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Abstract

A Study of Inscribed Reliefswithin the Context of Donative I nscriptions
at Sanchi

Matthew David Milligan, M.A.

The University of Texas at Austin, 2010

Supervisor: Oliver Freiberger

Inscribed relief art at the early Buddhist archagadal site of Sanchi in India exhibits at
least one interesting quality not found elsewherh@ site. Sanchi is well known for its
narrative reliefs and reliquaries enshrinedstifrpas. However, two inscribed images of
stapas found on the southern gateway record the giftsvofprominent individuals. The
first is a junior monk whose teacher holds a highkifon in the local order. The second
is the son of the foreman of the artisans of a.kiBgth inscribedtizpa images represent
a departure from a previous donative epigraphi@dith Instead of inscribing their
names on image-less architectural pieces, thesganwular individuals inscribed their
names on representations shipas, a symbol with a multiplicity of meanings. Ingh
thesis, | use two perspectives to analyze the Vvisod verbal texts of these inscribed
reliefs. In the end, | suggest that these donatwere recorded as part of the visual field
intentionally, showing the importance of not onhscribing a name on an auspicious
symbol but also the importance of inscribing a néonehe purpose of being seen.

Vi
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Chapter 1 — Introduction

A popular form of early Indian Buddhist ritual fged on one important type of
monument: atzpa (Image 1.1). Typicallystizpas are hemispherical reliquary mounds
meant to either enshrine relics for ritual engagem® commemorate the Buddha or the
Buddha’sparinirvapga. This thesis investigates depictionsi@pas carved on the upper
part of gateways at Sanclim central India. These represensaipas share placement
along the 1st century C.E. gatewaystapa no. 1 at Sanchi. They also share many
common iconographic features, designs, and phykications along the crossbars of the
gateways. However, two of these representatis@all a unique characteristic of
Buddhist art in the region: they are inscribed vdtmors' names. By studying these
inscribedstizpa representations, | hope to demonstrate theitytilifinding a grammar

to read early Buddhistizpa imagery and early Buddhist donation.

g

-
-

Image 1.1: SanchStipa no. 1 and Gateway from the North

! Throughout this thesis, | do not use diacritiasrfmdern placenames, like Sanchi, to keep with mode
conventions. In the original language, Sanchiafrse, was not Sanchi, buikérava during the time
studied by this thesis. For further discussior,BeH. L. Eggermont, "Sanchi-Kakanada and the
Hellenistic and Buddhist Sources,"reyadharma: Sudiesin memory of Dr. D. C. Srcar, ed. G.
Bhattacharya (Delhi: Sri Satguru Publications, 1986. 11-27.



Image 1.2: InscribedStizpa Image and a Non-Inscribed Image on the South
Gateway
From these inscribed reliefs, | ask the followingestions: 1.) who are the

donors? What is their relationship to the Buddbsshmunity at Sanchi? 2.) What are
these twastizpas? Are they artistically unique in any way? 38.jHere any connection
between thetipas’ artistic scenes and their donors? 4.) How @séhtwaostizpas and
their inscriptions fit into the Buddhist gateway ar Sanchi? And lastly, 5.) What is
their significance in the development of artistxpeessions of Buddhism during the
ancient period? In short, this thesis attemptsditha new perspective to the study of
ancient Buddhist material remains through the céosemination of two unique artistic

and epigraphic examples.



At the heart of this thesis is a grammar of repregen. | explore some
relationships among three elements: stizpa depictions--the visual texts; 2.) the
inscriptions--the verbal texts; 3.) and the surding built landscape. Using one theory
from archaeologfy my approach views material culture as a texietoead using a
carefully designed grammar, built word by word,tsece by sentence, from the ground
up. By studying the placement and content of theatlve inscriptions and depictions of
stizpas, | hope to be able to uncover something of tmeianing when the two types of
texts occur together.

1.1 The Sanchi Landscape and Geography

Designated a UNESCO World Heritage Site of India989, Sanchi resides
outside the heartland of Buddhist history. Locatedrly 22 hundred kilometers from
Sarnath in Uttar Pradesh, and some 2,800 kilomé&tarsBodh Gaya in Bihar, Sanchi is
an unlikely location much of early Indian Buddhisstory. Nevertheless, Sanchi gained
prominence early in the extant historical recoilleserved as a historic landmark
because of its lengthy history, the site providesge cache of artistic and inscriptional
material to investigate.

Emperor Aoka's (c. 273-236 B.C.E.) patronage may be ondlgesgason for
the site's early growth and construction of monuadestructures. According to legend,
before he became emperor, he accepted the posftMiceroy of the Mauryan Empire.
His headquarters was at Vedisha in central Intfiedisha served as a focal point for the

Mauryan Empire because it was a large urban ceotgtioned along a known trade

2 See C TilleyMaterial Culture and Text (London: Routledge, 1991).



route. Northern Black Polished Ware associatet thi¢ city’s ancient rampart shows
the city’s earliest urban occupation occurred adotlne time of the Mauryas.

As viceroy in Vedisha, foka met his wif2dand remembered the area as
auspicious and critical to the imperial agefidaater, as a convert to Buddhism, he
famously opened seven of the eight origsiapas erected over the bodily relics of
Sakyamuni Buddha. He distributed the relics andt®4,000stizpas across his empire.
One suclstizpa might be no. 1 on the Sanchi hilltop, as awolan pillar, near its south
gateway, bears an inscription warning expulsiodissident monks. According to local
legend, to honor his beloved wife, and presumablprovide seclusion for Buddhist
monks, Aoka founded Sanchi.

Besides Aoka's history with the region, Sanchi also sat betwthe large urban,
trade centers Vedisha and UjjdinThe overflow of wealth passing between Vedista an
Ujjain undoubtedly gave the religious communityraag advantage in seeking donations,
evidenced by the numerous donations recorded mestbSanchi. The establishment of
a religious center on Sanchi’s hilltop may haverbas much economically motivated as

it was spiritually?

% See thevlahavamsa 13.6-11 for a historical reference tégka meeting Devi in Vedisagiri. For the
English, see W GeigelMahavamsa: Great Chronicle of Ceylon (New Delhi: Asian Educational Services,
[1912] 2003): pp. 88-9.

* D Mitra, Sanchi (New Delhi: Archaeological Survey of India, 200f) 5.

® See J Strongihe Legend of King Asoka, (Princeton: Princeton University Press, 1983219 for a
translation of the relevant portion from théokavadina.

® It is certainly possible that any number of raligs communities, including Buddhists, already oéedip
the Sanchi hilltop and/or region.

 J Marshall.The Monuments of Sanchi vol. 1 (Delhi: Swati Publications, 1982 reprinp). 2.

8 However, Sanchi was undoubtedly not without coritipat as at least one pre-existing tradition alyea
discovered the fortunes of residing between VedstthUjjain. Sometime soon before most stone
monuments were built at Sanchi, the Heliodorusipith Vedisha was raised. This freestanding mdmioli
pillar records the erection ofgaruda-dhvaja, or “Garula emblem,” by Heliodorus the Greek from



Additionally, Sanchi’s fertile landscape warrantked construction of several
water tanks and danisThe local agricultural community may have reliettbe water
stored at Sanchi to grow crops and maintain tifestlyles through a mutually symbiotic
relationship with the Buddhist monastic communftyDams and tanks dating to the last
centuries B.C.E. were key features in the relalignbetween the monastic Buddhists on
the hilltops and the farmers below. Irrigation asrwere built for distributiort> Put
simply, the monks could have provided religious/ses and water as the laity provided
donations, food, and labdt. Therefore, a mutually dependent relationship nadigu
formed between the monastic Buddhists on top ohithand the laity below.

Sanchi was not the only major religious centgharegion. Located in a radius
of about 15 kilometers around the Sanchi hilltopianumerable Buddhist and non-
Buddhist sites. Cunningham discovered four largddhist sites before the 1854
publication ofThe Bhilsa Topes.'® These sites are now known as Satdhara, Sonari,

Andher, and Morel Khurd (previously Bhojpur). Edalge subsidiary site resembles the

Taksasila. Heliodorus was bhagavata, or Brahmanical devotee, sent by th&haraja Antialkidas. This
early Brahmanical inscription clearly shows thatliéba was already associated with the Vasudeva, the
devadevasa, or “god of gods.” The Heliodorus pillar is cleardence of Vedisha’s non-Buddhist
importance before, or at the same time as, thespi@dad creation of stone Buddhist monuments on the
Sanchi hilltop. On paleographic grounds, the Hidiois pillar is assigned an approximate date &56.
B.C.E..

® J ShawBuddhist Landscapes in Central India (London: The British Academy, 2007): p. 233. Shgs
that those from the ancient period are quite distishable from more recent village tanks.

19 1bid., pp. 252-3. Shaw discusses “service villidaramikagama) in theCilavamsa (v. 46.115). They
provided labor to monasteries and met the nutitioeeds of its inhabitants.

1 bid., pp. 239-40. Regarding control structu@saw says: “The dams are usually pierced by amstrea
channel at their deepest point...the natural draipage for the dam catchment...masonry remains,
attesting to some kind of monumentalized contmalcitire, have been found in the feeder streamtseof t
four highest dam sites [of Sanchi, Devrajpur, Mdadh, and Ferozpur].”

12 See L FogelirArchaeology of Buddhism (Oxford: Altamira Press, 2006). In his studyTtiotlakonda
monastery, some of the local population was empldoyethe monastic community to perform a number of
services.

13 A Cunningham;The Bhilsa Topes (London: Smith, 1854).



Sanchi hilltop: one centralized, magiipa with smallerstizpas and temples in
proximity.**
1.2 Sanchi’s Archaeological History

According to J.A.S. BurgeSs General Taylor of the Bengal Cavalry was thé firs
British officer to record a visit to Sanchi. InI8 during a campaign against the
Pindharas, he noticed that three large gateways standing and that the southern
gateway had fallen. The domesbfpa no. 1 was largely untouched and even had many
portions of the balustrade-situ. Stizpa no. 2 was also undisturbed. The dome of no. 3
was in good standing condition; however, its loateg/iay had fallen. Taylor saw eight
otherstizpas but he did not record their condition. Burgasspects that Taylor believed
the monuments were undisturbed for many years.

Mr. Herbert Maddock, Political Agent at Bhopaltained permission from the
government in 1822 to “dig” into the two larg&pas. Seeking treasure, Maddock and a
Captain Johnson, the Agent’s assistant, dugaiga no. 1 “from the top to what he
believed to be the bottom of the foundatidfi."They claimed to not find any open
spaces.Sizpa no. 2 was “also half destroyed by the same buggmateur
antiquaries...they also probably also completed tive of the other minor monuments

previously unnoticed by the few visitors.” Latafter these amateur blunders, a number

% This basic pattern is deceivingtipa no. 2 is located partially down the side of thHé hAs further
archaeology has shown, there were indeed other memis—specificallgtizpas—built on the sides of the
hill.

15J.A.S. Burgess, "The great stupa at Sanchi-Kargakhia Journal of the Royal Asiatic Society of Great
Britain and Ireland (January, 1902): pp. 29-45.

1% Ibid., p. 34.



of serious observers recorded numerous platesearidleem to James Prinsep, coin-
assayer for the East India Company, for anafl/sis.

In 1849, the Government of India ordered Lieuteéria Maisey to Sanchi. He
prepared an illustrated account of ghegpas, sculptures, and known inscriptions. In
1850, Maisey met Alexander Cunningham, Major Gdriartne British army and then-
amateur archaeologist. He corroborated with Cugiram and visited for the first time in
1851. During his seven-week stint with Maisey, Gingham began repairs stipa no.

3, which was wrecked in 1822. In their repairgytfound stone boxes, inscribed with
“ma’ and “sa,” referencing the famous Maudgafsana andsariputra from Buddhist
literature. They sunk a shaft inéipa no. 2 and found an inscribed stone box enclosing
four steatite inscribed caskets with the nameswidus early Buddhist saints and
teachers from the aréd. The two also sunk a shaft irggipa no. 1 but, as their
predecessors had discovered, nothing was tflere.

Three years later, Cunningham publisfid Bhilsa Topes.?® His book was the
first useful description of the Sanchi region, isubf limited use in terms of its theories.
Cunningham worked with Georg Buhler on re-transtathe known inscriptions.
Between 1881 and 1912 H.H. Cole and others undertooor restoration and clearing

of vegetation. Nevertheless, in 1912, John Maldleglan the largest excavation and

" Brian H. Hodgson in 1824 sent two to Prinsep. $pilsbury sent him a drawing of a gateway scukptur
in 1835. In 1837, Captain E. Smith copied and Beimtsept twenty-five inscriptions and Captain W.
Murray sent more drawings, specifically of the lowaechitrave of the south gateway.

18 See M Willis,Buddhist Reliquaries from Ancient India (London: British Museum Press, 2001) and M
Willis, "Buddhist Saints in Ancient Vedisa," flournal of the Royal Asiatic Society 11.2 (2001): pp. 219-
228.

19 Given the sketchy nature of the early endeavoredover relics and the shadowy nature of their so-
called reports, we cannot leave out the suggettimnMaisey and Cunningham’s predecessors found
remains, removed them, and sold them for a profit.

20 A CunninghamThe Bhilsa Topes (London: Smith, 1854).



restoration project at Sanchi. Despite the maopdiérs of the early visitors, Marshall's
work was quite successful for its time.

Marshall published a three-volume Sktg Monuments of Sanchi that remains the
most comprehensive and authoritative work on theelBiamnain site. Marshall developed
a six-phase sequence beginning the third centu@yEB .and continuing until the twelve

century C.E., shown in Table 1.1.

Phase # Approximate Years Period

Phase 1 300 - 200 B.C.E. Mauryan

Phase 2 200 B.C.E. - 100 C.E. Post-Maurya$umgan
Phase 3 100 C.E. - 300 C.E. Satavahana/Kshatrapa
Phase 4 500 - 600 C.E. Gupta

Phases 5+ 600 C.E. — 1200 C.E. Post-Gupta

Table 1.1: Construction Periods of the Sanchi Hill
In the same volumes, epigraphist N.G. Majumdar &eothapter on all the known
inscriptions from Sanchi and its aforementionedsadibry sites? To date, Majumdar’s
study of the inscriptions serves as the basisdarlyg all scholarly works concerning
Sanchi's epigraph$?
Marshall’s volume one contains a description ef tlonuments, up to when he

was writing. Alfred Foucher discusses and inteégp8anchi’s sculptures. Majumdar’s

% phase 2 is the Early Historic Period in which thissis works. The ground balustradetgpa no. 1

dates to the middle of Phase 2, while the fourwgays are slightly later.

22 Included in his list are thesakan pillar, reliquary inscriptions, donative ingtions from the

balustrades, and Gupta-period land grants.

% See V Dehejia “Collective and Popular Basis ofyeBuddhist Patronage” in B. Miller (edThe Powers

of Art (Delhi: Oxford University Press, 1992), U SingBahchi: The history of the patronage of an ancient
Buddhist establishment", imdian Economic and Social History Review 33.1 (1996): pp. 1-35, and M

Willis, Buddhist Reliquaries from Ancient India (London: British Museum Press, 2001) as examples.



chapter on inscriptions is at the end of volume. dde labeled the inscriptions according
to their location. In volumes two and three Matispablished numerous plates of all the
gateways, balustrades, miscellaneous fragmentsustihgs of the Bihmi inscriptions.

Since Marshall, there have been several seridespts at excavation and
survey. In 1936, Hamid uncovered a large monastieegtly west oftizpa no. 1 In
1995-6, the Archaeological Survey of India cleaaeduster of smaktipas southwest of
stizpa no. 1, outside the designated tourist boundargtaikway built into Building 8 was
recently uncoveretf. S.B. Ota cleared other sections eastiga no. 1 and revealed
paving stones and other small features. P.K. Mg&bainearthed a seventh century
monastery cluster. Sadly, both Ota and Mukherjertavations have yet to be
published and are only available in the ASI's Bhaifiéce.?°

British archaeologist Julia Shaw did the most Sigaint recent work. She began
the Sanchi Survey Project (SSP) in 1998. She atmé&aove beyond” the ritual
landscape to “an examination of the archaeolodgralscape as a whole.” She did not
see sites in the same geographical region asraxistiisolation; rather, they were
interconnected insofar as they shared resources)gimns, and goals. Her massive
survey project stretched from the Sanchi hill prdpesites nearly 25km away. In sum,
over 750km”"2 were surveyed. She reports that @86Bweddhist sites, 145 settlements,

17 irrigation works, and over 1,000 sculpture amdle fragments were documented

% See M Hamid, "Excavation at Sanchi,"Annual Report Archaeology Survey of India, 1936-37 (Delhi:
1940): 85-7. for details.

% J ShawPBuddhist Landscapes in Central India (London: The British Academy, 2007) in chapte@nd
11 believes this previously misunderstood buildiveg used as a viewing platform to see the othkopil
sites in the area. Similar platforms have beemdoat the other corresponding sites.

% |bid., she briefly discusses these recent findmgg. 21. However, they were explicitly shown or
discussed when | visited the site in person.



during the two six-month seasons between 1998 8668% Shaw's work postulates an
early Indian Buddhist landscape where monks, niansyers, local patrons, merchants,
and others, were economically linked through laage ever-expanding interdependent
exchange network.
1.3 Viewing Stizpa Images

A most unusual feature of early Buddhist matesidture in South Asia—and
specifically at Sanchi—is the clear absence ofhaage of theSakyamuni Buddha until
the Common Era. A fundamental question is, of seufwhy?” Because this thesis is
an investigation of a common symbol of Buddhisre,qhipa, it is worthwhile to
understand where this symbol fits in early Buddarst |Is thestizpa an aniconic
representation of the Buddha? Is ¢hga a commemorative mark for the Buddha’s

parinirvapa?

27 bid., p. 20.

2 Following in the footsteps of Julia Shaw and t8°Sthere have been several other attempts atyiugve
Buddhist landscapes in South Asia (See L FogBlond the Monastery Walls, Dissertation. University

of Michigan (2003), L Fogelidrchaeology of Buddhism (Oxford: Altamira Press, 2006), and J Hawkes,
"The sacred and secular contexts of the Buddhigiassite of Bharhut," iBuddhist Supasin South Asia,

ed. by J Hawkes (New Delhi: Oxford University PreZ309). The general trend of landscape
archaeologists has been to shift the focus fronBtiddhist monuments to the Buddhist archaeological
landscapes. For Sanchi, this means looking aveay the Sanchi hilltop and its carved remains and
towards the surrounding region, connected throwglous exchange networks. By considering the wider
archaeological contexts, new questions may be askietprove the ongoing academic dialogues reggrdin
the ancient Buddhisarmgha. Viewing Buddhist sites broadly removes theitnieBon as being sole
repositories of monumental architectural, epigrepaind sculptural evidence. Instead, Hawkes (6-7)4
says that viewing the wider archaeological contexigands our understanding of the relationship &éetw
Buddhism, the state, and social and economic streethrough their mutual involvement in trade,
urbanism, and agricultural practices.

10



Image 1.3: Parinirvapa Themed Stizpa from the North Gateway
In 1985,Susan Huntington publishiThe Art of Ancient India®®, an accessible

survey of Indian religious a The book introduces the reader to an evolutionay vf
Indian civilization—and by association, Indian —beginning with the pro-historic
peoples during the Neolithic peric The book is organized into consecutive peric
presenting Indian art @scontinuous, monolithic, linear progression tovsaadtlassi
period of Buddhist and Hindu ¢ For Huntington, study of the Indus Valley civilizat
yields considerable praistorical development towards later ;-Maurya Hindu anc
Buddhist iconographbirepresentations. She refers to a “continuundedis” that wa
“important in the formulation of both the Indus aviésopotamian civilizatior.” A

number of sculpturelsom the Indus‘may have had religious associations as sugge

293 L Huntington;The Art of Ancient India (Boston: Weatherhill, 1985).

11



by its popularity in later Buddhism® referring to the Bearded Man with a shouldered
garment (Buddhist robes?) and an interesting Séatgeole who could be in a meditative
posture.

