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which define the Buddha as "adorned with the 32 major 
marks of the eminent man, a shining body favoured 
with the 80 minor marks, a halo around his head 
brighter than a thousand suns, similar to a mountain of 
glittering jewels, fascinating in all ways". This excerpt 
from E. Lamotte (page 714) fits perfectly the definition 
of the Sun King. 

However, we will find the same elements 
mentioned a little later in texts common to Buddhism in 
Pali language, such as the Selagatha (Sanskrit -
Sailagatha) which are included in the Commentary of 
Dhammapada attributed to Buddhagosa , and going 
back to approximately the beginning of 5th century 
AD. Sela (or Saila) is a Brahmin who was converted 
after speaking with the Buddha. In a Sanskrit text of 
the Commentaries, one of the great direct Disciples of 
the Buddha supposedly provided the following details 
which would have been given by the Blessed One 

Himself: 
"Such is the Cakravartin, such is the Tathagatha 

Arhat, a Perfect Buddha. As said in the verse (gatha) 
from Saila : "Saila, I am a King, the supreme king of 
Dharma; in the circle of the Earth. I turn the Wheel of 
Dharma", and the Witness adds "As the Cakravartin 
Monarch, see the Compassionate Tathagatha ... " 

It is unfortunate that these precise statements 
have not been noticed earlier, since the Lalitavistara 
only repeats or develops the same theme, for example: 

... "called King above all kings" ... " 

... "exercising power on all laws, I am because of 
that the Jina (the Victorious), the Lord of the Law, 
who, after setting in motion the Wheel of the Law, is 

called King of the Law .. . " 
. .. "I shall be a king, a monarch who maintains the 

rule of the Law, and is endowed with all powers" (cf. 
trad. Kern). 

It would be easy to give multiple examples, but 
these few seem sufficient. There is no reference here to 
a Body of Bliss; we are on a strictly terrestrial point of 
view, and we are directly confronted with historical 
facts. There is no need to resort to the esoteric 
speculations of Mahayana or any other extrapolation. 
The elements we have collected are extracted primarily 
from the Theravada (in Sanskrit) before being 
absorbed by the Mahayana at its beginning. 

However, are these elements really ancient, 
anterior to the texts we have just referred to? Here 

Fig. 3. A panel of the Ajiirassrru Pillar. Early I century 8. C. Adoration 

of the Buddha. 

again, we will use the testimony of images and texts. 
We will study the images dating from the aniconic 
period in Buddhist art. In Barhut, in Sand, the 
presence of Buddha is always suggested through the 
same symbols : a throne (on which the Blessed One is 
always supposed to be seated in "European" fashion 
and not in Indian fashion) (fig. 3) , umbrellas, a 
cakrastambha (wheel erected on a pillar) ... All these 
symbols are royal symbols, not only in connection with 
victory over Mara ... The throne not only symbolizes 
the Diamond Seat, the Immovable Seat, but also the 

omnipresence· of Buddha. 
One may be tempted to object that these images 

are not earlier than 2nd century BC (Bharhut) , and that 
they could be the evidence of a noticeable evolution of 
the doctrines from various sects ... However, the Pillar 
of Sarnath , erected by Asoka in the middle of the 3rd 
century BC on the site of the First Sermon, is also 
primarily a symbol of universal kingship (the Law 
governing the Four Directions) which announces and 
prefigures all subsequent evolution (fig. 4). 

The texts strengthen these observations. The 
Mahaparinibbana Sutta , a canonical text said to have 



Fig. 4. Stirntith . Lion Capital. III century B.C. 

been recited at the time of the First Buddhist Council, 
in the year following the Mahaparinibbana, and then 
copied in Sanskrit , includes this important point. It is 
perfectly in agreement with the development of the 
Life of the Blessed One, in particular the Great Magic 
Miracles of Savatthi and the Teaching given in the 
Heaven of the Thirty-Three, that in order to help others 
to reach salvation , Buddha shows himself to all beings 
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in any chosen appearance : 
. .. "Before joining them, I make my appearance 

similar to theirs , I make my voice similar to theirs, I 
teach them, I please them with my teaching on 
salvation, but they do not know me while I am 
teaching" ... (excerpt from L. de la Vallee Poussin , 
Museon, 1913, p 278). It is the very essence of the 
Jambupati Sutta, or rather the Avadana which was 
probably used as the model for the Jambupati Sutta. 

But it is also the starting point of speculations 
developed by the first schismatic sects, the 
Mahasanghika in particular, which seceded at the time 
of the Second Council held in Vesali, around 100 or 160 
years after the Mahaparinirvana. As far as the 
Mahasanghika (called the Great Sect) and the other 
sects related to it are concerned, the Body of Buddha 
is only a manifestation , and is only spiritual: 

"The fully and perfectly Enlightened Buddhas 
have nothing in common with the world. For these 
Great Sages, everything is beyond this world, even 
their birth is supramundane." 

Consequently, the Lokottara (supramundane) 
Buddha is evidently considered as a human 
manifestation, since the theory of Mahasanghika will 
be used and developed by Mahayana, it seems 
appropriate , and very important to think that the 
crowned Buddha is always considered as one form of 
appearance. It can never be considered as the Body of 
Bliss, which is only perceived by Boddhisattvas. It 
seems also logical to find the crowned Buddha images 
in both Theravada and Mahayana, since many sects of 
Theravada (not only those in the Sanskrit language) 
and Mahayana (at least those closest to ancient schools) 
accept both ideas, namely: the Buddha being dressed in 
any chosen manner suitable to convert beings, and the 
supramundane Buddha. 

