















































DAOXUAN'S DESCRIPTION OF THE CENTRAL INDIAN JETAVANA VIHARA

13

location, but was also the spiritual centre of the monastery where the Buddha
is said to have dwelt and preached, and all elements in the monastery were
organised around this centre. This is reinforced by the following devices
Daoxuan used in his narration:

Spatial Symbolism

As has been demonstrated, the layout of the monastery is a clear indication
that Daoxuan used the plan of Chang’an as a model. What is hard to demon-
strate is whether or not he also modelled his description of Jetavana monastery
on a comparably large Tang monastery or monasteries, as the physical
evidence of such a structure is lacking.*? It is easier, however, to see the link
between the plan of the central cloister and palace architecture. The progres-
sion of the building groups placed along the central axis of the central Buddha
cloister—beginning in the south with a lotus pool, followed by a seven-storied
pagoda, a Great Buddha Hall where the Buddha preached the dharma, a
Second Great Hall, and terminating with a storied pavilion where the Buddha
resided—may have been modelled on the principle of gianchao hougin
AEA&ETE (front audience halls and rear retiring chambers) of imperial
palaces.® It is perceived as appropriate, not only in spatial terms but also
symbolically, for the abode of the Universal Monarch to resemble the palace
of the earthly monarch.

Figure 9

Detail of the illustratien ef
Bhaisajyaguru paradise frem
Dunbhuang cave 148 shewing a flying
cerrider (after Xiae Me, Dunhuang
jlanzhi yanjiu, p.79)

43 Large monasteries found in Tang literature

include Dashengcisi AZIEEZF of Yizhou
(modern Chengtu) which was said to contain
96 cloisters in late Tang, and Ximingsi in
Chang’an, a large monastery of which Dao-
xuanwasabbot fortenyears, which consisted
of ten cloisters. Archaeological evidence of
Tang monasteries uncovered so far only
shows single cloisters.

44 As pointed out by Yang Hongxun, the
concept of gianchao hougin had already
been employed in a Shang palace at Erlitou
(Yang Hongxun, Jianzhu kaogusue lunwen
ji [Collected essays on the archaeology of
architecture] (Beijing: Wensu Chubanshe,
1987), pp.83-5). From Western Zhou times
on, separate buildings were employed for
the two functions. The evidence for this
comes from the literary record of Zhouli. As
He Yeju explains, the inner part of the
palace served as dwelling space while the
outer part was for holding audiences, with
the Lumen &M separating the two distinct
functions (He Yeju, Kaogongjiyingguozbhidu
yanjiu [Research on the system of capital-
building in the Kaogongjil (Beijing: Zhong-
guo Jianzhu Gongye Chubanshe, 1985).
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Figure 10

Plan of Taiji palace in Tang
Chang’an (from Hiraoka Takeo, ed.,
Choan to Rakuyo (Chizu) [Chang'an
and Luoyang (Maps)), Tang
Civilisation Reference Series [Kyoto:
Jinbunkagaku Kenkyiijo, 1956),
pl13)

% Lotus repository, the world contained
within a lotus, or the Pure Land of Vairocana
Buddhas.

4 @HT], T45/887 a.25-6. A mingtang was
a ritual building used by emperors to com-
municate with heaven, and for the promul-
gation of the calendar. It is often described
as being square, with verandas projecting
from each of the four sides. See a study in
William E. Soothill, The hall of light: a study
of early Chinese kingship (London:
Lutterworth Press, 1951).
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Chengtianmen

Taiji palace in Tang Changan was clearly laid out according to this
classical principle of front audience halls and rear chambers (Figure 10).
Audiences were conducted in three buildings of the imperial palace located
along the central axis: the south gate-tower of the Chengtianmen, Taijidian,
and further north, Liangyidian Wy &R The halls beyond this were used as
residential chambers for the imperial family. The same spatial organisation
can be observed in the central Buddha cloister of Jetavana monastery as
described by Daoxuan. The succession of buildings south of the storied-
pavilion may be compared with the audience halls of an imperial palaces,
while the storied-pavilion in which the Buddha dwelt would correspond to
its residential chambers.

