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PREFACE.

IN bringing out the Second Volume of the
Elemeonts of Hindu Iconography, the sauthor
earnestly trusts that it will meet with the same
favourable reception that was uniformly accorded
to the first volume both by savants and the Press,
for which he begs to take this opportunity of ten-
dering his heart-felt thanks. No pains have of
course besn spared to make the present publication
a8 informing and interesting as is possible in the
case of the abstruse subject of Iconography.
Though the illustrations appearing in the present
volums are by no means inadequate for the main
purpose of the work, yet they are not go full and
exhaustive as in the first, and a word of explana-
tion in that connection may not be out of place.
To the great regret of the author, the liberal
pecuniary help offered for the preparation and
publication of the firat volume has been, owing to
the somewhat straitened finances of the Travancore
State at present, withheld from him on the present
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occasion and he has, in consequence, not been abla
to embody as many illustrations as he had intended
personally to gather for the purpose from various
parts of India with a view to present to the public
a series representative of the varisd sculpture of
the different parts of this country. But the
Travancore Durbar bave, in gracious consideration
of the trouble and labour involved in the prepara-
tion of the present volume, been pleased to permit
ite publication by the author himself, for which he
begs to offer his respectful and grateful thanks
to the Dewan, Mr. Dewan Bahadur M. Krishna

Nsir, B.A., B.L.

Mention may here be made of a few points
worthy of notice in the book. In the Introduction
is given a collective description of all the peculiari-
ties of the tenets and observances of some of the
Saiva sects of which the general public has
hitherto been practically ignorant, and of certain
other cults that have died out without a trace.
The nature of Linga worship has been ex-
amined eritically in the light of original texts
gathered from such important sources as the
Saivagainas, Saiva philosophical treatises, Purinas
and Itihésas, and with reference to the extant
sculpture of all ages of this symbol of worship, and
the matter has been thoroughly discussed and, what
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the author ventures to claim to be, an impartial
conclusion arrived at. In the body of the book,
soveral matters, which will be seen to be quifte
new even to the informed Hindu, have been dealt
with ; $o cite an instance, everybody knows that
Siva begged for food with the broken gkull of
Brahma as an expiation for the sin of having ont
off one of Brahma’s heads, but it is doubtful if it is
known why this curicus sort of penanee should bave
been resorted to by Siva to get rid of His sin.
Again, it has been found possible with the help
of the knowledge derived from a close study of the
bulk of the science of Natya-Sastra together with
commentaries thereon to elaborate and treat fully
the manifold dances of Siva, though only eight or
nine modes are described in the dgamic and other
worka. The reader will, it is hoped, come across
many other instances of fresh information being
furnished on matters that have remained more or
less obscure hitherto.

The anthor cannot be too thankful to the
Proprietors of the Law Printing House for the
extraordinary care and trouble they have bestowed
upon the printing and general get up of the books
and for their readiness in coming forward and
generonsly offering their timely help but for which
the volume could not have been brought out. The
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author cannot also omit to express his sense of
gratitude to Dr. A. K. Anandakumaraswimi, M.A.,
D. 8c., for the ready and willing permission granted
to him for reproducing the waluable article on the
dance of Biva, contributed some time ago to the
8Siddhanta- Dipika by the learned Doctor. He has
also very great pleasure in recording here his high
appreciation of the help cheerfully rendered by his
Pandit Mr. V. Srinivasa Sastri, Bmritividarada,
but for whose untiring industry and intelligent
collaboration this work could not have been brought
to & successful complation so soon. Messrs. Long-
hurst, Stoney, Kay and Beardsell, have been so very
kind as to assist the author with photographs of
images in their respective collections and to accord
their gracious permission to reproduce them: to
these gentlemen, the author offers his grateful
thanks.

For reasons which nsed not be explained hers,
it was not possible for the author personally to super-
vise the printing of the work throughout so as to
ensure the presentation of an absolutely correct
text ; he had therefore to entrust the task to the
printers themselves. In spite of the care and
trouble ungrudgingly bestowed by them in the
midst of their multifarious duties, a number of
errors have unavoidably crept in. Though such of
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them as have been subsequently noticed are noted
in the errata list, it is likely many more have
escaped deteotion, for which the author craves the
indulgence of his readers.

MADRAS, }

January 1916. THE AUTHOR.
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INTRODUCTION.

ONE of the oldest as also the most widely spread

cult in India is that of Siva. It consisted
once of several sects, of which only a few have
survived to the present day. Some of them had
the sanction of the Vadas while others were classed
as outside the Vadas or as opposed to them ; again,
some of them had milder forms of worship, while
others practised horrible and shocking rites. The
ideas about life, action and liberation differed from
sect to sect. It will not be without interest to
examine in some defall the history, the main
tenets and the ceremonies of a few of the leading
sects of Siva in the following paragraphs,

First, as regards the origin of the sects classed
as outside the pale of the Vadas, the following
account taken from the Varaha-purana will be of
interest. In the forest of Dandaks, situated in the
middle of Bharatavarsha, the rishi Gantama bhad
his aframa (hermitage), round which, he bad
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abundant food-giving plants and trees. There onoce
raged a twelve years’ famine during which a
number of rishis from various other aéramas flocked
to that of Gautama for food and shelter, and were
received with all kindness and treated with great
hospitality by Gautama. After the famine abated
and the country became again fertile, the rishis
desired to start out on a pilgrimage to the
several famous firthas; one of the rishis named
Maricha, thinking that they should not leave the
aérama withont informing Gautama, but fearing
at the same time that he might, in his extreme
kindness and hospitality, refuse permission for the
pilgrimage, created from maya an enfeebled, old
cow and let it graze near Gautama’s aérama,
Gautama went near the cow to water it; as he
went near the cow, it fell down and died. The
ungrateful reshis attributed to Gautama, the sin of
killing a cow and refused to stay any longer in the
abode of such a sinful one. Gaufama, who did
not know this trick of the rishis, really believed that
he had committed the sin and asked them how he
could raise the cow from death. Advising him to
gprinkle on it water brought from the Ganges, they
departed on their projected pilgrimage. Gautama
repaired to the Himglaya and prayed to Siva a
hundred years and got from his jatamandala e
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small quantity of the water of the Ganga which he
gprinkled on the dead cow. The water of this
divine river revived the cow and itself began to
flow as the river Godivari. Gautama at last
perceived through his mind’s eye that the death of
the cow and other incidents connected therewith
were a clear deceit practised on him by the rishis
and cursed them to become Vedabahyas or those
outside the pale of the V&dic religion. On their
enfreaty to abate his anger against them, he was
pleased to assure them that though they were
outside the Védic cult, they would rise to heaven
through bhakti or devotional love of God. The
fallen rishis went to Kailasa and prayed to Siva
to grant them some §astras which had a few Vadic
rites at least. Thereupon, the rishis were decreed
to be born to the Raudras, the lovers of spirifuous
liquors and flesh, who sprang up from the sweat-
drops which flowed from Siva while he was in the
aspect of Bhairava, and to these he gave the
Pasupata Sastra.

From the above account one fact becomes
clear, namely, that some at least of the {ollowers
of the Padupata and other non-V&dic sects were ab
first followers of the Vadic religton and gave it up
and joined the avaidika cults. That the Pasupata
and a few other sects are indeed very ancient may

3
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be inferred from snoient suthorities. The Atharva-
#iras Upanishad describes the PaSupats rite thus :
“This is the Paéupata rite : ‘Agni is ashes, Viyu
is nshes, water is ashes, dry land is ashes, the sky
is ashes, all this is ashes, the mind, these eyes are
ashes.” Having taken ashes while pronouncing
these preceding words, and rubbing himsgelf, let a
man touch his limbs. This is the P&Supata rite,
for the removal of the animal bonds.” Again the
Bhita linga and the Gudimallam lidga bear clear
sculptural evidence of the antiquity of the Saiva
cults. From the summary of the philosopby of a
few of the important Saiva sects given below it
would be clear that they have played a prominent
part in the Religions History of India.
Let us take first the Agamanta or the Suddha
. Saiva sect. In the Agamanta Saiva
History of the L. )
émgv:-.m anta works it is stated that the Saivas
flourished in a place called Mantra-
kili situated on the banks of the Godavart river,
that there were four mathas, beginning with the
Amarddaka matha, surrounding the temple of
MantrakaldSvara, that when Rajéndrachola went
to the Ganges on his victorious march in the north
he met there these Saivas, whom he, on his way
back to his capital, induced fo come and settle
down in his kingdom and that from that time

4
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the Saivas immigrated into the Tondaimandala
and the Chdlamandala. Since then an impetus
was given to the spread of Saivaism and a very
large number of original works belonging to the
Agamants school of Saivaism was written. The
Amarddaka mathae mentioned aboveis a famous one
and had its branches all over India. For instance,
mention is made of this in the Siddhantasaravals
and the Kriyakramadyotini, as also in & number
of inscriptions,

The members of some of thess mathas were
great authors and exerted considerable influence
over the sovereigne of various countries. The
Kriyakramadyobini of Aghoradivacharya, the Sid-
dhantasaraveli of Trilochanasivacharys, the Jir-
noddhara-dasakam of Nigamajfiinadéva, son of
Vamadavadivachirya and many another work will
bear testimony to the above statement regarding
the literary activity of the Saiva Brahmana settlers
in the Dravida country. The first of these lived
in the Saka year 1080, the second lived sometime
later, for he quotes the former, and the third in the
beginning of the fourteenth century A.D. The great
Rajardja, the builder of the Bribadiévara temple ab
Tanjors, is stated to have appointed a Sarvadiva
Pandita-Sivicharya as the priest of that temple
and to bave ordered that thenceforth the #ishyas

5
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and their #skyas alone, belonging to the Aryadaéa,
the Madhyadada and the Gaudadséa, shall be
eligible for the office of chief priest.)) Again, some
of these Saivicharyas became rajagurus or the
preceptors of kings, and appear to have wielded
such great influence and power that they have
sometimes set aside even the royal commandments
and acted on their own authority. For example,
Kulsttungachsladava IIT appointed two Saivachar-
yas for the service of the temple at Tirukkadavdr,
but Svamidévar, the king's gurs, cancelled the
order and appointed two others, in recognition
of their hereditary rights.®® All the Agamas declare
that the Saivagamas flourished to the south of the
Vindhya ranges, which is corroborated by the state-
ment made by Aghdradivacharya; and it therefore
appears quite certain that Rajéndracholadéva im-
planted in the south a large colony of Saiva Brih-
manas of Middle India.

These Saivas should be carefully distinguished
from the Vadanta Saivas, who base their philo-
sophy on the Vadas and the Upanishads. These
two schools are diametrically opposed to each other

(1) 8.1LI, Vol. II, Part II, p. 158.

(2} No. 40 of 1906 of the Madras Epigraphist’s collection.
Por an aoccount of the origin and development of the Saiva
mathas, see Kriyakramadydiing, S’iddhanms&r&vali and other
works.
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they probably adopted a few of the #bmas and the
mantras appropriate to them from the Grikya-
siitras and oreated for themselves some others in
imitation of the mantras of the Véda., This ex-
plains the eagerness with which these anarya-
sampradiyas were somehow classed in the arya-
sampraddyas. DBut, their system of dikshé, Anku-
rarpans with which the ceremonies are begun, the
philosophy of Shadadhvas V) and many others are
not found in the Vaidik religions and therefore
mark off Agamanta as being different in essentials
from the Vaidik religion. The Agamanta has
freely borrowed the philosopby of the S8ankhys and
the Yoga schools. Unlike the V&dantins the
Agamiantins do not shut out women, Sﬁdras,
and the Pratilomas from participating in religious
rites and ceremonies. They freely allow women
to meditate upon the parchakshara-mantra, and
grant diksha to Sadras, who might, in their turn,
give diksha to others among them. “If the Sadra

is a naishthika (one who passes into sannyasa
without undergoing the intermediate stage of

grihastha) he is entitled to consecrate the svartha-
chala-lingas, offer diksha to Sadras, might recite

(1) For an explanation of this and of a summary of the
faiva philosophy ses the beginning of the Chapter on Miscal-
laneous Aspeots of Siva (Xth).

8
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mthpmperwam all mﬂm.mm Hwa-
maﬂa Ifheis & gphaatka he is privileged to
utter the mtysshts mantras, and -that too without
proper intonation or nada,” Though the Avaidika

ivaism Was epsentially different in tenets af
the beginning, sttempta bave been mada at later
times ‘$o identify’ Avaidikas with the Vaidikas. .
Bnk&nt.ha-éwaohﬁrya who wrote a Bhashya
on the Brahma-sitras in socordance w1th the
Kgamﬁnta. émva teachings exclmms, na vayam-
vida-Bvdgamaydrbhidem pafydmal pedasyapa fiva-
gamatvat, (we do nob perceive any differénce
between the Vadas and the Sivagamas, Vadas are
also ai authoritative as the Sivigamas); and at a
later stage, that is, about the time of Appayys-
dikshita (16th century A. D.),.the ¥adantins beggn
to study the Agamants philosopby and adopted
several of'_ their oustoms ; ab this day several of the -
anthropomorphic aspeots "of fiva, which might,
with propriety, be called peouliarly Agamantic, are
worshipped by the Vadic Saivas, and they also got
themselves initisted into the meditation on the
Pafichikshara mantra. But they do not receive
Tantric dtksha, nor do they interdine with those
Tantric Brahmanag who are at present only priests
in Siva temples ; the Iabter are. always oon-
gsidered na low in the scale of Brahmanas. The
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multiplication of images, both §aiva and Vaishoava,
i# due to the Tantrikas who hive devoted a groat
deal “of "attentlgn to- the deseription. of 1ma.gea
in their Tantras. The Vaidikss do not appear
to-have possessed 86 lasge & nwmber of images
for worship at the earﬁer stages at any rate.
The one great pecuha.nty of all the avaidik
‘ m“d;km. Salvas iz their diksha. In pere
-~ w ¢ {obming this cerethony they need
different shaped Tusdds or receptactes for-fire and
mandalas or drawings, all of which are desoribed’
in their works in great detail. They also invoke
Biva iof kumbhas or vessels (filled with water), and
porform different kinds of homas @ fire offerings.
¥: 4 their fadh that he who has not received the
'‘Saivg dikshd doed ek attain moksha or tiberationg
Phroy Wilfove tﬂ‘ Siva'personally présents Himsel
before the disciple in the fom of an. avharga for
granting hime Biva-diksha. " This dikmha ceremony
varies wnth the recipient, He who has renounced
family life and ishxpeahnt of gaining moksha by
Sonstantly alidring his gury is the fittest person
for diksha. For attaining this state of mind he
nqmres the divine grace of Sakti. ‘The bestowal
of this grace by Sakti on the asplrant for diksha is
technioptly ngws as Soktl.patam. The grace
of Saki# is g# four kinds, instantaneous, rapid,



INTRODUOTION,

slow and ~very siow, and. $he. dikskas to be
given differ with the Kmodes, noted above, in
which. the grace of Qa.ktl is regpived. *To" him
'who gets this grace wvery slowly, that kind of
sliksha galled the samayadiksha
should be given. In this, the guru
should invoke through mantras Siva in his own
person and performseveral ceremonies; the $shya,
with flowers in hand kept in the afjali pose, is
taken ouf; blind-folded, so.that he might not
- see pinners, round the mandapa wherein is- set
up the %umbha or vessel in which is invoked
Hiva,. and after a certain number of roumds are
gome through, kis eyes are opened to light gpon
the kumbha, which he is asked to jvorship witht
phe flowers in his hands. Beiam he beging the
worship, the guru, congidering his own righs hand
as tgoripa or the .embodiment of enlightenment,
and also.as the hand of Siva himself, and uttering
the mila-manira, should pIa;oe-it on the head of hig
Sishya. DBy this act of placing the hand which is
the embodiment of enlightenunent, firsg on the head,
then.over the whole body of the diseiple the padas,
bonds, the darkness of ignorance which enveloped
him, are dispellod. After this ceremony the guru
directs the fishya to throw the'ﬂgﬁvgrs.. which he
holds in his' hands on the ku.mbha’ The disciple

Bamaya &iksha.
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" - ghall receive his dikshd-nama or the name bestowed
- ~on him on his initia.tioﬁ acoording as the flowers
- - fall on the top of on any oho of the four cardinal
directions round the kumbka, which correspond to
the position of the Iéana, Tatpurusha, eto., aspeots
- of Biv4; the suffix, Siva.or Dava, is to be added to
the names according as the disciple ia & Brihmana
or a Kshatriys, and gana if he is a VaiSya or a
Sidra, Thus, if the flowers fall on the aifle of
Iéana, the disciple should be called Iéanasiva if he
is & BrAihmane, I4inaddva if a Kshatriys, and -
Tsanagana if a Vaidya or » 8idra. If the disciple is
a female, she should be oMlled Iégna or ISzSiva-
* dakti, léadovadakti, Téaganséakti according as,
she is of the Brikmana, Kshatrlys, or, Vaifya
or Siidra caste.. These that have undergone
this diksha are known-ws Samayis and will a.ttam
Rudrapada. To these aregteacnbed the perform- )
- ancg of duties contained in the chargapada of
the agamas. The degcription given above of the
Samaya-dikska reads like & page from the ceremoni-
a% of the Weemasons of the present day;.ths
glaims of freemasmry o~ mamote antiquity do not
t!ter Sl a.”ear to be dfpeetension. It is perhaps
L -_of s ﬂn.lly aneient institution, like the
& Saivaism, that it is after all an

