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PREFACE

TUDENTS of An have alrcady been familiarized with tlie paintings of Ajanta, first

through the excellent capies made by Major R. Gill in carlier days (t844~67), and again
through those executed by Mr, John Griffiths and Lady Herringham more recently, and
published in splendid volumes—by the formerin The Paintings in the Buddkist Cave Temples
of Aranta, and by the latter in The Apanta Frescees. These copies have proved of inestimable
value in giving the world 2 gencral idea of the paintings, and, being accompanied by most
carefully written essays on the history and artistic import of the frescoes, these admirable
volumes will long be studied with advantage by every onc interested in Indian An.

Notwithstanding their merits, these copics have not fully satisfied the connoisscus. For one
thing the leanings and characteristics of the copyist have crept into them, and for another the
technique of the original frescoes has been found oo vigorous to be reproduced faithfully
in a less pronounced medium. On the latter point the opinion uf Lady Herringham, who
spent several years in copying the frescoes on the spot, is decisive. She writes: ‘In reality the
techniguee of the original work is so sure and perfect that none of us were good enough exe-
cutants o repeat it,” and further: *Most of it has a kind of emphatic, passionate force, a marked
technical skill, very difficultito suggest in copies done in a sligheer medium.™

The Government of His Exalted Highness the Nizam, in whose dominions Ajanta issituated,
have evinced no small solicitude to procure faizhful copies of the frescoes, and in 191§, shortly
after the creation of the Archacological Department at Hyderabad, they were pleased to
appoint an artist, Mr, Syed Ahmad, who had received his training under Lady Herringham,
to copy the frescoes with greater fidelity to the originals. Mr. Syed Ahmad’s cfforts in this
respect have been crowned with a fair amount of success, for his copics as regards tone are
distinctly superior to those made by previous artists. Art enthusiasts, however, have con-
tnued to crave for absolutely faithful copies, which they suggest are possible only by a
mechanical process, such as colour photography, a method which has made great progress
Il TE€CONt [IMes.

The proposal for the reproduction of the frescocs by colour photography, although most
welcome to His Exalted Highness's Government, at first appeared impracticable, for through
the neglect of centunies maoisture and dirt had formed a crust over the paintings, which it was
difficult to remove owing to the varnish which some archacologists and artists had laid on the
paintings with the idea of brightening their detail and safeguarding them from climatic
effects, These injudicious measures, although undertaken with good intentions, have, in the
course of a quarter of 2 century, not only made the fine brushwork of the frescoes more indis-
tinct, but have in some cases, where the varnish was of a bad guality (copal) and where the
dire had not been removed beforchand from the fresco, converted the entire painting into

U Ayanta Frescoes, pp. t7-18.
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a dingy smear. Thanks, however, to the gencrasity of His Exalted Highness the Nizam,
and to the genuine interest 2nd courteous help of the fate Lord Curzon, Sir Rennell Rodd,
the Ambassador of His Britannic Majesty in Rome, secured two expert restauratears, Pro-
fessor Lorenzo Ceccani and Count Orsini, te clean the frescoes from the clotted mass of
varnish and dirc which hud in some cases affceted even the colours bencath. The ltalian
experts worked at Ajanta for two scasons (19z0-1 and 1921-2), and their efforts in cleaning
the frescoes proved eminently successful, except in a few places in Caves XV and XVII,
where the varnish had penetrated into the coloure and any attempt to remmove it resulted'in
total obliteration of the colours themselves.

After the cleaning of the frescoes so far as was practicable, the next step was to liring out
to Ajunta an expert in colour photography. In the beginning Mr. Q. H. Browne, of the
Hyderabad Eleerricity Department, kindly made some experiments; but later the services
of Mr, E, L. Vasey, a British expert, were recommended by Sir John Marshall and Sir Aurel
Stein, who, it may be added parenthetically, have ad¥ised the Archacological Department
of Hyderabad most willingly at every stage of this scheme. The recommendatién was readily
accepted by His Exalted Highness’s Government, and Mr. Vasey was engaged for five
months, during which time he photographed ‘nearly all the frescoes which have survived the
Tavages of time and have recently been thoroughly conserved.

The negatives prepared by Mr, Vasey form the basis of the plates incorporated in the
present publication. The colour-plates have been made and printed by the well-known firm of
Messrs. Henry Stone & Sen, Ltd., of Banbury and London, while the fhonochrome plates
have been reproduced by the Oxford University Press under the able direction of M. John
Johnson. The selection of colour subjects has been limited by the requirements of their heing
distinct in the originals, but the monochrome plates include almost every painting which
survives on the rock-walls of Ajanta; and in s few cases, where even the design had been found
too far obliterated for reproduction by photography, Mr. Sycd Ahmad, dur artist, has traced
it, to the best of his vision and skill, and his copics are included in the Plates. For purposes
of derail some subjects reproduced in colour have been repeated on a larger scale in mono-
chrome, for some authorities consider that the black and white reproductions give 3 better
idca of the original drawing of the frescoes, The work will com pnsc four parts: the first past,
now issued, deals with the Frescocs in Cave | only.

I¢ must also be added that reproduction of the frescoes by colour photography, highly
costly and difficule as the undertaking was, would never have been accomiplished but for the
judicious and able handling of the scheme by Sir Akbar Hydari (Nawab Hydar Nawaz
Jung Bshadur}, firstin his capacity as Secrctary to His Exalted Highness's Government in the
Archaeological Department and later 2s Finance Member. Sir Akbar Hydari’s love for
Ajanta has become almost proverbial, and his naric will long be associated with the work
carried out there during the last decade and a half. It is only right to mention in this
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PREFACE
connexion also the name of Nawab Akbar Yar Jung Bahadur, the distinguished successor to
Sir-Akbdr Hydari us Secretary to the Government in the Archacological Department, who has
displayed a keen intesest in this schemne and has supported it warmly throughout,

As the publication of the Plates would have been incomplete without an explanatory
account of the frescocs, 1 Thave ventured to describe them: but not in the spirit of an expert
in Buddhist Jore or as.an adept in the technicalities of Art. My acquaintance with them, as
Director of Archaeology, Hyderabad, héwever, is decp and intimate, since I have had to watch
and study them unrémittingly. The reader, it is hoped, will find the Introductory Essay,
written by Mz, Laurence Binyon, than whom there is perhaps no greater authority on the
art of the East at the present time, of extraordinary value and intercst in appreciating the
merits of these marvellous frescoes.

The correction: of proofs, on account of the distance between Ajanta and Banbury, has
occupicd a long time, but the assistance of Mr.'Syed Ahmad and the expert knowledge of
Mr. J. A. Milne, C.B.E., have proved most aseful, so that difficulties which appedred to be
insurmountable in the beginning have been successfully overcome.

Lastly, my decpest gratitude is due 12 my esteemed fricnds, Mr. C. E. A, W. Oldham,
C.S.L, ahd Dr. L. D. Barnett, for reading through the proofs of the Explanatory Text
afd for making many valuable suggestions.

G. YAZDANI
Hyperansap, Dreccan
st May, 1930
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INTRODUCTION

HIEN first T was honpured by the invitation to write these introductory words, my
impulse was to decline. For I have never seen Ajanta. Geear as has been my desire
for muny years to visit those fanous cave-templey, with their frescoes and their sculpures,
fortunc has denied me the opportunity. How, then, could 1 be justificd in attempting to write
an introduction to such an important wark asithis ¢
But, though I urged all the reasons that a natural diffidence uaroinptcd Mz, Yazdani pessisted
in his request. The invitation was expressed in such gracious terms that refusal became
impossible. It was truc that I had never seen the originals of the paintings here reproduced
for the first time in colours by photography: but it was ulso true that I had given many years
of study to Asiatic painting in genernl; and as thesc frescoes are not only of supreme interest in
themselves, but are of captlal importance in their relation to the whole body of Buddhist
painting in all the countrics of Asia, I have tricd on this account to justify my acceptance of
the tuek,
I

The longer one studies the art of the world, the more onc prizes, the more one returns to—
or so at least is my experience—the art which, whether ostensibly refigious or not, expresses
or is impregnated with the lifc of the spirit. A landstape, a group of figures, a painting of
flower or tree or animal, may serve for such expression, may move us more deeply than pictures
or statues which profeas torcommunicate great idess, None the less, as we Jook back over the
world’s ast, arc we niot longest held and most surely satisfied by those forms which the imagina-
tion.of a race has assembled to embed y the drama of husan dcsun} the agonies and triumphs
of the human soul, and to which the genius of great artists has given embodiment? In such
images, such far-descended shapes of inyth and symbol, creative degign discovers a stimulus
and scope far transcending the private resctions of a single mind.

Of such is the art of Ajanta, And [ rejoice; as will all lovers of art, that this publication
has been made possible by the enlightened munificence of His Exalted Highness the Nizam.,
For though the previous scts of copies had admirable qualities of their own, they were
nccessarily translations.  After studying the plates of this volume, I see Ajanta with new eyes.

Let us first consider the general effect of the paintings. (¥ am obliged to write of the
impression made by the reproductions; no doubt this unpression would be enriched and
intensified by sight of the originals) The interior of the viAdra tnwhich the present volume
15 devoted, as we see it in Plate [V, shows us the disposition of the paintings on the walls and
the ceiling, and reveals also the injury of Time and such defacerment as hus been caused by
hands of men. All the lower portions of the frescoes have perished.

One of the {atest writees on Indian painting, M. Ivun Stchoukine, though his book* is not
directly concerned with ancient art, has some illuntinating pages on Ajanta. Incidentally, he
mentions some words of mine, written many ycars ago, in order 1o record his disagreement,

' La Peinture Indienne & Pipoqur des Grands Megol).  Pars, 1929,
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INTRODUCTION

Coming from:the study of Chinesc art, I had once said that the compuositions of the Afanta
paifiters scemed to me ‘crowded and incoherent’ and their art “primitive’, as compared with
Chinese art, in spitc of the ‘forcible and imposing impression” they create and “the grace,
dignity, and character’ of single groups and forms. M. Stchoukine quoted from the first
cdidion of my Painting in the Far Eat, published in 1908: had he turned to the third edition,
publiched in 1927, be would have found that further study of the copics avatlable (actual
photographs were not then to be procured) had induced = decper appreciation, though 1
imagine he would still disagree with the judgement that ‘the composition is often turhid,
and we are left with a sense of splendid struggle rather than of serene mastery’.

M. Stchoukine's own view must be quoted, and T venture to translate his words,

Contemplating the frescoes (he says), onc has at first the impression that the numercus figures
represented in them are arcanged—or pited vp rather, so great is thei number in proportion to the
space—without preparatory thought or any preconcerved plan, 1n a manner so natura! that it appears
almosc accidental. A closes study soon reveals the learned design which controls their grovptng. In
their ansiety to preseat a picture ful! of natural cffect, the artists of Ajanta take care to avoid ull methods
of compasing where the governing idea ia too abvious, such s those which exhibit the primitive device
of a strongly marked symmetry or elsc immobilizc the design by depriving it of movement and life.
All their compositions are, on the contrary, hased on complex urrangements, where the variery of the
attitudes and of the groupings appears inexhaustible. But this abundance of forms is far from producing
chaotic desipn, apposed ta all idea of unity; used with art, it helps to create well-planned compositions,
the unity of which is-not impaired by the face that it iz made up of heterogencous elements.

Tam glad to quote these words of a critic who is certainly not given to.vaguc enthusiasm but,
on the contrary, has aot only a2cute perception but closely reasoned judgement. And Tam
very willing to admit that I may have emphasized 100 much the ‘abundance of forms’
withour percciving sufficiently their underlying coherence.

At any rate 1 freely acknowledge that the more the frescoes are contemnplated the more
does ane appreciate the subtle relationships that connect the groups of figures, sa that though
the "unity’ of the compositions is not what impresscs the eye at first—rather, in nuny cases at
least, the reverse—aone comes in the end to recognize that profound conceptions can dispense
with the formulas of calculated surface-arrangement and have their own occult means of
knitting together forms in apparent diffusion. The unity atrained is not so much like the
decorative unity we are tccustomed to expect in works of pictorial art, as like the decp con-
gruity we hnd in pature, the continuity of relation between the hills and the trees and the
Howers, the shadows and the light: it satisfies in the same large and silent way. For this art
is charucteristically Indian in its love of natural profusion: it desires the whole fullness of life.
And this fullness is not merely the vigorous assertion of human virality, it is not complete
without the life of animals and plants, Man is scen in the midst of nature, not using her as
something vanquished and subservient to his necds and pleasures, but emcrging among those
kindred forms of life as the most cloquent form she has created. The more the mind steeps
ttself in this art, the more it is aware of the profound conception of the unity of all fife which
pervades it, '

At the present day, obeying 2 reaction from the kind of art which is engrossed in problems of
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representation, we kay all the emphasis on design. Design ts the root of the matter, assuredly:
yet there js'a danger in the oo conscious pursvir of design. When 1lie whole ateention is con-
centrated on this, there is apt to be loss of depth. The artists of Ajunta had before then always
the primary'aim of rendering the significance of the stories they were to paint upon the walls.
ft was rather their inwitive unconscious powers which guided the disposition of the figures
and syntheuized their grouping. Thus the design is not altogether on the surface, butan under-
lying vitality within. I would not be thought to make any hard distinction between conscious
and subconscious effort, Every artist knows how subtly and inextricably these two cu~operate,
The painters of Ajanta were conscious artists, obviously; they were not working at randoin or
covering 1 sucface bit by bit withoue plan or preconceprion; but they gave casy play, as they
went, to the natural animation of forms; they felt no compelling need to enfarce cohesion by
gestures and attitudes dictated by pictarial effect rather than inspired by the subtle relationships
of living beings in company. They welcomed the grace of casual mavement. And we note how
in these paintings exch of the figures is intent on what it is doing or possessed by what it is
feeling. There is no turning toward the spectator for sympathy or atrention.

A former age, used to the emphasis of decorative unity and really pleas¢d by a rhetorical
canvergence of gesturing arms and similar devices of compositiun, had little means of appre-
ciating the looser and more idden pattern of these frescacs,

It is not merely 2 question of zitered tuste. To us, for whom the universe is ipdefinitely
entarged and decpened to 2 complexity beyond conception, the art which presents a self-
contained 2nd patently reasoned whole, with an imposed logic of construction, seems to reflect
an inadequate apprehension of the living world. It represents a conquest, but from the very
fact of being a conquest secms to shut out and ignore so much that lies beyond it and eludes it.

I1

It is a vision of the living world, that the artusts of Ajanta present; the teeming earth, the
springing plants, the birds, the deer, the clephants; crimson-pillared pavilions and porticoes;
gateways and roofs of cities; and among all these the life of men and women and children,
supple-limbed, gracious in gesture, freely moving, playful or pensive inimood; all carthly life
in its laughter and its grief: ‘but always emerging from it a life of the spiric prevails, the spirir
that contermnplates and js filled with compassion. Sometimes, ab in the fresco reproduced on
Plate V14, this spiritual presence appears in the doorway of the house embodied in the
Bhikshu, who comes like a messenger, and is welcomed by itsinmates. Butit isin the marvellous
fresco reproduced on Plate XXIV that this vision of lite atsains its consummation,

Here is the spirit of Renunciation: but the life of the spirit appears not 25 In scocutio}
disgust with the sweet life of carth, opposed and denying;yit emerges from that life embodied
in the youthful form of 4 prince of noble birth and brec(ﬁlt_!g, not wasted with asceticism but
supple with fatent vigour, though gentle in gesture; and he looks not on any single sight but
the whole world is in his ¢yes, and with it an immense, an incffable compassion, Grandly he
emerges, detached yet not {solated from all those variously occupied forms around him; or, it
isolated, isolated only In spiric.
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Here one may see in perfection the designing instinet of Ajanta’s art. The form of the
Bodhisattva stands out from the living background yet remains in the warm pervasive utmo-
sphere of the whole scene, There secis to be a0 deliberation in the disposition of the clements
of the design; it is 15 if all were there by nature; the strong red squarc as of pitlars and cross-
picces, which are said to he a convention for the ridges of hills, conerasts with the just-inclined
form of the Bodhisattva, attended by his consort on one side and u vigilan: guard on the
other, and with the background of mingling curves and jutting angles, where the cye, losing
itself at first, discovers by degrees one form und one detail after another; here it is the gleam
of flesh where a woman leans amang foliage on her [ver's shoulder, and a pescock is crying
beside his mate, and, more obscure, a monkey plays intently, There, shapes of supernatural
beings begin to appear, some foating through the air, others playing music en instruments;
the relaxed posture of a woman reclining in her lover’s arms takes the eycamong more shadowy
forms. Human and divine are mingled; it is a5 if all were rooted in the rich soil of life; and
contemplating the fresco one has something like the feeling produced by gazing into an
intricave depth of flowering foliage, Ieaf behind teaf and bough behind bough, when, lingering
1ill che fall of the dusk, one may see the colours of the blboms retire into themselves, yer still
burn unequally with a kind of secret glow,

The former copies of the frescaes hardly prepare onc at all for the extraordinary beauty both
of drawing and of colouring. Texrure means so much: and 'here therg is a sensitivencss—
consider, for instance, the drawing of the Bodhisattva's lifted hand holding the water-lily—
which the most gkilfu) copyist could never hf)pe quite to render.

I am told that the present reproductions do give in the main the truth of the colouring; and
one may well belleve it. The depth and vibration of colour are extreordinary: and T had
never conceived from any of the former copies such moving pussages of colour as, for instance
in this fresco, the blue of the peafow!, deeply gleaming from sombre green, that, foils and
enhances the whole warm harmany with its smouldering reds, the red of rust and the fed of
wing.

Yet, #no doulyt, one ltoses inuch from the reduction of scale. Look at another fresco, and
compare Plate XXXI, which gives the whole compasition, withthe detait givenan Plate XX XITL.
This marvellous head is that of onc of the two women in the lower Ieft-hand corner of the
design: but in the larger plate the identity is almost obscured. This example indicates how
much we must atlow for the reduction. In this head we can appreciate the masterty broshwork
of the painzer, its largeness, vivacity, and freedom.,

There is a kind of drawing which is the opposite of that kind which truces the contours
of forms but rells us no more of themn than the lines enclosing the coloured areas of a map,
The moving brush, dcﬁning check, arm, or shoulder, persuades us also of the roundness ot
firm flesh; and more, it communicates not only solidity but the bloom, the' quivering tissuc
of the skin, changing with the cmotions that kindle in the blood. Such drawing we find
in the art of Ajanta at its best: for even in this ane ‘cave’ the paintings are not all by enehand
or quite in the same style.

Certainly the fecling for roundness and relief is strong in some of these artists, There are

xiv



INTRODUCTION

even, what is so unusual in Oncntal painting, traces of modelling: and we note that high
lights are sometimes rendered on the faces. Such appear on the brow, nuse, and chin of the
Bodhisattva (Plates XXV and XXV} and on the face of the woman reproduced on Plate
XXXIII. These lights have the appearance of having been sponged out when the painting
was wet, after the manner practised by our water-colour painters; bt this may be-an erroncous
impression.

There are na cast shadows 1n the {rescoes: and! I believe it is true that in all the pictorial art
of Asia cast shadows are pever introduced cxcept under the influence and afeer the example
of European painting, But therc is in some, if not all, of the frescoes an attempt to produce
tie illusion of depth and recession, aided by an inconsistent but not unsuccessful perspective
in the architecture. See, for instance, the groups in the interiors of the twa pavilions (Plate
XX) and the detail from one of these scenes reproduced on Plate XXIT; a detail in which
onc can study what ic the abiding fascination of Ajanta, the extrzordinary beauty of grouped,
living, preoccupied forms, here immensely cahanced hy the strong, upright lines of thie piltars.

[

However tentative, this endeavour to realize or suggest the modelling of forms and the
recession of objects in space is remarkable: And the problem is raised: doct this cndeavour
represent something innate in the Indian genius, or is it something stimulated by forcign
example? Apparcatly it dies out of Indian painting in later times. Coomaraswamy notes
that at Ellors the remains of the later frescoes are much flatter than the earlier paintings. And
this Hatness is marked in the Rajput paintings, shether on walls or in miniatures,

On the other hand, we find that in the Mughal school the European cfects of atmosphere,
relicf, and chiaroscurc are readily assimilated. And Dr. Stella Kramrisch observes that in
many Indian sculptures the forms seem to be struggling to emerge into the round and stand
free from the refiets to which conditions restricted them.

It is worth noting that 2 system of modelling in two tones, derived almost certainly from
Indian example, is foundiia cersain (by no means all) of the ninth-century Buddhist paintings
recovered by Sir Aurct Stein fram Tun-huang (see, for instance, Pl. X of The Thousand
Buddhas). But here, as-also in some carly Buddhist pictures in Japan, this system is on the
way to becoming a decorative conveation, no fonger really understood. [t was an clement
that Chinese and Japanese painting could not assimilate and ended by rejecting.

There are, of course, writers who believe that the art of Ajanta is somchow derived from
Flellenistic art; and this might be an explanation of the tendencies we have bren noting. itis
not impossible that Hecllenistic paintings were knawn to the Indian artists, but we do not
know what they were like. If the watl-paintings of the third century, apparently by an artist
frotn Asiz Minor, found at Miran in Central Asia by Sir Aurel Stein, were typical of provincial
schools in the Eastern provinces of the late Roman empire, there was lirtle there to inspire ar
stvmulate, The Miran frescoes depict Buddhist scenes. The contours are heavy, the faces
have full, prominent eyes like the portraits found in tombs in Egypt. [ find no affinity here
with the animated drawing or the physical types of Ajanta, But the presence of foreign
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types, due ta the pilgrimage to India of Buddhists from Central Asia, outside the north-western
border, in two paintings ifi this whdra (Plates XXXVIH and XXXIX) indivates 4 certain
amount of intercourse with forcign lands; hence there may. have been acquaintance with
fincr examples of Hellenistic art, eapable at least of stimulating.

How this great school of Indian painting grew up we do ngt know, Probably, like all
vigorous schools, it would be willing and cager to borrow from art outside itseif whar it could
readily absorb and assimilate. But in ehese days we tease ourselves overmuch over the question
of origins. The art of Ajanta is thoroughly Indian, whatever stimulus it may have got from
without. This is what is rcally interesting, its special contribution te the art of the world,

And perhaps, after alf, the solution of 1he problem we have been discussing may be simply
this, that Indian ar, being the ant of an Aryan race, has more natural affiniey with the art
of Europe than with that of China and Japan.” T certainky feel that this bs truc of the pointings
of Ajanta.

v

More than one writer has remarked on the likeness of the Ajaata paintings 1o early Italian
frescoes, I do not think that this is more shan a general affinity, which would show at the
sate time several points of contrast. The empirical perspecrive common to much Orieatal
art and the medicval art of Europe, before the ‘scientific’ perspective of the Renaissance, based
on independent study, supplanted it; 2 somewhat similar, though not identical, technical
procedure; the representation of two or more successive cpisodes of a3 story in the samc
composition; the spontancous invention; the religions inspiration; these are the main points
of ltkeness,

Let me dwell tor a moment an a point of difference; the painting of the nude haman form.
The painting of the nude is very rare in the late medieval painting of Europe most akin to
these Indion frescoes. But with the Renaisance it soun becomes the supreme mediun of
expression for printers as for sculptors. Were it not forthe example of Greek scupleure, this
cult of the nude form would probably never have arisen. But having discovered the infinite
expressiveness of the body in s *naked glnry", the artists of Europe have made it their central
study. Yet there has always been something which is inevitabily a little artificial in this study,
seeing that it has been pursued among people unused to dispense with uthing. Tt i not
somcthing suggested by the sights of everyday life. There {5, indeed, something that a
derached observer might find at once a lirtle tudicrous and a little pathetic in the labours of
the orthodox tife class, with its nings of carnest students drawing from 2 model not occupicd
{n some natural action but posed in an arrest of movement.

To ltalian painters of the Quattrocento, to Pollaiuolo and Signorelli, and, following them,
the young Michelangclo, the naked body was a discovered romance. Their mental inheritance
was totally different from that.of the Greeks, for wham the perfect body had the sacredness of
service severely devoted by discipline o the State. To thomn it was, if a symbol at all, a
symbol of enancipation from the ascetic fear of, and disgust with, the body which the
medicval centuries had implanted in the mind. But above all its beauty was strange and new.
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Especially in the nudes of Signorelli we feel this thrill of romantic strangeness ip the naked
forms of youth,

Now turn to Ajanta. Here is the nude body in every attitude and movement. But the
forms have not been studied apart and indoors, edch for its own sake, to be fitted deliberately
into a preconctived design. These are forms seen in the ficlds, on the highway, by the river
bank: familiar from mfancy, stored in the unconscious memory. To the Indian artist' the
unclothed human body is no rare sight, it is a part of his everyday surroundings. And, no
doubt, this is a reason why the drawing of the bedy ar Ajanca has such deligheful ease and
animation. The beautiful ways of the human body inits spontancous gestures and poses—and,
natrammelled by ch)thing, they are as beautiful as those of animals—are scized with a sure
eye and hand. There is no foreshortening too bold for thesc artists to attempt, and it is done
with a stralghtforward mastery, as if no hard problem were involved. The forms are liche
and active, but with no muscular development. There is a poticeable gentleness in their
moverments.

