A, K. COOMARASWAMY

Symbolism of Indian Architecture

Introduction

by

PRAMOD CHANDRA

The Historical Research Documentation Programmes
Jaipur
1983




@ All Rights of this edition are reserved

( Originally published in the INDIAN HISTORICAL QUARTERLY,
Calcutta, Vol. XIV (1938), Pp.1- 56, under the title :
‘SYMBOLISM OF THE DOME’ )

FIRST EDITION
1983

Published by

The Historical Research Documentaticn Programme
Post Box No. 3189
Jaipur - 302 001 ( India )

Designed by Neelima

Published by Ajay Nath for the HRD Programme Jaipur snd. Printed |
S. K. Sachdeva at SACHDEVA PRINTERS, Raja Park JAIPUR-302 00

PUBLISHER'S NOTE
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Coomaraswamy's dicta are more relevant to us today than these were in any
preceding age; the post - Independance period has registered a rapid decline of cultural
values and institutions and their lithic symbols, which were integral to our way of
tife, have almost been forgotten. He pleads for their meaning and efficacy :

B oy in considering enly materials and strasses, of which an
admirable knowledge may exist in theory, we are leaving out the
builder. Does nothing depend upon him, upon his honesty, for
example? Is it of no consequence whatever if he mizes too much
sand with his mortar? as he wiil surely do, whatever the text-book
says, if he is building only for profit., and not for use?
Arguing not merely on principle., but also from personal coniact
with hereditary craftsmen in whom a tradition of werkmanship
has been transmitted through countless generations, we affirm
that so long as faith remains, that the atiribution of superhuman
origins and symbolic significance tc architecture and the participa-
tion of the architect in metaphysical rites in which a direct
cannection is made of macrocosmic with microcosmic proportions,
confer upon the architect a human dignity and a responsibitity far
other than that of the ‘Contractor’,who at the best may calculats that
‘Honesty is the best policy’. We say that further that it is not merely
a question of ethics: but that the recognition of the possibiiity of an
‘ARTISTIC SIN', asathing distinct in kind from 'MORAL SIN"."

It is surprising that though he wrote this in the thirties, he was speaking for us in
the eighties. We wish if today our builders, and for that matter any professional artisan or
intellectual, could only distinguish between "Moral Sin’ and "Artistic Sin‘.

It was originally published in the Indian Historical Quarterly Calcutta. Vol. XIV
(1938) pp.1-56 as 'SYMBOLISM OF THE DOME'. We have changed the title to
‘SYMBOLISM OF INDIAN ARCHITECTURE' as, essentially, it deals with the vertically
rising ‘Skambha‘ ( Pillar ) and spherically spreading "Stupa’, the two basic constituents
of Indian Architecture. We have inserted a suitable title to each of its three parts; these
parts were not entitled in the original article. We have also added Sanskrit equivalents
in Devanagari script to make it more useful, An Introduction by Professor Pramod
Chandra ( George P. Bickford Professor of Indian Art, Harvard University ) and a
Bibliography of Coomaraswamy’s works on Indian Architecture have also been given. We
feel, reprint of a classic of such a great author as Coomeraswamy should not be a photo-
copy. produced shabbily through a mechanical process; it is a sincere sffort to make it as
far mare useful to the modern reader as possible, to convey the auther’s thoughtsiin a
fuller context and setting.
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Ananda Coomaraswamy (1877-1947), whose broad-ranging contributions
are vital to the proper study of Indian art, is best known for the great work he
did in reconstructing the history and meaning of Indian sculpture and painting.
His splendid achievement in the field of Indian architecture, however, is not as
well known. These remarkable studies were essentially inaugurated by a mas-
terly study of Indian architectural terms (1928) where he used his linguistic
skills and his intimate knowledge of traditional architecture to lay bare both the
pratyaksa and paroksa meanings of important technical terms gathered from
literature and architectural texts. Soon to follow were two superb studies
(1930-31) in which he recreates the architecture of ancient Indian cities with
their sacred shrines, palaces, city gates, and residential buildings, paying
attention to details such as doors, windows and similar features, all this by
combing literature and representations in relief sculpture, the architecture itself
having for the most part vanished. In the process Coomaraswamy was able to
establish the continuity of certain aspects of Indian architecture right down to
relatively recent times and also the origin of the north Indian sikhara with its
decorative jala of interlaced pattern, a problem that had baffled earlier scholars.

Through these studies, and also those pursued in the course of the labo-
rious preparation of the History of Indian and Indonesian Art (1927) Coomara-
swamy was able to bring the material facts and minutiae under firm control, at
least to the extent possible at the time he was writing. This done. he proceed-
ed to explore the inner meaning of the form itself in an article of the greatest
importance, the * Symbolism of the Dome" (1938) which is reproduced here as
‘SYMBOLISM OF INDIAN ARCHITECTURE’ a title chosen by the publishers to
give what they think is a more adequate idea of its contents. The origins of a
structural form, Coomaraswamy speculates, can be studied either from a technical
or a logical point of view, either as fulfilling a function or expressing a meaning,
the function and significance coinciding in the form of a traditional architecture,
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The origin of any structural form can be considered either from an archae-
ological and technical or from a logical and aesthetic, or rather cognitive, point
of view: in other words, either as fulfilling a function or as expressing a meaning.
We hasten to add that these are logical, not real distinction; function and signi-
ficance coincide in the form of the work; however, we may ignore the one or
the other in making use of the work as a thing essential to the active life of the
body or dispositive to the contemplative life of the spirit.

Inasmuch as we are here mainly concerned with significance, we need
not emphasize the importance in architectural history of the problem presented
by the superposition of a domed (or barrel-vaulted) roof upon a rectangular base,
nor go into the question of how, where homogeneous materials such as mud or
wattle were in use, this was originally very simply solved (and even more easily
in the case of a tent of skins or woven. material) by a gradual obliteration of the
angles as the walls were built up; and how subsequently where stone or brick
was employed, the same problem was solved in two ways structurally, either by
spanning (trabeation, squinches) or by building forward from the angles (cor-
belling, pendentives). We propose to ask rather why, than how “the square
f:hamber is obliged to forsake its plan and strain forward to meet the round dome
Inwhich it must terminate”'1, and whether it is altogether accidentally, so to
speak, that our domes “appear to have been destined to symbolise the passage
from Unity to quadrature through the mediation of the triangle of the squin-
c'_"es"?z and why in the north porch of the Erectheion “immediately above the
trident-mark (of Poseidon) an opening in the roof had been purposely left.”’3
We might have expressed the problem otherwise by asking ““Why should the
walls of a tepee or sides of a pyramid contract towards a common point in which
their independent existence ceases 2’ or again, in the case of a dome suppor-
ted by pillars, by asking, “Why should these pillars either actually (as in the case
of certain bamboo constructions) or virtually (as is evident if we consider the
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arch as a dome in cross-section) converge towards the common apex of their
separated being, which apex is in fact their ‘key’ ?”

In this matter of procedure from unity to quadrature there is something
analogous to the work of the three Rbhus in making four cups out of Tvastr's
one., These Rbhus compose a triad of “artists”,* who are described as Me
of the interspace, or air” (antariksasya narah siafistes azi:), and are said t
have quartered the Titan's cup (camasam, patram ==%, grE’), as it were mea.'-,
suring out a field” (ksetram iva vi mamuh &gz == fa=ag;, Rv. I, 110.3-5). The
reference is undoubtedly to the primordial act of creation by which a “place.'i'
is prepared for those who are eager to emerge from the antenatal tomb, to
escape the bonds of Varuna. Attention may be called to ithe expression vj.
mamuh ( fa==w: ) fromvima. ( =21 ) to “measure out” or ““lay out”, and
hence to “plan” or even “construct”. The root with its prefix occurs notably
in the word vimana ( fams ) which often coincides with ratha ( == chariot )
as the designation of what is at once the “palace” and the “vehicle” of the
Gods (i. e. the revolving universe ), and which occurs in Rv. chiefly
connection with the creative determination of “space’”

in
( antariksa, rajas
siafver, e ), for example in V. 41. 3 where somapusana ( smgswr ), described
as the poles of the Universe are besought to ““urge your chariot hitherward, the
seven-wheeled chariot that measures out the region’ ( rajaso vimanam...... '
ratham ==&t faaa .....xd ), that is to say, are asked to bring into being an
inhabitable space. In countless texts we find vi ma employed in this way with'
respect to the delimitation of space, the laying out of “abodes of cosmic order’"
( rtasya dhama ==®a awm ), and the determination of the “measure of the‘%
sacrifice” ( yajnasya matram =wen mran ) which is again an aspect of the act-ﬁ-_
of creation. In V.81.3itis the Sun himself that “measures out the chthonic
regiens’ ( parthivani vi mame...... rajamsi deva savita mifamfr &7 9% <wifa 39
afar ), i. e. the “grounds” of the seven worlds: or otherwise expressed, itis
Varuna who “employing the Sun as his rule, measures out the earth” mane-
neva..vi.w@as f& - ( mame prthivim stryena =3 gfadta gaw, V.85.5);6
and we may say in the words of Genesis Il.i. that “thus the heavens and the
earth were finished, and all the host of them"’.

Our citations above have been chosen in part to bring out the connection
of the Sun with the act of creative delimitation by which the Three (or Seven, or
Thrice Seven) Worlds are made actual. For we must assume from Rv, 1.110.3
and 5 that the “Asura’s cup” made fourfold by the Rbhus is really the “platter”
or disc (patra gra—mandala wvsw ) of the Sun (or rather, ante principium, that
of the United Sun and Moon, Heaven and Earth, coincident in the beginning as .
they are at the end of time); we remark not merely the appositional sequence :

introduction
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arch as a dome in cross-section) converge towards the common apex of the
separated being, which apex is in fact their ‘key’ ?”

In this matter of procedure from unity to quadrature there is something|
analogous to the work of the three Rbhus in making four cups out of Tvagt_
one. These Rbhus compose a triad of “artists”,* who are described as “Men|
of the interspace, or air” (antariksasya narah safesea aw:), and are said ._
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Our citations above have been chosen in part to bring out the connection
of the Sun with the act of creative delimitation by which the Three (or Seven, or
Thrice Seven) Worlds are made actual. For we must assume from Rv, 1.110.3
and 5 that the “Asura’s cup’ made fourfold by the Rbhus is really the “platter”
or disc (patra ar@=mandala swzw ) of the Sun (or rather, ante principium, that
of the United Sun and Moon, Heaven and Earth, coincident in the beginning as
they are at the end of time); we remark not merely the appositional sequence

9 A. K Coomaraswamy

#gavitr (the Sun) ... him-that-may-not-be-hidden . this only feeding vessel of
the Tfta‘n (Father)” (savité...agohyam...gamagm asurasya.bhal;(sanam elfan;l

Car AT TR HAE qGLE 9w ow g+, 1. 110 3, with patram a3 for
i sam =w4 in verse 5)7 and in Av. X. 8. 9 “bowl wherein is set the glory
g::i?c;rm" ( gémasa ..yasmin yaso nihitam visvarupam =gw --afeq gwit frfe
fama=q ), but also the later designation of the sun-door ashan “entrance cove_zre_d
over by the golden platter of truth™ ( hira:—;nyda.mayena patrena' s?tgasyaplhl-
tam mukham fgamin aw o weeafelzgd g@ ),8 Isa Up. 15. cf. Jaiminiya Up. Br.
861 ).