Finally, we should point out that the geographical 
distribution of crowned Buddha images in India and 
Southeast Asia, but totally absent in Sri Lanka, 
corresponds perfectly to what we know of the evolution 
of sects which have absorbed and developed the idea of 
a supramundane Buddha : a Buddha which is purely 
one manifestation, and may choose any appearance 
likely to lead beings to the practice of the Law. 

Translated by Janine Gray · 
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TA KE ROCK PAINTING 
IN YUAN JIANG COUNTY, 

YUNNAN PROVINCE 
* by Yang Yao You 

Translated and expanded by MALINEE GUMPERA y ARNNONT 

An ancient rock painting was discovered at Ta Ke 

Village, Yuan Jiang County, Yunnan Province during 

December 1985. The Cultural Relic Bureau of Yunnan, the 

Cultural Bureau of Yu Xi Region and the Cultural Center 

of Yuan Jiang County jointly surveyed the site in January 

and March of 1986 with a view towards conservation of 

the sites. 
The Ta Ke rock painting is located one kilometre to 

the northeast of Ta Ke ViJ!age (also called Longchi Village) 

at the foot of Shijiuhu Cliff. The cliff runs north to south 

with 27 degrees orientation eastward. Its elevation is 1,532 

metres above sea level. T he entire complex is 19.5 metres 

lo ng and more than 2 metres above the ground . The highest 

painting is 15 metres above. The upper part of the cliff 

broadens out and the front of the cliff has double terracing. 

Because vegetation has been destroyed, the body of the cliff 

is exposed and has cracks in certain places. A number of 

the paintings are defaced due to the peeling off of rock 

layers, having been covered over by lava flows or some 

other reasons. At present only 94 pictures remain, among 

them are: depictions of 62 human figures, 10 animals, and 

22 miscellaneous subjects including symbolic pictures. The 

* Yang Yao You, "Yunnan Yuanjiang Ta Ke Ya Hua", 
Wen Wu 7, 1986, 

Associate Professor Malinee Gumperayarnnont is a 

lecturer in the Department of An History, Faculty 

of Archaeology, Silpakorn University, Thailand. 

rock painting is painted in a reddish brown and red color, 

presumably by using ground hematite mixed with animal 

blood and other materials to make the pigments. Although 

the painting technique is primitive the simple outlines and 

patterns were skillfully executed. The depictions of human 

figures do not show the "five organs." Many bodies a re 

simply drawn in geometric forms. T he various designs 

which decorate the bodies and appendages of the figures 

indicate status distinctions. The lines are terse, natural and 

simple. 

The find ing of the Ta Ke rock painting follows other 
important discoveries of rock painting sites which include 

Cang Yuan, Geng Ma, Nu Jiang, Lu Nan, Qui Pei, Mile, 

Xi Chou and Ma Li Po, and others, It is the twenty-second 

rock painting complex so far fou nd in Yunnan. The Ta 

Ke rock painting is the most primitive rock painting yet 

in the Yuan Jiang River Valley. 

PART ONE: THE ROCK PAINTING AREA 

Starting from west to east, the rock painting area can 

be div;ded into seven sections as follows: 

The first section, the highest part of the picture, is 

15 metres above the ground , and some 3 metres wide. T his 

section can be divided into 8 pictures, drawn on three layers 

of the rock cliff. On the uppermost layer is a picture of 

the sun, only 5 centimetres in diameter, with five rays. 

Beneath this is a human figure with a lozenge-shaped body. 

On the middle layer, to the left side, is a form which bulges 

in the middle, having a hook on both ends. It is 30 centimetres 

long and 14 centimetres wide . On the upper par t and to 
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The sketchy picture of figure 1 

the right are 21 dots arranged in five rows. On the right 
side are two lizard-like animals. One is 37 centimetres long 
and 12 centimetres wide with a triangular head. Its front 
claws stretch out equally; the rear claws appear to be 
crawling. Beside the lizard is a lozenge shape. rhe other 
lizard is 80 centimetres long and 24 centimetres wide. On 
its round head are antenna and a mustache; it also appears 
to be crawling. Beside it is a lozenge shape and a circle. 
To the left is a snake-like picture or character form [l]. 
On the lowest layer is a human figure with a lozenge-shaped 
body to the left. On the head of the figure are six straight 
lines. On the right side of the picture are indistinct lines 

forming a lozenge shape which cannot be identified (Fig. 
1). The second section is more than 2 metres above ground 

level; it is five metres wide and contains altogether 11 
pictures. Below and to the left is a circle in which is painted 
two figures resembling the Chinese characters for ta, or 
large, (here perhaps merely being a symbol for man). 

Above this is a large incomplete human figure with a square 
outline and various lines inside. Below this can be seen two 

running figures. In the middle of the painting is a standing 
figure with both arms down; projecting from the round 
head are two curved lines. To the left are two animals 
[2] and to the right are two small men. On the upper right is 
a single figure holding a long bow in his left hand and his 
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The sketchy piccure of figure 2 

right arm flexed as if preparing to shoot. On the topmost 
portion of the painting is a figure with a tilted body 
apparently wearing a head ornament or headdress [3] 
(Fig. 2). 