When one reclls the frescocs to memory, it is the extraordinary grace and living quality
of particulas figures and groups which ont remembers with most pleasure: the seated woman
scen from behind, for instance (Pl XT); the groups on Plates XIII, XVII, XXXVII, to
name but a few.

'We have noted above the sympathcnc drawing of animals and birds in the frescoes; a kind
of drawing which seems to owe its particular quality not ta acute obscrvation from outside
but to a deep sense of kinship with non-human life. No doubt the beliefs of Buddhism
operated strongly here. According to the ¥atadas, the Buddha had in previous existences
been a deer, an clephant, a goose—who could tell what spirit might not be enclosed in any

animal or hird cne mer ?
At the same time the interest, as in Europe, centres in humamt)' There is none of that

vision which compmtwcly carly in Chinese art sees man set in the immense surroundings of
nitture, and swept along in the great stream of universal life. The landscape ¢lement is tenta-
tively approached, hardly grasped at all. The ridges of hills are marked by what appears more
like a sort of structure or scaffolding, sometimes vsed to divide one scene from another, And
there Is a very curious convention aof representing broken ground as if it were the debris of
masonry. Professor Strzygowski has noted that just the same conventicn occurs in mosatcs
at Ravenna,

But in plants and fowers the painters show great interest. On the ceiling of Cave T are
panels of decaration in which the motives are plants, fruits, Howers, and animals. Examples
are given on Place XXXIX. Plate XL also reproduces two panels of spiendid animal painting:
a group of deer, and a pair of bulls fighting, which it is interesting to compare with g famous
drawing of the same subject by Toba §6j6, the great Japanese draughtsman of the twelfth
century. Mr. Yazdani notices the beauty and truth of the rendering of foliage of particular
trecs, the areca~nut palm and the afoée tree, in the Padmapini fresco. And in the pancls
reproduced on Plate XXXIX we see actual Indian fruits and fowers of great varicty combined
with birds or human or fanciful animal forms, The fine decorative invention, drawing richly

.3
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INTRODUCTION

on the various profusion of nature, contrases with the poverty of Greck art in this fespect and
makes one think of the inexhaustible flotal design of Ching, to which Europe, from the
scventcenth centsiry opwards, is in so deep a debt. Yet the design itselt iy quite different from
Chinese design: the rendering of leaf, flower, and froit is more solid, the disposition mwre
static, In China the satne elements would become less material, a breath of wind wauld seem
1o move them, creating tender curves and Ietting in more atr and spaces Again, the affiniues
of Ajanta seem more with Europe than with the Far East,

And yet in the art of Asia what a supremnc and central position Ajanza holds! The grand
Buddhist art of the T’ang dynasty in China was stimulated and influenced directly from the
Indian art of Ajunta and, doubtless, other monuments, now destroyed, and not mercly through
the formulas of Gandhira, The strearmn flows onwards through Corez to Japan: Itis a great
and fructifying stream, for it gives to the races of the Far East something which otherwise
they would have lacked, but which they must unconsciously have desired or they could not
have accepted' and assimilated it so enthusiastically. The very landscape-painting and dower-
painting of China and Japan are tinged and perfumed with Buddhist thought and the
Buddhist ‘communion of life’. Whoever studies the art of China and Japan, at whutever poine
he begins, starts on a long road which will fead him ultimately to Ajanra.

v

12 is a strange thing that nearly all the great feligious ant of the world is the work of races
to.whom this religion was foreign, not native, in its origin. To the painters of Eurnpe, Christ
and his apostles arc figures whom they must picture with an effort of imagination, beings
whose carthly life and natural surroundings were perfectly unknown to them; and, therefare,
while clothing these sacred figures in garments of convention, the painters have set them in
a background familiar to thernsclves, among peasants or towasfolk of their own time: the
Arno Valley or the foothills of the Alps, the Franconian hills or green pastures of Flanders.
It is not different with the Buddhist painicrs of China and Japaa.

The real aspect of Sakyamuni, the Indian landscape, Indian habits of life, are to them also
unknown. And in painting the Buddha legend they, like the Italians and the Flemings, have
fallen hack on what they know themselves, and bave painted {25 we see in the hanpers found
at Tun-huang) the episodes of the legend in Chinese guise, with Chinese types and Chinese
dress, Unlike Christian amn, however, Buddhist art of the Mahiyina tradition gives but a smaii
space to the legend. It concentrates rather on images of contemplation, images which the
later developments of Mahayiina Buddhistn created and maltiplied bur which are foreign to the
simplicity of the primitive faith. The greatest works of Buddhist painting in China, the
frescocs of Wu Tac-tzi and his compeers and followers, have perished. But the masterpicces
of Buddhist painting and sculpture in Japan are unsurpassed in the religious ast of the world.
“The Descent of Amida with Angels to Welcome the Souls of the Blessed’, ascribed to Eshin
8azu, at Koya-saan—to name one among many sublime creations—has the power to carry
the spectator into its own atmosphere of inward and abounding radiance and serene movement
3 of music, though he be totally ignorant of the religious canceptions it cnbodies, These
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INTRODUCTION

conceptions, with all their imagery and symbolism, are’of Indian origin, It is often assurned
that the Buddhist art of the Farther East derives from India only through Gandhdra, whece
Hellenistic formula was made to serve for the expression of Indian ideas. But though the
hybrid art of Gandhara has Ieft its permanent traces, like & deposit, on the Buddhist art of
China and Japan, especially in certain arrangements of drapery; yet it is ind.isputub[é,_ as
I have alrcady said, that ifi the greatest tinies of Buddhist art in China, when Chinese pilgrims
journcyed to all the Tacred sites "and monuments in India and brought back images and
drawings, a fresh contace with Indian art was made and a direct influence established. In the
paintings brought back from Tun-huang by Sir Aurcl Stcin, those so precious documents for
the history of Buddhist art in Asiy, there are figures which do not recall Gandhara at all, but
which are directly reminiscent of Ajantz; and similur pavallels can be adduced fram sculprure.

In the Buddhist artiof the Far East, then, we have an art based on Indian painting and
sculpture, but filtered through the imagination of another race, and transmuted, ctherealized
in the process.

Tt is, perhaps, casier for a race to formulate its conceptions of the other world of the spirit
by borrowing from outside, from the spiritualiexperience of a different race; for these already
are removed, for it, from actuality and already belong to ‘another world” thun their own, But
India is the home of religions, and we cannot conccive of her as borrowing in this spherc
from other peoples. )

The images of the Bodhisattvas in the marvellous carly Buddhist paintings of Japan are
isolated forms, seen as if evoked by the intensity of, contemplation from the night of profound
brooding inthe mind; they appear, glowing with their own inward light, gracious and majestic
and alone. But the great Bodhisatrva at Ajanta is not, like those later creations of the
Firther East, remote and detached from the world; he is in the world, he is a man with
consort and companions, with the animation of the woods and the fields, the sun and the
ghadows and the green carth around him; he is a ‘surpassing spirit’, yet 1 nian among men and
women. Fof refigion here is not something apart, something to which humanity pays homage
as to an essence outside itself; it is a confermarion of the mind, it is something inhaled with

the breath.
LAURENCE BSINYON
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EXPLANATORY TEXT

GENERAL REMARKS
Plates 1-1V

THE beauty and charm of Ajanta are absolutely marvellous; the Buddhist monk could
have setected no more appropriate place for his meditations.! Precipitous rocks, some-
times bare, vometimes clad with the most luxuriant foliage, guard a vale of surpassing loveli=
ness, on the bosom of which the stream of the Waghora pursues a sinuous course, through
hush and bramble interfaced in an impenctrable mass (Plate I}, The cliff, where the caves
commence, is 2 5o f1. high; and within sight of the caves is 2 cascade of seven leaps (Sdr Kund)
forming the source of the Waghora, The air resounds with' the sweet notes of birds, great
Rocks of which, among them parrots and blue pigeans being prominent, are scen flying about,
Apes alsa are abundany, and, although mischievous at times, their nimble movements and wild
antics pleasc the eye. The'hoot of the diotor-car and the rush of visitors have driven away
Fhe wild denizens of the valley; but even now, when the crops are ripe, herds of deer arc scen
grazing in the ficlds, and the hyena and his comrades, wolf, black bear, and leapard, some-
tinves also the lordly tiger, resort to their old haunts in search of wates and prey.

In the neighbourhood emall hamlets still survive, where the Bhikshu in alden days went
with his alms-bowl'to beg food. There alss in striking contrast would have been seen r3jas
and rin¥s in rich clothes and jewellery and.with all the paraphernalia of royalty, Tichly
caparisoned elephants and' horses, and long trains of smartly dressed fotlowers, coming to pay
homage to the anchorites of Ajanta. Thc common platform of religious devotion would
enable the humble to sit down with the lordly, the craftsman with the scholar, and the peasant
with the statesman; and it is this chequered pattern of human life which in its spiritual aspect
is so admirably portrayed on the walls of Ajanta. The charms of natural scencry and animal
life made an cqually deep impression on the mind of the artist, and inspired' him to these
exquisite drawings of gecse, peacocks, antclopes, bulls, and clephunts in varied scencs of
marvellous beauty, among woods and groves, lakes and pools. The human vein, running
through the birth-stories (¥dro4as) and the legends of the life of the Buddha, vibrates also in
the frescoes of Ajants, and it §s this fexling, that the gods of Ajanta were living human tives,
which appeals so much to the imagination of cvery class of people.

The walls, ceilings, and pillars of nearly all the twenty-ninc caves were once adorned witls
paintings; but the remains are now found in thirteen caves only, the fragments which are
of special interest occurring in Caves I, I, IX, X, XVI, and XVII, The material used for
these wonderful paintings is remarkably simple—lamp-black, red ochre, yellow ochre, and

T “The caves af Ajznta are situated on the north-western  Motors are avaitable at this station.  For Ajanta a aearer
frontier of the Nizam's Duminions, fifty-five miles narth  milway station is filgsen, on the main line of the G.1.P,

of Aurangibad, which is the head-quarters of thedivision  Railway. It is in British territory and lies thirep-seven
and has a large station on the Nizam'’s Sute Raillway. miles south of the caves For other routes see Map.



AJANTA: EXPLANATORY TEXT

Japis-lazuli formed the principal colours. The last evidently came from outside the Decean, but
in carly days it seems to have been very popular, necklaces of lapis-Tazuli beads having been
frequently found in the cairas of the Decean. A layer of clay mixed with rice-husk and gum
was first put on the sock, and thereupon 2 coat of lime, and the surface was smoothed with
2 trowel. The subject was then outlined'in pinkish brown or black, and afterwards calours
were filled in by washes and detail accentuated by streaks and dots.

It is difficult to speak with any precision as to che beginnings of Indian painting, but in
the sccond century A.p., 2s represented by sorne of the frescoes of Cave X ar Ajanua,? painting
was a fairly developed an; it reached its climax in the fifth and sixeh centuries, after which
decline sct in, so that by the cighth century, as represented by some of the frescoes at
Ellora, it seeins to have Jost all its grace and vitality.? With the extincrion of the Buddhist
retigion in the seventh century the noble traditions of art scem to have been destroyed; bur
althaugh painting in'its pristine beauty and vigour never revived, the sister art of sculpture,
a few centuries later, was stirred into dew life. After the sudden downfall from the golden
age of the Guptas it is not until the tenth centyry that Hindu sculpture rises to any artistic
significance; and then it assumes a different character, heing rather an expression of inner
strifc than of peace, of violent emotion and exuberance of feeling than of mental calm and
spiritual repose.

Cave I, which forms the subject of this part, is considered architecturally to be the finest
vikdra (monustery) among the rock-hewn temples of India. This praise will not be con-
eidcred as exaggerated on seeing and rejpicing in the exquisite beauty of the sculpture with
which the cave is adorned. “The exterior view of the viAdra has been somewhat marred by
the destruction of the porch which was the praminent feature of it (Platc 11}, The fagade
has several bands of casving, among which the scenes from rhe life of the Buddhu, the elephant-
fights, and hunting expeditions have been delineated with consurnmate skill.

The plan of the cave comprises 2 verandah, great hall, and shrine. The verandah is 64 fi.
long, 9 ft. 3 in. wide, and 13 ft. 6 in, high, and it has a cell at caclyend. A large door in the
centre, with beautifully carved jambs and entablature, leads into the great hall, which is 64 ft.
square; its ceiling is supported by 2 colonnade of twenty pillars, Jeaving aisles:of abour
9 ft. 6 in. wide 3ll round. At the back of the hall is an antechamber 10 ft. by g ft., leading
into the shrine, which is zo ft, squarc approximately. There arc fourteen cells in the interior
of the cave, four cach in the right, left, and back aisles, and two only in the front aisle, one at
cich end of it

The columns of the verandah ard the hall are most richly carved, the devices being in
some cases fantastic, but always cleverly executed. The shafts have vertical and spirat fluting,
encircled by belts of exquisite tracery, and the bases and capitals are ornamented with

! Inlis Cave Templer of Indio (Plaze XX1X), Fergus-  era” But as these inm second-Eantury {nsceiption on the
son hes reproduced some figures fram the cady paintings of  arch of Cave X, tho early palntings in.it anc coeval with,
this cave. He remarks, "As far as sculpture o be com-  this record.
pared with painring, the costumes found. here resemble 2 Qu this point see Sesteal Repart of the Anchacologica!
those of the sculptures a2 Sanchi of dic first ventury of aur  Deparrment of Hydembad for 1927-8, pp. 204,
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PLATES I=sIV
mythical afiimals, religious stories, and foral designs in great variety, The girth of the pillars
of the hall and the inrerspacing. between them may appear to soine 4 lictle dut of proportion
in relation ta the height of the ceiling, Again, the ornamentation of the capitals may scem
rather overdone; but the fondness of the Indian for ornament is proverbial, and profusion
of decaration is not confined to this cave,

A good exariple of the artistic fancy of the sculptors of Ajanta is the delineation of four
deer on the capital of a column in this cave {Plate XL 4). They have been so carved that
the one head serves fof the body.of any of the four. The poses ofithe bodics are most gracetul
and absolutely realistic,.showing close study of nature combined with high technical skill.
The colossal statuc of the Buddha in the shrine is, on the other hand, strictly conventional; the
artist in the 'treatmiént of the body has apparently followed some fixed canons {Froatispiece).
The expression of the face is, however, marvcllons, betokening great imternal calm and
majesty of fealing, The groups of minor figurgs around the Buddha and the foliaged sculptuce
of the doorway form an admirable sctting, and show rmuch imaginadon and ingenaity on the
part af the artist.

There is no inscription in this cave to fix its age with precision; but from the detsils of
architecture and-sculpture it may be assigned to the end of the fifth century a.p." The style
ofthe painting is analognus to that of the sculpture, and the majority of the frescocs scem to
have heen executed shortly after the completion of ithe carving. Some paintings, however,
like Plates V and XXXVHI, scem to be of a later period (sixth ecntury), betraying as
ehéy do signs of decadence as regards accoracy of drawing.

All the walls and ceiling of the cave were onco adomned with painting, but nwing to
moisture, the depredations of insects and hirds, and in rare cases to the vandalism of the
art-collector, the frescoes near the floor and the ceiling have been totally destroyed; those
which survive are in the middle of the walls or on the ceiling, in serratgd patches, as may be
seen in Plate IV, which shows the interior of thecave. In describing the frescoes T comnience
from the wall to the left of the door, following the Buddhist practice of perambulating from
left to right®

¢ The representation of four deer with one common  adjroens to Cave |, and in stylc seems to be of 2 later period,
héaul carved in this cave also oocurs 2t a cave at Ghatotkach,  bears some imacriptions in an alphabes assignable to the snah
red the genera plan of the cave i almost identical with  century A.n.
that of the 14hdra of the latter place. The caves of Glatot- 2 The positiont of thr frescoes on the wall-sutface have
kach bear an inscriptinn bulonging fo the end of the fifth  been markes out on the Key Plan accompanging the
century A.n. Again, Cave IT 3t Ajunra, which b cxcavated  plures i



STORY OF THE PIGEON: SIBI JATAKA

Plare v

This sudfest is painsed o3 the wall of the front aisle, bettoern the mwin deprwway o thy windsw te the left of it. The fresce it
considerably damagrd, ond as the colors ire mot wery dear it it repraduced in menxthrems.

T is interesting to notc that the delincation of this story at Ajanta tallics with the carlier

version of it in the MaAdbhiraia, wherein Indrn and Agni assume the forms of hawk and
pigeon for the trial of Pringce §ibi' In Buddhist fiterature several stories are related of the
charitable disposition of Prince Sibi, his giving away bis eyes or the flesh of his body to
the *hawk’; but the full pigeon and hawk anccdote, with balances for weighing an equivalent
amount of Hesl, is not to be found exéept in later works, such: as the Shtrafasddra or the
BodhisurtvdvadIna-balpa~taid, wherein it seams to have been adapted from the Mah#bharata
version.” At Ajanta we notice a pigeon in the lap of a r3jd, whom afterwards we sce standing by
a pair of scales and encircied by a bevy of ladics who are lamenting. The bhawk, however, does
not appear; evidenty he has assumed 2 human form when demanding justice ffom Prince Sibi.?

The whole story is depicted in three episodes. To commence at the top left-hand corner of
the painting, we notice first a dvdrapdla (doorkeeper) standing between two pillars, EHis com-
plexion is dark grey and he is wearing a Jong-sleeved garment, of white and black check
pattern, which is tightened round his waist by 4 broad girdle. The pillars at his back
are painted hlack, showing flutings and ornamentation with precious stoncs and gold. Two
ladies are standing there; one of themn is wearing a short skiet of striped silk and claborate
jewellery on her body. Fer complexion is silver-grey, and the fave indicates that she is necu-
pied in some deep thought; the manner in which she has rised her finger to her lip is very

¥ In the Mchdbhirato, Vara Parva, the tory is nar-
rated sumething like this: Indra and Agni, to test the
fidelity of Peince: Ribi 1o the laws of fighteousnes, ammme
the furms of hawk and pigron. The laster (Agnig. pumued
by the formed (Indza), seeks and recrives Prinoe Sibii's pro-
tection. Tlie hawk demands the pigron as his lawful prey,
but the Prince replies, *He that giveth up an affrightel
creature sceking protection, unto ity foe, doth not obtain
protection when he ik in need of it himself. O Hawk, let
the people of Sibi’s tribe place before thee 2 bull cookid
with rice instead of this pigeon.® The hawk declares that
it & not the law of his nature « eat such thing. ‘Fhe
Prince then says tou he will not give up the pigenn, bur
he will give anything ehe in his pawer which the hawk
may demaml. The hawk replics that he can only accept
3 guantity of the Prince’s own fleshiequal in weight to the
pigron’s body, Sibi ghadly accedes to this substitution.
Balancos are produced, snd dhe pigeon is placed in onie scale.
The Prince curs off a piece of his flesh that appears farge
cnough, but it is ineufBcient; be cuo again and again, but
will the pigeon outweighs lis piled-up Resh. Finally, all

4

his flcsh pone, the Prince gets into the scale bimself, The
two gods then rsume thear divine shape, abd announce to
Sibi that for she smcrifics he has made be will be glarified
in nl} worlds throaghout cternily,

For the full vemion see Mehlbhirate, Vam Pares
(English trandation by P. C. Roy), pp 5960 [Calcutta,
188,),

3 Fdaka (Cambridge el), iv, pp. 350 .y Sfveddns
(aotaka, iv. 4 {34) and the note un p. 122 of Feerd ramia-
tion {Miede Guimet); Farade Mald, No. 2, Cibi Jitaka;
Chariyd Pitaka, No. 8, Sivimju—Cy Mifindu-paihe, 1v. L.
42 (p. 179 of the translation).

% In the New Variorum wafition of the Merchant of
Venice, pp- 3J09~10 (12th inpresion), the leamed ity
hat quoted the MahiMbirata veriion -of the ainry along
with other legends, hut regarding their connexion with the
Arrchant of Fewiee-he observes: ‘Howover interesting sl
these storics and their geographical distnbution rmy be
in an archaoologica! way, surcly cheir connexipn with
Shakespeare's Shylock and Antonio i the thinnest poe-

samef,



PLATE V

characteristic of Indian ladies. The face of the other lady does not show so much feeling, but
her aaxiety is apparent by the posmon of her hand on her breast.

Touthe right of these ladies a rijd is sitting on a low throne, the back of which has a sup-
port with square posts decorated with gold-work and jewellery, in which blue stones are
prominent. To show that he is the hero of the story, the artist hes painted hini of greater
size than the other figures. The jewellery'on his body has beén shown with great care and
taste. On the head is an elaborate crown of chased gold work with jewels set therein; round
the neck thers is first a short necklace of large pearls with a blu& stone (sapphire) in the
middle; and then a large neckiace consi'sting of several strings of pearls; the apparent move-
ment of the latter is highly artistic, He is also wearing claborate armlets and wristiets sct
with jewels.“"The face of the figure has unformnatdy been damagcd but the pupil of the
left eye, turned as llmugh looking to the side, is extremely interesting. The left hand, twisted
unnaturally, shows sufpiise, as if the 13} has been confronted with some dilemma. In his
Tap there is @ blue and whice pigeon, the head and tail of which are intact, The complexion
of_the riija is fair, and has been painted a silver-grey tint.

Two small figures, or dwarfs, are sitting at the foot of the throne, One, of dark-brown
complexion, is holding a ewer of graceful shape. The high light on the nose of this figure
and the treatment of the haie exhibit much srtistic skill. The other dwarf, who is of some-
what larger size than the former, is looking up at the r@jd in a respectful artitude, with
folded hands.

Behind the £3)a'"s throne are two figuees. One is a female of greyish complexion, between
whose lips a red (carmine) line apparently indicates the colour of the betel (pan). To the
left of this figure is the head of a servant with grey hair, The face has been obliterated, but
the nose and lips are well marked out and show masterly skill in drawing. To the right
of the throne we notice a greenish ¢dauri-bearer® standing. The manner in which she is
holding the handle of the ¢hauri shows much artistic delicacy, particularly the trearment of
the fingers.

Proceeding towards the right, there is a pavilion in which a prince and princess (2) are
sitting. The prince is wearing a high crown and a string of pearls acrossihis body, like the
sacred thread of the Brahmans. The treatment of his cars is conventional. The princess (?)
is of greenish camplexion, and her features are of a peculiar type, the pose being prominent,
She is Jooking upwards towsrds the pavilion, in which the rij is siing. The prince has
the first and second fingers of his right hand erect, probably suggesting some solution to the
dilemma with which the rdjd has been faced, To an artist, the contrast of the black and
blue pillars of this pavilion will appeal. The blue colour has been laid in streaks, the paste
used was somewhat coarse, but the cifect is most artistic.

Proceeding farther to the right, we cnter an open court where the green leaves of 3 pipa!
tree against a light vermilion horizon slhow exquisite taste as regards colour effect, Here the
rijg has been represcnted standing by a pair of scales. One of his hands is open and hanging
low, showing in 2 conventional manuer that he is preparéd to make a sacrifice. The treatment

t Chauri, a fiy=whisk.
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of this hand up to the wrist is splendid, but the elbow and arm do not show a correst
knowledge of anatomy. With the other hand the rija is holding the strings of one of the
scales. Near the cross-bar of the scales stands & red male figure, wearing 2 long white coat
(angrakhd), sightened by a giedle, three tolds of which near the wrist-line may be noticed.
In his lcft hand he holds a long stick, and his night hand 5 raised in & peculiar manner,
perhaps suggesting that the vow must (or must not) be fulfilicd. Unfortunately the head is
damaged, so that we do not catch the correct expression of the face and cannet decide whether
he is the ‘hawk’ of the story, in 2 human form, dgmanding the fulfilment of the vow, or a
devoted scrvant of the raja imploring him to refrain from such an action.! The artist’s delicate
brush-lincs, indicating the cTeases in the garment of this figure, ure very interesting,

At the right band of the r3ja is 2 group of five women. Three of them, in the upper row,
arc showing grief at.the decision of the raja. Oae, with 2 fair complexion, is beating her
breaet; another, of greenish complexion, has raised her hund in excitement; the hands of the
third, who has a reddish complexion, have been damaged. The remalning two, seated below,
are of fair complexion, One of them has a child in her hap, and her face shows anxiety.
Tlhe other is leaning on her right hand and looking back at her child, who is staring at the
mother, The child has been clumsily drawn, nor do the female figures exhibit any artistie skitl.

