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TRANSLATION
[Seeing the calm mother of the world Indra, the destroyer of the city
(Purandara) with all the hairs of body erect, with wet eyes and folded
hands eulogiged Her by Vedic euology, the lord of the eulogies, given by

Brahman. (50) ]
Purandara Said

Salutation to goddess residing on lotus, salutation again to Narayani
(the consort of Narayana), always salutation to beloved of Krsna,
salutation -again and again to Mahalaksmi. (51) Salutation again and
again to one whose eyes are like leaf of lotus and whose name is Padma;
salutation again and again to Padmasana (seated on lotus), Padmini and
Vaignavi. (52) Salutation again and again to embodiment of all the
fortunes, to one, worshipped by all; salutation again and again to her who
gives the devotion of Hari and who gives the joy. (53) Salutation again
and again to one who resides on the chest of Krsna and whose lord is
Krsna. O beautiful, O Ratnapadma salution to you whose form is of the
beauty of moon. (54) Salutation again and again to presiding deity of all
fortunes and to Mahadevi; salutation again to embodiment of increase
and salutation again and again to giver of increase (55). Thou art the
Mahalaksmi of Vaikuntha, Laksmi of Ksirasagara (ocean of the milk),
Svargalaksmi (Laksmi of heaven) in the house of Indra and Ra‘jalaksmi,r
in the house of king (56) Thou art the Grha Laksmi (fortune of the house)
of Grhastha (those who are in household life) and goddess in the house;
thou art Surabhi (divine cow) born from ocean and Daksina (sacrificial
gift) desirous of sacrifice (57). Thou art Aditi, mother of gods and
Kamala residing on lotuses; thou art known svaha in giving of Havi
(oblation to gods) and Svadha in giving Kavya (oblation to manes).
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(58) Thou art Visnusvarapa (embodiment of lord Visnu) and earth.
the base of all; thou art the embodiment of pure Sattvaguna and devoted
to Narayana (59) Thou art devoid of anger and killing; thou art giver of
boons, pure Sarada, giver of supreme goal and service of Hari (60). The
whole universe without you is burnt to ashes and without essence
(useless). Without you the whole world is dead while alive (though alive is
as good as dead and useless). (61) Thou art the supreme mother of all
and thou art the embodiment of all the Kinsmen. Thou art the cause
of Dharma, Artha and Kama (62). As mother is for infants (sucking
the breast) in the childhood, thou art always the mother in all forms for
all (63).An infant sucking the breast can survive without mother by fate
(or grace of gods) but surely without you no body can survive (64). O
Ambika, Thou art propitious and be kindly disposed to me. O eternal one
kindly give me the kingdom now under the control of enemy (65) O
__beloved of Hari as long as [ am without you (i.e. devoid of your grace) I
am without kinsimen, beggar and devoid of alt wealth (66). Please give
me knowledge, Dharma, all good luck, majesty, splendour, command
over all, victory and valour in the war and supreme sovereignty (67-68)

[ Saying thus with eyes full of tears Indra along with all gods bowed
down with head again and again. ]( 68-69 ) -

A NOTE ON THE LAKSMISTUTI

Saliant features of this stuti are as follows : (1) associations of
Goddess Laksmi with Lotuses. Following epithets of Laksmi are
connected with Lotus : WW&F’?T, WW?«W’IT, =T, 99T, Cﬂ%{Fﬁ,
TSI, BHTT and HHBISGAT (2) The Goddess is consort and beloved of
Lord Visnu. Following epithets are used AT, @U’Tﬁr?ﬂ, ey,
gioafhwer, grae R, g, fawresar, s, sRemmye
and sffyan (3) The fortunes and glamour of é@uzs, A IEESIEIES , TRIB
e, TEME  is due to Mahalaksmi. Cf verses 56-57 with Valmiki
Ramayna Sundara Kanda (9.8).

a7 f& Jeaur st 9 afamy |
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(4) without Laksmi the whole world is sapeless and as good as dead
(5) a new child can survive by fate without mother but no one can survive
without Laksmi and she is the supreme mother and is a form of all the

relations (6) Laksmi is goddess of peace and prosperity. Where Laksmi
resides anger, fight and killing disapears

