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Director’s Note
We approach our next academic year with renewed conviction and quiet satisfaction. Our courses and programmes have sufficiently inspired others to emulate them. Similar ones, based on
our proven and successful pedagogical models, especially in the realms of aesthetics and critical
theory, are now being offered. And without a shade of doubt we continue to act as incubator of
new ideas and untested programmes, be they in the realms of writing, research or teaching.
Meanwhile, our upcoming year is replete with exciting changes, some planned and some serendipitous, as we chart innovative methods and paths to explore, address and disseminate our
chosen fields widely.
The Indian Aesthetics course, our flagship, begins its 22nd iteration in the last week of July. As is
customary, some previously unexplored content has been incorporated. This is in homage to the
sheer vastness of the terrain.
The Yoga and Tantra quarter-long course beginning early August will focus on rarely discussed
tropes of Shaktism, Bengal Vaishnavism, Pancharatra and more, decoding theories, practice and
visual iconic exemplars often considered esoteric and out of reach. A simultaneous amalgam of
several disciplines – philosophy, religious studies, iconography, architecture, and literature, to
name a few – will thus be harnessed, helping create a methodology for Indic studies, one of our
prime missions. A concept note by the Course Director succinctly sketches the rationale and
topics that will be taught.
An April section of the Southeast Asian Art and Architecture course fell victim to the quagmire
of Jet Airways and will thus see its completion in this quarter, through the lens of Thailand and
its environs.
Throughout the year, we will be welcoming several renowned national and international scholars
who will be teaching courses, lecture series and seminars at Jnanapravaha Mumbai for the first
time, thus giving our students and audience an enviable opportunity to study, engage, expand
understanding and satiate curiosity on a plethora of subjects not previously taught or discussed.
Along with them, our existing resource scholars will continue to be the knowledge-makers and
-givers they have so tirelessly been in their specialised areas.
As there is much to look forward to, we urge you to stay abreast by visiting our website www.
jp-india.org for updates and announcements of our future programmes.
With my warmest wishes,

Rashmi Poddar PhD.
Director
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AESTHETICS

Detail of Scene of a Rama Darbara’ in a Shekhavati, Haveli, Shekhavati, Northern Rajasthan, c. 1850

JPM’s Aesthetics offerings include:
(1) an academic year-long Postgraduate Diploma/Certificate course in Indian Aesthetics, as well as ongoing
public seminars and lectures in the field; (2) a quarterly Postgraduate Certificate course in Yoga and Tantra,
as well as ongoing public seminars and lectures in the field; (3) a quarterly Postgraduate Certificate course in
Southeast Asian Art and Architecture, as well as ongoing public seminars and lectures in the field; (4) a fortnight
of public seminars and lectures in Islamic Aesthetics; (5) an ongoing series of public seminars in Buddhist
Aesthetics; and (6) occasional academic conferences and workshops in these fields.

Indian Aesthetics

Kamalika Bose speaks during ‘Acculturation and Hybrid Typologies for
Worship in Bengal – From the 18th Century to the Present’
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The Indian Aesthetics course has been exceptionally
exciting this year, with as many as forty student
enrolments and the inclusion of several fresh sessions
on lesser known subjects, such as those by Kamalika
Bose on hybrid typologies for worship in Bengal, as
well as Jain Architecture in Bengal and Gujarat, and on
Maratha temples by Pushkar Sohoni. The penultimate
session of the Indian Aesthetics course held in April
2019 focussed on Masterpieces of Indian Sculpture.
Rashmi Poddar took the class through a contextual
understanding based on the philosophical, theological
and cultural underpinnings of these sculptures dated
from 3rd century BCE to 15th century CE. The final
session was conducted by Pushkar Sohoni, who
presented current research on the unusual subject
of the Colonial Market Hall which he views as a
‘monument of modernity’.
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The Indian Aesthetics course, as usual, presented a
synoptic view of Indic visual culture and its underlying
philosophy through multiple lenses. The course offers
an introduction to Rasa theory and Sanskrit poetics,
as well as the fundamentals required to understand
the form of a piece of art, including the concepts of
rhythm, harmony, iconometry, materiality, line, colour
and proportion. Content and meaning in art must be
understood through subject matter, iconography,
iconology and symbolism, and these concepts are
thoroughly explored by Rashmi Poddar at the outset.
Art history supported by archaeology, architecture,
anthropology, literature, philosophy and religion are
the comprehensive tools used by the course.
Delving into the sculpture, painting and architecture
of the subcontinent, the course began with a brief
foray into the premodern era with renowned
scholar Shereen Ratnagar dwelling on the Harappan
civilisation, and the Vedic, Buddhist, Jaina, HinduAgamic, Tantric and Islamic philosophies. Visual
and textual material culture was discussed before

arriving at colonial, modern and contemporary art
and architecture. Critical theory was used to create
a nuanced understanding of the more recent period
and its material culture. Popular and lesser known
forms, and the grotesque were explored by Kurush
Dalal, who created a bridge to European art, widening
the canvas of reference.
In August 2018, Indian Aesthetics students attended
a walk-through of an exhibition of Shekhavati
collages, ‘What Freedom Looks Like’, at the wellknown contemporary gallery Chatterjee and Lal. In
April 2019, Indian Aesthetics students had a unique
opportunity to attend a walk-through of an exhibition
of the Nandalal Bose Archives, put up for auction by
Pundole’s. Rob Dean, who has spent years studying
the painter’s art, conducted the walk-through, which
complemented and completed Jaya Kanoria’s prior
lecture on Rabindranath Tagore’s aesthetics as well
as his art.
Additional talks and seminars by international

Dr. Jaya Kanoria speaks during ‘Indian Aesthetics in the Early 20th Century: The Art and Thought of Rabindranath Tagore’

scholars on Indian Aesthetics that were offered this
year include ‘The Jinaas King or the Jinaas Renouncer:
Seeing and Ornamenting Temple Images in Jainism’ by
John Cort, ‘Art, Empire and the Nation: India and the
Raj’ by Renate Dohmen, ‘Thief Who Stole My Heart:
The Material Life of Sacred Bronzes from Chola India,
C. 855-1280’ by Vidya Dehejia, ‘Master, Mentor and
Disciple: The Painter in Mughal South Asia’ by Yael
Rice and ‘Connected Worlds: The Rashtrakutas and
their Coinage’ by Shailendra Bhandare. Increasingly,
students of Indian Aesthetics at Jnanapravaha can
gain additional knowledge by participating in such
seminars as well as those of our other initiatives. These
5

include Buddhist Aesthetics which is conducted as a
seminar series dotted throughout the year, Islamic
Aesthetics held every January, and Indian Intellectual
Traditions, each of which offer extended knowledge
of Indian Aesthetics. In these seminar series, scholars
of international repute generously share recent and
current research.
In keeping with its two-decade-long tradition, the
Indian Aesthetics course this year has offered much
more than an overview of 5,000 years of India’s art
history and philosophy. Since the last three years, the
JPM Think portal has supplemented this study with

JPM QUARTERLY | JULY - SEPTEMBER 2019

a stringent writing programme. As always, students
submitted two essays, the first in November 2018
and the second in March 2019, receiving extensive
feedback, and rewriting essays in preparation for
their final thesis. The satisfactory completion of these
theses (on a wide range of topics, such as ‘The Art
and Politics of the Hunt: Mughal and Colonial India’)
‘Tombstone to Tomb: Interplay Between Memory,
Power and Politics’, and ‘The Dome: Mughal,
Colonial and Postcolonial Uses in India’, is a matter
of satisfaction for the institution. This year, students
who chose to do so, benefitted from two modules of
the JPM Write course, on academic writing style and
argument, taught by Rohit Goel.

Dr. Kurush Dalal speaks during ‘Dark Art History - (a) Gadhegals: Punishing
men by degrading Women (b) The grotesque in Indian Art’

specially curated readings for each session that are
uploaded in advance. Bibliographies are provided by
several scholars, providing students with an enviable
knowledge of and access to sources. Students enrolled
in the Indian Aesthetics diploma must participate in

The Indian Aesthetics Course 2018-2019 has come
to a successful close, marking another milestone in
Jnanapravaha Mumbai’s push towards excellence.
The institution looks forward to facilitating a deeper
engagement with the arts in the city, as it has done for
two exceptionally rich decades. In doing so, it forges
ahead from its many triumphs and is ready to face the
exacting and exciting challenges ahead. - J.K.