Above the leaves of the pipaf wee are shown hills, from the top of which two yogis are
watching with interest the drama which is being enncted helow. The troutment of theif
plaited hair is good, and the features of their faces are also nat devoid of skill, At the right-hand
cnd of the painting, above the scales, chree figures (deities?) may be seen, watching the pro-
ceedings from conventional clouds, The figurc in the frent, who has 3 greenish complexion,
is wearing a crown on his head, & pear] necklace round his neck, and u red jacket with shoer
slecves on his body. Behind him is « female figure, only the head of which is visible, The
knot of her hair merits close scrutiny, Behinid her is another male Rgure of dack-grey
complexion, wearing a crown. The faces of this wio indicate no anxiety, but rather
exhibit amusement, and bear a strong contrast, to the panic-stricken group of women at the
right hand of the r2)3. The drawing of these three figures is good.

Above this scene we notice two scated figures, one with the first and second fingers of his
right band rased and the other with folded hands, probably representing a Pacceka-Buddha,
in the reaching attitude, with his votary. Behind them are two attendants, one male and the
other female, both damaged. The red brush-fines showing the joints of the Pacceka-Buddhy’s
tocs are arustic,

The third episode of the story has been delincated below the first two. Commencing at
the left side, we notice first a male figure weaning a crown and holding a long scaff. He has
long hair, which is hanging loose on his shoulders. The lower part of the body if damaged.
To the right of this figure there is 2 group of cight yogiz, The treatment of tli¢ hair of ¢ach
of them is different. The two at the extreme right have plaits tied in knots over the head;

!} Accerding to the Sirrdlaiikire version {xil. 64) the  scsvant, throngh affection amd sespect for his oester
78)3 orders onc of his szrvants to cut off from his body  refraies from doing that, The figure minted may, theseface,
the amount of flesh ncoessary o satisfy the hawk, but the  be identified with the servant of this versinn,
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PLATES V, Vs & Vilae

the hair of the third is parted in the middle; the fourth has curls; the fifth has his hair combed
beck from the farehead; the sixth has his hair sticking to the scalp; while the seventh and
eighth have their hair dishevelled, Three of them have red complexions, two are somewhat
fair, one is greenish, another silver-grey, and another dark-grey. The heads of these hermits
are niccly drawn; but the limbs are not proportionate, For instance, the hand of the yog7 at
the cxtreme right corner is much too long. The brush-lines showing the patterns of their
Ivin~cloths may intcrest the artist,

Between the group of the yagis and the figure wearing the crown and holding the staff
the traces of 2 peacock dancing with joy may be scen. The red plumes of the wings and
spotted feathers of the vl are clear, but the bedy has been destroyed. The dance of the bird
apparently suggests the joy of the animal world at the successful test of the rdja.

On the right of the group of yogis arc a tree (banana?) with long leaves and flowess and the
rraces of a building,' probably a sanctuary, It appears that the yogis ase bringing offerings of
flowers to the sanctuary as a token of thanksgiving at the resolution and merciful behaviour
of the r3ja? i

The drawing of this subject on the whole may appear crude, but here and there some hits
may be found showing excellent modelling, fine brushwork, and éxquisite colour-taste. For
cxample, the little dwarf at the foot of the rija's throne isa perfect gem. Again, the geaeral
effect of the picture is not Wanting in dramatic qualities: the carnest and resolute attitude of
the £3j4, the impatient wailings of the ladics of the palace, and the calm but interested imood
of the gods show great ingentity on the part of the artist.

A PALACE SCENE : A LADY RECLINING ON A COUCH

Plates V1a and V1«

The subject is patnted ghove the rwindovw, on the wall of the frant aitle, 10 tha left of the min doorwway, The frvsce iy much
damuyed, but atoing 1o ity artistic qualities it has been repradsced doth in colosr and monxAreme,
FIE scene represents 4 lady (prineess?) having a bath while reclining on 2 couch. Her
languid mood betrays that she is broken-hearted through gnef. She may be identified
with the wife of the Budiiha at his great‘ Renundiation’, or with Princess Sivalf, who felt deeply
gricved'at Mahgjgnaka’s becoming an ascetic and ultimately hersell renounced the world.?
Thelady is festing on the couch with a pillow under her head and another under her left

the queen (Stvall) turn buck, he saw some mwnsa grass near

1 Above the hanaia (2) tree thiz Jowee part of the body
of a female figure may be scen, Near her right arm the
hand gf andther figure may also be maced.

3 The Yo in the middle {fgnre damaged) has
streeched oue his right hand to demandrrare something.
It hie other land he holds 5 vesscl, rescmbling the fotd
{brass pot) of the presenr dzy.

3 If the latter identification is oorrect, then the scene
delineated an the rock wall refers ro this episode af the
Ya1aba: "When Prince Mah2janaka was wishing ta make

the soad, so he cut a stalk of it and said to het, “Sce, Sivall,
this stalk canzot be joined agzin™, and he repeated this half-
stanza, “Like to a miwtfs reed full-grown, live on, O Stvalt,
alone”. When she heard him, the said, “I am henceforth
to have na intereoucse with King vishijanaka”, and beig
unable to cantrol her grief, she beas her breast with bath
hands and il senseless. Mer minfsters came and sprinkled
her body with srater and rubbed her hands and feet, and at
kist she recoversd comsciosness.”  Cowlly, Faroda, vt 37.
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AJANTA:EXPLANATORY TEXT

foot. Her head is inclined towards the right side, but the lcgs, although folded up, are not
inclined in that direction, so there is 4 contortion in the body near the waist-line. To a
European this pose may look inelegant, but the Ajanta artists rejaiced in showing sucls poses;
evidenty they aimed at producing by them an impression of suppleness. The treatment of'the
figure in other respects is excellent; the legs have been purposely drawa thin to show that
she has been pining fof love. Again, the expression of the face is sad, and the pale brown rine
of the body indicates her anaemic condition.

A fair attendant is pouring water from « pot on her head and another on her legs, Berween
these two figures there is 2 third attendant, whosc head is destroyed, but the bust, clad in
a tight bodice of white materia), is intact. This artendant holds a stick in her right hand,
A male servant, with a pitcher on his shoulder, is standing at the door of the chamber.

At the right side of the bed a maid with a fy-whisk is sitting and another is logking in an
anxious manner at the lady, The figure of the laizer mald is destroyed and only the head is
intact; but irs delincation shows masterly skill, There was a third maid on this side of the
bed, whose grey hand removing the peasl-string from the neck of the lady may be traced.

The pose of the maid who is pouring water on the legs of the lady is extremely graceful,
although the treatment of the waist and the bust may be considered as somewhat exaggerated,
but exaggeration of these parts is a common fault of Indian artists, sculptor, painter, and
poet alike,

The striped material of the cushions on the couch of the lady, and the florat design of the

cloth of the bodice of the attendant with the fly-whisk, will intereat the'student of old Indian
textiles,

A BHIKSHU AT A PALACE DOOR

Plates V16, V1184, and VIIX

The suljecs iz painted on the wall of the froms airle, beteveen the sindmy and smaull deor ta the Wt of the main eaprance, I8t
reproduced both in color and peomockrome, and the figire of the Bhikshu i1 &lss reproduced s a wuparaty plate w a large scals

Jor study in detail,
HE painting apparently represents 2 scene in the life of the Buddha, or in onc of his pre-
vious births, when as a mendicant he gors to the door of a palace, perhaps his own, the
human love for his wife attracting im there while he is resolute in reaouncing the world. Tie
exact identification of the subject may be uncertain;:but it has been delineated with such perfect
skill and artistic fecling that the help of a text is not necessary to appreciate its merits. At
the threshold we sec a BAidshu, divinely calm and serene, with cxquisite features and most
graceful pose; the head with curled black hair is slightly tilted, and the beanrifully moulded
right hand raised as if to explain by gestures of the fingers the solution of some mystery.
The figure is dressed in a pure whitc robe; in his left hand he halds a staff, and strings of
beads adorn his neck and wrists—the complete accourrement of a Bhikshu.!
' The doorway in which the BAréshu is standing is duilt in the trabears style and is crowned, with a pediment of
Dravidian type.
8



PLATES VI4 VII's VIII & IX

Proceeding fasther from the door, we netice 2 pillared corridor in which a male servant
is announcing the arrival of the hermit. The tensc cxpression of his face, and the tips of the
fingers of his right hand 21l joined together, indicate that he is impressed by the demeanour
of the Bhikshu. This servant is wearing a long coat with full eleeves. The cloth of the coat
bears.an elaborate design, the parterns being treated in bands. Farther up in the corridor is
a maidservant bringing to the herwir offerings or food on a tray. The style in which she has
dressed hier hair, a knot fixed awry on the side of the head, is interesting.

Passing beyond the corndor, we enter a pavilion, in which a princess is occupied in con-
versation with a maid of honour. The treatment of the hair of the princess and the maid i
cxtremely cffective and shows a highly developed coiffure. The maid is wearing 2 white
full-slecved jacket, while the bust of the princess appears to be bare, as she is wearing thin
rafment. At Ajunta princesses and ladics of position arc often delincated wearing almost
transparcnt apparel (gauze),® while maidscrvants and women of middle class have their
busts properly covered by costumes and materials of various designs.

Behind the princess there are two more attendants, one of 2 pinkish complexion aud the
wother of greyish—the coiffure of the latter being interesting. All the women of this picture
have ciecular marks on their foreheads, resembling the f747 or dirdi put there by Hindu
women at the present day.*

‘The expression on the face of the princess shows much pathos; and to bring it into further
relief the drtist has accentaated such of hes features as indicate her youth: the fully developed
breast, the dangling locks, the short and tight kirtie, and the bewitching jewellery.? The colaur-
scheme ofithe picture also shows refined taste, the ash-grey* compleXion of the Bhrkshu being
contrasted with the golden-brown of the princess, and theidark red of the floor placed in
juxtaposition'to the turquoise blue of the background. The whole compasition shows much
imagination and artistic fecling, and represents the high-water mark of the Ajanta schodl.

A PALACE SCENE : CONTINUATION OF THE PREVIQUS STORY

Plate IX

The subject &5 puinted on the wall of the front sirle, abore the small doer 1o the Ieft of the muin satrance.

JVHE subject has not been identified with certainty;® but it is a continuation of that of the
previous painting (Plate VIII 4), as is apparent from its situation close to the latter and
from the resemblance in the styles of toilette and costume to those of the figures of the

( Dacca was noted for s Anc muslins, so fine that
several yands of the material could be passed through a

~nng

2 The redd achre or saffron religiows mark.

1 Two different kinds of ear-rings are to be noticed in
this painting: one of them 2 large wheel-patten warn
the lobe, such as is worn by Yegir of the present days
and the other 2 smatl gold-wire eirciet with pearls strung

[N

thereon (b26), wom.in the upper part of the car, and atill
in fashion in somc parts of ludia,

¢ The hermits {S2idhus) of Indiz smear their bodies with
ashes, primarily to concea! the beauty of their skin,'but ako
to prozect themselves from climatic effects from which their
scanty clothing does not guarantee then

5 The scene may refes to this episode of the Mahijanzka
Jamka: 'Having maide this irm resolution {to become an

9



AJANTA: EXPLANATORY TEXT

previous story. To describe the painting: 1f we commenée from the left side, first we sce the
figure of a grandee or general (2), wearing rich jewellery;? and in 3 state of great excitement,
his cyebrows raised, ¢yes bulging out, teeth exposed, and right lund stretched out with
the palm open, mdxmtmg that he wants to say something b relieve his feclings in view of the
gravity of the situation. The bearing of tlie general has cast gloom and consternation ou the
beautiful inmates of the palace: rwomaids of honour, who are sitting in the corridor where he
has appearcd, look at onc anothef in deep sadness. Their faces have been partly destrayed,
but the features which have rémaincd intact are extremicly sweet. The head just below the
gcncml s band is pamcularl)- graceful, although the Cycs arc SOMmew hat mnvmnona]., the
artists 8 Ajantz evidently aimed at producing a meditative, dreamy, spiritual cifect in their
creations, and therefore they have painted the cyes almost half closed. The coiffure also of
these two ladics is extremely pretty, and whesc the hair parts they have decorated their heads
with pwl-strings, One of them, who is leaning against the pillar, iv wearing a tunic of silk (2):
its blue stripes on a white ground are very effective.

To the right of the comidor where the gencral is standing is a pavilion (a princess's 2).,
wiicre four female attendants are prominent. The most striking'of these is the cAunrF-bearer,
standing behind the pillow—in attendance on the princess, whose figure has been destroyed.
The drawing of her head shows great skill; the featores are also charming, although the
figure shows 2 touch of plumpness? but this artist seems tdibe fond of stoutish figures, nonc of
his creations being slender. The trestment of the fingers of the cAawrT-bearer i3 also extremely
artistic ; they are drawn with meticulous care as regatds their corves. The manner in which
she is holding the handle of the cAanr7 and, agair, that in which she places the index finger of
her left hand' below her chin are most charming. Indian women, while ralking, often place
the forefinger on their kps or chin to express wonder or astonishment. On the litde inger
of the right hand a sapphire ring is prominent,

Close to the chauri-bearer is 2 head, the face of which is compictely destroyed, but the
claborate coiffurc and the conventional lines of the neck may be noticed. At the extreme
nght corner of the pavilion is another rAquri-bearer, whose bust is intact. The cxp:csuma of
her face shows a swect innocenee. Her complexiog is fair, silver-grey. She is dressed 1n o
Jacket with a floral design,the puttern being apparcatly in the texture of the doth. The gold
and silver brocades of Paithan,? like those of Benares, have been famous from 2 very carly
time. Below this chauri-bearcr there is another maid of a pale-brawn complexion, who is
looking at the princess {figure destroyed) with rapt attention. She also hus placed ier

ssceric), Mahdjanzka cntered the aty, and standing ar the
door of the palace, sent for his commarder-in—chicl atwl
said to him, *O General, from this day forth let nong sce
my face cxeept one servant to hing my food and another
s pive me water fir my mouth and & tooth-brush, and
do you take my old chief judges and with their help
govern my Lingdam: I will henceforth live che life of
Buddhist priest on the top of the palace”™.' Cowell, op. cit.,
vi. 25.

fQ

7 He bas 2 pearl-band of tiars on hiy head, and a collarof
peatls and sapphires and a guld chain round iis reck- He
it alsoy wearing guldt bangles (bards} and pear] and applirc
armlets (Adzflands). The peariidrop of the lattey are
aseistic,

3 Baithamaof the Groek wrirers(theangemt Pratich:hdne
und modern Pathan)iBsituated on the lefs bank of the river
Godivar, its distance from Ajania being nearly a hundred
miles. It s still noted for its brocades.



PLATES IX & X2

forcﬁnger under her chin. The figure of this woman is the plumpest among the group, but
still it daes not approach the proportions of the creations of Rubens. At the back of this maid
there is another, whase head has bech pargially destroyed. Below the last two figures a head
may be noticed, but the fresco being damaged the body of the figure has been effaced.
Near this headl the chcqucrcd pattern of a garment isinteresting.

All the Jadies in the painting have the religious or decorative circular mack (742} Again, a
déep mauve or black streak between their lips indicates the use of miss,! with which ladics in
India pammhc:r gums and lips as an enhancement of beauty. The artist who has painted this
subject is the ssme who has defineated the previous one, “A Bhikshu at a Palace Door’
'(Plate V1 8).

¢ story scems 10 have been continued on the wall farther to the righe, although the
fresco, being much damaged, has not been repwd uced in these Plates. Four figures, however,
may be made our; one of them is 2 woman, sitting on the ground, and her hund is held by
another who is mmdmg There are traces of'the figure of a chief (2), behind whom there is

a fcmale ¢AeurF-bearer,

This scenc has been separated from the previous one by acolumn and wall, in the same way
as the corridor in'which the gencral is standing has been separated from the princess’s pavilion.
In the partitionswalls on cither side are openings with grill-wark of triangular parters, and
brass water-vessels placed in the middle of them may be seen.  The design of the grills
betakens woodwork.

A PALACE 'SCENE ; NOT [DENTIFIED

Plate X2

This scenc is painted on sha Jeft wull of ths fromt aisls, The fresea it much dumaged, and ut the talowr aud drawing of 1ome
portions are fmf. the sutling of the middie part anly of the fresie has been traced by Mr. Syed Ahmad and is reproduced here.
The dereription grven befow reluses ro the delineation of the complite scene on the reck vall.
N the. extreme left of the painting is a dark-green gateway, in which a blurred pale~
brown figure may be noticed. Beyond this gate we see a portico, in which a male figure
with ugly features is prominent. Below him is a female dwarf, witk a long trunk and short
legs, carrying a tray of sweets or flowers. Close to these two deformed figures is & young maid
of extraordinary elegance and beauty holding a chuur7, Her body is poised in a most graceful
manner, the curve of the waise-line and the positions of the hands being exeremely artistic,
It is interesting to note that the painter has aimcd at enhancing the artistic efiect by intro-
ducing contradictory elements in his compositioh—grouping @ most handsome figure side
by side with ugly and stunted creatures.
Beyond the portico is the royal chamber, where a Ngat king and queen sre seated on g
I A powder made of yellow myrobalan, gall-nut, blue  but sometimes they asturme luman shape. Tlhicy are essily
vitriol, and other ingredients. moved to anger buz wmrlhy of being propitiseed, and their
t Ndgasr are wgirin dwelling iv ant-hilks, wells, pools,  general inclination is for the welfare of mai, especindly in
and takes. They gencrally appear in the form of a serpent,  conneziun with their power over the clement of water,
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AJANTA: EXPLANATORY TEXT

throne, and a mustcal pcrfommncc with dance is going on in froat of them, To indicate that
he is 2 Naga king, the artist has painted a halo of seven cobrarhoods over his heud, while the
queen's head s overshadowed by onc hood only. The features of the king sre refined, and
among his rich jewellery the design of the gold chain, worn between a pearl and sapphire
necklace and loag strings of large pearls, is very effective. The features of the gueen are
not so beautiful, but her posc is extremely graceful, the curves and long sweeps of brush-lines
intermingling id perfect rhythm., The attitude of the king and queen betrays dalliance, but
this, according to the notions of those days, seems to have been permiissible in chambers where
only private attendants could be present. The delincation of woman in scenes where she
appears in public is on the contrary extremnely medest; for instance, in the subject, *Padma-
papi’ {Plate XXIV), the dark princess has tumed her face to one side, just as an Indian
woman of the present day will do when appearing in public.

Behind the queen is a female dancer of pink complexion whose features, in the cffort of
keeping thythm, show strain; the cyes ire,bulging and eycbrows raised. The position
of her hands may appear somewhat cxtraordinary, but Indian dancing-girls aften assueme such
atsitudes. Close to this dancer is a female figure of grayish complexion, carrying a pair of
smal! sticks in her sight hand and a tray of flowers in hex left.

Thie principal dancer is in the middle, near the feer of the queen, She has raised one hand
and one foot and poised herself in a most chariming manner. The drawing conveys lightness
of movement combined with artistic feeling. She is dressed in a jacket of blue silk (i‘) the blue
colour is extremely fresh. Her bangles and coiffure have also been p:umcd with great care.

Above this dancer is 4 musidan with a reddish complexion, holding 2 pair of cymbalsin her
hands. Behind her at some distance is the figure of & male servant who is watchmg the dunce
from behind 4 pitlar. The tense expression of his face indicates that he is closcly following the
steps of the dancers. To the right of the musician holding the cymbals, between the piflars,
three more figures may be seen, the most prominent of them being that shown sitting. 8he
is wearing a long:robe of biuc~stnp¢d sitk, figures of oxen and ducks appearing in the
texture of the bluc stripes. The floral design of the cloth of the bodice of the woman who is
standing at the right hand of the latcer Agure is cqually interesting. It is a thin brocade, like
Benares material. The thifd figure of this group is a woman with a pale complexion, who while
watching the dancer has ewisted her finger in a curious way.

The cpisode scems to have been continued farther to the right, but, the freson being
damaged,only a few figures can be made out. In the middle was a throne, only one foot of which
can now be traced. Near the throne is a woman of red complexion who has claborate orna-
meats rountd her wrist, The manner in which she is looking up at the figure on the dhrone
(now destroyed) is extremely sweet. To the left of the throne the remnants of several other
fhigures may be traced. First there is a head, the features of which show great excitement—

In Brahmanical legend and Buddhise lore ey are slode-  Vopel's Indivn écrpm'-Larc (1326), o Morire Winter-
lincated as anchoritcs anud kingy, dmliwg inawnrld styled  niR's Der Sarpabali, rin  altindischer Schlungrncudt,
the Ndgalsds, which ﬂrhnugh gontiguous to the hurfmre  Mitteil. der anthropol. Gﬂdftdmf! in #ien, vob. xviii
worhd s invisble, ‘For further panticulars see [ Pho (1888).
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PLATES Xua & X1

teeth exposed, eyes bulging, and eyebrows raised. Close to this is another head belonging
to a figure with a grey complexion. Above these heads is the figure of a dancing-girl, who has
placed her hand on her hip in the approved fashion of the Indian daacing-girls, Her com-
plexion is pale-brown; and although she is wearing claborate jewellery round her walst and
neck, her raiment is of the thinnest material (gauze?), the textufe of which has been
indicated by fine red brushdines, Close to the dancer is the figure of an attendant, who is
watching the performance from behind a pillat,

The general style of this painting beurs a great resemblance to that of the two previous
scenes (Plates V14 and IX)fand it would appear ithar all three frescoes were pamnted by the
same artist. The religious circular marks (f74), which arc the special featuse of the female
figures of Plates V14 and [X ippear in this subject also, although they are not to be found
in any other fresco at Ajanta.

STORY OF THE SERPENT : SANKHAPALA JATAKA
Flare X1

The subject is delineated on thr backvoall of the Ieft aivle, above the first seli-dser. It it reproduced in cofsur,

HE story agrees with the Yataka ! and has been depicted in threg parts, Ln the irst part,

painted in che left topcorner, we see the King of Magadha, in 4n ascetic's robe, impart-
ing instructions in the Law to Sasikhapata, the Ndga king. The figare of the ascetic king has
been destroyed, but that of Sankhapila is fairly intact,” and he is shown sitting on 2 low
cushion, while another is placed behind his back. He is wearing an claborate crown and rich
jewellery, among which pearls and sapphires arc prominent. The expression of his face 1s one
of great devotion afd humility, which are further demonstrated by his felded hands. Behind
the Naga is a princess of great elegance—although her figtire is too much obliterated for the
full appreciation of her charm, She js listening with interest to the sermon of the ascetic. The
style of wearing the pearl-sirings (4dr) on the sides and back is.characteristic and resembics

| The Yatake rans as fallows: *Once ypon a time the  nothing on thar day passed that way, On noticing the

Bodhisaztva was born 2 the seniof & King of Magautha,
who ruled in Rajagaha. When the Bodhisartyn came of
age his father, adopting the religious life, retired 10 2 park
and lived as an ascetic. There 2 chicf of the Napw,
Saiskhapila by name, visited the asectic from time to time
and received instructions in Law. The Bodhisttva once
vsiting his facher, saw Sanklapils with a large retinue,and
he was 0 much struck by the magnificence of the Niga
chief that he aspired to be borm in the Ndga world. At the
end of his life thie Bodhisattva was feborn 25 King Saikha-
pila, but {n course of Gme he grow sick of the luxury of his
{ife in the Niga world, and by way of penitence he Lay on
the top of an ant-hill saying, "'Let those that want my skin
and flesh, tet them, 1 say, take it all.” So one day, when
Saiikhepdla lay there, a party of huntens who hed secured

scrpent they said to themselves, ““To-day we have not
caught o murch as a younp lizand; we will kill and eae this
siako-king,” Therenfter they wounded Saikhagila arl
piercing his noarzils with a sharp stake inserted a cord and
dragged him along. At this fme a landuwner, Alim, was
journeying with five hundrad wagors én that divection.
He was couched by the hunter's maltreatment of Safikha-
pils and he offered to them ooins, together with an ox
to cach, and had Sﬁﬁkhﬂ;ﬁh released.  The Bodhisattea
afterwards returned <o the Napa patace and, without any
delgy, issued forth with a great retinue ™ welcome Alira
to iz abode and cottferred on hiim choice gifts.” Cowell,
op. ar, v. 8491

2 There is & halo of the boods of seven serpents over lijs
hiead,
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the style of wearing flower-strings (edd#i) in India up to the present times Bcehind the
princess is @ maid of red complexion, but her figure has Ieen to a counsiderable dcg_f‘véc
destroyed, so that 2 portion of the bust alone can now be traced.

