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PREFACE

The writing of a memoir on the Indian demi-gods, the
Gandharvas and Kinnaras was suggested to me in 1939 when I
had prepared a note on “The Gandharvas and Kinnaras in Indian
Iconography * for the Tenth All-India Oriental Conference held
at Tirupati in March, 1940. Shri. O. C. Gangoly, the Sectional
President of the Conference appreciated the treatment and
suggested that a fuller study would be a good contribution to
the subject. The late Rao Bahadur K. N. Dikshit, M.A., the then
Director General of Archaeology in India assigned this subject
tome in the same year and issued general instructions to all
the Superintendents under him to supply me with the
photo-prints that I may require for my study. But in the
meanwhile, I was appointed the Director of Kannada Research
Institute, newly started by the Government of Bombay at
Dharwar in 1939, and owing to the heavy responsibility of
starting research work in history, archaeology and Kannada
literature etc. in the new area, the study and writing of the
memoir had to be deferred till the middle of 1945, when I began
togather the necessary material for the work on hand.

The Museum attached to the Kannada Research Institute
contains some fine specimens of the Gandharva and Kinnara
images and this afforded me a further stimulus to study their
iconography in greater details and embody the results in this
brochure. I undertook tours to important centres of ancient
Karnatak sculptural art like Badami, Pattadkal, Aihole, Lakkundi
etc., and made a comparative study of these icons with those
found elsewhere and described in the works on Indian Sculpture
and Painting.

The subject under treatment has not been dealt with in full
details in any works on iconography. Though the deities treated
here hold a minor rank in the Hindu, Buddhist and Jaina
pantheons, their appearance in every temple, Sispa or Basadi is
inevitable either as a retinue of the principal god or as separate



images. The position and functions and the multiple variety of
delineation both in sculpture and painting deserve to be studied
by every student of the history of sculptural art and it is the
object of this memoir to make some contribution to the study of
this subject, from the iconographical and historical points of view.

While writing the Preface, I came across A. B. Keith’s
paper ‘A New explanation of the Gandharvas ¢ published in
the Journal of the Indian Society of Oriental Art, Vol, V pp-
32 ff. and ‘Vedic Gandharva and Pali Gandhabba ’® etc. by
O. H. De A. Wijesekera aad * the philosophical import of
Vedic Yaksha and Pali Yakkha ”’ by the same author publlshed
in the University of Ceylon Review, Vol. III and Vol. I
respectively, Though the subject is treated in these articleson
the background of comparative mythology, nothing is said in
them about the iconography of these demigods. I have briefly
touched upon this point on p. 48 f. below agreeing to the
similarity in the conception of Vedic Gandharya and Avestan
Gandhareva with Greek Kentauros, but differing from Prof.
Przyluski's connecting Vedic Gandharva with Gardabha = ass.
The status and function of the Gandharvas in the Buddhist and
Jain pantheons are briefly narrated in chapter II,

I cannot but refer here to the brilliant note of Shri O. C.
Gangoly on « A Gupta pillar at the Museum in Benares *’ publi-
shed in Oriental Art Vol. ILI, No, 2 ( 1950 ) to which my atten-
tion was kindly drawn by the author. His significant remarks
*“ Indeed, the application of sculptural ornamentation to struc-

tural forms is one of the basic characteristics of Indian archi-

tecture from early times ’’ are perfectly true in regard to the

Fepresentations of the Gandharva, Kinnara, Yaksha, Niaga and
similar semi-divine beings carved on the beams and pillars of
ancient temples. They havesurvived to the present day even
in the modern domestic architecture where the symbolic orna-
M2ntations of the pillars and beams can be traced to the full-size
images of the fabulous semi-divine animals such as Naga,
Gandharva, Kinnara, Kirtimukha which at one time adorned
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the sanctuaries of the Vedic Gods, the Buddhist vikaras and the
Jain Basadis. I have not dwelt on this point in the book, as
the discuss:on would naturally land into the study of evolution

of the principles of Temple architecture, which is beyond the
scope of this pamphlet.

I must record my sincerest gratitude to the late Rao Bahadur
K. N. Dikshit, for all the help he rendered me in my work, but
for which this brochure would not have been completed at all.
The help of the several publications and literary works which
I have consulted in the preparation of the book deserves to be
acknowledged with thanks. My thanks are also due to the Depart-
ment of Archaeology in India for the supply of photogiaphs

of the Gandharva and Kinnara images which have been used for
illustration in the book.

The brochure which was to be published by the Department
of Archaeology could not be published by that body due to the
intervention of the world-war and the consequent control on the
printingand paper facilities. In the meanwhile, it was considered
advisable to publish this pamphlet under the auspices of the
Kannada Research Institute and I now place tbis befoie the
scholars and students of iconography. I am conscious of the short-
comings in this publication which are partly due to the want of a
good Reference Library at Dharwar and the non-availability of
some valuable works on Indian art which are either out of print
or out of stock. In spite of this, I have tried to do some justice
to the subject and I hope that the treatment will prove an
incentive to the more intensive study of Indian art and
iconography in its different aspects, against the back-ground of
regional and provincial influences.

I am thankful to Shri O. C. Gangoly a well-known art
critic of Calcutta for adding an introduction to the book. My
thanks are also due to the Superintendent, Photo-zinco Office,
Poona, for the excellent blocks prepared for this brochure,
and to the Manager of the Karnatak Printing Works, Dharwar
for the neat and speedy printing of this book at a short notice.

KANNADA RESEARCH INSTITUTE, R. S. Panchamukhi
DHARWAR Director of Kannada Research.



INTRODUCTION

I am happy to add a few words of introduction to this
interesting Memoir of Vidyaratna R. S. Panchamukhi. Ten
years ago I had the pleasure of listening to his original paper,
which has now been expanded at my suggestion.

The Kinnaras and Gandharvas and other fictitious creatures
in Indian Mythology,—curious creations of fertile imagination,—
occur continuously in Indian Plastic Art — throughout its
un-interrupted history. As very piquant and spicy elements—in
Sculptural and Pictorial illustrations—they have been demanding
a scholary enquiry—into their history, both plastic and titerary—
which a learned scholar has now provided for the benefit of all
students of Indian Art and Mythology.

The subject has from time to time received some attention
from scholars European and Indian, but never exhaustively dealt
with. Our author does not claim an exhaustive treatment of the

subject—but his references to literary texts are fairly complete,
if not exhaustive.

The earliest study on the subject we owe to H. Luders, a
great German scholar. Recently, the topic has been partially
covered by an Indian scholar Mr. H.R. Kapadia: (Gigantic

Fabulous Animals in Jaina Literature —‘ New Indian Antiquary’
April-June 1946 ).

I am quite sure the present study will inspire other scholars
to dive deeper into the topic and all subsequent scholars will
certainly feel grateful to our author for his erudite presentation
of the literary data. Perhaps, the references to the Buddhist
texts bearing on the topic are not as complete as one should
-expect —as many of the Buddhist monuments embody interesting
plastic representations of Kinnaras and Gandharvas very closely
related to Divydvadana and other Buddhist Texts. Relevent
references in the Kathd—Sartt sigara could have been usefully
utilized.. It is hoped these minor blemishes would be corrected
in a subsequent edition.
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Evidently for saving expenses—the publishers have not been
able to provide as many illustrations as the topic damanded.
Thelack of adequate illustrations has seriously hampered the
author’s excellent presentation. This imperfection may also be
covered in a subsequent edition. We have a very excellent
model—as to how such topics could be treated-in Coomarswamy’s
marvellous monograph on YAKSHAS, and itis hoped the next
edition of this Memoir will fulfil all our expectations. The topic
also demands a comparison with analogous treatment of
Fictitious and Symbolic creatures in European Art.

What Vidyaraina Panchamukhi has actually given us is
a valuable aid to our understanding of the mofifs which enrich
the beauty and expressiveness of Indian Art.

2, ASHUTOSH MUKHERJI ROAD,
Elgin Road Fost Cffice
CALCUTTA—20 INDIA 0. C. Gangoly
23rd April, 1951,
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GANDHARVAS AND KINNARAS

IN

INDIAN ICONOGRAPHY

INTRODUCTION

The human mind has an inborn tendency to adore the
sublime and the best in Nature. Even the conception of an
omnipotent and omniscient God who pervades throughout the
universe both animate and inanimate, does not preclude the
worship of the deified powers of nature. Worship of Godsin
variocus forms is common to almost all ancient culturesin the past
and the Hindu culture which is an admixture of different types of
culture from the Vedic times down to the classical age is not an
exception to this. From the earliest phase of Indian civilization
as made out from the extant literary evidences namely the Vedas
and the auxiliary lores, and from the latest archaological dis-
coveries at Mohenjo Daro and Harappa, itis possible to infer
that worship of divinities, some times by visible representations
has been a striking feature of Indian religion. References to
temples and images of gods and godlings are met with in abundance
particularly in later Vedic literature, and the relics unearthed in
India’s prehistoric sites at Mohenjo Daro and Harappa lead to the
surmise that temples and temple architecture were known to the
authors of the Indus civilization.  The ferra cofta figurines of
the Mother goddess, figures of gods on the seals and sealings and
the stone lijiga and other antiquities have led the scholars to
characterise the type of the civilization represented by them as
highly developed both temporally and spiritually. During the
Vvast interval of time from the close of the Indus period (circa 2500
B.C.) to the historic period of the Buddha ( circa 500 B.C. ),
what particular forces combined to mould ‘the special typ of the
Hi{ldu culture, there are no means to understand. Whatever be
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the lines of development, the Indian mind was trained to inter-
pret divinity in terms of things temporal and as a corollary of
this, temples and images began to be worshipped by alltheistic
religions in India. The Hindu pantheon with one suprenie’God
as an Invincible All-powerful Divinity admitted' numerous minor
deities under Him, that represented different cultural forces, or a
harmonious building of an uniform homogeneous civilization
called the Aryan culture. Among these minor deities, the
Gandharvas and Kinnaras play a significant part in Indian
temples. It is the object of this Memoir to study the position
and functions of these demi-gods in the Hindu pantheon, to note
their iconographical features from the extant sculptures and
paintings and to institure a comparison between the Hindu,
Buddhist and Jaina icons of these godlings classified uuder chroy,q-
logical periods of Indian sculptural art, so that their true
character as a piece of sculptural art-production may be set forth
in a true perspective,



CHAPTER 1

THE STATUS AND FUNCTIONS OF THE GANDHARVAS
AND KINNARAS, IN LITERATURE

The Vedic Literature contains numerous references {o
Gandharva and Kinnara as performers ot specific functions which
are explained in detail in the Pauranic literature. They also
throw light on their status and positien in the Vedic Pantheon.
The dictum that the Itihasa and Purana are explanatory digests
on the enigmatic truths of the Vedas ( sfqzraguonsat ag Gﬂqﬂ'@a‘\)
isexemplified in the interpretation of the figures under notice. The
word Gandhaiva is derived in various ways in the Rigvéda and
the same meaning is upheld by explanatory notes in the Puranas.
In Rigvéda VIIT, 77, 5, Indra is stated to have cut asunder
Gandharva in the etherial regions, ( gy sxfamavgeazag
{SEg ¥ | weaRkeagAfgeas ;| — Sayana ) for the protection of
the Brahmanas ( gawg gaﬁ—mgﬁm Ug 79 ggqa—Sayana ). Here
the word Gandharva is described by Sayana as meaning
“acloud ’ ( mygzd qradfy wegad [ 1 ).

Another Rik of the same mandala records the expedition: of
Satakratu (ie. Indra) in company with Kutsa, against the
invincible Gandharva who had inflicted a defeat on the Sage
Etasa. Gandharva is here equated with Stirya i.e. Sun-god.
Sdyana explains in his commentary on this Rik, that Gandharva
was Siirya ( aeyd aigi @H)ai gali g4 ). But in Rigvéda I, 163,2,
Gandharva is regarded as one of the genii who regulate the course
of the sun’s horses. According to Sayana’s gloss, the horse which
had been given by Yama i.e. Fire-god, was yoked to the chariot
by fiq i.e. Wind-god and was seized by reins (i.e. controlled ) by
Gandharva i.e. Soma. The Gandharva is called the protector of
S6ma and Vayukésa. He is referred to in plural which clearly in-
dicates that there was a class of demi-gods called the Gandharvas
( svzans qag s 48 arqal @R agham 0 RiEIIL, 38,6 ...
A N AH A9, TR, Al EEE R, aval
#4923y 1~ Sayana ) who were to guard the Séma. This function
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of the Gandharvas is clearly mentioned in the Rik. IX, 83-4:—
77gd g gwed Wi aft gaal sfaraga:
wfa Rg fagan faaafy: gzaar agar weaama o

In the ninth mandala, Siikta 86, 36, the heavenly Gandharva
( fgsa waq ) is identified with Soma. Heis called Visvivasu
(Rv. X,139,4,5,6 ; fparzg @aneadadl etc. frqagifa a= ong =
g etc. etc, ) and knows and makes known the secrets of
heaven and divine truths generally. He has a mystic power over
women and a right to possess them, He isizvoked to unite the
woman with her husband ( sFafiysz 953 giai 9=ngs 1 — R.V.
X, 85,22 ). Asa class, the Gandharvas live in the sky and guard
Soma ( g aeaal: searen q A1 (ear agfeed afga- R V. IX,
I13,3). Their habitation is stated in some Riks to be the
region of the air and the heavenly waters si=qd€a gﬁ g-R.V. 1,
22, 14). Sayana explains this gd og as &afty and quotes a
statement of the Nrisisiha Tapaniyasikhi that the sky is inhabi.
ted by groups ( woy ) of Yakshas, Gandharvas and Apsaras
(agreqafamRfiadaReam—g. ar. 102). In R.V.IX, 85, 12,
the Gandharva is identified with the sun illuminating the Heaven
and Earth ( geemizhn aigu gla: ) and is stated to inhabit
the heaven ( Feq aeqat sifgary aqg{ng‘) From R. V X, 1o, 4, it is
clearly seen that he lives with his wife in heavenly waters. A
further interesting description of this demi-god is contained in
R.V.X,177,2 that the Gandharva uttered a speech in the
womb, which the gqdmi.e. the sun had bornein his mind. This
heavenly speech was given out thereafter by the poets (& gigmiat
& adlvigaca 9% gaa faify o ). It may also be pointed out that
the second Rik of the eleventh siikia of the same mandala seems
to hint that the Gandharvas were delighted to join the mind to
the music or sound of the river ( nada ) ( wgeadiad A9 ageq
1% aRaig § ga; | ) which idea is developed in epic poetry where
the Gandharvas are well-known as celestial musicians or heavenly
singers in the court of Indra. Thus, inthe Rigvéda, we find the
Gandharvas invested with mystic power over woman, having
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their habitation in the heaven or the region of the air or the
heavenly waters. They are introduced aa an individual or as a
class and one of them is called Vi§vavasu. They are designated
by the term Viyukésa ( wind-haired ) and stated to guard the
heavenly Soma for the sake of which Indra fought with them and
took it forcibly for the good of the human race. They are end-
owed with sweet speech and have a power to possess or seduce
women. In the hymns quoted above, the Gandharvas are des-
cribed as f3sq =g or the heavenly Gandharva as opposed to
agsq nw=gqq or human Gandharva, who are introduced in the

Upanishads and epic mythology,

The statements of the Rigvéda describing these demi-gods,
are rendered more clear in the hymns of the Atharva Véda. The
Bhuvanapati-Sikta in the second book ( fiefla #iweg ), introduces
the heavenly Gandharva ( fisad wegdl ya@ex qeafq: ) who was
inhabiting the sky ( fefd @ wwewqy ) and had the Apsaras
whose abode was the sea, for wives. The latter had the power
to mystify the mind ( gRgg: Tl @Fud Qe NSEATASIX A |
A.V.II, 5). Inthe fifth book of theAtharva Véda (A.V.1L,5,2)
the Gandharvas are enumerated along with the Pityis, the gods
( EESCIH ), and the minor deities ( ggidar: ) and their number
is given as six thousand three hundred and thirty three ( 6333 ).

