one-hand height is to be made
with a sacrificial fire-pit in the centre with a plough on the furrowed land.

Alpana and Ornamentation. A thaiched mandapa ( a platform ) with sixteen, eight or
four pillars and four doors are also to be made there. Doors of the platform are to be deco-
rated with a canopy and banners, the symbols of conch-shell, wheel-weapons etc., Laksmi,
Narayapa, Rama, Sita, Janaka, Satinanda along with other associate Gods should be
worshipped there. On the eight-petalled golden lowus, Sita and Rama are to be welcomed,
as advised in the Bhavisya-purapa.’® The worship and the fire-saciifice are to be performed
at the mid-day and the night is to be passed with songs, dance and various entettainments.

( xvii ) The vow of Suvacani or Subhasiicant Durga. This is supposed to be a local vow
especially observed in the central Bengal, in connection with a happy celebration or any
auspicious function—like a marriage, a sacred thread ceremony etc. by the woman-kind.

Alpana and Ornamentation. A holy pitcher ( ghata ) is placed on a thousand-petalled
lotus under a four-hand-square lotus rangoli on the plastered floor. Inside the square twenty
swans with a lame one are to be drawn. Goddess Durga is worshipped on the well-ornamen-
ted ghata.

The katha of the vew tells that once a poor Brahmana boy caughta lame swan of
the king and killed, for which he was imprisoned. The mother of the boy worshipped
Goddess Subhasticani Durga. The Goddess was pleased and asked the king by a dream to
release the boy and to give his daughter by marriage and half of his own kingdom. The
boy came home back with the beautiful bride and immense wealth, The fact helped a good
deal to popularize the vow of Subhasticani.”
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( xviii ) The vow of Satyanarayana. This is a very popular vow of All-India recogni-
tion, found in the Skandapurana, now gradually converted in a secular socio-religious assem-
bly. In Bengal, it is taken as a very good medium of communal unity, representing God

Satyanarayapa as Satya-pira—i.e, the Truth-God worshipped by Hindus as God Ndrayana
and regarded by Muslim community as the divine Prophet.

Three tales, one of a poor Brahmin, the other of a rich and selfish merchant  and
the third of a king glorifying the kind and noble blessing of the God of Truth, are told in the
Skandapurana, which is reproduced in local tongues in some parts of country to circulate the
morale of the vow to all concerned.

Alpana and Ornamentation. Spread a silk cloth on a svastika-bordered wooden seat.
Place five bouquets of betel-nuts, bananas, sweets and flowers on the four corners and in
the middle of the seat. Below the seat draw a white eight-petalled lotus and a sarvato-
bhadramandala. Put the holy pitcher, or the $alagrama on the lotus rangoli and worship
there Narayapa with Laksmi and other associate Gods. Enclose the complete place of
worship by four reed sticks, three or seven fold red thread with banners of five colours,
wreaths of flowers, mango-leaves and ornamented with an awning overhead. Worship is to
be performed with scented smoke, lamp, flower gar]and flour mixed with sugar, banana,
milk and all possible ftuits and sweets to be distributed in the assembly of votaries *®
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Less Important Festivals ahd Socials.

Reference

) Abbreviation
1. Bhavisya—p.

2. Brahmanda—p.
" 3. Bhavigya-p.

4. ibid.
< 5. ibid.

6. Mahi-bhi. Vana, Srik;gga-Yudkiis_);hirasafnvida.

-7, Pu. Dar. Part 11, pp. 415
8. (a ) Skanda-pu. Kagi-khanda.
(b ) Megha.
9. (a) Bhavisya—p.
( b ) Skanda—p. Uttarakhanda,
10. Bhavisya—p.
11. Padma— p. and Bhavisya—p.
12. Bhavisya—p. Srikrsna-Narada-Sarvada,
:13. Maha-bha. Vana.
14. Brahma~Vai. p. Ganapatikhanda.
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'16. ibid.
17. Pu. Dar. part V. pp. 948
+18. Skanda-p. Reviakhanda.
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Rukminivrata.

Punyakavrata. - : -
Slddhl-Vmayakavrata
Sitanavami.

Suvacani.
Satyanarayanavrata.



CHAPTER VIi
ART OF ALIMPANA IN SOCIO-RITUAL CEREMONIES
Ten Socio-ritual Consecrations of a Man :

Each step of a man rather each of his breathmg is controlled according to the
~ scriptural guidance beginning since his very conception in the mother’s womb right upto his
last journey to the cremation-ground.' The Vedic consecration ceremonies are ten in number,
i.e; (1) conception to the mother’s wornb, (ii ) masculinization, ( iii ) binding up hairs of
the mother, (iv ) birth-ceremony, (v ) the naming consecration, ( vi ) ceremony of taking
first cereal food, { vii) the first hair-dropping, ( viii ) the sacred-thread ceremony, (ix ) the
samavartana and (X ) the marriage, for the twice-born people of three castes, i.e. Brahmana,
Ksatriya and Vaidya and the six excluding four of them, ie. vi, vii, viii, and ix, for the
fourth grade of people or Stdras as advised in our Sutra texts of Apastamba, Asvalayana,
Paraskara etc. To celebrate all of them a fire-sacrifice is compulsory. How the cycle of
Birth and Death moves round has been rationally and bio-spiritually explained in our Gita
and Upanisads.?

(1) Garbhadhana or the conceptional-ceremony : This is celebrated just after the first
menstruation after marriage on any auspicious odd day within sixteen days, leaving the
first four. The husband and wife jointly celebrate it, placing the wife by the left side, as
advised in the Bhavadevapaddhati.

Alapana and Ornamentation : A ghata is to be placed on an eight-petalled lotus along
with a sarvatobhadramandala. A sthandila should be made, as advised in the Brahmana
and the Srauta-sitras. They pour oblation to the fire with the hymns meaning-“Let Lord
Visnu make the yoni fit, TvastrGod ( the creator ) intensify there respective beauties and
Prajapati, the Lord of all created beings protect the womb. Let the God of the full Moon,
the Goddess of Learning and the twin Gods of medicine may save the womb”. At the end,
the husband should pray ‘“on my dwelling, let me have a long-living good son and let my
wife give birth to a long living son who would maintain a happy and prosperous lineage.
Well-dressed and ornamented with wreaths, scents and perfumed betel-leaves, the happy
couple should pass night happily.?

(ii ) Puinsavana or the consecration of an expected male child : It is a kind of sacrifice in
hope of having a male child. The purpose of the function is to create a ritual and psycholo-
gical conviction in minds of the couple to have a male child on completion of the due
period of pregnancy and to be done either on the third or the fifth month. It is a nocturnal
Vedic ritual with the function of Nandimukba ( a kind of $raddha-ceremony, ‘indicated to
please auspicious forefathers for good omen ) and Vasudhara.

Alpana and Ornamentation : A holy pitcher (ghata) or an eight-petalled red
Jotus on a sarvatobhadramandala, to worship sixteen Matrkas (Goddesses ), is to be
placed. A Vedic sthandila to offer oblation to God Hiranyagarbha along with
other associate vedic deities, is also to be drawn. A well-ornamented Vasudha-
ra with seven streams of clarified butter, on the navel~high wall, as described above, is to be
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made. A paste of the banian tree-hairs (. hair-like thin roots which come down from

branches of a banian tree ) is to be sprinkled to the nose-pit of the beaut1fully dressed bride..
to invoke the God Hiranyagarbha, Tvastr and Garutman. The bride is to be finally sprinkled

with holy water, sanctified with the hymns of Garutman to grant healthy long life to the child

in the womb of the mother.*

( iii ) Stmantonnayana : The function of simantonnayana ( binding up the hairlocks
of the bride ), indicating a temporary end of sexual relation between the husband and wife
till the child-birth, is to be done either in the sixth, or the eighth month of pregnancy. In
this function, the w1fc should sit by the right side of the husband, suggesting a sexless period .
in their conjugal life. The husband should perform the preliminary vedic functions begin-
ning from the Matrka-worship to the Vasudhara, take the bathed and well dressed wife by
the left side and then perform caru-homa ( offering oblation of the milk—boiled rice ) and .
pour oblation of clarified butter to the sacrificial fire, named Marigala. Next, witha fig-twig
having a pair of figs, a niddle of a white porcupine and a spindle, full ~of thread, comb up
the front line above the forhead of the bride three times consecutively.

Alpana and Ooranmentation : - The same eight—petalled lotus, a sarvatobhadramandala .
and a sthandila for the sacrificial fire are to be made as described above. The pair of figs
should hang on the neck of the wife, who should sit on a well-designed wooden seat.

(iv ) Jatakarma ( the birth celebration ) : As soon as a male child is born, the father
first performs the preliminary vedic rituals, beginning from the worship of sixteen. Mother-
Goddesses, right upto the Vasudhara. The father applies honey with clarified butter to.
the mouth of the baby with a small golden spoon, promising his place in the three-fold’
world by vedic hymns. He should then pray, chanting vedic hymns, long life of the baby
from the tutelary Gods of Vanaspati, Brahman and all other Gods, Sagcs,,Parcntal
Gods, Sacrifice, Ocean and then tenderly touch the whole body of the. baby. A full
pitcher is to be kept on the head side of the baby, a fire should burn by the door, and the”
father should chant the prescribed hymns from the Veda if the baby is smk within ten days
of the birth.® :

( v) Namakarana ( the naming- ceremany ). The celekration of the naming-ceremony
is to be done in the tenth or twelfth auspicious day, as indicated in the Dharma-§astra,?
preferably on the third or the fourth lunar month. The father should first perform the
preliminary 'rituals, beginning from the worship of sixteen Matrkas, associated to Goddess
Sasthi and sage Matkandeya right upto the Vasudhara-oblation. Then on the pit of a $ila
( a stone slab for pasting 'and grinding spices ) two lines are to be drawn with the $ila-patra
( a small stone roller ) and two wicks of clarified butter are to be 11ghtcd up . there. By one
of the wicks, taking as a representative of the bright name, the baby is to be so namcd as,
picked up according to the letters of alphabets, which is indicated by ¢ the raéi® { the sign of
the zodiac ) of his time of birth. 7The father may speak the selected name to right ear of
the baby and the peace-giving holy water should be sprinkled on the baby at the cnd of
the fire sacrifice,’
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Alpana and Ornamentation : The same eight-petalled lotus, sarvatobhadramandala-
and a Vedic sthandila are required for the purpose.

(Vi) Annaprasana ( the ceremony of taking the first morsel ) : On an auspicious day. in
the sixth lunar month for the male child and the seventh lunar month for th'e female.ch}ld,
the ceremony of annapratana should be celebrated. The preliminary vedic ritual be.gmmng
* from the worship of sixteen Mother Goddesses,accociated to Sasthi and Markandeya, right up-
to the oblation of Vasudhara and Nandimukha is nearly the same as told above.

Next the sacrifices of the caru-homa ( offering oblation with milk-boiled ric? ),
mahavyihrti-homa, prijapatya-homa and prayadcitta-homa should be performed; various
cooked foods are to be served on two plates, preferably gold, one for naga and the other for
the baby, whois to be fed with the milk-boiled rice with sugar, seated on the lap of the
mother, by the younger maternal uncle.®

Alpana and Ornamentation : The same eight-petalled lotus, sarvatobhadramandala and
a Vedic sthapdila are to be made for the purpose, as said before. The well-dressed and
ornamented mother should sit on a wooden seat, ornamented with the svastika-border
and loutsrangoli. The baby should also wear new dress, golden ornaments, flower wreaths
and the rice-mixed curd-spot along with beautifully designed sandal dots on the fore-
head. Pens, inkpots, books, a piece of the earth, a coin and other instruments along with
various dolls are to be offered to the baby. A tradition runs, that the baby may show his
natural interest to those things, which he holds first, in his future life.