Eastern‘ﬁ*tthhon engrafted upon Weatern goil.
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The second kind of dtksha ia called she Visesha: .
ﬁkahd and is conferred upon those to whom ihoa-.
- grace of Sakti comes more repidly thsn in. the, -
previous cage. In all 1t.s‘deta.lls itis nmxlar to the-
diksha ceremony already desoxibed } bat the guru
in this case is supposed to Jjoin the soul of the.
fishya fram the Mdaya-garbha to Saktz-garblm,
and ig made to contemplate in his mind on the
axterkal union of Vagidvari with Vagiévara.  Affer
this the guru "teaches his disciple the, samaya-
charas or the.creeds of -~his faith. They are:
abstinence from reyiljng éi_va., Sivadastras, Sivagni,’
and the gura, from crﬁ;sing even the shadow of
fhese and from eating oneself or presénting tb others” -
for ea.tmg the food offered to §iva ; doing pya I:qT
leagm and to the guru to the,end of one’s life and.
so..on. He, who has received: the wviséshadiksha
would attain after death the Iévara-pada; he ig
known during his lifetime "as putraka. These are
enjoined to observe the ceremonies and duties pre-
scribed in the charyg and the kriyapadas of, the
agamas. ‘The conduct and duties of ghe life of the
Samayt are caled the £3samdrga. From thegg
desoriptions of the samayséesnd putrakag, it appeats,
to be glear.that. those who collept ﬂgwers gl
fhem info garlands for the templp m“tha.t ls, '
people of the olass of Pandarams nto*,pe to be

- AR
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consxdered a8 Samayis or Tadars (Dﬁsas), while
those that go. by the distinot appellation of P.ll]&lﬂ
-or Pillaimars, as-putmkat

The diksha prescnhed for those to whom the
grace of Sakti-comes instantaneously or rapidly
'is called Nirvana diksha. |

In this kind of diksha, the fiction is that the
bonds (padas) are out off evgn when the éishya is
in his- material body; for this purpose, s few
strands of sbnng are taken and suspended ‘from
the tuft .of his bair to the toe of the- right oot
in these strings, the chaitanya (or energy) of the
-dishya & invoked and the guru gonceives in his
mind as having undergone, even then, the several
births which the §ishya has otherwise t@ take to
absolve himself from-the various bonds known as
mala, maya, karma.and kala, and then cuts the
strings into pieces, To check the further growth
“of these p@as or bonds, the guru throws the bits
of strings into the fire. Afser these ceremonies
are over, the soul of the §shye is believed to have
become equalifo- Siva in purity. Another formality
is .also gon® through 4o establish this identity
of the soul with ﬁwa, namely, the gury yokes on
to the soul of the jzshya,,.ﬂe Bix qua.hbzes which dis-
tinguish élva., namely Sarvajhatva, (ommsclence),
puma-kamatm (ﬁlled. ‘with love) anad’z—mana

14
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(begmnmgless knowledge), apaméaktz (unbounded
power) svddhinatva (perfect freedom) and undimi-
" nishing power. There aré still a fow other minor
,ceremonties belonging fo the dzksha which need not
be detailed here. ] ‘
' Those that have undergone the nirvana-diksha .
are divided into two classes, the sadhakas and the
acharyas, and for beinﬁ called by these na;me's' they
should once again undergo the ceremony ‘of anoint-
“ment as sadhakas and acharyus. The sadhakas
are supposed "to have attained the eight siddhis or
powers, beginning with anima, so well-kfown

- through the Yoga system ; the sadhakas a,reénti!gled'

_ o observe the nityakarmas or daily observances such .
- as bath, pija, japa, dhyana and homa, snd kamya-
karmas only ; whereas, the acharyas are entitled to
perform, in addition to these, naimiltika ceremonies
such as performing the diksha ceremony on others,
and pratishih® ceremony or consecrating images.
The above described nirvana-diksha is of two
classes, respectively known as lokadharmin: or
bhautiki and Sivadharmini or naishthiki. Those
that have undergone the latter or the &'vadkami&i _
diksha should wear ‘the tuft of hairon the top of
the head, covering the ®akma-» andhra, whereas
those that have undergone the iormer or the lka-
dharniins diksha need not eut off the halr.
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The Saivas may observe both the Vaidiks snd

" the Saiva duties, but if some of the former are
opposed to the teachings of the Saiva fantras, they

" should be abandoned. Those that have undergone
the bhautiki and naishthik: dikshas may even
abandon the Vaidik sandhya ceremony but never
the Saiva sandhyd.

The Agamas are always divided into four
parts, the Kyiyapada, the Charyapada, the Yoga-
pada and the Jranupada the study and observance

. of the rules Iaid down in one, two, three or all
four of these are enjoined upon the Samayis, the
putrakes, the bhautikis and the natshihikis respec-
tively, The paths pursued by these dre also known
respect.lvely by the names dasamirga, putramarga,
sahamatga and the sanmarga ; that is, the persons -

'who have been initiated in the samaysi and other R

dikshas conduct themselves towdrds the Lord ag & - .-

eervait, a sof, a friend or‘as the Lord himeelf.
The paths prescribed are of varying grades suitable
to souls at various stages of religious evolution.

- These dikshas were desoribed- i some detail, in
order to glve the readers an idea of the religious
ceremonials which are common-to all sects of the
‘Baivas¥it is memnt also to give scope for the com.
parative stady of the religious ceremonial institu-
tions of India swd of other countries, more ea;:ecmlly

16 .
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with Freemasonry. As the philosopby of this
branch of Saivaism is dealt with elaborately by
various authors elsewhers, it need not be given
here.

The Pasupatas are the next important class of
Saivas. According to Ramanuja-
charya it included the Kglamukhas
the Kapalas, and the Agamanta Saivas. There is
some justification for Ramidnuja incluoding all the
four ander one name, the Padupata religion ; for
all these four sectarians called the Jivatman, pafu
and the paramatman, Pati. The Agamanta Saivas
also class these as agachchamayams or sects inclu-
ded in Saivaism. As regards the antiquity and
history of the Padupatasect, liftle is known. In later
times the Pasupata sect is known as the Lakulisa
Padupata or the Padupata sect founded by Lakulis-
vara, who is considered as an incarnation of Siva
himself. An attempt has been made by Dr. Fleet to
fix the age of Lakulifvara, the founder of the Pasu-
pata sect. It is a matter for surprise that even such
a circumspect scholar as Dr. Fleet has, perhaps in
his desire to arrive at some conclusiorf, proceeded
upon baseless premises which have naturally led
him to incorrect results. DBecause thd namé
Lakuliévara-pandita occurs in an inscription at
Melpadi and in another at Baligimi, and because

The Pasupatas.
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tradition asserts that he propagated his faith in
Kayarohana in N, India, Dr. Fleet concludes that
Lakuliévara, the founder of the sect which goes
by his name, began his activities first in Malpadi,
wherefrom he drifted on to Baligimi and then
eventually settled down at Kayarohana in Northern
India, and that he lived in the first quarter of the
eleventh century A.D. The two individuals
bearing the name LakuliSvara Pandita, mention-
ed in the two inscriptions referred to above
were two distinct personages and were named
after the founder of their faith; the conclusion
of Dr. Fleet is untenable for the following reasons.
Sankaricharys, whose age is believed to be the
last quarter of the eighth century, reviews the
Pafupata philosophy in his Sarirake Bhashya.
Says he, “The Mahsévaras (Saivas) maintain
that the five categories, viz, effect (karya) cause
(karana), union (ybdga), ritual (vidhi) and the
end of pain (duhklianta), were taught by the
Lord Pasupati (Siva) to the end of breaking the
bonds of the animals (pa$y, i.e., the souls). Paéu-
pati is, according to them, the Lord, the operative
cause.”” In his masterly treatise on the differant
systems of philosophy that were in existence in
hig time, Vidyaranya gives the same five cate.
gories given above as those held by the Lakuliéa

18
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Pasupatas ; the later author, Madhusiidana Saras-
vati, also reiterates the same statement in his Pras-
thanabhedae.* The Pafupata sect as known by
the name Lakulifa Pasupats is older than San-
kara at least, or perhaps even as old as the
Atharvairasopanishad. The authors of the famous
Dévaram hymns have sung the praises of the
Siva temples at Nagapatianam (Negapatam) and
Kumbhakdnam, which were known even in their
times by the name of Kayarohana or Karona, so
named evidently affer the more famous place of that
name in Northern India. The age of these hymnists,
is settled to be the middle of the seventh century.
This fact pushes the limib of the age of Lakulisa
by one more century. Hence, Lakulifa the founder
of the faith, should not be confounded with his
namesakes of Malpadi and Baligami, nor can his
date be taken as the first quarter of the eleventh
century. The Kalamukhas also appear to be a sub-
division of the Pasupatas, as we have seen ghove.
To substantiate this, we have not only the anthority
of Ramanuja, but also that of some others. The
Saivagamas sometimes divide Saivism into Saiva,
Pagupata, Somasiddhéinta and Lgkula; and in
other places divide Saivasinto Saiva, Padupata,

*The Uttara-Kamikigama also states tbat Lakula bad
five oategories and they are the same as given above.
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Kapaliks and Kilamukha. In theabove groupings
we see that the first two sects are identical in both
cases; weo learn from the Prabodhachandridayam
that Somasiddhante is the authoritative text-book
of the Kapalikas and the remaining Lakula may
be inferred to be the same as Kalamukha., In
praising certain Kalamukha gurus, the Baligimi
insoriptions use the phrase “a very Nakuliévars in
the knowledge of the Siddhantas”, which clearly
proves that the Kglamukhas were identical with
Lakulifa Pasupatas.”

*Regarding the antiquity of the Saiva teacher Lakulida and
the {aith that he was an avatdra of Siva, the following may
be quoted :—

¢ AT T Jop gAEAr:

AL G qet RuageeiaT: & )
afEen: GFE] T TFSINT 0F T U and
Frgrsm aniEara iR |
arefiafeamm o= sfegd ;)

1 FREAR RN aFET: )

Kirmapurins, Chap. 53, Vv. 1,9 & 10,

=1t fret gt &g A T AT
wirsafer am agmhpe) T AWa: i v 1t
FIATHAR 40 fogas w© a9

wireafy gheard FragRraRsfy | ve 4
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The tenets of the Lakaliéa Pafupatas as we
gather from the Sarvadarfana-Sangraha, stated
very briefly, are as follows:—

The end of pain, their fifth category, is of two
sorts the anaimaka moksha and the saimaka
moksha. Of these, the former is defined as the
absolute freedom from pain. The possession of
Kriyasekti and Jianadakti, which are the attributes
of Paramaévara and which are described below, is
called satmakamoksha. Perception of even the
smallest, the most distant matters, hearing of every
kind of sound, being well versed in all fastras, the
possession of these and similar powers is called
Jiignadakti. The accomplishment of every object,
quickly assuming every form according to one's
own desire, is known as Kriyasakti. These two
Saktis constitute, as stated just now, the satmaka
moksha.

In every other system a karya or eifect is
defined as that which follows a A@rana or cause;

amify qu F S Aty aqRaw: o
FRIFHT W W BT T A U ¥, 4
YT STROT AARET FEAE:

sy Arpad AR Tirsgfed R g 1L ae
Sivapurana, Tritiya-Satarudra-Sambita, Chap. 6.
Algo compare peges 190 and 191, Dirsctor (General of
Arobmology's Annual for the year 1906-07.
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the Pasupatas call all dependent objeots as effeot ;
in conformity with this their definition of kdrya,
they bring Jivatman or pasu, which they admit ag
eternal, under the category of karya becsuse it ia
dependent upon the paramatman or Pali. The
Being who is endowed with the powers of creation,
destruction and protection, the Lord Paramaivara,
is known to their philosophy as the karana. His
attributes are JHi&nasakti and Kriyaéakti, which
are eternally with him, not as are acquired after &
stage by the perfected human souls.

The Paduvpatas believe also in divine dispensa-
tion which need not be based upon the good or
ovil karma of the soul.

The category called Yoga or union of the soul
with Pati, may be attained in two ways. In the
first, it is attained through jepa, dhyina, and other
karmas ; while in the second by exercising striot
control over the senses. By this Yoga the two
kinds of moksha mentioned above could be
obtained.

Vidhi or the rules of conduet of the Pasu-
patas is the most interesting part of their religion.
Bathing their bodies thrice a day in ashes,
lying down on ashes, making noise like aka aha,
singing loudly the praises of their ‘god, dancing
either according to the science of dancing or in
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any manner, curling the tongue and roaring like
bulls,—this noice is called hudukkira or noise like
huduw hudu, making prostrations and circumam-
bulation, repeating the names of Siva~—all these
constitute their vrafa or daily observances. But
these strange acts are strictly forbidden to be
practised in places where there are other persons
present. Besides these, the Padupatas are advised
to behave actually like mad men. For instance,
pretending to be asleep when not actually sleeping,
begging for food, shaking the limbs as when
attacked by paralysis, walking like one with rheu-
matic pain in his legs, or like a lame man, exhibit-
ing signs of lust at the sight of women, doing other
acts befitting lunatics such as making meaningless
noise—these are enjoined upon the Pasupatas. To
get rid of fastidiousness, they are enjoined to beg
for food, eat the remnants of the dishes of others
and do similar objectionable acts.*

*It appenrs quite probable thai this vidhs of the Pasupates
is responsible for the origin and existence of chscene seulptures
in Hindn temples. In the majority of cases, suoh seulpture
oonsiste of the figure of a stark naked male with hiz membrum
virile ereot, steanding with his legs kept soparated from each
other and with his bands held in the a#ijali pose over his
head, and his head always covered with lopg ja¢ds, bapging
down on either side. In front of thig figure is its counterpars,
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The Baivhgamas arrange the Baiva seots in

e  xaa the following order of superiority,
mukbes maC  namely, the Saivas, the Pasupatas,
Has. the SomasiddhAntine and the
Lakulas. Again we learn that the Kaulas worship
the adkarachakra, the Kshapanakas the actual
yont and the frikonas -(or triangular yantras), and
the Kapaltkas and ‘Digambams both the objects
worshipped by the first mentioned two sects. The
various sects of Saivas hold the view that as there
is no difference between one animal and another,
there is none whatsoever between man and man
and- diksha might be given to all alike. The

a female one, whose olothing is represented as slipping down
the waist, thereby leaving the pudendum exposed. It is more
than certain that the matted haired naked man could represent
0o other than n Haiva devotee belonging to one of the indecent
sects of the Saiva religion, putting to practice the rules of the
vidhs taughi by his philosophy.

In almost all the later additione to more ancient temples
and in all the temples built after the 14th century A.D,, one
oould meet with figures of men in all manner of ocapering
attitndes-—with ili-kept, bub amusing faces and with the body
twisted and bent in moet astounding postures: onme such ig
reproduced on Pl 69 in his Vifvakarma by Dr. Ananda-
kumirasvami. This sort of sculpture recognised by the name
of kbndngis hes also ita origin in the vidhi of the Padupats

philosophy.
24



INTRODUCTION.

Kalamukhas appear to be so called because they
marked their forehead with a black streak, and
they are said to be born of nara (human) and
rakshasa (demoniacal) parents.
The Kapalikas appear to be also an ancient
but an extremist sect of Saivas.
They have rifes and ceremonies
which are mora revolting than those of the Kgla-
mukhas. About the various Saiva sects Ramanuja
says:— The Sutras now declare that, for the
samae reasoms, the doctrine of Padupati also
has to be disregarded. The adherents of this
view belong to the four -classes—Kapalas,
Kalamukhas, Pagupatas and Saivas. All of them
hold fanciful theories of Reality which are in conflict
with the Véda, and invent various means for. at-
taining happiness in this life and the next. They
maintain the general material and the operafive
cause to be distinct, and the latter cause to be
constitated by Padupati. They further hold the
wearing of the six mudra badges and the like to be
means to accomplish the highest end of man.
“Thus the Kapalas say, ‘ He who knows the
true nature of the six wmudrias, who understands
the highest mudra, meditating upon himself ag in
the position called bhagasana, reaches Nirvina.
The necklace, the golden ornament, the ear-ring,

The Kapalikas.
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the head-jewel, ashes, and the sacred thread are
called the six mudras. He whose body is marked
with these is not born here again. Similarly,
the Kalamukhas teach that the means of ob-
taining all desired results in this world as well
a8 the next are constituted by certain practices
such as using a skull as a drinking vessel, smear-
ing oneself with ashes of the dead body, eating the
flesh of such a body, carrying a heavy stick, setting
up a liguor-jar and using it as a platform for
making offerings to the Gods, and the like. ‘A
bracelet made of Rudraksha-seeds on the arm,
watted hair on the head, a skull, smearing oneself
with ashes ete., —all this is well known from the
sacred writings of the Saivas. They also hold that
by some special ceremonial performance wen of
different castes may become Brahmanas and reach
the highest aérama: ‘by merely entering on the
initiatory ceremony (diksha) a wan becomes a
Brabmana at once; by undertaking the Kapala
rite a man becomes at once an ascetic.”