PAST PROGRAMMES
Master, Mentor, and Disciple: The Painter in Mughal South Asia
April 4th & 5th, 2019, 6:30 pm | Yael Rice (Assistant Professor of the History of Art and Asian Languages and
Civilizations, Amherst College)
Yael Rice explored the role and function of the
Mughal artist by first examining these in the Islamic
world of Timurid and Safavid Iran and Sultanate India.
Controversy regarding figural representation dogged
the painter’s footsteps; was he usurping God’s ultimate
authority as a singular creator? Hadith literature
includes injunctions against figural representation,
but such renderings in varied media abound decades
after the death of Prophet Muhammad. Depictions
of the prophet without a veil are extant in the 131415 CE Jami al-Tawarikh manuscript of Tabriz. Figural
illustrations in a copy of Nasr Allah Munshi’s Kalila wa
Dimna from Shiraz, 1307-8 CE, were subsequently
‘decapitated’ by rubbing out faces or receiving a slash
across the neck with a blade. Many images were
‘neutralised’ in this manner but not destroyed, as
they could serve a purpose. The Bahram Mirza album
prepared in 1544 in Tabriz by Dust-Muhammad
gives a history of painting and painters including Ali,
the prophet’s son-in-law and the prophet Daniel,
beginning with calligraphy (a more esteemed art that
does not challenge the creation of God) and moving
to painting, describing the inclusion of the prophet
Muhammad in a group of images of erstwhile prophets
6

Detail from a Gulshan Album folio, c. 1600, Staatsbibliothek, Berlin, Libri
picturati A 117, Jahangir Album, f. 21r.

in the ‘chest of testimony’, thereby legitimising figural
representation.
The specialist manuscript painter was viewed as a

JPM QUARTERLY | JULY - SEPTEMBER 2019

the Victoria and Albert Museum, shows one side more
finished than the other, though the artists that coloured
each were equally proficient. It appears that the page
which depicted Akbar was more finely painted. After
the designer composed the drawing and the colourist
(and occasionally a portraitist) completed the amal, the
designer sometimes corrected the page, especially the
representation of important figures, codifying Akbar’s
depiction and making it consistent and recognisable,
in a recursive, pedagogical practice that demanded a
collaborative attitude. Inscriptions regarding the role
of designers, colourists and portraitists in Mughal
paintings since Akbar’s time enable computational
analysis. The scholar discussed studies of each artist’s
engagement in the creation of a manuscript. Very few
artists were involved in several paintings, and many
engaged in colouring just one painting, leading to a
steep graphical curve across manuscripts, suggesting
that a small pool of artists dealt with many others.
The objective of master artists, (necessarily good,
artistically able collaborators and teachers), was to
rotate collaborators, perhaps so that practice and
knowledge diffused widely among artists.

Iran, 12th early 13th c., 143.5cm H (Met Museum, 67.119)

‘magic maker’ and valued at Iranian and Sultanate
courts. Yet, reliance on patronage and the need for
a livelihood, very often dependent on other equally
precariously placed painters, were determining
factors in the emergence of an artistic identity. An
illustration, ‘The Seduction of Yusuf by Zulaykha’ in
Sadi’s Bustan, 1488 CE, has a degrading reference to
the artist’s self, ‘al abd’ (slave) Bihzad, a painter lauded
by the Islamic world. Mughal artists continued such
practices.
The Hamzanama, one of the earliest manuscripts
rendered in Akbar’s atelier, shows the genesis of a
new painting style. Since the 1970s, art historians,
recognising greater complexity, have questioned
the labelling of the Mughal style as ‘Indo-Persian’
(combining ethereal Persian and earthy Indian
elements). European influences derived from prints
received by the Mughal court in the 16th century were
reconceived by artists in unusual ways. Abu’l Fazl’s
Ain-i-Akbari, carefully documenting Mughal painting
as emerging from Iranian roots, ranks master artists
in Akbar’s atelier in a puzzling manner, including
less significant artists. Most artists included were
local, while important artists of Persian origin were
not consistently associated with the huge atelier
comprising more than a hundred artists.
A double-page composition of the Akbarnama, now in
7

Two artists collaborated on a painting of Jahangir
holding a portrait of his deceased father Akbar,
each painting one monarch, rendering two temporal
orders. Jahangir had rebelled against his father but
the painting depicts a harmonious relationship, so
that Jahangir as a disciple (murid, who also derives
knowledge from gazing upon his teacher) could
draw spiritual power from Akbar, depicted here in
white holding a green orb. Akbar envisioned himself
as the sheikh of Din-i-Ilahi, a code of discipleship in
which he received complete devotion. The portraitist
becomes a medium between father and son, past and
present, the world of the living and the world beyond,
deliberately couching them in a coded Sufi frame
which resonates with Mughal intention.
Portraiture, usually commemorative, is here an
epistemic practice, even though Mughal portraits
were more detailed and individualised than earlier
Islamic paintings. One of the important catalysts
for individualised portraits were European prints
from which Mughal artists learned naturalistic
representation, as evidenced by the artist Abu’l
Hasan’s copy after Durer. However, the Islamic world
witnessed an interest in portraiture and in physical
description before the Mughals. Hadiths from the
Shama’il Muhammadiyah (Appearance of Muhammad)
were memorised and hilya (adornment) was used
as talismans. Prior Greek texts on physiognomy,
thought to reveal inner character and morals, were
translated and reconstructed in the Islamic world,
influencing Sufi thought. Only those gifted with
divine luminescence could read physiognomic signs
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Dr. Yael Rice speaks during ‘Master, Mentor, and Disciple: The Painter in Mughal South Asia’

of greatness including prophethood. Jahangir’s
description of Akbar inscribed in the painting tries to
establish certain parallels with the prophet, uses the
term hilya for Akbar’s external appearance.
Jahangir’s atelier was much smaller than Akbar’s,
with around twenty artists. Paintings, which were
sent out to courts in the Islamic world and beyond,
enabled Jahangir to establish Akbar as a messianic
Islamic redeemer. The creation of a royal genealogy
using various means was common practice in the
Mughal and other Islamic courts. An analysis of some
paintings shows that Jahangir followed a practice
of gifting his disciples gold medallions carrying his
portrait (instead of a shajra or tree), which were
worn and touched to internalise the spiritual lineage.
Paintings and coins carry symbols such as the sun,
the lion and the magic cup (jam i Jamshid), connecting
the Mughals to the ancient Iranian tradition. The
rise of naturalistic paintings (of courtiers and animal
studies) during Jahangir’s reign seems to mark
the turning of the painters’ physiognomic gaze on
various subjects, testifying to the monarch’s supreme
skills of discernment of divine truth, a unique gift
which confirms the Mughal emperors as messianic,
mystical Sufi kings. The illusionism of these paintings
does not extend to depicting shadows around the
subject, taking the practice only as far as it serves the
emperor’s purpose.
The scholar focussed her interrogation of the
8

creators of Mughal painting on two large, goldladen masterpieces, which foreground Jahangir in an
extreme manner, each painted by a single artist. The
paintings ‘Jahangir embracing Shah Abbas’, 16141618 CE, and ‘Jahangir seated on an hourglass throne’
1615-1618 CE, have been termed allegorical, and
their theme and technique connected to European
representations. However, beyond the aesthetic plane
and detailed rendering, the paintings also function as
testimonials to the emperor’s unique capacities and
the artists’ ability to work between the sleeping and
waking world, and the earthly and celestial world.
An inscription on the painting records that the page
with a huge shamsa or sun framing his embrace of
the Safavid Shah Abbas commemorates Jahangir’s
dream, witnessed at chashma-i-nur, a pavilion that he
built above the famed holy spring at Ajmer, site of the
Sufi saint Mu’in al Din Chishti’s dargah, mirroring his
own code of discipleship. Dreams and missives from
elsewhere were a common trope used to prognosticate
in royal courts to displace responsibility, and could be
from god. The oneiric subject encodes the painting
in an unearthly Islamic tradition, making god, rather
than the artist, the allegoriser in the painting. The
artist Abu’l Hasan inscribes the painting with his
own lineage and states, “God is the supreme giver
of form,” identifying himself as a mediator between
Jahangir and god.
Both paintings reveal the artists’ names, rendered in
unique ways that exhibit humbling and self-effacement
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in the very act of leaving a mark, a paradox that can
be explained by the painters’ complete dependence
on patronage, and the agenda of emperor as well
as artist. In the painting where Jahangir sits atop an
hourglass, giving a book to a Sufi saint in the presence
of King James I, the artist Bichitra has depicted himself
holding a painting, a self-reflexive representation
which demands careful examination. While a tension
is seen between the painter as copier and the painter
as inventor or ‘magic maker’ (giving rise to an anxiety
about usurping the agency of god), the artist pulls
back the curtain to expose the unreality of the
paintings which commemorate encounters that never
really happened, recalling Abu’l Fazl’s inversion of the
Hadith, in which he asserts that the painter knows
he cannot bring his representation to life, and so is
reminded of God’s creative authority. - J.K.

Connected Worlds:
The Rashtrakutas and their Coinage
April 16th, 2019, 6:30 pm | Shailendra Bhandare
(Assistant Keeper, South Asian and Far-Eastern
Numismatics and Paper Money Collections,
Ashmolean Museum)

The detailed write up about this seminar series will be
featured in our next Quarterly (Oct - Dec 2019).

Southeast Asian Aesthetics
kingship, astronomy, architecture, and iconography.
The course presented multi-disciplinary approaches
such as religious studies, architecture, philosophy,
numismatics, museum studies and archaeology, to
enhance our understanding of art history.