( vii ) Cadakarana or the first hair-dropping cevemony of the boy: The function is to be-
celebrated either in the first, or the third year of the boy. The mother shouldsit by the
left side of the husband, taking the son on her lap covered with the tip of her cloth. Then
taking the barber as an incarnation of the Sun-God and razor as the teeth of Lord Vignu, -
the parents should ask him to shave hairs of the baby’s head with hot water and to pierce the
tips of ear plates with a golden needle to wear golden ear-rings there. The barber is to be
entertained with new dress, sweets, fruits and wreaths.

Alpana and  Ornamentation : The lotus-rangoli and a sarvatobhadramandala
are the same along with all other preliminary and ritual functions as told above in relation’
to other vedicrituals. Two wooden seats with beautiful lotus-rangoli for the parents and a pair
of gold ear—ring for the baby and gold-needle for the barber are required.’

( viii ) Upanayana or the sacred—thread ceremony + The very name of the func-
tion itself speaks of its nature and characteristics ( upa=near + nayana=bringing the
boy to the hermitage of teachers ). Tt is virtually a socio-ritual function to
send out boys for higher studies on completion of their primary education either
at the domestic or the village schools. The time to go to the hermitage or at the
Forest Universities for learning is fixed for the three upper classes. For Brahmanas,
itis from7 years 3 months to 15 years three months or sixteen years; for Ksatriyas
from 1l years 3 months to twenty years and for Vaidyas from 13 years 3 months to
tw_enty-two years.m After that, they should not have any chance of consecration and
should be ex-communicated from thejr respective ranks and orders as ‘bratyas’ or outclass.™*
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‘The Vedic civilization has all along been very much particular of its own civilization and
culture. If a boy is not brought up and nurtured with the thoughts and concepts of a certain
idealism from his early boyhood-days, when his thousand-petalled lotus of intelligence opens
its petals gradually one by one and his instincts and intellects go on illuminating and
expanding in environment of his mind and self, he can hardly be a fit representative .of
h1s country and culture. :

s The same preliminary ritual functions from the worship of sixteen  Matrkas to pou-
ring the Vasudhara on the wall, are to be observed first. At the end of the preliminary
rituals; either the father or the teacher should kindle the sacrificial fire, called samudbhava
and should observe ‘Mahavyahrti and upanayana-homas® ( sacrifices ). Then the teacher
initiates him with the Savitri ( Gayatri ). The teacher henceforth accepts him as his own
disciple, taking holy water in his hands, joined together, and renames the boy by initiation,
especially for the period of the hermit-life. The teacher then touches the navel-pit, two
shoulders and the heart of the disciple and should administer him five permanent and
compulsory oaths: (i) “You are henceforth be called by your name of baptism”, (ii)
“Please collect wood for everyday sacrifice?, (iii) “Please have daily wash”, ( iv ) “Please
observe your daily prayer”, (v ) “Never sleep at the day-time.”> The brahmacarin should say
in response, ‘yes, by all means’. Now the teacher may give him a pair of girdles, made of the
muiija-grass, a pair of black deer skin scarfs and a three-stringed sacred thread to wear. Taking
all these, the brahmacarin then requests the teacher to teach him the hymns of Gayatri. The
teacher, thus teaching him the complete hymns of Gayatri, offers him a rod of the wood-apple,
the palasa, or the udumbara and asks him to beg alms from the mother, the sister or the
mother’s own sister,”*> At the end, the brahmacirin welcomes the ﬁre-god $ikh? and
pouring oblation to it promises to follow sincerely all the directives, given to him by the
gurus, salutes the sacrificial fire and the guru by touching his feet. Here ends the conse-
cration ceremony of the upanayana.'®

Alpana and Ornamentation. An eight-petalled lotus, a sarvatobhadramandala and a
sthandila are to be made, as told before. Two wooden seats with svastika border and thousand-
petalled lotuses in the centres are to be drawn to make the teachers and the brahmacarins
seated there. Two pairs of cloths and scarfs, coloured with red chalk ( gairika), a pair of
deer-skin scarfs, a kamandalu ( a piped pitcher ), a pair of girdles and a rod of a sacrificial
wood, should be arranged there with other materials of the sacrifice.

(ix ) Samavartana or the fum:tzon of home-coming. After the upanayana-ceremony'
the brahmacarin may live twelve years in the hermitage of the guru, studying his respective
courses of the Vedas and allied subjects. On completion of the course of study, the brahma-
carin comes back home by a bullock cart wearing a gentleman-like dress, wreath’s crown on
the head and holding a bamboo-rod. He sets fire, called tejas Strengh and Power ),
potirs five oblations there to Gods—Fire, Wind, the Sun, the Moon and Indra ( the king of
the Heaven) promising that he should follow the way of truth and right and perform the
domestlc duties, assigned to him.™*

, Alpana and Ornamentation are advised above with details in relauon to the first Natio-
nal festival, the éravam-upakarma’ Now-a-days neither any body goes to a gurw’s - ‘herm-
19 114
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itage, nor he lives twelve years there. The function of Samavartana is, therefore, observed
on the very day of Upanayana. ' ,

(x) Vivaha or the marriage celebration. The marriage celebration along with its associate
functions under the Vedic rite may continue at least for three or four days : (a ) Avyudhanna
(the celibacy dinner), (b) Gatra-haridra (the turmeric festival ), (c) Varapa ( cere-
mony of welcoming the bride-groom ), (d ) Sampradana ( giving away the bride ), (e)
Kufandika ( celebration by the fire sacrifice ) and () the Puspasayya ( the first happy night
of the Honey-Moon ) to be observed by the third night. They are to be ceremonized in order.

o (a) Aqyudharma——The bride and the bride-groom both are to be entertained with a
grand dmner by their’ nearest relatlves to celebrate thelr pure celibacy tlll the date. - ‘

Al pana. Both are to be welcomed by the1r respectlve relations. w1th new cloths and
ornaments and should sit on a wooden seat, decorated with a lotus rangoli.

- (b)) Gatra-haridra. The turmeric festival begins with plenty of happy presentations
from the brlde-groom’s side with a smalll ball of turmeric paste in a gold or a sliver cup,
with which the bride is to be painted as an indication of the confirmed appointment. The
first appointment had already been celebrated on an auspicious day called vagdana or. aslrvada
much before the marriage. -

“Alpana and Ornamentation. The bride and the bride-groom should sit on mats: in their
i‘espectlve domestic houses. Happy'ladies and maids besmear the bride-groom with oil-mixed
turmeric paste and happy loud sound, called “huludhvani”. The rest of the turmeric paste
should be sent to the bride for her besmearing, along with all other happy and costly presenta-
tions. With the bridé all the family-members also exchange the turmeric paste along with
the coloured water. At the end of the turmeric-play, the assembly of women and the
bride-groom assemble to a place of the courtyard on a stone-slab, previously fixed on the
earth with feur plantain trees by the four corners. The same function should be repeated
in the bride’s house also with the rest of the turmeric paste as soon as it comes from the house
‘of the bride-groom. In this occasion bevies of ladies should greet both of them with all
ausplclous things like betels, betel-nuts, prasasupatra etc.. : : :

( ¢ ) Varana (welcome ceremony). As soon as the marnage party arrives at the door
of the bride, the bride-groom should be welcomed there, blowmg conch-shells, makmg aus-
p1c1ous sounds ( huludhvani ) and offering some auspicious thmgs, ‘indicated for the purpose.
‘From the door the bride-groom is to be led o the appointed place of varapa ( welcoming
rite ). 'lhere he is to be made comfortable on a well-designed wooden seat- and he should
be entertamed there ‘with a seat, wash, a bonquet and a light refreshment, composed of honey,
‘sugar and curd, as per the Vedic rite, He should- agam be led to former place . of the turm-
eric p]ay The br1de should ‘then be camed there by on a similar wooden seat by the nearest
friends and relations and she should thus be moved round the bride-goom-seven times and to
be lifted up to the height of him, so that they exchange their wishful looks face to face, and
‘may’interchange their own wreaths from thelr respectlve necks wnth somg famlly tradmons

prevalent among women,- B
- L €, ¥
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Alpana and Ornamentation. Two well-designed wooden seats are to be made for the
couple, The places of the varana ( welcoming function ) and the sampradana ( offering the
bride to the hands of the bridegroom ) are to be artistically decoraied with beautiful canopy,
ﬂower-wreaths and tw1g—garland -borders. A holy pitcher is 1o be placed along with other
ausplclous things as indicated. The pair may sit there face to face keeping the holy pltcher
in the middle and placing their scented, up-turned palms, tied with a garland on the

pitcher. .

, () The ceremony of the Sampradana or Panigrahana ( holding the hand of the bride
by the bride-groom ). Now, the father, the brother or any other close relation of her parental
family should place the right hand of the bride on the right hand of the bride-groom over
the holy pitcher (ghata) and tie both the hands with a string of kuda-grass and a wreath.

The giver then declaring loudly names and clans of both the . families, beginning from the
great grand father, the grand father, the father right upto the couple, dedicates the bride 10
the hands of the bride-groom for good. At the end, either the priest or a lucky couple of the
family should tie tightly the ends of the couple’s scarfs with some holy things of good omen.

- Alpana and Ornamentation are the same, as told in connection -With the varanas.

(e ) The Kusandika or the celebration of marriage by the fire-sacrifice : The kusandika is
the most artistic and important Vedic function of the marriage celebration. = The motif of the
function is not only limited to have a sweet heart for a man. It'aims to have such a better
half, who would bear the equal responsibility to carry on' their traditional civilization and
culture 10 the way of advancement and progress, producing such progeny as they are. To
them a son is the most cherished fruit of their conjugal life; but they themselves should take
it as their new births in forms of sons, “atma vai putranama’si”. The complete function of the
Panignahana-sarhskara ( consecration ) is divided into five socic-ritual functions, i.e. ( i ) a§ma-
kramana ( putting the first footstep of a bride on a stone-slab in the home of the bride-groom
to. suggest her unquestionably confirmed hold in life there ), (i} Lajahoma ( offering oblation
of fried paddy with honey, clarified butter and leaves of a $ami-tree ) which suggests that,the
bride would bring plenty of honey and butter in the lamily and stand there as firm as. that of
a strong $ami-tree and give shelter to every body under the family-shade as that a $ami-tree,
(iii ) Sapta-padi-gamana, by the north of wedding fire, seven lotus rangolis at an  interval
of a step, are.to be drawn and the bride, followed by the bride-groom, should go seversteps,
indicating that she would life-long follow her husband not less than seven decades, (iv) At
‘the close of the bridal rite, the couple, standing side by side or placing the bride in front
.ofithe bridegroom, show the polar star in the sky, suggesting that’ they would life-long main-
tain polarity in their common works and ideas, (v ) The ceremony of painting. the fore-
head ( mid joints of the hair line ). The bridal function ends with a happy function with the
"ausplclous sound of conch-shells and loid voca] roar(huludhvam ), when the bride-groom
,points the bride’s midjoints of hairs, Just above the fore head, taking the vermilion either by
a golden ring or by a small cane-basket. The bevies of ladies then lead the couple to the
main apartment of the house and pass the nlght with them, arranging a function of ~songs,
dances, ‘merry-making, accompanied by some traditional family functions prevalent among
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the woman-kind. Next day the marriage party returns home with the bride with songs,
dances, jokes and pranks. .

Alpana and Ornamentation : (i) For the function of admakramanpa, draw a big thou-
sand-petalled lotus and place there a stone-plate full of red-coloured milk ( dugdhalaktaka)
and at the -eastern side place a heavy pasting stone-slab. The bride comes unitedly with the
groom, previously tied together by a single scarf, first to put her step on stone plate full of
* red milk and making three or five reddish foot prints on the way, places her last firm step on
the stone-slab, half-burried under the earth.

(ii) For the laja-homa ( the sacrifice with puffed paddies ) there should be made a
pair of thousand-petalled lotus and a pair of wooden seats, duly ornamented with five coloured
rangolis, should be placed there. The husband and the wife should stand on them, taking a
winnowing basket, full of paddy-flake, butter-oil, honey, $ami-leaves in their hands and jointly
celebrate the dhrti-homa ( the sacrifice to ascertain life-long confirmed conjugal life with
tolerance and perseverance, ).