In the Papamochana-sitkta, ( AV.II, 6,4 ) the Gandharvas and
Apsaras are invoked along with the Agvins, Brahmanaspati and

Aryaman for the removal of sin and in the faaregs (A.V. XIV.
2, 34-36 ), their blessings are prayed for a happy unionof the
couples in marriage ceremonies. The Gandharva is the receptacle
of secrets ( w=aatl wiA 9vd 9g13d. ) and knows and makes known
the secrets of heaven and divine truths generally ( A.V,1I, 2)
He is said to mike an enticing speech (aqqq}gag.-qé; A qa—
AV. XX, 128, 3)

In epic poetry, the Gandharvas are described as the celestial
musicians or heavenly singers;( @ qUIENE WA VSIS 7RI, |
33 Ranedy: eqami agigfd W— @gwra I, 161, 26). I have
already pointed out that in the Rigvéda the Gandharva is endowed
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with sweet speech (cf. e g4: of the Atharva Véda XX, 128, 3)
which in the epic mythology has been ascribed to the Gandharvas
and Kinnaras who form the orchestra at the banquets of the gods
and belong together withthe Apsaras to the Indra’s heavensharing
alsoin his battles. The Yajiiavalkya-smyiti corroborates this
idea when it says that the Gandharvas granted an auspicious
voice to women (chapt.I, 71 ). That these celestial musicians
held the monopoly of divine music is set forth in the classical and
technical literatures and inscriptions also from the earliest period
down to the 17th century A, D. when the religious and spiritual
traditions of the followers of Vaidika rites were aliveon the
Indian soil. These will be dealt with later on,

Thus, we are furnished with the following meanings of the
word Gandharva as explained by Sayana viz.

(1) afqng gsia: 3fy 3 seas: | geaf=ana

M e [ wwR: | WYIE WA awgal {g: | 4. . one
that contains water ¢ ¢, the cloud is the Gandharva
(2) w43 gt wiiat gal g4 (thesun) and by the same process
of derivatien (3) weqafi=Aiqig®d.  In the Sabdakalpadruma
however, is offered a more appropriate derivation explaining
their functions directly in the words awd @tgainfRsifaasair safy
oy sfy €q0 MgE: de. the heavenly musician who takes delight
i.n singing and playing on musical instruments. This etymology
19:suggested in A.V. 12, 1, 2, 3, where the odour ( gandha ) of the
earth is said to rise to the Gandharvas (aeq wea: ghafy dapm a
fracaad ame: | g neaqh srarm AR ). The Gandharvas are
classified under two heads viz. (1) fasa @egg or divine
Gandharvas and (2) q3s7 a=qq ¢ ¢. the human Gandharvas.
The former are extolled in the hymns from the Védas cited above
and hold a higher position and status in the pantheon of the
Védic theologists, than the human Gandharvas. They are born
of the divine seed ( 3gdla; ) and are divided into eleven
categories according to the Vahnipurana:— sgssziRaeaid a4

T 54 1 g G35 €AIFRT gl AgA | RaEg zaga aedd



7

R o1 || —quoted from the Vichaspalya under Gandharvas,
Campare in this connection Sayana’s gloss on R.V.III, 35,6
TR, QAT EI TGRS in which the Abhraja gana is specified.

Jatadhara, however enumerates the eleven classes differently as
follows :—

g3t g7 Paay gedt fRparggeaan
Margegagarfaa a7 e o
- quoted from the Vachaspatya.

While narrating the origin of the Universe, the Manusmriti
introduces the ten Prajipatis who created the scven Manus, the
Maharshis ( the sages) and the Yakshas, Rakshasas, Pisachas,
Gandharvas, Apsaras. Asuras, Nagas, Sarpas, Suparnas, the groups
( @01 ) of the Pitris . .. . Kinnaras, Vanaras etc.

( =g i femaig aegigE Sgua |

aegafeguoiter gt = gamon ...

fEurauEaceafeafqyia fagnama—- chapt. I, 37-39
The commentator Kullikabhatta explains:— weqaifERaRE: 1
G AL , following the renumeration of Jatadhara. Inb
the Sivatatva-raindkara an encpclopaedic work of Basavaraja of
Keladi ( 17th centvry A.D.) the Déva~Gandharvas are divided
into Maunéyas and Prapéyas each of which has sixteen and ten
clans respectively. Their names are enumerated in Kalldla III,
chapt. 3, vv. 4-15. This classification is not found elsewhere
and appears to follow some local Viragaiva tradition.

In the third book ( EFFg ) of the Bhigavata whose present
reeension is ascribed by scholars to tl.e 8th sentury A.D. but
which from the available epigraphical and literary evidences may
be relegated in its original form to a very high antiquity going
back to the Pre-Christian era, there is a lucid and thorough
account of the creation ot the universe. In the narrative of the
divine creation { gaed ), the following verses specily the eight-
fold creation thus :—the Visudha (Gods ), Pityis ( manes) Asuras,
Gandharva, Apsarasas, Siddhas, Yakshas, Rakshasas, Charanas,
Bhitas, Pritas, Pisachas, Vidyadharas, and Kinnaras
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Fagaemefia fagar fladsgu: !

weqataeE: fagr agegifa =om:
97 %a feamara faaen: fEaoe: )
g2 Fguemar auted fagagar

The commentators Vijayadhvaja ( 14th century A.D.) and
Yadupatyacharya ( 17th century A.D. ) recencile the discrepancy
in the original statement ( #g fag: ) and the actual enumeration
which exceeds fourteen categories, by the process of inclusion of
some into the main heads so as to bring the number to eight
( = w53 dour P3G Haifsdautd gaald - fmasssta on 117, 3, 11,
27-28)

The functions and duties of the several gedlings given here

are explained in the commentaries as follows :—

gamaifg saft aigmify Faeadqn

fag Regfy awrenudsisfa safa

wu 3y &1 § SR qan

&= 9 4 g gdqn: fagaed safaar |

aqsey gafiredeate Agiat war |
quoted in the Vijayadhvajiya. Their functions are explained
more clearly in the Yadupatye in the following prose passage 1—
ea WA Fal sk weagiaram 1 ar@fz Falk 5 ag wang | wfrada
FaIf g 1 g Rl fagrat | g gl s el | adimfafy
roA 1 weEfaemaizn dnEa sk qafk fEiaa

The Gandharvas and Apsaras perform singing and dancing
before the gods; the Yakshas and Rakshasas are to act ag their
vehicles or conveyances besides doing battles for the gods. The
Siddhas should always proclaim *‘ success, success "’ to the gods
and the Charanas should function as spies ( =i: ). The Bhiitas,
Prétas, Pisichas, Vidyadharas and Kinnaras, should renger
service to the gods by assuming various bodies.  The Tunctions
of these demi-gods are also indicated in the verses sungin prajse
of God Narasirha by the Gandharvas, Kimpurushas, Kinnaras
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etc., which are extracted below from tke Bhigavata, Skandha
VII, 8§, 50 etc.,
aeqgl & :— 23 fgal § azaEgmEm ete n o)
“ Oh Lord we are your singers, actors and dancers.”
fhgen 23: — a9 Fhoewesd g ARIgRd §4¢ |
a4 paedl as) fuFa: egfaag n 53 0
we look like Purushas ( f%gaq:ggqm;g ) but you are indeed a
Great Purusha. For,
“ This despicable person ( i.e. Hiranya Kayapa ) despised by
the good people is destroyed ( by you) ”
frav eg: — gl feawon saqgm
fefaqq fafe agaisg #ifta: 1 ete.
“Oh Lord, we are your servants. But thisson of Diti (z.e.
Hiranya Kadyapa ) caused us to serve him forcibly ( fafg=forced
labour ).”” The nature of the service is not specified

A word will now be said about the habitation of these demi-
gods according to the Purianas As stated above, the sky
(=1@fRer ) and the waters were specified in tke Vé&das as their

locale, The S'ubda-Kalpudruma locates the Gandharvaldka above
the region of the Guhyakas and below that of the Vidyadharas,
The Kasikhanda describes the Gandharvas and their residence in
the following verses which corroborate the statements made
above on the basis of the Puranic and Védic texts :—

NFITECIT SIRISH Tegata gaAL: |

At mam gq aren:  gfamsEn |

dfam «fy dow Qeaf aufaog

€3ala T M 9 S9a Afza

gl amg @saifa gmaifa gaifa =)

gsmvaly gedfa squdiegasa: o

IR0 Saegeg: dMq macaziaad |

AT 9o weadl Aear ffad o

—quoted from the
Sabdakalpadruma,
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““This is the world of the Gandharvas who are the singers of
the gods. The Charanas who are expert musicians are the
reciters of eulogies and please the kings by their songs. They
praise the wealthy persons through greed for money. They
frequently give away to Briahmanas whatever articles of per-
fumery, wealth, clothes etc. they receive as gifts through the
king’s favour, Through merit thus obtained, they will be eligible
to the Gandharvaldka”. These are evidently the Manushya
Gandharvas who by the performance of such meritorious deeds
are entitled to a place in the Gandharvalgka The sameidea
is expressed in the Sabdarthachintamani which explains the

distinction between the Déva-Gandharva and Manusliya Gandharva
in the following verses :—

sifensaey agsa; 9 gradisRaRad: |

TRgHe] gAI9AT Aed ey Iy )

TAFCT FACITA, FEAFHT IZAL |

TEAcH aRENS T 39 TRU T4
The D&va-gandharvas are mentioned in the Védic hymns quoted
above and the Manushya-gandharvas whose status is much lower
in the gradation of the V&dic pantheon are also referred to in the
epic and classical poems, In the Ramiyana, Lava and Ku$a are
described as twin brothers endowed with sweet voice like the
Gandharvas ( grait eazigest a=gaifig sfaot 0. 4, I0) who are
evidently the human Gandharvas.

That the Gandharvas have a prior right to possess women is
also indicated in the marriage verse i—

e s iRy weadt fafig we: |

TN AR afy egdaeh mgsaw 0 (R.V-X 85,40,-49)
which states that a bride is ficst taken to wife by Soma,
Gandharva and Agni in order before she is married by the human
'bridegrovom. The Yajiiavalkya-Smyiti (1, 71) declares that Soma
imparted purity to women, Gandharva an auspicious speech
( g4l ) and Agni all sacredness, regarding them ever pure
el 3 Afar @1:). This is only an extension of the Vedic concep-
tion of the #wy g3: of the Gandharvas and of the epic idea of
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their being the musicians of the heaven. A brief account of the
origin and description of these demigods is given in chapter XI of
the Hindu Mythology by W.J. Wilkins and in T.A, Gopinatharao’s
Elements of Hindu Iconography, Vol.1I, p. 568.

The Kinnaras who are included in the eight-fold divine crea-
tion (37 ga ) of Brahma given in the Bhagavata (III-11-27-28 )
quoted above are alsothe semi-divine beings who accerding to
the Yadupatyam were to render service to Gods in various ways
( wfewfacaa il awu i qaifk fdams ). The Kinnaras are
enumerated along side the Rikashasas, Vanaras, and Yakshas as
the progeny of Pulastya in the Mahabharata ( Bharata, Aranya-
kaparva, chapt. 6 ) while the Kirhpurushas are clubbed together
with the Salabhas, Simhas (lions ), Vyéaghras ( tigérs), Yakshas
and Héhﬁm;igas (¢bid ) among the descendants of Pulaha. In
Bhagavata ( VIII, 20, 13 ), the Kinnaras are accordingly
mentioned separately from the Kimpurushas.in the verse (ﬁgﬂg
§7399: Q5@ neqafhaeT fmu @ig: 1 ). Like their compeers  the
Gandharvas, they are also endowed with sweet voice and are
known in literature for their melodious songs. (compare for
example ggeamfisely Frauni—gaEna, g T 5 gaa—
gEa y. The physiological and iconographical features of
these semi-divine beings as made out from literature and
inscriptions will be studied in the next chapter. The Sabdakal-
padruma locates the Kimpurusha-varsha between the Hémakita
(e, Méru.) mountain and the Himalayas included in the nine
continents (@us ) of the Jambiadvipa. But its exact situation
can not be made out clearly, The same authority suggests the
derivation of the word Kinnara as gfegal ag: . Monier Williamg
explains it as ‘what sort of man’( f&-ax ) being originally a
kind of monkey ( vi-nara) and in later times reckoned among
the Gandharvas or celestial choristers. They were attached to
the service of Kubéra who is known as the lord of Kinnaras
( f%=%r ), in literature and inscriptions.