The third section is composed of four pictures. At 
the bottom is a rather large figure with a round head which 
is adorned with two long feathers as ornaments. Both of 
its arms hang down and both knees bent. Above his head 
is an ox horn [ 4]. On the uppermost part is a figure with 
a slightly swinging body; on both sides of his head is an 
ornament. On the left side of the picture is a small figure, 
arms stretched out horizontally (Fig. 3). 

The fourth section is the middl~ of the rock painting. 
It is 2 metres above the ground made up of 15 pictures. 
Below left is a lozenge shape [5]; above this is a figure in 
a squatting position with arms hanging down. Its body is 
filled with straight lines; each side of his head has an 
ornament. Next to this figure are two figures of equal size 

made up of progressively larger lozenge shapes. One has 
a round head with a single line head ornament; the other 
carries a small figure in each hand. Above these two figures 
is an incomplete figure. To the right of this group are five 
figures, one with a lozenge form in the middle. To the left 
of the main figure is a figure with large breasts and appears 
to be a female. The remaining paintings are of ox horn 
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The sketchy picture of figure 3 (far left) and figure 4 

and snake-like shapes (6) (Fig. 4). 

The fifth section is also in the centre of the rock 

painting. It is the largest part, with 25 pictures altogether, 

consisting of 19 figures, more than half of which have their 

hands raised up. The legs of the figures are either straight 

or stretched out. Among them is a figure with a circular 

head made up of thick lines. In the middle of the picture 

is a figure with hands raised up holding a large rope as 

if in the act of throwing. This apparently depicts a hunting 

tool called "a flying stone rope". Two figures are below, 

holding weapons and standing in a fighting stance. On the 

right side are painted three bodies of " frogmen" decorated 

with straight lines on their bodies. A lozenge appears as 

a symbol as well (Fig. 5). 

The sixth section, the upper part of the painting, has 

altogether 10 pictures. On the lowest part is painted a 

"frogman". His head seems to have a head ornament in 

lozenge form. On his body are three straight lines; both 

hands are raised, his knees angle outward. Six figures are 

painted above including a single running animal. The 

figures in the upper row hold weapons, some with head 

or ear ornaments. The remainder of the pictures appear 

to be the lower extremities of human figures (Fig. 6, 7). 

The seventh section, to the extreme right, has altogether 

21 pictures. On the left side is a figure of a man shown 

more boldly than the others, having a head ornamented 

with two topknots. Beneath him is a running dog, a nd by 

his side are two figures whose upper parts are missing. 

Above this is a walking figure and a lid-shaped vessel 

(form?) flying(?) over his head. The topmost layer of the 

picture depicis two male figures with lozenge-shaped 

bodies, each having four hands and two legs. Inside the 

lozenge-shaped body is a ring-dot motif; on the upper part 

of both legs and between the legs is also the ring-dot motif. 

Beneath this is an incomplete "frogman" form within 

which a re wavy lines. Above this is a half circle with rays, 

suggesting the sun. Further down are more wavy lines (7) . 

On the right side are depicted four figures, among them 

is one that is lozenge-shaped. In front of this is an incomplete 

" frogman" figure with a head decoration and an animal 

with sharp horns on its head. On the right hand side is a 

lozenge-shaped motif with a circular dot in the middle. At 

the bottom of the pictures are various symbols (Fig. 8) . 

PART TWO: ANALYSIS OF THE ROCK PAINTING 

The Ta Ke rock paintings are vivid and abundant. 

The following analysis is an attempt to deal with some of 

the most important paintings. 

1. Below the sun on the highest part of the rock 

painting is a bulging form, becoming an elliptical circle 
with the top and bottom forming a hook. This form looks 

like a melon but it is not. It looks like a snake but it is 

not. Both ideas can be related to the traditional "Pan Hu" 

(gourd or calabash) of the southwestern minority peoples 

such as the Yao, Miao, Dong, Li, and so forth. According 

to tradition, during the reign of King Wang of antiquity, 

the spirit in the form of an imperial dog named "Pan Hu" 

married a princess. She bore four children, from whom 

descended four clans; the Lan, Lei, Pan and Zhong. They 

inter-married and their descendants increased eventually 

becoming the ancestors of the four clans. They each held 

" Pan Hu" to be their common ancestor. Later the name 

"Pan Hu" metamorphosed to " Pan Gu" , a myth which 

played an important role in southern China. Besides 

"Fu Hsi" and "Nu Wa" are the men produced from the 

bottle gourd which seems to show some relationship with 

this rock painting . 

The subject of the rock painting reflects the origins 

of mankind, a theme which can also be found in the rock 

paintings of Cang Yuan, Yunnan Province. There is, for 

instance, a drawing of the bottle gourd at Man Kan and 

the double circles of various sizes at Meng Ceng. All , it 



s::~. refer to the origins of the human race. 

2. On the right hand side of the first picture are two 
!Sz.a.rd-like figures, stretched out and crawling on the 
~ ound . These are similar to the lizard body with a human 
.:.ead on the painted pottery of the Yangshao period 
:!Xcavated from Wu Shan County in Kansu Province (See 
Fig. 9). This is the first time a lizard picture has been 
discovered in Yunnan. The lizard at Ta Ke has a large 
body, powerfully and vividly executed. It certainly is an 
object of worship and may also be a primitive dragon 
totem. In the middle of the picture only two huge lizards 
can be seen. They may be totem figures worshipped such 
as the pair "Fu Xi and Nu Wa". 

