GOVERNMENT OF INDIA

ARCHAOLOGICAL SURVEY OF INDIA

CENTRAL
ARCHAOLOGICAL
LIBRARY

—

ACGESSION NO. 39172
CALL No.  704.940954L8. Gop

D.G.A. TD.










ELEMENTS OF HINDU ICONOGRAPHY.,







e

APETO
ELEMENTS 12/
HINDU ICONOGRAPHY
39172

T. A. GOPINATHA RAO, M.A.

SUFAMINTUNDENT OF ARCHEOLOGY, THAVANCTILE STATYE-

Published under the patronage of the Government of His Highness
the Maharaju of Travancore.

Vol. I —Part L
el G095 LH
i‘ f _.____._-_____r_____.--———u— -
¢Q> e
THE LAW PRINTING HOUSE
MOUNT ROAD = = MADRAS
1914

All Riyjhts Reserved.




CENTRAL ARCHAEO! NGHEAR
LIBRARY, NEW UL AL
Acu. Mo, ,3,9!'?'!_

o TR LY @
Gof:
L

PUNHTED AT THE LAW PRINTING WOULL,
MOUET ROAD, MADRAEL,



DEDICATED
WITH HIND PERMISSION
Ta

HIS HIGHNESS SIR RAMAVARMA,

Sri Padmanabhadasa, Vanchipala, Kulasekhara Kirltapati,
Manney Sultan Maharaja Raja Ramaraja Bahadur,
Shamsher Jang, G.C.S.1, G.CILE,
MAHARAJA OF TRAVANCORE,

Member of the Royal Aslatic Socicty. London.
Fellow of the Geographical Society, London,
Fellow of the Madras University, Officer de L'Instruction Publigee.

By
HIS HIGHNESS'S HUMBLE SERVANT

THE AUTHOR.



.-lﬁl'

FT




PREFACE.

TrE tall spire of the Hindu temple is one of
the first objects to arrest the attention of the
obsarvant foreigner and excite his curiosity as he
travels through Indis. On going into the temple,
he meets with a number of what may perhaps
appear to him to be grim and meaningless images,
in stone and bronze and other materials, some with
two, others with four or more arms, holding &
variety of weapons and other more or less curious
articles in their hands. The man on the spot may
tell him on enquiry that one of those images is the
figure of Vishnu, the god of protection, another
that of Siva, the god of destruction, and so on, sbout
the innumevable gods and goddesses comprised
within the tolerant and all-inclusive fold of the
Hindu religion. Some such foreigner, more curious
than others of his kind, is sometimes tempted to
study these images somewhat carefully, find out
their number and characteristics, and gather the
legends relating to them from the Purfpas and
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other sources, as also from the learned natives
of the country well versed in their religious and
mythological lore. Then at last he may come
out with his volume on the Hindua gods, on Hinda
mythology snd other kindred subjects. Buch in
fact are most of the books that have been written
hitherto by foreign authors on topics relating to
Hindu Iconography.

It is exactly two hundred years since Ziegen-
balg, the famous Danish missionary of Tranquebar,
wrate his work on the “ Genealogy of the South
Indian Gods,” with the aid of the information he
gathered from some people of the Tamil land. In
the year 1785 the book lnown as “'Sketches of
the Mythology and Customs of the Hindus" was
brought out by George Foster. Moore's * Hindu
Pantheon ", with illustrations, was first printed in
1810, and then reprinted by Messrs, Higginbotham
& Co., of Madras, in 1864, with notes from the pen
of the Rev. W.0. Simpson. ** Ancient and Hinda
Mythology "', a work written sympathetically and in
defence of the views of the Hindus, with a large
number of extracts from the Puriinas and other
Hindu seriptorsl sources, was thereafter brought
out by Col. Vans Kennedy in 1831. Another work
pamed * A Olassical Diotionary of Hindu Mytho-
logy " was published by John Dowson in 1879.

“H..




PREFACE.

The last among such works is W. J. Wilkins’
“ Hindu Mythology ", illnstrated with pictures,
and explained with reference to the Purdpas and
other religious writings of the Hindus.

It will thus be seen that books dealing with
Hindu images and Hindu mythology ure not nlto-
gether wanting. Nevertheless, Fergusson, who is an
eminent authority on Eastern and Indian architec-
ture, has justly remarked—" Whenever any one
“will seriously undertake to write the history of
“genlptura in India, he will find the materials
“ gbundant and the sequence by no means diffioult
“to follow ; but, with regard to mythology, the case
“ is different, It cannot, howover, be said that the
* materials are not abundant for this branch of the
“ enquiry also ; but thay are of much less tangible or
“ satisfactory nature, nod have become so entangled,
“¢hat it is extremely difficult to obtain any clear
* ideas regarding them ; and it is to be feared they
“ must remain so, until those who investigate the

subject will condescend to study the architecture
“and senlpture of the conntry as well as its books.
“The latter contain & gooddeal, but theydo not
‘“contain all the information uvsilable on the
“ gubject ; and they require to be steadied and con-
“ firmed by what is built or carved, which alone can
“ give precision and substance to what is written.....

x
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%1t is remarkable that, with all the present day
“ gotivity in every branch of Sanskrit research, so
“very little has been done for the illustration of
* mythology, which is so intimately connected with
# the whole literature. It would be a legitimate par
“ of the duty of she Archalogical Surveys to collect
@ materials on a systematsic plan for this object;
“ and the production of illustrations has now become
“go easy and inexpensive that photographs from
“ original materials of a satisfactory class might
“yeadily be published to supply this most pressing
« dasiderstum, 'The details of the emblems and
“gymbols of the numerous divinities of the
“ pantheon could also be collected, along with the
“ Jalineations, by those familiar with such symbols.
 All this could easily be accomplished, and it is
“ gonsequently hoped it may before long be
i mmpmﬂ-

It has to besaid that the books by European
atthors referred toabove do not contain the infor-
mation, which is available in indigenous Sanskrit
works on Tconography ; nor do they give pictorial
representations of the soulpbures that are actually
found in this vast country. On the other hand,
some of those authors bave given what might
be well understood to be their own version of
Hindu mythology, and in their descriptions of
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Hindu images, with here and thero a pungent
remark about what they consider an uncouth repre-
sentation or an immorl legend, they seem to have
cared to study neither the symbolism underlying
the mythical stories nor the meaning of the
images illustrating them. A book on the model
suggested by Fergusson has indeed been a great
desideratun.

The first attempt to supply this want to some
extent was made by that many-sided Bengili
scholar and author, Mr, Nagéndranith Visu, in his
interesting volume on the Archwological Burvey of
Mayiirabhafija, Some years ago the ides ocourred
to me that I might try to bring out & bock on
the subject of Hindu Iconography to supply as far
as I could, the desideratum noted by Fergusson. 1
was originally under the impression that it could
ba done withont pressing much into service the
information contained in original Sanskrit works
of suthority on the subject, even of the existence of
which I was not then fully aware. BSoon, the
bewildering variety of images that were found in
relation to one and the same god convinced me
that to get ab the details of their mythological
meaning and moral aim withont the help of the
Sanskrit works bearing on them was almost an
impossible task, Luckily, while touring in North

xi
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Travanecore, I had on one ocoasion the good fortune
to get hold of a swall manuscript work entitled
Silparaina ; and on deciphering it with consider-
able difficulty, 1 found it to be a synopsis in Mala-
yilam verse of a bigger treatise of the same name.
Another small fragmentary manuscript, which
came into my hands later on, was found to be, from
the colophons at the end of the chapters, an agama
called Amsumadbhzdagama, Some yearspreviously,
1 had purchased eight or nine works on Saivagama ;
bus, owing to want of time, I had not even taken
the tronble to know what they contained. About
this time I began to look into them, and what &
mine of wealth they revealed themselves to be!
They contained chapter on chapterof minute
descriptions relating to most Saiva images and to
some Vaishnava imsges as well, My search for
more agamas and fantras resulted in the collection
of & large number of them, which in fact bolong to
all the various Hindu sects. From the materials
thus acquired, I began first to pick up merely the
descriptions of images, as they are given in them.
The agamas generally deal with many other
topics than simple iconography. While engaged
thus, I went on improving ab the same time my
collection of photographs of the sculptures and
castings representing the various Hindu divinities.
=il
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In the middle of 1912, I actually began the task
of writing ont n systematic description of the
images, and soon finished the description of a
number of minor deities.

After having proceeded so far, it struck me that
the chief difficulty in the way of the aocomplishment
of my undertaking was in securing the required
financial aid for its publication. The work required
photo-mechanieal reproductions of & large number
of images, the cost of whichalone was quite enough
to secare me away from the undertaking. As a
matter of fact, Ishould really have been compelled,
howsoever reluctautly, to abandon my cherished
objeet, but for the opportune help and encourage-
ment most generously offered by the enlightened
Government of His Highness the Mahdraja of
Travancore. The Dewan, Mr. Rajagopilachirys,

readily perceived the walue of the undertaking,
and promised o sanoction the amount required for

the publication of the work. The sympathetio
attitude of this highly eultured gentleman at the
head of affaire in Travancore afforded & new
stimulus and indoced me to work with redonbled
vigour and earnestness. The required Sanskrit
texts were all quickly gathered, but the growth of
the collection of the needed photographs did not
proceed apace. I then approached the Dewan

xiil
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with the request that I should be permitted to
go out on tour to places outside the State, in
the Madras and the Bombay Presidencies and
also in the Mysore State, to obtain the photo-
graphs. The tour was sanctioned; and my visit to
these places not only enriched my photographic
collection, but was also of ‘& very highly edncative
value to me. It enabled me to study the
various iconographic symbols and emblems
directly from the sculptures themselves. Wherever
photographing was impossible, there 1 indented
upon my amateur knowledge of drawing and paint-
ing. 1 frequently took pen and ink sketches,
and occasionally full-sized coloured drawings of
miral paintings, although this latter work was
extromely tedious.

1 consider it & duty to refer here to the un-
stinted help which I received from my friend, the
late Mr. M. K. Nariyanasami Ayyar, Vakil of
the Madras High Court, who seoured for my work
as many photographs as be could take during his
yisits to various outside stations in the Madras
Presidency on professional and other kinds of
business, and thereby facilitated my work very
considerably. Mr. NAriyanasimi Ayyar wae a
well read scholar, eritic and philosopher, and was
to have contributed to this work & learned article

xiv
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PREFACE.

on Dévi-worship. Unfortunately, however, the
hand of death deprived me all on » sudden of the
further help to which I had been looking forward
with high hope; and the result is that this work
has had to lose the ndvantage of an erudite and
completa account of Davi-worship from the pen of
a profound scholar well versed in the Sikta and
other religious schools known to the suored litera-
ture of the Hindus.

I am only too well sware of the saveral defects
which abound in this production of mine, but feal
&t the same time somehow confident that soholars
will look upon them indulgently by taking into can-
sideration the vastness of the material to be collect-
ed and digested, and also the fact that my official
duties in Travancore have been so heavy as to
leave little sime for much extra work of this kind.
Moreover, T have to state that this is in more than
one respect the first attempt of its kind, and does
not profess to be anything like a complete presenta-
tion of the subject. I shall certainly consider myself
under the circumstances to be amply rewarded if
this humble work of mine serves the purpose of
simply breaking the ground and induces sbler
soholars to deal with the subject in a fuller and more

satisfaotory manner,
' I take this opportunity of again expressing
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my deep gratitude to the liberal Government of
of H. H. the Maharijs of Travancore for their
having made the publication of this work possible ;
and personally I am highly indebted to Dewan
Bahadur P. Rajagopilacharyas M.A., B.L, C.LE,
for the enlightened and encouraging interest he
has all along taken in the production of this work. I
cannot sufficiently thank Pandit V. Srinivisa Sastri,
Smyitiviéarada, but for whose willing co-operation
and unceasing industry it would indeed have been
very difficult for me to bring out this work, My
best thanks are due also to Pandit T. Ganapati
ﬁiﬂh’ri, Curator of the Sangkrit Manuseripts Library,
Trivandram, for his readily helping me with all the
manuseripts I applied for from time to time in
connection with this work. Mr, D. R, Bhandarkar,
M.\, Supérintendent of Archaeology, Western
Circle, showed me greab kindness in lending me his
copy of Ripa-mandana, which seems to be a com-
paratively late work on Hindu Tconograpby. I
have, in conclusion, to say that I cannot suffi-
ciently express my gratitude and indebtedness
to my respected master, Rao Bahadur Prok
M. Rangacharys, 3.4., of the Presidency College,
Madras, for the very great interest, which he has
throughout evinced in the work and the parental
care with which he has guided me ab every

v
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stage of its progress, He was ever ready with his
invaluable suggestions, and was to me a never-
failing source of inspiration and encouragement.
I therefore respectfully beg to tender to him here
my most grateful thanks for all the trouble he
has taken on my behalf.
T. A. G.

TRIPLICANE, MaDBas, |

Seplember, 1914, |
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ADDENDA AND CORRIGENDA.

The following were discovered shorily after the book was
prionted :—
In the Karttari-haita pose the arm is lifted so that the middla
finger of the hand renches to the height of
Raritaci-hasta.  \he Aikka-shiva: tbe singfinger and the
thumb are beot 80 as to meet near the middls of the palm of the
baud; the last or the smallost finger is ulso slightly bent; the
fore-Bogor snd the middls fnger are stretohed oub kod kept like
Eha logs of the Totter V. The palt of the hand facss the oulside.
This pose of ths hand is meant for holding the ‘ehkhka. chakra
and othor wenpons.! {Hea Pls, XX and XXIT).
Chhannavire is an  ornament which may be rightly called
u donbls yasfidparita. In this, swo yasiopa-
ot b vitns thrown one on each shoulder, pass
through the middls of theohest, where tliev e cdnnooted wilh
tho wrassiiira or the chest-bund, and reash us lar balow as the
vini or the oublic region, from whiah they turn to the bask and
thenoo to tha shouldora! (Ses Iho figures of Rama snd
Laksbmans on PL LV and of Varaha in figare 1, Pl XXXIX),
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GENERAL INTRODUCTION.

T]IE origin of image worship in India appears to

be very ancient and its canses are not exactly
known. Many believe it to be the result of the
[ollowers of Gantams Buddha adoring their master
and worshipping him in the form of imnges on his
apotheosis after death. However, there are indi-
cations of the prevalence of image worship among
the Hindus long before the time of Gautama
Buddha. The employment of an external object
to concentrate the mind upon in the act of medi.
_tatinninmyingoulhﬂpmaﬁmnl?‘minin
Indin quite as old as Yoya itself, Patafijali defines
dharana or fixity of attention as “the process of
ﬁxinghhamindmm.nﬁjwtwudaﬂmdin
space.” This process is, as ha says, “of two
kinds, in conseguence of this defined space being
internal or external. The external object, defined
in space consists of the circle of the naval (the
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nabhi-chakya), the heart and so on. The fixing
the mind thereon is merely directing its existence
to be there.” There is indeed nmple evidence to
show that the practice of Yoga is in this country
much older than the time of Patafijali. Vachas-
pati Miéra, o commentator on Vyisadava's Bhashys
on Patafijali's ¥oga-Sifras, mentions a great sage
Hiranyngarbha as the founder of the ¥oga doctrine,
which, he adds, was simply improved upon and
promulgated by Patafijali, as evidenced by the use
of the word anudsanam in Patofijali's frst
aphorism Atha yoganubisanam. This old sage
Hiranyagarbha and his successor Varshaganya
Yajaavalkyn are alluded to by Ramanuja and other
Iater teachers of Vadants; and Sankara aotually
quotes some Yiga sphorisms whioch are not found
in the work of Patafijali, but look oldar than his
time. It is therefore clear that image worship
awong the Hindus was consemporaneonsg with, if
not older than, the development of the Yiga
gystem, which, as we have seen, dates from belore
the age of Patafjali, who has been assigned by
scholars on good evidence to the second century
before Christ, There is no doubt that the Yoga
syster: is even older than the time of Buddha,
because Buddha hiwself is declared to have been

initinted into its practice in the earlier stages of-
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bis search after enlightenment and truth ; and it
may be taken that this fuct is evidenced by seulp-
tured representations of Buddha in the style of the
Gandhara school as an emaciated person almost
dying under the stress of the austeritios he prac-
tised.”

Again, Pinini, to whom ecertain Orientalists
assign a date somewhere about the sixth century
before Christ, mentions in one of his grammatical
aphorisms (v. 3,09) that “likenesses not to be sold
but nsed for the purpose of livelihood do not take
the termination kan.”" The word be vses to denote
an image in a nearly preceding (v. 6, 96) apharism
is prafikyiti, the literal meaning whereof is any-
thing made after an original. Commentators on
this aphorism understand these unsellable reprodac-
bions to be divine images. Evidently then, thers
were images of gods and goddesses in the days of
Panini, which were apparently not sold in the
of making a living. This would indioate thut
the possessara of these images were able to utilise
them as religions objects which were 80 snored s
to justify the gift of alms to those who owned and

* Boa fig. 61, 00 p. 110 of V. A Smith's Bisory of Fine
Arts in India and Ceylom.
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exhibited them. Finally, images of gods, as they
lsugh, cry, sing, dance, perspire, orack and so forth
are mentioned in the Adbhuta-Brakmana, which is
the last of the six chapters of the Shadviméa-
Bralhmana, & supplement to the Pafchavinmia-
Bralmana.*

As regards the existence or otherwise of image
worship in the Vadie period in the history of Indis,
opinion is divided among European savants, Prof.
Max Muller, (Clips from a German Workshop, 1.
35), nuswers the question, * Did the Védic Indians
make images of their gods,’ in the nogative. He
says, “The religion of the Véda knows no idols.
The worship of idols in Indin is a secondary forma-
tion, o luter degeneration of the more primitive
worship of the ideal gods.” On the other hand
Dr. Bollenson finds in the hymns clear references
to images of the gods, (Journ. of the Germ. Orient.
Soc. xxii, 587, {f), '"From the common appellation
of the gods as divd naras, ‘men of the sky'; or
gimply maras (later?), ‘men’ and from the epithet
nripésas, ' having the form of men’, R. V.iii; 4, 5
we may conclude that the Indians did not merely
in imagination assign human forms to their gods,
but also represented them in 4 sensible mauner.”

* Mucdonell's Sanskrit Literature, p. 310.
4
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Tmage worship seoms to have become common
in the time of Yaska. In his Nirukta he says,
“ We are now to consider the forms of the gods,
One mods of representation in the hymn mnkes
them resemble men; for, they are praised and
addressed as intelligent beings. They are also
celebrated with limbs such as those of men."”

Later on Patafijali even gives in s casual
manner an idea as to the images which wers then
commonly in use: he says in the Mahabhaskya
* What about such likenesses as of Elim, Skanda
und Vigakha, which are known as Siva, Skanda and
Vidgkha, and not Sivaka, Skandaka and Visakhaka?"

In the Ramiiyana, we see mention of temples
in Laiks, (Bk. VI. 39, 21), clearly evidencing the
fact that there existed at least in S. India the
worship of images enshrined in temples,

Thus there appears to be evidence enough to
suggest that image worship was probably not
unknown even to the Védio Indian ; and it seoms
likely that ho was at least occasionally worship-
ping his gods in the form of images, and continued
to do so afterwards also. Such s the evidence as
to image worship to be found in early Sanskrit
Literature. 1t is desirable to direct our attention
to actual sculptures sod to references to images
oceurring in nncient inscriptions.

&
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The oldest piece of sculpture, in South India
distinotly Hindu in character, is, a8 far as it is
known now, the Lings &b Gudimallam. From the
tentures of the fignre of Siva carved thereon in
half relief, from the ornaments worked ont on the
figure, from the arrangement of the drapery, [rom
the battle-axe upon the ghoulder, and many other
characteristics, it may be put down to belong to
the period of Bheurhat sculptures, that is, to the
second century before Christ. This remarkable
piece of sculpture is interesting in bwo ways; it ab
once assures us of the exact nature of early Langa
worship and also affords usa lower limit of time in
relation o the worship of Siva in the form of n
Lifiga, From this Lings we may safely cenclude
that Linga worship is at least as old as the 2nd
century B.C.

Then again, the inscription on & Garuda-
stamblia discovered in Besnagar quite recently,
states that Heliodoros, the son of Dion, & Bhaga-
vata, who came from Taxila in the reign of the
great king Antalkidas set up that Garuda-dhraja
in honour of Vasudava. For this king Antalkidas
various initial dates have been fixed, which range
from B.C. 175 to 135, "This is about the earliest
known inscription wentioping Vishpu as Vasn-
déva; and from this we are in a position to assert

Lin
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that the worship of Visudéva in temples in Indis
cannot be later than the 2nd century B.C.

The following are some of the nobeworthy
references to the iconographio aspect of the Vishou
cult in insoriptions :—The Udsyagiri Cave insarip-
tion of ......dhala, son of Vishnudisa, grandson ol
Chbagala and vassal of the Gupta king, Chandra-
gupta IT, dated the Gupta Era 82 (A.D. 401-2),
records the dedication of a rock-cut shrine to Vishpu,
The undated inscription of the Bhitari stone pillar,
belonging to the reign of Skandagupta, mentions
that an image of the god Siriigin was set up and
& village was allotted for its worship. Certain
repairs to the lake Sudarfana by the governor
Parpadatta's agent Chakrapdlita is said to have
been made in the Gupta year 138 (A.D. 457-8).
The same person also built a temple to Chakra-
bhrit (Vishgu). The Gangdhar inscription of Vidva-
kannn, dated A.D. 4234, records that n person
built & tewple for Vishon and the Supta-Matrikas
and dog n well for drinking water. Tran stous
pillar inscription of the time of Budhagupts, dated
Gupta Em 165 (A.D. 484-5), informs us that a
Mahdrija Matrvishan and his younger brother
Dhanyavishgu erected a dheaja-stambha for the god
Junirddana. The Khob copper-plites of Muhgriijs
Samkshdbha dated G.E. 209 (A.D. 538.0), begins

T
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with the famous ‘twelve-lettered mantra®, Om
namb Bhagavafd Vasudéviya of the Bhagavatas.

The following are similar references to the
Siva oult in inscriptions -—Udayagiri Cave insorip-
tion of the reign of Chandragupta II, records the
excavation of a shrine for Sambhu; while another
in Bilsad, belonging to the reign of Kumiragupta,
and dated G, 96 (A.D. 415-6), makes mention of
the ereotion of a number of additional buildings
attached to the temple of Bvami Mahiséns.

The facts disclosed by the inscriptions quoted
above clearly show that the two Hindn cults of
Siva and Vishnu were in an advanced condition in
the 5th century A.D., 80 a8 to indicate that they
must have had behind them many centuries of
developement.

1I.

The objects worshipped by Hindus are images,
of gods and goddesses, falagramas, bana-lingas,
yantras, cerfain snunals and birds, certain holy
rivers, tanks, trees and sepulchres of saints.
Besides these, there are several minor objects of
local importance and personal predilection, which
are also used us objects of worship,

The Hindu images of gods nad goddesses are
broadly divisible into two classes as the Vaishoava
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and the Saiva, In this classification may well be
included, for the sake of convenience, the images
of Davi, Ganasa, and other such deities since they
are, according bo the Puriinss, related in some
manner or other to Vishnuor Sive. As a matter of
fact, the goddesses associated with, Vishnu and Siva
represent their various divine powers and cnergies.
The images of gods and goddesses are worship.

ped by the Hindus not only in temples as publie
places of worship but also in private households.
Since the regular worship of images requires atben-
tion Lo & great many details in respect of erermonial
purity and piety, such worship is only oceusionally
conducted in many house-holds, even though the
rule is that it should be conducted every day.
Every Hindn honsehold possesses its own images
of the family deity (ishta-dicatas and kiila-divatas) ;
and worship is offered to thew in many fumilies
only occasionally. On all other days a éalagrama,
& bapa-linga, a spla{ika-linga or some such small
object is worshipped, since nothing can be eaten
by a pious Hindu which has not been offered in
worship to his deity. A dlagrama is genomlly a
flintified ammonite shell, whieh is

PUMTREA. tver worn and Shus rounded And
besutifully polished. The river Gandaki, which is
one of the well-known tributaries of the Ganges, is

9
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famouns in India for its deposits of falagramas.
Ench of these has a hole, through which are visible
several interior spiral grooves resembling the re-
presentation of the chalkra or discus of Vishou ; and
these are in faot considered by the peaple to be the
naturally produnced representations of the disens of
Vishou. The §alagrama is in consequence looked
upon as & representative of Vishnu. Remarkable
virtues are attributed to it and fabulous prices are
often offered to some particular specimens of it.
There are treatises on the subject of the examination
and evaluation of salagramas; and there are also,
here and there, & few experts to be found even in
these days for estimating their value. The number
as well as the disposition of the spirals visible
through the holes is utilised in ascertaining which
of the many aspects and avafaras of Vishnu a given
specimen ropresents and what the value of it is to
the worshipper.® The Varaha-purana states that

" A good or suspicious filagrima is one which hss s
chakra, which rossmbles a ndpa (oobra) roposing in a spiral ;
the spirals of the chakra in the filagrama should have in
them delicate truceriss running aaross them, Thoss ddlagrimas
which are of the sizs of an dmalaka fralt or amaller, are very
efticacious. Salaprimas may bo of the fallowisy eolours:
brownish black, grean, white, red, blus, dark brown, jat-black,
yollow or multicoloured. They are siid to belong rexpestively

10
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bhe river-goddess of the Gandaki requested Vishou
to be born in her womb, to which Vishnu sccedad
and came to be born in the river as falagramas.

It is a fairly common sight to find a large
collection of §alagramas in many important temples,
in monasteriea called mathas and even in certain
old households. They are worshipped by Vaishna-
vas and also by persons of the Vaidik Saiva
persuasion ; but the Agamic Saivas and the
Vire-Saivas do not worship them.

to Naragimhn, Vimana, Visudbvs, Sathlarshans, Dimadars
and Anirnddhs, Nariyags, Kshdtes-Vaishoava (7)., and
Hridhnen. A falagrama with three chakras is said o beloug
to Lakshmi-Niriyapa. Fine spiralled ones grant all the
dusires of the worshipper, whereas black ones would pive fama
(kirtd) ; whita {dlagrinias destroy sin, and yellow ones sonfar
sons. Salagrimas of blue, ebo., colours grant posce and
waalth, while red bestows ecojoymeot (bhdga). Even pisces
of the nuspicious filagrimas, might ba worshipped. The fol-
lowing speeimens must be avoided: hadly mutiluted, and rough
surfaced ones, thase having a large mumber of holes or pika, or
sonrred with many lines, porous, unosually large sized, those
having too many spirals, of biavig only coo loop In the
spiral (7), big mouthed or large spirallad, down-looking and
burnt ones, very red oues, (1l Tooking ones, and thoss with &
number of chakras in » ling; worshipping these brings ouly
taisery to the worshipper,

11
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Biina-lingas mostly consist of quartz and are
egg-shaped pebbles. They are des-
cribed in the Siddhanta-saravali
of Trilschana Sivichiirya :—* Banalifigas are liked
by Iévara and may be in sizes ranging from the
eighth of an angula (inch) to one fhasta (cubit).
They may be of the eolour of & ripejambn fruit, of
honey, of u black beetle, or of the tounch-stone, or
may be blue, deep-red or green. The pitha should
also be of the same colour as the baga-liga.
They have to be either like the teat of a cow or
like an egg in shape, and must be highly polished.
These bana-lingas are said to be found in Amaraé-
vars, on the Mah@ndra mountain, in Nepal, in the
Kanyatirtha and Aframn vear the same place. Tt
18 considered that each of these places contains a
crore of bana-lingas, and that there are thres
crores of bana-lingas in each of the following places
of Saiva pilgrimage, namely, Srifaila, Lingadaila
nnd Kaligarta.

Yantras are certain mystic and magical
dingrams engraved upon metallic
_ plates, or, sometimes drawn on
paper, with certain mystic letters in association,
These diagrams are supposed to have the power to
protect the worshipper from ills due to the influ-
ence of evil deities or evil spirits, and to bestow

Bann-lingas.

Tantras.
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on him happiness, wealth and eventually even
liberation from births. Sometimes they are worn
about tha person of the worshipper in small cylin-
drical gold or silver cases. The most important
of the yaniras and the holiest among them is the
Srichakra. (For an extensive trestment of this
yantra, see nnder “ Srichakra”), It is held
generally in very high esteem, but is especially
adored by the worshippers of Dévi.

The pions Hindn regards the cow with the
reverence due to a divine being;
and to him she is as dear as n
goddess-mother. Worship is offered to her by some
Hindus regularly on all Fridays. On certain
important oceasions, she is speeially worshipped,
as for instance, on the day following the Makarg-
safikrinti in South India, In North India, one
often sees cows being freely fod in front of temples
by visitors going there to worship. Every cow is
to the pious Hindu an avefdra of Kamadhéou,
the mythical all-bestowing cow of the god Todrm.

Among the birds, Garuds, she bralaay kite,

o in the wost sacred ; and when a

pious Hindu bappens to see one
of these birds hovering in the sky, he invariably
offers obeisance to it. It is considered to be a
very good omen, if one of these hirds bappens to

—

Cow.
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be seen when one goes about on any important
business.

Worship is also offered to holy rivers like the
Ganges, the Godavar], the Kavari,
gte. The Ganges is considered to
be holy throughout the year: even in the case of
this river, certain specific places along her course
and certain times in the year are held to be
very sacred; and bathing in the river in those
times and places and doing pija to her is esteemed
very meritorious. Varous other rivers and even
certain tanks are considered holy during partioular
periods and on special occasions ; for instance, the
river Kavarl in South India is especially worship-
ped in the month of Tulid (Oectober-November),
and pilgrims from varions parts of India go to
Talakavari, Sriradgam and Sanghamukha, which
are holy places situated at the source, the middle
and the end respectively of the river Kavéri. In a
similar manner, a large sacred tank at Kumbha-
kbnpam, generally held in very great veneration, is
considered to become specially sacred on the
occasion of the Makha-nakshatra in the month of
Miigha once in twelve years; and this occasion is
celebrated as the Mahamakba. The various milas
in North India in relation to sacred rivers and
tanks correspond to the things described above,

14
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Tree worship is also & commion feature in
popular Hinduism. The ajoattha
tree (Fious religioss) is always
sacred to the Hindu. The sacrodness of this tree
to the Buddhist is due to the fact of Buddhn having
obtained his religious enlightenment while meditat-
ing under it. On those mondays, on which the
new-moon {alls, circumambulations and offerings
of various things are wade to the afvattha tree by
many Hindu women. In South Indis, each Siva
temple has some particular tree which is peculinr
to that temple and goes by the name of sthala-
vriksha or the tree of the place.. For instance,
the kadamba (nsuclea kadamba) tres is the sthala-
vriksha of the famous Minakshi-Sundaraévars
temple at Madura; the jambu tree is the sthala-
eriksha of the temple of Jambukasvara at- Tiru-
vinaikkival near Trichinopoly. The tulasi plant
{ooimum bagilicum) is held in high estoom in
association with Vaishoavism, and regular pije is
daily offered to this plant in many Hindu homes
even to-dsy. The leaves of this plant are a5 snored
and pleasing an offering to Vishnu as those of the
bael tree are to Siva.
Another object of adoration to the Hindu is
the sepulchre of saints. Plnoes
i " Ballowed iy She pessenst o€ Auch

Troas.
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sepulohres, or associated otherwise with the me-
mory of saints and sages, are veuetrated all over the
country. For instance, the birth places of Sanka-
riichiirys, RAmdnujichérys and Madhvachirys,
and also the places where these great teachers
passed away, are held in high reverence by their
respective followers. The temple of the famous
Vaishnava devotee Pupdalik near Pandharipir is
visited by all pilgrims who go there to worship
Pandharingth, the tradition being that this god
appeared at Papdharipiir in responee to the duti-
fuloess and devotion of Pundalik.

Many otlier minor objeots, such as inseribed
stones and oven ordinary bricks,
eve., are also made into objects of
worship ocoasionally, The conch shell is used to
serve more than one purpose in the conduct ol
worship. Bul that variety of it which has its
spirals running dexteally clockwise, when viewed
as springing up from within i specially valued and
even worshipped. Indeed, through the processes
of religions sanctification and deification, any suib-
able objeet, small or large, may be made into un
object of worship. In all these cases it is not the
object, as such, which is worshipped in reality :
the object, whatever it may be, is understood to
represent the deity intended to be worshipped.

Qther objecta.
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111

I'mages are divided into three olasses, as chala
(moveable), ackala (immoveables),

of tmapee o2 and chalachala (movesble-immove-
able). The moveable images

are those which are made of metal and are
easily portable ; of these the kautula-biras are
meant for arohana ; the wisava-biras are taken
out, on festive oceasions, in procession; and
balibéras, and snapana-biras,* are omployed in
relation to the daily serviges, for the purpose of
offering lbali to the pariv@ras, and for bathing
respectively. The immoveable images are com-
monly known as the m@la-vigralas or dhruva-
béras, and are generally made of stone and
permanently fixed in the central shrine. Thoy
are invariably Inrge and heavy images, Dhruva-
biras ara of three kinds called sthanaka, Asana
and éayana, that is, standing, sitting and reolining.
In the case of Vaishnavs images cach of these
three kinds of images is further divided inbo, yage,
bhvga, vira and ablicharika vaviesics, These
varieties of the standing, sitting and reeclining

W SRR || Y S W gEe IR |
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images of Vishnu are worshipped respectively by
those who desire to attain ydga or spiritual self-
realisation, bhdga or enjoyment and eira or military
prowess.

There is yet another classification of images
into three kinds as chitra, chitrardha and chitrit-
bhdsa* Ohitra denotes images in the round with
all their limbs completely worked out and shown.
Chitrardha is the name given to figures in half-
relief, and chitrabhasa refers to images painted on
walls and cloths, and such other suitable objects.

Moreover, an image sculptured fully in the
round is said to be eyakfa or manifest; if it is hall
represented, say up to the chest, as in the case of
the images on the mukha-linga, and in what is
known & Trimirti in the Elephants Cave, it is
called vyaktavyakta or manifest-and-non-manifest ;
and objects like the linga, the falagrama, the bana-
Linsga, eto., are said to be avyakta or non-maenifest
form.

o SR AR S | ST
fymsead 0| The Tamil commentary on this passage
runs gs follows:—wéar HyswuBsgyo L
@in  ymrac g 84 8rQuen p Euurmi, ' that
which is measarable by the six ways of measure-
ment i called chitram. Fretwass fadt fafammiE-
ol
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The images of no gods other than Vishnu
should be represented as reclining. They might
all be sculptured as standing or sitting: bnt the
images of Vishnu alone could be in all the three
postures, standing, sitting and reclining.

There is still another classification of 1nages
based upon their terrific (rawdra or wgra), or
pacific (§anta or saumya) nature, The first class
is always characterised by sharp, long Eusks and
ngils, and a large number of ‘hands oarrying
weapons of war. The images of terrific nature have
also wide, circular eyes, flames of fire round their
heads, and are in some cases adorned with human

“ekulls and bones. The raudra lorm of images are
worshipped for the attainment of objects requiring
the use of violence. The éanta or sawmya form of
images are peaceful looking in appearance, and wre
worshipped for the attainment of peaceful aims
and objects. Among the images of Vishyu, the
Viévaripa, the Nrisitaha, the Vatapatrasayin and
Paradurimu are considered to be ugra-mirtis ; and
Siva as the destroyer of Kams, of the elephant
(Gajaba-miirti), of the #ripuras, and of Yama, has
to be terrific in nature and sappearance. “The
terrific images are nok meant to be set up in
temples in towns, but must always have their
temples invariably outside.

19
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Among the aspects of Vishou the yaga form,
be it standing, sitting or reclining, must b
pushrined in o tewple built far away from the
bustle of the village, on the banks of ¥ivers, or ab
the junction of two or more rivers, on hill tops and
in forest recesses. The reason of the choice of such
places is quite patens. The worshipper of the yiga
image has to be & yogi or one aspiring to becoiue
& yigi; he would cortainly desire to have & calm
place for concentrating his thoughts ou the object of
his worship ; and naturally the temple intendod for
she conduct of worship by him has to be away from
bumso babitations. The bhdga form is the forw
best fitted to have the tewple therefure constructed
within towns aod villages, as it is conceived to
be the giver of all happiness to its worshippers
and has therefore to be worshipped and prayed
to by all sorts of men and women belonging to all
conditions of life. The vira form of Vishou, a
fortr which is conceived to be capable of giving
physical power, prowess and strength to conguer
enemies, may bave the temple for it buils either
inside or outside towns and villages.

The ablicharika form which is worshipped
for the purpose of inflicting defeat and death on
enemies is looked upon as inauspicious and is unfit
1o be set up for worship in temples built in towns
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and villages. Therefore, forests, mountains, warshy
tracts, fortresses and other such places are pres-
cribed as being fit for the constrnetion of temples
to enshrine this aspect of Vishnu, (vana giri jala
durgs rashlrants $atrudimukhs).

IV

Various kinds of places are prescribed for the
building of temples to the seversl gods; different
forms of cantral shrines are also described in the
agamas,” us suitable for different deitics, according
as their posture is standing, seated or reclining,

Temples might be buils newr tanks, rvivers, uk
the junction of two or more rivers, oo the ses-
shore, in villages, on the tops of hills and at their
foot, and in places where great and good men
live. The temple of Siva might be conatructed in
the north-east, north-north-east or east-north-east

*The worda dgams snd fantra are usad throughout this
work as aynonymous ; strictly spmaking miﬂlldilnhi
dightly from a tsatya. The former is said to deal with bwsnky-
fivo subjoats, such ss the nutura of the Brahman, Brahbom-
vidy§, the names of the different faniraz, creation and destruc-
ion of the world, ate, The Inttar treats of only seven ouk of
bhe twanty-Bve subjects deall with in the Ggomas. Some-
timaa tha woed yamals is used an synonymous With Agama
and tantra - and & yimaia desls with cnly five out of the
twenty-five subjects in the dgamas

an
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corner of & village ; that of Vishpu, in the west ;
of Siiryn, in the east of the village and facing the
west ; of Durgs, in the south ; of Subrabmanys, in
the north-west. The Sapta-Matrikias or Mother-
goddesses with VinSyaks are to be set up in the
north nesr the fort walls, on the edge of the sur-
rounding moat faging the north side ; Jy@shthadavi
is to be set up on the banks of tanks.

Different sorts of vimanas or domed central
shrines mre mentioned in the agamas and tantras.
Some of them are square (sama-chaturafra) or
ciroular (vpitfa) in ground plan, while others are
rectangular (ayatasra) or oval (vrittayata). Of
these the square and circular varieties are prescribed
for enshrining the sitting and standing figures of
deities, while the rectangular and the elliptical
varicties are naturslly reserved for the réclining
images of Vishou.

The #agana form of Vishou may have its
temple facing any cardinal point. Ii the temple
faces the north, the head of the recliming image
must be to the east; if it faces the south, the head
must be placed to the west ; in tetples facing east
snd west, the head must be to the south. This
means that in cases, in which the temples fnce the
north, the south, or the east, the head of the
reclining figure of the deity is to the left of the
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worshipper ; and only in the case of temples facing
the west, the head of the deity is to the right of
the worshipper,

V.

It has been pointed out that the worship of the
different aspects of the diety, as the

The effects of ybga, bliaga, vira and ablicharika,
Hieruntaeleien. is intended to enable the worship-
per to achieve certain desired

ends. When the diety is in the fayana or the
reclining attitude, the worship theréof is said to
produce different resulta to the worshipper aocord-
ing as the head of the image is in the north orsouth
or east or west. If the head is in. the east, the
worship grants peace (fantidam) ; if in the west, it
produces plenty (pushthidam); if in the south,
victory (jayadam) ; and if in the north, abhichdrika
vesults, The daily worship offered to Vishnu
in public temples is regarded as lending to the
increase of the population in the place. The
worship of Indra gives plenty to the people. The
worship of Subrabmanya and Chimunds keeps
children in sound health while that of Sirya
removes all ailments, physical and m"""
Worship offered to Kima bestows on ihnwm
a benutiful body. Gapiéa always vouchsufes his
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votaries freedom from hindrances in their under-
takings, while Durgd and Uma grant victory.
The worship of Lakshmi brings wealth and
destroys poverty, while that of Sarasvati results
in enabling one tosecure learning and the power of
speech. The Saptamatrikas grant their worshippers
wealth and happiness. Siva is said to be capable
of granting, according to the Kamikagama, all the
results that may be expected of all the varions
gods.

Agnin the vgra and the fantamiirtis of Vishpn
or Siva are looked upon s granting different results
scconding to the position in which their temples
are constructed in the village. I the ugra form
of a god is set up for worship in the east, the
village will soon be rained ; if it is seb up in the
sonth-east, the women of the plnece will become
immoral ; if in the south, ghosts and demons in
crowds will cause trouble to the people; if in the
south-west, the population will dwindle through
sickness ; if in the west, mental unhappiness, bad
conduct and mournfulness will arise ; if in the north-
west, bad conduct will become rampant among
the people ; nnd if in the north, they will be sub-
jeoted to all sorts of aiffiction. It is only in the
north-enst that the wora forms of gods may be
enshrined harmlessly s0 as to grant prosperity and

U
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abundance of children. The setting up of an ngra
image in the midst of a village is striotly prohi-
bited. If there happens to be a raudra-mirti in &
village, a antamiirti should be set up before it to
counteract the evil effects, or nt least & tank must
be dug in front of the temple. Such things go to
pacify the terrific gods,

A fantamiirti may well have its temple in the
middle of a village. Such a mirti grants happi-
ness, long life, sound health to the people and
viotory and prosperity to the king of the country.

Varghamibira, the great Indisn sstronomer,
states that the prafishtha of the varions gods should
be through the hhnds of persons of the caste
pecnlinrily suited to the diety that is to be set up.
Thus, a Vaishnsva imsge sbould be set up in
temples by a Bhigavata; that of Siva, by & Briih-
mana who wears the bhasma ; the Mags Brilhmanas
should be employed for the setting up of the image
of Siirya : Brithmanas ahonld be employed for the
pratishika of Brahmi; and Jainns and Bauddhas
should set up the images of Jina snd Buddha
respectively : those syho worship the Mitri-mandala
should alone be employed for the setting up of the
Saptamityikis,
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Ly
To the Hindu, the owmnipresent God, who is
the father of the universe, appears
Hindu point 10 reside in everything, as much in
M" "% the loving heart of the devotee as
in stocks and stones, His God
may or may not be conceived as anthropomorphic ;
the form of the conception depends upon the stage
of sdvancement of the worshipper in the culture
of divine knowledge and spiritusl wisdom. To
a yogin, who has realised the Supreme Brah-
man within himself, there is no need of any
temple or any divine image for worship; but to
those, who have not attained this height of realisa-
tion, various physicsl and mental modes of worship
are prescribed, and roles of various kinds are laid
down in relation to conduct. The Hindu §asiras
prescribe image worship to weak unevolved persons
in particular.” The Jabala-upanishad distinctly
asserts that the ybgin perceives Siva in his heart,
and that images are meant for ignorant men.t

Aoy wfaar Fratasr | Chhaldrd's commentary on Madbvi-
charya's Tansra-sira. !
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Again, the worship of images, ib is said, brings on
ve-births and is not therefore to be resorted to by the
yagin, who desires to free himself from them.®
Accordingly, the images of the Hindu gods and
goddesses are representations of the various con-
ceptions of divine attributes. It is plain that the
thonght of thinkers is made manifest and concre-
tised by various means, such as speech, pictorial
and sculptural representations, and signs snd
symbols. All these means have been utilised in the
history of humanity for bringing divinity down to
the level of the common man and lifting him up
gradually to the sublime height of true divine reali-
sation. 'This is indeed what the seers of India have
done. Sculpturally it may be said, the number of
hands in an (mage represents the number of attri-
butes belonging to the deity, and their nature is
denoted by the ayudha held in the hand or by the
pose maintained by it. The larger the number of
hands, the more numerous are the attributes
conceived ; and the image with wany hands is
considered to be tamasic in character. Similurly, the
loss the number of hands, the less numerous are the
qunas conceived ; and the image may thus be made

I
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to approach as nearly as possible the description of
the sttribnteless Braliman. Hven in image worship
there are thus different grades of evelution. An
iunge, therefore, has to be understood to be a
symbol meant to keep before the eye of the worship-
per certain attributes of the deity he undertakes to
worship and upon which he desires to concentrate
his thoughts.

It may well be said that images are to the
Hindu worshipper what diagrams are Lo the geo-
metrician.  To the latter, an ill-deawn free-hand
circle serves the smne purpose in his demonstration
88 4 peat compass-drawn circle. Bimilarly, to the
Hindu even an ill-shaped image, but one made
according to the direotions given in his fastras
serves bhe same objeot as u very artistically executed
imsge, provided it is made in strict conformity
with #aafraic rules. Hindu worshippers of imoges
ignore beauty passively; and this negligence of
artistic werit on their part bas tended to muke
the sculptor very often u careless worker.

Thus, the standpoint from which the Hindo
views the images of his gods and goddesses differs
very lorgely from that of the Greek. While
symbolism has been the essential feature of Hindu
mlpmgha Hindu artist was not averse to secure
besuby in his images. As 4 wattor of fact every
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Agama and Tantra insists upon the necessity of
making the images as beautiful 4s possible. When
they happen to be ill-made, the fanlt is attributable
antirely to the incapacity of the artist. Neither the
Hindu ideal of art nor the injunetion given in the
written authorities of the Hindus is responsible for

ugliness,
V1.

The foregoing remarks lead us naturally to
look at the probable causes of the

Decadence of decadence of the iconoplastio art in
e causre. " India. There is no doubt that the
arts of sculpture and painting

attained an amount of perfection in sncient India,
which could stand comparison with whai was
attained in other civilised countries. The Indisn
artist was not wanting in originality and vigour in
the handling of his subjects ; he was also brae to
nature, and in his representations of mmlsﬂﬂ
birds he is often unsurpassed. In the early period
of the history of Indisn art, the itnagination of the
artist was not tied down by mechsaical rules; which -
bocame the bane of art in luter times. Tha early
soulptor was guided by his own observation and
imagination, and dealt with his subjects with &
freedow, which made him able to produce very

20
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pleasing results. He had an eye for the beautiful as
wall as for the humourous, and he always gave free
scope to the display of his powers, although he never
forgot the religions motive behind his workmanship.

The first cause that brought about a change in
this natural and progressive state of Indian art was
the entrance of Tanério ideas into the worship of the
Hindus as well as the Buddhists. The various
aspects of a divine being thus came to be repre-
sented by various heads, und its various attributes
by its various hands. The sculpturing of such
complicated conceptions in the form of extra-
ordinary humsn beings with several heads and
hands was always attended with a certain amount of
mnavoidsble nnnaturalness and clumsiness. Like
all art, the Indian iconoplastic art also has to be
judged from the standpoint of its motive. To those,
who cannot appreciate this motive, the very ideal of
the art remains hidden and inexplicable. The con-
sequence is that such eritics can pronounce their
opinions only on the techuical details of the artist's
workmanship, but ean never grasp the soul of his
art. The medimval period of Indian art is nob
wanting in really noble and strikingly artistic pieces
of sculpture in spite of many of these having more
arms and more heads than orvdinary man has.
1t is well known that even in Europe the old
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mythological art presents many uncommon and
unnatural combination of strange elements. The
justification of these combinations is in their
motive; and the art which exhibits them ecan
certainly be artistic. Tt has to be granted, however,
that it is far from easy for such art to be really
artistic.