It is then, by means of the Sun, often described as the Titan's “eye”’, that
He surveys, experiences. and “‘feeds upon’’ the worlds of contingent being under
the Sun, which are in the power of Death, and properly His food; by means of
the Sun that these worlds are in the first place “measured out”,or “created”.
It is just this that is implied in the work of the Rbhus, who make of the single
solar “‘platter” four of the like sort, by which we can only understand four solar
stations, representing the limits of the solar motion in the four directions (motion
daily from East to West and back again, and annually from South to North and
back again). It will then be a matter of obtaining “food from all four quarters”
(Pafica-vimsa Br. XV.3.25): this may seem from a human point of view a
great thing; but it can be easily seen that it is far more in accordance with the
dignity of the divine unity to obtain all possible kinds of “nourishment” from
a single source, a veritable cup of plenty, than to obtain these varied foods from
widely extended sources: what Tvastr resents is in effect the partition of his
central unity involved by an extensien in the four directions. If all this is attri-
buted in Rv. either to the Deity in person or alternatively to a subsequently
deified triad of ‘*artists”, this can only be understood to mean that the latter are
collectively the three dimensions of space, and in this sense “powers”” whose
operation is indispensable to the extension of any horizontal “‘field’’ in terms of
the four quarters; it is in fact only by means of the three dimensions that an
original “one” can be made “tour”, “like a field” ( ksetram iva & =3 ), and
it is in this sense that we proceed from unity to quadrature by means of a
triangle. The converse procedure is given in the well-known miracle of the
Buddha's begging-bewl ( patta ga—patra, o= Jataka 1.80 ): that the Buddha
receives four bowls from the Kings of the Four Quarters, and making of these
four one bowl! eats from it, implies an involution of space, and what is evidently
and literally an atonement of what had been done by the Rbhus. For the
Buddha now a unified being, the Grail is once more as it had been in the begin-
ning and for Tvastr, single.

Thus considered, the “myth” of the Rbhus may be called a paraphrase of



Symbolism of Indian Architecture 10

a more usual fermula according to which the Sun is described as seven-rayed;10
of which seven, six represent the arms of the three-dimensional Cross of Spirj-
tual Light ( trivrd vajra fagz = ) by which the univeres is at once created
and supported.ll Of the six rays. those which correspond to the Zenith and
Nadir coincide with our Axis of the Universe ( skambha, divo dharuna, etc,
#wew, fadt aew ), [slamic Qutb, and Gnostic stauros, while those which corres-
pond to North and South, East and West, determine the extension of any hori-
zontal plane or ““world” ( /oka s, precisely as the Jocus of a specific ensemble
of possibilities ), for example, that of each of the seven worlds considered as a
given plane of being. The seventh ray alone passes through the Sun to the
suprasolar Brahma worlds ““where no sun shines’ (all that is under the Sup
being in the power of Death, and all beyond “immortal”); and is represenied
accordingly in any diagram by the point at which the arms of the three-dimen-
sional cross intersect, or as Mahidhara expresses it, “the seventhray is the
solar orb itself”, It is by this’"best ray”, the “one foot” of the Sun, that the
“heart” of each and every separated essence is directly connected with the Sun;
and it will prove to be significant in our interpretation of the summit of the
dome that when the separated essence can be thought of as returned to the
centre of its own being on whatever plane of being that this seventh ray will

evidently coincide with the axis of the Universe. In the case of the Buddha’s
“First Meditation’,12 it is evidently just because he is for the time being comp-

letely reverted and thus analogically situated at the “navel of the earth” the
nether pole of the Axis, that the Sun aSove him casts an unmoving shadow,

while the shadows of other trees than the one under which he is seated change
their place. We need hardly say that the position of the Axis of the Universe

is a universal and not a local position; the “navel of the earth” is “within you”,

else it were impossible to “build up agni intellectually”, as the Satapatha

Brahmana expresses what is formulated in Christianity as the “bringing to birth

of Christ in the soul”. In the same way the centre of every habitation is analo-

gically the centre, an hypostasized centre, of the world, and immediately under-

lies the similarly hypostasized centre of the sky at what is the other pole of

the Axis at once of the edifice and of the universe it represents.

Every house is therefore the universe in a likeness, and provided with an
analogous content; as M. Mus expresses it “The House and the World are two
equivalent sums .. The family living in it is the image of the countless crowd of
creatures dwelling in the sheiter of the cosmic house; of which the ceiling or
roof is heaven, light, and sun”’. The work of the architect is really an *‘imita-
tion of nature in her manner of operation”: the several houses reflect in their
accidents the peculiarity of as many builders, but are essentially ’so many
hypostases of one and the same world and all together possess but one and the

11 A. K. Coomaraswamy

same reality, that of this universal world"”.13

What we have said with respect to the house applies with equal force to
many other constructions, of which we may cite Fhe chariot as a notable _exa.rn-
ple. No less precisely than the house, the chariot .reprl.:nduces the CO!‘IS.TITUUOF\
of the universe in luminous detail. The human vehicle is an exemplary ||keraess
of the cosmic vehicle or body in which the course is run from darknessl to light,
from endless end to endless end of the universe, conc.eived at once in tem.}s
of space (and in this sense as stable) and in terms of time (as the year, a.nd in
this sense revolving).!4 The paired wheels of this cosmic vehicle or universal
incarnation of the Spirit, its driver, are respectively Heaven and Earth, at once
divided and united by the axle-tree, on which the revolution of the wheels
takes place (Rv. X.89.4). This axle-tree is the same thing as our Axis of the
Universe, and trunk of the Tree, and the informing principle of the whole cons-
truction. The division of the wheels which is the act of creation, brings into
being a space within which the individually proceeding principles are borne on
their way; while their reunion, realised by the charioteer when he returns from
the circumference to the centre of his own being, is the rolling up of time and
space, leaving only a single wheel in principle (Dante's prima rots), of which
the hub is that solar gate “through the midst of which one escapes altogether”
(atimucyate wfagzas, Jaiminiya Up. Br. 1.3.5) from the revolving cosmos into
an uncontained empyrean. Nothing will be changed in principle if we take
into account in the same way of the exemplary likeness of ships to the cosmic
Ship of Life in which the Great Voyage is undertaken; the deck corresponding
to the surface of the earth, the mast coinciding with the vertical axis of the
house and axle-tree of the chariot, while the “crow’s nest” corresponds to the
seat of the all-seeing Sun above.

All that we have implied, here and elsewhere, with respect to the imita-
tion of heavenly prototypes in human works of art, and the conception of the
arts themselves as a body of transmitted knowledge of ultimately superhuman
origin, can be applied equally to the case of the artificer himself just as also in
Christian philosophy there is taken for granted an exemplary likeness of the
human architect to the Architect of the World, and as indeed the consistency
of the doctrine requires. If we consider such an architectural treatise as the
Manasara, we find in the first place clear evidence of a direct dependence
upon vedic sources, for example, in the statement that the master-architect
(sthapati #mfy) and also his three companions or assistants, the surveyor
(sttra-grahl g=-atd), the builder and painter (vardhaki mz %1), and carpenter
(taksaka ===) are required, by way of professional qualification, to be acquain-
ted both with the Vedas and with their accessory sciences (sthapatih......
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vedavig-chastra-paragah eaif: ¥zfasera = o, loc et
of all beings"” (ib. 111.7 ), evidently an echo of Rv.
(Visvakarma fasasai)”, ib. Il. 2:

fashioners” after him (ib. 11.5).
architects” correspond to the four ritual priests of the sacrifice,
in particular to that one who is styled pre-eminently the Brahmana as distin-
guished from the others by his greater knowledge, without which their operation
would be defective. In our Mediaeval Sinhalese Art (Broad Campden, Essex
House Press, 1908) we have called attention to the sacerdotal and regal func-
tions performed even by the modern sthapati in Ceylon. A similar analogy
could be drawn between the ““four architects” on the one hand, and the Sun or
solar Indra with his particular associates, the Rbhus. And finally, the designa-
tion of the master-architect as sthapati immediately suggests vi...atisthipah
fa - afafsa: in Rv. 1.56.5-6, where it is a matter of the architectual construction
of the universe, with its axial “pillar of heaven” (dive dharunam, fadt gso cf.
IX. 73.7 where Soma as the Tres of Life is aharunah mahah divah, szer: =z
f=3: “the great stauros of the sky"’), and rigid crossbeam (tiro dharunam
acyutam fa&t a=q ws34) : sthapati and atisthipah being equally causative
forms of stha (s1) in the sense “'to set up”. Rv. 1.56 at the same time makes a

direct connection bziween the construction of the universe and the smiting !

of the Serpent, Ahi-Vrtra «fg - aa, the significance of which will appear later.
We may say that just as much as the sacrifice itself, (a synthesis of all the arisj,
every artistic operation, as such opnaration is eavisaged by tradition, is an
imitation of what was done by the Gods in the beginning.

The questions of the Rbhus and of the Cross of Light have been intro-

duced into our discussion of the principles of sacred architecture (from the
traditional point of view, there is nothing that can be defined as essentially or

wholly secular) primarily in order to provide a background illustrative of the

manner in which the problems of spatial extension and construction have been

traditionally approached. Qur method of approach is based upon the fact that

the technical problem as such only presents itsslf when there has already been

imagined a form to be realised in the material. Whether we have in view a

spatial universe or a human construction, the idea of aspace to be enclosed
between a vault above and a plane below must be assumed in the mind of the
architect logically prior to any actual becoming of the work to be done: which
priority will be merely logical in the case of the Divine Architect, but must be
also temporal in the case of the human builder who proceeds from potentiality

.13 and f.), and.
in such verses as “It is through the Sun that the Earth becomes the support

V. 85.5 cited above 15
Furthermore, “It has been said by the Lord himself that he is the All-fashioner.

and it is from his four “faces” that are des-
cended the quartet of architects mentioned above, who are moreover called “all-

It may be added that evidently the ‘four
the sthapati
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to act. And prior to this formal cause, with the same reservations, there muhst
be assumed a final cause or purpose of the construction to be un.dertaken, t s
artist always working both per artem et ex voluntate. The same will hokfl goo

whether we take account of the house of the bbody, a confstructed dwelling, or
the universe as a whole, just as formally considered there is a correspon.dence
between the human body, 16 human buiiding, and lwhofe world, so tlhere is e'nlso
a teleological correspondence: all these constructions have as their pra.ctlcai
function to shelter individual principles on their way from on.e stan‘e of being to
another to provide, in other words, a field of experience in which they c.:an
~hecome what they are’’. The concepts of creation (means) and of redemgtlon
(end) are complementary and inseparable: the Sun is not ‘merely the archit?ct
of space, but also the liberator of all things thereinto (which Wc.)uld otherwise
remain in an obscurity of mere potentiality), and finally of all things therefrom.