(iii ) For the function of saptapadi ( walking seven steps unitedly ) draw seven lotus
flowers one by one from west to east on a single stalk by the north of the sacrificial pit. Then
they step one by one on seven lotus-flowers and reaching the seventh one, the bride-groom
holding the bride by her neck with the left arm and touching her heart by the right, should
chant a hymn, meaning that they both are hence-forth dedicated to the common cause of
the social life. He takes an oath before the assembly since he holds her heart, therefore,
his own heart should always respond her calls and follow her. May she obey her words
with all her mind. Let Prajapati, the God of wed-lock, may command her to his best service.

(iv) For the function of showing the Sun and the Polar star no other dlpana is
reqmred there. Standing on the former rangolis the husband shows the wife the Sun and the

Polar star in the sky.

( v ) For the rite of offering a veil and vermilion on the fore-head of the bride; the
couple should, at the end of the last oblation to the fire, sit side by side, before the sacrificial
fire either on an oxes skin or on the well-ornamented wooden seats. The bride-groom should
paint the hair-joint over the forehead of the bride with vermilion and cover her
face with an ornamented veil, chanting no hymn or appropriate hymn indicated for the
purpose of offering vermilion and veil. S

( ) Pakasparsa ( the bridal Feast ) and Puspa-sayya-( the first night of Honey-moon ) :

The celebration of the wedding ceremony is sometimes observed in the second
'mommg, if the Panigrahana (taking the hand of the bride) ritual is not possible at the: bride’s
house in the wedding night. The second day, generally, passes on to take the bride to: the
‘bride-groom?®s house. i

The third day is indicated for the pakasparéa ( the bridal feast served to and by the
bride ). It is ceremonized in the third day, in which the husband offers a big plate, full of
so many cooked foods, sweets and fruits along with a pair of costly red-bordered $aris (cloth of
the fair sex ), a bouquet, ornaments, toilets and luxuries before the dinner party, suggesting
that the husband should life-long provide her with foods and cloths and the wife, in return,
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should maintain the famnily; what-so-ever earning her husband gives her with. The bride
then serves dinner ( rather luncheon ) with her own hand to distinguished guests and rela-
tives, assembled there to give the bride the ritual and social recognitions. Relations of the
bride’s family participate in the luncheon with various presentations for the happy couple.

In an auspicious moment in the evening, lucky ladies prepare a flower bed in the
bed-room and decorate a luxurious cot for the couple with various perfumes and fragrant
flowers, wreaths, flower sticks, fragrant smokes ( dhiipa ) and series of lamps burning with
scented oil or the butter-oil. With the sound of a series of conch-shells, accompanied with
the happy vocal sound and.love-songs, lucky young ladies escort the bride to the dream-
bower. to meet her spouse. They exchange their rings there and enjoy the sweet night..

" For the celebration of the sweetnight a pair of lotus rangolis.is to be drawn
on the floor of the bed-room. Spreading theie a beautifully ornamented carpet the couple,
wearing costly ornaments and dresses, presented by the brides family, finish the supper with
curd, rice-flake, bananaand sweéts, and exchange their wreaths and rings each other with holy
sounds of - conch-shells and other happy jokes and pranks from outside. - Thus the artistically
and aesthetically devised socio-ritual functlou -of a Hindu marriage concludes happlly
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CHAPTER VIII
THE FOLKART IN LNDIA

Do Concepts of Artistic. Handicrafts : CTti 1s, therefore, transparent that the source and
concepts of Artistic handicrafts, Folk-Arts and Alpani are. rooted out fromthe two major
streams of Indian studies—the Vedic and the Tantrika, the two major streams of the Sruti.
The complete scripture of the Sruti or the Vedas, which we have to-day, is not the
complete collection of the Vedic studies. A considerable part of the same -had been lost,
scattered or shattered before the time of the drying up or cessation of the river Sarasvati,
approximately, before the time of compilation of the Manusarnhita, which are supposed to
have been reta1ned referred to, or indicated in the works of the Dharma$astras of early
sages.! Some of such lost teachings of the Vedas may yet be found in - their moral and ritual
codes; didactic tales and media ‘of instructions, from which different functions and vows had
been dev1sed It is not, therefore fitness of a thing to suppose them as non-Vedic ones.

Abanindranath Tagore, in his hallowed werk, ‘Bangalar Brata’ had gwen ‘at least
120 models of alpana, drawn by the untrained hands of the female folk of Bengal. = Origin
of almost- all such vows may be located in our Vedic, Mythic and Tantrika Literature.
The- sp0ntaneous appeal, intuitive eagerness and inquisitive approach to draw those alpanas
are more genuine and really artistic than those of the trained hands. The spontaneous
€agerness, suggested through the trembling 11nes of such alpanas, is more artls’uc2 than those
of the creation of trained hands. ‘

Abanindranath had classified the current vratas ( vows ) into thre€ grades = 1)
the scriptural vow or the sastrxya vrata’, (ii) The females’ vow or the Narivrata and (i)
the maidens’ vow or the Kumari-vrata; coming down to us from the Aryan, Non-aryan or
Pre-aryan sources,—bearing the insignia of those civilizations.® -

_ Behind the all sorts of alpana, or Folk art, we find a tale, a fable, or a legend, which
intesifies the imagination of an artistic mind to reproduce the thoughts of such episodes by
the way of a diagrammatic style. Since it paints or 1mpr1nts the nature and characteristics
of waves of one’s own 1mag1natlon in lines and colours, it is called an @lpana or an alimpana.’

Abanindranath was a real artist in its true sense. An artist gives his imagination inan
exact form by the help of varnas, which denote, according to the Sanskrit vocabulary, a
letter of an alphabet and a colour. He had the equal efficiency to wield a pen as well as
a brush  As the faithful and lucid narrator of any event and episode he draws an alive
‘penpicture on a reader’s mind; similarly a flawless colour-picture helps to bring home the
entire theme and environment of a painting. Almost all our vratas ( vows ) are supported
by a tale, telling the nature, function and utility of functions. . Abanindranath had reprodu-
ced a considerable amount of vratakathas or Folk-tales, glorifying the Vedic, Mythic, Esote-
nc and local vows; which may highly be appreciated as to .be the irreplacable specimen of
FOlk—therature, devised for the purpose of supporting the. society, we. live, Jmprmtmg
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permanently the morale of the vow in the mind of women and common people. 1t is, there-
fore, necessary to add the ritual, social, moral and diagrammatic implication of such vows,
first in words and then in lines or colours’* In addition to them, the Folk-Tale or the Vrata-
Kathis of India are also dearly appreciated as common * source of Fine Arts, Artistic Handi-
cafts, Dance, Drama, Dramaturgy, Tales, Fables and Fictions of India as well as the history
of Indian GCivilization, As no action of the Hindu. life is devoid of ritual impetus, it is,
therefore, also an imperative to unveil the social and ritual motif of such functions, paying
.special attention to their artistic and aesthetic value. Ours is not a canonical work and only
that much ritual facts and informations are referred to here, which could help to understand
the artistic and aesthetic Beauty of those tales in letters and lines. g s

Folk-Art of AllIndia recognition is.our subject of study. Regional FoIkQArt differs
in nature and character in different states of Indian sub-continent. Towards the develop-
ment of Indian Arts and Crafts the contribution of womankind is immense. Our canonial texts
had honourably appreciated many rites and customs prevalent among them in behaviorism
by the designations of Y051t-praca11ta katha ( tales current among woman-fold ) and Yosida-
cdra or Stri-acdra; in which instruction and contribution of non-Aryan tribes are not impossible.?
In a word influence of non-Aryan and pre-Aryan tribes is also traceable in Folk Arts. The
contributions of non-Aryan tribes to the development of Indian Arts and Aesthetics have
been discussed earlier. The scope and practice of Alpana in the nature of floral art or- the
floor-ornamental art has its two main trends; (i) the dynamic as discussed above and‘(ii)' the
static style, that is practised on stone-slabs, brick-cakes and plastered floors, roofs, cornice and
dadoes of the architectural works, like historical caves, temples, mosques—like Ajanta,
Konark, Taj mahal etc.. They all are the different styles, varieties and devices of the art of
Alpand. Almost all Indian Studies aim at Summum bonum. Learning in India has two major
stieams;—the S$astras or the study in Scriptural Texts and the Kavya or the study in Aesthetic
Texts, which comprise of Literature, Arts including Architecture, Sculpture, Fine-Arts with
other. allied artistic crafts, Dance, Drama and Music. In spite of the' common end of
both the streams, the former is of the bitter taste and understandable by a difficult persuasion;
whereas the latter is sweet and easily soluble, like a sugar-coated pill. It is; therefore,
better-appreciated than the former, especially by princes and sons of the aristocrats. 8 Since
all the systems of Indian Philosophy breathe Bliss and Happiness, no independent system
of Philosophy by the name of Aesthetlcs, aiming at the same end, had been thought out.
Indian Aesthetics, if at all any, may claim its existence on the ground of the churned
¢reams ~ of all the philosophical systems, theist, atheist and tantrika, stlmulated and
developed with the thoughts and' concepts of Kavya, circumscribing the entire span ‘of
Kavya including all kinds of Poetic works, Literature—Prose and Poetry, Drama-Dramaturgy,
Dance and Music on one hand and all sorts of arts and crafts on the other. Our attempt
is, therefore, confined in mainly to that.-world of aesthetic Beauty and Bliss. I

It is proposed previously - lhat the present study is limited to Indlan concepts and
elements of the aesthetic culture as discussed in Indian ( Sanskrit ) Literature, Art$ and Dance,
Drama, Dramaturgy and Music.. In European Philosophy, Aesthetics is' apprec1ated as an
independent. system of phllosophy since the fundamental principles of the Indian and
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European aesthetic studies differ basically, presented by some well-known scholars of
India in their distinguished works.” Qur minds, nurtured in thoughts and concepts of Indian
Arts and Philosophy as well as the oriental outlooks, are inclined to advance through out own
way, leaving carefully the path of controversy.

Through a chronological and comparative study in Aesthetic Philosophy of East
and West, for two thousand years, beginning from the time of Natyadastra (§Circa 2nd
century B.C. ) upto the time of Panditaraja Jagannatha ( 18th century A.D. ) on one hand ahd
beginning from the time of Plato right upto the time of Beneditto Groce on the other, it is
revealed that the distinguished scholars of world in Aesthetics, sometimes come near and soté
times differ considerably, so far their comparative speculation in Eastern and Western
Aesthetics is concerned. As East and West never proverbially meet, we would better like
to close the chapter exerting a comparative assessment on the fundamental prmaples of
Aesthetics, delmeated by the two parallel lineages of scholars.

In volume I of the present work, the nature and characteristics of Indian Aéétheﬁcé
had concisely been represented. The cumulative study, in the nature of the .soul of Poesy,
affirmed that the aesthetic experience is nothing but a kind of supersensuous, supernatural.and
universal knowledge, experienced only by sahrdayas ( aesthetes ). Indian Aesthetics
conceives two worlds for aesthetic Relish—Natural ( svabhava ) and supernatural or imagi-
nary ( vibhdava ). Lest, how the saddest thought of a man can convey the sweetest thought
to another man? GCan a man be so cruel by nature ? Does the cauldron scene of worrigd
sisters in the Macbeth bring home worry or disgust in the minds of spectators of the drama ?
Do not the feelings like pathos, horrors, disgust, ultimately mature in happiness in the minds
of readers and spectators of a drama ? The phllosophlcal theory of causality of the mundane
world is not applicaple in the world of imagination of a poet. The cause, the effect and
the associates of any mundane creation are taken as vibhava, anubhava and vyabhlcai‘id
bhava in the poet’s own world of imagination :—since all of them represent a poet’s happious
ideas of the mind, Every thing is there poet’s own creation, or the different changes of the
one and same poet’s mind. It does care very little to our mundane laws of causality. Here
the poet, himself, is the creator. Whatsoever a poet’s mind likes, the world moves accord-
ingly.®? He only takes impetus from the external world and re-shapes or re-forms them in the
workshop of his own imagination. In the outside world, the v'yﬁdha ( the hunter ), the
kraufica ( the hunted ) and the poet are one and the same person in different guise and envi-
ronment; but in the world of imagination everything is the’poet himself. Poesy obeys no law
of Nature. She herself is Paramount Bliss and happy, conceivable by ninefold sweetest relish...
She and her creator, the poet, are ever-independent, thinks Mammata Bhatta, the central figure
of Indian Aesthetics.” A similar observation had been reflected also in minds of some
European Poets and Philosophers; like Aristotle, Shelley, Sir Philip Sidney, Kant etc..