In 1990, she published an article that further tipgher thesis regarding the
Buddha image, which she had first propose@hiaArt of Ancient India.3* A relief from
Bharhut (100 B.C.E.) depicting the Buddha’s destemh Trayastrimsa heaven at
Sankasya demonstrates her primary argument: sglefes where the Buddha is absent
are scenes of worship, or reenactméht this relief, she argues that “the figures
appear to move as if in a clockwise processionratdhe ladders in the nearly ubiquitous
circumambulation ritual used in Buddhism” leadireg o conclude that “Sankasya had
become a major pilgrimage center and that an asaiaf stairs—perhaps the very ones
depicted in this relief—were the focal point of whip.” Sankasya’s status, in her view,
was simultaneously both a sacred spot associathdivea Buddha's life and a sacred

location for reenacting, through devotion, the fdregent®

%0 |bid., p. 13.

31K Karlsson,Face to Face with the Absent Buddha (Uppsala: Uppsala University Press, 1999): p. 48
believes that the intense modern debate surroundengniconic phase started with Huntington’s
discussion of Buddha's descent fr@imayastrimsa heaven (Figure 3). S L Huntingtofhe Art of Ancient
India (Boston: Weatherhill, 1985): p. 73

says “this relief and others often given an anicamierpretation are not aniconic. Rather, it nhigé
suggested that the Buddhological message of maijgcts depicted in early Buddhist art was not an
emphasis o8akyamuni Buddha or his life but to other aspectthefreligion.” For further discussion in
The Art of Ancient India, see pp. 98-100.

323 L Huntington, “Early Buddhist Art and the ThearfyAniconism,” inArt Journal 49 (1990), p. 404:
“However, the theory that | am proposing—that fisligke [Buddha’'s descent from Trayastrimasha heave
at Sankasya] portray a place but not an eventaBtiddha’s life—allows another interpretation that
perhaps better accounts for the elements depictdtirelief.”

3 bid. p. 404.

12



Vidya Dehejia-- critical of Huntington2?

proposes a less-rigid method of looking
at relief images where the Buddha is absent. dreja, the three elements of time,
space, and protagonists contribute to a narratiadity of early Buddhist art From

these three elements, she derives seven modesutlyinarrate a tale from Buddhist
literature, each corresponding to a distinct metbiostorytelling® Dehejia uses the
modes of visual narration to counter Susan Hunimgttheory of “pageantry® With a
discussion of the same Bharhut relief, Dehejia $oakthe entire Ajasatru pillar,

including all three registers, rather than just@amkasya panel. Each register

emphasizes “being in a state” of acknowledgingafeat wisdom of the BuddHa. She

identifies many emblems in early Buddhist art tima&y be read as aniconic

34 See V Dehejia “Aniconism and the Multivalence ofitiems,”Ars Orientalis 21 (1991): pp. 45-66. Her
criticism goes as far as to not give Huntingtorditreor contributing to her own work.

% R L Brown “Narrative as Icon” in J Schobacred Biography in the Buddhist Traditions of South and
Southeast Asia (Honolulu: Hawaii University Press, 1997): pp-Ba9 challenges the assumption that all
scenes are intended to be narratives, but ratgaesaithat they function as icons (pp. 64-5). Heedees
Dehejia’s reading of Figure 4 as a “puzzle” andéwels Dehejia has ignored the element of space in
formulating her elements of narration. He says tiva “organization of the three scenes [in Figlirbas

... little to do with the narrative as a story totddugh time” as, spatially, the descent from présgimn the
Trayastrimsa heaven by the Buddha is actually below the locatibere the preaching took place (namely
the high heaven) (p. 67). He furthers his argurbgrdiscussing the difficult physical location oiny
scenes, as scenes in caves were visible only se tiwdh an oil lit lamp. Even then, one would h&vego
through the painstaking effort of having the scanesrpreted, perhaps, by a monastic specialist (as
Dehejia proposes). Other locations are high inéodir (as at open-astizpa complexes) like the Sanchi
gateways.

% See V Dehejia, “On Modes of Visual Narration irrlig@uddhist Art,” in The Art Bulletin, 72.3 (1990):
pp. 374-392. Her seven modes are: 1.) easilyifilrie monoscenic narratives, 2.) culminating
monoscenic narratives, 3.) synoptic narrativesgdnflated narratives, 5.) continuous narrativep, 6
linear/sequential narratives, and 6.) narrativevoets. For a detailed discussion of each mode
specifically, see her lengthier book, V Deheljéscoursein Early Buddhist Art (New Delhi: Munishiram
Manoharlal Publishers, 1997): pp. 10-32. In Hepter “On Modes of Visual Narration” she revises h
original modes from the 1990 article and adds aatmfactor to her theory.

3" Dehejia repeatedly uses this term in V DehejiaitAnism and the Multivalence of Emblemsy’s
Orientalis 21 (1991): pp. 45-66 to refer to Huntington’sdheof reenactment of famous scenes from the
Buddha’s life at sacred pilgrimage sites, suchaik&sya. It is unclear as to whether or not tha te
meant to draw an academic parallel to pageantGhirstianity or if it is used as a derogatory term.

3V Dehejia, “On Modes of Visual Narration in EaByddhist Art,” inThe Art Bulletin, 72.3 (1990): p.
380.
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presentations of the Buddha.” In the end, she ¢atlthe need to “recognize, accept, and
even admire the multiplicity of meanings apparergarly Buddhist sculpture and
painting, in which the artist reminded the viewétte manifold religious interpretations
that may be suggested by any single emblém.”

Also critical of Huntington's arguments, Rob Lirtretpoints out hermeneutical
inconsistencies with the argument. He criticizesmtthgton's over-reliance on
“eyewitness accounts” of the Chinese pilgrims fribw@ mid-to-late centuries C.E.
(namely Faxian) to argue that Sankasya had becamega pilgrimage site in the years
after the Buddha’s death. He rightly claims ipisblematic to rely on texts that post-
date the pieces in question by hundreds of y¥ake also examines Huntington's use of
the Lotus Sutrasaddharma-pundarika). Despite the textual encouragement of the
making of images, the earliest known redactiorheftext occurs in the late third century
C.E. Though the early stratums of the text dat@edirst century C.E., this is still not
earlier than the extant Indian Buddha images ahebat a century earlier than known
Chinese Buddha imagé5.Furthermore, although the Lotus Sutra may empbasierit
associated with making and venerating Buddha imatgemmiliarity with the image
custom clearly draws on pre-established imagettosdi. Making images, Linrothe

argues, was not a new phenomenon: the “innovatias][ofmaking images of the

% Ibid., p. 45.

“0 R Linrothe “Inquiries into the Origin of the Budaltimage: A Review,East and West 43 (1993), pp.
245-6. He quotes Tucci saying, “We cannot say tilainformation is always exact; in this kind of
writings we cannot expect to find everywhere thistdrical preciseness of details we demand fromenod
authors.” Faxian and other later Chinese pilgrithep, should not be “demanded too much of.”

“11bid., p. 243.
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Buddha” (emphasis hisf* Regarding the theory of reenactments, Linrothby dinds it
curious that nobody, in Huntington’s pageants, gldne character of the Buddha in these
reenactment®’

In this thesis, | accept thdtiipas can be aniconic representations of the Buddha.
However, representations sifipas at Sanchi are much more than images within meerat
scenes. To expand on the meaning@a images, | use a basic grammar of
representation to investigate the variation in ssemherestizpas occur, the different
parts of astizpa image, and the physical context in which shiga appears. Essential to
this perspective are architectural elements ofjiteways, the written text appearing in
the two inscribedtizpas, and the similarities and differences betwagpas andstizpa
scenes on each of the gateways. Reducingiba image to aniconism disallows a
sophisticated reading of complicated imagery. f@amy fundamental units comprise a

stapa image to ignore the sum of the parts.

“21bid., p. 244.
3 1bid., p. 249: “why is it, if there was no disiitgtion to represent the Buddha, that no one plagypart
of the Buddha himself [in the pageants]?”
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Image: 1.4: AnUnidentifiable Stipa Image from the EastGateway™
1.4 Towards a Grammar of Representatiol

In this thesis, | dissect the inscribed reliefSahchi to understand the for
function and meaning o' stizpa image. Simultaneously, analyzing these aspeais
stizpa image, | aim to evaluate the nature of donatiomnduthe time of the inscribe
images. Of the nearly 9@onative inscriptions at Sanchi, 3d8long to the gund
balustrade and a mere afe on the four gatewaysAcknowledging the fundament
relationship between the few donated images andrtage's composition facilitates
new way of understanding Sanchi's artistic lande and thestizpa image. The donated

imagery on the southern gatevis completely different from the donated scure on

“In Chapte 4 | will discuss the different categoriesstipaimages at length. This particulstizpa may
represent the commemoration of the Buddparinirvana or it may be a specific scene from later Budd
history or literature.
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the other three gateways, as the only donated israigBanchi appear on the southern
gateway. The inscribestizpa images also do not appear in the same types wiMields
as the other material with donative inscriptions.

The inscribed reliefs are on the architraves ofc8&s southern gateway. Many
other representations stizpas found at Sanchi are also on architraves--withroamm
exception, on the north gateway mstigpas image is on the western pillar facing east. |
argue that the consistency in which thgpa images appear in specific locations on the
gateways is not random. Rather, the artistic @nogwas made of patterns linking basic
visual elements, such as a hierarchy of fieldsdengersus outside the balustrade and
gateway, and the different components that malaremitrave or balustrade. Using this
principle of patterned visual placement of impottiamagery--stizpas or inscriptions--1
study the 3Gtizpa images from the gateways and the slightly eaB# donative
inscriptions appearing on the ground balustrade.

To begin my investigation and formulation of argraar of representation in
which to begin contemplating how to approach tingd@ody of data, | take a cue from
several different sources. First, | look to Ana@maraswamy and his “Early Indian
Architecture” series. According to one recent egxe@r, Coomaraswamy tirelessly
worked to establish “a taxonomy and morphologyisfduically documented
monuments®* His chief goal was to discuss around 130 Indiehitectural terms. He
favored historical details and had a genuine confmra material, or archaeological,

study of the constructed environment. He defitedfindamental units of buildings

5P Wagoner, "Ananda K. Coomaraswamy and the Peacfiérchitectural History," ifhe Journal of the
Society of Architectural Historians, 58.1 (1999): p. 63.
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through forms and meanings. Underlying the fundaaleunits was a formal logic, or
“‘grammar.” This grammar “governed [the combinasiaf units] into full-fledged
architectural statement§® Part of the effectiveness of Coomaraswamy’s agitoests
in his determination not to rely exclusively orheit visual or written texts. Similarly,
for this thesis, | will be using two sources: visaad inscriptional.

Updating Coomaraswamy'’s approach, | adopt arcbgestiChristopher Tilley’s
approach towards the Stone Age rock paintings atfi&gen, in northern Sweden. His
book,Material Culture and Text*’, outlines one attempt to find a grammar of
representation. He accuses previous researchéesaoling” without any grammatical
system. In this way, without a formal grammar, $katence “The cat sat on the mat”
may be equally read “mat the on sat cat the” oe ftiat the sat on cat.” Each sentence
means the same thing to Namforsen's previous smar Without a grammar, they
miss meaningful combinations of words and distomtsi between verbs, adjectives, and
nouns. In short, the early researchers possessedderstanding of signifiers, signifieds,
or phoneme&®

To locate a grammar that makes sense of the vsaumaénces, first “we must at
least be able to recognize where one word endsigkiebegins, and be able to
distinguish differences between wordS.The problem eventually becomes, however,
how do | read the text once the sentences and payesbeen identified? To read the

“book,” we must re-write it by translating the vadumagery into a language we

“bid., p. 64.

7 C Tilley, Material Culture and Text (London: Routledge, 1991).
“8 bid., pp. 11-12.

“91bid., p. 16.
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understand. Through this “editing,” the pages bégibecome organized into
meaningful units. Tilley investigates associatibeswveen different types of designs on
rock carving surfaces. He asks: “What kinds of borations occur? What are the
permissible limits of design combination?’From here, he is able to begin reading
simple combinations and eventually gains a refinéetpretation of Namforsen's rock
carvings.

Once developed, the grammar of representationsrthibsis discusses the form
of astiipa image and several possible interpretations. Liker@araswamy in his essays
on early Indian architecture, | am attempting tmpeehend the underlying formal
grammar between fundamental units of a structudehanv it governs the units’
combination(s) into full-fledged architectural statents. How do all the components of
astizpa’s anatomy define gizpa? What combinations and patterns of units are
meaningful? Re-reading Sanchipa no. 1 in this manner may provide an insightful
look at the intertextuality betweeatiipa representations, actustlipas, and the

architectural landscape encompassingstizga complex.

* |bid., p. 30.
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Chapter 2 -- Reading the Southern Gateway

Among the carvings, on the southern gateway, inmagets text. In general, the
monumental gateways are known for their sculptusd®f narratives, and Buddhist
themes. The southern gateway is similar to therajateways in this way. However,
besides the sculptures and relief narratives, there¢hree inscribed reliefs--tvabipas
and one other scene--which are curiously not pteseany form on the other gateways.
In this chapter, through an analysis of the fundatalaunits comprising a gateway, |
suggest reading the inscribed reliefs togetheettebunderstand the unique artistic
vision present at the south entrance to Sasighano. 1.

To begin, | ask what are the general architectuméb of a gateway? What type
of imagery is present and where? Next, | focutherdepictions oftzpas on the four
gateways at Sanchi. | seek to answer the quest®tigere a recurring pattern stfipa
representations? In what kinds of scenes dastilpas appear? Lastly, after describing
the three inscribed reliefs from the southern gatgewquestion: where exactly do the
inscriptions appear? What is significant aboutglaeement of text within an image? In
the end, | argue that the inscribed reliefs and fhteysical placement are revealing of the
donors' unique status at Sanchi.

Vidya Dehejia has called the southern gateway edley of themes that bear no
integral relationship one to the othérAlthough | do not attempt to unite all the

fragmented scenes, through studying the gatewags/k inscriptions with the

associated imagery, my intention is to conductxgrarded reading. Removing Dehejia’s

!V Dehejia,Discourse in Early Buddhist AttNew Delhi: Munishiram Manoharlal Publishers, T2%.
129.
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label, | suggest that several parts of the gatessayd be and should be read together
using inscribed reliefs as a basis.
2.1 Structure of a Gateway

According to Mitr&, the building sequence of Sanchi's four gatewaas the
south gateway first, then the north, then the aadtwestoraras. Two reasons are given
as to why the south gateway is the proper entramiocghe circumambulatory path. First,
the south entrance is where the large, now-fragegeftokan column resides.
Secondly, the stairs to the upper circumambulgbatir are just inside the entrance of the
south gateway. These two features not only gieestiuthern entrance functional
prominence, but show that the accompanying gatevesyperhaps the first constructed
to establish the initial construction phase of¢lieumambulatory path. In sum, a proper
circumambulatory gesture may be to enter througlstuth, walk clockwise around the
stzpa until one reaches the south again, entering mgcstairway going up into the upper
path, and circling thetzpa once more, clockwise, then leaving down the stirsng
thestzparitual area altogether through the western opening

Keeping in mind that a gateway functionally serassn entrance into the
circumambulatory path between the ground balustaadiethestipa, a gateway was an
elaborate construction, with many different pafsr a long time the principle focus of
study was the narrative reliefs on the bottom liar architraves. However, pillars and
architraves are separate architectural unitsarBilhold the entire gateway upright and

architraves, high in the air, extend horizontakyvizeen two ends. The same can be said

2 D Mitra, Sanchi(New Delhi: Archaeological Survey of India, 200f)18.
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also for the other basic components of a gatewWdnere are differences in both types of
art depicted and the components which makeup avggte basic structure (see Image

2.1 for Dehejia’'s rendering of the southern gatéway

Location of the Sanchi Gateway Narratives
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Image 2.F: Location of the South Gateway's Narratives

% V Dehejia,Discourse in Early Buddhist AtNew Delhi: Munishiram Manoharlal Publishers, 729
Appendix 3, p. 283.
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Beginning at ground level, two pillars work in ganction to raise the rest of the
gateway. Typically two sides of a pillar--the ft@nd side faces--are carved with relief
panels, containing various scenes. Many sceneslheen identified with the Buddha's
final life as Gautama, or well-known previous lives vedikapattern separates
rectangular panels. Most pillars have four to fpamels, depending on the gateway. For
example, the west face of the east pillar of thelsern gateway, shown in Image 2.1, has
three small panels and a ladp&rapala figure in the bottom panel resting on the ground.

Moving vertically, on top of the gateway pillaneaapitals. On all four of the
gateways, capitals are above the top of the grbahdstrade oftzpano. 1. Three
different types of capitals are uséd.he east and north capitals each consist of four
elephants with riders. Four plump dwarves hoisthgptop portions of the western
gateway. Lastly, the south gateway, reminiscetkireg Asoka and the broken capital
immediately to the east, has four lions holdingdbeve gateway on their backs. All the
capitals are transitional markers between theaadrtiprights and the horizontal
architraves which appear just above.

The last component of a gateway is the architr&ach of the Sanchi gateways
have three horizontal architraves. Although trehigiraves look like a solid stone
crossbar high in the air, they are actually sepauatts by themselves. The main portion
is the crossbeam, extending between two separatsd @etween each of the three
crossbeams are dies, square panels which inteh@jiorizontal flow of the architraves.

Small, separated vertical struts appear betweemitiédle architrave and the top and

* J Marshall,The Monuments of Sanchi vol(Celhi: Swati Publications, 1982 reprinpp. 138-41.
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bottom crossbeams respectively. Each portionldhede architraves are carved with
different scenes. Every member of the describéid umay have individual scenes, or
carry on a scene continuing from the horizontassbeam. For example, ends of the
architraves sometimes are part of the larger sbemsg depicted on the crossbeam. A
famous example is the Vessantattaldla on the north gateway. Thigaka scene is so

large that it continues on the back and front faxfebe bottom architrave.

Image 2.2: Three Architraves on the Outside Face from the &uth

°*Southern Gateway, a view. In ARTstor [databas@ehl [cited August 6, 2010]. Available from
ARTstor, Inc., New York, New York. Negative numbAB6.63 of the American Institute of Indian

Studies Collection.
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Image 2.2 shows three architraves of the frorisida face of the south gateway.
Each of the architrave components can be seeryclddowever, several of the
components have not been preserved. The Archaeal@yurvey of India (ASI)
replaced the missing pieces with solid blank orfeeplaced were the eastern end of the
middle architrave, the western end of the bottochitnave, and all six vertical struts
between the middle architrave and the top and ttichitrave$. Interestingly, despite
the reconstructive efforts of the ASI, the top érelre and the bottom are reverseds
they stand now, the view is incorrect (as showimage 2.2). Instead, on the outside
face of the gateway, a queerayd birth or nativity scene appears on the top. drplace
should be the hushi Buddha scene with the inscribed cerdigda. Likewise, the
bottom architrave nature scene with flowers, dwsyi@uses and garlands on the bottom
should depict the siege of Kinagara, or more commonly known as the “war of the
relics.” Although much has been lost from the baédteway, it is generally
representative of the standard form of a typicédway at Sanchi.

