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HINDU ICONOGRAPHY
by JITENDRA NATH BANERJEA

II

vHUHAS AND VIBHAVAS OF VISNU®

Vamana, the fifth Avatara of Visnu, unlike the last one, has a
distinct Vedic basis. It has already been shown that the principal
attributive epithet of Visnu was at the root of the later developed
mythology about his birth as a dwarf Brahmacarin, the eighth son of
Kaéyapa and Aditi. In this form he persuaded Pralhiada's grandson
Bali to grant him three steps ; with the first of these steps he attacked the
heavens, with the second, the universe, and with the last, he sent Bali
to the nether regions. After recoveting the heaven and the world from
the Asuras in this way, he presenfed*them to the gods. The ‘Satapatha
Brihmana' recounts a story about the fight between the Devas and Asuras
in which Visnu, the dwarf among the gods, was instrumental in recovering
the earth from the latter. The' Asuras condescended to give the gods
only that part of the earth which would be occupied by Visnu lying
down : they thought that they would have to lose little because of his
small size. But as Visnu was identical with the sacrifice, he covered up
the whole of the earth with his body, and the Asuras according to the
agreement had to part with it. The elaborate Puranic mythology about
the Dwarf incarnation was directly evolved out of this much earlier myth
(‘Satapatha Brahmana' L 2, 5, 1f). Attention has already been drawn by
me to the Junagadh inscription of the time of Skandagupta, where
reference is made to it. Although the ‘Brhatsamhita’ chapter on
‘Pratimilaksanam’ does not contain any description of the above five
incarnations, there is a reference to the image of Bali; itis laid down

that Bali, son of Virocana, should measure 120 ‘sngulas’ in height
( ‘Balica Vairocanih satam vim$am'—v. 30). It seem? that separate

* Continned from JISOA, Vol. XIIT, p. 189,
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images of Bali were made and as he was a devout ‘bhakta’ of Hari, there
was no inconsistency in the injunction about the making of his image,
even though he was an Asura.

Sculptures representing Vimana Avatira fall under two categories—
one in which the god is simply shown as a dwarf Brahmacirin with an
umbrella and a staff in his hands, and the other in which he appears in the
further developed form of Trivikrama with one leg planted firmly on the
ground and the other bent upwards and measuring as it were the heavens.
In the second group of reliefs, the scene of the grant of the three steps

shows the miniature figures of the principal actors, Visnu as the dwarf,

Bali in the act of granting the land asked for, his queen and his preceptor
Sukricirya just below the uplifted leg of the Viritarfipa of Visnu, It
should be ovserved that the former mode is comparatively rare, the latter
being common. D.R. Bhandarkar while writing about the ‘Temples of
Osia’, which range between 8th or 9th century A. D. and 13th century
A.D. and which are mostly Vaisnava, remarks that *Vamana in no temple
there figured as a single dwarf with ”; ‘pinbrella, but is always represented
as his further development of Trivikrama’'! One of the earliest extant
reliefs of the Trivikrama form of Visnu is that found on the right or
western wall of cave No, II at Badami ; ghe central part of the bas-relief
can be divided into two sections; the onein the lower right corner
just beneath the raised leg of Trivikrama shows the god in his dwarf form
with an umbrella in his left hand receiving the grant from Bali; Bali
pouring water from a water vessel held in both the hands ; just behind
him stands his wife Vindhyabali and behind the two are four well-dressed
standing figures who represent the royal demons assembled at the time of
the sacrifice. The other section contains the figure of Trivikrama who
practically covers the rest of the available space, there being only a few
accessories, two near his right leg and some near his stretched hand and

1. *A.B.1. A.R., 1906-09, P. 116. Bhandarkar's remarks shout the Awntliras figured in thess
temples of Jodbpur State, Bajputans, ars worth noting : “*Curiously enough not & single temple is
extant ot Osis where She ten Avatirss of Vigpu are sculptured on the door sides or any past of the
temple a5 we find them in Birpur { Coniral Provinces ) and other ancient sites. Bome of the inearnations,

viz, Variba, Namsimphs, Trivikesms, Ergpe-Balarims snd Buddbs are carved op the outside walls

of the shrine or the terraces".
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leg ; the god adorned with usual ornaments, is endowed with eight hands,
his right ones holding a sword, an arrow,a mace and a wheel, and the
left, a bow, a shield and a conch-shell, the front left being stretched out
parallel to the extended leg and showing the ‘tarjjani’ pose ; a figure with
the royal crown on his head is clasping the firmly planted leg of
Trivikrama, described by T. A. G. Rao as that of Namuchi ( it may as well
stand for Bali himse'f beseeching his object of devotion to be gracious
to him ), the other standing figure with sword in hand and about to
attack the god typifies the attacking host of the Asuras when they found
out the ruse. Of the three or four figures appearing on the top and centre
right section of the bas-relief two deserve special mention: one is a
grinning face and the other a human figure cutting a somersault in the air.
The latter, as suggested by T. A. G, Rao, may represent one of the demons
who were hurled up in the air as if by a hurricane when the god grew to
be gigantic in size: this is mentioned in the ‘Brahmanda Purina’. Rao
had been at pains to explain the true significance of the grinning face
figure which not only appears’s ) this relief but also in the others
depicting the same subject in ve No. IV at Badami, in the Ellora
Da&ivatira cave and in some: mediaeval temples of different parts of
India. He first suggested thgt this might be due to the two variant
readings of a line of the 'Visnudharmottara® passage describing this
incarnation ; the particular line runs, ‘Ekordhvavadanah kirya devo
visphariteksanah’, where ‘ekordhva’ sometimes reads ‘ekordha’. The line
with ‘ekordhva’ would mean that ‘the god’s face with wide open eyesshouid
be slightly tilted up wards’, while that with ‘ekordha’, ‘a god with
a half face and wide open eyes will have to be carved’. Those sculptors
who followed the first reading showed the slight tilt upwards
on the head of the central figure, and the others that carved the
ill-looking face near the uplifted leg might have followed the
second onme. But Rao, himself, was not satisfied with this ingenious
explanation of his and suggested that it might as well stand for the
burst Brahminda ( Universe ), for we know from the ‘Varaha Purina’ that
as soon as the leg of Trivikrama reached heavenwards, the Brahmanda burst
and the cosmic waters began to flow (T. A. G. Rao, ‘op. cit’, vol. L, pp. 167-
68). But the explanation of this grinning face as suggested by R. D.
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Banerjee is correct; he rightly pointed out that the Puranic account
of the incarnation refers to the presence of many Daityas, on that occasion
with Rahu among them. Rahu is invariably represented in the Navagraha
slabs as a demoniacal head, sometimes with a part of torso attached to it,
and those Trivikrama reliefs which contain this grinning face illustrate
the presence of Rihuamong the Daityas as mentioned in the Purinas;
but it is curious that even when other Daityas are conspicuous by their
absence in the scene (e. g in the Rajim stone sculpture reproduced by
Rao in pl. XLVIII of the vol. I of his book ), the grinning face is present
by the side of the uplifted leg. The ‘Matsya Purana’ passage to

be noticed shortly shows that Banerjee is correct in his suggestion,

The two small flying figures above represent Sitirya and Candra who
are more clearly recognisable in similar reliefs in Cave No. IV at
Badami and at Mahabalipuram. At the foot of the panel are
five or six pot-bellied dwarfish figures (similar to the Ganas in
Sivite reliefs ), propably representing celestial musicians, playing on
various musical instruments: it is ly laid down in the Puranas
that when Visnu recovered the Uni®se from the Asuras there was
great rejoicing among the gods? Thie notable Pallava sculpture
‘about eight feet by six feet in size cardd on the north wall of the
rock-cut shrine situated to the south of what is called Ganefa Ratha
at Mahabalipuram’ depicts the same scene. The composition resembles
the earlier Badami reliefs in some respects, but the differences
between the two also are many. We do not find the side scene of
the granting of the three steps: on the top right and left corners
of the panel are carved four-armed Brahmi and Siva respectively,

8. E. D, Banerjee, 'Bag-rallefs of Eadami’, ‘M. A. B. 1", No. 5, PP. 1719, pLIX (a);
T. A. G. Bao describes the same rolief in full in pages 17374 of his book, vol. T (pl. L.). The cther
hphl.n!.iu,fllhmtingthu thame onrved on vight or west end of the platform In gave Mo, IV ak
Badami shows little differonce in its compesition from the sbove ; the depiction of the water-vessal
earrying figure like Gautama Buddha by the side of the dwacf is intentional according to Banerjes who
says ‘it may contain a M ud'nmutnlhnﬂnﬂﬂnﬁﬂthahulﬂhlnflﬁhmamuni of o revival
of Vaigpavism® ( but the reasoning which lsd him to offer this remack is not olear ) ; ‘ibid', PP, 81.3,
gﬂlfn}mﬂ[h};mmphmmm!huﬂhm‘hﬁnﬂmm
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the former offefing ‘puj@ to the leg of Trivikrama raised here
to the level of -the igod's forehead; Strya and Candra are
shown hovering in the sky ‘on either side of him near the
middle of <the rxelief; the bearfaced Jambavan in a flying
pose plays on a drum to the right of the head of the god; there
are four figures seated on either side of his well-planted leg
wprobably representing Bali and his Daitya chiefs; the figure cutting
somersault is present, but the uncouth face figure is absent;
ithe main figure is eight-armed, the attributes held being similar to
the Badami reliefs! The Trivikrama panel in the Dasivatira Cave
at Ellora, datable in the 8th century A. D, is very similar to the
‘Badami reliefs ; in the scene of the granting of the three steps below
the uplifted leg, a person is shown holding Bali with his two hands;:
another person is being chastised or bound up by Garuda near the
right leg of Trivikrama ( T. A. G. Rao, 'op. cit., Vol L pp. 1745,
PL L1). The Badami and Ellota reliefs can be partially explained
with the help of the ‘Mags apa’ passage which can be
translated thus :—'I shall now s of Trivikrama about to attack the
Universe; Rahu (‘Bihu’ in Jthe texts—the correct word should be
‘Rahu’' ) should be carved e side of the leg (raised) above and
sad-faced Vamana with a watervessel and an umbrella in his hands,
below it: by his side should be shown Bali with a watervessel in
his hand and Garuda should be depicted as about to bound up Bali
( the person holding Bali with two hands below the uplifted leg, then
may be identified as Garuda aboutsto bind up the demon king ;
in the Ellora rélief, the act is further emphasised on the left side

1. T. A. G. Rao, ‘gpeil., Vol. I, FP 17073, PL XLIX. Havell, though weong about the
«migmificance of the relief (ho describes it n@ Viggn supperting the universe, the figures sested at his
foet as four munis or genli, the gusrdiscs of bia pamdise Vaikunths, and the bear-faced figure on the
xight of Vighn ss Variba-Avstirs) bas rightly observed abont the exscutlon of tha panal,
*Arkists of every sehool will recognise the splendid vigour and imaginative pnrqufth which the anknown
somiptor has oarved this siziking composition on ihe [ace of the living granite rock, Ths bold
gonseslisation of execution is quite free Liom the overslaboration from which Ister Indian sculpturs
sometimes suffess’ ; *The Idaals of Indian Art’, PP. 15255, Pl XK.

2
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of :the panel ). In some of the later Trivikrama reliefs, the definite
sectarian bias already present in the Ellora panel noticed above, is
more apparent, though this has Purinic texts for its authority, The
Nagalapuram stone relief reproduced by Rao in Plate LII ( fig.2)
of his book, shows the raised feet of the god being washed by Brahma,
and the water pouring in torrents on the head of Siva seated onm
Kailisa. Rao says that the image of Trivikrama may be sculptured
* in three different ways, with the left foot raised up to the level (1)
of the right knee, (2) of the navel, or (3) of the forehead. All
three modes are found among the numerous sculptures found in
different parts of Indiaa. The north and east Indian specimens
generally show this deity as four-armed and though the arrangement
of the accessory figures slightly differs from the modes noticed above,
the central deity is depicted in more or less the same attitude. In
one specimen from Bibar, now in the Indian Museum collection,
the figure of a horse tied to a stake is carved on the pedestal; the
artist has emphasised here the oc ( of the ASvamedha sacrifice )
when the grant of the three steps "made ( Rao, ‘op. cit’, Vol I,
PLLIL fig.1). Separate mlpmesw%:ng only the dwarfish figure
of Visnu are extremely rare; in Dasdvatira slabs, however,
it is this form that is common, the Trivikrama scene rarely appearing
along with the other incarnations. The beautifully carved four-armed
figure of Viamana, found in Sitapur district, U. P, and now in the
Provincial Museum, Lucknow, is thus of unique iconographic interest.
The sculpture shows the dwarf god partially in the round, standing
in the ‘samapadasthanaka’ pose on a lotus placed on a ‘triratha’ pedestal ;
his back right and left hands carry ‘gadd® and ‘cakra’ respectively,

1. ‘Mstsyapueips’, ch. 260, verses 36-8: ‘Tathd Trivikeamam wakgye Beahmipdilrs-
magolvanam | Pidspiiréve tathi i (should be ‘RA’) humuparistit prakalpsyet | Adbastid-Vimsnam
tadvat kalpayel saknmapdalum | Dakgips chatrikipm dsdyfinmukbam dicam prakalpayet | Bhphgim-
dhfiripn  tadvad-Balim tssys ca pirivatal | Bandbhanaficisys kurvvantam Garodap insya darfayet’.
According to this tex fhe Buddbalike figure in the cave No. IV reliel at Badami is Bali, and the
intentional representation of the Daiiys king as » Bauddba ( not the Buddba himsell ) may be
said to bo based on the Puriipic scoouni that Vigpu incarnsted himsell ss Buddhs and deluded the
nsurad with false doctrinss.
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the front right with the lotusmark in the palm is shown in the ‘varada’
pose, and the front left, now broken, must have carried the ‘Safikha’;
he is endowed with an elaborate lotus halo, the usual ornaments and
‘vanamila': the garland bearing Vidyadharas are shown flying amidst
the conventional background of clouds on the top corners of the
‘prabha’, while on its bottom right and left corners are carved three
figures on each side, one each being seated with its hands in the
‘afijali’ pose, while two .are standing in graceful poses; of these
standing attendants one only on the proper right is female, all the
others being male; they may stand for the Ayudhapurusas, the
female being the Gadadevi and the other three, the Sankha, Cakra
and Padmapurusas; the seated figures, one of which is very much
mutilated, may represent the donor couple. The sculpture is well
conceived, the dwarfish childlike appearance of the god has a faint
smile playing on his lips and the slender and elegant figures of the
attendants testify to the ability of the artist who must have flourished
in the late Gupta period. , The Purapara specimen of the same
motif, compares unfavourably with the above: italso shows the
deity as four-armed with thef usual attributes in his hands, but the
two female attendants on eithét “side are Sri and Pusti as they appear
in the north and east Indian Sthinaka mirtis of Visnu. The
sculpture, however, is a fairly well-carved specimen of = the
mediaeval period.!

I have already drawn attention to the ‘Matsyapurdna’ passage
describing the Viamana-Trivikrama incarnation of Vispu, which seems
to explain some Badami and Ellora reliefs. Various other texts, the
Purdnic and Agamic ones as well as those contained in the late
compilations, lay down details about the two types noticed above. The
‘Agnipurana’ describes two varieties of the Vamana form, one two-armed
holding ‘chatra’ and ‘danda’ and the other four-armed (ch.49, v.5—
Chatd dandi Vamanah syadathava syactaturbhujah’); evidently the
former variety was meant for use in the composite Trivikrama reliefs

™ .

1. Dacca History of Bengal, Vol. I, P, 437, P1, III, fig. 10,
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and the latter as in the Lucknow and Dacca Museum specimens for
‘being used as the principal cult-deity. The *Visnudharmottarg’, in a few
successive verses, describes both these types ;—the first of the two should
be shown as a student Brahmacirin stoutish in appearance holding a
staff and wearing black antelope skin while the second depicted as
blowing on the conch and holding a staff, a noose and the usual
attributes shown in their normal shapes ( not personified ), and Sesa
should be shown as usual, and a god's face with wide open eyes
should be made (near the raised leg)! Sculptures corresponding in
all the details to the two types described in the ‘Visnudharmottarg’ are
not known to me, The elaborate description of Trivikrama given in the
*Vaikhansigama' refers to the three positions of his raised leg already
mentioned ; it lays down that the leg raised parallel to the knee indicates
the god occupying the earth, when it is up to the height of the navel
the occupation of the atmospheric region is meant, and its Pposition
parallel to the forehead means the occupation of the heavenly regions,
This particular text refers to %tb\qthe eight-am:ted and four-armed
warieties of the god ; in the former, the ght hands carty ‘cakra’ ‘sankha,’
‘gadd,’ ‘Sarnga’ ( bow ) and ‘hala’ ( perhapk this is a mistake; for 5 emblems
are mentioned in 4 right hands while tothing is said about the left
hands ) ; in the latter variety the right hands should hold a ‘cakra’ while
the left should be shown holding a sankha,’ ‘vara’ or ‘abhaya’ ( here also,
the description is not quite correct ) ; it mentions further details, such
as the placing of ‘'Kalpadruma' and ‘Indrachatra’ {'Indradhvaja'j on its

both sides, the presence of chauri bearing Javana (Viyu) and Jalesa -

( Varuna ), Sanaka and Sanatkumira, etc., which are absent in mogt or
all of the extant reliefs known to me. But such injunctions® as depicting

Siva's taking onhis head the water used by Brahma in the act of washing °

. 'Vigudbarmottam’, BE. UL, ch. 85, Verses Bg-7: ‘Eartavyo  Vimang devah
safikatairgitrapacvabbil)’ | Pinagiteades kartavyo  daggi cidbyayanodystal) | Diieviéyimagos Eartavyah
brepijinadbarstathi | Sajalimbudusafikidastaths kirmmﬂknmhrmn#plindhmh kiryah fafikhs-

saboumbitidharal; | énﬁth.mmmpnm:; biiryistarys ga | ¥pdebig Eosaris
kiryam tu pirvavat | Ekordbavadanaly kiryo devo ﬁ!ﬂdzkm"::.p?m i

-

N T T T .
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of the extant reliefs; the Mahabalipuram illustration of this episode
follows to a great extent the ‘Vaikhanasdgama' text. This authority also
" lays down that the ‘kautuka bera' of Trivikrama should be none other
than the figure of a four-armed Visnu.! The same text describes Vamana
as 'Paficatala’ in height, youthful in appearance, two-armed, the two
hands holding an umbrella and a staff, wearing a ‘kaupina’, having a tuft
of hair on the head ( *§ikhd '), a manuscript, waist girdle, sacred thread
and black antelope skin, with a ‘pavitra' (a ‘kusa’ ring )in his hand.
The ‘Silparatna’ description of Vamana is almost the same, but_instead
of staff he is made to hold a water-vessel, while the ‘Ripamandana’ omits
the ‘chatra’ and places ‘danda’ and ‘kamandalu’ in his hands.?

There is nothing complicated in the iconography of the sixth
incarnation of Visnu, Paradurima, or Rima the son of Jamadagni.
This is, according to the texts, not a full Avatira but an Avesa
i. e, a temporary incarnation, in which the divinity rested in or
possessed the particular body of the son of Jamadagni for a certain
period. @ The Purinas tell usthat the Ksattriyas became extremely
arrogant and overbearing as they belonged to the order from which
the kings and princes were jecruited, and Visnu, in order to curb
their power and punish tﬁzm for their misdeeds appeared in the
person of Rama, the son of Jamadagni, and made the world devoid
of Ksattriyas for as many as twenty-one times! He even went
to the length of killing his own mother, under the orders of his
father the sage Jamadagni, because the latter thought that she had
lost her chastity by contemplating on a king called Citraratha
enjoying aquatic sports with his wife, As Radma Jamadagnya killed the
Ksattriyas as well as his own mother with a battle-axe which was

——

1. For the full texi of the ‘Vaikhinasigama' sbout Trivikrama refar to T, A, G. Bao, ‘op. cit.’,
Vol I, App. O, PP. 87-5.

2. “Vaikhinasigsma' ‘Aths Vimsnam  paficstilsmiti  dvibbujap  chatradapdadharam
knopinavisasam  dikhApustalmmekhalopavitakTsnAfinassmiyutam puvitmapinin  bilaripam brahmavar-
casvinaqm  kiirayet'.  ‘Silparatns’ 'Krgpifinyupaviti  eyileohatel 'ﬁhﬂhmndﬂu.hlﬂmﬁnﬂ
Sikhayiyoktah  kubjikiico mabodaral)’. ‘Ripsmapdsss’ :  “Vimsnsssadikhsséyimo dapdi  ploo
*mbupitmvio.'

3



10

his constant weapon, he came to be designated as Paradurima. He,
however, had the divine nature in him so long as Rima, the
son of Dasaratha had not come into the field and established his
‘claims to it. The ‘Ramdyana’ and some of the Purdnas recount the
story that when Dasarathi Rima was returning to Ayodhyi from
the court of Janaka after breaking the bow of Hara and thus winning the
hand of Sitd in the contest, he met Parajurima on the way, who was
extremely angry over the affair. Parafurima haughtily accosted him
and challenged him to put the string on his ( Parasurima's ) own bow
which he thought was much stronger than the old time-worn one of
Siva. Rama Dasarathi did it with ease, and with the arrow which was
shot from it he deprived Parafurima of his divinity. Thence forward,
though Parasurima really ceased to be an Avatira of Visnu, the place
which was assigned to ‘him in the stereotyped list of the Dasivatiras
was never denied him. The story of Jimadagnya Riama typifies to
a certain extent the rivalry and jealousy which must have occasionally
sprung into existence between the two orders: some sectarian bias
also crept in several versions of the story where Parajurima is made
to acknowledge Siva as his Guru.' { In actual sculptures, none of
which to my knowledge goes back \to a period earlier than the
mediaeval one, Para$urima is almost “Invariably depicted with two
arms, the right hand holding a *parasu’ ( battle age ). Separate sculptures
of this god are seldom found, and he usually appears as the sixth
in the row of the ten incarnations depicted side by side on stone
slabs. The mediaeval relief showing a separate figure of a four-armed
Parafurima found at Ranihati, Dacca, is thus of unique iconographic
interest ; in the front right hand of this figure is placed a battle-axe
while its remaining hands carry the three other usual attributes of
Visnu, While he is represented in the group of ten incarnations,
he is almost invariably endowed with only two hands. The texts
usually give descriptions of two-armed figures of this god; thus, the
‘Vaikhanasigma' lays down that Paraurima should be made of
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‘madhyamadasatila’ measurement, two-armed, pink-coloured, wearing
a white cloth, and bearing a ‘jatimukuta’, a sacred thread, and all
ornaments—the right hand should hold a battle-axe while the left
chould be in the pointing pose ( ‘'daksinahastena parasudharamuddesya
vamakaram' ). This text also informs us that the ‘kautukabera’ of
this incarnatory form should be a four-armed Visnu. The ‘Visnudhar-
mottara’ expressly lays down that Bhiargava Rima (Rima of the
race of the sage Bbrgu) should be wearing a ‘jatimandala’, and a
"battle-axe should be placed in his hand and he should bear a black
antelope skin; the ‘Riupamandana’ gives a similar description. But
the ‘Agnipurina’ describes Parasurima with many attributes such asa
bow, an arrow, sword and a battle-axe in his hands, but does not
expressly tell us about their number; but the four attributes may
lead one to presume that four hands are meant (ch. 49, V. 5—
‘Ramascipesubastah syat khadgi parasunanvitah’ ). The ‘HayaSirsa
Paficaratra’ refers to both four-armed and two-armed Para$urima :
in the right hands of the former variety should be shown a battle-ax
and a sword, while the left ones should carry a bow and a shieldi.‘
in the case of a two-armed, image, it should hold a battle axe

( ‘JTamadagnyastu kurvvita ]alﬁmukutamand:taml Caturbbihum maha-
bhagam sarvvaksatrintakam vibhum | Daksine parasum haste vame
dadyattatha dhanuh | Khadgam daksinahaste tu vimahaste tu khetakam |
Kutharahastam dvibhujam kiiryatva Repukasutam’ ).

The story of the next incarnatory form of Visnu is too well-known
to require any recounting here. The ‘Ramiyana’ deals at length
with the life and activities of this Indian ideal of manhood in whose
character were manifest the highest filial and fraternal love, extreme
devotion to duty and truthfulness, a high conception of the royal
responsibility, a solicitious care for his dependants, the unflinching
herosim of a Ksattriya warrior and othér manifold virtues. In the
two epics, in many of the Purdnas, and in many other literary works,
the story of Rama, the son of DaSaratha of the Iksviku race tracing
back its origin to the Sun god himself, his devoted brother Laksmana,
his humble and extremely faithful servant Hanu®apn, the adduction
of his beautiful and chaste wife Sita by Ravana the demon king of
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Lafikd, the great fight which he had to wage with the abductor and
his Riksasa hoard with the aid of Sugriva the king of the monkeys
and his monkey followers, his liberation and subsequent banishment
of Sita after their return to Ayodhydi and many other episodes in
the life of the great Ksattriya chief were told at greater or
lesser length. For countless generations, his history has been cherished
in the minds of the untold millions of the Indians who deified him
and worshipped him as their favourite hero god. It can not be
definitely determined, however, at what particular date he was deified
and regarded as an incarnation of Visnu. The Rama Avatira is not
alluded to in any of the Gupta inscriptions, but that alone would
not suffice to say that popular belief in his Avatarhood was not existent
in the early Gupta pericd. Many passages in the Rimayana, especially
Adi- and Uttarakandas, point to the existence of this belief, but
these may be later interpolations. I have already drawn attention
to Kiliddsa’s mention of Rama as Hari ( ‘Ramabhidhano Hari') in
his ‘Raghuvaméa’ ( XIIL1); in the tenth canto of the same work
‘the story of the birth of Rama is preceded by the usual ap,eal to
Visnu or Nardyana lying on the body of the great serpent, with Laksmi
' tubbing his feet, in the milky ocean and \his promise to be born as a
son of Dasaratha for the destruction of Rivana’. R, G. Bhandarkar
observes ‘the belief in Rama's being an incarnation of Visnu existed
in all probability in the early centuries of the Christian Era’. Bue on
account of the absence of any reference to him in Patafijali’s
‘Mahibhasya,” in any old inscriptions or even in the lexicon of Amarasimha
in his scheme of Brahmanic gods, he concluded that ‘though he was
regarded ‘as an Avatira, there was no cult in his honout', After weighing
certain evidences in this connection he suggests that ‘the cult of Rama
must have come into existence about the eleventh century A. D!

L ‘'Vaiggavism, Ssiviem and' Minor Religious Eystems’, P. 47. Bhandarkss, however, lays
sirees oo the fact that Rims Is nob mentioned smong ths Twenty-four forms of Visgu, whils two other
avatiras, Nara simho and Yimans, are incloded in the list. Hut it may be observed, of the Avatirms tha
sbove two only who have been mythologically assosinted with Visudava-Vispa all along sre alone included

while these whose nscciatien with bim e secondury find 0o place in the list. Mereover Mnussigihe, g I
have shown above, is especially connected with the docfrine of the Vyihas as be typifies the Samkurgags
aspect—posse micg the ideal ‘gupa, ffiina’ or knowledge,
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H. C. Ray Chaudhury also says that ‘there is no clear evidence of the
existence of a Ramaite sect before the age of Raminanda’ (‘op. cit.,
p.174). 'Whatever may have been the age when the cult of Rama was
evolved there can be no doubt about R. G. Bhandarkar’s suggestion
that the belief in his Avatirahood was already in existence in
the early centuries of the Christian era. The ‘Brhatsamhitd’ refers to the
images of Rama when it says that those of Rima, son of Dasaratha, should be
one hundred and twenty ‘angulas’ in height (ch. 57, v. 30: ‘Dasarathatanayo
Ramah Satam vimsam’). Though the Gupta inscriptions do notrefer to Rima
incarnation, extant Gupta shrines contain reliefs some of which can be ex-
plained as illustrating episodes of Rama story. The Gupta temple at Deogarh
stands on a wide platform which contains continuous rows of sculptures
on four sides : the corner panel of the south face shows four figures,
two male and two female, which have been identified by Beglar and
Cunningham as standing for Rima, Laksmana, Sitd and Strpanakha
and the whole scene described as the chastisement of the Riksasa maiden
by Laksmana! The identification of this scene is beyond doubt.
Just by the side of this panel is another, the second panel of the south
face which contains only two 'figures—a man and a boy. The man's
figure is very much damaged, but what is left of him seems to show that
he is in the act of drawing a bow; the boy is stringing a bow with
his right hand, while his left hand grasps it by the middle and his left
knee presses against it lower down. This scene may represent young
Riama’s meeting with Parasurima and the latter's challenge to Rama,
the story which has already been referred to by me in connection with
the Paraburima incarnation? In the Dasavatira reliefs of the early and
late mediaeval periods, Rama is almost invariably depicted as two-armed,
his hands holding bow and arrow ; separate cult pictures of him are met

1. ‘A.8. R, Vol. X, pp. 108-00, Bima sested in ‘paryaiikisana’, with s bow in his left hand
and his right one being in the ‘sbhaya' poes, has distinet traces of a halabehind his head showing bis
divine charactor; B'A s standing geacefully by hiz side just in the middldof the panel while in the
right Takymana geasping Srpanakhi by her hair is sbout to strike her with a short sword which be is
bolding in his upraized right hand.

9. Poth thess panels have boen reproduced in ‘Ostasiatische Zeitachrift', 1914,—V. A. Smith,
fIndisn Beulptura of the Gupts Period’, pp. 16-17. fig. 19.

4
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with, but these are usually of later date and in them he is accompanijed
by Laksmana and Sitdi. The very late sculpture, fully in the round,
acquired from Ganespur ( Rajshahi) and now an exhibit in the V. R.
Museum ( No. 1526 ) shows Rama standing on a low plinth supported
by Hanuman, his left hand holds a bow, the right which must have held
an arrow is missing below the elbow ; in his right stands Laksmaga who
holds a bow and arrow, while in his left is Sitd, The execution of this
sculpture is indifferent and it belongs to the decadent period of Bengal
plastic art.! T, A.G. Rao illustrates some bronze and stone figures of
Rima and his companions hailing from different parts of south India,
all of which date later than the 12th or 13th century A. D., some of them
being modern ones ( ‘op. cit’, Vol. I, pp. 19295, pls. LIV-LVII). Rao
says that the image of Rama should never have more than two arms and
I know of no images of this man-god where he is endowed with mare.
But some texts seem to describe his four-armed image, The ‘Agnipurana’
says that Rima should hold a bow, an arrow, a sword and a conchshell
or he may be shown as tworarmed ( ch.49, v. 5—'Ramascapi $ari khadgi
séankhi va dvibhujassmrtah’). The ‘Hayafirsa Paficaritra’, however,
expressly tells us that Dasarathi Rama should be endowed with four arms
and be of seven ‘tilas’ in measurement ( the earlier text Brhatsamhita
says that he should measure 120 ‘angulas’, which is ‘madhyamadasatala’
according to iconographic texts ), his four hands should hold from lower
right onwards—an arrow, a wheel, a conchshell and a bow; when Rama
is depicted two-armed, his hands should carmry a bow and arrow.! The
‘Vispudharmottara' does neither refer to the number of hands, nor the
attributes to be placed in them ; it simply informs us that Dasarathi Rima
should be endowed with royal features, so also Laksmana, Bharata and
Satrughna, but they should not wear the ‘mauli’ here, the royal ‘kirita’?