It may be observed that the divine creation which the four-
faced God Brahma made in the beginning of the universeis
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wholly transplanted in the Brahmanda (., created universe)
where, even quarters for the various beings are allotted. This
is followed suit in the buildings of a city or town which according
to the science of town-planning, should contain among others,
separate quarters for the Gandharvas who are represented by
the drummers, musicians and dancing courtezans, The Manasara
states that in the Gandharva part, should be the houses of the
drummers etc,, halls fit for the dancing or music of courtezans
and the residences of the architects (®g1a% ) should be situated

in the Gandharva plot. Even a temple should have a separate
plot for the Gandharva where should be a pavilion for gathering
flowers for worship ( Manasara chapts. IX ahd XXXII ).
Dweliing houses also should be marked by various plots of which
the one for the Gandlarva should contain the house of those
prineesses who can be seen by the moon. These are the top-most
portions of a mansion or the antariksha plots which are suitable

for the quarters of the queens of kings of nine ranks
( Ibid, chapt. XXXVI ).



CHAPTER II

THE GANDHARVAS AND KINNARAS IN THE JAINA
AND BUDDHIST PANTHEONS.

The Gandharvas and Kinnaras are adopted by the Jainas
also in their system of theology. Their description and functions
do not materially change from the ones given above from the
Vedic and post-Vedic evidences, But the classification and their
habitat are slightly different, According to the Tattvarthasiiira
chapt. IV. siitias 1-12, the gods of the Jaina pantheon are of four
orders namely Bhavanavisi i.e. Residential, Vyantara i.e peripa-=
tetic, Jyotishka 4., Stellar and Vaimanika i.e. ‘Heavenly. Every
class has ten grades:— gz, @mifis, akea, MAER, sNeaE, SIS,
#As, SHiqs, sifisle ((that grade of celestial beings who form
themselves into conveyances as horse, lion, swan etc., etc. for the
other grades ) and f&oa9s ( the servile grade ). But the gods in
the 5337 and s fyss regions are denied the privileges of having
the gradss of gafan ( like ministers or priests, being thirty three
in number ) and Sxqs (the police or the protectors of the people).
The gods of the Vyantara region are given in Siitra as s3a{: {%-

W frgen adn add ag e wa fmEn 199 . Some of sthese
live in the innumerable oceans and continents, The seven classes
of the Vyantara gods, d.e. all except the Riakshasas live in the
Khara-bhaga or first upper-most stratum of the first earth
Ratnaprabha. The Rakshasas live in the second or Paflka-bhég?
of the same. It may be remarked that among the Bhavanavasi
gods all except the Asura-kumiiras viz, Nagakumaira, Vidyut-
kurnéra, Suparnakumara, Agni-kumira, Vitakumira, Stanit?-
kumara, Udadhikumaira, Dvipakumiara and Dik-kumara reside in
the Khara-bhiga of Ratunaprabhia, whereas the Asurakumaras
likethe Rakshasas, live in the Panka-bhaga ( see the Tativarthadhi-
gamasitra by Umasvami Acharya edited by J. H. Jaini, M.A..
Pp.96-g99 ). It is interesting to note that the Kinnaras are
distinguished as a separate class, from the Kimpurashas in th.e
Sitra quoted above, evidently from the difference in their
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respective physiological features which will be discussed in the
sequel.

The functions of the Gandharvas are explained in Ablhidhana-
rajéndra of Vijayarajéndra-siiri, a Jaina lexicon of the medizval
period, oy the synonym Fgmas ( singer of the gods ) sarquszA¥y.
They are divided into twelve classes:— (1) &g, (2) g5, (3)
ara, (4) argr, (5) =wfmis;, (6) aafem: (7) seean
(8) wgmRE:, (9) g, (I0) fEsd:, (11) simqaa:
(12) Maans: whose functions are, as can be surmised from
their names, intimately connected with music and singing. The
Kinnares are likewise divine beings who have to perform similjar
duties. The gods of the first three orders viz., yaaaat, saeag and
s4fass have bodily sexual enjoyment like human beings up to
the second heaven or I$ana (s sft=r 3 Mg 1 v ) y and

in the rest have the sexual enjoyment by means of touch, sight
of beauty, sound and mind as follows :—

In the third and fourth Leavens by touch only,

» 5 6, 7and 8h ,, ,, sightonly,
» 9 Io,II and12th ,, ,, sound only,
» 13, 14, 15,and16th ,, ,, mind only.

The Vaimanikas have no sexual enjoyment. Beyond the
16th heaven there is only the male sex { 1bid. PP- 98). It would
thus be seen that the Gandharvas and Kinnaras live on thig earth

in the Khara-bhdga or the upper stratum and mix up with the
human beings.

The Buddhists speak of three kinds of gods ( déyas ); those
by common consent ( sammati ), those by purity (V1's’uddhi)
and those by birth ( wpapatti). The kings and Toyal Personages
are the gods by recognition, the recluses and other holy per-
sonages are the gods by purity, Brahmi, Prajapati ang oiher
celestial beings are the gods by birth. The Nidd&4a list of dévatas
comprises five groups of five kinds of each: (1) ascetics
(2 ) domestic animals ( elephants. horses, cows, cocks, Crows ):
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(3) physical forces and elements ( fire. stone etc.), (4) lower
gods ( Bhummadéva Ndiga, Suparnna, Yaksha, asurd, gandhabba )
( Digh-N., ii, p. 254, 257 ), (5) high gods (inhabitants of the
déva-16ka proper: Mahiraja, Chanda, Suriya, Inda, Brahma ).
Thus, the Gandharvas etc. are classed under the lower gods
whose function isto attend on the Buddha and Bédhisattva.
Pafichadikha Gandharva, the bharper of Indra and Dhritarashtra-
Yaksha the guardian of the Eastern quarter are frequently
mentioned in the Buddhist legends ( see Barhut, Book II, Jataka
scenes by B. M. Barua, p. 56-57 ) At all important junctures
of the life of Buddha Sakyamuni, Dhritarashtra-Yakha who as the
epithet indicates, is a holder of the royal scepture, a Maharija,
the supreme lord of the Gandharvas, is said to have come with

his retinue to ward off the dangers and pay homage to the
Bodhisattva and Buddha now and then. '

In the opinion of Vincent Smith these godlings were the
most powerful forces in the primtive ages and ‘‘ must be regard-
ed as the last remnant of a whole host of forgotten powers, once
mighty and to be placated, each in its own place. Strange beings
of another sphere, they could not wholly be passed over either by

Brahman or Buddhist. ( A History of Fine Art in India and
Ceylon, p- 7).




CHAPTER 1II
THE GANDHARVAS AND KINNARAS IN INSCRIPTIONS.

A study of the ins¢riptions and sculptures belon]gmg‘lto the
several historical periods and epochs of sculptura St.} € as
demonstrated in the ancient temples both South Indian and
North Indian will, it may be pointed out, show that the
Gandharvas, Kinnaras and other godlings were to~attend on 'the
principal deity in the central shrine doing Him su1ta.b]e services
such as singing, dancing, waiving fly-whisks, and offe.rmggar]ands
of flowers etc., in a worshipping attitude. The techn.lcal ht.erature
in Sanskrit on the Hindu and Jaina pantheons, dealing w1t.h the
iconographical features of the various deities, will forr?l an 1nf:on-
trovertible piece of evidence in support of the COHCI‘fS‘Ons arrived
at by an independent study of the icons found in different parts
of India. I shall briefly notice here a few typical examples from
Indian records where the Gandharvas etc , are introduced as the
retinue of the principal deity. In some temples these minor
deities used to be worshipped, as a necessary part of the temple
establishment. From one of the inscriptions in the Lahore
Museum ( gth century A.D.), it appears that the temple was
adorned with the images of Krishna and of the gods ( déva),
demons (daitya ), Gandharvas, Yakshas, Kinnaras and the
Siddhas (Sirsa stone inscription ot Bhojadéva, Ep.Ind. Vol
XXI p. 196 cf. 37 Se7 newd 37 1 e faged) . The Talgund
Pillar inscription (Ep. Ind. Vol VIILp. 30) of Kadamba Kakustha-
varman (6th century A.D.) similarly records that the temple
of Pranav@svara contained the images of groups of tPe Siddhas,
Gandharvas and Rakshasa (cf. g gg waaal waealls 3aea fagmy
Rg a=ad wiind: §ha— verse 33). The Gandharvas ete. are
2150 referred to in the Nasik Cave inscriptions (bid. p. 6o,
N'o.. 3, plate I, lines 8-g) as participating in battles fought by
Siri Satakarni Gotamiputa qqq weaRed aEw@d A T g T
R Rt aaa ngfafam qae fafa fraRg aaa—u 8-3 ). That the
demi-gods took part in battles is learnt {rom the Yadupatyam,
a Commentary, op Bhagavata 111, 11, 27-28 quoted above
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(smigasa ggifg &og: | ). These demi-gods were the deveut wor.
shippers of the main deity offering prayers, music and dancing,
as already made out from the literary evidences quoted above.
The epigraphical evidence also points to the same conclusion.
The Tipperah copper-plate grant of Lokanatha dated in his forty-
fourth regnal year (A. D. 650; Ep Iand Vol XV, p. 307)
records the construction of the temple of Bhagavan Ananta
Narayana whose person is stated to have been adored by the
chief 20ds, the asuras, the sun, the moon, Kuvéra, the Kinnara,
the Vidyadharas, the chief serpent-gods, the Gandharvas,
Varuna, the Yakshas (@ waadisaiaugl fza#t agat IR &
faamat agwn wead g ue ... faggagdisasqaianes ). The Chandrehe
inscription of Prabddhasiva dated in the Kalachuri year 724
(A.D.9g73) (Ibid. Vol. XXI, P.151), states, while describing
the god Siva, that his fame was incessantly sung with delightin
a light tone by Gandharvas and Vidyadharas in the assembly of
Indrain the celestial garden ( 3 wdz dafg gl argd faamag.
S¥T 9 L i....9faq: grggar daa (18 1 The Arthuna inscription
of the Paramira Chimundariya dated in A D. 10bo ascribes the
singing and music to the Kinnaras in the verse grzcgqaea geRfa
s ffeaar | ke gagemasha @t || 2 1| (Ep. Ind. Vol.
X1V pp. 2g7. ff.)

The Tiruvorrivir inscription of Tammusiddbi, (1bid. Vol. VII.
p 151) dated in Saka 1129 ( A.D, 1207 —8) states while describ-
ing the glory of Tammusiddhi, in the verse

a7 gy AEA wET G §4T 3E:
Agers: *UaeA q99: fEAvga | verse 26—

(when the thcusand-eyed (Indra) in his court constantly
hears of his (¢.e. Tammusiddhi’s) brilliant fame, pleasant
to the ear, from the sweet-voiced mouth of the Kinnaras,
etc. ), that the Kinnaras were the musicians in the court of
Indra. From the Velvikudi grant of Ne dufijadaiyan (circa A.D.
770), in which Ncdufijadaiyan son of Térmaran is described
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Marddita-vran,

. fo o ¢ . a1zﬁ aﬂlﬂ”:
with a string of epithets such as Manip thered that the

Giristhiran, gita-Kinnaran etc, it may be gauality of music.
Kinnaras were taken as a standard to test the A¥¢°"

) . ccording to whom
These ideas are common to the Jainasalso 2 .
the Gandharvas and Kinnaras belong to the Vyantara 'eg,m“'
One of the Jaina sculptures of Mathura represents trr‘,e V"’Ol’Sh]p of
a sti@pa by two Suparpas and five centaurs or Rinparas who
carry jars filled with flower-bunches, fans made of branches etc.
(Ep.Ind. Vol.1I, p 319 ). This shows that the Su.parnas z.md
Kinnaras were the attendants of the Tirthankaras dolﬂg. ser'v1ces
of various kinds. That the Gandharvas were the repoSltO.I‘Ies of
the science of musicis also learnt from the Staten.lent\ in the
Hathigumpha incription of Kharavela that be (the kmg.  versed
in the science of the Gandharvas (4.e. music) entertained the
capital with the exhibition of dapa ( country dance ), dancing,
singing and instrumental music and by causing to be held
festivities and assemblies ( samaja) (EP- Ind. Vol. XX,
p. 87).

From the few typical the epigraphical references ranging in
date from the 1st century A.D, onwards, quoted above, it may be
concluded that the traditions recorded in literature were actually
handed down in practice consistently, throughout the historic
period of Indian history. The foregoing discussion makes it quite
clear that the demi-gods under notice, though bolding a subordinate
position in the Vaidika and Jaina pantheons were considered in-
dispensable in every temple and that their fonctions were, singing,
da“.Ci“g and playing upon musical instruments besides rendering
various kinds of service in battles etc. One additional feature of
the Kinnaris is that they were apperently regarded as the protec-
tors of the village or field boundaries, The stones with the figures
of Kinnaris appear to have been planted in the corners of the
boundary line of a field to proclaim that they were being guarded
by the Kinnaris (c¢f. for e;:ample the Lakshmé$vara inscription
°f_Jagadékamalla dated roth regnal year: Isanyada sime Ittageya
ha.éa holadg badagazm hérgya kinnart gal ). We have noted above
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that according to the Buddhists, Dhritarashtra-Yaksha was the
protector of the Eastern quarter paying homage to the Buddha,

The various functions of the Gandharvas and Kinnaras
namely (1) Singing, music and dancing, (2) seduction and
possession of women, (3) doing service to the principal deity
on whom they attend such as offering flowers, fruits etc.and
(4) participating in battles etc., are represented in sculptures
belonging to different periods of history, These will be studied
in the sequel, after their physiological characterstic features are

made out from the literature and specific icons found in different
parts of India. '



CHAPTER 1V

ICONOGRAPHY OF THE GANDHARVAS AND KINNARAS
AS MADE OUT FROM LITERATURE.