The second and the most potent cause that
has injuriously affected Indian iconoplastic art is
the hard and fast rules laid down in the Agamas
and the Tantras for the making of images. There
is no doubt that the authors of the Agamas devoted
a large amount of attention to the beauty of the
human figure studied in general; and as a con-
sequence of this they naturally laid down the pro-
portions and measurements of the various limbs
and organs of the human body. The beliel that
these measurements onght not to be disregarded
under any cironmstance came into vogue lateron in
recognition of the authority of the Agamas and the
Tantras. The artist thus beoame handicapped, and
his imagination had no fresdom of action. Not
much seope could be given to the display of the
genius of the nrtist, under any Ciroumstinoos,
ulthough there is-an Agama rule to the effect that
“the artist should fashion the image ns best ag he
eonld.”

a1
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With the decline of the Hindu kingdoms, the
temple building activity of the Hindus ceased | and
with it, to a very large extent, the sculpturing of
Hindu images also ceased. The orthodox school
of soulptors, who followed the Agamic instructions,
has very nearly died out. The modern set of stone
masone in South India manufacture stone images
of very inferior workmanship (See PL B.). In
Northern India there is a disregard of the Agamic
rnles ; and whether it is dae to want of knowledge
or to other causes, it has produced certain salutory
results. Inflnenced by Western Art in all prob-
ability, Rajaputana, Central India and the
Bombay Presidency have been able to adopt in
recent times a renlistic style of sculpture ; and some
of the modern marble images of Krishna and
Radhs, of Vishou and Lakshmi, of Ganésa snd
other gods and goddesses offered in the bazaars for
sale, are very pleasing ; & few of them are even
artistic in reality. Freedom for the display of
thought and feeling through art constitutes the very
life of all art ; and the art of image-making eannot
be treated as an exception. It is not that the Hindu
does not desire that the images of his gods and
_guddms- should be scalptured besutifully ; but he
will not easily tolerate any glaring departure from
the rules laid down authoritatively in his Sastras.
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VIIL

If one studies the senlpture of India from the
historic point of view, he cannot

tenar aracteristic  foil to notice that there have been
e ioas,  different stages in the evolution
of the art here as elsewhere, To

be able to assign a given piece of seulpture to the
particular stage of its evolution, it is necessary to
- know with some amount of aceuracy the various
peouliarities of the earlier and later senlptures,
All the earlior specimens of sculpture are in general
free from the cramping influence of artificinl rules,
and are notably realistic ; n desire on the part of
the artist to copy nature as faishiully as possible,
is plainly visible in his work. In his human
studies, the bust, thongh fally formed, is not stiff
and severe in its contonra as in the lster speci-
mens.  As in later workmanship, the chest does
not end abruptly, and the abdomen begins making
sharp angles with the former. There is & geotle
marging in of the one into the other without auy
marked line of demarcation between them; the
outline of the whole of the body is like two gently
aurved brackets placed at a little distance from
ench other with their concave opening side turnad
ontwards and reserubles more or less the ontline
of the face of a cow. Whereas, in Inter seulptures,
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we see the outline of the body to be the outline of
the thistle flower; the lower circular portion
represents the abdomen beginning abruptly and
with a severe and unpleasant angle at both sides
from where the thorax ends. In the earlier faces,
the nose is rather short and the lips are somewhat
thicker than in the later ones. The eyes are less
artificial in that they are not disproportionately
long. The face itself is noticeably round in out-
live in the eatlier art, while it is oval in the later
specimens of soulpture ; and the chin is invariably
shown somewhat prominently, although it is really
smaller in proportion than what is demanded by
sccurate art. In the later sculpture, the nose is
simply n long triangular pyramid attached by one
of its sides to the fmce with the apex turned
upwards, It is so awkwardly attached to the face
that it is alone enough to mark off the sculpture to
be quite modern. The sharp upper edge running
throughout the length of the nose, the acutely
pointed tip at one of the junctions of three edges
in the clear-cut tetrahedron making up the nose,
the broad wings and the single point at which the
nosé ends at the top, are all very peculiar to the
works of the later period. The limbs are also
soulptured with severe and abrupt outlines; for
example, the muscles of the upper part of the
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chest in male figures are so modelled as to protrude
in relief with their margins rising abruptly from
the general surface of the chest. The folds in the
sbdomen are also worked out in a very artificial
manner which is at once stiff and unpleasing in
effect.

In the early sculptures the arrangement of
the drapery is very effective and natural. The
folds and croases are delicately worked out sud
the dress is shown to flow freely down the sides
and on the person of the figures which it clothes.
One cannot deny that there is a certain amomut of
conventionality in the armngement of the folds
oven in the early soulptures; but the conventional
mode of the formation snd dispossl of the folds in
the specimens of later workmauoship is very sbrik-
ingly nrtificial. Tn the later sculptures, the heavy
central folds of the under-garment descend in &
sharp conical form dowa to the ankles, the lower
part ending in a poing which protrudes somewhat
forward. The smaller folds are represented as
ranning ncross the thighs and she forelegs, and
are marked by & couple of deep-out equi-distant
lines slightly curved from above to indicate their
descent downwards, On esch side of the figure

there flows down a portim_ulthim&nf anuth?r
aloh worn as & girdls, which end spreads out in
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the form of u fan (sce the figs. on Pl. XXXV and
LV.) The lines ropresenting the minor folds in
the drapery of the figures of the mediwval period
are less artificial and less unpleasant in effect
than those of a still later period.

Viewing broadly tho conditions and charscter-
istics of Hindu sculpture, it may well be suid that
there are four different schools representing four
different regions of India. The first comprises
what Mr. V. A. Smith ealls the Mathura school.
The second school is represented by the sculptures
of the early Chalukyas of Bidimi and also by those
of the Pallavas of Kinchi. All the three groups
comprised within these two schools are marked by
the same characteristios of simplicity and elegance
eombined with much natural realism. 'I'he South
Indian sculptures of a later period corresponding to
the re-established dominancy of the Chdlas snd
Pandyas are but the continuations of the Pallava
style, and may therefore be classed conveniently
with it. The third school of Indian sculpture is
the later Chilukya-Hoyzals school, which is distin-
guished [rom the other schools by its extremely
florid style of ornsmentation and delicate tracery
in details (See Pl. C.). In this school convention
naturally holds & dominuut place ; and we notice a
striking similarity between figures representing the
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INTRODUCTION.

same subjects, although they may be found in
different und distant parts of the country ; the same
kinds of ornamentation; clothing, bead-gear,
posture and grouping may be observed in the same
subjects in o uniform mannér. The fourth school,
which resombles closely the third in respect of
ornamentation and grouping, is chiefly reprosented
by the sculptures of Bengal, Assam and Orissa. 1t
is b once recognised by the human figures therein
possessing round f{aces, in whieh are set bwo oblique
eyes, a broad forehend, a pair of thin lips and a
small chin (see figures 2, Pl. LXXII and 2, Pl
XCII).* To these may be added the improved
modern sculptares in marble found in the Bombay
Presidenoy and elsewhere, and slso the wew
characterless sculptures of the Madras Presidency.
They are, however, of & miscellaneous character
and are too incongruous to form anything like a
school, All the images, the ‘photographs of which
are reproduced in this volume, are assignable to
one or other of the first three schools above
mentioned, the Bengal, Assam and Orissa sobool
being referred to only very occasionally.

“ We are informed by M. Absaindranath Tagora loab
\bia sork of feee is known in Beagal as of the pin bype (See
Mod. Review for Masch, 1014, p. 261).

o
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IX.

It is an interesting phenomenon bo note that
there are vigissitudes in what may

mg be called the fortune of nages as
gods. objects of worship. As time passes
on certain images somehow cease

to be popular and their worship is eventually
discarded. Similarly, the contrary process also
takes place nnd imoges unknown to religious fame
beoome quite fatnous. New imnages are often set
up, and in time they too become popular and
{amous. The three important goddess-images of
earlier times (from the 5th to the Oth Century
AD.) are seen to be those of Sri, Durgi and
JyBshthd. Of these the two first are sbill popular
but the last one is almost completely forgotien
‘as an object of worship. That Jysshtba was
once an important goddess is evidenced by the
fact that in the Badhayana-grikya-sitras a whole
chapter is devoted to the description of the worship
of this goddess, and that the Srivaishnava Saint,
Tondar-adippodi, complains in ove of his Tumil
hymns that people were in his days wasting their
veneration upon JySshthadavi, ignoring the
Supreme God Vishnu, the greatest giver of all good
gifts. The Jyeshthadévi group of three figures—
a large female figure in the widdle with &
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bull-headed male figare on the right and & good
looking female figureon the left—(see Pl. CXXI),
is now often thrown away as lumberin some corner
of the temple compound; and, when rarely it is
suffered to ocoupy its old place in the temple, it is
left uncared for and no worship is offered to it.
This is the casein S.India; in N, India also the
goddess does not appear to be treated any better.
She appears to be worshipped in Bengsl, Orissa
and certain other parts of India by low caste people
under the name Sital&dsvi or the goddess of small-
pox; there isnn image of hers in the Bhileévar
temple in Bombay, snd is worshipped on certain
occasions by the women there.

Another instance of such & vigissitude may be
noticed in the case of the images of the Varibs
(boar) and Nryisimba (man-lion) incarnations of
Vishpu. Almost all the early temples have the
figures of Varaba and Nrisithha set up in them:
the Tantras and Agamas require the figure of
Nrisimha to be set up to the west of the central
shrine even in Giva temples. As amstter of fact
an image of Kavala or the Yaga form of Namsitihs
is found inaﬂinhﬁ@lhﬁmnfihﬂﬂﬂhﬂl
shrine or the pimana in all old temples Separste
temples buils and dedicated wholly to Narasirizhs
and Variba in the paluy dsys of the Chalukyss
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of Badami and the Pallavas of Conjeevaram. But
no one hears in these days of the pratishtha of a
new image of Nyisithha or Varaha anywhere. In
a large number of the older temples Variha
and Nrisiaha are even now worshipped, but in
the South of India their popularity has very
considerably waned. In the case of Nrisimmha the
belief in modern times has been that he, being an
ugra marti, will, if not properly worshipped in
due form, burn down villages or otherwise cause
harm to the people.

The worship of Kartikéya or Visakha is
ecommon in South India, where the god is known
generally by the name of Submahmanya. It may
well be said that there is not a village in South
Indin but does not possess a shrine for this
favorite deity. To the Hindus of Northern India
this god is known only in name. Nowhere in the
north is he worshipped by decent people, and no
Hindn sumangali (married woman) goes 0 a
temple of Kartikéya in Central India. Because
Kartikéya 18 not worshipped in North India at the
present day, we cannot argue that his worship was
always unknown in those regions. In fact we
come neross the figures of this deity in the rock
temples at Elepbanta and Ellora, in Orissa and
certain other parts of the country. Probably
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Subrahmanya was regularly worshipped in Central
and Northern India.

Another such instance is the form of Vishuu
a8 Yogasamiirti, that is, Vishonin the yoga attitude,
This figure is found in the famous temple st
Badarvinith on the Himalayas, and replicas of it
are even now in 4 few places such ns Srivafigam.
One such replica was discovered recently at Bagali
in the Bellary district of the Madras Presidency.
Otherwise the worship of this [orm is rare. The
instances given are enough to show the trend of
change in Hindu faith in the matter of the choioe
of images for popular worship.

X.

New deities and their images are Also séen to
come into existence from time to

poration of8ew  pime.  This is.due genernlly 10 W0
or three couses. One of these is

the apotheosis of saints sod dchdryas. In S. Trdin
we find in varions temples many lmages represent-
ing Saiva and Vaishava saints who are known ta
history as having been grest centres of - light and
leading in their respective fniths. For instance,
Sirnttondar was & conlamporary of the Pallnya
king Narasitihavarman, haviog in fact been one of
his geuerals, Tirnjiauasambandba and Vigisa

41



HINDU ICONOGRAFPHY,

(Appar) were also contemporaries of this king. All
these three are canonised and their images are seen
in all such Siva temples as can lay any claim to
any sort of importance in the Tamil land. Simi-
larly, there are images of historical Vaishnava
saints enshrined in numerous Vishnu temples in
South India. Moreover, temples and shrines are
erected for acharyas like Sankara and Ramauujs,
and for other minor gurus also like Vadantadasika
and Mapavilamamuni. In the bed of the river
Bhima near Pandharipiir is the pretty temple of
the famous sage and devotee Pundalik, to whom
god Krishna appeared at that place in the form of
Purandhara Vitthala or Pundaliks-Varada in
response to his prayers. Images like these are
more or less of local interest in most cases, and not
found in the common pantheon of the Hindus.
The 8. Indian Saiva and Vaishnava saints may be
said to ba practically unknown in N. India, and
the Santa-sangha of N. India is indoed little under-
stood in 8. India.

The fanciful rendering of the names of certain
important places has sometimes given rise to a new
god and his image. For instance, Kafichipura is
known to ancient Tamil literature under the name
of Kachohi. There is now a temple in Conjeeva-
ram dedicated to Siva as Kachchiyappaévars, which
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name is Sanskritised into Kachohhap@évara. The
literal meaning of the correct Tamil form of the
name of the god is the * god Kachchiyapps' or
* the Iévara set up by Kachchiyappa.' Bus kachch-
hapa is the Sanskrit word for the tortoiss; and
Kachchhap@évara, the Lord of the Tortoise, must ba
Siva as worshipped by Vishouin his Karmavatira
or tortoise-incarnation. This linguistie fancifulness
has been perpetuated in soulpture, and an image
embodying this fanoy is set up undsr a free in the
prakara of the templa (See PL D.). This naw-
comer into this ancient temple is, however, entire-
ly forgotten, and even the piijaris in the temple
are not able to say what that piece of senlpture
really represents.

A similar ocourrence may be sean in relstion
to the names Chidambaréévara and Chitsabhada.
These names have also come into yogue ns the result
of the Banskritisation of & distinctly Tamil word:
The old name of the place in which the temple of
this god now stands was Tillai or Tillsi-vanam.
In Tillsivanam, there was evidently & temple of
small proportions, called Chirrambalam or the
small temple. When the god of this temple be-
came the family deity of the Ohdls kings, the
temple began to receive much royal consideration,
Gradually ‘the small temple " grew in isize by the

43



HINDU ICONOGRAPHY.

addition, by successive kings, of prakiras and
gbpuras, mandapas and tanks, and so on; still it
retained the old name of Chirtambalam. It is
in faot praised in song a6 Chirrambalam by Tiru-
jignasambandha and Appar and also by the
much later Sundaramirtii. The popular pro-
punciation of this word Chirrambalam is general-
Iy as Chittambalam; sand this became quite
ensily Sanskritised in form into Chidambaram,
which again was paraphrased as Chidakasa, There-
fore the Linga worshipped in this temple is con-
ceived to represent the element akasa or ether.
There is yet another modification which Chirram-
balam underwent in the hands of such Sanskri-
tisers of Tamil names, and that is into the form
Chitsabbg. The origin of this forin is easily made
out, if the previous modification of the name is
borne in mind. The word ambalem in Tamil
mesns & hall which is translatable in Sanskrit as
sabla. Thus arose Chitsabha, and the god therein
became Chitsabhésa, that is, the Lord of the Mind-
hall. Thus the two names Chidambaréévara and
Chitsabhésa ¢ame into existence; thus also must
have arisen the association of the sphatika-linga
of the temple with these names.

Sectarian prejudice has often oreated new
nnages. A very good example of this may be seen

“
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in the creation of Sarabbamirti as a manifestation
of Siva, considered to have taken place with a view
to curb the ferocity of Narasimha, the man-lion
incarnation of Vishou. This avatara of Sivs, if
we may so call it, is a enrious combination of man,
bird and beast. (See Pl E,)

Another exampla of this tendency 1s seén in
the case of what is known as Ekapadamirti. This
is an image of Siva represented ns the chiel deity
having on either side the figures of Vishpn and
Brabmg projeoting from him. This group is meant
to symbolise the ides that the Supreme God of the
Universe is Siva and that from Him haye evolved
both Vishpu and Brahma. In opposition evidently
to this Saiva view, and with an equally strong
Pauriinic suthority on their side, the Vaishnavas
have similarly represented the Supreme God as
Vishnu with Brahma sod Siva procesding from

Him. (See Pl F).
Often in the Pwranas Siva is said to have

paid homage to Vishou and equally often is Vishau
said to have paid homage to Siva. An inberesting
instance is the story of Vishpu offering redemption
to Siva from the sin of Brakmahatya or Brihmin-
killing. A similar Saivs instance is the story of
Siva being pleased with the devotion of Vishyu aod
hestowing on him in apprecistion of that devotion
45
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bhe discus or the chakra. Images representing
these events aro found in more than one temple;
the image of Siva as Vishnvanugrabamiirti, that is,
as Siva, pleased with Vishnu and presenting to
him the chakra, may be seen in the sculptures of
the Kailasanfthasvimin temple at Kafichi.

XI.

It may be seen that the Trivikramavatara

of Vishgu is sculptured, with the

mmm ?Bma details, and the same _g;mfxp-
teas andAgamas. ing of the members constituting
the theme, whether the image

happens to be found in Madras in the South, in
Bombay in the West or in Bengal in the North-
East. The only difference observable in the
images belonging to the various parts of the
country is in the outline of the features and the
details of ornamentation. The Brikat Samhita-
of Vardhamihira says ——déianuripabhiishapa-
vashalankara-murtibhih karya pratima lakshana-
yukta sannihita vriddhida bhavati. This means
that the ornamentation and clothing and beautifi-
cation of the images should be worked out in
aocordance with the nsage in the country in which
the images are made. Images mnde socording o
the rules laid down in the Sastras, when set up in

w.
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the neighbourhood, bestow prosperity and progress.
It is thus required that the outline of the faces and
features and the details of clothing and ornamenta-
tion should be made to vary from place to place
according to local nsage. I'n other respects no varia-
tion was allowed or enconraged. It cannot ba seen
that there has been in any part of India any new
canon of art other than the rulés prescribed in the
Agamas and the Tantras, From the uniformity
observable everywhore thronghout India in the
arrangement, say, of the individval figurea belong-
ing to n subject, it is clear that the rules laid down
in the Agamas and Tantras have had a very
general application. The same rules having been
obeyed everywhere in the matter of maling images,
it is no wonder that the same results have been
produced by artists belonging to all parts of the
country in so far as the art is apt to be bound
down by rules.

XII.

throngh the desoriptions of the
various images, a4 given in this
volume, the reader will come upon
a few instances, in which the
sculptures of two different parts of
the country differ in some import-
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ant details. Taking the images of the sun-god
Siirya, for example, we find that the Agamas lay
down the rule that the two bands of this deity
shouid hold two lotuses, going up to the height of
the shoulders. In the sculptures of Bengal, Orissa
and parts of Central Indin, we meet with images,
wherein the hands of Sfirya are at the level of the
waist, while the lotuses are made to reach the
height of the shoulders. In other instances the
hands themselves are invariably raised up to the
level of the shoulders. This appears to be due
to a difference in opinion with regard to the inter-
pretation of certain passages in the Agamas and
other allied works. In this oase, it is clear that
some senlptors nnderstood the passage as referring
to the hands being raised up to the shounlders, while
others took it ns referring to the position of the
lotuses, A number of other instances in exemplifi-
cation of differences in sculptures arising [rom
differences in the interpretation of the original
texts are drawn attention to in the body of this

treatise.
XIIT,
The materinls recommended in the agamas
for the making of images are wood,

Matarials em- . :
m mak-  gtone, précious gems, metals, earth
und also & combination of two or

is
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more of the aforesaid musterinls. The precious
stones enumerated in the agamas for the purpose
of making images are sphatika (erystal), padmara-
ga, eajra (dinmonds), vaidiirya (cat's eye), vidruma
(coral), pushya,and ratna (ruby). Of thess, spha-
fika is said to be of two kinds, tho sitrya-kanta and
the chandrakanta. Another authority adds brick.
kagr-karkara (s preparation the chiefl jngredient
of which is the lime-stone) and dania (ivory) to
the imatenals noted abova. Alwmoui all the dhriiva-
b#ras, that is, the imnges set up permanently in
the central shrines of Indinn temples, (Hindu,
Bauddha or Jaina), happen to be generally made of
stone. ‘I'hero aro s isw instances of such pringipal
images being made of wood; the most famous
instance is in the temple of Jaganniths of Puri,
The figure of Trivikvama in the centenl shrine of
the large Vishnu temple at Tirnkkdyildr, (South
Arcot district, Madras Presidency), is also wnde of
wood. Brick and wortar or kagi-farkara hnages are
also oconsionally et with in several temples; in
the famous temples at Srirafigam sod Privandmm
(Anantaéayanam), the main cetitral images are
mnderstood to he of this kind. Mutal is rarely
employed in the making of dhruva-biras ; this
matarisl i slmost axolusivaly nsed for cssting
uteava, smapana and bali images, Instances ars

40
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nok unknown in which precious gems are employed
as wmaterial for imsges. The palace of the king
Thechww of Burmab is suid to have contained s
large ruby image of Buddba. The temple nt
Chidambaraw has a sphatika-linga which is about
nine inches in height and has a pindika (base)
of a8 many iuches in dinmeter.

In regurd to bronze images, it is believed by
some that India could not have known the cire
perdue method of making metal images earlier than
about the tenth century A.D., and that India must
have therefore borrowed it from Europe. That the
art of casting metals in wax moulds is much older
in India can be shown in more ways than one.
Taking first literature, we meet in it statements
like the following :—idhajatvd madhiicholhhishiam
agninardrikritantu yat! vastrina $odhayst sarvam
dosham fyakéoa tu §ilpina), which means thas, if
images have to be cast in metal, the wax must
first be melted and poured (out of the mould) and
all defects removed with cloth. (Karapagama,
chap. 11, v. 41). Again, verse 21, chap. 34 of the
Suprablé@dagama runs thus —mrigmaiam  yoadi-
kuryachehzolohhiilan-tatra prakalpayst Idhajancha
villshina madhichelhish@na nirmitam |, thatis, if
ths image is required to be mads of sarth, rods
(of metal or wood) miust be inserted (in them) ; if of
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metals, it must first be prepared well in wax.
Liaatly, the fourteenth patala of the Fisknn-samkita
bas this—I0h3  sikifamayim-arcliam  Earayitva
mridavpitam-suvarpading  samdodhya  vidvavyaie
gira-vapunah-kufalaih kirayidyatntt sampivrpam
sarvatd ghanam, which means that, if an image s
to be made of metal, it must first be made in
wax, and then coated with earth. Gold or other
metals are purified aad cast into (the mould) and a
cowplete image is thus obtained by capable
workmen.

Secondly, there is plenty of epigraphioal
evidenoes to demonstrate that the art of metal
casting was practised in South Indin long before
the tenth century A, D. In the several insorip-
tions of the reigns of the Chala kings, Rijargja-
déva the great and bis son, Raj@ndeachdiadéva,
engraved on the central shrine of the Bribadiévam
temple at Tanjore, we meet with scores ol refer-
ences to images cast solid snd hollow.”™ It ia well
known that the first of these kings reigned in the
last quarter of the tenth century sud that the

** ghanameiga  elwndarwjuvitts  Chasdirara-prasida-
dipar,’ that ls, the god Chapdifvare-praside-déva cast aolid
and seb up; (8 1. 1. Vol II, p, 184), 'ghasa-polial-dga-

chohoyila vishabham®, u bull esst hollow, I8 L L Vol 11, & ol

pago 176}
61

o]



HINDU ICONOGRAPHY.

seoond raigned in the beginning of the aleventh
century. Hence it may be asserted without fear of
contradiction that the Indians were familinr with
the art of casting mebals in wax moulds earlier than
the tenth century. The bronge images of Mahi-
shasura-marddang, Sakti, Ganaéa and Nandi port-
rayed on the plate. preceding page 241, in the
Annual of the Director-General of Archmology for
India for 1902-3, are cousidered to be as old as the
beginning of the Bth century. All these instances
besr out well the statement that the art of metal
casting is an old one in Indisn and is evidently
indigenons.
XIV.

The images in the central shrines, the dlhrvva-
b#ras, whether made of stone or

pataten o ToIs  mortar, are in these daye covered
Tl PO with oil and made to look blnck.
At what period in the history of

image worship this practice of smearing the images
with oil came into existence, it is difficult to By ;
but there is not the slightest doubt that it is com-
paratively a recent practice. The dhruva-biras, the
kautuka-béras and the utsava-béras ave, according
to the Agamas, not to be bathed in water. For this
purpose of offering the bath the mapana-béra is
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particularly intended : and the bathings ave pre-
seribed in the Agaman to these images alone. In
the earlier and the medieval times, the dhreca-
baras nsed to be coverad with u thin coat of stuoeo,
which was painted afterwards with the eolony
mpproprinte with each god. Hence it is that we
are told, in the desoriptions of images, that the
colonr of this or that image is black or blue or red
and so on. Even now there may be found » few
temples in which the dhruva-bras have still the
old paint on them ; for instance, the Vardhasvamin
cave at Mahgbalipuram contains, in its central
shrine, the painted fignres of Variha and his
consort. There are traces of paint to be seen on
several images in the caves of Ellora and Ajanta,
The rules regarding the colouring of images
are applicable to mural and other paintings also.
The Hindus were employing canvas for painting
purposes from very early timea. [t is distinctly
mentioned in Sanskrit works of anthority bhat
walls and cloths afford the surfaces oo which
chitrabhasa images are to be painted—pafs bhittan
cha yo likhyan chitrabhasa-shdchyafds, (Suprobhs-
dagama). Elaborate instructions sre given for
the preparation of the surisce of thecloth intended
to be painted upon, ss also for the prepartion of
colours. The very name chifrabhasa applied for
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painting is suggestive of the fact that the principles
of light and shade also were well understood pretty
early by the Indians. This word ehitrabhiasa means
that whioh resembles @ chifra or solid natural
image. The appearance of solidity comes to a
picture puinted on a flat surface only when light
and shade are properly disposed in the picture.
From the severnl instances of ancient painting
fonnd in India, it is easy to form an estimate
regarding the great progress made by the Indians
in the art of painting in the early times. The
frescos of Ajants and several wall paintings in the
teroples on the Malabar coast of the Madras
Presidenoy, which Iatter bave not as yet attracted
the attention of scholars, disolose a notable sdvance
made in India in this difficult art of painting.

XV.

In sculpturing such objecta as the air and
water, certain conventional devices are employed.
Air, for instance, is shown by lines resembling the
outlines of & cumulus of clonds, (See Pls. XLIX
and LXXXIV); and water is represented by a
number of wavy lines, between which are worked
out the buds, the half-blown and the fall-blown
flowers and the leaves of the lotus, and such
aquatic janimals a5 the fish and the tortoise and
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crocodiles. (See Pl. LII und PL CX), The
device by which fire is indicated in sculpbures is
described elsewhere (see page 7). Mountains sre
shown by a uumber of boulders piled one upon
another, (See Pls. LXV and LXVI): trees are
generally shown as in pature in all schools of
sculpture, (See Pl 1IV), except the Chilukya-
Hoysala school, wherein they are worked out in an
ornamental and conventional wanner, (See
Pl. LIII). Celestial beings sre distinguished from
human beings by being soulptured as flying in the
air. (See Pls, XXX and XXXI).

XVIL

The Sanskrit authorities relied upon in this
work are mainly the Agamas, the

mﬁ;umt-u Puranas, and the early Védico and
upon in this [panishadio writings. The Aga-
mas and the Tantras do not appear

to have received much attention from modern
scholars. Many of them are probably not older
than the fifth or sixth century A. D., and some
way be even Iuter than that. The Kamikagama,
among the Saivigamas, is perhaps the oldest. In
the Uitara-Karanagama, we find 1t laid down that,
on tha seventh day of the mahdtsava of Sive, the
impalement of the Jainas, said to bave bean carried
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out at the instance of Tirujianasambandhs,
ought bto be celebrated; even now the name of
that day's utsava is giyven as the 'impalement of
the Jainas' and is celebrated in Madura, the
historical scene of its oconrrence, When an event
of this description, associated with the life of this
Suivs saint, is found entioned in the Karana-
gama, need we say bhat it muost be s work belonging
to s time later than the time of Tirnjidossam-
bandha ? And he is understood to have lived in
tbe middle of the seveénth century, A. D.

Again, in many of the other Saivigamas, as in
this, we are told that the Drapida-védas are to be
recited in temples as apart of the service in the
temple; by Dravida-cidas, the Divaram hymns
composed by Tirnjfianasambandha, Vigisa (Appar),
and Sundaramirti, are meant. It is known that
the last of them lived not earlier than the middle
of the ninth century. Conseguently the majoriby
of the Saivagamas have to be looked upon s being
later than the ninth century. Several of the words
employed in them in deseribing the rigas used in
the ginging ol the Draciga-vidas, belong to the
Tawil language.

The prose recension of the Vaikkdnsagama
is perhaps the oldest smong the Agamas of the
Vaishpavas. The same work is also {n verse; and
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this ia distinotly of a Iater date, This latter ver-
sion requires the Dravida-vidas, that is, the
Prabandhas of the Srivaishuavas, to be sung in
front of divine processions during festivals, while
the Sanskrit Vidas are to be recited at the end of the
procession ; in fact both the elements of this rule
are observed among the Srivaishpavas even at the
present day. The age of the Afvars, or the Sri-
vaishnava saints, has been Ilairly satisfnctorily
established to be batween the beginning of the Sth
and the end of the 9h century of the Christian
era. When we meet with a reforence to the
works of these Alviirs, 48 the Dririda-ridas, there
is nothing to prevent us from concluding that the
Vaikhanasaqama, 8s it isin verse, is certainly not
older than the 9th century, A.I).

Wa have another collection of Samhitas called
the Parcharatra Agnma. This also belongs to
the Vaishnavas, und is said fo comprise as many
as 108 samhitas. Many of these are not forth-
coming and are perhaps lost. A very large mamber
ont of the oxtant sazhlifds are quite modern. For
instance, the Fivarassambiia wentions the saint
Sathakspu wod the acharya Bambnnjs, who lived
abonut 800 and 1000 A.D. respectively. Similarly
the Brihad-brakmu-samkith also mentions R&ma-
nuja, The sambifas that mention this great
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Vaishpava teacher and reformer have necessarily
to be later than the eleventh century after Christ,

Thus it may be seen that the age of the
Agamas and the Tantras is wainly between the
9th and the 12th centuries of the Christian era.
But the descriptions of the images as contained in
them may, nevertheless, be older than this period. It
is well to bear in mind that these descriptions were
most probably not invented by the authors of the
Agama works nnder consideration, but were col-
lected from previous suthoritative sources. In
proof of this, it may be mentioned that Variha-
mihira, who is known to have lived in the 6th cen-
tury, gives descriptions of certain images, and that
his descriptions are not in any way different from
those found in these later Agama works. The rules
for the making of the images must have indeed
been formulated at a much earlier time, and must
have long remained unwritten. Varghamihira, in
his Brihat-Samhita, mentions s certain Nagnajit
as the author of a treatise on Silpa-sastia, in whieh
the rule is laid down that the [ace of an image
should be fourfeen angulas in length. A figure
with this messurement for the length of the face
Varihamihira calls a Driavida figure. (According to
Varibamihira the length and breadth of a human
face should be the same, that is, twelve angulas).



INTRODUCTION,

The suthor, Nagnajit, quoted by Var&hamihira,
must carbainly be older than the middle of the
aixth century A.D.: the quotation also invidental-
ly informs ns that Nagoajit was possibly a Dra-
vidian author on Silpa-fastra, and indicates the
existence of a school of sculpture in South India
then. Varihamihira refers also to another ancient

anthor, Vasishtha.
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AN EXPLANATORY DESCRIPTION OF
THE TECHNICAL TERMS EMPLOYED
IN THE WORK.

HE explanation of a nomber of tochnionl
terms which are ususlly emsployed in the
desoription of images may well precede

thoir systematio description. These terms relate
first to the objects which images of Hindu Gods
are shown to bear in their hands, snch us weapons,
musical instraments, snimals, birds, ote. ; secondly,
to the various attitudes in which the hands of
images are shown ; thirdly, to the posturcs which
the bodies of the images are made to sssume; and
lastly, to the costmme, ornaments and head-gear
in which they are represented. The most import-
ant among the weapons are:—
1
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Gada Bina Agni Vajra
Khadgs Parasn Sila Sakti
Musdls  Hala

Tha seulpturing of the several objecls shown
in the hands of Hindn images differs from place
to place ; sometimes they are not alike even in the
same place. Thesimple, yot striking, representn-
tions of these in the early Chilukys, Pallava, and
other styles of sculpture are no less artistic than
the minute and elaborate carvings of the Iater
Chalukya-Hoysala school.  In the detailed deserip-
tion of these objects: given below, ouly their im-
portant varintions are noticed.

Of these weapons fankha, chalra and gada are
peouliar to Vishnu. Inrare instances, the images

of that deity are found carrying other weapons also,
and this feature is noticeable in the

representations of several of Vishnu's
avataras ; for instance, in images representing the
Trivikramavatira, the image is shown to carry, in
addition to the three weapons mentioned above,
the dhanus, the bina, the khadga and the khaiaka.
But parasu, khatvanga, $ula and agni are generally
associated with Siva, while afkuée and pasa are
held by Ganada, Barasvati and other deities. Sakti,
vajra and jasika are Subrahmanya's eharacteristio
weapons. Musale and hala are found in associa-

Weapons.
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tion with Balarima, Varahi and a few other deities.
These are all briefly desoribed in the order in
which they have been mentioned sbove.

Sankha is the ordinary chank shell which is
almost always found in ome of the hands of
the images of Vishnu, The Sfaikha of Vishyu is
known by the name of Pifichajanya, being suppos-
ed to have been derived from the body of the asura
named Pafichajana. It is declared to have been
employed by Vishou in war; by the blowing of
this powerful conch-shell, be often struck terror
into the hearts of his enemies. The conch re-
presented in seulptures is either s plain conch,
beld in the hand with all the five fingers by its
open end (PL I, fig. 1), or an ornamented
one, having its head or spiral-top covered with &
decorative metal cap, surmounteéd by the head of
a mythical lion, snd having a cloth tied ronnd it
go that portions of it may hang on either side (Pl.
I, fig. 2). There are also tassols of pearls hanging
on the sides. Curiously enough & fafikha of this
description is shown g0 a3 to be beld between the
first two fingers, which is indeed a difficult task to
perform. In a few instances, attached to the lower
end of the $aikha, there is a thick jewelled ribbon
which is made to serve as o handle. (PL I, fig. 3).
Sometimes this ornamental variety of jaikha is

3
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shown with jvalas or flames of fire on the top and
the sides.

Chakra is also a characteristically Vaishnava
weapon. It is also carried by Durgd, who is said to
be the sister and ns such the female form of Vishnu.
It is shown in sculptures in two different forms.
In the first variety, it is shaped like the wheel of
a cart, with spokes, nave and all, and is meant to
be grasped by the rim. But in the other form,
it is highly ornamented, the spokes are made to
resemble the petals of a lotus so that the internal
parts appear like a full blown lotus in the fout
ensemble (PL. 1, fig. 4). As in the case of the Sankia,
the chakra also has ornamentations on the top and
sides and a jewelled ribbon running around it (Pl
I, fig. 5). It is in some cases held in the hand by
means of this ribbon, and in other cases between
the first two fingers. Ifis a weapon resembling
the modern quoit and must have been used as a
missile to be thrown against the enemy to cut
him through and kill him.

(Gada is the ordinary Indian club. It is held
in the hand by the images with all the five fingers.
In some cases, however, one of the hands of the
image is placed upon the top of the gada which
rests on the foor. In the earlier sculptures, its
representation is always plain; it has a tapering

4




L
TTLLL

FE

.

* et

-
-

- P
T
k]

PLATE |

T laca pago 1






DEFINITION AND DESCRIPTION OF TERMS.

top and a stout bottom (PL I, fig. 6). In com-
paratively later instances, it is more or less
elaborately ornamented (PL I, figs. 7 and 8). It is
& weapon meant to strike the enemy bt close
quarters and does not therefore leave the hand of
its owner.

Khadga is & sword, long or short, and is used
along with a kiétaka or shield made of wood or hide.
The khadga is either single-edged or double-edged
and has a handle which is not different from the
handle of swords seen in the pictures of the Crusad-
ers and the early kings of Europe (P1. I, figs. 9 and
10). Khataka is either ciroular or quadrangular and
has a handle at the back, by whichitis held (PL I,
fig. 11). Sometimes there are curions emblems
and devices depicted on the face of the Mafaka (Pl
1, fig. 19).

Musala is the name of the Indian wooden
pestle, which is an ordinary cylindrical rod of hard
wood. It is guite capable of being used as an offensive
weapon. There is no scope for the introduction
of varions shapes in relation to this piain weapon,
and consequently it has remained unaltered in its
form from early times (PL 1L, fig. 1).

Dhanus is the bow. It has three different
shapes. The first is like an aro of & circle, with the
ends joined by a string or thong taking the place
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of the ohord (Pl IT, fig. 2). In the second variety,
it has three bends, the top and bottom bends being
smaller and turned in a direction opposite to that
of the middle bend which is the larger one (PL I,
fig. 8). The third variety has five bends and
belongs to a much later period in the evolution of
this weapon (PI. I, fig. 4).

Bana or the arrow is so represented as to
appear to be made of wood, and is tipped with a
metallic point, its tail-end having a few feathers
atuck in it (PL II, fig. 5). The arrows are put into
a quiver slung on the back. An arrow is extracted
from it for use with the aid of the fore-finger and
the middle-finger.

Parasu is the battle axe. The earlier speci-
mens of this are light and graceful. The parafu of
the archaio type consists of a stecl blade which is
fisted on & turned, light, wooden handle. 'The
handle is sometimes fixed in a ring which is
attached to the blade of the axe. BSometimes,
however, the blade is fixed in a hole bored in the
handle (Pl II, fig. 6). The later forms consis
of & heavy club, olosely resembling the gada, into
which the head of the parafu is fitted. The blade
is disproportionately small in these later forms (PL
I1, fig. 7), but is of proper proportion in the earlier
bypes.
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metal pike ending in sharp points and mounted
upen & long wooden handle (Pl ITT, figs. 1 and 9),

Ankuéa or the elephant goad is a weapon con-
gisting of a sharp metal hook attached to a wooden
handle (Pl ITI, figs. 3 and 4).

Pata. As the word indicates, it is a noose
of ropes employed in binding the enemy’s hands
and legs. It is represented in scupltures as consist-
ing of two or even three ropes made into a single
or a double loop (see Pl. III, figs. 5 and 6).

Vajra is the thunder-bolt. This has a long
history beginning from the Buddhistic period.*
In later Hindu mythology, it is shown in almost
the same form which it had in earher times. Ibis
made up of two similar limbs, each having three
claws resembling the claws of birds; and both its
parts are connected together by the handle in the
middle (see PL III, fig. 7).

Sakti is the name applied to the spear. It
consists of & metallic piece, either quadrangular or
elliptical in shape, with a socket into which a long
wooden handle is fixed (see Pl. III, figs. 8 and 9).

The second class of objects which are met

o = with in the hands of the images
mants, of gods consist of certain musical
instruments.

* Bee Elura Cave Temples by Burgess, p. 12.
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DEFINITION AND DESCRIPTION OF TERMS.

Some images, as, for instance, those of Dak-
shin@mirti and Sarasvati, are shown with a tiga
held in the left hand the right hand being made to
play upon it. The Damars ia another instrument
generally found in the hands of the images of Siva
and of his manifestations such as Bhairava.
Murali, also called Viau is the flute peculiar to
Krishpa. Saiilha is more properly a nntural bugle
than & weapon of war, and is treated as such in
the representations of Vishnn, Ghania orthe bell
is another muosical instrument, which is generally
found in the hands of Virsbhaden and K5li.

Vina. It consists of a long hollow semi-
oylindrical body handle with s number of keys on
its sides, From each of those keys proceeds a
string or wire which is stretched over the long body
of the instrument and tied at the lower end. At this
lower end is & square sounding box, and to the
upper end & hollow gourd is attached to serve ns »
resonator. It is played with the lefs band by
passing the fingers lightly over the strings and
pressing them down a little in required positions.
The right hand placks the yarious strings periodi-
cally to suit the requircments of the musician
(ee P1. 111, figs. 18 and 11).

Damaru is o small drom with & hollow body
open at both ends, Over each of the open ends of
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this hollow body is stretched a membrane which
15 held in position firmly by means of » string
passing to and fro over the length of the body of
the drum. By pressing these strings, the tension
of the membranes may be altered at will so as to
produce different notes by striking thereon, or
by rubbing one of the membranes with & resined
stick. BSometimes there is a string attached to the
middle of the body of the drum ; and to the end of
this string is attached a bead. By holding the
drum in the middle and shaking it suitably, this
string with the bead may be made to strike against
the membranes alternately and produce the requir-
ed sound (see Pl III, figs. 12 and 18).

Murali or Vépu is a flute made, as its name
indicates, from a thin and hollow bamboo. Ina
piece of bamboo, suitably chosen holes are bored
m proper places. By blowing in the hole which is
near to the closed end and stopping one or more
of the other holes with the fingers as required,
music of a very high standard of perfection is
often elicited from this simple instrument (see Pl
101, fig. 14).

Ghanta is the common bell (see Pl IV, figs.
1and 2)

There are certain other objects shown as
beld in the bands of the images of Hindu gods.

10
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Among these are to be found the representations
of certain animals and birds. Sivse is almost
G e e s
of imagues, g : ;
18 made to hold a Fulkua or
cock in his hand. Parrots and beetles are re.
presented ss being carried in the hands of Durgs
and other goddesses. The earliest known image
of Siva, that on the Lings at Godimallam, carries
armm.  Later sculptures show a buck. In the
ease of the ram, it is held by the hind lags, with
the head hanging downwards, whereas in the case
of the buck though held by the hind lege, it is
represented in the actual pose of “ buoking " up
(see Pl. 111, figs. 15 and 16). We see, morecver,
certain utensils in the hands of the images. The
chiel ones among them are the kamandalu, the
sruk, the sruva, the darpapa and the kapala,
The @jya-patra, or the vessel to contain ghee
is sometimes found in association with the figure
of Brahmi, who is, however, more generally seen
to carry a pustaka or book in one of his hands.
The book is ulso held as an emblem by his consort
Barasvatl.

Kamandalu. This is an ordinary vessel to
hold water and is of different shapes. It has in some

cases a spout. The earlier specimens are simple

11
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in design, though not very handsome in appear-
ance. The later forms are more symmetrical and
beautiful in design and workmanship (zee Pl IV,
figs. 3, 4, 5 and 6).

Sruk and sruva are two different kinds of
spoons, used to take out ghee from the ghee-pot
and pour it out to the sacred fire in the sacrifices.
The former of these has a hemispherical bowl,
while the other is shaped very much like a
modern spoon. A sruk of large proportion is
generally carried by the goddess Annapima (see
Pl I1I, figs. 17, 18 and 19).

Darpana means a mirror., In ancient times,
when glass was either unknown or was mnot
employed for making mirrors, highly polished
metal plates of various designs were utilised to
serve as mirrors. It may be remarked by the way
that this old speculum industry has not yet died
out in Indis. In a place called Aramula in
Travancore, such mirrors are still manufactured ;
and the mirrors made by the workmen of this place
are 80 true that they do not show distortion in
reflection. Glass mirrors are not allowed to be
used in temple service in Malabar, and it is not
rare to find in wealthy temples in this part of the
country speculum mirrors even as large as three
feet by two feet. In sculptures the darpana is

12
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either eircular or oval in form, and is mounted on
& well-wrought handle (see PL IV, fig. 7.)

Kapaia denotes the human skuoll, Tt is used
by Siva as a receptacle for food and drink. Later
on the word came to mean the cut half of an
earthen pot, and then a basin or a bowl In
sculpture the kapala occurs as a common spherioal
or oval bowl (see Pl. IV, fig. 8).

Pustaka means a book. It is made up either
of palm leaves or of paper, the latter variety being,
however, comparatively modern. In older sculp-
tures it is always & palm leaf book that is represent-
ed as being held in the hand by Brahma and other
doities (see Pi. IV, fig. 2). -

Alkshamala is the rosary of beads. The beads
are either rudraksha or kamalaksha in variety, and
the rosary is found in the hands ol Brahma,
Sarasvati and Siva, though rarely in nssociation
with other deities (see PL IV, fig. 10).

Flowers, such as the padma, (lotus), and the
nildipala, (the blue lily) are to be seen in the bands
of the images of goddesses in general, thongh more
especially in the hands of the goddesses Lakshmi
and Bhiimi.

Figures of goddesses soulptured in company
with their consorts are always represented as having
only two arms. In one of their hands they hold a

13
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flower. However, when there are two Dévis, one
“on either side of a god, the goddess on the right
holds a padma, (see Pl. IV, figs. 11, 12 and 13),
while the goddess on the laft, holds a niloépala {see
PL IV, fig. 14).

We next come to the terms used in connec-
fion with the various poses in
which the hands of images are
shown, KEach pose has its own
designation, und the most common hastas or hand-
poses are the varada, the abhaya, the kataka, the
siichi, the tarjari, the katyavalambita, the danda
and the vismaya. There are also certain other
hand-poses which are adopted during meditation
and exposition. They are known by the technical
name of mudra; and those that are commonly
met with are the chin-mudrd or the eyakhyana-
mudra, the jiana-mudra and the yoga-mudra.

The varada-hasta shows the pose of the hand
while conferring a boon. In this pose the palm
of the left hand, with the fingers pointing down-
wards is exposed to the ohserver, either as fully
opened and empty or as llghﬂj' carrying a small
bolus (see PL. V, ﬁgs.h!:mdl}

Abhaya-hasta means the protection-affording
band-pose. Here the palm of the hand, with
the fingers pointing upwards, is exposed as if

14
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engaged in enquiring sbout the welfare of the
visitor in the Hindu fashion (see PL V, figs. 4, ¥

Fand.-g).

" Kataka-hasta or simha-karma is that pose of
the hand wherein the tips of the fingers are loosely
applied to the thumb so as to form & ring or, as
somewhat postically expressed by the latter name,
20 as to resemble a lion's ear (see PL V, figs. 7 and
8). The hands of goddesses are generally fashioned
in this manner for the purpose of inserting a fresh
flower every day in them. This s also the manner
in which one of the hands of a standing or & reclin-
ing figure of Vishnu is fashioned.

Siucli-hasta has been misunderstood by some
Saiskrit scholars to mean the hand that carries a
sitchi or needle.  For example, My, Nigéndrauitha
Visu in giving a deseription of the goddess Marichi,
as found in the Sadhanamalatanira, renders the
expression vajrankuda-Sara-suchidhari-dakshinaka~
vikm a8 ‘' the goddess who holds in her right hands
avajra, a goad, an arrow and a sicki” But, like
the tarjani-hasta, the sicki-hasta, also denotes a
hand-pose, in which the projected forefinger points
to an objeot below (see Pl V, fig. 9), whereas
in the farjani-hasta the forefinger has to point up-
wards, as if the owner of the hand is waming or
scolding another (see PL V, figs. 10).

15
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Katyavalambita-hasta. In this the arm is let
down so as to hang by the side of the body, and
the hand is made to rest on the loin, indiecating
thus a posture of ease (see PL V, fig. L1).

Danda-hasta and gaja-hasta are terms which
have misled scholars, some of whom have under-
stood them to mean a hand that carries a staff.
Literally, the word danda-haste may have such a
mepning, but in Saiskrit iconographic works, it
is psed to denote the arm and hand thrown forward
and held straight like a stick or like the trunk of
an elephant (see PL.V, fig. 12).

Afjali-hasta. In this hand-pose the palms of
the hands are kept close to each other and the
folded-hands are made to rest on the chest. This
hand-pose is indicative of worship and prayerful-
niess (see the picture of Hanuinan given elsewhere).

Vismaya-hasta indicates astonishment and

wonder. In thispose the fore-arm is held up with

the fingers of the hand peinting np and the palm
turned away from the observer (see Pl. V, figs. 13
and 14).

Among the mudras, in the chin-mudra, the
tips of the thumb and the forefinger are made to
touch each other, so as to form a circle, theother
fingers being kept open. The palm of the hand is
made to face the front, This is the mudra adopted

16
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when an explanation or. exposition is being given;
hence it is also called vyakhyana-mudra and san-
darbanamudra (see Pl. V, fig. 15).

In the jikna-mudra, the tips of the middle
finger and of the thumb are joined together and
held near the heart, with the palin of the hand turn-
ed towards the heart (see PL V, fig. 18).

In the ybga-mudra, the palm of the right
hand is placed in that of the left hand and both
together ave lnid on the orossed legs of the seated
image (see P1. V, fig, 17),

Sitting Postures and Seats—The Soience of
Yogn describes various postures of sitting, ss suit-
able for meditation and mental concentration.
These sitting poatures are technically known by the
name of @sanas; and the kirmasana, the padma-
sana, the bhadrasana, the wthwiikasana and the
‘makardsana, nre some of the varieties thereof, A
few of them ocour in sonlpture, as well. The
mnames of some of these sitting postures have been
interproted to mean particular forms of seats,
owing to the ambignity of the word asana, and
ancly seata have been worked oub in sculpture ; s
instances the kiirmasana, the makarisana and
the padmasana may be noted.”

* Boa PI. VI, figs. 1, 3, and 3. In g, 1 Aho padmasman s
repressutod as s lotus, in fig- 2, the maksrisona as & mythleal

makars and in fig. 8, the dermisana ay a tortoise.
17
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the padmiasana the two legs are kept

crossed so that the feet are brought to rest npon
the thighs (see Pl, V, fig. 17), In the kirmasana,

the legs are crossed so us to make the heels come
under the gluteals, while the viraisana requires the
left foot to rest upon theright thigh and the left
thigh upon the right foot. In the bhadrisana the
legs are crossed as in the Lirmasana, and the right
and the left big toea are caught hold of by the right
and the left hands respectively. In the simhasana
the legs are crossed as in the biirmasana ; and the
palms of the hands, with the fingers kept stretohed
out, rest supinely upon the thigh, while the mouth
is kept open and the eves are tixed upon the tip of
the nose.*

T T v S

TG GEAT 97 TR G| TATHATHE S a0 6 T |
0% Fater e eat sgemam e wasgaaa div e
TR orrrenersasernsens TR A ATARAL | 4 S
AT SToe: FTEZAAT 1| UFATETT SIS QIR |
= N TR 0 i St
font FrraTsTE O wAT SO AR SRR 0
WA= USRI PR sl A = | WU STl S
(ASeEE | ATl s sFed: | i

s EATAE
(sifep=mifierrai frsrard o)

18

-I-dﬁ




PLATE Vi

FapHisAina
Fig. 1
Hamaninaya, (Liidnag

Fig, 9

T T —— - .- —
HonmEaann ToF (LIRS

Fig. B

Fig. 4

[ ——————————

P T s b o]

= — ™

| |

Fig- 6

—

To lace gt 18,






S

DEFINITION AND DESCRIPTION OF TERMS.