It can be said with respect to any of these houses to which we have
referred that one enters into the provided environment at its lowest level (at
birth) and departs from it at its highest level (at death); or in other word.s that
ingress is horizontal, egress vertical (these are the two directions of motion .o_n
the wheel of life, respectively peripheral and centripetal). If this is not empiri-
cally evident in all respects,17 this is nevertheless an accurate presentation of the
traditional concept of the passage of any individual consciousness through any
“’space’’; and this is a matter of importance, because it is precisely in the notion
of a vertical egress that we shall find an explanation of the symbolism of our
domes.

We are not then disposed to enquire whether or not, or whether to some
extent, the form of a stupa may or may not have been derived from that of a
tumulus or domed hut (we agree in fact with M. Mus in rejecting such a
theory of origins), but rather to seek for what may be called the common formal
principle that finds expression equally in all of these and in other related cons-
tructions. We propose to consider the architectural form primarily as an ima-
gined (dhyatam sa)18 form, referring its ““origin’’ rather to ““Man’’ universally,
in whom the artist and the patron are one essence, that to this or that man
individually. It need hardly be said that the traditional theory of art, and the
Indian tradition in particular, invariably assume an “intellectual operation”
(actus primus) preceding the artist's manual operation. We have diseussed
this elsewhere in connection with the later sources,1® but may remark that the
principle is clearly expressed in Indian texts from the beginning by the constant
employment of the roots dhi () or dhyai (¢75)20 and cit (faq) or cint (f&q) in
Connection with all kinds of constructive operation, such as the fashioning of
an incantation or that of a chariot or altar. For example, in Rv. [l 2.1 the
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priests are said to bring Agni anigh by contemplation” (dhiy3a fean), ‘“‘even
it is by contemplation that the tool gives form to the chariot”: Av. X.1.8 whe ;-'
we find the image “even as by a Rbhu the parts of a chariot are put toge[hew'
by means of a contemplation” (dhiya) : and Satapatha Br. VI. 2.3.1
passim) where in connection with the building of the Fire Altar, whenever tha
builders are at a loss, not knowing how to build up the next course of structm
we find a sequence of words in which they are enjoined to “‘contemplat
(cetayadhvam JFmed) and are then described as “’seeing”’ (apasyan wgma) t .;.-
required form. It is thus not by means of the empirical faculties, nor so to say
experimentally, but intellectually that the formal cause is apprehended in ap
imitable form. We are considering the dome accordingly primarily as a work o
the imagination, and only secondarily as a technical achievement. '

Man has always, in a manner that we have tried to indicate above, corre-|
lated his own constructions with cosmic or supramundane prototypes. .
Plotinus expresses it, ““The crafts such as building and carpentry which give '.
matter in wrought forms may be said, in that they draw on pattern, to take thei ;
principles from that realm and from the thinking there” (Enneads, V. 9.11). Fa
example, the Indian seven-storeyed palace (prasada swE) with its  various
floors or ““earths” (bhumi afa) has always been thought of as analogous to the
universe of seven worlds; and one mounts to the top storey as if to the summil
of contingent being (bhavagra wam), just as the Sun ascends the sky and from
his station in the zenith surveys the universe. It has been pointed out by Mu
in his magnificent monograph on Barabudur, from which we have quoted above
that the stupa, particularly when monolithic, is essentially a domed form ra:h
than a domed construction, and therefore, necessarily to be understood rath |
from a symbolic than from a practically functional point of view: it represents a
universe in parvo, the abode of a person who has passed away, analogous
the universe itself considered as the body or abode of an active “Persen”. In
the same way the Christian church, functionally adapted to the uses of liturgy:
which are themselves entirely a matter of symbolic significance, derives its form
from an authority higher than that of the individual builder who is its responsE
ble architect; just as also in the case of the painted icons. “That area alone
belongs to the painter; the ordering and the composition belong to the Fathers”
(Second Council of Nicea). Inthe same way the Indian architect “should
reject what has not been prescribed (anuktam w3='), and in every respect per-
form what has been prescribed” (Manasara); just as it is stated in connection
with images that “‘the beautiful is not what pleases the fancy, but what is in
agreement with the canon’ (Sukranitisara, IV. 4.75 and 106) the function of
which canon is to provide the support for the contemplative act in which an
imitable form is visualised (/b. 70.71).21
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Before proceeding to a more detailed consideration of the ideology
expressed in Indian domed constructions, and in what may be termed the
archetypal form of any edifice, we must point out that what has been said by
M. Mus for the stupa and for the palace, “this Buddhist monument is compre-
hensible primarily with respect to its axis” and “we say of the prasada (sw=),
as of the stapa (s37), that it is to be understeod with respect to its axis, and
that all the rest is only accessory decoration”,22 is of universal application,23
This is sufficiently evident in the case of a domed hut of which the roof is
actually supported by a king-post, thought of not merely as connecting the
apex of the roof with a tie-beam. but as extending from the apex to the ground.
We wish to point out, however, that while huts of this type have certainly
existed, and that similarly at least in some cases (e.g. at Ghantasala) the axis
of the stupa was actually and structurally represented within it, the importance
of the axis in principle is no more necessarily represented by an actual pillar
within the building than it would be possible to demonstrate the empirical
existence of an Axis of the Universe, which axis is indeed always sp_ken of as
a purely spiritual or pneumatic essence. On the other hand, we do find that the
prolongations of the axis above the roof and below the around are materially
represented in actual construction; above, thatis, by a finial, which may be
relatively inconspicuous, but in many stupas extends upwards in the form of a
veritably “sky-scraping’’ mast (yasti aftz) or “Sacrificial-post” (ytpa z1) far
beyond the dome; and below the floor of the contained space by the peg of
khadira wood driven into the ground and by which the head of the all-suppor-
ting Serpent is fixed.24 In any traditional society, every operation is in the stric-
test sense of the word a rite, and typically a mataphysical rather than a religious
(devotional) rite; and it is of the very nature of the rite that it is a mimesis of
what was done “in the beginning”. The erection of a house is in just this
enses an imitation of the creation of the world; and it is in this connection that
the transfixation of the head of the Serpent, alluded to above, and regarded as
an indispensable operation, acquires an intelligible meaning. In modern prac-
tice “the astrologer shows what spot in the foundation is exactly above the
head of the snake that supports the world. The mason fashions a little wooden
Peg from the wood of the Khadira tree, and with a cocoanut drives the peg into
the ground at this particular spot, in such a way as to peg the head of the snake
s‘ecureiy down....if this snake should ever shake the world to pieces”. A founda-
tion stone (padma-sila sarfirsr), with a eight-petalled lotus carved upon it, is
set in mortar above the peg. A Brahman priest assists at all these rites, reciting
appropriate incantations (mantras),25 As M. Mus very justly adds to this
citation, “If one performs in this way what is apparently a sacrilege, it is with
a view to avoiding such quakings of the earth as might be caused if the Serpent
should move its head”.26 A very siriking example of the rite is to be found in
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the “Ballad of the Iron Pillar”, at Delhi: “All sbove a polished shaft, afl
piercing spike below. Where they marked the Naga's head (ées_.a'g in a subs-'-
quent verse), deep the point was driven down....Soon a castle clothed wj
might round the iron pillar clomb; soon a city........ " but when at the instigat j_f..'
of an enemy of the royal ‘““house”, the bloody point is afterwards withdrawn_f:
“Sudden earthquakes shook the plain’.28

The earth was originally insecure, ““quaking like a lotus leaf: for the gale
was tossing it hither and thither........ The Gods said, “Come, let us make stea
this support” (éatapatha Br. [l. 1.1. 8-9).29 The architect who drives down
his peg into the head of the Serpent is doing what was done by the Gods if
the beginning, what was done for example by Soma when he “fixed the miser
(panim astabhayat afmmeasmg, Rv. VI. 44. 22), and “made fast the quaki !:_
Earth” (prthivim vyathamanam-adrmhat a: gfrst maaiTmEgs. Rv. 1l....12.
and by Indra when he “smote the Serpent in his lair” (ahim...sayathe jagha
ufe afe? svatgant & g favamg: ma% w=m, Ry, VI 17 9); and what has been done,
and is done, by every solar hero and Messiah when he transfixes the Dragor
and freads him underfoot.

In conclusion of the present introduction a word may be said on the
principle invelved in the symbolic interpretation of artefacts. The modern critie
is apt to maintain that symbolic meanings are “read into” the “facts” whick
“must” originally have had no meaning, but only a physical efficiency. Nof
could any objection be made to this if it were a matter of such absurdities of !
“interpretation” as are involved in an explanation of Gothic arches as imitated
from the interlacing branches of forest trees, or implied in the designation of
certain well known classical ornaments as “‘acanthus” and “egg and dart’
motifs. Far from such sentimental fancies, a correct symbolic exegesis must be
founded on a real knowledge of the principles involved, and supported by cited
texts, which are just as much facts as the monuments themselves. The moder
critic is apt, however, to go further, and to argue that even the oldest citable
texts are already ““meanings read into™ still older forms, which perhaps had
originally no intellectual significance whatever, but only a physical function.

The truth is, however, that it is precisely in adopting this point of views|
that we are reading our own mentality into that of the primitive artificer. Oul
division of artefacts into “industrial” and “decorative”, ““applied” and **fine’
art, would have been unintelligible to the primitive and normal man, who could
no more have separated use from meaning than meaning from use; as M. Mus
remarks, “The true fact, the only fact of which the builders were aware, was a
combination of both”;30 in primitive and traditional art the whole man finds
expression, and therefore there is always in the artefact */a polar balance o
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physical and metaphysical”, and it is only on th:.eir way down ”to us that.th.e
tracitional forms “‘have been more and more emptied of cor.nent .31 llee primi-
tive artefact can no mare be fully explained by our economic determinism that
it can be by our aestheticism; the man who did by t.hmkmg, and thought by
doing, was not as we are solely concerned about pl'!ysu:al safe'ty a_nd comfort,
but far more self-sufficient; he was as profoundly interesied in himself as we

are now-a-days in our bodies.



Let us for a moment abandon the consideration of architecture for that
of another craft, the smith’s, and that of his ancestor, the maker of stone

weapons.

Tangible symbals, no less than words, have their etymons; in this sense,
a "derivation” of the sword, and similarly of the celt, from a “root* or archetype
in lightning is universal and world-wide.