1. Annual Roport of the V. B. Bociety for 103485, pp. 16-17, fig. 4. .

3. 'Haribhaktiviliss', 18 :—Euryid-Diisrathip Rimamp sapiatilam csturbhnjem | Sarakizmmu-
kabaslan iu dalichscakradharam fubham | Dakginordbap  bhavecsakeam vimordbam  Gafikhamevs
< | Dakgipidho bhavedifipe vimidbodbanureva oa | Dvibhujap Gasabastam vi Rimam karyit
sakiiemmokam'. The "Agnipurigs’ version diffars slightly from this for 1§ puis & sword in place of a wheel,
dhﬂwi:-itnl;.mhhlmqn{thﬂlpﬂrhm

UL, Ch. 85, vw 638: Bimo Disarathih rijalakganalakyi Bhars
mmhl&mwﬁhlhﬁﬂHWMﬂmMﬂﬂﬁﬂ%ﬂl ™
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The ‘Vaikhinasigama® text elaborately describes the images of Rama and
his brothers as well as his consort Sitd and lays down that the shriné of
Rima should be built in the south-eastern corner of a Vaisnava temple
( for the text and its translation, refer to T. A. G. Rao, ‘op. cit,’ Vol. I,
App. C, PP. 40-43, and Vol. I, pp. 189-92).

The eighth in the list of the ten incarnations is Baladeva, differently
known as Balabhadra, Balarima and Samkarsana. It has already been
pointed out that Samkarsana, the elder brother of Viasudeva Krsna, was
one of the principal Vyiihas of the god and one of the five Vrsni heroes
( Paficaviras ) whose images are referred to in the Mora inscription of the
time of Mahaksatrapa Sodasa. Reference also has been made by me to
the fact that he is described in some of the Purinic texts as an
incarnatory form of Ananta or Sesa Niga, his iconographic representations
emphasising this snake connection; in fact in the list of the 39
incarnations furnished by the ‘Ahirbudhnya Samhitd' Ananta is
mentioned in place of Balarima. The mythology about Balarama is
intimately associated with that about Vasudeva Krsna, who very rarely
occupies his elder brother’s place or the place of the next incarnation
Buddha in the stereotyped list of the ten incarnations. Vasudeva Krsna
is a case of real Avatira, for the very simple reason that the god came to
live amcng men for the placing of righteousness on a sounder footing and
for the removal of impiety and unrighteousness ; the iconographic texts
also sometimes refer to Krsna as an Avatara, e. g., in the ‘Matsyapurana’
( ch, 258, v. 10 ) we are expressly told that the placing of ‘gadd’ in tbe left
hand of Visnu in his Krsna Avatira is meritorious ( ‘Krsndvatire tu gada
vamahaste pratasyate’ ). The incidents in the lives of Krsna and Balarama
are narrated in the epic and Purinic literature as well as in various other
kinds of texts. The stories connected with their youthful days which are
absent in the earliest sections of the Great Epic are elaborately dealt with
in the ‘Harivaméa’, the ‘Bhagavata Purina’ and other comparatively late
texts, and when references to such episodes of this nature are found in
the Sisupalavadhaparvadhyaya of the Sabhaparvan of the* ‘Mahibharata,
they have rightly been adjudged as late interpolations. But it is beyond
doubt that some of these stories were already well-known in the early
centuries of the Christian era, for plastic representation of one of them
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at Jeast has been discovered, which go back to a pericd as early as the 2nd
or 3rd century A. D. The 12th chapter of ‘Agnipurdna’ gives a succinct
account of the life history of Krsna and Balarama, the account being a
bare summary of the same given in such elaborate texts as the *Harivamsa,’
the ‘Bhagavata Purina’ and others. Vasudeva was the best of the
Yadavas who were the descendents of Yadu born of Yayati and Devayini ;
his seventh child Baladeva was transferred in his pre-natal stage from the
womb of his mother Devaki to that of Rohini and so he'came to be known
as Rauhineya. The eighth child of Vasudeva and Devaki was Krsna, who
was born at dead of night on the eighth day of the dark fortnight in
the month of Bhadra and was exchanged by Vasudeva with the female
child of Nandagopa of Gokula for fear of Kamsa, the king of Mathura.
Kamsa had vowed to kill the children of his sister Devakl as it was
prophesied that one of them would kill him on coming of age! When
Kamsa became aware next of the birth of a girl child to his sister, he was
about to strike her dead on a stone slab ; but he could not do so because
she, who was none other than Yoganidrd, slipped out of his hand and
warned him that he who would destroy him was thriving in Gokula.
Balarama and Krsna began to grow up in pastoral association under the
fostering care of Nanda and his wife Yasoda, and Krsna performed certain
feats in their childhood such as killing of Putana the ogress, the upturning
of the two Arjuna trees, the breaking of the cart, the subjugation
of the snake Kiliya of Vindavana, the killing of the bull-demon
Arista, the ass-demon Dhenuka and the horse-demon Kesin, the
uplifting of the mountain Govardhana in order to protect Gokula
from the deluge of rain sent by the raingod Indra; in some of these
feats Balarama also took part. On their way to Mathura where they
were invited by Kamsa through Akriira one of the Vrsni chiefs,
they forcibly took the garments® from the washerman who had refused
to part with them; Krsna straightened a hunch-backed maid who

o
L

1. 1t may be mentioned, that this enmity between Erjpa and Kamsa was a well-known
traditicn even in the time of Patafijali who tells va that Visudevs killesd Hamp=a in anclent times
{ Jaghina Kamsam kils Visudevah' ).
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gave them sandal unguent which was being taken by her; he killed
Kubalayipida, the mad elephant who was in front of Kamsa's
abode ; then entering the court of Kamsa, Krsna killed Canura
and Mustika, the two famous court-wrestlers of Kamsa; at last Krsna,
after killing Kamsa, placed Ugrasena, the latter's old father on the
throne, who was king of Mathura before he was deposed by his son.
Krsna defeated Jarasandha when the latter besieged Mathura and both
the brothers went afterwards to Dwiraki and began to rule there. Krsna
killed various other demons like the Paficajanas, the Kilayavana and
Narakasura. Baladeva had two sons, Nisatha and Ulmuka, through
his wife Revati, while Krsna had many sons through his numerous
wives, two of which were Samba born of Jambavati, and Pradyumna, of
Rukmini. Pradyumna was none other than Kimadeva or Manmatha in one
of his previous births as we know from the story of his abduction by
Sambarasura and his union with Mayavati, the wife of the asura,
after he had killed him, Aniruddha was the son of Pradyumna ;
he married Usa the daughter of Bana, Bali's son, and a great devotee
of Siva, against her father's consent; a great fight took place over
this affair between Aniruddha and Krsna on one side and Bina and
his chosen god Siva on the other. In the end Bana was defeated
and his thousand arms were cut off ; but Krsna on the entreaty of Siva
assured the asura of his favour and thenceforward Bapa began to
live as two-armed. Siva was very much pleased with this gracious act
of Krsna and he emphasised the real unity between Krsna and
himself. After being honoured by Siva and others assembled there,
Krsna returned with his relations and followers to Dwirakd and lived
there happily. Aniruddha had a son Vajra by name (this Vajra
appears as the interlocutor in the *Visnudharmottara' asking gquestions
of Mirkandeya who answers them ). Such demons as Pralamba and
Dvivida were killed, the haughtiness of the Kauravas destroyed and
the river Yamuni drawn to 2 newer channel by Baladeva.

: It should be observed that this somewhat imperfect summary of
the life story of the two brothers does very little justice to the noble
character of the great Sitvata chief who was the centre of one of the
greatest Bhakti cults of India. The ‘Mahibhirata’, especially in its

5 :
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earlier parts, presents him as an astute politician, a noble and dutiful
ruler, a man highly respected and loved by his followers for his
unflinching support to the righteous cause and for numerous other
virtues of his character. But yet the Purdnic account about him had
a great popular appeal and to a student of Iconography it has its
special significance, for many of the episodes which are mentioned
in it were represented in art from the early centuries of the Christian
era onwardss. These were not only depicted in wooden or stone
sculptures, but were also illustrated in various kinds of paintings ( the
Bengal practice of drawing temporary pictures with finely ground
rice powder coloured differently on the floor of the Nitamandapa of
Vaisnava shrines may be referred to in this connection ), and were
the subject matter of pantomimic performances, the earliest reference
to which is to be found in the Mahabhisya of Patafijali The oldest
representation of a Krsna legend in plastic from is to be found on a
fragmentary Kushan relief in the collection of the Mathura Museum
( No. 1344) which was correctly identified by Daya Ram Sahni as
showing Vasudeva walking across the river Yamund to carry the
new-born babe to Nanda’s place for safe custody—i. e, the Kisna
Janmastami scene. It originally formed some part of a frieze
belonging to a Vaisnava shrine ; on the right corner is shown Vasudeva
in knee-deep water with the child carried over his head ; the water
of the Yamuna is conventionally represented by wave lines and
sportive acquatic animals; near the break on the left corner of the
fragment Vasudeva is again shown waist deep in water holding the
child near his breast, a seven-hooded snake sheltering him. D. R. Sahni
dated it in the 2nd century A D., but it may be a little later! A series
of reliefs carved on two partially preserved door jambs found at Mandor
( Mandavyapur, the ancient capital of Marwar ), Rajputana, were
noticed by D. R. Bhandarkar who identified the following scenes
connected with . Gopala Krsna on them; these were:—(1) the
uplifting of the Govardhana mountain by Krsna ( Govardhana dhirana ),
(2) Krsna's stealing of butter, (Nanicuri) (3) his upturning the

1. 'A.B.L A. R, 1935-95, pp. 188-4 and plate.
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cart ( Sakatabhaiga) on the first relief, while the second one contained
(4) the scene of the slaying of the ass-demon Dhenuka by Balarima
( Dhenukavadha ), (5) the subjugation of the Niga Kiliya by Krsna
( Kaliyadamana ) ; other scenes also were carved on them, but these.
are now lost. - The date of the sculpture has been fixed by Bhandarkar
in the 4th century A. D! The representation of these Krsnayana
scenes in Vaisnava shrines was a common practice among the religious
artists of India as the different extant relief8 belonging to the various
parts of it prove. R. D. Banerjee has correctly identified multifarious
scenes connected with the early life of Krsna in the many friezes carved
on the Cave Nos. II and IV at Badami: one not only recognises the
scenes found on the Mandor door jambs, but numerous others such as
‘Wisnu in Vaikuntha receiving the earth goddess and his start from
Vaikuntha to be born as Vasudeva Krsna, Krsna's birth, Kamsa's visit to
Vasudeva and Devaki in prison, Kamsa's attendants trying to kill Krsna's
sister. carriage of Krsna to Gokula, Krsna and Balarima in Gokula,
the mock coronation of Krsna and the tending of cattle in Vraja, the
killing of Vatsa and Arista, the killing of Canura, Mustika and Kamsa's
brothers, Krsna's slaying Kuvalayipida, Krsna's carriage of the
Parijata tree from Indra’s paradise to Dwaraka and planting of the same
in Satyabhama's garden, the resultant fight between Krsna and the gods
led by Indra etc. The date of these sculptures is the 6th century A. D2
A series of separate bas-reliefs set up on the basement of the main shrine
at Paharpur, Bengal, belonging to the late Gupta and early post Gupta
periods, portray Krsniyana scenes. Among the incidents that can be

1. ‘A.B. 1. A. R, 1905-08, pp. 135-0 and figuces. R @, Bhandarkar pointediy dmws oo
attention to the ‘Jiinimyiasies’ ( ‘Niradspaiiosritea’ ) passaga which mentions Nieda's visit to Kailisa
whars on the gates of Hufikara's Palace are pietares and sculptures relsting fo the scones ol Krgna's
shildhood and his various deeds in the cow settlement, such as Viodivans, Yamuni, Krspa's sitiing on
the Kﬂlmhtmﬂththnp:nmhpithlmhtﬂlﬂﬂmﬂm&mm from bath in the Yamund rivee
in a naked conditicn, the dmstroction of the serpent Edliys, the holding up of the Govardbana mountain
on the pslm of his hand, the journey to Mathars and ths Iamentations of the Gopis and his foster parsnis
-ato,. Ha torther remasks aftac raloreing to the Mandor reliefs, that ‘the idea of inhagining such seulptuses
40 the gates of Siva's palace eould have ccousred to & writer anly when the practice of adorning gaies and
pillars with such sculptures had become general ( "Vaigpavism' ete., pps 40-1 ).

9. M.A.B.L, No. 95, pp. 4—9 847,55, and pls. XII, XXUI—XXV.
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recognised there, the following may be mentioned : Krsna uprooting
the Yamalirjuna trees, the fight of Krsna and Balarima with Cinura
and Mustika, Krsna killing the horse-demon Kesin ( Kesinisadana,
this relief was at first incorrectly identified by K. N. Dikshit as the killing
of the ass-demon Dhenuka by Balarima, S. K. Saraswati corrected the
mistake ), Krsna uplifting the Govardhana mountain, and Balarima
killing Pralambasura, Besides these stories connected with Krsna and
Balarama, the basement reliefs contain several independent figures
which eontain iconographic representations of Krsna and Balarima ‘of
early period! Some of the mediaeval Vaisnava shrines of the time of
the Haihaya kings of Tripuri ( modern Tewar in the Central Provinces )
contain large stone slabs which must have been fixed in different parts
of the temples ; these bear on them relief-carvings some of which can
be definitely recognised as portraying the Krsna legends. The palace
of fhe Thakur of Sohagpur, which is as it were a veritable museum, has
three such big stone slabs, in the first of which as many as fourteen
separate Krsniyana stories .are depicted ; these are almost the same as
enumerated above. On the two other slabs of stone which have been
described by R D. Banerjee as Unknown on account of his inability to
understand the iconography of their numerous panels, one can recognise
such stories as the killing of Pralamba, Canura, Mustika, the horse
demon Kedin, the mad elephant Kuvalaya etc’ The practice of
showing these Krsnayna stories in stone panels continued to the present
times and I have seen slabs like the Sohagpur ones carved on the side
wall of the Natamandapa in the Shyam temple of Chitorgadh, Udaypur
state, Rajputana, built under the auspices of Rana Kumbha in the early
part of the 15th century A. D.

1. B. K. Bassawsti—THarly Beulptute of Bengal’, ‘Journal of (he Departmont of Lattars’
Caleutts University, Vol. XXX, pp. 0560, 735, Figures 19-14. K. N, Dikshis. :

I'H.LEL'.ﬂmﬁlj-ﬂlhiﬂpmnllwdlhrﬂhﬁm by Dikshit has been improved

upon by 8. E. Bamswati.
% R.D. Bsserjee, . 'The Hasibayss of Tripur' (‘M. A B L', No. 23 ), pp. 100-06
XLIE (b )—XLIV, Baniries gives s detailed description of thess relisls and it is curlous that wl:ln':

wary oorrectly m&mmmmhmmmhhmmhm-tun'

fow obrious on the other two ; it must be obeerved, boweves. that
e Bome pangls lo the Isbior still remaic
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The earliest extant separate sculptures of Krsna generally show
him in the attitude of uplifting the mountain Govardhana. A red
candstone relief of the late Kushan period in the collection of the
Mathura Museum (D 47) represents Krsna standing and balancing
Mount Govardhana on the palm of his left hand; ‘vanamild’ and
_other usual ornaments particular to Visnu decorate his body :
on each side of him is a dwarflike figure standing with both hands
resting on a club and surmounted by two cows one placed over the
other—these human and animal figures typify the inmates of Vraja
who were given shelter by Krsna in this manner from the wrath of
Indra. J. Ph. Vogel thus remarks about it; ‘the sculpture is
interesting as the earliest representation of Krsna hitherto found at
Mathura’? A very large Gupta sculpture from Benares illustrating
the same theme is now in the collection of the Sarna:h Museum.
The back wall of one of the rock-cut shrines at Mahabalipuram bears
a very elaborate representati:nn of the same motif. Some south
Indian sculptures of the late mediaeval period illustrating the
story have been noticed by T. A. G. Rao in his work. Separate
icons of fairly early date representing Krsna are comparatively rare.
One of the Paharpur basement sculptures of the late Gupta period
showing a male and a female standing side by side has been identified
by K. N. Dikshit as representing Radha and Krsna. The male figure
with hair beautifully arranged in curls on the top of the head and
shown in parallel wavelike folds down the neck is reminiscent of the
royal figures on the imperial Gupta coins; its graceful and amatory
pose, the shy wistful smile on the oval face of the female, their
divine character indicated by the halo round the head of each and
the association of this panel with others there connected with the
Krsna legend lend probability to Dikshit's suggestion. A question
can be raised, however, with regard to the identity of the female

1. 'MLM. Q. p. 106 ; for its reproduction mefer to Coomamswamy, 'H. I. L A', pl. XXTX,
fig.103. Bmall slabs containing s summary representation of this sceme meo found in Muthurs :
some replices are in the ecllegtion of the Indisn Museum.

6
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figure ; Radha as the principal Gopi appears quite late in literature
and it is doubtful whether the female figure in this late Gupta
relief can be identified as Ridha. In this view of the case it would
be better to describe the panel as depicting Krsna with one of his
consorts Rukmini or Satyabham3, as S. K. Saraswati has done! In
modern Vaisnava shrines separate images of Krsna and Radha along
with those of the Astasakhis such as Lalita, Visakha, Anuridha,
Kubja, Citra and others are very frequently enshrined in the main
sanctum. Various other separate types of Krsna images, mostly
belonging to the late mediaeval and modern periods, are known ;
they fall under the groups of Navanita Nrtyamirti, Kiliyadamanamurti
( these two are the dancing types of Kisna images—the first depicting
the gleeful dance of a child when he is in possession of some sweet
edibles and the second showing the subjugation of the evil serpent
Kaliya—reminding us of Siva dancing on the back of Apasmara
Purusa ), Venu-Gopila (Gopila playing on a flute ), Bila Krsna
or Nadu-Gopila (the infant Krsna on all fours tasting a piece of
sweetmeat ), Vatapatradiyin ( Krsnite conception of the Brihmanic
Narayana—here a child lying on a banyan leaf sucking its left toe—
cf. the WVanaparvan, chs. 188-9, description of the boy lying on a
couch on the branch of a Nyagrodha tree floating on the primaeval
waters, at the time of the dissolution ), and Parthasirathi ( Krsna as the
charioteer of Arjuna in the battlefield of Kuruksetra )’ T. A. G. Rao

1. B. R. Barnswatl, ‘op. cit., pp. 43-5, fig. B. Barnswati hne quobed » relevant passage from
the ‘*Vigpudbarmottara’ (Bk, III, ch. 85, 73-3) which mentions the figurss of Rukmipi and
Batyabhimid in connection with the imsge of Kryge. Put the particolsr passage would not help
us in identifying definitely the relief in question, for the simple resson ihat most of the deiails
mantionsd ithere .d0 mnot tally with it. The peassage reads ‘—‘Kpmpabcakradbaraly Kiryyo
nilatpaladalscchavil | Indivarakariiciryyd  tathid Gyimid ca Bokmipl, Tirkeyasthi si co kartlavyd
Batysbhiimi surfipip?”. The word *tirkyyasthid’ in the last line scems to be a mistake ; Batynbhilmi riding
on Garods by the side of Krpga 1is improbable. The correct resding sppesrs to have beem
‘pivivasthid’ or some such word. Ersps and Rukmigl figures in stons and bronze of the late mediseval
period hava bean feproduced by T. A. G. Bao in pls. LVIII and LIX of his book, vol. I.

9, These images bave been well described and [llosteated by T. A. G. Bao, "op. cit’, wol I,
pp. 906-16, and pls, LX-LXVIL All of them bail from south Indisn, but their north Indis eounterparis
of comparatively lsts date are common; in faok most of the Valspava shrines of the lsst fow
centuriss in the differont parts of norihern India bave cne or other of these varieties of Erjps images
a8 the principal cult objeck.

.
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has collected iconographic texts dealing with these images from the
‘Vaikhanasagama', ‘Visnudharmottara® and others (‘op. cit, wvol I
App. C, pp. 45-8).

In the ‘Agnipurina’ summary of ‘Harivam$s’ or the genealogy
of Hari, Balarima is only cursorily mentioned ; but that he was an
important object of worship among the early Bhigavatas is proved
by early literary as well as archaeological data. I have already
referred to the passage in Patafjali's ‘Mahabhisya’ ( Kielhorn, vol. T,
p. 426 ), which refers to the sounding of certain musical instruments
in the temples of Dhanapati, Rama ( Balarima ) and Kefava ( ‘praside
Dhanapati-Rima-Kesavanam’ ) ; the following commentary ‘may the power
of Krsna second to Samkarsana increase’ (on Papini, II, 2, 23—
‘Samkarsanadvitiyasya balam Krsnasya vardhatim’) also occurs in
the same section. Kautilya's reference to the worship of Samkarsana
( same as Balarima ) as well as the early epigraphic and monumental
evidence with regard to it has also been discussed by me in the
third chapter of my book, ‘D.H.I' Inthe Nagari epigraph as well as
in one of the above two ‘Mahabhisya' passages, the importance of
Samkarsana is emphasised, as in both of them his name occupies
first place in the compound of the two words ( Samkarsana-Vasudeva
and Rima-Keava)! H. C. Ray Chaudhury remarks that in the
Ghosundi record ‘Samkarsana is not a mere emanation from Vasudeva,
but is styled ‘Bhagavat' and ‘Sarveévara’ equally with his more famous
brother. Samkarsena had undoubtedly his special votaries as is
proved by the evidence of Kautilya and the story of his relations
with Duryodhana narrated in the Great Epic\' Extant sculptures

1. This is alsc iho case in the ‘Viyupurips' passage which enumerstes the five heroes of
the Vpgni olan { ch. 67, 1-8); Sapkarsapa is named first. The Jaina toxts collectively refor to them
nt 'Baladevapamokkhi pofiosmabiviel’, They were pocording  to the ‘Viyupurigs' evidence,
‘manugyaprakyti devas' or ‘gods who wers arlginally men'

9. H.0. Ray Chaudhury. “Matarials for the Study of the Harly History of the Vaigpava Beet!
Beoond Bdition, pp. 95-9. Eaotilys speaks of & class of ascetica *with shaved head or beaided hair
(*mupdl and “afi’ ) who sdored Samkarsaps as their special deity. In tBe Niciyapiys section of the
*Mahfibhiirsta®, Visudevs is jdentified with the ‘Paramitmsn’ snd Sapkargaps with the Jivitman'.
In the “Bhismapsrva and the *Ahirbuibnys Sambitd, Bamiar@ps sppears &3 an exponent of the
‘Bitvata’ or ‘Piincaritra Glatra’.
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of Samkarsana-Balarima can be divided as in the case of the other
images of the incarnatory forms into two groups, one in which they
occur in the row of the Dasavatara images and in tne other when they
occur independently of the rest of the Avatiras. In the latter
case, especially in their early specimens, the probability of their being
recognised as the Vyilha Samkarsana should not be set aside. The
earliest extant image of Balarima was found by late Pandit Radha
Krishna near Mathura and it is now in the Lucknow Museum.
Balarama stands under a canopy of six serpent hoods and holds a
‘musala’ ( pestle) and a ‘hala’ ( ploughshare) in his right and left
hands respectively, the weapons being placed against his shoulders:
a massive turban is shown on his head and he wears ear-rings a
torque, armlets, bracelets, a waist-girdle. and a short ‘dhoti'; the right
leg is slightly bent at the knee, as in some of the early Yaksa statues,
but the left leg is implanted straight. V. S. Agrawala remarks
about it: ‘The image can not be later than the second century
B. C. and must be regarded as the earliest representation of any
Brahmanical deity in the whole field of Hindu iconography.! The
above sculptureis of special interest in connection with the study of
Hindu mythology and iconography, as it fully shows that the association
of the Naga element with Balarima (cf. the Puranic version of his
having been an incarnation af Ananta or Sesa Niga ) has been
well-established at such an early date. 1 have already drawn
attention in the third chapter of my book, '‘Development of Hindu
Iconography’, to the observation of Vogel that ‘modrn idols of Baladeva

L 4.1.8. 0. A, 1937, p. 126, pl. X1V, fig, 4 Agrawals observes on the avidemos of this
chanes find as well ns thai of the Tirthafiinrs imsge found by E. P. Jaysswal {o. 7. B. 0. R. B,
1937, pp. 130-52. ) thet 'the roliglous teadition of the land had allowsd the shaping of the principal
deities in humpn form for purposes of worship much earlier than is often conceived by archasclogists
In relation to the guestiom of the origin of the Buddhs image'. The Bankipore torso of the nods
Tirthafikars hns been dated by Jaysswnl in the Maurys period on socount of the high palish which
it bomrs; tat the Defarginj ¥akgipi whish was daied on ths mme ground in the Mourys age has
recenily been post dated by Marmshall on siylistic grounds in the 1st cemtury B. O. (eof. Marshall,
“Monumenta of Banchi!, vol. I, P. 03 ). The Lucknow Museum Balsrhma olso mey bo assigned s litile
Iater date, ome in the 1st century B. C. is probabla,
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manufactured here, (in the Mathura region) are exact copies
of the ancient Niga figures' and remarked that in ancient and mediaeval
times also, images of this god were based on the hybrid Naga figures ;
the Lucknow Museum relief fully bears out my observation. The
inscribed Naga image of the time of Huvishka discovered at Chhargaon
by Pandit Radha Krishna was worshipped by the local villagers as Dauji,
i. e. Baladeva, the elder brother of Krsna, In the case of the Naga
figures, wherever they are well preserved, the right handis generally
raised above the head, the left holding a cup; we shall presently see
that some of the Balarima figures hold a wine-cup in their hands and
the iconographic texts also emphasise the inebriety of the god. That
Balarima or Samkarsana worship was well established in the early
centuries of the Christian era is fully proved as several images of this
god belonging to this period were discovered in different parts of
northern India. A figure of Balarima datable in the second or third
century A. D. was discovered at Tumain in Gwalior State, Central India,
which was somewhat similar to the one from Mathura just described.
The exhibit No. B. 974 in the collection of the Lucknow Museum shows
a male figure standing in the ‘samapddasthanaka’ pose with the seven-
hooded snake canopy attached behind his back ; the hair is beautifully
arranged with a top-knot on the centre of the cranium, just like the
so-called protuberance on that of a Buddha figure and there are
ornaments like pearl string placed on the forehead, ear-rings, torque,
armlets, long sacred thread and a scarf arranged in ‘vanamala’ fashien:
on the left side is a Nagini standing in a graceful pose, while on the
right is a couple ( probably the donor couple ) with their hands in the
‘afijali’ pose. This has been described in the Museum Records as the
*sandstone image of a Naga'; probably it is so. The similarity to the
figures of Balarama is, however, so great that one is tempted to identify
it as that of Balarima ; but unfortunately its forearms are broken and
there is no means of determining the nature of the objects held by them.
The pedestal of the image bears an inscription in characters of the
5th century A. D, If a comparison of the above sculptuse is made with

L ‘A8 L AR, 101819, p. 31 and plste XIII (» ).
7
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that of Balarima found on the basement of the main shrine at Paharpur,
a great deal of similarity is seen as regards their iconographic presentation.
The arrangement of the hair in the shape of a top-knot, the pearl
string on the forehead, the seven-hooded snake canopy, the torque,
armlets, the sacred thread, waist-girdle etc. are common to both of
them ; in the Paharpur relief, heavy snake coils are arranged behind the
back of the deity in a manner similar to the one followed in the Kushan
Naga statues at Mathura, There are two attendants of the Paharpur
Balarama, the one to his proper right holding a cup and a wine flask
being female, and the other to his proper left being male ; Balarima
here is endowed with four arms, the lower right, upper right and upper
left carrying in order a wine cup, a long staff ( a variety of ‘musals’ 7)
and a ploughshare with a long handle, the front left hand being placed
on the thigh. The pedestal is plain and the god has a slight bend
in his body. The carving of the main figure in this late Gupta relief
is well-executed but its meditative look ill fits with the iconographic
description that his eyes should be rolling as a sign of inebriety
(‘madavibhramalocana’). The four-armed image of Balarima found by
D. R. Bhandarkar at Osia has a plough-share and a club in his two
back-right and left hands respectively and has the canopy of five snake
hoods ; his front right hand holds a wine cup and his front left clasps
his consort Revati to his breast—this is a comparatively unusual
combination. The seventh temple of Osia, the most magnificent of the
temple group there, has two projecting pilasters on both sides elegantly
carved with figure sculptures ; their lower halves contain dancing female
figures in natural poses. Above are Vasudeva-Krsna and Samkarsana-
Balarama, the former on the proper right hand pilaster and the
latter on the other side. Both are seated on Garudas, the former
with his usual attributes while the latter holds ‘hala’ and ‘musala’
in two of his back hands, one of his front hands holding the ‘$ankha’,
the fourth hand being in the ‘Yjfiina mudr’; Balarama has his canopy
of snake hoods. This sculpture is very interesting because Balarima
on Garuda with “%ankha' in his hand is an extremely rare mode of
depicting him. But this may typify one way of showing Vyiiha Sam

the other being that where he is depicted like Visudeva in all
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tespects, but holding ‘gadd’, ‘$afikha’, ‘padma’ and ‘cakra’ in his - front
right, back right, back left and front left hands respectively. Mention
may be made in this connection of the four-armed image of Baladeva
discovered at Baghra ( Dacca, Bengal ), which can be dated in the
late mediaeval period. This well-carved relief is very similar to
that of an usual four-armed ‘sthanaka-Visnu; it holds a mace, a
wheel and a conchshell in its back right, back left and front left hands
respectively, stands on a double-petalled lotus below which sits
Garuda with his hands in. the afijali pose, and it is accompanied
by 8t and Pusti; in place of the usual snake canopy, an umbrella
is shown spread over its head. The only distinctive feature which
gives its identity isa ploughshare held by its front right hand.! One
is justiied in comparing this with the second Osia Baladeva just
noticed ; the ‘jilana-mudra’ in one of the hands of the latter can be

-explained by the Paficaratra ideology that Samkarsana-Balarima typified

knowledge and it was he who expounded the Satvatavidhi Two
four-armed bronze figures of the god, both belonging to the reign
of Devapdla, belong—one to Kurkihar in the Gaya district and the
other to Nalanda in the Patna district, Bihar. In each case the two back
hands hold ‘hala’ and ‘musala’ ; in the former one of the right hands is broken
away and the other probably shows a sweetmeat, while the two right hands
in the Nalanda image hold a dish of sweetmeat and a wine cup. The
Kurkihar image is an elaborate piece of bronze casting ; the ornaments
in the body, the ‘vanamald’, the seven snakehoods, the leogryph, the
Vidyadharas over the parabolic ‘sirascakra’, the peacocks on the top of
the ‘torana’ with their tails ending in scroll foliage, the two standing
female attendants, one holding a wine cup and the other a wine-jug
in their respective left hands, their right ones being in ‘jfana-mudrd’,
all these are displayed in the composition; the whole is placed on an
elaborate ‘triratha’ pedestal. Kramrisch remarks about this piece that
the figure is ‘heavy with power, which is communicated to the eye
of the devotee (one of the attendant figures descgibed above ) as it
encompasses in simultaneous concentration, the imale of the god.