Besides the above asanas there are some
also assumed by the images; such as the alidhasana
and wlkutikasana. Of these, the alighasana is
defined as s particular sttitude adopted while
shooting, the right knes being thrown to the front
and the laft log retracted. This attitude is assumed
by Siva us Pripurantaka while desbroying the three
cities, and nlso by the goddess Mariehl.* The
Uthutikasana is a peonliar posture in which
the person sits with his heels kept close to the
bottom and with the back slightly curved (see
the figure of Kévala Narasiriha elsewhere).

The word asana means also & seat ora pedes-
tal. In this sense pitha is often used ns its
synonym. Descriptions of some material asanas
of this kind are met with in Suiskrit works treating
of the make-up of images. Suprablédagama men-
tions five different kinds of asanas, namely, ananta-
sana, sihisana, yogasana, padmasana and vimala-
sana. According to Chandrajiidns, anantisana is
n trisngular seat, simliasana rectangular, vimals-
sana hexngonal, yagasana octagonal, nnd padmasana
circular. The same Suprabhidagama adds that
anantasana should be used us the seat for the image

* Baa fig, 40 opposile page xeil in Mr, Nagendranath
Vasu's Arch. Sury, of Mayurabhauja
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when it has to withess amusements, simhasana
when it has to be bathed, yagasana during invooa-
tion, padmasana during the condnet of worship, and
mimalisana when the offerings are offered. The
height of the padmasana consists, according to the
same work, of sixteen parts, of which two form the
thickuess of the lowest layer, five make up the lower
lotus, two the interveming neck, and four the
upper lotns and two more the uppermost layer
(see Pl. VI, figs. 1 and 5).

Padmasana should slways be circular or oval,
but never rectangular. In the pbseuce of suthorita-
tive information as to its lengbh and breadth, it is
left to the seulptor to choose them so ne to suit his
purpose. Bhadrapitha is another seat, the height
whereof is nlso divided into sixteen parts, of which
one forms the thickness of the wpana or the basal
layer, four of the jagat: or the next higher layer,
three of the kumuda, one of the patfika, three of the
kantha, one of the second paifika, two of the broader
mahapattika and one of Lhe ghyifaviri the topmost
layer (see PL. VI, fig. 0. Bhadrapitha may be
pither cireular or rectangular. A deseriptionof the:
wooden seat known as Liirmasana is given in the
Tamil work called Saivasamaya-neri. The timber
used for muking this seat is the iluppai, karungali
(ebony) or bilva (bael). The kiivmasana must have:
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the oval shape propoer for a wirror (PL IV, fig. T)
The height of it bas to be four asigulas, its broadth
kwelve, and it should be provided with the face and
feet of n tortoise, these Intter being one mushts or
seven aiguias in girth (sea TI. VI, figs. 3 nod 4).”
In the deseription of Chamundi a prita ora buman
carcass is wentioned as a sest for her. Prafa-
sana is the posturein which the yagi lies fat on his.
back, with his srmns outstretehed ; evidently this
attitude is meant for the perfect relaxation: of all
the muscles of the body to seeure complets ense in-
breathing, and in it one is cerbainly apt to appese
ns though he were dead: It wny besurmised thak
this yogic asana bas been matenialised into the
above curions carcass-seat, The stmhisana is u
[our legged seat, circular or rectangular in shape
and onelasta orcubit in height, The four legs
of this seat arc made up of four small lions.

* Redeusme srddie argdemy Gede

Sl i auiwr gert,

Ry ATHF ‘gﬂeui- ﬂiiﬂl'
el o Giwn Jpdifemani uni.

QpFpln g (s pipue o $Grd

uaeS GBI T TR,

Ligmenue g1 Jewr o (BIAIRT RS (g
@haucics ey nlica Jwpd,

(Verses 5T—60, @urgdrwdssnin, wmrweauEsy),
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Tminges are clothed in different maberials, such
it Blen as cotton and silk, the skin of the
ments and Head  tiger or the deer. The cotton and
S silk olothiags are dyed in various
colours. The tiger's skin is worn over the silk or
the cotton clothing, while the deer-skin is thrown
over the body. One manner of wearing the deer-
gkin is what is known as the upavita fashion. In
it the skin goes over the left shoulder ncross
the body, snd below the right arm and comes again
to the left shoulder right up the back, The head
of the deer is wade to hang in front over the chest
asshown in fig. 18 on Pl V. These costumes are
shown distinetly in almost all eastings and seulp-
tures of immages. Some of the soulptured images are
even painted so as to show the intended colours of
their chiselled costumes. In almost all the later re-
presentabions of Hindu gods and goddesses we way
soe the yaadpavita ranning across the chest from
left to right. In the Gudimallam Lifga, which is
probably the earliest known Hindu sculpture, the
yajiopavita is not found ; and the image of Siva
is given only two arms instead of the usunal fonr.
At what stage of the history of Hindu sculpture
the representation of the yajiiopavita came into
vogue is not quite clear; it is found in what,
acoording to Mr. Vincent A, Swith, is known as

P
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the Gupta period, and also in the early Chilukya-
Pallava period. It is ropresented in these later
seulptures as o ribbon going round the body in the
manner required and tied in front in a knot. Tt is
obviously the sacred-thread of the higher castes
among the Hindus. Hara means & necklace and
is seen in many different patterns. In the earlier
periods, it is somewhat short and forms a broad
band made up of seversl pisces, Kagiira is o lat
ornament worn on the arm just over the biceps
musele ; the kaikapa or the braeelel ia worn at the
wrist. At the junction of the thorax and the
abdomen slso is worn a broad belt of good work-
manship; it is called wdara-bandha. The belt
going ronnd the hip is called katibandha, and the
sone employed to support and keep in position
the broasts of feminine figures is called kacha-
bandha. Hindus are forbidden by the rules of the
Dharmn-4istras  from wearing stitched  clothes,
Hence aross probably the practics of women
employing this kucha-bandha. Bhwjaiga-valaya
is an ornament worn at the wrist by Siva. Itisa
brucelet shaped like a coiled snnke. Its civenmier-
ence bas to be at lsast o fourth larger than that of
the wrist on which it is worn ; at the junetion of
the tail with the body of the snake, the hood rises;
it has to be twelve asfgulas high, seven in widih
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and one in thickness, Two fangs have to be shown
in the mouth s0 as to be visible outside.

A very large uumber of ornnments are men-
tioneil as nseful for adorning the images of gods.
There are ornaments-for the ear, the neck, the
shoulder, the forenrm, the trunk, the breasts, the
loins, the ankles and the fingers, Different kinds
of head-gears are also described. These ornaments
and headgears are noticed here as briefly as possible.
The ear-ornament is known by the general name of
nndala. At least five different kinds of kundalas
are koown, namely, the pafrakundala, the nakra-
kupdala, which is the same as the makara-kundala,
the dankhapaira-kundala, the ratnakundala, and
the sarpa-kundala. 1t nppears to be probable that
in the early periods of Indian civilization men and
women considired it o beauty to have large ear-
ornaments attached to the ear-lobes, whioh weare
often specially bored and dilated for the purpose.
Even today we may see on the Malabar Const ladies
with specinlly bored pondant esr-lobes, in which
-there shine large, but light, golden discs. In the
enrlier stages of causing the dilatation of the lobes
of the enr, eylindrical rolls of cotton cloth or
flattened spirals of cocoanut-leal or palmyra-leaf
are thrust in to produee the required internal
pressure. In course of time, these spirnls cama o
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be made of & thin sheet of gold in imitation of the
leaf. This form of golden enr-ornament is known,
rightly indeed, by the nume of patra-kundala (ses
PL IV, fig. 15), Its Tamil name dlai is interast-
ing in this conneotion. Again conch shells were
extensively smployed in making ornaments for the
ear as well as the forearm. 'When the shell is ent
aross-wise, it produces u spiral ring which may be
thrust into the distended ear-lobe. This kundala
is called the fankha-patra (see PL IV, fig. 16). A
jewelled circular ear-ring is called u ratua-tundala.
(see PL IV, fig. 17). FEar-ormmsmenta made in the
form of the mythical makars sod in the form of a
cobra are called respectively the makard-kundala
and the sarpa-kundalas (sea PL IV, figs. 18 and 19).

Oue or two ornatments wre peoulisr to Vishnu

and they are the frivalsa and cagjayanti, We are

aware that on the chest of Buddha there is the
mark known s rivatsa; it is perhaps introduced
here in the belief that Buddha is an incarnation
of Vishgu, Srivatsa s » mark, & sors of mole,
which is conceived to adorn the chest of Vishou in
association with the fewustubhamani which is a
jewel. In soulptire this mole is represented by o
flower of four petals wreanged in the form of o
rhombus, or by n simple equilateral trinngle, and
ia invarinbly placed on the right side of the ohest.
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The vaijayanti is n necklace composed of
A sucoessive series of groups of gems, each group
wherein has five gems in a particalar order; it is
described in the Visknupurana thus :—" 'Vishnu's
necklace callod vafjayanti is five-formed as it con-
siats of the five elements, and it 15 therefore called
the elemental necklace.' Here five-formed points
to five different kinds of goms, namely, the pear,
ruby, emerald, blue-stone, and diamond. The
Vishpurahasya also says, ' From the earth comes
the blue gem, from water the pearl, from fire the
kaustubha, from air the cat’s eye and from ether
the Pushparage.'"*

Head-gear. The commonly known Sanskyit
name for the head-gear 15 mauli.,) There are

¥ Bee Bhaskararayn's commentary oo Lalits-sahasen-
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various well-known varisties of hoad-gear snch
a8 jafa-makuin, kirifa-maluta, snd karanda-
makufa; and the minor varietivs thereof are
Sirasiraka, kuntala, kitabandha, dhammilla wod
alaka-chigaka. In the formation of these minor
varieties the plaits of bair are bouad by what are
called patra-patie; pushpa-patta and ratna-paife.

The jala-makufe is, as the nmne indicates,
mads up of twists of matted hair done into the
form of a tall cap. The Ultara-kamskagama gives
the following rather long and somewhat unintelligi-
ble deseription of the wshuisha in which the jala-
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makuda is included. * The ushyisha-bhishana®
ghonld be made s0 s to be of three aigulas in height.
On its four sides there must be four piiris. In the
wmiddle of the ushnisha there must be & makarakita
with seven holes. On each side there has to be &
patra-kita and on the back, a ratna-kite. The
breadth of the ushyisha must be ten angulas at the
top, while st the base it has to be the samc as that
of the face of the wearer. A crescent of the moon
has, in the case of the image of Sive, to be attached
bar it oither on the left or on the right side, and
there is to be & cobra on tho left side. The jata-
makuta is in fact as deseribed below : five jatas or
braids of matted hair are taken and tied into & knot
three inches in height by coiling them into one or
three loops, the remaining braids being bound and
* gwippae e A |
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taken through to be left hanging on both sides
(sea PI. VII, figs. 1, 2 and 3). This juta-makuta is
preseribed for Brahwi and Rudra nmong the gods,
and for Mandnmani among the goddenses.

Kirita-makata is & conical cap gometimes
ending in an orngmental top carrying & central
pointed knob. It is sovered with jewelled dises in
front or on nll sides, and has jewelled bands round
the top as well as the bottom. The kirila-makuta
should be worn exclusively by Nariyana among the
gods. Among human beings the kirifa may be worn
by sarvabhauma chakravartins® or emperors and
by adhirajas or superior governora of provinces (see
Pl 1V, figs: 20 and 21).

For all the other gods what s called the
karanda-makuta is preseribed. 1t is s crown made
in the shape of a karanda which is generally n
bowl-shaped vessel (see Pl VIIL fig. 2). It is shortk
in height and small in size, and is, ns pointed
out above, indicative of subordination in status,
This is the beadgear of all the various kinds of

e ———
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frye=a agawan | He is o chakravartin whoso rule
pxtends to the Jhores of the four bounding poeans ; ho who
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goddesses ; it is preseribed, among human beings,
bo adhirdjas also. Sowotimes oven shakravarting
are scen Lo wear only the karanda-makuta.

The remaining kinds of head-gear mentioned
above are mostly modes of dressing the hair. The
mode called k2jabandha is employed in relation to
Sarasvati swong divine beings, and in relation to
the queens of adhirajas among buman beings, and
the style known as kuntala is meunt for the god-
dess Lakshwmi and also for the queens of emperors
and edhirajas and narindras, (see PL IV, figs, 23,
23 and 24),

Sirastraka is said bo be meant for generals
(parshnikas) of kings. 1t is much like an ordinary
turban.

The wives of mandalitas or appointed govers
norsof small provinces should wesr their hair done
in the form of a knot which is technically known
a8 dhammilla. But the women who carry borches
before u king and the wives of the king's sword-
bearers and shield-bearers, had to wear their hair
in a knot called ajaka-chiigaka. The different kinds
of knots of hair ns described above seem to have
been bound by wreaths of flowers called pushpa-
patla or by strings of leaves like those of the cocoanut
palm culled patra-patta, or by a jewelled golden
band called rafna-paiia.
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From this somewhat minute description of the
head-dresses and from the kuown assignment of
partionlar forms of gear to particular classes of
divinities and human beings, it is easy to wake out
without mistakes the status of the divinity or the
huinan being baving o particular bead-gear;and toa
knowing observer these head-gears form an instance
of the definiteness which prevails in the conven-
tional language of symboliam.

Uhlignnavira appears to be a flat ornament, a
kind of jewelled disc, meant to be tied on the
makuta or hung round the neck by u string so as
to lie over the chest. This ornmment is mentioned
pretty frequently but what kind of thing it means is
not quite easily understood.

Sanskyit iconographic treatises insist thay the
firakehakra, or the halo surrounding the head of
every divine being, is a necessary part of the image
thereof. It should have the form of a circle or a
full-blown lotus (see Pl. IX, figs. 4 nnd 5), eleven
angulas in dismeter, and should be away from the
head by a distance eqaal to a third of its dismeter,
This halo-cirele is attached to the back ol the head
of images by means of a rod whose thickness is
equal to ong-seventh of the dinmeter of the
siraschakra. The kivafchakra hus theoretically to
be something which is aloof and unconnected (see

a
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PL IV, figs. 25 and 20) ; but in material representa-
tions, it is impossible to have a dirabchalkra which
i not attached to the head ; hence the need for this
connecting piece. This piece is covered with and
hidden in wreaths of flowers, which appear to adorn
the hair-knet of the image at the back, soas to make
the fivafehalra appear to be projecting distinotly
behind the head. The dirabchalra of the sculptures
is considered to correspond to the prabhamandala
or the halo of light which surrounds all divine beings.
In other words, it is intended to serve as a material
representation of the glory or circle of light shining
around the head of gods,

The prabhavali represents something similar
to the prabha-mandala; the former is, however, &
ring of light that surrounds the whole person of a
god, while the latter is a circulnr halo that is shown
close to thehead. The prablavali‘is an ornsment-
al cirenlar or oval ring, with a number of jvalas
or protruding tongues of flame. Very often the
special emblems of the god to whom the prabhavall
belongs are sculptured on each side of it; for
example, fankha and chakra are fonnd in associn-
tion with the prablavali of Vishnou, para$u and pasa
with that of Siva or Gapééa. In some instances,
the prablavali of Vishnu contains his ten arafaras
carved on it in the nsual order from right to left.
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IGHANESVARA is, n¢ the name indicates,
the deity presiding over obstacles ; as such,
be happens to be the god who either puta

obstacles in the way or removes them. That he
has the capacity for doing both these things is
evident from the aceount of his origin given in the
Lingapurana. It isstated therein that the dsuras
and Rakshasas, performed sacrifices and other
acts ol virtue, and received several boons from
Siva the Supreme God. Protected with the boons
thus sequired from god Siva, they began to fight
against the Devas and defeat them. Indrs and
the other gods, afflicted by the defeata received
at the hands of the Rakshasas, complained about
their hard lot to the Supreme God and prayed to
him that he should create a being, who would be
the lord of obstacles, Vighnéévars, and throw
obstacles in the way of the Aswras and Rakshasas
in their attempts to perform acts of mérit, and thus

1
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render them unfit to receive any more boons from
God. Siva yielded to this request of the gods and
willed that & son be born to him to fulfil this
object, Then one of his améas, that is, s part of
his power, took shape in the form of a handsome
being and was delivered out of the womb of
Parvati, Him Sive named Vighnd$vara, and
advised him to hinder the Asiras, Ratshasas and
other wicked people from performing saerifices and
other virtuous acts, but to render all assistance to
the Dévas and other good beings in their endeavour
to perform such acts. Vighnéévara, thus born and
thus installed in his position, has continued dis-
charging his duties in the world of his Hindu
devotees and worshippers.

From this it is clear that upon Vighnédvara
ware laid the duties of hindering and also of
facilitating all acts of wvirtue, according to the
motives with which their performance was under-
taken. Various other accounts of the origin of
Vighnéévara are also found in the Puranas. The
ﬁil_ra—-purm gives the following account of the
birth of Vighnaévara :—

“The origin of Vighnévara is different in
different aeons of creation. I am relating to you
now the story of the birth of this god as it took
place in the Svétakalpa. Once upon a time,
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Jaya and Vijays, the two companions of P&rvati
suggested to her that, though she had Nandi,
Bhringi and others among Siva's attendants as her
servants, still it would be better for her if she had
o person as her own servant, Parvati took the
advice in good part, and it so happened subse-
quently that, on one occasion, when she was
bathing in one of the inner compartments of her
mansion, Siva not knowing where she then was,
wenb into the place where she was bathing.
Parvati realised the value of the advice of her
friends fully then sond resolved upon creating n
person who would be to her u faithful servant.
She took a little of the dirt on her slin and
oreated out of it a lovely being and ordered him to
keep strict guard at ber gate so as not to allow any
one inside without her permission. Onee, Siva
himself happened to go to meet his consort,
but could nos get access into her apartments, as
the new gate-keeper would not allow Lim in, Sivs
then tried entreaties and threats, none of which
proved effective ; be then resolved npon forcing his
way in somehow. On noticing this, the new
drarapalake administered to Siva n few outs with
n cane and drove him ont. Incensed at the
behaviour of this insignificant servant of his con-
sort he ordered his Bhiita-ganpas—host of demona—
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to kill him at once. In the fight that ensued
Siva's host of demons were completely defeated
and driven away. Then Vishnu, Subrahmanya
and others tried, on behalf of Siva, their strength
with Vighné§vara and met with no better result.
Then Parvati, on seeing that her son Vighnaévara,
was fighting single-handed against powerful oppo-
nents, sent two minor goddesses to his help. They
drew towards themselves by their mysterious
power all the missiles nimed against Vighnédvara
snd proteoted him from injury. Finding thus that
no direct methods of attack sncceeded as against
Vighnaévara, Vishou thought of using strategy
and with the aid of his maya he cansed confusion.
Thereupon the two minor goddesses, finding their
presence no longer of use there, retumed to
Parvati. 1t then became easy for Siva to cut off
and remove the head of Vighnaévara.

" The news of the destruction of her son was
conveyed to Parvati by the sage Narada ; and on
bearing it she became so angry that she created a
thonsand fighting goddesses to bring trouble on
all those that took part in the destruction of her
Vighnaivara. These goddesses attacked the gods
and made them feel very miserable, "o rescue the
gods from this pitiable condition, Nirada and
other sages prayed to Parvati, who promised to
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restore peace us soon as her son was brought back
to life. Siva on hearing this, ordered the gode to
proceed to the north at once and bring the head of
the first living being they met and fix it on the
neck of the beheaded son of Parvati, The gods
immnediately proceeded and came across an ele-
phant ; they cut off its Lead and brought it and
attached it as directed to the trunk of Vighnaé-
vara. That elephant had only one tusk, and
Gajanana (the elephant-faced VighnéSvara) has
therefore only one tusk even to-day, and is known
by the name of Ekadanta. When Parvati saw her
son brought back to life in this manner, she felt
pleased and took him to the presence of Siva,
Vighnaévara apologised to Siva and the other gods
for his past remissness in conduct and bowed in
deep reverence to his divine father. Siva was
thereby highly gratified and conferred upon
Vighnaévara the commandership over his own
demon-hosts, and anointed him ss Ganapati. It
is thus that Vighnédvara became Gajinsns and
Ekadanta and Gunapati.”

Quite a different story is given about the
origin of Vighn@svara in some of the other Puri-
nas. Kennedy in his Hindu Mythology has given
the following summary of the story as found in the
Varaha-purana, the Matsya-purana and also the
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Skinda-purana :—"' The iwmortuls and holy sages
observing that, whether the nctions, which they
or others commenced, were good or bad, no
difficulty oceurred in accowmplishing them, con-
sulted together respecting the means by which
obstacles might be opposed to the cowmmission
of bad sctions, and determined to have recourse
to Rudra. They uccordingly proveeded to Kuilisa,
and thus with reverence nddressed him: ‘O,
Mahidéva, god of gods, threc-eyed, bearer of the
trident, it is thou alone who canst create a
being capable of opposing obstacles to the commis-
sion of improper acts.’ On hearing these words,
Siva looked at Parvati and began to consider in
what manner he could effect the wishes of the
gods ; and, as he was immersed in thought, from
the splendour of his countenance (which represents
the akaiie portion of his body) sprang into exist-
ence & youth, shedding radiance around, endowed
with the qualities of Siva, snd evidently another
Rudra, and captivating by his beauty the female
inhabitants of heaven. Ui regarded him, and
when she saw him thus lovely, her natoral dis-
position was excited, and incensed with avger
uttered this eurse :— Thon shalt not offend my
sight with the form of a beautiful youth, therefore
ussume aa elephant's besd and a large belly, snd
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thus may all thy beauties vanish.® Sive thus
spoke to his son:—' Thy names shall be Gandéa
Vinyaka, Vighnaraja, the son of Siva ; thou shalt
be the chief of the Vindyakns and the ganas ; snccess
and disappointment shall proeeed from thee ; and
great shall be thy inflnence amongst gods, and in
sacrifices and all affairs. Therefore shalt thon be
worslipped and invoked the first on all occasions,
or otherwise the object and prayers of him who
omits to do so, shall fail.’ "'}

“In the Mataya-purfina it is said that this
figure of Ganapati was formed with the head of sn
elephant, while another tradition has it that one
day, wheu she was bathing, Parvati formed the oil,
cintents, and impuarity that came from her body
into the figure of a man, to whioh she gave life by
aprinkling it with the water of the Ganges."!

“In the following passage of the Skinda-
purdna, however, the birth of Gapapati is aseribed
to Pirvati only :—Siva, addressing Parvaty.— *For-
merly during the twilight that intervened between
the Dviparaynga and the Kaliyuga, women, bag-

* " Indignant st Hiva produeing without bar paticipation
80 perfect & son”™

t Kennedy's Hindn Mythology, pp, $53-54.

! Kounody's Hywds Mythology, p. 853, § o, 2.

i1



HINDU ICONOGRAPHY.

barians, Sidras, and other workers of sin, obtained
entrance into heaven by visiting the celebrated
temple of Samadvara.” Sacrifices, ascetio practices,
charitable gifts, and all the other prescribed ordi-
nances ceased, and men thronged only to the temple
of Siva. Henece old and young, the skilled in the
Védas and those ignorant of them, and women and
Sidras, ascended to heaven, until at length it
becama orowded to excess. Then Indra snd the
gods afflicted at being thus overcome by men, sought
the protection of Siva, and thus with reverence
addressed him :—* 0, Sankara, by thy favour heaven
is pervaded by men, and we are nesrly expelled from
it. These mortals wander wherever they please,
exclaiming, ‘T am the greatest '; and Dharmarija,
beholding the register of their good and evil deeds,
remains silent, lost in astonishment. For the seven
hells were most assuredly intended for their recep-
tion; but, having visited thy shrine, their sins have
been remitted, and they have obtained & most excel-
lent futurity.’ Siva replied :— Such was my pro-
mise to S5ma, nor can it be infringed ; and all men,
therefore, who visit the temple of Somésvara must
ascend to heaven, But supplicate Parvati, and she
will contrive some means for extricating you from

* " The same s SSmnith.”
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bhis distress.” The gods then kneeling before Pirvatl,
with folded hands and bended heads, thus invoked
her assistance with loudatory strains ;—" Praiso be
to thee, O supreme of goddesses, supporter of the
universe ! Praise be to thee, O lotus-eyed, resplend-
ent as gold | Praise be to thee, O beloved of Siva.
who createst and destroyest |  Praise be to thee, O
mountain-born! Praise be to thee, O Kilaritri, O
Durgi, who pervadest the universe, and art the sole
substance from which all female forms whether
morbal or immortal, originutel Grant us thy aid, and
save us from this fearful distress” Having heard
the supplication of Indra and the gods, thou, O
goddess ! wert woved with compassion, and gently
rubbing thy body, there was thence produced s
wondrous being with four arms and the head of an
elephant ; when thou thus addressed the gods:—
* Desirous of your advantage have 1 created this
being, who will occasion obstacles to men, and
deluding them will deprive them of the wish to
visit Somanstha, and thus shall they fall into hell’
This heard, the gods were delighted, and returned to
their own abodes, relieved from all fear of mankind.’

“The Elephant-headed then thus spoke to
thee, O Davi:—* Command, O lovely goddess ! What
1 ghall do,” ‘Thon didst roply,—' Oppoese obstacles
to men’s visiting Somandtha, and entice them to

i
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give up such a purpose by allurement of wives,
children, possessions, and weslth. But from those
who propitiste thee by the following hymn, do thou
remove all dificulties, and enable them to obtain
the favour of §iva by worshipping at his shrine of
Samanitha :—Om, 1 praise thee, O lord of diffi-
culties ! The beloved spouse of Siddhi and Buddhi,
Ganapati, invincible, and the giver of victory, the
opposer of obstacles to the success of wen who do
not worship thee, I praise thee O Ganééa! The
dreadful son of Ui, but firm and easily propi-
tiated ! O Vinfyaka, I praise thee ! O elephant-faced,
who didst forwerly protect the gods and sccomplish
their wisbes, I praise thee! Thus, continued
Parvati, *shalt thou be praised and worshipped on
the fourth of each half month; and whoever pre-
vipusly invokes the god Vindyaka, no difficnlties
shall impede the sttainment of his proposed object,
wnd & most beneficinl result shall he derive from
saorificies, pilgrimages, and all other devotional
acts. """

The Suprabliédagama has a version of
its. own regarding the birth of Gandda. Siva
addressing Vighn&vara informs him of his origin
thus :—" I, in company with Parvati, retired once

* Hennody's Hindu Mythology, pp. 364—3356.
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to the forest on the elopes of the Himdlayas Lo
enjoy ench other's compuny. Wo saw there s
femule elephant making hersolf happy with a male
clephant. This excited our passion sud we desired
to enjoy curselves in Lhe form of elephunts. I
becama & male elephant, and Parvati » female one,
uwnd pleased ourselves, as & result of which you
ware born with the fnce of an elephant,”

In the earliest known reference to him, in the
Aitardya-brakmana L 21, Gapspati is identified with
Brahmi, Brahuwmpuspati or Brilinspati. " The arl
of writing was usefully employed *, says Muir, “in
the early ages of philosophy. Lists of words appa-
rently submitting to & general prineiple of classifi-
cation, or having the same sense, were drawn up.
Thesa lists formed ganas which were appreciated.
Ganapasi, the Lord of the gawas, was & name of
Brahmanaspati. It was graduslly rocognised as
knowledge itsulf. 1v was Brahma. It was the
Véda, Pratisakhyus give ganas. Yiska's treatise
s & collection of such gawxas.”

It is sinted that when Vylea compused the
Mahabhnrata, he cmployed Ganéda ns his mnann-
ensis, who wrote to Vyfea's dictation using his
own tusk as his stile.

In the Brahmavaivarta-purina it s stated

that Gupééa was Krishoa himself originally in the
4
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human form. Sani went to bim while a child.
The head of the child in consequence separated
and went away to Goldka. The elephant Airfvata
had then a son in the [orest. His head was
removed and fixed on the body of the child.

Thus, we see that Ganpgsa, who is the sawme as
Vighn@svara, is considered to have been born solely
bo Siva, solely to Parvati and to both Siva and
Pirvati, and is also held to be Krishna in another
forms. He is identified with the Parabrahman
and with Brahmanaspati or Bribuspati elsewhere.
So confusing indeed are the accounis about the
nature and origin of VighnéSvara

Ab present in practice, he is the god whom the
pious Hindu " invokes when he begins all sserifices
and religious cerewonies, all addresses even o supe-
rior gods, all serivus compositions in writing, and all
wordly affairs of moment.” Vighnésvara is known
by various names, such as Ganpapati, Ekndanta,
Hérambn, Lumbddars, Strpakeron, Gajinsns and
Gubigraja, The reason of the appellations Vigh-
nésvars, Gajanana, Ekadanta and Ganapati or
Ganpdda has already been given sbove. The
Brahmavaivarta-puraga, however, expluins the
weaning of some of the names of this god in a
peculiarly artificial manner thus :—Ga in Gapapati
stands for wisdom and pa for moksha or the salva-
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tion of soul emancipation. The pati or lord of
these is Gandda the Parabrahman. Fia in Eka-
danta indicates the one only Supreme Being and
danta is indicative of strength. Ekadants, there-
fore, is the all-powerful Supreme Being. In the
word Heramba, the syllable &7 represents helpless-
ness or weakness, nnd ramba denotes the protection
afforded to weak beings to saloguard them from
harm ; hence Hérnmba means the Protector of the
Weak. By eating the food and cakes offered by
Vishnuand Siva the belly of Gandéa becanie dilated,
and hence he has come to be known by the nume
of Lambidara. The ears of Gajioann which are
waving to and fro are emblematic of the winnow-
ing away of the obstacles of dovotess and are also
indicative of wisdom. Beoanse he was born to
Parvati before Guha, who is the same as Snbrab-
muoya, he is called Guhigejn. The Bhavishyal-
purdna says that, since be leads the good in the
path of righteousness, he is called Vindyaka.
Another explanation of the name Vinfiynka is given
in the Vamanapurana to the effect that, as he
was born without n aayata or sire, he came to be
named Viniyakn.

It is said that the shrines of Submhmanya
are rather common in South India; but those of
Vighndivara are even more numerous. Fvery
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village, howaver small has in it an image of Vigh-
nddvarn, with or withoat a temple to house it in.
At the entrances of villages and forts, below pipal
trees adjoining villages, on the right side of the
entrances into Siva temples, in the niche which
is at the commencement of the innermost prakira
cirouit in the temples of Vishnu as well as Siva
and also in sepurate shrines specially constructed
in Siva templesin the sonth-west corner, the figure
of Vighnasvara is invarinbly to be seen.

In Ripamandana it is stated that, in a temple,
dedicated to Gandda, there should be on the left
of the image of this deity the figure of Gajakarna ;
on the right, of Siddhi; to the north, of Gauri; to
she east, of Buddhi ; to the south-east, Bilachandea
(Bhalachandra ?); to the south, of Sarasvati ; to the
west, of Kubéra; and at the back, of Dhiunraka.
Enoh of the four gates ol the shirine should have s
puir of dvarapnlas. Those at the east gate are
named Avighna and Vighnarija; at the south
gate, Suvaktrs and Balaviio ; at the west gate,
Gajakarna and Gokarnp;, and st the north-gate,
Snsaumyns and Subbadaysks, All these images
are to be dwnrfish in statore and should possess
serrific look; one of their bands should be in the
tarjani pose, another should carry & danda: and
the other two hands should, in the case of Avighna
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and Vighnarija, earry the parafu and the padma ;
in the case of Suvaktra and Balavin, the bhadga
and the JiEaka; in the case of Gajakarna nand
Gokarna the dkanus and bana; and Iastly in the
case of Susaumyn and Subhadiynks, the padma
and the ankufa.

VighnéSvara may be represented ns sitting or
standing. The seat may be a pedmasana or a
mouse or in rare instances, a lion. If the figure
i5 astanding one, it should have a few bends in the
body so as to be of the deiblanga or tribhanga
type. The standing image of Ganapati, may also be
of the samabhasiga type without any bend what-
soever. In the case of the sitting image, the rule
Inid down is that it should have its left leg folded
and resting on a seat, while the right leg has to be
crossed so as to rest on the left thigh, (see Pl X
fig. 1). Owing, however, to the seulptors generally
making the belly alittle too big, she legs cannot
be shown to cross each other in front. Therefore,
they simply show the right leg as beut and make it
rest vertically on a seat, (see Pl X, fig. 9).

The troak of the elephant-head of this god
may be shown as turned towards the left or the
right. Generally however, it is turned towards the
loft; only in rare cases do we meet with figures
with the proboscis turned to the right, A Ganééa
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with the trunk turned to the right is known in
Tamil as Valamburi Vindiyaka; and the same god
with the trunk turned to the left is ocalled Idam-
buri Vinayaka,*

Vighnaévara is figured in most cases with only
two eyes ; the agamas, however, preseribe three ayes
to him in certain particulsr aspects. His image
may have four, six, eight, ten or even sixteen arms;
but the mujority of such images have only four
arms. The belly of this god, Lambadara as he is
often enongh called, has to be very capacious, On
the chest has to be thrown a snake in the form of
the yajinparita ; and another snake should serve
a8 n belt going round the belly. The following
Puranic account of how he came to possess » girdle
of snake is interesting, Once upon a time, Vighnas-
vara, received from a number of devotees innumera.-
ble quantities of the madaka cake, and put them all
into bis capacious stomach. He then started to
go home and mounted upon his precioua charger,
the mouse, and began to drive it. It was already
dusk, and the poor over-burdened little mouse was
hardly able to move along. In such & plight, it
sighted a large snake crossing the path ; and in

* The words valam and sdam mean "right ' and 'lolt' in
Tamil,

50




GANAPATT.

terror it tripped and fell throwing down the rider
god Gandéa also. This fall enused the bursting of
his inflated belly, and tho cakes were nll scattered
pell mell on the floor. He picked thew patiently, put
them once again into his burst belly and tied round
it for security the very snake which caused him
80 much damage. It is thos that he got the snake-
girdle. The moon, who was then in the company
of his twenty-seven starry consorts, saw all that
took place on the earth below and burst out in
loud laughter quite audible to Ganééa. This god
became greatly aunoyed st the insult offered to him,
grew wild with anger and plucked one of his own
tusks and burled it at the moon. It struck the
moon and hit him so hard that he began to lose his
lustre rupidly. The nights became pitch dark, and
the gods thersupon approached him with prayers
and implored him to pardon the offender, and to
restore to him his light. Pleased with the praisss
of the gods, Vighnéévara modified his curse some-
what, changing it from perfeot loss of light in the
moon to one of periodic waning, and waxing.
This story accounts also for Gapéda having only
one tusk in addition to its offering an explanation
of the waxing and the waning of the moon.

Thare are several varisties smong the images

representing this elephant-headed god ; and we give
51



HINDL ICONOGRAPHY.

below  deseription of these varieties in brief out-
ling.

\~ Bala-Ganapali 1s a form of this god seulptured
like @ child ; it has of course four arms and the
bead of an elephant. A wmango, a plantain, a jack
fruit, and & sugar-cane are to be held in the four
hands. Tao the trunk the image bas to carry a
wood-apple. Its colour should be, it is said, like
that of the rising sun.

Tarupa-Ganapati represents a form  which
carries in its hands the pasa, the ankusa, the wood-
apple, jambu fruit, the sesawum, and a bamboo-
sbick, and has to be seupltured as a youth. The
eolour of this god sbhould be red.

Blakti-Vighnz§vara is also an image with
four hands in which ware placed a cocoanut,
& wango, & lump of sugar, and u cop of payasa,
which is a sweet preparation of wilk and rice;
and tho colour of this inage hus to be white like
the autumnal woon.

Vira-Viglnssa. The image ol this type of
Vighnésvara should be sculptured as having six-
teen hands. The things which it should carry in
its hands are » vdtala, or vawpire, the weapon
dakti, bow and arrows, the sword and the shield,
the mudgara or hammer, the gada, or the club, the
@ikuba, the pada, the dila, the kunda, the paraéu
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and the dheaja. The colour of this image has Lo
be red.

Sakti-Ganzsa represents & olass of images
consisting of Lakshmi-Ganapati, Uchehhishia-
Gayapati, Maha-Ganapali, Urddhea-Ganapati, and
Pingala-Ganapati. Of these the LARSHEMI-GANA-
PATI, should have eight bands, and carry in them a
parrol, & pomegranate, o lotus, s water-vessel of
gold set with rubies, the ankufa, the pada, the
kalpakalata, and the bud of the plant called bana.
Water should be shown to be flowing from the
proboscis. The colour of this image has to be
white. Such is the deseription given by Aghora-
sivich@ryd in his Kriyakramadydti. But the
Mantramahadadhi states that Lakshmi-Ganapati
should have three eyes and should hold in two of
his hands the danfa and the chakra, while another
hand should be in the abkaya pose. Nothing is
aaid about the fourth hand. Evidently the fourth
armn is intended to hold Lakshmi in its embrace.
The colour of Lakshmi-Ganapati, according to this
authority, should be golden colour. It is stated
also that the goddess Lakshini should be sculptured
80 a8 to be embracing Ganséa with one of her
arms; she should carry a lotus in another hand.

Uchchhishta-Ganapati is worshipped by
many even in these days with a view to
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achieve their varions desired objeots ; and
this god is considered to be a great giver
of boons. In the Kriyakramadysti
quoted above it is said that this image
should carry in its hands n lotus flower,
# pomegranate, & tine, some quantity of
paddy and an alshamila. The Mantra-
maharpave prescribes that Uchollishia-
Ganapatfi should carry the bama, the
dhanus, the pasa and the ankuda, and
should be reddish in colour; he should be
seated upon the padmisana, with n nude
Divi, and should be shown as if he is
making attempts for coition. A more
elaborate desoription of this deity is
found in the Uttara-Kamikagama. The
figure has to be a seated one, with four
hands, in three of which it should carry
the pada, the ankusa, and a piece of sugar-
cane ; the fourth hand should be touching
the private parts of the naked figure of
the associated Dévi. This god should
have three eyes and be of dark colonr.
He should wear on the head a raina-
makufa. The nude Dévi should be sitting
upon his lap; she should be decked with
all ornaments and bave only two hands.
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The name of this goddess is Vighnaivari,
and it is particularly stated that she
should be seulptured beantifully. There
is great deal of difference between the
description of Uchchhishta Gapapati as
contained in the books and the exeention
in the actual scnlptures. In all cases
this god has a nude Dévi seated on his
lap; two of his hands earry the pasa and
the asikusa, one hasa ladduka in it, and
one of his arms is used in embracing the
Dévi about her hip. It is the proboseis,
but not one of the hands, which is in
contact with the private parts of the
Dévi. And the right hand of the Devi is
shown to be holding the private parts of the
god ; in her left band she carries a lotus,
Maha-Ganapati. The imsge of Maha-
Gapapati is one with ten arms; and it
should have in its hands a lotus flower, a
pomegranate, a jewelled water-vessel, the
gada, his own broken tusk, a sugar-cane,
ears of paddy and the pasa. The colour
of this image has to be red. The fignre
of Sakti, whose complexion is white,
should be seated on the lap of this god,
snd she should a have lotus in her hand.
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llrddhva-Ganapati should carry in five of
his hands a kalhara flower, ears of paddy,
a bow made of sugar-cane, the bana, and
the tusk. With one of his arms he
should embrace Sakti about her hip. The
colour of this god has to be golden-vellow,
and that of the associated Sakti should
be like that of the lightning.

Pingala-Ganapati, is also a figure with six
hands in which it may be seen to carry
& mango, & bunch of flowers plucked from
the kalpaka tree, n sugar-cane, sesamum,
madaka, and parafu. It should have the
figure of Lakshmi by its side.

The general characteristics of Sakti-Ganapati,
according to the Vighndsvara-pratishtha-vidhi, are
that he should be seated on the padmasana with a
green colonred Saksi by his side, whom he should
be embracing about her waist, and that there should
be no econtact between the hips of the god and
the goddess. His eolonr should be the crimson of
the setting sun. He should hold the weapons paja
and vajra and be made to look ferrific. The
Mantramaharnpava, on the other hand, has it that
danta, ankuda, paka and akshamala should be placed
in the bands and the madalka, in the trunk of this
Ganapati, and that Sakti, decked with all orna-
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ments and clothed in gold-laced cloth shionld be
seated by hia sido,

Hiramba. The figure of Héramba is very
different from all other figares of Vighndsvara. It
has five elephant heads, four facing the four oardi-
oal points and the fifth placed above these so as to
be looking upwards. [t should be seated upon a
powerful lion. It should carry the pasa, danta,
akshamala, paraku, and o three-beaded mudgara in
its bands; in another hand there should be a
modaka, nnd two other hands have o be bald in
the rarada and ablaya poses respectively., The
colour of Hérambn has to be golden yellow.

Prasanna-Ganapati. This Gapspati is describ-
ed as a standing figure which has either o few bends
in the body or is perfectly.crect, One suthority says
that the fignre should be ablaviga, while another,
says that it should be samabhanga. The bends, whon
found, sre gonerally three. The seat or pedastal
upon which this figure should stand is the padma-
sana. This Ganéda has to be sosrlob in eolour like
the rising sun, and should be draped in red oloth.
In two of his hands he should hold the pass and
ankuta, while the remaining two are to be one in
the varada snd the other in the abhaga pose. In
regard to this, howaver, there is genorlly & differ-
¢nce observable between what i found,in the
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aotual sculptures and the description given in
books. Prasanna-Ganapati is not seen in actual
seulptures, to have two of his hands in the varada
and ablhaya poses, but is made to hold in them a
danta and a madaka respectively, the latter of these
being represented as if it is being picked up with
the trunk, to be lifted and put into the mouth,

Dhivaja-Ganapati, should bave four bands,
carrying & book, an akshamala, a danpda and s
kamandaln, and be of ferrific look.

Unmatta-Uehehhishia Ganapatt, is represent-
ed by an image with three eyes and with a body of
red colour, 1t carries in its four hands the pafa,
the afikuda, a vessel containing modakas, and the
danta. Tt is seated upon the padmasana. It
should be made to look as if the elephant is in
must (rutbing).

Vighnaraja-Ganapati should be sculptured as
carrying the paéa and the ankufa, and as eating
a mango fruit. The image should be seated ona
mouse and have the colour of the deep red sun.

Rlwrvaniéa-Ganapati should have eight hands. |
The §ankia, n bow made of sngar-cane, arrows of
flowers, the broken tusk, the pada, the askuia, and
shoots of paddy grass are to be held in them ; the
colour of the body is to be white, It is worthy
of note that the suger-cane-bow and the flowery
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arrows are the attributes of Kimadéva, the Hindu
god of love.

Nritta-Ganapati. This is a representation of
Gangés as dancing. This imsge should have sight
hands in seven of which should be held the pada,
the ankua, cakes, the kuthira (a kind of axe), the
danta, the valaya (s quoit), and the afguliya (a
ring) ; the remaining hand should be Ireely hang-
ing 80 &5 to be helpful to the varous movements
of the dance. The colour of the body of this
Gangéa has to be golden yellow. 'I'o show that it
is a dancing figure it is scupltured with the left log
slightly bent, resting on the padmasana, and the
right leg also bent and held up in the air. The
seulpturoes of this figure have generally only four
bands, but not eight as in the description given

Haridra-Ganapati is also known s the
pitka, the ankusa, modaka, and the danta aro to be
held in the four hands. His image should huve
three eyes and be of turmeric yellow ecolour and
should wear yellow clothing.

Blialachandra. It is said that Chandra (the
moon) was cursed by Durbbi () and began to lose
his brightness. Seecing this, Ganapsti  took up
Chandrs and wore him on bis forehead as & #ilaka,
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and thus saved him from disaster. That form of
Ganapati which hence has the moon on the forehead
is known as Bhilachandra. The Bralmanda-
purana gives this explanation.

Siirpakarna. The story regarding this form of
(Ganéés is that once upon o time Agni was cursed
by the Rishis to become extinguished and lost.
Agni sccordingly becane quite powerless. Ganésa
took pity and fanned Agni into life again with his
cars, as with & sitrpa or winnowing basket, Hence
ke is known as Sirpakarna.

Ekadanta. The story here is that ParaSurima,
having destroyed the Kshatriyas with the parau
lent to him by Siva, went to Kailasa to offer thanks
to his divine benefactor. But, when there, he was
stopped st the gate of Siva's abode by Ganapati,
who told him that Siva and Parvati were in con-
versation and that no stranger could then be allowed
toenter. Nob caring for the injunetions of this
door-keeper, ParaSurama tried to force his way into
the house; a fight then ensued between him and
Ganapati, in which Pavaburama hurled his parasu at
(Gapdéa in great anger. Gandsa was able enough
to resist the blow of the axe ; but he did not do so,
because he could not bear to see his father's battle-
axe, pass for a powerless weapon. He therefore
received the blow on his left tusk, which thus
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became broken and lost, Accordingly he became &
single-tusked god, Ekadanfa. The authority for this
also is the Brakmanda-purana. Ina large number
of sculptures, however, the figure of Ganésa is re-
presented without the »ight tusk, contrary ko the
description given in the Brahmanda-purana.

We have already remarked that Ganésa is
the akasic part of Sivae looked upon as the
Lord of the Universe. Perhaps to represent him
as the vast expanso of space which is everywhere
and encloses all things, bis belly is made 50 capa-
gious 88 to contain in it the innnmerable thousands
of modakas —round, ball-like cakes,— which most
probably represent the various beings in the
universe floating in the ocean of akada or ether.
The Padma-purana, however, explains the modaka
to be the symbol of Mahabuddhi, Supreme
Wisdom.

. The following acoount is given in the Siva-
mahapurapa of the ciroumstances under which
Ganapati came to be married : whan Gagapati and
Subrahmanya attained marriageablo age, Pirvati
and Siva consulted each other as to which of them
should be married first, It was resolved that he,
who sucoessfully circumambulated the earth first,
should have his marriage celebrated first. Sabrab-
manys began the race, got ready his peacock-vehicle
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and started on the trip round the earth. But
Gapida was indifferent at the time and utterly
unmindful of his brother going in advance in the
race, for he felt sure that he hitnself would in any
case come out suceessful. As soon as Subrahmanys
was out of sight, Gangéa came near to his parents
and eireumambulated them seven times, and quoted
a Vedie text to the effect that, if a son made seven
pradakshinas, circuits, round his parents, he oblained
the meritof having cireumambulated the earth.
The parents were highly pleased with the wisdom
of Gandéa and married to hin two fair damsels
named Buddhi and Siddhi. To the former was born
the son named Kshéina, and to the latter the son
named Labha. When all this had taken place
Subrabmanya returned, and demanded the prize
promised by bis parents. He was then informed how
the prize in the race had been won by Ganésa,
and was asked to wait for his own turn to come
in the matter of warriage. Feeling disappoint-
ed and sngry, Subrahmanya retired to mount
Kranfichs to do penance there and live the life
of celibacy. - . 4

The above nccount olearly shows us that
-(3angéa is conceived to be the Lord of Buddhi and
Siddhi, that is, the lord of wisdom and the sttain-
ment of desired ends.




GANAPATL

Tixplanations relating to the weapons in the
hands of Ganapati, will be found in the chapter
on Ayudha-purushas snd what they mesn.

The illustrations of Granapati given on plates
X to XVIare all from actual sculptures, Among
these, fig. 1, Pl. X is that of the stone Ganapati set
up just two years ago in the newly constructed
temple of $iradadavi and Safikarichirya at Kaladi.
The image was execated, it is reported, by a Bombay
artist, and is 4 good specimen of the work of the
new Bombay school of sculpture. There is an
evenness of symmetry in the balance of the limbs
and also a natural proportion in size s between the
head nud the trunk, as woll as between the trunk
on the one side and the hands and logs on the other.
The modelling of the hands and legs, of the orna-
ments and the deapery leaves nothing to be desired.
This figure holds the adkufa in the back right hand,
the paka in the back left hand ; the madaka cake is
in the front left hund and the danta is beld in the
front right hand. The proboscis of the elephant-
head is shown to be playing with the flower garland
haoging from the neck. This lnst fenture possibly
# adicates that this Ganapati represents that variety
of Uchchhishta-Gagapati which is called Unmatta.

Fig 2, Pl. X is a very pretty ivory image of
Kevala-Ganapati carved in the School ol Arts at



HINDU ICONOGRAPHY.

Trivandram. It curries inits bands the same things
which the image represented E}' fig. 1 does. Though
influenced by Western art, the artist in this case
has still followed to a great extent the aucient
ideals of image making, as is evidenced by the old
conventional style of the makuta, by the folds of the
drapery shown on the fignre and by many other
minor details.

The stone-fignre of Lakshmi-Ganapati, the
pbotograph whereof is given on Pl, XI as fig, 1, is
found in the Visvanithasviimin tewple at Tepkaéi,
whiech is known to have been built by a Paondya
king named Arikésari Parikrama Pandyadéva in
1446 A. D. The image is therefore likely to have
been set np abont this period. The workmanship
of this piece of sculpture is far from satisfactory ;
no heed is paid to what may be mentioned as the
natural proportion of the parts of the image, as
may be seen from the unsvitable size given to the
trunk, the head, the belly and the hands and legs.
Some out of the ten hands of this image carry the
chakra, §antkha, fiila, parake, danta, nod pasa ; and
articles which are carried in the other hands it is not
easy to make out. There is & water-vessel shown
a5 being carried in the proboscis of this Ganapati.