—Ganga Sagar Rai



PURI\NIC ETYMOLIGIES : NOTES IV*
By

S.G. KANTAWALA,

[ aiferq Mg fogwr d@dd onfe- Agd - Aidvs- I
[eemfawa faaad ggaq | quoy fayausaesoniaiah gear fauan
fgafadi: af | =w @ firegeE Faommt gafag gaam | gy
fedeiie guoy g-ad gd= | dEed oF dAfcwidaws watamE-
wEyde Grfedaay g&gad | ]

Introductory :

Puranas are an important and a rich branch of the vast Sanskrit
literature. They trace their antiquity to and are rooted in the Vedic
Literature They contain the material subsumed not only under the
paficalaksana/dasalaksana definition but also pertaining to other
subjects. Over and above this, they contain some beautiful myths, legends
and stories which are traceable to the Vedic literature. While dealing with
them they try to explain some words by giving their nirvacanas
("etymologies" derivational explanations).

In this paper it is proposed to discuss the "etymology" (nirvacana) of
-the following vocables : aditya, nasatya and martanda.

Discussion :
Aditya :

In the Rgved (=RV) Adityas are group-deities and they number six or’
seven. Aditi is their mother (RV.7.2.9) and the name aditya is

*

. Paper submitted to the x" World Sanskrit Conference held at Banglore from
3-9, January, 1997,

I'have discussed the "etymologies" (nirvacanas) of the foliowing words as
noted below :—

purana : Puranic Etymologies, Indological Studies, Vol. 11, No. 1. Delhi,
1973, pp. 13 ff.

marut, rudra, visnu; Puranic Etymologies, Gopinath Kaviraj Abhinandana
Granth, Lucknow, 1967, pp. 278 ff.

marut, danda and Santanu : Puranic Etymologies : Some Remarks:
Purana, Vol. XXXV, No.2, 1993, pp. 171ff.
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matronymic.! In the Matsya-Purana (=M§) chapter 1 and 2, which deal
with the "Flood-legend" and the "creation of the Universe", there is a
mention of the golden egg and Surya (Sun) is said to be first to born. (MP
2.25ff) and so he came to be known as Aditya; 'Cf Adityas' cadi
bhutatvat (MP2.31); i.e. adi + bhiita (<N'bha). The bhiita-clement is
represented here in the vocable by the -tya suffix; i.e. to say aditya < adi
+-Vbha (-tya). According to the Skanda-Purana? he is so called, i.c.
Aditya, because he is the first or the principal (adi) god or the first doer
(karta) i.e. to say adi + Karta (<\ kr) and the last element here is
represented in the vocable by the —tya suffix.

Elsewhere the MP (128.35) states that Tapana is said to be Aditya; -
because he is united with lustre : The lustre-association is also referred to
in the Vamana-Purana.3 The Nirukta 2.13 connects the lustre-element
with Aditya, when it states that he is so called because he blazes with
lustre* The Visnu-Purana (i.15.131,133)5 holds that he is so called
because he is the child of Marica Kasyapa and Aditi. The Epics also share
the same view®. The Taittiriya-Brahmana (1.5. 10-47)7 also holds that he
is so called because Aditi gave birth to him. According to the Nirukta
(2.13. 12.35) he is Aditeh putrah. Durga also accepts this derivative
explanation.8

Nasatya
Asvina alias Nasatya are twin deities in the RV wherein they are
celebrated in about more than 50 hymns?; nasatya and dasra are the

I. Vide Macdonell A.A., Vedic Mythology, Delhi 1971, pp. 43 ff; Chitrav
Shastri Siddheshwar, Bharatiya-Pricina-Caritra-kosa, (Hindi), 1964, Poona,
p. 58; Mayrhofer M. Kurzgefaster Etymologisches Worterbuch des
Altindischen (A Concise Etymological Sanskrit Dictionary), Vols. T & 1i;
D73

Dange A.S., Puréanic Etymologies and Flexible Forms, 1989, Aligarh, p.17.