We learn a little more about the Kapalikas
from stray mention made of them in a number of
books. For instance, Krishpamiéra in his Pra-
bodhachandradaya introduces a Kapalika as a
character in that drama who describes himself in
the following words : “ My necklace and ornaments
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consist of human bones; I live in the ashes of
the dead and eat my food in buman skulls. I
look with my eyes made keen with the ointment of
yoga and I believe that though the different parts
of the world are different, yet the whole is not
different from God. O! Digambara! listen to our
rites : after fasting we drink liquor from the skulls
of Brahmanas; our sacrificial fires are kept up
with the brains and lungs of men which are mixed
up with their flesh, and the offerings by which we
appease our terrific God are human victims covered
with gushirg blood fromn the horrible cut on their
throats. I contemplate on the lord of Bhavani,
the mighty God who creates, preserves and destroys
the fourteen worlds whose glory is revealed in the
Vadas as well as in his deeds.” The Sankara-
vijaya of Anantanandagiri states that when Saikara
went to Ujjayini, the foremost men of all the sects
living there came fora religious disputation with
him. Among themn one scet of Kapalikas had the
following characteristic feature and doctrines. They
wore sphatika {crystal beads), the arddha-chandra
(an ornament shaped like the crescent moon) and
the jata (or matted heir). Their God is Bhairava,
the author of creation, protection and destruction ;
they believe that all other gods are subservient to
him. Bhairava has eight different aspects namely
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Asitanga, Ruru, Chanda, Krddha, Unmatta Bhai-
rava, Kapala, Bhishma and SathAra-Bhairava
corresponding to Vishnu, Brahma, Sdrya, Rudra,
Jodra, Chandra, Yama and the Supreme Being
respectively. This class of Kapalikas was taken
by Sankaracharya, states Anantanandagiri, into
the fold of Brahmanisin. But another subject of
Kapalikas headed by one Unmatta-Bhairava came
to wrangle with Sankara ; he had smeared his body
with the ashes of the dead and wore a garland of
skulls; his forehead was marked with a streak of
black stuff. The whole of the hair of his head
was turned into jafas. He wore a katisitra and
a kaupina consisting of tiger's skin and carried
in his left hand a skull and in the right a bell.
He was calling out the names of Sambhu, Bhai-
rava and Ka&lisa. He said that their moksha
consisted in joining Bhairava after death. Sankara
rejected this class of Kapalas as incorrigible.
Living with one's wife happily in this world
as does Chandraéskhara (Siva) with his consort
Parvati in heaven, is also considered by the Kapali-
kas as moksha. 1t is certain that this sect of
Saivas were freely indulging in human sacrifices,
for there are literary evidences to this effeat,
Bhavabhiiti introduces in his drama Malati-
Madhava a Kapalika who, for having attained
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mantra-siddhi, attempted to sacrifice Malati to his
god. Vadirajasiiri in his Ya$odharakavya describes
the preparations for two human sacrifices for which
two pretty little children were decoyed and taken
to the altar but fortunately saved from the catas-
trophe.

Krishnamisra says that the Digambaras and
the Kapdlikas quitted all other countries and gra-
dually retired to the Malava and Abhira countries,
which are inhabited by low class men (pamaras).

The éaivagamaa inform us that the Saivas
worship Siva in the aspect of Tandava-bhashana;
the Paéupatas, Siva smeared with ashes and
wearing jatamakuta, the MabSvratas, Siva weat-
ing a garland of bones; the Kilamukhas, Siva
wearing sphatika and putradipe (?) beads; the
Vamacharas, Siva wearing the sacred thread and
carrying fire and the Bhairavas, Siva carrying
damaru and wearing anklets; and that all these
aspects of Siva should have three eyes.

From all that has been said of the various
sects of Saivas the following conclusion about
Spivaism naturally guggests itself. The prototype
of all the ghora forms of Saivaism is the
personality of Siva himself ; dancing and singing
in a wild manner on the burning ground and
smearing himself with the ashes of the dead and
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adorning himself with the skulls and bones of the
dead; or going about naked in the streefs of
householder rishis and tempting their womenfolk,
living in bliss also with his own consort; or per-
forming severe austerities; wearing his hair in
jatas; drinking and eating from human skulls;
killing, maiming and otherwise destroying animal
life—all these acts of Siva were closely followed by
such sects as the Kapalas, the Kalamukhas and
the Vamacharas. These sects which considered
living in close imitation of Siva and who consider-
ed living happily with women in this life moksha
or bliss, are perhaps really old. Their teachings
afforded ease and pleasure, indulgence in flesh-food,
drinking liquor and promiscuous intercourse ; and
at a time when, as a result of the preaching of the
Buddha and Mahavira, the Vaidikas practically
gave up flesh and liquor, gome of its members
with a taste for lower passions not finding their
surroundings congenial to their tastes might
have turned renegades and joined the ranks of the
Saivas, as we hear from the Varahapurana and the
Suta-samhita, and have undergone the diksha and
other rites peculiar to Saivaism. This state of
moral depravity attended with conduct unfit for
any society could not be tolerated by others and in
the long run by the members of even the Saiva
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sects themselves. Therefore, after the fresh glam-
our pagsed away, these degraded Brahmanas ap-
parently set themselves to cleanse their faith of
its filth, evolve a system of philosophy for it and
& line of conduct for its adherents and claim a
purer status equal to or identical with that of the
Vaidikas. In this evolved Saivaism, also known
28 Suddha Saivaism, we do not meet with any one
of the evils complained of. Those that persisted
in it, the Kapalas and the Kildmukhas, have gone
to the wall in the contest and are lost for ever.
The Vaidikas at first never paid so much
attention to the details of temple building, setting
up in thew of innumerable images and performing
pompous ceremonials, but bad one or two small
images in their own houscs their isite dévaias and
kula dévatas, and they were enjoined to wmeditate
in silence upon the Supreme Brahman as residing in
the image ; they took to resorting to temples and
attending to elaborate ceremonials held in them ab
s later stage when the avaidika cults were purged of
their objectionable practices. And when the non-
Aryan Siva was beyond contention welded on the
Aryan Rudra or Agni, even lifiga worship was
adopted by the Vaidikas as identical with the
worship of Rudra or Agni and at the present time
all Vaidika or Smarta Brahmanas are worshipping
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the linga and are even seen dancing and making
hudukkara noise while worshipping in temples, &
strange survival of the Pasupata customs.

The orgies and revels in lascivious acts was
also the characteristic feature in all countries in
which phallic worship was practised; in Greece,
in Alexandria, in fact the whole of the Mediterra-
nean Coast the revelries differed in no way from
those in existence among the early Indian Saiva
sects, The initiation and other ceremonies be-
longing to these Priaptic cults, might possibly have
been refined by such intellectual and moral men as
Socrates, Pythogoras and others, and very likely the
reformed cults have descended to or been copied
by the modern Freemasons.

We have till now been discussing the earlier
forms of Saivaism; but India has not been idle
since then. Newer sects of Saivaism sprang from
time o time and gathered & large following. Two
such stand out prominently, namely the Viraaivas
of Southern India and the Pratyabhijfias of Kash-
mere. The former was started by Basava, a Brahman
who occupied a high position in the Court of the Kala-
chari, king Bijjana or Bijjala. Basava was born of
Bréhmana parents but refused to undergo the
Upanayana ceremony, proclailaing that he was a
special worshipper of Sivs and that he was born to
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destroy the caste system, Basavas taught the
adoration of the litga as the chief feature of his
gystem; his followers were taught the importance
of veneration to the guru; the linga and the
SBangha. They were also taught that, as soon as
a Saiva dies, he becomes one with Mahaévars ;
child-marriage was discountenanced and post-
puberty marriage was the general rule among
them ; widow re-marriage was also permitted. The
Lingayatas or the followers of Basava carry about
their person a small isnga either encased in a silver
casket and hung about the neck or tied up in a
silk cloth which is bound round the right arm or
on the neck. Under no circumstances ghould this
linga leave the person of the wearer; it is like the
yajhopavita of the Brahmana never to be removed
during the life-time of the wearer. The Lingayatas
are supposed to have no caste distinction, but there
are among them Brahmanas who are known by the
name of Aradhyas; nor is an Ayyandru (their
priestly class) known to interdine with low caste
Jangamas (or congregation). They have a number
of curious customs among them which itis not
possible to deal with here.

The Pratyabhijiia school had its origin, as we
have already stated, in Kashmere. It appears that
the most important of their religious works are
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five in number; of these the Pratyabhijfia-sitras
is the oldest and is said to have been composed by
Utpaldcharya, the son (or disciple) of Udayakara.
The basis of the work was the Siva-drishéi édstra
of SomaAnandanatha. The Pratyabhijfia system is
balieved t0 be an easy and new system of religious
philosophy. Though oomparatively new, the
Pratyabhijiia school has its foundation in older
works. The great Abhinavaguptacharya has written
two commentaries on the siiras, which are known
as the Laghu-Pratyabhijiiavimarban: and the
Brihat-Pratyabhijfia-vimarfani. From the inter-
nal evidences available in the various works, it is
inferable that this school became prominent in the
10th century A.D.

The power of recognising an object originally
known to us but which had been lost sight of for
long is called Prafyadbhijia. According to the
followers of this school, Paramatman or Para-
maésvara is that which exists always and is pervading
everywhere, is absolutely free and is the embodi-
ment of energy and of blissful light. There is no
distinction between Paramésvara and the Jivas-
man. DBut the latter is covered by the darkness of
maya. If one realises, by the help of his guru, his
own omniscience, omunjpotence etc., he recognises
in bim the Paramatman, This recognition by the
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Jivitman of the Paramftman as identical with
itself is illustrated by an example. A husband is
geparated from his wife. The wife learns every-
thing about her husband and vice versa by means
of news of each brought fo the other. Bat when
the husband returns after a very long time and
stands before his wife, she is unable to recognise
bim and till she is able to realise in him her
husband, she is not conscious of the presence of
her husband near her. Since the Pratyabhijhia
philosopby does not involve severe practices like
pranayame it is held by Abhinavaguptacharya to
be an easy religion. All castes are equally admitted
into it. Its cabegories and their philosophy are
also easy enough though unnecessary to be detailed
here.

Regarding the caste marks of the various
schools of Saivas, Apantanandagiri says as follows :
—The Saivas make marks of the liiga on both the
shoulders ; the Rawudras mark their forshead with
the érisila; the Ugras mark their shoulders with
the gamaru ; the Bhaf{as mark their forehead with
the linga ; the Jangamas mark their chest with the
triftila and wear on it the linga and the Pasupatas
mark the forehead, the two shoulders, the chest and
the navel with the linga.
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SIVA.

NE of the most interesting chapters in Hindu
Mythology is the history of Siva, the god
of destruection among the Hindu Trinity.

In the Rigvéda, the Vajasanzyi-savhita of the

White Yajur-véda and in the
consly eferen-  Atharvana-véda, the word Siva,

meaning the auspicious, occurs as
an epithet of Rudra. It is only Rudra, (and
not Siva) who is praised in all bymmns; he is re-
presented in these hymns as a malevolent deity
causing death and disease among men and cattle
and is therefore specially prayed to by the hymnists
for allaying his wrath towards them, sparing them
their families and cattle, and attacking and
damaging their enemies and their belongings.
The physical description of Rudra is found in
s number of hymns in great detail. For instance,
in some places he is said to be tawny in colour
and in others of a very fair complexion, with a
besutiful chin, wearing golden ornaments, youthful
and having spirally braided hair on his head. He
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carries in his hands a bow and arrows and is de-
scribed, in some hymns, as wielding the thunder-
bolt. Mo is, throughout the Védic period, identi-
fied with Agni and is also said to have given birth,
by his contact with Prishni (the earth), the Maruts
(the winds). In the Atharvana-véda it is stated,
that “ Bhava (Rudra) rules the sky, Bhava rules
the earth and Bhava hath filled the vast atmo-
sphere”’; in the same work we come across the
names Bhava, Sarva, Sahasra-bghu, Mahgdgva,
Pasupati, Rudra the slayer of Ardhaka (the
Andhaka of the Purgnic period), Ugra and [éana
used as synonyms of Rudra; these names are also
found in the Satarudriya along with Aghora, Giriéa,
Nilagriva, Kapardin, Sabhg&pati, Ganapati, Sénani,
Bhima, Sitikantha, Sambhu and Sankara. It might
be remarked here that all the names given above
are applied at the present time to Siva-Rudra, who
is a later addition to the Hindu triad. In the
Satapatha-Brakmana we learn “Agni is a god.
These are his names: Sarva, as the eastern people
call him, Bhava, as the Bahikas call him, Pasi-
pampati, Rudra and Agni. The names other than
Agni are ungentle (aéanfa), Agni is his gentlest
designation (§antatma).”

From the descriptions of Rudra given above
it is patent that Agni, who is the same as Rudra,
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had his abode in the sky as the sun, in the atmo-
sphere as the lightning and on the earth as fire ; in
other words, the sky, the atmosphere and the earth
give birth to Agni in bis triple aspeot of the sun,
the lightning, and fire ; hence he receives the namae
Tryambaka or Three-mothered. By the heat of
the sun received by the earth winds are produced,
8 physical fact well-known even fo school-boys.
Tt is this natural phenomenon, the production of
winds on the surface of the earth by sun’s heat,
that is poetically expressed in the Vadic hymns aa
the sun begetting on the earth the Maruts. The
winds cause the clouds to accumulate in the ab-
mosphere and lightning and storm follow next;
all these phenomena are traceable to Agni or
Rudra. The stormy winds, thé dark masses of
clouds with flashing lightning in their midst are
all sufficiently terrifying in their effect, and Rudra
or Agni who is the cause of all these fearful
phenomens is naturally treated as a terrific and
malevolent deity always requiring propitiation.
The sufferings caused to man and beast by storms,
thunder and rain should naturally have induced
the Vadic bards to have attempted to appease
the wrath of this fearful deity and to proteot
themselves and their possessions by praises and
offerings.
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The identity of Agni and Rudra also appears
from the Mahgbhdrata. In nar-
Roferences to
Rudra in the rating the birth of Bkanda, it
Mahabharata.
is stated in the Vana-parvan,
that Svaha, the wife of Agni, assumed on six
consecutive days the forms of the wives of six out
of the seven rishis and enjoyed the company of
her busband, who had previously abandoned her
and retired to the forest, because he coruid not
succeed in securing for himself the company of the
wives of the yis/iis with whom he had fallen in love.
The seed of Agni gathered on the six days by
Svaha was deposited in a pit and covered with
kuba grass. On the sixth day the seed assumed
the form of Kumaiara (that is, Skanda). Again,
later on, it is also said that Rudra, who was dally-
ing with his consort Uma for a long time, was
prayed to by the gods fio sssume his other func-
tions ; he let drop his seed on the earth. Agniwas
asked to take it in and develope it, but its burning
effect was so great that he could not bear it; he
dropped it in the river Gangi and Skanda was
born therefrom. From these two statements, the
only conclusion possible is that Rudra, who was
the same as Agni was the father of Skanda.
From occupying the minor position of Agniin
the Vadic period, Rudra emerges into one of the
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supreme deities in the PurSnio period; and he

is often found to claim superior-
Praaiepeiod’® ity over Vishou and Brahma. In

the Purinic period also Rudra re-
tains his attributes as the destroyer and the
terrific ; he is deacribed as * assuming the forms
of the gods Vishpu and Brahmi, of men, of
bhutas and other beings, of beasts and of birds;
he is the soul of the universe; and pervades
through it ; he dwells in the heart of all
creatures and knows all their desires; he car-
ries a discus, a trident, a club, an axe and a
sword ; he wears a girdle of serpents, ear-ornaments
composed of serpents and an Yajnipavita of ser-
pents ; he laughs, sings and dances in ecstacy, and
plays on a number of musical instruments; he
leaps, gapes and weeps and makes others weep;
speaks like & mad man or a drunkard, as also in
sweet voice........He dallies with the daughters
and wives of the rishis; n. has erect hair, looks
obscens in his nakedness and has an excited look.”
“Rudra has braided hair and matted locks, fre-
quents cemeteries and performs awful rites; he is
now & mild #3g¢ and is also very terrible. He is
gaid to possess in every age the nature of Nara-
yana, that is, his {amasic nature.” Such descrip-
tions form the basis of the several puranic legends
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regarding fiva, as also of the various images of this
deity. For instance, S8iva is represented as
dancing in an ecstacy; he is then known by
the name of Naterhjs; as a naked figure engaged
in begging for cooked rice, when he is called the
Bhikshatana-mirthi; and so forth. We are there-
fore concerned immediately with the various
aspeots of Siva described in the Puranas.
The birth of Rudra is given in the Satapatha-
Bicth of Budra brahmana as follows: ‘‘ Prajapati
il;. fha Brabma- (the lord of beings), who is identi-
fied with the Sun and also the
year, (the beings of whom he is lord being the
seasons), desired to have a son; he consorted, for
that purpose, with Ushas and a son (Kumara) was
born. As soon as he was born the boy wept. The
father asked why he wept. He replied he had got
no name to take away the evil from him. Prajs-
pati gave him the name Rudra. Inasmuch asg he
gave him the name, Agni became his form, for
Rudra is Agni; he was Rudra because he wept
(aradit, from rud, to weep). The boy said ‘T am
greater than one who does not exist, give me another
name’. Prajapati replied ‘thou art Sarva’. Thus
he obtained from Prajapati the names Rudra,
Sarva, Padupati, Ugra, Aéani, Bhava, Mah&ndava,
and Jaéna—eight names which are associated
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respectively with the tativas of agni, (the five), jala
(the water), the plants, vayu (the winds), vidyut
(the lightning), parfanya (the rain), chandramas
{the moon) and aditya (the sun). These are the
pights forms of Agni and Kumara is the ninth.
This is the threefoldness (¢rivritéa) of Agni. Since
there are eight forms of Agni and the Gayatri
metre has eight syllables, men say ‘ Agni pertains
to Gayatri’. This boy Kuméara entered into the
forms. Men do not see Agni as a boy : it is these
forms that they see: for he entered into these
forms.” The same story is found in the Sankha-
yana and the Kaushitaki-Brahmanas. This story
forms the foundation for all the later accounts
given in the Puranas of the birth of Rudre, as
algo of the Ashta-miirtiévaras of the Saivdgamas.