The treatise of Literary Criticism, called commonly Alankaradastra or Kavyaéastra

( Philosophy of Poetry and Poetics ) has a cherished tradition and valued recognltlon

in the scholastic circlé of India, since the age of the Vedas. Beginning from the sixth century

A. D, to the eighteenth century A.D., a consecutive study in form of the definition of Rasa, or
20 11/4
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‘Aesthetic experience, formulated in Bharata’s Natya—éastra, runs thoroughly, having been
crystalhzed time to time by the prominent systems of Indian Phllosophles —like the Vaiya-
karana, Mimamsa, Nyaya, Sankhya ( Bhuktivada ), gamsm, Va1snav1sm etc.. The‘concept of
supernaturalism and supersensualism had never been admitted by any’ of those systems
without sufficient textual contest. The Mimarsa system and the Nyaya system particularly
fought tooth and nail to waive the hypothesis of supernaturalism in Indian Aesthetics by the
proposition of thelr own mundane systems of Phllosophy on the proposition of Peréeption,
Introspectlon, Vakroktl (theory of Beautified speech ), Anumiti - ( Inference ), Introspective
retrospectlon etc... Finally, Abhlnavaguptapada reconciled the controversy ascertalnlng
that it is both natural and supernatural as well as cond1tlonal and unconditional, -1t is natural
and condltlonal, since it may- ‘be experlenced in re1atlon to its respective cause, effect and
accessaries, It is also supernatural and uncondltlonal, since it may also be relished when
.the sald causal condition'freezes and the same experience goes on when our, sense-organs find:
no sensuous stimuli from the mundane world.®® Double negatives ascertain a positive. and:it
is also another criterion to appreciate it as supersensuous In a word, it is called supernatural,
smce no-man-made ism could justify it byany means, yet we feel it by the whole of us. Croce,
a dlstlngulshed scholar of western Aesthetics is not in the posmon to accept supernaturalism
‘except perception. A similar view had been refuted long ago in the ninth century A.D. by | éri
sankuka Mahlma—Bhatta and others 1 : o

Beauty is an amperlshable bhsstul happlnCSS of a mind under the trace of 1mag1natlon'
whlch may changé in all appropriate moments in 2 charming form that brings immense Joy.
Mind may feel fatigue in"a - static -thing or thought, - but- not in a dynamic series of
beautiful things- or thoughts. If-one would always ‘see'a most beautiful lady ~he' may some
tlmes feel fatlgue but 1f she dances-or smiles suggestlng charm, a mind never rests to'see her 3

L Plato’s concept of Bcauty is perfectly at par wnh that of the Orlentahst He 1dent1—
fies Beauty with Truth . and Good as determined in our Upanisads and 1llustrated in the

Hymns to Beauty (. Saundaryalahar1 ) of Sankaracarya. "

: Intelhgence and Imaglnatlon are the parents of Poesy, according to Indlan Aesthe-
t1cs Though a Bharatan tradition appreciates Vrtti as the mother of Poetry ( Kavya ) in the
sense of Drama, experiences a kind of style or form of the speech, corresponding to: some
exfent Croce’s ‘conception of Form.”®  But Croce is reluctant to appreciate Intelligence as
such ‘which, according to Indian point of view (as well as partlally European too ), is

the pr1nc1pal cause of making Poetry Innate intelligence, sharpened by - proficiency of
repeated culture, is the root cause of any piece of successful work.’*” In Indian Art Mysti-
“cism s not denied, but in Indian sense of myst1c1sm, there is no scope of 1mprobab1hty,
impropriety and absurdity: - If any thlng in a poetry is not justified by propriety or probabi-
hty, it never attains a classic status.’® " Aesthetic Relish is also a kind of mystic experience,
since we may taste there the suggested bliss-ful beauty identical to Paramount Réality
and . evaluated as to be the soul of poetry, suggested in connection with vibhava,
anubhava and vyabhlcarlbhava The unmuffled consciousness of dormant feelings . is
Vir'tually Relish, wh1ch does niot come under the direct .perception of 2 man'. Elements of
supethaturalism are not always the same in other countries. - The concept of genlus_ or in_tel\li-

[
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gence, as lately analyscd by Croce, is not at par with thc Indlan conccpt of Intclhgcncc, or
our’ Pratibha.” “Croce  writes, “nor’ can we ‘admit that ‘the word genius as dlstmct from
the non-gcnlus of the ordmary man, pOssesses more ‘than a quantltatlvc mgmﬁcancc Great’
artists are said te reveal us to ourselves. But how could this be possible unless there be 1dcnt1ty
of nature bctwccn their - 1mag1nat10ns and those of ours and unless the difference will be
only one of quantlty” It appcars that B. Crocc is not in thc posmon to accept thc 1dcnt1ty

of sahrdaya or a poet-critic."’ ' S o

, Dr. S N, Dasgupta had prcscntcd a comparatWC study bctwccn thc views of Indlan
Acsthctlcs and Croce’s own on Western Aesthietics in the light of scientific analysis. He. holds,
hat “the cult of superstition of the genius has arisen 1rom this-quantitative difference, having
bccn taken as a difference of quahty” This is, to some extent, feasible, so far the realization
of’a man in the mundanc experience is "concerned, to taste the beauty and bliss of soul ‘and
naturc A particular type of supersensuous experience, called Pratlbha-pratyaksa or the
supcrscnsuous and super~intyitive perception as biologically established by Vyasa and Manda-
namisra, in, their Yoga-Bhasya and Vidhi-viveka, should be apprcmatcd Bat the. acsthctlc
realization is not at par with all other worldly realization. Here arises the question of autho-
rity or adhlkarm. All are not qualified or authorlzcd to taste the bliss of Aesthetic experience.
Only those Sahrdayas ( aesthetes ), . who have an innate faculty as that of the poet’s: own,
may “relish the poetic beauty by. thc virtue of the common vasani ( instinctive intellect )1
It appcars that B. Croce is also not in the position to accept, the identity of a sahradaya ar,
a poet-critic.'"® Some are also reluctant to appreciate  the concept of vasand 'too; what “ .
plastcred with the soul, and migrates with the soul, generation after gcncratlon, till thc souI
en joys the perpetual Liberation. Thosc, who believe in thc thCOI‘lCS ‘of \/Iandallsm an I
‘Genetic code’. as well as the biological changcs of a wolf into a “dog and an ape intd'a man,'
what checks'them to apprcmate instinctive genius or mtclhgcncc, clearly speculatcd in some’
authentic works on Indian’ Phllosophy, particularly Yogaéastra ( Vyasabhasya ), Mlmaxmav
(V1dh1V1vcka of Mandanamlsra j Tantrafastra etc.. It'is not mandatory that cvcrythmg
shiould plcasc everybody. Abhmavaguptapada bCllCVCS that’ an uncommon thing, . which,
takcs new shapes and forms, emits new lustre every moment, is termed as Bcauty
or ‘Ramamyata’ ‘On the other hand a gifted phllosophcr, Jayanta-bhatta, a collaborator'
of Lollata-Bhatta, “ a mountain-like pcrsonallty of the time, holds, “How could we crcate,
a new thing in this “old ‘world in every moment ? Tt is only the beautified composition of
words that creates beauty’>. The world of imagination, created by a poet, is quite different
than that of the world of Nature, where pathos turns into happiness, the poison changes into
nectar and the bondage of life converts into liberation. Thisis the common motto of Aes-
thetics and Esoterics of India.?® Indian Aesthetes like Kalidasa, Avantisundari, Jagannatha
etc. did neither make their own school nor philosophy. Like a cuckoo .and a skylark they
sing in their own accord and symphony, but never make a nest for their young ones. They
are brought up on others’ nests. Similarly an aesthete first makes himself qualified with all
necessary thoughts and concepts of other treatises, systems and cults and if in case, anybody
ventures to question their authority, established on rationally balanced speculations, intellec-
tual findings and the uncommon introspective function of revelation, they pay their debt
with their own coins. In an aesthete we may find three dominating faculties; one of a poet,
the other of a philosopher and the rest of a complex of saints, poets and philosophers.
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Among the above-cited celebrated aesthetes of India, Kalidasa, Avantisundari etc. are first
poets and then aesthetes. Dandin, ériharsa, Jagannatha etc. are first aesthetes (philosophers)
and then poets. Abhinavaguptapada, Caitanyadeva, Riipagosvamin etc. are first saints and
then aesthetes. Bhoja, though a versatile genius, yet as an aesthete his efficiency and persona-
lity outshine his merit in his other branchcs of intellectual studies. As a result of this, we mark
that all intellectual geniuses of all times and streams of studies, intrude in the field of Indian
-Aesthetics. Frowm the sixth century A. D. to the ninth century A. D.the Mimarsa system
dominates in the intellectual field of India and we see that the gifted scholars of the Mimarhsa
system like Kumarila-bhatta, Prabhakara-bhatta, Jayanta-bhatta, Lollata-bhatta etc. contri-
buted much to the field of Aesthetics. When the Buddhist system of Philosophy tightly cot-
nered the Mimarhsa system, Saivaite scholars like Bhattanayaka, Abhinavaguptapada etc.

and the Nyaya system headed by Sri-fankuka, Mahimabhatta etc. came forward to crystallize
the Indian system of Aesthetics. The supremacy of the Nyaya system, particularly the system
of the modern Logic, maintained its supremacy on all over the entire field of Indian Philoso-
phy since the 15th century A. D, but it had been gaining dominating position all over the
intellectual field in India at least from the eleventh century A. D. It is an irony of fate, that
Indian Aesthetics went on refining in the hands of logicians, who had not been aesthetes,
but logicians. But they served honestly the cause of Aesthetics. As for example, the system
of logic does not fundamentally appreciate the theory of Vyafijana ( suggestion ), but the
logician commentators on Indian Aesthetics, in course of their studies in Aesthetics, never
tried to support their own doctrinal proposition. They sincerely exerted all their efforts
by the way of minute scholarly speculation to prove and establish the truth and findings of
aesthetic concepts. For an example, almost all the critics of the Rasasutra ( definition of
Rasa ) are the men of opposite platforms. The distinguished commentators on the major
works on Aesthetics, beginning from the 15th century to the 18th century A. D.%, were Naiya-
yikas (logicians). Even the last aesthete of All-India rccognition, Papditaraja Jagannatha, who
boasts of his unquestionable authority in the philosophy of Words, Mimarmsa, Logic—ancient
and modern and Vedinta etc., was not so vocal of his own stand in the field of Aesthe-’
tics, as he was in reference to other systems of Indian philosophy. He finally only requests
that aesthetes may save themselves from disturbance, caused by the mountain-like scholars of
Indtan Philosophy, and may hold this gem of Aesthetics by their necks, picked up from
the scholastic torments in the melodious and lucid stream of Indian Aesthetics.2?
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Doha 84

Dytita-Pratipat 124
Draupadi 119, 137, 138
Dvikala 9

Dhana-trayodasi 124
Dharma 108, 111
Dharmaghata 136
Dharma-§astra 31, 143, 151
Dharma-éila 100

Dhatri 78

Dhanya 54, 110

Dhusttira 139

Dhiipa 28, 59, 109, 148
Dhrti 16

Dhrti-homa 148
Dhyana-yoga-caturvidha 70
Dhruva 48

Dhvani 83

E

Ekavira 8
Ekaditipada 58
Ekadadi 117

G

Ganga 5, 63, 90, 117, 121

Gajakarna 14, 16

Gajakarni 31

Gaja-prstha 27

Gana 19

Ganapati 54, 124, 139

Ganeta 41, 111, 115, 194,
139

Ganda 6

Gandha-vanika 125

Gandhe$vari 125

Garima 63

Garuda 66, 139. -

Garutman 143

Garbhadhzna 142

Ganapatya 55

Gatra-haridra 146

Gandhi'125

Gayatri 13, 49, 99, 145

Garo 3, 38, 39, 40, 41

Girija 68, 91

Girisuta 90

Gita 117, 142

Gitimudra 84

Gujrat 78

Guru 84, 126, 145

Guruptirnima 126

Guha 97

Guhyaka 5, 8, 14, 18

Grha-Laksmi 94, 115

Gairika 145 -

Gokula 101

Gotra 31, 32, 49

Godha 19

Gopi 130

Go-pucchakrti 29

Gomati 90

Gomukha 27

Golaka 6

Gauna-candramasa 53

Gautama 31

(Gautama-Buddha 51

Gauri 16, 90, 124

Gauri-Gapapati 124

Grama-dharma 36

Ghata 87, 90, 93, 97, 98, 100-
102, 105, 108, 109, 112,
113, 142, 147

Ghata-sthapana
112 :

Ghanta 28, 30, 31, 33 .