Below the pancess is 2 dwari, who is bringing a tray-of flowers ta the ascetic us an offering.
His long teunk, short bandy legs, and wild expression introduce a serio-comic.cffect inta the
picture. The artises of Ajunta often bring in such characters 10 soften the otherwise religions
austerity of the subject,

The most notable figure in this group, however, is.the woman who is sitting in frant of the
ascetic. Her pose exhibits grear skill and observation, She is squatting, having crossed her
legs, and leaning on the left hund, which is ptaced on the ground, shile with the right, which
ts curved, she is.supporting her head in a graccful manner, Although the fresto is somewhat
indistinct and partly destroyed, the masterly drawing of the artist in indicating the curves of
the body can still be admired. She is wearing a sleeveless, low-necked bodice which tooks
extremely cHective on her graccful form,

The floor is painted dark red and is hedecked with flowers: The design appears at first sighe
to represent 2 carpet, but as at Ajanta the foreground of even silvan scenes is represented
in this manner, we gather that the device had become conventional,

The second episode of the Yaraka is painted 1o the right of the previons ane. A large white
snake, the ‘Serpent-King’ of the story, i§ being dragped along by a party of six hunters who
have put a rope through its nose. The first hunter, whife pulling the rope, has his hands
stretched forward and his face turned'back; che last, whe is holding the end of the rope, has
bent down 5o low that he appears to be almost touching the grourd. The position of the bodies
and the expression of the faces, indicating great effort, are reminiscent of a tug=of-war scene.
Behind the company of hunters we sce two figures watching the maltreatment of the scrpent.
One of them seems to Kave been touched, as is shown by the gestures of his hands. “The head of
the other figure is broken, and his expression cannot be studied.

Just below the serpent we see a figure with a herd of oxen addressing the hunters appeal-
ingly. He is probably Aldra, who offery the hunters coins and oxen, onc to cach hunter, to
induce them to release the serpent. The oxen have been painted in a variety of sttirudes, and
the artist has availed himself of the opportunity 1o express his knowledge of animal life. The
white ox at the extreme end, although its muzzle is destroyed, has its tuil raised and twisted
in a peculiar manner, and the curve of the neck indicates that it is trampling the ground in
fury, Anothes, below the white one, which is red, has raised its neck as if bellowing. Two,
one red and the other white, are galloping; the treatment.of the red onc is particularly skilful,
showing lively movement, These two have black leather collars and brass hells round their
necks. Below the red ox we see the muzzlc of a pale-brown one, rised up peculiarly. In front
of the two galloping oxen we see Alara going down a valg, and. ultimately we notice him(at
the left bottorh corner of the pictore) with the Naga king, Sankhapils, who has now assumed
human form and is showing his rescuer a lotus-lake, symbolically indicating his palace. The
features of Sankhapala, as 2 Divine Prince (Bodhisattva), are extremely graceful, and show a
remarkable contrast to the coarse features of the merchant Alira, )
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A PALAGE SCENE : DANCING GIRLS: MAHAJANAKA JATAKA (?)

Plates X1I and XI1T

The subject is puinited on the hack woll of the feft aisle, abeve the door of the 1econd cell. The camplete scm Aas deen reproduced
in monachreme; but the group of dancing-girls, deing in arfuir state of preservation. it reproduced in colowr olso,
O the right of the Sapkhapdla Jataka the whole of the wail of the left aisle is painted

B with scenes which arc aralogous to some cpisodes of the Mahijanaka Jataka. To wit,
the present subject may be identified with the episode in which Sivall, tryiog to dissuade
Mah#janaka from his resolve to renounce the world, invites dancing-girls.! e see a rija
sitting with a princess of dazzlifig beauty in a magnificent pavilion where aj! the Tuxurics of
life havé been arranged to attract him. Thajewellery on the ¢dji’s own body i of the richest
and chaicest pattern, the beautiful crown, the exquisite eur-rings, the lovely pearl-strings,”
the armlets, the wrist-bands, the bangles, all set with gems of the purest ray andi worn in most
artistic fashion. The pose, expression, jewellery, and raimeat of the queen arc ahsolutely
bewitching. She'is attired in the thinnest apparel, so that the graceful contour of her elegant
form can be seen, The jeweHery ia almost ingeniously arrayed, bringing into relief the
supple limbs. The expression of the face is redblent of love, which fecling is further
accentuated by a coquettish pose; her right elbow is resting on the thigh of the raja, while her
lcft hand touches in a graceful manner his foor. The lower part of her body is strétched
below the throne, and the artist has taken delight in this pose to show the long sweeps of his
brush-line,

Despite this cnsnaring environment, the cdjd's face indicates u calin, medirative moed; he
is unshaken in his resolve and chnvinced of the transitoriness of the world—the gestures of his
right hand cxpressing the last idea. At the back.of the rija, outside’the pavilion, is a female
chanri-hearcr, the cxpression of whose face indicates anxicry. Below the chaurT-bearer a lady
of rank is sitting on a cushion and watching with decp interest the attitude of the r3ji. She
may be the mother of Mahdjanaka or Sivali. The drawing of this figure shows great skill.
The check pattern (of black and white squares) of the cloth of the cushion is interesting; it is
a silken stuff specially menufactured for cushions.

In the royal pavilion, besides the rdj3 and the queen, are four figures, twa female attendants
standing behind the throne and two dwarfs seated in front of it. OF the female attendants,
one is of a grey complesion; she'holds 2 cAawr? and is standing behind the gueen. The other
maid v of a pinkish complexion, and she is holding a conch-shaped tray of flowers. The

him coming diwn, she knew him nor, and thinking thar i

1 The evenr i narated in the Fatada us Follows: “The ¢ 3
was & Paceeka- Budidba come to instruzcr dhe king she made

queen Sivall sent for seven hundred concubines, asd suid te

them, “It is u long tome, four full months, since we tasc
beheld the king (Mahdjanaka). We shall vec him co-day;
do you 2ll adom yourselves und put forth your greces and
blandishnveznins snd try wo eatangle him in the snares of
passian.” Areended by them all mrrayed and adorned, shy
ascended the palice to see the king, but slthough she met

a salutation and stood on ore side; and the Bodhisatva
came down from the pxlace.’ Cowell, op. Gt vi. 30-t.

¢ The peart drops of the necklnce, worn berween the
Jurge strings.of pearts (mafd) and 1he small neckle (4amsdi},
howing apparent movement, look extremely artistic,
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AJANTA: EXPLANATORY TEXT

cxpression of her face and the treatment of her fingers show ponsiderable thought and care an
the part of the artist.

The figures of the dwarfs arc delightful, particularly the one sitting below the queen. His
sweet features and Jong curly hair are absolutely charmiing. The poiZ of the body and the
treatment of the fingess alsd exhibit much artistic feeling, His complexion is pinkish, but the
palm of his hand has been painced darker (greyish). At Ajanta palms and soles are frequently
painted of a darker tint, apparently-to indicate the use of henna (Lutsonia aiba) ot some
other pigment.?

In contrast to the beautiful features of this.dwarf, those of the other are somewhst irrcgular
and betray perplexity of mindshis eyes are wide open, testh exposed, and fingers twisted into
a curve. [t is interesting to note how the artists of Ajanta observe the greatest earc in painting
cven minor figures, giving each a distinetive character ifi the general scheme of the.fresco.

The foor of the pavilion bears the conventional carpet design, and between the dwarfs an
urn-shaped fruit-dish (?) is placed.?

In the narrow corridar, in frong of the pavilion, four female figures have been delineated,
Two ofithem, standing by the pillars, src engaged in a f2re-gd-t3te. One of them is boldin g the
other by hef shoulder; the artist is cramped for space, but he masters the situation by adopting
this pose. Another, of a pinkish complexion, is standing near the feet of the queen and fistening
with attention to the conversation between her and the rjz. The pose of the fourth, who isof a
greyish complexion, is somewhat unusual: she is crouching in frone of the queen, but in order
to watch the dance she has tumed her head found., The outlific of her back has been drawn
with consummate skiil.

To the right of the royal pavilion we notice another, in front of which the dance s pro=
ceeding, The principal dancer is most artistically attired, She is wearing a long jacket with
full sleeves; bur for frecdom of movement irs sides have been so cut that the bower ends
of the jacket hang absolutely Joose. The siceves and bust arc on the contrary close-fitring and
look very ehic. The colour—contrast of the jacket is also happy—the slecves are of dark-red
brocade, while the middle part is apparently of white silk. Her skirt (ghagr? or peskeesz) is
quitelong, and the striped design of the cloth is very pleasing.?

The ornaments of this dancer have also been painted with care, and among their large
variety the &rsi (thumbering sct with a minizture mirror), the karanphfil (car-rings with
claborate design) and serdseri {ornament of the head, comprsing gold or pearl strings)
should not be overlooked. The coiffure alse exhibits much imaginztion, and the intertwining
of the flowers with the plaits is most pleasing. The posc of the dancer is typical; sac
familiar with Indian steps of ta-day could say that very litde change has taken place in this
art since the fresco was painted, almost fifteen hundred years ago,

! Indian ladics to this day paint their palms and soles clabarately pleated akirt reaching down to the ankleg, At
with henna and other pigmests to rahance their beauty,  Ajanta the ghapri i generally short and has no plezs af
¢ Dishes of this form are Gequently 0o be found in the  rufles; perhams the ideg of ruffles or pleats had not
paintings of Ajanes developed at that tdme. “The cloth is generally » seriped
# The Inidisn ghagri (or ghaghri} of the present dayisan  material similar to the silk of Burma of the present day.
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PLATES X371 & XINI

At the right hand of the chicf dancer therc are two more of a coppery complexion, playing
on Autes. The orchestra compriscs five artistes;itwo of thein are playmg cymbais, one a pair
of deums {(JAal), another a mirdung (a double drum with 4 narrow ring in the middle) and
the fifth appnrcntly a guitar, for a gourd-like thing is visible inher lap. The complexion of
one of the two musicians playing cymbals is pallid, and the chief attraction of this figure is the
black trimming of the callar of her cAa/? (half-sleeved bodice). The complexion of the other
artiste playing cymbals is pinkish brown, while that of ithe dfum-player is brick red, The
waist-strip.of this waman islike the modern drussidre of Europe, and it is, perhaps, the carlier
form of the Indian edoli and aigiya:

The features of the woman who is playing on the mirdang are coarse, and show deep lines,
cvidently indicative of old age. At the back of the orchestra a lady of dark-brown complexion
is standing. Her posc is cx!rcmcl)r graceful, bot her face betrays sadness. Near the Hute-player
“arc two dwarfs. The face of one has been damaged; the other is looking up with interest at
the dancing gtrls.

Below the royal pavilion we notice a shed supported’ on four wooden posts (Plate XIT),
The _mof of this shed is of small n:ctangu]ar u;opdcu planks which resemble brickwork in the
pnmt.m g- In this shed a woman is pounding spices. Her features arc exquisite. The curry-
stone and the pase of the woman remind one of the Indian habits of to-day. By the side of
the curry-stone there are four ntensils: a brass pot, a drum-like earthen vesscl (or basket?),
an um-shapcd vessel similar to that in the royal pavilion above, and a circulat dish {cAariger)
with a ring at the bottom. Ac the other end of the curry-stone there is another woman, who
holds a conch in her left hand and whose right hand is raised to her car, as if to catch the words
of some one who is speaking to her. The gesture is'natural, but the hand is clumsily drawa.
At the back of this woman is another who holds a rectangular frame. The scene represents
veey well the domestic life of early India, _

The stylc of architecture, as shown in'this painting, scems to be that of wooden bmldmgs,
although in-several caves at Ellora and Ajanta stone pillacs and brackets of this type are to be
found, they, again, are based on-wooden madels. The decoration of the building with pearl
tassels scems to be a favourite matif, and, apart from the frescocs, it is frcqucmf)r to be found
in the carving of the pillars. Pearls must have been quite abundant in those days, for the
artistic fancy does not readily work on imaginary themes.

3 The chalisa tight bodice with_ haifleeves: the back 5hapcd in frontas to support thte breasts, but an theiback it
is covered and strin@s sre tied in frant. The oigyd is 0 is open mud has only strings for adjustment.
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Rf&]ﬁ GOING OUT TOATTEND THE SERMON OF THE HERMIT:
MAHA-IANAKA _]ETAKA (P)
Plates X1V and XV

The tceme s poiinted on the wall of the ift aivle, hesswern the doery of the recond and third celle. Ut isreproduced i colour, and
Jor purpssrs of detail tevo half plstes (X¥ a and XV 8) ave given in mesockrame.

HE subject is a continuation of the previous one, and may be identified with the

visit of Mahajanaka to Northern Himavat, where the dscetics Nirada and \hgajrm
appeared, ane sfter the other, to confirm the king in his great résolve.! The Ydicks verdon,
however, varies from the story as painted on the rock-wall, for here we do not sce the ascctic
(Narada or Migajina) delivering the sermon from the air; instead, he is show ina park with
beautiful trees and flowers, perhaps the deer-park of Bepares, as may be surmised from the
figures of two antclopes to be secn just below the seat of the hermit. Afthough the subject is
extremely religivus—the “Renunciation®—yet the artist has painted ie with extraordinaty skill
and imagination—the magmﬁccnt clephant-ride of the rija, the beautiful dresses, jewellery,
and feawres of the oongrcg:mon and the cherm of the natural scencry, all combining ta
stir decp humaﬁ interest in the profound spmtuninty of the theme.

The staryis delinested in two parts. Behind the musicians, deseribed in the last section
(pp. 1517}, we see a gareway out of which a rajg, riding on a grand clephant, is coming, The
figure and erappings of the elephant have been painted with the utmost care; ¢ven the small
bells hanging below the saddle arc not forgotten, while the limbs of the animal'show life and
movement. The figure of the rajd also is mgcmousl)r drawn; with all the equipment of
royalty, the canopy, the crown and the rich jewellery, he looks extremely sercne, and
absorbed in decp thought, as indicated by the gesture of lis hand.? In front of the royal

¥ The Fatake version is as fallows: *At that time (whm
Mah2janaka made the resolve to rcnou.nce) an Rcetic,
aamcd NWirada, dwelt in the Golden Cave in Himavat,
who possessed the five supernamural Geultics, After passing
seven drys in an eostasy, he had risenifrom his trance and
was shouting triumphantly, “Oh, the bliss, Oh, the bliss!™
snd while pazing with i divine epe o see if there way
any atte in India who was seeking for this bliss, he beheld
Mahijanaka the potential Buddha. He thought, “The
king has made the great renuncariaty, but hic annot tuen
the people back who follow, headed by the queen Sivalt,—
they may put 3 hindrance in his way, and T will gnc him
an exhartation to confirm his purpose =till more 3™ wo by
his divine power he stood in tlir 27¢ in front of the kittg and
thus gpoke, to strmgth-:n his 1oalve;
**Wherefore is all this noise and din, 23 of s village hohday?
Whyi gs thiz crowd 2iscbled here? Wikl the ascetic kindly

say?

* 2

‘Think nor thoy !last a.lre.uly crossed, while wuh this body
still bescty
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There are still many foes in frant,—thou hast not won thy
victoty yet.

High thoughts of scif, low thoughts of self;—not this, zor
that befiry the sage;

Be vintue, knowledge and'the Law the guardians: of thy
pilgrimage.”

Nirada then reterned through the sky t his own abode.

After he was gone, another ascetie, named Miggjina, who

had just arisen frum an ascetic trance, brheld the Greay

Being and resolved to utter an exhortadon to him that he

might send the multitude away, 10 he appeared above him

in the 3ir and thus spoke:’

**Horses and clcphants, and they selio in &ty or in counnvy
dwell,—

Thou hase lefi them all, O Jamaka: an earthen bowl con-
tents thee well.”

Cowrll, op. cir., vi. 32-3.
2 The palrs of the viji, being painted of # darker tint,

show the use of henna (rpre, p. 16).



PLATES XIV& XV

clephant is a large retinge, among whom is prominent the figure of an attendant of red
complexion, who is holding upright an unsheathed sword with an incurved blade.’ He is
apparently the bodyguard of the young prince,® who is riding on a bay horse,* and is over-
shadowed by a canopy. The horse is prancing so that a passer-by has been seized with frighe,
The figure of this terror-stricken pedestrian may be noticed to the right of the prince. To
the prince’s keft there isanother bodyguard, and beyond him the beads of two more attendants
may be seen, with cheir hair rreated fancifully. The Inirof one has lxeen shown in clustérs of
matted Jocks, while that of the other has been dressed and knotted at the crown in the fashion
of the yogir. The attendant with the matted locks is armed witlra shield, the hide of which
has 2 check pattemn,

We aotice another shield-bearer in frant of the prince’s horse, the check design of his shield
being clearer. Shiclds of rhinoceros skin have been long in vogue in India, but the pattern
here scems to have been painted upon the skin and is not indicative of scales, This shield-
bearer is wearing a scarf or a shawl, the top corniers of which are tied above his chest. Above
him there are two figures, the nearer, who is looking up, being a female {?) dressed in a coat
of brocade. The other figure has been abliterated. There are some morc figures, three below
the shield-bearer, and two, of dark complexion, near the elephant and the swordsman. But
as the fresco.is damaged the featurcs of these figures are effaced,

The second part of the story, representing the r3ji’s visit to Himavat, is painted on the upper
hulf of the fresco. On the right side, the elephant of the raja and the hotse of the prince are
to be scen. The latter istheld by two dark-skinned grooms. A dark-skinned)mahduwar is in
charge of the elephant, and is stiil seated on the neck of the animal, while a chardaga is perched
on its hind-quarters. A tiger's hide shows the vacant seat previously occupied by the raja.

To the left of these anifnals is the royal entourage. The rija hinself, in a,posc of profound
respect, with tolded hands, is hstening to the sermon of the hermit. The latter is dlad in a
striped loin—cloth (#40#7), and a belt of black leather (with patcerns embossed or painted on it)
'pagses round his waist and legs by way of support.. The Hindu Senmydsi and the Moslem
Darwcesh often use such girdles for support when crouching long in meditation. The hands
of the hermit are painted in the feaching attitude, but the treatment of the fingers and the
manner in which the rosary is held are conventional.

The heads of antelopes below the hermit’s seat are, as suggested above, conventional,
referring to the sermon of the Buddha in the deer-park of Benures.*

Below the raja we notice 2 boy of grey complexion, who is kneeling before the hermit;
his left hand is placed on the ground and with the right he i5 saluting. The treatment of
his hair is conventional, but most pleasing. He is probably the son of the r3ji. Behind this

b It is likeahe short Nepalese sword, known as fukr,

2 If the identification of the subject with the Maha-
Janaka fitaka is correct, then the prince here is Dighiva,
the san of Mulisjanaks.

3 The trappings of the horse arc interesting. Fhe
sedille is of the ehdrjdma type with shortstirrups. ‘The reirm
are double and the head-harness is elaborate, ‘There are

{eathcr straps round the throat and across the forchead, and
embroidered basuls round the nese and across the muzzle.
The leather bands at their jeints ere deeorated with
embroidercd rosettes and a large wassel hanpy below the
lower jaw of the animal.

¢ These fature make the kemificationof the aubject
with the visit of Mahfjunsla to Nirada a linde doubsful,
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AJANTA: EXPLANATORY TEXT

boy is 2 young wonun listening to the sermon, with rapt attention. She is wearing.a double
jacket of brocade, the upper part of which, dark red in colour, has half-sleeves and is open in
front, while the lower one, of green hute, has full sleeves and it closed in front, Bchind thislady
there is a servant, whose face is turned towards the grooms: its expression and the gestare of
the man’s hand indicate that he is saying something to thern, - i

At the right hand of the rji is 2 grey figure, the treatment of whose fingers shows that the
esoteric sermon of thel hermit is being followed with attention; and two figurcs to the left of
the rija, one of fair complexion and the other 3 dark brunette; give the samc impresson;
Above the raja are four figuses; onc of them is dressed in 3 white robe; anothet is a dwarf,
carrying Howers on a tray of binana or palm leaf, the treatment of his fingers being extremely
artistic; the third figure is draped in 2 long coat of brocade, or silk, with Roral designg woven
in the texture; his head is treated with grear skill, the long hair, the.drooping moustache, and
the melancholy expression of his face.producing a life-like cffeet. The fourth figure of this
group is that of a guard, clad i a spotred coat and leaning on a staff.

Behind the bermit are three figures: one of anather hermit, which is somewhat ohliterated,
and the other two of a pripce and princess, whose featurcé are very clegant. Although the
number of figures in this painting is very large, the arrangement is most apprepriate and no
ctfect of unnccessary crowding is felt at all. The colour-scheme also shows good taste, for
example, the delifieation of litics with their tender dark-green stalks and snow-white fowsss 16
absolutety charming.

A PALACE SCENE : RAJA GOING OUT ON HORSE-BACK:
MAHAJANAKA JATAKA ()
Plates XVI-XVIIL

This tubjest iz painted on the back wall of the lift ditls, betrvesn the doors of the third and fowrth cells, The emtire fresee
r(prada‘rud tt momcb‘pwfu ends, duut the conferemie of thy vdfd with the queen is printed in colaur, and for the sty of detod!
the resinue of the 7453 &y reproduced an a barger scolt o1 @ separace plate.

THIS cpisode is apparently connccted with the events delineated before, for we notice that
' therajaisengaged in a serious conversation with his consort, expatizting perhaps upon the
merits of semunciation, after having heard the sermon of the hermit, The subject, although
diffcring in environment from the version of-the Yaraba, fits in with its main theme, for

Mahajanaka, after the exhoreation of Migsjina, counsels Sivali this:
‘U've !cft behind my subjects all, friends, kinsmen, home, and native lind;
But th' nobles of Videha race, Dighavu trained to beas command—
. Tear not, O Queen of Mithilz, they will be near to uphold thy hand.
And again,
: If thou wauld'st teach my son to rule, sinning in thought and word snd deed,
An evil ending will be thine—this is the destiny deceeed;
A beggar's portion, gained as alms, so say the wise, is all our need.!
b Cowell, op. i, vii 34.
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PLATES XVI-XvVIN

The artist of Ajanta has depicted the theme beautifully. After the sermon of the hermit the
scenic lics in the interior of a palace. Commencing from the Jeft side of the fresco we sce a
pavilion in which an elderly lady, probahly the mother of the rajs, is initiating the young
rani into the secrets of the doctrine (remunciotion). The former has clasped the folded
hands of the rini in order to console her, The expression of the queen-mother betrays sadness,
apparently in consideration of the youth of the rani. The dress of both these ladies is interest=
ing; the queen-mother is wearing a robe of white muslin,’' while the rinf is clad in a bodice of
transparent gauze, the fine texture of which has been delincated by white dots and lines.
Behind the queen mother is @ ¢hauri-bearer (female) wearing a Jow-necked garment (frock?)
of striped silk. The Lreatment of her haif is very beautiful. Below the figure of the queen-
motheér there is another maid, who is looking up in an excited mood; she is wearing a bodice
of dark-grey brogade.

In front of the pavilion of the queen-mother is the apartment of the r3ji, in which he is
shown deeply occupied in a religious discourse with his wife. The conventional treatment of
his fingers indicates that he is explaining some intricatc problem. The attitude of the Faji
cxpresses earnestness mixed with ténder feeling, and in drawing his portrait the artist hias shown
much poetic sense.  The face of the queen hss been spoiled by the pecling of a piece of the
iresco, but her pose is quite graceful and shows that she is listening with attention to the
counscl of the riji. The transparent cloth of her bodice can be discerned with greater
certainty here, for the white dats and lines showing the texture of the gauze are clesr, Behind
the r3ji is a chauri-bearer of fair complexion, the sad expression of whose face is very striking,

Behind the ténT also is a chauri-bearer, the colour of whose skin, silves-grey, is charming.
She is wearing a blue bodice. Her features are beautiful and resemble to some extent those of
the *Mother' in the 'Mother and Child® group in Cave XVIL The drawing of her sight
arm and the beautiful fingers show exquisite taste,

Behind the cushion of the rini anothet femmale figure is to be seen. The expression of her
face ghows astonishment; perhaps she does not understand the esoteric teaching of the raji.
The way in which she is clinging to the cushion is very effective. There are two more female
attendants behind the riinl, who look rather puzzled about the future lifs, One of them
is holding s bunch of Jotus-flosers in her right hand; but the prospect of life seems so dismal
that in ker melancholy mocd she is about to drop them.

A dwarf is sitting below the raja’s throne, looking up at him.

The palms of the rajd and rin, as well as of several maids of honour, are painted with hienna
and the lips are stained cither by pén (betel leaf) juice or by miesi. The hair has been
dressed in various fashions, and in some cases is'bedecked with flowers and jewels,

1 The style of the garment indicatey that it & not x
1éi, In Bengal until quirc recendy che oy dres
of woman was 2 single sheet (of about § or & vds. in
length), = part of which was tied round the loirs qod
another part worn over the head and buse. In Rijputine,
on the contrucy, the erfal (covering for the hesd), the
aigiya (dhort tight bodice) and 1he edurgd or ghapri (skist)

have been in fashion for a jong time. . It would appear that
the dress of the early tahahitants of India was of the
simplest character, like that of the Bengal peasanz of -
day, and that the dresses which we see ar Ajana were
adopeed when Foreigners (e uanas and Sadar)sertled down
in considerable nuinbers in the country.
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AJANTA: EXPLANATORY TEXT

In the second parr of the stary the rdji is represcnted as coming out of his palace riding on
a whitc palfrey, the head and neck of the horse being drawn with realistic cffect. The expres-
gon of the r3j3’s face and the gesturc of his right hand show that, although riding, he is
decply absorbed in some religious thought. The prince is riding on a bay horsc, and between
him and.the r3j3 there is ancther prominent figure draped in 2 blue <oat with tight sleeves.
He has made a loop with the fingers of his right hand and he is looking up. In front of the
rdji's horse is a chanri-bearer wearing u long coat * of white silk, into which figures of
ducks have been woven.