The account of the birth of Rudra as found in
the Vishnu-purana which is slmost
identical with that given in the
Markandeya-purina runs thus: At the beginning
of the kalpa (®on) Brahma was meditating upon
begetting a son similar to himself. At once & boy
of blue and red colour was seen sitting on his lap
and weeping loudly. Brahmi asked him why he
wad weeping. The boy answered ‘Give me a
name’. Brahm#& conferred upon him the name
Rudra. But the boy wept again and again for

In the Puranaas.
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aam hm more and obiained seven more names,
Bhava, Barve, Téana, Pah:lpatx, Bhims, Ugra aad
Mahgdiva.

Agother version of the birth of Rudra is also
given in the Vishnu.purana. SBanandana and others
who wers first oreated by Brahma for the purpose
of creating the various beings became absorbed in
meditation, atiained all kinds of knowledge and
becamse free from love and hatred. They neglect-
od the business for which they were brought into
existence by Brahma. Seeing the indifference of
his sons towards the creation of the worlds, Brahma
grew very angry and from the frowned forehead of
this deity was born a son as resplendent as the
sun. The body of this newly born being was half
male and half female and it was terrific and large
in size. Brahmia, commanding him to divide,
disappeared, This being, known as Rudra, divided
himself into two parts, of which one was male and
the other female, The male portion further divid-
ed itsell into eleven bodies of which some were
pacific and some terrific in nature;in a similar
way, the female portion divided itself in many
forms some of black and others of white eolour.
Here is the origin of the Ekada$a Rudras and
the multiform Saktis of the later period of Hinda

Mythology.
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A third account of the birth of Rudra is as
follows: When Madhu and Kaitabhs, the iwo
demons, attempted to kill BrahmA when he was
oreated by Vishnu in the lotus that issued from
his navel, Brahma prayed to Vishnu that he might
be saved from the demons. Pleaged with the
prayers of Brahma, Vishnu grew flercely angry
with the Rakshasas; from the frowned brows of
Vishnu sprang forth a being named Sambhu, wield-
ing a trident and possessing three eyes. Thus we
see, a8 in the case of many other deities, there are
various accounts of the birth of Rudra.

Before proceeding with the systematic descrip-
tion of the images of Siva, it will be well to look
into the import of the various names given to this

) god. 'When Siva was besought by

Explanation of

the ~ different the gods to destroy the demons who
were the dwellers of three castles,

the Tripurdsuras, he sought and obfained one half
of their strength from all the gods;
he was thenceforth known among
the gods as Mahadava or Mahaévara, because he
beoame the greatest among them. Since he con-
sumes flesh, blood and marrow

,,t’;“,g‘;;':;, Dhur- (o Agni), is fiery and glorious, he
is called Rudra. He is termed

Dhiirjati from his smoky colour, and since he makes

Mahadeva.

47



HINDU ICONOGRAPHY.

PR ‘proaper in all their actions, he bears the
appelistion Sivs (the auspisious). Sivais known as
HM wd &tiimha The following are the
ghirien sbod withi these names: When the
"oosen af ‘ilk wag eliuzned for obtaining ambrosia
for the gods, the first thing that came up from it
was the all-destroying poison; the gods afraid of
this dreadful poison withdrew from
the churning ; Siva in his kindness
to the gods, took up the poison and swallowed it ;
but Parvati who was near her consort would not
permit the poison to get into the stomach of Siva
leat it should kill him; she pressed the throat of
Siva and the poison remained there. From that
time the blme poison became visible through the
fair skin of the throat of ina, and lent it a blue
lustre, which accounts for his being known as Nila-
kantha.® Again it is said in the Mahdbharaia that
when Siva destroyed the sacrifice of Daksha, he

MHilakanths

* In the Astareya-brihmana, Rudra is aaid to have
drovk water {visha, which also means poison). Of the two
mennings of the word visha, tha latber seems to have given
birth to the purdnic legend of the later period. The atatement
made in the Brabmana is o poetio rendering of the physieal
phenomenon of Rudra, that is, tha Bun or tha fire drying up
waler,
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thrust his flaming trident again and again at
Dakshs and the assembled gods,
and thus burnt everything with it.
The trident baving done its duty flew and fell near
the aframa (hermitage) of the frishiz Nara and
Narayans at Badari with terrific force. The glow
of the weapon was so great that the hair on the
head of Nardyana turned green like the muwnja
grass. Nardyana thereupon repelled the trident,
which returned to its owner howling. Sankara, in
anger, ran up to Narayana, when the latter, fearing
injury at the hands of Siva, seized him by his
throat. Hence the name Sitikantha (mamapany-
ankitas-chapt §rikantas tvam bhavishyast).

Siva has three eyes; the third eye came into
existence under the following
circumstances. Siva was sporting
with his consort Parvati on the siopes of the
Himalayas, when she playfully closed with her
hands the two eyes of Siva. The whole universe
was at once submerged in cosmic darkness and all
activity was suspended ; sacrifices stopped and gods
became quiescent. Mahadéva dispelled the darkness,
by the fire bursting out of his forehead, in which a
third eye, as luminous, as the sun, was formed.

In a number of places in the puranic literature
we Bee & sort of fierce denunciation of Siva and the

Bitikantha.

Trinetra.
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Saiva cult; this is perhaps on account of some of the
revolting rites connected with the

tg:nﬂ%:cﬁ?w:neg worship of Siva. A graphic descrip-
the Baiva cults, . .

tion of these rites as has alreudy
been mentioned, is given by Bhavabhiiti in his
Malati-Madhava.

At the time of the Mahabharata, animals
seem to have been offered systematically as
sacrifices in the temple of Siva, for, we hear Krishna
admonishing JarGsandha for his cruelty to other
kings: says he, “ what pleasure can those princes
have in existence, when they have been consecrated
for slaughter and kept as victims in the temple of
Pagupati...Thou king, hast set apart for sacrifice
to Mah&deva Kshatriya princes........ In so far as
you have resolved to offer these kings to Rudra,
the guilt committed by you by slaughtering them
will also attach to us........ and we have never seen
such a thing as offering human beings in sacrifice
and thou seekest to sacrifice to Sankara human
victims.” Daksha in his rage, denounces Siva as
the * Proud abolisher of rites and demolisher of
barriers, such as by teaching the word of the Vada
to the Sadras....,” as “ roaming about in cemeteries
attended by the host of bliifas (goblins), like a mad
man, naked and with dishevelled hair. He is seen
laughing, weeping, covered with ashes gathered from
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the funeral pyres and wearing a garland of human
skulls and ornaments of human bones: he pretends to
be the auspicious (Siva) while in reality he is adiza ;
he is insane and is liked by the insane ; and he is the
lord of the Pramathaganas, beings whose nature is
essentially darkness...........Let this Bhava, the
lowest of the gods, never receive at the worship of
the gods like Indra, Upéndra and ofhers, any por-
tion of the oblations with them.” It might be
noted here that the conscious neglect of Daksha
to offer a portion of the sacrifice to Siva in his
great yajfia was certainly due to his hatred for
Siva and his cult. Mahadava himself admits that
from the beginning he was not given any oblations in
sacrifices : addressing Uma, he says “ the old prac-
tice of the gods has all along been that no portion
should be offered to me in any sacrifice. By this
custom, which ig established by the earliest arrange-
ment, the gods legitimately (dharmatah) decline to
give me a share In the sacrifices.” From these state-
ments we are led to infer that the Védic Indian
looked upon Siva as a low class deity and was not
offering him any oblations along with Indra and
other gods. By the entreaties of his wife Parvati,
Siva establishes for the first time in the yaga of
Daksha, his right to receive oblations ; this “ lowest
of the gods " gets up to the level of the Vadic gods
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at & later period and is reconciled with the Védic
Hindu. That the ways of the adorers of Siva were
indeed revolting is seen in the imprecation of Bhrigu
found in the §7% Bhagavata. He says “ Leb those
performers of the rites of the Saiva cult be heretics
and opponents of the true Vedas, Having lost their
purity and misled in their understanding, wearing
matted bair, ashes and bones, let them undergo the
Saiva initiation, in which liquor is the deity. Since
you, the followers of the Siva cult, revile the Véda
and the Brahmanas, who are the only safeguards
keeping intact the straying humanity, you have
become heretics. For, the Veda is the auspicious
(8iva) and the eternal path of the people, which has
been followed by the ancients and of which Janard-
dana is the authority.” We obtain a glimpse of the
real state of affairs at that time from the quotation
from the §77 Bhagavata given above. People, in-
cluding some Brahmanas, left the fold of the Vadic
religion and joined the cult of Siva, reviled the
Vedic religion, took to spirituous liquors and be-
came celibate mendicants, daubing their bodies with
the ashes of the cemeteries and adorning themselves
with bones. They threw off the study of the Vadas
and violated their sanctity by teaching them to
Sidras and others. The conditions of the Vadic
Brahmanas of that period is mirrored in the counter
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imprecation pronounced by Nandiévara, a devout
follower of the Siva cult. He tells us that the
revilers of Siva are sunk, out of the love of carnal
pleasures, in domestic life, in which bad morals
are not infrequent; they practise a number of
ceremonies without understanding their real import
and are degraded by the rules of the Vedas. They
smell strongly of liqguor. Nandisvara heaps up on
the heads of the followers of the Vadie religion the
curse that these be ever sunk, deluded by the words
of the Védas, in the mire of ceremonial ignorance.
The complaint of the Saiva against the vaidika is
that the latter pays greater regard to the life of a
house-holder and that he performs a number of
ceremonies without understanding their meaning.
It is in fact a rebellion against the ignorance of
Védio rites and a denunciation of family life.
With the admission of Siva into the fold of
the higher gods, there seems to have come over
the followers of both the Vadic and Saiva cults a
strong desire for a sort of reconciliation. Thus,
we see Arjuna praising Siva, in the Vana-parvan
of the Malhabharata, as follows: “ Adoration to
Siva in the form of Vishnu, to Vishpu in the form
of Siva.......to Hari-Rudra.” Again, in the Santi-
parvan, we see it stated by Krishna that, when
the god of gods, Mah&svara, is worshipped, the god
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Narayans, the Lord, will also be worshipped, that
he who knows and loves Rudra knows and loves
Narayana and that Rodra and Nardyana are but
one in principle, divided into two and operating in
the world in manifested forms. The same spirit
of conciliation, by which Hari and Hara are
viewed as one, is also found in the Harivamia
wherein we hear Markandéya saying to Brahma :
“When you show me this auspicious vision,
I perceive that there is no difference between
fiva who exists in the forma of Vishnu and
Vishnu in the form of Siva......He who appears
as Vishpu is Rudra...........Bestowers of boons,
creators of the worlds, self-existent, they are the
(composite being) half male and half female
(Ardhanariévara)....And just as fire entering into
fire becomes nothing other than fire, so Rudra en-
tering into Vishnu should possess the nature of
Yishnou........Vishnu, the highest manifestation of
Rudra, and Siva, the highest manifestation of
Vishnm, are only one god, though divided into two
and move continually in the world. Vishnu does
not exist without Sankara nor Siva without Kasava;
hence, these two, Rudra and Upéndra (Vishnu)
have formerly attained oneness.” This recon-
ciliation of Siva with Vishnu seems to be based
upon the re-discovery of the identity of Rudra, Agni
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with Aditya, another imnodification of Agni, as
found residing in the sky. The Védic Agni becomes
Rudra or Siva and the Vadic Aditya becomes
Vishnu, in the Purinic period.

The hatred of the followers of the Vadic cult
towards the Saivas seems to have been also attri-
butable to the worship by the latter of the phallic
emblem. The very touch of the Saiva was con-
sidered by the Vaidika as imparting pollution,
because the former set up, from the earliest known
times, material representations of the phallusin
their temples and offered worship to them. That
the phallic worship is foreign to the Vedic rchigion
becomes quite clear from the references we meet
with in the Rig-Véda. Iu one place it is stated
“ The glorious Indra defies the hostile kings ; let not
those whose god is the $ifna approach our sacred
ceremony ’’ and in another we read ‘ Proceeding
to the conflict, and desiring to acguire them,
he has gone to, and in hostile array besieged,
inaceessible places, at the time when, irresistible,
slaying those whose god is the §i$na, he by his
craft conquered the riches of the city with a
hundred gates.”* The worship of the Phallus

* ' Bat, Sayans, following Ydska, interprets the word
ssfnadéva of these two passages aa referring to those who
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which the non-Aryans of India shared with other
nations who inbabited on the borders of the
Mediterranean gea, has survived in India to
this day. The Dhruvabéras in all Siva temples is
the Linga surmounted upon the ¥Yoni or the
pindika (pedestal). It is only in very rare instances
we meet with the anthropomorphic representations
of Siva set up as the principal deity in Siva
temples. This non-Aryan phsllic emblem seems
to bave been identified at a later period with
Skambha of the Vadas, wherein Skambha is con-
ceived as co-extensive with the universe and
comprehends in him the various parts of the
material universe, as also the abstract qualities,
such as, fapas, faith, truth and divisions of time.
He is distinet from Prajapati, who founds
the universe upon him. * The thirty-three gods
are comprehended in him and arose out of
non-entity, which forms his highest member, as
well a8 entity is embraced within him . The gods
who form part of him do homage to him. In the
praise of Skambha we meet with the following
passages, namely, “ Where Skambha, generating,

sport with the diéna, s.c., unchaste men. Durgichirya slso
gives the same meaning: ha says thab the nama is applied to
those who are always dallying ocarnally with prostitates, for-
saking Vadio observances.”
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brought Puranapurusha into existence’ and “Skam-
bha in the beginrning shed forth that gold (kiranya,
out of which Hiranyagarbha arose) in the midst of
the world” and lastly “ He who knows the golden
reed standing in the waters is the mysterious
Prajapati.” From the first two of the three pass-
ages quoted above, we see that one of the functions
of Skambha is to beget Hiranyagarbba, or Pu-
ranapurusha, the god of reproduction. He pours
forth his golden seed in begetting Prajapati. The
original of the third passage runs thus: ¥o véfasam
hiranyayam tishthantam salile véda sa vai guhyah
Prajapatih. To the Rig-vede and the Satapatha-
Brahmana, the word vaitasa has the sense of
membrum virile. Hence the word vétasa in the
present passage also might be understood to refer
to Linga and the non-Aryan worshippers of the
phallus might have based the identity of the
Linga with the Skambha of the texts of the
Atharvana véda quoted above. It is this same
Skambha that has given birth to the puranic story
of Siva’s appearance as a blazing pillar between
Brahmd and Vishnu when they were guarrelling
about the superiority of the one over the other.
At a later time a sort of philosophical clothing
is given to the primitive Linga; by a section
of scholars the Linga and its pedestal are

57



HINDU IOONOGRAPHY.

viewed, with some justification, as the repre-
gontation of the aranis, the two pieces of
wood which were rubbed together by the Vadic
Indian in making fire. At that period the upper
stick was considered as male and the lower as
female, by the co-operation of which fire was gene-
rated. If this explanation is to be taken, the object
generated is the fire, which th? Vedic Indian
identified with Rudra, same as Siva of the later
mythology and the objects that gave birth to Iludra
cannot represent the hermaphroditic form of Rudra.
Hence, it is undoubted that the Linga and the
Yoni represent the Great Generative Principles
of the Universe, Purusha and Prakpiti. That
in its carlier stages Linga worship was purely
phallic can be established by means of a number
of Sanskrit texts from various works of autho-
rity.
The earliest references to the phallic worship
are, a8 we have seen above, to be found in the Jig-
References to Uéda, where the phallus is called
Linga worship.  (i(nadéva. When we coms to the
later or the puranic period the refercnces arc fuller
and more explicit. 1n the Markandeya-Purana there
occurs the following story : Markandéya says that
Rudra and Vishnu are the creators of the Universe
and they form the Ardbanarifvara aspect of the
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former deity. Here the allusion is to the Haryardha
formof Siva,in which the female generative principle
ig identified with Vishnu. That the male and the
female principles are inseparable and are ever
found together in cosmic evolution is the real
import of the Ardhanaridvara or Haryardha forms
of Biva ; the same idea is also conveyed in a brief
way by the symbols the liga and the yone. In the
Bhagavota-Purana (second skanda) Mahidéva is
described by Brahma as, ‘“the Parabrahman, the
lord of Sakti and éiva, who are the womb and
seed respectively of the universe, who, like a
spider, forms it in his sport, through the agency of
Sakti and Siva, (who are one with himself), pre-
serves and re-absorbs it.” The Linga-purana also
states that Pradhana (nature) is called the Linga
and Paramédvara is called the DLingin (the
sustainer of the Linga) amd that the pedestal
of the Linga is Mahddévi (Uma) and the Linga is
the visible Mah&évara. A more express allusion
to the generative power of the Linga and the yont,
the emblems of the Saiva cult, is found in the
Vishnu-purana, wherein we are told that Brahma
asked Rudra, born of his anger, to divide himself;
thereupon Rudra divided himself into two, a male
and a female portion. The epithet mahafépha in
Urddha-keko mahadepht nagnd vikrita lochanah

9



HINDU ICONQGRAFPHY.

ocourring in the Mahabharata is also worth noting
in this connection. A further quotation from the
same work is also to the point: “ And since,
standing aloft, he consumes the lives of men, and
aince he is fixed, and since his Linga is perpetually
fixed, he is called Sthanu . . . and when his Linga
remains continually in a state of chastity, and people
reverence it, this is agreeable to the great God Maba-
déva. The worshipper of the Liaga who shall adore
the image (vigraha) or the Linga of Mahad@va,
enjoys continually great prosperity. It isthe Linga,
raised up, which the rishis, gods, gandharvas and
apsarases worship;” and ‘' He whose seed is raised
up, whose Linga is raised up, who sleeps aloft, who
abides in the sky...... The Lord of the Linaga, the
lord of the suras (gods)......the lord of the seed, the
producer of the seed.” Sankarichirya in his
Saundaryalahari (verse 1) also says “ When Siva
is united with Sakti, he is able to create, otherwise
he is unable even to move,” The Kuvalayinanda
of Appayya Dikshita begins with “ We praise the
ancient pair, the parents of the universe; each is
the end attained by the penance of the other.” In
s work called Anandanubhava it iz stated that
Sakti is of the form of the pleasure derivable from
Guhya (the female organ) and that Siva is the
Linga; from the union of these two is the cause of
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the joy that is found in the universe.* Again, in
an inscription found in the Mysore State, the
following salutation to Siva and his Davi is
given.t “The only god, victorious is Siva, the

*yAsEASr gfn: e A 960
FNRgARITT TNIHLHROT |
toat 3T @ Ty A SeegnpH:
¥t @1 T fngEatg afpR: T
gepEed g AT T,
Rrfryd axfeesseAS Faw o
No. 242, Shikaripur Taluk, Shimoga Distriot, Mysore.
Other references to the phallie naturs of the lirga are :~—~
1. FHATE TR SVEITHT 4T WAL
w1 wEAT e fandiaaiza
foswreg WRTaegRT SeREfa gt 1
foxgfd: Rt sfesqaaait Rea: o

foF A RERTRIRTATAA T ST, 0
Lingapurana, ch. 100, Vv. 6 & 7.