Vamana-Purana, Cr. Ed, 1967, Saro-mahatmya, 22.34-35.

‘Vide Skold Hannes, The Nirukta, 1926, Lund, p. 204.

Vide Wilson H.H., The Visnu-Purina, Calcutta, 1972, p. 102

Hopkins E.W., Epic Mythology, Delhi, 1968, p. 199.

Vide Fatah Singh, The Vedic Etymology, Delhi, pp. 79-80.

Nirukta with Durga's Commentary, Venkateshwar Steam Press, Bombay,
Vs. 1982, p. 135. Vide also Skold Hannes, op.cit., p. 204; For other
etymologies from the Nirukta Vide ibid., p.204. According to Panini 4.1.85
the vocable aditya is formed from the vocable aditit with the suffix-nya
(vide Siddhanta-Kaumudi, 1904, Bombay, p.107).

9. Macdonell A.A., op.cit., p. 49.

== (e WO, R S SR S
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distinctive epithets of A§vina in the RV!Y; In RV 4.3-6 the vocable nasatya
occurs in singular. !! In the Epics they are individually known as Nasatya
and Dasra.!2 The Brhad-devata (6.162 ff) refers to the birth-story of
As$vina. Saranyu in the form of a mare happened to smell merely the
thrown out semen of Vivasvat in the form of a horse. The MP (11.1ff)
narrates th. once Vivasvat in the form of a horse approached for sex.
Saranyu, who was wandering in the Marudes'a on the bhuloka (after
leaving Vivasvat) in the form of a mare. Not recognising him (i.e.
Vivasvat), who he was, she exuded his semen through the nostrils out of
fear and this led to the birth of the twin gods Asvina alias Nasatya.!3 The
MP (11.36-37) refers to the derivation in the following words :
nasiputabhyam utsrstam paro'yam iti Sankaya/tad rctasas tato jatav
asvinav iti niscitam/dasrau sutatvat safijatat Nasatyau nasikagratah// i.e.
to say the vocable nasatya comes from the vocable nasika je. to say nasa
< nasika + jatau and this jatau is represented by the suffix=tya imthis
“vocable. The epic also narrates the same birth-account.!4 The connection
of the vocable nasatya with the vocable nasikaor nasa in traceable to the
Nirukta. 6.13, cf nasikaprabhavau babhtivatuh iti '5. The MP follows
the Vedic ideology.

Martanda :

The vocable martanda is the version of the Vedic vocable martanda
in classical Sanskrit; herein there is a phonetic as well as a phonemic
change. In the RV (cf 2.38.8) Martanda is the sun-bird. At RV 2.38.8,
which is in honour of Savitr, Sayana explains it as mrtad andad bhidya
manah i.e. breaking asunder the dead egg.!® H.D. Velankar also

10. Macdonell A.A., A Vedic Reader, Madras (OUP), 1954, p. 128.
11. Vide Oldenbeg H., Vedic Hymns, Part II, (Hymns to Agni) SBE Vol. A. XLVI,

1967, Delhi, p. 328.
12. Hopkins E.W., op.cit, p.168.

3. Vide Kantawala S.G., A$vina, Journal of the M.S University of Baroda, Vol-XVI.
No-1; April, 1967 (March, 1968), pp.9ff. For similar versions vide Tripathi G.C.,
Vaidika Devata, Udbhava aura Vikasa (Hindi) Delhi, 1982, p.p. 294 ff.

14. Hopkins E.W., op. cit., p. 169.

15. Cf. Skold Hannes, op.cit, p. 272". nasa 'nose' +' ja (born)" op.cit, p. 272: here
babhuvatuh is represented by-ja nasika < nas, to join (Skold Hannes, ibid, p, 272
Nirukta 6.67.