In éatapatha Br. |. 2.4 there is described the origin of the sacrificial
sword, sacrificial post, chariot (of which the axle-tree is evidently the princi-
ple), and arrow from Indra's vajra (= thunderbolt, lightning, adamantine lance
and stauros). “When Indra hurled the thunderbolt at Vrtra, that one thus hurled
became fourfold. Thereof the wooden sword (sphya ) represents a third or
thereabouts, the sacrificial post about a third or thereabouts, and the chariot
(sc. axle-tree) one third or thereabouts. That (fourth and shortest) piece more-
over, with which he struck him was broken away, and flying off (patitva afazar) 32
became an arrow; whence the designation ‘arrow’ ($ara #7) inasmuch as it was
‘broken away’ ( asiryata wwftda ). In this way the thunderbolt became fourfold.
Priests make use of two of these in sacrifice, while men of royal blood make
use of two in battle..........Now when he ( the priest ) brandishes the wooden
sword, it is the thunderbolt ( vajra ) that he raises against the wicked, spiteful
e€nemy, even as Indra in that day raised the thunderbolt against the Dragon
(Vrtra 3a)........He takes it with the incantation “/At tne instigation of divine
Savitr (wfas the Sun) | take thee with the arms of the Asvins, with the hands
_‘-"f_PESﬂn (the Sun)...with His hands therefore he takes it, not with his own; for
]t is the thunderbolt, and no man can hold that...He murmurs, and thereby makes
itsharp, ‘Thou art Indra’s right arm’, for Indra’s right arm is no doubt the strong-
est, and therefore he says ‘Thou art Indra’s right arm’. ‘The thousand-spiked,
the hundred edged’, he adds, for a thousand spikes and a hundred edges had that
thunderbolt that Indra hurled at Vrtra; he thereby make the wooden sword to be
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that thunderbolt. ‘The keen-edged Gale (vayu amg) art thou’,38 he adds; for he
who blows here is indeed the kesnest edge; for he cuts across these worlds; he
thereby makes it sharp. When he further says: ‘The killer of the foe’, let him,
whether he wishes to exercise or not, say: ‘The killer of so and so’.34 When |t
has been sharpened, he must not touch either himself or the earth with it: ‘Lest
I should hurt, etc.” Later, he brandishes the sword thrice, driving away the
Asuras from the Three Worlds, and a fourth to repel the Asuras from ”What
fourth world there may or may not be beyond these Three'’: the first three stro-
kes being made with chanted formulae, the fourth stroke silently. The third
verse of the Satapatha Br. text, cited above, affirms in effect in hoc srgn
vinces. The wooden sword is described as straight (Katy . Sr. I. 3.33. 39), and
the usual word for sword, khadga (=sn) is used in connection with it, and 1§
itmust accordingly have had a guard, it is clear that must have been cruciform,
The Europzan parallel is sufficiently obvious; sword and cross are virtually
dﬁntn‘:ed in Charistian knightly usage; the sword, at least, can be used as _

weapon, in the banning of ewl spirits.

In Japan the sword is similarly ”derwed” from an archetypal ]aghtmn

i

Susa-no-Wo—no—Mikoto, whom we may call the “Shinto Indra”, in the tail of
the Dragon of the Clouds, whom he slays and dissevers, receiving in return the
last of the daughter of the Earth, whose seven predecessors have been consu-
med by the Dragon.35 The solar hero, in other words, possesses himself of th;'_

comes a veritable palladium, a talisman “fallen from the sky” (div;
patita faat-afsa), whether as a cult-object in a Shinto shrine or ”symbohs:n
the soul of the Samurai, and as such the object of his worship™. . Holtom
“worship™ is, however, scarcely the right word here. The sword ofa Samural
is thought of both as himself or own soul (tamashii) or alter ego, and also @
the embodiment of a guardian principle (mamori), and thus asaprotectd;
spiritually as well as physically. The first conception, that of the sword as an
extension of one’s own essence bears a close likeness to the doctrine of the
Brhad Devata |.74, where the weapon of a Deva “is precisely his fie /-
energy”’ (tejas tv-evayudham...yasya yat awq edqms...asm 7)), and [V. 143
where conversely the Deva “is its inspiration’ (tasyatma bahudha sah %3
Tga @ better perhaps “is hypostasised in it"”). The Templar's sword is in thé
same way a “power” and extension of his own being, and not a “mere tool™
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v an outsider (pro-fanus) would speak of the Crusader as “worship-
4 anc satisfied
a palladium,
ideas

but onl
ping”’ his sword. Dr. Holtom is, of course, a "good anthropologist,

with naturalistic and sociological explanations of the weapon as
of celestial derivation; we, who see in traditional art an incarnat
rather than the idealisation of facts, should prefer to speak of an adequate
symbolism and an adaptation of superior principles to human necessities.

tion of

The same idea can be recognized in the fact that in the mysteries of t‘he
|daean Daktyls, Pythagoras was purified by a “thunderstone”, wmch. as Mws
Harrison says was “in all probability nothing but a black STOI'IIB celt, the simp-
lest form of stone-age axe’; and in the fact that the designation of sione a‘xes
and arrowheads as ““thunderbolts” and the attribution to them of a ‘mag|rca_
efficasy has bezn “almost world-wide”. “We agree with Miss Harrison tnaf
this idea was not of popular origin; but not therefore that it must have been of
late origin; for we see no force or sense in her view that “the wide-spread
delusion that these celts were thunderbolts cannot have taken hold of men’'s
minds till a time when their real use as ordinary axes was forgotten....... cannot
therefore have been very primitive” (Then.is, pp. 89, 90). ““Delusion... cannot”,
—a non sequitur from any point of view, for if the Hindu and the Japanese can
call a wooden or a metal sword a thunderbolt at a time when these weapons
were in ‘“real use”, it is hard to see why primitive man, who was also in some
sense a shamanist, should not have done the samz. In the first place there can
be little doubt that primitive man enspirited his weapons by appropriate incan-
tations (as did the Hindu and the Japanese, and as the Christian Church even
to this day consecrates a variety of objects made by hands, notably in the case
of “transubstantiation”), and thzsreby endowed tham with a more than human
efficiency; and in the second place, if we assums from the world-wide and
“superstitious” (“stand-overish”) prevalence of the notion, and also on more
general grounds, that he already called his weapons thunderbolts, though per-
fectly aware of their actual artificiality, can we possibly suppose that he meant
this to be taken in any more literal (or any less real) sense that the Brahman
who likewise calls his sword a vajra,—thunderbolt, lightning, or adamant ?:6
Primitive man, as every schoolboy knows, recognized a will in all things,—"lron
of itself draws a man on”"—, and has therefore been called an ‘“animist”. The
term is only inappropriate because it was not an independent anima (*'soul”)
that he saw in everything, but mana, (=w) a spiritual rather than a psychic
power, undifferentiated in itself, but in which all things participated according
to their own nature. In other words, he explained the being-in-act or efficacy
of any contingent thing by thinking of it as informed by an omnipresent, inexhau-
stible, informal and unparticularised Being and source of all power: which is
Precisely the Christian and Hindu doctrine.37 We say, then, that primitive man
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already spoke of his weapons as “thunderbolts”, and more, that he knew wh'.
he meant when he called them such; that the same is true of the more sophis
cated Hindu and Japanese, with only this difference, that he can prove ,;:ﬁ" .
chapter and verse that he calls his weapon, thunderborn without being unawa}, |
of their artifactuality and practical use; that the Christian in the same way ”wop;'
ships idols made by hands™ (as the iconoclast or anthropologist might say)_;
while able to show that it is not as a fetish that he “worships” the icon; and |
finally that if there are to be found ignorant peasants who speak of celts ag
thunderbolts without knowing them for weapons, in this case only we have ‘:"\'T
do with a veritable superstition or “stand-over",—a superstition which it shoul
have been the business of the anthropologist rather to elucidate than merely to
record. All of these considerations apply, mutatis mutandis, to the problem 9‘?
architectural symbolism. How then can we propose to explain the genesis t"]f |
the forms embodied in works of art only by an enumeration of the material facts:
and functions of the artefact ? To take a case in point, it is certainly not
purely “‘practical” considerations that one can explain the position of the
harmika (gfa=) or “little dwelling”, or deva kotuwa (%= #zar) or “citade
of the Gods" immediately above and outside the apex of the stupa; whereas

the raison d’etre of this emplacement becomes immediately evident if we undet— .

stand that “immediate above the apex of the dome” is as much as to sa_'-.'_
“beyond the Sun™; all that is mortal being contained within, and all that is
immortal exceeding the structure.

But let us also consider the matter from a physically practical point
view. We have agreed that the symbols, on their way down to us, tend more
and more to become merely decorative “art forms”, a sort of upholstery, to |
which we cling either from habit or for ““aesthetic’” reasons: and that the corres_f
ponding rites, with which for example the work of construction is “blessed” ‘.-‘? '
various stages, become mere superstitious. In this case we ask, what practical
value was originally served by these now apparently useless institutions ant:'_i__
survivals ? In a purely material sense, what have we gained or lost by an implici’.'_'_
decision to “live by bread alone ?"" Was the actual stability of buildings in any
way secured by the recognition of such meanings and the performance of suc_ﬁ'
rites as we have described above ? We mention bread, because all that we have
to say will apply as much to agricultural as to architectural rites. Notto take
up too much space, we shall only ask whether or not it is by chance that the |
neglect of agriculture as a sacred art, and denial of a spiritual significance t0.
bread, have coincided with a decline in the quality of the product, so conspi- |
cuous that only a people altogether forgetful of the realities of life, and drugged ™
by the phraseology of advertisers, could have fajled to remark it.
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For the answer to this question we refer the reader to M. Gle.zes, Vie et
Mort de L'occident Chretien, Sablons, 1930, of which the latter part is devoted
to “Le Mystere du Pain et du Vin". Here we gha?l onlv.attempt to show that
in spite of all our scientific knowledge (which is in reality nof s0 mU(.:h at the
consumetr’s disposal as it is at the disposal of the consumer's explt?)ltef',. the
commercial builder and real estate agent), there can be traced z? significant
parallel between the neglect of architecture as .a sacreq and symbolic art and an
sctual instability of buildings; that it is not without its consequences for the
householder that the builder and mason can no longer conceive what it may
have meant to be “initiated into the mystery of their craft”, nor in what sense
an architect could ever have played the part of priest and king. Let us grant
that rites as such, envisaged that is simply as a mechanical going through with
habitual and required motions, cannot be supposed to affectin any way the
stability of a structure, and that the stability of an actual building depends
essentially on the proper adjustment of materials and stresses, and not on what
has been said or done in connection with the building. It remains that in
considering only materials and stresses, of which an admirable knowledge may
exist in theory, we are leaving out the builder. Does nothing depend upon
him, upon his honesty, for example ? Is it of no consequence whatever if he
mixes too much sand with his mortar ? as he will surely do, whatever the text-
book says, it he is building only for profit, and not for use ? Arguing not
merely on principle, but also from personal contact with hereditary craftsmen in
whom a tradition of workmanship has been transmitted through countless
generatiohs, we affirm that so long as faith remains, that the attribution of
superhuman origins and symbolic significance to architecture, and the participa-
tion of the architect in metaphysical rites in which a direct connection is made
of macrocosmic with microcosmic proportions, confer upon the architect a
human dignity and a responsibility far other than that of the “contractor”, who
at the best may calculate that “’honesty is the best policy’.38 We say that
further that it is not merely a questicn of ethics; but that the recognition of the
possibility of an “artistic sin”’, as a thing distinct in kind from “moral sin”,39
even in Europe (where occasional workmen are still to be found whose first
concern is with the good of the work to be done) long delayed the appearance
of what is now called “jerry-building””. We are not here however, primarily
concerned with these practical and technical considerations, but more with
meanings, and with the artefact considered as a symbol and as a possible
Support of a contemplation dispositive to gnosis. We say that just as it is
beyond the capacity of man to make anything whatever so purely spiritual and
intellectual as to afford no sensuous satisfaction so it is beneath the dignity of
man to make anything whatever with a view to an exclusijvely material good,
and devoid of any higher reference. We who have consented to this subhuman
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standard of living, cannot postulate in primitive man such limitations as ou
own, Even at the present day peoples survive, uncentaminated by civilisation,
to whom it has never occurred that it might be either possible or desirable'f‘
live by bread alone, or in any manufacture to separate function from signifi-
cance. It is not by any means only for political reasons that western civilisati_";
is feared and hated by the Orient, but also because “it is impossible for one to.
obtain liberation who lives in a town covered with dust” (Baudhayana Dh,
Su, Il. 3.6. 33). We are not, then, “reading meanings into’’ primitive w::r'_:,
of art when we discuss their formal principles and final causes, treating them
as symbols and supports of contemplation rather than as objects of a pure_[.'
material utility, but simply reading their meaning.2® For to say “traditional a:_‘t-}'»
is to say ‘‘the art of peoples who took for granted the superiority of the contem-
plative to the active life, and regarded the life of pleasure as we regard the life
of animals, determined enly by affective reactions’”. “A person knows what i
and is not mundane, and is so endowed that by the mortal he pursues th
immortal. But as for the herd, theirs is an acute discrimination merely accord-
ing to hunger and thirst”” (Aitareya Br. 1l. 3.2), cf. Boethius, Contra Evtychen,
Il, “There is no person of a horse or ox or any other of the animais which, dun{
and unreascning, live a life of sense alone, but we say there is a person of a
man, or God”.