2. @AW & st Rt STEr MR o
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form of all wisdom, and also Davi; whoss posses-
gion are the three worlds, unchangeable in the
universe, ever united, through whose union the
essenceé of all things is mingled, the seed from
which the world 18 born—do I reverence.” In the
Siva-Lifga-Pratishiha-vidhi, the author Aghori-
Sivacharys gives & manfra which runs thus:
Umayai bhaga-rapinyat linga-rupadharaya cha
Sankaraya namastubhyam........; and which means
I salute Umd who is in the form of bhaga and
Sankara is in the form of Linga. Wae learn from
the 8iddhantasgravali that the bringing about the
union of the pitha which is the symbol of Sakti and
the linnga, that of Siva, in accordance with the rules
laid down in Saiva sa.stras 18 c&lled pratishtha.* We

4. In markiog the lines (sutms) on tha surface of the
stons linga, it ig stated that the part marked out thua should
resemble the nut of the (human) linga :—

Similarly in desoribing the form of the pitha for the
Liaga, it i8 required to be made in the shape of the bhaga (the
human vudendum) r—

#ﬁmmﬁa mﬁgﬁnﬁﬁwmﬂwﬁ Totier-

AT WTERed fEETRTR 7 i
: Kimikigama.
*qid RRgARREaIERT: TRERT AG®: ...
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oan quote several such texts, but those already
given are more than ample to show the phallic
nature of linga worship. So much about the evi-
dences gathered from hterature. Let us now turn
our attention to sculptural evidences.

The earliest known Libgas, so far as we know
at present, are two; one comes from Bhita and is,
now preserved in the Lucknow Museum. It has
been described in a brief account contributed by
Mr. R. D. Baneriji to the Annual of the Director
General  of Archology for 1909—1910. About
this lZnge of Bhita Mr. Banerji writes, ** The top
of it is shaped as the bust of a male holding a vase
in his left hand, while the right is raised in the
abhaya mudra posture. DBelow this bust, where
the waist of the figure should have been, are four
human heads, one at each corner. From the mode
of dressing the hair and the large rings worn in
the lobes of the ears, it appears that these are the
busts of females. They are more or less defaced,
but still retain sufficient detail to admit of identifi-
cation. The upper part of the head of the male is
broken, only the portion below the nose being
extant. The male figure wears a cloth which 1is

thrown over the left shoulder, the folds being shown
by a double line running over the breast. The vase
held in the left hand resenbles to some extent, the
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ointment vessel found in the figures of Bodhisatvas
of the Giandhara school. The left ear of the male
figure bears the ciroular pendants, which may be
earrings. In front, immediately below the heads
of two females, the phalius iz marked by deeply
drawn lines. To the proper left of this is the
insoription to which I have already referred. The
lower part of the stone has been shaped as a tenon
to be fitted in a mortice.

“The inscription is in a good state of preser-
vation, and with the exception of the last three
letters, can be deciphered very easily.” 'I'he tran-
slation of the inscription is given by Mr. Banerji
a8 follows: “ The Linga of the sons of Khajahuti,
was dedicated by Nagasiri, the son of Vasathi.
May the deity be pleased.”*

From the description given by Mr. Banerji it is
evident that it is a Mukkalinga having five faces
corresponding to the Ifdna, Tatpurusha, Aghora,
Vamadava and Badysjata aspects of Siva. In the
description of Mukhalingas given elsewhere in this
book, it will be seen that the face representing Iana
should be on the top, while the other four should
face the east, south, west and north respectively.

* The text of this igl¥igion roads as followa ; Bhajakuti-
pubanam U3m]gs patithBpitd Vassghi-putina Naghwving prya-
ytalvs} dla}vaia. '
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The four faces on the four corners which are
believed by Mr. Banerji might be of females ars
really those of male figures. (See PL 1.)

The palaography of the inscription fonnd
engraved at the bottom of this Linga is its most
important feature, for, it enables ug to determine
the approximate age of this most interesting anti-
guarian object. With the help of the characters,
Mr. R.D. Banerji has correctly guessed the age of
the Linga to be the first century B.C.

The second most ancient Lifiga is the one
discovered by me at Gudimallam some years ago
and which has not been described in detail hitherto.
It is one of the most perfect pieces of sculpture
of its class and is of great value in connection with
the history and nature of the liniga worship.
Gudimallam is & village situated at a distance of
8ix miles to the north-east of Rénigunta, a railway
junction station on the Madras and Southern Maha-
ratta Railway. In this place, there is an ancient
temple with several inscriptions in it; the god of
that temple, the Lihga under consideration, is
known from ancient times by the name of Parafu-
ramé&évars and the linga is still in pfija. Being »
badly managed temple, scarcely any oil is spent
upon bathing the images, a fact which accounts for
the linga being in the same condition as when it
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was carved ; there is no oily dirt on it and the high
poligh is in no way lost ; but there are a few chips
here and there, and it is not known if they have
existed from the beginning or came into existence
at a later period. It is very probably the latter.
The linga is made of a reddish igneous rock, very
brittle and compact in its composition which takes
very high polish and which ig found in the Tirupati
hills which pass near the temple of ParaSuramas-
vara. The Linga is set directly on the fioor
of the central shrine and the pindikaé or the
pedestal is cut out in the form of a guadrangular
ridge on the ground; it is exactly five feet in
height and bears upon its front portion a beautiful
figure of Siva. This figure of Siva has two
arms, in the right one of which a ram is held by
its hind legs and with its head hanging down-
wards (see fig. 4, Pl. V); in the left one is held a
water-pot (fig. 3, Pl. V), and a battle-axe (parasu)
rests upon the left shoulder (fig. 2, PI. V). On the
head of the figure of Siva is a covering, resembling
a turban, of plaited,—not matfed,—hair (see
Pl III and fig. 9, PL. IV). The face is distinctly
Mongoloid in its features, with a somewhat snub
nose, high cheek-bones, narrow forehead and
oblique eyes. This last item agrees well with
Viripaksha (he with oblique eyes), one of the
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names of Siva. There are kundalas in the ears
(fig. 1, PL. 1V), the lobes of which are distended
s0 as to hang down as far as the shoulders;
on each of the upper-arns is a highly finished
ornamental band (aiigada) and on the forearms
five bracelets of different patterns (see figs. 2—T7,
PlL. 1V). Round the neck is to Dbe seen a neck-
lace of rare workmanship (tig. 8, Pi. IV); it
is noteworthy that there is no yajidpavite, the
Brahmanical sacred thread, which is insisted upon
in all Agamas. The inage wears a cloth on the
loins, which, frowm its sculpture, appears to be of a
very fine texture, for the thighs and the organ are
visible through it very distinctly. The creases and
simaller folds of the cloth running across the thighs
are very well executed, and the larger and heavier
folds flow down between the two legs.

The figure of Siva stands astride upon the
shoulders of a Rakshasa—the Apasmara-purusha—
who is sitting on the ground on his haunches and
supporting himself with his hands which are
planted on the ground ncar the feet. He too has
a sort of jatamakuta on his head and a hara of
beads round his neck. He is swarthy and burly in
the build of his body, possesses a pair of pointed
animal ears and is, withal, jolly and happy, as is
evidenced from the broad grin on his face.
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The Linga itself is composed of two parts, the
nut and the shaft of the membrum virile, each
of them shaped exactly like the original model,
in a state of erection. On Pl. II are given the
front, the side and the back views of the Linga, a
reference to which will enable the reader to form
an excellent idea of the exactitude with which the
sculptor has modelled this Linga in imitation of
the human phallus. The longitudinal facets on
the erect organ (arddhava-rétas) are also represens-
ed in this Linga.

There is a very close resemblance of the figure
of Siva on this Linga to that of a yaksha in the
Safichi Stapa, figured on page 36 of Grunwedel's
*“Buddhist Art in India " (translated by Gibson
ané Burgess); the face, the ear and the ear-orna-
ment, the arms and the ormaments thereon, the
necklace the details of the workmanship of these
jewels and the peculiar arrangement of the drapery,
particularly the big folds that descend between the
legs,~—all these are exactly alike both in the iinage
of Siva on the Linga at Gudimaliam and in the
picture of the Yaksha referred to above. The date
of the sculpture represented in the latter picture
has been fixed to be the second century B.C.x

* "143 Before Ohrlst- (cw) I’robnble date of Sannh!

gateways.” Grunwedel, p. 5.
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This naturally leads ns to the inference that the
image of Siva might also belong to the first century
at least of the Christian era, if not to a still earlier
period. Again, from the exact likeness of the Gudi-
mallam Linga to the human phallus, it is certain
that Linga worship was not of a mere symbol
(linga), nor of a simple pillar (sthapu), but is
beyond doubt phallic in its nature.* That this is
the real origin of Lifga worship even at the pre-
sent day i8 easily seen from the rules laid down in
the Agamas for making a Linga, as also from the
innumerable sculptures of Linga, found throughout
the length and breadth of India. (For an exhaus-
tive treatmnent of Linga, see the Chapter on
Lingas).

Because it is established to be phallic in its
nature, some may be inclined to consider Linga
worship obscene and immoral. There is nothing in
it to be ashamed of; the two great Generative
Principles of the Universe, Siva and Sakti, or
Purusha and Prakriti, the father and mother of all
creations, the energy and matter of the physical
scientist, 1s symbolised briefly in the form of the

* For a third ancient linga which ig also sculptured like
the human phsllus, sec fig. 1, Pl. V. It is set up in the
oentral shrine of the Siva Templo at Chennittalai, & village in
Central Travancore.
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linga and the yoni. For the past two thousand
years at least, the Hindus, males and females, have
been offering worship to this symbol of the Great
Architect of the Universe, without in the least
adverting to or fecling conscious of the so-called
obscenity of this pure symbol of the fatherhood and
motherhood of the supreme deity ; to them it is a
symbol and nothing more ; there is nothiny obscenc
in connection with its worship; the simplest and
the purest materials, such as water from a well
reserved for ceremonial purposes, flowers, Incense
and freshly cooked rice and calkes, are used in
the worship of the Linga. If there bc any the
slightest lack of cleanliness and purtty on the part
of the officiating priest, it would be passed over un-
noticed in a Vishou tewple; but never in a Siva
temple, where absolute punty and cleanhiness arc
rigorously demanded from the piyare. Thus, what-
ever might have been the original setting and the
uport of the symbolisi, at the present time they
are forgotten and lost; and the worship of the
Linga and the yoni, is absolutely' and thoroughly

* The attention of the reasdor may here be drawa toa
littla book entitled ' Primitive Symbolism ae illustrated in
Phallia Worship” by Hodder M. Waestrop, published by
Meears. Geo. Redvay in Londow. In thig, the author has
collected information abous tho oxistouce, in the past and
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free from even the remotest associations of any
kind of immorality or indecency.

The great antiquity of Siva worship is estab-
lished by a number of references in ancient inserip-
tions ; some of these references are given on page 8
of the (General Introduction in Volume I of this
publication.

Having considered at some length the history
and nature of Siva worship, I now proceed to a
systematic description of the various images of
Siva in the subsequent chapters.

present, of phallic worghip in sevaral countriea—Greeoa, Egyph,
Rome, Assyria, Ancient Amercia, &0, Linga wership or wor-
ship of Priapus, or fasctnum or Pripe-gala continued to exist,
aooording to Boudin, &ill tha 12th ocentnry A.D. in Germany,
Blavonia and France. In France a dooumsent entitled Sacsrdo-
tal Judgmenis on Orimes, ol the 8th century A.Dis gaid to
contain the following: " If any one performs enabantments
befora the fascinum, let him do penance on bread and water
during three lanta.”
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IVA is worshipped in & number of anthro-
pomorphic forms, as also in the symbol of
Lifga. The more common representation is the
latter. As has been said already, the chief image in
tthe centra! shrine of a Siva temple, is, in =& large
majority of instances, the Linga. Very rarely do we
meet with anthropomorphic images of Siva in the
central shrines, and where they are seen, as in
some temples of the Pallava period in South India,
they occupy a position subordinate to the Tinga.
Lingas are broadly divided into two classes,
namely, the chala-lingas and the achala-lingas,
that is, the moveable and the immoveable Lingas.
To the latter class belong the large and heavy stone
Lifgas which are permanently set up in the central
shrines of Siva temples. A description of the
different varieties of the chala-lingas, had better
be given first before proceeding to deal with the
important class of achala-lingas.
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The chala-lingas are divided info myrinmaya
(those made of earth), haja (of
I biea. Wetals), ratngja (of precious
stones), daruja {of wood), lailaja
{of stone) and kshanika lingas, (those made for the
ocoasion and disposed of immedi-
Lo Hlamays  gioly their use is over). The
mrigmaya lingas may be of baked
or unbaked olay. For making an unbaked clay
linga it in stated in the Kamikagama that white
clay, gathered from pure places, such as the tops
of hills and banks of rivers, should be mixed with
milk, curds, ghee, a8 also the fiours of wheat and
barley, the barks of milky trees, powdered sandal
paste, mercury, etc., and the whole mass is then
well mixed up and kneaded and kept for a fortnight
or, at the most, a month. The liniga is then shaped
according to the instructions given in the dgamas
for that purpose. The baked clay linga is used for
abhicharika purposes; that is, for incantations such
a8 those made to bring about the destruction of an
enemy.
The lohaja lingas may be made of the follow-
The Lohaia D8 eight metals, namely, gold,
Lingas and the gilver, copper, bell-metal, iron, lead,
Ratoajs Lingas. . ..
brase and tin, SBimilarly, the raina-

ja-lingas may be carved in pearls, coral, oat’s-eye
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(vaidirya) quartz crystal, topaz (pushyaraga),
emerald and bluestone; that is, the ratnas or
precious stomes employed in making linigas are
seven in pumber. The Daruja lifigas are made of
the timber of the fami, madhitka,
karpikdra, mandika, tinduka,
arjuna, pippala, and udumbara trees; besides
these, the timber of all such trees as have
barks which exude » milky latex when cut, is also
mentioned as good for making lingas; one such
tree is the jack and i is very largely employed in
the Malabar Coast for carving very fine specimens
of images. The Kamikigama adds many more
trees, puch as the khadira, the chandana, the sila,
the bilva, the dadara and the dévadary, the timber
of which is also fit for making

Lg‘;:,_“““i‘ lingas. The stone lingas included
in the class of chala-lingas are

perhaps those small ones which are worn on the
person by the people of the sect of Saivas known
as the Jangamas, Lifgavantas or Lingiyats, or
Vira Saivas. The kshanika-lingas are those that
The Kshanike &re made then and there for pija
Lingss. and are, after the piija is over,
cast away. They may be made of saikatam
(sand), uncooked rice, cooked rice, river-side clay,
oow-dung, butter, rudraksha seeds, sandal paste,

The Darujs
Lingas.
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kitrcha grass, flowers, jaggery, and flour. It issaid

that worshipping a linge made of
ﬁ%?ﬁ% gold grants wealth (§ripradam) *;

one of uncooked rice, vibhava ; 8
linga made of cooked rice, grants the worshipper
plenty of food ; a linga made of clay gathered from
river banks, grants landed estates; of cow-dung,
removes all disease ; of butter, gives one a jovial
temper; of Rudraksha seeds, grants knowledge;
one of sandsl paste, is prescribed for those who
desire saubhagya, while that of kiircha grass for
seekers after soul-liberation; a linge composed of
flowers grants long life; one made of jaggery con-
fers all desired ends and that made of flour strength.