Abira Bhattacharya speaks during ‘Cult of Prajnaparamita across Southeast
Asia’

The three-month-long comprehensive course on
Southeast Asian Art and Architecture (SEAAA)
initiated by Jnanapravaha in 2013 recently completed
its fourth module. This year, yet again, it was
restructured with many new lectures and new visiting
scholars.
The postgraduate diploma was built to familiarise
students with explorations of eastern neighbours
such as Myanmar, Thailand, Cambodia, Vietnam and
Indonesia, which adapted and interpreted in their
unique way the Indic religions, Sanskrit, theories of
9

In the first week, Shivani Kapoor discussed the
Southeast Asian region, and the Indic and Sinitic
influences on its art and administration. In spite of
Indic cultural strands, the art and material remains
of Southeast Asian countries display indigenous
qualities. Objects such as Dong Son drums or shipbuilding technology are deeply rooted in the ancient
cultures of Southeast Asian societies. Kapoor also
brought to light the importance of marine archaeology
focussed in the 9th and 10th centuries, shipwrecks of
Belitung and Cirebon in the Java Sea, and how the
material remains of these wrecks are important to
our understanding of art history in these regions. Her
argument was focussed on the example of the ‘Ming
Gap’, where Southeast Asian markets saw a dearth of
Chinese ceramics, a lacuna that was filled by Thai and
Vietnamese ceramics.
In the second week, Amita Kini-Singh explored the
maritime connections between India and Southeast
Asia, and the role of metal money. The money used
in early Southeast Asia before the 15th century is
exceptionally diverse, with lack of a generalised
standard of value among the Khmer, and imported
cowrie shells of the Sukhothai and Ayutthaya
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kingdoms. Eventually, the settlements of Lower Burma
and Thailand began to mint coins with Indic pictorial
designs. Whether various symbols carried the same
meaning was the question pursued by the scholar.
Following the maritime trade network, in her lecture,
Kapoor discussed two important compassionate
deities: Tara and Amoghapasha, and their rise
across these trade routes, especially in Java, under
Shailendras, and in India under Palas. The scholar
highlighted the question of how Amoghapasha
became important in Java while Tara lost importance.
In the third week, Swati Chemburkar focussed on
Borobudur, the much-debated Buddhist monument
of Indonesia. Based on its unique architecture and
iconography, she considered the question of the
type of Buddhism the Shailendras, the patrons, were
interested in through the construction of such a
complex monument. The temples of Sukuh and Ceto,
the last temples built by Majapahit kings before the
arrival of Islam in Java, were also discussed. While
acknowledging inscriptional and archaeological
evidence, the scholar followed the past and present
ritual practices, especially the goldsmiths and krismaking, to interpret a relief at the Sukuh temple
depicting a dancing male figure with an elephant head.
The fourth week highlighted the famed Javanese
Prajnaparamita statue, popularly known as Ken
Dedes in Indonesia, and its roots in Majapahit, and the
Singasari kingdoms, as well as its role during Suharto’s
regime. Abira Bhattacharya of National Museum, New
Delhi addressed the development of Prajnaparamita,
the mother of all Buddhas, across Southeast Asia.
The development of the icon from the Ashtasahasrika
Prajnaparamita text and the swiftness with which
the devotional imagery flourished across the early
medieval period in the socio-political and religious
domain were emphasised in the lecture.
This year, Jnanapravaha missed having Peter Sharrock,
who has been with us right from the inception
of the course. His lecture on Gestalt, style and
connoisseurship was delivered by Swati Chemburkar.
Following many examples of Hindu-Buddhist art
of the region, she asserted the importance of
connoisseurship in art history.
After the lectures on Indonesia and theories in art
history, Shivani Kapoor introduced pre-Angkorian
Cambodia and ancient Vietnam. She highlighted
the role of Shaivism and its impact on the KhmerCham kingship. Tracing the Pashupata movement
in India and Cambodia, she convincingly argued
about their role in the royal and sacred sphere of
the pre-Angkorian temple landscape. Any course on
10

Swati Chemburkar speaks during ‘Formalism, Gestalt, style and
connoisseurship’

Southeast Asia is incomplete without Angkor Wat,
and Swati Chemburkar explained the symbolism of
the temple with the help of Eleanor Manikka’s and
Thomas Maxwell’s scholarship. Concepts of universal
time, astronomy, winter and summer solstices and
equinoxes, and their incorporation in the architecture
of Angkor Wat, with several examples, was the
highlight. Participants were back to school with
some geography lessons, at the end of which they
witnessed the assimilation of astronomy in the art and
architecture of Angkor Wat. Moving on to Jayavaman
VII’s Buddhist temples, Swati Chemburkar discussed
one particular feature resembling the Indian mandapa
in the king’s temple in her next lecture.
This year, we had Olivier Cunin, the French architect
and archaeologist for a four-day lecture series titled
‘Khmer Temple: Architecture and Icons’. His lectures
were very well received, and we hope to see him
again. His sessions were followed by those of Andrea
Acri, Italian Sanskritist and epigrapher, who works on
pre-modern Indonesia, especially Java and Bali.
Considering all the feedback from the previous year,
new lectures and several more distinguished speakers
were added to this year’s module. It is always
challenging to restructure a course to cater to a wider
audience while keeping its academic rigour. Southeast
Asian art as a subject is still a niche field in India and is
visible in the small number that enrolled for the course.
Jnanapravaha is proud to have two resource scholars
who studied the course in the past and now lecture a
part of the module, and who have also ventured into
the world of academic publications.
The module ended with the writing assignment of a
catalogue entry on a chosen object. – S.C.
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PAST PROGRAMMES
Khmer Temple: Architecture and Icons
April 9th, 10th, 11th & 12th, 2019, 6:00 pm | Olivier Cunin (Associate Researcher of the Research Center in
Architecture and Engineering of the National Architecture School of Nancy (ENSAN))

Dr. Olivier Cunin, an expert architect whose pioneering
work focusses on computer vision, 3D documentation
and the archaeology of Angkor, conducted four
lectures in April, as part of the Southeast Asian Art
and Architecture course.
Lecture 1: Overview of the Khmer architecture from
the Pre-Angkorian to the Angkorian period
This lecture took a brief overview of the Angkorian
temples from the early 6th to 15th centuries. Although
influenced by Indian models of kingship, temple
treatises, iconography, astronomy and urban design,
the Khmers adapted and developed their own
architecture types, leading to the creation of the
mountain temple or Mount Meru. Cunin highlighted
several design elements and construction techniques
of these religio-political monuments along with
asserting the need for scientific research in the field.
Based on his work and two decades of experience,
he established a systematic chronology of the Khmer
temples.

11

Lecture 2: Two emblematic Khmer Shaiva temples:
Prasat Thom and Banteay Srei
This lecture discussed the architecture and icons
of the beautiful pink sandstone temple of Banteay
Srei. Dedicated to Tribhuvanamaheshvara, from
the threefold world of Ishvarapura – city of Shiva,
it has become the most visited 10th-century Khmer
monument after its registration as a UNESCO World
Heritage Site. Unlike the famous Angkor Wat or the
Bayon, Banteay Srei is not a royal foundation but was
commissioned by the royal priest Yajnavaraha, and his
younger brother Vishnukumara.
While talking about Banteay Srei, Cunin explored the
relationship the little jewel had with Prasat Thom,
the main temple of the short-lived Khmer capital
Koh Ker. The general design of Banteay Srei is not
only influenced by Prasat Thom but also follows the
iconography of the central Shiva temple of Koh Ker.
Most of these temples are devoid of sculptures and
look bare, making it difficult for a visitor to understand
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context and religious significance. Using the images
mentioned in the temple inscriptions as reference,
Cunin has been working towards locating the statues
that are now dispersed amongst museums around
the world. In this lecture, he presented his latest
archaeological findings and images of the inscriptions
as he created a virtually complete temple.

monument. His path-breaking research showed that,
contrary to belief, the monument had never had a
stage with 16 face towers, but rather that the first
stage comprised 24 face towers, and that the temple
was built in its entirety during the reign of Jayavarman
VII, except possibly for some decoration added later.
He discussed the several reliefs housed in the two
galleries of the temple, and smaller architectural
structures and spaces within it. The highlight of the
lecture was his recent discovery of a part of the Hevajra
statue – its feet - at the Bayon temple. The Hevajra
statue’s bust is at the Metropolitan Museum of Art in
New York, and a few years ago, Peter Sharrock was
able to recover its legs. Cunin digitally reconstructed
the four-foot tall deity that was once housed in the
entrance pavilion of the temple, and also highlighted
the difficulties he faced during his study of the temple.
Lecture 4: The Khmer Mahayana Buddhist temples
of the end of the 12th and 13th centuries

Dr. Olivier Cunin speaks during ‘Khmer Temple: Architecture and Icons’

Lecture 3: Case of the Bayon: the state temple of
Jayavarman VII
The Khmer empire reached its apogee during the
reign of Buddhist king Jayavarman VII. The empire
had expanded way beyond its modern periphery to
include the regions of Siam (Thailand), the Southern
region and Champa (Central Vietnam), to become a
dominant power around the Gulf of Siam.
During the king’s reign, several architectural projects
such as road works, hospital chapels, dharamshalas,
reservoirs and, of course, temples were undertaken to
control a huge territory. This was the period in Khmer
history when Mahayana Buddhism took centre stage
after 400 years of state Shaivism. Cunin introduced
the typology of this period’s monuments and its
Buddhist iconography.
Since the discovery of the Bayon by Europeans at
the end of the 19th century, there have been many
attempts to describe the original state of the temple.
Bayon has been studied by French architects Henri
Parmentier and Jacques Dumaçay with a materialistic
approach that attempts to determine the sequence
of construction, which resembles the archaeological
technique of stratigraphy. Their work has formed
the base of Cunin’s study of the monument, and has
been the most scientific and in-depth study of the
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Carrying forward some threads of the earlier lecture,
Cunin focussed on the difference between the
chronology in the Bayon style monuments and the
several construction stages of the Bayon temple itself.
He methodically established the chronology of the
Bayon style of monuments, and demonstrated that
Banteay Chhmar was built before the Bayon temple.
His new technique of applying magnetic susceptibility
to sandstone has helped to understand which parts
of the structure were built with stone from the same
quarry, and thus presumably at the same time.
At present, studies of the Khmer architecture are
essentially based on the stone skeleton of temples,
but one also needs to take into account the wooden
structure that once formed part of these stone temples.
Ta Prohm, Preah Khan, Banteay Kdei, and Bayon are
all temples from the reign of Jayavarman VII, and have
significant traces of ancient wooden structures inside
as well as outside the stone building. Studying these
could lead to an enormous understanding of these
temples. Based on his archaeological analysis, Cunin
illustrated how all wooden partitions and scaffoldings
complemented the temples during each state of their
evolution. He emphasised the importance of ‘wooden
structure study’ for a more complete understanding of
ancient buildings, and also highlighted the drawbacks
of interpretations formed without the knowledge of
monuments in entirety.
All four lectures were attended by current and past
participants as well as many others, and was extremely
well-received. - S.C.
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Interpreting Premodern Javanese Art and
Iconography in the Light of Texts
April 18th & 19th, 2019, 6:00 pm | Andrea Acri
(Assistant Professor of Tantric Studies Ecole Pratique
des Hautes Etudes, PSL University)

absence of a close similarity between the iconographic
features described in Sanskrit texts (which are dated to
the period post the construction of the monuments),
and those found in the reliefs, it was required to look
at the series of deities mentioned in Old Javanese
Shaiva scriptures and inscriptions which describe
the manifestations of Shiva and his attendants. This
earlier corpus of texts, which covered the various
forms of Shiva, including the ashtamurti, would help
in understanding the theological background that
inspired the depiction of the reliefs.
He emphasised the use of numerology and cosmology
and their mention in inscriptions with regard to the
manifestations of Shiva and the association with
directions, and the association with tattvas in Shaiva
sytems.
Dr. Acri concluded that the Shaiva systems of eight
and its multiples reflecting Shaiva cosmology have
shaped Candi Shiva and continue to shape Shaivism
even in modern-day Balinese Hinduism.