A general classification of all the relief imageny the gateways may fit into five
categories based on subject: 1.) scenes portragingus events in the life of the
Buddha, such as the great departure (east gatewtsitle facé) 2.) Ataka stories
showing previous lives of the Buddha, such as thaddantaataka (southern gateway,

inside face) or Maikapi Jataka (west gateway, south pillar of the front fa&) scenes

® J Marshall.The Monuments of Sanchi vol(Dlelhi: Swati Publications, 1982 reprinpp. 155-6
speculates about what has gone missing at Sanchi.

" J Marshall.The Monuments of Sanchi vol(2elhi: Swati Publications, 1982 reprinp)l. 10.

8 These types of scenes appear in two different§amthe reliefs, large and small. For examplsingle
image, such as@akra, may be an aniconic reference to the Buddha'shtegs at Sarnath. On the other
hand, a very large, complicated architrave depiesBuddha’s great departure.
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which recount famous Buddhist history, such asvtbi¢ to the Rmagamastipa by
Asoka; 4.) scenes representing the seven earthin{dhi) Buddhas in the form of trees
andstzpas; 5.) miscellaneous scenes and decorations swuah @sundance of plant life,
mythological creatures such as dwarves, and anisoals as the gooSe.

Images 2.3, 2.4, and 2.5 diagram the reliefs filoeother three gateways for the
reader's sake. The diagrams are helpful to envisltere scenes appear generally. For
example, on the lower pillars are many life scéna® the Buddha's final life as
Gautama. Mnushi Buddha scenes exclusively appear on thertopraddle architraves.
All but one of the Mnushi Buddha scenes appear on the outside fabe glteways.
Similarly, all but one of the scenes wégtapas are on the architraves and not on the
pillars. The only representation of@apaon a pillar is on the north, facing east. In the
next section, | examine the location of #tgpa representations closer and determine if

there is a recurring pattern and/or meaning irr thieicement on the architraves.

° | have adopted five of Karlsson’s six categoriesasvings from K Karlssorf;ace to Face with the
Absent Buddh@Uppsala: Uppsala University Press, 1999): ppl@Z. He states: “The first three
categories cannot be found siipa 2. The fourth category existed stipa 2 but in a simpler form. The
differentbodhiv-ksas andstipas are orstizpa 1 connected with specific Buddhas. All three catiss 1, 4
and 5 have been called aniconic, but it is to st ¢ategory that the main aniconic signs belomdia
must be examined more closely.” The sixth (fifttKiarlsson’s numbering) category which | have oscitt
includes wheels or tridents.
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2.2 Location of theStizpa Images
At Sanchi, there are 30 representationstiffas on the four gateways. Five of

thosestizpas images appear on the southern gateway. Thremdhe top architrave,

2 |bid., p. 286.
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which originally faced outwards, os&ipaon a west pillar die that Mitra identifies as a
parinirvapa scene in connection with the other scenes of tiadBa’s life. The last is
the Rimagamastipa being attended to byagas and visited by kingsaka on the front,
outside face of the middle architrave. In compathrese fivestipaimages to the other
25 at Sanchi, are these locations typical in tleadischeme cftizpaimagery at hc
stzpano. 1? Of the 30 representationst@apas, what locational patterns emerge
between the gateways and thstiipaimages?

Table 2.1 lists where all tretizpaimages are found. The 28paimages
included in the table are divided according toahzhitrave units explained in in the
section above. A majority (66%) of tepaimages appear facing outwards, away
from the reabktipa. Many of the images occur in the top architrav8sable 2.2 takes
apart all 2%tzpaimages and lists them by which gateway they app@ébhough the
southern gateway hosts two inscritsttpa representations, the other three gateways

have more scenes wisitiipas.

All Gateways Top arch. Mid. arch. Bot. arch. Ends | [es TOTAL

Outside (front face) 12 1 0 6 1 20

Inside (front face) 0 0 1 0 8 10
12 1 1 6 9 29"

Table 2.1: Location of the &ipa Images
Several patterns emerge by comparing the gatearaysheir occurringtipa
images. All four gateways have one set of tistgeaimages that appear on the top

architrave of the outside, front face. Three ef gateways have twskipaimages that

13 Onestiipa which is omitted from this table is the aforemenéd image on the west pillar of the north
gateway. This image appears below the architramdds thus not part of the components analyzélisn
table.
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appear on the ends of those same outside arclatraves south gateway does not have
anystzpaimages on its ends. The same three gateways Whidgstizpaimages on the
ends also have at least ta@paimages depicted in dies on the front, inside fddb®
architraves. The recurring placemens@paimages on the three other gateways

formulates a tangible, recognizable difference leetwthe southern gateway and the

others.
South Gateway Top arch. Mid. arch. Bot. arch. Ends Dies TOTAL
Outside (front face) 3 1 0 0 1 5
Inside (front face) 0 0 0 0 0 0
5
West Gateway Top arch. Mid. arch. Bot. arch. Ends i2s TOTAL
Outside (front face) 3 0 0 2 0 5
Inside (front face) 0 0 0 0 3 2
8
North Gateway Top arch. Mid. arch. Bot. arch. Ends Dies TOTAL
Outside (front face) 3 0 0 2 0 5
Inside (front face) 0 0 0 0 2 2
7
East Gateway Top arch. Mid. arch. Bot. arch. Ends i2s TOTAL
QOutside (front face) 3 0 0 2 0 5
Inside (front face) 0 0 1 0 3 4
9

Table 2.2: Location of the &izpa Images according to Gateway
The same trend continues when studying the s@negll, not just thetipas’
physical placement. A majority stizpaimages can be found inaushi Buddha
scenes. Each #ushi Buddha scene contains seven elements, wieahnade up of

eitherstipas or trees representing each of the earthly BuddBasof the seven Buddhas
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represented are the immediate predecessors ofi@aBaddha. Gautama is, of course,
the seventh Buddha in these representations, astie most recent. The six
predecessors are: Vigan, Sikhin, Visvabhi, Krakuchchhanda, Kanakamuni, and
Kasyapa. In top architrave of the southern gatewssfte are four trees and thisgpas.
From left to right the trees have been identifisd €irisa (acacia sirissa of
Krakucchanda Buddha; thelumbara(ficus glomerataof Kanakamuni; thayagrodha
(ficus indicg of Kasyapa (the banyan fig tree leaves well marked asw @h middle
lintel); lastly, ficus religiosaof Sakyamuni, whose leaves are carefully drariThe
Manushi Buddha scenes are usually depicted withratergstipas and trees, placed
side by side. On occasion only trees seem tofresented, such as on the front side of
the middle lintel of the north gateway. Mitra viethenagapwpatree on the top lintel
of the west gate as representing the future Buttigeya’®

In table 2.3, | systematically list the numbeetdments in each scene. To form a
proper Minushi Buddha scene there must be seven elementshd=west and south
gates, there are thret@pas and four trees. However, for the north and gatsgways
there are fivestizpas and two trees shown. Perhaps artistic vision lbesthe relationship
between the Mhushi Buddha scenes and these two gateways. Tieegald or
program coordinator could have been in charge tf gateways and thus his method of
depicting the Mnushi Buddhas was thregipas with four trees. The other two gateways
may have had either a separate guild or a sepgan@geam coordinator who envisioned

the scenes slightly differently. Temporally, thregence of Balamitra’s donative

14 3 Marshall,The Monuments of Sanchi vol(Relhi: Swati Publications, 1982 reprinp)l. 15.
15 D Mitra, Sanchi(New Delhi: Archaeological Survey of India, 200f) 41.
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inscriptiosn on the west and south gateways funstas an additional connection
between these two gateways which share the sameenwhtrees andtipas in their

Manushi Buddhas scenés.

TOTAL

South Gateway Left End | Center arch. Right End | ELEMENTS

Stipas 0 3 0 3

Trees 0 4 0 4

7

TOTAL

West Gateway Left End | Center arch. Right End | ELEMENTS

Stipas 0 3 0 3

Trees 1 2 1 4

7

TOTAL

North Gateway Left End | Center arch. Right End | ELEMENTS

Stipas 1 3 1 5

Trees 0 2 0 2
TOTAL

East Gateway Left End | Center arch. Right End | ELEMENTS

Stipas 1 3 1 5

Trees 0 2 0 2
TOTAL

All Gateways Left End | Center arch. Right End | ELEMENTS

Stipas 2 12 2 16

Trees 1 10 1 12

Table 2.3: Architectural Composition of Manushi Buddha Scenes

16 Balamitra is also mentioned as a donor of a lmrpture on the north gateway. However, unlike the
donative inscriptions on the west and south gatewidne northern gate donative inscription does not
specify that Balamitra is the pupil of a senior korlthough it seems likely that this is the same
Balamitra from the other inscriptions, it cannotdaéd for sure without additional information.
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The south gateway is unique in its depiction ofMEushi Buddhas in at least
one other way. The south gateway’s scene is gniirelusive on the top center
architrave. The other gateways, in order to fdmgroper number of seven, must
include eithesstipas or trees on the ends of the top architrave als Wwethe case of the
north and eastern gateways, the ends costgpas, although the west gate, previously
associated with the south gate based ostifs to tree ratio, contains trees on its ends
instead oktizpas. Thus, the north and eastern gateways may theefuaissociated with
each other based on the close similarity in theinibhi Buddha scenes. The southern
gateway's Mnushi Buddha is also distinct because of the ihedstipain the central
portion of the top architrave. The donor mentioirethis relief isAnanda, son of the
foreman of the artisans of kirfgtakami.

Interestingly, only one othatizpaimage is inscribed. Just beloWwmanda's
Manushi Buddha architrave on the south gatewayasgelnarrative scene. The front
face middle architrave depicts tharRagimastipa being visited by a king and
protected by a number ofajas. The donative inscription is written insidelegstipa in
the middle and attributed to Balamitra, pupil ofeA@ida. However, the inscription
seems to have no relationship with the scene jtgglthe donor usually has no known
relationship to the scene, perhaps suggestingttvass Balamitra’s own choice to have
the scene represented, as he may have contrith@gadper amount of funds to its cost.
The location of the Bmagamastipa scene on the middle architrave is interestinghas t

other 28stzpas come either on the top architraves, in panels) dies, not in narratives.
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Thestizpain the scene has been verified by a number oflachas being the
Ramagamastipa from Buddhist legend. According to Mitra,
Of the eight originastipas, Asoka is said to have opened up seven with the
intention of distributing the relics contained thi@eramong innumerabkgizpas
erected by himself. He failed to secure the rdhom thestizpa of Ramagama,
zealously guarded and worshipped by thgas. To the right of th&tizpais
Asoka with his retinue, and to the left are thigas with their families’
Dehejia, being one of the most recent scholarsriie wn the topic, agree8. Writing
more than a century ago, Ferguson recognizesttbatiid be the Bmagamastipa, but
suggests one alternative reading. Because ofdpelarity of the legend, he states that it
might refer to the desire of locating and dividthg relics rather than the actual event in
Buddhist history: “It by no means follows that thagoba $tizpa] here represented is
that at Rama Grama [sic], but the action is theesand may have been traditionally
related of fifty other places.
J. Vogel inindian Serpent Lore or Thedgas in Hindu Legend and Adescribes
the scene as follows:
...we find the other version of the legend depicted very convincing manner.
On the proper right side of the panel the serpentahs are shown in their watery
home, surrounded by forest-trees, the lower patti@f body concealed by the
waves. Then we see thagdds approaching with their offers tsigpa, which
occupies the place of honour in the centre ofdbéetiu. The maleagas, as

usual, are distinguished by means of a five-heada#te-crest, whereas their
female counterparts exhibit but a single cobraimgstrom behind their head. On

7 Ibid., p. 39.

18 v/ Dehejia,Discourse in Early Buddhist A(New Delhi: Munishiram Manoharlal Publishers, 72%.
129. She also believes it is a monoscenic nagatipresentation of theaRagamastipa and king Aoka.
She uses theshkavadina as her primary source (p. 164): “A variationttoa tale contained in the
Asokavadana tells us that theagas took Aoka into their nether regions and showed him hogptethey
honored the relic casket. It is this scene thatattist has chosen to portray [in the Amaravatiaiesn
Fig. 144], surrounding the relic casket with figeia adoring Agas and &ginis, confident that viewers
will thereby recall the entire sequence of eventnected with the legend.”

19J Fergussoriree and Serpent Worshjpondon: Asian Educational Services, [1873] 20@4)118.
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the other side of the sacred monument a royal gertensisting of a horsemen, a
chariot, and mounted elephants in drawing near. &g assume that the
personage standing on the chariot (he is attendedchowrie-bearer) represents
the great king Aoka?°
Marshall and Foucher describe the scene almostigaéiy and are equally sure that the
royal personage issaka, along with this viceroyuparzja).?* For centuries this
architrave has been interpreted almost unanimarstyway. Although alternative
interpretations may be possible, considering theéesce, this interpretation seems to be
the most plausible.

From my discussion of the where gt@paimages appear, as well as my
description of Mnushi Buddha scenes and the solitaiyn@gama scene on the south
gateway, in this section | made several clearmitibns between the patternsstifpa
image placement. Although stylistically the southgateway's Mnushi Buddha scene
is related to the one on the western gateway, rissepce of twatizpaimages on the
ends of the western gateway separate it from thhsdOverall, the southern gateway's
depictions oftipas breaks the pattern found in the other three gatewThe placement
of the images is only semi-consistent with the ogeeways and suggests that the

southern gateway's artistic vision was intentigndifferent, or perhaps an early

experiment.

20 3 Vogel,Indian Serpent Lore or The Nagas in Hindu Legend Art (London: Arthur Probstain, 1926):
pp. 126-7.

%l See J MarshallThe Monuments of Sanchi vol(Relhi: Swati Publications, 1982 reprinp)l. 11.
Although the middle section of the southern gateigdgirly conclusively the Bmagamastipa, or, at the
very least, atizpa of similar status in Buddhist lore, on the eastgateway another lone depiction of a
stzpa has caused some controversy and has been mislaseldso being theaRagamastipa. The
southern gateway's@agamastipa likely stems from the fokavadana, or a similar story, given its
imagery. But from where does the eastern gateveysalled Rmagamastipa scene draw its
inspiration?
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2.3 Inscriptions in the Reliefs

The most unique characteristic of the reliefs fitia southern gateway are the
three donative inscriptions appearing inside tiseafi field?” In each inscription, the
donor’s written agency seeps into the scene apdrisof the scene. Other donative
inscriptions from the other gateways are not foumany scenes. The southern
gateway's three different donors were: Balamitearttonk,Ananda the son of the
foreman of the artisans, and the ivory worker gtrilan a nearby town. This evidence
distinguishes the south gateway from the othesetlarel warrants its need for greater
study.

Beginning with the lowest inscription (Image 2.8und on the western pillar,
facing east, the inscription reads: “[this] carvimgs done by the ivory-workers of
Vidisha” (no. 400¥® Because the inscription appears very similarlgheoother two
readable inscriptions from the southern gateway-+#havithin the architecture of the
scene itself—the inscription is assuredly donasilg®, despite not containing the usual
formula. The inscription states that at least soffrtbe southern gateway’s stone was
carved—if not donated—by a local guild. The ingttan’s word for “ivory” (damta)
indicates that the guild specialized in workinghwiery hard materials and was familiar
with carving reliefs. Paired with the other twondtive inscriptions located on the
gateway proper far above, at least three entitezg\wvolved in creating the content of

the southern gateway.

22 A fourth inscription appears on the south gatetatyis illegible.
% Majumdar read: Vedisakehi datakarehi rupakanman katan" in J Marshall,The Monuments of Sanchi
vol. 1 (Delhi: Swati Publications, 1982 reprinf). 342.
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The inscription occurs just above the figuresttanroof portion of the
architecture, as part of the scene itself. Therativo readable inscriptions have the same
physical relationship with their inscriptions, & two donative inscriptions are found
insidetwo representations alizpas, showing a stylistic similarity between the plogsi

locations of each donative inscription.

Image 2.6: Worship of the Headdress with Ivory-Wokers Inscription
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The Riamagamastipa scene has the next inscription, on the middle aeore

(Image 2.7). Thenscription reads: “The gift of Balamitra, a pupflthe Preacher of tr

Law Aya-Ciada” (no. 399

Image 2.8 Central Manushi Buddha Stiipa with Ananda's | nscription
The last inscription lieen the erroneously restored top architrave, irctrgerstipa of

the ManushiBuddha scer (Image 2.8) This scene, as previously described, is uniqt

4 Majumdar read: "1.aya<idasa dhamakathikas®.) atewvisino balamitrasa @nam" in J Marshall,The
Monuments of Sanchi vol(Delhi: Swati Publications, 1982 repri: p. 342.

%5 From M BenestiStylistics of Buddhist Art in India vol (New Delhi: Ayan Books Internation,
2003): pl. IV.
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its different portrayal of the Bhushi Buddhas. The inscription reads: “The dift o
Ananda, son of §&ithi, the foreman of the artisans of ttaan sir 7 Satakamt” (no.
398)%° The mentioning of kin§atakani has been traditionally used to date the
construction of the gateways to c. 25 €’E.

Both Balamitra and\nanda's inscriptions fall well within the visuatlfi of their
respective scenes, the same as the ivory-workddsigscription. Because the
inscriptions occur inside each of thgpas' anda, or "shell" outer casing, there is a
noticeable absence of garlands, drapery, or argr &ihd of adornment. Every other
stzpaimage not found on the southern gateway has autpfeatures, flower garlands
draped across thada and/or dangling from thehattras. In this way, the ivory-workers
guild inscription, Balamitra andnanda's inscriptions are large parts of the scélte.
other donative inscriptions found on the gatewayg@aches on the relief like these
inscriptions.

Other donative inscriptions on the gateways aratexton the following: a lion
(north gateway), two elephants (north), crowrtimgtna (east), and pillars (north, east
and west). The lion, elephants, dritatna are all three-dimensional sculptufés.
However, none of the other inscriptions appearrchitkaves. Nevertheless, the

placement of the inscription on these sculpturesdibearly demonstrate that the donors

% Majumdar read: "1.)afio sirisitakanisa; 2.)Avesanisa ¥sithiputrasg 3.) Anamda dinam” in J
Marshall, The Monuments of Sanchi vol(Delhi: Swati Publications, 1982 reprinf). 342.

27 Satakan likely refers toSatakami the first of the Stavahana line. According to the short chronology, he
gained power in roughly 11 C.E. However, VincentitB, who Karlsson states as impossible to follow,
suggests something beginning tffecgntury B.C.E., which is very improbable. InsteéKarlssonFace

to Face with the Absent Buddf@tockholm: Elanders Gotab, 1999): p. 96 religsruan alternative date.

J ShawBuddhist Landscapes in Central Indlzondon: The British Academy, 2007) follows Markisa
suggestion, agrees with this timeline as the semehconstruction clearly shows that the ground
balustrade predates the gateways by a generatiwvoor

% 3 Marshall;The Monuments of Sanchi vol(Delhi: Swati Publications, 1982 reprinpp. 341-2.
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intended to gift the sculptures themselves, somesihalar in form to Balamitra and
Ananda's inscriptions. Therefore, it may be redslena assume thatnanda and
Balamitra, with their names etchedide of thestizpas of the images, also intended to
donate not only thstizpas within their individual scenes, but the entirerse, exactly like
the ivory worker guild. If this possibility is ifact true, themAnanda and Balamitra
possessed a considerable amount of gifting powetirdluence on the south gateway’s
artistic program. The donative inscriptions frdm southern gateway could have served
as early attempts to place donative inscriptiongliefs or sculptures at Sanchi. Their
effect on the relief images itself may have beententional, as the later gateways
display a different artistic vision for this feagupy including ornamentation.