* In whe Uttara-kanda of the Rimayana it is stated that
wherover Ravana went, he ecarried with him a golden linga for
big worship: placing thab linga in the midst of & pedestal of
sand, Rivana made piifé fo It with incense and flowers of fine
smell (yalra yaira chas ypalisma Ravand rikshasébvara
jambiinadamayam hagam sthapya Rivasah archaydmisa
gandhaiichamyita gandhibhik), The oommentator remarks
" that the golden lifipa was intended for constant worship. He
worshipped it from the desire of sovereignty. For itie pre.
soribed in the Tantras that & golden linga should be worshippad
when any one desires sovereignty. (Tal -lingam jambunads-
mayam nitya-pija likgam aisvarya kiamandya hi tal-linga-
piisi Ravanasya asévarya kdmasyo sauvarga-linga-pisayasian-
tréshiikiah.)
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It is further stated that the lingas made of
metals, precious stones ete., shounld have only
the p#ja-bhaga or the portion which is projecting
above the pedestal in achala-lingas, together with
the pindika or the pedestal ; in other words, these
lingas need not be msde with the Brakmabhaga
and the Vishinu-bhaga and then set up in a separate
pindika ; the pindika and that portion of the linga
which is to be visible and which is known by the
namo of the Rudra-bhaga are to be either carved
out of a single block of precious stone or cast in
metals. No rules need be observed, as in the case
of achala-lingas in shaping the chala-lingas and
they need not bear on them the lines that are
required to be marked on the ackala-lingas.

The achala or sthavara-lingas are, according

The Achala or b0 the Suprabhédagama, classified
BthaveraLlingss. ynder nine heads, namely, the
Svayambhuva, the Pirva (or Purins), the Daivata,
the Ganapatya, the Asura, the Sura, the Arsha, the
Rakshsasa, the Manusha, and the Bana lingus.* Of

*The Manasara has another clazeifieation secording to which
the achala-lingas are of sixkinds, namely, Saivalinga, Pasupatm-
Litign, EKilimukha-Linga, Vama-Lings, Bhairava-Lidiga and
a varieby which is not mentioned ; but it gives no desoription of
any of these lingas. fBWTATY wpEegd wdsgar | O
qgus W srenrjegaTRng | v Sk Yy fawadg Wl t
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these, the Svayambhuva, are said to belong to the
Theirclareifica. ¥itamdttama(most superior) variety

of lihgas; those belonging to the
Daivata and the Ganapatya olasses, are of the
Uttamamadhyama (middling superior) varisty ;
whereas the Asura, the Sura and the Arsha liigas
belong to the uttamadhama (lowest among the
superior) variety. The Manushalingas belong to the
madhyamadhama (middling among the inferior)
variety.

The Makutagama recognises only four classes
of sthira-lingas, namely, the Daivika, tho Arshaka,
the Ganapa, and the Manusha lifgas, whereas the
most authoritative of all the Saiva Agamas, the
Kamikagama states that the sthavara-lingas are
divided into six classes, the Svayambhuva, the
Daivika, the Arshaka, the Ginapatya, the Manusha
and the Bana lingas. Though there is apparent
diversity among the statements of the various
Agamas in the classification of the sthavara lifigas,
practically there is no difference at all in them ;
some of them include the minor varietios under the
major heads and swell the list, while others are
somewha$ more rigorous in keeping apart the major
and the minor divisions among the sthavara lingas.

The Svayambhuva Linga is desoribed in the
Kamikagama as one which rose up and came in

80



LINGAS.

into existence by itself and had existed from tims
immemorial. As euch, even if
these are slightly dsmaged by
causes such as fire, wild elephants,
inundation or encroachment of rivers, enemies of
religion like the Tulushkas, * madmen or men
possessed by devils, they need no re-setting up
(jirnoddhara). If anything at all is necessary, it

*While commenting on the word ripsvak, Nigamajiidna-
dava, son of Vamadavesivacharys gays, ripavah fatruvastulush-
kidays : Vimaddva was a oontemporary and protege of a king
oatled énmbhunriya. There are three or four Sambhu-
vardyas, (that is, members of a dynasty of chiefa who atyled
themselves Sambhuvariyas), of whom the Sambhuvariya,
the patron of Vamadava seems to be Rajanarayana Ssmbhu-
varayar, whose initial date is A, D. 1322.23, In one
of the ingeriptions discovered by me a$ Tiruvamittir and
whioh is dated 1835-6 A.D., it ia said that the Tarukkar
invaded some time previously and caused ruin to the country
and that the piisa in the Sive temple at Tiruvamattar was
sngpendad for want of funds and that Rajanariyana §nmbhu-
vardyar granted some lands and money bo revive the pias.
This Rajandriyans consiructed a gdpura in the Arupacha-
l&dvara temple at Tirnvanpamalsi; sitting in bthis gopura,
Vamaddva wrobe the original and oommentary of the Jirnad-
dhira dadaka. Henos, the invasion and havoe caused to the
temples by the Musgalmans under Malik Eafur, the genaral of
Alla-ud-diti Khilji, were fresh in the mind of the author who,
therafore, includes in the term ripavak, the Tulushkas,
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is but a few ceremonials that might be done to
purify the lihgs from pollution. If a portion of the
Svayambhuva Linga is broken, the broken part is
required, if possible, to be bound with the main part
with bands of gold or copper; if however, the damage
i such as to prevent the pieces being bound together
the broken part may be thrown away. If, however,
a Svayambhuva Linga is, by some cause or other,
completely removed from its setting and thrown
out, the event would cause the king his destruc-
tion as also of his kingdom, perhaps because he
and his officers, responsible for the safety of such
objects of hoary antiquity, were negligent in their
duty. Infact, a Svayambhuva Lingais considered
so sacred that it is above all the rules laid down in
the Agamas for the other classes of Lingas. If
such indeed be the superiority of the Svayambhuva
Lingas over others, it is no wonder that every
village claims the Svayambhuva nature for the
Linga set up in its temple. Sixty-eight places,
which are situated in various parts of India, are
said to possess Svayambhuva Lingas and a list
of these places, is given in the commentary on his
Jirndddhara-dabakam by Nigamajfidnadeva of
Vyaghrapura, son of Vamadevafivacharya.”

* The sixty-eight pinces wherein Bvayambbuve Lingas
are gaid to be found are:—
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The Daivika Lingas are recognised, according
to the Makutagama, by their

Ths Daivika
characteristic shapes. They may
No. Place. Name of the deity.
!
1 | Varapasi Mahidéva.
2 | Prayaga Mah@dvars.
8 | Naimida Davadavads.
4 | Gayd . | Prapitamaha.
& i Kurukshdtra Bthéano,
5-¢ | Prabhassa Sadibbishana.
6 { Poshkara Ajogandha.
7 | Vimaldévara . | Vidva.
B8 | Attahass . | Mahanada,
9 | Mahdndra .. | Mahavraia,
i0 | Ujjayini . | Mahdkala.
11 | Mahakate . | Mahotkata,
12 | Sadkokarps .. | Mahatajas.
13 | Gokarna . | Mshabals.,
14 | Rudrakoti . | Mahayogi.
15 | Mahalifigsthala Tdvara.
16 | Harshaks . | Harsbaka.
17 | Visvamadhya Mahédvara.
18 | Kadira . | T4ana.
19 | Himalaya ... | Budrarudra,
20 | Bvarpikshe Sabasrikiha.
21 | Vidveda . | Vyishabhadhvaja.
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be of the shape of a flame or resemble a pair of

No. Plaos. Name of the deity.
92 | Bhadravata Bhadra.
23 | Bhairava .«. | Bhairava.
24 | Kanakhiala .. | Rudra.
25 | Bhadrakarna .o - Sadidiva,
% | Dévadiruvaos .. | Dengi.
27 | Kurnjéogals g Chandada.
28 | Trieandhi . | Ordbvarétas.
29 | Jingala .. | Kaparddi,
30 | Bkagrama (7) I Krittiviona.
81 | Mritakddvara ++. | Bikahma.
32 | Ralfijara [ Nilskanths.
33 | Vimalsévars ... | Srikantha,
84 | Siddhaévara . | Dhvani,
85 | Mritakésvara . | Géyatri.
36 | K&dmira Vijaya.
37 | Makufaivara . | Jayants.
38 [ Kritadvara .-- | Bhasmakiya.
39 | Kailasgohals . | Kirata.
40 | Vrisbasthina Yamalinga.
41 | Karavira Kritalings.
42 | Trizandhki (7 . | Tryambaka.
:!é!m Virajd Trildohana.
449' Dipta Mahédvara.
Pajupati.
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handa held in the a#ijali pose ; they may have rough

No. Pinoe, Name of the dsity.
46 | Kirohana «e- | Lakuli,

47 | Ambika . | UmApati,

48 | QGangaefgara .o | Amara.

49 | HariSohandra, . | Hara,

50 | Mahédvara Omkara.

51 | Kuruchandra . | Sankara.

52 | Vamadvara . | Tatila,

58 | Makulédvars Bandruti.

54 | Saptagddavara . | Bhima,

55 | Nagaraivara Svayambhi.
56 | Jaladvara . | Triddli.

57 | Kailasa . | Tripuréntaka.
68 | Karnikara . | Gajadbhyaksha.
59 | Kailgsa (?) «s | Ganadbipa.
60 | Hémakita ... | Virapiksha.
61 | Gandhamadana ..- | Bhirbhava.
623 | Himasthana Gangadhara,
63 | Badabimukbs {Daale. i @)
64 | Vindhyaparvata . | Vardha.

65 | Kotitirtha «- | Ugra.

66 | Ishfikapurs (in Lanka?), | Varishta.

687 | Patils . . | Hatakadvara.
68 | Lingédvara v | Varada,

69 | Gajapriva . | Jalaliniga,
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exterior with elevations and depressions, deep
hollows and scars resembling fanka (chisel) and
$ula (trident). The Daivika Lingas do not possess
the brahma or the parsvasiiras.
The Ganapa-lingas are those that are believed
to have been set by Ganas. They are of the shape
The Ganapa  of the fruits of cucumber, citron,
Lingas and the <
Arsha Lingas, wood-apple or palm. The Arsha
Lifigas are those set up and worshipped by Rishis;
they are spheroidal in shape, with the top portion
less broad than the lower portion ; in other words,
they are like an unhusked cocoannt fruit. Both
the Ganapa lingas and the Arsha lingas, like the
Daivika lingas, are without the brehma-sitras. The
Kiranagama informs us that the Svayambhuva, the
Arsha and the Daivika lifigas have no shape (ripa)
and no measurements (mana) and are recognised
only by tbeir respective shapes.
The largest number of the achala or the
The Manushs 3tRAvara lingas, are of the class of
Lingas. Manusha lingas. As the name
indicates, this class of lingas consists of those set
up by human hands. They are sculptured in accord-
ance with the rules definitely laid down in the
Agamas and consist of ten classes. The measure-
ment of the Manusha Lingas depend upon any one
of the following, namely, the height of door-way of

86



LINGAS.

the central shrine, the length of one side of the
central shrine (which is generally cubical in shape)
or the natural unit, the kasta or the cubit. The
Manusha lingas are made up of three parts, namely,
the lowest which is square in section and is known
as the Brahma-bhaga, the middle of octagonal
section, known as the Vishnubhags and the top-
most, of generally circular section, known as the
Rudrabhaga ; the lengths of these parts vary with
the different classes of lingas, On the Rudrabhsiga
of all Manusha lingas are carved certain lines
called brahma sitras, and the tops of the lingas
technically known as §irovaritana are fashioned in
a number of forms; the rules for tracing the
brahma-sutras and for making the %rdvaritanas
will be described in a subsequent portion of this
chapter.
The lingas whose measurements depend upon
Lensths of the the length of the side of the central
8arvedesikaLin- sghrine are called the Sarvadedika
se lingas ; different proportions which
are fractions such as three-fifths, five-ninths, or
half, of the length or breadth of the central shrine
are prescribed for the lengths of the lingas, which
are further classed under uttama, madhyama and
adhama or the superior, the middling and the
inferior varieties.
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The second class of the Manusha lidgas is

Of Barvasams Colled the Sarvasama linga. 1t is

e also called Sarvatobhadra in the
Mayamata and the Kamikagama.

In the Sarvasama® class of lidgas the brahma-
bhaga, the Vishnubhiga and the

mﬁ;‘-ﬂ‘,’:_‘“' Rudrabhéga are equal in length;
whereas in the clags known as the

Varddhamana linga,t which is also known, accord-
ing to the Siddhantasirdvali, as the Surddhya
linga, the proportion of the Brahmabhaga, the
Vishnubhaga and the Rudrabhaga are as 4, 5, 6 or
5 6, 7, or 6, 7, 8 or 7, 8, 9. Of these the
proportion 4, 5, 6 is prescribed for Bralmanas and
the other three for the Kshatriyas, the Vaidyas
and the Sadras respectively, The
lengths of the Brahmabhaga etc.,
in the Saivadhika! lingas are ac-
cording to the Kamikagama, the Karanagama and
the Mayamata are 7, 7, 8 or 5, 5, 6 or 4, 4,5
or 3, 3, 4, respectively ; and are meant for the four
caster respectively beginning with the Brahmanas.

Of Beivadhika
Lingas.

* Literally 'all-equai’.
t Literally ‘of asoending order of lengihs.’
t Literally * with the Saiva part of larger isngth.'
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of 8vastika Lhis class appears to be the same
Lingas. as the Anadbya linga of the Sid-
dhantasaravali. The proportion of the lengths of
the Brahmabhaga and other parts in the Svastika
linga, is given in the Kamikagama and the Maya-
mata a8 2,3, 4 respectively. In the class known

Of Trairasika a8 the Trairidika or Traibhagika
Lingas. lingas, the lengths of the various
parts are given as follows: dividing the whole length
of the linga into nine equal parts, the periphery of
the Brahmabhaga should be equal to eight of these
parts, that of the Vishnubhaga seven and that of
the Rudrabhaga six. It should be noted here that
the diameter of the liniga is not given and we have to
deduce it from the periphery; supposing thatthe total
length of the liiiga is nine feet, the length of each
division is one foot. If, as we have already said, the
periphery of the square section of the draimabhaga
is eight times one division, the length of a side of the
square will be two feet. The same is the length of
the diameter of the octagon and the circle inseribed
in this square. Mathematically the proportions of
the periphery of the square, and the octagon and the
circle inscribed in it are approximately 8, 6.624*

* By, 16 tan 22'6° and 20r, respectively where r=the
radius of the circular Rudrabbaga, which we have assumed
to be=1.
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and 6.3 times one division. (See fig. 1, Pl VIL)
Thus there is a slight discrepancy between the
proportions 1aid down in the Agamas and those
obtained mathematically. All the works, such as
the Kamikagama, the Karanagama, the Suprae-
bhédagama and the Mayamata are uniform in giving

of the Adbys the same proportions to the three
Lings. parts of the Trairadika-linga. There
is yet one more class of lingas, the Adhya-linga of
the Siddhantasariveli : the lengths of the Brahma-
bhaga, the Vishnubhaga and the Sivabhaga of this
variety sre given as 84, 8 and 73 respectively. So
far about the lengthg of the various classes of
lingas. I shall now proceed to the genersl rule
regarding the width of lingas.

The Siddhantasaravali lays down the follow-
Widihs of iilg rule for fixing the widths of the
Lingss. Adhya, the Anadhya, the Surédhya
and the Barvassma lifigas : divide the total length
of the liiga into sixteen equal parts; the width of
the Adhya liniga should be six of these paris; that of
the Anadhya linga, five; that of the Surddhya lifiga,
four ; and lastly of the Sarvasama lifiga, five ; the
width of the three parts having the square section,
the octagonal section and the circular section
of the linga is obviously the same throughout.
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The Mayamata gives the widths of the various
lingas in greater detail.

The central shrines of Hindu temples are
roughly divided acoording to their ground plans
and superstructure into three classes, namely, the
Nagara, the Dravida, and the Vasara classes.

The width of the linga to be set up in the
central shrine of the Nagara variety

Ligte 8% s given in the Mayamata as
follows: divide the total length of

the linga, (which itself depends upon the length of
one side of the central shrine),* into sixteen equal
parts: the widths of the linga that is to be set up
in it might be 5, 4 or 3 of these parts. The one
with a width of five parts is known as the Jayada

* The osntral shrines of =il Siva temples are square in
pian. The langth of the adhamadhoma or the most inferior
ithga thet might be get up in the Nagara type of central shrina
ig .5 of the langth of one side of the central shrica and thad
of tbe Utiamditama or the most superior linga is .6. Between
these two extreme limits are seven varieties of linggs, the
adhama-madhyama, adhamditama ; madhyamidhama, madh-
yama-madhyoma, madhyamditama ; uitamadhama and uttama-
madhyama ; thess have lengihs obiained by adding a seventh
pars of the difference in length betwean the uttamdliama snd
the adhamiadhama varietias, whish in the case of thse Nigara
temples ia .1.
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or the viotory-bestowing variety ; that with s width
of four parts is of the Paush{ika or the strength-
bestowing variety and that of a width of three
parts, the Sarvakamiia or the all-desires-bestowing
variety.

In the oase of the lifigas to be set up in the

of Dravida Dravida form of central shrines,
Lingas. the following rule gives their
widths: divide the total length of the linge* into
twenty-one equal parts : the linga whose width is six
of these parts is called the Jayada linga; that
whose width is five parts is Paushiika and that
whose width is four parts is Sarvakamika.

The Jayada, Paushitha and Sarvakimika
lingas set up in the Vasara olass of
central shrines have the following
proportions : if the total length of the lngat is

O0f Vesara
Lingaas.

