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not lived to see this volume through the press. A silent and sincere academic 

woiker 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 
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knowledge of this interesting field of study by many more worthy publications. 

But that was not to be ! An irreparable loss indeed ! 
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P R E F A C E 

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 adhikaraipas 
(topics) of the Tantra, the Picumata, Turadhikarana may be appreciated as to be the 
documentary evidence of Primitive Arts and Grafts 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, bard cells etc. 

The Turayaga, as prescribed in the Picumata, is a secret tantrika culture of the 
Leftist school of the TantraSastra, that advises to prepare some bone appliances made of 
human skulls, bones etc. like the tura (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 Tura-
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 is scarcely 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 Rafigoli-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, change* 
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 ( alpana ) is 
hardly traceable; since so many specimens of the pre-historic art-models and art-relics of 
alpana 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 delineates with diffe­
rent aspects of Nature—like the Sun-rise, the Sun-set, the ocean with the Moon, rivers frequ­
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-style with lotuses 
of various kinds, the two-pelalled, 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. 
As in the case of an outer image-worship, a votary offers sixteen outer offerings ( sodaiopa-
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 etc., 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-peialled, immortal retreat on the sahasrara ( the cerebrum ). The lotus-
stalk personifies here the spinal-cord, through which, the vital energy, or the kuiadalini-Sakti, 
leads the mortal self to meet the i'aramount Soul in view to enjoy there the transcendental 
equipoise. Hie ornamental art ot the lotus-rangoli is practically the physical representation 
of the inner cosmography lor 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 IV dealing mainly with the Artistic Handicrafts. The major source of 
the Primitive Arts and Artistic Handicrafts discussed here is the Picumata, Brahma-yamalatantra; 
which may be divided into two fascicules: Part IV ( A ) dealing with ( i ) the Primitive Arts 
and (i i) 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 Turayaga; (iv ) iSitual 
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. 
Ahke the Tantrika, a parallel trend of the Vedic study in Handicrafts and Decorative Art 
is vivid. Ritualistic materials, appliances and decoratives are nearly the same in socio-
rituaUstic 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 diagraniic Art of decoration : Construction of man^alas and yantras 
(symbolic features of spiritual planes and divine powers) are advised 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 culture. 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 ma^dala, the desired God is to be welcomed and worshipped with his 
associates and attendants. 

Contribution of Calligraphic Art to the way of the Tantrika 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 in the Tantrika Philosophy, as to be an image of God or form of 
the Serpent Power { Kulakundalinl ) 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 ihousand-peialled cerebral lotus first in two and then in hundred 
coils, making it 1000, as diagramically indicated in the lOOO-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-sastra 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-sastra 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-sastra, 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 Tantrasastra 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 ŝuggestion' 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 aphiprayika-vacana, as discussed in 
the Tantra-sastra, 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, sex etc. 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-sastra. 

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 Rangoli-typed 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 Alpana 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 alpana of the lokavrata (the socio-ritual festivals of the 
mythic and tantrika origin and characters, prevalent in Bengal) in his work, the 'Bangalar 
vrata*. Alpanas drawn by untrained novice hands of housewives, maidens with 



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 ( i ) 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, ( viil) the festive-oriented, (ix ) the folk and ( x ) the local. 
Of the ten, the rangoli-styled decoratives, related to the vedic, the tantrika, the cosmic and 
the spiritual are discussed above in a nutshell The ornamental alpana 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 
PartIVB.Therearealsosomepopularfestivalsofthetantrikaandthemythic origin, fondly liked 
bythe common peopleof both the sexes—young and old and celebrated with various suggestive 
alpana 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 
appreciation in Chapter VII. In addition to them there are four National festivals, 
indicated for the four major castes of India,—( i) the festival of Learning or Con­
vocation for Brahmanas, (i i) 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, alpanas 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 contments. 
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 behmd 
any of such art-works. An artist, like a poet, visualizes Beauty by his intuitive eye. 

The Art of Alpana 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 
|he artistic device for attaining three ends of Indian civilization aiid culture : ( i ) T h e 
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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. 
(ii ) The lotus-styled art of rarigoH is virtually the artistic representation to the spiritual 
culture, or compulsory aid to all sorts of ritual cultures which indicates in guise of stalk-bnes, 
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) Finally it is 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 alpana is not a vague 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 alpana-styled Dado Painting of West Bengal Folk-Arts by the 
courtesy of Sri S. K, Rakshit, Akalpoush 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. 

Shivanarayana Ghoshal, Shastri 
Reader, Department of Sanskrit, Pali & Prakrta 

Vi^va-Bharati: Santiniketana, 

VaiSakhi Purnima, 2039 Samvat. 

•SVASTl', 
Gurupalli, 
gantiniketan-731235 
Birbhum, 
West-Bengal, 
India. 
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V O L U M E II, P A R T 1V(A) & (B) 

PRIMITIVE ARTS, CRAFTS AND ALPANA 
PART IV(A) 

Primitive Arts and Artistic Handicrafts 
Page 

Chapter I : Earliest documents of Artistic Handicrafts in India : 2-11 

Two major streams of Early Indian crafts. The canon of Image-
making in the Picumata, Brahma-yamala-tantra— (̂a) Supra-divine images; (b ) Divine 
images; ( c ) Divine, non-divine images. Measurement for the supra-divine images. 
The supra-divine images : The supra-divine female Gods. Images of Divine beings 
and celebrated dignitaries. Images of Female Gods under the divine category. 
Images of Divine-non-divine Beings. Measurement of the divine-non-divine female 
Gods. Iconography and cosmography. Reference. 

Chapter II: Images of Supra-divine Deities : 12-17 

1. Nature and characteristics of Supra-divine deities. 2. SadaSiva. 3. (a) 
^akti-traya ( Threefold Energy ); ( b ) The images of ^akti-traya. 4. ^rikaptha & 
ArddhanariSvara. 5. Uma-Rudra. 6. Associate ^aktis, Guhyaka etc. 7. Evolution of the 
Matrka-concept with the process of ^aktipata & its alphabetic symbols. Reference. 

Chapter III: The Skull-bowl in a Tura-yaga : 18-26 

1. Different materials, used to make images. 2. Painting of images and dia­
grams on a skull-bowl. 3. Making of a damaru. 4. Vinayaka. 5. Ritual function to 
celebrate a Tura. 6. Preparation and celebration of a magnificent throne or the 
Khatva-pravesana. 7. What is a Tura and how to make it. 8. The system and concept 
ofNyasaand the culture it represents. 9. The present tantra-consciousness. 
Reference. 

Chapter IV : Ritual and domestic implements : 27-34 

1. Kind and appropriation of Tura-yantra (the skull-bowl). 2. Classification 
and significance of the Skull-bowl. 3. Secularism behind the class-concept. 
4. Installation of a throne under the leftist Esoterism. 5. Materials and techniques of 
making an aksasutra ( a bonny rosary ). 6. Kinds of aksasutras ( rosary ). 7. Nature, 
kinds and characteristics of a ghanta ( bell) and the special clan-system as accepted 
in the TantraSastra. 8. The cultural advancement and generosity explicit in the Clan-
concept of India. 9. Materials and mechanism of making a ghanta ( bell ), 
10. Characteristic features and application of sruc, sruva etc, Reference, 
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Page 
Chapter V : Tantra-Kama or constructions for Sixfold Occultism : 35-42 

1. The end of leftist occultism. 2. Pratikrti: Painting features on walls, 
Canvas, Scrolls and other bases. 3. The Lekhya-pratikrti. 4. The Lepya-pratikrti 
5. Society, Civilization and GuUure, revealed through the Picumata. Brahmayamala-
tantra. 6. Identification of Tura-valley, anthropological history of the people living 
there and reflection of the leftist culture on their life. ( i ) Common characteristics 
in the social life; (ii) Common features in religious and cultural behaviorism; 
(iii) Reflection of the leftistic view on the life of People of Tura; (iv ) Reflection 
of the Tura-sacrifice; ( v ) Socio-Geographical exchange, suggested by Tura-culture. 
Reference. 

P A R T IV(B) 
Artistic Handicrafis & Alimpana 

Chapter I : Art of Alimpana ( Alpana ) & Artistic Handicrafts : 45-50 
1. Tradition of the alimpana-silpa in India. 2. The style of artistic handi­

crafts in the ornamental Art. 3. Art-consciousness in famifies of Primitive People. 
4. Artistic handicrafts, suggested through the Vedic rituals : ( i ) Camasa; ( i i) Juhu; 
(iii) Sphya; (iv ) Udukhala-musala; ( v ) Sruc & Dhruva or Upabhrt; ( vi) Sruva; 
( vii) Yupa; ( viii) Hala; ( ix ) Surpa; 5. Departure of the Tantrika technique in 

: making crafts firom its Vedic parallels. Reference. 
Chapter II .• Technique of Ornamental Art: 51-60 

1. Interrelation among three styles of the Ornamental Art: the Vaidika, tlie 
Tantrika and the Pauranika. 2. Correlation between Purana and History. 3, Calendar 
for celebration of festivals in India : ( i ) the Solar year, ( i i ) the Lunar year, mukhya 
( ending on the full-moon day) and gauna ( ending on the full-dark-day ), (iii) the 
Star year and (iv ) the Savana year of 360 days in a year. 4. Constructive and 
ornamental Arts in Vedic Ritual and social functions : ( i ) the Vedi or the sacri- ' 
ficial altar; (ii) Kunda or the sacrificial pit; ( iii) The Sthandila or the sacrificial 
bed; (iv ) the aesthetic out-come of the constructive Art;. ( v ) Mandala or construc­
tion of coloured diagrams. 5. ( i ) Sarvatobhadramandala, (ii) Navanabhamandala, 
( iii) Pancabja-ma^dala, (iv ) Navagrahamandala, ( v ) Dikpalamandala, ( vi).Vastu-
yagama îdala. 6. Decoration for Vi§riu, Rudra and the celebration of other sacrifices. 
Reference. 

Chapter III: The Tantrika Art of Ornamentation : 61-72 
1. Tradition of ornamental Art in the Tantra-Sastra. 2. Technique and 

practice of Ornamental Arts in Indian Literature and Iconography. 3. Rangoli—an 
applied Science of Spiritualogy. 4. Technique of drawing designs of Ornamental Art 
in India. 5. Truth behind the construction of an alpana ( rangoli ). 6. Alpana—;the 
applied science of Cosmology and Cosmography. 7. Representative lotus-designs of Sâ -
cakra { six spiritual centres) in the art of Alimpana, ( i ) Muladhara-cakra, (ii) Sva-
dhisthana-cakra, (iii) Manipura-cakra, (iv. a ) Hrdaya-padma, (iv. b ) Anahata-cakra, 
( V ) ViSuddha-cakra and ( vi) Ajiia-cakra. 8. The six-petalled lotus of the Tura-
yantra in the Picumata. 9. The Beauty-circle or the ^ri-Cakra. Reference. 
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Page 
Chapter IV;: Ornamental Art and Calligraphy : 73-86 

1. Position of calligraphy in the Ornamental Art of India. 2. Philosophy of 
Alphabet and the Phonetic process behind the sound-sprouts. 3. Suggestibility of 
consonant. ( i ) 5 Mahabhutas or 5 letters of Ka-group. (ii) 5 Tanmatras or 5 letters 
of Ca-group, (iii) 5 Karmendriyas or 5 letters of Ta-group. (iv ) 5 Jiianendriyas or 
5 letters of Ta-group. ( v ) 5 Tattvas or 5 letters of Pa-group. ( vi) 4 supersensuous 
tattvas or 4 letters of the Antyastha group, (vii) 4 or 5 Supraplacid Divinities or 4 or 
5 letters of Usma group. 4. Study in Epigraphy and Palaeography in the Tantra-Sastra. 
5. Epigraphic Art or Lekhya kala. 6. Language and Functions admissible for the 
Tantrika culture. 7. Concepts of Vyanjana and the Abhiprayika-vacana. Reference. 

Chapter V : Ornamental Arts in Indian Mythic Festivals : 87-134 

1. Tradition of the Ornamental Arts in occasional festivals of India, (i) The 
first day of the bright fortnight. ( a ) Hero-worship; ( b )_The cattle-tending festival; 
( c ) The charity anniversary; (d ) The dice-play festival. Alpana, tradition and social 
sanction of the Dice-festival, (ii) The second day of the bright fortnight, (a) The chariot 
festival; ( b ) The brothers' day; ( c ) The vow of the ASunyaSayana (the full-bed 
day ). (iii) The third day of the fortnight. ( a ) Aksaya trtiya; ( b ) Rambha-trtiya; 
( c ) Haritalika Vow. (iv) The forth day of the bright fortnight, (a) The Uma-caturthl. 
(- b ) The Mana-caturthi. ( v ) The fifth day of the dark and bright fortnight, (a) The 
Nagapancami and the worship of Goddess Manasa and its cultural importance; 
( b ) Rsipaiicami; ( c ) The Paiicami-vrata and the Lak§mi-puja; ( d ) The vow of 
Grha.Laksmi; ( e ) the Laksmi-plant or the Altar of Wealth; ( f) The vow of Sri-
pancami or the Sarasvati-festival and different styles of afimpana indicated to in each 
occasion, (vi) Festivals on'sixth day of fortnights, (a) Vows of Nitya-§asthi; (b) Araî ya-
sa§thi; ( c ) Manthana-sasthi; (d) Lunthana-sasthi; ( e ) Carpata or Surya or Ak§aya-
sasthi; ( f) Durga-sasthi; ( g ) Kartiki-sasthi or Chat festival; ( h ) Guhasagthi, 
( i ) îtala-sasthi; (j ) ASoka-§asthi. ( vii) Festivals on the seventh day. ( a ) Vijaya-
saptami; ( b ) Lalita-saptami or the Kukkuti-vrata; (c) Makari-saptami; ( d ) Arogya-
saptami; ( e ) Vidhana-saptami; (f) îtala-saptami. ( viii) Festivals on the eighth day of 
months. ( a ) Janmastami, Nandotsava festival, ( b ) Radhastami, ( c ) Durva§tami, 
( d ) Mahastami and the glorious ornamentation in the mid-autumn festival or Durga 
Puja, (e) Navapatrika or the colourful crop-festival, ( f) Import and Ornamentation of 
the Bodhana ceremony, ( g) Four National festivals of India : ( a ) The ^rava^i 
upakarma or the beginning and closing of the Academic season for the Brahma îc 
community and exhibition of Rangoli. ( b.l) The festival of strength with colour 
Show and pomp. ( b.2 ) Weapon worship with alimpana. ( c ) Worship of Goddesses 
of Food and Wealth ( Annapurna & Vasanti Durga ) on the 8th day of Caitra bright 
fortnight and the cosmogony behind the plan of the Sarvato-bhadraman^ala, 
( h ) The vow of Budhastami and the rangoli for it, ( i ) ASokastami with its decora­
tives. (ix ) The ninth day celebration of the fortnight, (a) Durgapuja; (b) The vow of 
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navaratra, its implications and ornamentation; ( c ) The worship of Navapatrika; 
( d ) Saptakalpa or seven procedures of the Autumnal festival; ( e ) Vijaya-daSami 
or the Victory day and the alpana required for it; ( f) Artistic beautification of the 
autumnal festival with various styles of Alpana : ( i JKalparambha or Resolution of 
the Autumnal festival; (ii) Awakening of the Mother-Goddess; (iii) Invitation or 
Smantrana 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 Jagaddhatri; ( 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 Asaqlha, 
Bhadra, Kartika and Magha. ( xii) The twelfth day of a fortnight—(a) The Pipxtaki 
vow and rangoli therein. ( b ) The vow of Santana-dvadaSi 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 ) The fourteenth day of a fort­
night, (a) The vow of Uma-Mahesvara and allied alpana therein; (b) The vow of Savitri-
caturdaSi and decoratives in it; ( c ) The vow of Ananta-caturdasi and 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) Gampaka-caturdaSi. 
(xv) The fifteenth day of fortnight-Dipanvita, the festival of Light and alpana and other 
decoratives there : the third National festival of India especially for trading class, 
(i) Dhanatrayodasi; (ii) Bhuta-caturdaSi; (iii) Mahalaksmi-puja and the festival of Light; 
(iv ) Worship of Daksina-Kalika; ( v ) Worship of Gauri-Ga^apati; ( vi) Night-
waking with hymus of Mahalaksmi; (vii) Dyuta-pratipat; (viii) Festival of Annakuta 
(Food-mountain); (ix) Bhratrdvitiya. (xvi) Festivals on full-Moon days, (a) The Vai-
sakhi purnima or the Buddha-pur îima (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 jyaiŝ ha) with alpana and other ornamentations; 
( c ) The full-Moon day in the month of Asadha—Gurupurnima or the Teachers' and 
Preachers' day with necessary alpana and ornamentations; (d) The full-Moon day in the 

month of^ravana—(i) The Swing-festival and (ii) The Rak|a-bandhana with necessary 
alimpana and ornamentations; (e) The full-Moon day in the month of Bhadrapada— 
Laksmi-puja and alimpana and ornarnentation in it; (f) The full-Moon day in the month 
of ASvina 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 Agrahayapa, Pau§a 
and Magha with the Puspabhiseka and worship of Laksmi-Narayana 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 



( xxi ) 

Page 
and other decorations. Celebrations of burning of demons Holikaor Meî dhaka. (j ) The 
full-Moon day in the month of Caitra—the worship of Laksmi and abhiseka of Nara-
yag.a. 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 alpana 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 Dharmagha^a and its present motif. ( vii) The worship 
of ViSva-karman and the alpana. ( viii) The vow of Kartikeya and the special 
ornamentation with alpana therein. (ix ) The vow of îvamusti and its alpana. 
( X ) The Tulasi-vow and the ornamental art for it. ( xi) The vow of Mangala, Hari-
mangala or Mangala-candi and its alpana and ornamentation. ( xii) The vow of 
Vakapancaka with necessary alpana and ornamentation. ( xiii) The Rukmipi-vow 
and its alpana. ( xiv ) The Punyaka-vrata and the alpana therin. ( xv ) The Vina-
yaka-vrata and the special ornamentation and alpana for the same. ( xvi) The vow 
ofSitanavami and its alpana. ( xvii) The vow of Suvacani or ^ubha-sucani Durga 
and the special alpana for the vow. ( xviii) The vow of Satya-Narayaina 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) Puihsavana 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) Cudakarana 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 in it. (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); ( c ) Varana and dvarapuja or the welcoming of 
the bridegroom and the marriage-party at the gate of the bride's house; 
( d ) Sainpradana or Panigrahapa; ( e ) KuSandika or celebration of 
the marriage by a fire sacrifice; accompanied by five associate rituals :— 
( i ) aSmakramâ ia or putting the first step on the stone-slab at the house of 
the bridegroom; ( i i ) 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 sami tree; (iv) DhruvadarSaha 
or showing the Polar star to the wife; ( v ) Sindura-daha 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-Sayya or the first night of Honey-Moon 

• on a flower-bed. Alpana and ornamentation of various types as indicated. Reference. 

Chapter V I H : The Folk Art in India : 151-157 

Concepts of Artistic Handicrafts. ( i ) The ^astriya vrata or the ritual vows 
of India, ( i i ) 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. 
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CHAPTER I 

THE EARLIEST DOCUMENTS OF ARTISTIC HANDICRAFTS IN INDIA 

1. Two major streams of early Indian crafts 

The culture of Indian Arts and Grafts has come down to our hands, flowing two 
major streams of early Indian Grafts and Technology :—(i) Grafts of making domestic 
implements and military instruments and (ii) the artistic handicraft of graphic arts with 
natural colours on walls of caves and huts of primitive and aboriginal people and the art 
of alimpana (alpana), or ullepana on the thresholds, floors and walls of cottages, 
plastered with either the slaty, or 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, scraping, 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, VaiSali, 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, Garos 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 definitfely. 
Our Vedas, Tantras, Purâ ias, 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 sufiiciently 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, Pali and Prakrta, ViSva-Bharati; appears 
to be such an early work of Indian Fine Arts and Grafts. Conventionally our Vedas 
and Tantra with its two main streams, Agama and Nigam ,̂ 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 Sastras (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 
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"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 'Tura' ( a skull-bowl), with a geometrically 
constructed spiritual diagram thereon,; along with the technique of making an aksa-sutra 
( 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 KulaSastra. 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 Canon of Image-
making; beginning from the 3rd. century A.D. to 12th. century A.D. So 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 :—(i) the atidivya (the 
supra-divine), (ii) 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 partis 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 x 48 = 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, Pratimadhikarana, Jayadrathayamala.̂  
We are, therefore, presenting here a brief survey of the Picumata 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 Tura and 
other materials in the nature of a design of an alimpana or a ullepana and a lekhyapratikrti 
( painting pictures on walls and scrolls ) etc. 
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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. ^akti, 2. Sadasiva, 3. ^aktitraya, 4. ^rikantha, 5. Devi, and 
6. Umapati. 

{h) Divine Images :Yo^\ms, 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. 68 
Rudras, accompanied by the Yoginis ( Brahanika Tantras count them 64 ), attended by 
their respective Ksetrapalas present to their appointed places and Lokapatas (the protectors 
of fields and directions. 

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

3. Measurement for the supradivine 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 trasarerjiu. ( Here the 
text differs considerably from the general conception of a trasarenu as determined in the 
Vaiiesika Philosophy ) 3 trasarenus = 1 paramanu; 8 paramanus (trasarenus ? ) = 1 Balagra. 
8 balagra = 1 rksa (lik§a ? ), 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 )p 

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 = \ \ , 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 = 2i, the ring-toe = 2i, 
the little-toe = 2, breadth of the toe (prottha ) 4, the fore-to? = l fing. + 2 barleys, the 
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middle, ring and little toes = 1 ( by prottha ) sikhara kurpara (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 = 3̂ , the space in the middle = 2, finger-knots = 1 each. 
The nail = 2i each, the fore-finger = 5, the 1st. ganĉ a (the space between the two knots ) 
2 fing. 2 barley, 2nd ganda= 1 fing.-t-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) = 2̂ , the nail = 3/4 fingers. The ring-finger = 5; the 
ganda =2, the parvan =1. The little finger = 4, the ganda = 2; the nail = 2̂ , parvan =1^; 
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 applicab'e 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 = 7? ); the thumb by length«3 and by breadth =1 ;̂ 
the forefinger = 3 by breadth; the middle one = 2; by breadth = 1 fing.-J-2 barleys; 
the ringfinger = 1 finger + 3 barleys by thickness fing. + 2 barleys; the little finger = 
1 finger-V 2 barley; by breadth = the same; the leg =14 (by length); the buttock = 
36; the mid-breast = 11; its breadth = 8; the space between 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 = 5̂ ; the middle finger = 5 J; 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) =» the root of the thumb upto the first knot => ? 
•* X " barleys, the 2nd knot = 2̂ , others are as before, nails = ̂  a knot; the first knot of the 
fore-finger = 2̂ ; the second knot = 2 fings-2 barleys; the third knot = 2 fing f 2 barleys; the third 
one = H fing, The first knot = 2 fing. + 6 barleys; 2nd and 3rd = 2 fing. 3 barleys. If, there 
is no mention after indicating measurement of the particular body part, it should be 
treated as a finger. Proportion and breadth or depth of other parts are to be planned as nearly 
and propotionately admited; generally thick by the root and thin 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 measurement 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-coimic light, which does never come under the ground. It is the Para­
mount Creator, under the three-fold propensity, Knowing, 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; karnapa^a ( ear plate ) like 
a cricle; its height = 1 barley. In front, it is like a Sankha ( ? ) and befitting to beauty; by 
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prottha (?) = 1 fing. + 2 barleys (102), jangha =. kaladhika kalasardha (2 + 1̂ ) = 3̂  (?) 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 = 5 fing. Palm =12 fing, for woman by space and 
breadth = 4 kalapika (collar-bone ?) = 5 fing. for meft and 5 for women. The thumb = 5 its 
prottha-1 fing. 1 yava, the fore-finger = 5, the middle finger = 5̂  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=4^ fing. The first knot of the thumb =» 2 fing + 1 barley; the second 
knot = 2̂  fing.; the third knot 3 barleys. The first knot of the fore-finger = 2̂  fing., the second 
~ 1 fing+ 6 barleys; the 3rd= 1 fing + 2barleys; the first knot to the midddle fingers 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 roots and then by the ends. The face-part between the two joints (srkkani) = 
6. Length of the neck = 5 fing; its prottha = 6 fing. The space in between the neck and the 
heart = 12 fing. f 8 barleys. Prottha ( circumference ) of the heart is 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 = 14 fing.; 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 = 5 fing.; the heel = 2 fing.; length of the feet = 14 fing.; 
kalapika = 3 fing.; (?); the prottha of the front feet = 5 fing.; 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)=l^fing. Arms (two, from shoulders) = 14 fing. from the elbow-point to the wrist = 15 
fing. + 1 barley; the palm= 14 fing. from the elbow-point to the wrist = 15 fing. + 1 barley; the 
palm =14; extent of the shoulder = 5 fing.; its breadth = 2i fing; the wrist = 3 fing.; its breadth = 
3 fing; the mid-palm = 4 fing. Now beginning from the verse 145 to the verse no. 160 
of the MS. describes in details measurements of different parts of harids 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 form? of ^iva; also may distribute Himself into as many numbers of created beings 
as He likes to be. On the other hand, the Paramount Mother Goddess is only One and 
Supreme, We sec, no doubt, so many forms and change* of Her, but they are not the basic 
changes conceptually." The different appearances of Her, which we see; are practically 
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 ring-toe = 1 fing.-H 6 barleys; the little-toe =1 fing.-1-4 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 is called a kalapika ( 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 i.e. (1) 
khatvanga ( a cot-leg ) by the left hand, ( ii) munda ( a head ), (iii ) vara ( boon ) by the 
right; (iv ) aksasutra (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 ( navatala) 
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 between two eyebrows = 1 fing.; 
( for non-divine ); for divine-beings it is = 2 fing. By prottha (dimension ?) = 174 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 = 1̂  fing. each ( ? ). The ear-plate without ornament ( ? ) = 3 fing. The space between 
two eyes = 2 fing. Breadth (?) of the ear = 2 fingers -t- 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 to be 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-h 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.; feet= 14 fing. ( each ) by length; feet 
by prottha ( breadth ? ) = 4 fing.; toes = 4 fing. ( 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 = 3J barleys; the ring-finger (toe ) by length = 2 fing; the little toe ( finger ) 
bylength=lj fing, the prottha of the ring and little finger = 34 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 = 5̂  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. + lb 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.-l barley; the second knot = 2 fing.-f-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 = 24 fingers and 4 barleys. Nails of all fingers =4 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 ?) = 14 
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 thickiiess = 4 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 fore-finger = 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 = 34 
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 II/4 
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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 unevolveJ Twoin-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 ArddhanariSvara, 
Radha-Kj'§na, Uma-Rudra, SadaSiva etc., ever-united with triple energies in an urge of 
incessant 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 Luminosity. Philosophically, it is the Para-state of the Absolute Two-in-
One. 

In the divine state, the Paramount One-in-Two becomes conceivable two, in an urge of 
Primordial desire to create, firstly into two and then into many; when the Two-in One : Matter 
and Energy; or ^iva and ^akti; or Husband and Wife; divides to make indivisible Two-in-. 
One into two divisible parts, ^iva and ^akti, or Husband and Wife.̂ ^ Then comes the divine-
non-divine order, when the two paramount points, 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 arid Gosmogong. 
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CHAPTER II 

IMAGES OF SUPRA-DlVim 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, ^aktitraya, 
^rikantha, Ardhanarisvara, 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-siva 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 Ha looks like a compound of jati 
(jasmine ) and hiihgula (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 liberatej 
as indicated by the process of oscillation .̂ The image of Sadasiva philosophically symbolizes 
the greatest universal soul *AHAM'. This is symbolically represented in some Chinese and 
Tibetan pantheoBs. 

3. ^aktitraya ( Three-fold Energy ) : 
( a ) The inseparable other half of the Paramount Reality, the Two-in-One; is called 

Saktitraya. It is practically a complex of the triple Energy, conceivables ome-how as a unit 
of three energies. She is ritually a unit of threefold energy of ^iva; clung perpetually in a 
tranquil equilibrium in the nature of Knowing, Doing and Willing. The relation between 
Siva and ^akti is that of a seed and a sprout̂  Explaining the supersensuous mystic 
relation between the Paramount Two-in-one, ^ri Punyanandacarya observes that the wbrd 
^iva indicates the Potency of Knowing and the word ^akti suggests the Potency of Doing. 
The potency of Willing is common to both, that unites them together. Since the All-conscious 
and happious Eaergy evolves unitedly with ^iva and Herself with the help of Knowing and 
Doing®; It or She is, therefore, taken to consideration as an embodiment of Saktitraya. The 
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relation between the two, is the vacya-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 Paramount 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 Doing and Willing. This particular state of Para is considered 
as Parapara. But 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 AU-Happious Para, 
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 Savitri in three link-points of a day; the dawn, the mid-day and the 
evening. They are not th3 images of three separate divinities; but a single image on a 
same pedestal and an installation, like that of the image of Trimurti, Brahman, Pancanana etc. 

(i) The first Sakti (Energy) is like an old lady with bonny limbs and veins coming out 
and covered with the veiny 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 Saktitraya 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. 

(iii) 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. &rikantha-Arddhandnsvara : 

In the Pingalamata, we find Sri-kantha and ArddhanariSvara 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 that the Supreme one is inseparably united with His Sakti ( Energy ) in an 
urge of about to give a start to the cosmic process, Isvara, or the Paramount Lord, 
united perpetually to Sri, or the Supreme beauty by the neck. The Tantra clearly asserts 
that Srikantha should always be meditated as an image of Arddhanarisvara Srikantha; or the 
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united form of Siva and Sakti is 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 dawning 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 §aktis, 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 ) Mahocchu§ma and ( v ) Ucchusma. 
They are named as Panca-matrikas. Names of their associates are :—(i) Karala, (ii) Dan-
tura, (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 ) MaheSvari, (ii) Brahmi, (iii) Vaignavi, (iv ) Kaumari, ( v ) Vaivasvati, ( vi) Vasavi, 
( vii) Devi and ( viii) Gamunda. It rejects Varahi and Narasiihhi 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 Purani. 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. Karall is red 
by colour and with fully developed limbs. Candaksl is also of the same figure with yellowish 
colour. Mahocchusmd 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. Brahman! like Brahman, Vaisnavi like Visnu, 
Mahesvarl like Mahesvara, Kaumari like Kartikeya, Aindri like Indra, Vaivasvati like Yama 
and Gamunda is as 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 Lamas 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 Sobha or separately on scrolls of cloth. Images, beginning from Sadasiva to Yoginis, 
should be made three-eyed and having crescent Moon on the fore-head and dwelling on 
cremation grounds. Lamas and Raksasas are two-eyed and without the crescent moon. 
They hold khatvaiiga ( cot-leg-like clubs ), mundas, ( chopped heads ) and skuh bowls 
They are always ready to offer boons and holding the counting wreaths of crystal by 
other hands. Lamas and Raksasas do not hold swords, khatvangas and pancamudra. KapaliSa 
is to be installed by the left side of Mother Gods.'̂  

7. Evolution of the Matrka-concept : 

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, through 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 f^. The true forms of God, if there are at all, are the letters of the alphabet̂ *. 

The Paramount Point (Anuttara) splits itself up into two; when He did not feel happy 
in the absolute lonefiness. It is suggested by the letter 3i; which figuratively looks like a 
Sivalinga, 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 '3?!', adding one stroke more, to the previous letter 
'31', 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 ^ 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 f, 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 Kvara or iSana. 

Then drips down the energy drop in a shape of the vowel ^ 'u' indicating 'unmesa' 
or unveiling the mystery of the Abstract into concrete. The sense of unatft (insufficiency ) 
in the universal Ego; leads the desire to multiply it from one to two and then to 
many. 'R is a cerebral sound. 'L' 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 :— 
like a X i = E, or a X u = O. 

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 1 x a = 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, Raudri, 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, Gakravega and Mahanasa. They are seven, adding nada and bindu, or 'am' 
and 'ah'; by names Brahmani, Mahesvarl, Kaumari, Vaisnavi, Mahendri, Varahi and Gamunda. 
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 Garcika to above 
seven, we may make them eight. The Picumata reads two nevv names Purani and Vaivasvati 
in place of Varahi and Narasiihhi. The nine Mother-God concept represents nine 
vowels :—a, i, u, r, 1, e, ai, o, and au, as symbols of nine mother Gods. Their names are 
read in the list of Navadurga; as 1. Sailaputri, 2. Brahmacarini, 3. Ganda-ghanta, 4. Kus-
manda, 5. Skandamata, 6. Katyayani, 7. Kalaratri, 8. Mahagaurl and 9. Siddhidatii. 

The concept of Sodasa matrka is represented by sixteen letters of vowel;—a, a, i, i, u, 
u, r, r,), f, e, ai, o, au, aria, and all as symbols of sixteen Mother-Gods. 