2.4 Conclusion

In this chapter, | sought to connect the dots betwthe various units of the south
gateway. Using images and inscriptions, | reldtedsouth gateway to its three
counterparts and shown how it is both similar afiéent. Throughout, | presented
some data to draw attention to several similaraied differences within the context of
the two inscribedtizpas on the southern gateway.

First, through describing the various types ohesepresent at each of the
gateways, | outlined how the south gateway’s versicthe Minushi Buddha scene
represents a different artistic vision from theeotthree gateways. One example is the
inclusive nature of the scene’s trees atigas on one continuous architrave rather than
extending onto the end panels. Further evidentei®flistinction is the donative

inscription upon the centratipa, donated byAnanda. Ananda, son of the foreman of
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the artisans of a king, enacted a similar constregower as the local ivory workers
who are also mentioned on the southern gateway.

Next, | emphasized theaRagamastipa scene and discussed the donor’s
prominence not only on the south gateway butatiSas a whole. Balamitra donated no
less than two times—with a possible third sculptumehe north gateway—each an
individual sculpture or image. On the south gatevises heavy hand dictated an entire
architrave, likeAnanda on the top architrave, and the ivory guildreneastern pillar
below. As indicated his inscription, Balamitra wasbably the solitary financier and
instigator of the Bmagima scene. Further, thealRagima scene is one of only several
unique scenes upon the gateways.

Finally, through an articulation of the inscript®present on each of the
gateways, | tried to show that the south gatewagtxiptions within the visual field led
to a forced omission of decorations alongstspaimage's shell. Located within
architecture of the reliefs, the inscriptions, @avith their donors, are very much a part
of the scenes themselves. Between the unique cotigooof the southern gateway'’s
inscribed scenes and the unique placement of tieevgs's inscriptions, the south
gateway's artistic vision separates it from theepthree. To return to Dehejia’s
assessment of the south gateway as “medley of thémaebear no integral relationship
one to the other® | would contend that the south gateway's convergefimage and

text enables some new information to be gleaned fte old reliefs.

2V Dehejia,Discourse in Early Buddhist A(New Delhi: Munishiram Manoharlal Publishers, 799.
129.
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Chapter 3 -- Reading the Inscriptions at Sanchi

At Sanchi, 848 inscriptions date from the Earlgtidric Period (c. 200 B.C.E. —
200 C.E.)}' In this chapter, | use the many donative insimiyst found on the ground
balustrade o$tizpano. 1 (c. 100 B.C.E.) to learn about donor tengeenat Sanchi. |
utilize these tendencies to illuminate the natdréamation during the time of Balamitra,
the monk who donated the central architrave okthéhern gateway (c. 25 B.C.E. - 25
C.E.). From this study, | suggest that donors taamragency throughout, from the time
of the ground balustrade to the time of Balamitrd the gateways. To study the
inscriptions, | adopt several perspectives.

The first perspective looks at the inscriptiongitamy--that is, the common text
of the inscriptions. Within this perspective, kaghat are the common units of an
inscription's written text? What information mag leaned from studying these units
separately and then together? The second pergpedisiders the architectural pieces
inscriptions are placed upon. What are the fundaah@ieces inscriptions are inscribed
upon and are there differences between the piellex®, | examine the relationship
between the written text and its architectural @ieAre there any visible patterns in
interpreting these relationships? Lastly, | attetopdetermine Balamitra's place amongst
the donors at Sanchi. What type of donor was Biélajand what tendencies do similar

donors exhibit?

1 J Marshall,The Monuments of Sanchi vol(Dlelhi: Swati Publications, 1982 reprinpp. 263-396.
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For this study, | compiled a table of the inscops and amended Majumdar’s list
of inscriptions inThe Monuments of Sanélais needed. However, in this thesis, | study
only inscriptions Marshall nos. 15 to 484which are the inscriptions found on the
ground balustrade afizpano. 1 (nos. 15-388), the four gatewayswopano. 1 (nos. 389
to 404), and miscellaneous ground balustrade fratgme longer situated in-situ.

I chose the ground balustrade arostigha no. 1 to inform me about donor
tendencies for many reasons. First, the grounasbalde contains the largest
inscriptional deposit in the ancient Indian Buddiwserld. Next, the sheer number of
inscriptions yields a credible amount of testaldead Part of the attraction of studying
this balustrade is that it is mosttysitu®, like the accompanying gateways. During
reconstruction, several crossbars were flippeddgpdown. The information provided by
the inscriptions' written text yields names, ocdigres, families, monastic lineages, and
non-local villages. Because of their similar vaittformulas, | consider the inscriptions
on the ground balustrade as precursors for thatblitater inscriptions on the four
gateways.

3.1 -- The Anatomy of a Donative Inscription
Donative inscriptions record gifts made to the Bhidtlcommunity at Sanchi.

This phenomenon occurs at many sites throughoig.fn@he inscriptions are in the

2 In brief, | added occupational, monastic lineamed/or origin markers to certain inscriptional net
when it is clear that the original record matchesnaividual listed elsewhere.

% The numbers following the citation refer to thedription number within Ibid., pp. 287-396.

* Nos. 364-388 were found in miscellaneous placehemround and nos. 405-462 are pavement slabs,
which are also not extant.

® At least 52 inscriptions show that a donor giftedre than once. However, because of the Sanchi
inscription’s corroded or irregular written script, unsystematic spelling standards, it is oftdfiadilt to
determine finite numbers. These 52 inscriptiomsiacluded into the 349 and not subtracted. Thedr
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Asokan Bahmi’ script and typical northern Indian epigraphicalit language. Of
these 349 inscriptions, 15 are unreadable, oriiyfragmented form. Although several
of these inscriptions are unusable, most have stateeto contribute to this study and are
calculated in final totalS.

Over time, there have been numerous attempts éotldatSanchi donative
inscriptions, but generally, Majumdar’s work at #re of Marshall’s volume 1 is the
standard. Table 3.4 below outlines the groups and approtérdates, in linear order, of
the different inscriptions found at Sanchi. Fomparison’s sake, | included Ramprasad

Chanda'’s slightly earlier analysis. Ramprasad @agublished his findings in the

total is the total number of inscriptions and ria total number of donors. The total number ofailen
may be estimated, but not accurately assessed.

¢ Although by no means an exhaustive list, the rfaxsbus open-aistipa sites comparable to Sanchi are
Bharhut, Amaravati, Nagarjunakonda, Mathura, andBGaya. See H Luders “A List of Brahmi
Inscriptions” inEpigraphia Indica 1Q1912) for a neatly outlined early attempt to gr@ome of these
donative inscriptions. Donative inscriptions canfbund in significantly lesser volumes at easi2egcan
cave sites such as Karle, Bedsa, etc.

" We owe the decipherment of @B script to James Prinsep, who was the first totifiethe oldest
forms of the script. In J Prinsep "Note on thediades of Inscriptions from Sanchi near Bhilsa" in
Journal of the Asiatic Society of Bengal VI (1)(Z83pp. 160-1, Prinsep remarked on the frequently
recurring Behn letters ‘da’” and “nani: “l was struck at [the inscriptions’ terminatisfwith the same
two letters...it immediately occurred that they mugstord either obituary notices, or more probabéy th
offerings and presents of votaries, as is knowpetthe present custom in the Buddhist temples...thAt
end of his article, he presented the alphabet &séw it, entirely correct with the exception oéthocalic
r, which is actuallyha, and five others which he was unable to locgtey(ra, jha, fia, ando). See R
Salomon|/ndian Epigraphy(Oxford: Oxford University Press, 1998): p. 207 a more comprehensive
discussion.

& Not only are there problems in reading the insimifs due to handwriting irregularities, but therst has
worn down considerably in over two-thousand yedrsaathering. In some cases, the inscriber
themselves were inaccurate. For example, oneijntiger (no. 180) records the gift of an outsidesstoar
of the monk Dhamarakhita from the town of Kacupathlile another, the next inscription (no. 181),
records the gift of an outside crossbar of the[Dbhamarakhi, also from Kacupatha. In my database of
inscriptions, | have recorded these two as diffepemsons, giving two different gifts. However,
theoretically it is possible that the engraver dimpade a mistake and added the |langatra to no. 181,
or that for no. 180 he simply left out the lohgwatra. In either case, assuming there is a mistaksgthe
two donors would be one donor, separated in myieediecause of a written mistake by the engraver.
® J Marshall.The Monuments of Sanchi vol(Celhi: Swati Publications, 1982 reprinpp. 301-396.
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Memoirs of the Archaeological Survey of Indim 1919, while Majumdar’s edition is

from 1927. Nevertheless, Majumdar relies heailgruChanda’s considerations.

Inscriptions Marshall’s groups Chanda’s dated’
Asokan Edicts 1, 250 B.C.E. 1; 250 B.C.E.
Stiapa 1 balust.” 2a; 175-125 B.C.E. 4a; 175B.C.E.
Stapa 3 reliquary 2a; 175-125 B.C.E. --

Stipa 2 balust. / reliquaries 2b; 125-100 (?) B.C.E. 4b; 150 B.C.E.
Stapa 1 misc. fragments 2a-c; 125-70 (?) B.C.E. --

Stapas 1/3 gateways 3;100 B.C.E. — 15 CE 7,75 B.C.E. — 25 B.C.E.
Stipa 3 balust. 3; 100 B.C.E. — 50 B.C.E. --

Kushana inscriptions 4; 100-150 C.E. 9; 100 C.E.
Guptan inscriptions™’ 5; 600 - 800 C.E. --

Table 3.1: Palaeographic Groupings of the Inscripbns at Sanchi
Palaeographically, the gatewaybelong to a later generation ofaBri
characters. Majumdar assigns them to group 3pesed to group 2a for the
balustrade}® The primary reason for dating the inscriptionshaf gateways to an
entirely later period lies in the south gatewaggerence to Kingatakani. At the time

in which Majumdar and Marshall were writing, thébdee regarding the king's exact time

2R Chanda, "Dates of the Votive Inscriptions on$iepas at Sanchi,” Memoirs of the Archaeological
Survey of India no. {Calcutta: Indological Book Corporation, 1977)18-

1 See Ibid., pp. 14-15. He includes the Nagarjufii(group 2) cave inscriptions of Dasharatha, the
Besnagar Garla (3 and 5a for the later maharajadmivata inscription) pillar inscriptions, the Nanagh
cave inscription (5b), and the Hathigumpha ins@ip{6) of Kharavela into his chronologically argeal
groups.

12 Notable here is that Marshall dates Temple 4Biécssame period. Their primary evidence rests aith
individual named Data-Kalada, who donated portions of the ground balustradgipfino. 1 (nos. 353-
355) and a pillar from Temple 40 (no. 790). S&adshall, The Monuments of Sanchi vol(Qelhi: Swati
Publications, 1982 reprintp. 269 for Marshall's discussion of palaeograghiglarities.

13 J Marshall.The Monuments of Sanchi vol(Delhi: Swati Publications, 1982 reprinfp. 272-279. The
very large date discrepancy in Marshall is a resiuttvo contemporaneous scripts appearing on variou
parts of the gateways.

4 Two well-known Gupta era inscriptions are nos. 888 834. Nos. 835, 839 also date to roughly the
same period. No. 842 is an important inscriptioat imentions rulers of Mamalava, also known as
Malwa, the central region where Sanchi is located.

15|t is obvious that the gateways themselves abiugko a contemporary period because certain conten
reappears. For instance, the imprecatory insoriptare duplicated on the North, East, and Wesigats.
In addition, names of patrons also reappear. Baianthe disciple of Aya @a, apparently donated on
not only the south gateway, but also on the eatnanth gateways. Similarly, the bankeigdpiya, of
Kurara village, donated on both the east and watsvepys.

% Ibid., pp. 274-5.
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was contested. Cunningham, using a Paic list, placedSatakani in the first quarter of
the first century C.E. Bilhler plac&dtakant as early as the middle of the second
century B.C.E. in contrad®. Majumdar’s final assessment regardfiagakani is that he
is Satakami Il from the Hathigumpha inscription, thus datihg fgateways to around the
middle of the first century B.C.E.

As first noted by Chand3 there are at least two forms of writing appeanng
the gateway4’ The imprecatory inscriptions bear what Majumdaltscan “ordinary”
appearance while the inscriptions placed insidefee&s part of the relief images or, at
least, very near the relief images, are of an “@’hstyle. Majumdar calls this ornate
script stylistically beautiful and symmetricdl.Majumdar describes the ornate script as
possessing broadened knobs at the tops of ledlensst like a serif® The ornate style
eventually becomes the B of the northern Katrapas and Kugha inscriptions. The
a, ka, cha ta, da, va, andsaletters all show the tendency to serif. In thd,drowever,
the stylistic differences are not alphabeticalediéhces. For sake of dating, all of the
gateways fronstzpa no. 1 and the solitary gateway frawpano. 3 date to about the

same period based on palaeography.

7 Ibid., pp. 275-8.

18 See ibid., pp. 276-7 for a discussion on this poin

R Chanda, "Dates of the Votive Inscriptions on$epas at Sanchi,” Memoirs of the Archaeological
Survey of India no. (Calcutta: Indological Book Corporation): pp. 4-5.

20 A CunninghamThe Bhilsa TopefLondon: Smith, 1854): pp. 272-3. He noticedftetence in
epigraphic style also, and that, on the northetraeoe, one inscription was hidden by a later lieddge
extension.

2L 3 Marshall;The Monuments of Sanchi vol(Delhi: Swati Publications, 1982 reprinp). 273.

% The ornate style can also be found at Bharhut\dathura.
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| begin to study the inscriptions by placing theariptions into several distinct
groups based on information provid€dThe most basic group is simple. Inscriptions in
this group state only the donor’s name:

Dhamadirmya dinam.
The gift of Dhamadia (no. 188).

Other inscriptions may indicate more, such as theds place of residency:

Pusagirino Nivagzmakasa dnam.
The gift of Pusagiri, an inhabitant of Naata (no. 183).

Each of the above inscriptions are gifts of non-astic Buddhists. On the contrary,
monastic Buddhists identify themselves in theiciiions:

Dhamarakhitasa bhichunazdam.
The gift of the monk Dhamarakhita (no. 187).

Some other inscriptions indicate the donor’s peeogdationship to the Buddhist
community:

Vudimye upasiliye dinam.
The gift of the female lay-sister Vuditino. 19).

A few of the inscriptions indicate the donor’s neartile status:

2| have carefully annotated Majumdar’s original lismy table because his list contains a lack of
conformity and thus a lack of surety. For instamescriptions nos. 343, 344, 345 read “gift of ®at
Kalavada from Vediga.” However, no. 107 reads “gift of Datakald@e& only. All four donative
inscriptions are seemingly referring to the sammsqebut contain obvious differences. The trio of
inscriptions read the person’s name as “Data K@y containing a long vowel and a retroflexed
consonant. The trio also clearly states that #regn is from the local town of VedisAll three of these
inscriptions are located on crossbars facing oetsivay from thetzipa. Inscription no. 107, also an
outside crossbar, has a slightly different variatio the person’s name, “Data Kaldeg' possessing the
retroflexedd consonant but missing the loagowel and the town in which the donor was fromthéugh
it is likely that there are two different persomsvark within these four inscriptions, it is moikdly that
all four of these inscriptions refer to the samespa, and that person is from the town of Vadis
Therefore, on my list, | attribute all four of tleimscriptions to the same donor, regardless ofrtimer
inscriptional differences. For no. 107, | will ¢ewsly add that he is, like the other trio, frone town of
Vedisa, which we can confirm as the modern town of Vedjghst north of modern Sanchi. In this way, |
have included only a single “Data Kaf@a” in my calculations of multiple donors, which raims at 52.
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Kamdadigama sehino danam.
The gift of the banker from Kadadigama (no. 43).

Several inscriptions indicate a familial relatioipsh

Ujeniya kaliraputasa bumsa dinam
The gift of Bunti, son of Kaiira from Ujjain (no. 53).

Accordingly, donor communities are identified basedhe information the donor

contributes.

Sanchi Buddhist Community # % of total
Monastic Donors 147 42%
Lay Donors 175 50%
Mercantile Donors 27 8%
349 100%
Table 3.2: Donor Communities on the Ground Baluside of Stizpa no. 1 (c. 100
B.C.E)
Donations Donors Donations per donor
Monastic 147 121 1.21
Lay 175 140 1.25
Mercantile 27 17 1.59
TOTAL 349 278 1.255

Table 3.3: Number of Donations Compared to Numbeof Donors

Monastic Buddhists are the easiest to identify.ti@fth349 inscriptions from the
ground balustrade, 147 (42%) identify themselvenasibers of the monastic
community. Similarly, 175 (50%) are likely partarf unidentifiable lay community.
Interestingly, amongst all donors, only approxirha#6 of donors on the ground
balustrade identify themselves as part of the tayiraunity, clearly stating their status as
anupasika upasaka gahapatj etc. While it is tempting to divide the laitytanthe

“official and unidentifiable” partitions, for theupposes of this study, | included both the
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very small community ofipasikas, upazsakas, gahapatis, etc., with the large mass of
donors who record no affiliation whatsoever.

Most donors gifted only a single architectural pi@and are representative of the
general donor population. Some donors, such ask&dhe merchant, donated multiple
times on multiple architectural pieces. Samikanglwith his son Sirigla, donated three
consecutive crossbars (nos. 200, 201, 202). Qthech as the monk Dhamarakhita from
Kachupatha, donated multiple crossbars in diffel@rations (nos. 180 and 187) It is
not entirely clear what incentive a donor mighté&avdonating consecutive pieces. So,
why would Samika, along with his son Skii@, donate three crossbars when it may have
been simpler to gift a single rail-pillar or copgtgne? One of several possibilities is that
donors who donated more than once, like Dhamai@Kilely visited or were solicited
for dana at different times, resulting in multiple architiei@l pieces appearing at different
locations?® Or, equally as likely, when the balustrade wasgil together, both of

Dhamarakhita’s crossbars, instead of being placgether, were placed near each other

241t may be worthwhile in the future to explore thisrious feature of the inscriptions further. Hoee
for the moment, the position that the official kymmunity at Sanchi was actually quite tiny is natee.
A future study based on this particular data angmaluld begin by contrasting the 4% official lay
community with the monastic community (42%). Shiftthe numbers would position the monastic
community as the overwhelming majority. A brieblysis would suggest that tetpa cult was primarily
supported by the regional monastic community.

% Dhamarakhita’s two donations occur in the sama,dreth facing outwards, and both are crossbars.
Both crossbars are part of the eastern portiohebtlustrade.

%8 |n some instances, records indicate that a domgrimve been responsible for donations at multiple
stipas (such as at contemporanestigas nos. 1 and 3), or across multiple landscape#$ @sithe ground
balustrade o$tipano. 1 and the berm balustrade on the ssiifps, constructed at different time periods).
For example, because the berm balustrad#ipf no. 1 dates to the same palaeographic perioceas th
ground balustrade, it is safe to assume that theAuhak from Nadirigara (no. 465) on the berm
balustrade is the same nun Acilbm Nadirigara (no. 170) on the ground balustrade. Anotbar n
monastic case is Idadata evarika (cloak) merchant (nos. 131 and 472) and lgidaife of Sakadina
(nos. 142 and 500).
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rather than side-by-side, simply by happenstan@®wesequences of the construction
process.

These are the fundamental units within the writext. The inscriptions as a
whole are a wealth of vital information that candpproached from many directions.
The written text has these individual units to ekem Similarly, the visual text can be
split into distinct units. Weaving the two textise names, relationships, and other
information provided in the inscriptions generaaesophisticated understanding of how
thestizpas many parts come together.