3. In the rock painting there are altogether twelve 
figures. They are distinguished by designs in the middle 
or upper parts of their bodies, suggesting higher status or 
position. The lozenge shape is probably a symbol of the 

female sex organ. In the fourth picture is a lozenge-shaped 
figure carrying smaller figures in each hand. In the seventh 
picture is a lozenge-figure with a dot between its legs (see 
Fig. 8). From the particularly beautiful shape and the 
location of the drawing, it can be interpreted that this 
picture depicts the worship of the female sex. The 
lozenge-shaped human body is unique and beautiful. It is 
found only at Ta Ke and has never been found in other 
rock paintings in Yunnan. 

4. The "frogmen" figures in the rock painting also 
provide a unique element. The entire painting has 7 
frogmen altogether. The linear decorations of their bodies 
differ, legs stretch out with hands raised in a cheering or 
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The sketchy picture of figure 5 
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dancing action as in a cult ritual. Traditionally, it is said 
that there existed in the Southwest "frogmen" descendants 
of "Fu Xi and Nu Wa". These "frogmen" figures are 
similar to those found in rock paintings at Lu Nan slope 
and Ma Li Po, both in Yunnan Province. There are also 
human figures in the rock paintings at Zuo Jiang River 
in Guangxi Province which are basically similar to those 
noted above. However, the latter have depictions of knives, 
swords, and other implements at their waists. It can be 
assumed therefore that the latter were executed later than 
the Ta Ke rock paintings. 

In conclusion, the preliminary assessment is that the 
content of the Ta Ke rock painting concerns tote nism 
figures with a lozenge-shape, "frogmen", and so forth. 
All these echo the known local primitive religion. 

PART THREE: WHEN THE ROCK PAINTINGS 
WERE EXECUTED 

In ancient times, the Bai Bu and Bai Yue tribes settled 
in the Yuan Jiang River. Cultural relics from this area attest 
that primitive clan groups lived scattered throughout this 
region. Some excavated bronzes clearly show influence 
from Dian Chi although many of the forms and designs 
on the implements are similar to bronzes from Ma Wen 
Shan in the western part of Guangxi Province. 

The content , the composition as well as the style of 
the Ta Ke rock paintings differ from the other regional 
rock paintings at Nu Jiang, Cang Yuan, Geng Ma, and so 
forth. The major paintings, such as the depictions of 
lizards, snakes , and frogs all served as totems among the 

The rock painting of figure 6 
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The sketchy picture oof figure 7 

Bai Yue. They were used especially for worship only among 

the Bai Yue tribe. All of the Ta Ke rock painting features 

show a strong "national" characteristic indicating a close 

relationship with the Bai Yue clan. 
The Ta Ke rock painting, like other regional rock 

paintings, was not completed at one time. The sixth 

painting for example depicts a hunting scene with men 

holding shovel handles and utensils in their hands. 

Compared with the other pictures, the color is bright and 
clear, the lines are sketchy and bold, and the decoration 

is more complicated. The human figures are also different 

with their lower limbs drawn out with a strong 
musculature. This painting should be considered later than 

the other paintings at Ta Ke. The terrace beneath the rock 
painting has not been excavated; only charcoal, dust and 

animal bones have been recovered -- terrace remains left 

behind from buria ls. Other historical materials excavated 
from the Ta Ke area include a Yue battle axe, an ax "fu" 

and other bronze objects. Recently discovered on the 

western bank o f the Yuan River and Long Shu Dian were 

remains of bronze and stone implements. Implements 

excavated include bronze and stone axes, a stone spinning 
whorl, and other New Stone Age implements which were 

left behind by the deceased. From the analysis made by 

Kunming Metallurgical Research Laboratory using an 
electron microscope, the bronze axes were found to contain 

95 .21 OJo bronze, 2.00Jo sulphur. It can also be proved that 
about 3,000 years ago the water level in the Ta Ka area 
was once relatively low. A preliminary estimate is that the 

later period pictures at Ta Ke can be dated to the Bronze 

Age. 
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The sketchy picture of figure 8 

The content and technique of the early rock paintings 

are relatively archaic and awkward . Its unique content is 
evidently for primitive religion. The paintings at Ta Ke 
differ from the rock paintings at Yunnan Cang Yuan, the 

Yin Shan Mountain in Inner Mongolia, and other sites 
which depict daily life and the manufacturing scenes. A 
Carbon 14 analysis of plant materials found covering parts 

of the Cang Yuan rock painting and a comparison made 

with nearby excavated cultural materials, revealed that the 
early work of Cang Yuan rock painting was executed in 

the late Neolithic Period. A large rock cliff in the Ma Li 

Po rock painting complex depicts a god which can be 

compared with human figures from other rock paintings 

in the area which also dates to the Neolithic period. A 
comparison of the Ta Ke rock paintings with the two 

aforementioned rock paintings shows that the content of 
the Ta Ke rock painting is more primitive. The elements 
of the latter include: the origins of mankind originating 

fro m the traditional story of "Pan Hu" together with the 

primitive belief related to the lizard; the lozenge-shaped 

figures which manifest a cult dedicated to the worship of 

the earliest ancestors of mankind; the " frogmen" whose 
bodies have no implements, and so forth. These are unique 
features of the Ta Ke rock painting complex and attest that 

the Ta Ke paintings are older than the 21 other rock 

paintings thus far discovered in Yunnan Province. The date 
of the paintings are about the late Neolithic period. 