They are—Gauri, Padma, Saci, Medha, Savitri, Vijaya, Jaya, Devasena, Svadha, 
Svaha, Matarah, Lokamatarali, Santi, Pusti, Dhrti and Tusti. Philosophy of Indian Alphabets 
is significantly suggestive in connection with the making of Alimpana-Silpa. In Indian 
Palaeography, each letter of any Alphabet, is esoterically a significant form of Kulaku^dalini, 
which changes Her shapes in urge of the Cosmic process of evolution. 
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CHAPTER III 

THE SKULL-BOWL IN A TURA-TAGA 

1. Materials, used to make mages : 

The chief material to make an image, as per the practice of Image-making in India, 
is 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 used in the sense of an animal 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 atteridants) as per the injunction of Vidya ( Divine 
beings of the Vidya-kala ) and Varna (the divine order). By the second order of the 
Panktiyaga, first place the principal God and then Rakta, Karali, and Kinkaris ( attendants ). 
Then install the main Goddess*, Ga îdaksi, Bhimavaktra, Mahocchusma 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-bellied 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 asta-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 lotu?, 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 Pankti-yaga and the Padma-yaga 
are the two sections of the Turayaga. 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 aSiva-linga, or in a domestic house, or in a holy 
place etc.; but the "Tantra takes special interest to the turayaga, since it may fetch the desired 
success earlier,̂  
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2. Painting oj images and diagrams on a skull-bowl ( Turd ) : 

The human skull, chosen for a tura, should be perfect and without the cob-web-like 
signs. If the 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 | 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 fingers by 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 4 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 ( 3x3 = 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 cot-leg-like 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 Bhutas 
( Ghosts). He also holds paiica-mudras and is complete by all auspicious signs.' 
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5. Ritual Junction to celebrate a Tura : 

Celebration of the Tura-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. 

"O Divine Lady, now let me tell how the Tura-yantra, as said before, is to 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 celebration of a magnificent throne (Khatva-pravesana) : 

The throne, on which Tura is to be 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 (pat̂ ikas = 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 
surrounding, 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 nagakesara 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 Tura ( 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 "Fantra 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 ofier the butter oil, honey, 
milk, meat, wine and milk-boiled rice to 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. 

7, 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 functions is called the Tura-yaga. We feel that each Tantra represents 
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 tura is a synonym of the megha, the cloud. Geographically 
the Tura-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 Indian people; who made 
it a happy hide for practising their obscure cult and culture. 

To make a Tura, 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 of a house. 

It also admits the use of beef as 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 function, but it does not advise the complete course 
of the sava-sadhana, as indicated in the prescribed "Tantra. In course of the obscure Tura-yaga, 
the °Tantra reads more than once ;—"rajaiiisi patayettatah" but, it does not clearly advise 
to form a 'Gakra'. 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 may some-how let an appropriate sense of the clause out-"rajarhsi patayettatal>.^° 

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 iheir 
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 Gullure, they gaveup some of such uncommDn practices, 
which they had carried with them and acquired some more liberal and 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 remote 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 in some 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 jasfavyam''.̂ ^ The 
word 'aja' had double senses .—(i) too old ( of 100 years ? ) paddy, or rice and (ii) a kid. 
But the meat of a goat was more palatable than the very old paddy, cr rice. The vegetarian 
sages used to offer old paddies in the sacrifice 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 as a 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 under the Brahmanic culture. The king had got 
immortality unfortunately as a worm and yet he enjoys the oblation on walls of each 
Vedic family, offered to him, chanting the hymn; "yad varco hiranyasya yadva varco gavam 
Utah satyasya brahmano varca-stena ma saiii srjamasi." (By the virtue and spirit of gold, cows, 
truth and Greatest One, let the unfortunate king, be immortalized, 
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We believe our Vedic civilization is an eternal one with no beginning and end, 
repeating myriads of time; as 'God, the Greator had planned them before.''* We also believe 
that the Vedas are never man-made. No significant sign of human attempt is distinctly visible 
there. It is 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 us soon as they had 
extended their progenies to more intensive and prosperous valleys and estabhshed 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 varnaSrama-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 pf 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 nyiisa-systems;-which 

generally runs through three broad channels—(i) the antahraatrkanyasa i.e. putting letters 
of alphabet on each petals of six lotuses of six centres in order of 4 4- 6 + 10 f 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 sainhara-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 Kubjika-mata, supposed 
to be a non-Brahmanic Tantra, prescribes the order of putting letters of alphabet, beginning 
from'na' ending in'pa'. The Picumata too, does not follow the ,general procedure of the 
nySsa. In stead of the prescribed process, it first observes the 'Saktinyasa' ( putting desired 
Gods on some indicated points of the body ) and the saihhara-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 "Khecarl-siddhi". The Turayaga 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 Mun^amala-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 bhutva devaiii yajet"—(convert your gross body into a divine sonant body to 
worship divinity )." The process of the nyasa, prescribed here, by the count-up system is likely 
indicated for 'avadhutas', 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 avadhutas; who have crossed the river of 'Life 
and 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.̂ ^ Nyasa on 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 'a' on the leftfoot, a on the right, 'i' on the 
left knee, *i' on the right, 'u' on the left wrist, 'u, on the right, 'f» on the left heart, 'r' on 
the r i g h t , o n the left shoulder and '1' 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 
'ah' 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 'ria' for two 
little toes. 'Ga' on the left foot; 'cha' on the right; 'ja' on the left knee, 'jha' on the right; 
iia 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; 
'bha' on the fore-head; 'ma' on the top head; 'ya' on the sikha (upper hair tips), 'ra' on the left 
shoulder, 'la' on the left elbow; 'va' on the finger tips, on right side '5a', on the cerebral point 
'sa'; 'sa* on the right elbow, on the finger tips 'ha' and ksa» should finally be put on the 
head top̂ ". This is the very uncommon way of putting letters of alphabet in a count-up 
system, indicated only for those, who are avadhutas 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 
^aktinyasa, 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 carry 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 
Tantra^astra is called 'the kula-lastra'-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 causes of 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 aSramas and institutions, by the name of the tantrika culture. Some half-digested 
clever people exploit their tender feelings and gross sentiments by the name of the tantrika culture. 
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The Tantra-sastra classifies the total mankind into three grades on the basis of 
instincts. People, in whom the gross animal instincts are dominant, are pahs 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 Ajiia-cakra, as indicated by its significant name of 
Hrakheda, a current of the Bhairava-stream under the urddhvdmndya, a section of the Tantra­
sastra, that especially deals whh esoteric codes, disciplines, spiritual culture and the divine life.̂ ' 

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

Wine and women are allowed in some tantrika culture no doubt; but it does 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-Sastra 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 naj'JA;a ( queen-bee ) in a cakra {corcAi). 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 nayika 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, settling 
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 II/4 " ~ 
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CHAPTER IV 

RITUAL AMD DOMESTIC IMPLEMENTS 

1. Kind and appropriation ojlura-yantra ( 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 no. 10 to 16.̂  

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 sakti-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). 
( i i ) 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 (kflrma-prstha). (iii) The skull-bowl, 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 
§akti-patra (the energy generating pot ? ). (vi) The skull-bowl, 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 of 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 Brahma^a, Kjatriya, Vai^ya, W r a 
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 Vai^ya, the trader; if four, it 
is ^udra, 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. If a 
skull-bowl is not qualified with the significant characteristics of four castes 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. TheTura (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 civiHzation, 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 individuaUstic 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 KulaSastras, 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, sudras 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, Vaisya, 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. Installation 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 Tura 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 ( dhupa ), 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 aksasutra ( 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 patra-jivaka ( 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 satkarraa ( sixfold performances to the end of vasikarana 
(appeasement), vidvesana (enragement), uccatana (uprooting or throwing away), stambhana 
( paralysing ), marana ( destruction ) and santi ( peace ).'' 

6. Kinds of the aksasutra ( 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 yava-madhya (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 pipllika-madhya (the ant-middle-like ). Beads of a wreath, which are thick 
by both the ends and thin in the middle; are called the ant-middle-like ones. 

( iv ) The sama-type of the acounting wreath. The counting wreath (aksasutra), which 
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 vi§ama-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 aksasQtra are not prescribed for the one and same ritual 
function. They are to be used to perform any one of the tantrika §atkarma, namely; vasikarana 
( subjugation or appeasement), uccajjana ( uprooting ), vidve|a?ia( causing enmity), stambhana 
( restraining or paralysing ), maraiia ( killing ) and Santi ( peace-making ). Kinds of beads 
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.̂  



30 ELEMENTS OF INDIAN AESTHETICS 

7. Mature^ kinds and characteristics of a ghanta ( 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 ghantas as ( i ) Kapalasulaghanta; (i i) ^ulagharita; 
{iii) Padmaghanta; (iv ) Gakra-ghanfa; ( v ) Saktighanta; ( vi) Dan^aghanta; ( vii) Vajra-
ghanta; ( viii) Khadga-gharita and (ix ) Kapalaghanta. 

( i ) Kapalasulaghanta :—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 poUin-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) iula-ghantd :—If there is no mark of a kapala (skull) on the lotus-core of a ghanta 
(bell), as described above and the mark of a sula is on the lotus; it is called sulaghanta of the 
Mahesvari-clan. 

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

(iv) Cdkraghantd :—If there is a cakra on the lotus mark; it is called the cakra-ghanta 
of the Vaisnavi-clan. 

( v ) ^aktighantd :—If there is sakti (bija) on the above lotus-mark; it is the saktigharita, 
born of the Kaumari clan. 

( vi) Dandaghantd :—If a da^da ( rod ) on the top of the padmaghanta is made; it is 
called the dandaghan â; which is prescribed for the Vaivasvati-clan. 

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

( viii) Khaigaghantd :—If 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 kapalaghaptaj born of the kapala-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
ion 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 ofgolras ( clans ) 
determining a gotra ( clan ) 

1. Bhairava 1. Kapaladula-gotra 

2. Rakta 2. MaheSvari-gotra 

3. Karali 3. Brahmi and Vaisnavi gotra 
4. Dantura 4. Kaumari gotra 

5. Gandlaksi 5. Vaivasvati gotra 

6. Bhimavaktra 6. Mahendri-gotra 

7. Mahocchusma 7. Carcika-gotra 
8. Mahabala 8. Purani-gotra 
9. Vira 9- ^ulagotra 

10. Kraustuki 10. MaheSvari-gotra 

11. Vijaya 11. Brahmani-gotra 
12. Gajakarni 12. Vaisnavi-gotra 
13. Mahamukha 13. Kaumari gotra 
14. Gakravega 14. Vaivasvati gotra 
15. Mahanasa 15. Mahendri gotra 
16. Astra-puspa 16. Bhairavagotra.^° 

8. The cultural advancement and generosity explicit in the Clan-concept 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 VaSiŝ ha, Vamadeva, 
Gautama, Bharadvaja, KaSyapa 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 cows etc. Even 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 a member of those gotras, in obedience to the maker of the gotra, in a later 
age, under the injunction of the Dharma-sastra. 

The concept of the gotra-system in the Tantra sastra is, on the other hand, not 
determined on the principle of hereditary right. Individual attainment, spiritual progresss, 
moral discipline, obligation to the teaching and guidance of the cult and obedience to the , 
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doctrinal propoution 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 ^udras or Antyajas. People 
of any Brahmanic 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 ( kaihsa ). It should be of a decent-

looking and breathing a grave air. There should neither be a knot and a bubble; nor it would 
be constructed by any of such ingredients; which are moistened and wet. The handle of the 
ghapta should be made of an auspicious human bone and properly washed, as told before 
in connection with the construction of a Tura. 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 wood?, 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 aSvattha, 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 pî ha is to be made, accompanied with a 
sthalaka (cup ) of the circular size of three fingers thickness. This is also three fiiigers 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 pî ha may further be made either with a rectangular wooden seat, or a lotus leaf 
The lip of the sthalaka (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 ( mouth-piece ? ) of the sruva ( big spoon ) 
is to be made six fingers by length. By breadth, 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. The lip 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 big nor too small than what is indicated. A sruc, 
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 thumbs and 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 of a 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 authbntic 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 tOra 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 tura previously. 
Determine the sitting position of the devout worshipper ( before the tura 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-laksana, 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 tura, 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 Brahmanic and the tantrika function of the rightist school of the Tantrasastra. 
Instruments, equipments and other sacrificial appliances, which are advised here to make 
and utilise, are strictly limited to the leftist ritual functions of the Tantrasastra. Avadhutas 
( 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. 
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C H A P T E R V 

THE TAKTRA-KARMA, OR CONSTRUCTIOM FOR SIXFOLD OCCULTISM 
\. The end of leftist occultism : 

There are two main wings of the Tantrika culture. The rightist culture ( daksiip-
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 
( bijamantras ) of specified deities, supposed to be the tutelary Gods of those clans. The 
Tantra-Sastra 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 Puranic 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 
esoteric 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 Sastra; 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. Pratikfti: 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 "vaSyakarsanavidvesa uccataScaiva maranam" etc. To exercise some of those 
magic powers, a tantrika often requires either an image; or anobject of those things, animate, in­
animate and divine. As they are secret ritual services, some of their functions should obviously 
be done secretly and an open image of wood, stone, metal̂  clay etc. is neither applicable 
nor advised there. Sometimes they are made on the 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.̂  

It 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 i.e. sattva 
(intelligence ), rajas ( action ) and tamas (ignorance ); or esoterically the divya (divine), the 
vira ( heroic ) and the paSu ( dominated with animal instinct). Different styles and types of 
rites are prescribed for the different orders. Devouts of the divine grade require no 
concrete form 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 iaktiplthas. 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 compulsion of definite days, stars and fastings, 
is not always a must.' 

3. The lekhya-pratikftii or the painted and inwrought images and tantrika yantras 
and mandalas. ( 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 jatkarmas, 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. Tliey are consecrated ritually, celebrated and 
installed inside the temples for daily and occasional worships.* 

4. Lepya-pratikrti: 

The technique of making a 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 Indian craft; 
figurative as well as constructive, dealt with in the later works.® 
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The tradition of making a lepya-pratikrti ( makuig images on plastered scrolls, or 
rolled up plastered canvas ) is yet dearly cherished in hearts of the Bengal School of Indian 
Arts. One may yet find lepya-pratikrtis in some houses of orthodox tantrika families, Uving 
in villages of Birbhum, adjacent to Santiniketan, West Bengal, India. 

In addition to the image-scroll and the landscape scroll; the lepya-pratikrti serves another 
great purpose. It is an appropriate base to draw a multi-lined and fine-lined diagram with 
as many numbers of bljas ( 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-raandala, navanahha, navagraha-mjndala etc, as well as the Sriyantra, 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 ends in the paiicama patala ( Chapter 
V ) of the Picumata'wilh 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 
6lh. and the 7th, patalas ) have little direct relation with the artistic handicrafts. They may 
be considered as exteniions, or appendices ol the Pratimalak§a)na ( Characteristics of Image-
making ); which narrates the characteristic features of those deities, who are worshipped to 
gain success in the desired sâ karmas. 

5. Society), Civilization and Culture, revealed through the Picumata, Brahmayamala-tantra : 
( i ) There are two broad sections of the tantrika culture ( kulacara ? );-the Rightist 

and the Leftist. The term Kulasastra for the Tantra-sastra, 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 Mas 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 identity are yet traceable through their individual 'Kuldcdra' ( 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 
Kulaiastra;—th?it 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 
practicesof some leftist tantrika sects. To a member of the leftist school of the Tantron 
toa,the way of life and the system of a tantrika function, generally run through a quite 
opposite direction, than that of the rightist one. They even perform their ritual functions 
by their left hand instead of the right one. It is, 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 oflife 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, namely ( i ) vaSikarana ( subjugations), ( i i) uccatana ( uprooting, or 
over-throwing ), (iii) vidvesana ( causing hostility ), ( iv ) marana ( killing ), ( v ) stambhana 
( paralysing ) and lastly santi ( peace ). Even the peace-granting Gods of the leftist cults, 
are not very much placid-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, mules, wolves, viper«, 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 other 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. Mentificalion of the Tura, valley, anthropological history oj the people living there and the reflection 
oj 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 Meghalaya, 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 Garo* 
Hills District, with its population 40615 and the head quarters 'Tura' and (iii) the united 
Khasi Jayanlia 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 Faiih-conflict, or in search of belter habitation; they 
migrated to the hills and wood-lands of the Himalayan belt in India, following the traditional 
land-route to India via Nepal. But this assumption is not sufficient enough to take them 
for granted as poshive followers of Indian Tantricism; yet we mark some common charact­
eristics in social and religious lives of the both streams of people. 

( i ) 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 ^akatala, 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 there to be the supreme God; who may grant all 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 §atkarnw, 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 avadhutas, 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 virds. In the image of Bhairavanatha and 
some of His associates and subordinates, we may mark a reflection of Avalokitesvara arid 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. 

î iii) In the ritual culture of the Garo-people, the conception of all-auspicious and all-
powerful supreme God acts supreme. Other gods are there like glostly and malicious beings; 
who'generally harm and terrify men. IDakinls and Yoginis in the TantraSastra 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 IDakinis 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, AvanlJ, Vidarbha, 
KauSambi, KoSala, Prayaga, Kasi, Magadha etc.^° Association with the names of Tura and 
Jaintia (Jayanli 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 ^re 
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gross and others are refined and established on rational, philosophical and scholastic proposi­
tions. 

(iv ) Reflection of the Turn-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 tliem have nearly the same common characteristics. 

Alike the name of Bhairava-Picu; the name tura too, is an uncommon word. The 
word, 'Picu', 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 'tura' is also used in the 
Vedic text in the senses of strong, powerful, rich, excellence, abundant etc. It is also taken 
as a name of a preceptor and a priest in the Tanĉ ya Brahmana. 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'tura' in which it is applied here. It 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 and were considered 
a sister culture of those early migratory tribes; who made their way to India, fromeither 
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 Aryan 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 5ih. 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 Tura. 

The exact implication of the word 'tura', is made nowhere clear. Whether the 
particular word 'tura', 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 
TOrayaga; or a place, that looks geographically like a 'tura' ( a skull-basin ) is, not certain. 
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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 Kamarupa ( Assam ), a celebrated place of the esoteric culture, for both the 
wings;-thc rightist and the leftist. 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 tura, the Tura-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 lines 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 if a member of the Vedic Faith desires to 
worshipany of the five principal Gods; i.e. Siva, Visriu, Sflrya, GaneSa and Durga along 
with all their associates and sub-ordinate deities. 

The art, the habit, the way oflife, technology 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. 
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C H A P T E R I 

ART OF ALIMPANA ( ALP ANA ) & ARTISTIC HANDICRAFTS 

1. Tradition of the dlimpana-Hlpa in India : 

Poets suggest beauty with the aid of words and senses, relî hable audibly and 
audio-visually by those; who can speak, read, write and taste Beauty of a compositon; 
conceives Indian Poetics. "Silpins ( 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 Sukracarya. 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 handicrafis 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. ( i i ) Tlie Vedic style of geometrical art, adumbrated in the 
Sulva-sutras, for constructing sthandilas, mandalas etc. (iii) The Tantrika ( Esoteric ) art 
of socio-spiritual style in the nature of ornamented yantras and mandalas. (iv) The Pauranika 
( mythic) art of ornamentation, a mixed style of decorative art, combining the Vedic, 
Pauranika 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. 

3. 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 made. 
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, the lifê  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 developing on gradually 
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 ol 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 lire 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 liala-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, proksanx-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 Sutras. Kusagrassis 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 Brahmana's 
all-round proficiency in any sacrificial function. Asa result of it, in the course of time, in 
India; the word kuSala (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 Sutra-literature,-particularly 
the ^ulva-sutra. 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 time 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) Camasa—It is a spoon-like wooden or golden 
( silver and copper also ) instrument to offer caru ( milk-baked rice ) or ghyta ( 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 udgatp 
( who chants hymns in the sacrifice ), it is triangular; for the yajamana (the performer of the 
sacrifice ) it is flat etc. They may be made of any sacrificial wood, like palaSa ( Butea 
Frondosa ), vata ( banyan ) and other sacrificial wood, as told above.-̂  

( i i ) Juhu : It is 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 musala : 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 particularly to grind 
paddy for the purpo.<'e of separating husk from paddies. 

The musala 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 
udukhala to make rice out of paddy, which is to be used to prepare milk-boiled rice for the 
caru in a sacrifice.* 
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(v) Sruc : A kind of sacrificial utensil, like a big spoon with a round cup-like part at 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, it is 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) Yupa, or Yupakastha : 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 a sacrificial animal, or to celebrate victory; ornamented with 
the circular crown on the top and damaru-like ornamentations in the middle.̂  

(viii) Hala : is to be made of bata ( Banyan ), saptaparna, gambhari ( gararia 
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 Sariihita.' 

(ix ) Surpa : A kind of flat basket, used to clean husk from rice produced by exercising 
udukhala and musula for the purpose of sacrificial milk-baked rice (caru ) to be offered to 
indicated Gods as a ju§ta ( 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 rituals 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 Tantra^astra. 

5. Departure of the Tantrika technique in making crafts from its Vedic parallels : 

^ruti is the other name of the Vedas. Traditionally Sruti has two wings : ( i ) the 
tantrika (tantrikl) 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 Sakha ( branch ), Carana ( foot or volum e ), respective Brahmanas and Sutra 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 from 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 II/4 
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CHAPTER II 

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 Purana 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 Purana, in addition to telling the cultural 
History of a certain stream of Indian people, advises a balanced way of life; that one or some 
working and trading classes, should undergo to explore the forgotten date from Iheir birth 
to death. Titles of those Puranas 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 ChristianEra, 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, Avaha t̂a and other 
regional languages, in which our Manuscripts, Inscriptions, Goins, Images are wrhten, trans­
cribed and inscribed originally. To depend more in the second hand foreign translation than 
the first-hand knowledge in those original source materials and languages often deludes 
a student of History to reach the finding. The first-hand 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 between Purdna and History : 

History is a vast subject according to Indian Convention, observes Kautilya. Puranas, 
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 paficalaksana or the daSalakgaina ( five or 
ten characteristic features ) of the Purana-sastra, as discussed previously in volumes I and II 
of the present work. By five characteristic features of the Purana-Sastra, we may have;— 
( i ) sarga or the order of evolution and creation; ( i i) pratisarga, or the process of secondary 
creation; (iii) vamsa or genealogy, (iv ) manvantara, or the period of each Manu's rule, 
covering a period of 4,320,000 human years approximately; and ( v ) vaifasanucarita, 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-
Puraija ( Subsidiary Purapas ) 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 Pauianika 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 Nanda dynasty ) 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. Begiiming from the decline of the ^aiSunaga 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. G. But it was not indicated what kind of the year, it was. 

There are ordinarily four kinds of the year-count; ( i ) The Sauiavarsa or the solar 
year; (i i) The Savana-varsa or the consecration year; (iii) the Candra-Vaisa, 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 Ircm 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 hoi as, or daindas 
make a complete day. Time-limit of a star is generally sixty nadikas or dandas. 
which make H star-day. There are iwentyseven stars in a month and such twenyseven days 
make a complete star-month. Therefore 27 x 12 = 324 cr 325 days make a full star-year, 
which is less by 40 days from the solar year of 365 days. Months are called after (he names 
of stars, like Asvini, Bharani, Krttika etc. The star-year commences from the month of 
S^vina and ends with the month of Bhadrapada. They make the ^arad IJtu or the Autumn 
season, the word '^arad' is also a synonym of a samvatsara or full year. The star-year is 
appropriated to determine the terms of the life-time ( ayu^), judicial order of punishment, 
financial under-taking, transfer of property, settlement of a mortgage, 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 
pak§as, 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 2̂  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 ( i ) one, beginning from the first day ( Kr§na-
pratipat) of the dark fort-night and ending on the full moon day, is called the mukhya-
candramasa; or primary lunar month. The other is the gauna candra •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 srjldha ( first death celebration ), ( abdika— 
sapinda-karana sradha celebration ) ( the yearly death—celebration ); celebration of 
Gandrayana-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 qrdinarily 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 savana 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. Thepresum-
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 Pauranika 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 ̂ una ŝepa, 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 Brahmana-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 Visiiu-yaga, the 
Prajapatya, the Rajasuya, the Vajapeya, the Darsa-paur^amasa, the Istapurta and some 



54 ELEMENTS OF INDIAN AESTHETICS 

other sacrifices; construction of the Kunda, the sthandila, the mandala etc. in the nature of 
ornamented Geometrical and Graphic style are advised in the Brahmana and Sutra 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, lucidity and 
correleting injunctions. 

( i ) The Vedi or the sacrificial altar : 

The technique of constructing an altar is adumbrated in our sulva-sutra. 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 people. As a result of long termed sacrifices, they found chunks of baked 
clay, I§ti 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 hotf 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, Visnu 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 ot flour and 
five kinds of food-grains,—i.e. dhanya ( paddy ), yava ( barley ), tila ( sesame ), mudga 
( kidney-bean ) and masa ( a kind of yellowish pulse-grain ) with the design of the sarvato­
bhadramandala 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 ahar 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 is indicated lor sprinkling 
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 sacriflce is offiered 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 burning sticks. This artistic style of 
celebrating either a social or a ritual function is more or less, yet observed almost 
everywhere.'̂  
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( i i) Kun4a 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 5ulva-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 Turayaga, 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 from^ne 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 tantrika 
rites-̂ .̂ The Tantrasastra prescribes nine kinds of Kundas indicated for nine diff'erent ritual 
functions; as ( i ) the caturasra (the square ); ( i i ) the ardhacandra (the semicircular or the 
half-moon-like ); (iii) the trasra ( the triangular ); (iv ) the sadasra ( the hexagonal); ( v ) 
the padma (the lotus-like ); ( vi) the vartula (the circular ); (vii ) the aŝ asra (the 
octagonal); ( viii) the yoni (the female-organ-like one ). The VaSisthasarhhita prescribes 
eight Kundas; but the ^aradatilalca advises nine, dividing the complete altar by 3x3 = 9; 
placing eight Kundas, 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 a seat, made of the Kuiiagrass. 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. 

(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 sQtra-texts and the tantrika diagrams in the numerous 
tantrika works of all tantrika streams, ^aiva, ^akta, Vaisnava, 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 soul's 
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 maindalas, within the route of six spiritual centres, called spiritually 
the §at-cakra, or six spiritual centres. It is ritually a Pitha (seat ) made of light, flushed 
out into desired colours and sound vibrated in forms of Varnas (letters of alphabet) and 
bijas (the mystic syllabic sounds ), inside one's own inner 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 Tantrasastra. 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-bhadramandala : The basic structure of a'most all sorts of mandalas is, 
either an eight-petalled lotus; or a svalpa-sarvatobhadramandala. 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 Pauranika. 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 of the 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 KeSaras ( 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 Kekra. Circumscribe the diagram 
first with a circle touching equally tips of each petal and thus the bigger circle is to be 
enclosed by a square, touching at four midpoints 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 angles on each corner. Erase 
three blocks (3^1 = 4) to make corners. On each side there should be outer doors by 
2+4 = 6 blocks on all sides. By the 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 ôbha by 
4 blocks and an upasobha 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, Kesara 
by red, petals white ( for Visnu & ^iva ), joints blue or black; inner womb ( pitha-garbha ) 
white; feet of the pitha by red, the outer body ( pithagatra ) by white. On the vithi (the 
flower-lined lanes ) draw flowery kalpalata with all possible colours. Oufer doors white, 
the Sobha ( beauty ) red; the upasobha yellow and corners black. Finally 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. 

( i i ) JVavandbhamandala—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 sidevvays styles 
the four vacant corner-blocks of the same size ( of the lotus), now should be filled up with 
four svastika signs. This makes a navanabha-mandala with five lotuses and four svastika 
signs.̂ ® 

( iii) Pancahjama^4cda—li the navanabhamandala, as described above, has four full 
Moon signs in places of four svastika signs; it is called a paricabjamandala or the symbolic 
diagram of five lotuses. It is 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 III, of the present volume; relating to the symbolic gestures and images of nine planate 

8 II/4 
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Gods, by four on each row; Soma, Mangala, Budha and Brhaspati; by the first row and Sukra, 
Sani, Rahu and Ketu by the fourth row; with white, red, blue and yellow, (by the 1st row) and 
again white, black, blue and smoky by the 4Lh row; leaving two midlanes of two smallest 
blocks for lotus-creepers with buds aiid 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 safflovver and other prescribed colours, as indicated when 
describing categorically characteristic features of those images and symbols in the Parts II 
and III 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 II 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-jagamandala—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-maiidala ( i ) the circular style and (ii) the square-style, 
Both of them may be divided into two by the injunction of the Rite;-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 small 
blocks within the square. To make a circular sixty-lbur-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 81-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 = 8l-petalled lotus as told above. 
Circumscribe 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, ( i i ) the 
Sarvatobhadramandala, (iii) 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 
sarvatobhadraniandala, 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-ful of rice; at the top of th^ ^hata, 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 Vastuyaga. 

Decoration for the Visnu, the Rudra and the celebration of other sacrifices—To 
ceremonize a Visnu-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 systems;—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-
bteathing 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 wiih 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 with regional & seasonal flowers; auspicious 
trees, like plantains, mangoes; devadarus etc; plants like tulasi, paddy, barley etc.; animals like 
cows, horses, elephants, deer, hons 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, setting and covered 
with clouds. In a word, every thing that makes one's own mind holy, happy and transparent 
and the atmosphere agreeable in all respect, is the appropriaite object of the ornamental 
Art in India, beginning from the dawn of Indian civilization. 
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C H A P T E R H I 

THE TANTRIKA ART OF ORNAMENTATION 

1. Tradition of ornamental Art in the Tantra-sdstra 

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 
DraviBian 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 ol the 
automatic respiratory system of a man. Whether those two early cultures had appeared one 
after another, 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 hfe and had either been digesied by the more strong and 
culturally 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, coveiing at least two and halt iliousand years or more 
than them. Some of them record primitive ways and modes ot hte prevalent among early 
people and some bear characteristics of a iuUy 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 Pauranika 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 Pauranika, is so minute that it is very difiicuU to determine distinctly, 
what is what. Where as the Vedic culture, not only believed in the multi-God concepts; hut 
also believed in personifications of different exuber.Mices of Nature and Natural Powers. The 
Tantrasastra, on the contrary, believes that the tantrika Gods may spiritually be visualized and 
meditated as the representations of supernatural, supersensuou?, 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-sastra than the Vedas and Puranas. Even the Folk-Art 

Oxnamentation is sjffi.iendy 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 had fully matured in the classic age of India as explicit in the works of early 
poets and dramatists, like Bhasa, Kalldasa, Sriharsa etc. Ornamented borders and 
background, as advised in the Natya-sastra, the Citrasutra, the Visnudharmottara 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 if it smileŝ  To 
console his agrieved mind, when King Dusyanta, makes a life-hke painting of his beloved 
^akuntala 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 Sobhii'; 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 Bharatasariihita, the Matsya-Purana, the Visnudharmottara 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 crafts 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) alankara ( ornaments ) and (iv ) sanjiva ( 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 
fatigue. 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 §a1;cakra culture;—which advises the Psycho-spiritual process to lead the 
Individual 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 as to uplift and unite the individual soul 
{ the jiva- îva ) with the Universal Soul ( Parama- îva ) resting permanently in the core of 
the thousand-petalled lotu«, 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 vJra ( hero ) and 
the pasu ( 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-kundalini ( Serpent power ) 
and six lotuses blossomed; suggest six spiritual centres, called ( i ) the muladhara, (ii) the 
svadhisthana, (iii ) the manipura, ( iv ) the anahata, ( v j the vî uddha and ( vi) the ajna; 
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 bahyapuja ( 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. 
anima ( mystic power of an atom ), mahima ( mystic power of the greatest being ), garima 
( mystery of gravity), laghima (mystery of lightest ones), prapti ( mystery of universal 
attainment); prakamya ( mystery of plinly ), isitva ( universal lordship) and va îtva 
( 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 Pranayama 
( 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 
ornamenting 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 Gariga, 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 peither 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 generations. Almost aU 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 Sat-Cakra. The Ornamental lotuses 
which they draw, are generally four, six, ten, twelve, sixteen, two and thousand-petal!ed 
( innumerable ones ); as shown in the plate, picture of the spiritual goal. 

To draw a design of the Ornamental Art, Indian artists generally follow the same 
basic 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 oJ 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,-Gupid, 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 is a 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, representing Siva; or the Supreme God; in the limiiles.s, boundless 
and timeless space. By the side 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 
points. 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, 
mixed 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 bindus of Kundalini, 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 insepurable Sakti, 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 iheir 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 it 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 equiUbrium, 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 opposite 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 move round the Para-bindu like a line of dazzling 
milkyway, esoterically interpreted as the Bindu-pata, or the ^akti-pata. The ornamental 

, Art ol Rangoli is, therefore, the combined symbolic science of cosmology,, and spiritualogy. 
:Un-ripe tantrikas often mislead people, misinterpreting the cosmic mystery as an reverse 
sexual intercourse 

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

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 suprasensuous and superna­
tural ) 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 'a' to 'ha' ( 3T-^J^) suggesting the number of 
brain cells. Above the coils, there are ten series lotus-petals, each containing five or ten 
letters of alphabets, suggesting similar brain cells, completing the figure with five hundred 
spiritual divisions as explained above. If 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-siva to enjoy the all-blissful and happious 
rest. To reach the final goal, the individual soul has to cross six spiritual centres or §atca-
Jcras; 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-designs of the §a{-cakra {six spiritual centres) in the art of Alimpana (alpana): 

\ ( i ) The mulddhdra-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, ̂ a, Sa and Sa of golden colours, 
beginning from the south-east petal to the south-west petal; by the right-hand turn. By 
the right-up corner, resides Brahman, united with his ^akti ( Energy ) and in the centre, 
the svayambhu-linga (the symbol of the jivasiva ), that rests there clung by the serpent-
power in three and half coils, seated on the airavata (the heavenly elephant), and the 
letter *1' {^)m 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-kup^alini, to give her 

9 



-66 ELEMENTS OF INDIAN AESTHETICS 

spiritual journey a start.̂  (ii) The Svddhisthdna-cakra is indicated by a' six-petalled 
lotus. Taking the letter 'Va'; the subtle seed of Varuna ( 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 Kujndalini with its stalk. Draw by the centre the image of Vi§nu 
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 Garu^a 
with his eternally united ^akti assuring chequered enjoyments, booked for a devout there.̂ '* 
This is the svadhisthana-cakra. (iii) Maiiipura-cakra. Draw an equilateral triangle with 
the letter <c ( 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. Circumscribe the triangle 
by a white cereal resided by the Fire-God ( Agni) united with his ^akti Laksmi. Dividte 
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, dha, 9a, 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 
Maijipura lotus. Here all happiness of the Heaven is assured". 