3.2 -- Architecture and Donation

Railpillars are the fundamental pieces availabledbnation. Two uprights hold
together three crossbars. Copingstones are &vphaf the railpillars and cap the
balustrade. There is a visual hierarchy betweesehhree pieces. Copingstones may be
the on top physically and are the largest, heagiestions, but the standing railpillars are
the most important functionally. Table 3.6 lidte humber of donations of each
balustrade piece. The position of the inscriptarthese different architectural pieces

may indicate several important qualities of theatsn

Crossbars Railpillars Copingstones
Monastic 36% 22% 79%
Lay 52% 55% 18%
Mercantile 5% 23% 3%
Percentage of Total 69% 21% 9%
Major Donor Group Laity Laity Monastic

Table 3.4: Types of Architectural Pieces with DonoFrequencies

Inscribed # Total # % Inscribed Volume of Piece
Crossbars 242 362 67% 6,944 1n
Railpillars 74 132 56% 35,626 Tn
Copingstones 33 60 55% 63,360 Tn

Table 3.5: Architectural Pieces Compared to Volumeand Inscribed Number.
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Visually, the crossbars of the balustrade arentbst effective at blocking a
person’s gaze inside or outside the circumambujgiath. Although the crossbars are
by far the most common piece, only 67% of the aagB62 original pieces remain, if we
are to assume that each original piece had a denascription. Before 19th century

Western investigation, the site was likely pillageduseful stone. Other pieces were

lost due to the time.

Image 3.1:Five Crossbars, Three Railpillars, and Oa Copingstone fromStizpa no. 1
Whatever the case may be, the remaining inscribestbars are a vital source of
information. The same goes for the preservatiamefailpillars and the copingstones.

In short, only 63% of the total architectural bélade pieces remain-situ or preserved
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by the Archaeological Survey of India. This poigihy affects calculating definite
numbers or percentages. However, because a maybthe balustrade does remain, it is
still possible to formulate useful methods for riegdnscriptions because the majority is
a reflection of the general pattern.

As shown in Table 3.4, the laity is responsibleganajority of the common
crossbars. This is no surprise given that thg laialso the largest donor group. One
expects the largest group to donate the majorith@imost common pieces. The laity
similarly donated the majority of railpillars. Hewer, note that members of the
mercantile class have a greater frequency of Haitgdonations than they do crossbars or
copingstones. One reason for this could be thatanéle donors, perhaps wealthier
than the average person, could afford the largsregpmore frequently than less-affluent
donors of other affiliations could.

Fewer copingstones survived than other pieces.o0the 60 original
copingstones needed to complete the entire batlestomly 33 remain. The
Archaeological Survey of India replaced the missings. Because copingstones are the
largest and rarest, they may have been the moshsek@, assuming these donative
records are records of financial transactions. il&ity, the inscribed and elaborately
carved gateway architraves where BalamitraZandnda’s inscriptions appear are
comparable to the. On the other hand, visuallyctigngstone is not as important as the
upright railpillar. Even Balamitra antinanda's architraves are more akin to crossbars
visually, despite their large size. Where the ngpione functions as a cap, a railpillar

supports the entire balustrade. The same is trugateway pillars.
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However, there may be little significance in segka hierarchical value between
railpillars and copingstones. In her book on givin early Buddhism, Ellison Banks
Findly suggests that the conjunction of Buddhisr gre newly emergent householder
category of the era led to “patrons of the [Budthiigion prosper[ing] socially in
terms of their status and reputation, dana teachings tell potential donors that the more
one gives the greater ... their reputatioffs This system allowed a donor’s worth to be
based on merit and not on birth. The merit or tajon acquired through a donation at
Sanchi might not have depended on railpillars giragstones. Donors of any social
background may enhance their reputation amongeelbss of society by gifting to
renunciants who are similarly from all social onigf® Gifting is particularly apt in a
religious community where, not only can your regiotaincrease from donation, but also
where some sort of intangible, theological or Sotegical merit is simultaneously
acquired. The gift of a large railpillar or copgstgne, monumental architectural pieces,
could have served as a substantial enhancer ofategpuas donations only, not as

markers of themountdonated. The use of the wal@ha is nearly unanimously viewed

27 E.B. Findly,Dana: Giving and Getting in Pali BuddhisniDelhi: Motilal Banarsidass, 2003): p. 17.
8 |bid., p. 17. On p. 38, Findly notes that “...thanket-oriented culture, in which Buddhism emerges,
reflects a shift away from the valuation of tramlital duty and obligation and a greater celebration
individual choice. This shift is based on the gased freedom brought about by social and economic
changes, and allows for individual initiative ardativity. It also means, however, in the case of
renunciant petitioners, that householders are bligated by preset affiliation to support themtlasy are
in Vedic settings.” Therefore, the conscious chdix donate to theanghaat Sanchi seemed to allow for
a freedom in gift choice, as the donor was notddro give something specific. There appears ta be
wide range of possibilities to choose from, depegdin the type of gift one sought to donate, whiels at
least partially dependent on socio-economic stasusell as devotion to this particular religious
community.
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as an early synonym deyadhaima, a religious gift®, and perhaps both railpillars and
copingstones were gifts of some repute.

Looking at Sanchi's inscriptions, a copingstonegger mentioned directly, while
several inscriptions deliberately mention the gffa "pillar."” For instance, on the
ground balustrade, no. 102 records the gift oflargdy all the relatives of the monk
Nagila. Significantly, the other occurrences wheggliar is named specifically in the
inscription are located on the gateways. No. 8@7he east gateway, left pillar, the
banker Nigapiya gifts a pillar. Bgapiya's donation is duplicated in no. 403 on tlestw
gateway, left pillar. Across fromagapiya's inscription is one of Balamitra's
inscriptions. In addition to identifying himsel ¢he same Balamitra from the south
gateway's Balamitra, the inscription notes thabBudra gifted a pillar. Together, these
four pillar gifts contribute much significance teetvalue of railpillars.

Nevertheless, the infrequency of copingstone ipgons may be a testament to
their value as well. Findly’'s notion that giftimmg early Buddhism increased social
reputation is supported by the stratification @& #vailable number of gifts. Just 33 of
the total inscriptions are copingstones, a mereo®%e total. The copingstones are also
by far the heaviest pieces and may have been aayample of gifting power. Their
weight is nearly twice that of a railpillar and &gt six times that of a crossbar. If the
funds for the donation of a copingstone were notle symbolic pride of donating the

biggest, rarest piece of a religious structuren tihe sheer cost of transportation of the

#In the western Deccan cave sites the teéeyadha:ma (Pkt: “religious/meritorious gift”) is frequently
used in similar kinds of Buddhist donative insdops.
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massive stone would require significant funds nafice®® Whoever, then, could gift
such a rare item undoubtedly received the invidigleefits associated with the ability.
Accordingly, the monastic community is responsiblemost of the copingstone
donations. 79% of them were donated by membettseafnonastic community, an
overwhelming percentage when comparing to otheodbequencies. It may be
justified to say that the monastic community hamtexdetermined pursuit to donate
copingstones, whether they were the most sotelidtlg auspicious pieces, the most
expensive pieces, or purely just the largest anst symbolic of giving power. The
same cannot be said about the railpillars, asdityewere the major donor group but at
only 55%, not as overwhelming of a majority asni@astic group was for
copingstones.

In the same vein, the inscriptions themselves prayide information about the
relative values of the architectural pieces. Haebe in the examples below may be
compared to the very large architraves on the sonthateway where artistic scenes
show representations sfipas. Inscription no. 308 may hint at the price airagle gift
on the ground balustrade:

Vejajasa gmasa dnam.

The gift of the Vejaja village.

If it takes the accumulated funds from one singllage, of which there is not another
single donation, then the donation of a balust@dee was expensive. Alternatively, the

village of Vejaja was relatively poor, or the vl itself was disinterested in giving to

%1t is unlikely that the labor cost was simply atize as overhead by tangha
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the Buddhist community and could raise only a f@emations. Whatever the case may
be, the comparison between this inscription, omgle railpillar, to others is worthwhile
to consider.

One comparison is to a set of three consecutivatitms by the merchant Samika
and his son Sirga (nos. 200-2). They read simply:

Samikasa anikasa putasa ca sa Sidfasa dinam.

The gift of three crossbars by Samika, the mergleong with his son Siriba.
Samika, being a pious and wealthy merchant, prgtddsired to donate a set sum of
funds towards the construction o$tapa balustrade. However, his available funds were
perhaps not enough to acquire a railpillar (asateamulated funds of the Vejaja village,
was, in contrast). One speculation is that instéagiving just one crossbar, Samika was
determined to gift his entire sum, earning him ¢éhreossbars. These identically
inscribed crossbars were assembled and placegasitbon at the same time. Samika
probably did not visit the site more than oncedoate (or, alternatively, were solicited
more than once), but gave a set sum, more thargarfouone crossbar but not quite
enough for a railpillar. Thus, three crossbaidjradd up in a row, are in his name. In
contrast, the donor Balamitra donated twice orgtiteways heavily carved with artistic
scenes. If Samika donated in the time of Balamiteamight have preferred just one

donation with art carved upon it, like Balamitfa.

31 The ground balustrade was undoubtedly a colleethaeavor. Individuals like Samika contributechas
group to the founding of a monument. V Dehejialt€dive and Popular Basis of early Buddhist
Patronage” in B. Miller (ed.yhe Powers of ArtDelhi: Oxford University Press, 1992): pp. 35-45
discusses this ideal at length. However, by time f Balamitra and the construction of the gateyhye
noticeable lack of donative inscriptions may pagwards a different model of monument founding othe
than “collective and popular” patronage as Dehsjiggests. On p. 44, she goes on to awkwardly ttate
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Another inscription helps establish relative vadfii¢he donated architectural
pieces. Inscription no. 175 reads:

Sulizhitasa Gotiputasadja-lipikarasa dina.

The qift of the royal scribe Sabita, son of Goti(puta) (no. 175).
It compares to the southern gateway inscriptiobginda, donor of the top architrave.
Ananda is the son of the foreman of the artisan&ifog Satakani. Sulahita’s
inscription is marked on a railpillar, the sameahasVejaja village inscription. It is the
gift of a royal (aja) scribe, an entirely unique mercantile title. fiéhare no other royal
inscriptions on the ground balustrade, althougtessother inscriptions reflect
donations of other scribes. Lastly, Shiba's inscription is written in the same genitive
case as Gotiputa, a monastic figure known frongualry inscriptions. Gotiputa was the
teacher of all of the so-called Hemavata teachretisis region and bears the epithet
sapurisa® or saint (literally, “good man”). There could beveral ways to translate
sapurisa but Majumdar has taken Sifita, the scribe, as being the son of Gotiputa.
Literally, perhaps the inscription could be tratetbas “The gift of the royal-scribe

Sulzhita, who is [born] of Gotiputa.” This renderingpuld maintain the genitive case

“the patronage of religious art was not the pretiogaof the merchant and the banker. Apparenrily, t
wealth necessary to indulge in such a luxury beddrgso to persons of humbler professions like the
ironmonger and stone mason, the gardener, andstierian.” What Dehejia is implying here is
uncertain, for two of the donations upon the gaisaare of the same banker, a profession Dehejmisay
not concerned with the patronage of religious &ris unclear by the time the gateways were coiestd if
Samika would have been able to donate religiousfarbt, based on a slightly altered or new model o
patronage.

32 E.B. Findly,Dana: Giving and Getting in Pali BuddhisniDelhi: Motilal Banarsidass, 2003): p. 192.
In Findly’s discussion of aappurisa(sapurisain the Sanchi Prakrit), the good person “givesfia g
respectfully, with his own hand, with considerationpurity, and with a view to the future.” The
sappurisaserves as a model for the proper use of weallte uBe of the title at Sanchi seems to fit
accordingly with the model described by Findly. eBapurisa of old, namely those whose relics are
enshrined in stupa no. 2, acted for the benefitveeliftrre of their whole community, as their titlesggest.
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while still also maintaining the reference to fapurisaGotiputa. It could be equally
possible to translate the compound “Gotiputa” gemitive tatpursa: “son of [a] Goti.”
However, based on the other inscriptions contaitiimgman’s name, Gotiputa appears to
be the full rendering. Majumdar, being the unsssed expert on these inscriptions,
agrees?

Considering inscription no. 175’s status as mitgllbetween a royal mercantile
occupation and that of being the son of a famousasiic teacher in the area, Shita
was probably not part of the anonymous massesrairdpbut rather existed as a rather
affluent member of the community. Sihita’s considerable status supports the idea that
railpillars, in addition to copingstones, held gsabeyond crossbars.
3.3 -- The Placement of Donative Epigraphy

One meaning of a donative inscription can be @erivy looking beyond its
economic value. By reading between the reliefslaaking at an inscription’s physical
presence on the architectural piece in whichinssribed | can extrapolate much
information. In this section | focus on three painy physical attributes of a donative
inscription and ask two main questions: 1.) Whahésaffect of placing a donative
inscription either inside facing ttszpa or outside facing away from tis&ipa? ; 2.)
how does the donor’s territorial residence affexttgrns of donation? Combining the
written text with the physical placement of the saext on an object, | emphasize that
the significant value of images and inscriptioms lin their relationship to not only each

other but also to their architectural and artisbatext.

3 J Marshall;The Monuments of Sanchi vol(Delhi: Swati Publications, 1982 repring). 295.
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The Inside/Outside Distinction

Inscription no. 24 lies on the outside face of@ssbar. The donor is a man named
Odaka from the village of &ivahana. His village shows that he was either isetian

his home town for contributions or that he mademtb the Sanchi area and contributed
his gift locally. Either way, his inscription issample crossbar and the text is only
readable from outside the circumambulatory path.

On the opposite side ofdaka’s, inwards, facing th&tipa, is inscription no. 25.
This inscription is only readable from within thecumambulatory path, as its text faces
thestizpa. Inscription no. 25 was the gift of a man namexigtta and on a railpillar
rather than a crossbar. Based on the donated gi@ce, Vajiguta, who does not indicate
a village that he is from, seems to have contribhgtamething more thandaka.

Looking closer at the inscriptions' placement, ohthem faces outwards and is readable
to non-circumambulators while the other faces imlsatowards thetipa, and is only
readable by those participating in fpradalsiza ritual. In this section | suggest that the
some inscriptions on the inside faces of fragmargsot only rarer, but possibly
soteriologically more valuable and consequentiyyaps even more expensive.

Table 3.6 outlines the different inside facingcimgtions. CB stands for crossbar,
the most common piece. RP refers to the railgilland CS refers to the copingstones.
Henceforth, an architectural piece will be abbradanot only with these distinctions but
will also contain either an | or an O to indicatkether the inscription is located inside or

outside on the specific piece. #tfipano. 1, there are only 53 total inscriptions residi
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inside the circumambulatory path. Only 53 (15%)haf 349 known donative
inscriptions face inwards--a very small percentage.

As shown in the table, the ratio of ICBs to IRRd #CSs continues in the same
statistical manner. 1ICBs make up sixty percerheftotal inside inscriptions, IRPs 28%
percent and the ICSs just 11%. To put it in adapntext, the six ICSs inscriptions are
just six out of 349, meaning they are just 1.7%hefinscriptions on the ground
balustrade. A noteworthy pattern emerges when eomgp Table 3.6 and Table 3.7
(which lists the outside architectural pieces). niistic Buddhists are responsible for a
majority of the inscriptions residing on the insfdees. On the other hand, the lay
community is the major donor group of outside fgdimscriptions. An exception are the
rare OCSs, of which the monastic Buddhists arertherity.

Significantly, the monastic community, despitengeihe minority community,
donated far more frequently the rarer and moretigieas pieces (coping stones).
Similarly, they were also the majority group ofidesfacing inscriptions. In a
soteriological context, the monastic community dughe more concerned than the laity

with inscriptions which bear their name and faceawls thestipa, a symbol for the

Buddha.
ICB IRP ICS Inside Total
Monastic 16 8 5 29
Lay 16 6 1 23
TOTAL 32 15" 6 53
Percentage 32/53 = 60% 15/53 = 28% 6/53 = 11%
Major Group -- Monastic (53%) Monastic (83%) Monastic (55%)

Table 3.6: Inside Facing Architectural Pieces

3 Includes one donation by a member of the mereaadléss. This chart does not include those damatio
except for in the “grand total” tally. The “Insidetal” column does reflect this one donation.
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OCB ORP OCs Outside Total
Monastic 80 8 21 109
Lay 111 35 5 151
TOTAL 210 59 27 296
Percentage 210/296 = 71% 59/296 = 20%  27/296 = 9%
Major Group Laity (53%) Laity (59%) Monastic (78%)| Laity (51%)

Table 3.7: Outside Facing Architectural Pieces

In an article where he discusses donative insorigtin great detail, Gregory
Schopen argued that a donative inscription is adspermanent “presencé”. Looking
at several texts describing rituals for the deathopen concludes that inscribed donor’s
names are “something more than a mere record.’y Tég@esent the person, even if they
are no longer living. The donors, including thigeatonastic Buddhists, intended to
leave their essence in proximity to “another, mpoeverful presence® If a donative
inscription itself is a living presence of the donibien the balustrade piece might be
thought of as an extension of that permanent poesen

Once inscribed with the donor’s information, a Is&lade piece becomes part of
thestizpa complex. Curiously, as Schogédocuments, these tiny markings carved into
monumental stone structures tend to be high ird@ailh—six meters or higher—hand-
written in a rugged Bihmi script in the Prakrit language that few peoplespneably
could read, let alone see. Instead of functiomis@ signpost for visitors, Schopen argues
that the inscribed presences continuously engagsatual activity with thestzpa. The
stizpa, on the other hand, contained—or was at leastaio contain—relics of the

Buddha. Therefore, thatipa itself imbued the presence of the Buddha like dono

% G SchoperBuddhist Monks and Business Matt@f®nolulu: University of Hawaii Press, 2004): pp.
382-392.

% |bid., p. 392.

%7 bid., pp. 386-9.
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presences infused into inscriptional materialst $@hopen, proximity to the Buddha—
or at least the Buddha’s material presentation-aisupmount.

Archaeologist Lars Fogelin privileges another aspéearly Buddhist post-
mortem "essences.” Fogelin studies mortuary prestt Thotlakonda, a site in Andhra
Pradesh. Buddhists there built small funeraryns&ft These cairns perpetually engage
the GreaStipain the afterlife; ritually and magically accumuteg merit for the donor.
Fogelin shows that 75% of funerary cairns—smalknemounds covering a burial site—
were outside of the Buddhist monastery were intlona possessing a clear view of the
monastery itself. Visibility, for him, versus Sgien’s emphasis on proximity, is more a
factor than proximity, as not a single funeraryrcacontaining "essences" Buddhists
also, was found on opposite sides of hills whegbtsof the monastery was impossible.
With the distinction between inside facing insanps and outside facing inscriptions,
visibility could also be a factor at Sanchi.

Fogelirt® previously argued that within the circumambulatpaghs oftipas a
ritual practitioner is cut-off from view of anyttgrbut thestzpa and the path. A
balustrade restricts an individual's sightline—madi¢he pieces which donor’s had their
names inscribed upon. The balustrade also restran-ritual practitioner’s visualization
of the person or persons walking along the circumdatory path. Hence, the individual

practitioner acts alone or in small groups. Riggdce outside the circumambulatory

% |_ Fogelin,Beyond the Monastery WalBissertation. University of Michigan (2003):301.
39 L Fogelin, "Ritual and Presentation in Early ButiReligious Architecture,” idsian Perspectives
42.1 (2003): pp. 129-154.
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path is not individual, contemplative worship bublpably communal or corporate ritual
guided sometimes by a ritual speciaffst.