Behind the ¢Aouri-bearer there are three figures; one at the extreme right cornher, with »
beard, has a very peculiar expression. The upturned eyebrows and witd leoks indicate some
danger or calamity looming over the riji.

Alongside the rdja's horsc, in the lawer part of the painting, we first ngtice a Hute-player,
then a drummer, and a'listle higher up a,conch-blower, whose checks are puffed and eyes
bulging out in the exercise of his calling. Above the figure of the conch-blower is another
musician, who is playing on cymbals. Below him and to the right of the conch-blower is
pechaps the royal herald, the quickness of whote movement may be judged by his stretcheds
out hand. This is perhaps the carliest known delineation of the haiid cxpressing rapidity of
action, In later Hindu sculpture and bronzes such a position of the hand is quite common,
becoming almost conventional.?

The lower part of the fresco is damaged, but we see a pavilion of the Fat4 (chariot) model,
and near it the head of the raji can be traced among scveral obliterated figures. He is
apparently bidding adicu to the denizens of the palace. A little fartherto the right we see
him again with some male attendants: here he is.perhaps saying good-bye ta the servants of
the court. In thé extreme right comer we sec the ranf walking alone under a canopy. This
scenc probably represents the stage when Mahajanaka had icft Sivali.

The colour-scheme and the grouping of figures ini this fresco show a highly refined taste,
and for these qualities it may be compared with some of the best Italian work of the
Rendissance period.

SHIPWRECK : MAH:\JANAKA JETAKA (?}
Plaze X1X

This subfect it delineated on the back wall of the left aitle, ubos the dsor of the Jorrth cell. The freseo is considerably dumoged

aoxd therefore reprovuced in memochrome enfy,

THE identification of this subject is somewhat uncertain, for occurring on the rock-wall
immediately after the renunciution of Mah#janaka, it might scem unlikely that it altudes

to the mishap of the prince in the sta voyage which he undertoak in carlier days to acquire

wealthin order to regain his father’skingdom.? But asthe ‘Lustration’ and ' Renunciation’ scenes

1 "Thiis scemss to be differene from the Indian aigradda, 3 The Jéteka version funs chus; ‘Before Mahgjanaks

which has an opening aid Jaces on the breast. was sixicen yeurs old he had fexrned the tiree weder and all
? Compare South lndian hronzes and sculpturcs repre-  the sciences; and by die tine e was sixteen he had become
senting the *Dance of Siva', very handsome in person. Then he thought tw himself,
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PLATE XIX

of this Fataka (Plates XX-XXTI) ! are also not shown i proper sequence we may account for
the anomaly by supposing: that the painting of the Yarafa was begua.on the rock-wall without
any preconccived scheme as to the order of events, and the different episodes were froms time
to time delineated according to the fancy of the artist or the demand of the votaries of the
shrinc.

The subject, 25 painted on the rock-wall, may be described thus. We see a chief (merchant-
prince?), sailing in a boar with severnl attendants. The gesture of his hands, which is rather
conventiopal, denotes that he is faced with same dilemma. Bcehind'the attendant to che left
of the chief is an obliterated Rgure, overshadowed by a c:mopy (chhatar), This igurc scems
to have been attired in 2 tobe and may represcnt: Mahijanaka in a plain costume, before his
acquiring the Xingdom of his tather, the canopy zbove him being emblematic of his divine
pcrwnallty. The boat appears to be of considerable size, and a p avilion, similar to those shown
in the paluce scenes,?® is erected in the middle of it. The hull is massively constructed and in
its side four coumes of plinking afe visible above the water. The bow iind stern have carvings
of animal heads at their ends, the eyes of the animals being prominent, A large fish (shark’)
is ateacking the boat near the stern; and a sailor has climbed up the ladder placed 3gmnsr the
mast (1), and he is steering the tboat with a long pole or var fram there. Another sailor is at
the helm, but as the fresco is damaged in this part, his action is not quite lear,

To the right of this s&ng, the sinking of the boat hus been painted. The stern only is
visible, the rest of the boat bring submerged nosc downwards, A man is being attacked
by fishes und a sca-monster. He has raised lboth his hands in alarm. Another person is shown
hcmg carrted off by an afligatoror shark, while to get free of its juws he is trying to open
its mouth. The wild stare and fiemly closed lips of this man show that he ia struggiing with
death itself, Oric sea-monster resembles a beaver, while another, which is painted whice, has
the head and cars. of a cat,

The end of the story is nor clear, for the fresco is damaged. At the cxtreme right end we
sce two figures, but theit hends being destroyed their action cannot be determined. The
drawing of the fishes is very poor, and, except for the interest of the Fataka and the represenea-
tion of a fifth~-centnry boar, the fresco does nor possess any artistic merit.

Below the shipwreck another subject was depicted, representing some Naga story; but the
fresco is almost comptetely destroyed, and only a few heads can be traced,

"1 will wize the kmgl.lnm that belanged to wy father,” sn
he asked tis mnther; “Have you any money in band, .;.\

will eake only haff of it and § will go 10 Suvannabhiimi nml
€2t micar riches there and wilt seize the kingdom." He
made het brmg him the half, and having got tagether his
stock-in-trade he pat it an board 2 ship with scne mer-
thants bound for Suvagnabhimi and hade his omother
Grewell , . - In soven days the ship made seven hundred
ldl-gua, hut h.nmlg gone too violently in is courseit auld
hat hold out; its planks gave waF, the water rose higher and
higher, the ship began to sink in the middle of the acean
while the crew wept and lamented. . When the

vessel sank the mast stood wpright. The aowd on board
became food for fishes and torrotses and zhe warer all round
asumed the colour of blood. . ... . Now at that time
the duughter of the gods momed Manimekhald lusd been
appointed guardian of the sca by the four guardiam of the
world. Adgshe saw the Great Bc.ingshe thought eo hereelf,
“If Prince Malidjanaka had perished in the sea, 1 shoukd
[awz]lluw kept my entry into the divine asembly "' She
rescuing Mahdjaraka frouglit him o Mithilz, whese, his
father ruled.” Cowrll, op. dt., vi. 24-5.
'\ Infra, pp. 245,

2 Plares X111 and XVI.
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LUSTRATION AND RENUNCIATION : MAHK]ANAKA ]ﬁTAKA

Plares XX-XXII

The woner are painted on the wall of the Savé ahle, bestwern the doory of the frrst and recond cells 10 the left of the ante-
chamber, They ave reproduced bath in colour snd aronschrome, and for purposer of detail a portion of the froxce is reproduced
ar a separate plate on & largr scafe.
HE subject of renunciation, being the main doctrine of the Buddhist refigion, is fre-
A quently alluded to in the Fare4a, but as several scencs of the Mahijanaka story are
delincated in this cave it appears likely thar the’ Lustration” and ‘Renundation’ painted here alsa
vefer to this story. Commencing with the ‘Lustration’, we sce 1 grey figure (the riji ¢lecr)
squatting on 4 throne, the feet of which show a design still to be noticgd at Delhi and in the
Panjib in the feet of bedsteads and smatl stools (pirAfe). The back support of the throne shows
chased gold work set with jewels, while figurcs af two goats are carved, onc on cach side, in an
crect position.! Two servants are pouring water from fluted metal pitchers over the head of
the r3jd.* The heads of the scrvants are covered with scarves, the ends of which, falling iato
graceful folds, may be seen on their backs. The exprewsion of the riji is somewhat gloomy
and the loop which he has made with the fingers of his left hand conventionally indicates rhat
his mind isalveady perpléxed by the tempitations besetting o prince’s life.

On the feft hand of the rajd are three female attendants, one of whom holds a ehawrf and the
other two are bringing the royal dress and ornaments (?) on trays. The features of these
attendants are exquisitely drawn and the high light on the eyes and chin of the middle onc,
who is of a reddish complexion, is extremely artistic.

To the left of the rajd’s pavilion there 1s another, at the extreme feft end of which a servant
is carrying ¢ water-pitcher. ile is wearing a shoft dhoff, but the upper part of his body isa
uncovered und the sacred thread (faneo) across his breast is clear.® Next to him is the figure
of a servant who is leaning on a staff. He is clad in a whitc tight jacket and shorv dhofi.
Beyond him are two women, one stooping duwn to take the tray from the head of 2 dwarf,
who secms to be crushed' under hisburden while dimhing up the steps of the pavilion. The
figure of the dwarf has been drawn with great care and it prodaces a comic effect in the
picture, The woman, who is stooping, seems to be nude, but in fact she is dressed in  sar7
which has become transparent on account of being wet; the folde of its train can be scen
at hes back. Behind her there is another female attendant who is holding a tray; her
complexion is dark, yet the featuresare very pleasing. Beyond this maid there isimplied another
figure wha is holding a ekaur; the chaurd is visible, but the body of the attendant is concealed
by pillars.

Outside the pavilion, to the left, are beggars who are asking for 42s (alms) on the occasion.
Y Below the hgure of the goat st the right hand of the  of fifth century) had ceadopted many of the religious

#5)4 the fgure of 1 child may also be secn. customs of the old Bmhmanical faith, Therc is a figurs of
2 Copper pitchers of this design arc still wld in the  an cight-armed fat dwarf carved kboye pillar in the hai}
bazaars of 1ndia of this cave, which is again suggestive of the influence of

3 Such fcatures show that Buddhists by this time {ead  the larter faith.
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PLATES XX-XXI1

The lowest figure is clad (n a dhoff with red stripes, andi round his waist he carries a begging
bowl and-a brass ewer.*  His right hand is stretched out to reccive alms, while in his left hand
he holds an umbrella. The next beggar has a beard, and the hair of his head hangs loose. The
third also has 2 beard, but his hair has been tied in a'knot on the crown of lis head. The top
hgare has a round face and 15 wearing a cap. At the back of the beggars two areca-put; palms
may be seen, and in the hackgmund are some banana trees, only the leaves of which are visible,
their trunks being canccaled by the matting (cafds) partition sct up between the royal
apartmcmts and the garden behind. The architectuse of the apartments is inceresting; the
entire iabric seems to be of wood, set up on pillars which are graceful in form and beautifully
gilt and pmmcd * The pillars at their base are fixed to a frame of wood which rests on
rampant ngers and hyena heads, evidentty carved of the same material? The design is
fantastic, but at IMora, in the carving of the great Kailisa, a simifar désign has been followed
and the entire building rests on the backs of elephants, tigers, and fabuloys animals,

In the corridor to the left of the r&ja’s apartment a rolled-up curtain of grass and leaves may
be noticed below the lintel, along the capitals of the back columns. The presence of this
curtain, coupled with the matting referred to above, shows that, although for royal use wooden
halls were constructed, the Swellings of the people in general were plain and made of grass and
similar perishable material, just as huts in the present-day villages of India are made.

Although the subject represents an occasion of great jubilation—the ceremonial washing
of a prince before his assuming the royal charge, the wearing of state robes and jewels, and
the giving of alms—yet through Buddhist teaching it is pervaded by a spirit of indifference to
worldly pomp 3nd glory, and as a tesult we sce that in the second scene, the ‘Renunciation’, the
prince has donrned the robe of an ascetic. He does not seem to have left the palace ye, far the
apartments are the same*; bur his belongings are very simpic: a begging bowl is in his hand,
while & few vessels, evidently carthen, are placed in the wooden frame above his head.s The
shapes of these vesscls are intepesting;, one of them is an egg-shaped jar with a small neck and
flatcened mouth. The lid, which is separate, is like an inverted champagne—cup.! The other
two vessels, which are placed one above the other, have round bodies, narrow necks, and
Battened moutls, resembling the brass water-pots of the Madras Presidency of the present
tLime.

In the corridor, in front of the hermit’s pavilion, there are four women and two children.
Onc woman is kneeling while making an offering to the hermic.  Anather, of a fair com-
plexion, holds a bowl, wherein she has brought cither food or Rowers for the hermit. The
remaining two are of a dark-red complexion, and one of them, who is behind the kneeling

1 Brass rwers of this shape are still found in Bengal, az his paluce for four months ftecr he had anbraced the
2 1 the Mxhf-unstnagp, Jimka the nuster-carpenteris  ascetic life, Cowell, apy ar,, vi, 30.
requmtmned by the Great Being to build a hall, Coswell, S ‘Mahijanaka secretly instructed his attendant to have
op. cit,, i, 158, some yeltow rabes and a0 earthen vessel broughe to him
3 “I'he bead of & hyena seems ro be a favourite decarative  from the marker.” Cowell, op. dit., vi. 30, )
mutif at this time, for we notioe bands of hyena heads on 6 Vewels of this kind havz been found in great abun-
the facade and mzin entrance of this cave. dance in the caims of the Decan.
4 Acconding vo the Fateds, Prince Mabsjanaks staped
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AJANTA: EXPLANATORY TEXT
woman, has folded her hands as a mark of devotion.,” The high light on her nose and chin is
very artistic. The features and posing of these women are cxtremely graceful, and the artist
has perfectly sucoceded in relicving the serfousness of the subject by these delightful figures,
Of the two children, onc is betweer the woman with the red complexion and the one who is
kneeling, and the other child is below the latter woman.

The colour=scheme of the subject is quite effective; the bright red and blue of theipillars
enlivening the pale green of the background and the dull brown and grey of the human
figurce. On the blue capitals the effect of shade has been shown by dots, whichisvery pleasing.?

To the left of the hermit’s apartment the subject is continted up to the extreme end of the
wall, but the fresco being much damaged is not reproduced in the Plates. Near the end of
the wall a pavilion may be seen in which four figures can be made out. The heads of three
of them are intact, and the lowest, representing a man with a white skull-cap, drooping
moustache, and eyes looking sideways, is very comical.

To the right of this pavilion there is another in which a riji is sitting on 2 thrane. Hia posc
shows a feeling of homcliness, for one of his legs is stretched on the ground while the other is
bent and placed aerdss it. There are also three women in this apartment; one of them sitting
near the feet of the r3jd, and two standing behind her. The features of all three are most
beautiful, showing freedom and play of fancy, in contrast to the figure of the hermit in the
‘Renunciation’ or that of the prince in the *Lustration’, wheye the artist scems to have been
fettered by religious conventionalities,

The design and Wlouring of this subject arc different from those of the other'frescoes of
this cave, and it seems to have been painted by a different artist.

FOUR HEADS ON A SALVER : STORY OF AMARA=DEVI(?)

Plare XXl

Thiv subject és pain s the* fon' it is i ; ’ of
Tt g g e e o it 55 e

HE fresco is mouch damaged, hence the identification of' the subject with the story of

Amar3-Devi in the Mahi-ummagga Jitaka made by somce iconologists must be accepted
with some reserve. In the subject as painted, we sce a white structure on the top of which
knobs set with finials suggest wooden architecture. To the right of this building there are
fome apartments, ¢ither a continuation of the former or separate from it, in which a plump
figure holds a salver with four human heads. A young hermit (Mahosadha?) hotding s rosary
in bis right hand looks at the heads with an expression of deep sympathy. Opposite the

! On the forehead of this woman are whitils steeaks  man, Mahosadha (the Grear Being). Numerous problens

iimﬂlf to lhc sectanan marks :.I.Kd by I,ﬁn{llu.. ATE ]‘I&ﬂld, which the ﬁ)ur fuﬂ to m]ge' but (}{é wa
> The dots are clearer in the monochrome plate  Being succceds in unravelling'them. They therefare male
(XX1a) several attempty to deatray the Great Being, hut eachi fime

3 A story of the four pretended wise men, Scnaka, he sers o naught their plams armd comes oot triumphant.
Pukkusa, Kivinda, and Devinda, and the onc read wise For complete venion, ses Cowell, op. tit, vi. 156245
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BLATES XXI!lles & XXIV-XXVil

hermit, on the other stde of the salver,is 2 prince whois touching very gently the forchead of
one ofithém. Behind the prince is a lady holding a rectangular frame in her right hand and a
ribben in her tefr.t The features of the prifice und the lady have been most beautifully drawn,
and the fresco seems to have been executed by the arrist who painted the scenes from the
Mabhajanaks Jitaka on the wall of the left aiste (Plates XTV-XVIII).

Below the salver there is another figure, a portion of whose head is preserved. The outline
of another head may be traced at the back of the hermit, but, on account of its being outside
the pavilion, it perhaps belongs to the figute of the hermit himself in another episode of the
story. The treatment of the hair in both these heads is identical, and hence this conjecture.

BODHISATTVA PADMAPANI

Plages XXIV-XXVII

The nbject i pointed or the back wall of the taner witle, to the left of the satechamber, and it is vepreduced in color in two
plases, one of them rapresanting the wholz of the fresce and the other the bust of the principal figure, Padmuopasi. For purpeses
of deiail rws plotes are givem in menschrome alis, shovving the Badhitattve and some sther fpares,

HIS fresco is vnanimously considered to be the chef-d"@urre of Indian art. The

principal figure, Bodhisattva Padmapani,? is delineated as of colossal size,? and its graceful
pose, refined expression, and beautiful colouring at once caprure the gaze. The artist has
represented in this figure all the qualitics which youth, high birth, noble character, and
feligious temperament can combine, The body, although not an ideal specimen of physical
culture, yet has strong masculine limbs, a broad chest, round anns, and a well.set neck. The
facial features are most clegant: 2 high inteliectual forchead, large meditative cyes, aquiline
nose, and firm lips; the mised cycbrows und the high light on the nose and the
chin give an air of spirituality to the countenance. The complexion is equally refined, a
pearl-grey with warm brown fAush, perhaps indicitive of the giow of youch, Long black
hair in the hermit fashion falls uncoiled on the shoulders, while there is placed upon the
head a high crown set with choicest sapphires, emblematic of royal birth, The jewellery
is not profusc bur is select in type; the pearl and sapphire necklet contains the finest geins,
and the design of the longer strings of pearls and the style of wearing them across the chest and

' The rectangular frame may.be a weaving-frame.

3 “The tcem Bodhhaitva it the beginning was applied to
every member of the Sanghs or Holy Onder; 'hut larer
{the period of the Gandhara sculprures) it was restricred w
thase only wha possessed exrpordinary virtues. Among
this distingutshed class, five (acconting to same, <ix} were
considered to be divine and afhliated v Dhydni Buthlhis
and their respective fadtis, Padmapini; ‘the lotus-handed’,
is one of the divine Bodhisatieas, and he i affliared 10
the Diysnt Buddha Amitabla and rthe sedi Plgdari,
Acconding o Buddhist scriprures Padmapdni has been
performing rhe duty of & Buddha since the duappraraide of

Gautamz, and he will continue vo do so 4ll Maitreya, who
is now in the Tusim heaven, descends oo carthe
1 The fresco being damaged, the legs of the figure from
a lirde above the knce are missing. ‘The measyruncnts of
the figure In its present condition are 25 fallows:
Height of figure: from crown to & little below the koer,
s fi. of in.
Breedth: from shoulder to shouller (acrom the chest),
2 fi. 54 in.
gt ; xcros, 1 T,
Armz acrosm, §in
Face; Forehead to chin, 3 ftg jaw 10 jaw, g i
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AJANTA: EXPLANATORY TEXT

round the arm are highly artistic. The scanty dress pcr‘ftaps suggests an asoctic life, but
figures of rajas have generally becn painted at Ajanta \\'uhom'an)r' Upper garment. Thc
clothing round the loins in this subject is apparently a dho7 of stiped silk worn in an artistic
style. ‘ ‘ .
The pose with a swing at the walst-line, althougl somewhat conv?nnona], is_yet quite
pleasing, produving a lively idea of movement in the figure.! In the right hand ‘thc Bod!u-
sattva is holding a bluc lotus, suggestive of his title Padmapini and also cinblematic of purity
of character.? The fingers of the left hand seem to be contorted in a conventional style; but
as the fresco i there damaged it s difficult to criticize them properly.

The light and shade have been carefully marked,? and & life-like effect has been produced
by the accentuation of the dark-brown outline,

Apart from the merits of the principat figure, the composition of the subject 2s regards
defincation of minor characters and beauty of environment exhibits a high intellectuality and
great artistic fancy. For example, the dark princess,® to the left of the Badhisattya, painted
almost life-size,$ is by itsell a tour de force. The artist has painted hee as swarthy simply for
love of contrast to the pearl-grey complexion of the Bodhisattva, but the treatment of the
limbs is exquisite, showing much femimne charm. The screnity of her face amply atongs for
lier scanty clothing, which comprises only a bodice of fine gauze,® and a short skirt of striped
silk. Thu irregular lines of the upper part of the latter garment show the caprice of the
artist’s imagination. Tao brighten up the otherwise dark complexion he has thrown a high ligiht
on the nose and lips and placed peasl omaments around the body, The nbbons hanging
from her right shoulder are also artistic, Fler general expression, however, exhi hits restraint
and modesty combined witly an air of meditativeness, which, by means of special delineation
of the eyes, is 4 general featuse of all the figures at Ajanta,

She also is holding a Jotus in her hand, apparently to indicate tha she is the consort of the
Bodhisattva. The artist has attempted to indicate the grace of a matron instead of that of a
young damsel, and her pose in being slightly tumncd from the Bodhisattva, to whom the public

I The pose anpinally seems ta have been adopeed from
the daaing amtude,

3 It may be interesting to note thar in the Mughsl
pictures of Jrdia a favourive pose for a king or queen is
with a Hower in the hand.

3 "I'he tint of the neck below the cpht jaw is darker, aid
again the teft sid of the face & browner than the pary of the
Bice shawn in the Lighe.

* At Ajanta there seemi o live bectt ho coluur distine-
don; fir 13} and dark querns, zud viee versa, have been
patnted frequeetly without any idea of derogation. “The
generul euluur ot the skin is, however, dark brown, which
& fairly reproenaative of the Indian complesion. T this
general colout, sametimes 2 golden bue, of a pinkish effect
has been given, apparemly 1o show the stare of health or
the mond.  There are alsu Rpures of brick-red and dark-
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green (livid) complexiom, the farmer generally represent-
tng farmers, workmen, and people of lowcer classes, who en
accournt of their profission are exposed to the sun, and the
Laeeer wsed either figuratively for people living in sroods, of
for thase who have lived mosshly 1 wild Jife, and whose
faces have u:!uu."}' lunu_sd green,

3 The legs of 1his figure are alvo missing, [ measure-
MenBG in i prosent Condition are as follows:
Hﬂ:gﬁf: frem crown to a litde above the knee, 4 fr. Si in.
Breadsh: across the shoulders, ¢ fe, § in.
Faist; acrom, g in,
Helow the wuice fines across, 1 fr. tin,
Fate: Tength, g in.; breadth, 6in.

b [ is difficult to trace the gause of the badice in the
teproductian, but on the original freco i can be discerned
in fere beush lines,



PLATES XXIV-XXVI]I

gaze naturally will be directed, is very characreristic of the habie of Indian women when
appeasing in public with their husbands or relatives.

Behind the Bodhisattva and the black princess is a female cAaus7-bearer of rather unusual
features. Her long blue coat and pcallin} head-gear, with four upturned embroidesed faps
and a conical top in the middle, suggest that she is 2 foreigner,' perhaps one of the Scythians
who had embraced Buddhism in considerable numbers at this time and settled in the Deccan.?

At the right side of the Bodhisattva is a dark mace-bearer who has raised his finger, perhaps
to indicate that he is in watchful attention to the commands of his lord. The figure is burly
and the features rough, appropriate for a guard. He is wearing a long white coat, apparently
his uniform when on duty, Between the Bodhisattva and the dark mace-bearer there are two
other figures, one male and the other female, hoth of a dark complexion. Their features,
however, are obliterated, as the fresco is much damaged ar this place. To hring the figure of
the Bodhisattva into prominence these two figures have been painted shore, their heads
reaching ouly ro his waist.

The background of the picture also shows much vivacity. Gpon conventional hills, which
are suggested by red bands,? we ste monkeys frolicking about, and higher up a pair of pea-
cacks crying with joy. The male bird has ralsed up its neck, the beak being open, white the
fernale is listening to the note of its mate in an amorous attitude.

To the right of the peacocks is a grove, whence a human pair are watching the Bodhisattva.
The female is leaning on her partner in a loving manner, with her left hand placed on his
shoulder and with the right caressing his arm, The features of these two are obliterated, but
they seetn to be in a joyful mood.