Ghrta 47, 48

Ghorartipa 78

H

Hanuman 116, 139
Harappa 103

Hari 101

Haritala 91
Haritalika 91
Haridra 103, 110

100, 101,

Haridvara 104
Harimangala 138
Hari-fayana 103, 105
Hari-sasthi 97

Hala 48

Harita 135

Hingula 12, 13

Hindu 94, 100, 102, 111 138
Hindola 127

Hindola-yatra 127, 128
Himalaya 91
Hiranyagarbha 142, 143 - -
Huludhvani 146, 147
Hrdaya-padma 66

Heri 91 ‘

Hotr 47, 54

Homa 36

Hora 52

Holikasura 130
Holikotsava 127-129

I

Iccha 73 - x
Indra 14,93, 120, 139, 145
Indrajit 112
Indradyumna: 100
Indrani 77

Indhika 67

Istaka 54

Istapurta 53

Ida 63

I$ana 121

Iéana 15, 120

Téitva 63

Tévara 13, 15, 67, 75, 77 .

Iivara-pratyabhijfia-

vimarsini 84

J
Jagadgauri 92
Jagaddhatri 111, 116, 125
Jagannatha 88, 90, 125, 126,
155, 156 :



Jangha 7

Jana 99

Janaka 139
Janmastami 100
Japa 36
Jayadratha 84

Jayadratha-yamala-tantra 3,
4,9, 83, 84
Jayanta-Bhatta 155, 156
Jayanti 39, 78, 103, 110
Jayanti ( day ) 100 -
Jayapur 129
Jayasri 93
Jaya 16, 78, 108
Jaratkaru 92
Jalasanikranti 135
Jahnu 117
Jatakarma 143
Jati 12,13, 139
Jait-phala 136
Jamadagni 93
Jiva 66
Jiva- Siva 63, 65, 66, 84
Justa 48
Juhu 46, 47, 48
Jaintia 39
Jizna 73, 108, 120
Jiiana-bodha 67
Jnana-$akti 73
Jnanatman 108
Jhanendriya 74
Jyestha 16, 123
Jyaistha 90, 91, 96, 97, 109,
117, 119, 125, 126, 135,
136 138
Jyotisa 47
Jyotsna 67
Jyotsnavati 67
Jhula 127
K
Karsa 32, 101
Kacvi 103, 110

INDEX

| Kajjvala 113

Katowa 116
Katha 139
Kapala 8, 30
Kapila-ghanta 30

| Kapala-yantra 27

Kapiala-§ala-gotra 31

| Kapala-fala-ghanta 30

Kapali 14
Kapalifa 15
Kamandalu 145
Karavira 139
Karala 14
Karzlini 78
Karali 14, 18, 31
Karkata 93, 120
Karka$a 120
Karpapata 6
Karnika 56, 57
Karpiira-maifijari 84 -
Karma 73, 130
Karmendriya 74, 76
Kalasas 59
Kalz 67, 77, 129
Kaladhika 7
Kalapika 7, 8, 9
Kalabhavana 45
Kalasardha 7
Kali 52
Kali-yuga 52
Kalpa-lata 57
Kalpa-vrksa 108
Kadyapa 31, 92, 93
Ksatriya 27, 28, 92, 126, 142,
144
Ksama 78
Ksiti-tattva 74
Ksira-samudra 108
Ksetrapala 5, 78
Katyayani 16, 78, 97
Kanyakubja 104
Kama 64, 111
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Kama-kala-vilasa-tantra 64,
73

Kama-dhenu-tantra 79

Kamariipa 41

Kamakhya 41

Kartika 116, 117, 122, 123,
124, 125 ’

Kartikeya 14, 96, 97, 111,
115,137 |

Kala-ratri 16, 78

Kalika 78

Kalika-purana 102

{ Kailidasa 91, 97, 118, 126,

137, 155, 156
Kali 78, 104, 129
Kali-yantra 129
Kaliya-naga 93
Kavya 152, 154
Kavya-§astra 153
Kasi 39
Kaémira-Saivism 84
Kinkari 8, 18 . o
Kukkuti ( vow ) 98, 99 ,
Kutila-Brahmi 78
Kunda 54, 55 .
Kundalini 63, 64, 66, 78, 81
Kubjika-mata 23
Kumkuma 106
Kumara-sambhava 91
Kumirila-Bhatta 156 = . -
Kumari-vrata 151
Kumbhakarna 112
Kula 24, 37 _ :
Kula-kundalini 63, 65, 67,
73, 78, 79, 83 :
Kula-pati 105 ‘
Kula-sastra 4, 22, 24 85
Kulacara 37
Kulira 93, 120 -
Kuvera 81, 107, 123
Ku$andika 146, 147
Kusala 46
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Kusa-grass 46, 55, 105, 147
Kufagra 94

Kusmagda 16, 78

Kirma 108

Kurma-purapa 115
Karma-prstha 27
Krtayuga 93

Krti 120

Krttika 52

Krsna 87, 88, 89, 100, 101,
102, 116, 127, 129, 130,

137

Krsna-candra-raya 116
Krsna-nagara 116
Krsna-pratipat 53

Ketaki 139

Ketu 58

Kesara 56, 57

Kojagari 124, 127
Kojagari-piirnima 88
Kojagari-Laksmi 127
Kojagarti 127 '
Kotiyogini 78

Kola 3 B

Kofala 39

Konark 152

Kautilya 51

Kaundina 120

Kaumari 14, 16, 30, 77, 110
Kaumari-gotra 31
Kaurava 52, 139
Kaugalya 116
Kauambi 39
Kaudiki 78

Kauéi amavasya 105
Kriyi‘73, 120
Kriya-§akti 74
Kraufica 153
Kraustaki 16, 31
Kraustuka 14
Khatva 28, 33
Khatvanga 8, 9, 15, 19

ELEMENTS OF INDIAN AESTHETICS

Khatva-pravesana 20
Khadga 30
Khadga-ghanta 30
Khadhiipa 123
Kharogthi 79

Khasi 39
Khecari-sadhana 23
Khecari-siddhi 23
Khetaka 106

L

Laksaka 83
Laksana 82, 83
Laksmana 116

111, 130, 136, 139, 140
Laksmi (gacha) 95
Laksmi ( plant ) 95
Laksmi—Nﬁrﬁyar}a 127
Laksmi-ptja 94 '
Laksmi-vara 94
Laksya 75, 83
Lakgya-laksaka 83
- Laghima 63
- Ladduka 19
Lalata 5
Lalita 69
Lalita-vrata 99
Lalita-saptami 98
~ Laja-homa 147, 148
| Lama 5, 14, 15
 Likga 5
: ngapurana 119 -
- Lipidaksya-vigraha 73 -

| Lunthana-sasthi 96, 97

' Lumbini 3

- Lekhya 46

Lekhya-kala 79
Lekhya-pratikrti 4, 36, 37
Lepya 36, 46
Lepya-pratikrti 36, 37

Laksmi 58, 66, 89, 90, 94,
95, 96, 102, 104, 110,

Loka-pala 5
Lokamatarah 16
Lokamatrka 14 .
Lollata-Bhatta 155, 156

| Lauha 18

Makara 108 -
Magadha 39 =
Marigala 58, 138; 143 =
Mangala-candi 138
Maniptra 63, 66,-78 =
Mapipiuira-cakra 66
Mapi-mandapa 108 -
Mani-vedika 108. e
Mandana-Miéra 155 ... ¢
Mandapa 139 Lot
Mandala 36, 37, 45, 54 -50,
38, 59, 69, 73, 77,79, 91,
94, 99, 115, 121, 125 -
Matsya-purapa 52, 62
Mathura 124
Madana 118 :
Madana-trayodaéi 118 = =
Madana-Mahotsava.118.
Madhu 96 "
Madhuparka 22
Manas 76 : <
Manasa 92, 93, 100,117 =
Manu 51, 52, 104, 135
Manu-Matsya 53
Manu-Sarhhita 151
Mantra 4, 30 -
Mantranyasa 24 .-
Manthana-gagthi 96, 97
Mandara ( mountain) 102.
Mandakini 91 ‘ :
Manvantara 51, 69 -
Marici 92
Marupatra 139
Malamasa 53
Mahah 99



Mahakdla 5
Mahakali 78, 110, 124
Mahagauri 16, 78
Mahadharma 100
Mahianasa 14, 16, 31 -
Mahianidra 78
Mah3z-padma 93, 120
Mahapuranpa 51, 69
Mahaprana 76
Mahapreta 18
Mahabala 14, 18, 31 .
Mahabharata 52, 53, 84, 88,
101, 104, 139
Mahiabhiitas 76
Maha-bhairava 83
Maha-maya 77
Mahamukti 14
Mahamukha 16
Mahiamoha 78
Mahdyana ( Buddhist ) 61
Mabharastra 139
Mabharastri 78
Maha-Laksmi 88, 110, 123,
124
Mahavisuva-sankranti 136
Mahavyahrti-homa 144, 145
Mahagtami 102, 106
Mahasarasvati 110
Mahasnana 125 _
Mahima-Bhatta 154, 156
Mahima 63
Mabhisasura 111, 115
Mahenjodaro 3
Mahe$vara 14, 119 -
Mahocchugma 14, 18 31
Mahodari 78
Mazkari-saptami 98, 99
Misgha 95, 97, 108, 109, 117
118, 121, 129, 135, 136,
138, 139
Mainavaka 104
Matarah 16

- INDEX

Matrka 15, 73, 75, 142, 143,
145

Matrka-nyasa 23

Matr-navami 111, 116

Maitra 81

Maiadhava 96

Madhavi 10, 106, 119

Madhavya 62

Mana 92, 110, 121, 127

Manaka 103

Maina-caturthi 92

Manasa-ptja 114

Maya 77, 108

Maya-tantra 116

Marana 29, 38

Markandeya 98, 119,
143, 144 ‘

Markandeya-purana 102, 110,
116 :

Mailati 59, 139

Malatimadhava 84

Malini 62, 99

Malinivijayatantra 23

Masa 54

Misa 68

Ma3hendri 16

Mahendri-gotra 30, 31

Mahe$vari 78

Maihesvari-gotra 31

Mimarsa 84, 154-156

Mukhya-candramasa 53

Mufija-grass 105, 145

Munda 3, 8, 15

Mundamalatantra 23, 79

Mudga 54

Mudra 6, 8, 28

Mudraraksasa 88

Musala 47, 48

Mirti 35

Milamantra 45

Mauladhara 63, 78, 83

Muladhara-cakra 65

137,

|

|
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Mrga 18
Mrcchakatika 88
Meghadata 126
Meghilaya 21, 31, 39
Meghotsava 126
Mendhakasura 130
Medha 16, 78, 108
Meru 29
Maithili 78