(IV a ). Hjdaya-padma ( The eight-petalled heart-lotus) is a symbolic nerve-centre, 
called the heart-lotus, supposed ritually as to be the seat of jiva- îva or the soul, looking 
like a candle-flame, but the Tantra-yoga-̂ astra is not in favour to imagine an additional 
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 
heavenly smell and illumining its entire atmosphere.̂ ^ 

(IV b). Andhata-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 (?i), the Vayu-bija in black at the centre, seated on a stag. DraW 
again another circle touching all the exterior angles of the hexagon. On the right-side exte­
rior upper angle, install the image of ^iva united with his ^akti. Draw twelve petals, two 
on each exterior angles of the hexagon and put letters of alphabet Ka ( ) to tha (s ) 
serially on each petal (1 Ka, 2 Kha, 3 Ga, 4 Gha, 5 Na, 6 Ca, 7 Cha, 8Ja, 9 Jha, lOfsi, 11 
and 12 Tha ). Below the downturned lower triangle, the jiva, as a swan-like flame, burning 
calmly, on the pericarp of the above-mentioned twelve-petalled lotuŝ ^ is to be made. 

{V ) Viiuddha-cakra, or the sixteen-petalled spiritual lotus : " 

Draw a bluish white circle, making the candra-bija hain ( f ) seated on Airavata (the 
heavenly elephant) at its centre. Touch the circle by three sides and draw an equilateral 
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 Arddhanari^vara, 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 Ati (a, a, i, i, u, 
u, r- rr, 1, 11, e, ai, o, au, arn and ah ). This is the visuddha-cakra'*. 

( V I ) Ajm-cakra, or the two-petalled spiritual centre 

The representative diagram of the Ajiia-cakra is a two-petalled lotus with its two 
petals right and left side ( ? ) having the last two letters of an Indian alphabet ha ( f ) 
atid ̂  ( k§a ). 

Draw a circle with a radius approximately of 3 cm. radius. Bisect the radius and 
taking 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 ( <f ) above the upside-down triangle, by the side of the all 
white Siva-linga of the Santyatita 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' ( ^ ) and by the right hand put Kga 
( 83 ). All these, make a complete Ajna-cakra. The tri-coloured line, that bisects the circle 
into two semicircles, is the route of Kula-kundalini to the way to sahasrara. As she receives 
here the order to go there, it is called ajiia (the order to cross the final hurdle' .̂) 

The Svacchahdasaifagraha:, describing the state of the region, beyond the Ajiia-
cakra; tells that it is beyond the samasti, or the cosmic region of Ajna. 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 Santyatitakala ( SantyaliteSvara ) resides with his five heads and 
ten arms, as bright as a mass of lightning. By his left is his Sakti ( Energy ); Santyatita, 
Mononmani etc. Surrounding them there are the four lower Kalas; Santa, Vidya, Prati§tha 
and Nivrtti. Each of them has five heads and ten arms. They are also ornamented with 
$ve 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 isNibodhikawith her Kalas;—Bandhati, Bodhini, Bodha, Jiianabodha 
and Tamopaha. Above them, there is Nada with its five Kalas;—Indhika, Recika,tJrdhvaga, 
Trasa and Parama. Above all of them, on the lotus, Isvara reigns supreme over a hundred 
million Yojana extent, luminous as ten thousand moons. Isvara is five-headed, having 
three eyes on each head. He has matted-hairs and trident (triSula ) in a hand. On His lap, 
there is his Sakti, Orddhvagamini. Since He is anuttara ( beyond whom nothing prevails) 
and urddhvaga ( who can go to any length upward ); He may go to any length, if 
there is at air'. 

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-petalled lotus, inha­
bited by twenty series of letters of alphabets within the ten series of coils and petals 
(.10x2 = 20 and 20x50= 1000). Letters of alphabets are practically the visible forms of 
invisible Kula-kundalini. 



68 ELEMENTS OF-INDIAN AESTHETIC 

8. The six'petalled lotus of the Turd 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. and vertices falHng quite on the opposite side, 
making a figure of hexagon. The bases of the,two triangles, which form a hexagon;.are to 
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 hexagon 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 circumference 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 goldeii 
filaments. On the pericarp first smaller lotus the bijamantra of the desired deity, as indica­
ted in the Picumata, Brahma-yamala, is to be inscribed with the saffron. This is in other 
words, called the turayantra '̂. 

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 Tantrasastra, above to the t̂h century A..D.; but on the ground of internal 
documentary evidences, the approximate upper and the lower limit of the Tantra-iastra may 
be fixed between 3rd to 5th century A. D.; prior to the age of Kalidasa and not below the 
time of compiling the Natya^astra. 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, Tantrasastra is divided into two Streams; Agama, the thought and 
knowledge told by Girija to ̂ iva and Nigama the teaching of ^iva to Parvati.-"^ 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 disorders, 
and finally made India their holy Home. 

9. The Beauty circle or the ^rl-Cakra : 

The ^ri-cakra or the Beauty-circle is one of the most difficult cosmic process of 
creation (srsti), existence ( sthiti) and destruction (saihhara ) 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 ^rx-Cakra, the Yoginihrdaya-tantra states that the 
cakra (the Beauty circle ) has thirtyseven divisions, as per the thirtyseven letters of Indiar̂  
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alphabet (Vowel—5); Vargiyavarna—5 x 5 = 25; ^, S, S,H, L, Ksa & nadabindu, = 7 = 37, Ya, 
Ra, La, and Va are left, since they are extensions of i, u, r and 1). They indicate 36 or 37 
basic elements, accepted by the Tantra Philosophy, The thirtyseventh letter, nada-bindu, 
indicates the Santyatitakala ( 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 ( i ) The central point, the triangle and the hexagon 
compose a Saifahara-Gakra. The circle of the final consummation,—in which everything 
created, return back in a count down process. ( ii) Outside the saihhara-cakra draw two 
sets often 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, di aw 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, outside the two levelled construction, draw three consecutive circles with 
appropriate distances of one, two and four cm; 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. Tlie complete figure is to be circumscribed by 
three circles indicating three planes ( bhugraha ). Outside the planes, draw four doors with 
proportionate corners. This final stage is called the srsticakra. Here ends the mystic 
Beauty-Gircle.2^ 

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, Lalita, the residing deity of this Beauty-comb dispels the mystic 
veil of creation, maintenance and destruction. The ^ri -yantra is reverentially worshipped, 
not only by common devouts; but it honourably is worshipped even by the absolute monist. 
His Holiness ^ri ^ankaracSrya and almost in all his holy monasteries, including the ̂ rngeri 
mâ ha, Her symbolic diagram or the ^ri-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 alpana 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 Tantrasastra and the Purana-sastra are virtually the two parallel streams of the 
subsidiary studies of the Vedic. The Puranasastra has five or ten broad topics, related to the 
characteristic features of the Sastra, as told above, like Sarga ( creation); Pratisarga 
(secondary creation ); Vaihsa ( Dynasties); Manvantara ( Periods of each Manu ) and 
Vamsanucarita ( History of each dynasty i.e. the Solar, the Lunar etc. ). For the eighteen 
Mahapuranas they are ten, as ( i) Creation; (ii) Process of the secondary creation, (iii ) 
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 Of soijrce of the Cosmic Process and ( x ) the Final retreat. The approach of 
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the Purana-Sistra is therefore, more mundane than celestial and spiritual; but function of the 
Tantra-sastra is a bit different than that of the Purana-Sastra. The functions of the 
Tantrasastra are equally distributed, according to the three major celestial orders;—sensuous, 
super-sensuous and supra-spiritual,—as explained by five grades of spiritual progress, or 
the planes for the cumulative journey for the life Divine. The Tantrasastra pays equal 
interest to the three grades of a life—the practical, the intellectual and the spiritual. Instead 
of five characteristic features of the Purana-sastra; the Tantrasastra prescribes seven for it, 
paying equal attention to individual, ritual and spiritual progress of the mankind in general;' 
irrespective of the Brahtnanic, 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 ( continuous ritual an 1 
spiritual culture to and to be confirmed in such a divine attainment); ( vi) Satkarmasadhana 
( materialisation of the sixfold malicious and prosperous tantrika requirements ) and ( vii) 
Dhyana-Yoga-caturvidha ( Four-fold meditative and spiritualistic exercises and culture ).̂ -
The Tantrasastra preserves and records History, Literature, Vocational education of all̂  
working people of socalled high and low castes; Philosophy; Social & Ritual cultiire 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 digested by our liberal and generous civilization and culture. 
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CHAPTER IV 

ORNAMENTAL ART AND CALLIGRAPHT 

1, Position of Calligraphy in the Ornamental Art of India : 

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 
ouly catch our sight by the form of letters;'lipilaksya-vigraha*. Practically all the letters of 
the alphabet are the different forms of Kulakuipdalini and the various styles of the tantrika 
yantra, mandala and cakra are the different positions of her. She is virtually Vargiarupa. 
( She has no form other than'letters of alphabets and colours). 

' 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.̂  

Each letter of Indian Alphabet has its individual sense and significance, as explained 
in the Paratrim îka. 

The inconceivably mystic nature of Parama ̂ iva in the major schools of Tantra 
Philosophy; the ^aiva and the ^akta, is like that of the mystic unit of Mass and Energy,— 
which has three inexplicable potencies; Jnana ( 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 ^iva, comes first and the last letter 'ha% represent­
ing ^akti 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 'aham', joined by the nada-sound 'm', representing esoterically the 
Greatest whole, or the Omniscient One, It is esoterically called 'Aghora', whom the Vedanta 
Philosophy proclaims as Brahman, in which the trio of ^aivism, ̂ iva. ̂ akti 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.̂  

Parama îva—ever united to his ^akti, in a Two-in-One compact, is considered to 
be I the origin of Matrkas, from A ( ai) to ha ( ^ ) evolved as a result of oscillation, produ-
;cing the sound 'Aham', in an urge of His Will. The Will-Power branches off into the 
two component parts,—Jnana and Kriya. Jnana-̂ akti is the origin of 'ahaihkara', a 

10 II/4 
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compact of manas (the mind ), buddhi or citta, intelligence and ahaihkara ( ego ? ); from 
which evolve five jnanendriyas (sense organs);—the eye, the ear, the nose, the tongue and 
the touch-organ. From the Kriya-§akti 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 ( ar ) to am ( arq ) 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 ( s r : ) , represents ^iva-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 ^aktitattva. It is the conceivable universe of reality and 
potentiality in the nature of the subtle earth-substance ( Ksiti-tattva ) to Furusa or Self, 
evolved in twenty five sonant symbolic forms; ka ( ^ ) to ma ( IT ). The antasthya group of 
four letters from ya (? | ) to V a { q) represent four supersensuous Tattvas ( Potentialities ) 
and the last group of five or six ( hot-sounding = ^ ^ ^ ^ ^ ) tail-letters from s ( ^ ) to la 
( ^ ) and Ksa ( ^ ) are the representatives of the supra-sensuous units of Mass and Energy 
({>iva and ^akti 

2. Philosophy of Alphabet and the Phonetic process behind the sound sprouts : 

Fundamentally, there is only one letter ' A ' ( s r ) , 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. 

31 ( A ) : — T h e primordial subtle sound, coming out from the navel centre 
involuntarily through the throat canal, sounds as 3i ( A ) and indicates anuttara and suggests 
the Transcendental Ego. 

arr (S . ) :—Expansion of the same sound by the process of oscillation, in an urge of 
seeking Happiness. 

f ( I ) When the ar ( a ) sound comes out touching the palate, it sounds as 5 ( i ) 
and indicates desire ( primordial w i l l ) . 

f ( I ) the long-sounding f ( i ) suggests *Lord-ship'. 

3̂ ( u ) When the same a-sound comes out touching and bursting out the lip-joints, it 
is *u'; that indicates the unfolding of the creative process. 

3; ( u ) is the long sound of ^ ( u ) that indicates a feeling of insufficiency (unata ) m 
Self, tending the desire to multiply His own Self into many. 

r 
55 & 5|5 ( ^ & r ) The same a-sound that comes out touching the cerebral palate 

converts into 55; ( R )-sound. It represents will, in twofold coils resting in the cerebral 
Luminosity inspirited with the neutral thought and no latent tendency. 





ORNAMENTAL ART AND CALLIGRAPHY 75 

^ & ^ (I , 1) in the same way, when the a-sound comes out, touching the teeth, 
2 

produces j ( ^ ) sound. It becomes ^ (1) when sounds long, indicating the restful position 
restored from the function of creation. 

q ( e ), the e-sound is produced by joining two letters a ( ) and i ( f ) in the form 
of a triangle, suggesting a united equilibrium of Wi l l , Thought and Action. 

^ ( a i ) , 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 q ( e ), adds the potency 
f { I )=aisvara (lordship ) to the afore-said equilibrium. 

^ ( o ), the o-sound is produced by joining 'a' ( sr) and u ( ^ ) and the form of the 
letter would indicate an expansion of ar adding the symbolic sign of sii ( a ) 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 art; the letter aft 
may be drawn. The second curve on the top of letter, is the indicator of an extra ar to ^ = 
[ ( 31X ^ ) -t- ar or arr) ] . This trident-shaped letter is called the triSulabija, which indicates 
an upward revelation of the triple force,—Will, Thought and Action. 

atq ( ' ) It is the sign of nada, the first prodiK^ed sound-sprout that suggests the first 
exposure of the intuitive function in the Paramount One, towards the cosmic process. 

ar: (:) The letter visarga of two points ( bindu ), suggesting ceasation, or stop of a 
breathing. It has been told above that fifteen letteis, A (ar) to Am (srq;̂ ) represent fifteen tithis 
( days) as well as the senses explained above and the Visarga, the sixteenth one, is the 
representative of ^iva.® 

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 ^iva—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 Vacya and the secondary, or Lak§ya 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, ( i i ) the palatal, ( i i i ) the cerebral, ( i v ) the dental, 
( V ) the labial and ( v i J 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 (^5[n ) = 5 Mahdbhulas = 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 fullness; 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 'a»-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 
' K a ' ( ). By the same way, if it is pronounced with greater accent ( mahaprana ); it 
sounds as Kha ( ^ ). When the Ka-sound comes out rubbing the wall of the guttural 
machine with moderate accent, it sounds as ga ( TT )• Adding greater accent (rnahapra^ia ), 
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 { ), 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 i ) Five letters of the Ca-group ( ) 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' ( §f), ja ( ^ ), jha ( 5K ) and na ( s i ) through the same scientific process as detailed 
in the analytical evolution of the ka-group ( ). Five letters of this group philosophi­
cally symbolize five abstract elements of five mahabhutas (tanmatras); i.e. Sound, Touch; 
Colours, Savour and Odour. 

( i i i ) Five letters of the ta-group ( z-^^ ) represent 5 active organs = ( Karmendriya ) : 
The letters of alphabet in the group of 'ta', called the ta-varga ( ); 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 {^^n) represent b sense-organs'. 

The evolution and function of the letters in the ta-group ( ^I^JT ) 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 ( ^^^^ ) represent 5 Tattvas: 

Letters of Pa-group (q-^ir) also follow the same scientific order to sprout but. The 
only difference is that here the original sound-force strikes two lips, suggesting in order, 
five letters by order of Manas ( mind ), Ahatbkara ( Ego ), Buddhi (intelligence); Prakrti 
(threefold unit of the basic function, Knowing, Doing and Willing ) and Purusa ( Self). 
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{vi)Four letters of the antyastha (tail ) ^r^^^-group suggest 4: supersensuous tattvas of the 
higher order, 

Four tail ( antyastha) letters—ya, ra, la and va are extensions of the palatal, the 
cerebral, the dental arid 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). 

( v i i ) Four or Five letters of the usmavarria ( hot letter group ) represent 4 or 5 Supraplacid 
bivinitieSt or states. 

The last four or five harsh sounding letters;—s, s, s, ha and I or fesa sprout 
out from the palate, cerebrum, teeth, throat and last letter Ksa, a joined letter of 'Ka» 
and y suggesting a union of the greater sky, by K a , from which other elements come 
up and iSvara the highest lordship by sa ( ^ ) also appears on our conceivability. They 
suggest respectively : Mahamaya ( Great Nescience ), Buddha—Vidya (the Perfect 
Intelligence ), Isvara (the Paramount Lordship ), Sadasiva ( Primordial, the cause of the 
Selfrealisation) and ^akti ( the Paramount Potency ).̂ *' 

"Be a divine one before you invoke Divinity. Attain divinity before you worship 
Divine ones ( devo bhUtVa devarn yajet)", is the well experimented concept of the 
Taintrika Philosophy and Spiritualogy, discussed above, what invariably requires an alpha­
betic body, symbolizing a unit of Light 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 ain abstract structure of eight spiritual centres, including the cardiac centre (lotus) 
of eight petals and the cerebral Centre (lotus), or the Sahasrara, with prescribed letters of 
alphabets on each petal of each Cakra, as exhibited in the complete structure of Sajcakra, 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 Alpana (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 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-
petialled lotus inside a maijdala. The principal deity resides on the pericarp of the lotus 
arid 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 oq. 
eight petals. They are : Ugracapda, Pracanda Candika, Candanayika, Caiida, Caip^avati,' 
Ga^darupa, Aticandika or Rudracanda.^^ 

Eight associate Gods have their own eight attending deities. They are, therefore, 
8 x 8 = 64 by number. They are:—Brahma^i, Gan^ika, Raudragauri, IndrS^i, Kaumari, 
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Bhairavi, Durga, Narasiihhi, Kalika, Ganda, ^ivaduH, Varahl, Kausiki, MaheSvari, ̂ ankari, 
Jayanti, Ka l i , Medha, ^iva, Sakambhari, Bhima, ^anta, Rudrani, Ambika, Kgama, 
Dhatri, Svaha, Svadha, Aparna, Mahodari, Ghorarupa, Mahakali, Bhadrakali, Karalini, 
Ugraca^da, Gandanayika, Ganda, Gandavaii, Gandi, Mahamoha, Priyaihkari, Balapramathini, 
Sarva-bhQtadamani, Uma, Tara, Mahanidra, Vijaya, Jaya, ^ailaputri, Capdika, Gaijidagha^ta, 
YoginI, Ku§ma5ida, Skandamata, Katyayani, Kalaratri, Mahagauri.^^ 

Outside the area of the eight-petalled lotus, there are fixed places for other deities;—r 
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 ^akta-school. Names of Gods 
and Goddesses differ as per the difference of Gods, Gults and Schools, they belong to. 
Sometimes in lieu of names of desired Gods their bijamantras ( syllabic symbols ) may a|§o 
be used. 

4. Study in Epigraphy and Palaeography in the TarUrasastra : 

Letters of Indian alphabets have their own norm and philosophy. Ghangeability 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. Gonceptually, each 
letter of Alphabet indicates significant positions and movements of Kula-kunclalini, which 
inspirits our physic and psychic body. The Tantra-sastra, 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 Svayambhu-linga in a three and half-fold coils. 
The present form of the first letter ( A ), in the Devanagari character, obviously a much 
later descent ot the Brahmi family, indicates the particular position of Kundalini. 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-linga, To cross the hurdle of six spiritual 
centres, Kulakundalini takes fifty different positions, as explicit in alphabetic shapes, l le r 
position inside the pericarp point of the muladhara-lotus, is alike the letter (1) in Nagarij 
Maharastri, Gujrati, Maithi l i , Bengali, Assamise and Oriya character, the later descents of 
the" Kutila-Brahmi and Siddhamatirka. In upper five pericarps of spiritual lotuses;--i. e, 
( i i ) Svadhi§thana, ( i i i ) Manipura, ( i v ) Anahata ( v ) V ikddha and ( v i ) Ajna; Kupdalini 
gradually takes five alphabetic forms in those ascending centres i . e. the form of a va (ef) 
in the Svadhi§thana; ^ ( ra ) in the mariipOra; q ( ya ) in the anahata, ^ ( ha) in the 
viSuddha, and prai^ava 3S ( O m ) in the ajna cakra. Resting for a-while at the ajna-cakra, 
Kulakundalini; then rises up direct to the Gerebral 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.^^ 

Kulakuindalini 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 takea to consideration as to be the various visible froms of invisible 
Kulakundalini. 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, maybe 
devised by turning, 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 origins, mainly devised by three basic techniques ( i ) the 
dot-dash, ( i i ) the conical and ( i i i ) the circular styles. The TantraSastra had long ago 
made a bold scientific approach to devise a standard script for the Tantrika alphabet as a 
branch of the Brahmi-Scripts family; showing scientifically how the different positions of 
Kulakund^lii^, 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. Epigraphic Art, or Lekhya-Kala : 

• 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. A n attempt to standardise a script-family was 
not successful, t i l l 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 TantraSastra made 
a bold attempt to standardise Indian Scripts in the Kamadhenu-Tantra, Varnoddhara-tantra, 
Mupdamala-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 Siddhamatrka. 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 : 
( ar) 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. 

( sir) A :—When the form of 'a' is extended to right side by a-line, it is a. 
f ( 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 ' i ' 

f ( i ) — C u r v e d by the top and the bottom triangular in the middle the foot 
looks—like an acute angle and either a triangle or a curve on the top. It is 'V 

^(u):—^Three curved lines by up, down and the midway moving right to left, 
make the letter 'u' 
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I , * ( Q ) :—Add a curved line by the left of the letter 'u'. This is 'u'. } 
56;(r):—The upper part looks like a curved hump of an ox, by the lower left 

side make a triangular figure and draw a st.line by the right. This is V 

5|5 ( r^ ) :—Likewise the previous letter write second one with a right-turned served 
fcibt to make a double accented R. 

^ (1):—Below a small perpendicular there is a curved coil and another w a v e -
like curve of a coil goes from the right to the left. This is '1' 

^ ( \ ^ ) :—Add another curved like sign to the lap of the former figure, it is '1^' 

q ^ e ) :—Making an angle by the rightside, a curved line goes to the left and then 
comes back to the right side. This is 'e ' . 

^ ( a i ) : — A d d a curved top on the figure of 'e' by the right side to write the 
letter *ai». 

^ ( o ):—Make an incomplete circle going from right to left, curved in the middle 
and below by the left. This is 'o' 

^ ( au ) :—If a curved line from the ' O ' point goes up and is extended a little 
obliquely it is *au'. 

3TĴ ( am ) :—Put a point on the top line of 'a ' ; it is 'am'. 

ar: ( ah):—By the right side of the figure a, put two dots, it is 'ah', 

^ ( K a ):—The letter ' K a ' looks like a ball of kadamba with three lines, by the left, 
the ri^ht and the base. A n 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 middle, 
this is 

; rr ( ga ):—Make the left line with a big point at foot. The right line comes down 
;belpw from the upper line and again goes up, this makes the letter 'ga'. 

-yU 'J ( gha ) : — A little curved left line comes down making a semi-circle towards the 
right side and going up and touching the matra, composes'gha'. 

1? ( na ) A line cOmes down making a pair of curves from the top to the bottom 
indicating three divine points and three basic qualities. 

sq- ( ca ) :—It looks like an egg-fruit hanging on a line. 
gf ( cha ) :—A line coming down first in a curved and circular way, and finally 

finished in a slanting line, makes a 'cha'. 

(ja ) : — A line, curving upwards and down-wards standing on a perpendicular, 
indicating Brahman, Visnu and ^iva, makes the letter *ja'. 

, (jha ) :—It is a triangular circumscribing circle, curving from the right to the 
left with a perpendicular on the lap; indicating the Sun, the Moon and the Fire, 

ST ( n ) :—With the shape of a circle, if a line goes from the right to the left and a 
straight line comes down obliquely to the left, it is 'iia'. 
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? ( ta ) :—If a line conies from up to down with the circular position at the bottom 
it makes the latter indicating the position of K u vera, Yamaand Vayu. 

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

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

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

or ( na ) :—When a line takes the form of a coil, joined by another line, going up to 
|dbwn by the left, it is the letter 'na'. 

. r r ( ta) :—Taking a point on the matra, draw a line down-ward making there a 
(semi ? ) qircle, from the right to the left to write the letter 'ta'. 

; : . s r ( 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'. 

^ ( da ) :--;DraW a line making two angles and coming down gradually, making 
a curvature i n the iniddle. 

( dha ) :—It is a kind of circle with the three points and three lines, curved little 
in the midway. 

• ' JT ( na) : — A big point by the left and a straight line standing up and down; makes 
a 'na' . 

T ( pa ):—Beginning from an angle, extended right to left of the left-hand line; i f 
the right-hand line goes up in a curved way, it is *pa'. 

• ( pha ) :—If the left line, coming down obliquely to some extent and then 
straight'to the base and again goes up making an anchor-like sign by the right, it is 'pha'. 

^ ( ba ):—It is a triangular line with a matra above it, 

*r ( 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'. 

?T ( ma );—It looks like a coil of Kundalini, joined by three lines and matras 
?j ( ya ) : — A line in an order of up and down, forming a square with a matra 

above It, makes the letter ( 'ya' ). 
- ^ ( ra ) :—If a line, beginning from the right-side and making a small circle, then 

coming down from left to right in two, meets the matra on the top, it is ra. 

( l a ) : — A line, making three coils, when goes down from the left to the right, 
form the letter ' la ' . 

q ( va ) I t is a triangular line meeting the matra at the top. 
Iff ( ^a ) : — A curved line coming down from the left to the right, making a cow-like 

figure, when meets the matra; it is '^a'. 
q ( 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'. 
11II/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. 

^ ( ha ) : — A line coming down making a curve and taking then a curled figure at 
the bottom, when goes up, it is 'ha'. 

5T ( l a ) 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 ^aiva school accepts 36 
letters in the alphabet;—5 basic vowels ( a, i , u, r and 1), 25 consonants of groups; ka, ca, 
ta, ta and pa, 4 hot-accented letters—sa, §a, sa and anusvara and visarga, suggesting 36 basic 
elements of the Tantrasastra. ya, ra la, and va, are not accepted as independent letters; since 
they are either the semi-vowels, or the consonants, extensions qf four primary vowels, 
excluding a ( sr),—i, h h and u. The ^akta school of the Tantrasastra 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 'la' 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. 
A l l these only suggest that the Tantrasastra had once made a bold attempt to make a 
standard alphabet for Indian people. 

Language and functions admissible for the Tantnka culture ': 

The Tantra-Sastra has its own way of exposition. It is appreciated as a mystic 
and subjective study, 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, (hey 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), 
Laksana (Indication ) and Vyanjana ( 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 
sandhabhasa, 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, Nepa l ; of M m . H . P. Jsastri.^' 

The Sandha-bhasa ( 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 sonie conimon chafac^eristjcs, 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, who are neither initiated nor authorised to 
that exclusively mystic culture. 

7. The concept of Vyanjana and the Abhiprayika Vacana : 

The concept of Vyanjana is not practically a later discovery, as it apparently appears 
to be. Anandavardhana ( 872—900 A . D. ) had 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 
Vyakaraga school since the time of classifying lettters of Indian Alphabets in two groups, 
Svara and Vyanjana. 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 irnage 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 inaudible subtle sound sprouts out 
itself. This is the dhvani of the Tantra-yoga-system.^* The concept of Vyanjana 
(suggestion ) has two broader stems;—•( i ) appearing out of Abhidha ( Denotation ) and 
( i i ) 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 not prominently, 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 
Vakrokti-school, does not require three kinds of words Denotative (Vacaka ), Indicative 
( Laksaka ) and Suggestive ( Vyanjaka ) and three kinds of senses; denotated (Vacya) , 
Indicated (lak§ya ) and suggested ( vyangya The Pirigala school of the Jayadratha-
Yamala-tantra, the other name of the ^iraScheda-tantra. under the Bhairava-Stream ( referred 
to in the Cambodian Inscription ) accepts the identity of three literary functions, "Vyangya-
Vyanjaka, Lakgya-laksaka and Vacyavacaka.^° 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 ^iraScheda-tantra. 
Does the Tantra advise how to behead a tantrika victim ? Mm. Gopinath Kaviraja in his 
Hindi work the Tantradr§ti, 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 
Ajiia 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 Kulakundalini leads the individual soul to meet the universal soul to the thousand-
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petalled lotus of the sahasrara. As soon as the Jlva-siva equates himself with Paiamasiva, at the 
highest spiritual plane; he becomes separated from the lower cosmic world below the eyebrow, 
or the medulla. Here the Head-part becomes separated from the Body-part and this is 
esoterically called as ^irascheda as per the Abhiprayikavacana. A l l the tantrika works are not 
always composed in chaste Sanskrit. Most of these are sanskritized from those particular languages 
in which they had once originally been composed. Example of stich basic languages, most 
of which were Prakrta by nature, with some incidental linguistic variation, inevitable due to 
the change of Time and Place; as evidendy explicit in the 'Gitimudra' of the Pifigala-mata| 
Jayadratha-yamala-tantra, some commentaries of the Saivite scholars on the Kasmira 
^aivism like the Isvara-pratyabhijna-VimarSini, the Paratriihsika, 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 different local languages in Ipdia 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 
Tantrasastra should, therefore, have an easy access to these source languages, from which 
they are sanskritized. 

The major source of the present work is the Jayadrathayamala-tantra, the other 
stream of the Brahmayamala-tantra, also known by its other name the ^irascheda-tantia* 
The significance of the title had also been explained above. The character of the mythic 
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 Lori i 
^iva, 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 suggestive 
( abhiprayika ? ) justification, therefore, asserts that the follower of this ^ particular strean^ 
of the Tantrika study, may accumulate immense spiritual power like Jayadratha, what-sq-
ever his personal character may be. It is, therefore, explicit that the exposition of a tantrika 
text does not always depend upon the common convention of exposition.,. It has its owri 
language, style, technique, scripts, norm, functions of exposition and above all individual^ 
teaching of the celebrated Gurus ( preachers ), who had attained divinity ( divyabhava ) by 
leading his serpent power to the final goal of sahasrara (thousand-petalled lotus), penetra-. 
ting the six spiritual centres ( sa^-cakra ). By this way an all-round esoterically advance^ 
and spiritually accomplished devout can do what-so-ever he likes. If this immense diviiie 
power is rightly exercised the heaven may come down to this earth and i f wrongly, every­
thing is destroyed. . ' ' ' - ' ' [ 

It is really a pity that in spite of its good and immense contributiohi the tantHka: 
culture is not always appreciated due to its misappropriation. The Mimamsa system did 
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 image* 
of tantrika preachers in Bhavabhuti's Malatimadhava and RajaSekhara's K,arpuramanjari 
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 spiritual life of Tantra-conscious People, in India 
and abroad. 

The other name of the Tantrasastra is the Kula-Sastra. A l l 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 worship and by 
whose names these Tantras are introduced. 

Indian Aesthetics is the cream of the three major streams of Indian Studies;-the Vedic, 
the Pauranika aBd the Tantrika, which epitomize the spirit of Indian civilization arid 
culture. 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 major streams, the first is limited to privileged classes; the~secprid may goto 
comparatively common people, including women-kmd; but not open to all, particularly to 
antagonists. The third, the aesthetic bliss, promised by the Tantra-school is secular, universal 
and open to all-gifted ones withihe aesthetic experience,irrespectiveofCaste,Greed, Time kiid 
Space. Individual attainment, intellectual advancement and spiritual elevation are the jpriiici-
pal criteria there. -
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CHAPTER V 

ORMMENTAL ARTS IN mDIAJ^MTTHIC FESTIVALS 

1. Tradition of this 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 parvana ) is a current proverb in Bengal. But 
practically there is scarcely a day in a month, which does not indicate for a certain festival. 
A l l 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 country. 

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 ICartika 
( October—November ) is indicated to celebrate a day for hero-worship, cattle-tending; 
charity anniversary of the demon king Bali, Dice-playing etc. 

( a ) Alpana in the eve of Hero worship. Draw a square rafigoli 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, Krsna; 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 paste, 
oiled horns and hoofs, garlands of flowers, coloured stones and cowi^ies. Bodies of 
cattle are also ornamented with the red chalk and other appropriate colours. Scenes of 
cattle-rearing by Lord Krsna are sometimes found painted on the bodies of cows. 

( c ) The charity anniversary. The day is also indicated for the charity anniversary 
of the demon king Bali, who had dedicated every thing, even his own head to 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-play festival. The Dice-playing is a very popular indoor game of I 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 and 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, particularly the merchant-class, play dice before the Goddess of 
Wealth to multiply their riches. The practice all along continues for this particular event 
(lay and night freely, especially in North India. The Brahma-Puraria describes that the Ai t of 
playing dice is invented by Lord ^iva Himself. He had once played it with Paivati, His 
beloved consort and was defeated by Her. Since then a tradition goes, if a man wins in ^he 
game in the particular day, taken to consideration as to be the first day of the commercial 
Vear for the trading communities, he wins every day throughout the year.* The rule Siiid 
technique of the Dice-play is narrated with details in the Sabhaparvan of the MahabhSrjitia, 
the'^iSupalabadha etc. 

Zjpana tradition and social sanction of the Dice-festival: 

To celebrate the function a series of nine lotus-type rangolis with the pictures^of^a, 
ponch-shell, a half-burst lotus and a dice-board are to be painted with appropriate colou|:§„ 
i n addition to them, all decorations, done in the previous day on the occasion of di^^vall,; 
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 pOrriima ) of the 
month of A^vina ( 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. I f a Brahmana; found 
playing dice;: he should - be treated as a iudra and others should be punishjsd by cutting 
hands. No king, on principle, should encourage dice-playing except on this particnlaft 
occasion. On the contrary, a gambler should be either treated with strong punishment; or. 
to be turned put from the country,^ if he is found gambling in normal times. 