Another example of the use of imperial architectural symbolism can be
seen in Daoxuan’s description of the Padmagarbha, or Lianhuazang &1t
ji,*> housed in the Great Buddha Hall as similar in appearance to a Chinese
mingtang B, or ‘hall of light' . This octagonal, seven-storied artifact said
to have been placed on an enormous lotus was used in the ritual advocated
in the Avatamsaka sitra. The mention of a mingtang in connection with this
important artifact'of the Buddhist monastery is intended not only to point up
the use of a Chinese architectural form, but also to add a sense of regal
symbolism and credence to the main hall which signified the authority of the

1an
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Buddha, for the mingtang was an important symbol of imperial legitimacy
and authority.

A further borrowing from imperial architecture may be seen in the triadic
structures in the central cloister, described by Daoxuan as resembling bloom-
ing flowers complementing each other.4” The flanking towers were meant to
serve as contrasting elements within the triad to the central imposing pavilion
so that the group formed a harmoniously balanced entity—a conception
central to Chinese aesthetics.*® While the triad of buildings with the storied
pavilion at its centre was made up of a central high structure flanked by a pair
of buildings of a lower height, the two triads to the south were the opposite,
the central building being broader and lower than its flanking structures that
were tall and slender. These triads of buildings may be compared to the
Hanyuandian & 7T.E% of Daming palace ABHE in Tang Chang’an, constructed
between 634 and 662 (Figure 11).

47 @HT), T45/890h.12-13.

48 Ag seen in paintings and other media, the
Chinese aesthetic emphasises the centrality
of the main object, assigning a supporting
role to subsidiary objects. At the same time,
acontrastbetween the elements was desired
to show off the relationship between ‘master’
and ‘subordinates’.

Figure 11

A recenstruction of the Hanyuandian
in Tang Chang'an (frem Chae Liyin,
ed., Shaanxi gujianzhu /Ancient
architecture of Shaanxi province/
[Xi'an: Shaanxi Renmin Chubanshe,
1992], p.98)
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9 @HT], T45/883 ¢.27-8.
S0 @HTJ, T 45/884 .8-9.
S @HTJ, T 45/886 ¢.23-5

52 @HTJ, T 45/886 ¢.20-1.
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Numerelogy and Entry into the Faith

From the very beginning of the llustrated Scripture, Daoxuan employs
numeric symbolism when describing the number of storeys in gates. Thus,
the three-storied great south gate is said to symbolise the three emptinesses,
a state of mind necessary to achieve before entering the ‘gate’ of Buddhism. %
The monastery gate is thus taken as representing the gateway to the faith, and
by inference, the inner sanctuary of the cloister the kernel of the Buddhist
dharma. There were said to be five bridges leading to the gate-tower, which
connoted the crossing over from the shores of a bitter sea into paradise. The
great east gate of the monastery is described as having twelve storeys with
seventeen gateways, a gigantic magnification of scale compared to the size
of the central south gate with only five jian. This is meaningful in view of the
quotation Daoxuan makes from Sigao which states that the majesty of this
gate-tower symbolises the glorious entrance into the Buddhist faith.>® The
stupendous scale of the building is justified precisely for its representation
of the greatness of that faith. However, unlike the great south gate, in which
the three storeys of the building signified an important aspect of the Buddhist
faith, no symbolism was attached to the great east gate’s numbers twelve or
seventeen.

Having employed numeric symbolism in describing the entry point to the
faith, Daoxuan does the same in denoting its centre. The seven storeys and
seven doorways of the inner south gate of the central Buddha cloister
represent, he says, “the Sapta-bodhyangani—the seven awakenings, meaning
that the central cloister is intended exclusively for the Buddha, not to be
shared with other monks.”>! Here, numerology is again employed to endow
an otherwise standard architectural element with religious meaning. Itis clear
that these devices were used to indicate that the monastery was the physical
embodiment of the metaphysical truth for those who entered it.