Moksa 111

Motaka 46
Modaka 19

N

Nadia 116 = ¢

Nanda 101 _

Nanda ( dynasty ) 52 -

Nandike$vara 128

Nandin 5

Nandini 108

Nandotsava 101

Navaka 18

Navagraha 54

Navagraha-mandala 37, 57,
58, 99 ‘

Navadurga 14, 16

Navadvada$aka 19 - -

Navadvipa 124

Navanabhamandala 57

Navapatrika 103, llO 111,
113,115 :

Navamatrka 14

Navamipuja 114

Navamyadhikalpa 111

Navaratra 8, 109, 110, 1H,
112, 115

Nara 73

' Nahusa 99, 136

Naksatrikavarga 52, 53

Naga 92, 93, 144

Nagakefara 20

Naga-paticami 92, 93, 104,
117
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Nagari 78, 79
Nagesvari 92
Natyasastra 62, 68, 153, 154
Nadika 52
Nada 16, 67, 73, 75
Nada-bindu 67, 69
Nandimukha 142, 144
Namakarana 143
Nayika 25
Narada 138
Naradiya-purana 106
Narasimhi 14, 16, 78.
Narayana 94, 95, 109, ‘115,
117, 118, 123-125, 127,
129, 130, 136, 138, 139,
140
Narayani 90
Narivrata 151
Nikumbha 128
Nigama 3, 68
Nitya 96
Nitya-gagthi 96
N1bodh1k4 67
Nirajana 113
Nivrtti 67 .. -
Nilakantha 112
Nepathya 62
Nepathyabhidhana 62
quarl 79 A
Na1yay1ka 156
Nyaya 154, 156
Nyasa 21,23,29
o
. éx:iya 78 ¢ -
Orissa 139 '

P
Pankti-yaga 18, 19
Paticadevata 106
Paficamatrka 14
Paficami (. vrata ) 94
Paficamudra 15, 19

. Paficalakgana 51 .

Paficinana 13

Paficabja-mandala 57, 90,
91, 94-96, 106, 115

Paficamrta 125

Patala 33

Pattika 20

Panditardja-Jagannatha 153,
156 '

Patra-jivaka 29

Padma 93, 108, 120

Padmaghanta 30

Padmaja 91

Padmapurana 91

Padma-yaga 18, 19

Padma 16 .

Parama-§iva 63, 73, 78, 84

-parama 67

Paramanu 5
Paramatman 108
Paravindu 64, 65
Para 13 :
Paratrimméika 73, 84
Parapara 13

Para-vak 73
Parinaha 7
Parimandala 7, 58
Parivrajaka 104
Pariksita 52

Pala 118

Palasa 19, 32, 47, 145
Pasu 25, 35, 63
Padupati 122
Pakasparéa 148
Pataliputra 104
Panigrahana 147, 148
Panigrahana-Sammskara 147
Pandava 52, 119, 137
Pandu-Rajar-dhipi 3
Paraskara 142
Parijata 138 -
Parvana 53

Parvati 68, 88, 90—92 99 137

Pali 51

Pasupata 122

Pingala 63

Pingala’( school ) 3, 83

ngalamata 4,5,9, 13, 62,
84

Picu 33, 40

Picu-plant 41

Picumata 3-5, 9, 13, 16, 20,
23, 24, 27, 29, 31, 37-41,
46, 48, 62, 68 © '

Pitrpaksa 104, 127

Pipitaki 117

Pipilaka 118

Pipilaka-madhya 29

Pitha 32, 56, 108

Pitha-garbha 57

Pitha-gatra 57

Pipala 19, 20

Pumsavana 142

Punyakavrata 138

Punarvasu 116

Pura$carana 70

Puranas 3, 51, 53, 57, 61
- .90, 98, 101-103 :

Purana-§astra 51, 69-71

Puri 90, 125

Purusa 74,76

Puruga-stikta 129

Pusta 62

Pusti 16 - ‘

Puspasayya 146, 148

Puspabhiseka 129

Piiga 136 -~ :

Puja 36 I

Purani 14, 16

Parani-gotra 31"

Parpima 119

Prthivi 108

Pauranika 45, 51-54, 56, 57,
61, 85 -



Pauga 94-97, 108, 129, 135,
136
Prakrti 76, 108
Pracanda-candika 77
Prajapati 54, 142, 149
Pranava 63
Pratikrti 35
Pratipad 87
Pratibha 13, 155
Pratimadhikarana 4
Pratima-laksana 33, 37
Pratistha 67
Pratistha-homa 144
Pratisarga 51
Pratyabhijna 122
Prabha 108, 120
Prabhakara-Bhatta 156
Prayaga 39, 104
Prafasti-patra 113, 146
Prahara 121
Prakamya 63
Prakrta 51, 84
Prajapatya 53
Prajapatya-yaga 59
Prajapatya-homa 144
Pranas 74, 129
Prapayama 63 =
Pratibha-pratyaksa 155
Prapti 63
Prayaicitta-homa 144
Pravaraka 93 :
Prasthanika-havana 105
Priyarnkari 78
Plaksa 105
Phalasankranti 136
Phalgu 130

Phalguna 96, 97, 100, 109

121, 128, 129, 135, 136

R

Rgveda 47, 53, 94
Rsi-paficami. 93
Raktadantika 110

INDEX

Rakta 14, 18, 31

Rakti-Bhairavi 18

Raksa 5, 127 .~

Raksabandhana 126, 127 -

Raghunandana 135

Rangoli 54, 55, 62:65, 89, 90,
92-94, 97-102,
111, 136-138, 144, 146
148, 149

Rajas 35, 68, 108

Rati 108, 118

' Ratnasimmhasana 108

Rambha 103, 110

' Rambha-trtiya 90
"Rasa 153 .

Rasa-stitra 156

Raksasa 5, 14, 15
“Raga 77

. Rajaputri 91
Rajamartanda 98
‘Rajadekhara 34
Rajastiya 53

‘Radha 102
-Radha-Krsna 10, 127

Radhastami 101 .

'Rama 87, 100, 101, 103, 127

137

Ramacandra 103, 112, 116
Rama-navami 116

‘Rama-Sita 127

Ramayana 98, 103
Ravana 103, 112, 127
Raéi 143

Rasa 128, 130
Rasotsava 128, 129
Rahu 58

Rukmini 115
Rukmini-vow 138

Rudra 5, 14, 28, 54, 59, 128

Rudracanda 77 =
Rudra-yaga 53, 59
Rudraksa 29 -

107, 109,
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Rudrani 78
Ripagosvamin 156
Recika 67 .
Revanta 128
Rohini 100
Raudragauri 77
Raudri 16

S

Sakuntala 62

Sakti 5, 9, 12, 13, 14, 27, 30
64, 65, 66, 67, 73, 74, 77,
106 -

Sakti-tattva 74

Saktl-traya 5,12,13

Saktl-nyasa 23,24

Sakti- -pata 65

Saktl-patra 27

Sakti-pitha 36

sagkaracarya 154

Sankari 78

Safikha 6, 93, 120

Saci 16 R

Satananda 139 o

éatrughna 116

Sani 58

Sabda 15

Sami-tree 147

Sami-leaves 148

Sarad Rtu 52-

Sarmistha 138

Sava 22

Sava-sadhana 22

‘Saka 123

Sakatala 39 - )
Sakta 55, 73, 78, 82
Sakha 49 '
Santa 67

$anti 16, 29, 38; 119
$antyatita 67

$antyatita-kala 67, 69 '
| Santyatitedvara 67
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$aradatilaka 55

$aradotsava 106, 112, 115, |
116, 123, 127

Sari 148

Salagrama 116, 126

$alagrama-éila 101, 102,105,
129 :

Salmali 48

Sastra 3, 35, 69, 95, 104

Sastrartha 104

gﬁstriya—vrata 151

Sravani 92 -

$ravani-upakarma 104, 105,
145 o

Siksa-valli 105

Sikha 24

Sikhara-kﬁrpara 6

Sikhi 145

Siradcheda 25, 84

Siraécheda-tantra 83, 84

Silpin 45 :

Siva 5, 7, 16, 41, 64, 66, 68,
73, 74, 75, 78, 80, 84, 88,
90, 91, 92, 99, 100, 107,
110, 137

Siva-caturdadi 121

Siva-tattva 74

Siva-dati 78

Siva-mugti 137

Siva-ratri 121, 122

Sivaratri-vrata 122

Siva-linga 15, 18, 67, 121

Sila 143

Silapatra 143

Sidupalavadha 88

Sitala 100

Sitala-sasthi 97

Sitala-saptami 100

Sila 97,120, 121

Sukra 58

éukrﬁcﬁrya 45

suk]a-pratipat 53

Sudra 27, 28, 32,88, 129,
142

Suddha-vidya 77

Sunahdepa 53

Subharkari 100

Subhasticani Durga 139

Sulva-sttra 45, 47, 54, 55

Sala 30 |

éﬁla—gotra 31

éula—ghar_lti 30

S,rﬁgeri-ma;ha 69

Saila-putri 16, 78

Saiva 55, 73, 82, 122

Saivi 92

Saivism 122

Saifunaga ( dynasty ) 52

Sokarahita 110

Sokahirix_ﬁ 109

Sobha 15, 57, 62

St 13, 94, 95, 96, 129

Srikantha 5, 12,13

Sri-kantha-Arddhanaridvara
13

Sri-krspa 89, 100, 102, 115,
120, 128, 129, 130, 136,
138, 139

Sri-cakra 68, 69

Sri-Paficami 95, 96

Sri Punyanandacarya 12

Srimati Radha 101, 102

Srimad-Bhigavata 129

Sti-mukhi 90

Sri-yantra 37, 69

Sr1 Radha 128, 129, 130

'Sri Rama 116

Sri Lakgmi 129

ri éaﬁkarﬁcirya 69
Sti Sankuka 154, 156
Sri Sakta 95 |
Sri Harsa 62, 118, 156
Sruti 48, 151
Srauta-sﬁtra 142

ELEMENTS OF INDIAN AESTHETICS

- S , :
Sat-karma 29, 35, 36, 37, 39
Sat-karma-sadhana 70 :
Sat-cakra 56, 63, 64, 65, 77,
84 |
Sadasra 55
Sadyogini 14 :
Sasthi 96, 97, 98, 110, 143,
144 o

S

Sarhvatsara 52, 130
Sarhvatsarapradipa 95 - -
Sarhvatsarapradipana 126,
130, 142, 145, 146 .
Sarnhara 68 Dl
Samhara-cakra 69 :
Sathharamatrkanyasa 23 -
Sankalpa 111 "
Sankalpavacana 112 -
Sankranti 136
Saiijiva 62 . ,
Sattva 35, 68, 108 - -
Satya 99 -
Satyanarayana 140 -
Satyapira 140
Satyabhama 115
Satya-yuga 90
Satyavan 119
Sadadiva 5, 9, 12, 77
Sadyojata 119, 121
Santanadvadadi 118
Santhala 3 :

P

Sandhabhasa 82
*Sandhiptja 114

Saptakalpa 111

Saptaka]pa—éilfaddtsava 111 |

Sapta-padi 148

‘Sapta-padikarana 147
‘Sapta-parpa 48 -

Saptamiptja 114

- | Saptadati 110, 116



Saptadati-Durga 110

Sabhaparvan 88

Sama 29

Samasti 67

Samavartana 105

Samavartana-samskara 104,
105, 126

Samahvaya 88

Samudbhava 145

Sampradana 146. 147

Sarasvati 63, 95, 96,
115, 157

Sarga 51, 69

Sarvatobhadramandala 37,
54, 56-58, 87, 89-92, 106,
108-110, 112, 115-123,
126, 127, 130, 137-140,
142-145