On the left side of the fresco at the top we notice two gandharves {flying figures), one male
and the other female. The upper parts of their bodies are missing, but the lower arc intact and
show them foating in the air. The male gandharva holds in his right hand 2 sword ereet,
while in the left was perhaps a trumpes, but this s not clear now. The female figure has
tlasped the shoulder of her mate and, supported thereby, is drifting in the air.  Below the gan-
dharvas are two hinnaras (heavenly musicians) with human busts and birds® legs and claws,
The lung dark lines of surma (eye-powder) are very prominent in the corners of their
eyes. One of them is playing on a harp, the form of which will interest the student of the
early musical instruments of Indiz, Lower douwn, a litde above the shoulder of the Bodhi-
sattva, is,a pair of dwarfs (cherubs?) who are moving their hands and legs about to convey
their sense of extreme joy at the siglt of the Bodhisateva,

Below the gandharvas tere 1s zlso a happy couple, a fair rijd and a dark queen, sitdog in
an amaorous attitude and watching the Bodhisattva from theie hill retreat, The pose of the
queen is extremely graceful and shows much artistic feeling, The Delts of hills continue at
the back of this happy couple, and higher up we sce-some monkeys and also a tion,

¥ According to some scholars, the Vikataka kings, the countey now called the Cemral Provinces,
undes whose auspices sotic of the motuasteries of Ajanta 2 Caps of this kind are still in vogue in Turkistan.
were exeavated, had foreign blaod in them.  Further, we 3 Hiills at Ajanta have often been sugpested by such

find inscriptions at Nasik and K3sti mentioning the nmmes  bunds, which in some cses have also been used us pactitions
of cernuin Yirvanas, A Soka satrapy was also omablished in - to sparare one subject from anather,
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AJANTA: EXPLANATORY TEXT

The restraint and austerity expressed in the figure of the Bodhisattva and that of his royal
consort are delightfully lalanced by the mirth and glee of the animal world and the heavenly
beings; and the thythm of this spiritual theme obtains additionu] grace by a tasteful contrast
of colours, the palc greens of the foliage merging into the scarlet of the helts of hills and the
fresh blues of the birds’ feachers, and the drapery and jewellery enlivening the dult flesh-tines,

Apart from the marvelious effect of the picture as a whole, the student will find delight in
many a preeey detaily for example, the delineation of the areca~put palm and the asoke tree
leaves is extremely artistic. Again, the placing of black dots on the green background behind
the crown of the Bodhisattva has added to the perspective effect.

The name and history of the artist who painted this wonderful subject will never be known,
but the fading fresco, as long as it survives, will tell the story of the genius and skill of its
author in most eloguent terms.

TEMPTATION OF THE BUDDIHA
Plares XXVII and XXIX

This subjact it puinted on the left veall of the ante:hamber. It it reproduced botb tn colowr and monochrome. The frisce is,
however, much damuged, large layers of i1, at both tep and botiom, baving peeled off.

T is a legend in which Mira, the Jord of the world of passions, comes to Gautama

(Buddha) while hie is practising austerities, and tewpes him to abandon his stiiving. The
story is not to be tound in the Pali Canon 's but in later commentaries and works it is narrated
with much play of fancy, and it is also referred to in the Farake.* At Ajanta the legend is
sculptured in Cave XXV, but it is delincated with far greater vivacity in this fresco,

To describe the subject: if we commence at the top left corner we notice a witch with
crooked nose and protruding cye-balls, The cast of her other features is cqually hideous and
her breasts are loosc and hanging low. She halds 2 poniard with a curved blue biade ? in her
right hand, wisle she has stretched out the feft at full fength, with a finger raised warningly
towards the Buddha,

In front of the witch is & green monster, with the head' of a ram, holding a statf or sword
in his right hand and another weapon in his left. Beyond him was 2nother ogre, only the leg
of whom can now be traced, and farther on another giant with the head and fin of a scal 4

Commencing again at the left side, we sce helow the figure of the witch a stalwart warrior
holding 4 sword in his right hand. e has turned his face aside in anger, which is further
expressed by his contorted features, the drawing of these being very reslistic. Below this

b Thomas’s Life of Budidha, pp. 71 . in the Hull of Truth and spoke of how the daughters of
_ % In the Papchagurs fitika (No. 132) the following Mirm drew near in all shedr myriad charms yet failed
Tines, reited .b)- the Master, are quoted: sedure the All-Enlightened Qne. For he did not so much

"[u all their dareling beauty on they cante, a& open his eyes to lsak upan them, so marvellous was hel’

—Craving and Hate and Lust, Like cottorredown Cowell, 1, ity i. 288,

Before the wind, 1he Masver made them #y.! 3 The tlve culour conventiotully represents steel,

Farther down we road, ‘After e bad recited the suetr * Thesc figures are not clear Ire the reproduction (Plate
tight through to the e, the brethren mec together  NXXVIITY, bue can be tracwd in the original fresco.
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PLATES XXVTIH & XX1IX

warrior are two figures; onc of them is of 2 monster with a boar's head and buman body, who
is armed with a mace which has a circular top. The other figure represents a dwarf with 2
round face, bulging eye-balls, and very wide mouth; the expression of his face is one of anger
combined with despair. Farther to the right is 1 prominent figure of dark-brown complexion;
Le is probably the general of Mara's army. The harsh lines of his face, the right lips, and
stretched-out hand show great wrath, He is holding a long bluc sword in his right hand, and
the knot of his scarf is like the bow-knot of the Europeans of the present day.

A litile above, to the left of the general’s igure, is ared monster with a large head and small
body. He is glaring fiercely -and opening his mouth with his liatle fingers in order to
frighten the Buddha. The figure, grotesque in design, produces a serio-comic effect in the
picture. A white owl is perched on the head of this monster: in India the owl is considered
to be the harbinger of bad luck.

Caming dewn, and starting again from the lefl, we notice a green figure, the features of
which indicate a life spent in vile pursuits. He is raising 2 bluc sword; but his face shows
despair, Close to him s another figure, balancing 4 short spear with both hands in order to
hurlitatthe Buddha. The drawing of this figure, although somewhat obliterated, exhibits great
vigour. Atits left hand is another figure the features of which are dumpy and Jistorted, their
ugliness being accentuated by the high light on the lip and nose, This figure also holds a spear,

Below the green monstes are two figures of an ash-grey complexion, but their outline
(s obliterated to a considerable degree. To their right is a bowman, which figure again is
indistinct, Farther to the right is 2 bearded shicld-bearer, the features and expression of his
face showing great imagination and study of human life.

Around the figure of the Buddha, which will be described later, is 2 bevy of seven young
damsels, five in front of his scat and onc on cach side of it. The ¢xquisite features, graceful
posing, and swect expression of theis faces remind onc of the fecling of Raphael's school in
the delineation of female figures: At the tight hand of the Buddha is a dark-grey nymph, who,
with the light of lave in her eyes,looks appealingly at the Great Being. Her left hand is grace-
fully placed on his throne, while with the right, curved in a canventional manner, she is
communicating something, The conception and skill of the artist in depicting this exquisite
figure, which 15 so life-like in expression and so artistic in design, are absolutely amazing,

The damsel on the kft side of the throne is also painted with great care and thought, but
in the delineation of her features the sense of proportion is not so refined as in the previous
figure, The eyes scem to be much too large, so perhaps the nose, but the drawing of the
fingers and nails is exquisite, showing great clegance of form and suggesting thar care for
their beauty which characterized the women of that time:  With her left hand she, in 2
conventional maoner, js suggesting sumething to the Buddha, but the expression of her
face is rather sad, apparenty at the failure of her mission.

The figures in front of the Buddha's seat are much damaged, so that their expressions cannot
he studied with certainty. Onc of them at the extreme lcft end, below the right hand of the
Bududha, holds 2 white pot, containing apparently some intoxicating juice, She may represent
the Indian goddess (spirit) of wine. The pair just in iront of the seat are casting ogling glances:
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AJANTA: EXPLANATORY TEXT

they arcin a cloke embrace, amd the waist of one is exposed to the hips. The attitude of the
pair 1o the right of rhese is similar; one of them is apparently demonstrating the charm of her
firmy breast Wy holding it in one of her hands, while a hnger of the other hand is placed
coquettishly on her ¢lin, These seven enclantresses are apparently the daughters of Mira,
deputedd by him 1o cnsniare the Buddha by their charms,

At the night side of the fresco there is an army of monsters, more horrible than those
delineated on the left. A1 the top was an ogre, of a pinkish-brown complexion, whose form
aod expression, owing o the freséo pecling off, cannot be discerned now. Below him is
annther of a whitish complexion, whose figure is intact, and in him the artist has painted
perlaps the uglicst manster of the tmop. He has no nose, and the upper lip is cut in 2 tri-
angular form, thus exposing the teeth. A blue viper is coming out of his mouth, while the
lutie of his head is ercct and the cxpression of his eye is most uncanny, Next to him is a
dwarl showing much resentment. Tle holds a spiked weapon in his fefe hand, and with bis
right is communicating something to the Buddba, To the right of the dwarf is anothes
monster, with the muzze of a boar, He holds a blue sword in his i ght hand.

Below ahe white monster the arrist has painted a comic figure with a lasge head and short
limbs. His shaggy eycbrows, large rolling eyeballs, dumpy nosc, and ugly mouth are repul-
#ve to 3 degree, but his action, in exposing his tecth by stretching wide his mouth with his
tiny lide fingess in arder to irighten the Buddha, has imparted considerable humour to the
subject. ‘To the righe of this figure is a warrior in an excited mood, flourishing a club or mace.
The knot of his scarf is worthy of notice.

Coming farther down, we hotice 3 green patch, marking the position of another monster,
the figure of which is now obfiterated. To the right of the green patch is perhaps Mara
hitnselt, standing in 2 state of extreme despair, His hands are placed on waist and hip, and
his Face is turned to onc side to show his humiliation and dejection of spirits, Two children,
one on cach side, are looking st his face in a mock-surprise fashion.

Below rhe figure of Mirs the fresco is destroyed, but farther down it is in places intact, and
four figares may be traced, twn of them being of a durk-grey complexion, and two fatr, Their
faces and posing indicate cither resentment or despair,

The figuroof the Buddha, whichis painted in the midsdie, is conventional, He is sitting crnse-
lepged in a meditative sunad, with the right hand lowered down over the knee and the palm
exposed, und the left hand placed in his Lip in the bhisparimmndrd (carth-touching attitude},
He is dressed 3n 2 hermit’s habit," but the right arm and half of the thest are exposcd. The
Teatures of the face, on gccount of tlic damage to the freseo, are somewhat indistinet, hue the
eyes are dlosed, the Tobes of the cur elongated in the conventional style, and the hair curly 2nd
tied in 4 ktiob on the crown, above which is cither a gold omarnent ar the conventional
cifulgence ruliating frun the hair. i

The treatasent of the entice figure clearly indicates that the artist has had some prescribed
formula ta fullow, to vialate which would have been a sin. The artist's fancy and sense of
humaur, o the other hund, are tmply demonstrated in the delincation of the army of Mira,

I A sheet, for it des not appeas to be a robe,
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PLATES XXVIIL, XXIX, & XXX

a motley crowd varying from most beautiful datmscls to the [unniest imps and most abaninable
sprites, Tlie facc of each of these figures is marked with character, and their delineation
reficcts deep observation and lose study ofthuman nature, “Flhe general effect ot the [réme
is, huwever, somewhat grotesque, and like many a picture of its ¢l inwther countries it will
appeal to rcﬁgious-mindcd prople only,

A BODIUSATTVA
Platr XXX

The vubyact 13 painted an the bk veall of the antechamer, ta vhe right of the dosr of the whrine “Tha fotsze dt murk domaped,
wnd s therefore vepradiged in mannchrome anly.
FIE artit has depicted a coloseal fignre of the Bodhisstiva {Avalokitedvara?) on cach
- side of the door of the shritie as dvdrapafor. There figures are much damaged, hut the
rortions of them which are intact showgrest pocric feeling, OF the figure sm the cight-land side
of the door, portions of the head, right shoulder, bust, and left anm are preserved, the Tust
being in thie best condition: The modelling of the clbow aml ehe fingers, with their Jelightful
curves and decpeset nails, is abeolucely charming, but the typu of besury is more loccious i
vigorouts, The round, aipple clbow, the delicate, sensitive fingers, the exquisiee jewellery, and
the delightiul dotus-fower, s delicately held, alf convey a sense of temininity rather than an
tmpression of rohust manhoad.

The hal of the figute is much dumaged, but the face is more or less inta, being round
and wearing « meditative expression, the eifect of which is-vaunterhalanced by the Tuxisriant
coils of black hair spread over the shoulders, the princely crown, the cich jewellery, and nthee
omamentil features,

The delineation of the minor figures in this subject exhibits a fing senee o) composition, 1n
the top left-hand corner we notice 3 happy couple warching the Bodhisattva srom the hills,!
The fresco tower down on this side is completely destrayed. At the eight-hand comer of the
fresco theseis anotler happy pair sitting in 2 joytful mood.® Below them,un the hilk, are g il
and his wife, the forner looking with rapt attention at the Bodhivttva, The featires uf the
Bhil are chismicteristic, and in his lefr hand he holds 3 bow andd .t sheaf of arrovy, Thewossian is
looking towards her husband as if 10 communicate swomething, white 3 basket pf inat-work (3}
hangs below her woist,

Coming farther duwn we see u pair of doves cooing with jry at the sight of the Bodtusatrea.
They have strerched thelr necks to-expres their feclings, Lowes duwn is & lidy whve i
offering fowers to the Bodhisattva, The delincation of the tips of her Angers and nads s
At extremely artistic. At the right hand of the Tudy, acar the feor of the Bedhisattva, ir the
head of another wonmun, The expression of her eves and the wide open mimi)y vlearly
tnddicate that the glory of the Divine Being has amazed her.

P The defineation of the kilis s comennanal L he 3 *Phin pait bave nat been reproduced in Plate XXX a
happy couple are aew fully reproduccd in Plawe XXX o

*

LRY
i



AJANTA: EXPLANATORY TEXT

The subject is more or less repeated on the left side of the door of the shrine, excepring the
higure of the Bodhisattva, which is differemt, the face being rather plump and the complexion
golden-brown instead of the silver-grey of the former picture. The repetition apparently
indicates that the artist had to paint the subject according to some prescribed scheme,
without any choice on his part,

The painter of these ewn Bodhisatevas and the “Temptation of the Buddha’, as shown by the
style and technique of these subjects, appears to be the same artist, whose extreme love of
clegance and deficacy of feeling in the treatment of female gures may be highly admired,
but his art in the delineation of tmale figures, such as that of the ‘Bodhisareva with the Beausiful
Hund", is freakish and smacks of the verse of muny an Indian poetn its effect of overssweetness.
His genius and skill must have won the highest approbation at the time, for the painting of
the antechamber would not have beéen entrusted to an artist of ordinary merit.

BUDDIA IN VARIOUSATTITUDES: MIRACLE OF SRAVASTI(?)

Plate XXIT14

Ther 1ubinct covers the whole of the right watl of the antechamber; fut as the freico hat dycayed in sererol places anly a portion
of it is repreduced bere in monachrome,

HE artist has painted the figure of the Buddha inaccordance with the religious canons, in

different attitudes (mudras).! The Great Being is dressed in robes of various colours,
grey and green, and his right shaulder is in some figures covered and in some exposed. The
treatment of the hair, the lobes of the ear, and the hands is conventional: the expressions of the
face are steseotyped, while the bend given ta the necks of some figures is rather inartistic. He
s delineated both standing and seated, his head encircled by 2 halo, and cherubs are bringing

offerings. The figures of the latter are delightful, but

the really charming feature of the

subject is the design of the lotus-statks which entwine the Divine representations. The fancy
and skill of the artise in depicting the different varietics of the lotus-tlower in successive stages

' The grouping of the figures in this fresco b as follows:
Atrhetop left-hand comer are 2 male and female fipure sit-
ting in wramoraus pose. Tclow than s another ity stand-
ing on the hills; the woman has ¢lasped the shoulder of her
hushand. Fartherdown urea palr of doves, coning with jay,
as on the right side of the doar of flie shrine. Below tiem
fi a lady who is bringing a tray of large lotueRowers o
offer them to the Bodhisateva. Farther down the head of
another woman smay betracedy she i looking up. In the
extreme right-hand cornet of the top s another pairs the
hicad of the malz figute b very handsome, white the pose
of his partner indicates shyncss.

3 The principal attitudes arei(3) she Dbarmacabre o
Teaching, in which with the fingers of the right band the

14

tips of some of the fimgers of the feft hand are held. In
the Vikakarms cave ac Ellora the figute of the Buddha is
repeatedly carved in this anitude. He is holding the tip of
the littlz finger of his fcft hand with those of his right,
giving 2 chance to the uninitiaced publie 20 make the
amusing semark that the god has cut his litthe finger and
is holding it to relfeve the pain. (2) DAvine or Meditative,
in which both the hands are placed in the lap, nnc abave
the ather, with the palms open. {3) Ahbays or Asumance,
in which the right hand i» maised with the clbow curved
and pam exposed, and the left placed in the lap. Amifs)
Rhispurin or Earth-touching, in which the right hand
hangs low with the palm ¢xposed and the Jeft is placed in
the lap,



PLATES XXIIId & XXXI1-XXXIII

of bloow, with il the beauty of its delicate stems, are absolueel y marvellous. In the enchant-
ment of such au environment one can visualize the dream of the pious Buddhist, of 2 vision
of the Master in a thousand torms in a heavenly orchard of fotuses of the purest colour and
loveliest form,

The subject has been aptly identified by sume scholars with the Great Miracle of Sravasti,
in which the Master, €0 cutwir the six wise heretics of Rijagriha, rose inta the air and caused
Hames of firc and streams of water to issue forth alternately from his body. Afterwards, he
appeared before the assembly scated in the attitude of medftarion on a colossal lotus-Bower,
and miude to spring from his bedy a multitude of Buddha figures in 2 variety of poses,
sitting, standing, lying down, and walking.*

OFFERING OF LOTUS-FLOWERS TO THE BODHISATTVA
(VAJRAPANI?)

Plates XXXI-XXXII]

This subject ©s puinted an the buck wall of the inner aisle, 1o the eight of the ontechumber, and it reproduced in three cobmer
plutes, ane of them representing the suhole of the fresco aml the ather twe the busts of the Bodhisattra and of @ Muck priveess.
HE identification of the principal figure of this subject with Vujrapini,* as made by
some scholars, is not very convincing, for the symbol held in his right hand is more
like a half-blossomed lotus-lower with a delicate stalk projecting to the right uof his
thumb ¥ than the end of 4 vajra, the symbol for a thunderbolt, 'The identification
is apparently based on the analogy of some of the Budgdhist caves at Ellora,* where
figures of the Bodhisatrvas Padmapani and Vajrapdni are carved in the antechamber
of dudrapales, but the symbolic lotus-flower and vajre are each absolutely distinct
there and do not leave room for doubt as in the present case. The Rgure nay with
greater certainty be identified with that of the Bodhisattva Avalokitedvara,’ for we |
nutice the representation of 1 seated deity, who may be Amitabha, in the drown
of the Bodhisattva.  Avalokitedvars has frequently been sculptured as a dvdra- VAR
pdlu in Buddhist shrines,® the image of Amitabha being the salicnt feature for his identi-
fication. Ile is the most esteemed Bodhisattva of the Mahdyina pantheon, being styled
Sangharatna, or the Jewel of the Order,
Though the idenrification of the subject may be uncertain from an icenographic point of

' Sec Drydvadin, XU tramsl, by Burnoof, Turenl,
PR 162 . 1d Rockhill's The Lifs of the Buddhay . 70.

¢ Vajrapini is one of the divine Bodhisattvas; he s
afilisted tothe Dhyinf Ruddha Akshobhyaand the Budidha-
Sakti Locwn For further particulars seo A. Getty, The
Gedi of Northern Budidhism (1st od), pp. ¢8-$0, and
Grinwedel, Buddhistiche Kunst (English T ranslation},
P- 90,

3 The Budhigattva wirth the beawiful hand zlso halds «
Rower of exactly the sme furm,

4 The Do Thit and the TTn Thal

5 According to the Mahirana pantheon, Avalokite-
fvara s regunded as having emanated from the Dhyiud
Buddha Amhibha and his Saki Pindari. ¥or further
particulars see Getty, op. dit,, pp. 52-66.

6 For ccample in Cave [T at Ellom
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AJANTA: EXPLANATORY TEXT

view, to the student of art the fresco is a clear representation of a prince of the Earth and the
Spiritual World, The sefined features, shapely pointed nose, large cyes, firm lips,? beautiful
round face, and graceful limbs all indicate high birth, while the expression of peace and
sercnity pervading the figure is suggestive of the majesty of the spiric, The delincation of the
jewellery, especially of the pearl-drops of the diadem and armlets, shows much delicacy of fecl-
ing and artistic taste. The pose is equally graceful, and the cause of the bending in cthis case
has been explained by the hand of the Bodhisattva being placed for support onvan adjoining
figure,

The complexion is golden-brown,? the body in the rayal fashion is exposcd to the waist,
and n striped silk dAori covers the loins, ‘The pecling away of layers near the neck and
shoulders has much disfigured the general effect of the picture, bue it still abundantly illus-
trates the puctic conception and exceptional skilt of the arrist,

The genius of the artist will, however, be better appreciated on studying the minor
charzcters in this subject, For example, the figure of the old minister, helow the right hand
of the Bodhisattva, is 4 murvellous piece of art, so vigorous and perfect in technique and so
redolent of sagacity in expresion. The finely modelled head, with grey hair and sharp
features, the chin resting on the back of the hand in a thoughtful moed, the silver brocade
garment, all show extraordinary power in conception and skill in execution.

Behind the wmlnister is a rija offcring lotus-flowers to the Bodhisattva, He is rall coough,
but quite small in the presence of the Great Being, whose glory has struck him with awe.
The features af the raja arc well cut, and his ornaments and dress rmost becoming, but the
contrast between him and the Bodhisattva is very grear, and by it the artist has aimed o show
the inferiority of worldly pomp and authority, The design of the ear-rings of the r3ja, con-
sisting of three separate drops of pearl and sapphire (?) frum a small link, is intercsting.
Again the check and stripe patterns of the cloth in which the Rower-tray is wrapped ¢ and the
design of the robe of the raja arc noteworthy.® The materiul in both cases scems to he silk.
The palms of the r3ja alsa are painted, which shows that it was customary to stitin them
in those days.

Below the figure of the 13ja, to rhe right of the Bodhisattva, is a princess 1o whomn another
lady of swarthy complexion is offering lotus-lowers. On secount of this feature we gather
that the princess is the consort of the Bodhisatrva, ‘The acrist has delineated the figure with
extrzordinary skill, not only s regards exquisiteness of form and beauty of artistic detail, but
alko as regards life.like etfect and inner expression.

The contour of the face is most gracelul and the features highly refined, shile the delineas
tion of the cyes is extremely realistic, the hazel-brown of the pupils and the red of the corners
making them almost lifelike. The nose is sharp and the lower lip a litsle thick. The treatment
of the hair atthe temples and the nape of the neck in fine curls is most charming. The jewcllery

! The delinestion of the eyzs wid yebiows is, as usual, 4 Itisalso possitle thar the tray muy be wwooden, and the
mnnfnﬂmm]. cloth design painred on it
 “The colour of the luwer lip hus faded anil the white 5 The sleeves of the robe of the riji arn tight, like thutaf

patchi has sonsewlie marred the beauty of the face. the wigrakhd, but there ate no luces or opening in front,
Y The putms show the cfeet of paifat.
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PLATES XXXI-XXX11!!

also exhibirs cqually good taste, the pearl tizra with g fine sapphire ornament in the middlc
being extremely effective.

The pecling away of the frescp in some places has robbed the picture of a great deal of its
charm; but its fine modelling, cxyuisitc ornamentazion, and chaste, restful expression un-
doubtedly place it among the best works of Indian genius; considering its age it may, perhaps,
rank high even among the best specimens af the art of the world; but it would be more
appropriate if some onc who is not an Indian were to express an opinion on this point,

The featurcs of the lady who is offering flowers are too much oblitcrated for appreciation of
their beauty, but among her ornaments the large wheel-shaped ear-rings' and the set of ivery
bangles, such as are still used by same of the grimitive peoples of India,? are prominent. There
is a lady, at the left-hand sid€ of the Bodhisattva, who also is wearing large ear-rings; the pink-
striped design of her skirt () is alko interesting. A large portion of the head of this figure is
destsoyed, hence the expression of her face cannot be studied. Below this lady is the fgure
of a stalwart personage, with bread'face and well-defined features, The Bodhisattva has
placed bis left hand on his shoulder for supporr. This intimacy suggests that he is an important
person, perhaps the general of the army, which supposition seems to be confirmed by the two
black straps on his shoulder from which the swords are hung on his back, The metal buckle
to be seen on one of these straps is interesting; so is the simple design of the goid clnin round
the neck of the general (2), He is wearing 2 long coat,? and a gold band adarns his head.*

High up on the hills, at the top left-hand voraer of the fresco, we see a male and a fumale
figure, probably hosband and wife, deeply cngaged in convemsation; the topic is apparently
religious, as is indicated' by the conventional loop of the fingers of the male figure, The
features of the woman are somewhiat obliterated, but ber pose ig distinet and most charming,
The features of the male figure, exceps the cyes, are well preserved, and represent a handsame
face. The beauty of the chin and nose is accentuated by throwing a high light on it. This
figure also has a black strap with a buckle on the shoulder,

Abuove the hifls, high up in the clouds, were apsaras (flying figures), but they are destroyed
now, though the striped blue-silk lower garment of one of them may still be seen,

The colour-sense of the artist seems to he highly refined, and the wdea of white fowers on
a pale-green background is extremely happy. The blue of the garments and conventional
hilfs is also most charmin g, while the various tints of brown, golden, chestnug, and day-colour
have been judiciously adupted to represent the complexions,

‘The ereations of this astist, apart from their well-defined featuses, possess a vertain robust-
ness, which nrakes them striking, especially so in contrast with the delicate and supple fgures of
the majority of the other artists of Ajania.