The dice-play and gambling has a very deep influence and wide range in Indian-
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. 

( i i ) 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 fortnight in the month ofAsadha 
(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 Balarama and 
sister Subhadra. Details of the festival are described in the Brahmavaivarta-Purana ( Prakrti-' 
khanda ) and the Skanda-Purana ( utkala-khanda ).'' 

Alpana. A square-pattern of rangoli with various colours in the style of lotus-plants, 
beautified with leaves and flowers of different 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 ^rikr§na, Subhadra and Balarama are to be 
placed and the chariot should be drawn with songs, dances and happy musical sound. 

, " ( b ) The 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, scetits, sweets and other presentations, Sisters make auspicious marks on the fore­
heads of brothers with the white sandal paste, clarified butter etc, kneeling down before 
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 the 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 Hfe for ones own brother the sister may 
bless the brother ( i f 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-
piark ori 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 again 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 
tnilk-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 Yamuna 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 Aiunyaiayana ( the full-bed vow ) is observed on the second day 
of the dark-fortnight in the month of ^ravana. 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 suffer from the pang of separation throughout 
the life. 

In the eye of the vow, one should worship Lord Visnu united perpetually 
vyilh his wife. Goddess Laksmi. This is to be first observed on the second day of 
the dark fortnight, in the month of ^rai ana ( July—August) and to be followed on the 
same days of the next two consecutive months;—Bhadra ( August—September ) and 
Alvina ( September—October ). 

^- • During the occasion, a happy married pair of a Brahmana family, maybe greeted 
with a full furnished bed, wreaths, bouquets of flowers, a cup of the sandal paste, scents, 
scented oil, cloths, ornaments etc. 

Alpana and Ornamentation. Draw rectangular rangoli on all sides of the full furnished 
cot with lotus-plant design, in which lotus flowers leaves, frequented with black bees, pairs of 
' 1211/4 
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elephants holding lotus stalk?, 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 bettei-half Laksmi, 
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 aearby 
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^unyaSayana ) 
vow is celebrated®. 

( i i i ) The third day of the fortnight: 

( a ) Aksaya trtiya, or the third day of the bright fortnight in the month of Vaifekha 
( 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 Visnu—the creator, is to be 
worshipped with the perfumed sandal-paste and flowers particularly Campaka. This is yet 
observed in the temple of 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 sarvatobhadramari^ala and a thousand-petalled 
lotus with white colour and a holy pitcher ( gha^a ) on them. Invoke Lord Vi§riu 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-trttyd: 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 
Puranas. The Bhavisyapurana advises to commence the year-round Vow from the month 
of Jyaistha; but the Brahraavaivarta indicates its date o '̂ commencement from the third 
day of the bright fortnight in the month of Agrahaya^ia ( November-December ). The 
principal God, worshipped here, is Goddess PSrvati. It 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 ^iva with the style of 
eight-petalled white lotus and other for Parvati, with the Pancabja-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 
inay 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, Subhadra, Gomati, Vi^alaksi, ^rimukhi, Narayani, Madhavi, Ganga, 
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Uttama, Rajaputri, Padmaja. Decoration may alter according to the dignity of those 
names, i . e. Girija as a daughter of a sage and Rajaputri hke a princess.^" 

{c)The Haritdlikd Vow. The word haritalika denotes three senses in general ( i ) the 
durva-grass, (ii) a kind of mineral, like_sulphur and (iii) a kind of bird, known by the same 
name, Heri. It especially indicates D U R V A and its other species like the bamboo. 

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

Himalaya, the father of goddess Parvati, first decided to give his daughter to Visniu 
by marriage. As she wooed Lord ^iva, she became unhappy and entered into the deep 
forest with her attending maids to practise severe penance to please Lord '^iva', as described 
in canto five of KaUdasa's Kumara-Sambhava. Along with other penances as told in 
the Padmapurana and the Kumarasambhava, she also had observed there, on the bank of 
the river Mandakini the vow of Haritalika, making an ant-hill-like symbolic image of ^iva 
with clay and worshipped Lord ^iva 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, ^iva 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 ^iva and Parvati. 

Alpana and Ornamentation. Make two mandalas, a short sarvatobhadramandala and 
a paricabjama?idala to install the symbolic images of ^iva and Parvati. Cover those two 
raa^idals with rectangular lotus-petal design, intermittent durva-turfs, frequented by pairs of 
haritala birds, plantain-plants and a lolty 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 conch-shell- 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 lasting and worship Siva and Parvati after taking evening-bath and offering arghya 
( bouquet) to the rising Moon. This is the advice of the Pura9a-( Padma ) sastra, the sum 
and substance of the Vedas. 

( iv ) The fourth day of the bright fortnight : 

( a ) The Umd-Caturthu This is the birthday of Uma, 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 ^iva in an usual way. 
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Alpana and Ornamentation. Draw either an eight-petalled golden lotus, or 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-imprint 
of the turmeric-mixed rice-paste liquid. 

( b ) The mdna-caturthi. The vow of the manacaturthi is observed on the fourth 
day of the bright fortnight in month of A^vina ( Sept.-Oct. ) by the woman-kind of India 
to have lofty prestige and many worthy sons. On two broad leaVes ol the mana ( a kind 
of plant growing from the earth with a long and thick root, used as a very light vegetable, 
especially indicated for diseases of indigestion, dropsy, diabetes etc. ), place two images of 
Parvati and ^iva, engraved on gold and silver plates. They are to be worshipped with 
sixteen offerings as advised in the ritual canons. The other leaf should be used as plate 
for taking sacred meal of the day. 

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 rangoli. 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 disciples 
Vasistha and his wife, Susila which had brought them immence wealth andTionour.^^ 

{ c) The fifth day of the dark and the bright fortnight: 

( a ) The naga-pancami and the worship of goddess Manasa. The fifth day of the dark 
fortnight in the month of Asadha is caUed the nagapancami; in which the serpent-Gods 
along with their residing deity Manasa is worshipped 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 Jagadgouii. 
Further, she is a disciple of Siva, a devotee of Visnu and can save the world from snake-
panic and snake-poison. She is, therefore, known by her names,-Saivij Vaisipavi and 
Vi§ahari too. A l l poisonous reptiles vacate the place, where Nagesvari—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 India; the first one 
indicated for twice-born castes ( i.e. Brahmapa, K§atriya and V a i s y a t h e SrSvaiji 
Upakarma i . e. annual convocation ceremony for out-going snatakas ( graduates ) ha!d 
been celebrated on the last day of the dark fortnight in the month of Srava^a (July-Aug. ) 
every year; when snatakas bid farewell to their hermitage of study and go ba.ck to shouldejr 
their domestic responsibility. From the Naga-pancami 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-pancami) 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 ) arid permitted to go out of the hermitage 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 Astanagas 
( eight progenitors of eight species of the naga; namely, Ananta, Vasuki, Padma, Maha-
Padma, Taksaka, Kuhra, 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 Kahyanaga, the wedding of a naga-pnncess, are painted on walls. Some conjecture nagas 
as to be a non-Aryan people, aryanized in course of time. Young ones of North-India, 
particularly in Varajnasi, wander village to village, hanging pictures of nagas with rhythmic 
music. Nagas are worshipped in the occasion of Naga-paiicami 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 ot 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 in all fifth days ot the dark fortnights upto the month of Bhadrapada 
( Aug.-Sept. ) of every year^*. 

( b ) R^i-pancami, The vow of §.si-paiicami is observed on the fifth day of the 
bright fortnight in the month of Bhadra-pada ( Aug.-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 unconscious sins, supposed to have done to seven sages, pioneers of al l streams 
of Indian Studies; Arts and Science; as described in chapter H I , Part I of the present work. 

'Names of Seven sages are :—Kasyapa, Atri, Bharadvaja, Visvamitra, Jamadagni, Aiigiras and 
'Vasis[ha. 

The Bhavijyottarapurapa glorifying the Vow, narrates a long tale of a brahmana, 
named Sumitra with his wite Jayasri in the kingdom ol the king Senajit in the Kjrtayuga, 
She observed the vow to be Iree trom the sin, flung to all ,woman-kind by Indra, the king 
of heaven, caused by killing Vytra, 

Alpana and ornamentation. A holy pitcher ( gha^a ) is to be placed either 
on a sarvatobhadrama^ciala, 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 albo 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 floweis and white lotus flowers, seven 
'kinds of food grains and pulses. Milk-cooked rice with clarified butter and honey should 
be pfiered to pious brahma^as to beg blessing from them. This is to be observed for 
consecutive seven years with the final celebration in the seventh or eighth year.̂ ^ 
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( c ) The Pancaml Vrata and the Laksml-pujU. The fifth day of the bright fortnight is 
appreciated as a very auspicious day to worship Goddess of Wealth. If it comes on the 
thursday, popularly known as the Laksmi-vara (the day especially indicated for worshipping 
Goddess of Wealth ); particularly in the months of Bhadrapada ( Aug.-Sept. ), Pausa ( Dec-
Jan. ) and Caitra (March-Apr i l ) . Goddess Lak§mi 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 Gjha-Lakmi. Womankind of Hindu families 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 family. They pray the Goddess happy hfe for all family 
members, bowing ttieir heads before Her. The lady of the house moves from room to room 

of tfie house wJtli holy lamp and scent-emiting fire-pot up to the main gate of the house 
and the lamp is finally placed either on the. plat-form of a /w/flM-plant, or in the prayer hall 
-Ol the family. Tnere she wishes happy long life for all the family members and pets. 

On the filth day of the bright fortnight with Thursday or Sunday, in months of 
Bhadra ( Aug.-Sept. J, Pausa ( Dec-Jan.) and Caitra ( March-April) ; Goddess Laksmi is 

-worshipped particularly in West Bengal, India. If the tilth day ot the bright fortnight is 
not incidentally found; an auspicious Thursday or Sunday in the bright fortnight of those 
months is advised lor the purpose. 

: ; Upper classes ot the Hindu community preserve new paddy either in a well wrought 
and beautiiully designed casket, made ol Kusagrass, or in a nicely ornamented earthen pot 
witu gems, jewels, gold, silver, cowries etc. Un a beautifully ornamented wooden seat, a 
rich and emoroidercd cioth is to be spread over. In the middle of covered seat, place a 
•Circular cane or bamboo basket. Pour bnmiully new paddy into it. Place well-designed 
wooden small caskets ot ditlerent size, shape and style, containing precious gems and metals, 
small conch-shells, cowries, pairs ot wooden owls, coins and a golden image of Lak§mi 
accompanied with Lord INarayana on the top ot the paddy basket. 
Alpana and ornamentation. 

Alpana is the special characteristic feature in all sorts of vows, in which Lak§mi is 
mainly worshipped. In the bri-sukia of the J§.g-Veda, she is described golden coloured, 
lotus scented wiin wreath of golden and silvery ioius 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 of the house; lines of alpana are to be drawn, 
joining paralleJly 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 maî K^alas, the pancabja-mandala for Goddess Laksmi and the 
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An alpana of Wealth-worship or Laksml-Puja with an ornamented 
lane and foot prints representing Barns, Ornaments and 

auspicious Birds and other materials. 
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Sarvatobhadramandala for Lord Visnu. In place of the pancabjamandala, 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 drav; 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 
geqerally 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, Laksmi united to Lord Narayana, 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 there 
Goddess Laksmi daily and other two harvest months, Caitra (March-Apr i l ) and Bhadra 
( Aug.-Sept.). This is to be renewed again in the month of Pau§a ( 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 bam—house. 

( f)The Vow of Sflpatlcatni or the Sarasvati festival : 

. The Samvatsarapradipa observes that Goddess Sri, the deity of Wealth ancj 
Learning should be worshipped on the fifth day of the bright fortnight in the month of 
Magha (Jan.-Feb.). In that day. Laksmi (the Goddess of Wealth as told above ) and 
Sarasvati (the Goddess of Learning ) are to be worshipped along with the ink-pot, pens, 
books, colours, brush, musical and painting instruments. This is a favourite day of Goddess 
Sri and the Sarasvata festival, thus should be celebrated in the first quarter of the day,̂ ® 
The function of observing the vow of Laksmi is described above. The worship of Sarasvati— 
the Goddess of Learning, the other part of the Sarasvata festival is described below. 

Sarasvati, is the tutelary spirit of Beauty and Bliss or Intelligence and Merit. She 
is also considered as embodiment of Wealth. Merit, Intel'ect, Growth, Glory, Fortitude and 
Beautitude. The great grandfather of the Universe always attends Her. Four Vedas, fourteen 
Treatises ( Sastras), all the branches of Music and Fine Arts, Crafts, Sculpture and Archi­
tecture, always accompany Her, as She is the residing deity of all branches of Learmng. 
The Tantrasara, describing Her images says that She holds a young Moon on Her forehead. 
She is as white as that the Moon, snow and a jesmine flower. She has the youthful blooming 
beauty and is seated on a white thousand-petalled lotus. She holds a book, symbolising the 
Vedas along with a rosary and a pen, ready to write something by the other hand. She is 
always eager to offer any boon that a votary prays.*^ 
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Alpana and ornamentation. The day of Sri -pancami, is now popularly known by its other 
name—Vasanta-pancami 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 Vaisakha; 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 Apri l 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 
( Vaisakha ). The Juvenile Festival in India opens on from this day, matures either on 
the fuU-moon day of the thirteenth day of Phalguna or the thirteenth day of the bright 
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, Sri; the mode and technique of ornamentation should 
therefore, follow the same line as told in the ceremony of Laksmi-worship. The main 
difference between the two, is that a thousand petalled white-lotus is to be made here, in 
place of the pancabja-mandala, as indicated for the Laksmi worship. 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 hill; 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, barley shoots, mango-sprouts, jesmine flowers, white sandal paste etc. 
The golden and yellow colour-dust mixed with micadust is to be strewn over the installation, 
indicating the spring-break, 

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

{ a ) The vow of Nitya-Sasthl. Goddess Sasthi is worshipped as a representative of 
the one-sixth part of Paramount Energy.^" The word nitya indicates the sense of regU' 
larity and not daily, since the vow is observed almost in every month in Bengal as well as 
other states of India. ( i ) It is the Aranya ( forest) Sasthi in the month of Jyaistha 
( May-June ). ( i i ) The Manthana (churning ) in Asadha ( June—July ). Lunthana 
( plunderers ) in Sravana (July-Aug. ). Surya or Carpata ( handmade pulse bread or cake ) 
in Bhadrapada ( Aug.-Sept. ). Durga ( The Supreme Mother ) in A^vina ( Sept.-Oct. ). 
In Kartika Surya-Sasthi or the Ghat-Vow. In Agrahayana HarisasthI and Guhasasthi; 
in Magha, it is Sitala Sasthi and in Caitra ASoka-Sasthi. Two months, the months of 
Pausa ( Dec-Jan ) and Phalguna are not especially indicated for the Sa§thi 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 almost 
in every month as mentioned below. 



Lak§mi-Plant—a dado-painting of West Bengal style^nade by 
Sm. Lila Rakshit. By courtesy of Sri S. K. Rakskit, 

Akalpoush, Burdwan. 
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Alpana and ornamentation: 

Serial No. 1. Name 
1. Ara^yaja^thi 

2. Manthana 

3. Lunthana 

5. Durga 

6. 

8. 

9. 

10. 

Sijryasasthi 
( T h e chat-
festival ) 

7. Kartika 

Guha or 
HariSa§thI 

^itala-
Sasthi 
ASoka-
Sa§thi 

2. Time 
Jyaistha 

Ssa^ha 

^ravajja 

4. Carpata or Bhadra-
Surya and pada 
Ak§aya 

ASvina 

Kartika 

Kartika 

Agraha­
yana 

Magha 

Caitra 

3. Medium 4. Place 
Any of the oldest Forest 
sacrificial tree, 
preferably a 
banian 

A churning rod Steps of 
the bath­
ing ghata 

Cooking pots, 
full of foods. 

Stone slab for 
grinding pasting 
and cooking 
spices 

Durga-§asthi 
or Katyayani 

Banian tree, or 
the sprouting 
barley or the 
riverbank, field etc, 
Image of Karti­
keya 
Banian tree 

Kitchen 

Kitchen 
room 

Stone-slab 

ASoka-branch 

Domestic 
prayer-
hall 
The 
banian 
tree 

Prayer-
alter. 
The 
village 
square 
Kitchen 
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5. Alpana 
A n eight petalled 
lotus with five 
colour dust and a 
lotus styled rangoli 
with rice paste. 
Lotus-styled rangoli 
with turmeric 
mixed rice paste 
on the step. 
Square styled 
rangoli with dome­
stic utensils .inside. 
The stone slab 
(^ila) covered with 
white or red spotted 
turmeric coloured 
cloth. 

Eight-petalled lotus. 

Square-stylled alpana 
with turmeric mixed 
rice paste. 

Sarvatobhadra man­
dala. 
Eight-petalled lotus 
with five colours. 

The same. 

Domestic The same under a 
prayer A^oka tree. 
hall 

The months of Pau§a and Phalguna are not though indicated here, but in the 
sixth days of the bright fort-night. Goddess Sa|thi may be worshipped, as told above, in the 
domestic houses. 

The Sasthi 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 mother of a local God nor a recent God. The Bhavi^ya-pura^a, 

13 II/4 
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the Devi-purana, the Raja-martanda etc. speak high of Her. In ancient Indian Literatures^ 
woman festivals of this norm are also indicated. In the Abhijnana-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 festivah^^ The Brahmavaivartapurana 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 episode 
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 
Markandeya, 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 difierent ways, garbs, styles, and occasions; but the moral and finding 
of them are nearly the same. The Sasthi-episodes, as told in the Brahma-vaivarta-puraigia 
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 
Ramayana 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. 

( V I I ) Festivals on the seventh day. 

( a ) Vijaya saptaml. 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, a^ 
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 
rangoli with the rice-paste. O n 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 worshipped there with bouquets, made of Chinese roses, or red lotuSj^: 
red-sandal-paste, durva-twigs, rice and other scented flowers in the water of the pit. The*., 
vow assures good health, confirmed victory and long life.^^ 

( b ) Lalita-saptami or the Kukkuti-vow is observed on the seventh day of the bright j 
fortnight in the month of Bhadrapada to gain all desirables. This is especially observed' 



A symbolic rangoli used to worship all domestic Gods in 
Vratas, ceremonies and other festivals. 
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jijy 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 Gandramukhi, 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 Gandramukhi 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 

alpok the vow of the Kukkuti-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 tied 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-
jjlate of the equal measurement. Placing both the images on a copperplate, 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 
Brahmarias. 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. 

. AlpanH and Ornamentation: Make the ground well-dressed and neatly plastered. 
Draw there a lotus-styled square rangoli and inside the rectangular design, draw images of 
Lord Siva and Parvati. A l l 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-ma^idala 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 mapclalas, one for the Sun-God and other for the Moon-God may also be drawn on 
both the sides of the former mapdalas. 

( c ) The vow oj 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 ol the Vedas. 
iihe is also the representative of seven rays of the Sun, which illumines seven worlds i.e. bhu, 
bhuval^, 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, durva ( grass ) twigs, seven leaves of the Sun-flower tree, the China-rose, red 
sandal, rice and holy water, A navagraha-maydala 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 ) Vidhdnasaptaml: 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.^^ 

{i) titald-Saptaml: Sitala is worshipped traditionally as a Goddess of infectious 
diseases; who can cure her devotees from all such diseases; but mythically She is a Divine 
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 
Sravana within the mid-rainy session. The time, all over in India, is a 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 Bhavi§yottara-purana, as 
well as the Skanda-purana. 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 envi* 
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 sarvatobhadrama^clala, or a 
eight-petalled lotus and place the holy pitcher ( gha^a ) 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 
Bhavigyapurana tells an episode of the king Indradyumna and his wife Dharma-Slla, whose 
son and daughter-in-law Mahadharma and Subhankari 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.^' 

( V I I I ) Festivals on the eighth days of months: 
( a ) Janmdstaml: Lord Srikrsna had promised that He and Goddess Durga would 

appear here, whenever the Earth would suffer from any trouble.^* The eighth day of the dark 
fortnight accompanied with the star Rohi^i, when Lord Vis^u appeared here as Lord Kj:§na, 
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 Sravana or Bhadrapada is indicated for Lord 
Kr§na»s birth-day and the ninth day of the bright fortnight in the month of Gaitra, for Lord 
Rama's and the fourteenth day of the dark fortnight in the month Phalguna is the most 
fovourite day for Lord ^iva. 
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The life-history of Lord Kpsija is very popular in the Mahabharata, the Bhagavata-
purana and some other Puranas also. The tale of His birth-day festival as narrated in the 
Bhavijya-purana is referred to here. 

Lord Kr§9a appeared in the womb of Devaki, the sister of the demon-like king 
Kaihsa, 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 hypnotized 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 
Diirga Herself. As the executioner was about to kill Her, She slipped trom his hand and flying 
up to the sky, hke a flash of a thousand-times bright hghtning prophesied that he who has 
come down to punish king Kamsa, is being brought up tenderly in Vrndavana.^' 

So He did that and rescued His parents and all suffering multitude, tyranized by 
the demonic rule of His own' maternal uncle Kaiiisa; since he had taken an oath to save the 
honests, to punish the tyrants and to maintain law and justice; whenever the Earth is m 
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 
sarvatobhadramandala and an eight-petalled white lotus. Place the Salagrama-Sila on the 
sarvatobhadramandala and a holy pitcher ( ghata ) on the eight-petalieu ioius-dcsigu with 
due ornamentation and ritual ceremony as advised in the 'ghata-sthapana' luuciion. Jieside 
the square rangoli, an alpana of a flowing river with a jackal, crossing the river under the 
torrential rain, fbltowed by a big serpent with its uig hood; is to be made. A piisou gate, by 
the other side of the rangoli, is also to be drawn. A wooden seat, ornamented with appropriate 
alpana and a baby's bed, playthiugs and coioured toys are 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 K^sna, who has Ireed His imprisoned parents 
and other good people. 

Mndotsava; the birth-day celebration oj Lord Kma at the home of Nanda. The birth-day 
ceremony was observed by the next morning. Votaries of Lord Kr§na, 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 ol 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 ) Radhdstaml. The eighth day of the bright fortnight in the month of Bhadra 
( Aug-Sept.) with the star Vi^akha is observed as the birth-day ceremony of Srimati 
Radha,'^ the other half of the symbolic TwQ-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 Krsna. He, who worships Lord 
Krgna and Srimati Radhika as His better half, attains the highest satisfaction of Lord Krsna. 

Tn the birthday ceremony, who worships her along with Lord SriKrsna with various happy 
functions and so many befitting presentations, he enjoys grand blessing of Lord SriKrsna. 
I f Srimati Radha is pleased with any body's worship, the votary gains the full bliss of 
worshipping Lord Sri-Krsna.^^ 

Alpana and Ornamentation. Inside a square or a lotus rangoli, draw a sarvato­
bhadramandala and an eight-petalled lotus with red colour. Place the Salagrama as 

.a representative of Sii-Kr§na on the sarvatobhadramandala and a well decorated holy pitcher 
( ghata ) on the red or lotus coloured eight 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". 

{ c } Durvdstaml. This vow is observed by Hindu womankind of India to have 
long-Uving and ever-growing progeny, as the turfs of durva-grass do, by nature. Lord 
S i i Kr§na, once told king Yudhisthira, if a chaste vyife observed the vow; she used to get a 
long progeny tor seven generations and her discendants would go on flourishing day after 
day for seven geneiations.*" In this vow Lord Visnu is to be mainly worshipped, since the 
durvagrass is supposed to have grown as His body-hairs, when He took hold the mandara 
mouuiaiu in the eve ot churning the ocean of milk. 

Alpana and ornamentation. As in the previous vows, here also draw diagrams, one of 
tne sarvatounadramandaia and the other of a white eight-petalled lotus. The Salagrama, 

V representing i^ord Vi§nu, should be placed on the mandala and a holy pitcher is to be placed 
on the ioius-design. A bunch of eight durva-twigs tied with a turmeric coloured eight-
stnnged thread, is to be held by the left wrist of the lady; who keeps the vow. Eight fruits, 
namely, a coconut, a betelnut, a date, grapes, oranges, a bakula, a citron and a pomegranate 
may oc ottered in this vow.*^ They may also be drawn by rangolis. The vow of 
i-iurvaĵ axni is to be observed tor nine consecutive years and at the final year, a golden 
image ol Lord Vijriu, joined with Lak?mi, is to be worshipped, placing it on the well-
oruamcnted holy pitcher, made of any metal, gold, silver, or copper. Cakes of wheat and 
sesame are also be offered in the occasion. 

{ d ) Maha^tami and the vow of Goddess Durga. Maha§tami is the second day of the 
three-daylong Durgapuja festival. It- is now more a social festival than a ritual jFunction 
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 aesthetic character as an insignia of Bengali culture, adumbrated 
in some early Puranas, the iViarka^deya-puraria, the Devipura^a, the BfhannandikeSvara 
i^pura^a 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 Ramayana.*^ Puranas, mentioned above, 
narrate that it was first celebrated by Brahman, God, the creator; to inspirit Rama and to• 
kil l Ravana, after breaking the sleep of Devi. Since then, people invoke her in thc 
evening of the sixth day of the bright fortnight in the month of A^vina, 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 Ramayana. Coincidence with the victory-
celebration . of Ramacandra is one of the chief causes of popularity of the autumnal festival. 
India is an agricultural country. The main crop of East India is paddy, foHowed 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 ( Rambha ), 
( i i ) ( Kacci ) A plant of an escutent root, ( i i i ) Turmeric ( Haridra ), ( i v ) (Jayanti ) 
A kind' of medicine-plant for fever, ( v ) Wood-apple ( Vi lva ), ( v i ) ( Dadima ) Pome­
granate, ( v i i ) Asoka, ( a Icind of very beautiful tree, extremely essential for femaleî  
disease ), ( v i i i ) Manaka ( a kind of very light and nutritious root of the same name as; 
vegetable ) and ( i x ) 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, supplying 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 
beings, are to be awakened from sleep with music and orchestra. This is 'Bodhana* 
(awakening ) 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 
Gapricornus 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 Divine 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 uttarayapa ( 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 Daksinayana—indicated 
for offering regardful presents to departed fore-fathers. The time of Dak§inayana is not 
generally indicated for the worship of Divine-beings; yet the period of four months of 
HariSayana (sleeping hours of Lord Visnu, from the eleventh day of the bright-fortnight in 
the month of Asadha upto the eleventh day of the bright fort-night in the month of Kartika ) 
is considered highly auspicious time for observing series of differentvows, in the bright fortnight 
of the month of Sravana, 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 tb^ 
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Pitrpaksa upto the month of the Bhadra and the bright fortnight in the months of Bhadra and 
ASvina is advised for offet-ing sacrifices to Supreme Energy and Her associated Gods, called 
the Devipaksa. Since, the period of Daksinayana is considered (he night-time of Gods; the 
worship of Tantrika Gods; K a l i , Laksmi etc. is advised here, with an additional ritual called 
*bodhana' or the awakening ceremony. 

Four National Festivals of India, The ̂ rava^i upakarma : 
India observes four great festivals of the National Character, devised on the four-tiered 

social structure, classified on the principal of intellectual aptitude, physical ability, division 
of labour and innate qualities of men. O f those four festivals; three are observed during 
the period of Daksinayana. First is the festival of Intelligence, observed by the intellectual 
class, called Brahmana ( Brahma = Vedas or Knowledge-na = one, who knows Brahman, is a 
Brahmana ). It is observed on the last day of the dark fortnight in the month of Sravana 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 morith of Sravana, is a time of Rainy season by all means. Beginning from 
the last day of the Sravana 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 ) has to find him­
self qualified in a series of textual contests ( ̂ astrartha ) 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 India, particularly in Haridvara, Kanya-kubja 
( Kannauj ), Prayaga ( Allahabad \ Pataliputra f Patna ), Varanasi etc. in the dark fort-night 
of Sravana, especially on the day of Napapaficaml. In the time of the caturmasya vow; 
parivrajakas (monks) of profound scholarship and high spiritual power visit holy hermitages all 
over the country to enlighten the outgoing brahmacarins ( qualified students ) with their 
knowledge and experiences. When the initiated students find themselves qualified in their 
respective streams of studies, they are permitted to go back to their respective homes 
to shoulder their domestic duties after performing the samavartana saihskara (the ritual 
ceremony to earn the honour of being a snataka = graduate). 

As a result of the gradual decline of the Brahmanic Civilization and Culture, since 
the time of Mahabharata-war; Tpopolarity,, predominance and importance of the Brahmana 
community, in all spheres of Indian fife, he.0.n to wane day by day and the celebration of 
the principal Brahmanic festival had hecome 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 boly 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 hearth and home, i f they are found qualified in their courses of studies by the way, told 
ftbove." 
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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 has to 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. 

A n altar 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 
With appropriate rangolis, a sarvatobhadramandala and four eight-petalled lotus-styled 
alpanas with four holy pitchers ( ghatas ) on them and a Salagrama on the "mandala. 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, 
sacred thread, girdle of the munja-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 
teacher, 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 plak§a, 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 aSrama ( hermitage ) as advised in the Siksa-valli, which he should follow in his furture 
Hfe. 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 Kau^i amavasya, when all brahmanas and brahma' 
carins gather kusagrass for performing sacrificial works during the four-month period of Hari 
Sayana. 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-
ianiversities 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.*^ 

(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 ASvina—that commences from the star Asvini, indicating the start 
'©f 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 II/4 
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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 Durgapuja, celebrated in India particularly > 
in eastern regions, a particular festival, called Virastami 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 military^ 
power by cultivating military science and parade to keep one always prepared for the causê  
of Mother-land*^ The Naradiya-purarza says that those women, who observe this desirable 
and excellent vow of the Virastami, 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, eight flowers, eight 
basketful food with sweets are to be offered and a turmeric coloured eight knot thread should, 
be taken by hands. . > 

Once Madhavi, the wife of a Brahmana, called Brahmadeva, was very^sorry,^ 
having no son from her husband. They worshipped Goddess Durga to have a very good soft; 
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 4 x 2 rectangular diagram with blossomed lotu^ 
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 Paricabja-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 signs an4 
sandal-spots. Place before them eight basket-full of food-grains, fruits, flowers and clotjis. 
Put the principal holy-pitcher on the sarvatobhadramandala as indicated above in the ritual 
canon and welcome there Goddess Durga and Siva along with their associate Gods., , , pn t^e 
five lotuses of the pancabja-mandala five principal Gods ( paficadevata ) with their, head, 
mother Goddess; are to be worshipped as indicated in the Tantrika rite, 

{ b. 2 ) Celebration of the Astrapujd, or the weapon-worship for the warrior community :' -
The second day of the three-day-long Saradotsava ( Autumn festival), the^Other n.am§ 

of Durgotsava (the festival or worshipping Goddess Durga or the Paramount Energy.) 18 
indicated to pay homage to weapons;—which Goddess Durga holds by Her ten hands. Sh^ 
IS mythically believed holding a trident, a sword, a wheel-weapon, a sharp arrow, a §akti (a short 
lance), by the series of Her five right hands and a khetaka (a short club), a bow, a snake-snare, 
a goad, a bell or an axe; by left five hands. The festival is observed in two occasions : one.Iii 
the course of the second-day ( astaml) 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; or 
to get every professional fighter prepared for a call of a war; when a challenge comes fron? 
an enemy. ,, . : r .3 

• • • '; If 
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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-
Ihent, 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 
;l6tus rangolis by two graphic lines, by the second a series of soldiers, by the third the series of 
five weapons, described as taken by five right hands of Goddess Durga and the two sets for soldiers 
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 
worshipping weapons and their tutelary deities as well as the associates of Paramount Goddess, 
•Dttt^a. At the 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. 

' .. A l l these weapons along with others are to be washed, sharpened, greased and 
jprnamented with vermilion red sandal pastes, flowers, garlands etc. 

I f these weapons are not available, they are to be drawn either with red colour, or 
"jFCd sandal paste, under the rectangular rangoli, in two lines up and down, as stated above 
and to be worshipped in the previous way. At the end of the Armworship, 108 earthen 
lamps are to be lighted up as a symbol of victory. 

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

,(G ) The vow to worship Goddess Annapur^d and Goddess Vdsanti Durgd ( the Goddess of Food 
and Prosperity ) : 

The eighth day of the bright fortnight in the month of Gaitra is especially indicated 
Tor the vow of Annapurna. This is also the second day of the Vasanti Durgapuja 
^Celebration. 

The celebration of Annapurna worship is performed in this month since every house 
land barn of people remain full of food and wealth, as a result full storage of the year's entire 
yield. It is a 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^°. 

? : Alpand and Ornamentation. A rectangular lotus-styled rangoli is required to enclose 
Ibe entire installation with Mother Goddess seated on a highly ornamented lofty throne, 
fjreferably of gold, and silver, or clay, as the worshippers' wealth permits, By Her right 
handy 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 ^iva 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 Yak§a by caste 
a&d figure, should stand. The glowing crescent moon dances on Her forehead^^. 
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At least three alpanas 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. A l l the Divinities, who help to 
construct spiritually, the heavenly throne, indicating its position, atmosphere and environmetit, 
are to be invited there and to be simply worshipped with flower, sandalpaste, scented burning 
sticks and lights. 