Sarvabhtita-damani 78
Sarvartha-samyoga-pitha 120
Savitr 28 .
Sahasrara 55, 63, 65, 67, 77,
78, 83, 84, 108
Sahasrara-cakra 73
Sahrdaya 153, 155
Sarkhya 113, 154
Sakambhari 78
Sadhana 70
Savana-varsa 52, 53
Savitri 13, 16, 119, 145
Savitri-caturdaéi 119
Siddhidatri 16
Siddhipitha 36
Siddhimatrka 78, 79
Sija 92
Sita 116, 138, 139
Sita-navami 139
Simantonnayana 142
Supratistha 119
Suprabha 67
Subrahmanyam 126
Subhadra 88, 89, 90

22 114

111,

INDEX

Sumantra 120

Sumitra 93

Surata 65

Suratha 102

Surabhi 128

Surtpa 120

Suvacani 139

Sufila 92

Susumn3 63

Sttra 46

Sutra-literature 47, 49, 54, 55
142

Sarpa 48

Sﬁrya 41

Surya-gasthi 96, 97

Srkkani 5, 7

Srsti 68

Srsti-cakra 60

Setu 136

Senajit 93

Soma 58

Saundaryalahari 154

Saura 53, 55

Sauravarsa 52

Skanda 98, 128

Skanda-purana 88, 100, 117,

137, 140

Skandamata 16, 78
Stambhana 26, 38
Stalaka 32, 33
Stri-acara 152
Sthandila 45,
130, 142-144

Sthiti 68

Sthiti-cakra 69

Snataka 92, 104, 105, 126
Snana-yatra 125

Spanda 122

Sphota 13, 83

Sphya 46, 47

Smrti 31 «

Sruc 32, 33, 46, 48

54, 55, 59,
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Sruva 32, 33, 46, 48
Svacchanda-sarhgraha 67

Svadha 16, 78
Svabhava 153

Svayambhu-linga 65, 78

Svar 99
Svara 83

Svalpasarvatobhadraman-
dala 56,66 A ‘

Svastika 54, 57,93, 100, 106,
113, 115, 118, 120, 124,
126-128, 136 '

-Svadhisthana 63, 78

Svadhisthana-cakra 66
Svaha 16, 78
T
Takgaka 93, 120
Tatpurusa 119
Tattva 68, 74, 77
Tantra 3, 12, 13, 14, 15, 21,
29, 23, 24, 25, 28,29,
49, 57, 69, 83, 85, 98
Tantra ( school ) 83
Tantra-drsti 83
Tantra-purana 135
Tantra-yoga-§astra 39, 66, 83
Tantra-$astra 4, 24, 25, 31,
33, 35, 37, 39, 48, 61, 68,
69, 70, 78, 79, 82, 84, 85
Tantra-sara 55, 68, 96, 155

| Tanmatras 76

Tapas 99

Tamas 35, 68, 108

Tamopaha 67

Tarjani 9

Tajmahal 152

Tandya-Brahmana 40

Tantrika 5, 7, 15, 24, 25, 28,
29, 32, 33, 35, 36, 37, 38,
40, 41, 45, 47, 48, 49,51,
55, 56, 61, 65, 70, 73, 77,
78, 79, 82, 83, 84, 85,
104, 151, 152 . ’
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Tara 78

Tala 5

Talanavami 115

Tithi 75, 87, 114

Tiryanmana 33

Tila 54

Tija ( Festival ) 91

Turaga 40

Tulasi (altar) 122

Tulasi ( plant ) 59, 94, 137,
139 -

"Tulasi ( vow ) 137

Tusti 16

Tura 4, 19, 20, 21, 27, 28,
32, 33, 38, 39, 40, 41

Tura-yantra 20, 27, 28, 37,
68

Tura-yaga 18, 20, 21, 22, 23,
40, 41, 55

Tejas 145

Tola 119

Trasérenu 5

Trasra 55

Trasa 67

Trika 122

Trikala 9

Trittva 18

Tripatra 46

Trimarti 13

Trilauha 68

Trifula 67

Tridula-bija 75

Tvastr 142, 143

U

Ugra-canda 77

Uccatana 29, 38
Ucchusma 14

Utkarsani 120

Uttama 91

Uttarayana 103
Uttarayana-sankranti 136

Utthana-ckadadi 124
Udumbara 105, 145
Udukhala 47
Udgatr 47

Unmesa 15

Upanayana-144, 145, 146

Upanayana-homa 145
Ubpanigad 142
Upapurana 51
Upabhrt 48
Upas$obha 57
Upakarma 92
Uma 14, 78, 91, 119
Uma-caturthi 91
Uma-pati 5, 14
Uma-Maheévara 119
Uma-Rudra 10, 12, 14
Ullepana 3
Usnisa 93
Usmavarna 74, 77
Urdhvaga 67
Ordhvagamini 67
Urddhvamnaya 25

\Y%

Varnéa 51, 69
Vaméanucarita 51, 69
Vaka ( plant ) 138
Vaka-paficaka 138
Vakula 105

Vakrokti 154
Vakrokti-school 75, 83
Vagalamukhi 110
Vajra 30
Vajra-ghanta 30
Vata 47, 48
Vata-savitri 98
Vanaspati 143
Vanavasa 52

Vara 8, 28

Varana 146, 147
Varuna 66, 128

Vargiya 82

Vargiyavarna 69

Varna 18, 56, 151
Varpa-rupa 73

Varnasrama 23

Vartula 55

Vaditva 63 :
Vadistha 31, 92, 93, 126, 136
Va$istha-samhita 55
Vasikarana 29, 38

Vasanta 118
Vasanta-dolaka 128
Vasanta-paficami 95
Vasudeva 101

Vasudhara 142-145
Vahni 54

Vagdana 146

Vacaka 83

Vacya 75, 83
Vicya-vacaka 13
Vijapeya 53
Vajasaneya-sathhita 48
Vama 35

Vamadeva 31, 114, 127
Vamana 87 R
Vama 16

Vamacara 24, 35

Vayu 81

Vig:uu-vija 66

Varana 46

Varanasi 93, 104, 124
Varahi 14, 16, 78
Vasana 155
Vasanti-Durga 107
Vasanti-Durga-puja 107 -
Vasavi 14 .
Vasuki 92, 93, 120
Vasudeva 120
Vastumandala 58
Vastu-yaga 58, 59
Vastu-yaga-mandala 58
Vijaya 14, 16, 31,78
Vijaya-dasami 111, 115
Vijaya-saptami 98, 99



Vitasti 5

Vidarbha 39

Vidya 18, 67, 77, 119

Vidyakala 18

Vidvesana 29, 38

Vidhanasaptami 100

Vidhiviveka 155

Vinayaka 19, 128

Vinayaka-vrata 139

Viparita-rati 65

Vibhava 153, 154

Vimala 67, 120

Vilva 32, 36, 103, 110, 113,
137, 139

Vivaha 146

Viéalaksi 90

Visuddha 63, 78

Visuddha-cakra 66, 67

Visuddba 108

Viévakarman 137

Vi$va-Bharatf 3

Visvaropa 129

Viévamitra 93

Viévesvara 122

Visama 29

Visahiri 92

Vistara 46

Visnu 14, 41, 54, 57, 58, 59,
66, 80, 88-92, 100, 102,
103, 116, 118,120, 125,
135-137, 142, 144

Visnu-kranta 139

Vispudharmottara 62

Visnuyaga 53, 59

Visarga 75, 82

Vistara 47

Vina 111

Vithi 57

INDEX

Vira 5, 8, 35, 36, 39, 63

Vira 31

Virastami 106

Vrtti 154

Vrtra 93

Vrndavana 101, 124, 127

Vrsabhanu-suta 102

Veda 3, 23, 31, 35, 48, 49,
57, 59, 61, 91, 95, 99,143
145, 151, 153

Vedamukha 121

Vedanta 73, 156

Vedi 54

"Vaidika 51, 57, 85

Vaiyakarana 154

Vairagya 108

Vaivasvati 14, 16

Vaivasvati-gotra 30, 31

Vaisakha 90, 96, 101, 117,
119, 135. 136, 138, 139

Vaisakhi 125

Vaisali 3

Vaisesika 5

Vaidya 27, 28, 92, 126, 142,
144

Vaisnava 55

Vaisnavi 14, 16, 92

Vaignavi-gotra 30, 31

Vyangya 75, 83

Vyarigya-vyafijaka 83

Vyaiijaka 83

Vyaifijana 82, 83, 156

Vyabhicaribhava 153, 154

Vyakarana 83

Vyadha 153

Vyasa 155

Vyahrti 99

Vrata 151
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Vratakatha 151, 152
Vratapaksa 127

w
West-Bengal 94
Y

Yaksa 107, 123

Yajamana 47, 59

Yajurveda 129

Yajfia 130

Yantra 4, 27, 35-37, 69, 73,
79

Yantra-Karma 35, 37

Yama 14, 81, 89, 118, 138

Yama-smrti 27

Yamuni 1, 5, 10, 63, 89

Yava 5, 7, 19, 54

Yava-madhya 29

Yaga 22

Yajnavalkya 135

Yamini Roy45 -

Yudhisthira 102, 119, 120,
136, 139

Yika 5

Yupa 48

Yupakistha 48 -

Yoga 120

Yoga-Bhagya 155

Yoga-§astra 135

Yogini 5, 8, 14-16, 19, 39, 75

Yogini-hrdaya 21, 75

Yogini-hrdaya-tantra 15, 39,
68

Yojana 67

Yoni 32, 55, 64

Yonipitha 54

Yosit-pracalita-Katha 152

Yosidacara 152



* Abbreviation

1. Agni-P.
2. Abhij-Saku.

3. Abhi. Bha.

4. Ars. or Artha-Sa.

5. Alam. Kau.
6. Ahnika-kytya.
7. Br. 4. Upa.
8. Brahma-Pu.

9. Brahmavai. Pu

10. Br. Sam.

11. Brahmanda-P.
12, Bang. Vrata.
. 13. Bhavadeva,

14. Bhavisya-P.
15. Bhavisyottara
. 16. Bhoja-pra.

" 17. Census of India

18. Comparative Aesthetics

19. Durgotsava, Ka. Pu. or

Ka. Pu., Du
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Names of Books, Journals, Manuscripts, Authors, Editions etc.

Agni-Purana-a study, S. D. Gyani, 1964,

Abhijﬁﬁna-éakuntalam, Chaukhambha Sanskrit Series,
Varanasi, 1955. ,

Natyadastra with Abhinavabharati, vols. I to VII,
Baroda, 1956.

The Kautilya Artha$astra, Pt. I, 2nd Edn. R. P. Kangle,
University of Bombay, 1969.

Alarnkara-Kaustubha, Ed. by Siva Prasad Bhattacharya,
Varendra Research Society, Rajshahi, 1926.

Ahnika-krtyam, Vols. 1,2,3, Ed. by Shyamacharan Kavi-
ratna, Calcutta, 1315 ( B. S. ).

Brhadaranyakopanisad, Astadasopanisad, Vaidika Sarn-
$odhaka-Mandala, Poona, 1956.

Brahma-Purana, Ed. by Paficainana Tarkaratna, Publi-
shed by Natavar Chakravarty, Calcutta, 1316 (B.S.).

Brahmavaivarta-Purana, Ed. by Paficanana Tarkaratna,
Published by Natavar Chakravarty, Calcutta,
1827 (B. S.).

Brahma-sammhita, Tantrik Text, vol. XV, Arthor
Avalon, Madras.

Brahmanda-Purapa, Ed. by J. L. Shastri, Motilal
Banarsidas, Delhi 1973.

Banglar Vrata, Abanindra Nath Tagore, Vlsva-Bharatl
Granthalaya, Calcutta, 1354 (B. S.).

Bhavadeva-paddhati, Pt. Shyamacharan Kaviratna,
Kaviratna Bhavana, Shibpur, Howrah ( W. B. )

Bhavigya-Purapam.

Bhavigyottarapurapam.