Dr. Andrea Acri speaks during ‘Interpreting Premodern Javanese Art and
Iconography in the light of Texts’

Dr. Andrea Acri, Assistant Professor, Tantric Studies,
Ecole Pratique des Hautes Etudes (PSL University,
Paris), is an Italian Sanskritist and epigrapher who
works on premodern Indonesia, especially Java
and Bali. He conducted two lectures as part of the
Southeast Asian Art and Architecture Course (SeAAA)
in the month of April.
Lecture 1 : Old Javanese Texts, Architecture and
Iconography of Central Java
On the first day, Dr. Acri focussed on the possibility
of understanding the archeological and art historical
traces presently found in Central and East Java with
the help of old Javanese texts. He contended that
the practice of interpreting reliefs and art historical
material through texts is an old fashioned but
effective method to understand them. Texts help to
access the system that informs the construction of
the monuments, they provide the cosmological view.
Central Java in the early 8th to the late 10th centuries
covered the very fertile area of the Kedu plain, and
its economic prosperity reflected in the construction
of monuments like the Candi Shiva in the Prambanan
temple complex.
Dr. Acri concentrated on the issue of identification
of the so-called ‘directional deities’ depicted on the
reliefs of Candi Shiva in the light of texts and the
newly discovered inscribed gold foils from a temple
deposit in Boyolali, Central Java. He argued that in the
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Lecture 2 : The Demonic Numinous in Javanese and
Balinese Art
In his second lecture, Dr. Acri concentrated on the
iconographical feature and imagery of temple reliefs,
statues, and paintings, which display a horrifying and
demonic character associated with the ‘cremationground culture’ that was customary among some
tantric traditions in both India and Southeast Asia.
The influence of such traditions and the frightful
imagery depicted, seemed to have exercised an
enduring fascination in the imagination of the people
of Java and Bali. The Hindu and Buddhist schools both
reflected this tradition, which came from India but
was developed and localised in Indonesia.
Tantra became as important in Central Java and Bali
as it was in India, and this is reflected in iconography
and art historical material. The tantric tradition of
attainment of power through transgression secured
considerable royal support. The destruction of
all dichotomies to achieve unity with the divine
was practiced and is stilled practiced, and the two
polarities, the divine and mild contrasting with the
demonic and horrific, is still visible in the cultural
traditions of Java and Bali.
The motif of horror is associated with transgression
while polarity is understood as a divine union; evil is
not excluded, it is visible and represented in art and
dance. There is a discourse of sublimation in the arts;
evil cannot be eliminated, it is absorbed, and this is
a central motif, which mixes elements of religion,
mysticism, and aesthetics.
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The lecture was a presentation of visual evidence
from premodern Central and East Javanese art as well
as modern Balinese art and covered the vast expanse
of various historical and geographical settings, from
Java in the Central Javanese period (8th - early 10th
centuries), East Java in the Sinhasari and Majapahit

periods (13th-15th centuries), the court Surakarta in
the early 19th century, to Bali in the premodern and
modern periods, presenting the motifs of horror and
transgression in the Javanese and Balinese world. S.K.

FORTHCOMING PROGRAMMES
The Art and Archaeology of Hindu and Buddhist Southeast Asia
August 4th, 5th, 6th & 7th, 2019, 6:30 - 8:30 pm | Stephen Murphy (Senior Curator for Southeast Asia at the
Asian Civilisations Museum)

Buddha from Borobudur, 9th century, Java, Indonesia

This series is an exploration of the art, architecture,
archaeology and history of some of Southeast Asia’s
most prominent cultures. It begins with two lectures
specifically focussing on Thailand and its reception of
early Buddhist and Hindu concepts. In doing so, these
lectures provide two case studies of how Southeast
Asian cultures of the first millennium CE adopted and
adapted Hindu and Buddhist concepts to suit their
own needs and practices. At the same time, they
will illustrate how the arrival of these Indic religions
acted as catalysts that transformed the societies
they encountered. The third lecture explores the
crucial role of maritime trade and connectivity in
the transmission of Hindu and Buddhist concepts
throughout the region. It does so by discussing
some of the major ports and maritime kingdoms of
Southeast Asia and their pivotal roles in the history
of Buddhism in particular. The final lecture moves
forward in time to discuss the Buddhist kingdoms
that arose in the second millennium CE in Mainland
Southeast Asia. Building on the cultures that came
before them, they developed into some of the
region’s most powerful and effervescent societies.

Buddhist Aesthetics
PAST PROGRAMMES
Western Himalayan Art and its Key Monuments
March 25th, 26th, 27th, 28th, 29th, 2019, 3:30 - 6:00 pm | Christian Luczanits (David L. Snellgrove Senior
Lecturer, London University)
This five-day seminar with Dr. Christian Luczanits,
David L. Snellgrove Senior Lecturer at School of
Oriental and African Studies, SOAS, was nothing short
of a visual treat. The richness of rarely-seen material
presented in methodical detail left us delightfully
giddy and overwhelmed.
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The Western Himalayan art seminar was geographically
organised around the greater region of Kashmir,
including Swat and Gilgit (day 1); Tabo monastery in
the Spiti Valley (day 2); and Alchi near Leh in presentday Ladakh (day 4). Midway through the seminar, we
dove deeper into the topic of Yoga Tantra Mandalas,
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Deities of the Vajradhatu Mandala in the Apse of the Assembly Hall of Sumda Chung, Ladakh; ca. 1200 CE; photo C. Luczanits 2009

appreciating its application at sites like Tabo and Alchi
(day 3). The seminar concluded with the charting of
the decline of Western Himalayan art in the early 17th
century, and the disappearance of the Guge kingdom
of Western Tibet after its revival in the 15th and 16th
centuries (day 5).
The seminar was closely related to Dr. Luczanits’s
seminal publication released in 2004, titled ‘Buddhist
Sculpture in Clay: Early Western Himalayan Art, Late 10th
to Early 13th Centuries’, which outlines the chronology
of artwork in the context of its development. In it,
Luczanits begins by underlining the importance and
relation of Western Tibetan art to art across Tibet.
This was especially significant during what is called
the second diffusion of Buddhism in Tibet, which
occurred sometime between the late 10th and 13th
centuries.
The kings of Western Tibet, who were descendants of
Central Tibet, unified the country using Buddhism, and
built Buddhist monuments and structures to further
this cause on both sides of the present-day border: in
West Tibet proper up to Ladakh, and even to Kinnaur
on the Indian side. King Yeshe ‘Od and his nephewmonk invited the Indian scholar-monk Atisha, abbot
of the Vikramashila monastery in northern India, to
help clarify the Buddhist doctrine and purify Buddhist
15

practices of the time, and it was from West Tibet that
Atisha moved further into Central Tibet. This invitation
was a concerted effort by the king to establish what
Dr. Luczanits called a more conservative form of
Buddhism, to remove elements of unorganised tantric
influence. This intention may have played a special
role in the art of Tabo, where tantric mandalas were
depicted in secret, as the presenter showed in lectures
2 and 3.
The closest neighbour to West Tibet was Kashmir,
which it interacted with the most. Dr. Luczanits
viewed the latter region from a different perspective:
by looking down at it from the Himalayas and
exploring how its art might have influenced the art
in the region, in Alchi in particular. Gilgit, which is in
the wider region of the Karakoram mountain range,
is historically significant as the provenance of the
earliest Buddhist textual sources found – until 20
years ago, when the mantle passed to Afghanistan.
The Gilgit bronzes include an inscription that mentions
the wife of the second Palola-Shahi king from the
8th century, mentioning the successive chronology
of kings, which has helped to establish the overall
chronology of kingship in the Western Himalayas.
The Palola-Shahi kingdom fell in the 8th century to
Tibetans who had no resident locals at the time, and
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who seemed to have blocked the trade route. This led
to the route’s diminished use over a period of time,
and a rerouting of trade through paths higher up in
the mountains. The surplus of trade along these new
routes funded monasteries in remote villages, such as
Alchi in Ladakh.
We were shown some wonderful and iconic examples
of Kashmiri art from its zenith, such as the 8th century
Standing Mahadeva from the Cleveland Museum
of Art, and the Avalokiteshvara bronze from Swat
(ancient Udiyana, a pilgrimage site for Tibetans
until the 12th century), housed at the Metropolitan
Museum of Art. The most recent publication, Kashmir:
The Hindu-Buddhist Sculpture of Ancient Kashmir and
its Influences by John Siudmak marks the end of this
chronology at the middle of the 11th century. Dr.
Luczanits shared his interest of the Kashmiri bronzes,
which spring from Alchi. If he accepted the date as
late 12th century or early 13th century, and held the
belief that the site had been painted by Kashmiri
painters, then he could not accept that there were
no 12th-century Kashmiri bronzes – this suppostion
took us through the defining characteristics of what
he describes as Late Kashmiri art, with close parallels
to Alchi murals.
A textual source that becomes an important marker
for the Western Himalayas is the biography of a 9thor 10th-century monk Rinchen Zampo, known as ‘The
Great Translator’ for having written 150 translations.
Even though the biography does not include Tabo and
Alchi in its list of three major foundations, and though
it only counts them among 21 minor foundations,
these sites have been locally attributed to the monk.