1. 'Dacca History of Bengal’, I, p, 484, PL IV.
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The power well fits in' with Samkarsana-Balarima—the possessor of
‘bala’ ( power ) one of the six ideal ‘gunas. The inscription on this
sculpture shows that it was cast in the 9th year of Devapaldi and so its
date would fall inc. 824 A. D. The Nalanda bronze Balarima is a
much better work of art and is one of the leading examples of early
mediaeval bronze-casting in eastern India. The four-armed stone
Balarama in the collection of the Rajshahi Museum follows the Paharpur
relief in the matter of the disposition of its hands! When this god is !
depicted along with the other nine incarpatory forms of Visnu, he is ;’r
almost invariably endowed with two hands, one of wbich holds his, *i:
characteristic emblem, ‘hala’ ( ploughshare ), while the other is in thg'. / '{’
‘abhaya’ or the ‘varada’ pose. it
As regards the iconographic texts dealing with this ‘avatara’,
in chapter 57 of the ‘Brhatsamhitd’ is one of the earliest. It laysd a
‘that Baladeva should be shown with a ploughshare in his bhand.’'apd
his eyes should be wandering which indicates his inebriety ; he shoyld
wear only one ear-ring and his body should be white like a conchshell,
moon or a water-lily* ( ch. 57, v. 36—'Baladeva halapanirmadabibhrpimal-
ocanaéca karttavyah! Vibhrat kundalamekam sankhendumrnalagauragaghh ).
This passage does not specify the number of arms, but it is, pyident
only two are meant. The ‘Agnipurina’ (ch, 49) says that Balarama should
be either two or four-armed ; in the case of a two-armed image the
hands should hold a mace and a ploughshare, while in a four-armed one
in the upper left should be placed a ploughshare, in the lower left a
conch-shell, in the upper right a pestle and in the lower right a wheel
{ ch. 49, 6-7 : ‘Gadalangaladhari ca Ramo vatha caturbhujah | Vamorddhve
lafgalam dadyadadhah $ankham su$obhanam | Musalam daksinorddhve
tu cakraficadbah susobhanam’). The ‘Hayalirsa Paficaritra’ gives an
identical description of Baladeva. I have shown in the first chapter

1. For tha mm’pu relief, refor to B. E. Baraawati, "op. oit.’ pp, 46-50 and fig. 10 ; for tha Osis
specimens, cf. A, B, L A. B.' 100809, pp. 104, 106 ; for the Kurkihar bronse, ses 7. L 8, 0. A vol. I1,
No 4, pp. 70-81, pl. ZXVIIL 1 ; for the Nalanda specimen refer to B, D. Banarjes, ‘Esstern Indian School
of Medisval Seulpture’, pl. I (b), and J. C. French, The Art of the Pala Empire’, pl. X,



of my previous book that this was the source from which the ‘Agnipurina’
drew much of its iconographic materials) but it refers to another variant
form of this deity when it says that a mace and a sword should be placed
in lieu of a conch shell and a wheel (‘'Gadim krpinam va dadyat
samsthine §anikhacakrayoh'; the ‘Haribhaktivilisa® wversion of the last
‘carana’ of this line, viz. ‘samsthine Sakticakrayoh', is evidently wrong )
It refers to two more varieties of Samkarsana-Baladeva when it lays down
that he should be made with four arms and decorated with one ear-ring;
in one he is to hold a plough-share, a pestle, a mace, a lotus, while in the
other a conch-shell, a wheel, and a mace are to be placed in the three hands,
the fourth being the ‘varada’ pose ( ‘Baladevaécaturbihuh kundalaikavibhii-
sitah! Lingali musali devo gadapadmadharo vibhuh!| Safkhachakra-
gadipanih karttavyo varado'thava’). The last two varieties, however,
describe the god in his ‘vy@iha' aspect for their description is incorporated
in connection with the account of the images of Vasudeva, Pradyumna
and Aniruddha ( all the above passages are quoted from Gopal Bhatta's
presentation of the above in the 18th vildsa of his work ). The *Visnu-
dharmottara” passage describes Baladeva as holding a ploughshare and a
pestle in his hands ( probably a two-armed image is meant) and
having ear-rings (or one ear-ring, ‘caiva kundali’ should be better emended
as ‘caika kundali’ ) ; he should be white in colour and should weara blue
garment and should have his eyes marked with inebriety ( ch. 85,
vv. 72-3; ‘Sirapanirbalah karyo musali caiva ( caika ) kundali | Svetotini-
lavasano madadaficita locanah’). Early in the same chapter, the ‘Visnu-
dharmottara’ refers to the form of the Vyiitha Samkarsana in the following
lines : *Vasudevasya riipena kiryah Samkarsanah prabhuh il Sa tu
$uklavapuh kiryo nilavdsa Yadittama Il Gadasthine ca musalam cakras-
‘thine ca langalam | Kartavyau tanumadhyau tau nrriipau riipasamyutau
(vv.21-2). It should be noted that the ‘Brhatsamhitd’ and the ‘Visnu-
dharmottara’ passages alone emphasise the inebriate condition of this
‘Avatiara which is fully corroborated by the presence of the wine cup in
the hands of some of the extant images of Balarima, as well as the
goggle eyes depicted in others. The ‘Mahabharata's refers to the
‘bacchanalian orgies of Baladeva and this very well fits in with the
character of the lord. The ‘Vaikhinasigama', as quoted by T. A. G. Rao,
8
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describes the god as being two-armed, ‘madhyamadasatila’ in measurement,
standing in ‘tribhanga’ pose, holding a pestle in his right hand and a
ploughshare in his left ; white in colour and wearing red cloth and ear-
rings, he should have the goddess Revati to his right. A ‘kautuka bera’
of this god should be of this type, or it may be of the form of a four-
armed Visnu. None of these texts refer to the snake-hoods behind his
head, although the snake connection of this deity is undoubted from the
mythology as well as from the actual representations ; Vogel suggested
that ‘the mythical Baladeva developed from a Naga lord and his worship
might have been absorbed into Krspaism when this cult rose into
prominence ; Baladeva was an agricultural deity and so were the Nagas
who were intimately associated with water’.!

The last two incarnatory forms of Visnu are seldom, if at all, re-
presented separately ; they invariably appear in their proper places in the
Dasivatara reliefs. Buddha is sometimes, though rarely, omitted in South
Indian sculptures, his substitute being Krsna ; but I know of no north or
east Indian Dasavatira slab where Buddha is absent. The mode of incorpo-
ration of Buddha, the founder of a heretical creed, into the Brahmanpic
pantheon is worth noticing, and the mythology concocted about Visnu
appearing as Buddha for the delusion of the Asuras with false doctrine,
in order that they may be destroyed by the gods, is significant. The
exponents of Brahmanic Hinduism could not ignore the importance
which this religious reformer attained among the millions of
of the Indians, but they attacked the system that grew around
his personality in no uncertain terms. A very curious account is given
about the origin of this system, heretical from the orthodox Hindu
standpoint, in the ‘Visnu purana’; the *Agnipurdna’ gives a brief suminary
of it.Parasara on being asked by Maitreya about the nature of the Nagnas

1, '"A B.L A R, 1008-09, Vogsl on ‘Nigs worship In ancisnt Mathues', p. 3. Vogel thoroughly
disoussed tha whole guestion mbout the Nigs eult in bis Istes wock ‘Indian Berpent Lore’. It may be
observed hers that ms the mythology about Baladeva proves the absorption of some Niga clements in
Visudeva-Vispuizm, G also the story isbout the subjugstion of the Niga Kiliya by Ersgs shows the

progress of the gult mt the expense of this animistle form of religlon which was curment smong the previous
settlers of India.



31

i, e. the naked ones, answers that those persons who have ignored the
authority of the Vedas which really serve as the garments of the members
of the three orders ( Brihmana, Ksatriya and Vaisya ) are to be described
as such. In times of yore when the Devas were defeated by the Asuras,
they went in a body to Visnu to help them in their sad plight. Visnu
then created a form Mayamoha ( Illusion or Delusion ) by name who was
sent by him to the banks of the river Narmadi where the Asuras were
practising austerities according to the approved Vedic manner. Mayimoha
convinced them in sweet reasonable words about the futility of their
religious practice, inveighing against the sacrificial form of religion in
which animals were killed ; he taught them many doctrines which were
directly against the Vedic teachings and as he enjoined them to pay respect
(‘arhatha’) to the great ‘dharma’ which was preached by him, they who
adopted it came to be known as ‘Arhata’ ( ‘Arhathemam mahaddharmam
Maiyamohena te yatah | Proktastamasrita dharmamarhatistena te'bhavan’).
The successive generations of the Asuras were thus weaned from the
religion of the three (Vedas) by Mayamoha who repeatedly told them
to know this way, to understand thus etc. (‘Evam budhyata budhyadhvam
budhyataivamitirayan | Mayamohah sa Daiteyin dharmamatyajayannijan’).
He made them to understand that this universe is without any resting
place and is prone to be understood wrongly, and it is vitiated by various
kinds of evil passions and is ever moving in a vicious circle (‘Jagatetad-
anadharam bhrantijianarthatatparam | Ragadidustamatyartham bhrimyate
bhavasafikate’). Thus Mayamoha who is none other than Buddha ( cf. the
ingenious way of explaining the name by referring to the root verb mean-
ing 'know’, ‘understand’-*budhyata’ or ‘budhyadhvam’) prepared the ground
for the destruction of the Asuras by the Devas and the latter were
helped in this way by Visnu to regain their lost power and prestige.
The "Agnipurana’ does not forget the historical character of Buddha and
glibly tells us that Visnu on being entreated by the gods incarnated himself
in the form of Mayamoha as the son of Suddhodana and deluded the
Daityas who became his followers, i. e, the Bauddhas and gave up all
Vedic rites ; he became the Arhat and afterwards made gthers Arhats ;

1 "Vigpupurigs', Bk, ITI, ch, 17.



in this way originated the Pisandas who went outside the pale of the
Vedic dharma ; they always did works which were worthy of hell and
‘they received ( alms ) even from the lowliest!. Regarding the period of
his incorporation into the Brahmanic pantheon, I have already .shown
ithat two of the early authoritative Pificaritra Samihtis, the ‘Satvata’ and
the ‘Ahirbudhnya’, include him in the list of the thirty-nine incarnations.
The ‘Bhigavata’, ‘Matsya’, (in the chapters on image-making, it omits any
reference to Buddbavatira, but in ch. 47, in its account of Visnu's
Awatiras, it includes Buddha ), ‘Variha' and a few other Purdnas refer to
him as Vignu’s incarnation. The ‘Brhatsamhit’ passage in the chapter on
Pratimilaksana describes the Buddha image perhaps as the cult-object of
the Buddhists. The ‘Visvaksena Samhita’, a Paficaritra text, describes
Buddha, Arjuna and a few others as secondary Avatiras, The Gupta
inscriptions associated with the Vaisnava creed do not refer to Buddha as
an incarnation of Visnu ; but this may only prove that Buddha's Avatira-
hood was not so well recognised as in later times. The actual images of
Buddha as an Avatira, i e., in the Brahminical Hindu setting, followed
the mode of his representation in Buddhist art. Of the different modes,
the standing variety of Buddha figures, with one of his hands held in the
‘abhaya’ pose and the other holding the hem of his garment was extremely
popular ; the seated variety appears very rarely in the Dasivatira slabs.
The ‘Brhatsamhita’ emphasises Buddha's placid nature as well as hisﬁ"
solicitude for the welfare of all beings in its description of his image :
it also very charactenistically refers to certain of his well-known icono-
graphic peculiarities The couplet already quoted by me in a previous
context requires notice once again: 'Buddha should have the palms of
his hands and the soles of his feet marked with lotus, he should be placid
in form and his hair should be very short (‘sunica’: another reading is

2. ‘Agnipuriga’, Ch.XVI, versss T-5: 'Vaksye Buddbivatficalica pathatal fErpvatorthadam |
Posl ‘devisue yuddbe Daltyairdevily parijitily] Rakga mhgoti darapam  vadanio jegmurifvarsm |
Miyimobaivariipo'sat Snddhodanasute’bhavat | Mobaykmiss Daityimatimpstyijitin Vedsdbarmmakam |
Te e» Pavddhi vaBhivurki tobhyo'nye Vedavarjjiiih | Arhatah so'bhavad pafeidarhatinakargk

pﬁ.r:-‘nnm plgapdine jith Vedsdbarmmidivarijisdl | Narakiicham karmma cakrurgrahigysntysdhs-
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*stinlita’ ‘which would mean ‘well-arranged’ ; Utpala explains the first as
“sunica atydlpah kesa miirdhaja yasya', the second as sunita atiniyamitah’) ;
'he 'should be seated on alotusseat and should appear as the father of
‘the whole world" ( ch. 57, v. 41). The Visnupurina curiously, however,
describes ‘Mayamoha as naked with head shaved and a peacock tail .in
‘*hand'( *digambaro mundo barhipatradhara’) ; the confusion made here be-
‘tween the Digambara Jainas, the Nagna-Ksapanakas of the ‘Brhatsamhita’
‘passage in the chapter dealing with the consecration of images, and the
‘Buddhists who .were described as Nagnas on account of their having discar-
‘ded the authority of the three Vedas, seems to be a wilful one. The
“Agnipurana’ description of the Buddha figure takes into account most of the
‘essential iconographic features when it lays down that Buddha of the
‘tranquil ‘soul should be long-eared, his white body covered with garments,
seated on a‘lotus with jpetals turning upwazds and his hands in the ‘varada”
and ‘abhaya’ poses ('Sintitmad lambakarnasca gauringascimbarivrtah|
‘Orddhvapadmasthito Buddho varadibhayadayaskah). The ‘Hayasirsa, as
‘quoted by Gopala Bhatta adds a few other details to those mentioned i\ the
*Agnipurana’ passage, just quoted. It says that Buddha who is Hari should
‘be ten ‘tilas’ in measurement; his ears should be elongated; he should wear
“civaras' (garments consisting of three pieces, ‘antaravisaka, ‘uttarisanga’
‘and ‘sanghati’, i e., under garment, upper garment and long cloak respec-
“tively) ; 'his " face and eyes should resemble lotus flowers ; he should be
“depicted as engaged in deep meditation with the palms of his hands turned
upwards and his eyes looking at his nosetip ('yoga dysti’); the sculptor
‘(rupakama ) should enshrine the image of one who is regarded as the
“father of the whole universe.'
Kalkin, the last of the Avatiras of Visnu is yet to come. According
‘to the ‘Agnipurina’ (ch. 16, verses 5-11) when in the end of the
iKaliyuga all sorts of inequities will spread over the whole of the earth,
“when people ‘will be cloaked by false religion, when the Mlecchas as
“kings will be killing their subjects, then Lord Visnu will appear in this

1. ‘Defatilam tathi Buddha i padmisaragitan Harlm |‘Pralamba fravapam Kiryyiceirarilvbkrian
tathil | Mapindbhem swmidbisther ' padmisysii psdmalocanam | Bsmbdblsthoitinapipim  yogadqytiaam-
anvitam | Bibipayet slipakimasta pliers japataly patim',
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world as Kalkin, the son of Visnuyasah, and the great sage Yijfavalkya
will be his priest. Then again the Varnasramadharma, good works
and piety will be re-established and Hari after fulfilling his mission of
restoration of ‘dharma’ will ascend to Heaven. This idea about the
future incarnation of Visnu is directly associated with the ‘Bhagavadgitd’
conception of the descent of the lord in wvarious forms for restoring
virtue and destroying vice. The same Purina describes two wvarieties
of Kalki images, in one of which, evidently two-armed, he is endowed
witha bow and a quiver full of arrows. in the other, a four-armed
variety, he is depicted riding on horseback and holding a sword, a
conchshell, a wheel and an arrow (ch. 49, 9: ‘Dhanustiininvitah Kalki
mlecchotsadakaro dvijah | Athavasvasthitah khadgi sankhacakrasarinvitah' )
The ‘Hayaéirsa Paficaratra’ also speaks of these two wvarieties, two-armed
and four-armed, the objects held-in the hands of the same being almost
identical (‘Kalkinam tu' caturbihum wvaddhatiinam dhanurddharam |
Sankhacakradharam kuryattatha khadgadharam prabhum 1 Dyibhujam va
hayariidham khadgapanim sureévaram | Kalkinam sthapayitvaivam Sakra-
sthanam labhennarah' ). The ‘Vispudharmottara’ describes Kalki as two-
armed with a sword in his raised hand, riding on horseback, and should be
depicted in an angry mood ( 'Khadgodyatakarah kruddho hayiridho
mahabalah | Mlecchocchedakarah Kalki dvibhujah pariliretitah' ), But the
*Vaikharasiagama' description of Kalkin is interesting on account of the
fact that of the two varieties of his images, one should be horse-faced,
and the other with the face of man ; his four hands should carry ‘cakra’,
“ankha ‘khadga’ and ‘khetaka’ and he should be fierce-looking ; his
*kautukabera’ should be like an ordinary four-armed Visnu image. These
different descriptions of Kalkin are not all illustrated in plastic or pictorial
form, the only variety almost invariably represented there is the two-armed
‘one shown on horseback with a sword in raised right hand, the left holding
the reins of the prancing horse. Separate figures of this Avatira are
unknown to me; some reliefs showing a deity riding on horseback
with a drinking cyp in his hand and accompanied by many attendants,
. both male and female, several of them playing on music, were identified
before as Kalkin. B. B. Bidyabinod, however, correctly explained the reliefs
as standing for Revanta, the son of Siirya (']. A. S. B), 1909, p. 391 ).
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OTHER FORMS AND MINOR AVATARAS OF VISNU,
GARUDA AND A1 UDHAPURUSAS

The principal types of the general, emanatory and incarnatory forms
of Vasudeva-Narayana-Visnu have been discussed in the previous chapters.
I shall now deal with the other forms of the composite god mythologically
associated with the one or other of his aspects, which are found in early
and late Vaisnava shrines. Occasional references to the lists of incarnations
contained in some Paficardtra texts is necessary for the correct identifica-
tion of a good many reliefs associated with this cult. The necessity of
this task will be apparent if we refer to the fact that even such a com-
petent scholar like the late T. A. G. Rao could describe one of the composi-
tions in the side niches of the Gupta temple at Deogarh as representing
Siva as mahayogi, when it really stood for two of the minor Avataras of
Visnu, Nara and Nariyana. I have already referred to in the previ-
ous chapters to the real character of Garuda, the mount of Visnu; here I
intend to discuss not only some of the later myths connected with him,
but also trace the evolution of the hybrid form in which he is usually
represented. The personified representations of the weapons and emblems
—especially the Visnuite ones, though already briefly noticed by me,
require a detailed study in this chapter.

One of the principal emanatory forms of Vasudeva is Pradyumna, the
son of Krsna born of Rukmini. He was, in his former birth, Kimadeva
known under different names such as Manmatha, Manasija, Ananga, Madana,
Smara etc., all of which explain the basic idea underlying this Brihmanical
god. Desire which arises in one's mind is regarded as one of
the six enemies of man ; desire and wrath, as the ‘Bhagavadgita’ tells us,
are born of the strand of energy ( ‘Rajoguna’ ) and they are
greatly devouring and greatly sinning.' But desire was at

1. 'Bhagavadgitd', Oh. III, verse 87 : ‘Kamn e krodhs ega rajogups samodbbavah | Mabifano
mahiipipmi viddbhyenamihe vairigam'. The ‘Gitd’ further talls ns, ‘As o fire is cbeoired by smoke, na s
mirror by dict, ns the embryo by the womb, so by this is this world ohscured’ ( 35 )y, Enowledge is obsoured
by this, the perpetual foe of him who knows, changlng its shape at will { or, in the form of desire,—
“kiimarlipsga"), 0 son of Kunti, a fire insatiahla. The senses, ths mind and the rason are said to be its bage &
by these it ohseures knowlsdge and dsludes the embodied soul’, The English rendering. is by W. D. P. Hill
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the root of the whole creation which grew out of nothingness;
the celebrated Nasadiya siikta of the 'Rgveda’ (X. 129, v. 4)says.
- that 'Desire first arose in It (that one ) which lay void wrapped
ina husk (or in nothingness), which was the primal germ of mind:
(‘and which ) the wise, seeking by théir intellect, have discovered in their
Heart to be the bond between non-entity and entity" ‘Kimastadagre
samavarttatidhi manaso retah prathamam yadasit | Sato bandhiin asati
niravinda hrdi pratisya kavayo manisa’). In the passages of ‘the
*Satapatha Brahmana' and the other texts dealing with creation, the Crea-
tive acts of Prafipati are constantly said to have been preceded by desire ;
‘so’k@mayata’, he desired. In the doctrinal tenets of the Paficaritra
and other religious systems, one of the three primary causes of creation
is Techasakti ‘which is the same as Kima or Desire. Muir was the first to
notice that Kama appears as a-personified deity for the first time in the
‘Atharva Veda'(IX, 2). In the Buddhist literature, both Pili and Sanskrit,
‘Mara variously named as Vasavatti-Mara, Namuci, Papiyan, Kamadhaturaja,
Krsna, Pisuna etc, playsan important part as the arch tempter. He is
the ruler of the highest of the six Kamadevaloka heavens, the Paranimmi-
ta-Vasavatti *(Paranirmita-Vasavarttin) Devaloka. The Buddhist texts
génerally speak of him as riding on an elephant named Girimekhala
accompanied by his wives or daughters ( ‘Marabadhu, Marakayika' ), the
three principal of them being differently known as Tanha (Trsna), Arati
“and Raga, or Trsnd, Arati and Rati (‘Lalita Vistara' ). or'as Tgsd, Priti
and Rati ( "Buddhacarita’ ) ; he is sometimes described as the weilder of the
discus (‘cakra’), as when several of his attempts to unseat Siddhirtha from
‘the Vajrasana beneath the Bodhitree failed, he cast his discus weapon at
the 'gréat man, but it became a garland of flowers.! Krsna, mentioned a5

1. Kern, *Manulof Indisn Buldhism,” p. 90. Kern ssys about Miss, “Mirs Pipimi b
wsual name of the fiend in Pili, originally it appeart synonymous with the ‘Mriyub Fiipmi of ths Vedig
toxta, bas with the Buddbista beoume the incarnation of Evil. His connestion with Death is further
emplimhhhhhlwﬁd“mmmlw“‘m' + + A wellknown synonymous.
term s Wamuei. His identiBoation with Smars is founded wpon his being the rular of the
Rimalka; hence he is termed Himebvirs, ‘Lalits Vistara' p, 427" (ibid, p. 90, £, . 9). The attributive
SPibet ‘phpiyila’ or, ‘pipmd’ should be equated with the coe named, ‘mahipipms” given to Kams fn thy.
- " passage noticed above,
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another denomination of the Evil one and the discus alluded to as
one of his attributes in the Buddhist literature show that the association
of Kimadeva with the cult of Visudeva Krsna was well known to its
authors. In the epic and Purinic texts, the mythology about Kima is much
developed ; the oft-repeated story about his having been burnt to ashes
by Siva, because he tried to excite passion in the latter’s mind, explains
his particular name Anafga meaning ‘one without a body’. The destruction
of Kima or Madana by Siva is reminiscent of the defeat of Mara by
Buddha. Some of the Purdnas tell us that after Kdma was thus destroyed,
he was born again as Pradyumna, the son of Krsna, and the story of his
union with Rati, his consort in his former birth and now born as the
wife of Sambars, the demon, is elaborately recounted in them. The
Gupta inscriptions record many allusions to Kamadeva, the god of love,
his two wives Priti and Rati, his bow of flowers, his destruction by
Siva and his banner of flowers. In the Mandasor stone inscription of
Kumiragupta I and Bandhuvarman of the Malava years 493 and 529, the
city of Dasapura is described as ‘beautiful being embraced by two charming
rivers with tremulous waves as if it were the body of the god Smara em-
braced in secrecy by his wives Priti and Rati, possessed of heaving breasts’ :
Maharaja Bandhuvarman is described as resembling in beauty, ‘even
though he was not adorned with ornaments, a second Kimadeva armed
with the bow that is made of flowers’! The characteristic attributes of
Manmatha in Brihmanical texts are a bow and an arrow ; the bow is
sometimes described as made of flowers (so one of his names is
Puspadhanva ) and at other times, especially in iconographic literature,
as made of a sugar-cane. In the early known representations in Buddhist

1. J.F. Fleet.'C. L I', "Vol. IIT, pp. 81, B8, B6—T : (1) “Yadbhityabhiramyssariddvayens oapalorma.
migih samipagighamn rabasi kocséilinibbydm Priti-Ratibhyim Bmarifigamiva’ ; ( 9) ‘Schgieamiirtirabhi.
bhitysnslamiriopl riipegs yah Kusumacips iva dvitiyal’s The same insoripthon refers to the destroction of
Kimadeva by Hars and enumerates the flowers of the five trees and creepers such as Adoks, Ketaks, Bindhii«
vars, Atimoktska and Rodhrs as forming his five arrows ; Kima's ancther nams s Pafionfars on secount of
the number of his nrrows.
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art, a bow is very often placed in the hands of Kimadeva! A Loriyan
Tangai relief in the collection of the Indian Museum, Calcutta, shows
the Mahabhiniskramana scene in profile ; just in front of Siddhartha
riding on Kanthaka is a male figure wistfully looking up at the rider,
with another figure just behind him. Griinwedel thus remarks about
the relief, ‘two figures, one of them holding a bow ( possibly Mira) stand
in front, apparently addressing Siddhartha' ( ‘Buddhist Art)' p, 103, fig. 53).
The bow is the charcteristic emblem of Mira ( Kamadeva ), and there
is little doubt that this particular Gandhira sculpture illustrates the
scene of Mara trying to seduce Buddha from his firm resolve of renouncing
the worldly life. In a painting in Cave No. 1 at Ajanta, Mira fully
decorated with ornaments, grasping a bow and an arrow in his hands
accompanied by a host of his daughters or consorts in lascivious attitudes,
and other demoniacal male attendants, tries to unseat Buddha from the
Vajrasana ( Griffith, ‘Ajanta’, Vol 1, pl. VIIT). So, the characteristic
attribute of Maira seems to have been well-established by
the early centuries of the Christian era and it is presumable
that in the plastic representations of Kamadeva, its Brahmanical
counterpart, this was also the case. This is borne out by the
very interesting terracotta in the collection of the Mathura Museum
( No2552 ) of about the 1st century A.D.; it shows the god Kimadeva
standing in a flowery field with a sheaf of arrows in the right hand and 2
long sugar-cane bow ( ‘iksu-dhanu' ) in the left hand. He is standing upon
the chest of a young man who is in a supplicating attitude, V.S, Agrawala
helped by Dr. Johnston identified the scene with an old legend about
Kamadeva, in which the princess Kumdudvati fell in love with a young
fisherman named Strpaka who did not return her love, till he was con-
quered by Kamadeva ; the plaque most probably depicts the particular part

1. The reliet on the right side of the vihira facade at Bhaje chows a myllpmnn.g;‘ﬁh‘. standard+
‘bearing nitendant behind him, both saated on an enormons elsphant § mmﬁ;mm.h.,, garland
which it holds with its laft hand s right hand holding some indistinct object, Bcholars are almost
mmanimeus in the identification of the principal figues s Indra. Itis probeble that this view is correst ;
but s we hava seen above lhthphﬂn-ahlhmtdihndihpmiyuhw-
Miles i not very remote. The object held in the right hand of ihe figura if liﬂn&tumlﬂhu.h_n.h
right clus. Johnston is of opinion thet it stands for Mira ( 7, L. 8, 0. A, Vol. VII PP 6-6. )
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of the episode when Strpaka was overcome by Kimadava.! One of the
special cognisances of Kamadeva-Pradyumna is a Makaradhvaja and the
Makara capitals of the 1st ecntury B. C, found at Besnagar are the earliest
extant sculptural remains associated with the god. He had also a
flowery standard as his banner; thus, the Mandasor stone inscription of
Yasodharman-Visnuvardhana of the Malava year 589 refers to the god as
Puspaketu ('C.IL I’ p.154). T. A. G. Rao illustrates four specimens of
the image of Manmatha, two belonging to the Hoysala school and one of
the other two belonging to the 15th century A. D. ‘The Halebidu sculpture
shows the god ‘standing with a bow of sugarcane in his left hand and an
arrow of flowers in the right hand. To the left of Manmatha is the figure
of his wife Rati holding a fruit in her right and a lotus in her left hand.
On the right of Manmatha may be seen his standard-bearer holding
with both of his hands the banner peculiar to this Hindu god of love’? A very
interesting figure of Kamadeva, recognisable as such from the
disproportionately long and heavy sugarcane bow and arrow in
his hands and his flower garland, is shown standing in a ‘tribhanga’
pose on a double-petalled lotus; the artist has cleverly depicted
the coquettish smile on his lips; two female figures, probably his consorts
Rati and Pnti, stand in graceful pose one on either side of him: the
partially pointed stele is tastefully carved (*AS.LA.R., 1911-12, pp. 1523
& plate). This piece of sculpture, which was found in north Bengal and
presented to the Indian Museum by B. C. Law, reminds us of one from
Deopara now in the Rajshahi Museum. In the latter, the richly decor-
ated central figure is shown in a similar position, holding the long
sugarcane bow and the tip of a three pronged arrow-like object with his
left and right hands, accompanied by a waterpot-carrying female figure

a male with a quiver full of arrows on the proper right and left
respectively; just below the 'paficaratha’ pedestal is a tiny animal (? rat)

1. 7.1.0.8 A, Vol. V, p. 180. Advaghosa refers to the legend in bis Kivyss, ‘Buddhacarita’,
XII1, 11, and ‘SBsundariioands’, VIIL 44, which, asmay be inferred, must have been very popular in
his days. i L

8. T. A.G.Rac, "op, it.,’ Vol. I, pp. 878-79, pl. LEXXI, fig. 1. The 15th century A. D, soulp-
tare in the Viévanithasviimin tample at Tenkasi shows Manmatha with four hands, in theee of which be
holds his fowery arrows and in the fourth carriss his sugarcans bow,
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couchant. Kramrisch describes the latter sculpture as a Sivaitic deity: but
the above two sculptures when studied side by side leave little doubt that
both represent the same god, though the couchant animal in the case of
the latter can not be satisfactorily explained. The Rajshahi Museum
specimen is to be dated in the end of the 12th century A. D, while the
former sculpture is a little earlier in point of date.!