The Celestial Plane and the Spiritual Significance of the Sarvatobhadramaiidala : 
The plan of the seat ( Pitha ) and names of residing deities of its each and every 

part are referred to here. They are :—1. Adharasakti = the fundamental strength, 
2. Prakrti = Nature, 3. Kurma = The tortoise incarnation of Lord Visnu that holds th^ 
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. Ratnasiihhasana = The diamond throne on which 
the Deity will please to make Him or Her comfortable, being attended by Dharma«* 
Mora l Power, Jiiana = Knowledge, Vairagya = Indifference, Ai^varya = Sovereignty 
by the two pairs of shoulders and arms of the worshipped one; Adharma =a Immorality; 
Ajiiana = Ignorance, Avairagya = Attachment, Anaisvarya = 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 witli 
its ten parts; in the inner circle, Sattva (Intelligence), Rajas (Act ion) , Tamas 
(Ignorance ), Atman (individual soul), Paramatman ( universal Soul), Antaratman (the 
soul of the soul, or the inner soul) and Jnanatman (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 (I l lusion); Jaya (victory); Visuddha ( Sanctity), Nandini 
( Gladenning Potency ), Medha (Intellect), Rat i (Love or Desire to create ), and ^ f i 
(Wealth and Beauty ) are to be welcomed. These names are to be proceeded by eight 
long-accent vowels, i . e. am, im, um, em, aim, om, aum, and a^, encircling the principal God, 
situated in the central core of the lotus. Long accented other two vowels, r and 1, have no 
place there; since they have no creative potency.^^ This is practically a super-natural cosmic 
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-bhadramandala. Each step of it indicates a step of intellectul progress; eacli 
colour, which makes the diagram suggests different kinds of bliss retained and available there 
and each unit of the diagram symbolizes the qualitative character of immense spiritual power, 
a devout may enjoy; if his soul is blessed to enjoy that virtue. . ^ 

(d) The vow of Budhdstaml. The vow is observed in the eighth day of the bright fortnight 
with a Wednesday in the month of Magha; when the Sun moves to Makara (Gapricorflus 
of the zodiac). It is not to be done in the months of Pau§a (Dec-Jan.) and Gaitra 
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.{ March-Apr i l ) 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 ), Vaisakha, Jyaistha and Asadha may be appreciated. 
This is especially meant for the womankind.®^ The Brahmanda-purana narrates an 
interesting tale, how ladies enjoy all worldly wealth and can give birth to a good son happily 
with no trouble. 

Alpana 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, i f the chance permits. This is to be continued for eight years. Offervarious delicious sweets 
and fruits like banana, orange, coconut, dhupa (scent-smoke ), light, scented water and good 
and fine cloths. The vow should be observed for eight years by taking a knot of tamarind 
^ i t h eight pieces of candy on a mango leaf, after meal. 

" ( e ) Aiokastml. The vow of Asokastami is to be observed on the eighth day of the 
bright fortnight in the month of the lunar Gaitra ( March-April) month. On this day thie 
Sokaharini ( 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 kind to be free from the female 
disease and to enjoy a painless happy life. 

Alpana 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 ( gha^a.) 
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 attending Gods; who grant 
a votary happy and griefless long life 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 ( Durgapflja 
festival) on the ninth days of the bright fortnights in the month of ASvina ( Sept.-Oct. ) 
land Gaitra ( March-Apr i l ) which appear twice in a year, proclaiming the close of the 
second national festival, especially indicated for the warrior community. Although the 
Durgapuja festival appears twice in a year in the months of A^vina and Gaitra, 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 spile 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, 
nourishment, medical treatment and energy of human beings. 

( b ) The vow of Navardtra and its implications : 
• • Although the full mirth ot the autumnal festival is concentrated in five midterm 
days of the bright fortnight in the month of ASvina—-i. e from the sixth to the tenth 
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'( saŝ tbi to dasami) in the eastern regions of India, but the time-limit for All-India Navaratra 
•voiw, is indicated for nine days, beginning from the first day of the bright fortnight to the 
•nkith day Of the same fortnight; when people of India worship nine incarnations of Mother 
•©oddest; iri first nine days and recite daily the mythical Epic of Sapta^ati—describing noble 
'deeds of the Supreme Mother, in the Markandeyapurana. Not only in the Navaratri 
festival, but the hymns of the Saptasati is most reverentially recited almost in all worships 
of the Mother Goddess, as well as all functions of the good omen. 

Alpana and Ornamentation : Draw either 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 oiierings either the Goddess Vagalamukhi or three mother Goddesses Mahakali, 
Mahalaksmi and Mabasarasvati and recite there "the Saptasati Durga" (the hymns to the 
Supreme Mother composed of seven hundred verses) daily for nine days, beginning from 
%e first day of the bright fortnight in the months of A^vina and Gaitra; since the Navaratra 
^Vow appears twice in a year in the month of Asvina and Gaitra.^^ 

( c ) The worship of Navapatrika : ' 

Navapatrika means a collection of nine holy plants, most helpful for the life, health 
fand'Well-beings of Indian people. Each of the plants represents an incarnation of the 
(Mother-Goddess, as indicated below :— 

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

( i i ) Kaccvi ( a plant of the same name with thick edible potato-like root ) 
represents Kahka promising strength. 

B'nc" ( i i i ) Haridra ( a turmeric plant) represents Durga who removes all sbrts of 
([•:-/]. the bad omen—like diseases and piosonous infections. 

jni; (iv ) Jayanti ( a medicine-plant of the same name ) represents Kaumari and 
-"̂ H* ; assures happy boons by removing diseases like autumnal fever and the 
3.;; V " similar disorders. 

( V ) Vi lva ( a wood-apple ) represents Goddess Siva and assures strength, 
V .,c-;>; nourishment and good health. 

v i ) Dadima (Pomegranate-plant) represents Goddess Raktadantika and assures 
y t ic ; strength, nourishment and good health. • 

' (vi i)ASoka ( A medicine plant) represents Goddess Sokarahita, which promises 
happy progency and removes female diseases. 

( viiii) Mana ( A plant of the same name with long and thick edible roots) repre­
sents Gamu^da and assures honour, strength and nourishment. 

r-r ( i x ) D h a n y a (paddy-plants) represents Lak?mi ( wealth ) and saves lives of 
r'.':: men supplying the principal food*°® 
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Alpana 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, ornamente4' 
with ten-petalled lotus rangoli, by the side of the image of GaneSa." 

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 ) back and' 
the other foot on Mahisasura's shoulder. By the left and the right sides, Laksmi^nd Sara­
svati as well as Kartikeya and Ganek stand just up and down. Goddess Durga is ten-armed, 
holding ten weapons by her ten hands as told above. Goddess Laksmi holds two lotuse*' 
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 Gane^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 ( weal'h ) by Laksnu; Kama, 
{ the mundane desirables ) by Kartikeya and Moksa ( Liberation ) by Sarasvati; which^a 
votary 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 ^aradolsava ) t The^ 
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 "KivvasL every year, or more clearly from the sixth day of taking resolution of the vow 
(^ankalpa or start of the procedure ) upto the tenth day of bidding farewell to the Motheif • 
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 
fortnight (the matr-navami) upto the ninth day of the next bright fortnight. ( i i ) The 
procedure of the nineday celebration,—beginning from the first day of the bright fortnight 
of the month of Asvina to the next ninth day, called commonly the Navaratra vow. ( i i i ) The 
procedure of the four-day celebration from the sixth day upto the ninth day ( current in 
practice ). ( i v ) The procedure of three-day celebration from the seventh day to the ninth' 
day. ( V ) The procedure of the two-day celebration from the eighth to the ninth day,̂  
( v i ) The procedure of the only eighth day celebration, that begins and ends on the very 
eighth day and ( v i i ) 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 'th<̂  
image worship is favourite. In other parts, Hindu India fervently observe the, Navaratra 
vow, as described above. Virtually, the course of worshipping the Mother Goddess, continues^ 
for one and half month beginning from the matrnavami the ninth day of the dark fortnight 
of the month Asvina upto the aksayanavami the ninth day of the bright fortnight in the mOiitl^ 
of Kartika ( Oct.-Nov. ) the day indicated for Jagaddhatri worship.^® , f 

"If 

( e ) Vijaya-daiami or the victory day of the year. The autumnal festival or thai 
:National festival of Energy and Power closes on the tenth day of the bright-fortnight in the 
month of Asvina. On the day, people bid Goddess Durga farewell and immerse first the; 
.mirrored image into a pot of water as a token of bringing back the Goddess into the teropleo^ 
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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 blessing, saluting and offring sweets. Since the day is indicated as a day for a 
happy march, or journey; 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-Gandra, 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, Havana; along with his brother Kumbhakarna and the son Indrajita, as a symbol 
of victory of holypower over the evil power.^^ 

Alpand and Ornamentation. At the close of the Saradotsava, 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 
tenrpetalled lotus on a well-bordered wooden seat and place on it a holy pitcher ( ghata ) 
with the aparajita creeper before the pitcher. By the upper corners of the seat, draw a 
pair of full-VToon-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 and to that end, people 
set free those birds. It is practically the tenth day celebration of the bright fortnight in the 
month of ASvina. Since it is a part of the Saradotsava, it is discussed here. 

{{) Artistic beautification of the autumnal festival with various styles of Alpand: The 
function of the Saradotsava, making the Mother Goddess Durga its central figure, is 
performed with some associate rituals; as stated below :— 

(i)The vow and Resolution of worship or the Kalpdrambha : — 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 Asvina, 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 
technically 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.«° 

; ( i i ) Awakening the Mother Goddess. In the evening of the sixth day of the bright 
fortnight in the month of A4vina, 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. Dravy 
there an eight petalled red lotus and the sarvatobhadramandala 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 

I brahman had once awakened you to kil l Ravana and to bring victory for Ramacandra, 
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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 inappropriate time; supposed to be the time 
of retirement for Divine Beings.*^^ 

( i i i ) Invitation or Amantrana. After the awakening ceremony, a cordial and reveren­
tial invitation is to be extended to 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. 

" O 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."^^ 

( i v ) 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 Navapatrika and the 
images -of the Durga-installation are to be greeted v/ith 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 Asvina. 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 praksti-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, 
kaj jvla ( 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 a 
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 ) Nirajana or drdtrika ( Ritual lustration of light) : A n 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 Saiikhya system and the Tantra Philosophy 
and hundred ( endless) desires of a votary, should be made waving i l l a dapcing style, 
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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-puja.^* 

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-tail-fan), a peacock-feather-fan are 
also used in a nirajana. 

AH 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 nirajana 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-J-2-I-3 + 7= 16 ) to a l l 
other limbs of the image.®^ 

Nirajana is a 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 worship, ( i i ) ardharatripuja or the 
midnight worship of the seventh night, ( i i i ) astamipuja or the eighth day worship, ( i v ) 
sandhipuja or the worship of Candika-Durga in the midpoint of two tithis, the eighth and 
the ninth lunar days, ( v ) the astrapuja ( weapon-worship ), ( v i ) the dipa-dana (light 
or 108 light offering ) in hope to wish a bright life of 108 years, ( v i i ) and Navamjpuja, 
the ninth day celebration. Apart from these, two important associate functions of the 
festival are made. They are Balidana ( animal-sacrifice ) and Prati§tha-homa (the 
( celebration-sacrifice, by the media of Fire-worship ). Due to the want of their direct 
aesthetic value, they are not discussed here. 

( v i ) The multistykd fiord art oj 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 alpaija 
op 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, Ganesa, the Power-incarnate-Lion, and the subjugated Bufialo-Demon ( Mahisa-
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 pancabja-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 tiU 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-da^ami or Dasahara ( Daser ), is one of the 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 Kurma-purana 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, _Satyabhama 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. 

Alpand and Ornamentation. On a neatly dressed and well-plastered ground, draw two 
ma^c^alas, 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 Jagaddhatri : Jagaddhatri is the other name of Goddess Durga^ 
seated on a lion as described in the Saptasati 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. 

Alpana 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 Asvina ), completes on this day. This is supposed to have been intro­
duced by king Krsnacandraraya of Krsnanagar, now the District town of Nadia. The festival 
of Jagaddhatri-puja is yet most enthusiastically observed in the cities and villages by the 
course of river Ganga from the city of Katowa to Ghandan-nagara. 

{i)The Vow of Rama-Mavami: It is the birthday celebration of Lord Ramacandra 
in the ninth day of the bright fortnight in the month of Caitra ( March-Apri l ) , 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 attaht divinity and super-naturality by doing his 
duties to family and fellow men, honestly, intelligently and selflessly. One served the world 
with all instinctive feeUngs 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. 

Alpand and Ornamentation : On this occasion, Rama, Sita, Dasaratha and Kausalya 
are to be worshipped with befitting manner. O n 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, DaSaratha and Kausalya. 
In front of the series of alpanas, a sarvatobhadramandala is 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 Piiigala-
mata, which may also be decorated with images of the complete family of Ramacandra, 
associated with Sita, Bharata, Laksmana, 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 to the 
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: 
( a ) The festival of Daiahara is observed on the tenth day of the bright fortnight in 

the month of Jyaistha, supposed to be the day, when the river Ganga 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 Ganga, 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 Gafiga 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, ( i i ) to ki l l living being, which is not advised ritually and ( i i i ) to enjoy 
another's wife; four kinds of the verbal sins : ( i ) harsh words, ( i i ; a lie, ( i i i ) pinching 
words and ( i v ) a loose talk; and three kinds of mental sins : ( i ) envy to others, (ii) to think 
i l l of others and ( i i i ) to engage ones own mind to ill-pursuit. Al l these sins and crimes i f 
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 Ganga, the worship of Goddess Manasa is also 
observed in this day, as advised jn the Nagapaiicami festival. 

Alpand and Ornamentation : Plaster with fine clay of the river Ganga an altar, either 
of four hands square, or 4 x 2 hands 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 ornarriented 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 Aparajita Durga is to be celebrated on the tenth day of the 
bright fortnight in the month of Asvina; which had already been described in details in conne­
ction with the autumnal festivals. 

( x i ) The eleventh day of a fortnight : 
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^i-
vows, ekadasis in the bright fortnights of months of Asadha, 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 Brahmapa, 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 Gita. As it has a very little aesthetic appeal, 
it does not come to the provinces of the explicit aesthetic culture.'^" 

( x i i ) Jhe twelfth day oJ a Jortnight : 
(a) The pipUaki 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 Naiayana 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 Brahmanas 
in the third ahd fourth years respectively.'^ 
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Alpana and Ornamentation. A n altar of four hand square and one hand by height^ is 
to be constructed. Lotus-type rangolisj 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 Narayana and Laksmi with sixteen offerings. 
The Bhavisya-puraiaa 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 ) Santdna-dvadaii. 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 Dit i , 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 Vis^u, accompanied with 
Laksmi, is the central figure of the vow.''* 

( c ) 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 Visnu, united with Lak§mi, on the day as indicated above, should be worshipped. 
One pala, a kind of the small weight, of clarified butter, wi(h a fruit of amalaki is also to be 
ottered 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. Glean and plaster a four hand square land under an amalaki 
tree with fine clay with a lotus rangoli and a sarvatobhadramandala. Worship there Lord 
Vi j^u afier taking bath with a handiul ot amalakis oa the head and burning light with clari­
fied butter. This grants a votary blessing trom the heaven.'* 

( x i i i ) The thirteenth day of a jortnight : 

Madanatrayodasl. The vow of Madana-trayoda^i is fondly observed on the 
thirteenth day ot 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. Ra t i and attended by 
his friend Vasania. 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 Gupid-God applauded and referred to, in the dramas of 
Kahdasa and ^rihar§a." Unmarried girls offer flowers to the feet of the Gupid-god, wishing 
a cupid-like warrior for them. The literary convention of India asserts, if a beautiful maiden 
bits an asoka-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 
rocana ( yellow pigment), saffron etc., mixed with mica dust, should be sprinkled and inter­
changed among friends, on the occasions of the marriage-show of a 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 Purnima, 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 Lingapurana advises that an image of Mahe^vara, 
united with Uma, is to be made with gold of 3, 2 or H tolas-weight, seated on a h u l l 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.'''' 

Alpana and Ornamentation. No special alpana, 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 Mahe^vara 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 ofSdvitrl-caturdak. This is a very popular vow of womankind in India. 
It 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 from dreadful 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 A^vapati, 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." 

Alpand 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 Ananta-caturddl is observed on the fourteenth day of the bright 
fortnight in the month of Bhadrapada by both the sexes.''* Here they should worsliip 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, Karka^a, 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-samyogapitha, following deities 
are to the worshipped, namely—Vimala Utkarsani, Jfiana, Kriya, Yoga,'prabha, Kr t i , l iana, 
Anugraha, Bhagavat Visnu and Vasudeva. The vow was advised to Yudhisthira by Lord' 
^rikr§na to overcome the hardship of the excitement into the forest. 

The king Sumantra and the queen Surupa had a lovely daughter, named l^ila. On 
demise of Surupa the king married a wicked-natured girl, called Karkasa. ^i la 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 lankha, the lotus etc. on walls, dadoes, pillars, doors, 
thresholds-upper and lower, ghata etc'̂ * The king gave her to a sage Kaundina by marriage.' 
Onthe 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 Ananta 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. ( i i ) The cow did not honour her promise of 
gifting a land. ( i i i ) The bull was a shirker who had deceived his master. ( i v ) 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 
a real ass. ( v i ) 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. 

Alpam and Ornamentation. Draw a svastika-bordered four hand square. Inside the 
square draw a white eight-petalled lotus to place either a Salagrama or a ritually decorated 
holy pitcher ( gha^a) oij 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 
innate disposition of Art-culture, particularly artistic handicrafts among the womankind, espe­
cially maidens of higher classes. In addition to that, the special interest of thje 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,*'" 

Inside 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 dQrvas 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 to be 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-caturdak. This is a more ritual vow than the aesthetic, observed in the 
fourteenth day of the dark fortnight in the month of Bhadrapada. If a man 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 Siva-linga, made of the condensed or dried-up milk is to be placed on a leaf of 
Mana-pJant. Alike the vow of Siva-Caturdali, Lord Siva should be worshipped the whole 
night, with arghyas ( bouquets ) in four praharas ( quarters) of the night. In the fourth 
quarter, at the end of the worship, a fire-sacrifice should be done by offering 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 sarvatobhadraman­
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 as advised in the scripture.^^ 

{e)The vow of kva-ratri. It is one of the most popular vow of A l l India recognition 
observed on the fourteenth day of the dark-fortnight, either in the lunar months of later 
Magha or early Phalguna.^^ The time of the vow begins just from the night-fall. In four 
quarters of the night four incarnatives of Siva, like Isana, Aghora, Vamadeva and Sadyojata 
are worshipped. 

diva's name of Sadyojata, as discussed above as well as in the volume I of the pre­
sent work, is significant enough to the cuUural history of Indian civilization. The fourth 
head of Siva, known as Sadyojata, Is called the Vedamukha (the mouth of Siva, that uttered 
the four Vedas ) and expressedly suggests the sense of a just born one, in comparison to 
other heads, Bana, Aghora apd Vamadeya, The idea lends us to assure that Siva wa? ^ 

}6 IJ/^ 
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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 
Aryan civilization. ^ 

The morale of the tale, glorifying the ^ivaratri Vrata, bears a secular and universal 
character. The hero of the tale was a hunter by caste and profession, coming from possibly 
-either an aboriginal source or a non-Aryan origin, ^aivism is a major stream of Tantrikii 
culture. The^aiva cult believes in secularism, universalism and spiritualism with all of its 
other streams, like Pratyabhijiia, Spanda, Trika, Pasupata etc. The other name of ^iva 
is'Asutosa', one who pleases to every body as early "as "possible; even i f the cause of His 
pleasure may happen or be done automatically, incidentally and accidentally.®* 

Alpan'n and Ornamentation. No special reference to any kind of ornamentation, "to 
Lord ^iva nothing is ugly and nothing serene. Everything rests in Him. None can identify 
Him definitely. The whole of the cosmos is His body, i f 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 plaints and ahtivenotis things. 

spite of all its odds our scripture believes that there is no greater God than "Vilvesvara 
( Siva ) and no better vow than ^ivaratri. In all the four quarters of the night,' the bathing 
celebration of Lord ^iva is to be observed with milk, curd, butter-oil and honey. The 
^ight is to be passed by chanting hymns to Siva, reciting and representing the glorious deeSs 
of Siva by preaching, dancing; and singing.®^ 

( f ) Campaka-CaturdaH. On the fourteenth day of the bright fortnight in the month of 
Jyaistha, the vow of campaka-caturdall, ritually to. please Lord ^iva, in hope to relieve 
from the disease of T . B. and to this end Lord ^iva is to be worshipped with carnpaka 
flowers and wreaths, the scent of which is supposed as to be an antidote of the said disease. 
At the end of the worship, flowers of carnpaka are to be distributed among the friends" and 
relatives in hope of their happy and healthy life. 

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

(iv)The fifteenth day of a fortnight: 
Dipanvita or the festival of Light. It is the third National festival, meant especially 

for the trading community, but traditionally observed by all the four castes of the 
Brahmanic culture. It is celebrated on the fifteenth day of the dark fortnight 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 
it^portant place? |ike the domestic temple, the tulasi-altar, the barn-altar etc. to reniove-
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darkaess 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 
iinds 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 ( saka ) 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 Asvina 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 beUeved that the released souls are 
supposed to be on the way about to turii their foot-steps to the world of light and the 
two-day long meet of Light is a preliminary preparation to that end. 

The next day, the full festival of light, illuminating wreaths of thousand earthen 
•larnps along with hre works (khadlmpas ), ritually called dipanvita or aloka-amavasya 
'(the illuminated darkest day of tne year ), is observed to show Hght to the departed souls 
and to welcome 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
tions, illumination of hundred and thousand of lights in each and every house helps to kil l 
hundred and thousand of worms and insects which destroy crops in fields. 

Laksmi and Alaksmi are mythically conceived two sisters. Alaksmi is elder and 
Lakgmi is younger. The elder sister or Jyestha is black-coloured, dressed in black clothing, 
iDlack ointment and iron-ornaments. She is loose-haired, seated on an ass and holding a 
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. 

Abanindranath Tagore thinks her as to be the Goddess of demons, or of such people^ 
called aryabrata, who discard the authority of Vedas and was honoured in Mexico as the 
deity of crops. The name ofjyestha ( elder sister ) indicates that the Wealth God of demons; 
whatsoever ugly and dreadtui looking she may be, according to the aryan conceptiouj 
she would have born earlier than the Laksmi of the aryan faith. It suggests that the, conce^ 
ption Jye§tha 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 )ye§tha 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 
ci ops keeping their hairs loose in hope to reap closely thick bundles of crops like a thick 
bundle of their loose hairs.*** . . 

Alpana and Ornamentation. Draw a big thousand-petalled lotus either on the northerly 
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 
(lamps) "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, Laksmi, 
Narayana and-Kuvera (the king of yaksas). Draw a sarvatobhadramandala and put on it a 
holy pitcher to worship there Laksmi or Mahalaksmi, the goodess of Beauty and Wealth. 
Other 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 {6 
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
vita right upto the next eleventh day of the bright fort-night ( utthana-ekadali) 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 Gulture, 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 
Varanasi, Mathura, Vrndavana, Jayapur, Navadvipa etc. the ceremony ofannakota (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-trayodali, 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. 

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

( i i i ) On the Dipanvita or Dipavah evening, worship of Mahalaksmi, accompanied 
by Gauri and Ganapati after driving out Alak§mi 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 Kaliyantra 
dr the image of Goddess Ka l i as advised in the Brhat-tantrasara. 

( v ) Worship of Gauri-Ga^apati and the Account-books of the trade-shops for 
the new commercial year with svastika signs and other auspicious symbols, like an image of 
Ga^esa, the Bija-mantra and symbolic letter of ^ r i etc. with vermilion and sandal-paste on 
the new Account-books for the commencing year. 

( v i ) Night-waking, chanting hymns of Mahalak§mi, singing songs of Her kind deed's 
and dispelUng bad omens and playing dice and other money-making tricks. 

( v i i ) 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 Brahmajgia. 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 bright 
fortnight upto the fifteenth day of the full-Moon. 

( v i i i ) The Annakuta-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 (heaps, 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 three 
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 India. 

( i x ) Bhratr-dvitiya, or the brothers, day. A l l 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. 

,( x v i ) Festivals on the full-Mo on-day. The full-Moon days almost in every month profess 
festivals of fulbess, 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 fuU-Moon days-
of socio-aesthetic importance are our subject of interest. 

( a ) The Vaisakhl or the Buddhapurnima :. This is appreciated as one of the most 
auspicious days of the year. People of Brahmana culture observe the abhiseka ( bathing ) 
ceremony of Lord ^iva and Visnu, as told above. The trading community, especially the 
scent and spices selling castes or Gandha Vanik or Gandhi families of India, worship 
Goddess Durga along with shop-machines like scales and weights etc. by the name Gandhe-
ivari, on coming back home after 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. 
O n 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 a ma^dala 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 Vipiu ) or the festival ofwelcorhing 
Monsoon i The full-Moon day in the month of Jyai§tha 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 Narayana and Vij^u. Performing the adhivasa-
eeremony with twenty auspicious things, as told above, in the previous evening. Lord Jaga* 
nnathisto be worshipped with sixteen offerings (told above ) whh a most glorious and 
artistic way of aesthetic performance of bathing with hundreds of pitcher ful, scented and holy 
water, brought from prominent holy rivers, paiicamrta ( 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 abhi§eka and 
mahasnana ( 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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Alpand and Ornamentation. The fuU-Moon-day in the month of lunar Jyaistha, 
generally la Is either in the last half of solar Jyaistha, or in the first half of solar 
Asadha. 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 Meghaduta.'-'^ 

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 salagrama, or an image 
of Jagannatha and bathe it with waters of eight pitchers and other holy things as described 
above. By the left-side of the bathing altar draw a series of white eight-petalled lotuses and 
put eight full pitchers, decorated with the sacrificial trees, flowers, sandalpaste and green 
coconuts. Immerse 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. In the evening, a variety show of Dance-drama should be performed to please Gods. 

{c ) Ihe Jutl-Moon-day in the month of the lunar A§ddha, or the Teachers and Preacheri 
day : This is popularly known as Gurupurriima in which teachers, preachers and tutors are 
reverentially worshipped, particularly by the disciples of an asrama ( hermitage ). Practically 
the annual convocation ceremony ot a forest University, as told above, begins from this day; 
when ail the students pay tribute to their teachers in the eve ol bidding farewell. Through­
out tlie next dark fortnight, they are examined by various methods in difierent systems of 
studies and alter performing the samavartana sarpskara ( permission to go back home after 
covering the iuU course of studies for at least last twelve years as advised in the 
Vedic rite ) they return home having been honoured as a Snataka ( graduate ) with the veil 
and the hood. 

Alpand and Ornamentation. On this occasion, Daksi^amurti, Subrahmanyam and 
s.age Vasistha, accompanied with his wife 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 ol 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 ana touching their feet finally. 
They generally come back to the hermitage on the day every year and pay homage to their 
teachers with due regards and honorariums.®'' 

{d)The full-Moon day in the month of ^rdvatia ( July-August); the Swing-festival 
and the ilaksd-bandhana : i t is a, festival of the mid-rainy season, when the hearts of the agri­
cultural India throb in lull swing in hope ol happy prosperity. Now complete population of 
India take share according to their order and authority. Brahmanas help the cultivators with 
their wise knowledge in science of agriculture; K§ainyas engage to protect the growing crops;-, 
Vaisyas - co-operate to the great community project with seeds, bullocks, implements and 
money and cultivators pour their hearts to make the national agricultural project all success. 
Ownership ol land is vested to the State and it is nobody's personal property. As soon as 
the crop is ready, cultivators 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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(i) The Swing festival: Oa the occasion, almost in all the temples of Krsna, Rama 
and Narayana, hindola (jhula ) ceremony is observed singing love-songs of Radha-Krsna, 
Rama-Sita and Laksmi-Narayana, particularly in Vrndavana 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 hindol'a-yatra is nearly the same, as in the same function of the 
holikotsava.^3 

( i i ) The festival of Raksabandhana. Raksabandhana festival is another happy and 
noble festival of universal brother-hood. On the occasion womankind ties the auspicjous 
thread-bangle to the wrist of their brotherly relatives and friends as an insignia of life-longpror 
miseto save their honour and prestige. Behind the festival, there is the myth of the demon-
^mg Bali, who welcomes an eternal bondage from the dwarf-incarnation of ihe Supreme God 
as a token of the self-bequeath 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, honour and d i g n i t y • 

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

During the vow of caturmasya, three consecutive fortnights are indicated for ( i ) 
vows ( vratapaksa ), ( i i ) parental reverence ( pitr-paksa ) and ( i i i ) worship of Greatest, 
Goddess ( Devipaksa,). O f the three, the fortnight,indicated for observing daily a vow ends 
on the full-Moon day of Bhadrapada. The last day of the last -fortnight is indicated for the 
worship of Goddess of Wealth ( Lsiksmi); since the first crop of India generally ripes now. 

Alpana and Ornamentations are nearly the same with the ritual canon of Laksml-worship 
as told above. In some places the function is observed in flowering paddy-fields. Offerings 
to the Goddess should hang from a, reed-stick in a vessel of either of a plantain leaf or of a 
mana-leaf. The tradition is also maintained among some non-aryan tribes; since there is a 
folk-myth, current among common people, particularly among cultivators related to Ravana, 
who is said to have commanded the Goddess of Wealth that both the paddy crops early 
f riping in September ) and major ( riping in November ) should yield equally and abundan-
tly.^^ It is observed on the last day of the solar Bhadrapada also. : 

({) The full-Moon day in the month of Ahina aud the Worship of Kojagarl-Laksmi} 
The earlv evening of the full bright day is indicated for the worship of Kojagari Laksmi. 
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, "ko jagarti ( who is' 
waking there to welcome and worship me ? ). The ritual and ceremonial function of the vow 
had been described above in connection with the ^aradotsava.^^ 

Alpana and Ornamentation The entire premises of the house, beginning from the 
main gate right upto the posterior door, covering barn-house, the cow-shed, the domestic 
temple, the kitchen etc. are to be ornamented with lotus-rangolis and intermittent foot-' 
prints of Goddess Laksmi. The place of worship is to be enclosed with a proportionately 
styled and syastika-bordered rectangular, having a thgusand-petalled lotqs and saryatQ-. 
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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 alpana, 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, coUyrium-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, NandikeSvara, Surabhi for cows, the Fire-god for goats, the Water-god Varuna for 
rams, Vinayaka for elephants, Revanta far horses, and the God Nikumbha, are also to be 
worshipped in a befitting manner.^' 

( g ) The full-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 Sri Radha, is worshipped as to be the symbols 
of the Divine Erotics and the supersensuous Love. The Brahmasaihhita 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. Rasa, or the complete one-ness of Feeling and Sentiment, 
symbolizes in the ritual function. Images of Sri-Radha and Sri Krsna are to be worship­
ped in the full-Moon night, placing them on a well-ornamented swing with sixteen appro­
priate offerings along with scents, musk, aguru, saffron, milk-boiled rice, scented smokes and 
other things of enjoyment. 

Alpand 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 Sravana and Phalguna months. In Ueu 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 \vell ornamerite4 
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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 Kr§na ) is to be inscribed with the sandal-̂ pa&te. 
Making the hexagon pericarp, a thousand-petalled lotus is to be drawn and the united 
image of §rx-Radha and ^ r i Krsna, is to be placed along with the Salagrama-Sila. Ritual 
ceremony should be done on the salagrama 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 ^rimad-Bhagavata, Skandha ( part) X , that 
opens the gate of the supernatural and supersensuous all-blissful world to a main, ^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 Puspabhiseka of Narayana, united with 
Lak§mi, with scented hot water, delicious cake etc., is observed; in which friends and 
relatives are entertained. In Agrahayana and Magha, people worship God Narayana, 
accompanied by ^ri-Laksmi in an usual way. 

( i ) The jull-Moon day in the month of Phdlguna and the Holikotsava : 

The Holikotsava is considered the fourth National festival. Though indicated fogr tfee 
fourth grade people of the Vedic Social structure, it is 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, distiaction of pierit and division 
of labour yet they are virtually one and absolute, as conceived in the Puru§a-sukta of 
the Yajurveda. Brahma^ias or the intellectual class is the face of the Greatest Man or tjie 
Universal One, who enlighten the country with knowledge. Warrior class, who protects 
the Nation, is His arjns. Traders, who support and establish the country with food and 
wealth, are His thighs. The working community that gives the Nation position, motion 
and activity and hold the complete structure, are called ^udras.®' A l l parts of a body 
are equally helpful to Man . None of it is better and none is worse. The festival of colour 
suggests that here in India, practically, there is no colour and caste bar. A l l 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 Pra^a; which mistook themselves as independent units.̂ **" 

Motive of introducing western education in India, by British rulprs, 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 
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130 ELEMENTS OF INDIAN AESTHETJCS 

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 arid communities is, therefore, of equal importance for the physical growth of 
the society as the teaching and preaching of the Brahmaiiic community, delivered from the 
sacrificial altar, is for the mental and intellectual growth of the people of all grades. 

Alpana and Ornamentation: To ceremonize the swinging festival of Lord-Kr§na, a 
tempte-like Structure and a swing-altar, as described in connection with the Rasa^fcstiyal, 
arfc to be made with the same style and technique of alpana. Before the main function, 
all'the participants, assembled to an appointed place, or a square, celebrate there crematioii 
of Holikasura, or Mendhakasura, making a big pyre of f a g g o t s . T r a d i t i o n a l l y this is 
taken as the saihvatsara-pradipana or burning the year-long wrongs,, evils and misfortunes, 
accumulated throughout the year. Fire is kindled as per the vedic rite, pn a geometrically 
constructed stha^idila, followed by a worship of Lord Narayana on an eight-petalled lotus as 
told above. / 

The images of Sri-Radha and Sri-Krsna are to be bathed with saffron-paste, scented 
oil and water and to be placed on the ornamented swing-throne. Below the swingi on an 
eight-petalled lotus and a sarvatobhadramandala, an ornamepted holy pitcher ( ghata ) for 
the worship of Sri Radha and Sri Krsna, associated with. Gopis, should be placed. 
Safifrbn-dust along with other colour-dusts ( phalgu ) are to be thrown on images, the, ghaja 
and a l l other votaries, assenabled there.'°^ Night should be passed with various enjoyments, 
like dance, drania, music and deyotionar songs. 