16. This refers to "abortion" (mrta) according to K. Hofmann. (Martanda und
Gayemart, Muenchner Studien Zur Sprach wissen schaft, 11, 1957, pp. 85-103
referred to by R.N. Dandekar in his "Vedic Bibliography", Part II, Poona, 1978,
p. 339.
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explains it similarly i.e. as mrtad apdat jayate.!? According to RV
10.72.8-9 Aditi is said to give birth to the eigth child known as
Martanda. 18 According to the Mahabharata also he is the eigth son of
Aditi Daksayani and Kasyapa Prajapati.!® The M.P. (2.36), while
describing the primal creation, states that the god Prajapati, being desirous
of creation, created Martanda from the mrta (dead) cosmic egg (anda), cf
mrte, nde jayate yasman martandah tatah smrtah (M.P. 2.36);20 j.c. to
say martanda <mrta + anda i.e. the compound word mrtinda
martanda > martanda.

Concluding Remarks :

From the aforegoing discussion it may be observed that the Purinic
"etymologies" (nirvacanas) are not etymologies in the strict sense,2! but
they are derivative explanations. Purana-writers are not interesting in
maintaining phonetic/phonemic equivalents or parts, but they try to retain
the semantic content of the vocable concerned; one may say that they arc
interested in the semantic aspect mainly. The purpose of the nirvacana is
explanatory and hermeneutical. As Puranas are related with Vedas, they
follow herein the Vedic texts/tradition eg. Nirukta, etc, in their
derivational activity. In this context they contribute to the upabrmhanic
activity. Methodologically, they introduce a nirvacana generally by the
use of the vocable yasmat or some times without it. It is concluded by the
vocable tasmat or by the phrase tena smrtam or niruktam ucyate. In this
aspect they have a predecessor in the Upanisadic methodology.

* % %

17. Velanakar H.D., Rgveda mandala II, Bombay, 1966, p. 207.

18. Velankar H.D., Rk-sukta-$ati, Bombay, 1972, pp. 274-275; vide Macdonell A A .
op.cit., p.43.

19. Vide Hopkins E.W., op.cit, p.81.

20. For Similar derivations from the Brahma-Purina, Brahminda-Purdna and the
Skanda Purdna vide Dange S.S., op.cit., p.171.

21. On etymology vide Ghatage A.M., Mehendale M.A. & Devasthali G.V. (Editors)
‘Dictionary of Sanskrit on Historical Principles (Specimen Fascicule), Poona, 1972,
Introduction, pp.13ff.



BHAGAVATAPURANA PAINTING :
A case study of Trivikram and Govardhanadharana Stories.
By

VAIJAYANTI NAVANGUL ( SHETE)
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Among puranic literature especially the Bhagavatapurana, videly
known monumental work, gives an impression of a highly sophisticated
and self contained aesthetic world. The intellectual and cultural milieu
reflected in the traditional Puranas encourages one to visualise a
harmonious, settled conventions and values, also gives an experience of a
series of social, cultural, political and philosophical upheavals during the
period when Puranas were compiled, of course, Puranas succeed in
retaining a certain steadiness in respect of cultural aspects through all the
changing dimensions of historical life. Puranic stories fervent with ethical
ideals have received experimentalism and postulation in the sphere of
professional artists and aesthetic appreciation.! The life of Krsna or
Krsna's pranks are handled by Mewar, Pahari, Odissi, Malwa painters.
This paper concentrates on the themse like Trivikrama and
Govardhanadharana, from the 8th & 10th skanda respectively, envisaged
in Bhagavatapurana. Here an attempt is made how an artist adjusts his
personal expression and evokes the visual equivalents those answer to the
need of narrative. When the artist chooses to paint, he does out of a
conviction that what he has to say can be best expressed through the
visual-language. Visual experience is an immediate expression of sensory
faculty of insight which is not so direct in the verbal language-verbal
language begins with the symbols - phonetic and scriptic. It is not the only
means for information. Art also leads to have discourse, convveycd
thoughts and emotions. Only the 'difference is that in the visuals context,

1. Parimoo Ratan - Krshnalila in sculptural and temples.
Also colloquium on Vishnu in Art, thought and literature, Birla Archaeological and
Cultural Research Institute, Hyderabad, Jan 1993.
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the implications, association, changes. it operates on a several levels and
each level of expression strikes, a special chord of human experience.
Such a communication goes beyond its messages, bearing function to
heighten the insight and sensibilities of the receipient and opens up a
window. 2 It is raised to the level of literature.