PART - 111

World Roof and its Eye



We shall take it for granted that the reader is familiar with our “Pali
kannika (sfursr) —circular Roof-Plate”, JAOS. 50, 1930, pp. 238-243. To what
has been said there we wish to add in the first place thatit can hardly be
doubted that the kaniiika or roof-plate of a demed structure, the meeting-place
of its converging rafters, had almost certainly, as the term itself suggests, the
form of a lotus, and that this lotus was in effect the Sun, “‘the one lotus of the
zenith” (Brhadaranyaka Up. VI. 3.6), to be correlated with the “lotus of the
earth’”” and womb of Agni below: and secondly that the expression vijjhitva
(fafswar) (Skr. root vyadh), Jataka 1.201, implies a central perforation of the
kannika-mandalam (sfmsraezs) which was itself an image of the disc of the
Sun (sturya-mandalam), and at the same time constituted what may have been
called the ‘“‘eye’” of the dome, although for this we have no Indian literary
evidence beyond the use of ““eye” for “window” in the word gavaksa wnam
(literally “bull’s eye”), and the expression “‘eye of a lotus” (puskaraksa gsFzis)
occurring in Panini V. 4.76. We need hardly say that “Sun” and *‘Eye’” are
constantly assimilated notions in Vedic mythology, and that it is from the same
point of view that the Buddha is frequently called the “Eye in the World”
(cakkhumalaoke FRIATATF) 4L

A majority of existing domes are in fact provided with an apical aperture,
c?"":d the “eye of the dome” : Gwilt, Arch. Gloss., “eye” as “a general term
f'glmfviﬂg the centre of any part. The eye of a dome is the horizontal aperture
In Its summit. The eye of a volute?? is the circle in its centre”.

“On the Acropolis of Athens........... In the north porch of the Erectheion
fra the mar!(s of a trident. In examining the roof of this north porch it has been
ound that Immediately above the trident-mark an opening in the roof had been
Purposely left: the architectural traces are clear”’.28 The Roman Pantheon was
lighted by an enormous eye, open to the sky, making the structure in fact
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hypaethrai. More often the eye of a dome is comparatively small, and openg
into a “lantern” above the dome, which lantern admits light but excludes rain,_
In the case of the stipa there is likewise an opening at the summit of :;__
dome, the purpose of which is to serve as a place of insertion or socket for th’
mast overstands the dome, and which is therefore also an “‘eye".

In any case, and whether an opening or a socket, the aperture can
regarded as at the same time functional (source of illumination, mortice, etc_;)
and as symbolic (msans of passage from the interior to the exterior of the
dome). It may be further observed that the eye in a roof is also a louvre gr
luffer permitting the escape of smoke from the central fire beneath it.44 Théf
the eye or luffer thus functions as a chimney (as well as a source of light) by
no means reduces, but rather reinforces the macrocosmic symbolism, for it is |
both as an ascending flame and as a pillar of smoke by which Agni props uﬁ

the sky, as in Bv. IV. 6. 2-3 where ““Agni, even as it were a builder, hath Iifte_"_
up on high his splendour, even as it were a builder his smoke, yea, holdeth _u'
the sky (stabhayat upa dyam etamg 37 Zaf) ........a standard, as it were the
pillar cof sacrifice (svaru ras—yupa g7), firmly planted and duly chrismed”, il

Rv. Illl. 5. 10, IV. B.1, VI. 17.7. -

Itis certainly not without significance that vijjhitva, “perforating” or |
“penetrating”, is also employed in connection with the piercing of a mark or
bull's eye by an arrow, e.g., in Jataka V.129 f., where there is an account o

possessed of the power cf aerial flight, to be subsequently discussed. One of |
the feats of the “Keeper of Light”, whom we can only regard as a “’solar herc}i:_;’ !
and like the Buddha a “kinsman of the Sun” (adicea-bandhu sidsa—=73), IS
called “the threading of the circle” (cakka-viddham =s=-faz). In the execu=|
tion of this feat, his arrow, to which a scarlet thread (ratta-suttakam <=-ga%) |
has besn attached, penetrates in succession four marks placed at the four
corners of the arena, returning through the first of these marks to his hand. '[hl-fg
describing a circle which proceeds from and ends in himself as its centre, Th.!l?
the Bodhisattva, standing within a fourcornered field (caturassa-parigghed’
abbhantare =gwra-fisdzewat) connects its corners (the four quarters. cfi
Satapatha Br. VI. 1.2. 29) to himself by means of a thread (suttakam g?ﬁa‘"
stitram ®7): and this unmistakably a “folklore” version of the sttratman
(gawwt) doctrine, according to which the Sun connects these worlds and all
things to himself by means of a thread of spiritual light.47

We cannot, indeed, agree with M. Foucher that the wellknown bow’-an'
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arrow symbol met with on early Indian coins primarily represents a stE_Tpa. On
the other hand, as pointed out by M. Mus, ““Does n.Ot the stupa, consndergd as
constructed wholly round about the axis of the universe, Iook. strangely like a
bow to which an arrow has been set 7?7418 and we may add like other don'.ned
structures, if thought of in cross-section. Remembering the‘ actual perforation
(vijjhitva fafaeai) of our roof plate, and what has been Salfj abgve aboult the
“gye of a dome”’, we cannot but be struck by the fact that in this symbol of a
bow and arrow suggesting the cross-section of a stupa (or any like domed
structure) the arrow actually penetrates the apex of the ““dome’’; in other words
breaks through the summit of contingent being (bhavégra waw), through the
station of the Sun in the zenith into a beyond.

It is at this point that our symbolic archery becomes most significant.
For, as will now be seen, that goal which lies beyond the Sun, and which is
usually described as reached by a passing through the midst of the Sun, is also
very strikingly described in Muadaka Up. Il. 2. 2-4 (which we cite in a slightly
condensed form) as to be attained by means of a spirituai markmanship:
“Resplendent-sun ( arcinam wufs ), imperishable Brahman, Breath of Life
(prapah smm), Truth satyam wed), Immortal,.......... That is the mark (laksyam
w@g) to be penetrated veddhavyam Fz=m).49 Taking for bow the mighty weapon
of the Upanisad, set thereunto an arrow pointed by reverent-service, and
bending it by the thought of the nature of That, penetrate (viddhi fafg)50 that
mark, my friend. OM is the bow, the Spirit (atman w:iz1r) the arrow, Brahman
the mark to be penetrated by one abstracted from sensuous-infatuation: as is
the arrow, so should he become of that same nature” (saravat tanmayo
bhavet aizaq #7351 «371), i. e. of the nature of That, the mark to be attaired. It
is only as no man to whom soul-and-body are “himself” no man who still
conceives “himself”" to be so-and-so, but as one who recognizes in *himselt"
(@tman = 71) only the immanent spirit ($ariratman wzean, dehin 2f), ard
moving in the Spirit (atmany etya sz3#:) or as our text expresses it, making
of himself a purely spiritual arrow, that any man can hit. That mark so as to
be confused with It, as like in like: just as, in more familiar imagery, when rivers

reach the sea, their individuality is undone, and one can only speak of “sea”
(Prasna Up. VI. 5).

The flight of our spiritual arrow is a flight and an emergence from a total
darkness underground and the chiaroscuro of space under the Sun into realms
of spiritual light where no Sun shines, nor Moon, but only the light of the Spirit,
V\fhich is Its own illumination.51 Now, as we know from texts too many to be
Cited here at length, it is through the Sun, and only through the Sun, the Truth
(satyam @td), and by the way of the well at the World's End, that there runs
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the road leading from this defined Order (rta *1@ kosmos) to an undefin"
Empyrean. It is “through the hub of the wheel, the midst of the Sun, the
cleft in heaven, that is all covered over by rays, that one is altogether liberate ..|
(Jai. Up. Br. |. 3. 5-6). The Sun is the world-gate loka-dvara wi=ziz). which
admits the Comprehensor into Paradise, but is a barrier (nirodha fa#ta) to the
ignorant” (Cha. Up. VIII. 6.6. cf. Jai. Up. Br. |. 5 and Ill. 14). The question
is asked accordingly “who is qualified (arhat/ sgfa) to pass through the midst
of the Sun ? (Jai Up. Br. I. o

those arhats (sg7) who ascend in the air, pass through the roof-plate (kanaika-
mandalam wfmz-nwew) and are “movers at will"”.