In the Nigsévarasvimin temple at Kumbha-
kipam is set up the figure of Uchehhishya-
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Ganapati, the photograph whereof is reproduced
aq fig. 2in Pl XI. It has four hands, and carries
in three of them the paradu, the pasa and a
midaka, while the fourth is emnployed in embracing
the goddess, The proboscis of the image is touch-
ing the private parts of the goddess, who is herself
carrying a flower in her left band and is touching
with her right hand the private parts of Ganapati.
The stone image of Uchchhishta-Ganapati figured
on Pl. XII belongs to the Mysore State. As
dencribed in the Mantra-mahiirpara, this Ganapati
is seen carrying in his hands she afduda, the pada,
the dhanus and the bawa; in other respects this
image i8 almost similar to the Kombhaksnwm
image,

The bronze-image of Heramba-Ganapati,
whose back and front views are shown on Pla
XIIT and XIV, belongs to the Nilayatakshi-
yamman temple at Negapatam. In this fgure,
which is seated upon a lien, two hands are kept
in the varada snd the ablays poses respectively,
while the other eight are shown to be carrying the
parasn, pasa, danta, aonkeda, and four other weapons
which ave not ensily identifiable. It shonld be
observed that the image has five heads: four of
them nre [acing the four cardinal points, and one
is situated gentmlly on the top. Thia piece of

? o
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soulpture does not appear to be older than the
fifteenth centary A. D.

Two illustrations are given here to show the
form of Prasanna-Ganapati as executed in seulp-
ture. Of these fig, 1, P. XV represents a bronze
statnette belonging to the Siva temple at Pattié-
varam in the Tanjore district. It is & ériblanga
image with three bends in the body, and is standing
upon a pdamasana. Surrounding this image there
is the prabhavali: and it carries in its four hands
the anliuda, pasa, mddaka and danta. Its head is
adorned with the karanda-makuta. Itis probably
not latar than the twelfth or the thirteenth century
A.D. Tig. 2 on the same plate is an ivory image
of Prasanna-Ganapati made in the School of Arts
at Teivandram. It is a perfectly erect figure being
samabhanga, snd in its hands we see the same
things s in the hands of the bronze statuetbe of
Pattisvaram.

The fignre of Nritta-Ganapati shown on
PL. XVI, is found in the Hoysal@Svura temple ab
Halgbidu, the ancient capital of the Hoysala kings.
The construction of this temple is said to have been
begunin the year 1121 A.D. in the reign of Vishou-
varddhana. Therefore the age of this sculpture
may well be assigned to somewhere about the lust
quarter of the twellth century. It isa very fine
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piece ol sculpture, perfect in modelling as well as
exegution and pleasingin effect. The image carries
i six out of its eight hands the parasi, paia,
midaka-patra, danta, sarpa aund porhaps also a
padma. One of the right hands is held in the pose
called danda-hasta, while the corresponding luft
hand is in the vismaya-fasta pose: and the pro-
bosois carries a lotus with its stalk and s few leaves
attached thereunto. Above the head of this
Ganapati an uwbrella is soulptured ; and the hoad
itself iz adorned with a very artistically wrought
karanda-makuta. Below the seat is worked out a
motise as if engaged in the net of eating up & few
miodakas thrown oo the floor, On either side ol

the mouse we may see the figures of a few devotess
sitting with offerings in their hands, while on the

left and right of the image of Ganuapali ave some
mmugicians playing upon drams and other instro-
ments.
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VISHNTU

N modern popular Hinduism, Vishou is one of
the gods of the Hindu trinity, and is conceived

to be responsible for the umiversal protection, as
Brahma and Siva, the two other gods nre held to be
responsible for universal creation and destruotion.
However, Vishnu is in fact an old Vadie god, who
is mentioned in all the four Védas— the Rigvada,
the Yajurvada, the Samaviads and the Atharvans-
véda. In none of them does he sppear as the ona
supreme deity. He is there identified with the san,
and is said to have stridden over the seven regions
and to have covered the whole universe by means
of three steps. According to Sakapipi, an old
Vidic commentator, Visbnuo is the god who has
manifested himself in the threefold form of fire,
lightning and the solar light on earth, in the mid-
region of the atmosphere and in the sky respectively.
According to Aurnavibba, another commentator,
the three steps of Vishnu do not denote fire, light-
ning snd the solar light, but indicate the different

7
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positions of the sun at bis rising, culmination and
getting. The idea underlying this solar explanation
is obviously incorporated in the dhyana-sloka,
dhysya-ssada  savityi-mandale-madhyavarts Nara-
yana-ssarasijisana sannivishtah keyiravan makara-
kundalavan kirigi hart hiragmaya-vapuh dhrita-
jankha-chakrah, wherein Vishnu as Narayans is
described as residing in the orb of the sun. The
idea that Vishou is the sun appears to. be still
maintained in the worship of the sun as Saryva-
Nariayapa generally conducted on Sundays and
other prescribed oceasions. In the Rigvada, Vishnuo,
has received in one place the epithet ‘the ancient’
and in another ‘the protector' applied to him.
The supreme position, which he now occupies in
Hindu theology, became his at & later period in
history. In the majority of references to Vishou
in the Vadas, he is introduced as the subject of
isndation forming one among & greak crowd of other
divinities : and there he is in no way distinguished
from them as being in any respect superior. From
this fact we may conclude that he was regarded by
the ancient Védic bards as a god who was on &
footing of aguality with the other deities. In the
Vadas the Adityas or sons of Aditi, are alluded to
a8 being seven or eight in number. In the Sata.
patha-Brahmana they are once said to be eight,
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and in another instance twelve, in number; and
Vishopu is included #s on¢ among them. The
Mahabharata, alter reforring to the twelve Adityas
a8 the sons of Kadyapa'by Aditi, declares that the
twelfth Aditya is Vishou, who, though the latest
born, surpasses all Adityss in the greatness and
glory of his attributes.

Thus the solar origin of Vishnn seems to be
easily demonstrable ; and it is probably not with-
oub n struggle among his worshippers that he rose
to occupy the position of eminence which becamne
his in later times. The Safapatha-Brahmana sayd
that, when Vishnu sttained the pre-eminent position
among the gods, the other gods became envious of
him, and through mnachinatious managed to have
his bead cut off. Soon, however, they became
alarmed st the loss of Vishnu and desired to have
him restorsd to them. With this object they pray-
ed to the Abvins, the celestial physicinns, and they
made Vishou whole aguin and placed him alive
among the gods. Vishnoa is also conceived in the
Vadas and elsswhere as the Sacrifice, and in this
aspect he is at present worshipped under the name
of Yajfia-Narayana.

Conperning the position of Vishgu in Vadio

Mythology, Muir says—" It will be observed that
in the preceding clussification of the gods, the
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principal places are assigned to Agni, Vayu or
Indra, and Sirya, who appear therefore to bave
been regarded in the time of Yaska (the Védic
Commentator), as the triad of deities in whom the
Supreme Spirit was especially revealed. Vishnu is
only alluded to as one of the divinities who were
worshipped conjointly with Indra; and Rudra is
only mentioned as worshipped along with Soma.
If we may judge from his silence regarding it, the
conjunction of Brahma, Vishnu and Rudra, as the
triple manifestation of the deity (frimirti), would
appear to have been unknown to Yaska'. Weber
has given his view of Vishnu in the following
terms :—" According to our view it would have
been perhaps more advantageous for the course of
the representabion in general to start, not from the
later triad of gods, but from the Vidic triad, which
80 often appears in the Bralmana texts themselves,
viz., that of Agni, Vayn and Sirya, the rulers ef
the earth, the air and the heaven; as we have in
fact actually to recognize this as the foundation of
the later triad. The sun, as the generative, creative
principle, is thronghout the ritual-texts regarded
as the equivalent of Prajapati, the father of crea-
tion. The destructive power of fire in connection
with the raging of the driving storm lies clearly
enough at the foundation of the epic form of Siva.
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By the side of Vayn, the wind, stands his com-
panion Indrs, the lord of the light; clear hewven ;
and with him again Vishou, the lord of the solar
orb, stands in a fraternal relationship. This close
relation of Vishnu to Indra is far from being
estimuted by the author in its full significance.
Vishou owaes to Indra his blue colour, his names
Visava and Vasudéva, and his relations to the
human heroes, as Arjuns, Réma avd Kpshoa,
which have becowe of great importsoce for his
entire history".

When we come to the later period of the
Itihasas and Purinas, the supremacy of Vishpu is
clearly established, and he hns already scquired
his place in the Hindu trinity. The manifestations
of this Vishoa as the supreme protective god in
the Hindu trinity are all embodied in interesting
images some of which we describe in the following
pages.

The muterials for the description of lhalmngu
of Vishnu are not so sbundant as they are in the
case of the images of Siva. Besides the unpublish-
ed Vaikhanasagama, the Tanira-sara of Madhvs-
charya and a [ew other minor works, no other
anthorities are available in relation to the images
of Vishou. The PaRcharafragama, which was
propagsted in 8. India by the great Vaishpava
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veformer Ramanujachirys, is said to consist of one
hundred and eight sasmhitas : of these a very large
pumber is reported by Védantadosika to have been
lost even in his time. Of the few of the remaining
saihitas that have come down to our own days,
only three or four have been published. The
Satvata-samhita, the Narada-pancharatra-samhita
and the Brihad-brakma-sarulita have appeared in
print ; but unfortunately they do not contain ALYy
valuable informasion on the subject of iconography.
The Vaikhanasagama, which is probably the older
agama of the Vaishnavas, is not, however, wanting
in information in this respect. Inthe soulptures of
Mahabalipuram and in other Dravidian rock-cub
shrines, including the famous Kailsa at Ellora, it
isthe Vaikhanasagama that wppears to have been
followed. This important agama and other avail-
able suthorities have been taken sdvantage of in
giving the following detsiled description of the
principsl Hindu images conunonly met with in
Indis.

~ The principal imasge in a Vishnu temple s
generally represented in one of three attitudes, that
is, standing, sitting or reclining, The standing image
is called a sthanaka-miirti, the gitting image an
asana-mirf: and the reclining image a dayana-mirti,
The images in each of the three attitudes sre
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classified further into the ydga, bhoga, vira and
abhicharika varieties in consequence of cerfain
alight differences in their descriptive characteristics.
These varieties are intended to

viva-berts  be worshipped by devotees with
. different desires and sobjects in

view : thus, the yogi should worship the yoga lorm
of Vishnu, the persons who desire enjoyment should
worship the dhdga form, those who desire prowess
the vira form, and kings and others who wish to
conquer their enemies the abhicharika form. Some
of the Vishnu temples in 8. India bave central
shrines built in three storeys: as examples we may
mention the Vaikunthapperuma] temple® at
Conjeevaram, the Kidal-alagar temple at Madura,
the temple at Tirukkdttiyir and the temple at
Mannarkdyil in the Tinnevelly district. In the
three storeyed central shrine of such temples, each
storey is occupied by sn image of Vishpu, the stand-
ing, sitting and reclining images being placed in the
lowermost, middle nod uppermost storeys in order.
The yaga, blidga, rira aad abhicharika images of

* Sea tha soohiomal elevation of the Vaikuokhnppercmil
temple on PL lxiil, In Rae's Pallava Architecture, or Fig.
210 on p. 359 of Fergueson's Rastera and Indiau drehitaciure,

as re-adited by Burgess
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Vishnu are again classified into superior (uftama),
middling (madhyama) and inferior (adhama) forms
acoording to the number of the subordinate deities
and other beings found in association with the
central Vishon image.

Tt is tanght that the images of Vishnu should
always be soulptured in keeping with the uttama-
dasa-tala measure, & complete deseription of which
may be found in Appendix B.

As the name indicates this is a yoga variety of
the standing figure of Vishnu. Itshould have four
arms and should be of dark colonr, The back
right hand has to carry the chakra, while the front
one is to be in the abhaya or varada pose. The
front left arm shonld rest npon the
: hip (katyarvalambita-hasta), while
the back left hand has to hold the fankha. The
rishis, Bhrign and Markandéya, have to be sculp-
tured as kneeling and resting on one knee on the
right and left respectively of Vishnu ; or the goddess
Bhiidavi and Markandéya® have to be seulptured oo
the right and the left of the Vishnu image. The
figure of Siva has to be carved on the north wall of

nmuﬂumla-
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Vaikhinasdpoma Punys, Purins and Amits are given as
synonyms for Markandéya : Srased goi qUEEATALR
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of the central shrine 80 as to face the south. Tt
should have four arms; one of the lefi arms has
to rest on the hip, while the other has to carry a
deer ; the raised right hand has to hold o paraéu,
and the other right hand being held in the abkaya
pose, Onthe south wall of the central shrine facing
the north, a standing image of Brahmi shonld be
soulptured with four arms ; two of the hands shonld
oarry respectively the askhamala and the kaman-
daiu, while the third band has to be held up so as
to represent Brahmi in the act of pmising Vishon,
the lourth being placed on the hip in the kafya-
valambita pose. Vishnu in assooiation with the
deities and rishis mentioned above is understood to
be the ¥agasthanakamiirti of the uttama class, If
the subordinate images of Brahma and Siva happen
to be wanting in the group, then the main central
image of Vishno is said to be of the madhyama
class; and if the Pajakamunis are also omitted,
the group is held to belong to the adkama
class.
This is also a standing image of Vishnu having
four arma. The image carriea the
m‘m" chakra and fankha in the two baclk:
hands, The front right haod is in
the abhaya or the varada pose, while the front left
hand hangs by the side so as to reat upon the hip

Bl
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or is made to be in the kataka pose. The colour of
the Blagasthanakamiirti has also to be dark. The
figure of &ridévi should be made to stand on the
right side of Vishnu, with her right leg placed firmly
on the ground and the left slightly bent. In the
right hand of this goddess there should be a lotus
flower, and the left hand should be allowed to hang
freely by her side. The colour of Sridavi has to be
golden yellow. On the left of the figure of Vishnu,
there should be the image of Bhiidévi, whose
colour has to be dark. In her left hand she should
be made to hold the blue water-lily, and her right
hand should be made to hang freely by her side.
On the right and left of Vishnu respectively Bhrigu
and Purana, obviously meaning Markandéyn, have
to be knecling on one knee, or sitting in the
utkutikasana posture. Above the central figure of
Vishnu there should be the images of the goddesses
Miya, Sathbladini, Kamini and Vyajani, of the
divine musicians Tumburn and Narada, of a pair of
Kinnaras, of o Yaksha, a Vidydhara, the rishis
Sanoka, Sanatlumara and the luminaries Strys
(sun) and Chandra (moon). On the north and the
south walls of the central shrine the figures of Siva
and Brahma have to be respectively worked out as
in the case of Yogasthanakamiirti. The image of
Vishou, in #ssociation_ with the group of gods,
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goddesses nnd devotees as desoribed above, is said
b0 constitute a Bhigasthanakswiirti of the uttama
olass. If the figures of the Yaksha, the Vidyadhara,
of Nirada and Tumbaru be absent from the group,
the image will belong to the madhyama olass. Ii,
in addition, the fignres of Sanaks, Sanathkumiies,
Sitirya, Chandra and the Piijakamunis be also
sbsent from the group, the contral image of Vishou
will belong to the adhama olass.
In this, as in the previous instances, the
central fignre is a standing image
Virnsthanaka-  of Vishgu. Heoarriesin his hands
chakra and fankha ns usual. The
Sanskrit texts do not mention for what purpose the
other hands are to be used. Surrounding the figure
of Vishnu, the following images have to be sculp-
tured, namely, those of Brahmi, Siva, Bhrigu,

Mirkandiyn Kishlkindha, Sundara, Sanaka, Sanat-

kumira, Sirys and Chandra. It is not easy to
make out who wre referred to by the names
Kishkindha and Sundars here. In company with
such a group of images the standing figure of
Vishou happens to be the Firasthanakamirti of
the witama class. If, however, the images of
Kishkindha, Sundars, Sanaka, Sanatkumira be
absent, it will belong to the madhyama class, 1If,
further, the images of SGrys, Chandra and the
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Piijakamunis” be also absent, it will be known as
belonging to the adhama class,
This type among the images of Vishou bas
gither four or two arms, has to be
ivhicharika:  of dark complexion and possess &
faded countenance. This image
shonld be clothed in black, and is not to be sur-
rounded by any divine beings or human votaries as
in the previous cases. If a temple for this type of
Vishnu bas to be built, it is said that there should
be no beauty or symmetry in its construction and
that it should be situated in the quarter known as
the paidachapada.! The ceremony of installing

* The Pojakamunis montionad in the description of sll
the napoota of Viahou sppear to refor ko Bhrigu and Markan-

ddyn.
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of this Vishou imnage are to be in the yoga-mudra
pose. It is distinctly mentioned that fankha and
chakra ought ot to be put into the handsof this
image. The colour of the underwear of this deity
has to be yellow and that of the upper cloth has to
be white. Theimage is shown as wearing a yajno-
pavita on the body, Aundalas in the ears, kayiras
on the arms and & hara round the neck. Its oyes
have to be slightly closed. On the north wall of
the shrine of the Yogasanamirti the figure of Siva
in the sitting posture should be sculptured, and
on the south wall that of Brahma in the same
posture. On the back wall, which is the western
one, there are to be the figures of Chandra, Siirya,
Sanaka and Sanatkamara., On either side of the
central Vishnu image Bhrigu and Marksndéys or
Mirkandéya and Bhimidavi have to be represented.
A grouping of deities and vobtaries such as this is
essential in relation to the uftama cluss of the
Yogasanamiirti of Vishpn.  If the images of Chand-
ra, Sirys, Sanaka and Sanatkumars happen to be
omitted in the group the imege would belong to the
madhyama class ; it would belong to the adhama
class, if Bhyigu and Markanddya be slso wanting
in addition..

The following slightly different deseription of
the Yogaévara form of the image of Vishpuis found

':-
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VISHNT.
in the Siddhartha-sawmhita as quoted in the

Fachaspatya-koka According to this authority

Vishnu has to be sculptured as seated upon the
padmasana with the eyes slightly closed and the
vision fixed upon the tip of the nose. The two
front hands should be kept on the crossed legs in

the yogamudra pose. On either side of the seated

figure have to be carved a padma and a large sized
gada respectively. In the two other hands which
are somewhat raised there should be the sudarfana-
chakra and the panchajanya-fankha. This aspeet
of Vishnu is conceived to bestow the salvation of
souls frow the bondage of birth and death, and is
therefore specially fit Lo be worshipped by ydgina,
In this aspeet Vishnu is seated on o simhasana,
_ with his consorts Lakshmi and
Bhogheanamurt. By imidevi on the right and left
sides respectively, The colour of this form of
‘badark. He should have four arms,
in ona ul’tha two right hands the chakra bas to
be beld, while the other has to be in the rarada
or abliaya pose. Of the left hands one has to earry
the $aikla and the other has to rest on the hip or
upon the lap or kept in the simhakarnpa pose. 'To
the jright of Vishpu there should be, ns we have
nlready said, the image of Lakshmi. Her left leg
should be folded and made to rest on the seat,
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while the right one has to be hanging. Similarly

Bhimidévi, who bas to be on the left of Vishnu
ghould have her right leg folded and resting on
the seat, the left one being left hanging, Lalkshmi
shonld carry a lotus in her left hand, and Bhami-
dévin nilatpala in ber right hand; their other hands
are to mmmwmaortﬂbekaptnn
their laps or to be held in mmm On the
south wall of the shrine of Bhogasa ti there
should bathu:mnaadﬂmhmlmﬂ un the north
wall that of Siva, both these images being in the
sitting posture. Markandéys and Bhrigu have to
be kneeling with one knee on the floor. The restof
the details are exactly similar to those given in the
description of the Yogasanamirti. On the back
wall of the shrine immediately behind the central
figure of Vishnu there should be the images of the
goddesses Maya and Samhlading, of Tumburn and
Narada, of n pairof Kinnaras, n Yakshn and a
Viﬂyﬁﬂham, the pishis Sanaka and Sanatkunfra
and of Chandra and Sirya. The celestinl kalpaka
tree should also be seulptured on the wall. A group-
ing such us this constitutes the nifama class of
Bhogasansmirti. [f the Kinnaras, Tumburn and
the Narada, the Yaksha and the Vidyadhara happen
to be absent, the image of Vishnu would be consider-
ed to belong to the madhyama class; if farther the
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VISHNT.

fmages of Saoaka and Sanatkumira, Sdrya and
Chandra and the Piijakamunis be wanting, it would,
belong to the adlama class.

This variety of the image of Vishou is repre-
santed as seated upon the simhasana
with the laft leg bent and the right
somewhat extended. Lakshmi and Bhfimidsvi
should be shown in association with it as kneeling
on the floor on one knee in the positions generally
ocoupied by the sages Miarkandéya sod Bhyigu,
This image of Vishonu should be draped in black
clothing, while the colour of the figure itself has to
be coral-red. In one of the right hands the chak-
ra should be held and the other hand should be
in the ablaya pose. One of the left hands has to
hold the sankia and the other left band should be
in the simha-karpa pose, On the right of the

Vicasanamurii

- figure of, Vishpu there are to be the images of
‘Brahma and Markandsys, and on the leit of Siva

and Bhrign. Two celestial damsels, Kamini and
Vyiajani, should be shown as waving chamaras on
both thesides, and there should also be the following
figures swrrounding the central image, namely, those
of Sanaks, Sanstkumirs, Tumbury, Narads, Strys
and Chandra. Such a group of images is repre-
sentative of the Virasapamirti of the utfama olass.
If Tomburu, Nérada, Kamini, Vyijani, Sanaka and

89
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Sanatkumars be absent from the group, then the
image of Vishou would belong to the madhyama
olass of the Virdsana vanety. And if the figures of
Brahmwi, Siva, Lakshiui, Bhiimidivi and Sarya and
Chandra be absent it would belong to the adkama
class.
This is also a seated image with either two or
i, . four haods. Tho seat upo which
conamurtt  this image of Vishpu is rade to sit
e - is known as the védikasana, which
is an unadorned pedestal meant to be used for
minor deitics. The Abhicharikasanamiirti must
have an ill-looking face suggestive of viciousness or
tamast-guna, The complexion of the figure of this
form of Vishou has to be blue and the colour of the
gatment should be black, The oyes must be uplifted ;
thore should be no attendant deities aronnd. The
installution of this kind of image should take place
in whaut is called a ohara-rag iwonth, on the Ashami
{ithi in the dark fortnight, and under such inauspi-
cions asterisms as the Ardri nakshatra. The shrine
should be situated in the paifacha-pada and should
face the direction of the enemy who is $o be injured,
This is & recumnbent image of Vishgu with only
two hands; about @ fourth of the
Yoganayans:  hody should be somewhat raised,
and the remaining three-fourths
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VISHNT.

shonld be lying fiat upon the serpent bed. The
right hand should be placed near the pillow s0 a8
to touch the kirita; the other hand, bent at the
elbow, should be held in the kataka pose. Or, this
left hand may be made to be parallel to the body
s0 & sometimes to touch the thigh. The right leg
ling to be stretched out, while the left, ghould be
alightly bent, The image itsell should be adorned
with various ornaments, The eyes must be some-
what operied. The colour of the image ghould be
a mixture of black and yellow. By the side of this
recummbent figure there should be Bhrign and
Mirkandays, and near the feet, the demons Madhu
and Kaitabhn, while on the lotus issuing from the
pavel theve should be Brahmi.  Ou the back wall of
the shrine and above the level of the image of
‘Fuhgu ahould be seulptured the images of the
Ayudba-purt of Gamda, of Vishvakséna, and
of the shis, nll standing with their hands in
the afjali pose. On the south wall should be
shown Brahma, and on the north wall $iva,—both
in the sitting posture. Such & group constitutes
the wttama colass of Yognéayanamirti. If the
figures of the Sapta-rishis and Vishvakséna are
abaent, the group belongs to the madhyama class if
the Pijaksmunis and Madhu and Kaitabha wre also
absent, it is conceived to belong tothe adlama class,
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This type of the image of Vishpu should be of
dark colour and have two or four
moogasayana-  grmg and a well built body. It
should be recumbent, with a fourth
of the body slightly raised and the remaining three-
fourths lying flat upon the serpent-bed. One of the
right hands should be made to tonch the kirifa or be
stretched ont towards the head. One of the left
hands is to be made to lis parallel to the body =o
ns to rest npon the thigh. Nothing is mentioned
about the other two hands, when the image is given
four of them. 'The right leg should be stretohed out
straight and the leit should be slightly bent. Itis
laid down that the distance between the two legs
should be twenty asnigulas, that between the ankles
four angulas, and that between the knees fourteen
angulas. The face of the image should be deflected
from the medial line (brakmasiiéra) by three angulas.
On the head-side of this recumbent figure of
Vishnu there should be the figure of Lakshmi seated
30 #s to be in contact with the shoulders of Vishau,
This goddess should have in her right hand s lotus
and hold her left hand in the kafaka pose.

In another manosaript it is stated that one ball of the
body should be raised and the other hall should rest upon
the serpeut-bed. The whole bady of Vishou in this requmbent
posture should resemble & bow.

9
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VISHNU.

‘Bhiimidavi should be shown seated on the
foot-side of Vishnu so as to make ber touch the
left foot of the recumbent Vishon. This goddess
should hold a #ilotpala flower in her right hand
and keep the left hand in the kafaka pose, On the
right side of the kautuka-bira there should be the
seated image of Markapdéys, and corresponding
to it on the left, there should be the image of
Bhrigu. On the south wall should be seulptored
the figure of Bralund and on the north wall that of
Siva, both of them being in the sitting posture.
Again, on the south (apparently outside the shrine
and in niches provided for them in the wall), there
should be the figure of Gapdéa, and on the north
that of Durghi. Near the feet of the central image
of Vishnu the demons Madhu und Kaitabhs shonld
be worked out in a ferocious attitude indicating
thieir tendency to rush into violent action, their
lega below the knees being hidden within the waves
of the ocenn. They should both be made to sppesr
to be suffering from the scorching effect of the

. poisonous breath of Adiséshs, the serpent upon

3 which Vishou is reclining. Brahma should be
5 seated on the lotng which issues from the navel

' of Vishnu; on his right there ought to be the five

Ayudha-purnshas and Garnds. Above the figure
of Garuds on his right there should be the figure of

)
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the sun-god Sirya. Similarly on the left of
Brahmi shonld be shown the Aévini-dévatas,
Tumburn and Narada, represeuted as young child-
ren, and also Chandra the moon. Besides these
there should also bo the gnardian deitics of the
eight quarters, the Dik-palakas s they are called,
and Apsarus damsels waviog chamaras. A collee-
tion of gods and votaries ns described above makes
the central Bhagafayanamirti belong to the utéama
olass. If the figures of Tnmbury and Nirada and
of the Dikpilakus be absent, it would belong to
the madhyama olass : and if the figures of the
Piijakamunis and the Apsams damsels be further
wanting in the group, it would ther belong to the
adhama class.

This is n.im & reclining figure of Vishnu;

w7 (Ong of the right arms should be

made to serve as a pillow for the
head, while the other should hold the chakia;
similarly one of the left bands, carries the #asikha,
the other left hnod being stretched out parallel
to the body. On the sides of the feet of Vishno
there should be seated the goddesses Lakshmi
mdﬁhimﬂﬂ. 'I‘huﬂmuns Madhu and Kaitabha
should be l'mlﬂ:ng the feat of Vishnu in heir
bands as if in the act of supplication. On the
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right aod left of the kautuka-bira shere should be
the sages Markandays und Bhirigu respeotively, und
Brahmi shoald be seated on the lobus issning from
the navel of the recumbent nuage of Vishon,  The
five Ayudha-parnshas, Garuda, Chindrs uod Siryws,
the seven rishis and the twelve Adityns and the
eleven Rudrs, Apsaras dsmsels, Tumbura and
Niradn, two Kioouras, Sanaka nnd Sanatkumiiea,
and Brabhma () snd Siva should also be shown oo
the wall ab the baok of the shrine.  Then the image
of Vishnou would belong to the uttama class of Vira-
tayanamirti. The fve wall-known weapons of
Vighno are, the chakrn, gadi, sankha, dhanus und
khadga. Il the Rudras, the Adityas, the Apsaras
damsels and the seven rishis be absent from the
group, the image of Vishpu would belong lo ihe
madhyama class ; and i, in sddition to these, the
Kinparas, Ssuaks, Ssustkamira and the Piijaka-
munis be dsumunwunld belung to the adhama
In this case thuw of Vishou should be
lying on the floor, the bed consis-

“W" ting of the serpent Adisssha with
» bood having ooly two hewds sod

with the body coiled into two tums.  The bood of
the serpent should not be mised high. The com-
plexion of the Vishyu image should be blue; and it
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may bave two or four arms, and should be shown
to be in full slumber and therefore lying cowpletely
flat on the serpent, The face should be so made
A5 to present o faded 4ppearance, and the image
must be clad in black clothing. There should be
no attendant deifies. Snch g figure is conceived
to belong o the u#tama olass of the Abhicharika-
mirti-  If the serpent hus one bead and has its
body cailed only into one turn, the image of Vishou
lying thereon would belong to the madlyama olass.

In illustration of the standing, sitting and
reclining imuges of Vishon, figures propared from
photographs of nineteen such uctual itnages belong.
ing to the varions parts of India are given herein,
Plate XVII represents an image found in Mahs-
balipuram and belongs to the madhyama olass of
the Yogasthanakamurt;, Resting on one knee are
found on the right and left of Vishou the images
of Bhrigu and Markandsyn. They bave one of
their hands in the pose of praising, while the other
i8 seen resting upon the hip. Their heads carry
jatamakuta, which is chamoteristic of rishis in
general.  Above these imnges of Bhrign and Mag-
kandys there are the images of two dwarfs, who
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VISHNU.

are very probubly the Ayadha-purushas relating
to the Obakrs and Sadkba; both these images
are also seen to have one of the hands in the
pose of praising. "The central figure of Vishou
wesrs the kirifa-makuta and carrios in one of its
right hands the chakra and in one of the left hands
the §aikha; the other right hand is in the abhaya
pose while the other left hand is seen 0 be resting
upon the hip in the kafya valambita pose. Across
the chest and passing over the front right arm is the
yajiioparita ; round the neck the kara is worn, and
the udara-bandha goes round the abdowen; and
there are kiyiiras on the arms and katakas on the
wrists. This image of Vishou is & on the
padma-pitha. Tt may be ussigned to the seventh
or at the lutest to the eighth century A.D., as all
the works of soulpture found in Mahabalipuran
were executed in the palmy days of Pallava rule
and progperity in South Indis.

Plate XVIII represonts a bronze statuetie of
the Bhogasthanakamirti presorved in the Central
Museum at Madras, It appears to have lnin buried
i1 the earth and discoversd as a trensure-trove; its
face and portions of its chest are covered with
verdigris, but in other respects it is in an excellent
state of preservation. This figure of Vishnu carries
in its back right and loft hands she chakra snd the

a7
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banklia respeotively, while the front right hand is
beld in the ablaga pose and the front left hand
is made to rest upon the gada. The image is
adorned with the kiviga-makuta on the head, with
makara-kundalas in the ears, with haras round the
neck, with the yajispavita and udara-bandha round
the body, with Ayiiras on the arms and katakas on
the wrist. The figure stands upon the padma-
Vihay which bhas on cither side & vertieal metallic
strut to fix the prabhavali on. From the features
noticeable in the workmanship and its details, it
may be assigned to the tenth or the eleventl
century A.D.

The figure of Vishpu reproduced on Plate XIX
is scen seb up in & niche on the west wall of &
shrine in the large Siva temple at Tiruvottiyir near
Madrs. This shrine was, ucoording to an inserip-
tign found on a wall therein, constructed in the
fifth year of the reign of Rajakésarivarman Vira-
rajendradéva (A.D, 1067-8.) Therefore the image
of Vishnu shown on Plate XIX must have been set
up about this period and wusy be nearly eight and
i hall centuries old. Being placed in its present
position us an attendant deity, it is naturally isolat-
ed, and has no deities and votaries in association
with iteelf: it should therefors be classed ns a
Bliagasthanakamirti of the adhama elass.
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The photograph of the standing figure of
Vigshon reproduced on Plate XX represents an
image from Tadpatri whick belongs to tha highly
degenerated later period of the Hoysals school of
soulpture in South India. Marked features of
degeneration in the art are prominently visible in
the long inartistic nose of the image, in its very
small chin and disproportionately broad shoulders,
Like the figure shown on Plate XIX, the image of
Vishou in this case also holds the chakra and
$ankha in the back hands; the front right hand is
in the varada pose, while the Iront left linnd is
the kafyavalambita pose. On the right of this
central Vishnu there is the image of Lakshmi and
on the left that of Bhiitidévi. The height of these
goddesses is up to the kuee of Vishon, as required
by some authorities. The goddess Lakshmi holds
s lotus in ber left hand, and Bhiimidévi bas a
nilotpala in her right hand. In the light of the
conventional art of image-making this pisce of
soulpture is not without merit; but otherwise it
is certainly disappointing. The stone statustte of
Vishnu preserved in the Mathurs Museam st
Muttra, is reproduced from a photograph on Plate
XX1. 1t may be sesn to carry in its back right
hand the gada, in the back left hand the chakra, in
the front left hand the $§enkha, and in the front
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right hand o full-blown lotus. A Vishnu-image,
which carries the chakra, kaiikha, gada wnd padma
in the manner in which they are earried in the
Present instance, is considered bo be aspecial form of
Trivikrama. The ehief peculinrities worth noticing
in this image are the curions cut of the face and
the shape of the kirita. The face is of the type
which is characteristic of the soulptures in Northern
India generally, and more especially in Bengal.
Its oblique eyes, thin lips and pointed chin clearly
indicate the Mangoloid features. This type, we are
tald by Mr. Abanindranath Tagore, is known in
Bengal as the pan or leal-shaped type, and is
characteristic of the Bengal-Orissa school of soulp-
ture. The group of the three brongze figures of
Vishnu, Lakshui and Bhimidavi pictured on Plate
XXII is found in the Central Museum at Madras,
As in the case of the figure pictured on Plate
XVIII, the central figure of Vishou carries in the
two back hands the chakra and the sankia, while
the two front hands are in the abhaya and the
hataka poses respectively. The gada which must
be under the left front hand is bowever wanting ;
evidently a gada made separately used to be insert-
ed under this hand whenever required, and it is
likely that this scparate piece of casting has been
lost. As usnal the goddesses Lakshmiand Bhiimi-
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déviare on the right and left of Vishgn snd ave
aleo earrving o lotus and s nildfpala respectively,
One special point worth noticing is that the godiloess,
who stands on the right of Vishou or of any other
deity such as Subrabmanys, is shown to be wenring
the Kucha-bandha, while the goddess who stands
on the left is shown to be without it.  This general
yulé is followed in this instance also. The expla-
nation of this observed fact i¢ not appsrent. Thia
peculinrity is perliaps connected with the right-hand
and left<hand manner of worshipping (dakekind-
chdra and vamachara) the Davi goddess. From
the size and form of the Firite-makufa of Vighou
and karanda-makutn of the goddesses, from the
peculisr curvatare of the pose of the hands of the
goddesses and the formation of the faces of ull the
vhreo figures, it moy be surmised that they cannob
be older than the twelith or the thirteenth century
'A.D. The original of the photograph reproduced on
Plate XXTT1 is & very pretty little piece of workman-
ship of the conventional style of srt. The whole
beight of this group of images is not mow than ten
inches. In the centro is astanding figure of Vishon
with the chakra and the baikha in its baek hands ;
the front right hand is held in the varada pose,
while the front left hand is kept resting on the lip
in the katgavalambita pose. On the right aud loly

1
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of Vishon are the images of the goddesses Liakshmi
and Bhiimidavi. The former holds » lotus in her
left hand and the latter g ildtpala in her right
band: On the right and Joft respectively of
Lakshmi and Bhiimidsvi stand Jaya and Vijaya,
the two door-keepers of Vishnu with chakra, $ankha
and gida in three of their hands, while the fourth
ong is held in the abhkaya pose. Surrounding the
images of Vishou and others is the prabhavali in
which are worked out the ten incarations of
Vishna, of whom Buddha is one. On the right
and left of the prabhavali respectively are soutlp-
tured Vishnu's oharacteristic symbols the olalia
and the §ankka, immediately above the mythioal
makaras. Below the simhasana, is seen Garnda
koeeling on the right kneo and keeping both the
palms of his hands open us if to receive in them
the feet of Vishnu; a cobra is thrown npon his
shoulders in the fashion of s garland, To indicate
that the seat on which Vishnu and others stand is
& simhasana, two lions are sculptured on pither aide
of Garuda..” This piece of scnlpture is probably not
older than two or three centuries at the most,

We now come to the illustrations of the seated
figures of Vishyu. Plate XXIV gives the photo-
graph of a Yogasanamirti, otherwise known also as
Yogigamiirti. 1t is fonnd in the Kallggvara temple
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at Bagusli in the Bellary district of the Madrus
Presidency, and belongs to the later Chilukya
period. [t conforms in every detail to the desorip-
tion of such an imnge given in the Siddhartha-
samkifi. The two front hands are in the ybga-
mudra pose, aud the padma and gada, which would
otherwise be held in these bands, are sculptured
sepurately on the right and left respectively. The
back hands carry Vho chalra and the daiikha. The
imnge itsel iz seated on the padmasana m the
yighsana posture, and is adorned with various
ornaments, such as the kirita<makuta, makara-
hundala, kyira, kafaka, hira and yajibpavita.
Surronnding the head is a prabhamandala with
radial rays proceeding outwards. Outside this und
cancentrically with it is seen s prablhaveli ulso. In
its inner margin is the characteristically pretty
mmmmu in each airele of which mny
be seen soulptured from right to left the ten
avatarasof Vishou.  Ivisalso an item of convention
that, when the central fignre 1n any piece of sculp-
bure happens to be standing, those that surround
it should also be standing ; they may be seated or
standing when the central figure is seated or reclin-
ing. They should also be in the sume posture as
the central figure, when it is in the yoga attitude.
This last rule is followed in this case, as also in

1038



HINDU ICONOGHAPHY.

cuse of the figure of Dattdteéya of Badfini shown
elsewhere in this volume.

The next Plate XXV givesu reprosentation of
the figure of Vishnuo fonnd in Cave 11T at Badami,
the ancient capital of the Chilokyas. The rook-
cub shrine, in which it is seulptured, was brought
into existence in A.D. 578 by the king Munfgalida
and the soulpture of the image of Vishgu is there-
fore b loast & century older than the one belonging
to Conjeevarain, which is shown on the next plate.
In this piece of sculpture found at Badami Vishou
is represented ns seated npon the serpent AdiSasha
with & hood consisting of five heads and with the
body coiled into three turns. The left leg of
Vishgn is folded and made to rest flat upon the
serpent, while the right leg is also folded but rests
upon the serpent vertically. On the right thigh
of the image rests the right front hand held in the
varada pose while the front left hand is made to
rest on the left thigh, In the back right and left
bands the chakra and the fankha are respectively
beld ; the figures of two celestial damsels, one on
each side, wre seen standing, each carrying a cha-
mara. The figure of the goddess Lakshmi is sonlp-
tured on the left wall; snd Garuda, the bird-
servant of Vishpu is shown seated on the right of
the image of Vishpu. Lakshmi holds a lotus in
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her right hand, and Guruds is sitting with his
hands folded und crossed ugainst his chest and
himsell leaning upou the body of the serpent
Below the seat the figures of dwarfs representing
the déva-ganas may be seen, some of them engaged
in dancing sod others playing on various musical
instruments, 'This is one of the most remarkable
pieces of sculpture belonging to the mediaval
period. The calm and serene countensnce of
Vishou is in striking contrast with the free and easy
wttitude of Graruda, and the hood of the serpent is
indeed chiselled in & masterly manner.

Plate XXVI ropresents a piece of sculpture
found in the Kaildssnithasvimin temple st Con-
jeovaram. 1o the centre of the group is seen the
image of Vishou seated upon a simfidsana with the
right leg hanging and the lefy folded and made to
rest ou the seat. Though the brok right and left
hands are held aloft as when they carry the dniikha
wnd the chakra, these are not sctually found io
those hands, They are however borne by two
small attendant figures, the Ayudha-purnshas of
Sankha and Chakra, who also carry each n chdmara
resting on the shoulder. The front right hand of the
imnge of Vishnu is held in the abhaya pose, while
the front left one is mnde to rest with the palm
showing upwards on the- folded log. On the right
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of Vishau is seated the figure of Lakshmi, with
the right leg hanging and the left leg bent and
made to rest upon the seat. The left haud of this
goddess is in the lafaka pose and the right hand
rests upon the simhasana.  On the left of the image
of Vishgu there is the figure of Bhiimidavi whose
left leg is hanging und the right leg rests supported
on the seat. The right hand of this goddess is in
the kataka pose, while the lelt hand is made to
rest upon the seat. The temple in which this
panel is seen sculptured was erected by the Pallava
king Nurasiiihavarman IT in the last quarter of the
seventh century A.D, Therefore this soulptural
representation of what may be called Vishpu's
Bhogasanamirti of the madhyama class is most
probably twelve centuries old.

Pl. XXVII represents a finely seulptured panel
found in Cave No. 14, locally known as the Ravapa
kd Khai. In this the figure of Vishnu is seated
with both legs bent, the left lying horizontal and
the right ane vertical. Both the front hands are
broken and therefore it is not possible to say what
articles they carried; the back hands are raised as
if they were mesnt to hold the sadiklia and chakra.
The figure of Vishou is adorned with s prabha-
mandala, kada, hara, and yajaopacita. On the
right and left of the central Vishnu are the figures
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of the goddesses Lakshm) and Bhimidevi respect-
ively. The hair on the beads of these fignres is
tied up in the form of a crown (dhammilla) ; the
goddesses are decked with all ornaments. The
figure of Lakshm) appears to have held a flower
in the right band, which is however broken. On
the back wall are sculptured the figures of Kimin
and Vyijani ench carrying a chamara in her hand :
besides these there are two other calestial damsels
carrying flowor garlands and other offerings, Below
the seat are seen sculptured the five Aywidla-
purnshas and Garnda. These, as ulso the four
fernale figures at the back of the central figure, are
shown with & prabhamandala ench. This soulp-
ture, likeall the rest in Bllora, has suffered datnage
at the hands of the iconoclastic Mussalmans.

The figare on Plate XXVIII is the representa-
tion of an image which is soglptured on o pillsr in
the Varsdardjapperuma! temple at Dadikkombu
near Dindigul in the Madura distriot of the Madras
Presidency. This image belongs to the period of
the Nayakas of Madura, and is perhaps not older
than three centaries. In this soulptare, Vishou is
seated upon Adiésha, whose body is coiled into
thres turns, with the right leg hanging down and
the left leg folded and made to rest upon the
serpent. In the back nght and left hands the
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chakra and the §aikha are held and in the front
right and left hands there are the gada and the
padma. An image of Vishnu executed in this
manner is said to be that of Vasudéva. Below
the seat and slightly to the left of the image of
Vishou there is a figure of Garuda standing
with the hands folded and held in the aijali
pose.

The pretty ivory image of Vishnn represented
by fig. 1 on Plate XXIX, isone of the most recent
productions of Indian art having béen carved in the
School of Arte at Trivandram. It is almost similar
in most of its details to the Dadikkombu senlpture
represented on the previous plate.

An example of the Virasanamirti image of
Vishnu is available atnong the sculptures to be
found in the temple at Aihole. In the panel, the
photograph of which is reproduced on Plate XXX,
the figure of Vishnu is seen seated upon the serpent
Adiéssha. 1In the back right hsnd the chakra is
held, snd in the back left hand thereis the fankha ;
the left leg is bent and made to rest horizontally
on the serpent-seat, while the right leg is also bent
but rests vertically upon the sume seat, The right
arm is stretched and thrown upon the right knee,
and the left band is placed in ease upon the left
thigh. The goddesses Lakshmi and Bhiimidavy
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ate shown s flying in the air on the right and lefe
of Vishnua, while two rishis, also shown as fiying,
are figured somewhat below. 'This group ropre-
sents the adhama class of Virassnamarti.

Five Plates are given in illustration of the
reolining images of Vishgu.  Of these the figure on
Plate XXXI represents a large panel sculptured on
one of the walls of a rogk-cut cave in Mahibali-
puram. In this admirable piece of sculpture there is
a central image of Vishnu reclining npon the serpent
Adisasha ; near the feet there sre the demons Madhu
and Kaitabhs ; whove are the Ayudba-purushas of
Chakrs and Gada looking in the direction of the
demons ; below the serpent-bed the rishis Markan-
deyn and Bhrign are shown kneeling; and the'
goddess Bliimidevi is wlso just there.  This reclin-
ing figure of Vishpu bas the fourth of the body
towards the head slightly raised, while the remain-
ing three-fourths thereof is stretehed fat upon the
bed. The right arm is taken near the head and the
leit arm is bent st the elbow with the hand held in
the kataka pose. The right leg is fully stretobed
out, while the left leg is somewhst beni. This
image of Vishnu ia further adorned with ths Firita-
makuta, hara, kundala wnd yajicpaviia. The
demons Madhu and Kaitabha have their hair-tied
up in knots on the top of the head and on- one
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side respectively, and each of these carries a gada
in his hand. T its artistic qualities this piece of
sculpture also may take vank as one of the finest
production of the medieval period. The flying
figures of the Ayndha-purushas are admirably
chiselled and convey the appearance of flight in an
exceadingly realistic manner. The demons Madhu
and Kuitabha are shown as if conspiring with each
other, and their attitude olearly brings out their
intention to strike at once st Vishno. The figure
of Vishou in this panel rapresents the Yogasayana-
mitrti of the madhyama class.

The next illustration which is given on Pl
XXX, is that of an image to be found in the
rained temple of Vishou at Deogarh in the JThansi
district of the United Provinces. In this senlp-
ture Vishnno is seen reolining on the serpent
Adifesha, with the head divacted to the right of the
observer. The reclining body is in its upper half
somewhat raised and the other half is made to lie
flat on the serpent-bed: the whole body has the
outline of a bow which is deseribed in the agamas
a8 approprinte to the reclining images of Vishnu,
One of the left hunds is sapporting the head, while
the other is seen resting upon the bed ; one of the
right hands is held in the kataka pose, and the
other is stretehed out parallel to the body s0 as to
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rest ypon the thigh. The ornaments, Airila-
makula, kundala, hava, Kiyiira, kataka and vana-
mala, are all carved with great skill. Above thig
image of Vishnu there is the figure of the four-
faced Brahmi seated in the middle of the lotus
issuing from the navel of Vishpu. Like the other
attendant deities in this seulptured group, Brahmi
also possesses only two arms ; in his left hand he
carries & kamandaly, and the right hand is held
in the ehin-mudra pose. There ave jali-makufas
an the heads, and a deer-skin is thrown soross the
body in the upavita fashion, with the head of the
deer made to hang on the chest. To the right of
the image of Brahmna is that of Indru seated upon
the celestial elephant Airivats ; and he carries in
his right hand his particular weapon vaqjra. To
the right of Indra is to be seen what appears Lo be
the figure of Subrahmanya seated on his peacock.
Siva also is seen in the group sented upon his bull.
Parvati is leaning upon Siva with her left arm
vesting upon his shoulder. Tt is not easy to make
out whom the figure to the left of Siva represents.
It is worth noting that the left leg of Vishnpu
rests upon the lap of Bhiimiddvl, who is shown to
be holding his right foot in her hands. By her
gide are made to stand two Ayndha-purushas re-
presenting respectively the Gadd and Dhanus.
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Below the seat we find the figures of Lukshmi and
of the Ayudba-purushas represonting the Chakra,
Sankha and Khadgn, the last of whom is shown to
be attacking the demons Madhu sud Kaitabha,
each of whom is armed with & club. The whole
of this group deserves to be taken as & Bhigadayana-
mitrti of the madhbyama class; and it clearly
discloses the masterly hand of the srtist who might
well be given & place in the first rank of the artists
of the medieval Indin. As regards the age of this
piece of sculpture, it has to be said that Mr. V. A.
Suith is inolined to place it in the first half of the
sixth century A.D. From the peculiarities dis-
goverable in some of the details of the soulpture,
such as the stalk of the lotus on which Brahii 18
seated, the deer-skin covering thrown on the body
of that deity, the kirita-makuta of Vishou, we are
however obliged to assign it to the same age to
which the seulptures of the early Hindu caves st
Ellora belong, that is, to the end of the seventh or
the beginning of the eighth century A.D.