At present there is no reliable method for dating rock 

paintings scientifically. As mentioned, the dating of rock 
paintings is based on a consideration of the subject matter, 

comparison with other rock paintings nearby, and the 



consideration of associated cultural remains excavated in 

the area. In order to progress further, new discoveries are 
necessary. 

The discovery of Yuan Jiang Ta Ke provides new 

materials for further research on rock paintings in Yunnan. 

It especially helps research on the "Yuan Jiang Culture". 

Painted pottery amphora with human face and lizard body. Yangshao 

Culture, kansu Province, height 38 cm. 
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FOOTNOTES 

I. Does not appear in the picture. 

2. The upper one with a trunk stretched out; it looks like 
a tapir. 

3. It looks like feathers. These headdresses show the 

different status of society most of whom wear no 
headdresses. Anyone wearing a headdress could be the 

chieftain or the shaman who conducted the religious 
rites. 

4. The ox horn may be regarded as symbol or emblem 

that signifies the important status of the person: wealth 
or victory. It is regarded as a totem among the minority 
groups. 

5. It may either be the signification of a magic figure 
to drive away the evil or signify good fortune. 

6. The minority groups in the south and southwest of 

China traditionally believed that snakes played an 

important role in agriculture. It is a lso a symbol of 

harvest season. The snake's movement could symbolize 

that the earth will become fertile and fruitful; 

accordingly, the women will perform a similar rite in 
the village (see Jessica Rawson 226). This belief can 

be related to the Ta Ke rock painting which depicts the 

snake's movement, figures with full chest, and a man 
with a lozenge form, etc. This painting might be related 

to the agricultural rite . 

7. It can be preliminary assumed that these watery lines 

signify the environment of this minority group who 
lived near the Yuan River. 
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VIGAN AND ITS 
ANCESTRAL HOUSES 

by Carmen R. Punzalan 

History has often been decided by geology, fate 
of men , its urban configuration, and making particular 
reference to its evolution in the past. 

The historic analysis of Vigan actually begins 
millions of years ago when changes in the earth's crust 
eventually led to the formation of the Philippine 
archipelago on the vast expanse of the Pacific. 

It is believed that this group of islands was 
originally a part of the Asian underbelly and gradually 
isolated at the events of time. 

The island of Luzon , a narrow strip of sandy , 
semi-arid region that runs along the coast of China Sea, 
lies bounded on the east with the mountain ranges of 
the Cordilleras, the Ilocos. The earliest Ilocos man was 
like the rest of the human family of his time. 
Geographically confined in an environment where 
struggle is a context of determination between men and 
nature , the isolated Ilocanos, hardy and industrious 
developed into a highly ethnocentric group possessed 
with an intense sense of regional identity. 

The house on stilts otherwise known as the native 
"bahay kubo" was all of Vigan's architecture then. 
Although this original Filipino dwelling cannot be 
acknowledged as architecture by many today , it claims 
an ancient lineage and a vast domain. Long before 
Christ, images of these were already inscripted on the 
Dongsum drums of Vietnam. 

To keep the bahay kubo safe and comfortable 
from the tropical ground at all seasons was always the 
more immediate concern. The bahay kubo's response 
to stress is ambigous. During an earthquake, it holds 

The author is an Architect II at the Philippines National 

Museum. 

fast for the pliant materials fitted together into a 
skeletal frame sway with the shock. Repeated shocks 
however can collapse the bahay kubo and the strong 
winds of the typhoon can knock it down. Its materials , 
nipa and cogon easily catch fire. Lack of durability is 
another problem of this dwelling. Its rafters last no 
longer than five years and the bamboo slats become 
brittle in a decade. 

Large bodies of water branching out from the 
China Sea attracted a new population: the slim brown, 
lank haired Malay from the Malay Peninsula and 
Indonesia. And soon afterwards, porcelain , precious 
spices and timber trade flourished . The town of Vigan 
became a trade center in Northern Luzon because of its 
ideal location at the estuary of the Abra River where 
Chinese and Malays traded their wares from the 
highlands. 

In 1574 however the expedition led by Juan de 
Salcedo undertook the conquest of Luzon. Almost 
immediately the indomitable conquistador established 
a settlement for the Spaniard in the town of Vigan. This 
was later called Villa Fernandina in memory of Prince 
Fernando, the first-born son of King Philip of Spain. 

To Vigan, the Spaniards brought not only their 
religion but also the adjuncts of their culture, their 
customs and habits, their educational system, their 
aristocracy, and the aura of the western world. 

Towards the end of the sixteenth century the 
Agustinian friars were established securely, were 
building churches, residences, cemeteries, schools and 
tribunals, roads and bridges. They founded missions in 
the towns and villages along the coast, they taught the 
people Christianity and introduced the making of 
bricks. In due time, the "bahay kubo" of nipa thatch, 
timber and planks either disappeared from the 



Christianized regions or metamorphosed into the 
traditional townhouse now ubiquitous in Vigan Town. 

The layout of Vigan Town was designed in typical 

Spanish style. Here, the grid town zoning separates the 
people from one another - another variant of the 
Spanish policy of divide and rule. One will note the 

aristocracy of the "babknangs: (the rich) against the 

"kailianes" (the ordinary town folks) . In a small town, 
a house address gave a clue to the family's social 
standing for the elite house stood on the plaza beside 
the chruch and the tribunal. 