Bhoja-prabandha, Ed. by Sadasiva Sastri, Ballala, 1949,

Central Publication Branch, Calcutta.

Comparative Aesthetics, vols. I & II, Dr. K. C. Pandey,
Chaukhambha Sanskrit Series, Varanasi.

Kalika-Puranam, Ed. by Paficanana Tarkaratna, Pub.
by N.V. Chakravarty, Calcutta, 1316 ( Beng. era ).
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20. Durbar.

21. Devi-P.
22. Dk A.
23.E. 0. L A.

24. Folk-Lore.

25. Gita.

26. Almanac.

27. Jai.Sa.

28 K. P.: R.P.

29. K. V.or K V. T.

30. K5-Pu.

31. Kalamadhava

32. Karma-P.
33, Liga-P.

34. Matsya-P.

35. Manu.

36. Manu ( Kulluka ).

37. Malamasa.
38. M. B. or Maha-bha.
39. Markandeya. ( saptasati )

40. Megha.
41. Naradiya.

'Nepal-Durbar, A Catalogue of Palmleaf & selected
paper Mss. belonging to the Durbar Library,
Nepal, vols. I & 11, Calcutta, 1905,

Devi-Purapam, Ed. by Jiva Nyaya Tirtha, Navabharat
Publishers, Calcutta, 1384 ( Beng. era ).

Dhvanyialoka with the Locana, Ed. by Pt, Pattabhirama
gﬁstri, Varanasi.

Elements of Indian Aesthetics, vol. T and vol. 11, vide
bibl. no 27, E. O. I. A,, vol. 11, Part 1.

Folk-Lore—Beungal, Ed. by Durgadas Lahiti.
gximad-Bhagavad-Gita ( with éﬁﬁkara-Bhﬁsya), Calcutta
Indian Almanac, The National Institute of Health.
Jaimini-Sutra, Pts. T and II, Bombay.

Kavya-Prakada with the comm. Rasaprakada, vide
bibl. no 35, E. O. L. A, vol. 11, Pt. L.

Kamakalavilasatantra, Arthor Avalon tantric texts. Ed.
by Sadasiva Misra, Kashmir Series, vol. X, 1922.

Kalika-Purapam, Ed. by Paficanana Tarkaratna, Pub.
by N. V. Chakravarty, Calcutta, 1316 { Beng. era).

Kalamadhava, Madhavacarya, Ed. by Candrakanta Tar-
kalamkara, 1916

Kurma-Puranam, vol. 11, Ed. by Paficinana Tarkaratna,
Calcutta, 1311 ( B. S. ).

Linga-Puranam, Ed. by Paficanana Tarkaratna, Pub.
by Nata Behary Roy, Calcutta, 1310 ( B. S.).
Matsya-Purapam, vols. I and II, vide bibl. no 62, E. O.

I. A, vol. II, Pt. 1. '
Manusarnhita, Ed. by Shyamakanta Tarkapanchanana,

Reprint. Basumati, Calcutta. - ‘
Manusarnhita with the comm., of Kulluka-Bhatta. Ed. by

Shyamakanta Tarkapanchanana, Basumati, Sahitya

Mandir, Bipin Ganguli St., Calcutta, Reprint.
Malamasatattva, Raghunandana, Jivananda, Calcutta.
Mahabharata, vide bibl. no 59, E. O.L.A., vol. II, Pt. I,
Markandeya-Puranam, Savarpikamanvantare —Devi-

Mazhatmyam, Ed. by Paficinana Tarkaratna, Calcutta.
Meghasarndesah, vide bibl. no 70, E.O.LA,, vol. ILPt. 1.
Naradiya-Puranam, Ed. by Ramadarma Acarya, Samskrti

Sarnsthana, Bareley, 1971.
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42, Nirgayasindhu.

43. N.S. 1 ( Abhi. Bha. )

4. N S. 2

45. Padma.

- .46, Para-trim

47. Pingala.

-48. Picu. or Br. yamala-Picu.

. 49, Prin. Tan.y

- 50. Principle. Lit. Criticism.

' ‘5‘_1. Pu. Dar.

52. Raghu.
53. Ratnavali.

- 54. Rk-Praii,
55. Rg. V.or Sayana-Bha.

' 56.R. G.

57., Sata'patha-Br ahmana.
58. Sabda- kal.

59. .fiva-dr.
60. Siva—st}otm. ‘

B ..‘61_,-"5@,'0&-

- R 62 Safica.

63. Saundarya-tattva.

64. Skanda-P.

65. Serpent

Nirpayasindhu, Ed. by Gopal Shastri Neéne, Chaukham-
bha Sanskrit Series, Varanasi, 1930.

Natya-§astram with Abhinava-bharati, vols. I to VII,
Baroda, 1956.

Natya-$astram, vide bibl. no 72, E,O.I. A vol II Pt. 1.

Padma-Purapam, Ed. by Pt. Paficanana " Tarkaratna,
Jalcutta.

Paritrim$ika with the comm. of Abhinavaguptapada
Srinagar, 1918.

Pingalamatam, Jayadrathayamalatantram; V.’ B Skt,
Mss. no. 16/8il-2 (b ). o ‘

Brahma-yamala-tantram, Picumatam, V,. B Mss no.
16/8112. e

‘Principles of Tantra, vide bibl. no 83, E O I A vol.
II, Pt. L. .

Principles of Literary Ciriticism, I. A.. Richards, Tru-
bner & Co. LTD., London, 1930.

Purohita-Darpapam, , .

Raghuvarh$am, Chaukhambha Sanskrit Serles, Varanas1

Ratnavali, Ed. by M. R. Kale. Book-sellers’ Publishing
Co. Bombay 4, 1964, | | '

Rk-Pratidakbya, Nirnaya Sagar Press, Bombay.

Rgveda ( Sambita ), Ed. by Max Mu]ler, vols. I-1V,
London, 1849,

Rasagangadhara, Panpditaraja Jagannatha, w1th the
comm. Marmaprakada of Nagefa. Bombay, 1939,

Satapatha-Brahmana, Ed. by Albrecht Weber. Chau-
khambha Sanskrit Series, Varanasi, 1964.

Sabda-kalpadrumah, vide bibl. no 88, E. O I A,
vol. 11, Pt. 1.

Siva-drsti, Somananda, Kashmir Series, Srmagar 1938.

$iva-stotra, Utpaladeva. Chaukhambha, Varanasi, 1902.

Sat-cakra-niripapam, Ed. by Targna_th yidyaratna,
Calcutta, 1913.

Saficayiti, Rabindranath Tagore Granthan Vlbhag,
V.B., Calcutta. '

Saundarya-tattva, Dr. S. N. Dasgupta. Calcutta,

Skanda-Puranam, vide bibl. no 98, E. O I A, vol.
I1, Pt. I.

Serpent Power, Arthor Avalon, Ganesh & Co., 1924.
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66. Studies. Tan.
67. Tan. Sa.
68. Tai. A.

69. Tai. Sarm. or Tajz:z‘tvedd.

70. Upa. 4. & Br. 4.

71. Upa. Prasna. - .

72. V. B. Skt. Mss. -

73. Vakrokii.

74. Vakya-p.

75. Vaja. Sam. or Yajurveda.
76. Vispudha,

77. Yogini-hy.

23 114

Studies in the Tantras, Dr. P. C. Bagchi. 1939.
Tantrasara, Abhinavaguptapada, Srinagar, 1938.
Taittiriya-Aranyaka, Ed. by Mahadeva sastri, Ranga-
carya, Maharaja of Mysore, 1900. _
Taittiriya-Sarnhita, Ed. by Ananta Sastri. Dhiipkara
Svadhyaya Mandalam, Surat Pardi. 1957.
Aitareya Upanisad & Brhadaranyakopanisad, Astada$o-
panisad. Vaidika Sarmfodhaka Mandalam, Poona,
1956.
Praénopanisad, Astada$opanisad, Vaidika Sarnéodhaka
Mandala, Poona, 1956. i
Sanskrit Manuscript Section, Deptt. of Sanskrit, Visva-
Bharati. :
Vakroktijivitam, Kuntaka, Ed. by S.K. De. Calcutta, 1961.
Vakya-padiyam, Bhartrhari. Varanasi, 1887.
Vajasaneyi-Samhita, Ed. by Ananta Sastri. Dhuapkara
Svadhyaya Mandalam, Surat, Pardi, 1957.
Visnu-dharmottara-purapam, vide bibl. no 114, E. O. L
A, vol. 11, Pt. 1. _
Yogini-hrdayam, vide bibl. no 117, E. O. L. A, vol.
IL, Pe. 1. |

y
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Page ' Line

5 8
w10
w 19
T g
"33 . 25
6 16
13 . 18
. 24
vl .6
. 14
L 37
10 2
- 12 3 12 -
9 24
13 - 14
n 91
15 19
16 6
20 14
22 14
23 34
25 32
29 24
30 25
31 4
s 21
39 "
" 39
40 20
47 35, 38
48 12
51 1
53 6

ERRATA

Incorrect
Yoginis
Lokapatas
Balagra

10

srikkani
thickness fing.
the treadth

[13 1% b3}
kalapika
then
also

Cosmogong
-Two. The

» pantheoas

Savitri

Ash

beings

the But

( mango )
appracated
Mundamala-tantra

dutis
acounting

~ padmaghanta

worship
Cakravega
viras
Jainta

are
misala
bata
Vaidicka

candramasa
éradha

Correct

- Yoginis,

Lokapalas
Balagra

the

srkkani
thickness 2 fing.
the breast

4

kalapika
thin

who also
Cosmogony
-Two, the
pantheons
Savitri

Asa

being

But the

( mango ? )
appreciated
Munpdamala-tantra
ditis
counting
padmaghanta
worships
Cakravega
viras
Jaintia

is

musala
vata
Vaidika
candramasa

éraddha



33
54
35
57, 58
65
67
69

3

73

%

74

b1

75; 80
77

78

3

79
86

»
”
88
91

»
»
92
»
»

bH]

93
95

95,96 -
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11
97
12
30
40, 6

17
36
11
12

bE

14

35
1,2;8
41

26

29

18
21
»

30
33

13
14
23

20
27
34

24
38, 23

ERRATA
prajapatya
holi
sadasra
skliton
planate
spherial
1l
bhiigraha

Vaméanucarita

500 hundred
A( )toher( )

and in

citta, intelligence
antasthya
(R& 1)

12

Brahmani
Candaghanta
Nagari
Svadhisthana
turuing

ya

Osalile

rudahrta
yasasvini
Varnodhara
Sandhya-bhasa
Brahma-Purana
Padmapurana
Haritalika
haritala
liquid

(c)
Jagadgouri
Vaigya

fire
Samvatsarapradipa
jesmine

177
prajapatya
holy
sadasra
skeleton
planet
spherical
12
bhtigrha
Vams$anucarita
5 hundred

A(r)toHa(g).

and three hundred in
citta ( intelligence )
antyastha
(R&R?)
12
Brahmani
Capdaghanta
Nagari
Svadhisthana
turning
yo
Ysalile
rudahrta
yaasvini
Varnoddhara
Sandhya-bhasa
Brahma-Purana
Padmapurana
Haritalika
haritala
liquid.'?
(v)
Jagadgauri
Vaidya
fine
Samvatsara-pradipa
Jjasmine



178

96
97

»

»

101
102
103
105
106
109
110
112
113
118

»
120
131

ELEMENTS OF INDIAN AESTHETICS

11

15
29

20
33

27

17
29
16
94, 30
32

40
31

. of the thirteenth day of

Jyaistha
Bhadrapada
Agrahayana
birh

Sri Krsna
Lotus
furture
requrired
life

ones.’*
Caitra.%s
Kalparambha
kajjvia

that on a
warrior

man 0

°nama

of’

Jyaistha®?
Bhadrapada®
Agrahayana®
birth

Sri Krsna
souls

future

.required

life,5¢

ones.®

Caitra.
Sankalpavacana
kajjvala

that a

wooer

mango

%nama

P
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