The ‘Brhatsamhitd’ contains one of the earliest descriptions of
Kamadeva-Pradyumna; it says that Pradyumna should hold a bow and
should be handsome in appearance and $amba another son of Krsna should
hold a mace. It even goes to the length of describing the images of the
wives of these two sons of Krsna. According to it, they should carry a
sword and a shield in their hands ; it thus appears that images of $imba
and Pradyumna as well as those of their wives—evidently the latter
were shown as attendant figures—were prevalent during the Gupta
period’ In the various extant reliefs depicting Pradyumna-Kimadeva
accompanied by his wife or wives, the latter are not depicted as holding
a sword and a shield. But it must be observed that most if not all of
such sculptures so far discovered belong to the late mediaeval and
modern periods. The ‘Visnudharmottara' describes Pradyumna as
identical with Vasudeva in appearance, but holding a bow in place of a
wheel and an arrow in place of 2 mace ; thus it appears that a bow is
placed in the left hand and an arrow in the right hand ( ch. 85, vv. 24 &
35-6—'Cakrasthane bhaveccapo gadasthane tatha L et 4 T T
Capabanadharah kiryah Pradyumnasca sudarsanah | Rajandurvidalasyamah
Svetavasa madotkatah'), The same text describes the images of
Aniruddha and Samba ; according to it, the former should be, made like
Vasudeva in appearance, but holding a shield ‘carma’ in place of a wheel
and a sword in stead of a mace ; the shield should be (circular ) like a
wheel and the sword should be long ; ++-the respective banners of the

1. ABLAR/', 19345, p. 9. ‘Riipam,' No, 40, Eramrisch, Pila and Seos SBoulpture, fig, 85.

2 ‘Brhstaagbitd,’ Gh. 67.v. 40: ‘Simbefos gadihastal Peadyumnaeipabhyt suripaion | Anayol
striyau ca kiicys kbetakanistripésdhiripysn.’ Utpals commenta on this verss that Edmba, is two-armed and
Pradyomns is the same s Kimadeva ; ‘khetaks’ is n ghield nnd _‘nistrimés’ & sword ( kbadga’ ). Th
Pnﬂ]m..mn'lﬂmhuﬂlnthllhnh-muduﬂlm ?
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gods should be on their left sides; they should be endowed with good
banners which should be fixed to staffs, As regards Samba it expressly
says that he should be made with a mace in hand and should be specially
beautiful ( ‘Sambah kiryo gadihastah surfipasca visesatah'—v,77)' The
wives of Pradyumna, Simba and Aniruddha should be shown standing
sword in hand by the side of their husbands. The text szems to be
somewhat corrupt here ; it reads—'Khadgahastau ca kartavyau striyo vesau
tu parévayoh'. In verses 74-5 reference is made to Rukmini and Satya-
bhim3, the wives of Krsna, then after enumerating the details of the
image of Pradyumna, $dmba and Aniruddha, the Purina incorporates the
verse just quoted ; the reading should be emended as ‘Khadgahastdsca
kartavydh striyastesim tu parSvayoh. (Gopala Bhatta describes
Kamadeva just after Pradyumna in the following manner: ‘Kiamadeva
should be made with eight hands holding a conch shell, a lotus, a
bow and an arrow, his eyes oblique with inebriety ; his four wives,
Rati, Priti, Manda-( or Mada )sakti and Ujjvala, should be very
beautiful and his remaining four hands should be placed on their
breasts; his banner or cognisance should be an alligator with the
face marked by five arrows'? Another wvery interesting description
of the god of love is given in the ‘Matsyapurana': ‘Now I shall describe
two-armed Kusumiyudha (he whose weapon is a flower ); on his
side is Asvamukha ( one with the face of a horse, a Kinnara) with
the ‘Makara’ banner ; in his right hand is a flowery arrow and a
flowery bow is in his left; Priti with edibles in her hand is

1. ‘Vigpudbsrmottsrs,’ oh. 85, vv., 25-8: ‘Etadeva - tathi ripsm Aniruddbasys kirsyet |
Padmapatribba-vapuso mktimbarsdbhatasya ta | Cakrasthice bhavecsarms gadiisthinesirevacs | Carms
syicoakmarfipeps primauh kbadgo vidhiyate o Cakrddindm svarliplpi kificinmirdhagn darfayet’ ( this line
shows that all the ‘iyndhas’ of the respective ‘Vyilhas' shonld be shown in their perscmified forms mnd
ministures of the natural forms of the wespons shonld be shown om the top of the personifieations ).
‘Bamyfoyiyodbhariipipi cskridinyevs Yidava | Vimapirivagatdl kiryd devioim pesvard dhvajil |
Svapatikiyutirijanyastisthists yatheritih',

8. ‘Haribhaktiviliss,' vilsss 18, : "Kdmadevastu kartavyo ﬂmifnﬂmhhﬂri] Agtabihul) s
ksctavys Gafikhapadmavibhiigapaly | Odpabdgedbarsioaive madakuiicitalocansh !, Bati Pritistathida-
ktir—Mands (or Mads ) éaktistathojivald | Catasrastnsys kartavyil} psinyoripamancharil | Catvirsscs
karnstosys kgl  bhiryAstanopagil L!I.nuiu maknel) kicyah paficabipamukhomahin’. No figure of
E#madeva, however, corresponding to the above deseription is known.
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placed to his right and Rati is to his left ; on his left also are
shown a bed with cranes(?) and Pata, Pataha, Kharah, Kimitura,
a water tank (1) and Nandana forest; the god Kusumayudha should
be very beautiful and should be shown with a slight bend in his
body and his face lit up by a wondering smile.” No sculptures
corresponding to the above two descriptions are khown ; the manner
in which Kamadeva is described in these passages seems to suggest
a pictorial presentation—either on canvas or on walls as frescoes
( 'citraja-pate kudye' )—of the whole theme.

Imaies of Samba have not been recognised among the extant
Vaisnava sculptures of the early and late periods. The Mora well
inscription distinctly proves that such images were made and wor-
shipped in the first century of the Christian eta. Sculptures nos. E21
and E22 in the collection of the Mathura Museum, which were found
at Mora, were supposed by Liiders to stand for two of the five
Vrsni heroes mentioned in the inscription. One of these might re-
present Samba: but they are in such a mutilated state that nothing
can be said with certainty except that they were not secular figures,
I bave tried to find some images of this god who was originally a
man, glﬁung a class of sculptures of the Kushan period from Mathura,
These are seated figures, some shown riding in a chariot drawn by
four horses, while in the case of others the chariot is either completely
absent or only faintly suggested. These figures wusually dressed
according to the northern mode ( ‘udicyavesa' ) hold in their two
hands either lotus flowers, or a mace, a sword and other indistinct
objects. They are generally described by modern scholars as so
many images of Stirya or statues of the Kushan kings, Some of these
latter might represent Simba, and his northern dress and other
solar features can be explained by his mythical association with the

1. ‘Athitah sampravakgyimi dvibhujam  Kusamiyudhsm | Picive tasys
malamdhvnjisamyatap | Duakgips pugpabipatios vime Pugpamayam dbanul) | Pritlh syiddskgipe tasys
j vitam | Ratiioa vimapleive tn fsyanam simusdinvitam | Patadon Pajshadesiva Khamb
Eimiturastathi | Pirivato  jalavipies vanam Nsndanameva ca | Budobhanabea kartavyo bhagavin
Kusumiiyudhal | Bamsthinamigadvakram syidvismayasmitavakimkam X
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north-Indian Strya cult; infact one type of the sun images, as the
‘Varahapurdna' tells us, was known as f-iimbiditya. A Mathura sculpture
is described by Coomaraswamy as wearing ‘purely Indian costume,
torso nude, and holding in the left hand a cup, and flanked by two small
figures of women'; it is identified by him as a Bacchanalian Yaksa.
It, however, may stand for Simba ; here the wine-cup clearly emphasises
his inebriety mentioned in the epic and Purdnic texts. The club or
mace in the right hand of such figures fully tallies with early icono-
graphic description of this god mentioned above. It appears that
" Samba fell out of favour due to some reason or other and his images
were no longer made in the post-Gupta period. We seldom find any
description of his image in the later iconographic texts!

Such wvarieties of Visnu images as Vaikunthanatha, Visvariipa,
Lakzjm{-rN_EIﬁ?B[iﬂ: Adimirti, Jalasayin, Vatapatrasayin etc. have been
accounted for by me in connection with the standing, seated and
recumbent types of the Dhruvaberas of Visnu, they need not be
described again at length. But before the topic of the images of the
other Avatiras is taken up, we refer to a few other representations of
Visnuite themes, early extant specimens of some of which are wellknown.
One of the mythological stories oft quoted in Vaisnava literature is about
the deliverance of Gajendra, the lord of the elephants, who prayed to
Visnu while he was in duress. It is narrated in the ‘Bhagavata Purina’
( Skandha VIII, ch. 2-4 ) that once Gajendra went to sport with his wives
into a beautiful lake in the Trikiita mountain, when his leg was caught
by a fierce crocodile, ‘graha’, and he began to be dragged into the deep
waters of the lake. He himself as well as his spouses tried their utmost
to get rid of the terrific animal, but their efforts were all in vain.
Gajendra in this sad plight intensely prayed to Lord Visnu to free him
from the clutches of the monster and the god in compassion came to
his aid. He was delivered by Visnu and the ‘graha’ was killed ; the
latter, however, proved to be no other than the Gandharva king

1. These points wors disoussed st length by ms in my srticle “Images of Simba’ in . LS.
0. A'y vol. XIT, pp. 190-34,
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Huhu who was cursed by the sage Devala for some offence to be born
as a crocodile. Huhu was also thus delivered of the curse and he
regained his previous form after the destruction of his crocodile form.
The Purina further says that Gajendra was the old Pandya king
Indradyumna, a devotee of Visnu and the greatest of the Drividas, in
one of his previous births ; he was cursed by the sage Agastya to be
born as an elephant, because he failed to pay his respects to the sage and
his disciples as he was preoccupied in the deep meditation of Visnu.
The story of the Gajendramoksa or Kari-varada ( Visnu delivering
Gajendra or conferring his boon on the elephant) seems to be derived
from some such nucleus as is found illustrated in one of the
medallions at Bharhut and labelled by the Bharhut artist as ‘Naga Jataka'.
The story, incorporated in the later ‘Jatakamala' as ‘Kakkata Jataka'
( Fausboll, ‘Jatakamala' No. 266 ) narrates how the elephant (really the
Buddha, in one of his previous births) was attacked by a huge crab
when he had entered into a pond to sport with the she-elephants and
how he was saved by the efforts of himself and his wives and the crab
was destroyed. Rao tells us that ‘as a deliverer of Gajendra, Vispu is
praised in several places in the ‘Divya Prabandha’ of the Sﬂ-valggaﬂ
saints of southern India, and the temple of Varadarija at Kafichi is
one of the most famous Vaisnava temples in the Madras Presidency.’
He illustrates this form of Visnu by two pictures, one of a stone relief
in the Mysore province and the other of an image found in the
Varadardjisvamin temple at Dadikkombu ; the former shows the
four-armed figure of Visnu with his usual attributes ( he is in the act of
hurling the ‘cakra’ with his back right hand for destroying the aquatic
monster ) seated astride on the shoulders of his mount who is depicted
as flying through the sky; in the lower half of the relief is depicted
the elephant with his head and trunk upraised in the act of praising the
lord and his hind legs being devoured by the ‘graha’, a tiny ‘cakra’ is
carved on the back of the crocodile which is shown as partially severed,
thus indicating tba.t the hurled weapon had inflicted the wound and

13. T. A. G, Rao,‘op. cit, vol. I, p. 363 & pl. LXXX, figs, I& 2.
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destroyed the monster ; a small human figure seated near its back with
his hands in the ‘afijali’ pose shows the Gandharva king delivered of
his curse : in the lowermost part of the relief in the midst of the waters
conventionally depicted by wavelines and aquatic plants is carved
the figure of a man seated in “Yogasana', whose identity is not quite
clear ( does he represent the Pindyaking Indradyumna?). This very
elaborate relief of the Hoysala style of sculpture is of unique iconographic
interst. The other relief reproduced by Rao shows an eight-armed
image of Visnu astride on Garuda ; but as the figures of Gajendra and
the crocodile are not shown, it is not clear why it should be described
as Gajendramoksa or Karivarada. The earliest representation of this
motif, however, is to be found in central India; inside the niche on
the north side of the Gupta temple at Deogarh, a composition presents
*Visnu, with a club in his right hand, rising from the ocean on the
back of Garuda. In the waters below there is a Naga king with a
seven-hooded snake canopy, and a Naga queen with a single-hooded snake
over head, both with folded hands in adoration. Besides them there
is an elephant, with his feet bound together by the tail of the
Niga standing amidst a profusion of lotus flowers. Above all are
four flying figures, two males and two females, holding a canopy
over Visnu'.! This is Cunningham’s description of the relief and there
is no doubt that it illustrates an earlier version of the same theme
as current in this part of India in the 6th century A. D. A
similar representation of the above theme is found on a panel of the
much later Vardha temple in the same place; the exact date of the
temple can not be ascertained, but an inscription of the 16th
century A. D. incised on one corner of the shrine proves that it was in
use up till that time. One panel representing Sesaddyi Visnu was
visible above the mound at the time of the excavation of the temple;
another panel, beside the above two, depicting the penance of Nara
and Nariyana in Badarikasrama, was recovered during the excavations.
Marshall observes, ‘The fact that similar sculptures are inserted in the
walls of the Gupta temple (at Deogarh) lends® cotroboration to-

1. Cunning ham, ‘A.S.R., Vol X, p. 107, pl. XXXV. W, Cobn, ‘Indische Plastik’, pl. 34.
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Hargreaves’ suggestion that the temple was an imitation of the Gupta
temple’! The couple with the snake hoods with their hands in the
‘afijali’ pose may represent Adisesa and his wife, but they may also
depict Nagendra with his wife praising the lord after he has been
delivered by the god. Naga according to the lexicons has several meanings
of which two are apposite here :—one is elephant, and the other, snake;
the Deogarh artists seém to have made use of both the meanings in the
illustration of the theme in the above two panels. ..

The iconographic presentation of Visnu as Yajflapurusa (Sacrifice
personified) was commented on by me in another context; it was
shown there how an allegorical description of the Vedic sacrifice and
the several acts associated with it were later utilised by the sectarian
worshippers of Viasudeva-Visnu for the representation of this god as
Yajfia’. The equation of Visnu with the sacrifice is as old as the period
of the Brihmanas and thus the iconographers could utilise the Vedic
passage for their purpose. No early sculptures corresponding to this
description is known to me either in the north or south of India;
the Conjeevaram sculpture referred to above is late and does not
represent the god as a bull unlike the description of Yajfia in the
Vedic passage. Visnu is anthropomorphically presented there with
four horns, three legs, two heads and seven hands, with the figure of
a bull carved behind him. H. Krishna Sastri describes the particular
figure as Agni, but on account of the close similarity of the des-
cription and the relief, it is better to identify the latter as that of
Visnu as Yajiia. In the ‘Bhagavata Purina’ lists of the twenty-two.
incarnatory forms of Visnu, Yajfia occupies the seventh position.
The 'Vaikhanasigama' evidently following the Rgvedic passage describes
this avatira as four-horned, two-headed, seven-armed, the hands hold-
ing ‘Safikha’, ‘cakra’ ‘Gjyapdtra’ (i. e. the pot containing clarified butter ),
‘darvi’, ‘sruk’, ‘sruva’, and ‘juhu' ( the last four different kinds of
sacrificial ladles ), and as three-legged ; it further lays down that the

L “ASIAR, 191718, pt. I, pf, pL1 (B}, No 9971
8. 'mmnhmumumm-.mm.m
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female figures standing for Svahd and Svadhi (oblations offered to
the gods and manes—as also the particular sound with which these
are offered ) should be to his right and left ( the text also says that
all gods are manifest in Yajfiela—'Yajfiefam sarvadevamayam’). Accor-
ding to this text Yajfiefa is an Avaranadevati and it should be
placed facing west on the morth-west corner of the enclosurz in a
Vaisnava temple.

Several composite forms in which not only Vasudeva-Visnu-
Nariyana but also other elements are present have to be referred to
here. Such icons undoubtedly portray attempts at a rapprochement
between the adherents of the rival creeds. Many and various are the
Puranic stories in which sectarian biterness and jealousy is the key-
note; but tales also are not wanting which emphasise that the central
cult pictures of the rival creeds are equal in importance and they
only represent the different aspects of the one godhead. The latter
kind of Puranic myths also enjoin that those devotees who pay equal
homage to Visnu and Siva (Hari and Hara) and who do not perceive
any difference between the two are specially favoured by the god. Such
icons as Hari-Hara or Hari-Sankara illustrate this mental attitude,
and comparatively early images of the former are known; this type
of composite image is ideologically similar to Dattatreya (Hari-Hara-
Pitaimaha) and Brahma-Visnu images to be shortly noticed. Two of
the earliest Hari-Hara reliefs are at Badami; on the east or left wall
of the verandah of the main cave (Nol) is carved a fine standing image
of this composite god. ‘The Siva side is indicated by the presence of
a battle-axe with a snake in the hands of the god and the bull-headed
attendant Nandin cn its (proper) right side, standing with a trident.
The Visnu side of the figure (on the proper left) is indicated by a
conch in one of the hands and a Garuda, standing near his leg, with
his hands folded over his breast. Parvati and Laksmi stand by the
side of the parts indicative of their respective consorts, which are
also characterised by the individual features of the, two divinities, viz,

1. T.A.G. RBao, 'op. cit.’, vol. L. App. 0., p. 55
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matted bair with crescent, snake ornaments and skull garland in the

case of the Siva half, and a jewelled crown and ornaments in the
case of the Visnu half. Of the four hands of the god, the lower
right is broken, the lower left placed on a knot of his upper
garment while the back hands carry a battle-axe with snake and a
conch-shell in the manner described above. The other relief found
in Cave No. IV is almost the same in its iconographic features.
Most of the sculptures representing this composite god are carved

in the above manner. A unique mediaeval sculpture of Hari-Hara

hailing from Bihar and now exhibit No. 8591 in the Indian Museum,
Calcutta, shows the god attended by Strya on one side and Buddha
on the other ; this composition, otherwise unknown, is perhaps
expressive of tne mental attitude of the devotee to whom not only
Siva and Visnu were of equal importance but Siitya and Buddha,

the cult pictures of two other sects, Saura and Bauddha, were also.

of secondary importance’ T. A. G. Rao quotes several iconographic

texts which describe the image of Haryardha, but in none of them

Siirya and Buddha are mentioned as attendant deities; but it must be
observed that all these describe the details of only the main figure, few
referring to the accessory ones (some of them mention the respec-
tive mounts of the two gods, Hari and Hara). Every one of them,
however, lays down that Hari should be shown in the lefe or female
half and Hara on the right or the male half and the extant sculptures
invariably conform to this dictum; this may have an hidden allusion
to the Purdnic story of Visnu's assumption of the female form of
Mohini (enchantress) in distributing the nectar churned from the ocean
between the Devas and Asuras, and Siva’s love for Visnu in that
beautiful form. The ‘Silparatna’ text place a battle-axe and a conchshell
in the right and left hands of the god and the description closely fits
with the Badami sculptures noted above; but the ‘Visnudharmottara’

'

I. R. D. DHanerjee, ‘Bas roliefs of Badami’ “M.AEI' Kol pp. &,
bas-relief has been described snd illustrated by T.A.G.
8345, pl. XOIX),

8. ‘A.B. 1. A, B!, 1050-34, pp. 256-67, pl. CXXVIL Q.

37. The Oave No, 1
Bao in the second volume of his book, { pp.
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says that a boon, a trident, a wheel and a lotus should be held in
order by the bands of the deity, and the bull (Nandin) should be
shown on his right side and the king of the birds (Garuda) on the
left! The ‘Matsyapurina’® which is Saiva gives a detailed description
of this composite god who is named by its author as Siva-Narayana ;
it mentions several varieties on the basis of the attributes shown in
the hands of the Vispu half? The ‘Agnipurana’ describes a twenty-
armed polycephalous image of Visnpu known as Hari-Safikara which
name is the same as Hari-Hara and Siva-Nariyana. The text says that
Hari-Sankara should be four-faced and twenty-armed, divided (?7)
into right and left halves, three-eyed, lying on waters on his left side,
one of his legs held by his consort, praised by Vimala and others, the
four-faced Brahma being placed on the lotus issuing from the navel. No
mention is made, however, of the emblems to be shown in the different
hands: we are simply informed that in the right hands should be placed
a trident and a spear while in the left a mace and a wheel. But it
definitely says that the auspicious (? ) Rudra-Kesava body should be
accompanied by Gauri and Laksmi' The text seems to be very much

1. Bao quoting frem ‘Vigpudbarmottaes,” ‘op. eit', IL, App. B, p. 171 ; ‘Kiieyaim Harl-Hsmayipi
daksipirdham Badisivaly | Vimamsrdbap Hyslkedadbyetanilikpiih kramit | Varstrifilacakrivjasdhirigo
bihsval kramiit | Dakgige vrjabbal piréve vimabhige vibadigarii’. For other toxts dealing with Hari-
Hars images, of. T. A. G. Rso, ‘op. cit.’, vol. II, App.B, pp. 163-T1. Rao places this typs under Ealva images;
I bave incloded it under Vigpu to empbasise the idsological similarity of such imsges as Hari.Flurs,
Hari-Safksrs, Hari-Hars-Pithmaba or Dsttitreya, sod Brabmi-Vigpu.

9. *Matsyapurips’, ch. 260, verses 31-27: *Siva-Niriyapam vakgys sarvvspipapmniansm |
Vimirddhe Midhavam vidyiddaksipe Silspipiosm | Bibndvayaiies Krspssys magikeyiirabhiigitem I
Gahkhaonkradharam fintamfraktiggulivibhramam | Cakrasthine gadim vipl pigsu dadyis gadibhptaly |
SaiikhaTioaivatare dadydt kafynridham thigagojjvalam | Pliavastraparidhiinem earapam mapibhigapam |
Daksinirddhs  jatibbirsmarddhendukrtabhigagam | Bhujafigahiravalayaln varsdam dakgipsm karam |
Dvitlyaficlpi  killrvvitam  tridflavars Ihiieipam | Vyllopavitasamyuktam kntyarddham  kystivilsassm |
Mapirsinailos ssmyukiap padam nAgsvibhdsitem | Siva-Nisigapssyaivam kalpayedripsmutiamam’,
It should be noted that the desoription, though much fuller than that given in the ‘Vigpodharmotiasa’,
is somewhat similsr ss rogards tho Sive half, different sttributes being repommended in the ease
of the Vigpu balf only.

8, ‘Agoipusips,’ ch, 49, versas, 33-25 : *Vipisdbibuseaturvvakiro dajgigasthc'ths (7) vimske |
Teinotro vimaphrivens Gdyito Jalaéiyapl| Steiyd (should be Seiyd) dhrtalvacarapo Vimalddyd-
bhiridital) | Nibhipsdmoeaturyvakiro Harisafkarako Harily. Siilargildbiri dakge oo gadioakradharo”
pore | Budra-Kedava-lakymingo Gauri-Lokgmlsamanvital's

13
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confused ; it describes in a jumble three types of Visnu images, viz. the
eight-armed Trailokyamohana, the twenty (1 )-armed Visvariipa and
the twenty-armed Hari-Sankara. The description is of a ‘Sayana’ type
of Visnu ; but it must be observed that it is very awkward to depict such
a type aslying in bed. The Rajputana Museum at Ajmere possesses
a twenty-armed image which conforms to the above description to a
very great extent, but it shows the god seated on Garuda ; the sculpture
is, however, not older than a century or two.

Hari-Hara-Pitimaha or Dattitreya images ought to be considered
in this connection. The ‘Bhagavata Purana’ as well as the ‘Sdtvata Samhita’
lists of the Avatiras include this type and the ‘Markandeya Purana’ gives
at some length the story of this incarnatory form of Visnu in which the
members of the orthodox Brihmanical triad are said to be manifest.
A leprous Brihman of Pratisthina, Kauéika by name, was cursed ope
day by the sage Ani-Miandavya to die before he saw the next sun-rise.,
The virtuous and chaste wife of the leper, who adored her husband like
a deity, prevented the dawning of the next day through her great merit.
This set the gods athinking and they approached Anasiiya, the pious
wife of the sage Atri to persuade the leper’s wife to revoke her spell 3
Anastiya was successful in her task and the lady revoked her curse on
<condition that the life of her husband was spared. This condition was
fulfilled, Kausika was cured of his fell disease and rejuvenated ; pleased
with the virtue of his wife, the Brihmanical triad condescended to be
born in her womb as Dattitreya in whom the characteristic trajs of all
of them became manifest. Dattitreya seems to have been a famous sage
in actual life, who was apotheosised ; the mythology as well as its
illustration, however, interestingly emphasises the compromise between
the sects. T. A. G. Rao illustrates this type by as many as four pictures,
two from south and two from north India. These can be broadly
divided into two varieties—one in which the composite character
of the deity can mainly be recognised by the presence of the
three mounts of the triad, Garuda, Vysabha and Hamsa ( lotus
In some instances) on the pedestal of the image, while in the
other, the three gods Visnu, Siva and Brahmd are depicted
either standing or seated side by side. The first  type which

e e T T
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has sub-varieties under it generally goes by the name of Dattatreya,
while the second is usually described as Hari-Hara-Pitimaha. The
Rajputana Museum image illustrated by Rao (‘op.cit., volL.IL, pl. LXXII,
fig. 2 ) depicts a beautiful four-armed standing image of Dattitreya
which carries in its upper right. hand a ‘sila,) in the upper left a
‘cakra’ and in the lower left a water-vassel, while the lower right
is broken; there are four attendant figures, two on either side (three
appears to be male and one female), whose identity is not quite
clear. The god wears the ‘vanamild’ and the other usual ornaments
characteristic of Visnu; but on the pedestal we find two lotuses
on the centre with a bull and Garuda on their proper right and
left. In this particular image we not only see the respective deities
indicated by the emblems in the hands of the images but also the
pedestal figures, the swan being replaced here by the lotuses, (Brahma's
another name is Kmala-Yoni). The above sculpture can be usefully
compared with the later Calukya one of Dattitreya found at Badami
and reproduced by T. A. G. Rao in his book (ibid, pl. LXXIII). The
latter shows Visnu seated in the Yogisana pose, the front hands
placed on the lap (the right one showing the ‘jfidnamudra’) and the
back right and left hands carrying the ‘cakra’ and the ‘sankha’
respectively; on the ‘prabhivali’ are carved the ten principal incar-
natory forms of Visnu, The composite character of the god, however,
is signified by the carving of the Bull on the centre, Garuda on
its proper right and a swan on its proper left ; had these miniature
figures been absent on the ‘pitha’ one could easily have described
the image as that of a simple Yogasana Visnu. A fragmentary sandstone
relief of the mediaeval period, found at Etah and now in the
collection of the provincial Museum, Lucknow, shows the three
members of the orthodox Brahmanical triad standing side by side with
their characteristic iconographic features, each one of them accompanied
by their respective attendants and mounts. This Hari-Hara-Pitimaha
sculpture is certainly better in execution than the other over-
decorated one from Halebidu of the Hoysala schoel re_pmdm:ed by
T. A. G. Rao, Rao quotes two descriptions of Dattitreya from
“Dattatreyakalpa’ and ‘Visnudharmottara,’ and one of Hari-Hara-Pitimaha

33181
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from ‘Riupemandana.’ The ‘Visnpudharmottara' (ch. 85, v. 64) says that
Dattatreya should be made like Vilmiki, be white in colour, wear
matted locks, should be neither lean nor stout, and should be shown
tranquil and engaged in austerities (‘Gaurastu kiryo Vilmikirjatimand-
alardurdrsah | Tapasyabhiratah $anto na krsah na ca pivarah | Valmikiri-
pam sakalam Dattatreyasya karayet’). Thus, this text typically describing
the sage Dattatreya in the act of performing austerities has not fully
eliminated the human element underlying this concept. The
‘Agnipurana’ text, however, definitely lays down that Dattitreya
should be two-armed and have the goddess Sri in his left lap ( ch.
49, v.27-'Dattatreyo dvibahuh syadvamotsange Sriya saha’): it thus
typifies the sage as the god with his consort Sri. The ‘Ripamandana’
text, on the other hand, describes a joint mode of representing this
so-called minor Avatara of Visnu, in which he is described as
placed on one pedestal, embodied in an auspicious single form in which
be has four faces and six hands, the right ones holding a rosary, a
trident and a mace and the left ones, a water-vessel, a ‘khatvinga’ and
a wheel; it should be noted that each two of these six attributes are
associated with one particular member of the trinity ( ‘Riipamandana’,
ch. IV, vv. 32-3:-'Ekapithasamariidhamekadehanivasinam | Sadbhujam ca
caturvaktram sarvalaksanasamyutam | Aksamalim trisilam ca gadim
kurydcca daksine | Kamandalum ca khatvangam cakram vimabhuje tatha’).
No images are known to me which can conform to the above descriptions
from the various texts noted by me, though the standing image of
Dattitreya from Ajmere described above partially conforms to the
above description ; in this case the three attributes-‘ila, ‘cakra’ and
‘kamandalu’, are associated with the three gods, the fourth, which is
broken, might have held a rosary. T. A. G. Rao refers to a third
mode -a more modern mode according to him- of representing
Dattatreya ; in it the god is shown as 'a human being with three
heads and four arms, and as attended by four dogs of different
m]mr;, said to present the four Vedas, and also by a bull (‘op. cit.', vol. L,
p 225 .
I may refer in this connection to the crudely executed sculpture
in the collection of the Indian Museum, originally found in north
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Bengal and presented by B. C. Law to the Calcutta Museum. It
shows a composite deity, Brahma-Visnu, which is unique from
the iconographic point of view. Of the four faces of Brahmid only three
are shown, his attributes ‘sruk; ‘sruva,’ ‘aksamild’ and ‘kamandalu’ are
placed in the four hands; Visnu's characteristic features, the
attendant gﬂddessu-Sﬂ and Pusti, the ﬁyudhapuru.ﬁas—saﬁkha and Cakra,
are clumsily executed on either side of the central figure who is also
decorated by the ‘vanamila’ the special garland of Visnu; on the
pedestal are depicted the respective mounts of the two gods—a swan
in the centre and the Garuda in the right (A.S.LA.R., 193436, pp.
79-80). This composite sculpture falls in the same category as the
Hari-Hara or Dattitreya images ; but it materially differs from the
Dattitreya or Hari-Hara-Pitamaha types, as it not only fails to include
some features of Hara in it, but of the emblems placed in its hands
‘none is peculiar to Visnu. It is very likely that the worshipper, for
whose need this particular sculpture was made, was a staunch adherent
of orthodox Vedism, by whom Siva was not regarded as worthy
of homage ; a few Visnuite elements, however, were incorporated in
the cult object. | know of no text which describes such a typ&
of sculpture.