All structural adaptations in the Philippine 
environment were articulated. And this brought about 
the emergence of an all-weather house, a functional 

building to live up to the context of the tropics. 

Although shaped closely to peninsular models, its 
features were adopted to suit the environment, all 

possible Philippine contest and needs. 
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Thick walls. hardword floors. high ceiling, tile roofs make these old 

houses of Vigan venerable looking and formi dable as forts. 
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SPAFA AFFAIRS 

GOVERNING BOARD 

HOLDS 

2ND MEETING 

The SP AF A Governing Board held its 2nd meeting 
at the SEAMEO Headquarters on October 12-13, 1987 to 

act on important matters concerning the Centre. 

During the two-day meeting the SPAF A Director 

reported on the Regional Centre's initial performances and 

activities. The Board on the other hand: 

* approved the re-appointment of Messrs SGV-Na 
Thalang Co. Ltd . as SPAFA external auditor for 

FY 1987-1 988. 

* accepted the SPAFA Financial Report of FY 

1986/ 1987 as amended. 

* expressed the need to create SP AFA Coordinating 

Units to replace the sub-centres that are no longer 

active as a result of the reconstitution of SPAFA 
as a Regional Centre. 

* requested that their respective countries be given 

another chance to submit their nominations for 
SPAFA's Specialist on Visual Arts. 

* suggested that the Centre Director approach the 
Embassy of Negara Brunei Darussalam for their 

possible active participation in SPAFA's activities. 

* expressed their appreciation and gratitude for the 

good work and efforts done by Professor Dr Adul 

Photo shows (from left) Mr. Taveesak Senanarong, Professor 

Dr. R .P. Soejono and Mr. Lee Wai Kok during the 2nd SPAFA 

Governing Board Meeting. 

Wichiencharoen, former SEAM ES Dir~ctor , and 
Miss Suchitra Vuthisathira, former SPAFA Co­
ordinator. 

Mr Taveesak Senanarong, Chairman of the Govern­
ing Board and Director General of the Fine Arts 

Department of Thailand, concluded the Meeting by 

thanking the Board Members for giving significant insights 

on the development of appropriate guidelines for SPAFA 

and wished the Regional Centre a long life fi lled with 
achievements dedicated to the peoples of Southeast Asia. 

The Governing Board comprise the SPAF A Govern­

ing Board M~mber for Indonesia, Prof. Dr. R .P. Soejono; 

the SPAFA Governing Board Member for Malaysia, Mr. 

Adi Haji Taha ; the SPAFA Governing Board Member for 
the Phil ippines, Mrs. Esperanza Bunag Gatbonton; the 

SPAFA Governing Board Member for Singapore, Mr. Lee 

Wai Kok; and the SPAFA Governing Board Member for 

Thailand, Mr . Taveesak Senanarong. 

SEAMEO Associate Member Co un try 

representatives in attendance were Mr . C hristian 

Pellaumail , French Permanent Representative to 
SEAMEO, and Miss Fabienne Mansencal, French 

Consultant to SEAMES. 
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PROFESSOR DR R.P. SOEJONO 
AT THE SIAM SOCIETY, BANGKOK 

Professor Dr. R.P. Soejono, SPAFA Governing Board 

Member for Indonesia and the incumbent Director of the 
National Research Centre of Archaeology in Jakarta, was 
cordially invited to talk at the Siam Society, Bangkok, in 
the evening of October 13, 1987. The SPAFA Governing 
Board Member's talk is briefly given below: 

ART AND CRAFT IN PREHISTORIC INDONESIA 

Archaeological remains which are widely found in 
Indonesia reflect multiplicity of man's activities throughout 
the archipelago in the past. Based on their context and 
function, these artifacts can be classified as daily utensils, 
ceremonial and religious paraphernalia, and others. 

During the pleistocene era, the artifacts comprised 
practical tools for hunting purposes only. They are made 
elementarily from natural materials, such as stone, wood 
and shell. 

During the holocene, when man started to settle 
sedentarily, the tool-making technology showed further 
developments. Tools were not produced for practical 
purposes only; the technology, the typology as well as the 

function of tools became more complicated. This im­
provement was enhanced by the invention of metallurgy. 
Highly fashioned creations required not only technical 

skills in production, but also signified specific meanings 
and symbolic expressions in social life. This sophistication 
is observable in many localities. Items of technological and 
artistic value originate from the epi-palaeolithic, neolithic 
and palaeo-metallic period. They consist of many forms 
and types of polished stone tools, bronze artifacts, and 
megalithic objects. 

Some objects that characteristically indicate specific 
skills, techniques and artistic feelings are for example 
rockpaintings from South and Central Sulawesi, Maluku 

and Irian Jaya; rectangular polished stone axes, bronze 
axes and kettle-drums from Sumatra, Jawa, Sulawesi, 
Nusa Tenggara, Maluku and Irian Jaya; megalithic statues 
and carvings, and decorated pottery from many parts of 
the archipelago. 

Decorative designs used during the prehistoric time 
are human face or mask, anthropomorphic, fauna! and 
geometric designs such as circle, spiral, triangle, fishbone , 
etc. These artistically and technically sophisticated artifacts 
indicate a developed stage in technology, social lifeways 
and ideology as well. In many sites these characteristics 
persisted through time time in the same condition or 
adjusted to local developments and circumstances. 