Kalachakra Mandalas; photo C. Luczanits
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The site of Tabo is personally significant to Dr.
Luczanits, as he was the official photographer of its
monastery for several years, and even photographed
the Kalachakra ceremony in 1996 which H.H. the
14th Dalai Lama conducted there for the second
time. We were lucky to view these photographs and
others, which also included pictures of the restoration
and clean-up of artworks during the thousand-year
celebration of the site. The site was probably built
in 996 CE. Based on an inscription that mentions
the era’s bifurcation into the foundation period and
renovation period, Dr. Luczanits organised the site’s
chronology, placing features in either of the periods.
His interpretive programme for the site places the
Entry Hall in the foundation period. The painting
housed here disseminated the Mulasarvastivada
Vinaya teachings, assuming the role of protector
and instructor through its illustrations of the Wheel
of Life and the Cosmos, explaining the ‘Right View’,
the cycle of rebirth, and how to be released from
it. The rest of the site falls within the renovation
period: the Assembly Hall, Cella and Ambulatory.
The Assembly Hall includes the three-dimensional
Vajradhatu Mandala with the four-fold Vairochana.
The second mandala, Dharmadhatu Vaghishvara
Manjushri, is the dominant dynamic in the space that
relates to the lower and outer group of paintings. The
Cella and Ambulatory include the thousand Buddhas
of the Future and the three-family configuration of
Manjushri, Avalokiteshvara and Vajrapani.
The Yoga and Tantra lecture went into greater detail
of the mandalas: Vajradhatumaha Mandala after
the text, Sarva Tathagatha Tattva Sangraha (STTS)
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and the STTS-Vyakhya by Anandagarbha, as well as
the Dharmadhatu Vaghishvara Manjushri Mandala
(DDVMM) after a text by Manjushri Kirti, a female yoga
tantra scholar, and DDVMM-Vidhi, as represented in
Tabo and Alchi. It also explained the progression of
the Buddhist Tantras – Kriya, Charya, Yoga Tantras
and Anuttarayoga Tantra (supreme and highest class)
– in the four-fold hierarchical scheme.
As mentioned, Alchi has been attributed to Rinchen
Zampo (958-1055 CE), however, the earliest
preserved structures date to c. 1225. In the 1980s
and ’90s, Dr. Luczanits depended on his supporters
and collaborators Jaroslav Poncar and Roger Goeper
for early documentation, to posit the development
of the site into a seven-phase schematic. The Alchi
Monastery includes the principle structures of the
Main Temple, Assembly Hall or Dukhang; the ThreeStoried Temple or Sumtsek; and the Manjushri
Temple. The main temple depicts four mandalas:
the Vajradhatumaha Mandala of Vairochana,
DDVMM, Durgati Parishodhana Mandala, and the
Prajnaparamita Mandala. We see here development
from the early tantras to the later tantras. The
Sumtsek can be dated to ca. 1200 – 1220 on the basis
of a lineage of identified teachers on the entrance
wall of the third floor. The founder of the Drigung,
called Drigungpa, in the caption accompanying the
depiction, is the last person with this lineage.
The Guge Revival lecture linked back to the early
tradition (Rinchen Zampo) and highlighted the Drigung
lineage, which, though still influential, was giving way
to the ascending Gelugpa School. This is visible in the
depiction of the figure of Tsongkhapa, seen in the
Red Temple of Tholing, dating to the 1430s-’40s. Dr.
Luczanits made comparisons to the site of Tabo, which,
instead of full mandalas, has prominent assemblies of

Dr. Christian Luczanits speaks during ‘Western Himalayan Art and Its Key
Monuments’

deities featured here. A combination of Chinese and
Indian motifs were being used, with new subjects
being introduced, until the decline of this distinctive
Western Himalayan style in the 17th century, and only
traces of the style being found in the 18th century.
Those who didn’t have the chance to attend this
insightful seminar and would like to read more of
Dr. Luczanits’s research and documentation of the
Western Himalayas can do so here: http://www.
luczanits.net/sites.html
This was the second time that Dr. Luczanits delivered
a Buddhist Aesthetics seminar at Jnanapravaha
Mumbai. We hope to have him with us again soon,
and also hope that his book on Alchi, long overdue
by his own admission, is published by then. These
lectures have given us a sense of what to expect and
look forward to. - G.S.

Yoga and Tantra
Since its inception in 2013, The Yoga and Tantra
(Y&T) course at Jnanapravaha Mumbai has aimed to
revive new appreciation for the ancient traditions of
yoga and tantra in light of contemporary research.
The second edition of Y&T that ran in 2016 was
designed with the particular focus of bringing
awareness to current research and publishing in the
field, inviting national and international scholars
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leading innovative research projects, and contributing
to the ever-expanding field of yoga and tantra
using both academic and praxis-based approaches.
Y&T 2019 takes this intention further: responsive
to the growing influence of yoga globally, it seeks to
place these contemporary trends in rigorous historical
context, from the premodern to the modern periods.
The ten-week course of Yoga and Tantra to run from
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August 1st – October 4th is offered this year in its third
edition.
It will trace the historical development of yoga and
tantra, especially the ways in which their symbiotic
relation contributed to the formation of Hatha yoga
around the end of the 1st millennium CE.
To now speak about the course in a different way,
Y&T is at once a meditation on life and an encounter
between the philosophical and the experiential.
It is situated in the socio-religious order of the
historical world even as it allows the speaking of the
transcendental, esoteric and mystical dimensions of
an array of yogic and tantric traditions.
Yoga practitioners and enthusiasts are especially
invited to further inform their current practice, and
engage with internationally renowned scholars
and tradition-keepers as they trace the history and
practice of yoga and tantra.
Faculty
The course is defined by its interdisciplinary character,
inviting internationally-recognised scholars from the
fields of Sanskrit studies and philology, philosophy,
literature, aesthetics, art history, religion, and
anthropology.
Y&T 2019 also invites consummate tradition-keepers
and artists from the world of praxis – talented
storytellers who, using the medium and power of the
oral tradition, hope to give a taste of the everyday and
not-so-everyday wisdom contained in (transmitted)
yogic knowledge and its embodied practice across
genre and geography.
Mandakini Trivedi is a senior dancer of the Mohini
Attam, an accomplished performer, and creative head of
the Nateshvari Dance Gurkul. She trains young dancers
to perform with a deep awareness of the yoga of Indian
classical dance.
Vipul Rikhi is a writer, performer, and the co-creator
of ‘Ajab Shahar’, a vast digital archive of the folk music
traditions of Bhakti, Sufi and Baul.
Shruthi Vishwanath is a singer and composer exploring
at the intersections of classical and folk music traditions.
She is an IFA, India Foundation of the Arts Fellow, and
continues to sing and bring to light the female voices of
the Varkari Sampraday.
You will find a complete list of the bios of the research
scholars and faculty members of Y&T 2019 here:
https://www.jp-india.org/scholars/
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Public Seminars – Sharing Contemporary Research
As part of the course, three public programmes will be
held for course participants and all those interested,
in August and September 2019.
Each Y&T seminar emphasises a specific theme
within the larger context of the philosophical
concepts, meta-theologies, and cosmologies of yogic
and tantric traditions, as well as the aesthetics of
the visual representations of those ideas (i.e., their
manifestations in temple art, sculpture, and painting).
These public seminars will be delivered by worldrenowned scholars leading research projects in the
field, who will share their primary material in the
course of their seminars.
• In Week Two of the course (August 8th-10th), Dr.
Bjarne Wernicke-Olesen, Director of the Shakta
Traditions project, an international research project
based at the Oxford Centre for Hindu Studies, OCHS,
will introduce the audience to the world of Hindu
Tantra, including the Shakta tradition, with special
reference to Netratantra, the ‘Tantra of the Eye’,
dating from around the early 9th century, to read
different understandings of the person and the self.
The three-part seminar titled ‘Models of the Human in
Tantric Hinduism’ will draw on textual sources as well
as fieldwork and theories from the Study of Religion,
focussing particularly on two texts – Netratantra and
Hathapradipika, often considered the most influential
book on Hatha yoga compiled in the 15th century to
consider the Shakta influence of the work.
• In Week Six of the course (September 5th-6th), Dr.
Sukanya Sarbadhikary, Assistant Professor of Sociology
at Presidency University, Kolkata, currently researching
a range of devotional instruments, and working on
traditions of sonic metaphysics in Bengal, will deliver a
two-part seminar titled, ‘The Bengal-Vaishnava Body
and its Yogic Affects’. She will explore dimensions
of embodiment, sensory materiality, and imagination
involved in two particular forms of such yogic
affects: experiences of divine sexuality (lecture 1:
The Yogic Affects of the Mind/Body-as-Place), and
the vibrations of sacred sound (lecture 2: The Yogic
Affects of the Body-as-Instrument).
• Week Eight of the course (September 18th-21st),
will feature Dr. Marion Rastelli, a Sanskritist, senior
researcher, and deputy director at the Institute for the
Cultural and Intellectual History of Asia of the Austrian
Academy of Sciences. She teaches at the Institute
for South Asian, Tibetan and Buddhist Studies of the
University of Vienna, and is a foremost scholar of the
Vaishnava tradition of Pancharatra. She will deliver a
four-part public seminar titled, ‘An Introduction to
the Tradition of Pancharatra’. In the first lecture, she
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You will find the entire course lecture schedule here:
https://www.jp-india.org/courses/yoga-and-tantra
A Word from the Course Director
The course is not so much interested in identifying
first causes and origins of the human condition.
Rather, it endeavours to bring awareness to, through
the exploration and discussion of the variegated
traditions of yoga and tantra, our own conditioned
positions and by extension, responses to life’s deeper
mysteries.
It invites compatriots who feel called to undertake
such a journey for the purpose of self-inquiry and
informed practice.