The illustration on Pl. XXXTIT gives a birds-
eye view of a reclining image of Vishgu belonging
to the madhyama elass of the Bhagasayanamiirti.
In this illustration Vishon may be seen lying on
the serpent-bed with the front left hand placed
near the head.on the pillow and the back left hand
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bent st the elbow and made to rest on the bed.
Both the other hands are stretched parallel to the
body. The legs are somewhat bent and oross
pach other. Near the head to the right there are
the weapons chakra and khadga, while on the left
thereis the faikha. Just near the fasikha is shown
the figure of Markandsya, with a flowing beard and
with the head covered with a jata-makufa; the
bands of Markandéyn are made to rest on the chest
in the amjali pose. Below him there is apparently
the figure of Bhimidévi with a flower in the left
hand. Below this figure of Bhimidévi there aré
shown the demons Madhu and Kaitabha. Ome of
these fignres has been covered up with chunam,
and could not come out clearly in the photograph.
On the right of Vishnu and near his feet is seen
the figure of Garuda kneeling on one knee nnd
having his hands in the afjali pose. Above
him is the Ayudba-purushs representing Chakra,
and above this Chakra there is the goddess
Lakshmi sented %0 us to bave one leg hanging
down and the other supported on the seat. She
carries in one of her hands a lotus. This panel
belongs to the temple of Vishon st Aihole,
and belongs most probably to the same age as the
pieces ol seulpture represented by PL XXX and
XXXL
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The small ivory image of Yogadayanamirti,
fig. 2, Pl. XXIX was carved in the School of Arts
at Trivandram. In this, Vishou is seen reclining
upon the serpent Adisésha with his right hand
stretched out towards the head and the left one
bent at the elbow and held in the kafaka pose.
Below the right hand is a small Lifga, over which
a lotus is held by Vishpu. The local Puripa
extolling the god at Trivandram informs us that
Vishou absolved Siva at Anantaayanam of some
gin from by which he was afflicted ; hence the image
of Vishpun in the temple at Trivandram is also
shown, as in this piece of sculpture, as holding his
right hand over the Lihga-image of Siva in the
varada pose.

_'The image of Vishou figured on Pl XXXTV
belongs to Rajaputana. In this seulpture Vishnu
is seen possessing four arms, the right one of which
is held in the jRana-mudra pose over the chest.
Another right hand which is broken appears to
have been kept near the kirita asif supporting it.
The front left hand is stretched ont and made to
rest upon the thigh, while the back left hand, which
is broken, seems to have been held in the kafalka
pose. The whole figura of Vishnu resemhles the
out-line of a bow. ™o bring nbout the appearance
of & bow the artist has given the right leg n stiff
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and inarbistio shape ; this leg is kept stretohed oub
on the lap of Bhumidevi, while the left leg is bent
and resting upon the serpent-bed. The ymage of
Vishnu is adorned with the kirifa and other orna-
ments and & lotus is seen issuing from the navel of
Vishnu. On the right and near the head of the
central figure of Vishgu are to be seen four figures
possibly those of the sages Sanaka, Banatkumira
and others, while on the left and near the feet of
Vishnu there are what appear to be the figures of
the Sapta-rishis and the five Ayudha-purushas.
On the bed adjoining the right hand of Vishnu is
the weapon gada; below the cot on which Vishnu
is lying on Adisésha are seen s number of figures
engaged in fighting. This scene depiots perhaps
the fight between dévas and the asuras.
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DASAVATARAS OF VISHNTU.

NCARNATIONS of divinity are considered to
be of three kinds which are respectively called
avatara, arssa and améa. What has to be taken as
a complete incarnation is designated an avatara, a
partial incarnation is more or less temporary in
character and is known as avééa, while the incar-
nation of a portion of the power of a divine being
is characterised as amée. Krishna and Rama, for
instance, are understood to be complete incarnations
of Vishnn and are therefore avataras. Parafurimn
came into the world, it is said, to suppress the
haughtiness of the unraly Kshatriyas, for that was
the Grod-appointed mission of his life. This work
he finished long before his life came to snend. In
fact it is supposed that, being a chirafiyim or ever-
living personage, he is still alive. Soon after the
completion of the mission of his life, he mat Raghn-
rima and handed over his own divine powers to
him and retired to the mountain known aa the
Mahéndrs-parvata. The divine power thus possess-
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ed by Parsfurima was with him but for a short
time ; it was not a life-long endowment ; hence his
incarnation is considered to be an @ivdia or temporary
possession.  Again, for instance, the fasikha and the
chakra of Vishnu as representing parts and aspects
of his power, are conceived to be occasionally ordered
by Vishnu, to be born among men to improve them
in their ways and bring about a betterment in their
condition. When these emblems of the aspects of
divine power are born as embodied beings upon the
earth, they become saints and achieve the purpose
of their earthly incarnation. Such beings represent
the amdas of Vishnu. The most commonly accepted
and recognised incarnations of Vishnu are ten in
number ; and they are declared to have been assumed
on ten different cccasions by him with a view to
destroy certain aswras and to set right the wrong
done to the world by them. These ten avafiras of
Vishnu are Matsya (fish), Kirma (tortoise), Variha
(boar), Narasunhs (man-lion), Vamana (the dwarf)
inclading Trivikrama, PamSurdma, Raghorima,
Krishna, Buddha and Kalki. Some Hindu suthori-
ties do not consider Buddlia to be an avafara of
Vishnu, and substitute in his place Balarima, the
elder brother of Krishna, as an avatara.

“ Bections 231-233 of the Matsya-pitrana are
devoted to the same subject (the incarnation itself
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and its results). I give an abstract of the 47th
asction, in which Vishnn's incarnstions are enume-
vated, 1t is here stated that it was in consequence
of & curse pronounced by Bhrigu (as we shall see
further on) that Vishpu assumed most of these
forms (2. 37). There were twelve conflicts between
the gods and Asuras (ve. 39-52). It is related
(¢v. 58 f.) that on one occasion when Prahlida
had been overcome, and Indra had gained the
ompire of the three worlds, Sukrs, the priest of the
Asuras, loft them and went to the gods. They,
however, entreated hiw not to desert them, when
he re-assured them by the promise of his support
(vo. 60 ff.). They were nevertheless attacked by
the gods, and again tesorted to Sukra, when their
assailants left them. Sukra then referred to their
former discomfitures, counselled them to wait for a
favoursble turn of fortune, and declared his inten-
tion to resort to Mahadava and obtain certain
sacred texts which wonld ensure their victory.
(co. 65 ff.). They then promised the gods to desist
from hostilities and to betake themselves to aus-
terities (ve. 73 f). Sukrs accordingly went to
Mahidava and asked for texts more powerful than
those possessed by Brihaspati, the priest of the
gods; when the deity directed him to perform a
painful rite, Lbibing the smoke of chaff (kana-
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dhitma) with his head downward for & thousand
years. This he agreed to do (vo, 78 £). Hearing
of this, und taking advantage of the defenceless
state of the dsuray, the gods went to attack them.
The Asuras remonstrated, and in the absence of
Sukra resorted to his mother for help, and were
re-assured by her (vv. 83 f.). The gods, however,
followed and assailed them, when the goddess
(Sukra’s mother—her name is not given)—by her
magical power, rendered Indra helpless, and then
the other gods took to flight (ve. 91 fi). Vishou,
however, interposed, and desired Indra to enter
into him (Vishnw. This provoked the goddess,
who threatened to burn thew up ; Indra called upon
Vishgu to slay her before she could carry her threat
into effect. Vishgu, though hesitating to kill a
female, out off her head with his weapon (vv. 95 ).
Vishnu was herenpon doomed by & ourse of Sukra
to be born seven times in the world of men ; and in
consequence of this he appears for the good of the
world when unrighteousness prevails.” *

“In consequence of Sukra's curse, which
operated periodically, Vishou was born time after
time, after a decline of righteousness, which he re-
established, destroying the Asuras. For Brahma

* Muir's Origrual Sanshrit Tests, pp. 161-158,
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had decreed that all those Asuras who should be
disobedient to Prahlada should be slain by men.
Vishou's incarnstions are then enumerated (cv.
934-245), vis., (1) a portion of him sprang from
Dharma, (2) the Narasiihs, or Man-lion, and (3) the
Dwarf incarnations, which are ecalled the celestial
manifestations, the remaining seven being the
human incarnations caused by Sukra’s curse (¢, 238).
These seven are (4) the Dattatriya (5) Mandhatri (8)
Paradurama, (1) Rama, (8) Vidavyasa, 9 Buddha
and (10) Kalki incarnations. (Bight instead of
seven are obtained if, with the Mahratti expounder,
we understand the beginning of verse 245 to refer
to Krishna). The Bhagavata-Purina gives bwenty-
two incarnations (i. 3,1 ff.), viz: Those in the forms
of (1) Purusha, (2) Vardha or the Bosr, (3) Narada,
(4) Nara and Narayana, (5) Kapila, (6) Dattatriya,
(7) Yajiia or Sacrifice, (8) Bishabka, (8) Prithu, (10)
Matsya, or the Fish, (11) Kitrma or the Tortoise,
(12 and 13), Dhanvantri, (14) Narasimha or the
Man-lion, {15) Vamana or the Dward, (16 Para-
furama, (17) Vadavyasa ( 18) Rama, (19 snd
20) Balarama and Krishna, (21) Buddha, and
(22) Kalki, These last Lwo are represented #8
future. But the incarnations of Vishnu are
innumerable, like the rivulets flowing from an
inexhaustible lake. [Rishis, Manus, gods, sons of
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Manus, Prajapatis are all portions of him (v.
26).""*
There are hersand there references to the
. N am_t&rm_ of Vishnu even in the
cea tothe avata- ancient literature of the Hindus; for
instance, in éﬂfﬂpﬁtﬁa-ﬂfﬂ hmana
it is stated that Prajapati took the form of a tor-
toise ; similarly the Taittiriya- Aranyake mentions
that the earth was raised from the waters by a
black boar with a hundred hands. All the avatdras
are more or less directly referred to in the later Sans-
krit works like the Ramayana, the Mahablarata,
Bhagavata-purdna and the Vishnu-purana.
The Mahabharata (see Vanaparvan, 12, 797
 The Matayava- ff.) says—" Then the God (lif. the
Unwinking), kindly-disposed, said
to those rishis, “1 am the Prajapati Brahma, above
whom no being is discoverable: by me in the form
of a fish you have been delivered from this danger.
[By * you' here the God Bralina is meant],” The
Bhagavata-Purana gives the following account of
the origin of the fish avatara of Vishnu :—" Being
thus addressed by Vishourita, the divine Badarayani
related the deed of Vishnu achieved by him in the
form of a fish. At the end of the past kalpa there

* Muir's Original Sanskeit Terts, p. 166.
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was o Brahma, thatis, there was s partial dissolu-
tion of the universe, in which the earth und other
worlds, became submerged under the ocean. Then
the powerful Hayagriva (a rakshasa), coming nesr,
anatohed away the Vaédas which had proceeded from
the mouth of the creator, who [rom the drowsiness,
which had come on through lapse of time, had
become disposed to go to sleep. On discovering this
deed of Hayagriva, the chief of the Danavas, the
divine lord Hari took the form of & saphari fish and
recovered the Vidas,”.* 'This fish avatdra, as seen
from the above extarcts, waa meant to recover the
lost Védas from the ocean.

Another acoount of the fish incarnation of
Vishnou is to be found in the Agnri-puriina. Therein
Agni addressing Vasishtha says:—" Listen, O
divine sage! while T narrate to thee the different
forms whioh Hari bas assumed, in order to punish
the wicked and protect the good. Previous to the
conclusion of the last Kalpa, at which time the
universe was overwhalmed with a deluge, Vaivas-
vata Manu performed with much devotion a severe
tapas. One day as he was offering an oblation of
water to the manes in the river Kyitamali, o small
fish appeared in his folded hands, which, as he was
sbout to throw into the water said :—* Throw me

* Muir's Sanskrit Texts, p. 89, fimi
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not into it, O best of men! for I am afraid there
of the larger fishes', On hearing this, Manu placed
it in ajar. But the fish increased in size, and
said, ‘ Give me more space . The king then placed
it in & small pond; but it still increasing in size
and demanding more room, he threw it into a lake,
and at length into the sea, whore it in an instant
expanded to the size of a hundred thousand
yojanas. With astonishment Manu beheld this
wondrous change, and then said—" Why O lord !
who art Vishno Nardyana, hast thou thus deluded
me ? The fish replied— On the seventh day from
this, the universe will be submerged beneath the
ocean ; do thon, therefore, taking all kinds of seeds
and accompanied by the seven Rishis, enter into a
boat whiol has been prepared for thee ; and during
the night of Brahma fasten it with amighty snake
to my horn.' Having thus spoken, the fish dis-
appeared; and on the foretold day, the sea
commencing to excesd its boands, Manu entered
the boat ; and instantly there appeared a very big
horned fish, to whose horn he fastened the boat.
Then Vishnu repeated to Muanu the Matsya-
purdna ; and afterwards slew the asura Hayagriva,
who had purloined the Védas from Brahma".*

* Bes Kennady's Hindu Mythology, p, 433,
i)
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/' "T'he image of Matsya may be wade either like
Jan ordinary fish, or in & form which is half fish
'and balf man, the upper portion being that of man
Land the lower that of the fish, The image 18
{generally given four hands, two of which carry the
sankha and chakra, snd the other two being held
J;in the varada and abhaya poses. 'The buman half

generally decorated with all the ornaments
enerally worn by Vishyu, and on the head there

g the kirita-makuta.

We have already seen that this tortoise

The Kurmava- 07A1ara Was assumed by Prajipati,
=% according to the account given in
the earlier writings, for creating offspring. In the
later works, us for instance, the Bhagavata-purina,
it i stated thay Vishnu assumed the form of the
tortoise for supporting on its back the mountain
employed in the churning of the ocean to obtaint
the stubrosia for the gods. “In his eleventh
incarnation, the Lord, in the form of the tortoise,
supported on his back the churning wountain, when
the Gods and Asuras churned the ocean” (Bhig.
Pu. 1. 3, 18). The story of the churning of the
ocean is well known and needs no description here.
The image of this avatdra is generaily worked

out in & form which is half man and half tortoise,
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the cnse of the fish avafara, this image also has
four hands two of which carry the fandka and the
chakra, while the other two are held in the varada
and abhaya poses. The image is ndorned with
ornaments and with the kirifa-makuta on the head.
The image of the Kirmavatira way also be like
nu ordinary tortoise.
One of the carliest references to the earth
The Varahava- DAVing been lifted up from the
S depths of the lower regions by a
boar is found in the Satapatha-Brahmana, wherein
it is said that Emushsa, & boar, raised the earth up.
In the Taittiriya-Aranyaka also the earth is said to
have been lifted up by a black boar with a bundred
arms : (vardhiina krishyéna fata-bahuna uddhyita)
The Ramayana, in describing the origin of the earth
mentions incidentally the uplifting of the earth by
the boar-incarnstion of Vishnu. Vasishtha speaking
therein about the origin of the worlds, says that
in the beginnming all was water out of which the
world has been formed and that out of that water,
arose Brahma, the sell-existent, who became a boar
and lifted up the earth. According to the Rama-
yana therefore the uplifter of the earth was Bralimia
und not Vishou, In the Bhagavata-purana it is
said that with a view to create the universe, the
Lord of Sacrifice became desirons of lifting up the
138
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earth, which had sunk into the lower regions, and
assumed the form of the bosr. Here the act of lift-
ing up she earth is attributed to Vishnu.

The Vishnu-purana, the Lifga-purana and the
Garuda-purana mention Brahmi as the oplifter
of the earth from the ocean: but they at the same
time identify Brabhma with Vishnu. The Vishmu-
purana gives the following account of this incar-
nation —"At the beginning of the kalpa, that divine
Brahma, Lord of the Prajapatis who had the
nature of Narivana, created living beings. At the
alose of the past (Pidma-)kalpa, Brahma, the Lord,
endowed predominantly with the quality of good-
ness, awoke from his night-slamber and beheld the
aniverse void. He isthe Supreme Lord Nariyana,
who cannot even be conceived and exists in the
form of Brahma, the deity without beginning, the
source of all things, This Lord of Prajapatis dis-
covering by intuition,—when the universe had al)
become one ocean,—that the earth lay within the
waters, and being desirous to raise it up, assumed
another form. Ashe had formerly, at the commen-
cement of previons kalpas, sssumod the shapes of
the fish and the tortoise, (so now), He entered into
the body of & boar,— form composed of the Vidas
and the sacrifice,—this Lord of Creatures, who
thironghout the entire continuance af the world re-

1929
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mains fixed, the Universal Sounl, the Supreme Boul,
the Self-sustained Supporter of the Earth, hymned
by Sanaka and other saints residing in the Janaloka,
(therefore He) entered the water. Beholding
Him then descend to Pitala, the Goddess Earth,
bowing down prostrated herseli in devotion and
sang the praise: * Reverence O bearer of the Shell
and Club, to Thee who art all things : raise me today
from this place : by Thee I was formerly lifted up. . ..
Having swallowed the universe, when it becomes
one ocean, doest Thon O Govinda, sleep. Thon who
art meditated upon by the wise. No one knows that
which is Thy form: the gods adore that form which
Thou assumest in Thy incarnations: Wnrahuppng
Thee, the Bupreme Brahmi, men desirous of final
liberation attuin their object. Worshipping Thee,
the Supreme Brahman, who shall obtain liberaticn
without adoring Visudava ? . . . . Thou art sacri-
fice, Thou art the vashatkira (n sacrificial formulg),
Thou art the @mkara (the mystic syllable Om),
Thouartthefires.'. . . Having been thus celebra-
ted by the Harth, the glorious Upholder of the
Earth, with a voice like the chanting of the
Samavads, uttered a deep thundering sound, Then
the great boar, with eyes like the expanded lotus;
tossing up with his tusks the earth which resambled
the leal of the blue lotus, rose up from the lower
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regions like a great blue mountain. .. ... (The
boar was then lauded and praised by Sanandans
and other saints in a hymn, in which various
members of his body are compared in detail to
varions materials and implements used in sacrifice.
See Wilson's Vishpu-purana, 2nd ed. i., pp. 63 ff.)
. ++ . On having been thus hymned in praise, the
Supreme Soul, the Upholder of the Earth, lifted
the earth up quakly, and placed it upon the great
wators. Resting upon this mass of waters, like a
mighty ship, the earth does not sink, owing to the
expansion of its form" . Compare Mahabharata,
iil., 10, 932, §F.

“The Linga-puriya, which is of the Saiva
variety of purdnasand has not, as such, any interest
in glorifying Vishou, describes Brahima ss the deity
who assumed the form of the boar. (part, i. 4,59 ff.)
‘In that night, when all things moveable and im-
moveable had been destroyed (and became absorbed)
in the universsl ocean, Brahm#& slept upon the
waters; and beholding the universe void, Brahms,
chief among the knowers of the Védas, then resolved
bocreate’. Having assumed the form ofa boar, this
eternal god taking up the earth, which was over-
flowed by the waters, placed it as it had been befors.”

The Agni-puwrana informs us that there was
a chief of the Asuras, named Hiranyaksba, who
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vanquished the gods and took possession of their
heavenly capital, and that the gods had recourse to
Vishou, who, to belp them, asswned the form of =
boar and slew the dewmon Hirspyiksha, In the
later writings, this boar avafdra is treated exolu-
sively asone assumed by Vishnu ; and the 2gamas
and tantras also stiribute this incarnation to
Vishou. Let us now turn our attention to the des-
cription of this avatara of Vishou as found in the
varipus other works. These sculptured figures
coinprise three different conceptional types of the
avatara, namely, (i) Bhivariba, Adivarihs or
Nrivaraha, (i) Yejiavaribn and (i) Praluya-
variha. These will be dealt with in order.
The figure of Bhivariha should have, aceard-
= ha or 108 0 the Vailhinasagama, the
Adivaraha. face of u boarin association with
the body of a man. It has four arms, two of
which hold the §afiffia and the chakra as usual,
The right leg should be slightly beot snd be made
to rest upon the jewelled hood of the mythical
serpent Adisdshe, who must be soulptured s in
cowpany with his wife. Of the remaining two
hands, the left hand should be shown ss supporting
the legs of Bhimidevi, seated on the god's bent
right leg, with her own legs hiaaging down, while
the right band has to be thrown round the waist
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of his same goddess. The boar-face of the god
shonld be slightly tilted np so as to make the
muzzle approach the bosom of the goddess as
though he is engaged in smelling her. The colour
of the imsge of Variha-Vishnu is represented by
the darkness of twilight. The associated figure of
Bhiimidsvi should have her hands in the adjali
attitude. Bhe should be decked with flowers and
dressed in elothes and shonld be adorned with all
suitable orpaments. Her complexion has to be
black. Her face should be slightly lifted up and
turned towards her lord, and shonld be expressive
of shyness and joy. Thetop of her head should
reach the chest of the figure of Variba, and her
image should be made in accordance with the
poficha-iala messure. Buch is the desoription
given in the Vaikhinasagama.

The Silparaina gives a slightly different des-
cription. Nrivarihamirti or the man-boar image of
Vishnn ghould have, aceording to this authority, in
its hands the gada and the padma und carry
Bhimidévi on the tusk. One of its feet shonld rest
upon the serpent Adifgsha and the other on ator-
toise. Or, the goddess might be shown as seated apon
the left elbow of tha Variha, with a nilafpala fower
in her hand. Her {ace should have eyes whioch are
expressive of wonder. Oue of the two right hands
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of this Vargha imnage should be made to rest upon
the hip. The &ilparatna further says that instead
of the Varsha being hall man and half boar, it may
be worked out wholly as a boar with a thick snouk,
broad shoulder-blades, long tusks and a big body
coversd with up-turned bristles.

The Agni-puwrana gives very tearly the same
deseription of the image of Varahia-Vishnn, Bat
it ndds thalsthe right hand should carry the fasibha
aod the left hand either & padma or the figure
of Lukshmi, In this latter case, the fignre of
Lakshimi should be shown as sested upon the doft
elbow of the god and the figures of Bhimi and
Adisésha are to be near his feet; The Agni-Purana
says that the setting up of the Varahamirti for
worship brings to one emancipation from sasisgra,

The Vishnudharmattara also gives the ssue
description with & few additional details, In
describing Adid@sha, it states that thay sarpent
shonld be scalptured us possessing four arms, a

hood ornamented with juwals and eyes expressive
of wonder ; the face of Adiéasha should be slightly
lifted up ss if indicating & desire to see the Lovd.
Two of Adisssha’s hands are to be in the afjaly
pose, while the other two should carry the hala
and the musale. He should assume the attitude
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further that the image of Nrivariha may be also
sculptured seated like Kapila in the dhyana
attitude ; or the hands may be so placed as if offer-
ing pindas ; or, the whole figure may be soulptured
exactly like a boar shown to live in the midst of
asuras, WWhen the imaga is represented like a full
boar, it should be, as when associated with Siva as
the Lifgddbhavamirti, shown to be digging the
earth. According to the Vishnudharmsttara, again,
the philosophic import of this avatdra is the defeat
of ignorance embedied in the shape of Hiranyiksha
by Eternal Wisdom and Almighty Power incarnat-
ed as Variha-Vishou,

This form of the Varihamfrti has to be of
white complexion, and should have
four arms, two of which are to
carry the fankha and the chakra ; the figure should
be seated upon & sihhdsana, with the right leg
hanging down and the left resting upon the seat;
it should be elothed in yellow garments and adorned
with various ornsments. On the right side should
be seated the figure of Lakshmi having the golden
yellow olour. Her left leg should be bent aond
kept resting upon the seat, while the right should
be left hanging. Her left hand should carry a
lotus and the right hand should be resting on the
seat. On the left of Yajhavaribhamirti, there

Yajnavarahs,
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shouold be seated Bhimidavi of dark complexion,
with her right leg bent and resting upon the seat
and the left leg hanging down. In her right hand
she should hold & nilatpala flower and the left hand
should rest upon the seat. The face of this goddess
has to be slightly turned towards the god and
should be expressive of surprise.

This type of the image of Vardha-Vishon has
b to be seated upon a simhasana, with
i the right leg hanging down, while
the left one is bent and kept resting on the seas.
This image should have four arms, in two of which
the jankla and the chakra have to bé carried,
while the front right band should be in the abhays
pose and the front laft hand be resting upon the
left thigh. The complexion of Pralaya-Variha has
to be blue ; and the image is to be clothed in yellow
garments and decked with all the usasl ornaments.

On the right of Pralaya-Variha and on the
same seat should be placed bis consort, Bhiimidays,
with the right leg banging down and the left bent
and made to rest on the seat.  She has to be dark
in complexion and should be wearing all her suit-
able ornaments ; in her left hand thore should be an
utpala lower, and ber right hand should be resting
upon the seat, Shemust be made to look at her lord
with amszement which is clearly visible in her ayos,
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It is said that when Vishnu gave up his boar-
form and returned as Vishnu, to his own heavenly
abode known as Vaikuniha, Siva took the long tusk
of the discarded animal-body and used it as an
ornament.

Such are some of the descriptions of the several
forms of Varghamirtias given in the agamas
and tantras, The peculiarities of the actual
soulptored forms, which are represented in the
illnstrative plates, deserve to be noticed. One
prominent feature of the Varaha images printed in
the Pls. XXXVII to XLI is that they are all
facing the proper left and have the Davi resting
upon the bent left leg, the hanging legs of this
Dévi being Leld by the right hand of the god him-
self. The figures on Pls. XXXVI to XXX VIl and
figs. 2 and 3 on Pl XXXIX possess an attitude
which suggests that they are gbout to jump up ;and
this peculinrity of attitude ie demanded in faot by the
Sanakrit authorities. In Pl XXXVII aloar, is the
Davi caeried by Vardhs in the palm of the band ; snd
she s there standing, not sitting, ns roquired by the
agamas. Pl XXXVlisan clnborate piece of seulp-
4uté whersin the central figure, Variba in company
with the Dévi, is flanked on the sides by Brahmi and
possibly Siva, the former standing on the left, and

the latter on the right. On a close exsmination of
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the figure on the left, it may be seen that it has three
faces and four arms. The figure of Brahmi holds a
kamandalu in the lower left hand, the other lefs
band being placed in what is known as the pose of
praise; the upper right hand is held in the ka{ake
pose and the lower right hand is made to rest upon
the hip. The cloth is worn in the uparifa fashion.
Up above the head of Brabma is given a figure
which is probably Chandra with the hands held in
the afijali pose and facing Variha. To the left of
Brahma is seen a person wearing the jata-makuta ;
and he appears to bea male likely to be the rishi
Namada, for, in front of him and near his hand is
seen the handle of a vipa, which is a musical
instrument characteristically associated with this
sage.

The large figure to the right of the central
Variha in Pl. XXX VI wears the Jata-makufa and is
standing with his hands which are apparently in
the aiijali poss. The statement that this image
may be that of Siva is based only on the relative
size of the figure and its Jata-makufa. The height
of this figure is exactly equal to that of Bralma ;
both these figures of Brahma and Siva come up to
the shoulders of Vargha; and this is the height
which is generally prescribed in Banskrit works on
iconography for the principal ones amang the atten-
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dant deities. There are however some dfficulties
in the matter of this identification ; this figure has
only two arms, which is uncommon for Siva in the
sculptures of the period ; secondly, Siva and Brahma
are rarely, il at all, shown as adopting the afjali
pose of the bands and with bowed head ; even when
they are sculptured as attendant deities, their hands
are usually shown in the pose of praise; thirdly,
there is in front of this fgure a vind, with acrooked
bandle and the gourd resonator, evidently belong-
ing to the being whom the figure represents, and
indicating that it may well be & riski. Up above
this figure, which may be of Siva, there is the figure
of Biirya in the prabhamandala worshipping Vardha
with folded hands. 'The form of Siirya, like that
of Chandra, is here represented only up to the
middle of the body, the lower portion being left
unsculptured ; this is meant evidently to suggest
that they are up snd unsupported in the sky.

To the right of what we have supposed to be
the figure of Siva stands a female figure, with ber
bands folded in the afijali pose and her feeb
immersed in water: her head is adorned with a
karanda-makufa. She is the goddess of earth
Bhiimidavy, just rescued from the ocean. Under
the right foot of Variha is Adisssha, with a five-
headed ndga hood on the head. He has also his



HIRDU ICONOGRAT'HY.

hands in the efijali pose and is worshiplully looking
at the great deliverer of the earth with uplifted
head. Half of his body is plunged in water, which
18 represented in the soulpture in the usual conven-
tional manner with lotuses and waves, althomgh
the lotuses are of course out of place in the ocean,
The execution of this elaborate panel is very
artistic, snd the proportion of the various figures 1s
effective and appropriste. The drapery is armanged
in quite a natural fashion and is very becoming.
The big vusks and the powerful snout of the boar
are intended to indicate greal strength nnd terrific
power.

Pl. XXXV represents u group of images
lound in No. IIT cave at Bdiwmi. In it gread
prominence is naturally given to the principal
figure of Varihan, The attendant dedvies Braboos
and Siva are shown with their consorts on the
proper right and left of the central Variha, und
certain dévas are shown us sailing in the air.  Both
Brahmi and Siva have one of their hands held up
in the pose of praise. At the foot of Variba is
Adisgsha's wife; on the proper left is standing atect
Adiéasha himsell, and on the proper right is an
attendant woman holding the chauri. This piece of
soulpture is about a century older than the one at
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/Pl. XXXVIII and the fig. 2on Pl. XXXIX
represent images which are mora or less of the
same nge as that on Pl. XXXVI ; they do oot
seem to be far removed, in point of time, from
the early Chalukya-Pallava period. The first
of these is sculptured in great detail and with
i characteristic vigour that is truly artistic. This
ligure of Vardha has four arms, and is seen to carry
the Dévi on one of the left elbows ; this associated
left hand and the corresponding right hand are
olasped, while the other left hand is made to
rest on the bent leg so as to be suggestive of the
support needed to bear the weight of the goddess.
The seulptor has strayed » little from his autho-
rities in representing Adifésha as supporting
Vargha's two feet in the two palms of his hands
instead of on the hood. This Adifasha is in the
attitude of alighasana. A whole world of Nagas
is seulptured in the adjacent slab, showing all the
Nagas ns engaged in the act of reverencing Variha
with their hands held in the afijali pose, The
wriggling snake-halves of the bodies of these Nagas
and Naginis make their life and activity manifest in
a romarkable manner. Fig. 2, PL. XXXIX represents
& remarkable piece of art. The happy proportion of
the parts of the body of Varihs, the delicate poise
of the image, tha minutely carved ornsments, the
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soulpturing of the Nigas underneath an expanded
lotus leaf 80 as to ba suggestive of the paiala-loka,
which is the abode of these beings, all these and
many wmore features in the workmanship stamp
the artist ns a real master of his oraft. That to
this vigourous and highly powerful Varihs, the
supporting of a Davi is like child’s play, becomes
patent by the ease with which she is shown to be
held on his bent left hand. Another point which
is artistically noteworthy is that the lotus leaf on
the head of Variha, which with its concave side
turned down, serves as an umbrells, and indicates
the god to be just rising ap from the ocean. Alike
for its effect and for its execution, this image is
remarkable nnd praiseworthy.

Next in point of time is the image represented
as fig. 3 on Pl. XXXTIX. There is nothing very
peouliar in it, exocept that it shows that the same
rules of iconography must have been applied to
the image of Vardba in Bengal as in Bombay and
Madras.

Figs. 1 on Pl. XXXIX and that on Pl. XL
represent comparatively recent produotions, and
both of them belong to Madras. The latter
is & bronze image pressrved in the Musenm at
Madrus, and the former 15 & stone image to be

found in the Visbnu temple at Nagalapuram in
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the North Arcot district. They have very similar
charaoteristics ; neither of them is in the attitude
of jumping ; both are shown to be calmly standing
on the right leg which is firmly set on the
pedestal ; the loft leg iz bent and is supported
on the hood of Adissha; the two upper hands
carry the Saikha and the chalra as usual; the
lower left hand is thrown round the Dévi so as
to support her in the seated position, and the lower
right hand is in the abkaya pose. Here we may
also notice the arrangement of drapery and the
mechanical way in which the yajidpavita and the
other ornmments are arranged on the figures as
characteristic features ol later art. It is easy to
observe in the bronze Varihamirti of the Madras
Museum that the image-making art had distinotly
decayed at the time of its casting,

Fig. 2, Pl. XL1. is the representation of an
image which belongs to the Chennuksdava bemple at
Bélidr in the Mysore province. The characteristic
details of ornamentation, the minute and clearly
traceabls workmanship in the carving, the excellent
and beautiful, though conventional, sculpturing of
the varions figures warks this Variha image as
belonging to one of the most attractively arbistic
schools of & late period. We see Variha here with
twelve hands, in the right six of which he carries
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the firla, thrust invo the body of Hivanyiksha, the
aikuba, the ghanta, the khadga, the ehakra and the
bana in the order from below: in two of the laft
hands a froit (lemon) and the Akztaka are seen, and
something which is held in the third left hand is
not capable of being made out from the photograph ;
the fourth left hand gives support to the hanging
leg of the Davi, while the fifth carries the &eikha
nod the sixth is held in the vismaya pose. This
Variha is treading upon twu asuras—notice their
round eyes and tusks, snd also the sword and shisld
in their hands,—who are shown as lying crushed
under the feet of the deity. In front stands
Bhamidévi, whose hesd hag been unforfanately
broken away, with her hand in the aijali pose.
There is an orthodox explanation of the
symbolism undarlying the bonr avatara of Vishgu
given in the Padina-purana. The Vagu-purana also
gives the same passage word for word. In them it
i5 atated that the sacrifice (yaffia) i5 as.a wholo
symbolised by the boar, and that its various limbs
represent the limbs of the sacrifice. The grunt of
she boar corresponds to the Sama-ghtsha and the
four legs are the foar Vadas; the tusk is the yhpa-
stambha (the sacrificial post) ; the tongue stands for
agni (the sacrificial fire) and the bristles constitute
darbha grass; the head is tho Bralman priest, the
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bowels form the Udgafri priest, and the genital
organ oconstitutes the Hofri priest required to
officiate in the sacrifice. The two eyes of the boar
are said to be emblematic of the day and the night,
and the ornaments in its ear are taken to represent
the Vedangas. The mucous flow from the nose is
the ghee, which is delivered into the fire by the
spoon (sruva) consisting of the snout (funda).
Prayakchitta is represented by the Varaha's hoofs
and their knees stand for the padn (the animal
victim), The air breathed is the antaratman, the
bones of the boar constitute the mantras, and its
blood is the sdma juice. The vadi (the altar) is
symbolised by the shoulders of the boar and the
havis is its neck, What is called lavya-kavya is re-
presented by the rapid movements of the boar; the
dakshind fee paid to the priests is its heart. The
wife of the sacrificer is its shadow, while the whole
body of the animal is taken ns representing the
sacrificial chamber, Oune of the ornaments on the
body of the boar is made to represent the ceremony
called pravargya.

Kaéyapa-prajépati begot by Diti two sons
named Hiranyiksha and Hiranys-
knipn. The formet of these receiv-
ed certain boous from Brahma, which made him
notably powerful ; and he thereupon bagan to sub-

Narasimha,
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jugate the gods and tease them. The gods in their
new affliction, complained to Bralima and songht
his help to overcome the tronblous might of the
asura Hivanyiksha. Then Brakmi, together with
the doleful gods, approached Vishnn and implored
him to deliver them [rom the troubles caused by
the asura. In response, Vishnu created a strong
warrior, whom he sent with Garuda and a few
other sssistants to vanquish Hiranyiksha; but
they could not succeed in their endeavour to do so.
Then Vislinn himself proceeded against the demon,
when he was opposed by Hirapyikasipu, his son
Prahlids and a host of other asuras. In the
struggle that ensued, the asuras were overpowered
and Prahlida realised that lis father's great oppo-
nent could be none other than the Supreme God,
and entreated his father and all his allies to give
up the impossible contest. All the good advice of
Prahlidn proved to be of no avail, and Hiranyaka-
Sipu persisted in carrying on the war with Vishnu.
The result was that Vishou became angry and tore
the asura Hiranyakalipu to pieces. On seeing
this, the other asuras ran wway. Sueh is the brief
sccount found in the Kirma-purana about the
Narasitubiivatira or the man-lion incarnation of
Vishou, It is easily seen that it does not give ns
the circumstances under which Vishou had to
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asstune the curious form of the mandion. The
Nawra-purana follows the Kirma-purdna in stating
that Prahlada himself opposed Vishou at the begin-
ning but later on became devoted to him on seeing
his divine valour and making out therefrom that
he must surely be the Lord of the Universe.

We are also informed in the Pomnic legends
that Hiranyiksha and Hiranyakafipsn were in fact
Jaya and Vijaya, the two door-keepers of Vishou
who, having ineurred the displeasure of thair
master, were cursed by him to become necarnnted
w8 asuras and to turn out to be his enemies in &
number of births, In one of these Lhey were born
as Madbu and Esitabha, in snother as Hirsnyiksha
and Hiranyakagipu; in the Mehabhardta period
they were Sisupals nnd Dantavakra,

The name Hiranyakadipn is derived in the
Vayu-purana from the following legend. Once
Kasyaps was perforning # sacrifice, and his wife
Diti was in an ndvanced stage of pregnuncy.
Kaéyapa had seversl costly gifts for the aacrificial
priests ; snd one of them was & gold-plated wooden
seat for the Aafri priest. It was kept covered with
kua grass. As the sacrifice was going on, Diti
gave birth to & son; and the baby, as soon as it
was born, walked straight to the plaoe of sarifice
and thero sat upon the gold-plated seat and began
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ko repeat the Védas and the Purfinas. The per-
formers of the sacrifice were exceedingly pleased
with the child and called him Hiranyakadipu and
prophesied that be would become very powerful.
According to the Padma-purana Prahlada was
a Brabmaga in bhis previous condition of existence ;
and though now born as the son of Hiranyakasipu,
be still retained his old and ardent devotion to
Vishnu. The father, of course, did not like that
his son should be a devout andorer of his mortal
enemies, the gods ; and with the object of getting
rid of such a mishehaving and undesirable son, he
subjected him to various farms of eruel treatment.
But Prablads, by the grace of Vishpu, remained
quite unscathed, and begun to preach, with even
greater earnestness than before, the doctrine that
Vishnu was the omnipresent, omniscient, omuipo-
tent God who filled all space and reigned every-
where as the Supreme Lord. Then once Hiranya-
kagipu, in a fit of exasperation, asked his son why,
if Vishou was ommnipresent, he did not see him in
the pillar of his hall. Thereupon Prahlads struck
the pillar with his fist, and acoording to another
necount, Hiranynkedipn himself angrily kicked the
pillar, and at once Vishnu came out therefrom

balf-man and hali-lion, and tore Hiran ipu to
ayakasipu
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It is said that Hirapyakadipn had, in his
earlier life adored Bralund and obtained from him
boons to the effect that be should be so invulnera-
ble as not to be killed by man or beast : that he
should not die eitherin the diy or in the night,
that he should not die either in the day or in night,
sido it and that no weapon of any kind should
injure him. After he obtained these boons he
naturally became haughty and irrépressible in his
worrying behaviour towards the gods, and it
became unperative that he should be killed. Bug
at the same time the boon conferred by Brahmg
on him hadto be respected. Consequently Vishnu
assumed the from of & man-lion, and tore Hiranya-
kagipn with the claws at the time of lingering
twilight forming the junotion between day and
night, himself being seated npon the doorsill of
the mansion of Hiranyaksdipu. It is obvious that,
in so causing the death of the asira, not one of
the boons bestowed on him by Brahma was coun-
terncted and shown to be futile. This account
given in the Padma-purana is substantislly in
agreement with what is found in the Visknu-purana
and some other Purinas also.

The images of Vishou as Narasimha are of
two kinds, namely, the Girijs-Narasihhs and the
Sthaupa-Narasimha, The first kind consists
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generally of a single figure, which should be shown
seated oo & padmasana in the utkutika posture,
the forelegs being maintained in the required posi-
tion by the ydgae-patta belt going round them and
the back of the body. The conception underlying
the name Girija-Narssituba is that the lion comes
out of & mountain cave. Kévala-Narasithha is
another name by which thissingle image of Vishnu
as man-lion is called ; and it may have either two
or four mrms. In Lbe latter case, the upper right
hand should hold the chakra, and the opper left
band the fanklha, and the two other hands being
stretched forward and supported on the knees.
This form of the image of Narasimha is often
designated as the Yoga-Narasimba. (See P1. XLII).
The celonr of this form of the image of the
wan-lion Vishno should be crystal white. The
Silparatna, however, gives u somewhat different
description, and says that the chakra and the
sankha shonld be shown, near the two out-stretohed
hands nnd that the other two hands should carry
the gadi and the padina.

Sometimes Girija-Narasimmha is represonted as
seated upon a simhfsuna with the right leg hang-
ing down and the left folded and wade to rest upon
the seat. The image generally has four arms, and
the back right und left hands carry the chakra and
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fankha respectively. 'The front right hand has to
be shown in the abhaya pose, and the front left
hand as resting upon the hip in the katyaralambita
pose. While the colour of this form of the imnge
of Narasimha is requirved to be white, the eolour of
the garments has to be red. Moreover the image
should be adorned with all suitable ornaments, and
on the head the karanda-makuta should be worn.
On the right of such Narasihha there should be
the image of Lakshmi seated on the same seat, but
with her left leg folded and made to rest upon the
seut, and the right leg hanging down. In the left
hand this goddess should carry a lotus; and her
right hand should be made to rest upon the seat.
The image of Bhumidsvi should be shown seated
on the left of Narasimha, with her right leg folded
and made to rest on the seat, while the left leg is
made to hang down. In the right hand of this
goddess there should be shown the nilaépala lower,
and the left hand should be shown as resting upon
the seat. The colour of the image of Lakshmj has
to be golden yellow, and that of Bhimidévi has to
be dark. Both the goddesses should be adorned
with all appropriate ornaments.

The conception underlying the name Sthanna-
Narasitnha is that the lon in this case comes out
of a pillar; and this Sthaups-Narasithha is also &
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seated image with four srms. In the two back
hands there shonld ba the §ankiia and the chakra ;
the front right band should be in the abhaya or the
varada pose, and the ocorresponding leit hand
shonld be made to rest on the thigh. The left leg
has to be folded and supported upon the simhdsana
while the right leg shonld be banging down. The
neck of this type of Narasiraba should be covered
with & thick mana; the colour of the image should
be white and that of the garment red. There ghould
bo sharp ourved teeth made distinctly visible in
the mouth of the man-lion.

In & second manuseript of Vaikhanasagama s
somewhat diffarent description of the image of
Sthaupa-Narasituha is given. According to this
deseription the image may bhave twelve or sixteen
bands, and there shounld be three bends in the body
(tribhanga). On the left thigh thereof Hirsnya-
kagipu should be stretohed out with the belly being
ripped open by two of the hands of Narasimha.
One of the right hands should be in the abhaga
pose; and another has to carry a sword so a8 to
malkie its point reach up to the kundala in the ear.
One of the left hands of Narasithha should hold the
makufa of Hiranyakasipn, and another shounld be
shown as lifted up for administering a blow to the
demon. Tha legs of the aswra are to be taken hold
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of by a right hand, and two other hands, one right
and one left, should be lifted up to the enrs of the
image and be holding the drawn ont entrsils of
Hiranyakadipn in the form of a garland. The
figure of Hiranyakadipu shonld ba soulpbured so
as to indicate that he has been attempting to kill
his opponent, and be for this purpose armed with
n sword snd a shield. As if to appease the highly
exoited wrath of Narasiraha while engaged in des-
troying this demon, Sridavi, Bhidivi, Narads with
his rind and Prablada with his haods in the afijali
pose should all be shown as standing on his right
and left, Abové these should be senlptured Indra
and the other Ldkapglas with their hands in the
aigali pose,

" If the figure of Narasimha is sculptured with
only eight hands, two of them shonld be employed
in tearing open the belly of Hiranyakadipu, while
four others should carry tha Sankka, the gada, the
chakra aod the padma. The remaining two should
be holding the drawn out eatrails of Hirapyalkadipn
garland-wise, The neck of the image must be
thick; the shoulders and the hip must be compara-
tively large in size and the abdomen as well as the
waist must be notubly thin. The whole of the
image should be painted golden yellow, yellowish
brown, blue or searlet red. The Vishpudharmdi-
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fara proscribes the alighasana for the Sthaunamiirti
and ndds that it shounld be clothed in a blue garment.
The same authority informs us that Narasiiha,
when worshipped, incresses one's knowledge of
the Supreme Being and that Hirapyakadipn is a
personification of evil and ignorance.

A third variety of Narasimmho is called the

Yianaka-Narasimiha. In this as-
yonuaks-  peot, Namsiha should be seated
upon the shoulders of Garuda or
upon the folds of Adifgsha. This Narasimha
should possess four arms in two of which he
should carry the fankha and the chakra. Nothing
in mentioned as to how the other hands are
kept engaged. Over the head of Narasithha there
should be the five-headed hood of Adifésha
held like an umbrella. The figure of Narasitiha
should be adorned with all omaments. We
have, however, not come across even a single
instance of this variety of Narashibha in actunl
scnlptures.

Besides the Girija-Narasimba and the Sthauna-
Narasitaha desoribed above there are a few other
varieties whose descriptions are not found in the
Bauskrit authorities available to us; however,
illustrations of the undescribed forms of Narasiiiha
with & brief description of each nre added below.
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DASAVATARAS OF VISHNU.

The Saiva accounts state that Narasitiha,
after killing Hirapyakndipn. grew arrogant and
harsh. Siva thereupon assumed the form of &
farabha, » mythical crenture held to be partly bird
and partly the beast lion, tore up Narasimha and
wore his skin as a garmens;, osing his face as an
ornament on the chest.

In illustration of the descriptions given above,
onoe pioture of the Kavala-Narasitaha, which is the
same ns the Yoga-Narssimha, and two of the
Sthannn-Narasithha have been given ; and six other
pictures which do not correspond to the descriptions
are also reproduced here. The figure of Kavala-
Narasimha (PL. XLII) 15 the principal image in
the Narasimba temple near Halsbidu. [n it, it has
to be noticed that the two up-turned hands carry
the fankha and the ehakra, but not the gada snd
the padma s required by the Silparatna. In
respoct also of having the aikha and the chakra
seulptured near the two hands made to rest upon
the knees, this image differs from the description
given in the Silparatna. The workmanship leaves
nothing to be desired. The rigid posturs, re-
presenting the unshakable firmness of the mind
of the yagin and showing a very strics adherence
to all the preseribod details is in faot wronght so
beautifully that no praise can be too much in

155



HINDU ICONOGRAPIIY.

approoiation of the skill and sbility of the soulplor,
In the prabhivali surrounding the image, there are
seulptured the ten avataras of Vishnu. The padma-
sana, upon which Kévala-Narasiinha is required to
be seated, is here absent ; and instead of it we have
only & maised seat placed upon a well designed
pedestal, in froné of which the Garuda-lanchhans
or the Garoda-emblem is worked out to indicate
that the deity resting on the pedestal is Vishnu.
Strictly spesking Pl XLIIT also, illustrates a
foro of Kavala-Narasimha. Here we have a
standing imnge instead of the sitting one as
roquired by the books. The $ankha, chakra, gada
and padma wre sculptured in human form as
Ayudha-purnshsy aod are not to be fonnd in their
real condition.  Above the two uplifted arws of the
man-lion image are to be seon the personified
Qaikha and Chakrs, hovering, as it were, while
newr the gada, on which the man-lion is leaning,
there stands Lbe slendor-waisted goddess represent-
ing the Gada ; and to the right of and near the leg
of Narssimmha stands the porsonified Padina. This
is indeed an admirable picce of sculpture, rich in
details, correct in pose and possessed of true pro-
portions. The [nce ia that of & reul lion sud not, as
in Pl. XLIT that of a conventional form of the
animal with pointed ears and stiff and stinight mane.
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Narasitihs is here shown in tho pacific mood. and
the ealin expression on the ince is very well brought
out. The ornaments are all minutely curved and
unmistakably bring to light the great skill of the
artist.

Over the head of the central man-lion image,
we sae the images of Brabma and Bivs with those
of their consorts, floating in the nir praising and
glorifying Narssimba. This piece of sculpture 18
found in Cave No. ITI in Badimmi

We do notus yob know what the written autho-
rity is, on which Narasiritha with Hirapyskadipu, 85
depicted in Pls. XLIV snd XLV, is based. That
these two pieces of aculpture, one found in Ellors
_sod the other in distant Dadikkombu near Dindigsl
in South Indis, should exhibit so nearly the same
main features, clearly indicates the existence of &n
authoritative deseription in some work hearing upon
the formation of images and forming the basis of
theso productions of interest and value. In both
these we see that Narasithha is shown is advanoing
towards Hiragyakasipu from the right, as the latter
approaching in & defisnt attitude, with the sword
lifted up to strike the advarsary ; in both Narasiinha
is made to tuke hold of the body of Hiranyalkaipu
80 a8 Lo overpower hilnj moreover ons of the right
hmﬂsnlﬂﬁmdﬁhhhmhdhhumlptwm
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heold up as if he is going to deal a blow to the enemy
with the open palm of that hand. The same
objects are found in the hands of Narsihiha in both
the soulptures, namely, fanikha, chakra, khadga and
kh#taka ; and sgain one of the hands is, in relation
to both the images, in the abhaya pose. Although
based on the same authority, the two pieces of
sculpture are very dissimilar in respect of their
artistio erit. The econventional lion's fuce, the
comoal kirifa, the expressionless attitude, the
straight mechanically arranged mane and other
such inartistioally executed details in the Dadik-
kombu image proclaim its positive inforiority. This
and the images ropresented by the figures on
Pls. XLVI and XLVII belong to the period of the
Niyakas of Madura (16th and 17th ceutury A. D.)
when the sculptor’s art was in South India at its
lowest ebb. The Dadikkombn image is indeed ina
marked contrast with that of Ellora in almost
every respect. In its workmanship it is decidedly
inferior and the artist was obviously utterly lacking
in imagination. The sculpture at Ellors, on the
other hand, is full of expression and suggestive
of energy and vigorous sction; the attitude of
Narasimha indicates, in 8 manner, the alighasana ;
the face of a real lion, with the curling mane and
the delicately seulptured kirife, tend to enhance
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DASAVATARAS OF VISHNT.

the artistic effect of the whole piece. The hand
thrown on the shoulder of Hiranynkaipu keeps
him literally at an arm's distance ; u second hand
eatches hold of his crown and renders him motion-
less, whila a third by tightly gripping the sword-
earrying hand of Hiranyakasipu, completely disarms
and overpowers him. The master touch of the
worlk of the artist may be seen in the way in which
the interlocking of the leg of Narasihha with that
of Hiranynkagipu is carried ont. The sculptor has
obviously intended to suggest the divine natura of
Narasitaha by making his two feet rest upon
two padmax or lotuses, The arrangement of the
drapery is also well worked out and artistic.
The defiant mood of HiranyakaSipn is very well
brought out in the haughty swmile on his counte-
nance.