' "Fhe ring in the righe car of the Bodhisattva is also of  wc have noticed in athes court scenes that in tlie presence
a similar ype, and the blue colaur of irs inner surface  of che supreme lond minot persorages are always properly
intlicates 3 knowledge of enamelilng. cfad, although he himmself is not fully dr}abed. .

2 Like the Lamigdit of the Deccas. 4 Although crowns of most beautiful type wveig In

3 In this subject all three male figures, the raj3, minister,  vogue, the use of head-geur among ordimry persans tad
and general) are dresscd i log coats, apparenily az 1 mark ot come into‘fmhion. The figures weanng cps invariably
of respect to the Bodbianva “The point is tnleresting, for  represent foreigners in the fresco.
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STORY OF A SERPENT KING : CAMPEYA _]':_X'_['AKA
Plares XXXIV-XXXVig
The rubject it puinted on the back wall of the tnney uisle, abovie thr dsors ¢f the colls, 1t is veproduced in three plates, htwe of

them boing in cofosir und one in mowocAreme.

ITE artist has delincated the story in four scenes, following the version of the Yaruka in
the main,’ bue deviating from it now and then in order o add a rouch of romance. In
the first scene we see 2 rijd in low spirits; he has placed his right hand for support on the knee

U The Fatake version i an abridged form is us foltows!
At a ime wien the Bodhisattvis was one of a poos family,
he uscd 'to go to the fver Campa whereby there fived a
Serpent King named Cimpeya, wliose glory impressed the
Badhisariva gradually uniil he desired to be reborn as the
Scrpent King, 1n course of time the Bodhisattva was so
reburn, but when this huppencd his licart was filled with
remarse and he observed, ‘Ax a corsequence of my good
deeds, T have power lid up in the six chief worlds of
semc. . . . But we, here am [ born dis this reptile shapes
what care [ for life? The Budhisativa ihought of puting
an, end to his life, but 3 young female serpent, namel
Sumani, perceiving him sa dejected, came tu smnuse him
andl gatve the el 1o nthers of her kind, whe all came aml
made offering o him, with all manner of musicat instru-
menes in theit hands. “That serpents” patace of bis became
a8 it were the palace of Sakkaj the thought of death icfr
himy he put off his serpent shape and sar on the vouch in
magnificence of dees and advemment,’ 1 the company of
the Nagral tlie Bodhisattvr ofter violared his rule of
virtue, sa he thoupht of leaving the serpem-world and
going to the wotld of men, wheee he could perform his
fasting vows. Accoedingly one day ho wenr beyand the
frontict villagz and laid himself on an ant-heap by the high
read, saying, “Those whas desire iy skin, or any pam of
me, et theru ke I, or if any would have me s u dancing
anizke, ler thom make me so.' A younp Bralman of
Benares who had learoed the charm for catching a snake
happened to pass along that roud thae day, amd on beliolding
the Serpent King, he recited the charm and approachied i
catch the Suake The Seepent King thuoughe thar bls
peisont waa powertul euouglt to kill she Rsahmaa, bue if
lie did that lis virtue woull be violated; s he submitinl
hitnsolf 1 the Hrahmun, “The Mter seizad the Snake by
the tail and mnnented bim ju vasious ways, faking vut his
teeth amd squerzing him §n anrder 1 weaken Jus strengh.
Afterwards he Laid the Snake an xn srer basker and broughe
him to King Upggascna in Bemares. "' King watched
the dance of the Snake amdd a2 peeat covicoursc of
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people, who were all »truck by his performance and
showered jewrls an him.

WNuw the Ndgmi Sunani, not having seen Campeya for
some time, went m the ant-heap, and not Anding him cven
there, thought that he must have been caught by a snake-
charmer.  She therefore made inguiries, and learning thut
the Serpent King had been carried by & Brihienan o King
Dgprasena of Bennres, she tosorted 1o his cours and ledd
hersedf g ahe air. ‘The Serpent King as he danced saw
Sumani in she air and bring ashumed of his feat suddenly
crept iutar the basket. T'he King of Benares, naticing tie
action of the Snake, looked around, und behulding Sumani
poised in the zir inquired who she was. Sumans:

‘No Goddess {, nor “Titaness, nor human, mighry kingt
A fcmale of the scepent kind, come far g cermain thin.g,'
*On haly Jays the Royal Siuke

At the four-wavs used to mke

Hely cows: a juggler caught hims

Free my hushand for my sake.’

On heanng dhis King Upggasena addressed the Brabsan
shake~charmer thus;

*Justly now and gently, sce
1 buy the Serpent liberty
With gold, o hundred Kine, a village,
That will merit win for me.

The siuke-charmer, |earning the virruss of the Bodhisareca
in thus humiliadng himsell) abserved:

1 wint mo gifts, paur majesty,
But let the Serpent aurw o frec;
Thus § now release the Serpent,
“Fhe deed wiil menrorious be,”

The Serpene King, being rehased by the Bralman, crept
into a flower and reappeared as 2 youry man mugnilicently
artaved  Sumani, coming dawn fram the air, joined him,
and they both thaaked Uggasesta for his courtesy, The
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of his consost and with the left hand he is making a gesture indicating the wretchedness of his
plight. He can easily be identified as the Serpent King, Campeya, of the Yizaka, when he
puts off his scrpent shape and in the enjoyment of a royal life violates the rule of virrue and
then deeply regrets his conduct,, The expression of the face is dull, which, however, fits in
with the remorseful mood of Cimpeya,'but the poorness ofithe drawing as regards physical
features cannot be acdounted for; and the treatment of the legs is particularly clumsy. The
hair has been delineated in a conventional style, resembling that of the prince prostrating
himself before the Pacceka-Buddha in the carlier subject, ‘A R3j3 going out to attend the
Sermon of the Hermit' (Plate XIV)." The clayey complexion also is not attractive, and the
only relieving feature is the loin-clotl, with its artistic blue border falling in folds on the
rght leg. The design of the cloth of the cushion on which Campeya is sitting is also interest-
ing: small stars worked out in stlk, or gold'ar sifver thread, on a dull yellowish texture, which
itself ia either of gold.ar silver thread.

At the right hand of Campeya is his consort (Nagini) sitting on another cushion, which, full
and round in its shape, is similar to the rija’s, but the design of the cloth is slightly different,
the stars being four-pointed and worked out on a dark background. The pose of the Nagin?
is artistic: she has placed her hand below her chin and is looking up lovingly at the Serpent
King. The features of the figure are, however, obliterated, and the merits of the drawing
cannot be studied with close scrutiny,

On the left hand of the r4ji is the comic Agure of a dwarf, who is presenting something to
his lord on a tray, The manner in which he is looking at the rdja shows deep concern.  Behind
the dwarf, between the pillars, is a fennle figure, a Nagear (2); but the fresco here ts 50 much
damnaged that her features cannot be made out.

Behind cthe rajd are two chawr-bearers, onc of a clayey complexion and the other reddish.
The figures of both these atrendants also.are much damaged, and their outlines can be traced
with difficuity,

In the corridor to the left of the rija’s pavition are a mother and child, whom the artist has
delincated with grear pathos. Thé mother, Sumani (1), is grieved at the idea of Campeya’s
going away to the world of men to perform his fasting vows. She is leaning against a pillar in
a state of despondency; having placed one of her hands with motherly affection an the head of
the child and with the other hand expressing the difficulty of ber positton. The child is
losking up affcctionately at the mother. Behind the child there is an attendant of a reddish
complexion, who is looking with concern at the NaginZ. The characters of the mother and

King of Senares, being struck by the strangeness of the  appraach and gates ploriousty adorned, 2ud then he con-

phenemenon, remarked: ductsd Ugpasenia w the abode of serpenis. On entering

5 . the palace he offered diviie vicnuls and drink to the
uPcrhuTm beings may ats, who enjoyed them for seven dajs. Afterwords,

Hardly win belief, th gV Jaye

ot T A when Uggasena wishied to recurn to Benaces, the Gireat
you spea k the truth, O Serpent, . Being, loading his sreasure in several hundsed carts, sont it

thm s your paiﬂ.cc? SEIQW the m_v. Wi[h thc &ing- FUI' th fI,IJ.I \‘tﬁim‘l, oo Q)m"' (’p‘ ci!.’

The Bodhisattea by his great powee made of weven precious  iv. 281-g0.
things an enclosing wall round 'his palace and had the ¥ Supra, p. 16,
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child do not appear in the version of the Yatabe quoted, but the artist may have adopted them
from some other version of the story.

The colours of this subject, cxeept the blucs, which are invariably fresh at Ajanta, have a
faded tint, but their artistic charm is pot lost when showing the autumn effect in the leaves of
the tree behind the mother and child.

The second scene represents Rijd Uggasena of Benares watching the performance of the
Snake amidst a great concourse of people. The artist has omitted here the portion of the story
relating to Campeya’s laying himsclf on an ant-heap and his being caughe and tormented by
the Brahman snake-charimer, apparently to avoid repetition, a similas episode having already
been delineated on the back will of the left aisle in the Saskhapiia Jataka (Plate XI).*

On the rock wall this scene is separated from the last by red and white blocks, representing
conventionally either hills or rows of buildings, The figure of Uggasenais damaged, the head
being totally missing and layers having peeled off from several parts of his body, His amaze-
ment at the performance of the Snake is, however, clear from the gesture of his right hand,
and the artist will be interested slso in the beautiful fulds of his JAufi (loin-cloth) and the
fish-head design of the back of his throne. In frone of the rijF is o reddish figure, probably
the chief ministes, He is squatting on the floor, with both legs crossed, and while listening
to the rdja be is looking sideways at the Snake and expressing wonder by his hand. The pose
and features of this figure show great ingenuity on the part of the artist. At the lefr-hand side
of the minister is another courtier, whose features also ave been delineated with great clever-
ness. Heis looking with rapt attention at the r3j3, and sitting in a posture different from that of
the minister; his right leg is resting, folded up, on the ground, shile the left is doubled up,
the foot being placed flat on the ground and the knce raised. The irilléd ends of the loin-
cloths of both these figures are interesting.

Bchind the minister are two attendants, one of a ruddy complexion ? and the other dark
greyish. These figures are much damaged, hut the partions which are intact show great skill.
To the right of these attendants there are two guards, dressed in long coats; one of them is
armed with a sword and the other with an incurved dagger. These figures arc also much
damaged.

Below, ncar the right corner, we see the snake-charmer with a baskct and a white serpent in
front of him, His pose is rather unusual; while sitting on his haunches his left leg is bent and
he is kneeling on it. The artist has asimed at showing the different poses adopted by Indians
when sitting an the ground. The snake-charmer scems to be a young muan, his delincation
agreeing with the description of the young Brahman snake-charmer of the Yaraba, but, the
head of the figure being somewhat damaged, fusther remarks on this point cannot be hazarded.

Below the throne of the king are two figures whose racial traits and dress are very character-
istic. The features of one of them, the nose, the cyes, the moustache, and the tuft of hairon

t Supre, pp. 13-14. ? 1n the apper part of bus car he is wearing small rings,
? The ariotic frill of the dhoti will be beeter ap-  sach us are still in vogue among the Hindus in certain pars
preciated by Jooking at the monochrame reproduction  of India.
(Plare XXXV 4).
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the crown of his head, are so typical that gven to-day hec might be taken for a citizen of
Benares, His avigrakha of sitver brocade, with Boral patterns of silk worked out in ir, again, is
reminiscent of the dress and special brocade industry of the place. The features of the other
figure are like those of a Brahman of Orissa. The style of his hair and the manner in whith ke
has thrown a part of his dAasF over his shoulder are also characteristic of the Orissa people. The
poses of these figures are extremcly interesting, particularly the homely way in which the
Oriyi is sitting'and looking at his Benarcs comrade,

Behind the rdja we notice 2 group of ladies, among whom a mother and child are prominent.
According to the Firake, Sumani, the favourite consort of Cimpeya, appceass at the snake-
dance which is performed before Uggasena, King of Benares, but she holds herself in the air
fike a divine being. Here the artist has painted Sumani like 2 human being, walking on the
ground with her child and talking to the ladies of the palace about the release of her husband.
The head of the mother is damaged, but the manner in which she is looking up and in which
she holds the child clearly shows that she is appealing to the rdja in a human vein, saying
somcthing like this: ‘If for no other consideration the Bodhisattva can be released, he should
be released at least for the sake of this child." The posc of the two female figures near the
mother indicates that they are decply stirred by her pathetic appeal, One of these ladies is
dréssed in a long robe, the texture and design of the doth of which are worthy of notice. It
appears to be a very thin fabric, and the patteras, consisting of small Howers arranged in
diagonal belts, are.interwoven in it.! The treatment of her hands seems somewhat crude, but
by her gesture the artist has designed to show the commotion of her feelings. The coils of her
hair are very artistic, as is the hair of the mother, whose blue bodice is also very cffective, The
child is wearing 1 pair of sacks of long boots, the upper ends of which are marked by a dark
line?

The third scene of the story is painted below the first and second. Commencing at the left
side we notice a grove of beautiful'trees, among which the banana, areci-nut, and aiode are
prominent. A pink elephant nleo is to be seen here, the makgwat, holding a goad, still perched
on its head, but Cimpeya and his royal guest Uggasena have descended fron: the antmal
and they are to be seen outside a white doonvay of Dravidian style.? The fresco being
damaged, the figure of Uggasena is indistinet, but Cimpeya can be recognized by the halo of
ndge hoods.

To the right of the doorway js the royal hall filled with ladics and atiendants. In the
middle Cimpeya is initiating Uggasena into the mysterics of the faith, as is shown by his
teaching attitude, The features of these two figures are obliterated, but those of some ot the
ladies are fairly well preserved and illustrate the imagination and skill of the artist. For
cxample, the figure of a young lady above the right shoulder of Cimpeya is tnost charming,
Her features are exquisite, and the high light thrown on her chin, lips, nose, and forchead has

1 The pateerns of the cloth cannot be rraced in the 3 Ihe architecture of this doorway and of the hall
reprodluctian, but chey are dhttucs an the fresco. indde §s reminiscent of the rock-hewn and stuctuead
T The we of socks and fong boats indicates the in=  temples of the Decean even up to the 10th century a.o.

Rucnce of the foreigners, Yawanar and Sabas,
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given atmost 2 divine effulgence 1o her face. The pose is equally graceful: with the right-hand!
she is balancing a stick, while the left is raised in a pretty manner towirds her chin; the fngers
of this hand are mast artistically delineated. Below this lady is another of a reddish complexion,
who is listening with great attention to the esoteric teaching of Campeya. Her face also is very
sweet, and the way in which she is looking up at the Serpent King is most effective,

Behind the Serpeat King we notice the comic face of a dwarf, who has twisted his eyebrows
invorder to show his indifference to the serious sermon of Campeya. The features of the dwart
are somewhat flat, bis hair is curly, and he is holding a sword with a jewelled handlc much too
long for his tiny stature. At the Jeft hand of the dwarf behind Ciimpeya is a lady of reddish
complexion, holding a peart necklace in her right hand and a tray with 4 cover in her left.
A cobra hood above her head indicates that she is a Nagini, and the jewels in her hands arc
apparently to be presented to Uggasena, The features of this lady are somewhat obliterated,
but her head-ornament (Aidmar?)! is clear, and will interest a student of Indian jewellery.

On the left-hand side of this lady, behind King Uggascna, is a guard; although his features
are somewhat indistinet, his cap, with a round brim and peaked top, cleary indicates that he
is a foreigner. He is dressed in 2 long coat witl tight sleeves,? and armed with a swerd, the
jewelled handle of which is prominent.

Behind Uggasena, at the right-liand side of the fresco, is a group of five women, two of
whom are sitting and three standing. Of those who are sitting onc is of a fair complexion, and
she is listening with interest to the conversation going on between Campeya and his royal
guest.  The other woman is of a pale-brown complexion, and her features are exquisitely
drawn, the treatment of the fingers being particularly charming.

Among the women who are standing, two are carrying trays, and their poscs arc extremcly
graceful. The figure of the third standing wornan is somewhat vbliterated, so that it is difficult
to judge her bearing with certainty, bat one of her hands seems to be clased, while the other
is stretched out in an appealing fashion,

Behind the two women sho are carrying trays there is 2 male servant, whose features and
head-gesr and the three horizontal paint-streaks on his forchead are interesting,  His face is
typical of the Brahmans of Kast, and such caps (kansop) are still in use on ceremoanial occasions.

According to the Yaraka the story ends with the return of Uggasena to Benares, after he
had reccived choice gifts and vast treasures frum rhe Serpent King; but on the rick wall the
sequel of the story is painted in another scene (Plate X 4), the purpose of which cannor he
determincd with certainty, for the fresco is much damaged. It may represent the folfilment
of Campeya's wish after his great sacrifice in the Nage world to be rehorn as man:

"Nou for life or sons or pelf
Do I wrestle with myseif;
"Tis my craving, if | can,
To be born again as Man.’
¢ This ormament may be a balghi {crest), but that is  a pale background and Rowers intersvoven init. it might
genenlly worn by men. bowever, be bombhecdd {gold of silver brocade),
? The cloth of the coar seems to be eilk (washrar) withs
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We see g ¢qjd withoue any halo of cobra boods, from which it may be gathered that the
Bodhisattva is veborn as map, while to show his association with the Ndga world in his previots
hirth the artist kas painted seveml Nage chicfs and qucens,” who 2re paying homage to the
Bodhisattva. One NJgiﬂ? is prcacn[i'hg biun with a shaort sword.

Ay the fresco is badly damaged in ali the four scenes the skill of the artist cannot be fully
estimated, but some of the figures which are intact prove him to be an anist of great merit.
For example, the palc-brown lady standing st the right hand of Cimpeya in the third scene
(Plate XXXV} is a masterpicce; again, the delineation of the cditizen of Benares and the
Oriya Brahman in the sccond scene (Plates XXXIV 4 and XXXV1a) is.very successful, and
shows close stiidy of their ethnographic featates.

FRESCO IN THE RIGHT AISLE: NOT IDENTIFIED

Plate XXXV14

HIS Iresca does not scem. to have been completed, for many of the figures show only

the reddish outlines or the fArst light washes of colour. Again, as it is badly damaged ic
is difficult tointerpret properly the story delineated therein. Cornmencing from the leftside, we
notice a Naga king with two hermits, one of whom is recetving & gift from the king. The
druwing of the figurz of this hermit shows great skill. A little to the right of this is another
scenc representing a king sitting on a thronc, There are also two attendants and four elephants
with pink skins. The treacment,of the heads and trunks of the elephants is very realistic, and
the different poses of their bodies show play of fancy. Below these four elephants two young
ones are painted, the skinsof which are white. Farther to the right we notice a big cavaleade,
including infantry, horsemen, and clephant-riders, like an army on the march. The trunks
of the clephants in this scene also are puinted with grear care, and the treatment of their legs
indicates rapid movement.

Psoceeding farther towards the right, we notice the outer court of a palace, with a
targe assemblage wherein th¢ outlines of some horses may also be traced, The fresco is
much damaged here, but some human figures ate intace, and the high light on their
farchcads, noses, lips, and chin is interesting. Tle treatment of the fingers is alse highly
ingenious, their position, curves, and loops varying in rhe case of each figure and suggesting
different expressions. The features are uniformly sharp, and pearl nécklaces, targe car-rings
and bangles (kards), in pairs or singly, appear on the body of each. One of the figures is
dressed in a robe (or sheet) with the right shoulder exposed;® he is holding a Hower (lotus)
in his right hand, and may represent s Bodhisattva,

At the right end of the wall is painted the fast scene of this story, representing a rijd and
FANT in the interior of a palace. The figure of the r3jd is almost destroyed, but that of his
consort is in part preserved, and shows much grace and ingenuity in its delineation. The pose

1 The bood of the cabra i the distinguishing sign for 2 ‘The figure below the head of the home &t the right
4 Naga. side of the repraduction (Flare XXXV ).
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has a series of curves, all having a charming cffect and adding to the supple elegance of the
figure (Plate X ¢). The rini is locking up sweetly at her busband, who is explaining o her
same religtous principle. There are a few other figures in this scene, but-all of them too frag-
mentary to throw any light on the subject of the painting.

The work of this artist, so far as preserved, is characterized by a love of beauty and grace
in the delincation of form, but as regards expression his areations are tather dull; this, however,
may be due to the Fresco being in the fizst place not completed, and again to its having been
darmaged by vartous causcs in later times,

A PALACE SCENE: MOT [IDENTIFIED

Plare XXXV
The subject v painted ou the vight wall of the fromt zisle, and s reproduced in colowr,

HE story depicted in this fresco has not been identifed, but its religious nature is

apparent from the expressions of its characters. We notice a riji sicting on a throne in
4 homely manner, his ght leg being cusved under hiin on the throne and the [eft resting on
the ground, Although the head of the figurc is partly destroyed, the features which arc
preserved show a thoughtful mood, which & further demonstrated by the -gestures of his
fingers; the right hand, partly closed, suggests 2 mystery, and the fingers of the left arc
stretched out as if to feel or carch che objece about which he is thinking. The drawing of
the figure of the riji does not exhibit a happy sense of proportion, and the fingers arc parti-
cularly long,

In front of the rdja is his consort, sitting on a green cushion. Her pose is very graceful,
and her features are also agrecable, though with some exaggeration, as in the case of the eyes,
hands, and tees. The rreatment of the back and the waist may appear somewhat voluptunus,
as also the dark coils of hair spread on the shoulders, and the gauze-like material of the loin-
cloth; but the calin restraint of the face counterbalances that feeling. The position of che left
arm may strike 3 European as unusual, but these familiar with Indian habin know that such
3 pose is quite comon. The strands of ribbon coiled on the buck have a pleasing effect and
show the artist’s fancy.

Between the rja and rini a female figure may be noticed, perhaps sepresenting 2 maid of
honour. She is wearing rich jewellery, and lotus-flowers decorate her hair; but her complexion
its dark brown and her features coarse, suggesung an inferior posit.'mn. The eyes of this
fgure also are much too large for the face.

Behind the maid there are two more female attendants, the features of both being coarse,
One of them is holding 2 fan: but, instead of holding it by the lower end of its handle,
she holds it near the middle, and she bas also bent her arm in an unusual curve. The other
maid is looking up at some objecr.

Close to these maids is a male secvane, dressed in a white robe and carrying a meul ()
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PLATE XXXVII
box with a Ruted lid.! His head-gear is interesting; it is cither a part of his cape-like cloak
or 2 scparatc long cap styled id India the 4anzap. His complexion is fair, and he may be a
foreigner, i

At the left hand of this servant, behind the rini, is a female chauri-bearer; though' her pose
is graceful, her features.do not suggest a sound sense of proportion, and her expressian also s
dull; she is staring inwa stolid manner. Below the throne of the rini are two female dwards; one
of them, of fair complexion, is carrying a basket oribox of 2 fluted design on her left shoulder
and has z blue lotus-fower in her right hand. The features of both figures ure crude, and they
are poar specimens of art,

There is a chauri-bearer behind the throne of the raji as.well, bat as the head -of the figure
is destroyed her expression cannot be studied. The pose ‘is graceful, and the proportions of
the limbs are better than those 6f the other figures.in this fresco. The drawing of the waist is,
however, of the same style as that of the quecn and of the chauri-bearer behind her, which
shows that the artist is following a certain type and has ro originality. Bchind her is a dwarf
of reddish complexion, who is carrying in his right hand a round vessel with 4 lid. The
fresco is here damaged, but the features which are preserved show neither beauty of drawing
nor force of expression. )

There is another female chauri-bearer squatting on the ground below the throne of the
r3ja. Her mood is the same as that of other figures of this fresco, and it would appear chat
the artist was incapable of giving appropriate expresdons to his creations, [n front of this
figure we notice an urn-shaped vesscl with a pair of rings in its rim, suggesting that it is
of considerable: weight, the Tings being meant for (fifting it up. There is also a tumbler,
probably of metal, placed by this vessel.

The fresco is interesting as showing 3 stage in the history of art when progress has ceased,
and the artist, instead of exhibiting any originality, endeavours to produce a pleasing effect
in his work by copying the designs of previous masters. 'The vivid imagination and force of
expression Which are so distinctly perceptible in the frescocs near the shrine (Plaes XXIV=
X XXTIT) are missing here, and the art is rather mechanical than spontaneous.