Let us have look into the Mewar set of painting dt. 1648 A. D. from
Bhandarkar Oriental Institute. At this Juncture it is interesting to observe
how the Trivikram story establishes a dialogue in a pictorial
representation.

' Fig.1. On the top Celestial women are seen, one of them sounding a
kettle drum, another is dancing while other two are delightfully
talking about some event. Below that Vamana, a young
brahmacari holding an umbrella and kamandalu. Carrying black
object under his left shoulder, is visible, in a standing posture,
Brahmacari is decked up with a garland girdle, tied on the waist and
put on sacred thread, looks effullgent. The hermits' group is
welcoming the boy. The presence of bright stars indicates the birth
of Vamana that is the twelfth day of Phadrapada. There is another
unit in the right hand suggesting there by Vamana's departure to
other place. He is walking down with an umbrella, water pot, black
antelope's skin etc. amidst the trees. Below it the white birds,
blossomed lotuses, the waves suggest the affinity of water. The
representation implies Vamana's arrival near the water, enables to
identify the Naramada river, nearby where asura king is conducting
a sacrifice. :

Fig.2. In the other painting, it may looked forward at the outset the
sacrificial ceremony going on in full-fledge, the flames are rising
up,,the rsi is offering an oblations into the fire, Sruva, a sacrificial

_instrument is visible in rsi's hand, vedi is weil-constructed, other rsi's
are chanting, sitting round the altar. In the meanwhile a group of
13is is seen standing up, one of them telling other to notice the entry
of unknown lusterous person, a boy in the sacrificial assembly.
Again if we look minutely, the dwarf form 1s depicted holding an
umbrella, a water-pot; the girdle tied on his waist, holding a black

2. Subrahmanyam K.G. — The living Tradition, Seagull, Books 1987.
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scroll (garment) under his left arm. The standing figure at the door
of a sacrificial hall points out the same figure, seen in thé previous
painting, travelling in the forest, arrived at the bank of a river. In
this painting the dwarf approaches to hall in which king Bali is
conducting sacrificial rites headed by Kashyapa sage. A host of rsis
extremely surprised, is seen on facial expressions having looked
such attractive young personality.

In the right hand side adjoining the altar, the dwarf is delineated seated
on a throne, the waterpot is lying down while an umbrella is in his hand.
The rsi is represented sitting on knees humbly with folded hands, other Tsi
is standing in front of the boy. The sacrificer a king, with a diadem on his
head, élong with his wife, is also present near the dwarf. He is also
receiving the brahmacari with a great respect. This painting goes hand in
hand with the theme where in VaAmana enters the sacrificial assembly and
how he is warmly welcomed by the Yajamana; similarly the changing
expressions seen on the group of rsis are well suggested by a painter with a
masterly stroke, with the help of hand gestures and facial expressions.

Fig. 3. This is the painting which provides us an information about
sacred environment indicated by flames coming up out of fire, the
presence of rsi and the yajamana accompanied with his wife. On
the upper half of the painting, the same effullgent boy is depicted
sitting on a throne. In front of him a king and queen are seen. The
queen is standing, holding a water-jar in her hand as if ready to
pour the water. This structure connotes how king Bali welcomes the
Vamana and his consort probably Vindhyavali arrives to wash the
brahmacari's feet with water. The boy is represented as raising the
three fingers, by which suggesting his request for three paces of
land. On the back an old sage is standing and suggesting to stop,
tries to speak something. This representation relates the further story
that is the great honour showed to a guest, a brahmacari and
granting him donation as per his desire, by a king & queen. At this
moment the old sage the preceptor of asuras, Sukracarya is
interfering in the matter and wanted to prevent the forthcoming
calamities which may have to be suffered by entire demons and the
king, personally, because of the king's promise to brahmacari;
without knowing his real identity. 'Sukracarya, realised that the
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brahmacari is no one but god Visnu himsélf, in a guise of dwarf
form. The right corner of the same painting projects the Vamana,
extending his right palm and the king 1s pouring water as a symbol
of sanctioning the donation of land to him. The royal consort-is
standing with afijalimudra showing great homage to brahmacari.
In the back standing rsi is expressing his unwillingness about the
king's decision, though he is already warned. Thus the painting
directs to the king's firmmindedness in his action and words though
foreseeing the troubles or afflictions which he has to undergo as a
result finally. Thereby the painter conveys the literary genre that the
king did not want to swerve away from his promise and hence he
puts a step forward without concerning preceptor's advice.