Nevertheless, it has to be observed that degene-
ration in the art was evidently already setting in;
\_And in proof of this we may note the conventional
form of the jaw of the lion, and also of its ears
which are ornsmented, pointed in shape, and are
shown to rise immedistely above the jaw, From
an examination of the sculptor's work itsell, it
may be easily made out that the image of Narasimhba
found ab Badawi is very much older than that
which belongs to Ellora.
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The bronze figure of Narasithha at the Madras
Musenm (Pl. XLVII), evidently belongs to a very
late period, as it is strictly conventional in all its
details. The artist has obviously simned at complete
symmetry, and the disposition of the hands on
both sides is such as to make them balance one
another wall in effect. Though so conventional
in conception and execution, it is far from being &
discreditable piece of work. The abnormally large
tusks shown in front in preference to the sides, the
tracing of the mama mark on the upper mane,
the curiously shaped oyes and ears, and the
disproportionally small #érita are all cbaracteristic
features denoting the later period of sculpture and
casting in South India, It is well worth com-
paring this image with that fonnd at Dadikkombu
(Pl. XLVI).

Figures 1 aud 3 on Pl. XLI represent Lakshmi-

Narasimnha. These two brongzes

makshiml  belong to the Madrns Museum.
ln both these cases, Namsimba is

seated upon a padmasana, with his right leg bang-
ing down aud the left leg bent and made o reat
flat ‘upon the seat, On the lap so formed by the
bent leg Lakshmi is seated with both her legs
hanging down ; and each of the feet of Lukshmi is
aeen Lo be supported on a lotus, The upper right
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hand of Narasirnha holds the chakra, while the
lower right hand is in the abhaya pose, The
upper left hand earries the Sankha; and the lower
left hand embraces the goddess, The right hand
of Lakshmi is taken round the body of Narasiraha
in embrace, and her left hand holds a lotus in it.
It is worthy of note that in fig. 1, PL XLI a
Garuda in the alighasana may be seen soulptured
as the lamchhana of Vishou between the legs of
Narasiiha and Lakshmi,
Bali. the son of Virdchana and grandson of
Prablads, the great devotes of
Vamens aud  yighgu in the man-lion inonena-
tion, was able to vanquish the gods
by means of the strength he had aocquaired through
hia religious penances, Indra was in consequence
driven out of his kingdom ; thia pained Aditi, his
mother, who prayed to Vishou to be born as 4 son
to ber and to conguer the aniras and restore the lost
colestinl kingdom to Indra.  Accordingly Vishou
waa born as the son of Aditi: and when be was a
young boy, he proceeded to the place where Bali
was conducting a sacrifice, and begged of lm for
gome land to be given as a gift. Bali saw the
Brahmin boy dressed as s Brahmacharin or Vadic
student arrive there, and after duly hononring him
aaked him to give out what he wished to have from
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him ns & sacrificial gift, Sukra, the guru of the
asuras, knowing that the young Bralmachairin was
no other than Vishnu himself, warned his disciple
Bali to be carefal in making promises. Noble and
generous-hearted Bali however, paid no heed to
this warning, and said that, if Vishon who, as
Yajiia-purusha, is the divine embodiment of the
sacrifice and for whose acceptance he was offering
the gacrifice, shonld himself eome to hin to ask for
a favour on the occasion of the sacrifice, he wounld
consider it to be the greatest honour shown to him
by that great deity, and would certainly promise
to give him anything asked. The boy then asked
Bali, the emperor of the asures to bestow on him
the gift of just three paces of space, which was of
course readily promised and confirmed by the cere-
monial pouring out of water. At once this Vimana,
the young dwarfish boy so designated in Sanskrit,
assumed @ gigantic form and with one pace he
measured the whole of the Blialoka or the earth-
world and with another the Anlariksha-Ika or the
mid-world between the earth and the heaven.
There was thus nothing left for wessuring out the
third pace of space which Bali had promised ; and
he thereupon requested the god to utilise his own
royal head for measuring out the third pace.
Immensely pleased with Bali, this Vamans who
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bad been Trivikrama, or the god of three strides
after he assuimed his enormous proportions, sent hi
by the pressure of his foot to the Patalaloka, that
15, the nether world of asuras, thire to be sovereign
over the asuras with the love and support of Vishou
bimself. The worlds so aoquired from Bali were
duly made over to Indra to the great satisfaction of
Aditi ; and the gods again becatne independent and
continued to live as before nnder the sovereignty
of their own lord Indra. Such is the Purinic story
in relation to tho dwarf-inearnation of Vishyu,
Written authorities in Sanskrit say that the
unnge of Vamana should be executed nccording to
the pasicha-tala measure; its whole height from hesd
to foot should be only 58 angulas, Tt should have
two arms, one of which should carry a kamandalu
end the other an nmbrella. On the crown of
the head there should be a tuft of hair tied up in a
knot ; and there should also be a pair of kundalas
in the ears, a deer-skin worn in the wpavita fashion,
the sacred thread, s waist zone, and a kaupina
(loincloth). In his third fnger there should be
the pavitra or the ring made of the sacred kuda
grass. He should also carry with him a book. All
these are intended to show that the iuage is that
of w védic student or brahmanics! Sralmacharin
and the iwage sbould be sculptured as u sinsll
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lad beaming with intelligence. Some authorities
differ frow the Vaikhanasagama in bolding that
Viamana is not to be represented as & young
boy, but as & deformed dwarf; and they therefore
require that the image should be worked in the
form of an ill-shaped wen with bunch back, pro-
truding joints of bones and s big belly. In
nctual soulptures we see both these ﬂoafrigtiun:
exemplified.

The image of Trivikrams may be sculptured, it
is gaid, in three different ways, namely, with the
left foot raised up to the level of (1) tho right knee,
or (2) to the oavel, or (3) the forehead. These
three varieties are obviously intended to represent
Trivikrama as striding over the earth, the mid-
world and she beaven-world respectively: and are
all exemplified in sculptures also. The image of
Trivikrama, with the left foot lifted up only to the
level of the nght knee 18 bowever, rarely mab with
among available pieces of sculpture. The rula is
that Trivikrama images should be worked out in
accordance with the uttama-dasa-téala, measure,
and their totsl height should be 124 aigulas.
Trivikrama shonld bave cither four or eight hands.
1i there be only four anus, oune of the nght hands
should be made to bold the jankia and one of the
left hands the chakra; or it Wnay even be thab the
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left hand carries the chakra and the right band the
sankha. The other right hand should be beld up
with the palm upwards, nnd the other left band
stretched out purallel to the uplifted leg; or
this right hand may be in the abhaya or the
varada pose, On the other hand, if Trivikrama
is soulptured with vight arus, five of the hands
should carry the fankha, chakra, gada, kdriga
(bow) and hala, the opher three being kept
as in the previous instance. The right leg of
Trivikrama is to be Brmly planted upon the earth;
and the laft should be used in taking the stride of
world-measure. The colour of the image is to be
dark as that of the main-cloud®; it should be
clothed in red garments and decorated with all
ormaments. Behind it there should be soulptured
the tree called kalpaka, and Indres should be shown
holding over Irivikrama’s bead an umbrella. On
gither gide Varups and Vayu should be made to
wave ohimaras ; and over them on the right and
the left there should be she figures of Sirya and
Chandra respectively. Near these sgain thare
should be seen Banyass, Sanaka and Sanatkuméirs.
Brahmg should be mads to take hold of the uplifted

' Srilatoa-nidhi stales that the oolour of Trivikrama is
blood-red. .
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foot of Trivikrama with ope of his hands and wash
it with water flowing from a kamandalv held in
the other hand ; and the water Howing down frow
the washed foot of Trivikrama should be shown
as being of & sow-white colonr. Siva should be
‘seulptured with his bands in the afijali pose and
a8 sitting somewhere in space above the height
of the navel of Trivikrmus.® Near the leg upon
‘which Trivikrama stands, there should be the
figure of Namuchi, & rakshasa, in the atiitude of
bowing in reverence to the great god Trivikrama.
On the left Garuda should be shown us taking
hold of Sukra, the gurw of the rakshasas, with a
view bo belabour him for obstructing Bali in giving
the gift asked for by the Brahmanieal boy Vimans ;
on the right Vimana himself should be made
ko stand with an umbrells in his hand and ready
to receive the promised grant of three puces
of space. Near bim and opposite to hiw Bali
should be shown as standing golden in hue and
adorned with ornaments and carrying in his bands

" Upto the kuse of Trivikrama is tho bhnldks, above it
aad up to the navel is the ansarikeaha (ke and ubove it and up
to tha lowhesd is the searpaldks, Hence the position of
Biva: be is asuigned 4o the swaryaldka, that is. o the region
above the navel of Trvikrams
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a golden vessel to indicate that he is ready to pour
the water ceremonially in proof of his gift. Behind
thie emperor Bali there should be his queen. Above
the head of Trivikrama the figare of JEmbavan
should be shown as sounding the dram called blisri
in Sanskrit 50 as to exhibit the joy of the
celestial beings at their coming delivery from the
rule of the aswra emperor Bali. 8o says the
Vaikhanasagnma. But the Silparatna requires
that the image of Trivikrama shonld be seulptured
as standing on the left leg, the right being stretoh-
ed out for taking the measuring strides. Moreover
the Vishnudharmbttara mentions that the following
objects should be held in the hands by the image
of Trivikramas, namely, the danda, pada, $ankha,
chakra, gada, and padma and it is required that
all these should be sculptured beautifully. In this
work we are warned agsinst the Ayudhas being
represented like homan beings, that is, as Ayndha-
purnshas,

In some instances of the sculptures of Trivi-
krama we see directly in front of the finger of the
outstretched hand of Trivikrama an ugly face with
wide open eyes and n gaping mouth carved out.
It is not easy to explain this face-figure satisfac-
torily, The statement—ikdrdhva-radanal-krys
dévb-visphiritikshanah—is foond in Vishnudhay-
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mbttara ; in another reading of this passage the
EXpression #kordha ia found instead of dkordhva.
Evidently this passage means that the face of
Trivikeama should be soulptured %o as to be some-
what upraised and with large eyes. If the second
veading be adopted, the passage might be under-
stood to mean that a god should be worked out
with o half-face and with a wide open eye. Ina
atumber of cases, the face of Trivikrams is slightly
uplifted in conformity with the first reading inter-
preted abave. The second eense seems fo bave
been adopted by those scalptors who have worked
out the ill-looking face in association with their re-
presentation of Trivikrama. There is yet snother
possible explanation of this [sce-figure. In the
Varaha-purana it is stated that when the foot of
Mrivikrama was lifted up to measure the heaven-
world, the Brmhmanda burst and cosmic water
began to pour down through the clefts of the
broken Brahm@nda. This face is perhaps meant
to vepresent the Brahmanda in that condition.
The kautuka-béra of Trivikeama should be made
in the ordinary form of such Vishno images with
only four arms,

To illustrate the above deseriptions there are
given here eight photographed figures of Trivi-
krama. The first of these (Pl XLVITI) representa
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a very beautiful pieca of scunlpture, in which
unfortunately the legs are broken and the face
18 slightly mutilated. Below the uplifted leg of
Trivikrama we may see AdiSsha, seated in the
alighasana, with his hands in the aijali pose and
with his face gently raised townrds Trivikmma in
adoration. His head is associated with a seven-
headed hood of & serpent, on ths coils of which he
is himsell seated. The delicately chiselled eyes,
" which are half closed in sbstraction, the lips, the

chin and the nose are ull admirably worked out; and
the general attitude of the figure is perfoctly natural.
Near the out-stretched hand of Trivikrama is shown
the grinning face, disclosing s long row of testh
and two sharp and curved tusks at the corners of
the mouth. Tmmediately below this face, there is
the stem of what appears to be a troe, probably the
kalpaka of the gods ; its top and branohes, however,
are not to be found. This stem-like thing esnnot
be taken to represent the water which flowed out
when the Brahminda broke; for, it has on is the
markings which are invariably associated with
trees in conventional sculptures. The loin-vloths
of both Trivikrams and Adisésha are carved well
and produce u good effeot. ¢ This piece of soulpture
appears to be as old as the beginning of the sighth
century A. D:. It deserves to be noted that bere
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the laft lag of Trivikrama is lifted far above the
navel but is below the forehend.

The next pioture (Pl. XLIX) represents a
huge panel, about eight feet by six feet in size,
earved on the north wall of the rock-cut shrine
gituated to the south of what is ocalled * Ganésa
Ratha ' at Mahabalipnram. In this group of
images the central figure id that of Trivikrama.
It has eight hands; three of the right hands carry
the chakra, the gada and the khadga; and the
rematning right hand is held up with the palm
turned apside, s required by the Vaikhanasagama.
Three of the left hands carry the Sankha, the
kliataka, and the dlanus, and the fourth left hand
is stretohed out parallel to the uplifted leg. This
leg itself is raised up to the level of the forehead.
Neur the foot of the leg stretehed out to measure
the heaven-world, Brahmi is shown a8 seated on a
padmasana and as offering with one of his right
hands piija to that foot. His image is given four
hands and is made to wear the jata-makufe and
karna-kundalas. In the corresponding position to
the right of Trivikrama we see Siva also seated on
a padmasana. His image also has four arms,
one of which is held in the pose of praise. Itis
also adorned with the jafa-makufa and kundalas.
Immediately below Siva is Sarya, the sun-god,

170



PLATE XLIX.

'_
et ‘r.‘f

Pavel Stonn : Mabibaliporam

Trivikmma

[T fune page 170.)






DASAVATARAS OF VISHNT.

encircled by a halo. The way in which the
legs of this god and also of Chandra, the moon-
god, are worked out, suggests that they are both
residing up in the bheavenly world without sny
terrestrial support. This sun-god has only a pair
of hands, both of which he holds stretched out
in the act of praising Trivikrama. Chandra is
sculptured below the shield of Trivikrama, with a
halo round the head, and is also shown to be in the
attitude of praising Trivikeama. In the space
between the head of Trivikrama and Brahms there
may be noticed a peculinr figure turned towards
Brahma. It has the face of a bear and is made to
carry what is evidently a drum. This figure ia
obviously that of old Jambavin, sounding the
drum in joy due to the victory of the Dévas over
the Danavas. At the foot of Trivikrama sits
Namuchi to the right ; and the other three figures,
that are to be seen, are perhaps representations of
Bali and some other prominent asuras. There is
one other figure shown as if cutbing sowersaults in
the air, and carrying something like a staff in the
right hand. It is not possible o say whom this
figure is intended to represent. The Brakmanda-
purana states that when Vamana grew to be gigantio
in size and became Trivikrams some of the Dana-
vas were hurled up into the air as if by a hurricane.
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Thie figure is perhaps one of the Dipavas so
tossed up. This piece of sculpture belongs to the
seventh eentury, that is, to the palmy days of
Pallava supremacy in Conjeevaram,

The third picture (Pl. L)) represents & piece o
sonlpture almost similar to the just noticed Mahi-
balipuram sculpture in many of its details. It is
{ound in Cave III at Badami in the Bowmbsy
Presidency. Here, the fourth right hand, instead
of being lifted up as in the case of the image at
Mahabulip {5 made to carry & bana. In this
panel Brahma snd Siva are absent ; bus the scene
wherein Bali granted the gift asked for by Vamans
is, as it were, inserfed instead. Iuunediately below
and to the left of the erectly planted leg of
Trivikrams there is the image of Vimana facing to
the left and with she right hand stretched out to
receive the religious libation of water to be poured
out in proof of the gift made by Bali; and the left
hand of the image bolds an umbrella. In front
stands Bali, the emperor of the asuras, holding
with both the hands » vessel of water, as il ready
to pour the water into the hands of Vamans.
Behind him to the left stands his queen. The king
is not made to wear the crown, because of his being
engaged in the performance of the sacrifice. In the
back-ground, bebind Bali there are the imsges of
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four persons wearing makutas. They may be, ss
we surmised in the previous instance, some of the
principal rakshasas on the side of Bali On the
right side of the fixed leg of the god Trivikrama sits
a figure holding the god's leg. As observed in the
case of the Mabdbalipuran sculpture, this figure
may well represent Namuchi. Behind it to the
right is another figure carrying in the right hand a
staff, while the left hand is pointing to Trivikrama.
It is not easy to say whom it represents. Opposite
to the out-stretched arm of Trivikrama is the grin-
ning l[ace, which we observed and remarked about
in describing the first picture. Above the same
arm are shown two small figures flying in the air:
and near to the one, which is on the left, there is
the figure of the crescent moon. Perhaps these
two represent Siirya and Chandra. Just near the
foot of the uplifted leg of Trivikramna is u rakihasa,
shown head downwards and carrying in the hands
a sword and & shield. At the foot of the panel
there are groups of celestinl beings sounding vari-
ous wusical instruments out of joy doe to the
success of the gods over the demons. The age of
this piece of sculpture is the latter half of the 8th
century A. D. It indicates very creditable work-
manship and is agreesble in its synthesis and
almost perfect in modelling. Fortunately, it is not
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much mutilated. The loft leg is lifted above the
navel ; and henoe this Trivikrama has to be sup-
posed as being engaged in measuring the higher
heaven-world. The sawme subject Trivikrama is
sculptured lso in Cave I1T at Badami on o larger
scale and is of equally good workmanship. (See
Aveh. Burv. of West India, Belgaum and Kalondge
Volume, Pl. XXXI, wherein Trivikrama is called
Virataripa).

The fourth illnstration (Pl LI) represents &
geulpture found at Ellora. It is in Cave No, 15,
which iz called the Dada-avatra Cave. The
treatment of the subject in this instance is slmost
identical with that shown in the third illustration.
The prominent differences are that here the sword
is held by Trivikmwma in & horizontal position
instend of vertically as in the other instances;
secondly the hand holding the bow is extended
forwards. The figores of Sirya and Chandra, of
Namuchi and the other representative ritkshasas
are absent. Below the out-stretched leg of Trivi-
krama are the figures of Vamana (wholly mutilated),
of Bali and his wife in front, Bali being shown a8
pauﬁnswnmintnﬂ:ahmdsui?ﬁmminmnﬁM-
ation of the gift he is making. There is one
other figure in this small group; it seems to be
that of Sukrs dissuading Bali from giving the gift.
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For this objectionable behaviour, on the right side
of the panel, Sukra is shown as baving been
caught hold of by the hair and belaboured with the
fist by Garuda. This sculptare may be assigned
to the middle of the 8th century A. D. The
upraised leg is here also lifted considerably above
the navel,

The fifth Dlustration (fig. 1, Pl LIT) is that
of a sculpture found in the Indian Museum, Cal-
cutta. The seulptor was evidently badly wanting
in artistic skill ; nor did be follow the instructions
1aid down in the Sanskrit works offering guidance
to persons of his profession. Tha face of the image
is much larger than is demanded by true art or
suggested by the agamas; and the body is dis-
proportionately small. The ont-stretched leg looks
almost like an atrophied linb, and is too short for
the size of the image taken us a whole, This figure
of Trivikrama carries in three of the hands the
gada, chakra and fankha, and & lotus is held in the
hand that rests npon the thigh. In this respeot
it is in agreement with the sculptures of Mysore
belonging to the later Chlukys-Hoysala type. To
the right of the planted leg of Trivikrama is a god-
dess carrying & oind; who she is, it is not possible
to ascertain from the Sanakrit authorities at our dis-
posal. Below the left leg is worked out the scene
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wherein Vamana is shown a8 begging a gift from
Bali who is granting it. Behind Bali stands his
queen, and also Sukriohfiryn, his guru. Over
this group and just immediately below the lifted
leg of Trivikrama is the dise of the sun, and the
crescent of the mmoon is sean near the hand carry-
ing the gadd. Brahmi is seen soated on his
padmasana just above ghe left foot of Trivikrama.
Tn addition to these we seo immediately below the
right foot of Trivikrama some sculptures, which
soem to depict Bali and lis queen as they appeared
at the conclusion of the Trivikramivatira—a king
apnda queen with hands in the aigali pose are
soulptured at the bottom in the left corner. These
are perhaps meant to ropresent Bali and his queen
residing in the Patala-loka. In another compart-
ment adjoining to the one in which Bali and his
queen are seen, there is & horse tied to a post,
This is probably the horse which was meant to be
the victim in the great sacrifice which Bali was
celebrating. The soalptor of this piece has, like the
artists of the Hoysala kingdom, followed in bis
work the description of Trivikrama as given in
relation to the Chaturciméati-murtayah, or the
twenty-four images of Vishgu beginning with that
of Kafaya. All the images in this group of
twenty-four forming a olass are standing figures of
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Vishnu with four arms. The various images are
distinguished from one another by the arrangement
of their fankha, chakra, gada and padma. Among
these images, that which holds the gada in the
back right hand, the chakra in the back left hand,
the fankha in the front left hand and the padma
in the front right hand, is declared to be the image
of Trivikrama. The role regarding the different
arrangements of the four above noted articles ia
intended to be observed only in relation to the
class of images which are called Chaturviméati-
miirtayal; therefore a real Trivikrama figure which
is ontside this class, need not be in accordance
with that rule. Somehow the mistake has been
committed by this artist, as by the Hoysala sohool
of artists, of applying the rule to a Trivikrsme
image not belonging to the class of the *twenty-
four images'.

Fig. 8, Pl LII and PL LIII illustrate
two pieces of sculpture of the Trivikram&vatirs,
which belong to the Hoysala period. The amaller
picture represents the image to bo found in the
Chennaksavasvamin temple nt Bélar, while the
larger one represents an image at Nuggehalli, both
these places being in the Mysore State. These
sculptures wre types of the extremely florid and
highly decorated art of this period. The images
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are, however, nocurate in proportion and natural
in pose and attitude. The elaboratencss of the
workmanship in all the richness of their ornamental
details is such as to extort the admiration of even
the most adverse critio. The designs of the éankha,
chakra, and other weapons are admirable. Justly
was Ruviari Nandiyabba . . ta, the artist, proud of
his skill and engraved his name on the pedestal
g0 that posterity might know it and remember it.
Practically speaking there is almost no difference
between the two picces of sculptare, In the Bélir
one, however, the figure of Trivikrama is made
to stand on the left leg, and it is the right
one which is stretohed out to measure the upper
regions, In this respect it follows the suthority of
the Silparatna. The peculinrity in the arrangement
of the weapons wielded has already been noticed.
Over the right [oot of Trivikrama sits the hoary,
long bearded Brahmia washing it with the water of
the celestial Gafigd, which is shown to be flowing
down therefrom in the formof a river. The ideas of
the river is suggested in the soulpture by the fishes,
tortoise, ete,, which ara shown init, Below the
right leg of L'rivikrama stands Garuda with hus
hands in the anjali pose and himself being i the
alidhasana, Over the head of Trivikrama is the
usual finely carved creeper design, which perhaps
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stands, in this instance, for the lalpaka tree
required to be worked out in compliance with the
descriptions which are given in books. In the
Nuggehalli zoulpture however, the kalpaka tree is
not represented in this conventional manner but is
worked out exactly lile an ordinary tree. On this
tree, the discof the sun and the crescent of the
moon are shown as if shining from above. On the
left of this image of Trivikrama there is a male
figure whose identity cannot be made ont. These
two images of Trivikrama, as also the one which is
found in the Oaloutta Museum, have their uplifted
leg going up to the level of the navel.

The last illusteation, fig. 2, Pl. LIT, represents
the image found in the Vishnn temple at Nagala-
puram in the North Arcot distriot of the Madras
Presidency. This temple is known to have besu
built in the reign of the great Vijayanagurs king
Erishpadévariya, and the senlpture slso belongs
to the period of the reign of the king. Here
also, the image of Trivikrama has four arms,
two of which carry the faikha and the chakra,
whils the third is stretched parallel to the uplifted
leg and the fourth is held in the varada pose.
Brahma is shown as washing the foot of Trivikrama ;
the water flowing down therefrom forms a vigorous
river, in which n few fishes are made to be visible.
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This furiously descending river Ganga is made to
fall on the jata of Siva, who is seated in the yaga
postare on the top of the mount Kailasa. The
story of Siva receiving the descending celestial
river Gangi on his head is brought into association
with the incident of Brahma washing the feet of
Vishou in the Trivikrama incarnation. There is
qthontiy for this in the Blagavata-purana®;and the
‘mixing up of the two events is evidently intended
to show that the water sanotified by washing the
foot of Vishou was devoutly received by Siva
on his head. It is argued from this that the
superiority of Vishnu over Siva is disclosed by Siva
himself. Here we have an instance of sectarian
prejudice altering the nsual composition of sculp-
tures, to whioh fact attention has been drawn in
the General Introduction. The lean body, the
characteristically sharp nose, the erect Airifa and
the mechanically arranged folds and the creases in

* Bkag. Pur. Bk, VIII, ¢h. 18. " And the rightsous Bali
held om the crown of his head that auspicious and sacred
wabar with which Hari's lest had beanr washed, and which iz
capable of destroying the sins of one's raoe,—{that water)
which was bheld on his head in profound reversnea by that
god of gods Girifa (Siva) who is wearing the moon (asan
eroament) on his forehoad.
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the clothing of thiz image of Trivikrama mark it

out to be a comparatively late production.

The reason why Vishou became incarnated as
Parafurima is given in the dgni-
purdna thus :—" Observing, sub-

sequently, that the Kshatriyas oppressed the earth,

Hari assumed & mortal {orm, in order to protect the

gods, the Brihmans and mankind, and was born.a&

the son of Répukd and Jamadagni, the son of

Bhrigu.® At this time thers was a king named

Kartavirya, who, through the favour of DattatrEya,

had obtained a thousand srms, and who excelled

in valour and every warlike quality. One day
that he had gone to hunt, he was invited to
refresh himself from his fatigue by Jamadagni, who
sumptuously entertained him and his attendanta
by means of the cow Sabala, which grauted all that
was wished ; the king, noticing the extraordinary
virtues of this cow requested thab this should be
given to him ; bus, on this being refused, Jamadagni
was slain by the son of Kartavirys, and the king
returned home. During this ocenrrence Rams had
gone to the woods, and on his return having found
his father slain, he, on this sccount, delivered the

P

* Tt should ba * of the raca of Bhrign." Jamadagni's
fathor was Richiks and nob Bliyigu,
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earth from twenty-one gencrations of Kshatriyas.
He then performed expiatory ceremonies at Kura-
kshétra, and, having bestowed the world on Kafysps
and the Brihmanas, retired to the mountain
Mahéndra.” *

The Vishpu-purdana also contains an sccount
of the birth of Paradurima and how he, though a
Brahmaga, took to the ways of the Kshatriyas.
“ I the lineage of Purdiravas was born Kusamba,
who engaged himself in devout penances with the
object of having a son equal to Indra. Beholding
theintensity of his devotions, Indra himself took
birth as his son lest a prince equally powerful
like him might be born. He was nccordingly
born as Gadhi or Kaufika., Gadhi had a danghter
called Satyavatl, Richika, one of the descendants
of Bhrign wanted her in marriage. The king
was reluctant to give his danghter in marringe
to a peevish old Brahmans, and wanted from
him as the bridal present a thousand fleet steeds,
whose colour should be white, with one black ear.
Having propitiated Varnna, the god of ocean,
Richika obtained from him, at the holy place
called Adovafirtha s thousand such horses. And
after giving them to the king be married his
daughter.

* Vans Eennedy's * Hindu Mythology,” p. 434.
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* In order to have a son he prepared a dish of
rice, barley and pulse, with butter and wilk, for
his wife to est. And being requested by her he
made & similar mixture for her mother by partak-
ing of which she should give birth to a martial
princa; keeping both tha dishes with his wife, and
giving her instructions as to which dish was intend-
ed for her and which for her wmother, the w
went to the forest. At the time of taking the food
her mother said to Satyavati—" Daughter, every
one wants to have ason gifted with great qualities,
and no body wishes to be excelled by the qualities
of his mother's brother. It is therefore desirable
for you to give me the food which your hushand
has set apart for yon and to partake of that intend-
ed for me; for my son shall be the sovereign of
the world. What is the use of wealth, strength
snd prowess for o Brahmin ?’  Being thus sddress-
ed Satyavati gave her own food to her mother.

““When the sage came back from the forest
and saw Batyavatl, he'said to her—° Sinful woman,
whaot hast thoudone ? Your body appears as very
fearful to me. Burely thou hash taken the food whick
was intended for thy mothor. Thou bast comuist-
ed s wrong. That food I had consecrated with
the properties of power, strength and heroismu ;
whereas your food was consecrsted with the quali-
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tics of o Brahmana,—gentleness, knowledge and
vasignation. As you have exchanged messes, your
son shall follow a warrior's propensities and use
weapons, and fight und slay; your mother's son
shall be born with the desires of a Brahmin and
shall be devoted to peace and piety . Henring this,
Satyavatl fell at her husband’s feet and said—'1
have done this through my ignorance. Be thoun
propitiated so that 1 may not have such & son.
1¢ this is inevitable let my grand-son be such, not
my son’. Being thus addressed the sage said—
‘Bobe it

“ Pherenpon she gave birth to Jamadagni and
her mother brought forth ViévEmitra. Satyavati
afterwards became the river Kaudiki. Jamadsgni
‘married Rénuks, the daughter of Répu, born in the
race of Tkshviaku, and begot on her a son, Parasu-
rima. the destroyer of the Kshatriya race, who
was a portion of N&rayans, the preceptor of the
universe, "

Parasurama had four elder brothers. Once,
when Répuka the mother of ParuSurims, was bath-
ing, she saw Chitraratha, the beautiful king of
Marttikavata also bathing with his wife at a dist-

* Vishan Purips, Part IV, Sec. VI Manmathanith
Dutt’s Tranalation.
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ance and felt Alled with desire for his company. As
soon as she returned home Jamadagni, learning the
cause of the delay in her returning home, ordered
sucoessively his first four sons to kill their mother ;
but they refused to do so, for which Jamadaguni
cursed them, so that they lost their senses and
thereafter behaved like bessts and birds. Then he
ordered Rama to do it : and he immediately seversd
her head with an axe, and then prevailed upon his
father to grant him the boons that Répuki might
be restored to life and not remember that she had
been slain, that he himself might not be affected
by this sin, that his brothers might recover their
former state, and that he himseli might be un-
rivalled on the field of battle and obtain & long
fife.”

The same story regarding the birth and deeds
of Parsurfma is fonnd recorded in the Bhagavata-
purana also. He is desoribed therein, ns in the
Vishnu-purana, 68 an ingarnation of Niriyanns and
the terminator of the race of Haibayas; snd it 1s
said that he was olad with the skin of the black
deer and bad mstted hair, that his body was
resplendent as the sun, and that he carried a bow
and arrows, and an axe and other weapons of war

* Mahibharata, IT1. 115; 10167 H

186



HINDU ICONOGRAPHY.

in his hands. By his power he secured for his
father a place in the constellation of the Sapta-
rishis, (great bear) in the sky. Paradurdma is,
according to the Bhagavata-purana, supposed to
be living even now on the ount Mah&ndra.

. In sculptures, the rule is that the figure of
Parafurdma should be worked ont according to the
madhyama-dasa-tala measure, that is, it should be
of 120 angulas in beight, and possess only two
hands ; in the right hand the parasu should be held,
and the left hand should be in the sichi pose (as if
pointing to something). On the bead there should
be the jafa-makuta: and the yajiibpavita should
adorn the body, as also a number of ornaments.
The colour of Paradurama should be red; and his
elothing should be white. The Agni-purdina, how-
ever, states that Parafurima should have four
hands oarrying the paradu, khadga, bina and
dhanus ; and the Vishpudharmottara adds that he
should be shown as wearing the deer skin. The
kautuka-béra of ParaSurdma may be made either
according to the deseription given above, or be an
ordinary figure of Vishnu with four hands.

Rama, $1-Rama or Ramachandra, the ideal
hero of the Hindus in every res-
pect and the husband of Sita, the
perfect model of Hindu womanhood, was born of
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Daéaratha of the race of Raghu. The whole story
of Rama from his birth up to his aseent to heaven
is given in the famous epic poem of Vlmiki known
as the Ramayana. FEven a cursory study of that
poem will enable all persons capable of appreciat-
ing its poetry to understand the exalted character
of Rama’s righteousness and valorous heroism as
well s of Sita's noble life of faithiul devotion and
trying suffering and womanly seli-surrender to her
fate and to her lord. The story of Rama's banish-
ment to the forest; of Ravana carrying awsy from
there by stealth his wife Sitd to Lafki ; of Rama
thereupon entering into alliance with Sugriva, the
chief of the monkey-tribe, and with his aid learn-
ing through Hanumin, the monkey-messenger, the
whereabouts of Sith and ber lopely suffering and
longing to be deliversd by Rama; of Bama then
going to Latka with an army of monkeys to punish
Rivapa and relieve Sita ; of the wonderful building
of the bridge from Indin to Ledki ; of the fight in
Ladki between Rima and Ravapa supported by
their respective armies ; of the final destruction of
Rivana and the whole host of the Rikshasas in
Lanks: of Rama's return thereafter along with
S1th and his own brother Lakshmana, who had out
of his personal love and attachment accompanied
bim to the forest; and then of Rama's installa-
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tion in Ayddhya as king of Ayodhya and his
righteous rule thercin for long years are all
portrayed in full detail in the first six books of
the Ramayana. The seventh book called the
Uttarakiinds narrates how, out of deference to a
falsaly censorions public opinion, he, as king felt it
necessary to banish his desr and long tried life-
companion, Sit8, to the forest even at the time she
waa big with child and nearing the time of delivery ;
how there she was taken care of by Valmiki and
gave birth to her twin sons Kufa and Lava; how
the sage Vilmiki brought these up and duly
educated them ; how in the meanwhile Rama sent
round the horse designed for his fortheoming
horse-saomifice ; how this horse was detained by
these boys; how in consequence s battle arose in
which they showed themselves to be uncoanquer-
able ; bow at last Rama himsell had to offer fight to
subdue them ; bow then be made them out to be
his own sons and took them away with bim ; how
thereafter Bitd with a sense of seourity and relieved
anxiely passed away into the bosom of her mother
Earth ; and how at last he made over his kingdom
b0 his sons, and himself ascended to heaven,
leaving behind him the hallowing memory of &
human life that was in every way really divine—
the Uttarakagda narrates sll these things. It
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is no wonder that this Rima has come to be looked
upon as & hunman incarnation of God; nor is it
surprising that all those, who, in his life time
upon the earth, were more or less intimately
associated with him, are also looked upon as being
gifted specially with divine power. In fact there
are very good reasons to explain how and why it
is that RAma hns long been recognized in this
conntry as one of the ten aratdaras of Vishnu.

The image of Righavae-Rama is, like thas of
ParaSurama, tobe worked out in the madhyama-
daga-tala measure of 120 angulas in height. Iu
should never have more than two arms; in the
right hand the bana or arrow should be held, and
in the left hand the dhanus or the bow. The
image of Sri-Rams, which is another name for
Raghava-Rama should be a standing one, with
three bends in the body : in other words, it has to
be a standing image of the iribhaniga variety. The
oolour of such an image of Rima hae to be black,
and it should be dressed in red clothes. On the
head there should be tha Arifa-makuia, in evidence
of the fact that Rama was the sonof an emperor :
otherwiso also the image should be inlly adorned.

The figure of Sité should be placed on the
right side of Rama, and should be made nccording
to the navardha (or nine anda half) fala messare ;
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it should be so high s to reach the shouldar of the
image of Réma: and no bend in the body need be
ghown in the figure. It should be golden-yellow
in colour, and should be draped in parrot-green
clothings and be adorned with all the necessary
ornaments. The hair of the head shounld be tied
up in & knot, and & karanda-makuta should adorn
the head. In the left hand there should be o
wildtpala flower and the right hand should be
hanging down freely. It shonld be so sculptured as
to appear to bo looking at R&ma with a supreme
sense of happinesa.

On the lefé of Rawa should be shown the
standing figure of Lakshmana made in accordance
with the dafa-tala measure of 116 angulas; in
height it should go up to the shoulders or to the
ear of Rama. Adorned with all ornaments, and
dressed in black elothing the golden-yellow image
of Lakshmana should in all other respeots ba like
that of Rama.

Moreover, Hanumin, the faithful monkey-
wessenger, should be shown as standing a little in
front and also to the right of Rama, and should
be only so high as to reach the chest, the navel or
the hip of Rama. The figure of Hanuman should
ba sculptured in accordance with the sapfatdla
measure of 84 angulas. 1t should be represented
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as having only two hands, the right of which is
placed upon the mouth in token of loyalty and the
left is made to hang down 80 as to reach the knees ;
for this is the attitude which has to be assumed by
gervants in the presence of their masters. The
look and posture of the image of Hanumin should
be such as to evoke compassion and to bring into
prominence the ever-rendy willingness of this faith-
ful messenger to carry out the orders of his master,

The Vishnudharmdttara says that the figures
of Bharata and Satrughna should also be nssociat-
ed with that of Rama, but that these figures as
well as the figure of Lakshmana should not have
the kirifa-makuta on the head.

The shrine of Rama is required to be built in
the south-east comer in a Vishou temple. In the
shrine, so situated, the standing figures of Rama,
Sita, Lakshmags, Bharata, Satrughna and Hanu-
min should all be set up as deseribed before. The
heads of all the images except those of Ramn and
Sit#, should have only the kaot of hair shown on
the top. Bharata, who should stand to the right
of Rama, might be represented as carrying a bow
and arrows, or as carrying s sword and o shield.
Like Rima, he should also have the Srivatse mark
and wear the kaustubha jewel, His complexion
hias to be black, and the colonr of his clothes shounld
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be red. Satrughna should be made to stand on the
left. He is to be of golden-yellow colour, and
should wear a red oloth ; in all other respects, he
ghould resemble Lakshmapa. The Vaikhanasa-
gama, which has been followed throughout in these
desoriptions, states that the image of Sita must be
shown R standing with the right leg erect and
firmly planted on the ground and the left slightly
bent.

The group of bronze figures, consisting of those
of Rama, Lakshmaga, Sitd and Hanuwan the
photograph wheveof is reproduced on Pl LIV, be-
long to Sharmadévi in the Tinnevelly distriot of
the Madras Presidency, The first three figures
mentioned have each three bends in the body and
are of the triblasiga variety ; the image of Rima has
its right hand lowered and slightly beat at the
elbow and held as if to receive an arrow in it, while
the left arm is lifted up and bent so as to hold
the top of the bow ; the feet of Rama, like those of
all the other images in the group rest upon padma-
sana. The image of Lakshmapa is similar in
every respect to that of Rams. The image of
Sitd has the right hand hanging down and the leit
hand is held in the kajaka pose. The figure of
Hanumin has the left hand resting upon the thigh,
and the right band is placed upon the mouoth.
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The image of Rama is adorned with the kirifa-
makute, that of Lakshmana has the hair shown
as tied up in a knot on the crown of the head,
while those of Sith and Hanuman are seen with
the karanda-makuia on the head. From the
features of the images and the details of workman-
ship, they may be taken to belong to the twelith
or the thirteenth century A. D.

The figures on Pl. LV belong to o much later
period and may be assigned to the sixtesnth or
the seventeenth century at the earliest. They
are nll worked out in exactly the same postures as
the figures on Pl. LIV. The uplifted left hands
of Rama and Lakshmana wre made to hold the
bow as nsnal. The figure of Bitd is made to stand
to the left of Rama, and has bends in the body in
the direction opposite to the bends in the body of
Riwa ; the lefs arm of this goddess is made to hang
down, snd the right hand is held up carryinga
lotus flower in it. The image of Hanuman is
made to carry in both the hands two cylindrical
bodies which probably represent two lingas. The
tradition is that when Rama reached Ramasvaram
he decided to set up a Iiga there in honour of
Siva ; for this purpose he deputed Hunuman to
fetch one from some sacred place. Before Hanu-
min returned, bowever, the anspicious moment
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for setting up the linga arrived, and Ramn there-
upon installed there & locally obtained lifiga at the
proper moment. Hanumfn, who returned too
late with two lirgas is here represented thus. This
group of images belongs to Raméévaram. The
larger image of Hanuman printed on the same
plate belongs also to Ramaévaram. Here Hanu-
min stands in the attitude of ready obedience to
rooeive the commands of Rama; his right hand is
placed in front of the mouth and the left hand is
made to hang down and rest upon the thigh.

The stone images of Rama and Hanumin,
the photograph whereof is reproduced on PL LVI,
are to be seen in the Vishpu temple at Mahabali-
puram. This piece of soulpture is & comparatively
modern work, being most probably one or two
centuries old. Just behind the right shoulder of
Rama might be noticed the quiver to contain
arrows. The figure of Hannman has the hands in
the afjali pose.

Pl. LVII represents a complete group consist-
ing of Rama, Lakshmans, Bharata, Satrughnn,
Sitd and Hanuman, all carved in ivory a few years
ago in the School of Arts at Trivandram. The
three brothers of Rima have their hands in the
anjali pose ; Lakshmana, like Rama, carries also a
bow, and Bitd bas a lotus in her right hand;
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Haoumin holds the right hand in front of the
mouth and keeps the left hand across the chest.
To indicate that Bharata and Satrughns sre the
incarnations of the chakra and the fankha, the
artist has carved these emblems of Vishgn in front
on the top of their crowns,
It is convenient for more reasons than one
. LR to deal with the two avatdras of
::;m‘ ; Bams, Balarima and Su-Krishga to-
gether, Both were the sons of
Vasndava snd Davaki, and both had to be secrsted
and saved from the tyrant Kamsa, the brother of
Dévaki. A short account of the lives of these two
Yadava princes is given in the dgni-puraga, and
for a very detailed account we have to go to the
Harivaméa, to the tenth skandha of the Srimad-
bhagavata, to the Vishnpu-purana, and the Brakma-
vaivarta-purdna. The Mahabharata also gives
information regarding Krishoa's relution with the
Pandava brothers and his services rendered to
them and to Arjuns in particular among them.
The Adgni-purana says :—"In order to relieve the
earth oppressed by wickedness, Hari was conceiv-
od as the seventh son of Dévaki; but owing to his
having been extracted from her womb snd con-
veyed into that of Rohini, he was known as her
son, under the name of Balarima. Afterwards he
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{Hari) was born as the eighth son of Dévaki, and
became celebruted under the appellation of Krishoa.
His parénts Lowever, feared the vengeance of
Kamsa, and bence his father Vasudéva conveyed
him to the couch of Yasdda, while she was asleep
aftor child-birth, and thence rewoved her new-boro
daughter®, whom he gave to Dévaki. Kamsa on
heuring the cries of the infant, hastened to her
chamber, and, seizing it, was about to dash it on
the floor, when she prevented him from doing so.
Bnraged at this, he exclaimed—' Has it not been
peedicted that thy eighth conception shall he the
cause of my death ?’—and threw the infant to the
ground. Bub it sprang on high, and gaid—' Why,
0 Kamsa! dash me on the Hoor? He who shall
slsy thoe has already been born'. After saying
this, it slew the guards and disappeared. Kamsa
then sent Pitand and others to effect the destruc-
tion of that child of Davaki, who had been entrust-
ed to Yaésda by Vasudava and was being brought
up by her in Gokals with a view to safeguard him

* This infan) wss none othar than an inonrnation of Durgd,
who is thiis addressed in & stanss in bthe origioal :— O moat
rovared Durgd! womb of the gods!, Ambiki ! Bhadrakili!
Avenger ! goddess with many names | the man who ropeats ab
morning, noon and evening thy saored names, ahall assuredly
obtain all his wishes .
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againsl the attempts of Kamsa. Thus Krishna
snd Rama, in reality the guardians of the nniverse
gladly became the guardians of cattle amongst
cowherds and milkmaids."

There are various stories told regarding the
wonderful exploits of Krishna during the period of
his childhood as well ns boyhood. It is said—V
“ Once Yosoda, being nngry, bound Krishna to s
mortar; but he, dragging it, passed between two
trees, by which it was obstructed; snd then he
pulled until the two trees [ell : another time she
tied him to a cart, but he broke it into pieoes with
u blow of his foot: when Pltand offered him her
breast, he sucked until she fell down dead. When,
also, he had become a youth, he conguered the
serpent Kaliya, and expelled him from the pool in
the Yamund; he restored peace to Thlavana by
glaying the demons DhEnuka under the form of an
ass, Arishta under that of a bull, and Ea&
under that of a horse. He abolished the festival of
Indra, and when the lord of the sky, in consequence,
poured down torrents of rain, he uplifted the moun-
tain Govardhaos, and rondered these torrents
innoouous. Being then sent for by Kuamsa, he
proceeded to Mathurd with his attached cowherds,
smusing himsell, as he went, by various incidents.
First, he slew the royal washerman who refused to
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give him the garments of Katisa, and then clothed
himsolf and Ramn with thew ; ho then gave wealth
to the Hower-woman who voluntarily supplied him
with garlands: he next rendered straight the
crooked woman who presented him perfumed oint-
ments : und, baving afterwards slain the elephant
Kuvalaya at the gate, he entered the amphitheatre,
and beheld Karsa, with his ministers, gnards, and
attendants. There, in n wrestling match, he slew
the gymnasts Chaniira and Mushtaka, and then
slew Kamss himsell the king of Mathara. After
this, he made Ugraséna the king of the Yadavas.
Two of Katiisu's wives, however, were daughters
of Jarasandhu; aod they acquainted their father
with what had ogenrred; and be ummediately
besioged Mathurda with a mighty srmy. But,
though Krishnn defeated him then, he afterwards
caused the oity of Dviraki to be built, and chose
that place for his residence. There he dwelt with
his sixteen thousand und eight wives, the two chief
ongs among whom were Rukmigl and Satyabhiima.
Having received instruction in learning from
Sandipana, he restored to him bis lost child, slaying
for the purpose the Daifya known as Pafichajanya
and then receiving due honour from Yama ; he
further brought about the death of Kalayavana
through Muchukunda.
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“By Rukminl was born to him a son, named
Pradyamna, whom the Daitya Sambara, on the
sixth day after his birth, carried away and threw
into the sea. He was swallowed by a fish ; which,
being taken by & fisherman, was given to Sambara ;
and, on its being opened the infant was found
within it. This infant, Sambara gave to his wife
Mayavatl," who recognised it to be her hnshand
Kama, and brought it up with much care and
nffection. When afterwards Pradyumna became
grown up, she thus spoke to him—*Thou art
Kama, whom Siva rendered body-loss (anafnga),
and whom Samwbara carried away and threw into
the sea ; do thou, therefors, slay him. ' Pradyumns
in consequence slew Sambara, and then returned
to his parents.

“The One Lord lived happily as Krishga in
this world with Rukmini and with his other wives,
and begot a numerons race of sons........He also
assisted the Pandavas in their war with the
Kanravas, and relioved the earth through them
from the heavy burdea of wicked imen by which it

" 'On Kima's body having been coostmed by Siva, this
god promised to hin wife Rati that ber hushand would ba
altarwards born as the son of Erishon; and It was in
expestation of Lhis mmildmtlhuthﬂhﬂumhh
boro ss Miyivail,
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was oppressed. When at last the object of his
incarnation was sccomplished, then the whole race
of the Yadavas was destroyed by mutual slaughter,
in consequence of the curse of the divine sages.
Balabhadra, the incarnate form of Ananta®,
departed to heaven ; and Hari, forsaking mortality,
returned to Vaikuntha.™!

"Phis account from Agni-puriga does scanty
justics to the greatness attaching to the character
of Krishna, and throws very little light on the
way in which his elder brother Bulardma was
helpiul to him in almost every one of his great
achievements in life. As king and statesman, as
wnnibrlnﬂhmnsﬁian&m&mppoﬂer,umﬁd{s
and philosopher, and as fescher and religious
reformer—particularly as the expounder of the all-
comprehensively monotheistic religion of love and
devotion to God oconceived ns Vasudéva, his
achisvements have besn so great and glorious that,
among the incarnations of Vishnu, none receives
more cordial or more widespread worship than
Kyishna.