JAPAN CONTRIBUTES TO SPAFA 
H.E. Mr Kumaki Asomuri, Deputy Director­

General, Minister's Secretariat (Science and International 
Affairs Bureau), Ministry of Education, Science and 
Culture of Japan announced in the 22nd SEAMEC 
Conference convened in Singapore on January 22-24, 1987 
that his government would once again contribute to 
SP AF A. 

The Government of Japan has now contributed US$ 
47 ,690 for the purchase of marine archaeology equipment 
and computer equipment. From this amount about half 

will be set aside for the Thai Underwater Archaeology 

Project to "further strengthen SP AF A training resources 
and facili ties in underwater archaeology in Sattahip, Chon 
Buri." 

By providing the SPAFA training base with more 
diving equipment, the SPAFA commitment in this field 
of specialization will be better fulfilled. It is envisioned 
that, with more research equipment and a small and simple 
laboratory where one can work with a computer, photo­
graphic drawings and other audio-visual equipment, 

trainees and/ or researchers could be enlightened on the 
preliminary treatment of objects retrieved from the sea. 
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In 1986, the Government of Japan had contributed 

to SP AF A the amount of US$ 47 ,690 of which US$ I 0,490 

was allocated for the purchase of marine archaeology 

equipment and the rest for computer equipment at the 

SP AF A Headquarters. 

SPAFA CONDUCTS 
lST TRAINING COURSE 

Thirteen middle-level cultural administrators from 

Indonesia, Malaysia, Singapore, the Philippines and 

Thailand participated in the first SP AF A Training 

Course entitled " Development Strategies of Cultural 

Values" he ld in Bangkok, from September 15 to Octo 

ber 15, 1987. 
T he SPAFA training course coordinated with the 

Office o f the National Culture Commission, Ministry of 

Education, Thailand, aims to provide the participants with 

the knowledge of the intricasies of culture and cultural 

processes, and for them to gain appreciation and 

understanding of cul tural differences in Southeast Asian 

societies. It also envisions to equip the participants with 

organizational skills which will enable them to adopt and 

adjust governmental structures in order to make them more 

responsive to the needs and aspirations of the people. At 

the same time, the training course a ims to equip the 

participants with administrative and management tech­

niques in project planning, implementation and evaluation. 

In order to realize these goals, the organizers had 

deviced at least three modules namely: 

I. Series of lectures on meanings of cul tures, 

cultural values, cultural dimension development, 

cultural policy, its so urces, needs uses, 
components, UNESCO's cultural policies, 

cultural administration, cultural planning and 

other relevant subjects; 

II . Case Study through group dynamics and 

exchange of knowledge and experiences by the 

participants in their respective countries; 

Ill. Actual drawing up of a plan of activities for 

specific cultural project development as practi­

cum for them. 

17 Experts in the fields of cultural administration and 

museology, education and educational planning and 

management from UNESCO, Ministry of Education of 

T hailand, Chula longkorn University, and other cultural 

and educational colleges and institutions were invited to 

compose the distinguished panel of lecturers. 

As part of its educational activities, the trainees were 

conducted to Thailand's historical places, cultural and 

scenic spots Jjke the Temple of the Emerald Buddha, Grand 

Palace, National Museum, Institute for the Development 

of Education (IDEA), National Theatre and College of 

Dramatic Arts, Ayutthaya Cultural Centre, Buddha­

mondhon, Bang Pa In Palace, Folkcraft Centre of Support 

Foundation, Su khothai H istorical Park, P hitsanuloke 

C ultural Centre, and others. 

Par ticipants of the training course were as follows: 

Indonesia - Mrs Sri Rahayu Mulati and Mr Rai Netera, 

Aag; Malaysia - Mr Nik Ismail Bin Che Muda and Mr 

Tuan Ismail Tuan Soh; Philippines - Mrs Francisca F. 

Caberoy and Mrs Mercedita J. de Ia Cruz; Singapore - Mrs 

Lam Mee Lain and Miss Maureen Teo Whee Sian; Thailand 

- Mr Choti Yamsang, Mr Pisist Charoenwongsa, M iss 

Sivalee Poopetch, Miss Sudhasinee Vajrabul, and Mr 

Annop Wongwichai. 



INTERMESSAGE 
FR. GABRIEL S. CASAL-NEWLY APPOINTED 

PHILIPPE NATIONAL MUSEUM DIRECTOR 

The Philippine Department of Education, Cultural 

and Sports (DECS) announced recently the appointment 
of Fr. Gabriel S. Casal, theologian, educator and anthro­

pologist as Director of the National Meseum. 

Fr. Casal, formerly Dirctor of the Ayala 

Museum of Philippine History and Iconographic 
Archives (from 1975-to Oct. 15, 1987), is a graduate 

of M.A. in Anthropology from the University 

of the Philippines and he took up advanced 

courses (Religious Ethnologie) under the guidance 

of Dr. Otakar Nahodil of the University of Freiburg 

in Germany. He also took up graduate studies 

in Archaeology at the Pontificio Instituto di Archelogia 

Christiana from 1963 to 1965 and in Liturgy at the 

Collegio Intemazionale di S. Anselmo from 1962 to 1966, 

both in Rome, where his masteral thesis focused 
on "Social Value of the Visual Arts in the 

Liturgy". An excerpt from this thesis was published 

in Filipiniana Sacra Vol. XI, no. 32 titled "Synthesis 

and Sacrament: the Social Impact of Art in the 

Liturgy." 