In the same unit the presence of Siva and rsi makes aware to the
onlooker that they are witnessing the marvellous act of Bali, In the left
corner of this painting gods like Siva, moon, Brahma, Indra are present
far distant. All of them are wonderfully visualising the entire situation in
which Bali peacefully keeps up his promise by pouring water without
hesitation.

4. Next painting incorporates the huge form of Visnu with his emblems
like Sankha, cakra, gada and padma, extending his left leg up. Other
celestial figures are visible around when the Visnu's wide stride,
witnessed while occupying the earth and antariksa and heaven. The
demonic figures are exhibited taking out weapons and raising them,
some of whom wanted to throw on the Trivikrama, Brahma is
oberving from the top. This particular painting communicates
description3 where the asuras are prepared to fight with Visnu when
they come to know that this form has occupied the world and thus
they are put into trouble by the god; Asura's are not in support of king
Bali and they took decision against their monarch.

5. Again the painter is delineating the figure of Visnu with the famous
emblems with upraised left foot, still fully extended as if his wide -
going step pervading the heavenly region. The celestials and heavenly
beings are standing in afijali posture to calm down Visau, on the top

3. HBP demonic figure .
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level, Brahma is seen along with female figures sounding the kettle

drum to celebrate Visnu's prowess and victory over asuras, Visnu's

right foot is on the king suggesting thereby how Visnu thrust the king
* in the nether world.

In this painting Visnu is represented along with the gods, rsis, and
gandharvas. Visnu's well known 'Vikrama' is being celebrated. King Bali
is requesting him to put his third step on his head, flowers are showered
from the heaven.

Thus the painting set remarkably and consistantly moves through the
episodes one by one. The germ in vedic hymns about Visnu's three steps
and his epithet Urugdya, or Uruvikrama, is expanded and developed in
the Vamana story in the puranas. This motif of the Vamana story,
traceable to RV (1.22. 17, 1.134. 2, 1.155.4)

75 foqoyy fermspe 3em 1 29 ey ||

is running in Aitereya Brahmana and Satapatha Brahmana (1.22, 1-3) in
a distinct context. Here after the defeating gods, Asuras distribute the land
to gods and emphasise that gods are entitled to get as much as land which
could be measured by three steps of the Vamana form. Then Vamana
assumed a cosmic form and pervaded three world; in the Brahmana
period Visnu's three strides are explicitly connected with earth, antariksa
and sky. That is called Visnu Krama . That is why a sacrificer imitates
Visnu by walking down three steps on Vedi. Though the Vamana story is
again repeated in Padma purana (Chap 78) there is variation in
narration. In this Purana Visnu having assumed Vamana form dive into
the Devikajala and lay afloat like a piece of dry wood. The 1sis by chance
saw him and took him up. The demon called Dhundhu offers him the
land. Vamana begins to grow and at the end he throws the demon in
patala, but by his heavy fall there appeared a great cavity etc.

These special features are not met with in the Mewar school of
paintings. Thus certainly the artist has borrowed the theme from
Bhagavata purana, which accords well with all its aspects.