In this chapter, we shall study the physiological and icono-
graphical features of the Gandharvas and Kinnaras from the
available literary sources. The Sanskrit lexicons reckon these
mythical beings among the déva-yoni gods. Amara (I, 1I,) clubs
together all the d3va-yoni beings in the verse

faaaQsaq ageey aeug fEa:
fan= gzrs: fagy garsHl gmaaa: o

While commenting ont his couplet, Kshirasvimi explains the seve-
ral groups, of which the following relevent portion is extracted :—
it Siqaagazs: agn gRseaal faufog | g s @
AQ: @R | ... TeqalegegeTIRa: ZawEAn | fewo:  svaifzgan
AxiRen fagwar Rfg@meaaa: ead famlan | etc. etc.  The
Vidyadharas are Jimiitavahana and others who hear a sword,
pills, magic ointment and charms, the Apsaras are the concubines
of gods moving in water namely Rathbha etc. The Gandharvas
are the singers of gods, namely Tumburu and others; the Kinnaras
have the faces of horse etc., and are amorous. The Pisachas are
flesh-eaters themselves being reduced to skeleton, without flesh.
The Sasvatakosa ( verse 101 ), the Nanartha Sangraha of
Ajayapala (p.3r V.6, Madras University edition ), and the
Sabdaugha Kalpadruma describe the Gandharvas as an animal
born in the mid-region ( stau waEeq ) and moving in the sky
(@At ). The Médinik $a has similarly the verse

T ARy emcdenifEe guA: | slquwaaed 9 wad Iwsfa I

The Abhidhinaratnamala of Haliyudha does not give any descrip-
tive epithets about this demi-god. The Kinnaras are, however,
delineated in some of the lexicons with their characteristic marks
such as horse-face and human body etc. Halayudha gives
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o

Prav emfFeged ageag azaar | (Amara has enfzat: fargsasg
A a7 on which Kshirasvimi adds fafa=sy g@?ﬁlf??&ﬂ(:
—partially human with a horse’s head ). The details as to how
they should be portrayed in sculpture and painting are not
furnished by the lexicons or the commentaries thereon. From
the Matsvapurana, Agnipurana and the Vishuudaharmolttara purana
a few particulars can be gleaned, but they are not enough to
exhaust the full elucidation of the subject. The only source of
information in regard to this study are the sculptures and paint-
ings available in different parts of India which should be studied
on a scientific classification and a plausible skeleton of the forms
of these demi-gods reconstructed from the data thus gathered.
This problem will be studied io detail in tbe next chapter. But
suffice it to indicate the literary evidences so far as posaible which
throw light on the images of the Gandharvas and Kinnaras
according to the Hindu, Buddhist and Jaina schools of ancient
sculptural art. It hasbeen pointed out on a previous occasion
that the conception of image-making in the three principal
schools of Indian religious thougiit, is praciicaily tbesame though
in some minor details some defferences are discernible due to the
influence of particular religious bias. The styles of architectural
and sculptural arts are found to exhibit a slow development
marked by a lapse of periods of time combined with the inter-
course with the neighbouring or foreign coun tries.

The description of the images of the demi-gods is not given
in the Agamas and the technical literature bearing on the icono-
graphy of images. There are however a {ew statements here and
there which are collected to get a connected idea of the subject.
The earliest literary evidence is furnished by the K anasara a
work of considerable interest for the history of Indian temple
architecture and sculpture of deities. It is teeming with very
valuable information on the minute details of image-making with
due regard to the measurement of the limbs. The Buddhist and
Jaina icons are also briefly described in the respective chapters.
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In the chapter on the mythical beings '( chapt. 58: aulEmqul
A0 ) the Gandharvas are characterised by their erect position

( cqa® )) by their singing in a dancing pose with alute or a char-
ming stick and by other musical instruments including the lute

gd @ 9ud sl Jamd eams g an
dgdoifanae a=aaiEfy saad 0 (vv. 9-To).

They are stated to be efficient in singing etc, and form
the musician party of the divine troupe wifg Airar weyat
sqgemd (d gema ) MEEg N (40id ). There are only two or
thrze references to their physical appearance in the Rigvéda.
According to IIL. 28, 6 they are wind-haired (qlg%;n;[' But vide
Sayana: 1Fqq. :qgg{.fz;:ﬁ{ y. Gandharva holds brilliznt wea pons
(el wwuat afy % s scagln f@smeagafy X, 123,7)
The Atharva-V&da is more definite on the point. The Gandharva,
the husband of the Apsaras has plumage over head like the
peacock, and dances sportively ( sngeas: fhafiza: TEFFEMATTY: |
A.V.V,37,7). He wears brilliant weapons and iron lances.
(M smed ¥am awriaesdh | wfMgiRaEeaEl amagesafg o
ibid 8). They are also said to be shaggy and to have half
animal forms being in many ways dangerous to men. * In the
Atharvavéda, they are said to be aciass of gods, hairy, like
monkeys or dogs ; they assume at will handsome appearances to
seduce the female of this earth, Therefore, they are invcked so
that they may not indulge in this sort of wrong act but live with
their own wives” ( T. A. Gopinatha Rao’s Hindu Iconography
Vol. 11, p. 568 ). But this description of the Gandharvas is no
where adopted by sculptors. For, their figures are not so far found
characterised by the monkey or dog features. The Vishnuudharmast-
tara purapa 1I1 Book chapt. 42 which deals with the characte-
ristic features of the demi-gods, the sages, the Brahmanas etc.,
who should be portrayed as retinue of the 'principa] deity, states
that the sages, with the Gandharvas, the daityas and the danavas
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should be drawn in painting with th apramana, The

following verses depict their features in brief :—
FnEAT FE5A1: SHaAaRfaar '
genfedraogm: gaoeanagdr: i 2
gaqianfy neaat ggea fafad |
Hisared mgrast et Wi

grefigar g gHERaEadr I
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Searm g Faew gEE 4t U

F3erreqar Fial WascEeadd = |

Avarggd 39: Foea: ghad @ U

g () g smon: Fgeaeadn FEE g9 |

arstmE ¥ it geeg iR

s nzeaE B st and aEar g

qiEsy aRmma fEaqe uedrn |

§9ECa qEAA a1 A aufag o

ATFER qAHE S A1 SR |

fasm=n: qman goar same @ g

““ The sages should be shown with a cluster of matted hair,

Wearing the black antelope skin, weak-bodied but full of lustre.
The demigods Gandharvas should be portrayed with a crown
( ﬁﬂ(ﬂ{) but without a mukuta ( gFaa frafaan: ). The Brahmanas
should wear white graments and bloom with lustre. The Dailyas
and the Danavas should have a frowning look, round eyes and
horrid faces. Their dress should accordingly be uncouth. They
should be shown in the measurement of 7« (Bha? ) dra as also the
Vidyadharas who should be decorated with garlands and orna-
mments, bear a sword in their hands, moving in the air or standing
on earth. The Kinnaras, Uragas ( snakes ) and the Rakshasas
should be depicted in the Malavya measurement. The Yakshas
should be in the Ruchaka measurement. .......... The Pisachas
should be dwarf, and the pramathas hump-bodied etc. ”
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The specification of the measurements of the images of
different demi-gods and the delineation of their features are no
doubt confined in this work to the domain of painting. But as
far as the description of their forms is concerned, it will be the
same both in painting and sculpture. The Maisya purana
( chapter 259 ), while recommending the preparation of the
images of gods for worship, in gold, silver, copper, ruby, stone,
wood, iron, lead, brass, bronze and copper or auspicious wood,
lays down the size and attributes of the various deities. After
dealing with the figures of Vishnu, Brahma and Sainkara, it is
stated that god Sankara should be carved with a retinue of the
chiefs of Gandharvas, Vidyadharas, Kinnaras, Apsaras and
Guhyakas together with groups of Mahéndras, and the Sages
holding in their hands garlands of aksha-sitra beads and offering
Him in humility, presents of tender sprouts and flowers, and
singing His praise. The verse which gives the general attributes
common to all the demi-gods runs as follows :—

weyg gy fEsmmaaE AnasEsag |
AT waw. azeagF sl araman |
qEeEd: A gais gseE gaig |
Qrqand ynaraHiel AAAAMAEC oI |
( Chapt. 259, V. 25-26.)

While describing the images of Vishnu and his surrounding

eities, the same purana enjoins that the f{orapa (architrave)
should be carved with the figures of Vidyadharas at the top and
the Gandharvas with their wives, playing upon the divine drum
(33gf). Itisalso recorded that the Gandharvas shouid be
shown as attendants on the gods Brahma, Vishnu and Mah&gvara
as well as Indra which is in conformity with their status in the
scheme of the gods, being much lower than that of Indra since
they are, as we have already seen, a band of musicians in Indra’s
heaven,
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No clearer details are furnished about the physical forms of
the Gandharvasin literature. Their general characteristics are
music, singing and the offering of bunches of flowers as seen in
the extracts given above. The same features are attributed to

them in the Jaina pantheon. The Jinilankara has the following
verse in Prakrit

qan A=afeq mafeq aslca qgalea = |
¥z @ qzafez greadr Afgam 0 dee.

‘“ The gods in ten thousands make merriment, dance, sing and

play on musical instruments "’ on which the Jinalasikara-tika adds
the following gloss :—

uaf@Y Tggan famad agt wggfmmgia
ag aged g3 aRaR aegsd geai faar |

(Annual Resport, Archeological Survey of India for 1930-34,
P. 134 ), meaning that the Dévaputra Pafichasikha plays ona
bamboo flute and being surrounded by many Gandharvas and
gods, is found singing (~uFasg ) The Trishashiisalakapurana of
Heémachandra also bears out this statement ju varse 489, des-
cribing the Gandharvas as ‘‘ expert in the use of the four kinds of
musical instruments always ready to perform music before you
(¢.e., Tirthankara)”. The same idea is current among the Buddhists
also whose system of godhocd is considerably influenced by the
theology of the Hindus. This is borne out by the extant icons of
deities and paintings which will be studied in a chronological
order, in the next chapter.

References to Kinnaras and the female Kinnaris are not met
with in the Va&dic Literature. The classical and Pauranie literaf
ture as well as the works on Hindu iconography contain .the
descriptions of the Kinnara figures which give a fairly €°°d_1dea
of the physiological features of these deties. Though the lexicons
equate Kinnara with Kimpurusha, the Vachaspaiya d.raws 2
distinction between the two onthe basis of literary evidences.
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As has already been pointed out, the Kinnaras are mentioned
separately from the Kimpurasha in the Bhagavata, Bharata etc.,
the Vachaspatya adds :—

(% 9671 ) :— & 9 HAFEXATR: TUERHE: |
Prace sarRaza: auERaTa 3y qaidg: |

i.e. Kimpurusha has the hips of horse and the face of man, while
Kinnara has the horse face and human body. While enumerating
the characteristic marks and special attributes of the images of
the sun, planets and other gods in chapter 51, the Agnipurana
enjoins that the Kinnaras should be sculptured with Vi34 in their
hands ( dtor gear: feaq: €3:1 ). The Manasara, on the other
hand, gives in chapter 58 dealing with the attributes of Yaksha,
Vidyadhara etc., the following descriptive verse of the Kinnara
images which materially differs from the one known from the
lexicons cited above.

S o @@ Aegwa g qung |

934 meadd A 9 gagn

aF3 FAEgH gsagsaE o |

afta: seoeio frenea g sagaqg N
*“ The legs should be like those of animals, the upper body like
that of man, the face like that of the Garuda bird, thc arms
furnished with wings, the crown deorated with a lotus, the com-
Plexion like the shaded flower, and the sweet lutes should be kept
around them, Such are the characteristic features of the
Kinnaras.” Their general features which share commonly with the
Yakshas, Vid'yadharas etc., are briefly touched upon in the verse

foget = Bast = swsagnfeaaq |
0 WoEREgT aEraEA Ibid. Vol. 2. )
i.¢. * They should have two arms and two eyes, and should be
furnished with the Karanda type of crown. Their legs should be
clad in clothes and they should resemble the shape of the demon,”
The height of the crown of the Kinnaras should be equal to their
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face or one-and-one-half of it. In the South Indian Inscriptions
Volume Il (old series), there is a reference to the setting up of a
group of copper images in the Rajarijé$vara temple at Tanjore
which contained two Kinnaras and two Kinnaris. The Kinnaras
are stated to be solid, having two arms (and measuring) four
Viral (fingers) in height from the feet to the hair. The two
Kinnaris are similarly solid having two arms (and measuring )
three Viral and a half in height from the feet to the hair (S.I.1I.
Vol. II, No. 50, vv.5-6 ). The Vishnudharmottarapurana devotes
a few chapters for the delineation of the formrs ot several deities
etc., in painting and records that the Kinnaras are of two kinds
viz, (i) Those with human head and horse body and (ii)
Those with human body and horse head. This does not seem to
recognise a different type of the Kinnaras, called the Kimpurushas
since the features of the latter are attributed to & variety ot the
former., The work further states that the images with horse body
should be decorated with all kinds of ornaments, be {ull of lustre,
singing, and playing on musical instruments ( chapter 42,
V.V, 13-15 ). ’

It may be noted that a similar description of the animal is
found in the Sanskrit work Ripavaliya ( 11th century A D.), a
book of great authority for Singhalese painters. The Kinnara,
according to verse 146 of the work ‘“ hath a tuft of hair on the
head, a garland around the neck, a human body, and singeth
melodiously ; hath a human face and hands, but the nether part,
like that of a bird, with wings; a face fair and radiant, a neck
graceful as Brahma's ”’ (quot=d from the Medieval Singhalese Art
by A. K. Coomaraswamy, pp. 8o ff.). Verse 138 of the same
work gives the anatomical proportions of theanimalas: ‘“The
two eyes are five Kolaka. the bair and the crowns of them are
twelve Kolaka, the neck the chest, the navel, the private part, the
thigh, the knees, t he calf of the leg, the feet these are three tala ”

In the man-bird form, the Kinnaras are represented at Barhut
( 3rd century B.C.) and mentioned by Aclian ( 2nd century A.D.)
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as follows :— ¢ They are matchless for the melodious notes of
their throat and tongue, so that they are sirens or nearly so, for
the mythical maidens so named are represented alike in the
song of the poet and the picture of the artist, as winged and
having the legs of brds ** (7bid). Griinwedel reproduces a rather
graceful modern Siamese drawing of the bird-woman form
( Buddhist Art in India, English edition, 1901, p. 47 ).