Cultivation Method and Vinaya Practice

The architecture along the avenue leading from the great south gate to the
central cloister, a path said to have been used constantly by the Buddha, is
symbolic of the proper approach and cultivation leading to the attainment of
nirvana. Daoxuan claims that when the visitor beholds from the south the
layers of ornate and majestic gates repeated in succession along the central
avenue, “his spirit will be awakened and [he will] find [his existence in the]
defilement [of the world] alarming. If he cleanses his eyes and looks intently,
he will be delivered from the snare of the five emotions.”>? Thus, by passing
through the majestic gates of the monastery, the devotee will obtain an
impression of the awesome Buddhist truth. By walking along the central
avenue, the devotee will undergo a transformation in which the influence of
the world can be forsaken and supreme Buddhist truth, symbolised by the
central Buddha cloister, embraced.
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The names of the subsidiary cloisters placed to the south of the central
cloister are also indicative of the cultivation method advocated by Daoxuan
forthe vinayasect. The faithful would need to enquire of the dbharma (wenfa
f{32), and would be given an understanding of the way of the four noble
truths (sidi P9E%), the twelve causal effects (shier yinyuan + =% ), and
the eight holy ways (bashengdao /\ZE3#). After this the faithful could
proceed to listen to the dharma (tingfa¥%7%), and meditate (chansi F&Z).
Thus the important steps o f Buddhist cultivation are laid down comprehensively
in Daoxuan’s schema. Once the truth is realised, the bhiksu or bhiksunican
proceed to be ordained on platforms housed within the central Buddha
cloister. The location of these platforms is again indicative of the Buddhist
truth; that is, the devotees must reach the heart of the faith before they can
be ordained. Ordination was an essential part of Daoxuan’s vinayateaching
and the location of the platforms, being in the central cloister (see Figure 7),
shows the importance he attached to the practice.> Thus Daoxuan clearly
intended to use the buildings, their location and names, to manifest the
Buddhist cultivation needed to attain enlightenment. Vice versa, the architec-
tural schema portrayed is intended by Daoxuan to inculcate in devotees the
proper cultivation of vinaya.

Conclusion

It has been shown that although his description of the architecture of
Jetavana monastery in the [llustrated Scripture may have been based on
contemporary palatial and monastic architecture, Daoxuan’s ultimate purpose
was not the accurate portrayal of the Indian monastery, or even of Chinese
monastic architecture, but the outlining of an architectural proposal that
would ensure the proper conduct of the devotee—an ideal monastic plan.
The fantastical elements in his description, particularly of the building
ornamentation, serve to indicate that although the plan is heavily grounded
in earthly architectural design, it is nevertheless an extravagant ‘heavenly’
model, which, inits very nature, parallels the purpose of the Buddha’s earthly
activities, as Daoxuan claims:

When the Buddha manifested a transformed [image on earth), it was done

with a profound motive. Just as the form [of the transformed body] was

different from the naturalform, the dwelling [of the Buddha] was necessarily
different from [those of] the profane world. Therefore a monastery and other
living quarters were established [on earth] that were totally unlike ordinary
human habitations, and images were created so strange as to stir the common
heart to see [the Buddha truthl—so much so that when ordinary folk were
made to hear of it, they would be shaken into knowing the words and the
paths of the faith; when they were made to see, they would understand the

form [of the monastery] and discern the extraordinary path [of deliverance].
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53 In 667, Daoxuan erected an ordination
platform in Jingyesi P33 in Changlan’s
suburb. In the same year, he wrote Guan-
zhong chuanglijietan tujing to describe the
origin of the ordination platform and its
design. He also describes the design of a
platform for the Chinese Buddhist church.
Both the platform he erected and the literary
work helped to establish the standard for
platform design in China, and later in Japan.

54 QHTJ, T45/8902.28-b.2.
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55 QHT]J, T 45/883 a.2—4, 2.22—4.
0 OHTJ, T45/890 a.24-6.
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Buddhist truth is thus clearly embodied in the ideal architectonic form
described by Daoxuan. This is underscored by his statement that the written
work resulted from a sudden awakening inspired by a hidden spirit.>
Further, a version of the illustrated scripture was said to exist in heaven.5
Although Daoxuan borrowed heavily from the Chinese conception of
architecture in his delineation of the monastery, this borrowing was meant
not so much to reflect the layout of contemporary monastery, but merely to
serve as a tool for the manifestation of the dharma. There is in fact hardly
any reference to the Indian form of the monastery, which further highlights
the fact that Daoxuan was not concerned to make an accurate description but
simply used the famed monastery to outline his ideal monastic form. In so
doing, Daoxuan’s llustrated Scripture provides an illuminating example for
the study of the iconology of architecture—in this case, the endowment of
the architectural spatial conception with Buddhist symbolism.
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