On the right side of the wall, separated from the last subject by 2 grilled window of con-
ventional design,? a pastoral scenc is painted in which we sce twelve oxen of different colours—
red, green, and white.? There are also two cowherds, onc of 2 ruddy vomplexion and the
other greenish* The drawing of the subject is poor, and it is appareatly a continuation of the
previous fresco by the same artist.

I Metal boxes of this type are still found in Didia, 3 Tl scene is nol reproduced i I'late XXXV
X Supra,p. 1. 4 For the red and green complexions see p. 28 note 4.
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A COURT SCENE: PERSIAN EMBASSY (1)
Pilate XXXVIII

The subject is paintad on the wall of the front aiide, o the right-hand side of the main entrance, and being mueh damaged
it it reprodured in monschrome anly,
FIIS scene has been the subject of a great deal of cantroversy atnong scholars, One class
favours the opinion that as some foreigners appear in this fresco offering preseats to an
Indian king, the scenec may represent the cmbassy of the Persian king Khasraw to the
Chalukyan raja Pulakesin in the beginning of the seventh cenrury A.p.b Scholars af the rival
group do not see the posihility of the delineation of any historical event on the rock-walls of
Ajanta, and are sanguine that the scene representia fdtaba which may some day be identified.
The glorious period of the Ajanta frescoes in general, and of the paintings in Cave I in parti-
cular, coincides with the rule of the Vakitaka dynasty, and even if the date of this fresco,
judging from its style, may be fixed at & later period (a.n. 600}, there is little chance of
the portrait of PulakeSin, who was a Hindu by religion, having heen painted in a Buddhist
monastery at Ajanta.? At the same time there is no doult that the figures of forcigners
represented in the scene bear a very striking resemblance to the people of Turkistan and
somé other countrics to the north-west of India, and as in the frescoes the artists have
invariably delineated Buddhist staries, adopting characters from contemporary life, the pre-
sence of these foreigners seems to mark a period when the people of the Deccan had :u:quircd
familiarity with the inhabitants of the countries north-west of Indis. Such a supposition gains
strength by reference to historical records, for in the early centusies of the Christian era
Saka satrapies were established in Surdshtra and Matwa, in close vicinity to the Deccan, and the
artises of Ajanta must have known intimarely foreigners of the type represented in the frescoes.?
To desaribe the scene: if we commence from the right-hand sidg, we first nutice 4 party of
foreignersvutside the gatc of a court-hall, among whom two are prominent by their peaked caps.
Their complexions are fair, and their features such that they appear to be inhabitants of coun-
trizs to the north-west of India. Two of the party have entered the court through the gate; oneof
them is armed with a leng sward suspended from his belt, and the other, following him, is carry-
ing a tray of presents. The court is full of dignitaries and attendaits, and at the head of the
hall a r3)3 15 sitting on a throne, In the middic of the asscmbl)' we fotice three foreigness, one
of whom, in the front, is presenting a pear] ornament to the r3ja, He is wearing 2 peaked cap
of striped silk or broad cloth, and his long coat (guba) ulso is of the same tnaterial, its stripes of
blue and black mcurrmg alternately on a white background. His complexion is pinkish, and
the beard is prominent in a tuft on the chin. The second figure, in the middie, is dressed in
& quba of green broadcloth, and his cap is white, with a coloured band round the britn., His
features are similar to those of his leader, and the growth of beard is wore prominent on the

T Smith’s Ear!y History of India (fourth od. ), p. 442. 1 I4id.
2 This point & further discussed on p. 49.
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chin than on the checks. The third foreigner is catrying a tray full of jewellery; the cast of his
features and his gait are typical of the people-of Turkistan. He is clad in a white gada
and green cap.

The figure of the riji is much damaged und the portion representing the head has largely
pecledd off. The expression of his face therefore cannot be studied, but the gesture of his lefe
hand, with forefinger raised, shows that he is warniag che foreigners about some shortcoming,
and they all look awe-stricken. The riji himsell is sitting at case, squatting on the throne with
his legs crossed, and leaning on a pillow which is bebind liis back; his right hand also rests on
the same pillow. The ruffle of the lower end of his dhof7 is artistic, but it appeass that this treat-
ment had become conventional, for it is to be seen in several frescoes,

The dimensions of the throne, calculating from the stature of the rdjid and that of the
chauri-hearer sicting immediately below it, secrn to be about § f. in length, 33} ft. in breadth,
and about 1§ ft. in height. The black and white stripes along the cdge suggest the decoration
of the throne with ebony and ivory plaques, while its main body may have been built of sandal-
wood. The back of the thrane is tacher elaborate; theoval panel at the top is gilt and set with
jewels, while the little figures of dwarfs on each side'of it seem to have been carved in ebony.
The throne has fio carpet or ornamental covering, like the masmad of later times; there is placed
in the middle only 3 striped silk cushion {dsan), on which the r3ja is sitting.

Behind the throne of the £jd arc two attendants; one of them 1s holding a cAaur? and the
other a square faa which has a long green handle. Their features are too much obliterated
ta allow us to judge of the skill of the artist in their delineation. ©On the left side of the
fan-holder there is another cAuuri-bearer of fair. complexion, and close to her, on the same
side, is another attendant wearing a long blue coat with a red girdle. To the right of these
figures, almost in front of the throne, is an important official, either the body-guard of the
r3)a or the courc chamberiain, holding a Jong green staff in his hand. At his Jeft hand we
natice six more attendants, one of whom has tolded his hands across his chest. His complexion
is dark, and for cuntrast the artist has covered his head with a red scarf and also given a red
tint to his nécklace and armiets. Another of these attendants, standing near the door, is holding
a banner, the streamers of shich are flying out.

Below the throne of the raji we see a female chauri-bearer, squatting on the floor and looking
sideways at the audience. She appears to be dressed in a 5227 (?) the upper past of which she
tias rolled and thrown acrass her back and shoulders in the form of a bele. Near her is an urn-
shaped vessel with an ornamental bracket-fike projection at its base. Behind the chanri-bearer,
near the foot of the throne, is another attendant holding a circular vessel on which figures of
elephants are to be seen. Tlie vessel seems to be of metal, the figures being stamped in reliet
on it. The lid of the vesse] is conical, and it has Rutings on its surface. Behind this attendant
theré are three more, sitting on the ground, but their features are too indistinct o reveal
any artistic skill. To the right of these attendunts, near the door, is 1 standing figurc holding
astaff. Hc is looking up at the foreigner who is entering through the gate, and the gesture of
his right hand suggests that he is insisting on some point of court etiquette,

On the left side, near the throne of the rija, is a female figure hulding 4 tray in her

47



AJANTA: EXPLANATOQRY TEXT

tap. By her side is placed another tray on which some small caskets,® probably containing
jewellery, may be seen. The breast-band (drassidre) of this woman is interesting. Behind her
15 another woman, but the fresco is bere 0 much damaged that her features cannot be studied
for purposes of criticism.

The exit from the court is perhaps on the Teft side of the fresco, where we aotice a foreigner
going out of a door.* The pillars of the court-halt scem to be of black wood (ebony?); the
artist in their delineation, instead of giving an ink-wash, has indicated the colour by a series of
dark lines which are very effective, Similarly he has shown the blue colour of the capitals of
the pillars by simall dots. Although fine brush-work is visible hece and there, ver'the drawing,
speaking generally, is somewhat flat and does not show any great artistic skill. The sizes of the
dramatis personae and their positions in the picture, on the other hand, exbibit considerable
thought and care, snd the subjcct may be admired for its ensemble,

A BACCHANALIAN SCENE (KHUSRAU AND SHIRIN?)
AND DECORATIVE MQTIFS

Plate XXXIX
These themes ave defineuted an the eeiling, md huve been reproduced in colour in twe balf-plates.

T is interesting to note that the artists of Ajenta, unfike their rivals in Enrope, refrained

from painting religious subjects on a ceiling, although this would seem to be the most
rppropriate place for the delineation of a divine theme. The exact reasons for this attitude
may be difhcult to advance, but on wall-surfaces it would certainty have been casier for the
pilgrims to notice the various scenes depicting the life of the Master or the stories of his pre-
vious births ( F@rakas), and to show their reverence to them in ceremonial style as they were
conducted from aisle to aisle, than to do so if the subjects had been painted on the ceiling.
Again, the gods of the Buddhist pantheon, 35 obsesved clsewhere, being essentially human in
their character, the wall-surfaces, being .near the ground, are, for the delineation of itheir
dwellings 2nd environment, more suitable than the sublime spaces of a ceiling, which would
be suitable onty for the abode of ethereat beings.

‘The paintings of the ceilingsat Ajanta have therefore been executed in a parcly decorative
style,and theartist, having no religious restrictions to observe, has given play to his fancy in an
endless variety of form and colaur. We see human beings of fantasticshape, most quaintly dressed,
dancing or clapping, or sipping wine from large cups in which their aquiline noses seem to be
dipped; hirds and animals of exquisite design in most frolicsome attitudes, nestling, sporting,
and dallying; flowers and fruits of the choicest form and colour with ali the setting of their
beavtiful folizge: and lust, but not least, jewellery designs and geometric  patterns and
devices, varying from the simpiest to the most elaborate, among which the key-pattern may
strike one as bearing resemblance to its prototype in Greek art.

' One vftham has 3 domical 1id with a knob ac the taps 3 Bolow this subject was a bazaar seene, which & de-
it remanbles the ddy-dirn (betel-case) of the present alay. stroyed now, thoupb.a line of shogs may be rraced, The
= This door is ot reproduced in Plate XXX VIIL bazaar scene is not included in Plate XX XVIIEL
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Mr. Griffiths in his monumental work, The Ajanta Paintings, has devoted a complete
volume ro reproductians of this decorative detail, and as the plates therein are quite faithfal,
as regards both dmwing and colour, we have from fear of repctition refrained from reproducing
the wholé of the ceiling of Cave 1 in this work, but to give our readers some ides 6f its geaeral
character we show two panels,

One of these represents 2 Bacchanalian scene, which, like the ‘Court Scene’ previously dis-
cussed (Plate XXXVIII}," has been the subject of great difference of opinion among archaco-
logists. Some of them have identified the figures shown therein as those of Khusrau and his
beautiful consort Shirin. This view is fnainly based on the information given by the historian
Tabar3, that the fame of the King of the Deccan (Pulakefin IT) spread beyond the limits of
'India and reached the cars of Kbusrau I1, King of Persia, who in the thirty-sixth year of his
reign, A.0, 625-5, received a complimentary embassy from Pulake$in' Il The courtesy was
subscquently reciprocated by a return embassy sent from Persta, which was received withidue
bonour at the Indian Court.* The exact year of this return embassy is not given, buz {t aust
have taken place twoior three years after the Indian emnbassy attended the Persian Court, so
thatthe evenr may be assigned roughly to A.0. 630, and the painting of the scenc on the walls and
ceiling of Cave T 16 a still later date. This view becomes practically untenable when we com-
pare the styles of the architecture, sculpture, and painting of this cave with those of others
which hear inscriptions; or, again, if we rake inta consideration the fact that during thereigns of
the carly Chalukyas (.n, § 56-750) Buddhism, although professed by a considerable section of
the population, gradually declined and Hinduism grew popular, Magnificent temples were
at that time erccted and dedicated to Vishnu, Siva, and other members of the Puranic pantheon. 3

The presence of foreigners, resembling Bactrians or Persians (?),* in the frescaes at Ajanta
can, however, be easily explained by the fact that Buddhism, within a few centurics after the
dcath,of Gautama, penetrated into the regions to the north-west of India, and its votaries in
thosc distant countrics began to visit the sacred sites of India as pilgrims. Again, the establish-
ment of Saka satrapies in Surdshtra and Malwa in the early centuries of the Christian era, and
the domination of the Huns in the fifth century a.p.,* leave no reason to reject the view that
the inhabirants of the Deccan were familiar with the people of the north-west countrics long
before the embassy of Khusrau to King Pulakesin in the seventh century a.o.

Todescribe the scene a5 painted: we notice a chief sitting on awell-padded cushion or divan,®
and helding a cup, apparently of wine, in his right hand. His nose is somewhat flat and his
vhecks sunken, and although the beard is full, the general contour of the face proves him to be

v Supra, p. 46. * According to Fergusion they represenr Sasaniam,
* Bmith'y Early Hittory of Jndia (fourth ed.), pp. 44237 while Rajendralal Mima supposed them ta be Huctriam
F-R. A8, Aprll 1829; and Burgess’s Netes on che Bawddhe  Burges's Notes on the Bauddha Rock Temples of Ajomita,
Rock Temples of Ajansa (AS. W1, No. g, Bombay, 1879), pp. 26-4.
Pp- 92-3. ! Tormmiga ostablished himseif as 2 ruler of Milws ac
3 The great carctample of Bidami, dedicated to  the cnd of the fifth century,
Vishgu, was hewn out at the jnstance of the Chilukys ¢ The check-paccern design of dhe sides suggests that it
king MangalKa it Saka smirvar 500 (A.D, §79), Ind. Ane.,  is a cushion or martress rathier than a divan.
vol, iii, pp. 30¢ ff.
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of Turanian race rather than Persian. The cxpression of the face is somewhat dull, perhaps
suggestive of the stupor resulting from having drunk too much wine. He is wearing a long
coat (gaéd), of pale-blue broadeloth, the collar, arm-bands, and cuffs of which are of a lighter
colour and probably embroidered. The cap is peaked and similar to the £u/@k of the countrics
north-west of India, and on his legs there aré cither stockings or soft leather Tong boots, which
also are suggestive of the habit of the people of the same countries. He has a belt round his
waist, from which a sword is hung, and there is also a shicld on his back.

A handsomse fair lady is sitting by this chicf and looking amorously into hig face. She has
her right hand on his shoulder and with the left she is suggesting sumething agrecable to her
lord. The features of this lady ate partially cffaced, but the dress is fairly distinct; she is wearing
a white tunic with long sleeves, the collar, cuffs, and arm-bands of which are embroidered and
finished with trimmings. The ends of ribbon Rying at her back are interesting.! Behind the
lady may be seen the cinbroidesed cnd of the bolster, against which she and the chicf ase
leaning.

At her left hand, below the divan, is a female attendane of graceful features, who is holding
a wine-flagon and stooping forward as if to replenish the cup of the chicf as soon as it is empty.
The dress of this attendant is interesting. Sbe is wearing a round cap of red material {broad-
cloth or vclvet) with a white border, which is cither of fur or some woollen matenal. A white
plume springs from the top of the cap. Her upper garment is a long coat with tight
sleeves; it is embroidered at the collar, shoulders, and caffs. The lower garment 15 a fong white
skirt with a frilled border of pale-blue colour. The style of the skirt may suggese Greek
influcnce, but it is difficult to afficm this with any authority, for no daza are svailsble regarding
the dress of the people of the North-West before the advent of the Grecks.

In front of the divan are two burly figures of rathes Mangol type, with small eyes, short
noses, and prominent cheeks. The beards are, howeves, full. They are holding trays of dessert
and looking with attention at the chief. Their tooks are stupid, and the artist bas apparently
given them this expression to impart a comic effect to the subject. They are wearing white
skull-caps and long coats (gabd<), one of the latter being white and the other pate biue.
Between these two figures the carved {or painted) cover of a tray may alsa be observed.

On the right hand of the chief, below the divan, s another female ateendant who is also
holding a wine-flagon, but of a different shape from that held by the attendant standing near
the fady. The features of this woman are rather couarse, but her deess ie similar to that of her
rival, excepe that the skirt has a double frill near the border.®

The background shows a wall or curtain with red flowers. The devices at the four carners of
the scene give a fair idea of the artist’s play of fancy. The pair of geese with foliated tails,

I Burgess writes that the triangulac-shaped streamers or 2 This scene with slighr variatfons s paineed at three
banderoles, appesring on their coing as well, are character-  other places on the ceiling of this cave. But as scverl
fatic of [ranian art; but the device, ke the key-pattern  other mofifs have been repeated in the ceiling, the re
motif of Greek art which i alis to be found a2 Ajanta,  currence indicates only the fotudness of the artist for this
may have been introduced inte [ndia before the embassy  theme,
of Khusrau 17 in the seventh contury An,
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PLATES XXXIX & XLa
looking at anc another amorously, are extremely effective; so are the bunchés of mangoes,
pomegranates, and pine-zpples amid foliage of great beauty,

The designs in the other pane] (Plate XXXIX 4) are still more varied and graceful, In the
middle we see two pairs of freakieh 2nimals sportmg with'one another; their heads arc like
those of oxen, but lower down the bodies terminate in a foliated device of great delicacy. At
the righe and lcft of this theme are two jewellery designs representing chased gold-work set
with sapphires and ruhies, At the top may also be seen 2 parrot perched on a lotus-stalk, the
flowers of which have been drawn with grear skill. The figures of two little dwarfs, holding a
téte-d-rére, which are in the top left corner, are cut in the Feproduction (Plate XXXIX 4), but
another of their kin may'be noticed, in' the battam row, playing with a large lotos-tlower.

The arrangement of the pancls and the variety of the motifs, as regards form and colour,
have an almost kaleidescopic effeet, and the fanr:y and skill of the artist cannot be too highly
ppraised. As the ceiling is absolutely flac, it seems t6 follow inevitably that he painted the subject
lying flat on a scaffolding.*

A BULL-FIGHT

Plate XLa
The subjecs és painted on the capital of the 1ucond pitlay from the top left corner af the hall, ond is reproduced in mano-

chrame.

HE artists of Ajanta have shown grest fandness for painting animat life, and the prescnt

subject is a good example of their skill in this line. We notice two huils engaged in a
close fight; the postures of both of them are identical, and the delineation of their bodies is
fullof force; the lowered heads, the contracted muscles and raised taits all conveying tense fury.
The curves of the necks, humps, and tails are very vigorous, while the finc brush-lines indicating
the wrinkles of the skin of the necks and forelegs are extremely pleasing, The subjece is most
spirited, and its technique shows thar the artist understood modelling.

The representation of two hulls engaged in combat is also to be seen in a cave at Bhja,? but
the treatment is hot so realistic as here.t A bull-fight is also painted in the Mahall-i-Khigg,
Fatehpur Sikri, and although it is a thousand years later than its prototype at Ajanta it lacks
the farce of expression of the latter.

¥ The painting of a vaulted surface is nat so difficult, 3 [n the Louvre arc fragments of sculpture from a
and it can be dane with casc cither smanding or sirting: but  Doric temple 22 Assos in the Troad, erected in the fifch
to paint ap absolurely A cciling is extremely tinug, for  or sixth century e, in which sre shown cwo bulls
the head minst he thrown back a 2 considerable angle to  engaged in fighting, simifar ¢ the painting at Ajanta,

draw the subjecz forrectly. vide Grifhth’s Afjanta Paintings,
2 Forgusson's Cawe Temples of India, p. 519, Plate 4 1kd., fip. 87,
XCVI.
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Khusrau and Shirin {2}, 48-53

King of Magxdha, paindng of the, 13

King, story of a Serpent, 38—3

binnaror, havenly musiciug, 29

Kirtle, represenmation of 2, 9

Kramrisch, Dr. Stella, on Iniino
sculpture, xv

Auhr, sword, 19 At

tahangd, skivy, 21 .

Lion, representation of a, 29

Lotus-Aowers, offering of, to the
Bodhisattva, 357

Lustration and renunciatiot, 24-6

Muce-bearer, pinting of 3, 29

Maguihe, King of, paiuring of the,
'3

Mahijanaka, painting of, pasiim

mahdwat, clephant-dnver, 41

mala, string of pearls, 15 a8

Manpocs, represermation of, §u

Marshall, Sir Jolin, vi

markrs’, sk, 42 #.t

Matteuss, representation of a, 49 ».*

Michelangelo, xvi

Milns, }. A., vii

Mimde of Srivasti, 24—4



Mirar, ‘the wall-paintings at, xv

mirdang, double-drum, 13

mizsE, a cosmIctic, 33

Monkeys, representatinn of, 29

Momters, paintings of,, 363

wudrds, religious attitudes, 34=54
Buddha n various, 34~5 _

Musical' nstruments, represenations
of: conchey, 3%, 123 cymhaks, 12,
17, 23; deums; 17, 224 Aen, 17,
233 guirar, 17} harp, 29

Necklaces, representations of, §, 6,
12, 15 1, 27, 42, 43

Offering of lotus-fuwers 1o the
Baxlhisatna, 35-7

(Mdham, C. E. A, W, vii

erhui, covering for the head, a1 w,

Ormaments. Ser Jewellery ad o
ments

Orgmi, Count, westomtion of the
paintngs by, vi

Qw), tepreseneation of 2o, 31

Oxen, reprosentationm of, tg, St

Padmapani, Bodhisattya, 2730

Painiing, Indian, 2

Paithan, brocades of, 10

Palace scvnes, 3-13, 1517,
-5 '

pan, berel-leal, the juice of, 21

Patterma on tcxn!eg fepresentztinm of;
8,9,10, 14,12, 15,16, 21, 36,37,
3% 41,46, 45 0.*

Peacocks, represenitations of, 7, 29

Persian Embassy (1), 46-8

Pigeon, story of the, 4-7

Fillzr, painting on the eapinl of 2, 51

Piitows, representarions of, 7, 49

Pincapples, reprosentation of, §1

pipad trec, represearatian of the, 5, 6

Pirhi, stools, 24

Pitchers, representations of, 8, 24

Pollaivolo, xvi

Pomcgrasaes, representation of, st

Poniard, representation ol a, 30

oo, representations of, 8, 17, 31

10-2, ‘

gnaddy coat, 46, 47, g0

INDEX

Raj2 going out on horse-back, 202

R3ja gning out to attend the sermon
of the Hermit, 18-20

Rajput paintings, xv

Raphaed, 31

Ravenna, the mosaics of, xvii

Renuadation; lustmbion and, 24-6

Ribbons, represenations of, 27, 28,
44, 50

Rings, represcnations of: ear-, 9 &4,
15 26, 38, 37, 43; Bnger-, w»
thumb-, 16

Rabes, represeatatiom of, 8. 132, 21,

_ 3641, 43

Rodd, Sty Rermell, vi

Resary, representation of &, 26

Saddle, representation of 1, 19, 19 &

Salver, fous heads on a, 26-7; repre-
scation of &, 167

%kh:pala,thcmrryuf 13-14,13 4.

rerdiari, :m.omm", 16!

rard, garm:n:, repreecentations of the,
2447 |

Scales, representarions of weighing-,
4. §

Scarves, representations of, 19, 24, 31,
u32

Sculpture, the, st Ajants, 24 lodisn,

e )

Scrpent, story nf the, 1 314

Serpent King, story of 2, 3843

Sharks, represgntatigns nf, 23

Shields, cepresenurians of, (0, 50

Shipwreck, 22—3

Shirtn, Kliussau and (7), 48-51

§ik, Prince, the story of, 47

Signorelll, xvi, xvi

Sijver brocades, 10, 4251

Stvall, Princess, paimtinpy of, >-8,

[ 1517

Skirts, represcntations of; ¢, 16, 28,
$0

Skull-cap, representation of a, 26

Snake-charmer, painting uf &, 40

| Socks, representation of, 41

qrpau', representation of &, 3t

‘Qrivastl, miracle of, 34-5

Stchou Iunc, Ivan, on the puintings,
X3~

Steiny, Sir Aurcl, viy xvy xiX

Story of a Serpent King, 18-43

Story of the pigeon, 47

Story of the serpenty £ 3-14

Straps, represontations of, 37

Strings of pearls, repiesentations of,
5 8,02, 13, 15,27

Smgowskt. Prof., xwii

| SumhanZ; paintng of 39,41

aurma, cye~pawder, 29
Swords, represcntations of, §g, 30, 31y
375 4% 4% 43, 45,50

Temptation of Buddha, 30-3

"Textiles, represeatation of patterns on,
8,9, 10, 17,12, 15, 16,21, 36, 37,
3% 41, 46, 49 &4

Thranes, paintings of, 5, 15, 24, 26,
45 47 ‘

"Thumb-ring, represeniation of a, 16

Tlaras, upmm:m&ms of, o, 36

Toba §8)3, i

Trays, representaticns of, 9, 11, 13,
15, 20, 24 56, 3% 42 40, 47, 48,

)

Tusmbtcr‘ metal, representacion of a,
4

Tu:f-—hmg: Yunners  fromt, xviti}
paistings from, xv, Xix

Tunic, reprexcnmtion of 2, 50

Dggasena, Raji, painting of, 40
Lrmbmella, sepresenrarion of an, 25

Vajrapini (?), minting of, 35-7

Vasev, E. L., colour-phatographs of
the pattitings, 67, v

Veecks, representations of, 171, 17, 35,
45 47

Waigtarrip, v pmmtinn ofa, 17

Weapons, represenmtions of: bow and
armws, 335 daggen, 493 poad, 475
poiiard, 30; shiclds, 19, 50i spear,
311 swonds, 19, 30, 31, 37, 45 434
43, 46, 50

Witch, paiming of 3, 30

Wristlets, representations of, 5, 15

Wy Tao-tzd, xvili

yoghs, paintings of, 6-7, 7 8.3
55
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