The next day is observed as to be the New-year's day as per the sarhvatsara 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 themselves. Friends and 
relatives are entertained heartily with sweets, scents and perfumed betels. ' < - ^ 

( j ) The full-Moon day in the month of Catfra is Jess significant, so far the social, 
cultural and aesthetic implications are concerned. If a Thursday comes on the day, worship of 
Goddess Lak§mi and abhifeka ( bathing ceremony ) of Narayana are performed. 
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14. BrahmarV îi,, pu.-
15. !Bliavi§yottara. 
16. Ibid. 
17. Rg. Veda. Sri-Sukta. 
18. Samvatsarapradipa. Sripaflcami. 

19. Tan. Sa. pp. 655/2 
20. Brahmavai. pii; 

:( Narayaoa-Narada-samvadah ) 
21. Devi-p. 

,(Pu,Dar. pp.̂ 57.) 
22. Rajamartanda & Pu. Dar. pp. 251 

Reference 
Virapratipadanama tava bhavi mahotsavah / atra 
tvam narâ ardula hrŝ ah pustah salankrtah // Pu§pa-r 
dipapradanena pujayisyanti manavah/ 

^ankaraSca pura dyutam sasarja sumanobaram / 
Kartike £uklapak§e tu prathame'hani bhupate // 
JitaSca Sankarastatra jayam lebhe ca parvati / 
Tasmin dyQte jayo yasya tasya samvatsarah Subhajbi // 
raja hastacchedadibadham kuryat. 

a§adhasya site pak§e dvitiya pu§yfi-samyuta 7 tssyafii 
rathe samaropya ramam mam bhadraya sajia // -
Chapt. II. . , 
Bhagavad-Brahmasamvada. cf. Samvatsara-pradipa. 
Yama^atanikasamvada, aksaya-trtjya. 
Rambha-trtiya. . i : 
Haritalika-vrata. 

( a ) Nari bhadratrtiyayam ahatam ' kumtfei yadi / 
saptajanma bhaved bandhya vaidhavyanca 
punah punah // ' ; > ; \ ; 

( b ) Puranam vedasarvasvam Sgamena yathoditam / 
' (c ) Etat te kathitam devi yuvativratamuttamam / 

kotijanmakrtam punyam asySnusfhanamatra-
• tab// ' . . . 

Umacaturthi-vrata. 
Manacaturthi. , : 
Prakrti-khanda. 
R§ipaScami: Sr&Krsna-YudhisJhira-samvada. 
Paflcami-vrata. . 
Hiranyavarnam harinim suvarnarajatâ rayam / 
Paflcamyam pujayellak§mim pu?padhupannavaribhih/ 
masyadharam lekhaniflca pujayea na likhet tatahi// 
riiaghe masi site pakse paflcami ya Sriyah priya/ 
tasyam purvahna eveha karyah sarasvatottavah /'/'' 
§astham^am prakrteh ^uddham. . v. 
sasthamSam prakrter ya ca sa ca sasthi prakirtita // 
(sasthivratakatba) 

sasthyam skandasya kartavya puja sarvopakarika/ 

Jyaisthe masi site pakse sasthi caranya-sajflika etc. 
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23. Bhavisya-p, 
(Pu. Dar. aranya-§a§thi, pp. 252-255.) 

24. ibid. Narada-Narayana-samvada. 

25. Abhij. ^aku. Act II 
26. (1) Bhavi§ya-p. 

{ii) Brahmavai. pu. Narada-Narayana-samvada 
27. Skanda-p. Revakhanda. 

28. Bhavisya-p. Kukkuti-Vrata. 

29. ibid. 

30. ibid & Brahma-p. Makari saptamT. 

31. Varaba-p. 
32. Krtya-ciotamani. 
33. Bhavisyottafa & Skanda-p. 

34. ( i) Gita. iv/8 

( ii) Saptaifati. chap, v 

35. Bhavi;ya-p^ Jaama$|ami. 

36. Bhavisya-p. JanmasjamL 

37. ibid. 

38. ibid. Radhastami. 

39. Bhavisya—-p. 
40. ibid. Durvasjaml. 
41. ibid. 
42. Markandeya. Sapta^ati. chap. VIII 
43. K.P., Du. ( Kaviratna) 
44. ibid, „ Navapatfifca. 

45» Manu. chap. IL 
46. Bhava. Paddbati ( Kaiviratila ) 
47. Maflu. 

48. Naradiya-p. Virastami. 

yeyam bhadrapadi sasthi iaklk bharata-sattamd / 
snanadanadikam tatra sarvaraaksayamâ nute // 
yeyam margâ irse masi sasthi bharatasattama / 
punya papahara dhanya îva ânta guhapriya // 

Aranyasas{hivrata. 
, Nityasasjhi. 

Suklapaksasya saptamyam Sauravaro yada bhavet/ 
Saptami Vijaya nama // 
Bhadre masi site pakse saptamyam niyamena ya / 
snatva ̂ ivam lekhayitva mandaletu saha*mbikam/ 
pujayecca tada tasya dusprapam naiva vidyate / / 
ânkaram durgaya sarddham sauvarnam rajatam 

tatha/ 
tamrapatre pratijthapya brShmanayopapadayet // 
maghe masi site pakse saptami kotibhaskara / 
dadyat suryarghyadanabhyam ayurarogya-sampadah/ 
arunodayavelayam iukla maghasya saptamf/gangayam 
labhate sGryah graha^ataih samah// 
Arogyasaptami. 
Vidhanasaptami. 
Sitalavrata & Ka l̂khanda, Sitalopakhyana. 
Paritranaya sadhunam vinâ aya ca duskrtam/ 
dharmasamsthapanarthaya sambhavami yuge yuge//' 
ittham yada yada badha danavottha bhavi§yati/ 
tada tada'vatirya'ham karisyamyarisamksayam// 
r̂avane va nabhasye va rohinisahita'stami/ 

yada Krsno narair labdhah sa jayantiti kirtita// 
bhagineyam vina rajan iasta na bhaviia tava/ 

( i ) vaisnavi-mayaya nidram gatah sarve ca raksasah/ 
(ii) hantum tvam gokule jatah KeSavah sarvapalakah/ 
bhadre masi site pakse astaml ya ttthir bhavet / 
tasyam vî akha-naksatre avirbhuta dharatale // 
Radhastami'vrata. 
na tasya k§ayamapnoti santanam saptapaurusam / 
nandati vardhate nityam yatba durvS tatha kulam / / ' 
GQrva§tami-Vratakatha. 

Bodhana. 
rambha kacvl haridra ca jayanti vilva-dadimau / 
â oko maoaka ĉaiva dhanyafica navapatrika // 

Samavartana« 
adhyayanamupakarma Sravanyam iravanena va / 
hastenausadhibhave va paficamyaro r̂avanasya tu // 
sevyatani Parvati-devi devanam abhayaprada / 
sa tu§ta sarvatustyartham putra-pautram dadati valj // 
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49. Tan. sa., Durgadbyana. 

50. ibid. Annapurna-puja, & Pu. Da. pp. 295 
51. " & " 299 
52. " Pithapuja and Sarvatobhadramandala, 
53. Rajamartanda. Budhastami. 

54. Skanda-p. Revakhanda. A^okastami. 
55. K.P., Durgotsava ( Kaviratna ) 
56. Devi-p. Navapatrika. 

57. K.P., Durgotsava ( Kaviratna ) 
58.ibid " 
59. ibid 
60.ibid 
61. ibid 

62i ibid " Amantrana. 

63. ibid, adhivasa. 

triMam daksine dhyeyam Khadgacakrafii kratni-' 
dadhah / 

ghanjam va paraSum vapi vamatah sanniveSayet// . 

pp.74 

64. Tantrasara. 

65. Ahnika«krtya ( Kaviratna ). aratrika. 

66. Kurma-p. Talanavam!. 

67. Mayatantra. Jagaddbfitfi-puja. 

68. Kalamadhava. RataSreanacandfika. 

69. Skaada-̂ . ftevakhaiida. Da^ahara. 

70. Matsya-ip. 

patange makare jate deve jagrati madhave / -
budhastamim prakurvita varjayitva tu caitrakam // 
a^okakalikascastau ye pivanti punarvasau / 
caitre masi sitastamyam na ca ôkamavapnuyuh / 
Rambha kacvi haridra ca jayanti vilvadadimau / 
a^okomanika ĉaiva dhanyafica navapatrika / / 

Navapatrika-prave^ah. 
Kalparambha. 
VijayadaSami-kftya. 
Sankalpavacana. 
Bodhana. 
Vilvavrksa mahabhaga sada tvam ânkarapriyai!|i / 
grhitva tava âkhanca pujya durgeti vî rutili // 
mahi-gandhah îla dhanya-durva-puspa-phalam dadhi/ 
ghrta-svastika-sindura-kajjvala-iankha-rocana // 
siddhartham kaflcanam raupyam tamra-camafa-
darpanam / 
dipan^ praiasti-patrafica adhivase prakalpayel // 
Manasa*pQja. 

Adau catuspadatalapradê e dviirnabhifflQle mukba* 
mandale trin / sarvesu ca'nge§u ca saptavaran 
aratrikam bhaktajano vidadhyat // 
( a j Vratenaikena deveSi caficala nifcaia bhavet / 

janmajanmantaraficaiva avaidhavyafica nityaia^// 
( b ) bhadre masi site pakse navami nasia kirtita / 

tasyam narayanam laksmim pujayCcca vidhan-
atah // 

( c ) sthandile mandalam krtva ghajam tatra niveteyet/ 
evam prakaraih kartavya navami uayavSrMkf // 

pQjayej jagatam dhatrim kartike £ukle pak;ake / 
dinadau caiva madhyahne tatha sayahnake ĵifli // 

Caitre masi navamyantu jat6 ram^ svayanjhar^./f;, 
Punarvasvrksa-samyukta sa ca pSrvahnagacaini// ; 

jyaisthe masi site pak§e daSamyam biidhahastayolb / 
vyatipate garanandi kanyacandre vr§e ravau / ' |; 
dâ ayoge narah snatva sarvapapaih pramucyate // 

site visnuh sadasadhe bhadre ca parivartate / 
Kartike pratibudhyeta ûkle pakse harerdine / / 
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7-2.-'Bhavisya-pi ' 
73. NiatSyâ p; Santan'advadaSi. 
74. Brahma-pu. 
75. Ratnavali. Act. I. 
76. Linga-p. Bhrgu-Bharatasamvada. 
77. Maha-bh§. Vanaparvan, 
78. " " Anantavratakatha. 

Vaî akhe 5ukla-pak§e tu vai§n4\y[ dvadâ ittithth" / •'̂  
tasyam f̂talatoyena snapayet kê avam ^ucih // 
Narada-jatanikasamvada, Pipltaki-dvada î. 
Vayorutpattih. 
Amalaktdvada^L ^y:-^'••-'-•••.•'^'t-;. .'^ 

Uma-Mahe^vara-Vrata. . -
Savitrivrata, ... ' , 
Suklapakse caturdaSyam raasi bhadrapade tatlia//' 
kudyastambhagrhadvaradehalitoranadisu / caturvi-
dbaistato varnair riilapilasita'sttaih / svastikaih 
sankhapadmaî ca qpandayantiipuhurmuhuh:/ . 

80. Maha-bha. Vanaparvan. Anantavratakatha. sapi Ma piturgehegrharcanarata babhau / 

81. „ „ Anantavratakatha. 
82. Linga-p. 
83. Skanda-p. Sivarahasya. Sivaratrivrata. 

84. ibid. 
85. ibid^ 

86;W Dat.vPt. Hi pp. 376. 
87. Vyayastha-samudra. 

88. Bang. Vrata, pp. 21 cf. myths of Mexico 'Peru'. 
89. Pu. par. Part IV., pp. 965. 
9d;ibid!,iartn, pp.2ii. 
9l?N^eiha. I. 
92. Samvatsarapradipa. 
93. Pu. Dar. At)pendiK pp. 1065. 
4̂. SafliVdtsarapradipa. 

95. ( Pu. Dar., part IV. Lak§mi-puja. 
( b ) Folkrlore : 

96. Linga-p. Kojagari-pQrnima. 

9^ I»afPar.^arMi, pp. 184-6. 
98. B?.Sam. ^ 
991 j^ajivveda,. Purujasqkta. 

lOd.'iS liptt. Frâ na.̂  11.4. 
lOI.iGita.in/10. 

102. Sanivatsarapra îpa. Holikotsava. 
103. ibid. V 

trahi mam Pundrikak§a%arvapapahaloi;bbava// -
pupa-prasthadvayaflcaiva ghrtapakvam nivedayet /• 
Aghoracaturda î. •''-'̂  ̂  

maghamasasya dese va prathame phalgunasya ca/' 
krsnacaturdaST sa tu ̂ ivaratri-caturda î// i 
Vyadhastatra'vasadghprah sarvada pranihimsakah / 
dugdhena prathamam snanam dadhna caivam dviti-
yakam/ 
trtiyeoa tatha"jyena caturthi madhuria'tatba/..4 " ' 
pOjayenmam yatha^aktya nrtya-gitadibhirnarah // 

olam kemuka-vastukam khadanti ye 
manava...krsne ca bhute tithau/ 

Snanayatra. 
asadhasya prathamadivase meghamaSli§ta-sanum... 
Gurupurnima. 

Raksa-bandhana. 

dak diye bale Ravan / yemani aus, temani aman // 
nî tthe varada devi ko jagarti mahitale / 

tasmai vittam prayacchami ko jagarti mahitale // 

ananda-cinmayarasatmataya manahsu .̂̂ „ . , ̂ „;p/r r̂ , 
brahmano'sya mukhainasid bahQ rajanyah krtah / 
QtQ tadasya yad vaî yah padbhyam îidro*jayata / 
te sarve prltab pranadi :stuvanti//27/- ^ 
sahayajaah prajah srstva purovaca prajapatih / 
anena prasavisyadhvamê a vo? stvî t̂ kamadbuk/// r.̂  
Visnu-rudra samudbhuta-mahasanahutâ anah / 
pura devasure yuddhe brahmana nirmitah svayam / 
asuranam vinaSaya grhana phalgum surottama jf , , 
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l-,J,,Z' ri:]i 'Z ' LESS I^ORTAmFESJlVAJ^ Am SOCIALS V ,„ -'f-'̂ f̂t'.̂  
J prnajnental Arts pf All-India tecpgmtipnW^ 
in a nut-stieii. There is hardly any social fuiiction, which is not tinged with religious^nt. 
Practically the entire life activity of strictly Indian culture is attuned with rituailtlieme. 
(Rbli^on is neither.an isolated part of biir life, nor a substitute to our hplidayvleisure. A l l 
our national, social and individual activities are conducted according to a striqt|yf fixed 
socio-ritual, progr^mnie, chalked out, long ago, by ancient authorities of social science, 
it«|̂ inity b f by ivfanu , 'At r i , Vis^wj, Yajfiavalkya^ AAgira etc. 
Oiii ' l laity ^̂ ^̂ ^ one of our canonical guide-books called AKiiika-
tattvam by Raghunandana and its source-books. Vows of any kind ^ n d i type, ritual, 

ibdai , mythicalor local, are the substitutes of hard penances, made easy and simplified 
hrj? bur kind and considerate social guides. . < ; Ij-

, In addition,|p those AJl-India festivals, there are some local and less important 
festivals also originated from the Tant studies, in which all sorts of art- culture, 
Iconography, Sculpture, Architecture, Gesture, Handicrafts, Ornamental Arts Have been 

^laboratejy and copiously cultured. A staunch India can never think apythlUg,.;which is 
not impregnated with ritualistic ideas. ^ T ; ; ,? 

"7 Going, therefore, to'ho fiirther'details, the less common festivals witH artistic 
specialities, wil l find plape here without noting their Common characteristics. 

" {i)ThepowofJalasahkrnntv. A well ornamented pitcher, full of cool water aloiig 
with Sweetsj food-baskets, cloths and seasonal fruits, should be offered to Brahmanas arid 
poor rhen after dedicating them to Lord Visnu. This is to be observed on the last days df 
thesbiatm^ VaiSakha to Gaitra. The Vow will be celebrated 
finally orî ^ the last day of the solar Gaitra-month offering twelve such presents.^ ^ 

' ii/j5fl«fl :—Lotus rangoli and ŝ ^ ! ' - _ 

{11)1716 VOW of Ddna-sahkrdnti, The vow may be called, in other words, the 
charity festival, in view to provide needy and dedicated Brahmaoasi I n twelve closi||g 

S y s ' p f every mô ^̂  i h the year fi-om Vai^akha to Gaitra, twelve essential things; are :tpl3e 
ofiercd to such sel^css dedicated Brahmapa teachers, who had bequeathed tbeir.seive? (̂̂ ^ 
the service of society. A waterfiil pitcher in the month of VaiSakha, an umbre^a ui jyai§tl?a, 
a cup with sandal in Asaclha, a lotus-seat in ^ravana. Jasmine flowers in Bhadra, utefisils, 
sweets and clarified butter in Aivina, sweets and costly metal plates in Kartika, ' scent aind 

iperfiimed cloths ih Agrahayana, warna-cloth in Pau§a,; lamps and betels in Magha, scents 
ion;silv£ri cups-inPhalguria and scented flowers on gold plates in Gaitra, areto beiofifered 
JWheii tK6 Vow will be celebrated after donating a cow to a deserving Brahmana. .,:.,K:^ 
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Alpana and Ornamentation are nearly the same. Things indicated for offering in 
twelve months are sometimes painted by rangolis.^ 

( i i i ) The vow of Dadhisankrdnti. The vow issto be observed on the day of the Uttara-
yaria sankranti (the last day of the solar Pau§a 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 Brahmarias. This is to be finally celebrated on the 
next Uttarayana-sankranti. 

Alpana and Ornamentation. Eight-petalled white lotus rangoli with sarvatobhiadra-
mandala is indicated.^ , 

{iv)The vow of Annasafikrdnti. Ifhe 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 Mahavisuvasankranti, the last day of 
Gaitra by offering such foods along with twelve charities, which removes all sorts of griefs 
after death and assures a happy position in the Heaven,* 

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

{v) The vow of Phala-sahkrdnti. 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^is^ha to king 
Nahusa, for the purpose to be relieved of the curse of 'no sons' or 'deceased sons'. It is 
also reproduced by Bhisma to Yudhisthira. Following fruits are to be given to scholarly 
Brahmanas on each consecutive sarikranti (last day of every month )—a coconut on 
VaiSakha, a jati-phala ( a nutmeg ) on Jyaistha, a mango on Asadha, a pomegranate on 
Sravana, a palm-fruit on Bhadra, a kapittha ( an elephant-apple ) on Asvina, an orange 
on Kartika, a puga ( a betel-nut ) on Agrahayana, a haritaki (the yellow myrobalan-nut) on 
Pau§a, a kakkola ( a berry of the same plant) on Magha, a wood-apple on Phalguna and 
butter on Gaitra. A l l of them are to be again offered in the day of final celebration. 

Alpand and Ornamentation are nearly the same with an exception of paintings of all 
these fruits as told above.° 

( v i ) TAe »owo//>AflmflgMfl- The vow is advised to observe in beginning from the 
last day of the solar Gaitra month to the last day of the solar Vaisakha 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 Sri Kfsna to Yudhisthira.® 

The vow breaths the spirit of the self-sacrifice 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 polidcal instrument, 
indifferent of social and National interests. 

( v i i ) The worship qfVisvakarman. Vi^vakarman 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 lotus and the sarvatobhadramandala. The scale with weights and other mechanical 
instruments are to be drawn and worshipped as per the canonical rite.'' 

( v i i i ) The vow ofKdrtikeya is observed on the last day of the solar Kartika month, 
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. It is believed that i f a votary of 
Kartikeya 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,^ 

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

( ix ) The vow of ^ivamusfi: In this vow. Lord ^iva is to be worshipped on each 
Monday in the month of ^ravana 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 ^iva -in order on each Monday of ^ravana. 

Alpana 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 Krsna, 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 ^iva and Parvati jointly, with the same ornamentation.^ 

{x)The Tulasl-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 incaiLations and associates, so is the Vi lva (the 
wood-apple ) to ^ i v a and Paivati. 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 Ornamintation : Plaster the ground with fine clay, mixed with cow-dung 
under the plant, plapted pn a two-hands high altar, decoyat^d with yermilion, sandal paste 

J8 II/4 
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etc.. Draw on the ground an eight-petalled white lotus. A n earthen lamp, burning with 
the butter-oil, should be kindled on every evening^" there in domestic houses of Hindus. 

( x i ) The vow of Mangala, Harimahgala or Mangala-Candl: The vow of Maiigala is 
observed from the first Tuesday in the month of Jyaistha (June—July ). God Mangala is here 
worshipped along with his tutelary God Durga, called Mangala-Gandi 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-Gandi with copper and gold may 
be made ( i f possible ) and worshipped, placing them on duly ornamented holy pitchers as 
told above." 

{xii) The vow of Vakapancaka is to be observed for five days from the eleventh 
day of the bright fortnight right upto the full Moon day in the month of Bhadrapada to 
please the Supreme God Narayana. It was told 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-planf, 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,-'̂  

( x i i i ) The Rukminl 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 ^armistha, Sila, 
and Draupadi to be relieved of their individual misfortunes. 

Alpana and Ornamentation : The cerslral figure of the vow is Naiayana or Sri Krsna. 
He is to be worshipped by sixteen offeiings as told above. A n eight-petalled lotus and a 
sarvatobhadramandala inside a svastita-boidcred rectangular field are to be drawn with 
four banana plants. Flower-wreaths, iilk clotb, orrjamenls, 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 i r l Krfna 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-scented flowers, garlands etc. In addition to them 360 baskets, full of fopd-
^raips and sweets are to be offered. Rangolis are the same, as told aboy^,^^ 
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( XV ) Vinctyaka-vrata. The vow is to be observed on the fourth day of bright fort­
night in the month of lunar Bhadrapada to please Lord Ganesa on an image of gold, silver 
or clay with sixteen ofierings. 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 victory in the war, but one may get all desirables by worshipping Ganesa. 
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. 

Alpand and Ornamentation. 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 rangohs ot eight-petalled lotus, sarvatobhadramarK^ala etc. by necessary 
colour-dusts. This is an AU-India festival, but highly appreciated in the southern part of the 
country from Orissa to Maharastra. Ganapati is fond of sweets, rice, elephant-apples and 
durva-twigs along with leaves of some particular trees and creeper like :—malati, bhrngaiaja, 
vilva, devadaru, vadaji, dhustura, tulasi, apamarga, brhati,karavira, arka, arjuna, visnukranta, 
dadima, marupatra, asvattha, jati, ketaki and agasti.^^ 

( xvi ) Sltdnavaml. The vow of Sita-navami should be observed on the ninth day of 
the bright fortnight in the month of lunar Vaisakha. Golden, silver or clay-made image of 
Sita, with the images of Janaka, Satananda 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. 

Alpand and Ornamentation. A thatched 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.. Lak§mi, 
Narayana, Rama, Sita, Janaka, Satananda along with oth.tr associate Gods should be 
worshipped there. On the eight-petalled golden lotus, Sita and Rama are to be welcomed, 
as advised in the Bhavi§ya-purana.^'* The worship and the fire-saciifice are to be perfoimed 
at the mid-day and the night is to be passed with songs, dance and various entertainments. 

( xv i i ) The vow of Suvacani or ̂ ubhasucanl Durgd. 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. 

Alpand and Ornamentation. A holy pitcher ( ghaja ) 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 vow tells that once a poor Brahmana boy caught a lame swan of 
the king and killed, for which he was imprisoned. The mother of the boy worshipped 
Goddess Subhasucani 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 Subhasucani." 

http://oth.tr
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( xv i i i ) The vow of Satyanardyam. This is a very popular vow of All-India recogni­
tion, found in the Skandapurana, now gradually converted in a secular socio-religious asseni-
bly. In Bengal, it is taken as a very good medium of communal unity, representing God 
Satyanarayana as Satya-pira—i.e. the Truth-God worshipped by Hindus as God Naraya^ia 
and regarded by MusHm 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. 

Alpand 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 salagrama on the lotus rangoli and worship 
there Narayana with Laksmi and other associate Gods. Enclose the complete place of 
worship by four reed sticks, three or seven fold red thread with banners ot five colours, 
wreaths of flowers, mango-leaves and ornamented with an awning overhead. Worship is to 
be performed with scented smoke, lamp, flower garland, flour mixed with sugar, banana, 
milk and all possible fiuits and sweets to be distributed in the assembly of votaries.^* 
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(b ) Megha. 
(a) Bhavisya—p, 

( b ) Skanda—p. Uttarakhanda. 
Bhavisya—p. 
Padma— p. and Bhavisya-p. 
Bhavisya-p. Srikrsna-Narada-Samvada. 
Maha-bha. Vana. 
Brahma-Vai. p. Ganapatikhanda. 
Bhavisya-p. 
ibid. 
Pu. Dar. part V. pp. 948 
Skanda-p. Revakhanda. 

jalapurnam ghatam dadyat sabhojyadaksinanvitam // 
Danasaiikranti. 
Dadhisafikranti. 
Annasankranti. 
Phalasankranti. 
Dharmaghata. 

Kartikeyavrata. 
tatra skandam niyatavasatim puspameghikrtatma / 
Sivamustivrata. 
Somavaravrata. 
Tulasivrata. 
Devi-Narada-samvada. 
Bakapancakavrata. 
Rukminivrata. 
Punyakavrata. r 
Siddhi-Vinayakavrata. 
Siianavami. ^ 
Suvacani. 
Satyanarayanavrata. 



6ttAPTER VIl 

ART OF ALIMPAM IN SOCIO-RITUAL CEREMONIES 

Ten Socio-ritual Consecrations of a Man : 

Each step of a man rather each of his breathing 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: ( i ) conception to the mother's womb, ( i i ) masculinization, ( i i i ) binding up hairs of 
the mother, ( i v ) birth-ceremony, ( v ) the naming-consecration, ( v i ) ceremony of taking 
first cereal food, ( v i i ) the first hair-dropping, ( v i i i ) the sacred-thread ceremony, ( i x ) the 
samavartana and (x ) the marriage, for the twice-born people of three castes, i.e. Brahmaria, 
Ksatriya and Vaisya and the six excluding four of them, i.e. vi , vi i , viii , and ix, for the 
fourth grade of people or Sudras 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 Upani§ads.^ 

( i ) Garbhddhana 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. 

Alapand and Ornamentation : A gha^a 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 ^rauta-sutras.- They pour oblation to the fire with the hymns meaning-"Let Lord 
Vi§nu make the yoni fit, Tvastr-God ( 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 twui Gods of medicine may save the womb". A t 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.^ 

( i i ) Pumsavana or the comecraiiM qf m 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 iraddha-ceremony, indicated to 
please auspicious forefathers for good omen ) and Vasudhara. 

Alpand and Ornamentation : A holy pitcher ( gha^a ) or an eight-petalled red 
lotus on a sarvatobhadramandala, to worship sixteen Matfkas (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-
r5 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 (ha i r - l ike thin roots which come down from 
branches of a banian tree ) is to be sprinkled to the nose-pit of the beautifully 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) Slmantomayana : 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 wife 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 Mangala. Next, with a fig-twig 
having a pair of figs, a niddle of a white porcupine and a spindle, full of thread, comb up 
the front fine above the forhead of the bride three times consecutively. 

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

( i v ) Jdtakama ( the birth celebr&tion ) : As soon as a male child js 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, Sages, Parental 
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 sick withiii ten days 
of the birth." 

(v) Ndmakarana ( the naming-ceremany ). The celeh ration of the naming-ceremony, 
is to be done in the tenth or twelfth auspicious day, as indicated in the Dharma-Sastra,* 
preferably on the third or the fourth lunar month. The father .<̂ hould first perform the 
preliminary rituals, beginning from the worship of sixteen Matrkas, associated to Goddess 
Sasthi and sage Markandeya right upto the Vasudhara-oblation. Then on the pit of a Sila 
( a stone slab for pasting and grinding spices ) two lines are to be drawn with the i5ila-patra 
( a small stone roller ) and two wicks of clarified butter are to be lighted up there. By one 
of the wicks, taking as a representative of the bright name, the baby is to be so named, as 
picked up according to the letters of alphabets, which is indicated by ' the ra^i' ( the sign of 
the zodiac ) of his time of birth. The 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 end pf 
\he fire sacrifice/ 
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Alpand and Ornamentation : The same eight-petalled lotus, sarvatobhadramandala 
and a Vedic sthandila are required for the purpose. 

( v i ) Annaprdiana ( the ceremony of taking the first morsel ) : O n an auspicious day in 
the sixth lunar month for the male child and the seventh lunar month for the female child, 
the ceremony of annaprasana should be celebrated. The preliminary vedic ritual beginning 
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 rice ), 
mahavyahrti-homa, prajapatya-homa and prayakitta-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, who is to be fed with the milk-boiled rice with sugar, seated on the lap of the 
mother, by the younger maternal uncle.^ 

Alpand and Ornamentation : The same eight-petalled lotus, sarvatobhadramandala and 
a Vedic sthandila 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 louts-rangoli. 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. 

( v i i ) Cuddkarana or the first hair-dropping ceremony of the boy: The function is to be 
celebrated either in the first, or the third year of the boy. The mother should sit 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 Visnu, 
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. 

Alpand 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 vedic rituals. 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 ). It 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, 
it is from? years 3 months to 15 years three months or sixteen years; for Ksatriyas 
from 11 years 3 months to twenty years and for Vai^yas from 13 years 3 months to 
twenty-two years.^'' ^ After that, they should not have any chance of consecration and 
should be ejj-communjcated from thejr respective ranks aiad 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. I f 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 
his country and culture. 

The same preliminary ritual functions from the worship of ŝ ixteen Matrlsas to pou­
ring the Vasudhara on the wall, are to be observed first. At the end of the preliminai7 
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 ) " Y o u are henceforth be called by your name of baptism", ( i i ) 
"Please collect wood for everyday sacrifice", ( i i i ) "Please have daily wash", ( i v ) "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 
munja-grass, a pair of black deer skin scarfs and a three-stringed sacred thread to wear. Taldxig 
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 pala^a, or the udumbara and asks him to beg alms from the mother, the sister or the 
mother's own sister/^ A t the end, the brahmacarin welcomes the fire-god, '^ikhi» and 
pouring oblation to it promises to follow sincerely al l 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.^^ 

Alpand and Ornamentation. A n eight-petalled lotus, a sarvatobhadrama^idala 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 brahmacaiins 
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. 

( i x ) Samdvartana or the function 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), 
poiirs 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 
domestic duties, assigned to him.^* 

Alpand and Ornamentation are advised above with details in relation to the first Natio­
nal festival, the'^ravani-upakarma'. Now-a-days neither any body goes to a guru's hcrra-

19 II/4 
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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) Vivdha 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 j , ( c ) Varana ( cere­
mony of welcoming the bride-groom ), ( d ) Sampradana ( giving away the bride ), ( e ) 
Ku^a^dika ( celebration by the fire sacrifice ) and ( f ) the Puspasayya (the first happy night 
of the Honey-Moon ) to be observed, by the third night. They are to be ceremonized in order. 

( a ) Avyudhanna—The bride and the bride-groom both ate to, be entertained with a 
grand, dinner by their nearest relatives to celebrate their pure celibacy till the date. 

Alpand. Both are to be welcomed by their respective relations-with new cloths and 
bmaments and should sit on a wooden seat, decorated with a lotus rarigoli. 

{h ) Gdtrd-haridrd. The turmeric festival begins with plenty of happy presentations 
from the bride-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 a^irvada 
much before the marriage. 

Alpand and Ornamentation. The bride and the bride-groom should sit on mats in their 
respective 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 turiheric paste 
shoiild be sent to the bride for her besmearing, along with all other happy and costly presenta­
tions. With the bride 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 four 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 
auspicious things like betels, betel-nuts, praSastipatra etc.. 

( c ) Varana (welcome ceremony). As soon as the marriage party arrives at the door 
of the bride, the bride-groom should be welcomed there, blowiiig conch-shells, making aus­
picious sounds ( huludhvani) and offering some auspicious things, indicated for the purpose. 
From the door the bride-groom is to be led to the appointed place of varana ( welcoming 
rite). There he is to be made comfortable on a well-designed wooden seat and he should 
be entertained there with a seat, wash, a bouquet and a light refreshment, composed of honey, 
sugar and curd, as per the Vedic rite. He should again be led to former place of the turm­
eric play. The bride should then be carried 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 their respective necks with some family traditions 
prevalent among women, . / . 
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Alpand and Ornamentation. Two wejl-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, decorated with beautiful canopy, 
flower-wreaths and twig-garland-borders. A holy pitcher is to be placed along with other 
auspicious things as indicated. The pair may sit there face to face keeping the holy pitcher 
in the middle and placing their scented, up-turned palms, tied with a garland on the 
pitcher. 

( d ) The ceremony of the Sampradana or Pdnigrahana ( 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 ( gha^a ) and tie both the hands with a string of kuk-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, to 
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. 