Sapta Chakra, an early 19th-century manuscript illustrates the esoteric
correspondence(s) between subtle energy and Tibetan psycho-physiology.

will present historical origins and development; in
the second, she will discuss creation and cosmology,
focussing on Vishnu’s divine manifestations; in
the third, she will explore religious practice and
performance of ritual; and in the fourth and final
lecture, she will look at specific temples such as the
Lakshmana Temple in Khajuraho, the Vishnu Temple
of Deogarh, the Varadaraja Perumal Temple in
Kanchipuram and the Shri Ranganathasvami Temple
in Shrirangam.
In addition to these public seminars, the course will
present, in Week Five (Aug 31st), a free public lecture
open to all, on Jaina Yoga by Dr. Christopher Key
Chapple, Director of the Master of Arts in Yoga Studies
at Loyola Marymount University. He serves on the
advisory boards for the Jain Studies Centre (London),
and the International School for Jain Studies (ISJS, New
Delhi). The lecture title reads: ‘Karma, Fivefold Yoga,
and Puja in the Yogabindu’, a seminal Jaina text
composed by Haribhadra Virahanka in the 6th century
of the Common Era.
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Why am I directing this course on Yoga and Tantra
at Jnanapravaha Mumbai? Because yoga has been a
big part of my life-story; I grew up in a yoga-inspired
home. My mother, a trained yoga teacher from
the Yoga Institute, Santacruz, Mumbai (a historic
institution teaching yoga since 1918), has been
teaching yoga there since 1998. I completed my
teacher’s training in yoga from the same institute in
2001 and taught there intermittently over five years
(2001-2006). Also, the happy chance to work with
my academic mentor, Dr. Rashmi Poddar, was not
an opportunity to be missed! When I learned about
JPM’s ‘Yoga and Tantra Course: Concepts and Visual
History’ (the first edition, 2013), I was excited to
attend an academic course on yoga and tantra with
an aesthetics concentration, a pioneering programme
being offered in Mumbai, India. And to be invited to
run the programme as Course Director in its second
edition (2016) was a true honour and privilege that
continues to hold meaning three years on.
I was an early beneficiary of the Indian Aesthetics
programme (IA), which I completed in 2002. Then, IA
was a diploma programme certified by the Department
of Philosophy, Mumbai University, formed under
the aegis of Dr. Rashmi Poddar. It was a formative
programme that shaped my academic journey – I
went on to pursue a Master’s in Archaeology, Indian
History and Culture at Deccan College, Pune; worked
for three years in the applied field of cultural tourism
at the Maharana of Mewar Charitable Foundation in
Udaipur; and completed a second Master’s degree
in Social Anthropology at the School of Oriental and
African Studies (SOAS), University of London, writing
a dissertation that compares the practice of yoga in
Mumbai and London.
I’d like to finish here fully mindful of the possible
expansion and obvious limitation of such an
undertaking as an introductory course on yoga and
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tantra, quoting Vyasa: “Yoga must be known by
means of yoga; yoga manifests itself through yoga.”

and that you are able to participate to whatever
degree possible in this moment.

I sincerely wish that Y&T 2019 sparks your interest
and imagination, proves to be purposeful for you,

- Gazala Singh, Course Director | Yoga and Tantra

FORTHCOMING PROGRAMMES
Models Of The Human In Tantric Hinduism

Karma, Fivefold Yoga, and Puja in the Yogabindu

August 8th, 9th, 10th, 2019, 5:30 - 8:00 pm | Bjarne
Wernicke-Olesen (Research Lecturer at the Oxford
Centre for Hindu Studies at the Theology and Religion
Faculty, University of Oxford)

August 31th, 2019, 6:30 pm | Christopher Key Chapple
(Doshi Professor of Indic and Comparative Theology,
and Director of the Master of Arts in Yoga Studies at
Loyola Marymount University)
Haribhadra Virahanka (6th century C.E.) composed the
Yogabindu as a time of great religious effervescence
in the Gupta era. It espouses a simplified Jain
interpretation of karma theory. It also advances a
fivefold Yoga practice that begins with self-reflection
(adhyatma, often translated today as spirituality),
encourages cultivation of auspicious and ethical states
of being (bhavana), leading to meditation (dhyana),
culminating with an equanimity (samata) that cleanses
and appeases life’s churning (vrittisankshaya). The text
also presents an early Jain affirmation of the practices
of ritual (puja) and chanting (japa).

With the rise of the tantric traditions in medieval
India from about the 5th century onwards, we see
a turning away from the older ascetic paradigm of
tapas and physical mortification of the body. New
tantric and yogic models of the human which affirm
and cultivate the body through visualising meditation
begin to appear on the religious scene. This threepart seminar will provide a historical overview and
discuss different tantric models of the human with a
focus on the Shakta model of kundaliniyoga, drawing
on textual sources as well as fieldwork and theories
from the Study of Religion.
Day 1: Shaktism and Kundaliniyoga – A historical
overview
Day 2: Tantric models of the human in the Netratantra
Day 3: The Shakta anthropology of the Hathapradipika
20

Ladnun, Rajasthan
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The Bengal-Vaishnava Body and its Yogic Affects
September 5th & 6th, 2019, 5:30 - 8:00 pm | Sukanya Sarbadhikary (Assistant Professor of Sociology at
Presidency University)
Vaishnavism has been understood as a mode of
devotional religiosity with essentially emotive ways
of conceptualising and relating to the divine. What
is distinctive about Bengal-Vaishnavism is that such
affective relationality is also experienced intensely
within felt contours of devotees’ disciplined and
cultivated bodies and minds. This two-part seminar
will explore dimensions of embodiment, sensory
materiality, and imagination involved in two particular
forms of such yogic affects: experiences of divine
sexuality, and the vibrations of sacred sound.
Day 1: The Yogic Affects of the Mind/Body-as-Place
Day 2: The Yogic Affects of the Body-as-Instrument

This is a close view of one side of a mridangam or khol, a sacred percussion
instrument. Credit: Sukanya Sarbadhikary

An Introduction to the Pancharatra Tradition
September 18th, 19th, 20th, 21th, 2019, 5:30 8:00 pm | Marion Rastelli (Senior Researcher and
Deputy Director at the Institute for the Cultural and
Intellectual History of Asia of the Austrian Academy
of Sciences)
The Pancharatra is a Hindu tradition that worships
Vishnu as the supreme god. Its origins date to the
pre-Christian era, and still today, certain features
of it can be found in the related Hindu-tradition of
the Shrivaishnavas. As in other tantric traditions, the
primary goals of its followers are worldly pleasures
(bhukti) and liberation (mukti) from transmigration. This
is mainly achieved through the performance of rituals,
but yoga is also an important part of a Pancharatrika’s
practice. Some of the topics to be explored in this
four-part seminar include historical origins and
development; Vishnu’s divine manifestations; rituals;
and specific temples such as the Lakshmana Temple
in Khajuraho, the Vishnu Temple of Deogarh, the
Varadaraja Perumal Temple in Kanchipuram and the
Shri Ranganathaswami Temple in Shrirangam.
Day 1: Key Features, Early History, Scriptures
Day 2: Divine Manifestations: Cosmology and
Theology
Day 3: Religious Practice
Day 4: Temples as Historical Testimonies
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India, Jammu and Kashmir, circa 850, Sculpture Brass inlaid with copper and
silver. LACMA

JPM QUARTERLY | JULY - SEPTEMBER 2019

CRITICISM & THEORY
JPM’s Criticism and Theory
offerings include (1) A Certificate
course in Aesthetics, Criticism, and
Theory as well as ongoing public
seminars and lectures in the field;
(2) an ongoing series of public
seminars and lectures in Indian
Intellectual Traditions; and (3)
occasional academic conferences
and workshop in these fields.