Before proceeding to consider these, however, we shall cite the account
of the Comprehensor’s passage of the Sun from Maitri Up. VI. 30, the wordina
of which is closely paralleled in texts already cited and in the Buddhist texts
follow. Here, then, it is said that the “Marut” (ss i. e. the King Brhadrat____
the “Lord of the Mighty Chariot” and disciple of Sakayanya, ib. [I. 1) “havi
done what had to be done (krtakrtyah. agex: i. e. as one “all in act””) depa ;

IV. 15. 5-6, “there is no return™): breaking through the Solar Gate, he ma
his way aloft” sauran dvaram bhitvordhvena vinirgata i< g% feeqtedn fafadm).
At this point the text makes a direct transition from the preceding narrative
what is apparently an outwardly manifested miracle to a formulation of th
ascension in terms of the “vectors of the heart” (hrdayasya nadyah, &
aigzx: Chandogya Up. VIIl. 6. 1, gv.), which “vectors” are the chann
of the solar rays and breaths of life “within you”. All but one of the
vectors “are for procedure hither or thither””; only that one which passes ver
cally upward and emerges from the crown of the head “‘extends to immortality
i. e. the Brahma worlds beyond the Sun. At death, “the apex of the heatt
illuminated (hrdyasyayagram pradyotate gzaeaam’ wzqdtad); by way of tr
illuminated point the spirit departs (atma niskramati smeat fassmify), either
way of the eye or head,?3 or other part of the body; and as it goes, the brea
of life follows” (Brhadaranyaka Up. 1V. 4.2). For “the rays of Him (the SU
are endless. Who as its lamp indwells the heart........ Of which, one stanag
upward, breaking through the solar orb (bhitva sturya-mandalam fazar gd-5
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using as key the various accounts of the miraculous powers of the Buddhist
arhats, *‘spiritual adepts”, by which powers (iddhi =fz) they are able to rise in
the air, and if within a roofed structure to emerge from it by “’breaking through”
the roof-plate, and subsequently moving at will in the beyond.

We shall first consider the case in which this power is exercised out of
doors, and where there is therefore no reference to an artificial roof-plate: and
it will be necessary to consider the nature of the miracle itself, which as we
have already seen can also be thought of as an interior operation , before we
make use of it in explaining the symbolism of the dome itself. In Milinda-
panha 85, the power (/ddhi) of travelling through the sky is explained as consist-
ing in an intellectual virtue analogous to that sort of mental resolution by
means of which, in ordinary jumping, “one’s body seems to be light’" when the
moment for taking off arrives. In Jataka V. 125-7 we have the case of the
Elder Moggallana, an arhat, who by means of his miraculous power (iddhi-
balena sfz-a%) is able to visit Heaven or Hell at will. This Elder, being in
danger of death at the hands of certain evilly-disposed persons, “flew up and
made off” (uppatitva pakkami wufimn ss=sifr). Upon a subsequent occasion,
because of a former sin of which the trace remained in him, he “could not fly
up in the air (akase uppatitum nasakkhi = =®@ suafag’ wmfaw). Left for dead
by his enemies, he nevertheless recovered consciousness, and “investing his
body in the cloak of contemplation” (jhana-vethanena Sarirar vethetva = s
§5°9 70T Feeq1),  he “flew off into the Buddha's presence” and obtained permi-
ssion to end his life. At the close of the subsequent ~'Story of the Past” related
by the Buddha we are told that the assembled Prophets (isiyo sfadt) also ““flew
up into the air and went to their own places”.

We hardly need to go beyond these texts for an adequate indication of
the true nature of the “power” (jddhi) of flying through the air. In the first

place it may be observed that uppatitva “flying” implies wings, as of a bird;34
and that wings, in all traditions,

_ are the characteristic of angels, as being
intellectual substances

independent of local motion: an intellectual substance,
35_5“_'3"% being immediately present at the point to which its attention is directed.
It is in this sense that the ““Intellect is the swiftest of birds" (manah javistam
pata.\(atsuantah A wfaes ammeemea:, Rv. VI 9.5); that the sacrificer endowed by
the singing priest with wings of sound by means of the Syllable (0M) is suppor-
T_Ed b“/ these wings, and “'sits without fear in the world of heavenly-light, and
likewise goeth about” (acarati sr=<fy, Jaiminiya Up. Br. [ll. 14. 9-10), i. e. as
& “mover at will (kamacarin srmidt), cf. Pafcavimsa Br. XXV. 34 “for
wherever a winged thing would go thereunto it comes”: and that “of such as
ascend to the top of the Tree, those that are winged fly away, the wingless fall
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down; it is the comprehensors that are winged, the ignorant wingless’
(Paficavimsa Br. XIV. |. 12-13).55

In the second place it will be cbserved that the power of motion at will
presupposes a state of perfection, that of one who can be thought of as arha
(#€a), or in other terms krtakrtyah (gagea:), sukrtah (sga:), krtatma (Famwean) : it
is inhibited by even a trace of defect. And finaily, the very striking expressions
“flew up into the air” and “jnvesting his body in the cloak of contemplation®
imply at the same time an ““ascension’” and a “disappearance’”. The meanings
of vethetva ( ¥¥mar)=vestitva ( ¥fszear ) include those of “wrapping up”,
“enveloping”, and “veiling”, and hence of “concealing”, that which is enveloped,
which in the present case is the body ($ariram ##%) or appearance (ripam ®g)
of the person concerned.38 The primary senses of pakkami (va=ifa) =prakramit
(smxfaq) are “went forth”, “made his exit’’, or as in our rendering, “‘made off”,
or “disappeared” as in Cowell and Francis (Jataka, V. 65).

What is really involved and implied by an “investiture of the body in the
clock of contemplation” is a disappearance into one’s spiritual-essence, or
“being in the spirit” (atmany antarhita, guha nihita, atmany etya sus-awfad,
aat fAfzm, snemedten) ;57 just as in Manu |. 51, where the manifested Deity, having
completed his creative operation, is described as having “vanished into his own.;.:ki
spirituai-essence (atmany antar dadhe, swwa=dd being accordingly atmany
hita, sizasafza antarhita s=afza, guha nihita gg-ffza, adrsya =gem),’8 super-
enclosing time within time” (bhuyah kalam kalena pidayan ga: = mrae qt3g7)%
that is to say in the language of Genesis Il. 2 “rested on the seventh day from
all his work which he had made". ﬁ

To have entered thus into one’s own spiritual-essence atmany antarhito
bhutva sieasasaizat Srat—, is to have realised that state of unification (samadhi
aatfa) which is in fact the consummation of dhyana (sm@) in Indian, as excessus
or raptus is that of contemplatio in Christian Yoga (dm). Nor could we under-
stand the supernatural power of ascension and motion at will otherwise than as
a going out of oneself which is more truly an entering into one's very Self.
One cannot think of the power as an independent skill or trick, but only as
function of the ability to enter into samadhi at will and as manifestation of
that perfect recollectedness which are in fact attributed to the arhat (sg7). 10
have thus returned to the centre of one’s own being is to have reached that !

centre at which the spiritual axis of the universe intersects the plane on whic-h_
the empirical consciousness had previously been extended; to have become if
not in the fullest sense a sadhu (=), at any sadhya (aiT), one whose con-
sciousness of being, on whatever plane of being has been concentrated at the
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navel” of that “earth”, and in that pillar (skambha ==ww, stauros) of which
the poles are chthonic Fire and Celestial Sun.

We have seen that the Breath-of-Life (pranah wir), often identified with
the Spirit, and with Brahman, but more strictly speaking the vital manifestation
of the Spirit, the Gale of the Spirit insofar as this can be distinguished from the
Spirit at rest, departs from the heart by its apex; and we know also that all the
breaths-of-life (pranah), are as it were the subjects of the Breath (Prasna Up.
I1l. 4), and diverge into their vectors at birth and are unified in the Breath, or
Gale, when it departs, and hence it is that one says of the dying man that “He
is becoming one” (Upanisads, passim). This supremacy of the Breath-of-
Life lends itself to a striking architectural illustration, which we find first in the
(Aitareya Aranyaka, I1l. 2, 1 (Sankhayana Ar. VIII) as follows : “The Breath-
of-Life is a pillar (prano vamsa stwit-sm). And just as (in a house) all the
other beams are met together (samahitah amifg:) in the king-post (sala-vamsa
mrEr-a4, “‘hall-beam™),80 so it is that in this Breath (the functions of) the eye,
the ear, the intellect, the tongue, the senses and the whole self are unified"
(samahitah). In order to grasp the connection of this simile with the later
Buddhist variant it is needful to observe that to be samahita is literally the
same as to be “‘in samadhi”.61 [n the Buddhist variant we have, Milindapanha
38 (I1. 1. 3) : ““Just as every one of the rafters of a building with a domed roof
(kutagara m=rmz) go up its roof-plate (kutangama honti zrs 1 #ifa), incline
towards its roof-plate (kutaninna gzifaw),62 and are assembled at its roof-plate
(kutasamosarna Faratawon), and roof-plate is called the apex (agga sm=
agra =) of all, even so, your Majesty, every one of these skilful habits (kusala
dhamma maw aear)63 has the state of unification as its fore-front (samadhi-
pamukha honti awifu-gnar #fa), inclines towards the state of unification
(samadhi-ninna antfy-faear), leans towards the state of unification (samadhi-
pona wrifa-gion) and bears upon the state of unification” (samadhi-pabbhara
antfa-gearer).64 |t will be seen that samadhi (smifu) here repléces the previous

Prane.....samahita (wmi.....@mfzs), affecting the emphasis, rather than the
essence of the meaning.

We are now in a position to consider the texts in which a breaking
Fhrough the roofplate of a house, and even a breaking down of the house itself
IS spoken of. In Jataka I1l. 472 the arhat “flies up in the air, cleaving the
roaf:p!ate of the palace” (akase uppatitva pasadakannikam dvidha katva
ATIE Sufe qrarawfion fa #=a1). In Dhammapada Atthakath3, |. 63, and
2rhat “flying up by his ‘power’, breaks through the roof-plate of the peaked (or
Probably domed) house, and goes off in the air”. /b. Ill. 66, the arhat
Moggallana (cf. Jataka IV. 228-9)"" “breaking through the round of the roof-
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plate, springs into the air’” (kannika-mandalam bhinditva akasan pakkhandj
whms-yogs fafear aisras gufz), is incidentally good evidence also for the cIrcu[éf
form of the plate. Finally, Jataka I. 76, we have the Buddha's song of triump|
on the occasion of the Full Awakening (mahasambodhi mgiasdifa), in which h:
glories in the fact that the house of life, the tabernacle of the flesh has Dncé-_
and for &ll been broken down (gahakutam visankhitam nzwe faatas), oo

If we have not by any means exhausted the subject of the symbolic
values of Indian architecture, we may perhaps claim to have shown that during
a period of millennia this architecture must be thought as having been not
merely one of “‘material facts” but also an iconography: that the form of the
house conceived in the artist’s mind as the pattern of the work to be done, and |
in response to the needs of the householder (whether human or divine), actually
served the double requirements of a man who can be spoken of as a whole man,
to whom it had not yet occurred that it might be possible to live “by bricks and
mortar only”, and not also in the light of eternity, “by every word that. |
proceedeth out of the mouth of God”, by which we mean in India precisely |
“what was heard” (sruti—veda = fa-3%), together with the accessory sciences |
(sastra wa), of which the basic principle is to imitate what was done by the |
Gods in the beginning, or in other words to imitate Nature, Nathura Naturans, .
Creatrix, Deus, in her manner of operation.86 By touching on the subject of |
other things than buildings made by art, and that of other than Indian architec? |
ture, we have implied that the metaphysical tradition, or philosophia perennis,
of which the specifically Indian form is Vedic, is the heritage and birthright Gf‘
all mankind, and not merely of this or that chosen people; and hence that it caﬂ -
be said of all humane artistic operation that its ends have always been at théll‘
same time physical and spiritual good. This is merely to restate the Aristozeli

good is that for which a need is felt and to which we are attracted by its beauty

L = i
(by which we recognize it, as though it said, ““Here am | ), and that the wholei
or holy man has always been conscious at the same time of physical and

templative, but a doer by contemplation and a contemplative in act.