As a liturgist and educator, Fr. Casal has 
been the chairman of the Syllabus Preparation 

Staff at the Institute of Catechetics, where the 
Catechetical materials produced were used in the 

Manila Archdiocese's public schools, as well as 

throughout the country. He has handled the Liturgy 

classes for different graduate programs for Manila's 

Dominican University from 1967 to 1968 and the East 
Asian Pastoral Institute from 1968 to 1969. In these 

programs, he has spurred the need of an indigenization 

of Christian Liturgy in line with sound anthropological 

research. He also taught anthropology at the College 

of Arts and Sciences in San Beda for several years. 

Since 1965, Fr. Casal has been active in 

the liturgical arts field designing oratories, liturgical 

vessels and vestments of native material and participating 

in the renovation of some of the colonial churches 

in the Philippines. 
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Fr. Casal has studied extensively the T'boli 

tribe coming out with a boo k: "T'boli Art in 
its Socio-Cultural Context" covering the whole world 

of the T'bolis from their myths and rituals, their 

arts, crafts and ornaments, costumes, weapons, 

which culminates in an analysis of their art within 

the T'boli socio-cultural context. Complete with 

full-color and black and white p lates, this book 

is the only available primary source for those 

who are interested in this ethnolinguistic tribe. 
Another important work authored by Fr. Casal 

is the book: "M'ai-Panoramas of Philippine Primeval" 
published by the Central Bank of the Philippines 

as the fourth of the Kayamanan series which 

came out in February this year. Philippine national artist, 
Nick Joaquin edited this book. 

Fr. Casal also contributed some articles in 

the Filipino Heritage Encyclopedia, a IO-volume 

work on Philippine culture and natural history 

of the Lahing Pilipino Publishing, Inc. in 1978. 

When asked about his opinion and plans 

on this new assignment, the good Father replied, 

"I'm so elated and honored to have been appointed 
as Director of the National Museum, the only 

state museum in the Philippines." 

Father Casal, the fifth Director of the Philippine 

National Museum, succeeds Director Godofredo L. 
Alcasid, Sr., who retired in July 1980. 

INDIRA GANDHI 

NATIONAL CENTRE FOR ARTS 

The Indira Gandhi National Centre for Arts 

is visualised as a centre encompassing all arts, 
specially in their dimension of mutual interdependence. 

Inter-relationship with nature, function, daily life, 
soc_ietal structures, world view and cosmology. Though 

the diverse programmes of research, publication, 

training, creative activities and projection, it will 

place the arts within the context of the natural 
and human environment. The arts will comprehend 

the fields of creative and critical literature - heard 

and written; the visual arts ranging from architecture, 
sculpture, painting, graphics to film and photography; 
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'The wholeness of the earth can come about only 

with the wholeness of the human beings. ' 

Indira Gandhi 
13th Jan 1970 

the performing arts of music, dance, theatre in 

their broadest connotation; and all else in fairs, 

festivals and life style which have artistic dimensions. 

The tribal, rura l and urban arts will be included 

in their dimensions of both antiquity and 

contemporaneity. In the initial stages the Centre 

will focus attention on India; it will later extend 

its horizons to other civilizations and cultures. 

The conceptual model of the IGNCA is based 

on the principles of a centre radiating dynamically 

into autonomous units, each interconnected and 

part of one whole, reflecting the basic unity 

of the arts. The activities and programmes of 

the first four divisions will be dynamically interconnected 

and administered through the office of the chief 

executive and the directors of the IGNCA. 

Thus, the IGNCA comprises of: 

I . T he Indira Gandhi : A division for the national 

Kala Nidhi information system and 

data bank for the 

humanities and the arts , 

fully supported by a 

2. The Indira Gandhi : 

Kala Kosha 

reference library. 

A division for research 

studies leading to publication 

of glossaries, fundamental 

texts and encyclopaedia of 

the arts. 

3. T he Indira Gandhi : A division for folk and 

Janapada Sampada tribal arts, a core study 

collection, the facilities 

for documentation, dissemi­

nation, and demonstration/ 

display. 

4. T he Indira Gandhi : A division which provides 

Kala Darsha na forums and venues for 

creative expression and 

manifestation, events and 

encounters. 

5. T he Sutradhara : The nodal division for 

policy making, adminis­

trative coordination and 

servicing for the entire 

IGNCA complex. 



SPAFA OBJECTIVE 

To promote awareness and appreciation of 
the cultural heritage of the Southeast Asian 
countries through the preservation of 
archaeological and historical artifacts as 
well as the traditional arts. 

To help enrich cultural activities in the 
region. 

To strengthen professional competence in 
the fields of archaeology and fine arts 
through sharing of resources and experien­
ces on a regional basis. 

To promote better understanding among 
the countries of Southeast Asia through 
joint programmes in archaeology and fine 
arts. 

THE SP AF A DIGEST IS A MEDIUM FOR THE VIEWS, RESEARCH FINDINGS 
AND EVALUATIONS OF SCHOLARS, RESEARCHERS AND CREATIVE 
THINKERS IN BOTH REGIONAL AND INTERNATIONAL FORUM ON 
SOUTHEAST ASIAN ARCHAEOLOGY, PERFORMING ARTS, VISUAL ARTS 
AND CULTURAL-RELATED ACTIVITIES. 
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CONTRIBUTORS AND DO NOT NECESSARILY REFLECT THE OPINIONS 
OF SPAFA 
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MANUSCRIPT. 
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