Magha in his Sisupalavadha canto IV on the other hand,
describes the amorous play of the Kinnaras in the Raivataka
mountain near Dvaraka in the following verse : —

faeag g AT guEaewgrat gafig Bt fem:
Pesaea ggRadish o Raslggressmdersag ussn  °

which is explained by Mallinatha in his gloss a relevant extract
from which is given below : —

%8 oA} Qe AHAT AT A6T & grFacR eARRR 0 . ...
fsimen:_gé geard fFal Aigsganay s fisy 5 me wam G AT
AT GRATHE TR w1 qqw s .. frerell €afad
gg: fesaed mgwacaafeodd gwaeh ag aar qur aga grgage: - feRean
aEaEifzfa |

This shows that Magha had adopted the form of the Kinnara
with a combination of horse and human features.

Thus, from the detailed examination of the literary evidences
starting from the Vedic hymnuns to the late classical literature of
the 17th century A.D., we have found a continuous flow of
identical traditions maintained by the poets and bards of the
different parts of Tndia, Ceylon, Burma etc., in regard to the
conception of the physical forms of the mythical beings, the
Gandharvas and Kinnaras. But a difference has been noted
above in the Manasara standard and that of the Vachaspatya the
former adopting the fusion of bird and human parts and the
latter showing the combination of human and horse parts. The
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Riipavaliya however shows quite a different representation of the
animal. These different canons of image-makirg have been
adopted by the artists of India and the Far-east, as can be seen
from the study of the typical sculptures and paintings of the
Jaina, Buddhist and Hindu counter-parts of these mythical
beings made in the next chapter.



CHAPTER V

A STUDY OF TYPICAL GANDHARVA AND KINNARA
SCULPTURES FOUND IN IND1A, BURMA AND CEYLON

Before taking up the study of the Gandharva and XKinnara
images of different historical periods fourd in distant parts of
India, Burma, and Ceylon it is incidental to draw attention to the
antiquity of the concep:ion of composite creatures represented on
stone or on seals of the pre-historic period. In his very exhaustive
and illuminating volumes on Mohenjo Dareand the Indus Valley
civilization, Sir John Marshall devotes a chapter on the religion of
the inhabitants of the Indus Valley, in which he refers to the
worship of cult objects. He observes ‘* the evidence of Mohenjo
Daro for zoolatry is far more abundant than for that of tree
worship,............ closely akin to them, but of more complex form,
are the composite creatures—part ram or goat, part bull, and
part elephant—with human counterance figured on seals 378,
380 and 381, and apparently represented also in the stone images
in the round illustrated in pl.C, 7and 9 ”’. Among the animals
represented, those of a definitely mythical character ate com-
posite creatures of which one is a human-faced goat or Tam or
possibly a more composite creature, part-goat or ram, part bull
and part man, " This has been suggested to be ““a tutelary deity
accompanying the votary into the presence of the Geddess”
(Vol I, p.66). This category of therianthropic deities includes’
the semi-human and semi-bovine creature attackirg a horned
tiger on seal No. 357, and a parallel to this may be found in the
human-h.eaed lions of Mesopotamia *“which figure so prominently
in A.ssynan art, and which have generally been interpreted as
genii, but which in one of the cuneiform inscripticns detailing
certain types of deities are described as actual gods” (1bid ).
The culture represented by the Incus finds is assigned by scholars
to the period 3250 B.C. to 2750 B.C. or approximately 5000
years before the present age of scientific advancement. It is
interesting to note from the evidences set forth frcm the Vedic
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and the auxiliary sources, that the Gandharvas and Kinnaras
were similarly conceived to be composite creatures in pre-historic
India of the V&dic period. Whether the Mohenjo Daro civilization
preceded or followed the Vcdic culture, it may be definitely
asserted that there is a long continuity of tradition regarding the
conception of certain gods bearing human and animal parts of
body and that the Gandharvas, Kinnaras and other hybrid
creatures were counted among them as cult objects of worship.

In the historic period beginning with the Mauryan, nu-
merous specimens of these mythical beings are unearthed in
the North and South India and the study of a few typical
examples is made in this chapter noticing in general the lines of
development of the sculptural or mural art and explaining in
brief the adherence of the artists and sculptors to the textual
canons embodied in the Sanskrit liturature on the subject,

(i) The Gandharva and Kinnara figures in Gandhira art.

The earliest sculptures of the Demigods—Gandharvas and
Kinnaras, hail from Mathura, in North India, the Licinc of the
Jaina religion in the 4th century B.C. In one panel is represented
the worship of a stipa by two suparpas, half birds and half men
and five centaurs or Kinnaras (Ep Ind.Vol. 1I, p. 319 plate IIA).
One of the former offers a garland and the other as well as three
of the centaurs, two on the right and one on the left, bring jars or
boxes filled with flower-bunches. The last two centaurs on the
left seem to carry brooms or fans made of branches. All these
five figures wear turbans, such as many of the males of rank
represented on Buddhist sculptures wear. A fragmentary
sculpture in the Mathura Museum which is designed apparently
after the Gandhara sculptures of the same place shows some
divine or semi-divine beings in a worshipping attitude flying as
indicated by the position of their legs and carrying cabbage-like
bouquets from which they are showering flowers. They are
muscular and robust figures wearing garments below the naval
upto the anklet, the plait of the Dhoti flying in folds and the
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upper garment flying in the air over the shoulders with the swift
movement of their body through the sky. Their hair is tied in
knot into a tapering crown with braid oun the edge and they
are decorated with a necklace ( see plate LVI on p. 159 of the
Annual Report, Archzological Survey of India, 1g906-c7 ). They
are evidently the Gandharvas heading towards the Buddha with
offerings of flowers in their hands. In theTorana architraves in the
Indragaila cave at Mathura is represented the episode of Sakra’s
visit to Buddha to whose proper right is standing the Gandharva
Pafichagikha recognisable from his harp. He is followed by six
female figures probably nymphs ( apsaras) of Indra’s heaven of
whom the first seems to beat time, the second and forth have
their hands joined in adoration and the remaining three carry
each a garland and a bunch of flowers as offerings.
side of the cave stands Indra himself ( A.S.R. 1gog-I10,
p. 74 pl. XXVII b ). Here again, the functions and cognisances
of the Gandharvas and their wives the Apsaras, are given
according to the Buddhist canons. Other representation of
Indra’s visit to the Buddha with the figure of the Gandharva
Patfichasika playing upon a harp are found on a fragmentary stone
excayated at Takht-i-Bahi by D.B. Spooner (A.S R, ]907-—08
PP. T41—42, plate XLIV,b) and on the illustration given by
A. Foucher reproducing a sculpture from Loriyana Tangai pre-
seived in the Indian Museum, Calcutta (1bid p. 142) DAmor‘g
the sxfbjects of Kushan sculptures, a common feprese.ntation;s
the visit of Indra to Buddba in the Indrasaila cave. A part of
ir1~eze on Torana beam at Mathura represents a threeptiered
StudPa :ﬁ:’ith trees cn either side of it and pairs of suparnas (harpies)
Cfering besting seonee aie vory eome S S0 gerlands, The
stout male figures i rden tn Partxcular]y short and
:  groamng under the weight of big garlands are
abundantly in evidence in all early sculptures. The Suparpas
a.nd Kminnaras mentioned above strictly contorm to their descr'ip-
th.nS given in a previous chapter. It may be noted that the
Kinnara has the horse body and human bust carrying a basket of

On the other
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Nagarjunakonda, Guntur District: Carved slab
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offerings it hus hande (4 Hidory of Fise avs i Lndia and Coylon
by VoA Sipith - piate 15, A ). These guriznd-beaters | see, lor
aphic repies ciatien of the scene, the undelating roll moti:
on zoping of caii < Amsardvati, figured 2. pl. 2.-13, 2bdd, facing
} are apperentiy the GGaudhatvas whose specisl duty is

music, supmg and ofining of fiowei-gaslands to  the deity
onwinch they sttend. Tor the freshiess, vigour and simplicicy
of voopicesion they are uoparalleled and berwag to the primitive
neuiod of 2cuipterai arisn India. The Amaravati Stiipa where the
svu,otures of various «esigns .nd descriptions jllustrating the
siabchist Jataka scenes are recovered, helongs to about zco B.C.
T whitlh penod the zbeve-mentioned miotif shouid naturailv
Leinetl Shwiiar paland beanny ficures are fesnd at Taxiia where
5 fow siipas ranging w0 date from rhe Saka Tahlava period to the
satocedtury AL have rien excavated ( Excavation at 1axile,
&K, for 1g15-30, p. -6 and pl. V-J ). Ttis noteworthy that
the stalwart Ggures canving over their shoulders thick garlands
wrroAdresteq ia leaz sterts and that the alteinate figures are
fuenished W00 wirys heing probably the Swpaenas 3s staredin a
vievicrs case. Their chatacterstic music is also represented
eocarly Doddliid arr of she 2ud Centary B to 4th ~entury
SMDoas e dn e s etptires of o hadkle ard Bis Lciinue
vhoasted az chadistos i Fodilis oo the occasion of Indra’s
it to him, Vhe Gaagnszies et sie also sculptured on the
“hras ol Aveurde ot aa Niaxljankenoa, ilke latter belonging to

o

SR the Sl cenTtinny A

S Tohe Saehoooa apa Winomea fgures in Gupta,
Chaunkya au Paliavae are,

In the Ziva winvie ot Baumace which is assigned to the
w2dlG of the 5ih centary ALD. (Memosr No 1o of tne Archaalogs-
S Suree, of fndsa, po 3 ), the dearway of i Guaedhagrika s
lelotatd wilh the figures of (angi aic Yerund stunding on
felr reccective vebicles wie AU vaia aad Fooe, and other siand-
s it ot the <door jamle  ©a the horegiai bar at the top
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offerings in hic hands (A History of Fine Art in India and Ccylon
by V. A. Smith : plate 15, A ). These garland-bearers ( see, for
a graphic representation of the scene, the undulating roll motif
on coping of rail at Amaravati, figured as pl. 23-B, ¢bid, facing
page 48 ) are apparently the Gandharvas whose special duty is
music, singing ‘and offering of flower-garlands to the deity
on which they attend. For the freshness, vigour and simplicity
of expression they are unparalleled and belong to the primitive
period of sculptural art in India. The Amardvati Stipa where the
sculptures of various designs and descriptions illustrating the
Buddhist Jataka scenes are recovered, belongs to about zoo B.C.
to which period the above-mentioned motif should naturally
belong. Similar garland bearing figures are found at Taxila where
three stiipas ranging in date from the Saka-Pahlava period to the
Ist century A.D. have been excavated (Excavation at Taxila,
A.S.R., for 1915-16, p. 5-6 and pl. V-J ). Itis noteworthy that
the stalwart figures carrying over their shoulders thick garlands
are dressed in long shirts and that the alternate figures are
furnished with wings being probably the Suparnas asstatedin a
previous case. Their characterstic music is also represented
in early Buddhist art of the 2nd Century B.C. to 4th century
A.D. as noticed in the suclptures of Pafichasikha and Lis ictinue
who acted as choristers to Buddha on the occasion of Indra’s
visit to him. The Gandharvas in flight are also sculptured on the
stipas of Amaravati and Nagarjunkonda, the latter belonging to
about the 2nd century A.D.

(ii) The Gandharva and Kinnara figures in Gupta,
.Chalukya and Pallava art,.

In the Siva temple at Bhumara which is assigned to the
middle of the 5th century A.D. (Memosr No. 16 of the Archaologi-
cal Survey of India, p. 3 ), the doorway of the Garbhagriha is
decorated with the figures of Gangad and Yamuna standing on
their respective vehicles viz, Makara and Kiirmz, and other stand-
ing figures on the door jamb. On the horizontal bar at the top
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are seen six flying figures—three on each side of the bust of Siva
in the centre, carryingin their left handsa tray full of ﬁowe‘rs.
They wear a wig on their head and seem to have decorated it with
garlands. They are equipped with waist-band and an under
garment below the navel which is seen flying in the air. They are
sparsely dressed and scantily decorated which is a ‘characteristic
of the sculptures of the early period. The art expresses itseif in all
its vigour of child-hood and the sculptures found in the Buddhist
or Hindu . environments are potent with the sentiments of the
scene depicted or the idea intended to be conveyed by the artist.

It should not, however, be presumed that the early sculptors
were not acquainted with the varieties of dress and ornaments to
be shown on the figures carved by them. Far from it. In certain
cases where the occasion required the introduction of exuberance
of decorative art, everyattention is paid to its delineation without
getting steriotyed or conventionalised. They bestowed primary
care to the expression in preference to decroation. This charac-
teristic continued to mark the sculptures during the whole of the
early period upto 8th century A.D. when conventionalism
began to appear inart. These remarks apply in full to the
f_igUFeS and stone images of the Kadamba and Chalukya periods
in the Dekkan, of the Gupta period in the north and of the
Pallava period upto, Rajasimha III in the south.