¥ The length of the Uitamdiiama clasa of the linga vet up
in the Dravida temple iz 13/21, part of the lsngth of one side
of the central sbrive ; that of the adhamadhama is 10/21 and
the difference ia 8/21 or 1/7. Dividing this differenocs inte
seven egual parte and addiog ome, two, ete., of these Iatter
smaller parts to the length of the adhamiadhama lbinga we
obtaln #he seven varieties of lingas of intermedinte lengths.

t The lengtb of ths Dtiamatiama lisga of the Vésara type
of the garbha-griha is 16/25 of the side of the central phrina; that
of the adhamédhama, 18/25 and the diffarence in $heir langths
in 8/28 ; this difference is divided into seven equal parts; by the
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LINGAS.

divided into twenty-five equal parts, the width of
the Jayada linga is eight parte; that of the
Poushiika, seven parts; and of the Sarvakamika,
BiX parts.

A few of the lingas described above are drawn
to scale and are reproduced on Pl VI ; it might ba
noticed that they have different types of tops, some
resembling a half-moon ; some, the top of an
umbrella and others, shaped like the egg. The
process of rounding of these tops is technically
known as the making of the &irdvarifana. Minutbe
rules are laid down for producing the various tops,

about which it is necessary to give here a brief
account.

The tops of lingas are of several kinds, the most

The tops of  important of which are five, aceord-

Lingas. ing to the Mayamaia, and four
according to the 8iddhaniasaravali. They are
named vrespectively chhatrakara, {ripushdkara,
kukkutandakara, arddha-chandrakara and bud-
buda-sadride meaning the umbrella-shaped, the cu-
cumber-shaped, the egg-shaped, the half-moon-
shaped and the bubble-like respectively. The
lagt named variety has been omitted by the
Siddhantasaravali, probably because its author is

addition of one, two, ate., of thess amaller parts to the adkama-
dhama varieby we gab saven lsngas of intermediate longihs.
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inclined to include it in the arddha-chandrakara
clags. These different forms represent different
oonic sections and the rules relating to their
formation are of greater interest to the mathemati-
cian than to the iconographer; they are of great
use te the sculptor. These rules would help an
investigation into the various curves known to the
Hindus and furnish some materials for the study of
the History of Hindu mathematics. As these
rules are extremely minute and are not quite easy
to understand they have been omitted here ; but the
original texts have been inserted in the appendix
for the benefit of those who can make any use of
them.

There is yet one more detail in the making of
a linga, without which the lnga
does not become complete and fit
for worship; it is the tracing of certain lines known
a8 the brakma-sitéras on the linga. Two vertical
lines are engraved on the surface of the Rudrabhaga
(or the pijadbhaga, as it is often referred to in the
Agamas). The length of these lines* should be, ac-
cording to the Siddhantasaravali, determined by the

PBrahma-sutras.

* These lines are called by the name of lzkshandddhirana
in Mayamata ; manirakhd, pirdva-siitrd, eoto., are also other
nawes of thess.
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following rule : divide the length of the pijabdhaga
of the linga into three equal parts: divide further
the two lower parts into eight equal divisions : now
the distance between the two parallel verfical lines
should be one of these smaller divisions; the thick-
ness and depths of the lines, should be one-ninth
of this division : two lines are to be traced, one on
either side, which should begin from near the tops
of the vertical lines, descend sloping down and
removed farther and farther from the central
double parallel lines until they reach a distance
which ig two divisions from the lowest portion of
the puyabhaga ; then the two sloping side-lines,
(paréva siitras), should be traced in a horizontal
plane 8o as to meet each other at the back. (See
fig. 1, Pl. VI, PL. VII and fig. 1, Pl. X). The two
central vertical parallel lines should be joined at
their tops by a curved line whose curvature should
resemnble that of the top or (§iras) of the linga.
Among the Manusha-lingas are included five
more varieties, namely, the Ash-
“ﬂ‘iﬁg"’““" tottara-$ata-linga, the Sahasra-
linga, the Dhara-linga, the Sai-
véshtyalinga and the Mukha linga. Of these, the
first, the ashiottare-$ata-linga or the 108 minia.
ture linigas are required to be carved on the piija-
bkaga of the Surédhya linnga. They are produced
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by cutting four equidistant horizontal deep lines
on the surface of the pujabkaga ; ab right angles to
these and parallel to the axis of the lifiga are to be
carved twenty-seven deep lines. The portions of
the surface of the main lnga formed by the inter-
section of the vertical and horizontal lines are
small oblongular blocks, which are later on shaped
into the form of the pijabdhaga of the ordinary
lingas by rounding the sides and the top. Thus
are formed a hundred and eight lingas (practically
half-lingas) attached on the back to the main lisiga
(See fig. 2, Pl. VII, and fig. 1, Pl. VIII).
The Sahasra-linga is obtained in exactly the
gsame manner as the askidtiara-
L Bsbasta  jgtg.linga. The carving of the
thousand and one lingas should be
done on the surface of the pitjabhaga of an Adhya-
linga. In the case of the Sahasra-linga the hori-
zontal lines are eleven and the vertical lines ninety-
nine (See fig. 2, Pl. VIII).
The Dhara-lingas are lingas, the pujablaga
of which has round it vertical
Liit-:.. Dhars flyted facets ranging from five to
sixty-four in number, The Supra-
bhedagama prescribes 5, 7, 8, 12, 16, 20, 24 and 28
facets for Dhara lingas, while the Karanagame
mentions only 16 facets. But the Mayamaia lays

98



i PR
«
" ~ ,
‘ -
| i - ..s
[l =l - i X o e

Fig. 2. Sahaara-liaga : Stons: Tiruvorgiyar.







PLATE 1X,

1To face page 97.]

Fig. 2. Mukhalinea :cStone.

Ctana -

Al Vel s -

e






LINGAS.

down the rule that the number of facets in the
Brahmabhdga, the Vishpubhaga and the Rudra-
bhaga should be either 4, 8 and 16; 8, 16 and 32;
or 16, 32 and 64 respectively. The text of the
Kamikagama is corrupt and hence what rule it
lays down on this point is unintelligible. The
Dhraralingas should be made out of the Sarvasama
lingas.

The Mukhaliniga iz one of the varieties of
Manusha-lingas and is distinguish-
ed from all other lingas in that it
bears one or more human faces soulptured on it.
Regarding the making of a Mukhalinga all the
Agamas and Tantras have detailed descriptions.
The substance of these is that a Mukhalinga should
be made on the pijabhiga of the Sarvasama-linga
and that it might have one, two, three, four or five
faces corresponding to the five aspects, Vamadava,
Tatpurusha, Aghora, Sadydjata and Isana, of Siva.
If the central shrine has only one door-way in its
front or the east side, there should be carved only
one face and that on the front side of the linga
facing the door-way (See fig. 1, Pl IX); if it has
two door-ways one in front and the other at the
back of the central shrine, that is, on the eastern and
western sides, there should be two faces carved on
the front and back of the li7iga ; there should be three

The Mukhalinga.
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faces on the linga, if there are three door-ways, that
is, on all sides except the west (See fig. 2, PLIX);if,
lagtly, there are four doorways, there should be four
faces or five ; in the former case, the faces are turn-
ed in the four directions of the quarters; in the
latter case, in addition to the four faces, there is to
be one on the top of the linga and facing the east.
The Téana aspect of Siva is represented by the face
on the top of the linga; the Tatpurusha, by that
facing the east, the Aghora, by that facing the
south ; the Sadysjata, by that facing the west and
the Vamadéva, by that facing the north. In the
case of the four faces carved on the four sides of
the Mukhalifiga they should be attached to bodies
which ought to be represcnted only as far as the
chest (stana-siitra) (See fig. 3, PLl. VII, Pl. XT and
Fig. 2, Pl X). Each of these figures should have
only one pair of arms and be fashioned in all other
respects in conformity with the rules laid down for
the making of images.

From the descriptions of the Manusha liigas
given above, it 18 easily seen that the symbol repre-
sents a phallic emblem, of which the part project-
ing above the pitha is the representation of the
memtrum virtle and the bralmasutra wmakes of
the nut from the shaft and the rounded top com-
pletes its likeness to the human phallus. The
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LINGAS.

Bralurabhiga and the Vishnubhaga are only de-
signed to fix the lnga firmly in the pedestal. Of
the corponent parts of the pitha, that slab of stone
with a squarc hole, in which the square portion of
tho linga fits in and which forms the lower
member of the pithae, prevents its rotation. The
second slab with an cctagonal hole in it and which
is the second or upper wneiuber of the pitha restricts
the vertical motion of the {iga.

Lingas arc almost always set up in pedestals
known uas the pindikas or pithas,
These way be syuare, oblongular,
vetogonal, clongated octagon, hexagon, elongated

Forms of the Dexagon, duodecagon, elongated
plans of pithas.  gy0decagon, 16 sided, regular or
clongated, circalar, elliptical, triangular and semi-
mrcular in plan 1 Ina square pe,tka, which is Ishe

Pithas.

{1). The Mcma.sam la.ys down the rule that the furm of
the pifha that should be used in the Nigara, Dravida and Vasars
forms of vimdnas (oentral shrines) is the nagare, dravida and
pesara respectively and it delines that the ndgara pitha is aquars;
thodrivida pitha,ootagonul and the vesarapitha oireular in plan.

FATY AR Ry arndT 7 |
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one commonly met with, the length
-i;ﬁaengun:ifof (he of one side of it may be twice
pithas. the length of the piyabhaga, or
equal to the total length of the lnga ; in other
words two-thirds of or equal to the total length of
the linnga. The pitha, the length of whose side is
equal to the total length of the linga is said to
belong to the Utiamottama class and that whose
gide is equal to two-thirds the total length of the
linga, adhamadhama. Dividing the total length
of the linga into twenty-four equal parts, the
following classification of the pithas is obtained.

Adhamalibama pitha’s pide 16 parts.
Adhamamadbyama ,, " 17
Adhamaitame " " 8
Madbyamadhama . . 19
Madbyamamadhyama ,, - 20
Madhyamotiama o " 21 "
Uttamiadhoma " " 22
Uttamamadhyvama " 23 "
Uttamohtama ) " 24 .

Or, dividing the total length of the Lnga into
32 parts, the nine above-mentioned varieties are
obtained by taking the same number of parts as in
the above case; then the Utteamdttama variety of
pitha has a side whose length is, three-fourths of
the total length of the liiiga and the adhamadhama
variety, one-half of the total length of the linga.
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LINGAS.

The length of a side of the pitka may also be
equal to three times the diameter of the linga or
equal to the periphery of the piyabhiga or equal
to the periphery of the Vishpubhaga.

The height of the pithe may come up as far

a8 the upper end of the Vishnu-
thfg';b}';:ig“ °f bhaga of the lifnga; or it might

cover up the pujabhaga toa height
equal to a quarter or even half the height of the
Vishnubhaga. These pithas are made of one, two
or three slabs of stones placed one over another
and they are shaped with various kinds of orna-
mental mouldings which are arranged in tiers one
over another. They are named according to the
number and form of the different
kinds of mouldings as Bhadrapi-
tha, Mahambuja-P., Srikara-P., Vikara-P., Maha-
vajra-P., Saumyaka-P., Srikamya-P,, Chandra-P.,
and Vajra-P. The various items of the mould-
ings are known as upana, jagait, kumuda, padma,
kampa, kanptha, pattika, nimnme and ghritavari.
Drawings made to scale of a few of the pithas are
given on Pl. XII. The upper surface of the pitha

from which the pijabhaga of the
wiials or, B linga juts out is so shaped as to

allow a free flow of water towards
the water spount, which is generally found attached

Kinds of pithas.
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to the side of the pitha on the left of the linga, as the
worshipper faces it. (See the plan and section
of a pitha reproduced on Pl XII). The length
of this water spout or water-course which is known
in Sanskrit as the nala, as also its width at its
origin, 1s required to be one-third or one-fourth
of the length of the side of the pitha, and its breadth
ab the free end, three-fourths of its breadth at the
origin. The side view of the nala should be like the
lip of an elephant. (See the end elcvation at C.D.,
PL X11).

The linga should be made out of pum-éila or
the male stone, while the pindika or pitha of stri-
éila or female stone. A very elaborate dissertation
on the male, the female or the neuter nature of
stones, timber, and other objects, 15 given in all
agamas, but it is perhaps unnecessary o detail
their descriptions here.
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LINGODBHAVAMURTI AND CHANDRA-
SEKHARAMURTIL.

AVING described the various forms of lingas,

let me now proceed to a description of the
Lingodbhavamirti. This is one of the common
icong in Southern India, which according to the
Agamas is required to be placed in the niche in the
western wall of the garbha-griha or the central
shrine. Siva is said to have appeared in the form
of a blazing pillar of immeasurable size to quell the
pride of Brahma and Vishnu. The story, which is
almost identically given in the Linga-purana, the
Karma-purana, the Vayu-purana and the Siva-
purana, runs as follows :—Vishnu at the end of a
kalpa was slumbering on the deep abyss of waters;
a great illumination occurred then near Vishnu and
from it emerged Brahma. Brahma saw before him
another parson Vishnu ; Brahmd approached Vishnn
and introduced himseli to Vishnu as the oreator
of the whole universe and demanded of Vishnu
who he was ; towhich Vishnu replied that he was
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also the architect of the universe. Brahma could
not brook the statement of Vishou and a quarrel
ensuad between them both. At this juncture there
appeared s linga resembling the great cosmic fire,
with hundreds of tongues of flames blazing out of it.

Instead of quarrelling with each other Brahma and

Vishnu set about to find out the top and boftom res-

pectively of this huge mass of fire, for which pur-
pose the former assumed the form of a swan (hasa)
and flew up in the air; while the latter fook the
form of a boar and burrowed down into the earth.
The attempt of these two gods to discover the
reality and measure of this fiery pillar proved futile.
They then came to realise that there certainly was
something far greater than themselves ; whose top
or bottom they could not find out : thus humiliated

they approached this pillar of fire and began to

praise it. Pleased with their prayers Siva mani-
fested himself to them in the body of this fiery linga
with a thousand arms and legs, with the sun, the
moon and the fire as his three eyes, bearing the bow
called the pinaka, clad in the hide of an elephant,
carrying the ¢ridiila, wearing the yajfispavita made
of snakes and with a voice resembling the rum-
bling of the clouds or the noise of the drum,
addressed Brahma ard Vishnu thus:—* You both
are born from me, Brahms having come from my
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right loin and Vishnu from the left loin; all three
of us are really one, but are now separated into
three aspects, namely, Brahma, Vishnu and Mahas-
vara. Brahmj will in the future be born of Vishnn
and at the beginning of a kalpa, T myself will be
born from the angry brow of Vishnu.” Thus dec-

laring, Mahaévara disappeared. From this time the

linga came to be worshipped by all men.

‘While searching for the top of the pillar of fire,
Brahmi came by a petal of the kgfaki flower and
asked it wherefrom it was descending ; to this the
petal answered that it was falling from the head of
Mah@gévara, for what length of time it could not
remember. Taking hold of this petal, Brahma
desconded and lied to Vishnu that he had discovered
the head of Mahésvara and from it had brought
this petal of the 4éfak: flower. For utfering thisg
piece of falsehood Brahma was cursed not to receive
any worship from men on earth. Hence, it is
stated, Brahma is never enshrined in a separate
temple and offered worship.

In the Améumadbhédagama is found the follow-
ing description of the Lihgodbhavamirti: The
figure of Siva in the aspect of Chandra§skbaramarti
should be carved on the front of a linga. It is
stated in the Karanagama that one-fifth part of

the linga should be left out on the top and at the
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bottom respectively without any sculpture. The
legs below the knees of the figure of Chandra-
fakhara carved on the liniga should be invisible,
that is, should be left unsculptured. On the right
of the linga and near its top Brahms should be
represented in the shape of a swan (hamsa) while
Vishnu should be carved in the form of a boar
on the left at the foot of the linga. The figures
of Brahma and Vishnu should be sculptured on
the right and left respectively of the linga and
also facing it, with two hands held on the chest in
the a#jali pose. The colour of the figure of Siva
should be red, that of Vishnu black and that of
Brabma golden yellow. Over and above this de-
soription, a few additional details are found in the
Kamikagama. The size of the swan, it is stated,
should be the same as that of the face of Siva, while
that of the boar, twice that of the face of Siva. The
figure of the boar should be worked out as digging
into the earsth. The figures of Vishnu and Brahmag
should be expressive of submission and be sculptured
beautifully ; or they may be altogether omitted from
the panel; in this latter case, the swan and the
boar should necessarily be there. The Silparatna
adds that Siva should carry the §%la in one of his
hands ; whereas, the Karandgama requires that of
the four hands, one should be in the abhaya pose,
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LINGODBHAVAMURTI.

another in the varada pose, a third should carry
the parasu and the fourth a krishna-mriga (a black
buck) and that the digit of the moon {(chandra-
kala) should adorn the crown of Siva. | Such is the
description of the Lingodbhavamirti, which is
iliustrated with three pictures. The first photograph
(Pl XIII) is that of the Lingodbhavamirti found
in the Kailisanathasvamin temple at Conjeevarasm
and is over twelve hundred years old. This piece of
sculpture is very much at variance with the textual
descriptions. The figure of Siva-Chandraéckhara
has eight arms of which sotne are seen carrying the
parasu, the $ula, an akshamala and some other
objects, while one is held in the abhaya pose and
another is resting upon the hip (katyavalambita).
Then again the one-fifth part of the Znga on the
top is not left unsculptured, nor is the part of the
linga lower than the knees of the figure of Siva,
equal to a fifth of the total length of the Znga.
But the sculpture agrees with the Sanskrit texts
in that the legs of Siva below the knees are left
out unsculptured ;the digit of the moon is shown
on the crown of Siva ; the boar-avatara of Vishnu,
with four bands out of which two are shown as
digging the earth and the other two as carrying the
gankha and the chakra, and not an ordinary boar,
as stated in the dgamas, is carved out at the bottom
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space of the panel ; Brahmd is seen flying in the air
in his own form instead of as a swan ; one of his legs,
as also that of the other deities on the left of the
linga, is horizontal, while the figures of Brahmi and
Vishnu each having four arms are sculptured on the
right and left of the linga ; they have each one arm
lifted up in the pose of praising, while the other
rests upon the hip, and the remaining ones carry
their characteristic weapons. The top of the niche
has got a highly artistically carved makara-torana.
The gecond photograph, Fig. 2., Pl. XIV, re-
presents the Lingddbhavamirti in the temple of
Siva at Ambar Magalam. Inthis, the linga has a
wreath of flowers thrown over its top ; the figure of
Siva is shown with four arms, one of which is held
in the abhaya pose, the other in the kafyavalambita
pose (resting upon the hip), and the remaining two
carry the paraéu and the black buck. The legs
of the figure of Siva below the knees and up to the
ankles are seulptured against the rules laid down in
Agamas ; the feet alone are kept hidden in the lisiga.
Oun the right of the Ziizge and on its top is to be
geen the swan whose beak iz prominently visible;
below and on the left of the linga is to be seen the
boar, half man and half beast, burrowing the earth.
This piece of sculpturebelongs to the medigval Chala
period, that is, to the 11th or 12th century A.D.
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LINGODBHAVAMURTI.