Some details about the more important among the many
incarnatory forms which are outside  the list of the stereotyped ten
whose images and corresponding texts have been discovered, ought
to be studied here. The ‘Sitvata Samhitd’ (also 'Ahirbudhnya’ based
on it) and the ‘Bhagavata Purina’ present a fully comprehensive
list; the character of some of them is not quite clear from their
names, while several others really depict either one of the
forms of the principal types of Visnu icons or refer to beings
associated with Vispu. Thus, Padmanabha and Madhustidana in
the ‘Satvata-Ahirbudhnya’ list are mythologically associated with
the Sesatayana form which, as I have proved in a previous chapter,
portrays the Nardyana element. The import, of such names
as Saktyatman, Vidyadhideva, Krodatman, Kantitthan, Rahujit,
Patalatayana, Parijata-hara, and Piylsaharana is not very clear, and
even when we can offer some explanation about a few of them,

14
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their iconography remains undetermined.! Dhruva, the son of King
Uttanapada, was an earnest devotee of Visnu ; Vihangama is none
other than the mythical bird Garuda—the sun conceived as a bird—,
while Vi$variipa is based on the Viratartipa shown by Krsna to Arjuna
in the field of Kuruksetra ( Viévariipa images have been noticed in
detail ) ; Kilanemighna is identical with the monkey-god Hanuman,
the principal devotee of Dasarathi Rama : Dharma, Vagisvara and
‘Lokanatha may belong to the Buddhist pantheon. Leaving aside the above,
our task is confined to the ; determination of the iconographic types
of the following - Kapila, Badavavaktra (Hayagriva), Nara, Nira
Vedavid (Vedavydsa), Dattitfeya and a few others. Of these Dattitreya
( Hari-Hara-Pitimaha ) has just been noticed at some length. From the
‘Bhagavata Purina’ list of 22 or 23 incarnations, the only name that does
not seem to be included in the ‘Satvata’ one is Purusa. Dharma in the
above list, though reminiscent of Dharma, one of the three jewels
(triratna-Dharma, Buddha and Safigha) in the Buddhist theology, is
specially Vaisnava in its characterisation,

The sage Kapila, the reputed author of the Simkhya system, has
always been assigned an important place in the Brabmanic hierarchy and
his name along with those of several other sages is frequently uttered
by the orthodox Hindus in times of ‘naimittika’ ( occasional ) ritual
ceremonies and during ‘tarpana’; they are regarded as the inaugura-
tors of religion ('Sanakasca Sanandasca trtiyaica Sanatanah | Kapilase-
Asuriscaiva Bodhuh Paficadikhastada | ~.dharmapravarttakah’), But the
other human sages never attained the importance of Kapila, and the
reason is obvious. There is no Indian religious system in the vast field of
Brahmanical Hinduism or even outside it, which did not utilise the
Samkhya speculations for its own purpose in some form or other; the
‘Bhagavadgita’, the earliest treatise expounding the doctrines of the

4
1. Eroditmpn perhaps l;_lml to the boar incaroation] but Varihs [s
‘in the Hst; Kintliman msy stand for Manmsthe-Pradyumns, the teantiful ; Bahuiity
Firijitabara and Plyiigaharapa afe purely mytholegical withous sny definiis loonography of their
“Abe meaning of Vidgidhidava md&l.lrtﬂ.uun i -not clearly defined, | Sy
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Bhigavata cult expresses its indebtedness to them ( the word ‘Samkhya’
is mentioned as many as seven times by its author ). The followers of
the Vasudeva-Visnu-Narayana cult were not tardy in recognising in
the person of the great sage whose nmame was traditionally associated
with the philosophic school, an incarnatory form of their own cult
deity. I have already pointed out how the doctrine of Avatarahood
of God was established in the time when the ‘Bhagavadgita® was
composed. It is highly probable that the recognition of Kapila or who-
soever was then regarded as the origniator of the Samkhya tenets as
an Avatira of the god has already been made in the same work;
when Arjuna expresses his bewilderment about Krsna's holding discern-
ment ( ‘buddhi® or *jfidna’ ) as more important than work ( ‘karma’) and
about his urging Arjuna to be engaged in violent action (‘ghore karmani'),
the Lord replies : ‘In this world the twofold system was of old declared
by me—that of the Simkhyas with the method of knowledge, and that
of the: Yogins with the method of work! In the epic and Puranic
literature the story of Kapila the sage and his association with the
children of Sagara is elaborately recounted; butin all the versions of
the story he is invariably conceived as engaged in deep meditation and
the performance of austere asceticism. Curiously enough Kapila is associa-
ted in the Paficaritra literature with Pradyumna. The *"Visnudharmottara'
tells us that ‘it was Pradyumna who was embodied in the Kapila form
due to ‘vairigva’ (indifference to worldly matters); his two (front)
hands are placed on his lap and the other two hands hold a conchshell
and a discus: he is seated on a lotus seat with his eyes closed in
meditation ; the god Kapila should be made with a wealth of matted locks
on his head, with the back of his shoulders and neck raised due to the
checking of breath ( ‘kumbhaka’ process in the act of ‘priniyama’) and
the soles of his feet endowed with lotus mark ; he should have deerskin
sacred thread on his body and moustache ; ...............the ancient man, the
protector of the world and inaugurator of the Samkhya should be medi-

1. Bhagavndgiti’, III, 8: "Lokesmindvividhi nigihi pari proktd msjioagha | Jilnsyogms
Sipkhyfinim karmayogens Yoginim'.
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tated onin the above manner'! The ‘Vaikhanasigama' describes the
god Kapila as eight-armed, holding a discus, a sword and a ploughshare, in
his right hands (the front right one being in the ‘abhaya’ pose ), while
the left ones carry a conchshell, a noose, anda staff—the front left being in
the ‘katihasta’ pose; the god should be attended by the figures of
Giyatri and Savitri ; according to this text, Kapila who is an embodiment
of the Vedasis an ‘avaranadevatd’ and should be placed in the south-
east corner of a Vaisnava shrine (Rao, ‘op. cit’, vol. I, App. C, p. 54). 1
have not seen any image of Kapila corresponding to either of these
numerous subsidiary figures in a Vaisnava temple.

Vadavavaktra or Hayagriva ( the horse-faced one ) in the ‘Satvata’
list of incarnations is one of the most important among the sundry
other Avatiras of Visnu, not only from thé mythological and iconographic
point of view, but also from the widespread acceptance of this god in

the other cults of India as well as outside India. Like Ganapati, the other
god of a hybrid form, the god-concept Hayagriva migrated into such
distant countries of Asia as China and Japan! Hayagriva first makes his
clearly recognisable appearance in the epic literature of India. He was the
deliverer of the Vedas from Madhu and Kaitabha, the two demons who
stole them from Brahma, and he restored the Vedas to Brahmi. In certain
( presumably later ) portions of the ‘Mahabharata', however, Hayagriva
appears also as the name of a demon, an ally of Tarakasura (also of Naraka)
who was an inveterate enemy of Visnu and the other gods ; he was killed
by Visnu in the Taraka war. It is narrated in the epic and Purdnic litera-
ture that this demon was killed by Visnu assuming this hybrid form in the
same manner as he killed the demons Hiranyiksa and Hiranyakasipu in
Varidha and Narasimha forms respectively. As Visnu has this form, so the
demon Hayagriva, after his death in the hands of the former, assumes the
shape of the horse-demon Kedin in the forest region of Yamuni to kill

1. 'Vippudhsrmotiara’ as quoted by T. A.-G. Ras, 'op. cit’, vol.L, App. O. pp.5d-55.

1 R H Vas Gulik has discumsed st some length the bistoey of this migestion in his
monegrsph ‘The Msntrayinie Aspect of Horseeeult in Chins and Japan’, E T, Bdn, Leidan, 1955,
For my roview of this work, refer 407, G. L B.", Val. IIT, pp. 201-08.
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Visudeva-Krsna  another ‘wibhava’ of Visnpu. The killing of the
Havyarija i.e., Keéin, is referred to at least twice in the great epic, once
in the Dronaparvan (5. 3) and again in the Udyoga Parvan (30. 147).
These multifarious myths were derived from earlier stories; the
reference in the Udyoga Parvan (99) to the Hayaéirsa Aditya who, on
every auspicious occasion, rises from the nether regions and fills the
world called ‘suvarna’ with Vedic hymns, proves that this passage marks
an early stage in the possible development of the idea of Hayagriva
Visnu who was an Aditys, from the sun-horse conception of the Vedic
period. Various hymns of the ‘Rgveda’ refer to the horse-shaped Dadhikra
(Dadhikrivan) who is none other than the Sun-god himself conceived
in a theriomorphic form ; reference also need be made, in this connection,
to the Vedic Rsi Atharvana Dadhyafic who was endowed with a horse’s
head by the Aévins in order that the twin-gods might learn from the
seer the ‘madhuvidyd which was taught to the sage by Indra or Tvastr
The epic and Purinic references to Hayagriva, the restorer and the
reciter of the Vedas, fully prove that he was primarily a deity presiding
over knowledge and wisdom. This characteristic trait is throughout
maintained in the Brahmanical conception of the god. Many of the
iconographic descriptions of this god substantiate this wview ; thus the
*Visnpudharmottara’ describes the eight-armed form of Hayagriva as a
part of Samkarsana (‘Samkarsaninga) in whom two of the six ideal
*gunas’, ‘{Rina’ and ‘bala', are spedcilly mdnn:inmt."'ﬂm element
of fear underlying the character of this divinity though present toa
certdin extent never outweighs its primary traits, When Visnu-Hayagriva
was adopted into the cult of Mahiyana Buddhism as Vidyarija Hayagriva,
an aspect of Avalokitesvara, so early as the beginning of the 6th century
A. D., this characteristic trait was given 3 mew orientation. The

1. Referencs should be mads to the numberof lata manuseripts on "Mantea' and ‘Mantra Ealpa'
eensaring tound Haﬂﬂnnﬂhdhrlnppmmmlmdln‘mmhl Catalogue of Manuseripts’ (vol. V1,
Paet 1) for the Madma Govermment Ortentil Manoseripts Libmry ; In o ‘Haysgriva kavaca® (said to
hawe been taken from m'mmﬂn!.ntu'nhnawm fuklsmrmpiys flkosmitcsys
ompkiriys scyutiys Brahmavidyipmiiyaiiys svibi’ ; the *Hayngrive stotrn’ begina with this couplet
«Jiiinigandsmayam devam nirmalasphatiikrtio | Adhiram sarvavidyinim Hayagrivamuplsmahs'.

15



T vy

58

Vidyaraja the king of the Vidyadharas, the carriers of magical knowledge
or magic power, came gradually to be conceived as a divinity with terrific
features chiefly invoked for the fulfilment of one’s desires or for *abhicira’
purposes, though its earlier placid aspect is not totally lost sight of.
Certain Brihmanical manuscripts of a late date lay down this fierce trait :
thus, the ‘Hayagrivastram' (Kuppuswami Sastri, ‘ibid) begins with : ‘Om
am hraum sphura sphura prasphura prasphura ghora ghoratara Hayagriva
ehi ehi surlipa ksiragaura hayinane cata cata pracata pracata kaha kaha
asvavaktra bhrama bhrama bhramaya bhrimaya bhasmikara bhasmikara etc .
That this emphasis on the dire aspect of this god was laid under the
influence of the Mantrayana Buddhism is clearly proved by another
manuscript in the same collection, ‘Hayagrivamilimantra’, which
begins thus—'Athato bhagavantam sarvatejonidhim sarvadustaduritavi-
dhvamsinam mahavidyardjaripinam Hayasirasamavartayisyami’

Figures of Hayagriva are not very common, though some late
images are occasionally found, T. A. G. Rao illustrates one from the
temple at Nuggehalli; it belongs to the Hoysala school and shows the
eight-armed horse-faced god standing in ‘alidha’ pose on a platform over
the prostrate body of a demon who may be the demon Hayagriva ; the
eight hands carry all the attributes usually placed in those of the eight-
armed Visnu images (this manner of arrangement of the attributes does
not tally mthp the 'Visnudharmottara’ description which after enjoining
that the ‘Safikha’, ‘cakra’, ‘gada’ and ‘padma’ should be shown in the four
“hands says that the remaining four hands should be placed on the heads
of the four personified Vedas which were rescued from the nether regions
by Visnu-Krsna in this form).! A late bronze figure of Hayagriva, now
in a private collection in Calcutta, shows the horse-faced god seated in
‘paryankdsana’ on a double-petalled lotus pedestal; he is four-armed,
the hands show from the lower right onwards—the ‘vyikhyana mudra’,
a ‘sankha’, a ‘cakra’, and a 'pustaka’ (veda) ; he is endowed iwith ‘kiritama-

L - *Vigodharmottara, ch. 80, vv. 46: "stviraéos karih kicyd Vedinip dehadhiripim |
Devens miirdhnivioyastd sarvibharansdhieipd | Afvagriveps devens purd Vedih samnddhrtaly | Vedn
brtd dinavapuligavibhyim rasitaliddevavareps teans | Samuoddbrid Yilavamsammukhys taralizamirdbnd
Furopottamena®.

\
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kuta', and other usual ornaments. It should be noted that this image very
characteristically illustrates the primary trait of the god noticed above.
The ‘Agnipurina’ description of Hayagriva partially fits in with this
figure ; according to it, the god should be four-armed holding a ‘Sankha’,
a ‘cakra’, a 'gadd’ and the ‘veda’, his left leg is placed on the Sesaniga
while the right one is placed on a tortoise'. In the Indian Vajrayina
reliefs depicting some forms of Avalokitesvara, Hayagriva is one of the
invariable attendants of the Bodhisattva; but in them he is usually
chown not with the head of a horse but as a wide and round-eyed
pot-bellied fierce-looking figure (cf. the various Khasarpana Lokesvara
figures whosé usual attendants are Hayagriva, Sudhanakumara, Tara
and Bhrkuti Tar3).

The next two incarnatory forms are Nara and Narayana.
These two are regarded as the Sage-gods, and the second of them
has a definite mythological character of its own, somewhat distinct
from the cosmic god Narayana, one of the constituent elements of the
composite cult-picture of Vaisnavism. A systematic account of these '
two is given for the first time in the Nariyaniya section of the
‘Mahabharata’ ; Narada is said to have gone to the Badarikisrama to see
Nara and Nariyana, the two excellent old sage-gods who were engaged in
the performance of austerities and who were centred in themselves and
were upholders of a great vow (Santiparva, ch.344, v, 34 : ‘'Tatah sa dadrse
devau purdnidvrsisattamau | Tapascarantau sumahadatmanisthau = maha-
vratau’). Then a characteristic description of the two gods is given : they
were more effulgent in their brilliance than the sun, endowed with the
auspicious Srivatsa mark and matted locks of hair ; their hands (literally
arms) were like those of swans (‘jalapadabhuja’™—it is a ‘Mahipurusalaksa-
na' referred to in the Buddhist literature as “alangulihastapada’), the
coles of their feet marked with discus etc’ The great epic in the
opening chapter of the Nirayaniya also tells that Nara, Nardyana, Hari
and Krsna were the sons or forms of Dharma, the first two of whom

1 ‘Agnipurigs’, ch. 49, v. 96: Gahihacakeagrdivedspipibcisvadira-Harlh | Vimspido dbriah
{ should be ‘sthitaly’ ) Bege daksipal kiirmappythagab |

g, The verses 55-83 enumemte some of ' the *Mahiporuglakgapas® manifest in the bodies of
Nara and Niriyaps ; besides thoss noted above, the following are inoluded : ‘vyodhorssks’ ( wids-chested },



60

devoted themselves to the practice of austerities in the Badarika$rama.
The ‘Vimanapurana® (ch. 6) gives the same story and the above four are
represented as the sons of Dharma and Ahimsi; R. G. Bhandarkar
correctly observes that these four names were ‘connected with the
introduction of a new system of religion, not heterodox, which concerned
itself with religiousness and non-slaughter of animals’! The above
observation justifies the suggestion that Nara and Nirdyana are the same
as Vasudeva and Arjuna, the twin man-gods first mentioned in the
stitra of Panini (IV, 3.98: “Vasudev-Arjunabhyam Vuf),

Nara and Nairdyana, as the gods especially associated with
Vaisnavism (if not already regarded as the two incarnations of Visnu)
were known in the Gupta period. The Gupta temple at Deogarh,
referred to above, has on its east face these two sage-gods seated side by
side. The following is Cunningham's description of the relief : “Both are
represented as ascetics clad in antelope skins, with the head of the
antelope in front on a small scale. The figure to the left must be Siva
himself, as he has four arms while that to the right has only two arms.
The hair of both is matted after the fashion of ascetics, and each
holds up a rosary in the right hand. Below Siva there are three deer,
and ina cave beneath the other figure there is a lion. On each side
thereis an attendant figure, with beard and matted hair, carrying a
rosary. Above, there are five flying figures, three males and two
females, carrying a canopy of foliage over Siva’s head. On a separate
slab above, there is a figure with three heads seated on a lotus
and attended on each side by the flying figure, one male and one

‘dirghabbujs’ ( long-srmed ). ‘mugkmcatugkin’ ( baving four teates ), ‘gagtidanta’ ‘and ‘spfadametrd’ ( having
sixty tedth and sight fangs ), "meghsughasmdria svana’ [ thalr volces Tike tha roaring thunder ), “sviaya’
( Vesutiful fneed ), ‘pribulaliis” ( having wids fosebesd ), ‘wublril, subanundsika’ (hiving osulilul buows,
chin 884 noss ), ‘Atapstrega sadgie birsal’ ( thisir hosds liks ambecllas), Maty of thass chaesctaristlo signs
ui;mtmamnhuhﬂnﬂdamlﬂuﬂmtrlm;mm and B0 lesser signs of & Boddha in thea Boddhist
Heerature. The Mabdpurogilakingns', especlally thotr iccnographic sepest have been Aisotszedl by me in
“Pratimilakgagam’. O. U. P., 1938,

. 1. B.G. Bhandarkas; ‘Vaigpavism, Ssivism and Minor Beligious Systems’, p. 83, Ha furiber obsarves,
‘Atout the time when the now systems of religlon arcss, the ideas that wers undergoing farmentation wers
Dharma cr righteousness and Ahipei or non-slvughtar ss against the old cersmonial of sacriflelal eites and
the killing of animals in secordancs with it,’
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female’. What Cunningham describes as a canopy of foliage carried
by five flying figures, three males and two females, really consists of the
garland-bearing Vidyadhara couples on either side with a beautifully
carved female figure hanging on the leafy branches of a tree shown
in the middle. The seats on which the two central figures are seated
may be rocks or they may represent some vehicle. T. A. G. Rao
perhaps on the above surmise of Cunningham ( based on the matted
locks on the head of the four-armed figure) identified the main figure
as Jhana or Yoga Daksinamirti of Siva; the two-armed companion
figure by its side was tentatively identified by him as Vyakhyana-
Daksinamiirti of the same god. But all these suggestions have been
proved to be erroneous and it was first pointed out by Gupte, sometime
an officer in the Indian Archaeological Survey, that the whole relief
corresponds in a very characteristic manner to the description of the
two Sage-gods Nara and Narayana as given in the ‘Visnudharmottara’.
This interesting text prescribes that Nara should be of pale green
colour like that of the ‘diirvd' grass and be two-armed, while Narayana
of the colour of the blue lotus should be four-armed; a ‘badari’
(jujube) tree laden with fruits should be shown between the
two and the earth goddess should be placed on the treé; the two
gods should carry a rosary in one of their hands; they are to be
placed in eight-wheeled vehicles with charioteers; they will have
black antelope skin on their bodies, and matted locks on their
heads and should be placid in aspect:; one of their legs is to be placed
upon the chariot while the other (hangs down) along the knee ; Hari
should be like Nara and Krsna like Nariyana in appearance! On the

1. *Vispudharmottarms', Book III, ch. 75 wv. 2-5:- ‘Diirviléyima Namsh kiryo dvibhujasca
mahibhujs | Niciyspséoaturbihu nilotpalsdaiscchavil 1 Tayormadhye ea badarl kiryd phalabibhiigapd |
Badarykmavanl’ (the Venkstesvars prass bas ‘sou tau’, but ‘svani’ in Bac's extesct is tho correct
rending) ‘kiryisksamilidharivobhan’ | Astscakrs sthitsu yloo sutsyukte' (this resding 1s also batter than
the Venkstesvars press ones sa ‘bhitiyukte’ or ‘dyutayukie’ or ‘bhitsyukis') manorame | Erspijina-
dharsu dintsu jBismapdsisdhiripsn i Pidens calkens rathasthitens pidens calkens ca jinfigenn |
Kiryo Harifcitrs Nareps tulysh Krspo'pl Niriyspastolysmirtih.’ This text thus desceibes all the
four sons of Dharms and Abimeil o Z

For Cunningham's dsscription of Deogarh relief, refor to ‘A. 8. R, vol X, p.10T. For BEaols
explsoation of it, of. ‘op.cit’, vol. IL pp. 87881 & pl. LXXI. B. Ob. Shastri has disoussed at full
leogth it correct iden tification in the pages of ‘Acta Orientalia’, Vol. XTI, 1934 pp. 116-35, pl. IIL,

16



62

basis of this text we can identify the four-armed figure in the relief
in question as Nariyana, the two-armed one as Nara, the female figure
hanging by the tree as the earth-goddess and the leafy tree as the
badari-vrksa : the chariot and the charioteer are mot clearly depicted,
but the position of the legs of the two gods closely conforms to the
description. The artist has been remarkably successful in depicting the
serene tranquility in their features. It has already been shown that
a replica of the above Gupta relief was made in the same place
centuries after its date,

Dharma, according to ‘Visnudharmottara' ( Bk. IIL, ch. 75, vv. 24),
should be made with four faces, four legs and four arms, be dressed
in white, endowed with all ornaments and be white in colour ; he
should hold a rosary in his right hand and a book in his left, and the
two other hands should be placed on the personifications of Vyavasiya
{ application ) and Sukha ( happiness ) to his right and left. T. A G. Rao
quotes the verses in Appendix C of his frst volume ( pp. 61-62 ) but
indicates the source as ‘Adityapurina’; the only difference between
the two extracts is ‘vrsah’ in the place of ‘sukhah’ in the ‘Visnudharmo-
ttara’ text. It should be noted that this description is purely allegori-
cal and the four-footed Dharma is perhaps based on the mythology
that in the Krtayuga Dharma was four-footed (‘catuspada’ ) and in each
of the subsequent yugas it shed one of its legs, till in the present age, i. e.
Kali Yuga, he stands only on one leg: ‘pada’ in the above myth means
quarter but the pun is evident. No early sculpture of Dharma is known
to me. But one image in the collection of the Rajshahi Museum
requires notice in this connection. It shows a male deity beautifully
carved holding a scale in his right hand 3 it may represent Dharma, the
scale indicating that the god weighs justice with impartiality, If this
identification be correct, then it is understood that the artist followed
a text in the making of this image, which is unknown to us ; it should
be dated in the 11th century A. D! Rules for the construction of the
images of Vyasa, the reputed author of the Vedas, the ‘Mahibhirata’
and the Purinas, are also laid down in the texts ; I explained elsewhere

1. 'Dlmﬂlllﬂyoiﬁmpl',?d. I, p é8d.
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the true interpretation of Vyidsa and the tradition about the twenty-
eight Vyasas! The ‘Visnudharmottara' ( Bk III, ch. 85, vv. 65-6) says
that Vyisa should be of dark complexion and calm appearance and have
profuse matted locks of brown colour (#K rsnasantatanur-Vyasah pingalo-
tijatadharah” ) ; his four disciples, Sumanta, Jaimini, Paila and Vaisampayana
should be placed by his sides. Purusa, an incarnatory form of Visnu
according to the Bhagavata Puriina list, is an ‘ivaranadevatd’ to be placed
in the east side of a Vaisnava shrine ; he should face the east and should be
of white colour, his garment being yellow ; he should have the figures of
&1 and Medini on his sides. Dhanvantari, another avatira of Visnu,
according to the ‘Bhigavata Purdna,’ who is the same as Ayurveda personi-
fied (*Ayurvedastathi siksiddevo Dhanvantarih prabhulb’, ‘Visnudharmo-
ttara’, Bk. ITI, ch. 73, v. 48 ) is to be shown as good-looking, with a pitcher
full of nectar placed in both of hishands (‘Dhanvantariéca kartavyah surtipah
priyadarfanah | Karadvayagatam casya simrtam kalasam bhavet’). Kilane-
mighna in the ‘Satvata’ list is, possibly Visnu himself or the same
as Hanumin, the monkey god who is the best devotee of Rama Dasarathi.
The ‘Vaikhinasigama' elaborately describes the figure of the latter
always in association with the figure of Raghava Rama ; he is there a mere
accessory or attendant and is enjoined to be depicted as two-armed,
standing a little in front to the right of Rama, of a height reaching the
chest, navel or hip of the central deity, his right hand placed upon the
mouth (a loyal gesture), and the left hanging down to the knees, and his
whole mien should indicate willing obedience to serve his master (Rao,
‘op. cit., vol. I, App. C, pp. 41 & 43). But independent figures of Hanumin
are well-known in India and the up-country Indians, many of whom are
devout worshippers of Rima, have special homage to pay to this monkey-
god as Mahavira (the great hero); especially in Bihar and in some parts
of the United Provinces, every village has its small shrine where the
figure of this god is the object of worship. It is generally shown
as striding forward either with a boulder in one of its hands
(representing Gandhamadana hill which he carried to Rima, when he
was asked to bring Viéalyakarani for Laksmana’s cure) ard a big club on

L. ‘Development of Hindu Toonogeaphy', ch. I. pp. 14-5.
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the other. One of the reliefs in the north-eastern wall of the main
shrine at Paharpur shows the figure of a monkey carrying loads of stones
on his two uplifted hands and head, and is undoubtedly connected with

the story of construction of the bridge across the sea for Rama and his
monkey hoard to cross over to Lanka (S. K. Saraswati, ‘op. cit., p. 76, fig.

2 ; the sculpture belongs to the mediaeval period). The Mahavira-Hanuman

reliefs of the present days are reminiscent, as regards their poses, of the

figure of the wind-god Vita (OADO) figured on the reverse of many of
Kanishka’s and Huvishka's gold and copper coins. The colossal sculpture

(No. D.27) in the Mathura Museum probably represents Hanuman, the-
monkey hero; he is standing with his left foot ona prostrate female

figure, the head of which is lost; the statue evidently of mediaeval
period was discovered from Parkham!.

Gopinath Rao describes in his section of the Minor Avatiras
and Manifestations of Visnu several varieties of images such as
Rafganatha, Venkatesa, Pandharinitha or Vithoba and Jagannatha,
which are specially enshrined in particular localities as Srirafgam,
Tirupati (both in the Madras Presidency), Pandharipura (in the Bombay
Presidency) and Puri (Orissa) respectively (vol. I, pp. 269-73 and plates).
I bave nothing to add to what he has said with regard to the first three :
but I wish to say a few words about the last. The temple of Puri is
as old as the 12th century A. D. and certain characteristic features of
the temple ritual as well as the absence of any caste distinction in
the temple precincts led some scholars to believe that the shrine at one
time of its history belonged to the Buddhists, R. L. Mitra found in
the outline of the crude mis-shapen wooden images of Jagannatha,
Balarima and Subhadrd a representation of the Buddhist Triratna
symbol ; every 12 years the images are renewed and in the time of -
renewal something perhaps in the nature of a relic is put into them by the
head priest of the temple, blindfolded. It may or may not be based on

1, Vogel, Mathurs Museum Ostalogue’, p. 100, The -temals figurs is haggard looking and the-
ﬂmhhnﬂu&dhlmmﬁnﬂpﬂhﬂmﬂw-dwﬂhlmmh,mu
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Buddhism, but the general position of the three deities, two male on
sides and one female in the centre, is directly reminiscent of the early
Vaisnava images—Krsna, Baladeva and Ekanamsa, already noted by me,
But the manner of carving these particular gods is extremely
interesting ; it is not that the Orissan artists were incapable of fashioning
beautiful images, because the innumerable sculptures on the very temple,
and images of various other gods and their accessories in numerous other
Brahmanical shrines of Orissa (datable from the 7th or 8th century
onwards) testify to their artistic skill and excellence. But still they
wilfully left unfinished the figures of the most sacred gods, objects of
worship par excellence of the untold millions of Hindus from every corner
of India. The god Jagannatha ( meaning the lord of the world ) is also
frequently described as Purusottama, The ‘Hayalirsa Paficaratra’ as
quoted by Gopala Bhatta elaborately describes the images of Purusottama ;
it first mentions the image of eight, four or two-armed Visudeva-Visnu,
then of two or four-armed Baladeva and lastly of beautiful Subhadra.
It then describes that when Subhadri is shown between the two-armed
images of Visnu and Baladeva, that particular composition is Purusottama
(Evam tu dvibhujo Vispuh katbitah sarvakimadah | Baladevena sahito
Bhadriya ca samanvitah || Devasya daksine parsve Subhadrim vinivesayet |
Tatah paramadikranta-locanam sthapayed-Balam’) ; Gopala Bhatta says
that this is Ehe image of Purugottama ( ‘iti Purusottama 3 Haribhaktivilasa’,
Calcutta Edition, p. 622). The much earlier description of the three
deities in the chapter 57 of the ‘Brhatsamhita’ ( verses 31-39 ) seems to
have been the original of the above description noted by Gopala Bhatta.
There aleo, first the eight-armed, then four-armed and lastly two-armed
figures of Visnu are described ; then two-armed Baladeva is accounted
for and lastly two-, four- or eight-armed image of Ekanamsa is enjoined
to be placed between the above two male deities (*Ekanamsa karya
devi Baladeva-Krsnayormadhye | Katisamsthitavamakara sarojamitarena.

codvahati'). There" is a tradition recorded in the Puri temple annals

(‘Madla Pafiji’) that the divine artist Viévakarma who was requisitioned for
the fashioning of Jagannatha's image was disturbed by king .Indradyumna
in his work and according to previous stipulation he left it unfinished,
But such stories are after thoughts and are framed to .offer some plausible
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explanation for an alteady established fact, and they help very little in
understanding the real reason underlying it.!