Apnavi Makanji | Untitled - Significant Other | 2018
| courtesy Vadehra Art Gallery

Critical Theory, Aesthetics, & Practice
This has been a fulfilling year for Jnanapravaha’s second
iteration of Critical Theory, Aesthetics, and Practice
(CTAP) with a committed cohort of students sharing
a profoundly intimate and challenging intellectual
space with scholars, critics, curators and artists.
Our interdisciplinary postgraduate diploma course
was broken up into four sections: (a) Foundations:
Aesthetics; (b) Foundations: Critical Theory; (c)
Critical Theory and Aesthetics; and (d) Process and
Practice. Beginning with Plato, Aristotle and Kant,
moving swiftly into the 19th and 20th centuries through
an immersion into Nietzsche, Marx, Freud, Foucault
and Lefebvre, while also providing insight into the
groundbreaking work of art historians such as Geeta
Kapur, and critical thinkers such as Walter Benjamin
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and Theodor Adorno, was no mean feat. But these
names gesture at only some of the foundational
figures covered by the course; there were also a range
of lectures engaging students in urgent art historical
debates and contemporary scholarship on subjects as
varied as human rights discourse with Prof. Robert
Meister (UCLA), the history of liberal thought in India
with Prof. Faisal Devji (Oxford), and cultural freedom
during the Cold War with Nida Ghouse (HKW). A
careful and constant balance between theory and
practice was maintained, with renowned artists such
as Shilpa Gupta and Padmini Chettur, and curatorwriters Sandhini Poddar, Ranjit Hoskote and Nancy
Adajania gracing our classroom and presenting indepth insights into the development of their tenacious
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and committed contemporary practice.
This year of exemplary pedagogy was inaugurated with
a series of lectures delivered by leading professors
from IIT Bombay, prefaced by an introductory session
exploring our current conception of criticality and
aesthetics. Framing the foundations of aesthetic
discourse through texts such as Aristotle’s Poetics
and Kant’s Critique of the Power of Judgment allowed
us to ‘ground’ our survey lectures – covering large
swathes of the origins of art history – in a thorough
understanding of both the Greek and German
traditions of aesthetic analysis. These eight ambitious
lectures, four addressing landmark philosophical
debates that continue to impact the visual arts, and
four mapping the multiplicity of contexts in which
the field of art history developed across the world,
comprised our first section.
Our second section commenced with close and
careful readings of Marx’s early manuscripts and The
Grundrisse, followed by sessions on EP Thompson’s
essential essay on the transformation of time in
industrial capitalism, Henri Lefebvre’s production of
space, Freud and Breuer’s Studies on Hysteria, Giovanni
Arrighi’s Long Twentieth Century and a closing session
on world-systems theory and finance capital. These
lectures provided an understanding not only of the
key tenets of Marx’s Capital but also the Marxian
theorists who have built our modern understanding of
time, space and economic history. The psychoanalytic
thread was especially reinforced with two sessions
on Slavoj Zizek’s The Sublime Object of Ideology,
focussing on the chapter How Did Marx Invent the
Symptom?, revealing how Marx’s conceptualisation

Alisha Sett speaks during ‘Modernism: The Indian Context II - Geeta Kapur’
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of the value of the commodity is homologous to
Freud’s definition of the symptom. With this deep
dive into the theorisation of the conscious and the
unconscious, dialectical and historical materialism,
and the unavoidable intersections of Marxian and
Freudian theory, the students began to confront the
logic of late capitalism. While we are always aiming to
encompass a dynamic discursive sphere, this section
proved somewhat arduous for the class, many of
whom were encountering critical theory for the first
time. In our next iteration, we will re-evaluate the
structure of this section of the course.
We also had the privilege of hosting two documentary
filmmakers in the first semester, Kesang Tseten from
Nepal (Shunyata Film Production) and Radiclani
Clytus from South Carolina (RoundO Films). The line
of thought they began on the ethical complexities
and historical value of documentary work returned
in discussions throughout the course, particularly
in later lectures on the oeuvre of Raghubir Singh,
and recent transmedia exhibitions such as The Boat
is Leaking. The Captain Lied. CTAP’s eclectic array
of lecturers is reflective of the hyper-globalised art
world of the present, in which the boundaries of
exhibition-making and museum collections have
expanded to address not only a diversity of artists but
also the most pressing concerns of the 21st century.
Whether through ‘Rethinking the Anthropocene’ or
with a public lecture delving into the prolific output
of Zarina Hashmi, we aim to equip our students
with the skills to engage with and contribute to the
growing complexity of art history, and to understand
the intersections between politics and aesthetics.
The final two sections of the course emphasised
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these interstices through several classes dedicated
to decoding the lexicon of modern and contemporary
visual art.

Prof. Arun Iyer speaks during ‘Poststructuralism: The Later
Foucault’

The third section began with two lectures on
modernism rooted in the life and work of Richard
Bartholomew and Geeta Kapur. By routing the
historical trajectory of modernism through the
writing, curation, institutional commitment, artistic
and intellectual journeys of these Indian stalwarts,
we established that the continuing hegemony of
the Western narrative of modernism could be
fractured through a nuanced understanding of our
own modernity. These heavily illustrated classes,
introducing the students to a pantheon of modern
South Asian artists, provided compelling visual
arguments for the ‘when’ of modernism to be
reconsidered continually. The emphasis of this section
was not only on outlining the historical contours of
the modern and artistic agency through Althusser but
also on thinking about how we can write productively
about art. Many of our students were aspiring to,
or were already engaged in, the process of finding a
personal language to convey the value and context
of their aesthetic encounters. After dealing with the
dense tomes on their recommended reading lists in
the foundational sections of the course, students
responded with even greater enthusiasm to the work
of The Frankfurt School, Roland Barthes and Michel
Foucault. While the purpose of selecting these
particular thinkers was to provide an introduction
to structuralism and poststructuralism, and a model
for the blending of critical theory and aesthetics, it
became clear that these three lectures were most
successful in sparking a desire in students to write
about their aesthetic encounters without resorting to
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vain description or vague argument. Seminal essays
such as The Work of Art in the Age of Mechanical
Reproduction and the vignettes from Mythologies
remained popular as analytical models in the students’
papers and dissertations.
Jumping from the 20th century into contemporary
discourse, the month of December saw some of
our most provocative public lectures. To highlight
just one: Prof. Meister’s debut at the institute saw
intense discussions on After Evil – his iconic work on
the transformation of human rights discourse after
the end of the Cold War – and an introduction to
his upcoming book which addresses and re-assesses
the possibilities for historical justice in the age of
finance capital after the financial crisis of 2008. An
unlikely segway with Meister’s emphasis on justice
was found in the emergent academic field of Forensic
Architecture. There also exists a research agency by
the same name at Goldsmiths (University of London)
which uses forensic tools and aesthetics to produce
and present architectural evidence, analysing potential
human rights violations, and displaying their varied
forms of analysis in exhibitions largely in the form of
data, video and digital art, while also presenting it as
evidence to judicial bodies. The lecture on forensic
aesthetics became one example of how seemingly
tangential theoretical developments dovetail with the
cutting-edge creations on display at biennales and
galleries internationally today.
Our final lectures on process and practice allowed
the students to delve into materials, new and singular
media, the body, curatorial practice and the structure
of the art world with its many transformations over
time. Lectures on sound and video art, multimedia
artists and transmedia exhibitions, the history of
colour in documentary photography, contemporary
dance as a method of finding freedom, the historical
impact of the Congress for Cultural Freedom,
stimulated the students’ imagination and broadened
their understanding of the horizons of contemporary
art practice, taking them much beyond discussions of
style and taste, into the realm of exceptional artistic
and curatorial endeavours.
Several students wrote illuminating dissertations
and essays through the year. The titles of a few are
telling of the breadth of the course: ‘A Critical Look
at Sound Art: The Effect of Sound on the Audience’s
Experience in Shilpa Gupta’s Installations’, ‘Computer
Generative Art as Epistemological Rupture’, ‘Looks of
a Lot: The Art of Phenomenal Listening’, ‘Dismantling
a Time Machine’ and ‘Black Music: The Inheritance
of Dissent’. We look forward to continuing our
engagement with aesthetics, criticism and theory
next year, and believe that the next iteration will

JPM QUARTERLY | JULY - SEPTEMBER 2019

continue to foster a nuanced understanding of art,
creating new generations of critical writers, artists,
curators and citizens.

CTAP will now be called Aesthetics, Criticism, and
Theory. - A.S.

FORTHCOMING PROGRAMMES
Between Oedipus and the Sphinx: Freud and

The Literatures of the Roman Empire

Egypt

August 28th, 2019, 6:30 pm | Phiroze Vasunia
(Professor of Greek at University College London)

August 27th, 2019, 6:30 pm | Miriam Leonard
(Professor of Greek Literature and its Reception at
University College London)

Panel of Jeremiah or Ezra, holding/reading a scroll, in the synagogue at Dura
Europos