* At the beginning of this account taken (rom the
Agni-puring Balarimn in said to be an avatire of Vishou
but st the end he Is desoribed as an Inearnate form of Visbou's
Barpent Ananta.

t Bes Kennedy's Hindu Mythology, pp. 430-441.
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Balarima is rarely worshipped independently
a8 a god. The glory of the younger brother
Krishpa has thrown the elder brother into the
shade; and hence his image is only occasionally
worshipped in association with that of Krishoa
as Parthasirathi. Howaver deseriptions are not
wanting for the making of the image of Balardma.
The Vaikhanasagama states that the image
of Balarima should be sculptured according to
the madhyama-dafa-tila measure consisting of
120 aigulas in height. The figure of Balarima
should carry the musala in the right hand and
the hala in the left, The complexion of Balarima
should be white and the colour of his garments
red. The figure of Balarima should have the
hair on the head tied up in a koot on the
top, © The Brikatsamhifa adds that the eyes of
Balarima shonld be rolling on necount of the
excessive intoxication of liguor drunk by him
and that there should beé u kundala in only one
ear. According to the Agni-purdna Balarima is
required bo carry the gadd and the hala if he is
shown as possessing two srms: if, however, he is
represented with four arms the back right hand
shonld earry the musale and the front right hand
the chakra, and the back left hand the hata and
the front laft hand the fankha.
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On the right of Balarima should be standing
the figure of his wife Ravatidavi of yellow comp-
lexion. She should be shown as clothed in pushpa-
vastra, & term which may mean a cloth in which
are worked ont floral designs or a garment compos-
ed of flowers, but the former interpretation is more
appropriate, The left hand of Ravatidavi is let
down hanging, while the right is shown as carry-
ing a lotus flower.

The kautuka-bira of Balarima may be made
in accordance with the description given above, or
be an ordinary figure of Vishna with four arms.

The Brikatsamhita adds that Durgadavi
should be senlptured as standing between the
images of Balarima and Krishna; she may be
shown as possessing two, four or eight arms. If
she is represented with two arms she shounld be
made to carry s lotus flower in her right hand
and the left hand should be made to rest upon
the hip; if she is sculptured with four hands,
there should be a book and a lotus flower in the left
hands and one of the right hands should carey an
akshamala, while the other is to be held in the
carada pose; if she is shown with eight hands,
there should be the kamandalu, dhanus, §astra (a
book ?) and a lotus flower in the left hands; and
the bana, & mirror, an akshamala are to be seen in
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three of the four right hands, while the fourth is
to be held in the varada pose,

The Vaikkanasigama lays down that the
figure of Kyishna should be made ncoording to the
madhyama-daja-tala measure of 120 afigulas in
height. The complexion of the image of Krishna
should be black, and it is to be clothed in red
garmente and adorned with various ornaments, It
should be made to haye & kirita on the head or it
should be shown that the Lair is tied up in a knot
on the top of the head: In the right hand a
peculiarly curved stick should be carried, (see fig
15, PL I), and the left arm should be lifted up
and bent at the elbow: the palm of this hand has
to be facing downwards. This hand may earrya
§ankha also. In all other respects the figure of
Krishna resembles that of Rama.

On the right of Krishna thers should be the
image of Rukmint golden-yellow in complexion
her hair should be shown as tied up in & fashionable
knot and adorned with flowers. The right arm
should be hanging down and in the left: hand a
lotus Hower should be held.

On the left of the image of Krishna there should
be the image of Satyabhima of dark colour: she is
also shown as wearing her hair in the same
fashion as Rukmini. In ber right hand she shonld



HINDU ICONOGRAPHY.

hold & flower, and the left arm should be hanging
down the side. Both Rukmini and Satyabhiua
are to be adorned with various ornaments. The
figure of Satyabhima should be so sculptured as to
indicate an evident desire on her part to look upon
her lord with great fondness and love. Some
authorities would prescribe for the daris, says the
Vaikhanasagama, the karanda-makuta. From
this statement, it is olear that the Vaikhanasagama
is niot in favour of this form of head-gear for them.

On the laft of Krishna Garuda slso should be
made to stand steadily with his hands in the
afijali pose.

The kautuka-bira of the Krishna image might
be sculptured as above or might be n simple form
of Vishou with four arns.

The Vishnu-dharmdtiaras, however, says that
Krishna should have in one of his hands the chakra
and that Rukmini should have in her right hand
a nilatpala flower instead of the lotus as mentioned
in the Vaikhanasagama.

The fignre of Krishna as described in the
Vaikhanasagama is found enshrined in a large
number of temples in South India under the
common name of Mannir which is & corrupt form
of Mann-annar, meaning one who resembles a

king. The left hand of the figure is required to
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be kept as desoribed, beeause it is intended to be
made to rest upon the shoulder of Satyabhima, A
reference tothe illustrations would make this point
clear. The short stick in the hand of Krishna is
sculptured in the form of the shepherd’s hook. In
Tamil it is called kupil, and the Srivaishnava
saints as ulso the author of the classic epic Silap-
padigaram olten speak of Krishna as * Madhava
who wimed and hit at fruits with a calf for his kunil'
allnding of course to his killing the Vatsasura.

One of the two illustrations given below repre-
sents a stone image in the Madras Museum. In
this illustration Krishna has his arm actually rest-
ing on the shoulder of the Divi, who may be either
Rukmini or Satyabhima., The hair on the head
is done up into & knot and encireled by wreaths of
flowers. (See PL. LVIIL)

Such a piece of sculpture consisting of Krishna
and the Dévi is somatimes called by the name of
ﬂamirﬁi&-ppammﬂ in Tamil.

The second photograph is that of a metal
image from Shermadevi in the Tinnevelly distriot.
In this the figure of Krishna is shown as wearing
the hair tied up on the top of the hesd so as to
assumse the shape of a crown. The right hand is
in the kataka pose and is obviously intended to
receive a separate metallic stick, which might be
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passed through the ring formed of the forefinger and
the thumb (See Pl. LIX.). In both the illustrations
the figures of Krishna and the Dévi have three
bends and are therefore of the tribhaiga type. Ib
appears from the peculiarities of the sculpture that
they must be assigned to about the eleventh or
the twelfth century A.D.
As the name indicabes, this figure is intended
to represent Krishna as dancing
L i with joy for having seoured m ball
of butter to eat. In the hand the
ball of butter is invariably shown. This is a
common piece of soulpture in South India, and
may very often be even purchased in bazaars as a
toy for children to play with. The Navanita-
nritta-mirti is made to stund on the left log which
is slightly beat at the knee-joint, while the right
leg is lifted np and bent inwards as in dancing.
The right hand is held in the abkaya pose or should
be with a ball of butter in it, and the left srm is
stretched out and thrown outwards.

This image has to be adorned with all orna-
ments and might be shown either as wearing
cloth or as being unde. When the ball of butter
in the hand is not shown, 1t has to be understood
that the dancing and the joy are due to the certain
expectation of getting the butter, This descrip-
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tion is followed in the concrete rapresentations
figured in the illustrations given below. The
Madras Museam image has in the right hand the
lamp of butler ; and the right leg though lifted as
required, is supported npon a lotus, which is purely
the artist's addition to ensure the stability and
equilibrium of the standing figure by providing it
with better and firmer attachment to the pedestal.
(See fig. 1, Pl. LX.)

In the second illustration of this aspeet of
Krishns, (See fig. 2, Pl. LX.) the image is shown
with the right hand beld in the kafaka pose, instead
of with a ball of buster in it, but is exactly similar
i other respects to the Madras Museum image.

@ana-Gopala or Vipu-Gapala is another

_ variety of the Krishna image, in

or Veno oo, Which he is conceived to be
delighting with his enchanting

music the hearts of the cowherds, the cowherdesses,
and the cows who are his companions. In the
case of these images, the rapture of musio has to
be clearly depicted on the face: and they are in
consequence generally so very pratty as to attract
attention wherever they may be, The aspiring
artist also has often found this form of Krishna
representation a very suitable subject giving smple
scope for the display of his deep devotion and
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artistic skill. Vann-Gopila is generally surrounded
by cowherds and cowherdesses. This image of
Krishpa is made to stand erect with the left leg
resting on the floor; and the right leg is thrown
across behind orin front of the left leg soas to
touch the ground with the toes. The flute is held
in both the hands, and one end of it is applied to
the month. It ia said that the complexion of such
images of Kyishna should be dark in hae so as to
resemble the rain-cloud in appearance. The head
ghould be ornamented with a bunch of peacock's
feathers. There should be threo bends in the body.

Four illustrations of Gina-Gopila are given
here, That from Halsbidu, (Pl LXIL), is one
which fairly tallies with the desoription given
above. But it is worthy of note thas here there
are no cowherds, cowhardesses, cows and calves.
It is a detached picce of sculpture probably
removed [rom some ruined temple at Halabidu;
and it is now set up along with other images in
the wall of Kadirgévara temple which is being
newly built, This circumstance accounts for the
absence of these inseparable companions of Krishoa
as Venu-Gopila. Nothing but the highest praise
is doe to the artist for the perfection of his work
and the resulting besuty of the image. There is
the visible appearance of deep musical rapture
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on the face of Krishna. The happy face and the
very well carved hands and fingers disclose in
n remarkable manner the high capacity of the
sculptor. The characteristically minute work-
manship in relation to the jewels and the
drapery which prevailed in the Hoysala school
is exemplified here at its best. The second
illustration is of & group of ivory images consisting
of Vénugdpila and two cows one on each side
(See fig. 1, Pl. LXTII). This group of images was
carved recently in the Trivandram School of Arts.
Herein also the image of Krishna is made to con-
form to the description given in the Sanskrit texts.
The third illustration is & bronze figure in which
Krishna is represented with four hands instead of
two. In the right upper hand the chakra is held
and in the corresponding left hand there is the
éankhia ; the two other hands hold the flute in the
manner required to play upon it. On the head is
the kirita ; andin all other respects it is an ordinary
figure of Vishnu. Oun either side the figures of
Lakshmi and Bhiimi may be seen standing with
the usual lotus and nilstpala flowers in their hands.
(See fig. 2, PL. LXII). The fourth photograph is of
the figure soulptured on & pillar in the Viévanatha.
svimin temple at Tenkdi in the Tinnevelly
district. The temple in which this image is to
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be found, was built by the Pandys king, Arik&sari
Parakrama Pandya in the year S. 1362 (corres-
ponding to A. D. 1447). It is an image of the
conventional type; nevertheless, it has been exe-
cuted with great care and produces a notably
good effect (See PI. LXTIT), Here Krishna is repre-
sented with eight arms; in three of the right
hands be holds a padma, a parafu, and the chakra,
and in three corresponding left hands he carries a
bow made of sugar-cane, s pase and the kasikha,
With the two remaining hands the flate is beld as
if he is playing upon it. The legs are worked out
according to the description given nbove which
however, is not followed by the Hal@bidu seulptor.
Tkshu-kadanda, (the sugwr-cane bow), and the arrow
of flowers are the peculiar emblems of Kamadava,
the Indian Cupid. The Sritatvanidhi calls this
variety of Vénu-Gopila by the name of Madanagp-
piila.
Another form in which Krishna is worshipped
15 88 Parthasarithi, that is, as
TR charioteer of Arjuna.  During
the famous war between the Pandavas and the
Kauravas fought on the field of Kurukshétra,
Krishna, it is well known, served Arjuna as his
charioteer. Corresponding to this coneeption of the
charioteer, an image of Krishna is described in the
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Vaikhanasagama. In this image Krishnoa is repre-
sented as holding the reins in one hand sod & cane
in the other, and as in the act of mounting a
chariot, the right leg resting on the floor and the
left leg placed in front of the chariot. The chariot
itself is made to carry a flag on the dome above, and
is shown to be yoked to excellent horses. Arjuna,
with bow in hand, stands on the ground with his
hands in the afjali pose. The right hand of
Krishna is held so as to be in the vyakhyana-mudra.
From this description it must be clear that the
occasion for worshipping Krishna as Parthasirathi
wrose not in consequence of his having guided the
chariot of Arjuna skillfully in the battlefisld, but in
consequence of his having taught Arjuna those
immortal lessons of religion and philosophy which
are contsined in the immortal Bhagavadgita.

In the temple of Parthasirathi at Triplicane
the arrangement of the images is, however, quite
different from the description given above. The
central shrine of the temple faces the east ; adjoin-
ing the back wall (which is the west one) of the
shrine and occupying the central position stands
the image of Krishga ; it has only two arms, in the
right one of which is kept the fankha while the
left hand is held in the varada pose. To the right
of the image.of Krishna is that of Rukminl with a

m
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lotus in the right hand ; her other hand is let down
hanging. The image of S@tyaki, the younger
brother of Krishua is seen standing to the left of
that of Krishnu @ in its right hand is seen a khadga
and the left hand is kept in the varada pose.
Near the south wall and facing the north is the
standing figure of Balar&ma: it carries in its right
hand the Jala (the plongh) while the left hand is
kept in the varada pose. By the side of the north
wall and facing the south, stand the figures of
Aniruddha and Samkarshana each carrying a
danda in their right hands and keeping their left
hands in the varada pose. One of the insoriptions
found in this temple states that theso images were
set up by & mendicant Brihmana in the year
5. 1486 (A. D. 1564-5).
It is recorded in the life of Krishna that he
punished and drove away to the
anfhmard-  won the serpent named Kiliys,
which had its abode in a pond
called Kilindi in the river Yamuna. This, most
probably refers to Krishna having abolished the
original cult of serpent-worship. The image of
Krishna representing him as chastising the serpent
Kaliya should be soulptured, it is said, in the form
of a child dancing upon the hood of a sarpent,
bolding in its left hand the tail of the reptile and
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keeping the right hand outstretched so as to make
the whole of the right arm appear like a streamer.®
This description of Kiliyahi-marddaka-Krishga is
faithfully earried out in almost all soulptures and
castings. The bronze image of Kaliyahi-marddaka-
Kyishpa, whose photograph is reproduced on
Pl. LXTIV, belongs to the Madras Museum. This
image very nearly resembles the Navanita-nritta-
Krishna. In the hand stretched out snd held in
the flag-pose the tail of the serpent Kiliya is
caught. The left foou of Krishna is placed firmly
on the bood of the serpent while the right one is
lifted so as to indicate that it is going to be used in
administering & kick on the hood of the serpent.
The image of Kyishna isfurther shown to be wearing
shorl drawers ornsmented with floral designs. The
right hand is beld in the abhaya pose. This bronze
casting is probably at least five centuries old and is
o fine specimen of what may be ealled the medieval
art of South India. It may be mentioned here
that Kaliyahi-marddaka-Krishna is sculptured also
on the wall of the pillared walk round the central
shrine in the great Kailisa temple at Ellorn.

* The torm employed in the original is patdka-hasia ;
this would at firsé appesar to msan & haod earrying o flag or
standard. But itis a term barrowed from she Bharata-fistra
and it means thersfore & hand held like o streamer.
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Two illustrations of Govardhana-dhars-Krishna
are given on Pls. LXV and LXVI.
aoyurchana:  The former of these represents an
image belonging to Nuggehalli,
while the latter represents one belonging to the
Hoysalgévara temple at Halgbidn. Both of them
are typical of Hoysala school and are about six
centuries old. Pl LXV shows Krishua as holding
aloft the Govardhana hill with the right hand,
while in the other Pl. LXVI it is the left hand
which is used for the purpose, Acoordingly the
body of the former image is bent to the left and
that of the latter to the right. In both cases cows,
cowherds and cowherdesses are worked out and
shown to be taking shelter under the uplifted hill,
which again is represented in both cases as having
on it trees, wild beasts and hunters giving them
chase. The Nuggehalli sculpture was executed,
according to the label engraved below it, by
Baiohdja of Nandi, who bears the birudas or dis-
tinguishing titles of honour meaning that ‘he is a
rod of diamond to the hiils representing the titled
rival artists ' and also ‘ the destroyer of the mosqui-
toes making up all the titled architects'. Many of
the sculptural decorations in the temple at Nugge-
halli appear to have been executed by this able
artist.
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At the end of the description of the different
varieties of the Krishna images, the Vaikhanasa-
gama remarks :—* The forms of Krishna are so in-
“numerable that they cannot all be described.
“Therefore the worshipper might soulpture
“Krishoa's image in any form in which he chooses
“to conceive him." Besides the nspects of Krishna
considered above there are a few others which are
not described in the Sanskrit texts available to us;
however, a large nuwmber of images of Kyishna as
a child (Balskyishna) are met with in sculptures.
Krishna alone, among the avatiaras of Vishou, is
worshipped as a child, a youth ete., forms fit for ex-
hibiting the various kinds of bhakti or love, as for
instance, that of s mother to her ahild, that of & wife
for her husband and that of a friend for a friend.
Asababy Krishon i3 represented as crawling on sll
fours, sometimes with a ball of butter in his hand
(See figs. 1 and 2, P. LXVII). Another form in
which the child Krishpa is often soulptured is as
lying upon a leaf of the vafa tree (Indisn fig) and
is hetice known as the Vata-patra-S§iyi. This form
is symbolic of God brooding over the ocean of the
chaos caused after the destruction of the universe
at the end of an mon. (See fig 3, Pl LXVII).
A third variety 1s known as Santina-Gopila and
is described in the Srifatvanidhi as follows: the
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infant Kyishna should be portrayed as lying on the
lap of Yadodi and sucking milk from her breast, his
face shounld be turned up a little and seeing his
mother’s face. One of his hands should be laid on
the breast of his mother.”

Among the ten avafaras of Vishgn, some
authorities maintain Baddha to be
ong, while others do not consider
bim to be such an avatdra. The Purinas them-
selves are divided in their view of the matter,
Some of them, like the Bhagavate-purapa, for
instance, include Buddhs among the avataras of
Vishmo, while others do not. Among those that
mention him to be an avafare, Bhagavata-purana
says—'" Then, after the Kali age begins, a person
named Buddha, son of Afijana, will be born among
the Kikatas, in order to delude the enemies of the
gods (the aswras)." A commentator explains the
geographieal position of the country of the Kikatas
by the remark madhy? Gaya-pradif?, mesning in
the region near Gayd. The Agni-purana states—
“The Suras, having been defeated in battle by the
Asurps, sought the protection of Vishnuo; he, in
consequence, was born as a deluder in the form of

Buddha.
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Buddha, the son of Jins: by him the Asuras were
deceived, who, on being induced to abandon the
religion of the Vadas, lost sll power ss warriors.
Frowm that time has the religion of Buddha flour-
ished ; and many are the heretics who bave for-
saken the sacred ordinances of the Védas” Tna
dinlogue between Paridara and Maitréya, recarded
in the Vighpu-purima. the Intter nsks the
former who the Nagoss were, why they were so
called, and what their charncter was. To this
the former replieca—" The Rigyéds, the Yajurvada
and the Samavéda nre the threefold clovhing of
the severnl castes; and the sinful wight who
throws off this is called the nagna or the naked
person, meaning an apostate. The three Vadas
constibute the dress of all men: and when people
neglect them they are left bare,” He then pro-
ceeds to narrate the origin of Buddhs, the deluding
personage. In a battle that took place between
the gods and the Asuras hoaded by Hrada, the gods
were defeated ; they fled to the northern shore of
the milky ocean and there prayed to Vishgu to
restore them to their original state. The Lord was
plessed with their prayers and emitted from ong of
his person & deluding form, which he gave to the
celestinls and said to them-—" This deluding lorm
ahall deceive the Daityas, who being thereupon led
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astray from the path of the Vadas, shall be slain.”
This Being that so emanated from Vishun proceed-
ed a8 & naked mendicant, with his heud shaven, and
carrying in the hand a bunch of peacock’s feathers,
to the Daityas who were engaged in severe nuster-
ities on the bank of the river Narmada, and
addressed them gently, saying—" 0, ye Chiefs of
the Daitya-race, why do you practise these davout
penances? Do you expect rewards in this world
orin the pext ?”" The Asuras replied—"" O worthy
personage of great mind, we bave been engaged in
these penances with & view to reap fraits in the
next world.” The deceiving personage then told
them that his teachings would bring them final
emancipation and that they wers worthy of recaiv-
ing those teachings. That is why the Daityas
asme to be known by the name of Arfatas (mean-
ing those that are worthy). Then he preached
against the sinful massaere of animals taught by
the ¥édas, and taught many more things opposad
to the path of the Védas. The word Buddhyadha,
meaning " know ye?” was uttared by theoir new
preceptor at the end of his discourse to the Daityas
and they responded by saying Buddhyati—*it is
kmown.” Thaus those that have followed the reli-
gion preached by thia deluding personage came to
be called nagnas as well as buddhas. The Vishpu-
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Purana says many hard things against Buddhism
aad Buddhists,

Practically the same sccount is found in some
of the other Purinas also, which need not be given
here in detail. The lollowing is u desoription of
the image of Buddba as guthered from the Brihat-
sammhitd, the Agni-purane and the Vishnu-dhar-
mﬁam.

The figure of Buddha should Lave on its feet

” und the palms marks resembling the padma or
lotus; the body shonld be full and frésh and of fair
complexion ; and the head should have short curly
bair on it. The imsge as a whole should appesr
calm aud full of grace, ns though it represented
Buddha as the father to all creatures and it must be
sested on 4 padmasane. The lobes of the ears must
be made pendsnt.  The body ghould be covered with
the kashdpa, the yellow garb of the ascetics, and on
the shoulder there should be a pisce of valkala,
or olothiug made out of the bark of certain trees.
The hands should be m the varada and the ablaya
poses. This description is that of & Dhylni-
Buddha, It is in p woy foreign to Hindo iconogra-
phy to notice in detail the innumerable sculptural
reprezentations of Buddha. Hence the image of
Buddha is described here mainly as it occurs in
Hindu seulptures. Throughout the Chilukya and
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Hoysala countries, Buddha is seen to have been in-
varishly inolnded among the ten avatiras of Vishnn;
and his image 15 always found wherever bthese
avatdras are portrayed. The most favourite posi-
tion for the seulptor to introduce bhese avafiras
seems to bhave bean in the prabhdvelt round the
figure of Vigshnu. The avatdras beginning from
the fisb-incarnation are sonlptured in order from
the right of the Vishyu image and are carried over
the head down to the left side. (See the figures of
Yogasvaramiirti on Pl. XXIV, of Chennakésava on
Pl. LXIX and of Dattdtrdya on Pl LXXIID). In
all these instances Buddha is represented io the
Dhyana atbitnde, with his legs crossed and his
hands placed upon the lap in the ydgamudra pose.

In the very same attitude are found all over
India the iinages of the twenty-four Tirthankaras
of the Jainas; and even highly educated people
are not able to distinguish the one class of images
from the other. The most charsoteristic features
of the images of Buddha ave the cloth worn in
the upavita [ashion and the knot of bair on the top
of the head. The Jaina images are completely
divested of clothing and are stark naked; though
they may sometimes have ringlets of hair on the
head, theve iz not enough of it for a knot. The
frivatsa mark iz, sccording o the Brikat-sambhita,

220

e —

L =







PLATE LXYIIIL

Dhyani Buddhs (rom Dorobodur: Stone.

[To fsce page 221.]



DABAVATARAS OF VISENU.

required to be shown in the fignres of the Jaina
Tirthankaras also. This mark is generally found
on the right side of the echest and 15, in many
ingtances, & tiny equilateral triangle, with its apex
pointing upwards.

The photograph of Buddha reproduced on
Pl. LXVIII s copied from that by Dr. Ananda-
komirasvimi published some vears back in the
Theosophist. The image represents Buddha as
engaged in meditation, with his legs in the ¥oga-
sana posture, and his left hand placed oun the lap
in the ydga-mudra pose. The right hand is in the
abhaya pose. The figure of Buddhas is seated upon
# beautifully worked ont padmasana. The closed
eyes cxpressive of the mind deeply absorbed in
meditation, the calm and contemplative face, the
arown of finely carved ringlets of hair on the head,
in fact the whole fignre and all its dstails are
wodelleéd 5o s to be worthy of very high apprecia-
tion,

The last of the ten avataras of Vishguis the
Kalkyivatira. This incarnation
has not yet taken place and is pre-
dicted to cowe off about the end of the Kali-yuga
or the present dark nge. The dgni-purana says—
“ In the Kali-yuga, thoughtless men will begin to
commit acts fitting them for hell ; and the confusion

Kalkyavatarn.
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of castes will continune. Then will virtue and
teligion disappear, and scavcely a single school of
learning will remain; and barbarivns, under the
guise of rnlers, externally armyed in the apparel of
justice, but internally composed ol injustice, shall
harass the people. At last Vishnun shall appear as
Kalki: and he will destroy the barbarians, and re-
establish all those pure custows snd morals which
are baged upon the due observance of the duties
prescribed bo the castes aud the four orders.
Thereafter Har will return to heaven; and the
Satyn-yuga, then agsin returning, will restore to
the world purity, virtue and piety."

The Vishnu-purdna gives further details about
this tenth incarnation. * Thus, when cevemonies
based upon the Védas and the institutes of the
sacred law shall bave nearly cessed, and the end
of Kali-yuga will approach, a portion of that divine
heing, who is kthe creator of the whole universe,
the preceptor of all immovesble and moveable
beings, who is identieal with Brahma and all
created beings, shall incarnate himself on earth.
He will be born as Kalki, in the [awmily of one
Vishpu-yadas, an eminent Brihinana of Sambhala-
geima, and will be endowed with all the eight
superhuinan powers. By his irresistable heroism,
he will slay all the foreign barbarians and thieves
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and all those who are addicted to sin. His great-
ness and might shall unobstractedly prevail.”

The image of Kalki should, according to the

Vaikhanasagama, have the faca of s borse and
the body of & man with four hands carTying res-
pectively the fanikiia, the chakva, the khadga and
the khd{aka, and shonld be made to possess
terrific look, The kautuha-béra of this avatarg
should be an ordinary Vishou image with four Arms,
Acoording to the 4 gni-puriana, Kalki should
the dhanus and the bana and should ride on a horse,
The image may also be mada ta carry the khadga,
the dana, the chakra and the fatikha, The Vishuu-
dharmdtinra which is generally in fair sgreement
with the dgni-purana, presoribes only two arms to
Kalki. (See Pl. XXXV for this and the other
avalaras of Vishnu. |






CHATURVIMSATI-MURTAYAH.






THE TWENTY-FOUR IMAGES OF
VISHNU.

IT is » widely known faot in India that Vishnu
possesses a thousand names by which he is
praised. The Vishnu-sahasra-nama is found

given in the Anusdsanaparcan of the Mahabha.

rata. Awong these thousand significant names of
praise relating to Vishnu, twenty-four are con.
sidered to be lhnmmhimpmmtmﬁmﬂii!r re-
peated by many Brahmugas in their daily. prayers,
Corresponding to these bwenty-four names images
of Vishnu are found sculptured in the Vaishoava
temples situated in the old Hoysala Innd, where
indeed they are met with more frequently thay
élsewhere.  All these twenty-four images are very
alike; they wre all standing figures, with no bends
in the body, possessing four arms, and adorned
with the kirifa-crown and other usual ornaments ;
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each ol thom stands upon w padmiasana. The
difference between any two of those images has to
be made out by the way in which the §ankiia, the
chakra, the gadd and the padma are found distri-
buted among their four hands. It is worthy of
note that the number of possible permutations of
four things taken four at a time is exactly twenty-
four ; and the order, in which the permutations of
these four articles, among the four hands is to be
observed, is in passing, as in a cirole, from the
upper right hand to the apper left hand, thence to
the lower left hand, and from there lastly to the
lower vight hand. For example, that image of
Vishou, which holds the saiklia, chakrva, gada and
padma in the four bands in the order mentioned
sbove, beginning from the upper right hand and
ending with the lower right hand, is representative
of Kéfava; that is, in the upper right hand of
Kaéava the danikha should be beld; in the upper
left, the chakra; in the lower left, the gada;
and in the lower right, the padma. In all these
twenty-fonr cases the arrangement of these four
things in relation to the four hands has to be
observed in the same order, The following table
based on the Riipamandana gives the twenty-four
oames of Vishon and the corresponding arrange-
ments of the four articles in the four hands in
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TWENTY-FOUR IMAGES OF VISENU.

each case, and is intended to enable the reader to
notice the difference batween the varions images

at a glance.

Table showing the arrangement of the fankha,
okakra, gada and padma in the four hands of
each of the twenty-four Mirtis of Vishnu accord-

ing to the Riupamandana.
|
Ho | Wamo of the Muril, m T ".‘:.".?“ m
l berd | band | baud | heed
1 | Eadavn rﬁu&l‘hn Cliskms lﬂldl |Plim
2 | Nériyapa Padma | Gadi lﬂhm Saikha
3 | Midhavs Chakra | Satikha | Padms | Gedi
4 | Gavinda Gadi |E.am | Snikhn  Chakm
b | Vishou Padma | Saskhs | Chskra | Gadé
6 | Madiustidans  Hasikha JPﬁm Gudi | Chinkea
7 |Teivikeama | Gadi | Chakes | Sakia | Padeon
8 | Vimana Ohinkra |u-u Pudma ! Satikha
9  Sridhara Chakra | Gudi | Sadkha | Padms
0] | Brishikada | Chakrs Il‘ldm dadkhs | Gadd
11 | Padmapibhe | Padma | Chakms | Gad 1!§ml:hn
12 |mmmm  nikha | Gadi  Chakra | Pades
Sankhs | Padma Chakrs | Gadi

13 r&mtmhm
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o [ ams s iatiertis|. siets | o | e || Rew

band, hand. hand. band.
14 | Visudava Sankha | Chakra | Padma | Gadi
15 | Pradyumna iﬁnﬂkl:u Gadd | Padma | Ohakra
16 | Anirudiha Gada | Sankhs | Padma. | Chakea
17 | Purushobtama | Padma | Saikha | Gadd | Ohakes
18 | Adbakshajn Gadi Iﬁu‘:khu Chakra | Padma
19 | Narasimba Padma | Gadi | Saakha | Chakes
20 | Achyuts Padma | Clinkea | Suikha | Godi
21 | Janiirdana Chakes | Haikba | Gadi | Padma
23 Upéndr Guds | Ohakes | Padma Sankha
93 | Hari Chaken | Padms | Gadi | Sankhs
24

Padma-purana.

Sri-Krishna |Gnd.i |I’ulmu. ]Clu.hq

230

Sankha

A similar list has been prepared from the des-
cription given in the Patala-khanda of the
Evidently this second list is
fsulty; in it the arraogement of the emblems in |
No. 1 is identical with that in No. 15, and that in
No. 11 is identical with what is to be found in
No. 17. Hence, on the basis of the Padna.
purana, KéSava cannot be distinguished from
Pradyumuoa ; nor can Padmanabha be distinguished

—
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from Purushottama. Morcover, Nos. 9, 10, 11,
13, 14, 21, 23 and 23 in the Padma-purana
list may easily be seen to be in disagreement with
the corresponding nambers in the Ripamandana
list, which is ‘undoubtedly the correct list, in as
much #s all the twenty-four possible permutations
of the four emblems are found to ocenr in it scou-
rately. Nevertheless it is also given below for
comparison :—

Table showing the different arrangements of
the dankka, chakra, gada and padma in the four
hands of the twenty-four images of Vishnu accord-
ing to the deseription found in the Pataja-khanda
of the Padma-purana.

l

L1 U
No. | Hameof Vishnu, ﬁ E

1 | Kédava [ﬂmm Iﬂhﬁn
2 | Nériynoa Padma | Gada
3 | Midhsya Obiskra |Haikha
4 | Gavinds Gada | Padma
5 | Vishyu Pudma | Satkba
6 |Madhusidens |Spdkha |Padma
7 Chakrs
S——

FEREFRE |y
FEEFEEE m

Trivikrnma Gadi
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No| MamectViboo | vt | Joh | WA | rem
hand. hand. hand, hand.
Vimaoa Chakra [Gadd |Padma |Saikha
Sridbars Chakra |Padms |Ssikha |Gadi
Hrishikéda Chakra |Gadi  |Saikba |Padma
Padmavibha | Padwa |Saskha |Gads | Chakes
Dimddara Sadkha [Gadi |Chakes | Padms
Sarkarshaps | Sadkha |Padms | Chakrs | Gadd
Viaudova Chakrs |Sadkha Gadi | Padma
Pradyunima Sufikha

Obakea |Eaﬂl | Padma
Anirnddha Gadi  |Sankba Padms | Chskm
Purnshdttama Snikha |Gadd | Ohakes
Adhakahaja Sankhn | Chakra | Padms
Nrisithha Gadid | Sadkhs |Chakes

Padmy
Iﬂadi
Padma

Achyuta Padma |Cbakrn |Sankba | Gadi
Padma
datlhs

Janirdans Otukrn | Sanikhin | Godi
Upéndra | 'Gadé | Obakra | Padma
Hari iﬂmh. ‘Ohakra |Padma | Gadi
§et-Krivhoa [m Padma |Chukra | Sankhs

Corresponding to some of these twenty-four
images of Vishnu there are specially named Saktis,

E 8 EEBEESEEREEREESB
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whose names are found given in the first chapter
of the third Eafri of the Narada- Panicharatragama
a8 nnder :—

 — —

No. Numo of Vishuu. I Gmwmim of

1 | K&davs I_K.'I'rﬁ

2 | Nirfiyaoa Kinti

d Ihllﬂlun Tushki

4 :Tritikumn . Sinti

5  Vimana Krivd

& | Achyuts Duyi

7 ]s'ﬂdhm Madhi
B | Hrishikeéa ' Harsha
9 | Padmanibbs Sraddbi
10 | Dimddam .L-Hi
11 | Vasudon Lakshmf
13 | Bamkarshaon Surmeval
183 | Pradyumua Priti

14 | Anirudiha l]hﬂ

Why each of the remnining ten Mirtiz of
Visbnu is not associated with u specially named
Saksi, it is not possible to gusss,
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In the Pancharatragana, these twenby-four
Aiirtis of Vishnn socin to be of some special im-
portance. The philosophical meaning underlying
them is not quite patent. Nevertheless an account
of their origin, as given in certain Sauskrit works
of nuthority, may prove interesting. The supreme
Lord Para-Visudava s conceived to be the posses-
gor of the six excellent gunas or attributes called
jhana, (knowledge), fakti (energy), bala (strength)
aifvarya (supremacy), virya (heroism) and fjas
(hrightness) and is afrdialia (free from evil). From
Him sprang, it is said, divine beings, possessing
each a couple only out of the above mentioned six
attributes, thus :—

Batikarshapa, with fidea nnd bala,
Pradyumna. with aifoarya and oirga, and
Aniruddha, with faks and taras,

The Supreme Being in association with these
thres evolved deitics makes up the skti-maya-
vyha, From the Ahirbudhaya-saimhita we learn
that from Para-Visndéva sprang three other
deities, namely, Kédava, NarAvana, and Madhava.
Similarly from Samkarshana arose the thres deit-
ies Govinds, Vishou and Madhisudans. Again,
Trivikrama, Vamans snd Sridhara came forth
from Pradyumns; and lastly Animddha evolved
out of himself Hrishikdda, Padmanabba and Damo-
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dara. In this way, the evolation of sixteen out
of the twenty-four Mirtis of Vishon is generslly
accounted for; and the same authority lurther
states that Vishnu manifested himself in thirty-
nine different forms and gives a list of those forms.
Evidently nll these various forms of the Supreme
Lord Vishnu are representative of the attributes
with which His worshipper endows Him acgording
to the mood and needs of his own prayerful mind.

The Sakti-maye-vyiha is described sucoinetly
in ten chaptere in the Brifhad-bralima-samhita,
That Being who has neither beginuing nor end,
who has myriads of forms, who is omnipresent
and resplendent and is the Supreme Bmhman, is
known by the name of Visudéva. In him are con-
tained the moveable and the immoveable worlds
which we see around us; the whole of the universs
is evolved out of Vasndéva who is the causeand
source of all existing things. Neversheless, His
contact with gross matter prakriti does not affect
His ever pure Being. Even in the various incir-
nations assumed by Him prakeiti vould not bedim
the faculties of Vasudadva who is in essence the
pmbodimont of all knowledge (| Jidna-svaripi). The
first form assumed by Lhis Supreme Soul s »
pacific one, with only two arms and a single face ;
the colour of this form of Vishnn is pure orystal
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white ; His body is as resplendent as a crore of
suns, woons and fires, all put together, and is

ndorned with the kirite, hara, lEyira and cana-

mita. This manner of manifestation of Viisudéva
can be conceived and comprehended only by
the minds of yigins. From out of this form
is derived Para-Visudéva, who possesses four
hands in which he carries padma—the emblem
of creation, chakra—the emblem of protection,
fankha—that of salvation, gada—that of de-
struetion. The complexion of Para-Vasuddva has
the Instrous blue colour of the peacock; he is
to be olad in yellow garments and adormed with
the Jrita, kiylira wnd other ornaments. This
Para-Viisudéva is the deity who is responsible for
all the cosmic functions of the Creator. Later
oo Pars-Vasudéva sssumes a form with four
faces; this latter form in its turn breaks up into
two as Nardyana and Visudava. Of these Nir-
yaua, 18 dark in colour as the rain-eloud and
Viisudava, crystal white. From this last Vasudava
just mentioned comes forth Sarinknrshana ; from
Samkarshaps comes forth Pradyumne : and from
Pradyumnn, Aniruddha. Every one of these four
forms is possessed of four arms.  Visudsva among
them possesses all the six attributes, pamely, wis-
dom (jiiana), energy (fakid, sovereignty (aifvarya),
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strength (bala), brightness (fjas) and heroism
(virya), nnd is free from all evil (airdasha). Satmkar-
shana possesses more of ffdra and less of the other
five attributes, while in Peadyomna sakti or dala is
dominant; Aniruddhs is endowed with the pre-
ponderance of aifvarya. From out of these four
forms of the Lord others came into being. From
Vasudéva come forth Kadawa, Nardyana and
Madbava ; from Samkarshana came forth Gavinda,
Vishnu and Madhusiidana ; from Pradyumna came
forth Trivikrama, Vamana and Sridhara: and from
Aniruddha came forth Hrishikéséa, Padmanibha and
Damddara. SBuchis the evolution of these twelve
different divine powers. The deities Vasudsva
Bmukarshana, Pradvnmna and Aniruddba, from
whom the above mentioned evolution took place,
themselves nesumed secondary forms respectively
yumna and Aniruddba: from these secondary deities
came forth Purushottama, Adhdkshajs, Narasimha

and Achyuts respectively: from Purushdttama

came [orth Jandrdana, Updndra, Hari and Kyishpa.
Thus, nccording to the Brikad-brahkma-samhita,
did these twenty-four forms (Miréis) of Vishon
come into existence.

Of these twenty-lour Mirfis of Vishpu some
are considered to be fit for worship by certain
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clagses of votaries, and others by other classes.
The Ripamandana sistes that happiness comes
to Brilhmags by worshipping Késava, Nardyana,
Madbava and Musdhusidans, When worshipped
by Kshatriyas Madhusidans and Vishou bestow
on them all good, while the Veifyas obtain their
good by adoring Trivikrama and Vamana. To the
Sadra the worship of Sridhard is considered to
be specially beneficial. The god who confers
blessings on thoe ocobbler, the washerman, the
dancer, the hunter, the varafa and the Maju-
bhilla, is Hpshikéda. Padmanabha is particulsrly
the god of the pottar, the petty merchant, the
barlot, the oil-monger, the vendor of liguors and
such others. The yafi (wendicant ascetic) and the
dralmachar: (student anchorite) should offar
their worship to Damadara. The triple god Hari-
Hara-Pithmaha, who is the same as Dattatréys,
Naragimha, Vamans and Vardha may well be
worshipped by all, and they bestow their blessings
on &ll alike.
Among these twenty-four forms of Vishnn,
~those of Visudéva, Smitkarshana, Pradymmna and
Aniruddba are considered to be of specinl impor-
tance for the resson that they make up the
Sakti-maya-vyiha ; and wuch has therefore been
written sbout them, Evidently for the same
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renson, the Vaikhanasigama considers these
forms of Vishuu to be very woeh higher than
even the ten aralaras,

Now, in regard to the image of Vasod@va, it has
to be ohserved that Visudaéva is invariably looksd
ppon in two aspects, a human and o purely
divine aspect. Krishna, incarnated asthe son of
Viasudava, is the human Vasudéva or Manusha-
Vasudéva; and Vasuddva, conceived as the ons
God, in whom all things in the universe live,
move and have their being and who is at the same
time indwelling in all the beings in the universe,
in the supreme Visuddva or Para-Visudava. It

© is laid down that the image of
anusha-Vass-  Minnshe-Viasudsvs should be in
scocordance with the madiyama-

daka-tala measure of 120 anigulas; it should have
only two hands carrying the dasikhe and the
chakra. On the right there should be the goddess
Rukmini and to her right there shonld be Balarima
wielding the plough (kala) and Muwsals. To the
right of DBalarama there should be Pradyumoa
carrying in the right hand the sword and the left
hand being made to rest upon the waist in the
Kafyavalambita pose. On the right of Pradyuionas,
there shoold be the four fnced Brahma, with
four arms. A little to the left of Manushs-
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Vasudéva, there should be Anirnddha carrying
the sword and the shield; and on his right
there should be Simba,” with the right hand
in the ablhaya pose and with a stick in the
left hand. The figure of Garudas should be
on the left of Simba. All these images belonging
to this group should be worked out in the standing
posture. The kantuka-léra of Manusha-Visu-
déva may be either according to the description
given above, or it may be an ordinary four-armed
image of Vishnu, The image of Daivika-Visudava

shonld be seated on & simhasana,
dova VAR ith Svidevi aud Bhamidévi on

the right and the left: it shonld
have four arms. In the upper right hand Para-
Vasudeva should hold the chakra, in the lower
right hand, the padma ; in the upper left hand, the
$aiikha ; and the lower lefs hand, the gada. On
the right and left there shonld be the images of
the gods mentioned shove in associstion with
Manusha-Vasudave. In sddition to them there
should be by the side of Balarims the standing
image of his consort Ravati-davi: on the left of
Aniruddha, his consort Ushi: on the gide of
Pradyumna, hig consort Rohini; avd on the side

“ Soms manuseripts have Simba instead of Simba,
240
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of Bamba, his consort Indukari. Such is the
description of Para-Vasudava given in the Fai-
Ehanasagama.

Para-Vasudéva might, according to the Agui-
purana, also be soulptured as a standing image.
In this case there should be on either side the
goddesses Sri and Pushti, carrying respectively
apadma snd a viga. The figures of these god-
desses shonld not reach a higher level thao
the hip of Vasudéva. In the prabhamandala,
omamented with the figures of elephants and
other animals, two flying figures, ropresenting
two Vidyadharss, carrying each a flower garland,
should be sculptursd. The pitha on which
Vasudava and the Davis stand should be made
to have the brillinnce of gold. (See fig. 150,
p. 307, of V. A. Smith's History of Fine Arts in
India and Ceylon.)

There is another desoription of Para- Visudéva
given in the Vishpudharmbttara. The image of
this Vasudava should scoording to this suthority,
have one fiee and four arms: it should have great
beauty and & fine appearance ; it should be of the
dark blue colour of the cloud, should be adorned
with all the wvarious ornaments, and be olad
in yellow garments. From his neck, resembling,
in its round coutonr, the fankha, necklaces of
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excellent workmanship and the vana-mala should be
suspended so as to reach the knees, The cloth tied
round the loins should descend as far down as
the knees. Kundalas should adorn his beautiful
pendant ears, and reflect their lustre on the neck.
On the arms should be worn the asigada and the
Kay@ira ; and on the chest, there should be the jewel
kaustubha. The head should be covered with a
kirita; and behind it there should be the §iras-
chakra in the form of a well-shaped lotus. The
armé of Vasodava should be long and well formed :
and the fingers of the hands should be tipped with
nails dyed red. In one of the right hands of
Visudéwva there should be s full-blown lotus, and
in one of the laft hands the dasikha in its natural
form, To his right should stand the personified
form of gada s a goddess with slender wikist, a
large hip and a very pretty wppearance. She
should possess two bright, playful syes and be
bedecked with numerous ornaments. She should
hiold a chamara in one of her hands: and the other
right hand of Vasudéva should be made to rest
upon her hesd.

The goddess Bhilmi, with a gracefully pro-
tuberant belly wmarked with three gentle folds,
shonld be made to stand between the legs of Visu-
dsva and embrace them with her srms. The legs
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of Vsadava should be kept apart by a distance of
about & foot, and the right leg ghould be u little in
front of the left. On the loft side of Vesuddva
ghould stand the personified figure of chakra—a
wale Bgure with a big, hanging belly and round
wide open eyes. This figure also should be adorned
with various ornaments, should hold » ehamara in
the band, and be shown to evince a desire to be
ever gazing in adoration at his Lord. The leit
hand of Visudavs, other than the one bolding the
safskha, should be placed npon this personified
figure of chakra.

In illustration of the twenty-four Mirtis of
Vishpu there are gix pictures given, all of which
represent images found in the Chennakééavasvimin
temple at Bélar in the Native State of Mysore.
They are of Kééave, Midhavs, Govinda, Madhu-

" sidaos, Havi and Sr-Erishna respectively. Of

these, the first image, that of Kaéava is one of the
very best specimens of the Hoysals school of
soulpture, and is inan axcollent state of preser-
vation, It was set up by Santaladévi, the chiel
quean of Vishpuvarddhanadéva of the Hoysals
dynasty, in the Kappé-Chennigariya shrine in the
Chennakasavasvamin temple. On the base of this
imsage, and in the front tier running just over the
head of Garuda, is a single-line insoription in
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Sanskrit written distinotly in Kannads charcters,
mentioning that that god OChennakéava, who
brings peace to all the oreated beings in the world,
wasset up by Santidavi, queen of Vishpu, This
image now goes by the popular name of Kappa.
Chennigariya, and is not in pija. In the prabha-
va{t might be noticed, with the help of & magnifying
glass, the sculpturing of the ten avataras of
Vishnu as also of the eight dik-palas or the guard-
ians of the cardinal points. The other five images
are lound sculptured on the walls of the central
shrine of ChennakédayasvRmin in the same temple.
It may be noticed thas the first five of these six
figures wear the makara-kundala, the last alone
has the ratna-kundala given to it. Al the images
are well exeouted, and bear evidence of trained
workmanship.

| .
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MINOR AVATARAS AND MANIFESTA-
TION OF VISHXNU,

URUSHA is deseribed in the Vaikhanasagama

as an Arvaranadivata, that is, as a deity
whose image is placed in one of the circnit round
the central shrine. The position allotted for the
image of Purnsha is on the east
in the first avarana; and the
image should be so placed as to be facing the
east. The colour of this image should be white
and that of its garment yellow. It should have
on its sides the imnges of Sridavi and Madinidavi

Purualia.

respectively.
Kapita is said to be the form assumed by the
divine Pradyumna when he became

free from the inflasnce of all
worldly desires. 'The image of Kapila should have
a beard : it should be seated upon the padmasana ;
pear him there should be the vessel kamapdalu
such as the one used by semnyasins, One of the
hands should be placed in front on the crossed legs,
The eyes should be closed indioating dhyana or
meditation. There should be the jata-mandala
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round the head ; and the shoulders should be high
showing that Kapila was a great adept in controlling
the breath. The feet of the image of Kapilashould
be murked with lines resembling the outline of
the lotus. The figure ought to be draped in deer-
skin and must bear the yajidpavifa. This Kapils
is generally identified with Kapila, the founder of
the Saakhya philosopby. The Vaikhanasagama
gives a somewbat different desoription of Kapila.
Being classed as an anaranadivata, the image of
Kapils is alloted a place in the south-east corner of
the first avarapa. Kapila is here suid to be av
embodiment of the Védas and is to be n seated
image facing the east, and having eight arms. Of
the four hands on the right aide one is to be in the
ablaya pose and the other three wre to carry the
chakra, the khadga sod the hala ; one of the left
hands is to be resting on the hip in the katyava-
lambita pose wnd the other three should carry the
Sankha, the pasa, and the dapda. The colour of
the garment of Kapila shonld be red.  On the sides
of Kapila should stand the images of Gayatri and
Savitri respectively.

Yajfamirti or Yajiidsa is another ininor
¥ or Gvafara of Vishnu mentioned in
'mﬂﬂl the &vi-Bhagavata. He is looked
upon && an dvaranadévata by the Vaikhanasagama,
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socording to which his place is in the south-west
corner of the first avarapa. His image must be
made to face the west. The image of Yajidéa
shonld have two bheads, seven hands, snd four
horns.* The colour of the body of this image
should be that of molten gold. The bands shonld

- Yﬂﬁailﬂﬂlﬂﬂmmﬂinﬁlu:hnﬂhﬂum
horns, three lage, two heads and soven hands. The suthor of
the Nirukta explains fha above thus : the four horns mantion-
od In the Rik stand for the four Vadas ; the threa logs for tha
three sionas, namely. the pritassvana, the madhyandinasane
and the trifiyamana; the two hesds lor the sshiis, the
priyagiya-ishjs nod the sdapapiya-ishis snd the ssven
hm:h!urﬁ_iumchkandm or manéras. Thiz bull, Yajia,
lmrﬂin:htha'lliufuﬂdhnbou.hulﬂhhﬂdnnhy
ﬂ:m:upumﬂhhlluwhu:ihmw.‘hiﬁnmh!
a8 & bull, s also said o have entered (ndo the bodiea of men.
The Nirukin oxplains the threa fold binding of the bull as its
wsaociation with the mantray, the brikmasas and the ¥alps-
siitraz; the bellowing of tha boll is said bo be the praising the
gods iu sacrifices with tho maniras of the Rigvéda, making
offerings with the Mantras of the Yajurvéda and prayiog to
tham with the mansras of the Simsvids. The god Yaiiia i
suid 0 have sutared men for the purpose of making them offer
saorifices. Bribmapas should employ this manira wheo
thoy maks olferings to the fire in the wrroing and the
evening.