. Of the early Chalukyan period, it is worthwhile noticing in
brief the two pairs of Gandharva figures kept on a raised
platform near the front gateway of the Durgd temple at Aihole.
They are boldly executed beautiful pairs flying through the
clouds, as the position of their legs and body indicates.
They are dressed upto the knee and the male figure is
furnished  with . udarabandha while the katibandha is shown
f.°l' both male and female. In the case of one pair, the male who
is dresseq ip chaddi (short pant) tied by a lace (nadi) wears an
under-garment which drops loose in front but is tied at the back.
The female figure is evidently the apsaras the wife of the
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Gandharva. One Gandharva is holding a bowl full of liquor in
his hand and appears to cajol his consort to partake of it which
she is unwilling to do. In the second case, the male and female
are in agreement and conjointly flying in the air. Though the
figures are here decorated with ornaments more profusely than
the sculptures of the earlier periods noticed above, their variety
is limited to the domain of facts and the whole atmosphere
impresses one with the conditions of actual life (see plate).
That the Gandharvas are fond of drink is borne out in this sculp-
ture by the representation of a bowl in their hands. It may be
noted that the Gandharvas in both the cases wear long and
tapering kiritas studded with precious jewels. These pairs belong
to the 7th century A.D. 7.e. to the early Chlaukyan period.

A considerable variety ia the delineation’ of the Gandharva
figures is found in the sculptures in the temples of Viruipaksha,
Mallikarjuna and Papanatha at Pattadakal which furnish the best
specimens of temple architecture of the early Chalukyan period.
The pillars in the ceutral hall of the Mallikdrjuna temple bear
beautiful icons of flying Gandharvas profusely decorated with
ornaments and holding musical instruments or weapons in their
hands. They are invariably found in company with their con-
sorts, the Apsaras, and playing upon a stringed musical instru-
ment. The Gandharva is adorned with a crown, wears an
ear—ornament, neck-lace set with precious stones, and arm-lets
and holds a tray full of fruitsin the right hand. He is also
furnished with wdara-bandha (stomach belt) and Katibandha
( waist-belt ) and putson a folded under-garment tied on either
side of the hips, with the skirts let loose in profusion. The Apsara
is similarly decorated, but she holds two lotuses with long stalk in
her two hands. In some cases, the Gandharva holds erect, a sword
in onehand and a shield in the other and is portrayed in a fighting
pose while flying. In the Nandimandapa in front of Virtipaksha
temple, heis seen, peculiarly enough, worshipping a miniature
shrine with god inside, represented in different styles of temple
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atchitecture. (cf. the Gandharvas and Kinnars worshipping the
Buddhist stupa at Barahut, Sanchi etc.). The various types of
gopuras shown on these miniature shrines are interesting in so far
as they bear ample testimory to the adoption and assimilation
of the northern and southern standards of gdpuras by the
architects of Karnatak in the beginning of the §th century A.D.
It is worth noticing that in the midst of the worshipping
Gandharvas is figured a ten-headed Ravana in the act of lifting
up a miniature .shrine, ‘evidently Kailasa of I$vara.

Thus, the study of the early Chalukyan sculptures at the
historic places of Badami, Pattadakal and Aihole lays bate the

following characteristic features of the Gandharvas. viz; (1)

Their flying pose in the region of the air, (2 ) being flanked or
accompanied by thé Apsaras, (3) holding in their hands (&)
Pﬁerings of flowers and fruits in trays, (% ) a sword and shield
In a fighting attitude; They are ( 4) profusely decorated with
acrown set with pearls and precious stones and other ornaments
and ( 5 ) are dressed in chaddi and long flowing under-garments.
In some cases, they are also found (6 ) in the act of playing
Upon stringed musical instruments or (7 ) of worshipping a
god in miniature shrines. Among these, their chief distinctive
mark fs their fiying pose in the act of offering flowers or fruits,
thus Indicating their habitation to be the region of the sky as

dTet‘errr%ined from the literary texts quoted in a previous chapter.
his is depicted in all the

subsequent representations of
the demi~gods,

the exceptions being found in a remarkable
measure in the plaques recovered at Paharpur noticed helow.

A similar feature is observable in the sculptures of the East
Coast alsp,

Rani G A Portion of a frieze in the upper verandah of the
umpha in the Hathi Gumpha caves in Orissa, shows a man
tional running or dancing attitude dressed in a dhots
ﬂoWe:sscarf. and holding in one hand a tray of garlands and
leaves a‘;f In the other, some lotus stalks bearing flower buds and
' € had turban on his head and ornaments and flowers on

In a conven
and
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PLATE

Aihole, Bijapur District: Gandharva panel kept
in the Durga temple.—( Page 36)




PLATE VI

Aihole, Bijapur District: Durga temple, three sculptured slabs on south side—( Page 36 )
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PLATE IX

Badami, Bijapur District: Gandharva pair : Ceiling .-;'panel, cave-No, 1— (Page 36)
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the "3 iez2rsand acek, The offerings in his hands are apparently
iriee e e Goddha emblematicasly represented on the otherside
el .~ yreh Yoy vhe elephants cronching incave { The Andiguitses of
Oviae, vor IF, by R L. Mitea, plate VI AL and plate VI, A 2))

Toe oeve temples of Ellora ranging in date from the 8th to
vite ety zentury AD. which are dedicated to «he Buddhise,
i2ina anil Brahmanical faiths, are replete with the rerresentaticns
of these demi-gods depicted as flying with a tray of sileiings in
theii hande or playing upon cymbals, drums and orher mnsica)
instrasents.

A sraly of the Gandharva dgures in the Uma-Mihiévara
orin et targad, toround at Gurgi in the Rewa plate and in the
'.;M:;.-..-~ sfele Tohatur of Sohagpar, exhibits that the Gundhasvas

P wearu oing cap-dike Mugulz fastened cu the forebead Ly strings
of {lrora- . ir pearls aud their consorts have no Afrita bur Lave a
:f..s.f»'rf;w:'.r.-. covet ved by a gariand ot flowers. In one case,
T e heardnarea wears a can-like Kirifa. They bear in thejyr

5. a ,-ws-likev vesse, fal! of offerings and are seen fviny i

2 patiaind of'fowers in one hand, Tre cemple and 5}

< Lcenwre relerabic to the rith or 12th ety AN ( geq
Tie Stashavas of Tiipurl ana Theivr Mownwenis by R.D, Baurji

ek Faevew Memoir Noo23 ) A naticed 20 :ve, the Gandhagya

sheta be, wecording (o the I"z'.s]mud}:mmmﬁ"““?i‘“’d'}a:'depicted
without = crown but embel’ished with a braid of hair, The can-
lise coye: inr the bead is appescitly the =locely knit and ncrzt‘ly
ATrdunzed hair which is seein haagig joose ovar the shoudders or
brixm..ing 11 curls below taz car: as o the Ailele ~ ulptureg
describedd above.  The various ornaments menticned in the
Manasyra, chapt, 1., vv. 202~302 ) are discersible i the flgures.‘
"M vart or in full.

fu Lize Pallava art which is typically illustrated In the Mah,.
alimrran seuiptures of the 8th century A.D. a large numper of
T sy ers i pairsare catved in the single stulpture:s as Yandapg
Tdtas 1y Tiladdvaua temple, the Givardhana peael and fastly in
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the head, ears and neck. The offerings in his hands are apparently
intended for Buddha emblematically represented on the otherside
of the arch by the elephants crouching in cave ( The dAntiquitiesof
Orissa, vol. II, by R. L. Mitra, plate VI A, and plate VII, A.2.)

The cave temples of Ellora ranging in date from the 8th to
the 1oth century A.D. which are dedicated to the Buddhist,
Jaina and Brahmanical faiths, are replete with the representations
of these demi-gods depicted as flying with a tray of offerings in
their hands or playing upon cymbals, druims and other musical
instruments.

A study of the Gandharva figures in the Uma-Mah&dvara
temple at Gurgaj, a mound at Gurgi in the Rewa plate and in the
palace of the Thakur of Sohagpur, exhibits that the Gandhasvas
wear a long cap-like Muguta fastened on the forehead by strings
aof flowers or pearls and their consorts have no Ki¢rifa but havea
close cap-like cover tiea by a gariand of flowers. In one case,
even the Gandharva wears a cap-like Kirifa. They bear in their
left hands a jug-liké vessel full of offerings and are seen fiying in
the air with a garland of*flowers in one hand. The temple and the
sculptures are referable to the rrth or 12th century A.D. ( see
The Hathayas of Tripuri and Their Mounments by R. D, Banerji
Arch Survey Memoir No. 23 ). As noticed above, the Gandharvya
should be, according to the Vishnudharmmottarapurana, depicted
without a crown but embellished with a braid of hair, The cap-
like cover for the head is apparently the closely knit and neatly
arrainged hair which is seen hanging Joose over the shoulders or
brimming in curls below the ears as in the Aihole sculptures
described above. The various ornaments mentioned in the
Manasara. chapt, L, vv. 292-302 ) are discernible in the figures,
in part or in full.

In the Pallava art which is typically illustrated in the Mahg,-
balipuram sculptures of the 8th century A.D. alarge number of
Gandharvas in pairsare carved in the single sculpturesat Pajpg,y,
Ralhas, the Jalasayana temple, the Gévardhana panel and lastly jn
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the boulder depicting the penance of Bhagiratha for the descent
of the Ganges ( known erroneously as Arjuna’s penance ). Here
they are shown with short crowns, flying in the air towards the
flow of the currents of the Ganges, with bunches of flowers in
their hands. Butin these cases, the Gandharvas are not usually
depicted in their capacity as musicians at Indra’s court. Their
features are commonly described in their human form withouta
supernatural or fabulous air about them.

(iii) The Gandharva and Kinnara figures in mediaeval art.

The richest collection of the demi-gods comes from Paharpur
an ancient site in Bengal. The figures are ferra coita andare
delineated in numerous plaques as flying either singly or with the
Vidyadharas or the Apsarasas their female counter-parts (see the
Arch. Survey Memoir, No, 55, Excavation at Paharapur-Bengal,
p. 62 ff.). Among the semi-divine and semi-human subjects
treated by the Paharpur artist, the Gandharvas, Kinnaras,
Vidyadharas, Kirtimukhas or lion faces and Nagas are note-
worthy, The Gandharvas are depicted with their legs covered by
lotus-shaped boots, turned upwards in Yhe act of flight, their
bodies floating in space. In some cases, they hold a sword and a
noose or a garland ‘of flowers in their hands (see plate) In
one plaque the Gandharva is represented as letting loose a broken
ne(fklace,the pearls dropping on the floor in a heap (see plate).
I't is surprisingly interesting that the Gandharva is found in one
instance as riding on rhinoceros (see plate ) which feature is
rarely met with in other figures of the deity. The Kirtimukhas
whose origin may be traced to the fertile decorative genius of the
Indus valley artist whose productions in terra colta objects are
m'arvellously conventional and hybrid in character with various
km(?s of human and animal combinations, are very common in
.Indvian architrave and their auspicious character is usually
indicated by the issue of strings of pearls or lotuses from their
'mouths. They lend a supernatural air to the structures and the
1mpression receives further strength by the introduction, along-
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Mahabalipuram, Chingleput District : Details
from Arjuna’s penance.—( Page 38))
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PLATE XII

Rajashahi, Paharpur, - Terra—cotta plaque, showing the Gandharva
with necklace unstrung.—( Page 38 )
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Rajashahi, Puharpur 7ovs-setia plague, showing
Gandhatva riding Mithosbros < | Page 38)
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PLATE XuI

Rajashahi, Paharpur Terra-cotta plaque, showing
 Gandharva riding Rhinoceros —( Page 38)
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PLATE

X

Rajshan;
:]Shahl. Paharpur, Tesra-cotia plaque showing
Ndhary, holding sword and noose.—( Page 38 )
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<ide, of the (izodhaiva and other semi-divine Ggures en the walls
of the teminw Hindn, Boddhist or Juina, or as attendants on the
centrai dhity, O tne ditferent features ascribed to the Gandh-
arvas in tl.e Pakirpur collection, the wearing of latus.cover™ or
b301s, ruitaié on a rhinoceros, carrying ercct a sword are of
whiommon er-vrence, The lotus-covers io the legs are, it may
he: chascved, nsnally shown mn the figures of the sun god and ‘his
aiterjants of. v, the images of the sun near the Gokak falls and
st Flephanz b Tr has been noticed above that the aibole and
Pattedkal weniptutes of the 7th--8th century ALY alen yepresented
these semi-divine beings as flying with swords heid eretin their
Bands. 7 lis feature is likawise found in the carliest paintiags of
Tue 2ekkon, The fresco-paintings ot Ajanta and Badami (cave
~voactack of front Cave ) exhibit very beauiiful drawings of the

wan ihervas with graceful pose and refined expression, On plate
NXIVofthe Ajanta palaings, part I, p, 20, on the leit side of
theiresc at the top are noticed two fiying fgures { gandharvas )
sne mal aad the other female. The upper parts cf their body
areiaios oo bt chie lower onesTare in tact and showv them Boating
;v e av Themate Gandharea holdein his rizhthand a sword erect
while in (nicleft was perhaps a tramget, but this is not cleat now
The femaic fijure has clasped ithe <hoalder of Les mate =ad
sinported thereby, is drifting in the aw  Again in the plate
XNXXiH b, in the upper part of the fresco, above the blocks of
tonventional hilis, a Gandharva and a pair of other celestial
biinzsmar ba ccen flving in clouds. They are brirging flowers
en trayvs made of leaves for presentation fe the Bidhisatva,
Thus, the characteristic marks of flight through the mid-region
with trays of offerings oc musical instruments in their haads to
do service to the deity on whem they attend are respected by the
ancient artists irrespective of the faith to which they may have
belonged, '
The same iconsgraphical feai'ires of the demi-gods are
1iopted in the fizure. carved in the temyles of the 12th century
A D. and oawards and specific examples may be quoted ia large
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side, of the Gandharva and other semi-divine figures on the walls
of the temple, Hindu, Buddhist or Jaina, or as attendants on the
central deity., Of the different features ascribed to the Gandh-
arvas in the Pahirpur collection, the wearing of lotus-.covers or
boots, riding on a rhinoceros, carrying erect a sword are of
uncommon occurence, The lotus-covers to the legs are, it may
be observed, usually shown in the figures of the sun-god and ‘his
attendants (cf. eg., the images of the sun near the Gokak falls and
at Elephanta ). It has been noticed above that the Aihole and
Pattadkal sculptures of the 7th-8th century A.D. also represented
these semi-divine beings as flying with swords held erect in their
hands. This feature is likewise foundin the earliest paintings of
the Dekkan. The fresco-paintings at Ajanta and Badami (cave
No. 3 -back of front Cave ) exhibit very beautiful drawings of the
Gandharvas with graceful pose and refined expression. On plate
XX1V ofthe Ajanta paintings, part I, p. 29, on the left side of
the fresco at the top are noticed two flying figures (gandharvas)
one male and the other female, The upper parts of their body
are missing ; but the lower ones’are in tact and show them ﬂoating
in the air Themale Gandharva holdsin hisrighthand a sword erect
while in theleft was perhaps a trumpet, but this is not clear now
The female figure has clasped the shoulder of her mate angd
supported thereby, is drifting in the /air. Again in the plate
XXXIII b, in the upper part of the fresco, above the blocks of
conventional hills, a Gandharva and a pair of other celestia]
beings may be seen flying in clouds. They are bringing flowers
on trays made of leaves for presentation to the Bddhisatva,
Thus, the characteristic marks of flight through the mid-region
with trays of offerings or musical instruments in their hands to
do service to the deity on whom they attend are respected by the
ancient artists irrespective of the faith to which they may have
belonged, A

The same iconographical features of the demi-gods are
adopted in the figures carved in the temples of the 12th century
A.D. and onwards and specific examples may be quoted in large
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numbers from the south as well as north India ( see for example
the Kasi Visvesvara temple at Lakkundi, Doddabasappa temple
at Dambal and the temples in the ruinsof Hampiand Vijaya-
nagara in the Bellary District of the Madras Presidency).