Jean-Auguste Dominique Ingres’ painting of Oedipus’
encounter with the Sphinx famously hung over
Sigmund Freud’s couch in his consulting room.
Nobody doubts the significance of Oedipus to the
development of Freud’s thought, but the presence
of the Sphinx in this picture raises a series of
questions about Freud’s interests which have not
been as extensively explored. The Sphinx testifies to
Freud’s broader fascination with Egyptian culture – a
fascination which manifests itself both in his writings
and his collection of antiquities.
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When classical scholars talk about Roman literature,
they typically mean literature in Latin or Greek. Many
other languages also thrived in the Roman Empire
including Aramaic, Demotic, and Hebrew. How
should we study these literatures? What kind of
frame for multilingual literary study is provided by the
Roman Empire? This paper sketches out a preliminary
response to these questions by looking at a couple of
‘Roman’ authors (e.g. Longinus, Apuleius) and suggests
that we enrich our understanding of Roman literature
by reading it in the context of linguistic diversity.
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Theoretical Foundations
PAST PROGRAMMES
Module III. The Emergence of Capitalism in Early Modern Europe
March 5th, 6th, 12th, 13th, 19th, 20th, April 2nd, 3rd, 8th, & 9th, 2019, 6:30 - 8:30 pm | Rohit Goel
In Capital, Marx offers the most systemic unpacking
of the logic of capital and its contradictions, from a
post-Industrial Revolution vantage of full-throttled
capitalist production. However, in his sections on
‘primitive accumulation’, Marx struggles to explain the
historical ‘when, where, why, and how’ of capitalism’s
emergence. In March 2019 students gathered to read
and discuss potential answers to these questions
in JPM’s final module of Theoretical Foundations,
conducted by Rohit Goel: ‘The Emergence of
Capitalism in Early Modern Europe’.
The class began with a crucial exercise:
establishing how to see capitalism historically or, how
to determine whether a particular community, locale,
nation-state, or ‘world-system’ at a specific time was
actually experiencing the emergence of capitalism.
To this end, we unpacked Marx’s understanding of
capitalism as production for the sake of systematic
extraction of ‘relative surplus value’, the pursuit
of ever-renewed profit, as opposed to, say, the
fulfillment of human needs.
We then considered a number of historical accounts
of the emergence of capitalism at both local,
national, and world-system scales. For instance,
in his Protestant Ethic and the Spirit of Capitalism,
Max Weber attributes the global rise of capitalism
to the Protestant Reformation in the 16th century.
Robert Brenner looks to transformations in agrarian
class relations in late medieval and early modern
England to explain the ‘when, where, why, and how’
of capitalism’s emergence. We also considered the
world-systems approach of Immanuel Wallerstein
and Giovanni Arrighi, both of whom believe that
capitalism’s emergence cannot be attributed to a
particular community, locale, or nation-state but
always to the world at large.
If these accounts situate capitalism’s emergence
in the early modern period, E.A. Wrigley takes the
more typical approach of claiming that capitalism or
industrialisation never really ‘emerges’ until England’s
Industrial Revolution; prior to that, anything that
looks like capitalism is actually modernisation but
not necessarily industrialisation. Only with the
Industrial Revolution in England do modernisation
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and industrialisation join forces for the first time in a
systemic manner.
With the supposition that all of the preceding debates
only consider transformations in the forces and
relations of production to explain the emergence of
capitalism, we concluded the class by taking seriously
the ways in which transformations in the forces and
relations of consumption are also crucial to identify,
analyse, and explain the historical emergence of
capitalism. After all, humans not only needed
to systematically produce an endless supply of
commodities in search of ever-renewed profit, they
also had to cultivate consumptive desires for these
products for capitalism to sustain. To this end, we
considered Jan de Vries’s by now classic The Industrious
Revolution, an effort to analyse how methods of
saving and labour-time calibrated with desires to
consume an array of new commodities appearing
on the market. We finished with William H. Sewell’s
fascinating work on the emergence of consumptive
desires for ‘fashion’ in modern France to understand
how capitalism’s worldwide emergence required
unique and systemic transformations in productive
and consumptive forces and relations. - R.G.
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COMMUNITY ENGAGEMENT

JPM’s Community Engagement offerings include occasional public lectures and performances in Creative
Processes, Curatorial Processes, and Iconic Images as well as book launches, concerts, film screenings, and
panel discussions on topics of interest to Mumbai’s and India’s general public.

PAST PROGRAMMES
At Home in the World : The Art and Life of GULAMMOHAMMED SHEIKH - Book Release by
Gieve Patel and Sudhir Patwardhan AND ‘Translating the World into Being’ - Illustrated lecture by
Chaitanya Sambrani
March 30th, 2019, 6:30 pm
A convivial evening marked the release of the book At
Home in the World: The Art and Life of Gulammohammed
Sheikh edited by Chaitanya Sambrani. The book was
introduced by poet and artist Gieve Patel, and scholar
Sudhir Patwardhan, both of whom have previously
lectured in Jnanapravaha (JPM)’s Critical Theory
courses, the former also having participated in
several poetry readings and having released his own
collection of poems at JPM in September last year.
The launch was followed by an illustrated lecture
entitled ‘Translating the World into Being’, delivered
by Sambrani, which served as an introduction to the
book.
At Home in the World offers a comprehensive study
of seminal artist Gulammohammed Sheikh and
his practice, which spans five decades and more,
and spreads across painting, printmaking, digital
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media, sculpture and ceramics. Besides its being
a monographic biography, the book also contains
essays on specific aspects of Sheikh’s work, written
by academics Collin Parsons, Marcia Kupfer, and
Karin Zitzewitz.
After Dr Rashmi Poddar’s eloquent inaugural address
at the event, Patel felicitated the artist and spoke of
his decades-long friendship with the honouree, sharing anecdotal instances of having learned “by osmosis” from Sheikh during his many visits to the artist’s
home in Baroda, throughout the 1960s and after.
Patwardhan addressed the audience next, and
acknowledged the significant contribution Sheikh
has made towards an artist’s understanding of other
artists. Sheikh often used and interpreted existent
works of other artists – miniaturists, western artists
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Left to Right : Dr. Chaitanya Sambrani, Sudhir Patwardhan, Gulammohammed Sheikh and Dr. Gieve Patel

etc. – which led to an examination of a work and of
one’s idea of the work, and subsequently to concepts
of the home and the world. Patwardhan explicated on
the tendency one has to think of these as contraries,
which leads to the choosing of one or the other. The
scholar spoke of how Sheikh has worked to dispel
these and similar oppositions, such as the binaries
of past and present, east and west, and of course,
home and world, illustrating how these ideas are in
constant interaction, being inter-penetrative rather
than separate.

and discuss major developments in the artist’s life and
practice. Sambrani explains that this section is laid
out in narrative for the dual purpose of recording and
drawing out implications of this prolonged study for
later years.

Next, the artist – who is also a poet, teacher, art
historian and curator – spoke of the book’s inception,
its intermittent development over several years, and
the journey towards its culmination, all of which he has
been closely involved with. The artist acknowledged
the debt he owed to those he had interacted with
throughout his life, whose perspectives had become
a part of his own, and had filtered into his work.

The editor notes the difficulty of structuring such a
book, since the artist has a “bewilderingly rich and
varied oeuvre”. He added that it should be viewed
as “a selection rather than a complete representation
of [the artist’s] entire career”. With multiple formats
used for the purpose of dissemination, At Home in
the World: The Art and Life of Gulammohammed Sheikh
proves to be a notable compendium for posterity. S.P.M.

Sambrani’s lecture followed next. The scholar, art
historian and teacher presented a synopsis of the
book, which frames the artist’s work in the light of
three interpretive lenses: translation, polyphony and
cosmopolitanism. He spoke of how the book makes
use of insights from Indian and European philosophical
traditions to situate the work in historical context,
and how it offers commentary on Sheikh’s oeuvre,
suggesting ways of entering the myriad realms of
experience.
The book inevitably engages with larger histories
of art within and beyond contemporary India, as it
reflects the diversity of Sheikh’s work. The first few
chapters are organised more or less chronologically
28

The book is also enriched by the contributions of three
other scholars (whose names have been mentioned
earlier). These academics were invited to present
essays on specific aspects of Sheikh’s later work, with
each viewing them through a different lens.
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Announcements
POSTGRADUATE COURSE IN INDIAN AESTHETICS
July 2019 – April 2020
Typically Saturdays, 1:30 – 5:30 pm
Introduced in 1999, Jnanapravaha Mumbai’s academic yearlong Postgraduate Diploma/Certificate Course in Indian
Aesthetics (IA) examines the development of visual forms in
historical and discursive context. Crossing the disciplines of
art history, archaeology, architecture, anthropology, literature
and philosophy, the course treats roughly 5,000 years of Indian
visual art and aesthetics, encompassing premodern, modern
and contemporary forms, as well as popular traditions. IA
scholars comprise internationally renowned academics who
ensure that the visual material presented is broad-based
geographically, historically, culturally, and materially. Over
the years, in keeping with JPM’s mission, the programme has
evolved to include subjects of current research.
For admission, you are required to submit:
A copy of your last degree certificate and two
passport-sized photographs.
Portrait of Raja Budh Singh of Bundi on Horseback. Jodhpur,
c.1820. Opaque watercolour on paper. Jnana-Pravaha, Varanasi.

Fee structure
Diploma (writing and attendance) – Rs. 35,000
Certificate (attendance) – Rs. 25,000

POSTGRADUATE COURSE IN YOGA AND TANTRA

August 1 – October 4, 2019
Typically Thursdays and Fridays, 5:30 – 8:00 pm (Timing for Week One: 5:00 - 8:00 pm)
Ambitious in scope and interdisciplinary, Yoga
and Tantra (Y&T), an introductory course, offers a
critical inquiry into the field of yoga and tantra. The
programme aims to trace historical antecedents to
modern-day practice, exploring the relation between
yoga and tantra, and offering a broad understanding
of the development of yogic and agamic/tantric
traditions in the Hindu, Buddhist, and Jain world
views, as well as syncretic interactions with vernacular
Bhakti traditions from premodern to modern times.

presenting views from Sanskrit studies and philology,
philosophy, literature, aesthetics, art history, religion,
archaeology, and anthropology.
For admission, you are required to submit:
A copy of your last degree certificate and a
passport-sized photographs.
Fee: Rs. 18,000

The course is at once a meditation on life and
an encounter between the philosophical and the
experiential, situated in the socio-religious order
of the historical world even as it adduces the
transcendental, esoteric, and mystical dimensions
of an array of yogic and tantric traditions.
Emphasising current research and publishing in
the field, Y&T brings national and international
scholars leading innovative research projects
to deliver lectures and seminars that trace the
historical development of yoga and tantra.
Y&T uses both academic and praxis-based approaches;
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Four Mandalas of
the Vajravali and
Tantra-Samuccaya.
Ngor monastery or
affiliate, Tsang, Tibet.
c.1460-1500. Opaque
watercolour on cotton.
Jnana-Pravaha,
Varanasi
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Dr. Pushkar Sohoni and Dr. Rashmi Poddar with the students of Indian Aesthetics 2018 - 2019

We know we have made a difference. Our endeavour to encourage and facilitate pedagogy
meaningfully continues with the firm belief that the humanities are indispensable to the well-being
of the community and the individual.

Queens Mansion, 3rd Floor, G. Talwatkar Marg,
Fort, Mumbai - 400001. India.
www.jp-india.com
www.facebook.com/JnanapravahaAtMumbai
Follow us on Twitter @Jnanapravaha_M
Instagram: Jnanapravaha_Mumbai
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