Pha symbolical explanation of tha sacrifices given abeve
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carry the fenkha, the ckakra, the ajya-patra, the
sruk and the sruva, and the juliv, which last, is a
laddle used in pouring ghee into the sacred fire in
sncrifices.  Yajfigéa should have three legs and be
adorned with various ornaments. On the right
and left of this manifestation of Vishao the
goddesses Svaha and Svadhd should be made
respectively to stand.
The Vishnudharmdttara contains a descrip-
W tion of the image of Vyasa. It is
said there that it should be slender,
of hlmkcnmplmon and wearing dark brown jatas.
On his side there shouold be his four well-known
disciples, Sumantu, Jaimini, Paila and Vaifam-
payana.

has heen incorporsted in the description of the imags of
Yajfamirti.
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The same suthority Vishnudharmbtiara says
that Dhanvantrin should be sculp-
tured as & handsome person carry-
ing in both the hunds vessels containing amrita,
that is, the ambrosia of the gods.

As already mentioned, Dattitréya is one of
the minor avafaras of Vishpu.
The story of his birth aud life is
given in detail in the Markayjsya-purana. There
was & certain Brahmana, a Kaubiks, in the city
of Pratishthiina, who was suffering from leprosy.
His wife served him nevertheless as if he was a
deity. Once it so happened that the sage Ani-
Mindavya became annoyed with this leprons
Kaukiks and uttered a curse that be should die
before the next sunrise. Thereupon his chaste,
faithful and devoted wile, relying upon the power
of her chastity, ordsred the sun not to rise; and
for days the sun did not rise. The gods became
frightened at this and approached Anssiys, the
famous wife of Atri, and requested her to pacify
the wife of the leprous Kaufika snd make the
sun rise from day to day as usual. She agreed
to do as desired, and went to the Kausika's
house. There she was received by his wife with
all the due rites of hospitality and was asked
the purpose of ber most welcome visit. On being

Dhanvantrin,

Datiatreya.

1



HINDU IOONOGRAPHY.

told that the objeot of her visit was to allow the
sun to rise as before from day to day, she said
that she would gladly do so, provided that thereby
the threatened death does not befall her lord and
master. On being assured of this, she allowed the
sun to rise; and he rose. Her husband, however,
fell down as if dead, but was immedistely revived
by Anasiys and mude healthy, strong and beauti-
ful. The gods became pleased at this, and asked
the worthy and honourable wife of the revived and
rejuvinated Kaufika to receive a boon at their
hands, to which she readily agreed. And the
boon she wanted was that Brahma, Vishou and
Siva—the gods of the Hindu trinity—should be
born as her sons. They were so0 born; and
Dattatréyn was the incarnation of Vishnu. He
became in his life famous as an ascetic and great
yagin, and is even now considered to be worthy of
worehip as a god.

There are three different ways in which
Dattitréyn is represented in seulptures. The first
wmanner of representation iz to have Brahma,
Vishnu and Siva sculptured so as to be standing
gide by side. These images are very similar to
the ordinary images of these gods. Fig. 1, PL
LXXIT is » photograph of Dattatréya sculptured
oo & wall of the Hoysaléévara temple at Halgbidu
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Here the figure of Brahma is seen to carry in its
upper right hand the sruk and the sruve, in the
lower right hand the akshamala, in the upper left
hand the pase and in the lower left hand the
kamandalu. The figare of Siva carries the ila
and damaru in the two back hands and the aksiha-
mala and the pustaka in the front two hands, The
figure of Vishpu holds in its four hands the padma,
the gada, the chakra and the fankha. The figures
of Siva and Vishou wre esch associated with a
Dévi; but Brahma has no goddess by lus side.
This first variety of the representation of Datta-
trdya is given a somewhat novel turn in the figure
which is reproduced on Pl LXXIV. Here the
three deities are each seated respectively ou &
padmasana supported on swans, on the Garuda
and on the bull forming their distinotive vehicles.
Brabma is seated in the posture known ns the
uthutikasana, his middle face has a beard and his
two crossed legs are supported by the ydga-patia,
which is a broad ribbon passing tightly round the
body and the lags. The right upper hand is broken ;
and it is not possible to make out what object it
carried. In the other hands are seen the pusiaka,
s kamandalu and sn akshamala. Though the
upper and the Jower right hands of Vishun are also
broken, it is easily made out that they held the
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gada aud the padma; the left hands canry the
chakra and the faitkha. Siva's right hands are
algo broken off. It seems evident that the upper
right hand held in it » #ila. It is difficult to find
out what objects were in the left hands. Though
80 injured, this is a remarkable piece of sculpture
belonging to the Rajputana Musenm at Ajmere.
The sculptor has executed his work ina very finish-
ed style and it is almost perfect in every detail.
The second manner in which Dattatréya is sculp-
tured is s Vishnu in the ydga posture, and his
triple nature is indicated by the lAfichhanas, the
oharacteristic enblems, the swan, the Garuds and
the ball, of the three gods Brahmi, Vishon and
Siva, being carved on the pedestal, which is u
padméasana, In the photograph of Dattatréyn re-
produced on Pl, LXXTIT, the figure of Vishou may
be seen to have ajata-makuta on the head, and a
few jalas or ropes of matted hair also shown to be
hanging down from it. The chakra and the fankha
are in two of the hands, while his other two bands
rest upon the crossed legs in the yaga-mudra pose.
On the prabhavali the ten avatiras of Vishnu are
carved. It may also be noted that in the right
ear Dattatréya wears s sarpa-kundala, which is
charaoteristic of Sivs, and in the left ear the
makara-kundala, characteristic of Vishnu. This
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piece of seulpture belongs to Badimi and may
well be assigned to the later Chilukya period. It
is # remarkably well finished piece of sculpture
and is very pleasing in its effect in exhibiting
the philesophic peace and calmness which it
seems to have been specially intended to
convey.

Fig. 2, Pl. LXXTI, is another illustration of
the same variety as the above, but here the image
ia a standing one, It carries in its hands the itla,
the chalkra, the kamandalu and perhaps the aksha-
mala. It may be noticed that the padma, the
Garuda and the bull, the characteristic emblems of
Brahma, Vishpu and Siva respectively, are carved
on the pedestal. On either side stand a few figures
which appear to be some devotees.

The third way, which is evidently & more
modern way, in which Dattatriya is represented
i8 ps'a human being with three heads and four
arms, and as attended by four dogs of different
colours, said Lo represent the four Védas, and also
by a bull.

It may be said here that the Vishyu-
dharmditara lays down that Dattitréya should be
sculptured almost exactly like Valmiki. The
Riipamandana gives the description of Dattatréya
under the name of Hari-Hara-Pitimaba. Accord-
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ing to this authority, the image of Hari-Hara-
Pitamaha should have four faces, six hands, and a
single body made to stand on & pitha. The right
hands should carry the akshamala, the trifiila, and
the gada, while the left hands should be made to
hold the kamandalu, the khafvanga and the chakra,
We can easily recognise in these six artioles car-
ried in the hands of Hari-Hara-Pitdmaha, that
the akshamala and the kamandalu nre emblematic
of Brahio, the chakra and the gada of Vishpu,
aud the trifila and the khafvanga of Siva. The
idea evidently is that Dattatréva is an incarns-
tion of all the three deities of the Hindu trinity,
although in & special sense he is an incarnation
of Vishnu in particular,
Vaikuntha or Vaikunthanitha should have
Valkunthaor  10Ur faces and eight hands, and be
Vaikuthanatha. conted upon the mythical kite
Garuda. In the right hands, the gada, the
khadga, the bina and the chakra shonld be held ;
and in the loft hands, the faiikha, the khataka, the
dhanus and the padma. Of the four faces, the
front one facing the east should be that of man,
the one to the south should be that of Narasiriha,
the one to the west that of a woman, and the [ace
to the north should be that of Varaha (See
PlL. LXXV.)
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This image of Vishnu is almost similar to
Trailokys- that of Vaikuntha described above ;
Wibson. it should also have four faces and
be made to ride on the back of Garuda. But the
number of hands are to be sixteen; in six of the
right hands are to be placed respectively the gada,
the chakra, the ankufa, the bana, the fakfi and the
chakra (1) ; the seventh right hand is to be in the
varada pose ; in seven of the left hands should be
placed similarly the mudgara, the pada, the
dhanus, the fankha, the padma, the kamandalu
and the fringa (a born) ; the remaining right hand
and left hand are to be held in the ydga-mudra
pose, The faces should be in order those of a man,
of Narasitnha, of Varaha and of Kapila.
Ananta has several forms and is conceived to
be endowed with almost all the
divine powers (fakéis). The image
of this deity should have twelve hands and four
faces, and should be seated upon Garuda. One of
the right hands should be in the varada pose, and
the remaining five should carry the gada, the
khadga, the chakra, the vajra and the ankuda ; in
the left bands shounld be held the fankhia, the
kh#taka, the dhanus, the padma, the danda and
the pada. The image of Vishnu conceived as the
Infinite Being should not be confounded with the

Anants,
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serpent Ananta, forming an accessory to certain
Vishnu images.

This conception of Vishnu should also have
four faces, which are to be the
same a8 in the case of Vaikuntha-
nitha: and Vidvariipa also should be made to ride
upon Garuda The image of Visvarupa should
bave twenty arms; one right hand and the corres-
ponding left hand should be beld ontstretehed as
pataka-lasta; another of the right hands and its
corresponding left band should be in the yoga-
mudra pose. In seven of the remaining right
hands should be held vespectively the hala, the
$ankha, the vajra, the ankuda, the bana, the chalkra
and a lime fruit, and the tenth right band should
be in the varada pose. In the left hands should
be held the danda, the paia, the gada, the khadga,
the padma, the §ringa, the musala and the
Akshamala.

As the name indicates, Lakshmi-Nardyana is
Lakahmi-Nara- Vishnu as Nardyanpa in the com-
i pany of the goddess Lakshmi. The
goddesa is generally on the left of the god. The
right hand of the goddess should be thrown round
the neck of Nariyana, whose left band in turn
should be made to embrace the goddess round her
waist. In herleft hand Lakshmi should hold a
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lotus. The naturally beautiful and youthful figure
of Siddhi, decorated with ornaments, should stand
near Lakshmi and Nardiyana with a chdmara in
her hand. Below and slightly to the right should
be the image of Garuds. The Ayudhs-purushas
representing the fankha and shakra should also be
mwade to stand by the side of Vishon. In front
there should be seated the two upsakas or worship-
pers consisting of Brahmi& and Siva with their
hands in the required afjali pose, The former of
these divine worshippers of Vishnu should wear &
broad belt round the waist, and the latter should
wear the ydga-patta and carry sskull. Suchis the
Lakshmi-Nariyana group of images as desoribed in
Sanskrit authorities.

The illustration of Lakshmi-Nariyanas given
here (Pl. LXXVI) represents s piece of sculpture
found in the Kappe-Chenigariys’s templo at Balar.
Here Vishou has his consort Lakshmi seated on
the left side of his lap and is, with his lower left
hand, embrucing Lakshmi. Instead of the weapons
being tepresented by their personified forms, as
required by the Visvakarma-fastra; they are worked
out as actual weapons. The goddess Siddhi,
wearing all her ornaments, stands with a ¢hamara
in hand, to the left of Lakshmi-Narayana. There
is also another female figurs holding a sword and a
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shield in hor bands, and a highly ornamented vessel,
whose significance is not quite olear.

In the DEsi-Bhagavata it is stated that a
Rikshasa named Hayagriva, hav-

NAASEYE:  ing recsived bocns similas to Shose
received by Hiranyakasipu, that he shonld not be
assailable by man or beast, began to give tronble
to the gods. The gods thereupon went to the Davi
and implored hor aid. This all-powerful goddess
directed them to go to Vishnu and request him to
be born upon earth with the face of & horse and
the body of & man snd kill the Rakshasa. The
gods prayed to Vishou accordingly; and pleased with
their prayer, Vishnu became incarnated in a form,
half-horse and half-man and hencs known as Haya-
griva, and destroyed the Rakshasa Hayagriva.
The god Hayagriva is looked upon as the god of
learning ; his funotions are similar to those which
are attributed to the goddess Sarasvaty, *

The Vishpudharmattara gives the following
description of the image of Hayagriva. The feet
of Hayagriva should be placed in the ountstretched
palms of the goddess of Earth. The complexion
of Hayagriva should bo white and the colour of
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the cloth worn should be blus. Hayagriva should
have the face of a horse and possess eight arms;
in fonr of the hands he should carry the faitkha,
the chakra, the gada, and the padma respectively.
The remaining four hands should be placed upon
the heads of the personified forms of the four
Vidas. The figure of Hayagriva should be duly
adorned with ornaments. This aspect of Vishpu
is beliaved to be specially related to Satikarshana
in the Sakti-maya-vyiika.

The illustration of Hayagriva given on Pl
XXVII is the representation of an image found in
the temple at Nuggehalli, The label engraved
below the image informs us that it was sculptured
by Malitamma. The other short inseription on the
pedestal tells us that the figure is that of Hayagriva.
As required by the Sanskrit authorities the figure
has eight hands ; but they all earry the gada, bana,
chakra, khadga, Gankha, khifaka, dhanus, and
padma respectively. Below the fest of Hayagriva
is shown, as lying in an abject condition, a Rakshasa
carrying a sword and a shield, who, of course, is
the Hayagriva Rikshasa defeated and thrown down.

Adimiirti is » seated figure, sitting upon the
serpent Adié8shs, with the right
leg hanging and the left one folded
and resting upon the seat. The colour of the

Adimurti.
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figure is coral-red ; it is decorated with all orna-
ments. The image has four hands. One of the
right hands rests upon the seat, and a left hand is
stretched out upon the lett knee. The remaining
two hands carry the ckakra and the fasikha. The
hood of Adidgsha may have either five or seven
heads and it should be so soulptured as to hide
slightly the kirlfa of the image. On the right
side the sage Bhrign, and on the left the sage
Markandays, are figured as kneeling on one knee,
The figures of Bralmsa and Siva are shown in a
prayerful attitude on the right and laft respeot-
ively of Adimfirti, :

The illustration on Pl LXXVIII, is the
reproduction of the photograph of an image of
Adimiirti to be found in the temple at Nuggehalli.
In this piece of sculpture Adimiirti is seen seated
on the serpent AdiéGsha under a tree. The hood
of Adiéssha has seven heads and its body is coiled
into three turns. Adimiirti has his left leg folded
and resting upon the seat and his left front hand
is stretched out on the left knee. The right leg of
the image is let down hanging and the right front
hand is seen resting upon the serpent seat. The
$aiikha and the chakra are held in the left and
right back hands respectively. Below the seat
and on the right is the figure of Garuda in the
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alighasana posture with its bands folded in the
afijali pose. On the left are the figures of Brahmi
and Siva also standing in reverential attitude.
There is another figure in front of those of
Brahma and Siva; its head is broken and in its
present condition it is difficult to guess as to
whom it represents. The figure of Adimurti is
decorated with all ornnments which are carved in
a very elaborate manner. Under the seat is an
inscription which informs ns that the image was
sculptured by Baichdjs of Nandi already men-
tioned.

This aspect of Vishpu is the one conceived
to be assumed by him at the end
of the mala-pralaya or the great
deluge of universal dissolution. The Jalasiyin is
an image of Vishnu shown to be lying in the midst
of waters, resting on the AdiSdsha, his serpent-
couch. The top of the kead of Vishnu is difficult
of discernment on account of the excess of lustre
proceeding from the jewels on the heads of
Adiégsha. In reclining upon the serpent, three-
fourths of the body of Vishnu is made to lie flat
upon it, and the remaining fourth towards the
head is slightly lifted up and inclined. One leg of
this image of Vishnu rests upon the lap of
Lakshmi and the other is somewhat bent and then

Jalasayin.
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thrown upon the other leg. One arm of Jaladayin
is stretched along the body so as to make the
hand reach the navel, while the other correspond-
ing to it supports the head; two other hands
grasp the sanfina-mafjari. On the lotus sprung
from the navel of Vishou is seated Brahma, the
ereating god, and adhering to its stalk ave the two
demons Madhu and Kaitabha. The personified
weapons of Vishou are all shown on Adifésha sur-
rounding the figure of Vishpu. In some instances
the figures of the ten avatiras of Vishou are required
to be carved above the reclining figure of Vishnu-
Jalaégyin, It is interesting to compare this con-
ception of God brooding upon the waters of the
ocean of chaos &t the time of universal dissolution
with that of Vata-patra-fayin, the infant god
floating on & banyan leal in the chaotic waters of
the dissolved cosmos, assuring, as it were, that the
dissolution of the cosmos is in fact the infancy of
its evglution.

The drawing of Jaladiyin on Pl LXXIX, is
that of the image of this god found in the central
ghrine of the Vishnua temple found in the middle of
the village of Halgbidu. In this it may be noticed
that Lakshmi is, as required in the Sanskrit
aubhorities, seated near the feet of Vishnu, while
what appears to be the figure of Bhiimidavi is seen
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seated near the head. One of the left hands of
Jaladlyin is held in the kafaka pose. The weapons
are not represented in this case as their personifi-
cations, but are treated as actual weapons. In the
corner near the head of Vishgu is a small figure
seatod with orossed legs ; it appears to represent the
sage Markanddya, who is reputed to be innmortal
even at the time of the deluge. Above the figure
of the reclining Jaladayin are sculptured the ten
avataras of Vishnu as described in the Ripa-
mandana®; it is interesting to note that the
avataras, Matsya and Kiirma, are represented
by & fish and a tortoise respectively, and the incar-
nation of Buddha isshown as a Dhyfni-Boddha and
the Kalkyavatara is shown as & man riding a horse.
Near the foot of Vishnu stands what is evidently
the figure of Garuda with hands held in the afijali
pose,

Dharma is one of the minor avatdras of
Vishou. 1t is said in the Brilad-
dharima-purapa that Brahmi, as
soon as he created the universe, was looking for
some one to protect it. Then there sprang from
his right side a Being who wore kundalas in his
ear, a garland of white flowers round his neck and
white sandal paste on his body; he had four legs

* TIRARHYSEATY | FTHTGISIA | (Ripamapdans)
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and resembled a bull. He was called Dharma,
Brahma called Dharma and asked him to be his
eldest son and protect the universe created by him-
gelf. Dharma is said to have possessed four legs
in the Kritayugn, three in the Trétayuga, two in
the Dviparayuga and only one in the Kali or the
present yuga, The limbs of Dharma are said to be
satya, (truthiulness), daya (mercy), santi (peaceful-
ness) and ahimsa (kindness). The Sanskrit word
vrisha meang dharma 8s also a bull, a fact which
seems to have induced the imaginative Hindn to
associate Dharma with a bull. According to the
Aditya-purana the figure of Dbarma should be
white in eolour and have four faces, four arns and
four legs, be clothed in white garments and be
adorned with all oroaments, should carry in one of
the right bands the akshamala, the other right
hand being made to rest upon the head of the
personified form of vyavasaya (industry). One of
the left hands should keep a pustaka and the
remaining left band should carry a lotus and placed
on the head of a good loaking bull,

The story of Vishpu delivering Gajéndra, the
lord of elephants, from the grip
of & crocodile is given in the
Bhagavata-purana. In the garden of Ritumat,
on the mountain Trikits, which is surrounded

Varadarajn or
Earivarada,
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by the ocean of milk, there is a tank, to which
Gajéndra, the lord of the elephants, repsired one
day to allay its thirst. As soon as it got down into
the water, a crocodile caught hold of one of the
legs of the elephant. For a long time the elephant
struggled to liberate itself from the crocodile, but
was nnsuccessiul, At last, with a lotus flower in
its trunk it bogan to praise Vishou and so be-
sought his help. Pleased with the prayers of the
elephant, Vishou, riding upon the shoulders of
(Garuda, appeared on the scene at once and killed
the crocodile with his chakra and saved Gajéndra.
It is said that Gajéndra was s Pindya king named
Indradyumna in his former birth, and became an
elephant on account of a curse which was pro-
nounced aguinst him by Agastya, to whom the
king did not pay sufficiont respect at the time the
sage came to see hitn. This king became [ree now
of his elephantine condition of existence through
the touch of Vishgu; and ns a reward for his good
deeds in the previous birth, be was received by
Vishnu to be one of his piarishadas or body-guards,
The crocodile was in reality a gandharra named
Hahd in its past birth, and had been cursed by the
sage Divala to become a crocodile. Varadarija
means King among Boon-bestowers ; and Vishnu is
80 called because he saved and bestowed boons
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npon Gajéndrs. Asa deliverer of Gajéndra, Vishnu
is praised in several places in the Dirya-prabandha
of the Srivaishnava saints of Southern Indis and
the temple of Varadarijs at K&fichi is one of the
most famous Vaishnava temples in the Madras
Presidency. Sculptures of this deity are common
enough in this Southern Presidency. Fig. 1,
Pl LXXX is from the Mysore State. Hera Vishnu
is seen riding on the shoulders of Garuda, with the
chakra in his back right band, which is lifted up,
the dankha in the back left hand, the padma in
the front left hand, and the gada in the front right
hand. The uplifted hand is supposed to be in the
act of hurling the chakra against the crocodile
which has caught hold of the leg of the elephant
Gajéndra. The feet of Vishuu rest upon the opened
out palws of the hands of Garuda. Below Garuda
is to be found the afflicted (Gajéndra praying to
Vishogu with its trunk carrying a lotus in it and
kept aplifted. The figure of the crocodile 18 ssen
apprehending with its powerful teeth the leg of
Gajéndra. On its back is seen sculptured the
chakra of Vishou and & human figure seated with
crossed-legs and with the hands in the aijali pose.
The chakra is sculptured on the back of the croco-
dile to convey the idea that it bas killed the croco-
dile and thst the buman figure represents the
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Gandharva who was relieved from his existence as
o crocodile, The water of the tank 18 shown in
the conventional way by means of wavy lines.

The second figure on the same plate represents
a piece of sculpture to be found in the Varadarija-
svimin temple at Dadikkombu, In this the figure
of Gajéndra and the croocodile are not shown ;
Vishnu is seated upon Garuda, who is seated in
the alighdsana, and bearing in his palms the fest
of Vishou, The figure of Vishou has here
eight hands carrying respectively the chakra,
fankha, gada, khadga, khataka, dhanus, bina and
padma.

The temple of Varadarija at Conjeevaram
is one of the three important
R Vishgu temples of South Indis,
the other two being those of Rafgnndatha at
Srirangam and Venkatd$a at Tirupati. Of the
three temples above mentioned that of Rafganatha
is the most sacred to the Srivaishnaves and is
known to them by the distingnished name of ‘the
temple'. This temple appears to have come to
occupy this foremost position on account of its
great antigunity and historicsl associstion with
famous Srivaishpava teschers and saints. The
god Ranganitha is of the type of the Yogafayana-
mirti already desoribed.
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The god Veikatdsa, who is better known to
North Indian Hindus by the name
of Balaji, has his temple on the top

of the Tirupati hill. Various are the opinions re-
garding this deity : the Vaishnavas contend that the
god is Vishnu: the Saivas claim VeakatdSa to be
Siva, or Submabmanya ; while a third set of people
think that the Tirupati temple was originally a
Davi temple and was converted intoa Vishnu tem-
ple at some later period. The doubt as to its being
@ Saiva or a Vaishpava temple sppears to be of a
long standing character, ns it is evident from the
fact that in the days of Raminuja the Saivas
threatened to take posdession of it and that Raima-
nuja succeeded in retaining it for the Vaishpavas.
The basis of the quarrel between these two Hindu
sects appears to be due to the duplicate nature of
the image itself, which is described by one of the
early Srivaishnava saints as Haribars. In the
famous Tamil epic, the Silappadigaram, the deity
on the hill at Vaagadam, which is Tirupati, is de-
finitely described as Vishnu, and all the inseriptions
found on the walls of this temple uniformly declare
it tobe a Vaishpava shrine. The notion that it
was originally s temple of Subrahmanya may be
due to the fact that it is on a hill, & position pecu-
liarly nssigned to Subrahmanpys in this part of the
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country. The image of Venkatdda is even to this
day that of Harihara, the right half, as usual, being
that of Hara, that is, Siva and the lefv half of Hari,
that is, Vishno ; on the right forearm is to be sean
the bkujanga-valaya or the bangle of snake, an
ornament characteristic of Siva. Veikatdsa is a
standing image with four hands, the back two of
which oarry the fankha (?) and the chakra; the
other right hand is held in the abkaya pose and
the remnining left hand is made to rest upon
the hip.
The most famous Vishou temple of Western
Pandharinatha L0 is that of Papdharingtha or
9. J S0 Vithoba. The name of his goddess
is Rukmabiyi. The following legend explains how
Vithoba or Vithala happened to appear in Pandhs-
ripura. A Brihmana named Paondali started out
on & pilgrimage to Benares with his wife and his
aged parents. On the way he paid little or no
attention to his old father and mother but was all
attention to his wife. His counduct pained the
parents very muoh at heart, and gtill they followed
their son to Benares. One day the party halted on
their way for the night at Papdharipurs in the house
of a Brihmana, There Pundali noticed the defer-
ence shown by the host to his own parents and his
host's superior filial feeling made Pundali go to
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bed with a depressed heart. On rising early in the
morning; he noticed three very beautiful women
doing domestic duties in the house of his Brih-
mana host ; Pundali approached them and ques-
tioned them who they were, They replied that
they were the river goddesses Gangh, Yamung and
Sarasvati, who had come to the house of that
excellent householder, the host of Pundali, and at
the same time asking him not to approach them,
because he wad a sinner whose very presence they
detested. Punpdali immediately felt a shock of
remorse for his past remissness in the matter of
his duty towards his parents, gave up the idea of
approaching by going to Benares the rivers Gangi,
Yomunid and Barasvati, and set himself to serve
his parents then and there in an ideal manner.
Vishnu thereupon became pleased with the genuine
devotion of Pundali to his parents, appeared before
him and blessed him. It is this Vishna, who so
appeared, that is enshrined in the temple at
Pagdharipura.

The image of Vithoba is about three feet in
height and is made of stone. It is a standing
figure with two hands, The feet rest firmly on the
fioor and there are no bends in the body ; it belongs
therefore to the samablanga variety of images.
The two hands rest upon the hips; the headis
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adorned with a kirita which is said to have & lifgn
mark upon it. (See Pl. LXXXIL.)
Equally famons with the temples of Ranga-
nfitha in the south and Vithoba in
SHPRRE the west is that of Jagannitha in
the east of peninsular Indis. This celebrated
temple is situated at Puri and is visited by innumer-
able pilgrims from all parts of India. The temple
of Jagannitha is believed to have belonged to the
Buddhists at one time and to have heen converted
into a Vishou temple at a later date. The image
of Jagannitha is an ill-shaped log of wood with
two big eyes marked on it rather prominently.
Once in twelve years the log is renewed, the log
being every time brought mysteriously from some
unknown land. This is utilised for carving a new
image of Jagannatha, in which some ancient relic
is considered to be embedded. 1t is the insertion of
this relic which sanoctifies the nmew image. This
relic is helieved by some to bea relic of Buddha.
The Hindu conception is that it is Krishna, who
is worshipped at Puri as Jagannitha or Lord of
the World in company with his sister Subhadra.
It is said in the Mahablkarata that Arjuna
Nara-N and Krishpa were in one of their
L former incarnations Nara and
Nariiyans, two rishis or sages who resided in
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Badari on the Himalayas perfarming severe reli-
gious penances; they were possessed of divine
powers and always lived and acted together. In
the Vana-parvan it is stated by Siva that Nara
and NarSyana were the most supreme among men
and that the world was being upheld by their
power. The greatness of Nara snd Nariyana is
brought out by the defeat inflicted by them on
Dambadbhava as described in the Udyiga-parvan.
Dambddbhava was once mling as a universal
sovereign and was fll of econoeit and of the pride
of his own power. He learnt that on the heights
of mount Gandhamidana there were two very
great sages, Nara and Nariyana, who were invin-
cible even to Indra. He wanted to put their
greatness to test, went thither and challenged
them to fight. They tried to avoid having to do
anything with him by telling him that they had
divested themselves of all earthly passion and were
living in an atmosphera of spiritual peace. This
answer did not satisfy Dambadhava ; he still in-
sisted on their wocepting his challenge. Then
Niarayaga took a handinl of prass and threw it
against Dambddbhava, which rendered him at
once weak and powerless. Nardyana afterwards
admonished him for his haughtiness and advised
him to be humble in the future and to lead a
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righteous life, Mauy such storics are told of
them. They probably represont the inseparable
association of love between the individual soul and
the Supreme Soul, that is, between man and God.
In the Bhashma-parvan, Naraysos is praised as
the Being who forms the highest mystery, the
highest existence, the highest Brahman and the
highest renown. This Being is further said to be
unde¢aying, undiscernible and eternal. This
Being is hymned as the Purushs, but is not
known. This Being is celebrated by Vidvakarman
as the highest power, as the highest joy, ae
the highest truth. In the Santi-parvan, Nara
and Nardyans are concretely described thua:
‘fhe wost excellent rishis performing penance
and of surpassing splendour, bearing the drivaisa
mark, wearing a pircle of matted hair, web-
footed and web-srmed, with the mark of the
chakre on their fees, broad-chested, long-armed,
with four testioles, sixby teeth und eight
grinders, with voices sonorous as the clouds,
with beautiful countenances, broad foreheads,
handsome brows, chins aud noses, were beheld by
Narada'. _

The mannet in which the imuges of Nara and
NMyagatobemﬁeiagiminlhﬂ Vishnu-
dharmottara. 1t is stated therein that the image

ans
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of Nars should be of grass colour and have two
heads; it should be made to look powerful,
Narayans should possess four arms and be of blue
complexion. Both of them should be seated under
n badara tree. They ghould be clad in krishnajina
(deer-skin) and wear the jata-mandalas. Or, they
might be seated in a chariot having eight wheels,
with their legs crossed.

The image of Manmatha, who, as already
stated, is indentical with the
Pradyumna of the agnﬁﬁ-imga.
vyiha, should, according to the Silparatna,* be

Manmatha,
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mude to carry a bow of sugar-cane in the left band
and to hold in the right hand five flowery arrows.
The complexion of Manmatha shonld be either
green or ted; and his besutiful form should be
adorned with appropriate ornaments and a olosely
knit garland of flowers. Vasantha, the personifica-
tion of the spring season, should be standing on one
side of Manmaths as his friend. He should be
adorned with various kinds of flowers and dressed in
the leaves of the aéska tree; he should have for his
ear-rings two pomegranate flowers, and round his
neck there should be & garland of the kZsara
flower. On the other side of Manmatha there
should be the figure of his fag-bearsr having the
face of & horse carrying the makara banner; this
flag-bearer is looked upon @s the producer of the
erotio feclings. Besides these two companions
there should be on the right and left of Manmatha
his two goddesses Priti and Rati translatable as
Love and Delight. Of these the former should
have in her possession various kinds of well sea-
soned and tasteful srticles of food and the latter
should appear to be unxiously forward to the com-
pany of herlord. There should also be by the side
of Manmatha a soft bed placed near n canal nsso-
ciated with sarase birds and ruoning through a
fine pleasure garden.
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HINDU ICONOGRAPHY.

The Vishnudharmottara® gives, however, a
different description of Manmatha. According to
it, the image of Manmatha should have eight
hands, four of which should be made to curry the
gankha, chakra, dhanus snd bapa, while the
ramaining four should bo placed on the bosoms of
his four highly beautiful consorls Rati, Priti,
Sakti and Madu-Sakii. His eyes should be expres-
sive of thoughts of love, The emblew on hus
banner should be the fish shown as carrying in its
mouth his five flowery arrows.

Four pictures of Rati and Manmaths are
given on Pls. LXXXII and LXXXIIL

The images represented as figs. | and 2,
Pl. LXXXII and fig. 1, Pl. LXXXTII belong to the
same period, aod are almost similer in their
characteristics. The piece of senlpture represented
as fig. 1 on Pl. LXXXII bhelongs to the Hoy-
salgévarn temple at Halbidu, In this Manmatha
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MINOR AVATARAS & MANIFESTATION OF VISHNU.

is seen standing with a bow of sngar-cane 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 & fruit in her right hand and a lotus
in the left hand. On the right of Manmaths may
be seen his standard-bearer holding with both of
his hands the banner peculiar to this Hindu god of
love. It is worthy of note that the flag-bearer is
found in the Halabidu senlpture and in none of them
is Vasunta shown, The photograph reproduced as
fig. 20n P1. LXXXIT is that of an image of Man-
maths found in Afgir in the Bellary district of the
Madras Presidency, snd the photograph marked
fig. 1, Pl. LXXXIIT belongs to Nuggeballi in the
Native State of Mysore. The picture shown as
fig. 2 on Pl LXXXIII represents sn image to
be found in the Viévanathasvimin temple at
Tenkisi and like all the other pieces of sculpture
of that tewple, belongs to the latter Pandya period
(15th Century A.D.). Manmatha in this sculpture
has four hands, in three of which he holds his
flowery arrows and in the fourth carries the sugar-
cane bow., The manner of the moustaches, the
long conical head-gear and other oruaments are
characteristic of the seulpture of this period and of
the part of thie country to which the image belongs.
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GARUDA AND AYUDHA-PURUSHAS.

HE following is » summary of the account
found in the Mahabharata sbout Garuds,

the bird-vehicle of Vishnu. Garuda was born to
Kaéyaps and Vinata and was the

younger brother of Arupa, the

charioteer of the sun-god Sirys. When Garuda first
came out of the egg, the gods mistook him for Agni
and praised him and prevailed upon him to diminish
his splendour and glory & little, Bearing Aruns on
his back, Garuda went from his father's home to
where his mother was, and there learnt that she was
held in slavery by his {ather's other wife Kadra. The
sons of Kadri who were all snakes promised o free
Vinats, if Garuda managed to bring for their nse
the ambrosia of the gods from their celestial world.
Garuda started out at once on this mission of
securing the ambrosia for his step-brothers, and on
his way lived upon the Nishadas. When he ap-
proached the lake called Alamba, he caught there

Garuda.
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an elephant named Supratika and a tortoise named
Vibhavasu, and seizing both of them in his talons,
he alighted upon a large banyan tree. The branch
of the tree could not bear the weight and gave way.
On this branch were the rishis Vilakhilyas suspend-
ed with their head downwards and doing penance.
Fearing he would cause the death of these sages,
Garada himself held up and carried the branch to
the hermitage of his father Kadyapa. There
Kadyapa exhorted the Vilakhilyas to quit that tree-
branch. They quitted it, and Garada then threw
down the branch and made a hearty mesl of the
two animals—Ethe elephant and the tortoise, Then
he proceeded to the capital of Indra, the chiel of
the gods ; and after a hard fight there with the ap-
pointed guards of the pot of ainbrosia succeeded in
taking away from their possession the pot of
amrita. Onthe way from the world of the gods he
met Vishou, and promised to serve him as his
vehicle and nlso as the device on his bannper.
Garuda thua brought to his step-brothers, the
snakes, the pot of ambrosia aud placed it on a heap
of kuéa grass, On seeing this, the spake-sons of
Kadrii set Vinatd fres, and went to attend to the
religious rites preparstory Lo their partaking of the
ambrosis, Meanwhile Indra came and took away
his pot of amrifa. The snakes returned, and were
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disappointed at the disappearance of the much co-
veted pot of ambrosia, and licked the grass upon
which that pot had been placed. The sharp edges
of the grass ecleft their tongues, and the snakes
came to possess split tongues. Thereby the Aufa
grasa also became sacred, becanse the pot of amriza
was placed upon it by Garmda. This mythical
kite really represents the sun, nod is therefore
associated with Vishou, who is & solar god in
origin.

The image of Garuda should bhave the colour
of the emerald, and the besk and the logs should
be made to resemble those of a kite. The eyes
should be roundish, and the image should have
four arms and possess also & pair of powerfnl
wings of golden yellow colour and bright lustre. In
one of the hands there should be held ax umbrella
and in another the pot of amrifa; the bwo remain-
ing handa are to be in the afijali pose. CGaruda
ghonld be fashioned with a flabby belly. Sach is
evidently the description of the image of Garuda,
when lie is sculptured independently as spart from
Vishuu, When the imaga is associated with
Vishnu, the two hands, carrying respestively the
pot of ambrosin nad the umbrells, should both be
engaged in supporting the feet of Vishnu, riding
astride an the shoulders of Garnda.
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The Silparatna gives two somewhat different
descriptions of Garuds. According to one descrip-
tion the image should have the golden yellow
colour from the feet to the knees, should be snow-
white from the knees to the navel, scarlet from the
navel to the neck and jet black from the neck to
the head ; the eyes should be yellow and the beak
blue; there must be a terrific look in the eyes of
Garuda, and he should have only two hands one of
which is to be in the ablhaya pose, In the other
description, the Silparatna states that Garnda
‘ghould have sight hands in six of which he should
be earrying respectively the pot of ambrosia, the
gada, the faikha, the chakra, the sword and a
snake. Nothing is said of the two other hands,
Instances of Garadas of this desoription have not
been met with in actual sculptures.

Yet another description of Garuda is met with
in the Sri-tatva-nidli. Therein it is stated that
Garuda should be knesling on his left knee, and
that his crown should be adorned with snalkes.
His legs and knees should be made stout. Garoda
should possess the face and body of hunan beings,
but his nose should be raised and pointed
prominently. He should have only two hands
held in the afjali pose. Obviously this is the
description of the image of Garuda as found set np
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GARUDA AND AYUDHA-PURUSHAS.

generally in front of the central shrine in Vishgu
temples,

Of the two illustrations of Garuda given on
Pls. LXXXIV and LXXXYV; the first is found
in the rook-out cave No. IIT at Badimi carved on the
front gable; the second one, which is carved in
wood, is preserved in the Siva temple st Paldr in
the Native State of Travancore. In both the in.
stanges Garuda has s beak-like nose, round eyes,
two outstretched wings and a pair of arms. In
addition to these, the Badami soulpture has a flabby
belly and ig seen holding in Lis right hand nsnake,
and wearing various ornaments. The Palir Garods
is one of the finest specimans of wood-carving of the
Malabar country ; it is less than two centuries old.
It is seen carrying in the right hand the elephant
Supratika, one of whose legs is beld between the
talons of Garuds. I[n the left hand of Garuda is to
be seen the tortoise Vibhavisu; the left wing of
this image of Gtaruda is lost. The Pilir Garuda
is carved 80 as to be hung on the ceiling by means
of a chain.

The various weapons and emblems, such as
vajra, $akti, danda, khadga, pada, ankuda, gada,
triéiila, padma, chakra snd divaja, which are
generally found in the hands of the images of
Vishgu, Sive, and the other gods, are personified
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under the name of Ayudha-purushas and are also

Ayudha-pura- concretised as images. Some of
was’ 0 them are represented as males,
gome as females and some as eunuchs, For in-
stance, the Sakéi and the Gadi are worked out as
females : the Ankula, the Pada, the Sila, the
Vajra, the Khadga and the Danda as males ; snd
the Chakra and the Padma as eunnchs. The sex
of a personified Ayudha is however determined
merely with reference to the gender of its name in
Sanskrit. Thus, the gender of the words fakti and
gada is the feminine, hence the Ayudha-purnshas
representing them are to be females : siwilarly, the
words chakra and padma are in the neuter gender,
and the weapons denoted by them are consequently
represented as eunuchs. In the same way wvayra
and the other words mentioned above are in the
wmasculine gender and the corresponding Ayudha-
purtshas are sculptured as males, It is required
that the Ayudha-purushas shonld be mude accord-
ing to the ashta-tala weasure, that they should
each have only one face with a pair of eyes, that
the bead shonld be adorned with the karanda-
makufa and that each of thew should have only
two hands held over the chest in the afijali pose.
‘When their bands are in the afijali pose the parti-
oular emblem or weapon which each of them is
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GARUDA AND AYUDHA-PURUSHAS.

intended to represent, is shown over the crown worn
on the head ; otherwise, the weapon or emblem Is
placed between the hands.

The Sakti has to be, as has already bean stated
o female figre - it should be of red colour and seat-
od apon & vrika or woll. The Dapgais to bea
male of black eolour, with red eyes and o fearful
look. The Khadga should be n male figure ol dark
complexion and angry look. The Paja should be
sculptured a8 & male snake with seven hoods. The
Dhoaja should be a sturdy looking male of vellow
complexion with the month wide open. The (lada
shiould be a female fgure of vellow colonr with
large glutinls ; the Vishaudlharmattara says that
she must have s slender waist, aod be adoru-
od with various ornaments; she should be made
to carry & ehamara in her hands. The right
land of Vishou should be mnde to touch the
head of Gada.  The Trifila has to be a good-
looking black complexioned male, with handsome
brows. The Saiifhia should ba represented ns o
white male fignre with pretty cyes. The Héti—a
weapon like the hatchet—is a female, while the
Bhindi—the sling for throwing stones, is & male,
The Bana has W be a male figure with a red body
and with good looking eyes ; the Vaithanasagama
states that the Bapa is napumsaka—a eunuch—

Pl
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and should be of black complexion with three eyes,
should be draped in white clothes and capable of
producing the fearful noise of the sea. The valana
or vehicle of this personified weapon is the wind,
Vayu, and its banner is the feather. It must emry
an actual arrow on its head. The hirth star of
Bana, whatever it wesns, is given as the Sata-
bhishang-nakshatra in the month Magha and its
bijakshara is suid to be sa., The personified Dhanus
is & female figure carrying a stringed bow on her
head ; her complexion should have the red colour
of the lotus. Ohakra is described in the Vishnu-
dharmbltara as & male figure with round cyes and
& drooping belly ; this image of Chakra shonld be
adorned with various ornaments and should carry
& chmara. It should be soulptured so as to indi-
cate that it is evincing a desire to gave upon
Vishnu ; and the left band of Vishnu should be
made to rest upon the head of the Clhakra-purusha.

Another characteristic forw of the Chakra
which is found in all important Vishou temples is
called the Sudarfana-chakra. In Tamil it s
known as Chakiattalear. This is ocoasionally set
up a8 & main image in a shrine attached to certain
Vaishnava tewples. Itisin outline a chakra of the
ordinary non-personified form with o fearful fgure
of Vishou with eight hands in o standing posture
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GARUDA AND AYUDHA-PURUSHAS.

oscupying the interior of a shaf-kbna-chakra con-
sisting of two interlacing equilateral trisngles, On
the reversa there is the figurs of a Yoga-Narasimha,
seated on & #ri-lona.chakra, that is, on an
equilateral triangle with its apex pointing to the
top. (Seefig. 2. Pl. LXXXV and Pl. LXXXVL.)
The description of Sudsarfana ss given in the
Silparatna is ns follows:—" The Chakra-ripi
Vishou* should have in his hands the chakra, the
gada, the uraga (s snake), the padma, the musala,
the framsa, the pata and the ankusa. He should
have his hair standing out in twenty jaias or plaits
which are like the flames of the flaming god of
fire. His body should be resplendent as the sun
and should enlighten all the quarters of the
aniverse. He should have a terrific look, and the
face should have clearly wisible ourved busks.
According to another description of Sudariana, the
obverse should exhibit the terrifio figure of Vishgu,
with sixteen bands, holding the weapons chakra,

* The dhirbudhnya-samhiid doals largely with the groad-
ness of the Sudaréana-chakra ; In it Sudarfans is defined as
the original thought of Para-brahman when i, of its own
sooord, concelved the [des ol expanding into wpasa und
thus bringing into existence the universs, This thought
ol the Suprome Being which [s indestructible s called
Sudarfana.
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daikha, dhanis, parasu, axi® (asword), bana, sula,
paba, ankida, agri, khadga, khztaka, hala, musala,
gada sud kunta. He should have fearful tusks
and the hair on his head should be repre-
conted as shiniug and highly towering. He should
possess three cyes and have a golden coloured
hody, resting on the back of a shat-kona-chakra.
On the reverse there shonld be the figure of
Nrisitnha in the yoge attitude, with his two front
hands testing upon the knees, the bent legs beiny
erossed in front. In the back pair of hands he
shonld be holding the chakra, and the faikha.
He shonld be bright like the five and be surround-
od by streans of fames. This killer of Hirapya-
kadipn should have brightly resplendent pails.
His throe eyes are the sun, the moon and the fire:
he should have a brilliant tongue and also very
bright tosks which strike terror into the mind of
the wicked ; and his bair should be like flaming
five.

This Sudarsana-chakrs is praised as the des-
Lroyer of the life of all encmies—ripu-jana praga-
swmhara-chakram. The weapons described above
have all & symbolic meaning underlying thew.

* Vasra wecording to the Pafchardtrigama which
appears to be corvect.
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This meaning is variously described in several
Sanskrit worls, For instance, the Vagu-puriga
says thot the gada represents the Sgakhya principle
called buddhi and the saikha indicates the prin-
ciple akafkira viewed in relation L the bhifa-
tammatras (in the moaterisl aspect): the manas
(mind) and its changeability is represented by the
chakra, which is besides an emblem of power. The
hana symbolises the kavm@ndrigas and the
jrangndriyas. The asi or kladga is emblematic of
vidya (spirisunl wisdom) while the scabbard in-
which it is kept represents avidyd (ignorance)
The lord of the indrigas, Hrishikasa, thongh per-
sonally bodiless assnmes a body for the sake and
benetit of his creatures. The idea intended is obvi-
onsly to denote that the powers of prakrifi or
nature are in fact the powers of God who is the
Lord of Nature.

The Kamikagama and following it, sowe of
the other Saivigaas attach the following sigmi-
fieance to the various agudhas of Sivi: the ¢rifila
indientes the three gunas of prakriti respectively
called sd?en, rajas and tamas, The paraiu repre-
sents Siva's divine strength and power (fakéi), the
khadga, his valour ; the eaknd (fire) his dasithdra-
sakti or power of destruction ; this last one, nawmely,
the eakni is further conceived to destroy all pidas

209
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or bonds and attachments, and is conssquently
smblematio of the enlightenment which comes
after the boonds of sin and sorrow are broken ms-
nonder snd destroyed. The nagas serving as orna-
ments on bis body show the fortitude of Siva s
also the inviolability of wvidhd, or his com-
mandients and laws. The pasa, which 15 a three-
fold cord or rope, indicates the threefold bondage
of incarnated life consisting of karma, maya and
mala, that is, of work, delusion and impurity. The
ghanga (bell) is the symbol of sound looked upon
as the original eause of creation, and is indicative
of the mantra-swariipa of Siva, which is his mystio
sound-form. The ashufa stands for the seleotive
Woulty in choosing what is enjoyable for the atman
as sonl. In the Saivegamas the weapons and
emblems of Sive are made to convey the same
fundamental conception ns the weapons and
emblemns of Vishpu do in the Vaishnaviignmas,
namely, that Siva, as the Lord of Nature, is the
wielder of his own powers as well as of the powers
of Prakriti.

Bhaskarariys in his commentary on the Lali-
tasahasranama, explains in his own way the sym-
bolic weaning underlying the pdfa, the anikuba
and other weapons and emblems which are usually
carried by the goddess Sakti, who herself symbo-

24
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lises Nature or prakrifi as they would say in
Sanskrit, He of course quotes authorities in
favour of the explanation he gives ; and even here
what we are led to see is that these weapons and
emblems symbolise the powers of Nature and
also of this goddess as the Supreme Mistress of
Nature.

The Varaha-purana says that the fankha is
the destroyer of avidya or ignorance, the thadga
is the sunderer of ajfiana or nnwisdom, the chakra
is the wheel of time, and lastly the gada is the
deatroyer of adharma or nurighteousness. It is
worthy of note that here the symbolism is made to
be more markedly ethical than in the previous
interpretations to which we have referred,

Thus we way see that, in relation to these
varions weapons and emblems fonnd in the hands
of the images of Hindo gods nnd goddesses there
is & consensus of opinion showing that the early
Hindus had probably o systematised symbolism as
appertaining to their iconoclastic art in ita appli-
cation to religion. The key to this symbology is
evidently lost and cannot be easily recovered.
Yet, even here, research néed not despair; and to
the earnest investigator nothing is more valuable
assgt than his unabated optimism sod untiriog
hopefulness. Till this lost key is recovered and
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established to be the truw key sccording Lo striot
scientifle canons, nothing more than wsking mere
yuesses in the dark regarding the meauing and
woral aini of Hinda icons is really possible.
However, it is worth remembering that even such
guesses have their vilue to those who earnestly try
to find out the tiuth and proelsim it alter it is

diseoverad. s
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