(iv) The Kinnara figures in the prehistoric and hist-
oric periods.

Let us now turn to the examination of Kinnara and Kinnari
figures whose association with the Gandharvas in the divine
orchestra is well known. It may be observed in conformity with
the literary evidences quoted already that the chief functions of
the Gandharvas consisted usually in serving the main deity by
their vocal songs and offerings of flowers and fruits while those of

the Kinnaras, were to please him by playing upon musical instru-

ments. A minute study of the Kinnara figures in ancient
sculptures and paintings adds to our knowledge of their icono-

graphy by a few interesting details which are explained below.

Theidea of a fabulous representation of composite creatures—
part ram or goat, part bull and part elephant—with human coun-
tenance is current in the art-productions of prehistoric India.
Stone images and iferra cotta sealings recovered from the pre-
historic sites of Mohenjo Daro and Harappa bear ample testimony
to the prevalence of worship of cult gods inall common and
uncommon forms. A specific section of these hybrid figures with
a combination of human, horse or bird parts was known to the
ancients as Kinnaras whose iconographical features as gathered
trom the technical literature on the subject have been studied in
detail in a previous chapter. In the historic period 7.e. from
the early Mauryan age onwards, theicons of the Kinnaras and
Kinnaris are found cut on the temple walls or separately as
attendants on the main deity whether of the Buddhist, Jaina or
Hindu faith and they exemplify different’iconographical standards
which the artists of the times adopted in their art productions.

In the Buddhist stupas at Sanchi, Barahut etc., of the 3rd
century B.C. the man-bird form of the Kinnaras is much in
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evidence on the railing pillars and stone beams. They are
equipped with wings and are likely to be confounded with the
Suparpas who are intimately associated with the Buddhist stupa.
But in many cases, they are represented with human busts and
bird legs only, carrying on their shoulders heavy long garlands of
flowers as an offering to the Buddha. The Mathura sculptures of
the same period and the Amaravati carvings and figures ranging
in date from the 2nd century B.C. to the 2nd century A.D.
exemplify the same characteristic mark of rhan-bird combination,
They show them hopping on their short birds’ legs, in the
act of adoring a stupa with a tray of offerings in hand. Among
the Bodh-Gaya sculptures occur various fantastical hybrid
creatures, winged lions and oxen, a centaur, a horse-headed
female or Kinnari ( 4 History of Fine Art in India and Ceylon,
plate g, fig. F.) The antiquites of the Nagarjunakonda stupas
belonging to the 2nd-3rd centnry A.D. contain many fat-bellied,
human-bodied and bird-legged figures carrying a thick garland
for the worship of the Buddha seated in a circular niche betweesn
two such figures (plate). These and similar figures are
considered to represent the Kinnaras. In Java, Siam and
Ceylon, also the same features are observable in the Kinnara
figures. It may, however, be pointed out that the horse-man com-
bination is likewise met with frequently in the Nagarjunikonda
sculptures. In the extreme left of the scene on plate XXXIII, 4,
is seen a couple of which the lady dressed to the thigh and stang-
ing by the side of her husband has a horse face. In a similar
manner, the horse-faced lady is portrayed in a section ( right ) of
another panel ( The Buddhist Antiquities of Nagarjunikonda, Arch,
Survey Memoir, No 54, plate XXXIII a, b). Both these figures
represent the Kinnaris and the lovers by their side are the
Kinnaras or human beings. A study of the paintings at Ajanta
on the other hand, reveals a different result. The Gandharvas,
and Kinnaras being closely connected with music and song, the
fresco of Bgdhisatva Padmapani shows two Kinnaras on the Jeft
side, right below the Gandharvas, who have human busts and
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bird’s legs and claws. The long dark lines of surma (eye-powder)
is very prominent in the corner of their eyes, One of them is
playing ona hafp. (The Ajanta Paintings part I p. 29 and
Plate XXIV, edited by G. Yazdani). In another scene, two
Kinnaras appear with the same iconographical features. They are
dwarfish in size and bave the bust of 2 human being and the
wings and tail of a bird. One of these is playing on a blue flute,
while the other is apparently beating time with cymbals. The
hair of the flute-player cut short on the fore-head isdressed in a
charming way with a matted effect. The wings of these quaint
creatures are shown by whitish dots, but the tails are realistic
and resemble those of the male birds of the domestic fowl. ( Ibid,
part IT, p. 3-5 ). Thus, we find that the Buddhist art of the
ancient period adopted both the standards which likewise appear
to have been respected by the artists of the later periods
irrespective of their religious faith. Vincent Smith seems to
make a distinction between the Kinnarasand the Kinnaris by
assigning horse features to the formerand bird combinations to the
latter (A History of Fine Art in India and Ceylon, by V. A, Smith-
P.33). This however, is not founded on facts, For, even the
female Kinnaris are represented with horse marks, in conformity
with their description in literature ( ceee.g. the Sisupalavadha
canto IV, v. 32.-quoted above). It may be borne in mind
that the Buddhist literature usually delineates the Kinnarjs
with man-bird combinations and the wall paintings in the
.Abeyadana temple at Pagan, Burma, of the 1rth century A D,
illustrate this in the representation of the scenes from the Maha-
Ummagga Jatakas (No, 546 of V. Fausboll’'s vol VI, p. 422, see
:atlso Cowell's Translation of the Jatakas Vol, VI, p 217), accord-
Ing to which a hermit saved the life of a young Kinnari by killing
a spider which was living on the blood of the Kinnaris, The
h.ermit is stated to have fallen in love with the Kinnari and
lived with her after killing the blood-suckling spider (Arch.

Survey Report for 1930-34, part one, p. 183 and part two
plate CII, d).
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The amorous nature of the Kinnaris (cf. Amara I, 11 )is
brought out prominently in the sculptures of Aihole belonging to
the 7th—8th century A.D. While describing the Raivataka
mountain, Magha has hinted in the verse quoted above that the
horse-faced Kinnaras were eager to embrace the Kinnaris of
human body but were disappointed in kissing them on account of
their queer shape, That they were noted for their loving and
passionate nature can be made out from the following sculptures
found at Aihole.

The front mandapa of the Ladkhan temple at Aihole
belonging roughly to the middle of the 6th century A D. has cn
one of the pillars a beautiful representation of a Kinnari with
horse-face, She is standing by the side of a human figure under
the shelter of a plantain tree, He is holding in his left raised
hand a bowl of liquor, while the Kinnariis dragging him to her
side by the necklace worn by him, Here the Kinnari shows a
long mellow mane dropping from her neck and is gracefulin
appearance and pose. Similarly in the Durga-temple (6th
century A.D,) at the same place, are carved two life size figures
on a pillar, of which one is a human faced male dressed .in langoit
( square piece of cloth ) and holds in his left hand raised aloft, a
bowl evidently of liquor, while the other a horse-faced Kinnari
drags him by the necklace to her side for a close embrace. That
the Kinnaris used to seduce men of this world who had taken to
a life of penance is evidenced from the sculptures at the
Huchchappayyana matha at Aihole. The horse-faced Kinnari
showing her long soft mane dropping from her neck is seen naked
in an amorous pose by the side ofa human faced ascetic who
wears only a langoti like Bairagi and holds a rosary in his hand-
Both the figures arestanding under the foliage of a bower. A piller
in the front porch of the Huchappayyanagudi in Survey No. 270
on the Malaprabha river, bears the representation of a sage
completely seduced by the Kinnari. Here also the horse-faced
Kinnari is standing nude with a creeper in her hands putting her
right 1and over the shoulder of a sage close by who in turn puts
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ivate parts.
hisleft hand behind her back so as to t°u°§ -h?;,;irlv;gaii, on
The sage hasalong beard and is dres’s.e m' is' ;ioul'ed nude
another pillay ip the same porch, a I\lznar'}he s:"e by her
holding a bypcp, of mango fruits in her. harl; s is andcl’ms a long
side wears 3 long Vasudéva type cap I{ke alr]?gthese figures, the
beard. He is dressed in a short chadds. Int’a nd the horse-faced
partner jg 5 humap being, a sage or an asce 1: 1 delight in the
8Ure is no doupy 4 Kinnari who appears to take
seduction of Sages and house ho]der?- a and Kinnari was not
The Man-bird form of the Kinnar Kailasanathasvamin
Unknown ¢, the Hindu artist. In thes' a;:th eight hands
temple 44 Conjeeveram is a sculpture 'of. w:diate left is Nandi
8ina lalita—ti1414 pose and to his mu;' tely to the right
ancing, hy¢ in the lglita mode. Imme liately arently on a
is a Kinnara half—man and half-bird Plaitymg aPPo hy, by
. ) Hindu Iconography
StrGlfngf:d Mstrumep ( The Elements of
T80, p.26g ). District
A Sketey m))m Ramesvaram in the CudaPP;:man bust
illustra e 2 female Kinnari ( plate ). She.has a ed with a
vith protruding breasts and has her. hair arrla;iit knot at
dividing line on the forehead, dressed m'to a well- cross her
the back, e holdsastringed musical instrument aher bird.
breast, With jtg broad pase touching the lower part of s and
Shapeg torm, he § :re is embellished with short wmegs by
€8s of 4y eagle. (I%w south Indian Gods and Goddess ,and-
H.x g i. fig. 1« The fioure, though not apparentl}.r an o
ent opne Tepy Sen.tsa:h)é , ee gf a’ female Kinnari accordmlg{ ::m,i
Canong ¢ anciept works S;l; inconograpby. The panel of a R
o2 Pillar of <a]y{ma-mandapmn near the t'ernp]eczflptlire ;)f
s ] G s
aKinnar?]\l;itI\hjellore District, Shi(:lvgv: :f :hbairrlgl:rgld legs of an
eﬁgle. The curetze femheert:szt the head being decf’mted
With 4 kirit‘: ¢ 35 & man’s ie,ce of art of the mediaeval
Period ,."e. .of the ;SHZ gi:ife(;tztg century A.D. and thus proves
that thjg type of the Kinnara figures was recognised by the



PLATE XV

Dharwar : Kannada Research Institute ; Gandharva
playing on a musical instrument.-—( Page 38 )



PLATE XVI

Aihole, Bija_pur District:

Ladkhan Temple, Two standing
human figures, one c

learly horse-headed in the
n.. - actof.attack -and. defence,~—( Page 43 ) . ..
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Hindu artists in ancient times. Again, in the Kannada Research
Museum-Dharwar, there is a beautiful wooden image of a female
Kinnari with protruding breasts, embellished with gem-set ear-
ornaments, a series of neck-laces of pearls and precious stones and
with a fine makuta on the head, which is tied like a turban with
strings of pearls arranged in a charming fashion. The lower part
is that of an eagle with a short feathered foliage of wings. The
figure also wears a long garland of flowers hanging upto the
ankle. She holds a lotus bud in her left hand, the right hand
being broken at the wrist. The specimen may be assigned to the
post Vijayanagara period or roughly to the 17th century A. D. The
type of Kinnara known to the Singhalese artists was also of the
man-bird form. He is called Kindura or Kinduro by the Singhalese
and Dr. A. K, Coomaraswamy reproduces in the figure of a male
Kindura, from the lid of Kandyan brass box in his possession,
who with his mate is dancing and playing, unconcious of danger
(the Medieval Singhalese Art, Chapter 1V, pp. 8off, by A. K.
Coomaraswamy ). Besides this find, he refers to two other sorts
of Kindura recognished by Kandyan painters, namely sanda-
Kindura, altogether human in form with wings like an angel and
the jala-Kindura of which the former is rarely seen in Kandyan
work. Griinwedel reproduces a rather graceful modern Siamese
drawing of the bird-woman form of the Kinnara ( The Buddhist Art
in India, English edition, 1901, p. 47). Dr. Coomaraswamy
observes in his excellent note on the Kindura ( The Medizval
Singhalese Art p. 80 ) that the Kindurd of Singhalese painters, are
beings, human above and bird-like below ; like a siren or a harpy
but with human arms and shoulders, and the wings not large
enough for flight ( £b¢d, fig. 10 )......... There has been some con-
fusion as to the meaning of the word Kindura. The meaning given
by Monier Williams ( Ské. Dict. ) is a being of the centaur type,
half horse, half man and he is presumably followed by Dawson
(Hindy Mythology p. 158 ) and Pincott (Prema sagara, 1807,
PP. 16, 232). I do not know how the confusion arose............«-
The type of Kindura known to Kandyan artists is, then, the true
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one” (ibid). This observation hastobe revised in view of the
large mass of literary and sculptural evidences set forth in the
foregoing, in support of the man-horse form of the Kinnara. Just
as the man-bird type is adopted by the artists of both Northern

and Southern India, the man-horse form is also recognised by

them in sculptures. Side by side with the composite animals

showing birds’ heads with wings and legs, and human bodies, the

excavations at Paharpur in East Bengal have recovered many

interesting.specimens with animal bodies ard human heads and

vice wversa. Among these latter, may be mentioned the stone

images of Kinnaras with a horse-face and human body ( Arch.