If a donative inscription placed on a balustradgfinent is a living presence of
the donor, Fogelin’s method of analyzing what thgat practitioner can and cannot see
from inside their ritual space may apply. A ginElustrade piece has two distinct,
opposing sides. One side faces inwards towardsttpa while the other faces outwards
towards something else, most likely the landscdpkeoregion, a town, or a temple.
Because inscriptions permanently facingstupa are, like the individual
circumambulators, in constant visualization of $higa, or, actually, the Buddha, those
inside a piece, such as the inside a crossbarhianag/been more soteriologically
desirable than inscriptions on the outside, earmegt through both proximity and
visualization. At the same time, these inscrigiafso could have been more desirable
for those wanting their reputation and/or donor pote be known to those actively
circumambulating inside of the circumambulatoryhpais there they would be readable
for those who were literate.

While the cairns at Thotlakonda are mostly withieww of astipa, very few of
the inscriptions on the ground balustradstgba no. 1 at Sanchi are on the inside, facing
thestizpa. Balustrade pieces, such as a crossbar, ragrpdl copingstone are different
than cairns, which are piled rocks. One possibigication is that while only the

wealthy or extremely devout could donate any bedalst piece, only the wealthiest, most

% bid., p. 134.
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influential, or most in need of enhanced reputationld inscribe their name, and thus
their presence, on the inside piéte.
The Local/Non-Local Distinction

The inside/outside distinction is also useful wisensidering where the donors
came from. Returning to the duo of nos. 24 andX¥aka in no. 24 indicates he is from
the village of \adivahana. Therefore,daka is a non-local donor to the Sanchi area. In
contrast, some donors seem to omit their villagdbdetely, perhaps indicating that they
came from a nearby location or even Sanchi propemy calculations, | considered
donors like Vajiguta locals. Tables 3.8 and 3.& #ige donors into two categories, local
and non-local, and separate them into those wimseeiptions face inwards and those
whose inscriptions face outwards.

Interestingly, the pattern which emerges showsrnbatlocal donors were more
likely to have their names inscribed on the indaeng thestzpa. A majority of donors
listed on the outside do not specify a village. gxgst donors of the major architectural
pieces, the railpillars and copingstones, donors @il specify a location donated inside
railpillars and inside copingstones at a highegdiency than those who did not indicate a
location. Non-locals were also the dominant domdmsilpillars and copingstones when
the inscription faces outside. In total, of thé® 18ilpillars and copingstones with
accompanying inscriptions, 81 of them, 74%, weneatied by donors who included their

village.

“1 Because these inscriptions are hidden from everpoi those circumambulating ts&pa, it remains
possible that the inside facing inscriptions wetially cheaper. However, the sacred nature ointide
space, as it is closest to thigpaitself, means that it is more likely that the irsigbace was a restricted
space, reserved for those actively engaging ialritith the sacred object, tisgipa.
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ICB IRP ICS INSIDE

TOTAL
Local 11 (34%) 5 (33%) 3 (50%) 19 (36%)
Non-local | 21 (65%) 10 (66%) 3 (50%) 34 (64%)

Table 3.8: Local vs.

Non-Local Inscriptions Facindnside

ocB ORP ocs OUTSIDE

TOTAL
Local 146 (70%) 17 (29%) 3 (11%) 166 (56%)
Non-local | 64 (30%) 42 (72%) 24 (89%) | 130 (44%)

Table 3.9: Local vs.

Non-local Inscriptions Facingutside

Town # Monastic | Lay | OCB | ORP | OCS | ICB | IRP | ICS
Local 103 | 45 40 63 17 3 12 5 3
Vedisa 16 8 6 10 3 2 0 0 1
Ujjain 49 15 33 26 8 3 11 0 1
Kurara 14 7 7 5 5 4 0 0 0
Nadinagara 13 12 1 6 1 4 2 0 0
Mabhisati 10 2 8 9 0 0 0 1 0
Kuraghara 12 3 7 6 4 1 0 1 0
Bhogavalhana 6 0 6 6 0 0 0 0 0
Kamdadigama 5 0 1 4 1 0 0 0 0

Table 3.10: Major Non-Local Towns Compared to Donted Pieces

Taking the two distinctions together--the insidegide distinction and the

local/non-local distinction--it is clear that arfa@t was made to relate the donor, the

architectural piece, and the placement of the ipgon upon that architectural piece.

This analysis has attempted to demonstrate tha¢ $gpe of meaning was associated

with placement. For Balamitra addanda's inscriptions on the southern gateway, the

placement of their inscriptions inside the arti$igtd was also meaningful, as the

inscribers, at this time, had some history in tmgkabout where inscriptions do and do

not occur.

3.4 -- Gifting Power and Monastic Buddhists

Looking closer at Balamitra's inscription, insite Rimagamastipa representation on

the southern gateway, some new important informasiwisible. Balamitra has the title
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antevisin meaning disciple, while his teacher has the titestaya (noble) and
dhamakathikgpreacher of the Law/: The titles listed in Table 3.11 are in addition t
the standard designations of “monkh(ksu) or “nun” (bhiksuni) as they occur on the

earlier ground balustrad@.

Title Meaning # of Numbers in Marshall
Donors
aya Noble 6 144,190, 209, 265, 294, 303
antewvisin Pupil 11 52, 85, 118, 214, 229, 265, 267, 269,
270, 348, three hundred and forty nine
sapurisa Good-man, or saint 1 288
bhadata Reverend 2 102, 206
thera Elder 1 303
sutatika Versed in thesitras 1 304’
pacanekayika | Versed in the five scriptures 1 742
2149

Table 3.11: Monastic Titles and Donors
The first termaya, is probably the Prakrit version of the Sanskiig t'arya,”
simply meaning noble. Six donors from the grouatlistrade have this title.
Additionally, many donors call teachers or compas@ya At least 20 individuals at
Sanchi have the titlaya One solitary man is simply just callealyd in nos. 632, 634,

654, and he should probably be included in the gasiwell. Invariably, | considered an

“2 This translation is according to Majumdar in J btall, The Monuments of Sanchi vol(Delhi: Swati
Publications, 1982 reprintp. 342.

“3 Generally, there does not seem to be any gensnation between these advanced titles.

4 Aya Pasanaka also donated crossbars in nos. t484&n

> Aya Kana is himself referred to as a pupil of Aya Bituka.

“% It is very curious that the titigapurisashould be used in this situation. The only othstance at Sanchi
when this title is used is to refer to the famaechers whose relics are enshrinestiipa no. 2, as well as
at several of the subsidiary sites. It is verglikBhadiya was a very esteemed individual, as$e a
possesses the tityeigapaja or “pathfinder of the age” according to Majumdaranslation. It possible
thatyugapajais not a title at all, but until a more apt conttor its use is found | rely on Majumdar’s
interpretation.

*" The nun Avisiia donated another crossbar, no. 305. She is tlyekaolvn nun to have received any
kind of honorific spiritual title aside fromhikkuni

“8 Devagiri is elsewhere referred to asagm@, but in no. 242, where he is callepacanekayikahe is said
to be accompanied by his pupils.

9 Excludes those such as Ayart& who have two or more titles.
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individual with the titleayaa monastic Buddhist, as well as their pupilselBven cases
donors refer to themselvesastevisin, or pupils. Usually they are pupils of teachers
also possessing a title, whether iay@or one of the others on the list, as with the cdse
Balamitra.

The most interesting title that appearsapurisa(Skt: satpurya), meaning
“saint” or “good man.” No. 288 refers to Bharadiyého also has the titiugapaja
While yugapajais an unclear term that Majumdar leaves untraediatand | have as
well), the title ofsapurisaonly occurs in one other context at Sanchi. lipsion nos. 3-
14 refer to reliquary caskets found insidesopas no. 2 and 3! Each of the inscriptions
on the reliquaries froratzpa no. 2 refer tesapurisa whose relics are enshrined there.
Inscription no. 3 reads: “(Relics ddppurisaKasapagota, teacher of all the Hemavatas.”
These titles refer to monastic luminaries of thggare — early prominent teachers who
were responsible for the widespread propagatiddudidhism in the region. The fact
that Bharadiya, a solitary donor on the ground $tahale, possesses that title means that
the tradition as started by the teachers enshims@pa no. 2 was still thriving
generations later.

One of the teachers whose relics are enshrins@d@d no. 2 is the
aforementionedapurisaGotiputa. Gotiputa is the only one of those teashvho is
referred to again through donors on the grounddbi@de. Inscription no. 175 names a
donor Subhita, son of Gotiputa. In nos. 171, 172, and M&hima is mentioned as

being the wife of Suthita. Sulahita himself is part of the mercantile class, hgwime

*0 bid., p. 328.
*1 bid., p. 295.
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title of “royal scribe.” Another donor, from no9@, is Bhanduka, a local monk who
donated an IRP* Bhanduka elsewhere is referred to as having theaik®, and is the
teacher of a number of other monks who were patte@tionation network atipano. 1.

One of the luminaries from the early days at Sar@htiputa, continued his
lineage through several generations. The numberooiastic and lay Buddhists who are
either his familial relatives or spiritual descentas quite large, and could include the
likes of Balamitra by the time the gateways weseiibed. While not within the scope
of this thesis to elaborate upon Gotiputa’s mogdsteage, his lineage's success shows
that elite monastic Buddhists may have possesseghdicant, and specific, type of
donor power.AyaBhanduka, son ofapurisaGotiputa, donated many times at Sanchi.
Within the corpus of his donations, one inscripti®mside a rail pillar (IRP) and another
inscription on the inside of a copingstone (ICBhamduka'’s brother—or at least
spiritual brother—Sudhita, brought with him his wife to donate at SancBulahita also
donated one rail pillar himself and his wife thoeessbars. Just from these two members
of Gotiputa’s lineage there are at least 12 (amgl Meely many more) donations,
including some significant ones which warrant fertbtudy.

My above brief discussion of one prominent monaBtiddhist lineage typifies
the gifting power and tendency of the monastic camity at Sanchi. Although the
roster seems quite large, given the three hundrddaty nine individual donations,

upon closer examination it becomes very clearhkaween the donors who have donated

*21n ins. no. 307, the same man gifted an ICS.
3 Ins. Nos. 265 and 267. Two of his pupils are Kyaa and Dhamadata, two monks, one of which
himself possesses the prestigiayatitle.
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multiple times and the donors who are related mamother in some way or another, the
community seems rather small. Similarly, on theegays, only seven donative
inscriptions remain, two of which are by Balamign@s. 399 and 402), who is almost
assuredly the same man as he is in both instaafezsad to as the pupil of the same
titled teacher, who is called “the Preacher oflthe..” Another two of the donative
inscriptions are also by the same mang#&piya, thesethinfrom Achavada (nos. 397 and
403). Just two donors are responsible for ovdrdfahe donative inscriptions on the
gateways (four of seven total). The non-monasiitod, Nigapiya, has the occupation of
asethin or banker. From the ground balustrade, manfi@$éthindonors gave multiple
large pieces, just like a¢apiya. From the instances of Balamitra aadayiya, it is
evident that even at the time of the inscribinghef gateways that there appears to be a
relationship between a donor’s position within teenmunity and the type of gift given.
3.5 -- Conclusion

In this chapter, | utilized a number of techniqteestudy the numerous donative
inscriptions residing upon the ground balustradsigia no. 1. | analyzed the
architectural pieces themselves, the placemeteointscriptions upon the architectural
pieces, the relationship between the inscriptionsthe communities from which the
donors come from, and, last but not least, theioglship between the architectural
pieces, the donors, and the monastic community.

The conclusions and insights | yielded from thige amount of data from the
ground balustrade helps to begin to synthesizedlagvely little inscriptional data that

exists upon the Sanchi gateways. However, thametia sufficient amount of testable
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data resting upon the gateways. Therefore, | catsgythe data from the ground
balustrade into Types of donors. These types ofaskic donors were grouped using the
analyses outlined in this chapter.

There are several criteria used in group creatkirst, is the donor a monastic
Buddhist? Second, does the donor possess a t#l#e donor local or non-local? And
lastly, has the donor donated a railpillar, copiags, or is the inscription located on the

inside? Depending on how each donor fits theser@j several groups emerge (Table

3.12).
Type % of Monastic Community | Criteria
1 7% Monastic, Title, Local, Major Piece
2 2.2% Monastic, Title, Non-Local, Major
Piece
3 2.2% Monastic, Title, Local
4 3% Monastic, Title, Non-Local
5 3.7% Monastic, Local, Major Piece
6 17% Monastic, Non-Local, Major Piece
7 7.4% Monastic, Local
8 26% Monastic, Non-Local

Table 3.12: Types of Monastic Donors

| applied the criteria to Balamitra's inscriptidte fits all of the criteria of a Type
1 donor. Through this informative statistical stud all of the balustrade donative
inscriptions, Balamitra is part of a group thatlise amongst the Buddhist community, a
point only hypothesized when thinking about eacthefanatomical parts of his
inscription on their own. When taking each of thnieria together, it becomes apparent

that only .7% of other donors are similar to him.
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Chapter 4 — TheStipas on the Gateways

In chapter 2, | described the southern gatew&amichistizpa no. 1. In this
description, | outlined all a gateway's fundameantats: the two pillars, two capitals,
three architraves, two ends of architraves, strate/een the middle architrave and the
top and bottom architraves, and the four dies sejpareach architrave. On the
fundamental architectural units of the gatewaysla@e30 representations sifipas, 29 of
which are located above the ground balustradepagrdon the northern side, below the
gateway capitals. 12 of the 30 are on the topitasstes, six are on architrave ends, and
nine on dies (see Tables 2.1 and 2.2). Five o8@wstipas occur on the southern
gateway, eight on the north, eight on the west,faradly nine on the east. Just two of
thesestiipas are inscribed. Both inscribetdpas are on the outside face of southern
gateway.

In this chapter, | discuss the iconography of3@etipas, exploring their various
forms and the range of their forms on the fourwgaies. With the data | collected at
Sanchi, | compare and contrast the inscriéiggas on the southern gateway with the
others 28 non-inscribestizpas. | look closely at all 3&pas’ physical features to
determine similarities and differences. Throughdlescription and subsequent analysis
of the data, | aim to review where the two insadibggpas from the southern gateway fit
within the corpus oftizpa representations at Sanchi and try to determittesif
similarities and differences are significant.

Before gathering this data, | generated severastipns that | hope to be able to

answer in my study. Dsizpas’ iconographic similarities fit the thematic sianitties?
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For instance, do all thazpas in Manushi Buddha scenes conform to a distinct
iconographic style? Even more specific, do theribedstiipas exhibit any unique
characteristics that set them apart from not otiheistizpas of a similar kind, but from
the othestizpas from other gateways? And from the southern gay@wFinally, the
most important question regarding these inscravgohs, presuming their individuality:
do the inscriptions make ttsgipas unique or more significant, or do their iconodpiap
features? Throughout my study, | also speculatetidr or not thetizpas images were
carved from a standard (or “cookie-cutter”) imaged ask if there were different molds
for different types oftizpas. My aim, at the very least, is to present aralyae new data
in several different ways to begin to understarditiiage of a&tizpa at Sanchi.
4.1 The Features of th&tiipas

Six features of atizpa representation are important to my study. Figute
shows each of the features and only the balus{radika) is not labeled, but can be
distinguished visually as the repeating row ofpilldrs between entrances marked by the
gatewaystoraza). | derive these features from ones appearinigr@ye actuastizpas,
such as Sanclstizpa no. 1. The features appearing on the depictéef stdpas directly

mimic those found on their larger three-dimensidathren.
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Figure 4.1 Sections of &Stipa

The first feature is the balustrade. In the igraphy of astapa image, the
balustrade is similarly depicted to how it appedrSanchstizpa no. 1, with several
crossbars connecting two rail pillars. On toppasrthe entire balustrade are the
copingstones. In the representationst@bas, the balustrade may either have two
connecting crossbars between each pillar, or tlie@ending on the depiction or scene.
Some of thestizpas also possess, like Sanetiipa no. 1, multiple balustrades,
representing a ground circumambulatory path angpger one. Usually the balustrade is
the architectural element that separates the ceounlatory path from the other
portions of thestizpa, but in thestizpa images it is doubtful a circumambulatory path was
intended. Instead, it is a symbolic feature. diiierence can be clearly seen when
comparing the very large, three-tiergdpa representation from the west pillar of the
north gateway (#12 on the master lissafpa representations, Appendices 1 and 2) with

any otheistizpa representations that have balustrades. In themfemtionedtipa

! Adapted from L FogelinBeyond the Monastery Walls, Dissertation. University of Michigan (2003): p.
13.
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representation, there are numerous figures cl@asigle the balustrade, although in the
standardstizpa scene nobody ever stands within the balustfade.

The next feature is thaida, or hemispherical “egg” portion of tisaipa. Andas
from the time of Aoka onwards were made of varying sizes of bridks: stizpas
containing relics, thanzda encloses the reliquary containers as a protestiedl. In
some iconographic measurements later in this chépenda serves as the primary
object of study, as it is large and easily meadardbus an ideal candidate to determine
size--and perhaps scale-shipa representations.

On somestipas, andas emerge from a raised platform, known as a drDnums
appear to serve one primary function: to raiseaif#a above the ground. While each of
the reconstructestizpas at Sanchi have drums, is unclear as to whether or not they
originally had them. According to attending arablagists at the sité}tizpa no. 3 was
reconstructed to match the appearancestf on its gateway. On the gateways of
stapa no. 1, only a few of thetizpa images possess drums. Thus, because of the total
reconstruction of numerowtipas from piles of bricks, the frequency of actual drums
built at open-air monastic sites such as Sanalp i®r debate. The use and significance
of depictedstizpas to reconstruct the “reastizpas remains an ongoing discussion that
may be discussed in a future study. In the relghisms are a decidedly unique feature

used in only a few instances.

2 Actually in several of thetizpa scenes, figures are actually standing on top obthestrade performing a
devotional ritual.

% Here | am referring to the ASI's reconstructiorsi@pas nos. 2 and 3 specifically. While the balustrade
of stapa no. 2 was largely found undamaged, none of thasbr@de otizpa no. 3 remainedh-situ. Sizpa
no. 3 is the only othestizpa at Sanchi that hadtaraza, which stands in its original place even today.

* Additionally, they have used this, and otki@ipa images, as models for the reconstruction of many
stipas in the area, and not just no. 3.
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Topping theandas of stizpas are two features: th@rmika, a small ornamental
balustrade, and @attra, or parasol. Depending on the typéhafmika, they usual
surround the one or mawhattras. A chattra sometimes occurred with three circular
disks on top of each other. However, in the imagestiipas in the reliefschattras occur
either as a singular disk, or as separate diskanmp&rom theharmika at different
locations. As many as fivahattras occur in the Sanckoraza figural stizpas.

Finally, the last feature ofstipa is thetoraza. Torapas are arched gateways
attached to the ground balustrade. At Sanchi, siipas nos. 1 and 3 have gateways. In
the representations difizpas, there is only one knownorara in the Sanchi reliefs. On
the east-face of the west pillar on the ndottaza atstizpa no. 1, there is a peculigtizpa
with three balustrades (an irregular occurrencedgyf). At the center of the bottom
balustrade is a lorteraza with two architraves. It is unlikely this represe anything at
Sanchi because of the singuiararza and the only two architraves. At Sanchi, each
torarza has three architraves. In the analysis belowll Inat discuss the iconographic
representations abrazas because there is only the singular occurrenteeidanchi
reliefs?