-fl//»flwa anrf Or«a»j«nfaft'on are the same, as told in connection with the varanas. 

( e ) The Kusar}dikd or the celebration of marriage by the fire-sairifice : The ku^apdika 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 arid 
culture to 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 o f the 
Panigrahana-saiiiskara ( consecration ) is divided into five socio-ritual functions, i.e. ( i ) aSma-
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 ), (ii) Lajahoma ( offering oblation 
of fried paddy with honey, clarified butter and leaves of a sami-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 sami-tree and give shelter to every body under the family-shade as that a 5ami-tree, 
( i i i ) 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 seven steps, 
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 froiit 
of the 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 
auspicious sound of conch-shells and loiid vocal roar ( huludhvani), 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 night with them, arranging a function of' songs, 
dances, merry-making, accompanied by some traditional family functions prevalent amoflg 
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the woman-kind. Next day the marriage party returns home with the bride with songs, 
dances, jokes and pranks. 

Alpand and Ornamentation : ( i ) For the function of a^makramana, draw a big thou^ 
sand-petalled lotus and place there a stone-plate full of red-coloured milk ( dugdhalaktaka 'Ij 
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 frill 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. 

( i i ) 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, 5aml-leaves in their hands and jointly 
celebrate the dhrti-homa (the sacrifice to ascertain life-long confirmed conjugal file with 
tolerance and perseverance,), 

( i n ) 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 alpana is 
required there. Standing on the former rangolis the husband shows the wife the Sun ahd the 
Polar star in the sky. 

( V ) For the rite of offering a veil and vermilion on the fore-head of the bridcj 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. 

( f) Vdkasparia ( the bridal Feast ) and Pu§pa-sayyd-( the first night of Honey-moon ) : 

The celebration of the wedding ceremony is sometimes observed in the second 
morning, i f the Pa^igraha^a (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 totiie 
bride-groom's house. 

The third day is indicated for the pakasparSa (the bridal feast served to and by the 
bride ). It is ceremonized in the third day, in which the husband ofiers 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 family; 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 ( dhupa ) and series of lamps burning with 
scented oil or the butter-oil. With tlie sound of a series of conch-shells, accompanied with 
the happy vocal sound and love-spngs, 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 b,e drawn 
on the floor of the bed-room. Spreading theie a beautifully ornamented carpet the couple, 
wearing <;ostly ornaments and dresses, presented by the brides family, finish the supper with 
curd, rice-flake, banana and sweets, and exchange their wreaths and rings each other with holy 
sounds of conph-shells and other happy jokes and pranks from outside. Thus the artistically 
and aesthetically devised socio-ritual function of a Hindu marriage concludes happily.^^ 
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CHAPTER mi 

THE FOLK-ART m INDIA 

: : ^ Concepts of Artistic Handicrafts: It is, therefore, transparent that the source^ and 
concepti^ o f Artistic handicrafts. Folk-Arts and Alpana are rooted out from the tjvo major 
streams of Indian studies—the Vedic and the Tantrika, the two major streams of the Sruti. 
The comJ)lete scripture of the ^ruti 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 IdstJ, 
scattered or shattered before the time of the drying up or cessation of the river Sarasvati, 
approximately, before the time of compilation of the Manusariahita, which are supposed to 
have been retained, referred to, or indicated in the works of the DharmaSastras 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 devised. It is not, therefore, fitness of a thing to suppose them as non-Vedic ones. 

Abanindranath Tagore, in his hallowed work, 'Bangalar Brata' had given 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 spontaneous appeal, intuitive eagerness and inquisitive approach to draw those alpanas 
are more genuine and really artistic than those of the trained hands. The sfpontaneous 
eagerness, suggested through the trembling lines of such alpanas, is more artistic^ than those 
of the creation of trained hands. 

Abanindranath had classified the current vratas ( vows) into three'grades.:—(i } 
the scriptural vow or the '^astriya vrata*, ( i i ) The fernales' vow or the Narivrata and ( i i i ) 
the maidens' vow or the Kumari-vrafa; coming down to us from the Aryan, Non-aryan or 
Pre-aryaa 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 imprints the nature and characteristics 
of waves of one's own imagination in lines and colours, it is called an alpana or an alimpana,' 

Abanindranath was a real artist in its true sense. A n artist gives his imagination in an 
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 efllciency to wield a pen as well as 
^ 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
ric and local vows; which may highly be appreciated as to be the irreplacable specimen of 

i Folk-Literature, devised for the purpose of supporting the society, we live, imprinting 
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permanently the morale of the vow in the mind of women and common people. It 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!*' Iri addition to them, the Folk-Tale or the Vrata-
Kathas 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 
bf Indian Civilization. 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 
specbd 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. , J 

Folk-Art of AU-India recognition is our subject of study. Regional Folk-Art differs 
in nature and character in different states of Indian sub-continent. Towards the develop­
ment of Indian Arts and Grafts 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 Yosit-pracalita katha (tales current among woman-fold ) and Yo§ida-
cara or Stri-acara; 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 
Alpana. Almost all Indian Studies aim at Summum bonum. Learning in India has two major 
streams;—the Sastras 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.® Since 
all the systems of Indian Philosophy breathe Bliss and Happiness, no independent system 
of Philosophy by the name of Aesthetics, aiming at the same end, had been thought out. 
Indian Aesthetics, i f at all any, may claim its existence on the ground of the churned 
creams of all the philosophical systems, theist, atheist and tantrika, stimulated and 
developed with the thoughts and concepts of Kavya, circumscribing the entire span pjf 
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. ' ; 

It is proposed previously that the present study is limited to Indian concepts and 
elements of the aesthetic culture as discussed in Indian ( Sanskrit) Literature, Arts and Dance, 
Drama, Dramaturgy and Music. In European Philosophy, Aesthetics is appreciated as an 
independent system of philosophy since the fundamental principles of the Indian arid 
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European aesthetic studies differ basically, presented by some well-known scholars of 
India in their distinguished works.^ Our 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 Natya^astra (jGirca 2fld 
century B.C. ) upto the time of Pan^itaraja 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 U 
revealed that the distinguished scholars of world in Aesthetics, sometimes come near and softife 
times differ considerably, so far their comparative speculation in Eastern and Westeth 
Aesthetics is concerned. As East and West never proverbially meet, we would bettfer like 
to close the chapter exerting a comparative assessment on the fundamental principles of 
Aesthetics, delineated by the two parallel lineages of scholars. 

In volume I of the present work, the nature and characteristics of Indian Aesthetics 
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 ( vibhava ). Lest, how the saddest thought of a man can convey the sweetejst thdijght 
to another man ? Gan a man be so cruel by nature ? Does the cauldron scene of worried 
sisters in the Macbeth bring home worry or disgust in the minds of spectators of the drama F 
Do not the feelings like pathos, horrors, disgust, ultimately mature in happiness in the miiads 
of readers and spectators of a drama ? The philosophical 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 vyabhicafi-
bhava in the poet's own world of imagination :—since all of them represent a poet's happiOUi 
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 theni in the 
workshop of his own imagination. In the outside world, the vySdha (the hunter ), the 
kraunCa (the hunted ) and the poet are one and the same person in different guise and fenvi-
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 Bha^ta, 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 Griticism, called commonly AlankaraSastra or^Kavyaiastra 
( Philosophy of Poetry and Poetics) has a cherished tradition and valued recognition 
in the scholastic circle 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, oi: 

20 II/4 
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Aesthetic experience, formulated in Bharata»s Natya-Sastra, runs thoroughly, having been 
crystallized time to time by the prominent systems of Indian Philosophies—like the Vaiya-
kar^9^, Mlmarhsa, Nyaya, Saiikhya ( Bhuktivada ), Saivism, Vaisnavism ptc, The^concept of 
supernaturalism and supersensualism had never been admitted by any of those systems 
without sufficient textual contest. The Mimariisa system and the Nyaya system particularly 
foughtjiooth and nail to waive the hypothesis of supernaturalism in Indian Aesthetics by the 
proposition of their own mundane systems of Philosophy on the proposition of Perception, 
Introspection, Vakrokti (theory of Beautified speech ), Anumiti (Inference ), Introspective 
retrospection etc.. Finally, Abhinavaguptapada reconciled the controversy ascertaining 
that it is laoth natural and supernatural as well as conditional and unconditional. It is natural 
and conditional, since it inay be experienced in relation to its respective,cause, effect «nd 
accessaries. It is also supernatural and unconditional, since it may also be relished wheH 
the said causal condition freezes and the same experience goes on when our, sense-prganŝ ifind:; 
no sensuous stimuli from the mundane world.^° Double negatives ascertiain a positive and it 
is also another criterion to appreciate it as supersensuous. In a word, it is called supernatural, 
since no man-made ism could justify it by any means, yet we feel it by the whole of us, Groce, 
a distinguished scholar of western Aesthetics is not in the position to accept supernaturalism 
fexcept perception. A sirhilar view had been refuted long ago in the ninth century A . D . by ^ r l 
Safikuka, Mahima-Bhatte 

• Beauty is an impeHshable blissful- happiness of a mind under the trace of imaginatibn 
wliich'may changd in 1̂1 appropriate moments in a-charming form that brings immense jby. 
Mind-may feel fatigue in a static thing or thought, but not in a dynamic series of 
beaiutiful things or thoughts. I f one would always see a most beautiful lady he may some 
times feel fatigue but if she dances or smiles suggesting charm, a mind never rests to see her.̂ * 

Plato's concept of Beauty is perfectly at par with that of the Orientialist, He identi­
fies Beauty with Truth and Good as determined in our Upajiisads and illustrated in this 
Hymns to Beauty ( Saundaryalahari) of Sankaracarya, 

,1 Intelligence and Imagination are the parents of Poe.sy, according to Indian Aesthe­
tics. Though a Bharatan tradition appreciates Vrt t i as the mother of Poetry ( Kavya ) in the 
sense of Drama, experiences a kind of style or form of the speech, corresponding ta some 
extent, Groce's conception of Form.^' But Groce is reluctant to appreciate Intelligence as 
such/which, according fo Indian point of view ( as well as partially European top), is 
the principal cause of making Poetry. Innate intelligence, sharpened by proficiency pf 
repeafed cijlfure, is the roof cause of any piece of successful work,'* In Indian Art Mysti-

^cism IS not denied, but in Indian sense of mysticism, there is no scope of improbability, 
impropriety and absurdity; If any thing in a poetry is not justified by propriety or probabi­
lity, 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 Reality 
and . evaluated as to be the soul of poetry, suggested in connection with vibhava, 
anubhava and Vyabhicaribhava. The unmuffied consciousness of dormant feelings ;i? 
virtually R elish, which does not come under the direct perception of a man^^. Elements of 
supernaturalism are not always the same in other countries. The concept of genius, or ̂ nterii-
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gence, as lately analysed by Groce, is not at par with the Indian concept of Intelligence, or 
our Pratibha. <Ilroce writes, "nor can we admit that the word genius as distinct from 
the non-genius of the ordinary nian, possesses more than a quantitative significance. Great 
artists are said to reveal us to ourselves. But how could this be possible unless there be identity 
of nature between their imaginations and those of ours and unless the difierence wi l l be 
ohly one of quantity". It appears that B. Groce is not in the position to accept the identity 
of sahrdaya or a poet-critic." . 

Dr. S . N . Dasgupta had presented a comparative study between the views of Indian. 
Aesthetics arid Groce's own on Western Aesthetics in the li^ht of scientific analysis. He holds, 
tliat "the cult of superstition of the genius has arisen frpm this\qUantitative difference,.having, 
been taken as a difference of quality". This is, to some extent, feasible, so far the realization 
of a man in the mundane experience is concerned, to taste the beauty and bliss of son! and 
riature. A particular type of supersensuous experience, called Pratibha-pratyak§a or th<? 
superserisuous and super-intuitive perception as biologically established by VyEsa and Ma^da-
riamisra, i n their Yoga-Bha§ya and Vidhi-viveka, should be appreciated. But .the: aesthetic, 
realization is not at par with all other worldly realization. Here arises the question of authdr 
rity or adhikarin. A l l are not qualified or authorized to taste the bliss of Aesthetic experience. 
Only those Sahrdayas ( aesthetes who have an innate faculty as that of the poet's ov\̂ n, 
may relish the poetic beauty by the virtue of the common yasana (instinctive irite^^ 
It appears that B. Groce is also not in the position to accept the identity of a sahradaya Or ^ 
a poet-critic.-^" Some are also reluctant to appreciate the concept of vasana top; what is; 
plastered with the soul, and migrates with the soul, generation after generation, t i l l the sbul. 
enjoys the perpetual Liberation. Those, who believe in the theories of Mari4alisniJ an(|v 
'Greneitic code', as well as the biological changes of a wolf into a dog and an ape intb'a |rian,,, 
what checks them to appreciate instinctive genius or intelligence, clearly speculated in ^ptr^^ 
authentic works on Indian Philosophy, particularly Yoga^astra ( Vyasabhg§ya ), M i m l ^ i ^ j 
( Vidhiviveka pf Mandanamisra ), Tantra^astra etc.. It is not mandatory that everything, 
should please everybody. Abhinavaguptapada believes that an uncommon thing, which, 
takes new shapes and forms, emits new lustre every, moment, is termed as Bcautj^i 
or 'Ramaniyata'. On the other hand a gifted philosopherj Jayanta-bhatta, a collaboratorr 
of Lollata-Bhatta,' a mountain-like personality of the time, holds, "How could we create) 
a new thing in this old world in every moment ? It 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. This is 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 i f 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 ot 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. Daridin, ^riharsa, Jagannatha etc. are first aesthetes (philosophers) 
and then poets. Abhinavaguptapada, Gaitanyadeva, Rupagosvamin 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 branches 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. From the sixth century A . D. to the ninth century A. D . the Mlmariasa system 
dominates in the intellectual field of India and we see that the gifted scholars of the Mimaihsa 
system like Kumarila-bha^ta, Prabhakara-bhatta, Jayanta-bhatta, Lollata-bha^ta etc. contri­
buted much to the field of Aesthetics. When the Buddhist system of Philosophy tightly cor­
nered the Mimaihsa system, ^aivaite scholars like Bha^tanayaka, Abhinavaguptapada etc. 
and the Nyaya system headed by ^ri-^ankuka, 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 Vyanjana (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 RasasQtra ( 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 recognition, Pa^ditaraja Jagannatha, who 
boasts of his unquestionable authority in the philosophy of Words, Mimariasa, Logic—ancient 
and modern and Vedanta 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 
Indian Riilosophy, 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.'̂ * 
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Kaveh sahrdayasya ca samananubhavastatah. 

Niyatikftaniyamarahitam etc. 

Mayoonito loke lalita-rasagangSdhanuna î̂  / 
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Ak§a)^ trtiya 90 
i^?aya navami 116 
Ak§aya ( 'Sa§thiY9) 
.|^k§a-Sutra 4,8, 29 
Ak§iputa 5 
Akhandadipa 115 
Agast(l^9 ' 
Agastya 105 
Aguru (smoke ) 137 
Agnihotrin 117 
Agrahayana 90,97, 129, 135, 

- 1 3 6 ^ -
Aghora 73, 119, 121 
Aghork-caturda^i 121 
Afigiras 93, 135 
Angula 5 
Aia22 ' - - ^ ' 
Ajahta 152 
Ajaya-valley 3 
Ajnana 108 
Apima 63 
Aticandika 77 
Atidivya 4 
Atr i 93^135 
Atharva-veda 49 
Adharma 108 
Adhikarin 155 
Adhivasa 20, 113, 125 
Ananta 93, 108, 120 
Ananta-caturdaSi 120 
Anama 14 
Anahata-cakra 66 
Anahata 63, 66, 78 
Anu^aha l20 . v ....'l-

Anuttara 13,15, 67„!73,: 74^ 
76 • 

Anubhava 153, 154 
Anumiti 154 
Anusvara ( sound ) 73, 82 
Anai^varya 108 
Antahmatrka-nyasa'23 ' 
Antaratman 108 
Antarmatrka 77 
Antyaja 27, 28, 32 
Antyastha 74, 77, 82 - ^ ' -
Annakuta 124 
Annakuta»mahotsava 124 
Annapurna 107 
Annaprasana 144 • 
Annasankranti 136 ' 
ApabhramSaSl, 84 
Aparajita ( flower ) 111, 112 
Aparajita-DurgS 117 
Aparna 78 
Apamarga 139 
AbaniiidrAhath Tagore 123 
Abhaya 28 -
Abhijnana-Sakuntala 97 
Abhidha 82, 83 
Abhinavaguptapada 13, 154-

156 
Abhipraya 82 
Abhimanyu 102 
Abhiseka 28, 125. 130 
Amavasya 53 . 
Airiba 16 • ' 
Ambika78 
Ayodhya 127 
Aranya-sasthi 96, 97 . 
Aratnika 5 

Aratnimatra §^r T.-' '' 
A r u n d h a t i % ' ^ ' ' ''^v 
Arka 139' ^ ^^^^ 
Arghya20, 91, Igt ; ' , ; ' ., 
Arghya-patra 4^'^ ! ; 
Arjuna 52, 139- - ' ' - -̂'̂  
Artha in; 
Arddhacandrd^^S, ^ 
ArddhanSTiSvar^ 10, I2jv 13^^ 

66 . ^ ' . - ^ i ' 
A^ddharatr^pQ^ 4^4 • - i- i'> 
Alak§mi 123, 124 -
Alankarar62 • ^ • - ' 
Alankara-^astra-153 •= ' ijv.. 
Avadhuta 20, 23, 24,.25,3^1 

39 f::'̂ .... . . . 
Avantisundari 155,156 , / 
Avanti 39 - " • 
AvalokiteSvara 39 
Avahatta51 
Avairagya 108 
Avyudhanha 146 
ASunyaSayana 89,*̂ 90 . 
ASoka (flower ) 109, l i f t 
A ^ k a ( plant) 97, 109, lH> 
ASoka-§asthi;96,97 V • ' 
A§oka§tami 108 ' / ' 
ASmakVamajgia'147, 148 
A5vattha'l9, 20, 32, l39; 
A5vapat i l l9 ' " ] ;, 
ASvini 52, 105 , V " 
Astanaga 93 
Asta-nayika'1'8 V [ . ' 7, -V 
Astami 106 " • ' V ' 
Astami-paja 114 / 

Astasra;A5'• 7 . ' ' 
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Astra-pu§pa 31 
Astra-paj5 106,114 
Ahafikara 73,74, 76 
Aham 12 
Ahalya 139 
Agama 3, 68 
Acarya Nandalal Bpfe 46 
Ajna 63, 67,78.83; 
Ajna-cakra 25,67, 78 
Atman 108^ 
Adya-Sraddha 53 
Adhara-Sakti 108 
Anandavardhana 83 
Apastamba 115, 142 
Abdikf̂ sapindakarana-

§raddha 53 
Abhiprayika 84 
Abhiprayikavacana 82-84 
Amalaka 48, 90 
Amalaka-dvadaSi 118 
Amalaki.US 
Amra 20, 48 
Ayuh 52 
Aratrika 113 
Arogya-saptami 100 
Alimpana 3,4,45,47,55,59, 

62, 63, 65,69, 77, 142, 
151 

Alimpana-î ilpa 16,45 
Aloka-amSvasya 123 
Alpana 3,45,54,64, 65, 69, 

77, 87, 88-94, 96-102, 
105-107,;.. 108-112, 115-
123, 125-128, 130,1135. 
140, 142-149, 151, 152 

Alirvada 146 
A£uto$a 122 
ASrama 24, 105, 126 
ASvalayana 142 
Aivina 88, 89, 92, 96, 97, 

103-105, 109-113, 116, 
U 7 . 123, 127,^135, 136 

Asadha 48, 88, 92,96, 97, 
103, 109, 117, 126, 135, 
136 

Assamese 78 
Astika 92 
Ahnikatattva 135 
Aindn 14 . 
Airavata 65, 66 
Aisvarya 108 
Audumbara 20,48 

Bakula 48 
Bandhati 67 
Bandhuka 138 
Balapramathini 78 
Balarama 88, 89 
Bali 87,127 
Balidana 114 
Bahirmatrkanyasa 23 
Balagra 5 
Bahyapuja 63 
Bindu 67 
Bindu-tattva 67 
Bindudvitaya 10 
Bindu-pata 65 
Bija 30, 37, 56 
Bijanyasa 24 
Bijamantra 21, 28, 35, 36, 

45, 68, 79, 129 
Budha 58, 109 
Budhastami 108 
Biiddha 125 
Buddha-purnima 125 
Buddhi 76 
Brhati 139 
Brhat-tantrasara 124 
BrhannandikeSvara-Purana 

102 
Brhaspati 58 
Bengal 128 
Bengali 78,79 
Bay of Bengal 125 

Bodhana 103, 104, 115 
Bodha 67 
Bodhini 67 
Brahmacarya 126 
Brahmacari^i 16 
Brahmacarin 104, 105, 117, 

145 
Brahmadeva 106 
Brahman 6, 13,14, 47, 54, 

65, 73, 80, 103, 104, 107, 
112,143 

Brahma-yamala 9, 16,29, 68 
Brahma-yamala-tantra 3, 4, 

7,20-24, 27, 30, 31, 35, 
37, 41, 46, 48, 83, 84 

Brahmavaivarta-Purana 88, 
90,98 

Brahmasaihhita 128 
Brahmaiii 14,46, 30,77, 110 
Brahma^i-gotra 31 
Brahmanda-purana 109 
Brahmavarta 39 
Bratya 144 
Brahmana 27, 28,132, 46, 49, 

88, 89, 92, 93, 99, 104-
106, 117, 118, 121, 124-
126, 129, 135, 136, 139, 
142, 144 

Brahmana ( Literature ) 53, 
54 

Brahma^ika-tantra 5,23 
Brahma-pura^ia 88 
Brahmi 14,-31, 78,79 
Bhagiratha 117, 139 
Bhattanayaka 156 
Bhadrakali 78 
Bharani 52 
Bharata 116, 154 
Bharatasaifahita 62 
Bharadvaja 31, 93 
Bhavadevapaddhati 142 
BbavabhQti 84 
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Bhavi§ya-purana 90, 97, 98, 
100-102,118, 139 

Bhavisyottara-purana 93, 
100 

Bhagavata-purana 101 
Bhadra 89, 91, 94, 95, 101, 

104,117, 135,, 136 
Bhadrapada 52, 93, 94, 96, 

98-100, 105, 115, 120, 
121, 127, 137-139 

Bhanu 102 
Bhasa62 
BhilaS 
Bhima 78 
Bhimavaktra 14, 18, 31 
Bhisma 136 
Bhmal} 99 
Bhu 99 
Bhugrha 69 
Bhata 19 
Bhuta-caturdaSi 124 
Bhrngarajal39 
Bhairava 14, 18, 19, 31, 39, 

78 
Bhairava-stream 3, 25, 83 
Bhairava-gotra 30, 31 
Bhairavanatha 39 
Bhairavanyasa 24 
Bhairava-Picu 40 
Bhairavi 18, 19, 78 
Bhoja 156 
Bhratrdvitiya 124, 125 

C 

Cakra22, 25, 55, 69, 73, 77, 
79 

Cakra-ghanta 30 
Cakravega 14, 16, 31 
Canda-ghanta 16, 78 
Canda-nayika 77,78 
Capda-rQpa 77 
Gan^a 14, 77, 78 
Gandakji 14, 18, 31 
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Gandavati77,78 
Gandika77, 78 
Ga^dika-Durga 114 
Gandi 78 
Gatuhjasthi-pada 58 
Gaturasra 55 
Gandan-nagara 116 
Gandrabija 66 
Gandramukhi 99 
Camara 138 
Gamasa 46, 77 
Gampaka 90, 122, 138 
Gampaka-caturdaSi 122 
Carana 49 
Gam 47, 48 
Garu-homa 143, 144 
Garcika 16 
Garcika-gotra 31 
Garpata ( §a§thi) 96, 97 
Caryapada 84 
Gaturmasya 104, 127 
Candra-var§a 52 
Gandrayaina-Prajapatya 

( v o w ) 53 
Gamara 113, 137 
Gamunda 14, 16,110 
Gitrasutra 62 
Gudakarana 144 
Gedi22 
Gediraja22 
Gaitanyadeva 156 
Gaitra 94-96, 100, 109, -110, 

116, 118, 130, 135, 136 
Ghat (vow) 96 

D 
Pamaru 19, 28, 33, 48 
Daksinamurti 126 
Daksina-KaU 124 
Dakginacara 35 
Daksinayana 103, 104 
Daiada 5,52 
Dandin 156 

Dadhi-Sankranti 136 
Dantura 14,31 
Daria-Paurnamasa 53 
Dafemi 110 
Dasarathalie 
Daklaksaria 51 
Dasahara (Dasera) 115, 117 
Pakini 39 
Dadima 103, 110, 139 
Dana-saiikranti 135 
Daru 18 
Dikpalamandala 58 
Divya 4, 5,35, 63 
Divyabhava84 
Divyadivya 4, 5 
Divyadhika 5 
D i p a l l S 
Dipadana 114 
Dipanvita 87, 122-124 -
Dipavali 88, 124 
Dugdhalaktaka 148 ^ 
Durga 41, 53, 78, 10p-io2, 

105-107,109-116, 137 ' 
Durga-puja 102, 106, 109 
Durga-vrata 106 
Durga ( Sasthi) 96, 97, 'l-
Durgotsava 106, 109 
Du§manta 97 
Dusyanta 62 , . 
Durva ^9, 9,1, .98, 99, 102, 

. 113, 121, 1^9 
Durvastami 102 
Deva46 
Devaki 99, 101 
Devatarcana 70 
Devadaru 59 
Devanagari 78, 79 
Devayoni 14 
Devasena 16, 98 
Devi 5,14. 103 
Devipaksa 104,127 
Devl-purana 96, 98, 102 
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Doha 84 
Dyuta-Pratipat 124 
Draupadi 119, 137, 138 
Dvikala 9 
Dhana-trayodaSi 124 
Dharmal08, 111 
Dharmaghata 136 
Dharma-Sastra 31, 143, 151 
Dharma-§ila 100 
Dhatrt 78 
Dhanya 54, 110 
Dhustura 139 
Dhupa 28, 59, 109, 148 
Dhrti 16 
Dhrti-homa 148 
Dhyana-yoga-caturvidha 70 
Dhruva 48 
Dhvani 83 

E 

Ekavira 8 
EkaSltipada 58 
Ekada^j 117 

G 

Ganga5,63, 90, 117,121 
Gajakarna 14, 16 
Gajakarni 31 
Gaja-prstha 27 
Gai?a 19 
Ganapati 54,124, 139 
GaneSa 41, 111, 115^ 124, 

139 
Gapda 6 
Gandha-variika 125 
GandheSvari 125 
Garima 63 
Garuda66,139 
Garutman 143 
Garbhadhana 142 
Ganapatya 55 
Gatra-haridra 146 
Gandhi 125 , 

Gayatri 13, 49, 99. 145 
Garo 3, 38, 39, 40, 41 
Girija68,91 
Girisuta 90 
Gita 117, 142 
Gitimudra 84 
Gujrat 78 
Guru 84, 126, 145 
GurupQrnima 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 
Gau^a-candramasa 53 
Gautama 31 
Gautama-Buddha 51 
Gauri 16, 90, 124 
Gauri-Ganapati 124 
Grama-dharma 36 
Ghata 87, 90,93,97,98, 100-

102, 105, 108, 109, 112, 
113, 142, 147 

Ghata-sthapana 100, 101, 
112 

Ghanja 28, 30, 31, 33 
Ghrta 47, 48 
Ghorarupa 78 

H 
Hanuman 116, 139 
Harappa 103 
Hari 101 
Haritala 91 
Haritalika 91 
Haridra 103, 110 

Haridvara 104 
Harimangala 138 
Hari-§ayana 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 -
Indra 14,93, 120, 139, 145 
Indrajit 112 
Indradyumna 100 
Indrani 77 
Indhika 67 
Istaka 54 
I§tapiirta 53 -
Ida 63 
i k n a 121 
Bana 15, 120 
I5itva63 
Kvara 13, 15, 67, 75, 77 , 
ISvara-pratyabhijna-

vimarSini 84 

J 
Jagadgauri 92 
Jagaddhatri 111, 116, 125 
Jagannatha 88, 90, 125, 126, 

155, 156 



I N D E X 163 

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 
Jalasankranti 135 
Jahnu 117 
Jatakarma 143 
Jati 12,13,139 
Jait-phala 136 
Jamadagni 93 
Jiva 66 
Jiva-Siva 63, 65, 66, 84 
Ju§ta 48 
Juhu 46, 47, 48 
Jaintia 39 
Jiiana 73, 108, 120 
Jnana-bodha 67 
Jfiana-^akti 73 
Jiianatman 108 
Jnanendriya 74 
Jyestha 16, 123 
Jyaistha 90, 91, 96, 97, 109, 

117, 119, 125, 126, 135, 
136,138 

Jyoti§a 47 
Jyotsna 67 
Jyotsnavati 67 
Jhula 127 

K 
Kaihsa 32, 101 
Kacvi 103, 110 

Kajjvala 113 Kama-kala-vilasa-tantra 64, 
Katowa 116 73 
Katha 139 Kama-dhenu-tantra 79 
Kapala 8, 30 KamarOpa 41 
Kapala-ghanta 30 Kamakhya 41 
Kapala-yantra 27 Kartika 116, 117, 122, 123, 
Kapala-5ula-gotra 31 124, 125 
Kapala-sula-ghanta 30 Kartikeya 14, 96, 97, 111, 
Kapali 14 115,137 
Kapali^a 15 Kala-ratri 16, 78 
Kamandalu 145 Kalika 78 
Karaviral39 Kalika-purapa 102 
Karala 14 Kalidasa 91, 97, 118, 126, 
Karalini 78 137, 155, 156 
KaraU 14, 18, 31 Kah 78, 104, 129 
Karkata 93, 120 Kali-yantra 129 
Karka^a 120 Kaliya-naga 93 
Kar^apata 6 Kavya 152, 154 
Kar t ika 56, 57 Kavya-^astra 153 
Karpura-mafijari 84 Ka5i39 
Karma 73,130 KaSmira-Saivism 84 
Karmendriya 74, 76 Kinkar i8 ,18 
Kalasas 59 Kukkuti ( vow ) 98, 99 
Kala 67, 77, 129 Kutila-Brahml 78 
Kaladhika 7 Kuijda 54, 55 
Kalapika 7, 8, 9 Kundalini 63,64,66, 78,81 
Kalabhavana 45 Kubjika-mata 23 
Kalasardha 7 Kumkuma 106 
K a l i 52 Kumara-sambhava 91 
Kali-yuga 52 Kumarila-Bhatta 156 
Kalpa-lata 57 Kumari-vrata 151 
Kalpa-vrk§a 108 Kumbhakarna 112 
KaSyapa 31, 92, 93 Kula 24, 37 . 
Ksatriya 27,28, 92,126,142, Kula-kundalini 63, 65, 67, 

144 73, 78, 79,83 , 
Ksama 78 Kula-pati 105 
Ksiti-tattva 74 Kula-sastra 4, 22, 24^85 
KsJra-samudra 108 Kulacara 37 
K?etrapala 5, 78 Kuhra 93, 120 
Katyayani 16, 78, 97 Kuvera 81, 107, 123 
Kanyakubja 104 Kukndika 146,147 
Kama 64, 111 Ku^ala 46 
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Kiik-grass 46, 55,105, 147 
KuSagra 94 
Kusma^da 16,78 
Kurma 108 
Kurma-pura^ia 115 
KQrma-pr§tha 27 
Krtayuga 93 
K r t i 120 
Kfttika 52 
Krsna 87, 88, 89, 100, 101, 

102, 116, 127, 129, 130, 
137 

Kr§na-candra-raya 116 
Kr§na-nagara 116 
Krsna-pratipat 53 
Ketaki 139 
Ketu 58 
KeSara 56, 57 
Kojagari 124, 127 
Kojagari-purnima 88 
Kojagari-Lak§mi 127 
Kojagarti 127 
Kotiyogiia 78 
Kola 3 
Kosala 39 
Konark 152 
Kautilya 51 
Kauridina 120 

Kaumari 14, 16, 30, 77, 110 
Kaumari-gotra 31 
Kaurava 52, 139 
Kausalya 116 
KauSambi 39 
^axSM 78 
KauSi amavasya 105 
Kr iya 73, 120 
Kriya-§akti 74 
Kraufica 153 
Krau§taki 16, 31 
Krau§tuka 14 
Khatva28,33 
Khatvanga 8, 9, 15, 19 

Khatva-pravesana 20 
Khadga 30 
Khadga-ghanta 30 
Khadhupa 123 
Kharosthi 79 
Khasi 39 
Khecari-sadhana 23 
Khecari-siddhi 23 
Khetaka 106 

L 

Laksaka 83 
Lakgana 82, 83 
Laksmaiia 116 
Laksmi 58, 66, 89, 90, 94, 

95, 96, 102, 104, 110, 
111, 130, 136, 139, 140 

Laksmi (gacha) 95 
Laksmi (plant ) 95 
Lak§mi-Narayana 127 
Lak§mi-puja 94 
Lak§mi-vara 94 
Laksya 75, 83 
Lak§ya-lak§aka 83 
Laghima 63 
Ladduka 19 
Lala^a 5 
LaUta69 
Lalita-vrata 99 
Lalita-saptami 98 
Laja-homa 147, 148 
Lamii 5, 14, 15 
Lik§a 5 
Lingapurapa 119 
Lipi-laksya-vigraha 73 
Lu^thana-sasthi 96, 97 
Lumbini 3 
Lekhya 46 
Lekhya-kala 79 
Lekhya-pratikrti 4, 36, 37 
Lepya 36, 46 
Lepya-pratikrti 36, 37 