Surv. Memoir, No. 55, plate-XXXVII, ¢, No.21). A couple

with a humap upper part and bovine legs and tails standing side

by side with arms round each other’s neck is also depicted ina

terra  colta plaque found at the same place ( plate XLIb -4).

Similarly, a sculpture of Kinnari on a piilar in the mandapa of the

Subrahmanya tem ple at Mallam in the Nellore District shows the

horse head with a long dishevelld mane (see my paperon the -
Gandharvas etc., in the Proceedings and Transactions of the Tenth

All-India Oriental Conference, Tirupati. March 1940, p. 558, plate

I). Suffice it to say that both man-horse and man-bird forms of

the Kinnaras were recognised and adopted by the artists and

sculptors of India in their art productions, and this isin perfect

agreement with the literary authorities on the subject.

1

From a large quantity of terra cotla or stone images
unearthed at Paharpur (East Bengal) and from the sculptures
and paintings mentioned briefly in the foregoing part, it is evident
that the skill of the artists and sculptors revelled in conceiving
composite figures with human-head and animal or bird body and
vzce. versa. Similarly sculptures of animals with hybrid combi-
n‘a.tlons such as a lion with elephants’ trunk, elephant with a
lion’s body are found in abundance in ancient Indian temples,
The Makaratarazzas and Kirtimukhas or lion-faces with combined
human and bovine characteristics showing pearls and lotuses from
their mouths have been freely adopted in ancient Indian archi.’
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PLATE XVIII

Dharwar: Kannada Research Institute:
Wooden image of Kinnari.— ( Page 45 )




PLATE XIX

Nellore : Nellore District : Sculpture of a Kinnari on a pillar.—(Page 46)
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Kalyana mandapam near Krishna temple.— ( Page 44 )
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tecture for decorative purposes. According to the Manasara,
the carvings of crocodiles and female Kinnaras with flower designs
and various ornaments characterise the arch called Pushpa—israna
whereas the Ratna—torana should bear the decorations of the nine
gems with the figures of crocodiles and Kinnaras ( Chapter XLVI,
vv 53-61 ). The temple cars and chariots should be embellished
with the nhude paintings and carvings of the best heavenly women
without any. clothes on them and representing on their limbs all
their emotions. They should also bear the carvings of the door-
keepers, the Yakshas, Kinnaras, Garuda etc., ( ¢b¢d. chapt. XLIII
vv. 159-160 and 167-68 ). The Gandharva pairs, Vidyadharas

etc., are usually found in the upper region of the temple or
sculptured panels in conformity with their flying nature. Thus the

introduction of the figures of these demi-gods may in some cases
be attributed to the decorative purposes though in most circum-
stances they have a definite part to play in the story depicted ip
sculpture or painting.

The hybrid and fabulous combinations of human and animaj
or bird forms have resulted in numerous types of deities in Indian
mythology. The most important of these are the Kinnarag
noticed in the previous chapters, Hayagriva, Vardha gapq
Narasirhha the avataras of Vishna, Tumbaru divine musician,
the twin gods A$vins, Nagas, and Naginis, Nandi, MahiShﬁsura
Daksha-prajapati, Vyaghrapada Patafijali, Gajinana, Hanuman,
Garuda etc. etc., All these deities are worshipped in Suitablé
images in ancient temples and they are described as to their forms
and functions in the Grea_t Epics the Ramayana and Mahébhﬁrata
and the Puranas and Agamas. This idea of a fabulous combj.
nation is common to all religions in the world and even the Jainag
and Buddhists have borrowed it in their pantheons, As a¢
Paharpur, numerous scenes from the Buddhist legendg are
depicted on the pillars and pilasters of the ruined stone tem

. 1
near the Monastery site No, 7 at Nalanda, Barhat, Séﬁciie
Amaravatj and Nagarjunakonda. At Nalandd appear Ki“naras’

human-headed birds with foliated tails and makara designs, The
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Suparnas are common in Buddhist stipas. Among the carvings on
the stiipa at Nagarjunakonda is found a human-faced and lion
( or hotse )-bodied figure surmounting the sl@pa and turning
the face at its back ( Rupam, April-July 1929, fig. I, slab
representing a complete stipa, Nagarjunakonda Metropolitan
Museum ). It may be noted that the Gomukha-Yaksha with a
povine or horse’s head is the attendant of the first Tirthankara
Adinatha, among the Jainas.

It js worth noticing that the hellenic mythology and art
also recognise the existence of composite animals of which
the most common are the centaurs, Kentaurcs, cherubs, sphinx
and chiron (half-man, half-horse). Even in royal personages
such curious combinations of animal and human limbs have
peen conceived in Greek history. Midas is a royal name which
appears more than once in the onomestics of Greece and
Asia-Minor. According to the legend, Midas had the ears of
an ass. The Macedonian Midas was the son of Gordias and
the Midas of Phrygia was the son of Gordios. It deserves to
be noted that in the 3rd century A.D., the Phrygian of Niece
stamped a coin in honour of emperor Gordianus Piu, which dis-
plays a man sitting on a horse having a man’sleg. The medal
bears the following legend ‘the horse with a man’s leg of the
Nace?a.ns.’ The unanimity of the literary as well as historical
traditions all over the world leads to the unmistakable surmise
that su.ch queer-shaped creatures were not merely the figment of
poet’s imagination but had a real existence in the world.

It has been suggested by students of comparative mythology
that the Greek Kentauros, Iranian Gandharewa, and Indjap
Gandharva betray a common conception and are connected Wwith
each other etymologically. They also seek to identify Gandharyy
with Gardabha (ass) on the ground that Gandharvas are des-
crived in the Atharvavéda (VIII, 6) as braying like an ¢
(3 T qf\(?iaif‘a g agwaifza: ) and since the donkey isa notgyj.
ously lascivious animal it fits in with the erotic character of t},¢
Gandharvas (Indian Culiyre vol- 111, 195€-37, pp. 613-620), T3
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is not a convincing argument. The Atharva Véda quoted above
clearly distinguishes the Gandharva as a separate class from the
Gardabha and A. V.12, 1,23 suggests the etymology of the
word from Gandha only, apparently onthe basis ef which the
Sabdakalpadruma explains the term ag wed gMa qiafe SIEGECIT
safg s Mfy g1 To show the common stem in the two words by
splitting Gandharva into Gandhar + va and Gardhaba as Gardha +ba
and to think that Gandhar and Gardha are practically identical
can not commend themselves to logical thinking. It needs no
refutation that the music of the Gandharvas stands no com-
parison with the braying of the asses. It may be remarked that
the Gandharvas as a class are not known to possess a horse-head
either from the literature or sculptures, though in lexicons, the
word conveys among several other meanings, the sense of a horse.

Itis only the Kinnara that is definitely described with horse
features.



CHAPTER VI

Iconometry of the Gandharva and Kinnara images.

The subject of the measurement of images and proportions

of the limbs of gods and demons is dealt with in general in the
following works :—

I. Brihatsarhhitd of Varahamihira, chapt. 58.

2. Vishr_ludharmattarapurénam, chapts. 35 & 42.
3. Sukraniti, Chapt. IV,

4. Matsyapuranam Chapt. 258.

5. Agnipuranam Chapt. 49 etc. Here mostly the
iconography of the deities is treated.

6. Pratimaminalakshanam,
7. Mayaéastram,
8. Silparatnam,
9. Manasara, and
Io,

Ripavalia (quoted by A. K. Coomaraswamy).

They start with fixing a unit of measurement as an angyl,
and give specific distances between the various parts of the body
and the breadth and length of the limbs, in the case of male a5
well as female deities. The measurements of the images are

spoken of in terms of a t4la. A pratima, for instance, may vary.

10 height from three to ten falas. The Pratimamanalaksh gy,
la'ys down that a talaz is twelve angulas ( gRANERAS =), Ti‘l
Vlshr,ludharmc‘)ttara-purénam says the same thing in the verge
SRS fean eqis geafdiay (110, 35, 11). According to the
Brahmﬁ@dapurar)am a tala implies the distance between the tips
of the fully stretched thumb and the middle finger ( *igmen

} = e -
sz fwar sy MW I=03 | qre: egar qAnAl M 2 araa |

e
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According to the Manasara (chapt. LVIII, v. 6) the Yakshas,
the Vidyadharas and such other beings should be measured in
the nine {a@la system, The nine {ala system, it may be noted, is
adopted generally by all writers on silpa-sastra. The Mayasastram
says that it is the best standard of measurement (3IQ¥ qgAS g )
The Matsyapuranam lays down that the images of gods,
demons and XKinnaras should be prepared in the Nava-tila
standard ( J9q1® gAEY JgFafEF: 1 chapt. 258, v. 16) and
that the face should measure twelve asigulas (1i.e. one tala ) and
its measurement should determine the proportions of other limbs

( TRz ARa g@ gz RMgH |

g@AINA Hooal Galgaq Fegar u bid v. 19)

‘While specifying the proportions of the body, the Vishnudharmao-
ttarapuranam similarly starts with the statement that the face
should measure twelve—asigulas (gﬁ{nﬁa qunar ﬁqf ).. The
Brihatsamhita of Varahamihira on the other hand states that
the twelve asigulas of one’s own hand, by breadth and fourteen
angulas by length should be the measurement of the face

( eigys smiglen RedioaEag 9 gaq |

anfsar g 933 38w Zif9E wfgam 1 chapt. 58, v. 4)
and that this was adoptad in the Dravida country. Thus, accor-
ding to the mava-tdla system which is almost unanimously
accepted by the sculptors and artists of India, in preparing the
images of the Kinnaras, Vidyadharas etc., the height of the
figure would amount to a total of 108 asngulas
An angula is defined in the Matsyapuranam and Brihalsarit-

hitd in the following verses:—

@R afFzEt wigat ags: €g2q |

FaRq: @ faga i@ qenefi

qzeka foear g gw feemeddar |

a0 gFIgFcazzeiEdeaaseT |

Matsya : chapt. 258, vv. 17-18.
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EFAR WAt aguE 5 W Al |
afyarew ga afg s, |
WA W FEmEREF ST A |
iy adeRHEERE WAk € |
Brihatsanmihita : chapt, 58. vv. I-2.

This space of 108 asngulas is divided into the several parts of the
body from foot to the top of the head and the measurements of

the various limbs are enumerated in almost all the works on the
subject, quoted above.

Instead of the Tala system, the Vishnudharmotiarapuranam
gives a new terminology for the measurements of the body in
painting. It states that the Rishis, the Gandharvas, Daityas and
Danavas with their ministers etc., should be drawn according to
the measurement called Bhadra. The Kinnaras, Uragas and
Rakshasas should be in the Malavya measurement while the
Yakshas should be in the Ruchaka measurement. ( III, chapt.
42, Vv. 2-10). The same Purapam explains these terms in
chapt. 35 in the verses (g-1r ):—

QTS AT gannfaE 9
SHI9 39 gHEY Ve g GGTWAN
gflis 38 wesaca qm 39 )
TG A FIHEAH g2 qIHEA A I
FrRAEEREIRES seafiqdiad |

;hus» the Hamsa means 108, Bhadra 106, Malavya 104,
G“Chaka Too and Sasaka go angulas. According to this work, the

andharvas should measure 106 angulas and the Kinnaras etc.,
;04 angulas. It may be noted that the Silparatnam (Trivandrum
ha“Skflt series) part IIvv. 43-49 lays down that the nava-tala

as three varieties called the wuitama, Madhyama and adhama
°f which the Madhyama should be adopted in the preparation
of the images of the Yakshas and the asura-gana and the adhama,
Of' tl%e images of Vidhyadhara etc., The Siddhas, Gandharvas,
Pitris and Asuras should be in the ashta-tdla system, whereas
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the three tala should be adopted for the figures of the race of the
Yakshas and Kinnaras. According to this work the height of the
Gandharvas would be 96 angulas and that of the Kinnaras would
be only 36. This difference in the height is perhaps due to the
adoption of different standards by the artists in different locali-
ties or to the nature of the subject treated by them.

Lastly, I may draw attention to the measurement of the
Kinnara figures given in the Riipavaliya Verse 138; Dimensions
of Kinnara : ‘ The eyes are five Kolaka, the hair and the crown
of them are twelve Kolaka, the neck, the chest, the navel, the
private part, the thigh, the knees, the calf of the leg, the feet,
these are three ¢@la”’ (quoted from the Mediaeval Simhalese Art,
by A. K, Coomaraswamy. Appendix to chapt. IV). Here the
Kolaka is evidently the Golaka of the Pratimamanalakshanani
where the term is defined to be equal to two angulas
( grgled = faafcadads 9 | Jaums ATHAETES ASH F31 U % U )-
Among the group of copper images set up in the temple of
Rijarajéévara at Tanjore, the Kinnara are said to measure four
viral (fingers) i.e. 4 angulam from the feet to the hair and the.
Kinnaris, three viral i. e. 3 angulas frcm the feet to the hair
(S.I.I.vol.II, No. 50, vv. 6-6). This also shows that the
height of the images was subject to the needs of the occasion
but in all cases the best principle of the Matsyapuanam that the
limbs should be made proportionate to the face ( g@wEa F3sal

qqquq Feql | ) appears to have been adopted by all
artists and sculptors in their art productions.
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