Finally we contend that nothing has been gained but very much lost: |

both spiritually and practically, by our modern ignorance of the meanings of g

that we have really done is to substitute a physical for a metaphysical Ievel_ﬂ'-._.:
reference; the man is far more a man who can realise the perfect validity of both!
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each on its own level of reference. Of the manl who could 1ocﬂ<
of his house, or temple, and say “there hangs tne”Supema] sun.,

down at his hearth and say “there is the Navel of t!“fe Earth”, W'e maintain
= (e i e and temple were the more setviceable to him and the
L :f::lts but in every sense much more such homes as the dignity
nti:an' are our own ““machines to live in”.

explanations,
up to the roof

more beautiful |
of man demands




1. E. Schroeder, in an articlie to appear in the Survey of Persian Art.
In a consideration of the successive courses of the elevation, Mr. Schroeder
also remarks that ““the four zones suggest in their succession a series of
metaphysical concepts whose progression has been the concern of con-
templatives from Pythagoras to St. Thomas: first individuality or multiplicity,
secondly conflict and pain, next unanimity, consent and peace, and finally
unification, loss of individuality, beatitude’.

2. J. H. Probst-Biraben, “Symbolisme des arts plastiques de | 'Occident
et du Proche-Orient”, Le Voile d’[sis (now Etudes Traditionelles) vol. 40,
1935, p. 16.

3. J. Harrison, Themis, p. 92.

4. Bbhu (=), from rabh () (cf. /abh), as in arabh (sww) to
“undertake” “fashion” and rambha (zww), a “prop”, “post” “support”. In
Bv. X, 1258 arambhamana bhuvanani visva (sweammn gaxfx ),

fashioning all the worlds, the universe embodies the meaning also of
seiting up all the houses.”

5. Hence it is that actual temples, as at Konaraka, may be provided
with wheels and represented as drawn by horses; and it is from the same
point of view that their movable images are carried in procession on
chariots, drawn by men or horses, of which the most familiar example is
that of the annual procession of the “Lerd of the World” (Jagannatha)
at Puri. That the universe is thought of as a house not only in a spatial
but also in a temporal sense is seen in Satapatha Br. |, 66. 1. 19. “He
alone wins the Year who knows its doors, for what were he to do with a
house who cannot find his way inside ?'
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6. Similarly Maijtri Up., VI, 6, “The eye of Prajapati's crudest form, i
his cosmic body, is the Sun: for the Person’s great dimensioned world 3

(matrah wrat) depends upon the eve, since it is with the eye that he Moves
about amongst dimensioned things” (matrah =) literally "‘measured
things”’, and hence the material world of mazasurable things, or whatever
occupies space.

It may be remarked that although we began with the case of the dome
on a square base, the spatial principles involved are the same in the case
of a circular base, since any ‘‘field” is determined in two dimensions.
Heaven and earth are generally thought of as wheels or circles (cakra ==);
but in the F;atapatha Br. XIV. 3. 1. 17 the Sun is “four-cornered, for the
quarters are his corners”, ib. V1. 1. 2. 29 the earth is similarly “four-carnered,
and that is why the bricks (ef the altar) are likewise four-cornered,”

The Axis of the Universe according to the texts as represented is
usually cylindrical or four or eight-angled: early Indian pillars usually either
cylindrical or eight-angled. We might also have discussed the symbolism
of these pillars, and similarly that of the palace supported by a single pillar
(ekathambhaka-pasada wwarsx aqraz), but will merely cite as paraliel
“Every column in those Achaemenid palaces was an emblem of the sun-god
to which the king of kings might look up” (Roes, Greek G:omstric Art.
Oxford, 1933).

7. Camasam (=patram) bhaksanam (s7am—qe wans), the solar
“Grail” as an all-wish-fulfilling feeding vessel; regarded either as hiinself

the “enjoyer” or as the Titan’s (Varupa's) “means of enjoyment”, justas

we speak of the eye as "'seeing” or a5 the “‘means of vision”. The Titan
Father’s bowl, which is also his ‘‘eye” (Hv. |. 50. 5-7; X. 82.1; X. 88. 13;
Av. X. 7. 33 etc.) provides whatever “food” may be desired, precisely
inasmuch as it is the solar orb, paten, or platier which envisages and thus
partakes of all things at once; in which sense it is that “The Sun with his
five rays feeds upon the objects of sense-perception’ {visayan atti &yIA,
afew, Maitri Up. V1. 31, cf. pippalam ..atti faas afs, Gv. . 164.20) i. e.
“When as the Lord of Immortality he rises up by food" (amrta-tvasyséano
vad annena atirohati sq3-adnl o wam afwozfs, Rv. X. 90.2—"comes
eating and drinking'*); which rays are “the far seeing rays of Varuna', Rv.
X. 41.9, “five” if we consider the four quarters and central orb, ‘“‘seven’ if
we also considzr the zenith and nadir, or more indefinitely ‘a hundred and
one”, of which the hundred and first is again the central orb. The bowl is
not, as some have suggested, the Moon,—*'The Person in the orb is the
eater, the Moon his food.............The Moon is the food of the gods” (3B.

+
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X 5.2 .18 and |. 6. 4. 6). “The Sun is the eater, the Moon his dues. When
this pair unites, it is termed the eater, not the food” (3B. X. 6. 2. 3 and 4).
It is of course as “world” or ‘‘universe”, all thatis “‘under the sun”, that
the Moon is his “meat”. The very “life of Varupa, the Fisher King, the
deity ab intra, otherwise inert and impotent, depends upen this Grail as the
eternal means of his rejuvenation and piccession. And this solar Grail is
the prototype of every sacrificial paten. For the Grail motif in the Indian
tradition, and the Buddha's bewl es a Grail, see my Yaksas, Pt I,
pp. 37-42, 1931.

8. Mukha (gm), “entrance”, “gateway’’, as in Jaiminiva Up. Br. Il
32.8 “The comprehensor thereof, frequenting in the spirit both these classes
of divinities (Gale, Fire, Moon, Sun ac transcendent and as immanent), the
Gate receives him” (vidvan...et3 ubhayir devaia atmany etya, mukha
adatte f&giA_....ua1 swdldaar AnAeenr, 97 aEw ) ; ib, IV, 11.5. /] (Agni) am the
Gate of the Gods” (aham devanam mukham asmi =g dai g9 @if=);
Aitareya Br. 1l. 42 “Agni ascended, reaching the sky, he opened the door
of the world of heaven” (svarcasya lokasya dvaram eader sfiwen @i<).  For
mukha as the gateway of a city or fort see Kautilya Arthasastra, 11,Ch.21,
and the plan in Eastern Art, 11, 1920, Pl. CXXIl, the “mouth’ of the gateway
is approached by a bridge of “concourse” (samwkrama #sw) which spans
the moat, so that whoever enters may be said to have reached the “farther
shore”, There is accordingly a sclar symbolism of gateways and of bridges
and bridge-builders (cf. ““Pontiff”),

9. This holds good also in the analogous case of the four-fold parti-
tion of the vajra (made by Tvastr, given to Indra, and with which he
smites the Dragon, Rv. |. 85. 9, etc.), inasmuch as the four parts are to be
wielded. or otherwise moved, f«;atapatha Br. 1.2, 4.

The coronate and royal Buddha types of the Mahayana iconography
characteristically hold the begging bowl, and represent (1) the Buddha as
Cakravartin, or King of the Werld, and (2) the Sambhogakaya or Body
of Beatitude (Mus, ““Le Buddha pare,”” BEFEQ., 1928, pp. 274, 277). Now
We suggest that sam (=%) in sambhoga (mvsin) has the value “completely”
Or *“'absolutely” rather than that of in company with"”: sambhoga is not (in
these contexts) and eating “together with others”, but an “zll-eating” in a
Sense analogous to that of ‘all-kncwing’, cf. sam-bodhi, sam-vid, sam-
jq’kr- (watfa, «fax, v3-) etc. The bowl is more than the simpla patta (a=)
n which g wandering monk collects his food from here or there, itis a
Puaaa patta (am ws), a “full bow!"”, furnished with all kinds of food; and
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the story seems to assert unmistakeably that His body who eats from it is
no mere kaya (%), but the Sambhogakadya (d«tnsr) or Body of
Omnifruition. M. Mus, approaching the problem from another angle, has
reached the same conclusion, that the term sambhoga implies a perfect,
universal, and effortless fruition; pointing out at the same time that
anabhoga (a=n), meaning “not relying upon any external source of

nourishment”, naturally coincides with sambhoga in one and the same

subject, and implies a self-subsistence of which the Sun is an evident
image (Barabudur, p. 659). My own interpretation of the atonement of
the four bowls merely confirms these deductions.

10. From other points of view, of course, the Sun can be regarded =s
having one, four, five, eight, nine, or a ““thousand” rays; eight, for example,
with respect to the four quarters and four half-quarters on a given plane
of being.

11. A fuller discussion of the Vedic ""Cross of Light”, of which the
arms are the pathways of the Spirit, must be under-taken elsewhere. In
the meantime, for the expression trivrd vajra (f%mz-a=x), see Jaiminiya Br.
I. 247. “The procession of the three-fold spear perpetuzlly coincides with
that of these worlds"” (trivrd vajro’ harahar im&n lokan anuvartata
fagz sasigtaysaiiem wgasq); for the “best ray” (param bhas, jyestha
rasmi a3q-w", s <fm cf. jyotisam jyotis sitfas-saifaw, “light of lights™)
see Satapatha Br.l. 9. 3. 10 with Mahidhara's commentary, together
with Jaiminiya Up. Br. 1.30.4 yat param atibhati...tam abhyatimucyate
(merew stfewfa a9 wvafag=ad); and for the sutratman (gawwr) doctrine, Bw.
I. 115. 1, Av. X. 8. 37-38, Satapatha Br. V. 7. 1. 17 and VIIl. 7. 3. 10,
where the Sun is said to * string these worlds to Himself by the thread of
the Gale of the Spirit” and to be the ‘point of attachment” (&safijanam
argwg) to which these worlds are bound by means of the six directions,
cf. in Av. X. 7. 42 the concept of the universal warp of being as fastened
by six pegs or rays of light (tantram.......sanmayukham #a'.......d%3@) ; and
Bhagavad-Gita. Vil. 7. and X, 20. It may be added that similar ideas are
clearly expressed in the apocryphal Acts of John, 98-85 and Acts of
Peater, XXXVIII.