It has already been pointed out that Garuda or Garutman, the
emblem of Visnu and his vehicle, was originally the Sun conceived as
a bird. The Rgvedic hymn (L 164, 46 ) describes the celestial Garutman
as endowed with beautiful wings (‘divyah sa suparno Garutman').
Garuda's another name is Tarksya in the epic and purinic period, and
the latter also occurs twice in some late hymns of the ‘Rgveda’, but there
it means a steed® ‘In one or two later vedic texts Tarksya is, however,
referred to as a bird ; and in the epic and subsequent literature, he is
identified with the swift bird Garuda, the vehicle of Visnu' ( Macdonell,
‘Vedic Mythology’, p. 49). In many passages of the ‘Mahibhirata’,
Garuda is formally identified with the vedic Garutmin and is described
as the brother of Aruna, the forerunner of Sirya; in the developed
epic mythology, he is the son of Kasyapa and Vinata ( Vainateya) and
is thus the - half-brother of the Nagass, Kadyapa's sons by Kadru,
his other wife. A great enmity existed between Garuda and the Nagas,
and jhe is frequently described as ‘bhujagari’, ‘pannagatana’, ‘pannaga-
bhojana’ etc. meaning the enemy of the snakes and the devourer of the
serpents. This enmity originated from the ill-treatment of his mother
in the hands of Kadru and her sons. Garuda once undertook to bring
the divine nectar for his step brothers in exchange of which they would
release his mothér from Kadru's service. On his way to secure the
‘amrta’ he lived on the Nisadas and lifted up an elephant named
Supratika ( Naga Supratika ) and a torteise named Vibhavasu with his
talons from the lake Alamba ; he sat with this load on the branch 'of
a banyan tree whereon the Valakhilya sages were resting. The tree

1. The different views about the Jsgnnniiths, Balarims and Subhaded images ensbicined [n the
sanctum of the Puri templs bave been ably summarised by G. Bleksr in his anthoritativa
on *Three Temples' or "Mandirer Kathd', pp. 60-104 and plates ; ho ns rig left tha 1
The bdvocstes of the Puddha theory have, however, more in their favonr than of the

of the Urissan verzion® of the Dagivatirs elnbe, the figurs of Jagannitha otoupios tha i
. the plnos of Buddhs ; in various Orisssn works of the late mediseval and modern as well
ﬁr comparatively old Bengall manuscripts, ths identity of Jaganniths and Vigpu's Buddha form
nooep v
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branch broke under their joint weight, and for fear of injuring the sages,
he did not let it fall but carried all to the hermitage of his father. After
the Valakhilyas were made to quit the tree branch by Kasyapa, Garuda
dropped the branch and ate up ‘his two prizes—the Naga and the
Kacchapa. He then proceeded to Indra's capital and after vanquishing
the divine guards appointed to look after the ‘amrta’ flew with it to
his step Drothers. Vinatd was set free, but the Nagas were deprived
of the nectar which was stolen by the crafty Indra in disguise. 'i'l_:‘e
tongues of the Nagas were cleft asunder and remained so ever afterwards,
because they licked up the sharp-edged Kusa grass on which the ambrosia
pot was placed by Garuda; this is also the reason why the ‘Kusa'
grass is so sacred.!

In the earliest period Garuda is represented as a bird with emphasis
on some bodily features. One of the earliest extant reliefs of Garuda
is on the inner side of the second architrave of the east gate at Sanchi.
Had the Garuda capital of the Besnagar Garudadhvaja been extant,
that would have been a still earlier specimen. The Sanchi relief shows
the animal world reverencing the Buddha symbolised by the Bodhidruma
with Vajrisana beneath it. The whole composition contains along
with natural animal figures, such hybrid forms as leonine creatures with
dogs' heads, and lions with griffin-like heads. In the right corner of
the composition is carved a huge parrot-like bird with ear-ornaments
and big bushy tuft by the side of a five-headed snake; the type is a
purely Indian one, but his wings, according to Griinwedel, show the
artificial forms of West Asian art. Griinwedel says, ‘This is assuredly
the Garuda, with the Naga, whose mortal enemy he is'; he further
remarks about the mediaeval representations of Garuda that ‘The native
parrot type on the one hand, the west Asian grifin on the other, are
the bases upon which more modern iconography developed its Garuda’
(‘Bud. Art’ p. 51). In the Hellenistic art of Gandhira, Garuda appears D cowm
the shape of a huge eagle decked with the same ear-ornaments and wings

1. Rio relstes ths story at soms langth in his section on Garads, ‘op. cib’, Vol. T, pp. 283-5. It
is based on the ‘Mabibhirsts’, Adiparvs, chapters 43-50. For varions othar epic storios about the sun-

‘bird, refer to Hopkins, ‘Epie Mythology', pp. 21 L
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more naturalistically treated. He is very often depicted as carrying
off into the air with his long beak or with his big talons a Naga or
a Nigi, sometimes a couple of them. The Buddhist literature abounds
with stories which seem to explain these feats of Garuda (cf. the
Bauddha drsma of 'Niginanda’). I have a suspicion that the epic
mythology of Garuda's taking off the Supratika, the Naga ( there in
the sense of an elephant) and his brother Vibhavasu, the tortoise,
already referred to above, is likewise based on the reliefs just noted ;
it may be observed that the above myth occurs in the Adiparva among
evidently late additions! The intermediate stage in the evolution of
the hybrid Garuda figure of mediaeval art from these early forms is shown
on Gupta coins. On most of the gold coins of the imperial Gupta
rulers, Garuda invariably appears in the form of a plump bird with
beautiful wings as the capital piece of a column ; it is presumable that
the Besnagar Garudadhvaja had as its finiale a similar figure of the bird.
Garuda was the badge of the Guptas and appears on their seals (cf. the
Bhitari seal ) ; lines 23 £, of the Allahabad Pillar inscription of Samudra-
gupta show that the personal seal of the sovereign bore the figure of
a Garuda (‘Garutmadanka’). V. A, Smith suggested that the Garuda
standard was copied from the Roman eagle: but J. Allan has rightly
observed that there is no reason for this supposition and ‘the resemblance
is quite a coincidence, and Garudadhvajas were common objects in
India ( ‘op. cit.' p. LXX ). On the reverse sides of the silver coins of
Chandragupta II Garuda stands facing with outspread wings: on some
varieties of his copper coins, however, the bird is endowed with novel
features. Thus, on Type II {*Chattta‘ Type ) of his copper issues,
Garuda is figured with ocutspread wings and long human arms adorned
with bracelets; on Types V, VI and VII in the same issues, he
is figured with outstretched wings, though without human arms, but

T

8 Griinwedil thinks that sueh Hellenistic compositions of Gandbies as showing Garnja carrying
off Wigs youths woere direct oopies with Buddhistic import of ths *Hape of Ganymede's n work of tha- /
famous Hellonistio sculptor, Lecchares , "Buddhist Art', pp, 10910, figs. 61 & 62,
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holding a snake in his mouth.! The bare suggestion of hybridity in
the above type ( No. IT ) of Chandragupta’s copper coins was not worked
out in its fuller details in the other silver and copper coins of Chandra-
gupta 11 himself and his successors, and it was left for the regular
jconographers of Braihmanical art to develop the type in the late or post
Gupta and the mediaeval periods. It may be observed here that on some
terracotta seals of the late Gupta period discovered at Nilanda, Garuda
is very elaborately depicted ; here also his bird form is emphasised.
These numismatic and glyptic representations of Garuda leave little
doubt that such was also the usual method of depicting him in the plastic
art of the Gupta period.

The mediaeval images of Garuda can be broadly subdivided into two
groups—one that shows the mount whereoh Visnu is riding singly or
with his consort, and the other where the man-bird serves as the capital
of a column or is placed in front of a Vaisnava shrine. In both the
groups, the mount and emblem of Visnu is depicted as a round-eyed
human being with the wings of a bird and a beak-like nose ; he is usually
two-armed, his hands being in the ‘afijali’ pose; but on some late
mediaeval sculpture- of eastern India, he is endowed with four arms, the
Back hands supporting the legs of the divine couple ( Laksmi-Nardyana ).
As the capital of a column he is sometimes depicted as Janiform, his whole
figure being double-sided ; the eyes and beak are shown as in the above-
named type and the two hands of the god are folded in front of his breast ;
the usual ornaments are depicted on his body, but the hair is standing
on end in single matted coils ; the elaborate wings are never absent and
the feet are sometimes given the character of the bird's claws. Rarely
however, in compositions showing Visnu seated, Garuda appears as a
Beautiful male figure without any emphasis on the bird-like features (a tiny
pair of wings is fixed on the back, but these are not discernible from the
front ), where his identity is disclosed by a small snake held by him _ .

L]
L 3. Allan, Catalogus of Gupta Coins in the British Museum,’ pp. 53 f. snd plates. In soms
specimans, 6. g in Type I of the copper coins of Chandmgupis I, Garugds is nimbats, and on others,
a8 on Type No. ?.hthphulunlhﬂp—lﬂmhm.mmmﬁﬂmm
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in one of his hands. In the elaborate sculpture in the collection of the
Mathura Museum ( D. 37 ) showing Visnu Yogasana, already described
in the lst chapter of this book, the beautifully carved male fgure
behind the Cakrapurusa on the proper left of the seated Visnu is none
other than Garuda, as it holds a tiny cobra in its right hand. Vogel
noticed the cobra in its hand, but he did not see the pair of wings
attached to its back which are not visible from the front and so could
not identify it properly (‘M. M. C.', p.102). The two images of Garuda
which are illustrated by T. A. G. Rao in his book ( Vol. 1, p. 287, pls.
LXXIV and LXXXV, fig. 1) are interesting; the first, carved on the
front gable of the Cave No. III at Badami, shows the mythical man-bird
with a flabby belly, beak-like nose, round eyes, two outspread wings and
various ornaments on his body ; he holds in his right hand a big cobra
with a spread hood while his left hand is placed on his belly ; he is
represented as flying through the air. The other image from Palur,
Travancore, is of wood and is only about a couple of centuries old ; it was
carved in such a manner as to be hung on the ceiling by means of a
chain. This particular image illustrates the mythology of the forcible
abduction of Vibhavasu and Supratika ( the elephant and the tortoise )
by Garuda, already mentioned, for it holds the elephant and tortoise in
its right and left hands. Two elaborately carved panels in Cave No. IV
at Badami represent the theft of the jar of nectar by Garuda, already
noted : the episode is described in detail in the ‘Astikaparvvadhyaya' of
the ‘Adiparva’ of the ‘Mahabharata’. On the fourth bas-relief from the
left is a jar placed on a round object in the centre ; on both its sides are
gods standing in battle array among whom we can recognise Visnu, Siva,
Yama, Varuna and others from their respective emblems; Garuda from
the extreme left corner attacks the gods protecting the nectar, The
narrative is then continued in the next relief ; on the extreme left the
jar of nectar is shown on a pillar ; to its right Garuda is flying towards
and attacking the gods ; in the right half of the panel Garuda is carved
on its extreme left vgith the nectar jar in his hands flying to left followed
by Indra on Airdvata and another god holding a drawn sword. Thus, the
left half of this panel represents the defeat of the celestial host by Garuda
and his access to the nectar ( sometimes described in texts as Soma ),

\
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and the right half, Garuda escaping with the nectar and ‘Indra following
him and throwing his ‘vajra’ at him! Such elaborate representations of
the story in the shrines of the Gupta period show that the mythology
was well-known at that time. Reference should be made in this
connection to the two incarnatory forms of Visnu in the ‘Satvata’ list of
the 39 Vibhavas ; one is Vihangama( No. 9) and the other Amrta-harana
(No.18). There is no doubt that these two refer to Garuda, and the
last one to the episode just noted.

T. A. G. Rao quotes descriptions of Garuda from three different
texts viz, ‘Visnudharmottara', ‘$ritatvanidhi’ and ‘Silparatna’. The
last two texts describe a two-armed image ; but the ‘Silparatna’ passage
refers to another variety of Garutmin which is endowed with eight
arms, the hands holding such objects as water-jar, mace, conchshell,
discus, sword and snake, while on the other two rest the feet of
Krsna ; the two-armed image in this text is described as that of
Tarksya. The *Agnipurana’, however, describes the images of Trailokya-
mohana and Tarksya as eight-armed with ‘cakra’, ‘khadga’, ‘musala’ and
sapkuda’ in the right hands, and *$ankha’, §rniga’, ‘gada’, and ‘'pasa’ in the
left: Laksmi and Saraswati holding ‘padma’ and ‘vipd' are to be
placed on two sides of these images (ch. 49, vv. 19-21). The
‘Visnudharmottara’ text enjoins that Tarksya should have the nose
of a kite (‘'kausika’), should be four-armed, his face showing round
eyes : his breast, knee and legs should be like those of a wvulture ; he
should have two wings; two of his hands ( back ones ) should hold
* an umbrella and a jar full ( of nectar ) and the other hands ( front ones)
should be in the ‘afijali’ pose: when lord ( Visnu ) is shown on his
back then the ( back) hands should not hold an umbrella and a jar
but support the legs of the god ; he should be shown slightly pot-bellied
( ‘kificillambodaram’ ) and should be decorated with all orpaments.
With the exception of the ‘Silparatna’ passage describing the eight-armed
variety of Garuda, none of the above text speaks about a spake

1. R D. Bsnerjes, ‘The Bas-reliefs of Badami’, "M. A, B, L', Ho, 25, p. 45, pl. XXIII, figs.

“ {a) snd (b); inpages 486, Banerjee marrates the whole alory,
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the hands of Garuda, though the ‘Sritatvanidhi' tells us that his head
should be adorned with snekes (‘miirdhndi ca phanimanditah'). But,
as it has been pointed out above, the association of Garuda with snakes
can be traced not only to mythological stories of the late epic and purdnic
periods, bt is also emphasised in the much earlier plastic representations.
The phenomenal development of the practice of making images and
worshipping them is indicated by the fact that even the attributes which
were placed in their hands were personified and represented anthro-
pomorphically. These anthropomorphic representations came to be
described in general as Ayudhapurusas and, as it has already been shown,
they were mostly associated with Visnuite icons. 'Cakra’ and ‘gadd’ in
human form are found as early as in the Visnuite reliefs of the Gupta
period ; ‘safikha’ and rarely ‘padma’ are similarly shown in the sculptures of
the early and late mediaeval periods of eastern and northern India. Various
other emblems, such as ‘vajra’, ‘fakti, ‘danda,’ ‘khadga’ ‘pasa,’ ‘mikusa’
‘triéiila’ etc., are also enjoined to be depicted in human forms in late
iconographic texts ; but they are seldom shown in this manner in the

reliefs. The earliest representation of an Ayudhapurusa, however, seems.

to occur in some square copper coins of Maues; ‘vajra’ there appears as
a man behind whom is carved a double-pronged thunderbolt, justin
front of enthroned Zeus-Indra whose right hand is placed over his head.
“The obverse device of some copper coins of Maues (Nos. 12 and 13 in the
collection of the British Museum) has been described by Gardner as, ‘Zeus
laureate, seated on left on throne; holds in left hand sceptre ; right
extended towards small winged female figure, who seems to be an
embodimenit of the thunderbolt' ('B. M. C.' p. 70, pl. XV19). Gardner, while
emphiasising the peculiar semi-Hellenic nature of the coin-devices of the
early Indo-Scythic kings, remarks, 'Still more original is the type, where
a seated Zeus grasps in his extended hand, not, as usual, a victory or a
_thunderbolt, but a being who seems an impersonation of the thunder-
bolt, and stands in the midst of it’' ('ibid', p. vii). Here is probably
the earliest representation of an Ayudhapurusa ; the figure on these coins

appears to be male. In later reliefs, however, such personifications of ‘vajra’

are seldom found. Of the different Vaisnava emblems which are

represented in art, some are depicted as male and others as female,
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this being determined by the particular gender of the word denoting
them. Thus, the word ‘gada’ being in feminine gender, the personified
form of this weapon appears as a beautiful woman ; ‘sanikha’ being
masculine, its personification shows a man. ‘Cakra’ and ‘padma’ are in
the neutér gender, and they are enjoined to be represented as eunuchs,
but for all practical purposes they are shown as male figures in Gupta and
mediaeval art. The texts say that weapons like ‘sakti’, ‘ankusa’, ‘pasa’,
‘vajra’ etc. should be personified as male, female or eunuch according to
the above rule: but we -have hardly any means of testing this textual
injunction, as -they are seldom represented in human form. In the
Sesadayana or Nardyana-Visnu relief at Deogarh, T. A. G. Rao recognised
the Ayudhapurusas such as Gada, Dhanus, Cakra, Safikha and Khadga, the
first two by the side of the central figure, the last three below. Thatsome
of the accessory figures in particular types of Vasudeva-Visnu image, stand
for weapons or attributes personified is proved usually by the carving of
their real fcrms either behind or on the head of the personifications ; more- .
over, in some cases the individual weapons or attributes are placed in the
hands of the latter. The mere showing of such attributes as ‘faikha’ and
‘cakra’ in the hands of the attendants of Vasudeva-Visnu, however, would
not always determine their identity. Thus, in the Madhyama Bhogasana-
miirti of Visnu of the Kailasanathasvimin temple at Conjeevaram (Rao, ‘op.
cit.', vol. L p, 105, pl. XXVI), the god does not hold any of the attributes
in his four hands: but a conchshell and a discus are carried by two small
attendant figures by his side, who also hold a yak-tail in their other hands.
These two have been described wrongly by Rao as ‘Ayudhapurusas’ ; but
as they are female figures and as Cakra and Sankhapurusas are never
shown thus, they are really female companions of the god carrying for him
two of his principal attributes. The Visnu-Cakra found at Sharishadaha
( 24 Perganas, Bengal ) and now in the collection of the Asutosh Museum,
Calcutta University, is a unique sculpture carved with the same device on
both sides. It shows the four-armed deity dancing on the shoulders of = .
Garuda inside the centre of a beautifully carved wheel ; his natural hands
are beating time over his head, and the added ones hold a ‘sakra’ and a
‘gadd’. Garuda and these two emblems prove that the Purusa inside the
_Acakra’ or the Cakrapurusa is endowed with the character of the. principal

19
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deity. It is evidently the Sudarfana, the ‘cakra par excellence’ of
Visnu. Sudarfana-cakra is described in the ‘Silparatna' and other texts
either as an eight or even sixteen-armed Visnu placed inside
a ‘satkonacakra’ (two interlacing equilateral triangles in the midst of a
rayed disc). The Bengal sculpture is a new variety of Sudar$ana
and was either set up as a main image in a subsidiary shrine by the
side ofa Vaisnava temple or it was the capital of a column, more
probably the former.! But Cakrapurusa, an attendant of Visnu, is
described in the ‘Visnudharmottara’ as “a male figure with round eyes
and a drooping belly ; this image of ‘cakra’ should be adorned with
various ornaments and should carry a ‘cimara’. It should be so curved
as to indicate that it is evincing a desire to gaze upon Visnu ;
the left hand of Visnu should be made to rest upon the head of the
Cakrapurusa.?

( To be continued )

1 Rao quotes fully the description of Budarfans from the 'Silparatny’ and other texis and
illustrates it by » few Bonth Indlan images ; ‘op.cit’, wol. I, p. $00-92, pls. LXXXYV, fig. 8, & LXXXVA.

The esgferic significsnce of Budsréans cakrs has bean tully expounded in the ‘Ahirbudhnys
Bamhiti' and other Pifiarfitrs works.

4. Rao. ‘op.cit.,’ vol, T, p. 290, Fora description of the other Ayndhapurngas on the bask

of the *Vigpudharmottars' snd cther texts snd symbolism underlying them, of, ‘bid’, pp. 285-06.
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THE TRADITION OF FOLK-DANCES IN WESTERN
INDIA: THE RASA AND THE GARBO

by M. R. MAJMUDAR

India with her ancient civilisations, which saw many races and many
cultures rise, grow and decay, has preserved remnants of their varied
folk-arts. Each of her provinces has its own distinct form, though the
fundamental impulse is one.

By traditions of folk-dances in Western India, north of Bombay, we
refer to Gujardt made up of three divisions: Anarta, Lita and Surdstra :
Anarta or the mainland of North Gujarit between Mt. Abu and
the river Mahi; Lata or Southern Gujarit between the river Mahi
and the river Damanagangi close to the outskirts of the Stirparaka forest
on the Western coast line—the modern Soppdrd ; and Surdstra or the
peninsular Gujarat, the modern Kithidwiar.

Folk-art has its roots in the soil where the people live ; it is their
natural mode of artistic response to environmental influence. Their
religious fervour often finds expression in it.

Folk-arts in India are essentially religious ; this applies also to the
domestic decorative arts and cottage crafts. Religious worship and
rites generally call forth music, dance and decorations ; and the inborn art-
sense of the people evolves the appropriate form.

What music gives in sound, dance gives in gesture ; for it is through
the means of this gesture-language that the ‘rasa’, the essence of art_or
beauty is evoked in the spectator. It is accordingly laid down in texts on
Music that ‘Nitya’ and ‘Nrtya' should be witnessed particularly at the time
of a festival. Those who wish for good luck should cause**Nrtya' to be
performed on occasions like the coronation celebration of kings, a festival,
a procession with an image of a god, a marriage ceremony, the reception
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of a friend, the entry into a (new) town or house and the birth of a son ;
for it (Nrtya, i. e. dancing) is auspicious.

Folk-art of the present day isa tradition handed down from the
past and fused with hieratic and classic literary tradition which belong to
the culture of the whole race, equally shared by kings and peasants.
The songs of Alha (may be from Sanskrit ‘alhada’) along with Nrtya and
‘abhinaya’, i e, gesture language, are still performed in U. P. at the birth
of children (sons). Girls dance while observing ‘vratas', i. e. vows. In many
parts of Western India dancing is still in vogue under any pretext.
Dance, as a domestic as well as a religious institution is still practised
over a great part of India.

Music (Sangita) is divided into ‘Mirgi' and ‘Desl’. The word 'Deé?’
when applied to music means indigenous ; born of the land, natural and
unrefined as opposed to ‘Margi' which is classical, scientific and belonging
to a system, a ‘Marga’,

Simgadeva (12th century A. D) has defined the indigenous dance,
music and musical instruments as that which catches the popular ear and
touches the very heart of the people of various lands and climes. Such
local tunes are consequently named after their original place of birth, such
as Gaudi, Varadi, Gurjari, Malavi, Karnitaki, Saindhavi, Maru and so on.

The ‘de&i’ music is entirely governed by a ‘tala’ or a ‘laya’ and not
necessarily by the melody created by.a composition of several ‘svaras’
or the notes of the Indian Octave. By ‘tiala’ we mean a stroke or an
accent falling at regular intervals, regulated by the utterances of certain
syllables within a fixed time, A ‘tala’ in a ‘rasa’ or a ‘garb3d’ song is not
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simply an embellishment but is the'guiding principle, its very crux
Pirévadeva of the 13th century is eloquent in establishing the importance
of ‘tala™. Kavi Nanilil hence prefixes the word ‘rasa’ to ith.

The poets of the Apabhramsa, OIld Western Rajesthini and
Medizval Gujaratr petiod kept to the vernacular of ‘thé masses
by wrilising local tunes or ‘defis’ and the ‘dhilas’ in preference to classic
metres. Thus mass-music was recorded in the ‘Prabandhas’ and the
*Rasas’ in various local tunesnamed after or popular in different places,
provinces and with different peoples of India. The popularity of the
Gitagovinda though composed in classical Sanskrit is due to its
Prabandhas or ‘desi’ tunes which appeal to the popular taste.

The varied nature of the occupations of the people of Gujarit itself has
helped to shape their artistic tendencies. These embraicé many occupational
trades such as those of the hunter, the shephéerd, the peasant, the
seaman and the merchant. The arts and crafts are associated with the
variegated activities—activities which left their mark on the intellectual
life of the people of Western India as a whole.

A passing reference to the teligious history of Gujarit suggests that
when the people of Gujatit followed either Sakti-worship or animism
the ‘garbd’ was the popular folk-dance. Later on with the development
of the ‘risa' or cowherd-dance (evolved from the *hallisaka’ and the ‘lasya’
of the treatises on music) Vaisnavism came to be preached in Gujarat
and as a result, the Sikta and animistic beliefs were blended together
evolving a novel form of secular dance.

Worshipping an ovillamp covered by a many-holed ‘chetty' in the
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middle of an open glade, is a survival of magical and cultural practices
connected with the hunter's occupation, and the forest-lore born of it
in Gujarit and Rajputind, now driven eastwards and southwards beyond
the plains',
The next variety of worship, of a basket with seedlings of barley
‘yavankura', jowarl or rice which forms an alternative to the ‘ghata’ or
‘chetty’, brings us to the peasant, who as he cleared the forest and
cultivated the seedling plants of the Mother Earth, came to learn the
value and importance of the seedling and the nursing of it as vital for the
successful growth and abundance of his crops—as vital as the ‘chetty’ with
the lamp under it had proved itself to be, for the hunter in his forest
home. The many-holed earthen pot® holds the burning flame, with which
the Goddess Saradamba scares away many a disturbance, disease and
devil ; it is thus a redeeming feature of the open courtyards during the
nine-nights' festival, the festival of the autumnal crops in Gujarat.
After the worship of the hunter and the peasant, we come to ‘risa’
—the worship of the cowherd, accompanied with dance which is naturally
associated with Krsna legends. In the ‘rasa’ dance is a greater freedom
of movements, there being no central object like the ‘garbo’ or the
‘mandapika’ ( the lamp-tree ) or any sacred object present anywhere ‘
or on the person of any of the dancers. |
All the Sakta and animistic beliefs and practices which the converts
to Vaisnavism carried in the depths of their hearts, as the most persistent ‘
heritage from their forefathers could not at all be eradicated :—
hence the ‘garbo’ essentially connected with Sikta worship has continued to
be played ; this is manifest at least during the Navaratra festivals, and on
special occasions of vital importance to the family—such as the pregnancy
rites. The inner urge for dance and song among the people of Gujarit
thus bursts forth year after year, during the Durga-pija holidays which

r

1. For s fuller treatment of this section, vide N. A. Thoothi, "The Vaignavas of Gujacit’
(1986, Longmans), p. 309,

3. The word ‘garbha-dips’ mesns s many-holed earthen pot with a Inmp insids it; by thes,
dropping of the latter member of the compound it gives the popular term ‘garbo’, -
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extend to nine-nights and days, and invariably continue upto the full-moon
night of Asvin, which was the glorious night of Sri Krsna's ‘rasa-krida".
These 'garba-songs’ and the dance connected with them are essential cul-
tural contributions to Gujarati literature, dance and art.

A 'garbo’ is a bored earthen pot with a burning lamp inside it, which
when carried on the head of Gujariti ladies shines like starsin the firma-
ment and lends charm to their midnight songs during the autumnal festival
Vallabhabhatta ( Samvat 1710-1800 ) is a representative Gujardti poet who
has described this festival beloved throughout the land. This poet has
compared, in a flash of vision, the many-holed earthen pot witha
lamp inside it on the head of a ladd, to the starry dome of the heavens
held by the Mahasakti’.

From the material form of the ‘garbo’ the word has come to apply to
the singing party itself where men, but more often women move round and
round in a circle, and sing to the accompaniment of a rythmical clap of
hands and feet’. The dancers in motion are known by a single name
‘garbo’.

And then the songs composed for thisand similar occasions are
also known by the common name ‘garbo’ : Thus all the three phases of this
folk-dance are blended into one homogeneous whole and hence they go by
a common name, .'

The ‘garbo’ is sung by women forming a circle.  When the music is
on, they move round, sing together and while bending their bodies grace-
fully give the ‘tala’ at the appropriate timing. The ‘garbo’ is led by one lady
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who sings the song in the first instance, and the rest of the ladies repeat it
and sing it back.

There are certain portions of the ‘garbo’ which are known as ‘sikhi’
in which the tala is not given, so that the women cease to move and stand
in a circle and sing the couplets, It is the unison of three actions—danc-
ing, clapping and singing—that makes a ‘risa’ unigue.

These 'garbds’ are invocations of various goddesses such as Bhadra-
kali, Bahucharaji, Ambaji and others. Here, as elsewhere, religion is the
inspiration to art, the dance and the music being forms of expression
of the religious emotion. “Dancing, we may see throughout the world, has
been so essential, so fundamental a part of all vital and indegenerate religi-
on, that whenever a new religion appears, a religion of the spirit and not
merely an anaemic religion of the intellect, we shall still have to ask of it,
the question of the Bantu : ‘what do you dance ?" ( Havelock Ellis, ‘Dance
of Life', p4l ).

Apart from the ‘garbd’in praise of the goddess a very common form
of the ‘garba’ has been the love-songs of Krsna. In this theme there is a
peculiar and happy blend of the devotional sentiment and the erotic.
These devotional love-songs are, ss a rule, more effective for purposes of
the ‘garbd’ than the ‘garbas’ composed by some modern poets, partly because
the musical element in them is more pronounced than the merely poetical.

Inﬂme‘ﬂrhi',thu:il:nlnurmdmdc, grace and sweetness. It is a
besutiful art-form and a unique mode of the culture and self-expression of
a people. It is common to the classes and the masses, a folk-dance no less
than a dance of the educated and leisured classes. It is one of the joys of
life, individual and collective, and one of the finest contributions of
Gujarat to the artistic heritage of India.

The folk-‘garbas’, composed in colloquial language and sung in villages,

itr own. Being in plain and unornamental style, they are more delightful
to sing than to read.
Akin to the ‘aradhana’-Nrtya of the ‘garbo’ and the ‘risa’ Maharastra
has its special institution of ‘Harikirtana'—appeasing God by the second
of the nine-fold Bhakti or devotion ; and jt is indigenous to that part of .4
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India. It can fairly be called unigue in its sphere. Having its earliest
beginnings with the Alwars and the saints of the Viarakari Sampradaya, the
tradition of ‘Harikirtana’ developed into an artistic performance with the
founding of the Hindupat Pidasihi at Poona. There is an interesting
anecdote which records that a man even of Chhatrapati Sivaji Maharaja’s
standing, had found pleasure in performing a Harikirtana himself, in the
manner of the devout Mardatha saints. This fact testifies to the place of
Harikirtana in the cultural life of the Mahardstryans.