Loka-pala 5 
Lokamatarah 16 
Lokamatrka 14 ,̂  
Lollata-Bhatta 155, 156 
Lauha 18 

i M • 

Makara 108 
Magadha 39 
Mangala 58, 138, 143 
Mangala-candi 138 
Manipura 63, 66, 78 
Manipura-cakra 66 
Mani-mai?dapa 108 
Mani-vedika 108 
Mandana-Misra 155 " 
Mandapa 139 : :. 
Man(^ala 36, 37, 45, 54-56, 

58, 59, 69, 73,77,79,91, 
94,99, 115, 121, 125 

Matsya-purana 52, 62 'L 
Mathura 124 
Madana' 118 
Madana-trayodaSi 118 
Madana-Mahotsava 118 
Madhu 96 
Madhuparka 22 
Manas 76 
Manasa 92,93, 100, 117 ' 
Manu 51, 52, 104, 135 
Manu-Matsya 53 
Manu-Saihhita 151 
Mantra 4, 30 
Mantranyasa 24 
Manthana-§a§thi 96, 97 
Mandara ( mountaitr ) 102 
Mandakini 91 
Manvantara 51, 69 
Marici 92 
Marupatra 139 
Malamasa 53 
Mahah 99 
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Mahakala 5 
Mahakali 78, 110,124 
Mahagauri 16, 78 
Mahadharma 100 
Mahanasa 14, 16, 31 ' 
Mahanidra 78 
Maha-padma 93, 120 
Mahapurana 51,69 
Mahaprana 76 
Mahapreta 18 
Mahabala 14, 18, 31 
Mahabharata 52, 53, 84, 88, 

10!, 104, 139 
Mahabhutas 76 
Maha-bhairava 83 
Maha-maya 77 
Mahamukti 14 
Mahamukha 16 
Mahamoha 78 
Mahay ana ( Buddhist) 61 
Maharastra 139 
Maharastri 78 
Maha-Laksmi 88, 110, 123, 

124 
Mahavi§uva-sankranti 136 
Mahavyahrti-homa 144,145 
Maha§tami 102, 106 
Mabasarasvati 110 
Mahasnana 125 
Mahima-Bhatta 154, 156 
Mahima 63 
Mahi§asura 111, 115 
Mahenjodaro 3 
Mahelvara 14, 119 
Mahocchujma 14, 18, 31 
Mahodari 78 
MakaH-saptami 98, 99 
IVfegha 95, 97, 108, 109, 117 

118, 121, 129, 135, 136, 
138, 139 

Manavaka 104 
Matarah 16 

Matrka 15, 73, 75, 142, 143, 
145 

Matrka-nyasa 23 
Matr-navami 111, 116 
Matra 81 
Madhava 96 
Madhavi 10, 106, 119 I 
Madhavya 62 
Mana 92, 110, 121, 127 
Manaka 103 
Mana-caturthi 92 
Manasa-puja 114 
Maya 77, 108 
Maya-tantra 116 j 
Marana 29, 38 
Markancleya 98, 119, 137,; 

143, 144 
Markandeya-purana 102,110, 

116 
Malati 59, 139 
Malatimadhava 84 
Malini 62, 99 
Malinivijayatantra 23 
Masa 54 
Masa 68 
Mahendri 16 
Mahendri-gotra 30, 31 
Mahesvari 78 
Mahesvari-gotra 31 
Mimaihsa 84, 154-156 
Mukhya-candramasa 53 
Munja-grass 105, 145 
Munda 3, 8, 15 
Mundamalatantra 23, 79 
Mudga 54 
Mudra 6, 8, 28 
Mudraraksasa 88 
Musala 47,48 
Mur t i 35 
Mulamantra 45 
Muladhara 63, 78, 83 
Muladhara-cakra 65 

Mrga 18 
Mrcchakatika 88 
Meghaduta 126 
Meghalaya 21, 31, 39 
Meghotsava 126 
Mendhakasura 130 
Medha 16, 78, 108 
Meru 29 
Maithili 78 ,; 
Mok§a 111 
Motaka 46 
Modaka 19 

N 

Nadia 116 ' 
Nanda 101 
Nanda ( dynasty ) 52 
NandikeSvara 128 
Nandin 5 
Nandini 108 
Nandotsava 101 
Navaka 18 
Navagraha 54 
Navagraha-man^ala 37, 57, 

58, 99 
Navadurga 14, 16 
NavadvadaSaka 19 
Navadvipa 124 
Navanabhamandala 57 
Navapatrika 103, 110, 111, 

113,115 
Navamatrka 14 
Navamipuja 114 
Navamyadhikalpa 111 
Navaratra 8, 109, HO, I H , 

112, 115 
Nara 73 
Nahusa 99, 136 
Nak§atrikavar§a 52, 53 
Naga 92, 93, 144 
Nagake^ara 20 
Naga-paiicami 92, 93, 104, 

117 
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Nagari 78, 79 
NageSvari 92 
Natyasastra 62, 68, 153, 154 
Nadika52 
Nada 16, 67, 73, 75 
Nada-bindu 67, 69 
Nandimukha 142, 144 
Namakarana 143 
Nayika 25 
Narada 138 
Naradiya-purana 106 
Narasirhhi 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-sasthi 96 . 
Nibodhika67 
Nirkjanal l3 
Nivrtti67 , 
Nilakantha 112 
Nepathya 62 
Nepathyabhidhana 62 
Newari 79 
Naiyayika 156 
Nyaya 154, 156 
Nyasa 21,23,29 

O 

Oriya78 ' . 
Orissa 139 

P 

Pankti-yaga 18, 19 
Paiicadevata 106 
Pancamatrka 14 
Pancami (vrata ) 9i 
Paiicamudra 15, 19 

Pancalaksana 51 
Paiicanana 13 
Paiicabja-mandala 57, 90, 

91, 94-96, 106, 115 
Paiicamrta 125 
Patala 33 
Pattika 20 
Panditaraj a-Jagannatha 153, 

156 

Patra-jivaka 29 
Padma 93, 108, 120 
Padmaghanta 30 
Padmaja 91 
Padmapurana 91 
Padma-yaga 18, 19 
Padma 16 
Parama-Siva 63, 73, 78, 84 
parama 67 
Paramanu 5 
Paramatman 108 
Paravindu 64, 65 
Para 13 
Paratriihsika 73, 84 
Parapara 13 
Para-vak 73 
Parinaha 7 
Parimandala 7, 58 
Parivrajaka 104 
Pariksita 52 
Pala 118 
Palak 19, 32, 47, 145 
PaSu25, 35,63 
Pakpati 122 
Pakaspark 148 
Pataliputra 104 
Panigrahana 147, 148 
Panigrahana-Sariiskara 147 
Pandava52, 119, 137 
Pandu-Rajar-dhipi 3 
Paraskara 142 
Parijata 138 
Parvana 53 

Parvati 68, 88,90-92,99, 137 
PaU 51 
Pasupata 122 
Pingala 63 
Pingala ( school) 3, 83 
Pingalamata 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 
P i p i l a k a l l 8 
Pipilaka-madhya 29 
Pitha 32, 56, 108 
Pitha-garbha 57 
Pitha-gatra 57 
Pipala 19, 20 
Pumsavana 142 
Punyakavrata 138 
Punarvasu 116 
Purakarana 70 
Puranas 3, 51, 53,. 57, 61, 

90,98,101-103 

Purana-sastra 51, 69-71 
Puri 90, 125 
Purusa 74, 76 
Puru§a-sukta 129 
Pusta 62 
Pusti 16 
Pu§pasayya 146,148 
Puspabhi§eka'129 
PQga 136 • ' 
Piija 36 
Purani 14, 16 
Purani-gotra 34 
Purnima 119 
Prthivi 108 
Pauranika 45, 51-54, 56, 57, 

61,85 
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Pau§a 94-97, 108, 129, 135, 
136 

Prakrti 76, 108 
Pracanda-candika 77 
Prajapati 54, 142, 149 
Pranava 63 
Pratikrti 35 
Pratipad87 
Pratibha 13, 155 
Pratimadhikarana 4 
Pratima-laksana 33, 37 
Prati?tha 67 
Pratistha-homa 144 
Pratisarga 51 
Pratyabhijiia 122 
Prabha 108, 120 
Prabhakara-Bhatta 156 
Prayaga 39, 104 
PraSasti-patra 113,146 
Prahara 121 
Prakamya 63 
Prakrta 51, 84 
Prajapatya 53 
Prajapatya-yaga 59 
Prajapatya-homa 144 
Prapas 74, 129 
Pra^ayama 63 
Pratibha-pratyak§a 155 
Prapti 63 
PrSyaScitta-homa 144 
Pravaraka 93 
Prasthanika-havana 105 
Priyaihkari 78 
Plaksa 105 
Phalasankranti 136 
Phalgu 130 
Phalguna96, 97, 100, 109, 

121, 128, 129, 135, 136 
R 

Rgveda 47, 53,94 
BLsi-paiicami. 93 
Raktadantika 110 

Rakta 14, 18, 31 
Rakta-Bhairavi 18 
Raksa 5, 127 , 
Raksabandhana 126, 127 
Raghunandana 135 
Rangoli 54, 55, 62-65, 89,90, 

92-94,97-102, 107, 109, 
111, 136-138, 144, 146, 
148, 149 

Rajas 35, 68, 108 
Rati 108, 118 
Ratnasiihhasana 108 
Rambha 103, 110 

' Rambha-trtiya 90 
Rasa 153 
Rasa-sutra 156 
Raksasa 5, 14,15 
Raga 77 
Rajaputri 91 
Rajamartanda 98 
RajaSekhara 34 
Rajasiiya 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 
RaSi 143 
Rasa 128, 130 
Rasotsava 128, 129 
Rahu 58 
Rukmini 115 
Rukmini-vow 138 
Rudra's, 14,28,54, 59, 128 
Rudracanda 77 
Rudra-yaga 53, 59 
Rudrak§a 29 

Rudrani 78 
Rupagosvamin 156 
Recika 67 
Revanta 128 
Rohini 100 
Raudragauri 77 
Raudri 16 

^akuntala62 
^akti 5, 9, 12, 13, 14, 27,30,-

64, 65, 66, 67, 73, 74,77, 
106 

^akti-tattva 74 
^akti-traya 5, 12,13 
^akti-nyasa 23, 24 \ 
^akti-pata 65 
^akti-patra 27 
Sakti-pitha 36 
^arikaracarya 154 
^ankari 78 
Sankha 6, 93, 120 
!§aci 16 . -
^atananda 139 ;> 
^atrughna 116 
^ 5 8 
^abda 15 
^ami-tree 147 
^ami-leaves 148 
^arad^tu52 
^armi§tha 138 
W 2 2 
^ava-sadhana 22 

^aka 123 ; 
^akatala 39 • 
^akta 55, 73,78, 82 •; 
^akha 49 
^anta67 
^anti 16, 29,38, 119 
^antyatita 67 
isantyatita-kala 67, 69 ') 
^antyatiteSvara 67 
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Saradatilaka 55 
Saradotsava 106, 112, 115, 

116, 123,127 
Sari 148 
Salagrama 116, 126 
Salagrama-5ila 101, 102,105, 

129 
Salmali 48 
Sastra 3, 35, 69, 95, 104 
Sastrartha 104 
^astriya-vrata 151 
Sravani 92 
Sravani-upakarma 104, 105, 

145 
Siksa-valli 105 
Sikha 24 
Sikhara-kQrpara 6 
Sikhi 145 
SiraScheda 25, 84 
Sirakheda-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-caturdaSi 121 
Siva-tattva 74 
Siva-duti 78 
Siva-mu§ti 137 
Siva-ratri 121, 122 
Sivaratri-vrata 122 
Siva-lifiga 15, 18, 67,121 
Sila 143 
Silapatra 143 
SiSupalavadha 88 
Sitala 100 
Sitala-§asthi 97 
Sitala-saptami 100 
Sila 97, 120, 121 
Sukra58 
Sukracarya 45 
^ukla-pratipat 53 

Sudra 27, 28, 32,88, 129, 
142 

Suddha-vidya 77 
Sunahkpa 53 
Subhankari 100 
Subhasucani Durga 139 
Sulva-sutra 45, 47, 54, 55 
Sula30 
Sula-gotra31 
Sula-ghanta 30 
Srngeri-matha 69 
Saila-putri 16, 78 
Saiva 55, 73, 82, 122 
Saivi 92 
Saivism 122 
Sai^unaga ( dynasty ) 52 
Sokarahita 110 
Sokaharini 109 
Sobha 15, 57, 62 
Sri 13, 94, 95, 96, 129 
Sri-kantha 5, 12, 13 
Sri-kantha-Arddhanari^vara 

13 
Sri-krsna89, 100, 102, 115, 

l'2d, 128, 129, 130, 136, 
138, 139 

Sri-cakra 68, 69 
Sri-Paiicami 95, 96 
Sri Punyanandacarya 12 
Srimati Radha 101, 102 
Srimad-Bhagavata 129 
Sri-mukhi 90 
^ri-yantra 37, 69 
SrI Radha 128, 129, 130 
Sri Rama 116 
Sri Lak§mi 129 
Sri Sankaracarya 69 
Sri Sankuka 154, 156 
Sri Sukta 95 
Sri Harsa62, 118, 156 
Sruti 48, 151 
^rauta-sutra 142 

Sat-karma 29,35, 36,37, 39 
Sat-karma-sadhana 70 
Sat-cakra 56, 63, 64, 65, 77, 

84 
Sadasra 55 
Sadyogini 14 
Sa§thi 96, 97, 98, 110, 143, 

144 

Sarhvatsara 52, 130 
Saihvatsarapradipa 95 
Sarhvatsarapradipana 126, 

130, 142, 145, 146 , 
Saihhara 68 , ;, 
Sariihara-cakra 69 
Saihharamatrkanyasa 23 
S a f i k a l p a l l i 
Sankalpavacana 112 • 
Sankranti 136 
Sanjiva62 
Sattva 35, 68, 108 
Satya 99 
Satyanaraya^a 140 
Satyapira 140 
Satyabhama 115 
Satya-yugaOO 
Satyavan 119 
SadaSiva 5, 9, 12, 77 

Sadyojata 119, 121 
SantanadvadaSi 118 
Santhala 3 
Sandhabhasa 82 
Sandhipuja 114 
Saptakalpa 111 
Saptakalpa-Saradotsava 111 
Sapta-padi 148 
Sapta-padikarana 147 
Sapta-parna 48 
Saptamipuja 114, 
Saptasati 110, 116 
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SaptaSati-Durga 110 
Sabhaparvan 88 
Sama 29 
Samasti 67 
Samavartana 105 
Sarnavartana-sarhskara 104, 

105, 126 
Samahvaya 88 
Samudbhava 145 
Sampradana 146. 147 
Sarasvati 63, 95, 96, 111, 

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 

Sarvabhuta-damani 78 
Sarvartha-saihyoga-pltha 120 
Savitr 28 
Sahasrara 55, 63, 65, 67, 77, 

78, 83, 84, 108 
Sahasrara-cakra 73 
Sahrdaya 153, 155 
Saihkhya 113, 154 
Sakambhari 78 
Sadhana 70 
Savana-varsa 52, 53 
Savitri 13, 16, 119, 145 
Savitri-caturdaSi 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 
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Sumantra 120 
Sumitra 93 
Surata 65 
Suratha 102 
Surabhi128 
Surupa 120 
Suvacani 139 
SuSila 92 
Susumna 63 
Sutra 46 
Sutra-literature 47, 49, 54,55 

142 
Sorpa 48 
Sorya 41 
Surya-sasthi 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, 54, 55, 59, 

I'sb, 142-144 
Sthiti 68 
Sthiti-cakra 69 
Snataka92, 104, 105, 126 
Snana-yatra 125 
Spanda 122 
Sphota 13, 83 
Sphya 46, 47 
Smrti 51 
Sruc 32, 33, 46, 48 

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 
Svastika 54, 57,93,100,106, 

113, 115, 118, 120, 124, 
126-128, 136 

Svadhisthana 63, 78 
Svadhisthana-cakra 66 
Svaha 16, 78 

T 
Taksaka 93, 120 
Tatpurusal l9 
Tattva 68, 74, 77 
TantraS, 12,13, 14,15, 21, 

22, 23, 24, 25, 28,29, 
49, 57, 69, 83, 85, 98 

Tantra ( school) 83 
Tantra-drsti 83 
Tantra-purana 135 
Tantra-yoga-Sastra 39,66,83 
Tantra-Sastra 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 
Tapas99 
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 
Ta la5 
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 

TOra-yaga 18, 20,21,22,23, 
40, 41, 55 

Tejas 145 
Tola 119 
Trasereriu 5 
Trasra 55 
Trasa67 
Trika 122 
Trikala 9 
Trittva 18 
Tripatra 46 
Trimurti 13 
Trilauha 68 
TriSola 67 
Trifela-bija 75 
Tvastr 142, 143 

U 

Ugra-canda 77 
Uccatana 29, 38 
Ucchusma 14 
Utkarsani 120 
Uttama 91 
Uttarayana 103 
Uttarayana-saiikranti 136 

Utthana-ekadaSi 124 
Udumbara 105, 145 
Udukhala 47 
Udgatr 47 
Unmesa 15 
Upanayana-144,145, 146 
Upanayana-homa 145 
Upanisad 142 
Upapurana 51 
Upabhrt 48 
UpaSobha 57 
Upakarma 92 
Uma 14, 78,91,119 
Uma-caturthi 91 
Uma-pati 5, 14 
Uma-Mahe5vara 119 
Uma-Rudra 10, 12, 14 
UUepana 3 
UsnTsa 93 
Usmavarna 74, 77 
Urdhvaga 67 
Urdhvagamini 67 
Urddhvamnaya 25 

V 
Vaihsa 51, 69 
VaihSanucarita 51, 69 
Vaka ( plant) 138 
Vaka-paficaka 138 
Vakula 105 
Vakrokti 154 
Vakrokti-school 75, 83 

I Vagalamukhi 110 
Vajra 30 
Vajra-ghanta 30 
Vata 47, 48 
Vata-savitri 98 
Vanaspati 143 
Vanavasa 52 
Vara 8, 28 
Varaiia 146,147 
Varuna 66,128 
Vargiya 82 

Vargiyavarna 69 
Varna 18, 56, 151 
Varija-rupa 73 
Varnasrama 23 
Vartula 55 
Vasitva 63 
VaSistha 31, 92, 93, 126, 136 
VaSistha-saihhita 55 
Vasikarana 29, 38 
Vasanta 118 
Vasanta-dolaka 128 
Vasanta-paiicami 95 
Vasudeva 101 
Vasudhara 142-145 
Vahni54 
Vagdana 146 
Vacaka 83 
Vacya 75, 83 
Vacya-vacaka 13 
Vajapeya 53 
Vajasaneya-sathhita 48 
Vama 35 
Vamadeva31, 114, 127 
Vamana 87 
Vama 16 
Vamacara24, 35 
Vayu 81 
Vayu-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, 3 i , 78 
Vijaya-dasami 111, 115 
Vijaya-saptann 98, 99 
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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 
Vimala67, 120 
Vilva 32, 36, 103, 110, 113, 

137, 139 
Vivaha 146 
Vi^alaksi 90 
Visuddha 63, 78 
Visuddha-cakra 66, 67 
Visuddha 108 
ViSvakarman 137 
ViSva-BharatI 3 
Visvarupa 129 
Visvamitra 93 
Vi^vesvara 122 
Visama 29 
Visahari 92 
Vistara 46 
Vi jnu 14, 41, 54, 57, 58, 59, 

66, 80, 88-92, 100, 102, 
103, 116, 118,120, 125, 
135-137, 142, 144 

Visnu-kranta 139 
Vigpudharmottara 62 
Vi§i?uyaga 53, 59 
Visarga 75, 82 
Vistara 47 
Vina 111 
Vithi 57 

Vira 5, 8, 35, 36, 39, 63 
Vi ra 31 
Virastami 106 
Vrt t i 154 
Vrtra 93 
Vrndavana 101, 124,127 
Vr§abhanu-suta 102 
Veda 3, 23, 31, 35, 48, 49, 

57, 59, 61,91, 95, 99,143 
145, 151, 153 

Vedamukha 121 
Vedanta73, 156 
Vedi 54 
Vaidika 51, 57, 85 
Vaiyakarana 154 
Vairagya 108 
Vaivasvati 14, 16 
V^vasvati-gotra 30, 31 
Vaisakha 90, 96, 101, 117, 

119, 135, 136, 138, 139 
Vaisakhi 125 
Vaisali 3 
Vaisesika 5 
Vaisya 27, 28, 92, 126, 142, 

144 
Vaisnava 55 
Vaisnavi 14, 16, 92 
Vaisnavi-gotra 30, 31 
Vyangya 75, 83 
Vyangya-vyanjaka 83 
Vyanjaka 83 
Vyanjana 82, 83, 156 
Vyabhicaribhava 153, 154 
Vyakara^a 83 
Vyadha 153 
Vyasa 155 
Vyahrti 99 
Vrata 151 

Vratakatha 151, 152 
Vratapaksa 127 

W 
West-Bengal 94 

Y 

Yaksa 107, 123 
Yajamana 47, 59 
Yajurveda 129 
Yajna 130 
Yantra 4, 27, 35-37, 69, 73, 

79 
Yantra-Karma 35, 37 
Yama 14, 81, 89, 118, 138 
Yama-smrti 27 
Yamuna 1, 5, 10, 63, 89 
Yava 5, 7, 19, 54 
Yava-madhya 29 
Yaga22 
Yajnavalkya 135 
Yamini Roy 45 
Yudhi§thira 102, 119, 120, 

136, 139 
YukaS 
Yupa 48 
Yupakastha 48 
Yoga 120 
Yoga-Bhasya 155 
Yoga-sastra 155 
Yogini 5,8, 14-16, 19,39, 75 
Yogini-hrdaya 21, 75 
Yogini-hrdaya-tantra 15, 39, 

68 
Yojana 67 
Yoni 32, 55, 64 
Yonipitha54 
Yo§it-pracalita-Katha 152 
Yosidacara 152 
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3. Abki. Bhn. 
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Central Publication Branch, Calcutta. 
Comparative Aesthetics, vols. I & IT, Dr. K . C. Pandey, 

Ghaukhambha Sanskrit Series, Varanasi. 
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by N . V . Chakravarty, Calcutta, 1316 ( Beng. era ). 
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20. Durbar. 

21. Devl-P. 

22. Dh A. 

23. E.O.I. A. 

24. Folk-Lore. 
25. Gltd. 
26. Almanac. 
27. Jai.Su. 
28 K. P.: R.P. 

29. K. V. or K. V. 7. 

30. Ka-Pu. 

31. Kdlamddhava 

32. Kurma-P. 

33. Linga-P. 

34. Matsya-P. 

35. Mznu. 

36. Afonw (Kulluka ). 

37. Malamasa. 
38. Af. 5 . or Maha-bha. 
39. Markariieya. (saptaiati) 

40. Afe^Afl. 
41. JVdradiya. 

Nepal-Durbar, A Catalogue of Palmleaf & selected 
paper Mss. belonging to the Durbar Library, 
Nepal, vols. I & II, Calcutta, 1905. 

Devi-Puranam, Ed. by Jiva Nyaya Tirtha, Navabharat 
Publishers, Calcutta, 1384 ( Beng. era ). 

Dhvanyaloka with the Locana, Ed. by Pt. Pattabhirama 
^astri, Varanasi. 
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bibl. no 27, E. O. I. A . , vol. II, Part I. 

Folk-Lore—Bengal, Ed. by Durgadas Lahiri. 
^rimad-Bhagavad-Gita ( with ^ankara-Bhasya), Calcutta 
Indian Almanac, The National Institute of Health. 
Jaimini-Sutra, Pts. I and II, Bombay. 
Kavya-PrakaSa with the comm. RasaprakaSa, vide 

bibl. no 35, E . O. I A. , vol. II, Pt. I. 
Kamakalavilasatantra, Arthor Avalon tantric texts. Ed. 

by Sadasiva Misra, Kashmir Series, vol. X , 1922. 
Kalika-Puranam, Ed. by Pancanana Tarkaratna, Pub. 

by N . V . Chakravarty, Calcutta, 1316 ( Beng. era). 
Kalamadhava, Madhavacarya, Ed. by Candrakanta Tar-

kalamkara, 1916 
Kurma-Puranam, vol. II, Ed. by Paiicanana Tarkaratna, 

Calcutta, 1311 ( B. S. ). 
Linga-Puranam, Ed. by Pancanana Tarkaratna, Pub. 

by Nata Behary Roy, Calcutta, 1310 ( B. S.). 
Matsya-Puranam, vols. I and II, vide bibl. no 62, E. O. 

L A . , vol. II, Pt. I. 
Manusaihhita, Ed. by Shyamakanta Tarkapanchanana, 

Reprint. Basumati, Calcutta. 
Maausamhita 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.I.A., vol. II , Pt. I. 
Markandeya-Puranam, Savarpikamanvantare Devi* 

Mahatmyam,Ed. by Pancanana Tarkaratna, Calcutta. 
Meghasaihdesah.vide bibl. no 70, E.O.I.A., vol. II,Pt. I. 
Naradiya-Puranam, Ed. by RamaSarma Acarya, Saihskrti 

Saifasthana, Bareley, 1971. 
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42. Mrnayasindhu. 

43. XS. 1 ( Abhi. Bha. ) 

U.MS. 2 
45. Padma. 

AG. Para-trim 

47. Pihgald. 

48. Picu. or Br.ydmala-Picu. 

49. Prm. Tan. 

50. Principle. Lit. Criticism. 

51. Pm. Dflr. 
52. 
53. Ratnavali. 

54. Rk-Prdti, 
55. jRjg. F.or Say ana-Bha. 

56;.i?. G. 

57. ^atapatha-Br Hhmana. 

58. .^aWa- A;fl̂  

59. ̂ iva-df. 
60. ̂ iva-stotra. 
61. $ai:ca. 

62. Sanca. 

63. Saundarya-tattva.. 
64. Skanda-P. 

65. Serpent 

Nirnayasindhu, Ed . by Gopal Shastri Nene, tlhaukham-
bha Sanskrit Series, Varanasi, 1930. 

Natya-^astram with Abhinava-bharatI, vols. I to V I I , 
Baroda, 1956. 

Natya-Sastram, vide bibl. no 72, E.O.I. A. , vol. II , Pt. I. 
Padma-Puranam, Ed. by Pt. Paiicanana Tarkaratna, 

Cialcutta. 
Paratriihsika with the comm. of Abhinaviaguptapada 

Srinagar, 1918. 
Pingalamatam, Jayadrathayamalatantramy V . B. Skt. 

Mss. no. 16/Sil.2 ( b ). •, ; 
Brahma-yamala-tantram, Picumatam, V . B . Mss. no. 

16/Sil-2. 
Principles of Tantra, vide bibl. no 83, E. O. I. A . , vol. 

I I ,P t . I. 
Principles of Literary Criticism, I. A . , Richards, Tru-

bner & Go. L T D . , London, 1930. 
Purohita-Darpanam. 
Raghuvamsam, Ghaukhambha Sanskrit Series, Varanasi. 
Ratnavali, Ed. by M . R . Kale. Book-sellers' Publishing 

Co. Bombay 4, 1964. 
^k-Prati^akhya, Nirnaya Sagar Press, Bombay. 
Rgveda ( Sarhhita ), Ed. by Max Muller, vols. I-IV, 

London, 1849. 
Rasagangadhara, Panditaraja Jagannatha, with the 

comm. Marmaprakasa of Nagesa. Bombay, 1939. 
Satapatha-Brahmana, Ed. by Albrecht Weber. Ghau­

khambha Sanskrit Series, Varanasi, 1964. 
Sabda-kalpadrumah, vide bibl. no 88, E . O . I. A. , 

vol. II , Pt. I. 
Siva-drsji, Somananda, Kashmir Series, Srinagar, 1938. 
Siva-stotra, Utpaladeva. Ghaukhambha, Varanasi, 1902. 
Sat-cakra-nirupanam, Ed. by Taranath Vidyaratna, 

Calcutta, 1913. 
Saiicayita, Rabindranath Tagore, Granthan Vibhag, 

V .B . , Calcutta. 
Saundarya-tattva, Dr. S. N . Dasgupta, Calcutta. 
Skanda-Puranam, vide bibl. no 98, E. O. I, A . , vol. 

II , Pt. I. 
Serpent Power, Arthor Avalon, Ganesh & Go,, 1924, 
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66. Studies. Tan. 

67. Tan. Sd. 
68. Tai. A. 

69. Tai. Sam. or Yajurveda. 

70. Upa. Ai. & Br. A. 

71. Upa. Praha. 

72. V. B. Skt. Mss. 

73. Vakrokti. 
74. Vdkya-p. 

75. Vdja. Sam. orTajurveda. 

76. Vism-dha. 

n.Togini-hr. 

Studies in the Tantras, Dr. P. C. Bagchi. 1939. 

Tantrasara, Abhinavaguptapada, Srinagar, 1938. 

Taittiriya-Aranyaka, Ed. by Mahadeva ^astri, Ranga-
carya, Maharaja of Mysore, 1900. 

Taittiriya-Sarhhita, Ed. by Ananta ^astri. Dhupkara 
Svadhyaya Mandalam, Surat Pardi. 1957. 

Aitareya Upanisad & Brhadaranyakopanisad, Astadaso­
panisad. Vaidika SamSodhaka Mandalam, Poona, 
1956. 

Prasnopanisad, Astadasopanisad, Vaidika SaihSodhaka 
Mandala, Poona, 1956. ' 

Sanskrit Manuscript Section, Deptt. of Sanskrit, Visva-
Bharati. 

Vakroktijivitam,Kuntaka,Ed.by S.K. De. Calcutta, 1961. 
Vakya-padiyam, Bhartrhari. Varanasi, 1887. 
Vajasaneyi-Saihhita, Ed. by Ananta ^astri. Dhupkara 

Svadhyaya Mandalam, Surat, Pardi, 1957. 
Visnu-dharmottara-puranam, vide bibl. no 114, E. O. I. 

A . , vol. II, Pt. I. 
Yogini-hrdayam, vide bibl.no 117, E . O. I. A . , vol . 

II., Pt. I. 
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ERRATA 
Page , ' '' Line Incorrect Correct 
5 8 Yoginis Yogini?, 

» 10 Lokapatas Lokapalas 
19 Balagra Balagra 

» 24 10 the 
25 srikkani srkkani 

6 16 thickness fing. thickness 2 fing. 
» 18 the breadth the breast 

- J 24 4 
6 kalapika kalapika 

i< 14 then thin 

»j 37 also who also 

10 20 Gosmogong Gosmogony 
12 12 -Two. The -Two, the 

» 24 ' pantheoas pantheons 
13 14 Savitri Savitri 

» 21 Ash Asa 
15 19 beings being 
16 6 the But But the 
20 14 ( mango ) (mango ? ) 
22 14 appracated appreciated 
23 34 Mundamala-tantra Mundamala-tantra 
25 32 dutis dQtis 
29 24 acounting counting 
30 25 padmaghanta padmaghanta 
31 4 worship worships 
>> 21 Gakravega Gakravega 

39 » viras viras 
» 39 Jainta Jaintia 
40 20 are is 
47 35, 38 musala musala 
48 12 bata vata 
51 1 Vaidicka Vaidika 
53 6 candramasa candramasa 
I t 7,8 Sradha Sraddha 



ERRATA in 
53 11 prajapatya prajapatya 
54 27 holi holy 

55 12 sadasra saclasra 

9} 
30 skliton skeleton 

57, 58 40,6 planate planet 

65 1 spherial spherical 

67 3 11 1' 

69 17 bhugraha bhugrha 

36 Vam^anucarita Vaihsanucarita 

73 11 500 hundred 5 hundred 
12 A ( ) to her ( ) A ( ar) to Ha ( ^ ). 

J , and in and three hundred in 

74 1 citta, intelligence citta (intelligence) 

» 14 antasthya antyastha 

35 

75; 80 1, 2; 8 P .1' 

77 41 Brahmani Brahmani 

78 5 Gandaghanta Caijdaghanta 

26 Nagari Nagari 

29 Svadhisthana Svadhisthana 

79 3 turning turning 

86 5 ya yo 

9> 18 "salile "saUle 

J » 21 rudahrta rudahrta 

J> j » ya^asvini yaSasvini 

if 30 Var^odhara Varnoddhara 

J l 33 Sandhya-bh5§a Sandhya-bha§a 

88 8 Brahma-Purana Brahma-Pura^a 

91 13 Padmapurana Padmapurana 

« 14 Haritalika Haritalika 

23 haritala haritala 

92 5 liquid liquid.i-^ 

» 20 ( c ) ( v ) 

)> 27 Jagadgouri Jagadgaufi 

j j 
34 Vaisya Vaisya 

93 9 fire fine 

95 24 Samvatsarapradipa Sanavatsara-pradipa 

95,96 38, 23 jesmine jasmine 
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96 11 of the thirteenth day of of-
97 3 Jyaistha Jyaistha^^ 
j> 15 Bhadrapada Bhadrapada'^^ 
>j 29 Agrahayana Agrahayana^* 
101 7 birh birth 
102 20 Sri Krsna ^ r i Krs^a 
103 33 Lotus souls 
105 27 furture future 
106 2 requrired . required 
109 17 life Ufe.̂ * 

}} 22 ones.̂ * ones."^ 

110 16 Gaitra.^^ Gaitra. 

112 24,30 Kalparambha Sankalpavacana 
113 32 kajjvla kajjvala 
118 6 that on a that a 

>y 40 warrior wooer 

120 31 man o mango 

131 1 "nama "nama 
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