Beyond these six features are several other digdod aspects used in my
analysis. First, | measure the ratio of width aeayht. | measured eastiipa image and
came up with a ratio number to represent the widltineight. For height, | measured
from the top of th@nda to the bottom of the drum or bottom balustradestesvn in

Image 4.2. For width, | measured from end to éredvtidest part of eadmda. The

® At Mathura and Amaravati there are a number déf@hages containingtiipas withtorazas. However,
a discussion of these images is beyond the scofe giresent study.
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final ratio is a simple equation: width divided bhgight (W/H). The resulting number
shows one of three things about the represestipd. First, if the number is exactly one-
-which, for most of thetizpas | measured it was--the width and height are pehd
same. However, for a number less than 1, the heigireater than the width. For
instance, ratios of .5 shows that the height ofstiyga is double that of its width. The
significance here shows that thigpa is accentuated for unknown reaséni the ratio is
1.5, then the width is double that of the heighdj¢ating that the mass of th@pa’s
anda is being “implied” and appearing to be much mdrantit actually is to the naked
eye! For this thesis, the ratios are only considensofar as they are related to the
stapa’s iconographical relationship with othgfipas.

Next feature | look at the number of balustraderssfagpa. Somestizpas have up
to three balustrades while others have just orfee Balustrades in these images may
have two or three crossbars to every railpillaine Variability between the occurrences of
two crossbars to that of three crossbars appeds itwsignificant currently. | have not
outlined it in any table. However, the number alustrades pestizpa is related to the
overall study in this chapter.

Adornment of thestizpas in the images is a simple feature to comparaeady
all thestizpas in the gateway relief art possess decoratiossmie sort. Usually these

decorations are garlands placed, or in the aceiofgoplaced, on the drum, by

® L Fogelin, "Material Practice and the Semiotic Mabrphosis of a Sign: Early Buddhist Stupas ard th
Origin of Mahayana Buddhism," Unpublished Manudgi2009, will discuss the terms “accentuation” and
“implied mass” in great detail. He argues thatdheators of sucHipas were attempting to create visual
tricks, or illusions, to imply that the sors&pa are larger than in reality. Fogelin uses evidefnme rock-
cutstiapas from the Western Deccan to argue his point.

" Ibid., pp. 24-6.
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worshippersOther decorations may include unique patterns drate the face of th
drum oranda, or drapery dangling from tkchattras. Themain ornamentatics are the
garlandgdraped around thandas. They dip back and fortlup and down across tl
width of theanda. In some of thiscenesmythological flying figures or people comil
to worship at thetiapa place garlandon theanda. Amongst thestizpas, there is an odd
omission of ornamentation on any of stizpas on the southern gateway. It is uncle:
this is an artistic choice or if there was somaghinique about the scenes on the sout
gateway. On the two inscribstipas, because the inscription is carved across thdle

of eachstiipa, it maybe atistically impossible to display a garland.
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Figure 4.2 Anda Measurements ofStizpa Images$

At the tops of thetizpa images, | quantify the number dfattras. Because
chattras are typically reserved for divine figures andgenasshownin other reliefs

depicting kings or aniconic representations ofBedha, such asBodhi Tre, the

® Adapted from L FogelinBeyond the Monastery Walls, Dissertation. University of Michigan (2003):
13.
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number ofchattras is likely significant. One theory is that thenmohattras there are,
the holier the site or person whose relics are ramsth in thestizpa. However, the
relationship between the numberobéttras and the apparent significance of shga
within the scene is unclear. The numbecl@dttras may be left to the artist.
Alternatively, it could be a random insertion tdapends on unavoidable environmental
factors, such as space on the architrave or die.

For thosestizpas that do possess a drum, and hence multiple badiest, the
height of the drum is measurable. The height ohelum is almost uniformly nearly
half that of the total height of the entst@pa. Therefore, the height of the drum is, at
Sanchi, an artistic constant. No other featusesisniform as the drum height.

The last quantifiable element is scale. In alténderings aftizpas, thestizpas
do not appear alone but are shown with trees, nogizal creatures or people. In 29 of
the 30stizpas, at least one person is of measurable heighetsiipa. Comparing the
stupas’ heights to the people in the scenes, therecanepossible scales: 1.) the height of
thestizpa equals the height of the person(s); 2.)dtipa is the about height of two
persons; 3.) thetizpa is the height of approximately three-fourths qiesison; 4.) lastly,
thestizpa may be up to the height up a person and one-folietihheight of another
person. Tables 4.2-3 include this measuremeng Idiestizpa that does not have a
comparable person in its scene has a height régaiaithe height of an elephant. On the
inside of the eagbraza a number of elephants worship a sirggiga. Thisstipais

about the height of one elephant.
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Together, these quantifiable aspects ofstiipas allow me to compare and
contrast each of the 3ipas with one another and look for patterns of coeaisy or
lack thereof. Through these comparisons, | suggmstral ways to read certanpas
based on the quantifiable criteria outlined above.
4.2 Types ofStizpas

From a close study of the content outlined abtwee thematic categories
emerged from the 30 scenes wstiipas. Sizpas in Manushi Buddha scenes exemplify
the first type. Table 2.3 from the second chaptglines where and how many times the
Manushi Buddha scenes occur. All thadshi Buddha scenes at Sanchi vetitpas are
on the outer face of the top architraves of eagh®fourtorazas. A proper Mnushi
Buddha scene must contain seven elements, a cotmobiiod trees andtizpas. The
Manushi Buddhas are the earthly Buddhas, six of warelthe immediate predecessors
to Gautama. The scenes may consist of alternatergents, such as trestijpa, tree,
etc., or be exclusively all trees. One clear eXarfppm the southern gateway (Image
4.1) shows the different elements, the alterngtistern of treestiipa, tree, etc. Between
each element, though, are little scenes consisfidgvotees who flank the trees or
stupas. The devotees come in different heights, althaame may be mythological
figures while others are perhaps merely human.hligare is doing a unique activity in
the little scene--some are folding their hands @thers are folding their hands in
reverence. Others perform different kinds of atidepending on their relationship with
the tree ostizpa. In total, there are six &hushi Buddha scenes containingstifpas in

those scenes.
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Image 4.1: Top Architrave with the Manushi Buddha Theme

Theparinirvana stipa is the next identifiable type (Image 4.2). Thare three
signs closely related to important biographicalresén the Buddha’s life: thisodhivrksa
with the Enlightenment, theakra with the First Sermon, and tk&ipa for the
parinirvana.’ These three signs are often represented togetbertain contexts and
many scholars interpret them as aniconic signe@Buddha, referencing his Iite.
Although Susan Huntington formulated a theory ehactments, Linrothe wonders
why nobody plays the character of the Buddha iseheenactments. Vidya Dehejia
stresses multivalency, emphasizing multiple possiterpretations for a single imatje.
At Sanchi, context may be used to dedpaenirvapa scenes, where in several locations
along the gateways, such as the outside face it gateway architraves, there is the
consistent and well-known pattern of signs refeirenthe Buddha'’s biography. One

suchstizpa from the south gateway, appears on the die betitveemiddle and lower

° K Karlsson,Face to Face with the Absent Buddha (Uppsala: Uppsala University Press, 1999): p. 174
10 See ibid., pp. 174-186 for a lengthy discussioar€onism anatipas.

1 sysan Huntington has challenged the frequencyicbaism. In S L Huntington, “Early Buddhist Art
and the Theory of Aniconism,” iArt Journal 49 (1990), pp. 401-8 she proposes that the syniibols
question depict later worship at Buddhist sites tedbeginnings of pilgrimage to those sacred si&ise
earlier mentioned this concept in S L Huntingt®he Art of Ancient India (Boston: Weatherhill, 1985).
12 R Linrothe “Inquiries into the Origin of the Buldal Image: A Review,East and West 43 (1993): p.
249: “why is it, if there was no disinclination tepresent the Buddha, that no one plays the paineof
Buddha himself [in the pageants]?”

13V Dehejia “Aniconism and the Multivalence of Emivlg,” Ars Orientalis 21 (1991): p. 45.
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architraves on the west side. On the direct opg@alse is a birth sceneOn the die above
that, between the middle and top architraves,Bodhi Treesymbolizing the
enlightenment of Gautama. Directly below stiipa, below the false capital, is
dharmacakra on a pillar, symbolizing the First Sermon at SanmniFitting the contextue
pattern, it seems likelthat thisstizpa could be a representation of theginirvana. Using
the sameontextual criteria, | identified at least threelsstizpas thatcoulc represent the

parinirvapa atKusinagar.

Image 42: Parinirvapa Themed Panel

The last thematic type consists of legendary dolisal scenes from Buddhi
literature. These scenes typically take place afterparinirvapa of the Buddha and a
related to the dissemination of Buddhism or impatrtarning points in Buddhist histor
The first and most important of these scenes iptaeiously describeRamagama
scene (Image 2ffom Chapter z. On the middle architrayeutside face of the sou

torapa, it seems the character Asoka approaches theaRagamastizpa with the
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intention of opening it to obtain relics for thekeaof splitting them up to create mc
stapas. Of course, as aforementioned in chaptenagas andnaginis guarded an
worshipped thatizpa and prevnted Asoka’s intended actionsSome legend scenes, as
Image 4.3may not be identifiable, but are very likely seekknown to the creators of t

image, as they would have been drawon some inspiration.

Image 4.3: Bottom Architrave Depicting a Legend Sene

Another identifiable legendary scene is found anwlest pillar, upper panel ¢
the inner face of the northetoraza. Thestipa here, with thredalustrads and a
torana, is exceptionally unique in many ways. It is alse onlystizpato appear below
the false capitals of the gateways. Mar<, and others, identify the scene ¢
representing th®lallas ofKusinagara, honoring th&iizpa of the Buddha after h
parinirvana. While Marshall and Foucher’s interpretation nb@ydisputed, the intentic
is clear—it is some scene, either known or unknown, takilage after the Buddha

death and is part of the subsequent history of Bista'® Otherstiipas in other scenes

14 J Marshall The Monuments of Sanchi vol. 1 (Delhi: Swati Publications, 1982 repri: pl. 8.

5 Fogelin, "Ritual and Presentation in Early BuddtReligious Architecture," iAsian Perspectives,
42.1 (2003): p. 147.

'® The identification of thistizpa as a “legend scene” and not gsasinirvana scene, even though it mig
involve thestipa at Kusinagara, is due to its grand scale and disassoniatith the surrounding pane
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may not be identified as part of any known scenehss the inside face of the lov
architrave on the easirara, where the elephants are paying homage tstiazpa. | also
categorized that scems a “legend scen

The last thematic group costs ofstizpas in scenes that are not easily categor
asparinirvana scenes, as they are not contextually part of thedBa's biography, an
are not similarly on the same grand scale as txé@qusly mentioned legend scent
These “unidentifiable(Image 4.4)scenes are seven in number and coulcategorized
as being eithgparinirvana scenes or legend scenes, but because of a theandiiguity
or an iconographic ambiguitthey are not classifiable like the othefi@ble 4.1 lists all

30 of thestizpas along with their location and thematic scenetifieation.
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Image 4.4 An Unidentifiable Scene from the East Gteway

All three of theparinirvara scenes that | have highlighted in this chapteafireontextually part of a larc
thematic scheme involving several other depictioos the Buddha's biography. This particular sc
stands alone and is truly unique ir size, iconography, and placement.
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Location Scene KEY
1|SO, T, ML Manushi S South
2| SO, T,MC Manushi N North
3|S0O,T,MR Minushi E East
4|S0O,M,C Legend scene w West
5|SO,M, L Parinirdna o Outside
6| NO,T, L Manushi l Inside
7 | NO, T, ML | Manushi T Top arch.
8 | NO, T, MC | Manushi M Mid arch.
9| NO, T, MR Manushi B Bottom arch.
10| NO, T,R Manushi P Pillar
11 [ NI, M, R Unidentifiable L Left side
12 | NI, P, L Legend scene C Center
13| NI, P, R Parinirdna R Right side
14| EO, T, L Manushi M Middle
15| EO, T, ML | Manushi ML | Mid left
16 | EO, T, MC | Manushi MC | Mid center
17 | EO, T, MR | Manushi MR | Mid right
18| EO, T, R Manushi
19| EILT, L Unidentifiable
20| EI,T,R Unidentifiable
21| EI,M, C Legend scene
22 | EILP,R Legend scene
23| WO, T, ML Manushi
24 | WO, T, MC Manushi
25| WO, T, MR Manushi
26 | WO, B, L Unidentifiable
27 | WO, B, R Unidentifiable
28| WI, T, L Unidentifiable
29| WILT,R Unidentifiable
30 | WI, M, R Parininana

Table 4.1: The Location of the 3®Btiapa Images
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| now turn to a detailed comparison of the featwkeach thematic type. Table
4.2 lists all thestizpas from the Minushi Buddha scenes and their accompanying
guantifiable features. Each column uses the pusWadescribed markers. At the bottom

of each column, where relevant, | have includedatlrerage number for that criterion. A




comparison of Tables 4.2-4 shows that the averagese indicated, are important

factors in the different types of themadtgpas.

Width
to
Height | Balustrade Chattra | Drum
Location | Scene Ratio | # Decoration | # Height | Scale
SO, T,
1| ML M anushi 1 2| No 1 0.57 3/4 persgn
SO, T,
2| MC Manushi 1 2| No 5 0.53 1 person
SO, T,
3| MR Manushi 0.88 2| No 1 0.48 3/4 person
No
6 | NO, T,L | Manushi 1.11 1 Yes 1 drum 1 person
NO, T, No
7 | ML M anushi 1 1| Yes 1 drum 1 person
NO, T, No
8| MC Manushi 1 1| Yes 1 drum 1 person
NO, T, No
9| MR Manushi 1 1| Yes 1 drum 1 person
No
10 | NO, T, R | Manushi 1 1| Yes 1 drum 1 person
No
14| EO, T, L Manushi 1 1| Yes 5 drum 1 person
EO, T, No
15| ML M anushi 1 1| Yes 1 drum 1 person
EO, T, No
16 | MC Manushi 1.17 1 Yes 1 drum 1 person
EO, T, No
17| MR Manushi 1.2 1| Yes 1 drum 1 person
No
18| EO, T, R Manushi 1.19 1 Yes 4 drum 1 person
WO, T, No
23 | ML M anushi 1 1| Yes 1 drum 1 person
WO, T, No
24 | MC Manushi 1 1| Yes 1 drum 1 person
WO, T, No
25| MR Manushi 1 1| Yes ? drum 1 person
AVG AVG
16.55| AVG1.19 1.625

Table 4.2: Manushi ThemedStizpa Images
The 16 Minushi Buddhatizpas express a great amount of standardization among
some of their features. For example, the widthdight ratio is nearly uniformly around

1, with only a few exceptions. This means thatvidth and height of thetizpas are
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almost exactly the same. Similarly, the scaléenefdcenes are uniformly nearly the
height of one person in each scene. Scale inntiadl scenes within the &ushi Buddha
architraves appears to be relative. For examigerds approaching the tree part of each
scene are, in general, smaller in scale than fegapproaching thetizpas. The
discontinuity of scale between the small scenekiwihe larger, architrave-wide
Manushi scene shows the complexity in a single theanelitrave. Comparing the
multi-scaled Minushi Buddha scenes with the other types of scamesher scenes the
scale is uniform within the whole architrave (ledestenes) or digérinirvana scenes).

This different by itself could warrant a future dyuwof the Minushi Buddha architraves.

Width to
Height Balustrade Chattra | Drum
Location | Scene Ratio # Decoration | # Height Scale
1
5| SO, M, L | Parinirvana 1.28 1| No 5/ No drum| person
1
13 | NI, P, R | Parinirvana 1.25 0| Yes 3 No drum person
1
30 | WI, M, R | Parinirvana 1 1| Yes 3| No drum| person
AVG
AVG 1.18 | AVG .66 3.67

Table 4.3: Parinirvana Themed Stizpa Images
Looking at the other features ofaNushi Buddha scenes, the number of
balustrades is also consistently just onespgga. The greatest deviation from these
standards is the soutbraza Manushi Buddha scenes, which are different in a tyaoé
ways. As | discussed in chapter 2, the south gagdwas a distinct expression not seen
elsewhere adtizpa no. 1. One possible interpretation of the stagidation of the
Manushi Buddha scenes is that they were constructeat,least designed, in the same

instance. Their uniformity, from these iconograptiaracteristics and their consistent
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placement on the outside face of the top archigabh®ws that thestiipas were possibly
planned and designed together.

Table 4.3 shows the threearinirvapa stizpas. The location of thparinirvara
scenes are all on dies, not architraves. Compénmglacement of the different types of
scenes, thparinirvapga scenes on dies are limited in the amount of degiattivity.
These scenes are self-contained and a direct sbir&anushi Buddha scenes that have
several small scenes included within the long arahe.

The specific features @arinirvapa stizpas tend to show some degree of
uniformity, similar to the Mnushi Buddha scenes. Their width to height ratio i
consistently above one, meaning that their widtksabwvays greater than their heights.
Comparing these ratios to theamMishi Buddha ratios, there is a marked contrashgsto
the physical dimensions of tisgipas. The number afhattras is also a visible point of
difference and distinctiveness. The average numbemattras among these three
parinirvapa stapas is 3.67, which is far above any of the other ages in any of the
other groups. Between the width to height ratid e average number dfattras, the

parinirvana scenes exhibit a certain degree of iconograpméocmity as well.

Width to
Height Balustrade Drum
Location | Scene | Ratio # Decoration | Chattra# | Height | Scale
Legend 2
4 | SO, M, C | scene 0.88§ 2 No I 0.56persons
Legend 2
12| NI, P, L scene 0.67 3 Yes 3 0.56persons
Legend 1
21| EI, M, C | scene 1 2 Yes L 0.47elephant
Legend 1.25
22| El,P,R scene 1 1 Yes D 0.38person
AVG .875 | AVG 2 AVG 1.25

Table 4.4: Historical ThemedStipa Images
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Stupas represented in relief scenes showing historiahts known from legends
after theparinirvapa are found on a variety of gateway locations. Thm&gamastipa
scene is on the middle architrave of the southataevgay and utilizes nearly every
available space to narrate its events. Simildinkystizpa scene with elephants from the
eastern gateway narrates the journey of the eléphbathestipa, carrying flower and
branches to thstizpa as offerings with their trunks. Both architraegénd scenes show
movement among the characters, all migrating tosvérd center of the architrave where
thestipa rests. Another legend scene, on the pillar froenrtorth gateway, utilizes much
space to illustrate not only the worship atzpa, like the other scenes, but the elaborate
form of the centradtizpa, which has multiple balustrades and even a twbedttorana.
This panel on the side of the pillar makes usenolgh space to compare to any two
other pillar reliefs. A third legend scene is lmhon a die from the eastern gateway. It's
composition and use of space compargmtmirvana, however itstizpa is stylistically
similar to the others in legend scenes.

Like the previous two types, the legend scene tiyplays its own unique
iconographic characteristics (Table 4.4). Firstaperage, the width to height ratio is
below one. Generally, theskpas are taller than they are wide and have accemtuate
peaks to highlight their prominence. The averagalver of balustrades on thes@pas
is also the highest amongst all the typest@fas, similarly demonstrating the artists’
desire to accentuate height over width. This gralsp is the only group where each of
thestizpas possesses a drum. Drums, as | previously desgiitold theanda up. Again,

the intention is to highlight the height of thigpas. Looking at the scale of thesgpas,
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the scale is always above one person, presumitnghindeight of an elephant, as in
stiupa #21, is greater than the height of a person.atihéconographic way possible,
thesestizpas from the legends of Buddhism are portrayed & tand presumably, larger

than any of the othettzzpas in any of the other scenes.