Here, it may be asserted at the outset that we have enough
data to establish the communicative element passing through one
medium to another, either by oral tradition or by art-tradition. Some
scholars have drawn to the attention in the artistic discipline that paintings

were shown as a pictureshowman, at the time of akhyana, or any folk
performance.
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II

Govardhana Lila 5

Another group of delineations of Krsna myths is found in Malwa and
Pahari School. Krsna myths are widely spread in Rajasthana and
Uttarpradesh from 13th Century onwards. It may be added here that
Mathura as its centre is traditionally supposed to be the locale of Krsna
lilas. Naturally Krsna laudation spread widely and fashioned out in
images, mythological representations, dances, songs and what not 14

Not only Bhagavata purana extols Krsna's amazing achievement
especially the lifting of mount Goverdhana sportively but the sculptures in
the temples and reliefs support and strengthen. the impact of Krsna
worship throughout the decades.

To look forward in the Pahari School painting depicting a beautiful
landscape in which Govardhana puja is directed by the circumambulation
by cowherds. The cowhedess, fully decked up, moving happily along with
the cattles. In this painting the head of Gopas is bowing down the
mountain-'pija-dravya' and vessels like water pot, a plate full of coconut,
rice, kumkum are beautifully drawn near the mountain. One interesting
feature to be noted here is the Krsna's presence on the top of the hill. It
shows Krsna's transcendental form; since Krsna is seen at the bottom of a
hill. On the right side musicians are seen, sounding musical instruments
for celebrating this auspicious function.

2. In the another painting belonging to the same series dt. 18th Ce. kept
in National Museum, Krsna emerges out in a divine hollow and
lifting the mountain as if a mushroom. He touches with a left hand,
just by a small finger. Herein the wealth of Gopi, the cattles are
gathered under the mountain. Balarama and Gopies are visible
supporting the mountain with a stick. This painting implies the
participation of other characters while lifting the mountain. Krsna is
not the whole and sole authority for that. Co-operation of Balarama
helped Krsna to lift up the hill so easily and to keep it standing. The
mountain is perceived like an umbrella in this painting. It seems, by
that time female element is assimilated and acquired predominant
position in Indian Philosophy.

4. The life of Krsna in Indian Art, P. Banerjee, National Museum, 1981.
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The painting dealing the same story by Kangra artist dt. end of 18th
century housed in Bharat Kala Bhavan, Banaras, highlights little
distinct feature.

Herein Krsna lifts up the Giriraja with a right hand easily. The Gopas
& Gopis have collected under the mountain along with their children
anc  attles. The gopas are seen, supporting to the hill with their sticks,
on the mountain a peacock is moving. This painting expresses the
dark noisy clouds on the top, also flash of lightening with dark black
and grey colour. On the right hand Indra is present riding on his
elephant. It suggests how Indra observes Krsna's marvellous act of
valour.

Another set of painting describing this episode from Bhagavata
purana with a manuscript in Vraja language is available in Bharat
Kala Bhavan, Varanasi dt. 17th Cen. A.D. It is done by Malwa
artists.

Govardhana worship is represented in three units. On the left, upper
side Krsna is discussing with an old gopa under a tree. In the corner
gopis are talking. This delineation cannotes Krsna's inquiry about
what is going on, why each one is busy in preparing some function.
The gopis are talking about the coming event happily. That is
described in a manuscript. Krsna is reluctant for Indra sacrifice,
while prefers giripuja since the life of a gopa totally depends on the
mountain. All the preparations made for Indra worship now turn to
Govardhana worship. Nanda, Krsna, Balarama, cattles, gopis all are
seen moving towards the hill. That is visible in the lower part of the
left side. In the right hand side, Girirdja is standing out with
decorum. Gopis are invoking the giri. They have offerings as a
symbol of paying homage to the hill. Above that some gopis are
standing with folding hands Krsna seated on a top of the hill points
out his divine power, the giriptja is equivalent to Krsna puja.

In the other painting belonging to the same collection, white
elephant is shown in the right left side. A godly figure is seated on a
throne. The attendant is standing; in the back two figures are depicted
in front of god probably listening a command. That implies Indra
and his elephant, commanding the messengers. Next portion,
highlights incessant downpour on Vraja. It resembles to the narration
wherein Indra called for Samvartaka clouds and ordered them to
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inundate the whole Vrndavana with an extensive flood. They
showered hail stones, with columns. Therefore <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>