Bengal, on the other hand, had developed its special cultural institu-
tion of Vrnda gina—the practice of mass prayers, popularly known as
Kirtana or Samkirtana. It seems to have been made immensely popular
since the times of Lord Gauranga Caitanya. In these Kirtanas, one starts
and leads the service and others take up the burden of the song or the
slogan. The music enlivens the Harinama-smarana, the praise of the name
of the Lord.

To these indigenous, artistic and devotional products of Mahardstra
and Bengal, the folk-dances of Gujarat bear an interesting comparison.

As early as in the time of the Arthasastra. Kautilya mentions the
Saurastriansas a republic—a Rajanya-gana. And the republican people
of Saurdstra were mostly known as a race of agriculturists, traders and
warriors ( SRATREIOpAAASTARa: TATEEATTSIE | ).

The earliest historical record about Saurdstra is that of the Visnis of
the Yadava clan, These Vrsnis, according to the Mahabharata and the
Jataka Katha, left Mathurd and settled themselves in Dwiraka, when
pressed by Jarasandha, the Magadha king. Lord $rikrsna as belonging to
this clan is accordingly styled Varsneya. Since Sri Krsna selected the
quiet resort on the Western seashore of Saurdstra as a permanent place of
settlement for the Yadava clan, the tradition of Krsna-associations and
the worship of Gopala Kysna date from this early period.

Krsna, called Natavara, has given us two dances : the first is a dance
of triumph following the victory over Kailiya ; the second dance is about
the most favourite country or folk-dance in Vyndavana and the localities
round about. It is called the Risa-mandala, which is of the erotic and
tender Lasya type, as distinguished from the Tandava of §iva, representing
his ‘tamasic’ aspect.

21



82

The musical propensities of the Vrsnis are a familar feature in Sans-
krit literature. The Hari-vaméa describes their dancing sports, such as the
dance with accompaniment of sticks—the ‘dandardsaka’, and the other
with the accompaniment of the clapping of hands—the *tala(li) rasaka’.

Bbasa refers to the Hallisaka dance in his drama ‘Balacarita,’ Act 111,
where we are told that Krsna or Dimodara,—his name won from.an
adventure,—has gone to the Vrnada wood for the Hallisaka dance ; the
dance is performed by Damodara, his friends and the maidens to the music
of the drum and song. :

The poet Miagha, a resident of Srimila thinnnmala). gives a classical
description of the ball and music indulged in by the Vrsniis in his poem
‘Sisupilavadha’.

These are the earliest records of the traditions of music and dancing
in Western India, which have through the march of time permeated the
very life of the people.

The *Bhagavata Purana’, which is the magnum opus of Vaisnavism
dealing with the glories of the childhood of Srikrsna, has five chapters
devoted to the description of Risa-lili—styled the ‘Risa-paficidyayi'—in
the tenth Skandha. Sri Vallabhacirya (Samvat 1535—1589) while
commenting on these chapters in his ‘Subodhini Bhisya', quotes a relevant
ancient text which describes how the ‘mandala’—the circle of the dancing
party—was formed, with Srikrsna in the centre, playing on his flute and
the Gopas and Gopis occupying alternate places in the circle, The verse
says !

“In between the two -maids is Madhava and between the two
cowherds is a maiden. In the circle so formed Srikrsna, moving in the
centre, played on his flute.™

The idea in this verse is found to have been transferred also to paint-
ing in as many as six paper Mss. of the anthology of Balagopalastuti

! 1 Yo TTHTATER At
ATE ATIE SRS |
: EOATRIA FUEE A

& ot Buen S



83

by Bilvamangala Lila Suka ( 13th century A. D.) done in the Gujarati
style of painting of the early 15th century, prior to the times of S
Vallabhicirya. This representation of the indigenous Rasa dance, recorded
both in poetry and painting is, therefore, significant for Western
India (PL L Figs. 1-3 ; see also p. 90).

In a painting in the Bagh caves—situated on an ancient road
connecting Gujarat with Malwa—depicting a music party, is to be observed
a typical scene from the life of medieval and modern Gujarat. Probably
nowhere else in India are women to be seen going round in a dance
keeping time with small sticks, ‘dandaka’ or ‘danda’, held in either hand.
The peculiarity of this dance is that the women sing while they move
round and dance. The Bagh picture is unique in the pictorial history
of India, as is also Gujardt in its preservation of an old rite and custom,
chiefly observed during the Navaritra festival at the end of the monsoon.

A sculptural representation, on the ceiling of a temple in Vadnagar
—now known as Sitald miata's temple—shows a similar music party holding
flute, drum, cymbals and other instruments in their hands. It is datable
to the glorious period of Solanki rule in Gujarat.

The folk-dances having been patronised and popularised by the
agriculturists and the cowherds of the type of the Vrsnis, soon
gained currency all over the country. So much so that with the march
of time, this form of popular dance came to be recognised and adopted
even by the refined sections of society, ‘Rasa’ or ‘'Risaka, 'Hallisa ($a)’
or Hallisa ($a) ka and ‘Lasya’—are the three important terms that have
found their way into the classical treatises on dramaturgy, like Bharata’s
standard ‘Natya Sastra’. The various lexicons like the ‘Abhidhanacinti-
mani’, the ‘Medin?, the ‘Desinamamala’ and the ‘Paiya lachhi nama mala’
explain the word ‘hallisa (§a) ka' in the most general way as e acid
wremrsr: | This word of the people’s common parlance has been shown
to be almost synonymous with ‘rasa™. .

Hallisaka as an ‘upa-riipaka’ has very little to distinguish itself from
Rasaka ; any way, both have a right to antiquity and should be regarded

y “Trauia gEret | @ TS | augda garon gan "



84

as primitive dance-types. The Rasa dance of today has been considered
peculiar to the Gujarati ladies. It is traceable to the fact that this
‘rasa’ first originated in Saurdstra, and it can be said that the underlying
form of the Rasa as played today is undoubtedly very old. Several ladies
in appropriate garb, turning round a central object (in certain cases the
object might be absent) sing some song mostly pertaining to Krsna's
sports with the Gopis in accompaniment with the beating of drums
which is helpful to them in keeping time. They go round and the
movements vary according to the sentiment of the song and it may be
that even in one and the same song variations in movement may be
effected when the sentiment in the poem takes a marked turn.

A variation of the above practice occurs when men and women
both take part in the dance, which originally represented Krsna and Gopti,
the feature being known to the Sanskrit dramaturgists in the following
verse, very often quoted as the definition of the Hallisaka or Rasaka.!
That this practice seems to be very old is apparent from its being
connected with Krsna's dance. Jayadeva in his Astipadi of the 'Gita-
govinda' ‘rase Haririha sarasavilasam’ etc.,, preserves the knowledge of the
practice. It is evidently known to the Bhagavatapurana as noted above.
Of course in Krsna's time it must have existed only as a ‘Nrtta' form,
as its remnant, the Rasa of modern Gujarit, shows. That it was a very
popular pastime for the young people seems to be true, for it has been
often described as attracting the Gopis of Vraja and many a devotee of
Krsna has hankered after the enjoyment of this Risa,

The Gujardti saint-poet Narasimha Mehti in the 15th century
hasa legend woven. round him that he actually witnessed the Rasa
in Krsna's heaven and that he was standing in the centre of the circle
with a torch in his hand and was absorbed so much in the spectacle
that he became unconscious of the flames reaching down to his hand
and burning it, till Krspa himself saw and remedied it. Narasimha
Mehta has presented his reminiscences in his songs of 'Rasa-sahasra-padi’,
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All these current legends and stories prove the immense popularity
of this form of dance and its sanctity by its association with Krsna.
A Rasaka in its origin must have been an elementary dance-form
from which the ‘upa-riipaka’ of ‘Natyarasaka' must have evolved. A wvaria-
tion of the ‘risa’ known as ‘dandarasaka’ occurs under the ‘upa-riipaka’
*Parijatakam’ as mentioned in ‘Bhavaprakisana' ( G. O. Series, p. 268. )

There is some evidence to connect ‘Risaka’ with ‘Lasya’. It
may be that both are identical terms. Rasaka' is once actually called
*Lasaka’. Again, ‘Risa’, the direct remnant of Rasaka, is today seen in
Western India which includes Saurdstra. And there are positive
statements showing that ‘Lasya’ first originated further west, in
Saurdstra proper. $tikantha, the author of ‘Rasekaumudi’, who was the
court poet of Jam Satrusalya (ca. 1574 A. D.) notes in his chapter
on ‘Natilaksana' that as far as the subtleties of the ‘Lasya’ dance
are concerned, the Gurjari dancing woman is ‘the best and
she excels others! perhaps as the type was indigenous to her
Gurjarade$a. :

Halliéaka and Rasa or Rasaka appear to be almost interchangeable
terms. The dance in a circular motion ( mandalikira nrtya) wherein
one leads and others follow, just as Sri Krsna led the Gopis, the
cowherd women ( ‘ekastatra to netd syita gopastrinam yatha Harih')—
such a dance is called Hallisaka.

In this Rasaka variety of the dance, embellished by various rhythmical
strokes and melodies ( citralayinvitam ) many dancers gpuld join.
The maximum number of couples that could partake in this dance
was fixed up to sixtysfour. The minimum of requisite women for
participation in the dance has been laid down to be either sixteen; twelve
or eight; the dancers being of either sex change their movements as
they dance in various artistic combinations.

Abhinavagupta's commentary on Bharata's ‘Natyasastra'( 9th century
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A. D.) describes the peculiarities of ‘Risaka’ and ‘Hallisaka. Practically
he quotes from ancient texts.!

These combinations vary according to the taste and humour of the
people of different countries,

Rasa or Hallisaka had two styles ot modes: one tender, the other
vehement or violent, comparable to the ‘vilambita' and the ‘druta (laya)'
in classical music,?

The 'Bhava-prakisana’ of ééradﬁtanaya, in the early 12th century,
the ‘Kavyinusdsana' of Hemacandra Siiri and the ‘Natya-darpana’ of
Stri's two disciples, Rimacandra and Gunacandra, all the latter
hailing from Gujarat in the 12th century— these works practically draw
upon the ancient texts with slight verbal changes® The joint authors of
the "Natya-darpana’ are more informative on the subject.
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Three vatieties of ‘Risaka’ are mentioned in the Nityaddstra: the
Jati-rasaka’, the ‘danda-rasaka’ and the ‘mandala-rasaka’'! This Rasaka seems
to have found much favour with popular taste, in course of time ; so much
o that Bharata mentions it asa kind of a minor representation on the
stage—an ‘upa-riipaka’ even, in which the folk-dance predominates.’ Curi-
ously enough the modern Gujarit] stage seems to be unwittingly continu-
ing this old tradition of representing dance on the stage wherein the hero-
ine usually leads the dance.

Jinadatta Stri, from Dholkd in Central Gujarat (12th century),
refers to 'lakuta-risa’ played by males with a stick, which he ordains Jaina
Sadhus not to witness.! Laksmanagani ( A. D. 1143 ) while describing the
action in a ‘rasaka’ mentions that it is a song wherein high and low
rhythms of strokes are intermixed.! In the ‘Saptaksetri rdsa’ ( Samvat
1327 ) both ‘talarasa’ and ‘lakutarasa’ are mentioned, the former being
indulged in by bards, the latter by dancers.

The origin of Natya, the Bharata Natyasistra says was like this :
In the beginning Brahma gave the Natya-veda to Bharata. Bharata to-
gether with groups of Gandharvas and Apsaris performed ‘ndtya, nrtta’
and ‘nrtya’ before Siva. Then Siva having remembered his own majestic
performance (Tandava) caused Bharata to be instructed in that (art) by
his attendants (ganas). And before this, on account of his love (to Bharata)
he gave to the latter instructions in ‘Lasya’ through Parvati, Knowing
about ‘Tandava’ from Tandu, sages spoke of it to mortals. Parvati on the
other hand instructed Usa, the daughter of Bana in ‘Lasya. The latter
taught (the art) to the milk-maids of Dwirka, and they taught this to
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women of other countries. In this manner this ( art ) was traditionally
handed down and has come to stay in the world.

Just as Gujarat has been known to be the accredited home of St
Krsna and his ‘Rasa—the circular male dance, and the beginnings of the
tender form of the ‘Lasya’ meant for the fair sex, are also associated with
St Krsna's family.

Sarnigadeva, the author of ‘Sangita-ratnakara’ has noted the traditional
history of the birth, growth and evolution of ‘Lasya, the tender type of
dance. In the seventh chapter on dancing he notes that Siva taught 'Lisya’
to Parvati, who in her turn taught it to Usa, the daughter of Bana and the
grand-daughter-in-law of §i Krsna. Usd acquainted the cowherd women
of Dwarka with. this dance who in their turn spread it among the'women-
folk of Saurdstra. By these Saurdstra women again, ladies in the various
countries were instructed ; and thus the traditional knowledge of ‘Lisya’
dance has been handed down even upto the present day, in regular
succession.!

Over and above the accredited association of Usd with the Lisya-
tradition in Western India, two authors who flourished after $arngadeva,
have been traced to refer to another tradition linked with Arjuna, who,
as the cursed eunuch Brhannala, taught the subtleties of Lasya dance, to
Uttara. This second tradition known for the first time from these Mss,
materials, records the transmission of the style to the ladies of Dwarka
through an independent agency.
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Haripaladeva, the author of ‘Sangita Sudhakara’ (early 14th century)'
records both the traditions. He says, the technique ( or knowledge ) of
“Lasya’ which causes delight ( vilisa) and is full of auspiciousness and
leads to good things for all, was transmitted to Usa, the daughter of Bina
out of affection (or consideration) for her. She in turn expounded
the style before the lasses of the cowherds of Dwarka, which came to be
later on handed down to the ladies of Saurastra with due regard. The
second source of this dance came from Arjuna who was instructed in it by
Indra. Arjuna passed on the knowledge of this wonderful style
to Uttard. who having been married to Abhimanyu carried her knowledge
to Dwarki and from there she transmitted it to the women of

Dwarka.
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And Sudhikalaa, a Jaina disciple of Rijaekhara SGri records in his
work ‘Sangitopanisatsira’ or ‘Sangitasiroddhira’ (Ms. in the Oriental
Institute, Baroda) the double tradition, and tries to bring it down
further, that Arjuna was initiated to ‘Lisya’ through Citraratha Gandharva
who transmitted it.

One should not, however, be led to think from the classical
references quoted above that these dances are divested of their folk-
element, and are preserved asa mere curio by the higher society. They
were born from the very life-blood of the people, and remain ‘of the
people’, even to-day. J

Ilnstratione ( ol pp. 82.88 ) ¢ r
FIL.L1, Risa krigs; from a Bils kisgs kridd-kilvya ( 15th cantury .
L% " P " " ( sacond series ; Inta 15th oantury ).
L.8. Early 1Tth centory {llustration of the Bhigavats Dafama Skandha [ in Gujardt] varss L

() ‘S AmmT FTOrgAAr B sateEtsaE |
vasfmEEgTsere 4 fafed |
e a Faercama | = ara mumERy )
farelt ersmsinensf frozg e |
ansfimeites aomizEsArafes g ag
. AT FEEAT 9T QTEEATar ||
faegd gffidi2 avgen’ g aat @ |

! qrEAATETE Al faerary shromd



CLAY FIGURINES OF THE KUMARI-VRATAS
OF BENGAL

by SUDHIR RANJAN DAS

Numerous are the clay figurines used in the Vrata rites, most of
<which are performed by the unmarried girls of Bengal. The Vrata
observances are magical rites. Similar kinds of clay fgurines have
also been found amongst the terracotta figurines of Mohenjodiro and
Harappa.

The clay figurines are used in the Yamapukur ( Yama, the God
-of death ; pukur, the tank) vrata or Yamabudi vrata ( budi, the old
woman ) which is observed by the unmarried girls of Bengal throughout
the month of Kartika. To observe this Vrata a tank is dug in the
courtyard with four cpenings at the four corners, and the fizurines are
placed on Tulsi (basil) leaves on all sides of the tank. Besides a
Kachu plant, Tulsi ( basil) and a banana are planted on the eastera
side of the tank in front of which an earthen altar is to be made. The
Yamabudi is to be placed on this altar. The clay figurines reguired
for this particular observance are a female figurine (the grand-mother)
witha child in her arm, a Brahmin and his wife, a washerman and
this wife, a fisherman and his wife, three birds ( crane, kite and crow )
‘and two aguatic animals ( turtle or tortoise and crocodile ).

The figurines are made of clay brought from the nearest tank or
river by the girls themselves who observe this Vrata. Several ingredients
like jute or husk, cowdung, etc. are generally mixed with this clay
for avoiding cracks when they are drying in the sun. The figurines are
modelled by hand and sometimes a bamboo-pin is used for incision
and polishing.

The figurines whether human or animal are given basic shapes
_and no attempt is made of indicating the fingers, toes, etc. The torso of
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the body with cones for arms suffices. The image of Yamabudi however-
in whose honour this Vrata is observed is almost complete with hands,
legs, etc. which are entirely lacking in the other ‘figurines': these are-
more or less busts only. The eyes are oval and the eye-balls are
affixed in the shape of earthen pellets. In almost all the terracotta
figurines of the historical periods the eyes are incised.! But the ‘applied
eye' is very common in the pre-historic periods? The figurines are
provided with a lump of clay forming a base on which they stand. All
these figurines are completely nude. The nudity is due to the
sacredness attached to these figurines or to the fact that they are used
in magic. Thereis but little ornamentation, a sacred thread being
indicated by incisions. Bust-figurines have also been found amongst
the ruins of Harappda (PL Lxxvii, 34)° The animal figurines
comprise birds and aquatics. Crow, crane and kite are modelled by
pinching as in Mohenjodaro. Turtle or tortoise and the fish eating
cracodile used in the Vrata have also been found amongst the terracotta
figurines of Mohenjodaro and Harappa ( Pls. Lxxvii, 2l ; Lxxxx. 6)*

Ina previous article on the “Alpanas of the Kumari vratas of
Bengal” 1 have tried to show that the Alpands used in the Vrata
observances are closely connected with the magical rites as practised
by numerous primitive tribes of India as well as of other countries
of the world® Similarly the worship of these clay figurines is
associated with magic.

1. JIBOA. wol. zi. 1048 ; p. 188

2. It is practically found in Mesopolamis snd Indis alons, 8ee Manhall, “Mohenjodaro and Indus--
Valley Civilisation®, Vol. L p, 340,

Dr. Mackay thinks that the practica of applied eye forms criginated in the middle East, Seo
*Furthor Excavstion st Mobercjodiiro', vol. 1, p. 968,

8. Vais, "Bxcaveilons aé Hamppi’, vol. L p. 97,

‘4. M.B. Vats, vol. L. p. 803 ; Mackay, vol, I, p. 985.; Marshall, vol. L p. 848, Turtle Ggurines -
bave also been iwﬂmmptihmulmdmtminln!mqmﬂﬂu warld like Egypt, Busa, sle. -
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Of the human figurines, the most important is the grand-mother
with the child in her arm. She is the Mother-goddess, worshipped
for the purpose of procuring offspring or as a thanks-offering for
child birth or becoming an ideal wife in the next world. She is the
besto wer  of fertility! The worship of the Mother-goddess is very
ancient : it is essentially pre-Aryan in India. Even now most of the
primitive tribes worship the Mother-goddess. The Mother-goddess
received however Brahminical sanction as Sakti, i. e. the female
manifestation of Energy. She is believed to have control over
magical power and the secret operations of nature. Sakti imparts
her jower to her devotees, if properly propitiated. Besides, in
this particular Vrata ancestor worship plays its part. According to this
Vrata story the grand-mother suffered from lack of water in the place
of Yama ; her son's wife redeemed her from this pitiable condition by
offering water to her. By the observance of this particular Vrata
the ancestors are thus provided with water after their death. This is
also clear from the chadd or spells which are uttered at the time
of offering water. The other human figurines are represented in
couples which indicates their magical significance in a fertility cult,
The human figurines of this Vrata rite are worshipped along with the
chanting of incantations to obtain offspring or as thanks-offering for
children or as a magical rite to relieve the ancestors from sufferings and
distress. The animal figurines are worshiped for the same purpose.

We have traced the continuation of the Mohenjodaro technique
in the clay figurines of Bengal. The Mohenjodaro figurines are more
sophisticated and wear numerous ornaments and head dresses. In spite of
their simplicity, however, the Kum@ri vrata figurines possess magical

1. Similsr figurines have also been found st Mohenjedizo apd Harappd (pL xov, 34. 39, 30). Compare-
Marshall, vol. I. p. 89, ; Msokay, wol. I. p. G4, Gerdon doobts ths exnot status of the figurines st
Mobenjodiiro excopting thoss with elaborate head-dresses and ornaments, Bee JISBOA, vol, xi, 1948, oF
177-172. Buch figurines of the Mother-Goddesses have also been found in the ruies of the historieal peried.
*Fistory of Indian and Indonesian Art* by Coomarsswamy, p. 1. Hecant exoavation at Ahiochatrs has.
brought bo light numercos termcotin figurines, most of which mre not earlier than the 8ih century A. D, Ths-
majority of them sre representstions of the Mother-Geddess | some have s child in® their lap, Bes
* Progeedings of the 13th Belence Congreas’, 1944 p. 179,
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energy. By worshipping them, i. e. by performing certain rites with them,
the performer desites to achieve certain objects. These rites and
performances are disappearing in ‘advanced’ and so called civilised villages
but in the remotest hamlets they are still practised.

Similar ritual practices were observed in earlier times. Miniature
Terracotta tanks have been discovered in the remains of Sirkap, Taxila,
dating from the 2nd century B. C. to the 3rd century A. D. One of them
has been published ( Archaeological Survey of India, A. R,, 1915-16, PL .
viii a ). It is 10§" square and 2§" deep. [Each of these tanks is provided
with a chamber-like shrine at one side. A flight of steps descends from
the shrine to the bottorp of the tank. Ia two tanks a female figurine
has been placed in the shrine while in others the figurine is standing
on the right side of the steps. There are four lamps in each corner of
the rim and perched midway between the lamps are four birds. Inside
the tank are aguatic animals, a tortoise, a frog, etc. These terracotta
votive tanks are similar to the tank dug today in the courtyard of a
Bengali village home for the observance of the Kumari vrata rite. The
female figurine who is, no doubt, a Goddess is most probably the
“yamabud?’, the Mother-goddess or Goddess of fertility. The steps may
indicate an ascent to heaven by the performance of this rite.

In the Vrata tank there is an altar on which the ‘yamabudi’ is seated.
“This altar serves the purpose of the shrine in the terracotta tanks. There
are however no lamps at the corners of the Vrata tank, but the figurines
of birds and aquatic animals are present. :




A PAINTED BOOK COVER FROM NEPAL

by MONOTOSH MOOKERJEE

The wooden covers of Ms. No. 4077 (Government collection,
R.ASB) throw welcome light on the history of miniature painting
in India. The manuscript contains a number of works all pertaining to
the Sivaite persuasion: (1) Sivadharmasastram, (2) Sivadharmottara,
(3) Sivadharmasamgraha, (4) Umamahesvara-Samvada, (5) Sivopanisad,
Umottara or Uttarottara Tantra (6)Vrsasira Samgraha, and (7) Lalitavistara.
The measurement of the folios is approximately 22 x 2 inches.

The manuscript is very much damaged and worm-eaten. A good
many number of pages appear to be missing. The Lalitavistara of the
present manuscript is not the celebrated Buddhist text of the same name
but a Saiva work known also as Umidmahesvarottarattarottara Samvada.
The Ms. of this work was copied, according to the post-colophon
statement, in (Newari) Samvat 156 during the reign of Paramabhattaraka
Maharajadhirija Paramesvara Sti Laksmikimadeva. This Newari date
works out to 1036 A. D. The Mss. of the other works als> appear to
‘belong to about the same period on palasographical grounds.

The wooden covers (22!’ x 2|”) are each embellished with paintings
on the inside. There is, however, no painting in the manuscript itself.
“The style and execution of the paintings would indicate that the covers
are much later than the date of the manuscript. On one cover we have
the story of the Lingodbhava-mrti (scenes 2-4 are shown as Fig. 2, p. 101)

‘and on the other are represented various gods worshipping the Linga'
The cover with the story of the Lingodbhava-miirti shows beginhing
from the left an illustration of the primeval flood, Eere represented by

1. Thhhnhmmnhnmumhrmm.mhmjulnnﬂnhuuﬁ,dﬂm
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wavy lines with the pictures of a fish, a conch, and an indistinct aquatic-
object. The next panel presents Visnu reclining on the coils of Ananta
in the waters of the primeval flood. From his navel shoots up a lotus-
flower on which sits the god Brahma. Both the gods have two hands each,
and the colour of each is yellow. Visnu holds a conch in his left hand.
Behind Brahma is seen a circular halo formed by concentric bands of
various colours. The next panel shows the god Brahmi standing in
three-quarter profile, with four hands and one head. The two left hands
hold a water vessel and a manuscript ; of the two right hands one is in
vyakhyina-mudra and the other holds perhaps a rosary. Coils of hair
are shown as hanging down from the head—the colour is yellow. Facing
Brahmi stands the god Visnu, also in three-quarter profile, bedecked
with ornaments; he has four hands with ‘padma’, ‘cakra’, 'gada"
and ‘iaﬁkha:.‘ his wusual attributess. The colour is greenish blue..
- Next we have the representation of a pillar, much of which is damaged.
In the next panel we see god Brahma flying up on his mount, the:
swan, and correspondingly god Visnu on Garuda is shown upside
down as penetrating into the nether world. The next panel
introduces an ascetic with a long beard and matted locks tucked over
his head. He stands in three-quarter profile, the right hand held in
. ‘vyakhyiana’. Next to him are shown the gods Brahmd and Visnu
facing each other. In the next panel are shown the gods Brahma
and Visnu, each standing with folded hands before a column with-
flames issuing out of its body. In the last panel are also shown the
same gods before a column with the representation of a head on each
of its sides. Brahma with his four hands is standing with the pose-
of ‘vydkhydna’ in his right hand while Visnu is shown with folded*
hands - before the column which no doubt, represents a Mukha-lifga,
with the front head bearing the Trinetra or three eyes of Siva, (S

The illustrations on the second cover are divided into 12 panels,
each containing the figure of a Siva-linga being worshipped by a-
divinity seated on a lotus throne. Each of these deities is shown in
the act of placing an offering of a flower on the Lifiga by the right hand.
Each of the gods has a cushion at the back and is provided with a
halo round the head.
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" Beginning from the left the first panel shows a four handed god,
yellow in colour and seated on a lotus throne, worshipping the Linga
chown blue in colour. The attributes, except the flower offering
in the main right hard, are indistinct. The next panel shows the
god Visnu of bluish colour worshipping the Lifga of similar colour. Visnu
holds the offering of flowers in the main right hand and *sankha’ and
‘gada’ in the upper right and left hands. The lower left, placed on
the knee, holds an indistinct object. In the third panel the Siva-linga
as well as the four handed deity worshipping it are yellow in
complexion. The god holds a tiident in the upper left hand and
offers a flower with the main right hand. The god has a third eye
shown vertically on the forehead. In the fourth panel the Linga as
well as the two-handed deity worshipping it are red in colour. The latter
holds a flower offering in the right hand and a lotus flower in the left.

The design of 2 pillar demarcates the four panels ( three of which

are illustrated below, Fig. 1) from the next four panels.

Fig. 1 -

The representation of a pillar demarcates also the four central panels
from the last four panels.

The ninth panel shows a fat two-handed deity ( colour : yellow with
a slight reddish tone ) worshipping the Linga ( colour : yellow with a
slight reddish tone ) with flower offering in the right hand and the left
holding an wuncertain object probably a noose. The mnext panel
portrays a two-handed deity, colour reddish, worshipping the Linga,
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colour reddish, with flower offering in the right hand and a lotus
bud in the left. The eleventh panel shows a two-handed deity, colour
yellow with a slight greenish tinge, with flower offering in the right
and a sword in the left worshipping the Linga, colour reddish. In the last
panel we find a two-handed deity of greenish blue colour worshipping
the Lifiga of slight reddish tinge. The deity holds the usual flower
offering in the right hand and the left holds some object which cannot
be identified. The god has a third eye on the forehead and there is no
crown on his head, as is usual in all other panels except the third and
also probably the first. Instead, the hair is shown as falling in curls.

The first cover illustrates the well-known legend of the
Lingodhbava-miirti, described in detail in the Agamas and the Purinas.
The text of the ‘Sivadharma’ of the present manuscript also gives the
story in a nutshell. Though the wvarious details have been left out of
the present text, there is no fundamental divergence of the 'Sivadharma’
story from that of the Agamas and the Purinas. The main theme of the
legend is that Siva appeared in the form of a blazing pillar of immeasurable
size to quell the pride and quarrels of Brahma and Visnu with regard
the question of the superiority of the one over th2 other. The st
the different texts has been summarised by Rao in his ‘Elements of Hindu
Iconography’ ( Vol IL pp.105-7 ). The illustrations, however, on the
present cover differ in many respects from the Agamic and Pauranic ver-
sions of the story. In the firet part of the story it is related how during
the disputes of Brahma and Visnu, there appeared before them a i
pillar of immeasurable size and at this curious phenomenon Brahma and
Visnu stopped their quarrels, the former flying up in the shape of 2 swan
to ascertain the top and the latter digging down to reach the bottom
of the pillar. The episode of the appearance of the flaming pillar is left
out in the present representation of the story, though we find Brahmi on
his swan flying up and Visnu on Garuda going down to reach the top and
béttom respectively of the pillar, which has not been shown. A flaming
pillar, however, appears towards the end of the present representation
before whick Brahma and Vispu are shown with folded hands, and it is
this flaming pillar which apparently manifests itself as the Mukha-lifiga in
the last panel which the two gods are made to worship as the supreme deity
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of the universe. The figure of the bearded ascetic, shown towards the
middle of the representation, also introduces a new element in the story.
It appears that after the failure of Brahma and Visnu to reach the top and
bottom respectively of the pillar this ascetic has been introduced in the
present narration of the story to explain the nature and character of the
strange phenomenon and it is perhaps on account of the ascetic's exhorta-
tions that the two gods came to be acquainted with the mystery of the
phenomenon and thus to regard &iva as the supreme Lord of the universe
whom they worship once in the shape of a flaming pillar and then in the
form of Mukha-linga in the last two panels.