Width
to
Height | Balustrade Chattra | Drum
Location Scene Ratio # Decoration | # Height | Scale
1
11| NI, M, R Unidentifiable 0.715 1 Yes il 0.52person
1
19| EILT, L Unidentifiable 0.75 1 Yes il 0.91person
1
20| EI,T,R Unidentifiable 0.91 1 Yes il 0.41person
No 1.25
26 | WO, B, L | Unidentifiable 1 1 Yes | drum person
No 1.25
27 | WO, B, R | Unidentifiable 1 1 Yes Ldrum person
No 1
28 | WI, T, L Unidentifiable 1 1 Yes 1 drum person
No 1
29| WL, T,R Unidentifiable 0.9 1 Yes L drum person
AVG 9| AVG 1 AVG 1

Table 4.5: Unidentifiable Stizpa Images

The last group, the unidentifiable group of sewdaes exhibit distinct trends
amongst their iconographic traits. They appeaarchitrave ends and dies, as individual,
unconnected panels. The width to height ratidveftizpas is just below one on average,
showing they are usually slightly taller than tlzeg wide, a characteristic common of the
legend scenes. However, unlike the legend scémegroup averages only one
balustrade pestipa, a strong difference from the legend scenes, éua strong
similarity to theparinirvana scenes. Nevertheless, the contrast between énage/

number ofchattras, which is just one in this group, is a strongdri#ty from the
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parinirvapga scenes, which averages nearly foattras perstizpa. Additionally, the
scale of one person may fit either fheginirvapa scenes or the Bhushi Buddha scenes.
Without any more evidence, it is impossible to plaay of thesetipas in other
categories based on their iconographic consistemidifferences. Evestipa nos. 26
and 27, with scales greater than one person, dbtiibé mold of legend scersaipas
because they do not have drums or multiple baldes:a The width to height ratios on
average is below one, which is also a strong desrg from theparinirvaza scenes. In
the end, this unidentifiable iconographic typestapa, though consistent with one
another in many ways, does not clearly fit into ahthe other types. Therefore, they
could represent a wholly other typesbipa that we are thematically unable to identify
accurately or imagine currently.
4.3 Conclusion

The purpose of this chapter has been to outlimerakiconographic
characteristics of representationssiapas on the Sanchoraras. Beyond describing and
analyzing these characteristics, where do the msoribedstizpas from the southorana
fit into this data? To begin, theadushi Buddhatiipa of Ananda, #2 in the Tables,
stylistically conforms to thetizpas of other Minushi Buddhatipas, possibly
demonstrating thaknanda, along with whomsoever may have planned aned the
architrave, wanted to create a stereotypicahihi Buddhatizpa. Alternatively,
considering that the southern gateway was thedfrdte four,Ananda's NMinushi
Buddhastizpa may have been amongst the first of its kind, $etting the standard of

Manushi Buddhatizpas on the Sanchi architraves. Within the clustaviahushi
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Buddhastizpas on the top architraveApanda'stizpa has a nearly perfect width to height
ratio of one and a scale of one person. Both dfiedvie features are consistent with the
group of Manushi Buddhatizpas as a whole. The only noteworthy difference & th
Ananda'stiipa does not possess any sort of adornment. Thisbeaxplained by the
fact that none of thetiipas on the souttoraza have any decoratioli. One possibility is
that because of the tvaiipas’ inscriptions, no ornamentation was allowed anativa
of thestizpas. Consequently, to unify all the features ofgbathtorara’s stizpas, none
of them possessed any garlands or decoratfons.

The other inscribediipa, #4 in the Tables, also fits into the iconographic
stereotype of legend scenes. The inscrib&dd&amastipa, a gift of Balamitra, is
taller than it is wide, has multiple balustradesiraylechattra, a drum, and is two
persons high in its scale—all established stylistons of this type ddtizpa. The only
remarkable aspect of thétsipa is its inscription. Unfortunately, comparing the
iconographic characteristics does not shed mudti &ig to the fact that it is inscribed
and the others are not.

Returning to the questions brought up in the 8esttion of this chapter, | have
provided some evidence to suggest that there dogtsam iconographic relationship

within the different thematic types stiipas. Each thematic type siizpa is visibly

7f true, this explanation would shift all of thedus on the central inscribetdipa of Ananda. Because
the inscription takes up the entire face ofdtapa, no garland was possible. All othafipa
representations would thus conform to this appearaonly without the inscription. Other than its
centrality to the architrave and the inscriptidns twould be an extraordinary amount of emphasisqd
on onestipa.

18 Other reasons are possible as well. For instaheesupervisor of the south gateway may haveauant
to make the southern gateway different, and thesefoe deliberate omission of garlands in this vsay
unique choice.

90



different the others, given a careful eye. Howgesabtle differences amorstipas of
the same type show that there was not a “cookieigtizpa from which allstizpas were
artistically conceived and subsequently carvedfeBant types oftipas were noticeably
intentionally different and were constructed ashsuc

Thinking about each of the typessbipas and their relationships with the
gateways, the only apparent connection within @@ ¢ that thetizpas from the south
gateway are slightly more unique with their icoraggry. None of them are decorated,
all but one have drums (a rare feature otherwas®],all but one have two balustrades.
The appearance of the two donative inscriptionth@nunique set aftizpas enhances
their appearance because the writing in the ceftire andas functions almost as an
ornamentation itself—a written decoration perhaped-gives these twstizpas a special

place within the corpus of donated architecture amat Sanchi.
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Chapter 5 -- Conclusion

Throughout this thesis, | studied several insctitediefs from Sanchi's southern
gateway. In my research, | accumulated two boafiesta to which | asked research
guestions. First, | looked at the images on whlichative inscriptions appear. Two
images are depicted on the south gateway's topnédiatle architraves. In these scenes,
at the center of each architrave is an imageshiga. The top scene shows this#pas
and four trees, all associated with the seven ggithanushi) Buddhas. In the center of
this scene is aiipa donated byAnanda, the son of the foreman of the artisansraf ki
Satakamni. The scene on the middle architrave shows whagrisaps the Rnagama
stizpa being approached by Emperogoka. The name of the monk Balamitra was
inscribed on the face of thitipa, exactly the same as tH&pa donated byAnanda.

Both the Rmagiamastizpa of Balamitra and the bhushi Buddhatizpa of Ananda are
unique artistic occurrences at Sanchi becausehtéies donative inscriptions in the center
of their visual fields. To obtain a better undensting of thestizpa images, | compared
these two representationsshipas to the other 28 that appear on the four gateways.

The 349 donative inscriptions located on the gdob@alustrade of SancHizpa
no. 1 was the second body of data | examined. elimssriptions provided a rich source
of information regarding the epigraphical habitdohors during the 1st century B.C.E.
In this large amount of information, | found patteof donation by analyzing the basic
units of a donative inscription, such as a donmalsie, occupation, village, or familial or
monastic lineage. Beyond the written text of thgcription, | studied where the

inscriptions were recorded on the ground balusteamtkif there was any significance to
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their placement. Joining the written textual daftéhe inscriptions with the physical
placement of the inscriptions, | discovered sevieesids which were informative
regarding donor habits at Sanchi. | then appleddonor habits from the ground
balustrade to the two inscribetdpa images found on the southern gateway. The
donative inscriptions of the two donors of #igpa images, Balamitra andinanda,
exhibited several qualities that fit into the dopatterns from the ground balustrade.

| emphasized several important aspects of theibeststizpas images. First, the
two scenes where the inscribg&dpas images appear are unique in that they have no
counterpart on the other three gateways. Theughi Buddha scene from the top
architrave is similar to the otheraMushi Buddha scenes, but does not conform to the
exact compositional form set by the other scerBzdamitra’s inscribed #nagama
stizpa similarly contains a donative inscription withis izisual field and is a solitary
representation of that scene at Sanchi. In baths;dhe inscribestizpa appears visually
significant, as the inscription seems to functisraaype of visual, or written, decoration,
clearly distinguishing these twahipas from the other 28.

From the content of Balamitra's inscription on fhee of the Rmagamastipa, |
matched him with a particular type of donor ocaugrat Sanchi. Balamitra exhibits the
gualities associated with only .7% of the total @ienat Sanchi. An examination of both
the visual text and the verbal text enhances onerge understanding dfnanda and
Balamitra. Looking at either of the texts alona@d enough, as they were not intended

to be seen separately, but rather as one imagaiomg two parts. Thinking about
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Ananda and Balamitra's distinct presences andlthkito the southern gateway's relief
art may lead to a better comprehension of gatewagiggateway art more generally.

From my analyses, | suggest several conclusi@me, that the features of the
inscribedstizpa images are unique, if not very original. Two, tbeation of the inscribed
stizpa images is significant. And three, the donatisiiptions' content and placement
within the visual field infers a connection betwegsual and verbal texts. In the same
vein, from these conclusions, | argue that twoedédht epigraphical habits reveal
themselves. The first, appearing on the grounddbade, displays a mass collective
patronage of monastic Buddhists, laypersons, mesrdfehe mercantile community, and
others. The names of these donors appear in bftef)-unseen inscriptions on
functional architectural pieces such as crossiaitpjllars, and copingstones. In
contrast, Balamitra andinanda donative inscriptions epitomize a custonmsdribing
names within donated relief imagery. Donationsenecorded as part of the visual field,
showing the importance of not only inscribing a ledoat also the importance of
inscribing a name for the purpose of being seen.

With this observation, many future directions possible for research. In the
beginning of this thesis, | set out to answer sawvguestions. Although | am able to
present some data to infer a connection betweeimiges and their donative
inscriptions, more data would go a long way in &eg my conclusions on a broader
scale. To gather more data, | might analyze Bhasiith its cache of donative
inscriptions, relief images, and inscriptional lebeNot only are the sites similar in

arrangement--with balustrades encircling a mgjgpa--they are also located within the
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same general region. A simple question to begth might be: what does Bharhut add
to my discussion of inscribed reliefs at Sanchi@e®it modify my conclusions or
support my early findings? One way to approacketgestions would be to apply them
to a series of separate studies. For instandiestit may be useful to study only the
donative inscriptions together and then only thiefrart together. After exploring the
fundamental similarities and differences of the tywoups it may be possible to read
them together, focusing on the points of intersechetween the visual and verbal texts,
similar to my method in this thesis. Utilizingshavenue in future studies may offer
valuable insight into the process of inscribing Baranto images and architecture.
Returning to the large questions | asked in Chiahthow do these two inscribed
stapas from the southern gateway fit into the Buddhategvay art at Sanchi? And, what
is their significance in the development of artigikpressions of Buddhism during the
ancient period? There is still much to explor&amnchi and outside Sanchi. My brief
study ofstizpa relief images attempted to find a grammar of repnéation through the
analysis of several fundamental units. That is,afchitectural context of these inscribed
reliefs shows that the location of the images igantant, as they consistently appear in
only several spots, above the ground balustradhe f8atures of gipaimage are also
important, as, when read together in several wiagsstyle of individuastizpa image
indicates much about the scene wherestiaga image occurs. Lastly, these two aspects
of the visual text provide a starting point fromemwé to read the verbal text. On these
inscribed relief images, it is impossible to relad visual text without reading the verbal

text, as they each have been written together teragipa image.
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Appendix 1:All Thirty Stipas and their Features Discussed in Chapter 4

Width to
Height Chattra | Drum
Location | Scene Ratio Balustrade# | Decoration | # Height Scale
SO, T, 34
1| ML Manushi 1 2 | No 1 0.57 | person
SO, T,
2 | MC Manushi 1 2 | No 5 0.53 | 1 person
SO, T, 3/4
3| MR Manushi 0.88 2 | No 1 0.48 | person
4 | SO,M, C | Legend scene 0.88 2 | No 1 0.56 | 2 persons
No
5| SO, M,L Parinirvana 1.28 1| No 5 | drum 1 person
No
6 | NO,T, L Manushi 111 1| Yes 1 | drum 1 person
NO, T, No
7| ML Manushi 1 1| Yes 1 | drum 1 person
NO, T, No
8 | MC Manushi 1 1| Yes 1 | drum 1 person
NO, T, No
9| MR Manushi 1 1| Yes 1 | drum 1 person
No
10 | NO, T,R Manushi 1 1] Yes 1 | drum 1 person
11 | NLM,R Unidentifiable 0.715 1| Yes 1 0.52 | 1person
12 | NILP L Legend scene 0.62 3| Yes 3 0.56 | 2persons
No
13 | NI,P,R Parinirvana 1.25 0| Yes 3 | drum 1 person
No
14 | EO,T,L Manushi 1 1| Yes 5 | drum 1 person
EO, T, No
15 | ML Manushi 1 1] Yes 1 | drum 1 person
EO, T, No
16 | MC Manushi 117 1| Yes 1 | drum 1 person
EO, T, No
17 | MR Manushi 12 1| Yes 1 | drum 1 person
No
18 | EO,T,R Manushi 1.19 1| Yes 4 | drum 1 person
19 | EILT, L Unidentifiable 0.75 1] Yes 1 0.51 | 1 person
20 | EILT,R Unidentifiable 0.91 1| Yes 1 0.41 | 1person
1
21 | ELM,C Legend scene 1 2| Yes 1 0.47 | elephant
125
22 | EI,P,R Legend scene 1 1] Yes 0 0.38 | person
WO, T, No
23 | ML Manushi 1 1| Yes 1 | drum 1 person
WO, T, No
24 | MC Manushi 1 1| Yes 1| drum 1 person
WO, T, No
25 | MR Manushi 1 1| Yes ? drum 1 person
No 1.25
26 | WO, L,L | Unidentifiable 1 1| Yes 1 | drum person
No 125
27 | WO, L, R | Unidentifiable 1 1| Yes 1| drum person
No
28 | WI, T, L Unidentifiable 1 1] Yes 1 | drum 1 person
No
29 | WL, T,R Unidentifiable 0.9 1] Yes 1 | drum 1 person
No
WI, M, R | Parinirvana 1 1| Yes 3 | drum 1 person
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Appendix 2: Stiipason the Four Gateways'

Stiapa #1
Width to Balustrade Drum
L ocation Scene Height Ratio # Decoration | Chattra# | Height Scale
1 SO, T,ML Manushi 1 2 No 1 0.57 3/4 person

! Thestizpas are in order as they appear in the table in Agipeh
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Width to Drum
L ocation Scene Height Ratio | Balustrade# Decoration Chattra# Height Scale
1
2] SO, T,MC Manushi 1 2 No 5 0.53 person
Inscription:

[ —

rafio sirisitakanisa
2 avesanisa ¥sithiputrasi
3 ananda dinam

Translation:

“The gift of Ananda, son of \sithi, the foreman of the artisans of frgjan sir7
Satakami.”
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Stiapa #3

Width to Height Drum
L ocation Scene Ratio Balustrade# | Decoration | Chattra# | Height Scale
SO, T,MR Manushi 0.88 2 No 1 0.48 3/4 person
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Stipa #4

Width to Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra# Height | Scale
4 SO, M, C L egend scene 0.88 2 No 1 0.56 2 persons
Inscription:

1 aya-d@idasa dhamakathike
2 atewvasino balamitrasaathem

Translation:

“The gift of Balamitra, a pupil of the Preachertbé Law Ay:-Cada.”

% The inscription is not readable in this photogr
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Stiapa #5

Width to Drum

L ocation Scene Height Ratio Balustrade# | Decoration Chattra # Height | Scale
No

SO, M, L Parinirvana 1.28 1 No 5 drum 1 person
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Stizpa #6
Width to Drum
L ocation Scene Height Ratio Balustrade# | Decoration Chattra # Height | Scale
No
NO, T, L Manushi 111 1 Yes 1 drum 1 person
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Stapa #7

Width to
Height Drum
Location Scene Ratio Balustrade# | Decoration Chattra# | Height Scale
No
NO,T,ML Manushi 1 1 Yes 1 drum 1 person
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Stizpa #8

Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra # Height Scale
NO,T,MC Manushi 1 1 Yes 1 Nodrum | 1person
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Stizpa #10
Width to Drum
L ocation Scene Height Ratio | Balustrade# | Decoration Chattra # Height Scale
10 | NO,T,R Manushi 1 1 Yes 1 No drum 1 person
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Stizpa #11
Width to Drum
L ocation Scene Height Ratio Balustrade # Decoration Chattra # Height Scale
11 | NILM,R Unidentifiable | 0.715 1 1 0.52 1 person

107




Stizpa #12

Width to Drum
Location Scene Height Ratio Balustrade# | Decoration Chattra# | Height | Scale
12 | NI,P,L L egend scene 0.62 3 Yes 3 0.56 2 persons
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Stizpa #13

Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra # Height | Scale
No
13 | NILP,R Parinirvana | 1.25 0 Yes 3 drum 1 person
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Width to

Height Drum
Location | Scene Ratio Balustrade# | Decoration Chattra# | Height Scale
14 | EO, T, L Manushi 1| Yes No drun 1 person
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Stiapa #15

Width to Drum
L ocation Scene Height Ratio | Balustrade# Decoration Chattra # Height Scale
No
15 | EO, T,ML Manushi 1 1 Yes 1 drum 1 person

111




ml.__, "FEATLEES

o . - o ooy - - -
e Gl
it ——
Stizpa #16
Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration | Chattra# Height Scale
No
16 | EO, T,MC Manushi 117 1 Yes 1 drum 1 person
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Stiapa #17

Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra # Height Scale
17 | EO,T,MR Manushi 1.2 1 Yes 1 Nodrum 1 person

113




Stizpa #18

Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra# | Height Scale
18 | EO,T,R Manushi 1.19 1 Yes 4 Nodrum 1 person
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Stipa #19

Width to
Height Drum
L ocation Scene Ratio Balustrade # Decoration Chattra # Height Scale
19 | EILT, L Unidentifiable 0.75 1| Yes 1 0.51 | 1 person
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Stizpa #20
Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra # Height Scale
20 | EI,T,R Unidentifiable | 0.91 1 Yes 1 041 1 person
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Stapa #21

Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra # Height Scale
21 | EI,M,C Legendscene | 1 2 Yes 1 047 1 elephant
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Stizpa #22
Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra# | Height | Scale
22 | EI,P,R Legendscene | 1 1 Yes 0 0.38 1.25 person
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Stizpa #23

Width
to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra # Height Scale
23 | WO, T, ML Manushi 1 1 Yes 1 No drum 1 person
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Stiapa #24

Width to
Height Drum
L ocation Scene Ratio Balustrade# Decoration Chattra # Height Scale
24 | WO, T,MC Manushi 1 1 Yes 1 No drum 1 person
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Stiapa #25

Width
to
Height Drum
L ocation Scene Ratio Balustrade # Decoration Chattra # Height Scale
25 | WO, T,MR Manushi 1 1 Yes ? No drum 1 person
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Sti pa #26

Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration | Chattra# | Height | Scale
No
26 | WO, L, L | Unidentifiable 1 1| Yes 1 | drumr 1.25 perso
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Stiapa #27

Width
to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra# | Height Scale
No
27 | WO,L,R Unidentifiable | 1 1 Yes 1 drum 1.25 person
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Stizpa #28

Scale

1 person

Drum

Height
No

drum

Chattra #

Decor ation

Yes

Balustrade #

Width to
Height

Ratio

1

Scene

Unidentifiable

L ocation

WI, T, L

28
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Stizpa #29
Width to
Height Drum
L ocation Scene Ratio Balustrade# | Decoration Chattra# Height Scale

29 | WLT,R Unidentifiable 0.9 1| Yes No drum | 1 person
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Stiapa #30

Scale

1 person

Drum

Height

Nodrum

Chattra #

Decor ation

Yes

Balustrade #

Width to
Height
Ratio

1

Scene

ana

Parinirv;

L ocation

Wi

M, R

30
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