To avoid all possibility of confusion, it must be emphasized that the
position of the Sun in the universe is in the Vedic tradition always at the
centre, and not at the top of the universe, although always above and at
the Top of the Tree”, when considered from any point within the universe.
How this is will be readily understood if we consider the universe as
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symbolised by the wheel, of which the centre is the Sun and the felly any
ground of being. From any one position on the felly it will be seen that
the Axis of the Universe, which pillars apart Heaven and Earth is a radius
of the circle and a ray of the Sun occupying what is from our point of view
the zenith, but from the solar point of view the nadir; while from an exactly
opposite position on the felly, the same wili hold good. The Axis of the
Universe is represented then by what in the diagram is actually a diameter,
made up of what is from any one point of view a nadir and a zenith, in
other words, the axis passes geometrically through the Sun. It is in quite
another than this geometric sense that the “seventh ray’” passes through
the Sun, viz. into an undimensioned beyend, which is not contained within
the dimensioned circle of the universe. The prolongation of this seventh
ray beyond the Sun is accordingly incapsble of any geometric represen-
tation; from our point of view it ends in the Sun, and is the disc of the
Sun, through which we cannot gaze, otherwise than in the spirit, and not
by any means either physically or psychically. To this “ineffable’” quality
of the prolongation of the “Way"” beyond the Sun correspond the Upanisad
and Buddhist designations of the continuing brahma-patha (srmr-u9) as
“non-human” (amanava @=isg) and as ““uncommunicable’” or ‘untaught”
(asaiksa smizr), and the whole doctrine of “Silence’” (see my “Vedic
doctrine of Silence”’, Etudes Traditionelles, 42, 1937, The essential distinc-
ticn of this seventh ray from the other spatial rays (which also corresponds
Fo the distinction of franscencent from immanent and of infinite from finite)
is clearly marked in symbolic representations, of which we give two illus-
traticns, respectively Hindu and Christian.

)
%{

The seven-rayed Sun (a) as represented on Indizn punchmarked coins,
aftelr Alia.n, Early Indian Coins (British Museum, 1936), and (b) from the
Nativity in the church of San Matorano in Sicily. In (b) the long shaft of

the seventh ray extends downward from the Sun to the Bambins in
the cradle,

; __12. Jataka I. 58; cf. Chandogya Up., Ill. 8.10, where for Sadhya
eities the Sun rises always in the zenith and sets in the nadir,—and can
therefore, so far as they are concerned, cast only a fixed shadow.
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13. Mus, P, “Barabudur: Esquisse dune Histoire du Boudhigme
fondee sur la critique archeologique des textes” in course of publication in
BEFEOD, 1932 f. Passages quoted above are from Part V, pp. 125, 207, 208,

Cf. H. Kern, Histoire de Bouddhisme dans I Inde, Paris, 1803, 11, p. 154.
“The true Dhatugarbha of the Adi-Buddha, in other words the Creator,
Brahma, is the Brahmanda, the world-egg, container of all the elements
(dhatu) and which is divided into two halves by the horizon. This is the
real Dhatugarbha (receptacle of the elements); the constructions are only
an imitation of it".

14.  See the excellent discussion of the cosmic chariot and its micro-
cosmic replicas, and the demonstration of the analogy of cosmic and
human processions in Mus, loc.cit., p. 229.

15. Cf. VIII. 26. 18 ““He (Sun) hath measured out with history the
boundaries of Heaven and Earth”.

16. With its interior cell, the “lotus of the heart, in-dwelt by the
Golden Person of the Sun” (Maitri Up. V1. 2), “ever seated in the heart
of creatures’ (Katha Up. Vi. 17), the ‘all-contsining city of Brahman’
(Chandogva Up. VIII. 1.6), “constance of Indra and Indrani” Heaven and
Earth) (Brhadaranyaka Up. IV. 2. 3. Maitri Up. VII. 1I). We shall see
later that it is from the apex of this house of the body or heart that the
indwelling Spirit emerges when its connection (samyoga agin) with the
individual-body-and-soul is severed.,

For a corrssponding analogy of the inward and outward “cells”, see
William of Thierry, Epistle to the Brethren of Mont Dieu, ch. 28 *“Thou hast
one ceil without, another within, The outward cell is the house wherein
thy soul and thy body dwell together: the inward is thy conscience
(conscientie, “consciousness”, “inward controller’, antaryamin smafal),
which ought to be dwelt in by God (who is more inward than all thy inward
parts) and by thy spirit” (sc. antaratman =wwaziear): cited from Shewring’s
Version, London, 1930, p. 51.

17. Our allusien is in fact to the metaphysical identification of woman
with the household fire (garhapatya mg=a) and of the act of insemination
with that of a ritual offering in this fire: for which see Jaiminiya Br. . 17

(JAOS., XIX. 116-116) and (Brhadaranyaka Up. VI. 4. 1-3). Considered =
from this point of view all birth is from fire. Man’s first birth is his libera-

tion from an antenatal hell: he enters at birth into a purgatorial space; and
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being laid in the sacrificial fire at death, is regenerated through the Sun;
his earthly motions are horizontal, his spiritual ascent vertical, by way of
the stauros, under whatever aspect this pillar may be represented.

18. Just as in connection with painting we find the instruction tad
dhyatam bhittau nivesayet (75 s7w fast Mw27), “Put down on the wall
what has been imagined” (Abhilasitarthacintamani, |. 3. 158).

19. “The intellectual operation in Indian art”, Journ. Indian Soc. Or,
Art, I, pp. 1-12, 1935: “The technique and theory of Indian painting”,
Technical Studies, |11, pp. 59-88, 1934. The Transformation of Nature in Art,
Cambridge, 1935.

20. Dhi (f1) as noun is not so much merely “‘thought”, but specifi-
cally contemplatio, theoria, ars, prognosis: and dhira (817) not merely
“wise” but specifically ‘‘contemplative” and tantamount to vogi (dnit)
especially in the sense in which the latter term is sometimes applied
to artists.

21. Needless to say that the doctrines of the “freedom of the artist”
and of artistic “‘self-expression” could only have arisen. in logical apposi-
tion to that of the ‘*free examination” of the Scriptures, in such an anti-
traditional environment as that which had been provided by the Protestant

Reformation (sic), with its altogether unchristian evaluation of
“personality’,

22. Mus, foc. cit., pp. 121, 360,

23. Wesay ‘“universal” advisedly, and not merely with reference to
each and every human construction. The universe itself can be understood
On!v with reference to its axis. The creation is continually described as a
“Dfliaring-apsrt (viskambhana favseea) of Heaven and Earth; and that
“Pillar” (skambha ¥¥=—=stauros) by which this is done is itself the
exemplar of the universe. it is pillared-apart by this Pillar that Heaven
\?V!:)criljarﬂ:]stand fast, .he Pillar is all this enspirited (atmanvat wievam)
- » Whatever breathes or winks” (Av. X. 8. 2); “Therein the future and

Past and all the worlds are stayed” (Av, X. 7. 22); “Therein inheres all

this™
b If?: (Av. X, 8. 6); “Trunk of the Tree wherein abide whatever Gods there
(ALY S0 38).

Two illustrations may be cited. The Deopara inscription of Vijayasena

Says . 5 5
Y8 that this king erected (vyadhita =afa=, it “struck”, in the sense in
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which one ‘sticks up” a post) a temple of Pradyumna, which was the
“Mount (Meru) whereupon the Sun at midday rests the Tree whose
branches are the quarters of space, (dik-sakha-mula kandam fam MET-He
=wg), and only sustaining pillar of the house of the Three Worlds" (alamba-
stambham ekam tribhuvana-bhavanasya sueraavd-oF -fanamaasen) (Ep.
Ind., 1. 310, 314, cited by Mus, Loc. cit, pt. IV, p. 144=BEFEOQ,
1932, p 412).

In the Veolsunga Saga, “King Volsung let build a noble hall in such a
wise that a big oak-tree stood therein, and that the limbs of the tree blos-
somed fair out over the roof of the hall. while below stood the trunk within
it, and the said trunk did men call Branstock” (i. e. Burning Bush): it is
moreover from this trunk that Sigmand draws the sword Gram, with which
Sigurd subsequently slays Fafnir, cf. the Indian myth of the origin ef the
sacrifical sword, quoted in another note.

It will be observed that in Volsung's hall the roof is penetrated by the
stem of the World-Tree, the hallis virtually a hypaethral temple, like the
Indian bodhighara sifa=z), fully described in Eastern Art, 1, 1830, pp.
225-235.

24. These penetrations of the roef and floor correspond to what in the
case of the cosmic chariot are the insertions of the axle-tree in the hubs of
the wheels. The serpent underground, an Endless Resinum (ananta, Sesa
was, 8i), is the non-proceeding God-head, Death, Overcome by the pro- :
ceeding Energy with whom the Axis of the Universe, its exemplary support, '.
is identified and Who “occupies” the whole universe in the same way that
the stauros, as the first principle of space, is said to ‘‘occupy” the siX
extents, for example in Av. X. 7. 35, “The Pillar (skambha ==#=) hath given
their place to both Heaven and Earth and to the Space between them, hath =
given a place to the six extents (i. e. the three dimensions of space consi-
dered as proceeding from a common centre in opposite directions), and
taken up its residence (i vivesa = fa3w) in this whole universe”, for all of
which we have in practice the direct analogy of the builder’s gnomon, set
up in the beginning, and employed as the first principle of the whole lay=
out (Manasara, ch. VI).

25. Mrs. Sinclair Stevenson, The Rites of the Twice Born, 1920, p-
354. Cf. extracts from the Mavamataya, verses 56-60, in my Medfaev.af
Sinhalese Art. 1908, p. 207. Mrs. Stevenson remarks that a fire altar |5
subsequently made “in the very centre of the principal room of the hous&
(ib. p. 358). Such a “principal room’ may be said to represent what wass
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once the whole house, in its prototypal form of a circular hut, with its
central hearth. At least in the case of this prototype, it will be safe to
assume that this central hearth has been constructed immediately above the
transfixed head of the chthonic Serpent; and it will be remarked that the
smoke of the fire will rise vertically upwards to the eye or [uffer in the roof,
from which it escapes. These relations correspond exactly with the
doctrine that the household fire is 2b extra and manifest