I the second cover various gods are represented worshipping the
Linga. The text of the ‘§ivadharma' of the present manuscript also des-
cribes how the different gods, such as Brahma, Indra, Kuvera, Visvedevi,
Viyu, Visnu, the eight Vasus, the two Aévinikumaras, Varuna, Agni, Sturya,
Candra, the Riksasas, the Pisacas, the Guhyakas, the Divine Mothers, etc.,
worshipped the Lifiga, Many gods of this list may be recognised in the
different panels of the present cover. The first and the second panels may
be identified respectively as those of Brahma and Visnu worshipping the
Lifiga. The third panel is apparently the representation of the god Siva
worshipping the Liiga. The trident in one of the hands, the vertical third
eye on the forehead, and the matted locks instead of the usual crown on
the head clearly support this identification. Lifga is but a form of Siva
himself and Siva worshipping the Lifiga may appear to be strange. In
Indian religious philosophy and art the deity is frequently shown in the
pose of a yogi immersed in deep meditation. A passage in the Mahabharata,
may help to explain the mystery of a god shown as a yogi or in the
act of worshipping. Narada once visited the Badarikaérama to see Nara
and Nariyana. He finds Narayana engaged in the act of worshipping ;
bewildered at this (because Narayana was himself an object of worship)
. Narada asks him about the latter’s object of devotion. The god tells him
that he was worshipping his original Prakrti (‘Para-Prakrti’), the source of
all that is and all that is to be. On this analogy the present”panel may
cleatly be identified as Siva worshipping the Lifiga, which he gonsiders to
be his original Prakrti and hence the supreme force in the universe. Among
the other panels we may recognise Indra worshipping the Linga inthe sixth
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panel. The identity of the god is certain because of the 'vajra’ held in one
of the hands and the horizontal third eye' on the forehead, which according
to the iconographic texts are distinctive cognisances of Indra. The ninth
panel probably shows Varuna as a fat two-handed deity, with perhaps
a noose in one of his hands, worshipping the Lifga. The crimson
god of the fourth panel holding a full-blown lotus flower in the left
hand may probably be identified with Stirya, the Sun-god worshipping
the Linga, The Linga of reddish copper colour, as shown in the present
panel, may also support this identification, as according to the ‘Sivadharma’
text Stirya is enjoined to worship a Linga made of copper.

The identification of the other panels is difficult because of the lack
of sufficient details which help in the identification. Among these may
probably be recognised some of the other gods who are mentioned in the
‘Sivadharma' text as worshipping the Linga. In the last panel may be
identified one of the Visvedevis worshipping the Linga. The Viévedevas
according to the ‘Visnudharmottaram™ are to be represented like Indra
with a third eye on the forehead. The third eye on the forehead of the
deity of the present panel may hence lend some support to this
hypothesis. The god with the sword in one of his hands may probably
be identified as one of the eight Vasus worshipping the Linga.

The paintings are executed directly on the wooden covers without
any backing of cloth, which is the usual practice in later periods. Ower
the polished surface of wood there is a priming of white on which
the illustrations are drawn in ochre. The different sections are then
filled up with pigments, green, blue, yellow and red being the principal
ones. The outlines are emphasised by thick brush lines of deeper tones.

The paintings belong to the general type of Eastern Indian paintings.
Nepal, though within the orbit of the Eastern Indian tradition, developed
certain individual peculiarities in the course of time; they are clearly

1. Buklsfosturvigipo dvipo Mabendrasys - 7ajeapipitvam | Tiryaglalifasashathars  trifyamapl
loounamspl cihpam i Brhat Ssmhith, vil, 42. Ticyaglalitagmiksmi Hartavyafea Vibhilgital |
Vigpudharmot Sram.

9. Viévedevistatbi Kirydh Sakearipadbardl) surily | Tirysglalileganiksmi. . ... | Vigpue
Ehnmﬁhﬂm.mu.
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apparent in these illustrations. On stylistic considerations they belong
to a rather later phase. A number of Buddhist manuscripts, dating
from the 10th century A. D., are embellished with miniature paintings,
both inside and on the covers. Brahminical paintings of this order are
relatively rare. In this connection reference may be made to a manuscript
of the ‘Pingalamata’, a Tantrik work of great importance, copied during
the reign of King Rudradeva in Nepal Samvat 294 (1174 A. D.).
The paintings on the covers of this manuscript agree with those under
examination in style and execution, and on account of this the paintings
may, be placed to about the same period, i e. the late 12th Cent. or
early 13th Century A. D. As regards quality the paintings of the
present Ms. are poor and decadent. The manuscript of the
‘Lalitavistara’ was copied in 1035 A, D. and the other manuscripts,
also, belong to about the same date on palacographical grounds. The
covers, hence, appear to be much later than the date of the manuscript.
Miniature paintings of this date are not many., We do however know
a large number of the earlier and later periods. These paintings are
important, hence, as supplying a valuable link between the early and

later phases of Nepalese painting.




VASAVADATTA AND SAKUNTALA SCENES
IN THE RANIGUMPHA CAVE OF ORISSA

by V. 5. AGRAWALA

-

The caves in the Udayagiri hill in Orissa are well-known for the
inscription of King Khiravela engraved in one of the caves known as
the Hathigumpha. The other important caves in the Udayagiri group
are the Rinigumphia and the Gane$agumphi. These two caves are of
very great interest on account of their sculptures. On the basis of
the style of their architecture and sculpture these caves were rightly
adjudged by Fergusson to belong to a period as early as the 2nd
century B. C.! The inscription of King Kharavela connects the caves with
the Jaina religion. The sculptures in these caves seem tp illustrate
stories but they have not so far been identified.

The frieze occupying the upper part of the verandah of the upper
storey in the Ranigumpha cave contains seven bas-reliefs within the
interspaces of the eight doorways. Of the scenes in the frieze of the
Ganesagumpha only two are of major importance.

Scenes 1 to 7 in the Ranigumpha cave havebeenamplyﬂlmunteﬂ

by Dr. Rajendra Lal Mitra in his ‘Antiquities of Orissa’, Vol.
(1880), plates VI to XIand the two scenes of the Ganesagumpha

plate XV and XVIof the same book. They were described in
in the “Cave Temples of India” (Fergusson and Busgess; 1880, pp. 31%

Ranigumphd, and pp. 86-83, Ganetagumphi). Briefly they may
described as follows : '

e

1. CL bowever Backholer, ‘Early Indisn Etulpture’, p. 50; Pls, 157189,
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(A) Ranigumphi. Scene 1: ( Mitra, Plate VI) a celessial figure
carrying a basket of lotus garlands.

Scene 7 ( Mitra, Plate VI ). The counter-part of scene 1 on the
proper left hand side of the frieze.

Scene 2 represents three elephants who seem to be attacking a
panicky crowd. In the fore-front are shown a female and a male
figure defending themselves with a heavy club. Behind them are a
number of female figures either seeking shelter in various attitudes
of consternation, or by their gesture offering to assist in repelling the
attack. Fergusson incorrectly thought that it probably represented
some episode in the story of the conquest of Ceylon by Vijaya
where elephants, Yaksas, and Yaksinis performed important parts. (‘Cave
Temples’, p. 81)

Scene 3is one of the best preserved and most interesting of the
series. It consists of eight figures, four male and four female, in four
groups. The first represents a man apparently asleep inside a docrway,
and a woman sitting by him watching. In front of these is a woman
leading a man by the hand apparently to introduce him to the first
pair. Beyond thison therighta man and a woman are engaged in
mortal combat holding swords and shields in their hands. Beyond these
on the extreme right a man carries off in his arms a woman who
still bears her shield in her hand though she has dropped the sword,
and is pointing with the finger of her right hand towards the fighting
first pair. ( Mitra, Plate VIII, p. 3 ; ‘Cave Temples', p. 82). This scene is
repeated on the frieze of the GaneSagumpha and is often described as the
rape scene.

— Scene 4: In the first part of the bas-relief are three attendants,
a horse and its groom restraining him. The foremost attendant holds
a fly-whisk in his right hand and a ‘chatra’ in his left which shows
that the principal figure who has alighted from the horse is a king.
In the second part of the carving the royal figure is shown holdmg
a bow in his left hand and arrows in the right and about to shoot
at a herd of deer running in front of him. In between them is a
blossoming tree. In the third part of the story we see the royal
personage having withdrawn his bow from action which is now hung



104

on the left arm. He is standing in front of a tree on which 1is seated
a young female figure. At the foot of the tree is a deer. Fergusson
identified this as a scene from the Sama Jitaka which is very doubtful.
( Mitra, Plate IX, p. 8 ; “Cave Temples', p. 83 ).

Scene 5 carved in the central compartment, shows a group of
female figures apparently approaching to worship a saint seated cross-
legged. (Mitra, Plate X, pp. 8-9 ; ‘Cave Temples', p. 83 ).

Scene VI: The scene consists of three amorous couples seated
on couches and enjoying drinks. It is similar to those depicted at
Safici, ( Mitra, Plate XI, p. 9; 'Cave Temples', pp. §3-84).

(B) Ganefagumpha.—The frieze in the upper storey of the
Ganesagumpha consisted of three complete and two half reliefs.
Two only are carved with figures. The end ones and the centre
compartment are filled with the traditional *Buddhist rails".

Scene 1: Of the remaining two scenes one contains a repetition
of the abduction scene of the Ranigumpha cave. ‘There are the
same eight persons, and all similarly employed in both. Oaly that
in this one the sculpture is very superior to that in the other and
the attitude of the figures more easy and graceful’ ('Cave Temples’,
p. 87 ; Mitra, Plate XV, p. 10 ).

Scene 2: The bas-relief contains 16 persons. In the first part
of the story we see a party of soldiers on foot, dressed in kilts and
moving in the act of pursuing. In front of them are three persons
on an elephant. The hindmost is a male figure showering coins
from a purse. The middle one is also a male figure, more prominent
than the first one and shooting with bow and arrows in the direction
of the pursuing soldiers. .The third person is a woman driving the
elephant with a goad held in her right hand. A tree separates this
scene from the next one, In the second part of the scene the
elephant is kneeling down on the ground and the riders are alighting.
In, the third part of the scene we see the same three persons
standing and moving. The last one has a big bundle or a container
on his shoulder, In the fourth scene the female figure is seated on

a rich cushion in a disconsolate mood and her companion is trying

\
),

to console her. (Mitra, Plate XVI, p, 10; 'Cave Temples, p. 88)
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These two sceneés were also illustrated by wood-cut blocks on plate
44, Vol. VII ( 1838 ) of the Journal of the Asiatic Scciety of Bengal by
Major Kittoe as part of his Journal on a tour in Orissa ; pp. 679-685).

The important point about these different scenes forming part
of the two friezes is the fact that they illustrate independent scenes.
As remarked by Dr. R. L. Mitra “each frame is complete by itself
and except in outline and general character bears no relation to its
neighbour™.  ( ‘Antiquities of Orissa’, Vol. II, p. 4 ). Fergusson remarked :
“At one time I was inclined to believe that the stories represented
in the sculptures here and in the Ranika-Nur (i e. Ranigumphi)
were continuous and formed part of one connected history. A more
careful study, however, of the matter with the increased knowledge
we now possess, has convinced me that this is not the case, and
that each division in the storeyed bas-relief must be treated as
scparate subject. In this instance (i e. Ganesagumpha) it seems
the sculptor purposely left the central compartment blank in order
to separate the two so completely that no one should make the mistake
of fancying there was any oconnection between them” (‘Cave
Temples', p. 87 ).

It is possible to identify with some certainty the second scene
in the Ganesagumpha cave with an episode in the Vasavadatta story.
Scene 5 of Ranigumphd frieze seems to represent the story of
Sakuntali.

Vasavadattai-Udayzna story. The clue to this identification is
furnished by three terracotta plaques recently discovered from the ancient
site of Kauéambi, once the capital of King Vatsardja Udayana. They are
now deposited in the Bharat Kala Bhavan, Benares, and all are obviously
from the same original mould. They illustrate the tensest part of the
Vasavadatta-Udayana legend, the flight of the lovers from Ujjayini
on the back of a female elephant in the company of their court jester
Vasantaka. The Kausimbi plaques have been published in detail in the
Journal of the U. P. Historical Society by Rai Krishnadasa.!' In this

1. A Viesvadstth-Udaysus Terracotta Plague from Ksuimbi, by Bal KrishidMmss, Curator,
Bbirst Eall Bhsvan, Benares; Jonrnal of the U. P. Historlea)l Society, Panua Lall Bpecial Nuluter,~ L
1045, pp. 53-90. ?
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new light thescene in the Ganedagumphg cave becomes clear. Both in
the stone-relief and the terracotta pla the pursuers at the back of
the elephant are the soldiers of the king of Ujjayini. They are divided
from their main job by Vasantaka who from his seat on the back of the
elephant is raining a shower of coims which the soldiers greedily begin
“ to pick up. In the terracotta plaque Udayana is seated on the elephant
and holds the lute Ghosavati in his right hand, In the sculpture he is
shown shooting at the soldiers. The pose of Vasavadatta is identical
both in the terracotta and the stone-relief. She is driying her own
elephant with a goad in her right hand. Whereas the terracotta plaque
depicts only the flight scene, the stone-relief supplements it by adding a
couple of subsidiary related scenes enmacted in Udayana's capital at
Kausambi. In the second part of the scene separated from the first
by a tree which marks the end of the forest Udayana and Vasavadatta
are out of danger and seem to have reached their capital. They are
alighting from the elephant who is kneeling on the greund. In the
third part Vasantaka is shown with a bag on his shoulder, evidently
the bag of coins, and Udayana is leading Vasavadatta into his palace.
The fourth scene shows the disconsolate lady Visavadatta inside the
harem and the king is engaged in consoling her.

The story of Udayana is at present available in Buddhist, Jaina and
Brahmanical literature ;* but it is essentially a love romance and- there

\
Y

2, The Hindn wersion of ihe ?ﬂsuuﬂnltbﬁa;jm opisode ocoure In the #nd book of the
Hathisaritrigaes ‘ns - pack of tha whole legend of Udayana. The dramas of Bhisa and later on
ol Harss are vasioms of the sicry. The Buddbist form of tha stcry is found iu the early Pail
literature and sil the versions have teen diecussed by Burlingsma in bis bock 'Buddbist Legends',
Part1, p. 62 (HOS 28), Although references to Udaysna are found in s germinsl form In the
Jains Agams literature, spocially the Avaiyakasiltrs, the complste love stery of Udayans nnd Visavadatti
is given only in the three Liter Juina works, vis, the Trigagtifaliki-purojacaritea of Hemacandrs
( 1§ih century ), the Kumiicapils-pratitodba of Bomaprabha (1185 A. D.), snd the Mygivati-Charites of
Maladhiri-Devaprabha (18th  ceutory ). The commeatary of Haribhadrs oo the Avadyskasiites
was ong of the sonreas ef Devaprabha,

In the latest isaue of the Jourual of (ke Ameorican Oviental Soslety [ Decomber 1646) the Jaina
verslon ol 4% Visavadstti story is discussed under the heading "Udaysna-Vieavadstts Romanes

I ~wittianssndes’, by Helon M. Johuson, pp. 998-258,

-y
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ate no differences based on religion in the main outline of the story.
The scene relating to the flight of Vasavadatta and Udayana on the
elephant from Ujiayini forms a common part of all the versions. The
terracotta plaques from Kosam and the stone-reliefs in the Udayagiri
cave—both assignable to the 2nd century B. C.—provide the archaeological
evidence of the main episode of the Udayana legend as it was current in
north and east India. The main outlines are essentially the same in both,
the only notable difference being the presence of the lute Ghogavati
in the hands of Udayana in the terracotta scene and its absence in the
stone-relief.

The lute playsa prominent part in the drama of Bhdsa and the
version of the story on the terracotta with the lute in it may have been
based on the same original as the ¢rama of Bhasa. N

‘Scene of the mad elephant'—Scene 2 of the Ranigumpha frieze
( Mitra, Plate VII ) can easily be identified with one of the well-known
episodes in the Udayana legend, viz, the scene of the infuriated elephant
Nalagiri of the king of Ujjayini getting out of control and attacking a
panicky crowd in a public street and his ultimate pacification by the
musical charm of Udayana. In the story of Hemacandra the scene
occurs as follows :

~ “One day Nalagiri pulled up his post, knocked down two elephant-
drivers and, roaming as he liked, terrified the townspeople. ‘How is that
elephant, which is controlled by no one, to be subdued ?' the king asked
Abhaya who suggested, ‘Have King Udayana sing.’ Commanded by the
king, 'Sing to Nalagiri’, Udayana and Visavadatti sang to him. As a.
result of hearing his song, the elephant Nalagiri was thrown and made
captive. Then the king gave Abhaya another boon which he kept in
reserve also.”

‘Rape scene’.—The so-called rape sceme in the Ranigumpha and
Ganesagumphd@ caves cannot be identified with any certainty. The
first half of the relief depicting two pairs of male and female figures have
a seeming connection with the Vasavadatta story viz, Udayana thrown
into prison as a captive by King Canda Pradyota and \Z?Qind:f
stealthily visiting him. In the second scene Vasavadattd or a ales, 2
attendant is leading Vasantaka into the presence of Udayana. But the L
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third and the fourth scenes viz., the scene of the mortal combat between
a man and a woman and the forceful carrying away of the latter by the
former do not agree with this explanation.

Royal hunting scene., Dusyanta Sakuntald scene. The whole make-
up of this very interesting scene (No. 4 in Rinigumphd cave; Mitra,
Plate 1X) unmistakably points to the story of King Dusyanta visiting the
hermitage of sage Kanva and falling in love at first sight with Sakuntala.
The different stages in the relief are definite and clear. In the beginning
the king arrives with his soldiers ; his own presence is indicated by a horse
with empty back followed by an attendant holding a fly-whisk and an
umbrella, the two signs of royalty. In the next scene the king 1is
hunting and shoots his arrows at a herd of frightened deer. In the third
scene the leader of the herd has ushered the king into the presence of a
beautiful woman. The king has withdrawn his bow and isin the act of
looking at her or conversing with her. The female figure rests on
the lower branch of a tree and the deer crouches at the foot of the tree.

This version of the story is nearer to the legend of Dusyanta and
Sakuntald as given in the Adiparva of the Mahabharata (chapters 63-64,
Poona critical edition). It is stated there that Dusyanta once equipped
a hunting expedition and follcwing his game from one forest to another
reached the hermitage of sage Kanva. Leaving hisarmy and ministers
behind he entered the hermitage alone. He found it lonely except
for a maiden who was the daughter of the sage and who entered into
conversation with him. The king cunningly accosted her by saying
that he had come to pay his homage to Rsi Kanva. The girl thereupon
said that her father had left for another part of the forest to gather
fruits. Then the king questioned her as to het identity and as to how
the sage Kanva practising self-control could have her as his daughter.
Sakuntald in reply related the story of her birth from the union of
Menaki with Visvamitra. As soon as she had finished, the king
openly' offered his love to her which she after some hesitation and
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assurance accepted. In this simple fabric there is no place for the female
friends of Sakuntald viz, Privamvadi and Anasuya whome Kailidasa
introduces in his drama for the first time and also none of the
sophisticated overtures of love from either side.

Thus we find in the caves of Udayagiri hill the representation of
the two most important love romances of ancient India, the story
of Vasavadatta and Sakuntali! The story of Visavadattd is referred
to by the celebrated grammarian Patafijali who wrote his Mahabhasya
in the reign of Pusyamitra Sunga in the 2nd century B. C, a
contemporary of King Kharavela when the group of Udayagiri caves
was excavated. These romantic love stories formed part of the
common literary and art heritage of ancient India and their introduction
in the repertoire of carvings in the Jaina caves in the extreme
east of India is proof of their universal popularity.

L m.mmiﬁh:

"Ilﬂuﬂhthmhphthlihmuqdnﬂnudﬂmﬂthth&nhhm!pﬂhh (We. dfa)
The appearancs of » Buddhist Jitaks in a Jain shrina need not surprise us as many Jitakas could be traced
iyarbatim® In Jain literatars, of course elucidsting the Jaln moral, Tha story runs as follows :

“=The Bodhisativa wal onos born as & wingsd 8ser. The king of Baparss onee went out hunting
with his courtisrs, who conirived to drive ths winged deer noar the king ; he shot, the winged deer rolled
aver as 1f hit, but scon got up and ran away. The courtiers laughed and the king set off in pummit ol
the winged deor. During the chase he fall into a piy snd the winged deer taking pity on him rescusd
him trom the pit and taught him the Taw." ' 2

“*f1 tha first part of the rolief iho king with his courtiees and horse is shown aimiog at the winged
dser. T8 1 mo ordinary deer bub s winged ove, ‘Sarabba’, which i sccompanied with what appears to
be s human incod dos. In the noxt stsgeof the mlisf ihe king stands appsrmntly rosousd from the pli.

Thy hind part of the rescucd deer I3 bent which mmmmum:n.mmﬂh@t-‘

that holding it the king coold bo demgged oub On tho extrems right (s = trea goddess wilnessing
soens, mmhu-mmuymmmmﬂmmm-ﬂmrhmmumr
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NRTTA MANJARI

THE 62 FUNDAMENTAL BEQUENCEES
OF MOVEMENT IN BHARATA nl:rnng

by LEELA ROW

INTRODUCTION

Bhirata Natyam, or Dasi Attam of South India, is considered the
most ancient and technically, the purest form of classical dancing in
India today. It derives all its movements from the principles laid down
by Bharata Muni and other great sages. It used to be performed all over
India, but is now on the verge of extinction, partly on account of the
dearth of able teachers, and partly because it is a very strenuous and
complicated type of dance. There are, however, still a few dancers such
as Balasaraswati, Bhanumati, Viralakshmi and others who have helped
to keep up this traditional style. His late Highness the Gaekwad Sayaji
Rao of Baroda brought to his state Gaurabai, one of the best Tanjore
dancers of her time. She was the Baroda court dancer for over fifty
years ; even now though she is over seventy, her movements are
incredibly precise and exquisite and her facial expressions interpret all the
poetic emotions of the song and dance. While teaching me, she was
always particular that I should practise each movement minutely so as to
be able to concentrate entirely on expression, once the steps were
thoroughly mastered. It is my earnest hope that this essay will help those
who wish to learn the elements of Bharata Nityam.

The technique consists of a number of ddaus, or phrases of
co-ordinating hand and foot movements, done to the accompaniment of

J !ﬁgjwfiﬂythmi: syllables, known as bols in the dance language. When
r

these 3daus are mastered by the pupil, they are knit together into
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different forms.of dances according to the melody and timing of classical
South Indian music, or to describe the words of Sanskrit and Telugu songs.

Before studying the adaus, it is necessary to be well acquainted with
a few technical terms as described in the Sanskrit text of Bharata Muni.

These are :
Abhimukha
Adhomukha
Agratila

Alapadma
Aficita

Anfgaparydya

Ardhacandra
Ardhapataka

Bol
Hamsavaktra
Musti
Nisannoru
Pataka
Paranmukha
Sa

Sikhara
Svastika
Tiryanmukha
Tripatika
Tryabra
Uttana

the position of the hand when the palm is opposite
the face.

the position of the hand with the palm facing
downwards,

the position of the foot, balanced on the ball with
the heel raised.

a hand pose, with the fingers opened out.

the position of the foot when only the heel touches
the ground.

the repetition of movements with the opposite hand
and foot, .

a certain hand pose depicting the half moon.

a hand pose, like Tripatiki, but the fourth finger
is also bent.

a dance syllable uttered to accompany each movement.
a certain hand pose which represents a swan’s head.

a hand pose like a fist.

the position of the thighs when they are lowered.

a hand pose resembling a flag.

the position of the hand when it faces the audience.
the feet or thighs in their natural position.

a hand pose resembling a crest.

the position of the hands or arms when crossed.
the position of the hand when it is at a slant.

a certain hand pose.

the foot when it is slightly turned out to its"side,
the hand when the palm faces upwards,



f18 =

While practising the ddaus, the student must pay attention to
certain rules which are common to most of the exercises; these are
‘saustavanga’ (the body kept firm in perfect symmetry ), tryasra feet
(the toes . pointing slightly to their side), graceful hand and arm
movements, precision and smoothness in rhythmic co-ordination of
hand and foot movements, eyes fixed on the hand in action, and above
all a happy facial expression. Each step should be placed firmly,
almost in a stamping manner ; when the foot is raised and lowered in
the same spot, the distance between the feet should not exceed three
inches, but if moved forward or sideways the dancer steps according
to her build, All the bols must be uttered while practising the
ddaus, but not while performing an item. One of the musicians of
the orchestra beats the time with a small stick and sings the bols or
words of the song.

Bharata Nityam is essentially a woman's dance, and on no account
should a man perform it. The dance is for beautiful young girls, with
slender waists and large expressive eyes.
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In the same way practise ddaus XXI, XXII, XXIII, XXIV, XXV, to-
the bols : tat te dha 3/dhit te dha 3 ; gradually fasrer.

Adauns XII, XIII, XIV, XV, are practised without the jump ; instead
of the jump, step quickly with the foot which is aficita, :

Adau XVIII may be practised to the bols ; tar dhe dha ajtai tai/dhit
dhit te. o

In all these exercises, the dancer should increase her speed very ,_
gradually, after all the movements are thoroughly mastered with grace and ﬂ
precision, just as a musician studies a difficult passage, by playing the natei- ]

several times over and over again. a
]
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When all the ddaus are mastered by the pupil, she
learns the various items of Bharata Natya which are
Alarippu, Jatisvara, Sabdam, Svarajiti, Varnam, Javali,
Padam and Sloka. These are composed of certain themes,
combined with movements of the adaus, and set to 2
particular timing and melody.

For instance, there are two types of Alarippu, one
in tisrajati tila, and the other in misrajati. Both
have practically the same movements with slight
variations in the rhythm. The Alarippu is an invocative
dance done at the beginning of a Bhirata Nityam
performance,

The dancer stands with her hands joined above her
head and does a few movements with her neck and eye-

brows at a slow tempo. f

AL L

Then with her arms out in
a semi-circle ( the elbows slightly
bent ) she does rhythmic move-
ments with her neck, eyebrows”™
shoulders, forearms, first at a slow

tempo, then at a medium tempo.
Next the same rhythmic
movements are done in a sitting
posture, followed by more rhyth-

mic movements of the hands.

After this, the dancer does!
’ the whole of ddau LX ata fast
speed (presto), then adaus XIX and XX very slowly (adagio), then ddaus
XIX and * XXII very fast, adau XLVI slow, ddau XLVI fast, adau
XLIV fast, adaus LI LII, LIII at a medium tempo ( moderato).
) Lastly, she recedes doing a number of small steps with sama
\ ( pada) steps, making three large circles of the arms ( down and

w up above the head), joins the hands above the head as in Fig. 1,

_ 3 57
r{. ¢
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and ends the dance by standing with her legs and feet samapada as
in Fig. 2.

The second item, Jatisvaram, is a musical composition to the accom-
paniment of which the dancer does appropriate co-ordinating movements
of the neck, head, and hands and feet. The tempo is usually slow,

The third item, Sabdam, is a Telugu song addressed to Lord Krishna,
and which generally ends with the words' Salutation to Thee'. The words
of the song are interpreted by midras ( hand poses ) and facial expression
and in between the verses, the dancer does a number of movements from
the various idaus to suit the particular theme.

The Sabdam is followed by Svarajiti, a musical composition rendered
in gesture language with several dance cadences ; the Svarajiti is one of
the most elaborate dance items, and embodies many beautiful dance
preludes, interludes and finales.

Then the Varnam begins ; this is a long item accompanied by a
Telugu song in praise of Lord Krishna. Each verse is sung several times,
and the dancer uses different miidras each time, followed by movements
of the adaus, done adagio, moderato and presto.

After the Varnam the Javaliis danced ; it is an erotic poem sung
and danced in praise of certain characters, and also contains dance
sequences.

The Padam is a very popular item, and often the dancer includes two
or three types of Padam in her programme, and there is a song mostly
about Pirvatis love for Siva. Like the other items it includes several
adaus.

Next comes the Tilland, the most complicated and strenuous item.
Tt is essentially feminine in form, and requires a complete mastery of the
technique, the adaus being done mostly presto. At the same time special
attention must be paid to the movements of the neck, eyebrows and eyes.

Lastly, a Sanskrit sloka is sung, and accompanied by midras, It is
usually about the Greatness of Lord Krishna.

When the dancer sings, her facial expression plays a prominent part,
as she hardly makes any movements with her legs, which are ‘sama’. The
facial expression consists of appropriate’ movements of the head, eyes,

-eyebrows, eyelids, eyeballs, lips and neck. These are taught by the j
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-Guru, and are also described in the various Sanskrit treatises on dance
and drama.

The musical accompaninent includes a mridafig (drum), a violin, or
any string instrument and a singer who sings, and beats the bols with a
small stick.

The Tanjore costume consists of long, loos: trousers, made of rich
brocade, over which a nine yards sari is draped. The pleats of the sari are
taken between the legs ; a brocade sash tied round the waist hangs loosely
in front. The corsage is also made of some rich material. The dancer
wears numerous ornaments such as earrings, three noserings, bangles, hair
ornaments and a gold belt. In the illustrations of the adaus, however, the

_author wore a light costume in order to show all movements clearly.

L - &
Words for Sabdam ( Telugu )

Krishna, how could you touch the body of that damsel, calling her
in haste ? Is that fair ?

I trust you implicitly. I bow to you, and entreat you; is it right
that you should dishonour me ?

I pray to you thinking you to bea Great Person. I can not bear
the pangs of this love for you now. :

Why these wiles ? Gopala, even now you can save me, and I bow
to you.

W

. Words for Padam ( Telugu )
W ho is shie that has snatched away my beloved who gave his love
to me ?
The son of &ri Vaidyanitha, worshipped by Madhava, has not yet
<ome, ch jﬁend.
E
Words of an Astapadi from the Gita Govinda ( Sanskrit )

Get thee, gone, oh Madhava. Get thee gone, oh Kesava. Utter not
ithy deceitful excuses,

g gt



Follow her, Lotus eyed one, who remedied your distress.
Eyes burdened with love, red and weary with night long vigil
proclaim thy surfeit of dalliance. Go away Krigshna.

.

Words of a Sloka ( Sanskrit )

Within her house, seeing the thief Krishna,
One Gopi locked the door and went to Krishna’s mother,

But seeing Him there also tied to a mortar with a rope,
She was struck with wonder.

oy -



Fl

Iilustrated articles destined for this
Volume could not be included on account
of technical difficulties. They will be
published, together with their Plates, in
Vol XV of the Journal of the Indian
Society of Oriental Art.
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