The third picturs, (Fig. 2, Pl. XIV), is a pen and
ink sketch of the Lingddbhavamirti from the Daéa-
vatara Cave at Ellora. The whole panel is a remark-
able piece of artistic work; it consists of the blazing
pillar of fire at the centre, with the figure of Siva
emerging from the middle of it, having one hand in
the abiaya posc, another resting on the hip, while
the others are carrying perhaps the paraju and
mriga (deer). Since Siva issaid in some puranasto
have presented himself before Brahmna and Vishnu as
a flaming pillar (the Skambha of the Atharvana-
véda), the artist has shaped the linga like a pillar
with a capital. Flames are bursting out in tongues
on both sides of the pillar. Brahmé with four faces
is seen flying in the air, and Vishpu as Vardha is
digging the earth with his hands and snont. On
the right and left arc seen Brahmi and Vishoa
respectively standing in a reverential attitude, with
two hands clasped in the a#ijali pose and the other
two carrying the characteristic objects such as the
sankha, the chakra, the Lamandalu, stc., of these
two deities. The details in this sculpture are
executed in the most exquisite manner. It might
be observed that in all these cases, the figure oi Siva
is enclosed in a lenticular aperture on the surface of
the linga.
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CHANDRASERHARAMURTL
HE npame Chandraégkharamirti implies an
image which has Chandra (the moon) as its
head-ornament. How Siva came to possess snakes
on his body, the black buck and the paradu in his
hands, the Apasmara-purushs or

General charac- .

teriatics of the the demon under his feet, to wear
imagesof Sive. the skins of the lion and the tiger
on his loins and and the skull and the moon tucked
up in his crown ig described in the Suprabhédagama
thus :—When Siva was passing by the slopes of the
mountain Mara without any garments, the wives of
the Rishis fell in love with him and lost their
chastity. The Rishis, wild with rage, performed
incantations to kill $iva, the seducer of their wives ;
from their ceremonial ground fthere came snakes, &
krishna-mriga, an Apasmara-purusha, a paray, s
bull, a tiger, a lion and several other things. For
destroying Siva all these were discharged by the
Rishis against him. The latter took into his hands
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for his sports the black-deer, the snakes and th:
parafu ; the Apasmara-purusha was trampled unde
his feet and is always serving him as a foot-stool
the lion and the tiger were killed by Siva and thei
skins worn by him as his garments, while the skul
and the digit of the moon were placed on hi
jatamakuta as ornaments. The Suprabhédagam:
adds further that all figures of Siva should have the
following characteristics, namely, three eyes, fou
arms, the crescent moon, the dhurdhura flowers
(datura), snakes on the crown (jetamakuia), the
tiger-skin garment, the hara, the keyire, yajfid-
pavita and kundalas adorning his person. Special
figures of Siva may have other objects about them
than those mentioned just now.

In addition to these, other characteristic fea-
tures of the images of Siva are given in a manus-
cript added at the end of the Silparatna whose
name is not known. It i stated therein that the
colour of the figure of Siva, if it is painted on a
wall, should be white or of the red colour of the sun
or golden yellow. The image should possess high
shoulders, long arms and eyes like the petals of the
lotus; there should be three waist zones or kaii-
siitras, The appearance of the figure of Siva should
be that of a youth of sixteen years of age, with a
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blue throat, handsome countenance, and wearing
kundalas in theears; the neck should be somewhat
stout. The figure may have four, eight, ten, sixteen
or eighteen arms. The image is said to be a anta-
mirte or pacific in nature, when it has four ayms :—
in this case, of the four arms two should carry the
tridiila, and the damaru, while the remaining two
should be kept in the varada and the abhaya poses.
If the image has eight arms—(it is not mentioned
in the text in what aspect Siva should have eight
arms)—it should carry all the objects which are in
the hands of the image of Siva with ten arms, except
the khadga and the khétaka. The image of Siva,
when he is in the act of killing the Gajasura, should
have ten arms; when it has ten arms, the right
bands should carry an akshamals, a sword, the
$aktyayudha, the danda and the $ila ; whereas the
left hands should carry the khatvanga, a snake, &
skull, the khgtaka and the deer. Qiva in the act
of destroying the three-castle {Tripura-dakana)
should possess sixteen arms. In this instance, the
following six objects should be carried in addition
to those mentioned in connection with the image
of Siva with ten arms; pamely, the bana, the
chakra and the gada in the right hands and the bow,
a bell and the fankha in the left hands. In the
aspect of Bhairava, Siva has eighteen arms; the
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additional hands hold the damarz and the
Sankha (2)*
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The Purva-Karanagama states that the figures
of Siva in the Bhikshatana, the Kankila, the
Haryarddha, the Arddhaniriévara, the Sukhasana,
the Kamantaka and the Dakshinamirti aspects
should not have near them the figurs of the Davi;
while in all other aspects the D&vi should be found
near Siva. The height of the figure of the Davi,
in company with that of her consort Siva, should
be up to the ear of Siva, if the figure of the D&vi
is of the uttama class; up to his mouth, if of the
madhyama class, and up to his uplifted kand, if of
the adhama olass.

The colour, according to the Karanagama, of
the Nrittamarti, of the Kankalamarti and of the
Dakshingmirti is to be white ; while that of all
other aspects of Siva, coral red.

The image of Chandraéekharamirti is divided
into three classes, namely, the Kgvalamirti, the
Umasahitamirti and the Alinganamirti, All these
three classes are usually found in the temples of
Southern India and their descriptions are contained
in all Agamas. For instance, the Améumadbhiéda-
gama says that the Kavalamirti
should have one of hls right hands

Kevala-murti,
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held in the abhaya pose, one of his left hands in the
varada pose, the other right hand should carry the
tanka and the remaining left hand s black buck;
Siva should be standing erect, without any bends in
kis body, that is, in the attitude known as sama-
bhanga. Heshould be shown as wearing on his head
a jatamakuta ornamented with a crescent moon ;
also, he should have three eyes, a beautiful face, and
be adorned with all ornaments; he should be clad
in yellow garments (pitambara), the ends of which
should descend as far below as the knees, while the
bigger folds should pass between the two legs. If
the hand held in the varada pose happens to be
completely stretched out as in fig 6, Pl. V. of
Vol. I, it should be kept s0 as to make ths wrist
reach the height of the hip, while the tips of the
fingers should reach the médhramala-sitra. If the
hand has itg fingers slightly bent, as in fig. 4,
on the same plate, tha back of the hand should be
raised as far as the nabhi-siira. The samabhanga
attitude is expressive of the rdjesa-guma of the
image. The deer and the {anka should be held in
the hands kept in the karfari-hasta pose; and the
deer may be facing the figurs of Siva or be away
from it. The crescent of the moon may be attached
to the right or the left of the ja{amaekuia. The
colour of the figure of Siva should be red.

118



OHANDRASERARAMORTI.

To the above description, the Uttara-kamika-
gama adds, that the right front hand may be held
in the simhakarna, katakahasta or the katyavalam-
bitahasta pose. The two back hands which are
beld in the %artari-hasta pose should not go higher
than the hikka-sitra, that is, above the shoulders
and the tops of the fanka and the mriga, higher
than the karna-siitra or the ear. While the deer
might face the figure of Siva or be away from
it, the head of the fasnka should always be turned
away from it. In the left ear of the image of Siva-
Chandrasekhara there should be either the ear-
ornament named the ratna-kundala, the $ankha-
patra or the padmna-patre ; whereas in the right
ear there may be either the ornament named the
makara-kundala the simha-kundala, or the patra-
kundala. The curls of hair should hang at the
back as far down as the ear, while the jaéas or
the braids or plaits of hair should hang on the
right and left of the image as far as the shoulders.
The figure of Chandraggkhara should be orna-
mented with several pearl necklaces (mukiahara)
and jewelled necklaces (ratnakaras), with well
designed medallions (padakas) attached to them;
and there should also be yajRopavita and the
chhannavira and udarabandhana. DBesides, there
should be k8yiiras and other bracelets (kafakas) on
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the arms; and the fingers should be adorned with
rings and the waist with a zone, and the ankles
with anklets. The figare of Chandraégkhara should
be standing upon a padma-pitha. '

The second variety of Chandradgkharamirti
is, a8 we have mentioned above, known as the

Umasahitamfirti, If the image
momteshita- ot Chandraéekhara has that of the

Davi by his side, either on the
same pedestal (pitha) or a different one, it is said
to be Uma-sahitamiirti, or Chandraégkhara with
Uma.

The third variety of Chandraédkharamirti is
known as the Alifigana-mirti. In this aspect,
Chandradakhara is to be represent-
ad a8 embracing the Davi with one
of his left arms : this arm might rest upon the lefi
gide of the D&vi just below her breast, or it may be
placed upon the left arm of the Davi, outside
the parfva-sitra; the Devi should keep in her
right hand & red lotus flower. Or, the right hand
of the Davi may embrace Siva, in which case the
hand of the Davi should rest on the right side
of Siva s little above the waist zone ; and the left
band of the Davi should carry a flower. Or, the
two figures of Siva and Uma may be embracing
each other, the one with the left and the other with

Alinganamurti.
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the right hand. Thus there are three modes in
which the figure of Alidgana Chandradskhara may
be sonlptared.

In all the above instances Chandraégkhara-
mirti whether in company with his oonsort or not,
should have around him the prabhi-mandals. It
nust also be noted that this image of Siva should
always be a standing one.

The Sritatva-nidhi adds that the colour of
Siva in this instance should be that of coral, while
the colour of Davi, black. The Davi is here said
to possess three eyes and is required to be standing
with three bends in her bedy (¢tbhanga) ; her right
leg should be planted firmly on the padestal and the
leit leg, slightly bent. She should carry in her
right hand the nilatpala flower.

In illustration of the desoriptions given above
ten photographs are given. The first comes from
Tiruppalatturai in the Tanjore district. Theartist
who produced this image of the K&vala Chandra.
éskharamirti has followed in every detail the
descriptions of the Agamas ; the image is standing
perfectly erect on & padma-pitha ; its varada-haste
and the abhaya-hasta as also those carrying the
parafu and mriga are placed in the exaot posi-
tions required by the Agamas. In fact, the
soulptor is seen to exhibit in this piece of work such
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sorupulous care to be true to the descriptions of
Agamas that he bhas subordinated his artistic
instinct, if he had it in any degree, and the result
is not quite pleasant. The long jata-makuta and
the unhappy looking countenance of Siva together
with its ill-shaped legs, stamp the work as being
really of an inferior kind. The second photograph,
Pl. XVI, is that of a figure of Kévala Chandra-
é8kharamirti carved in wood. It is found in the
Bhagavati temple at Onakkir in North Travan-
core. The figure is about four feet in height. It
holds the paraéu and the mrige in the back right
and left hands respectively, while the front right
and left hands are in the varada and the abhaya
poses respectively. The ornaments and the drapery
of the image are carved out very elaborately. This
image i8 one of the best specimens of wood-carving
of the medieval period found in Travancore. The
third photograph, Pl. XVII, is of the Umasahita-
Chandraéskharamirti belonging to the Siva temple
at Tiruvorriyiir near Madras. The rules of the
Agamas are very carefully carried out but not so as
to mar the beauty of the image; the execution of
the work is excellent. The head of the parasu, it
will be observed, is turned away from the figure of
Siva and the deer has its face turned towards Siva.
The height of Uma comes up to the shoulders of
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Sivaand the Dav1 is therefore of the adkama olass.
Both the Déva and the D&vl are standing upon
padmasanas as required by the Sanskrit texts. The
fourth is a photograph of the Umg-sahita-miirti to
be found in the Siva temple at Agaram Sattir (See
fig. 2., Pl. XV). In this case, the figures of Siva and
Uma are standing each on a separate pedestal and
are each surrounded by a prabkamandala of elabo-
rate workmanship. The Dé&vi has three bends in
her body and keeps in her right hand a »ildfpala
flower. The figure of Siva iz almost similar to the
one first described ; the left hand, instead of being
held in the varada pose, is held in the simhakarna
pose. The artistic merit of this group of images
is algo far from excellent. Fig. 1, Pl. XVIII is
the photograph of the Uma-sabifa-mirfi of the
temple at Madeour. This is a fine piece of
sculpture correctly conceived and very neatly
executed. In this group Siva and Ums stand
on two padmapithas which are fizxed on a bhadra-
rithe and are both surrounded by a single prabha-
mandala.

The next photograph, fig. 2, Pl. XVIII, repre-
sents the Alingana-Chandradskharatobe found inthe
Mayiiranathasvamin temple at Mayavaram. Siva,
in this plece of éoulpture, carries in his two back
hands the paraéu and the mriga, while he keeps the
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front right hand in the abkaye pose. The front left
hand is carried behind the Davi and is resting on her
body below her breast. The Davi carries in her right
hand & flower. The figures of Sivaand Uma are both
shown with three bends in their bodies (¢ribhanga).
This excellent piece of sculpture belongs to the
Chola period (of approximately 10th or 11th Cent.
AD.) In the image of PattisSvaram reproduced
as fig, 1, Pl. XIX, which resembles closely the
Kavalamiirti of Tiruppalatturai (fig. 1, Pl. XV), and
which appears to be the handiwork of the same
sculptor, has its left arm taken near the waist of the
Davi ; whereas in the sculptures of Marudantansllar
and Kovilir, figs. 2 and 3 respectively of Pl XIX,
the left hand of Siva rests upon the left shoulder
of the Dévi—that is, about the paréva-sitra of the
figure of Dévi. The original of the photograph of
the Alingana Chandraégkbaramirti reproduced on
Pl. XX, belongs to the Chalukya-Hoysala school and
comes from Angiir in the Bellary District and is an
extremely beautiful piece of art. The image of Siva
carries an akshamala, a triéule and a damaru in
three of its hands and the fourth is thrown over
the shoulder of the Davi; the figure of D&vi has its
right arm placed on the right shoulder of Siva and
carries in its left hand a lotus flower. On the right
and the left, near the feet of Siva and Uma
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respeotively are seated their two sons, Ganapati on
the floor and Subrabmanya on his peacock. Thae
highest praise is due to the artist for the excellent
pose in which he has sculptured the two images, the
well-proportioned features of the male and female
figures, and the splendid effect they produoce on the
observer.
Closely allied to the Chandradskharamiirti are
the Padupatamirti and a slightly different aspect of
_ it, the Raudrapasupatamiirti. The
J&‘i‘iﬁ‘&‘&?ﬂ‘. Pasupatartrti  should also be
patamurti standing erect (samabhanga) as in
the case of the Cbandradakharamirti, should have
three eyes, four arms and hair standing on the head
upright on all sides, and a large well-proportioned
bedy. One of the right hands should be held in the
abhaya pose, while the other, should carry a sula.
One of the left hands should be kept in the varada
pose and the remaining hand should carry on aksha-
mala. The figure must be decorated with all orna-
ments ; and it must have a good look with a gentle
smile playing upon its lips. The Awméumadbhéda-
gama states that the image of Pafupata-marti maybe
either standing or sitting, whereas the Silparatna,
wants it to be a standing figure and substitutes the
kapala in the place of akshamala in the above
description. According to the Améumadbhédagama,
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the Pasupatamirti is to be used for the daily
gervices (nifyolsavas in temples).

If, in the above desoription of the Pasupata-
mirti, the following alterations are made, it becomes
the Raudrapasupatamiirti: The colour of the body
as also the eyes of the RaudrapaSupatamirti is to
be fiery red, the image of this aspect of Siva should
have sharp tusks, curling eye-brows, yajidpaviia
made of snakes, laming head and red garments; in
one of its hands there should be #rifiila held head
downwards, and another hand should carry a kapala.
Or, in the front hands must be held the frifiila in
a horizontal position and the other two hands
should hold the {anka and the sword. Meditating
upon this aspect of Siva even once, destroys all
enemies, but this aspect should not be worshipped in
actual images, but in certain symbols such as a
pitha.
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SUKHASANAMURTI, UMASAHITAMURTI,
SOMASKANDAMOURTI AND
UMAMAHESVARAMURTI.

THE four varieties of the images of Siva known
as the Sukhasanamirti, the Umasahitamiirti,

the Somaskandamiirti and Umamahaévaramiirti are
usually met with in all Siva temples which lay claim
fo some importance in Southern India. Of these,
the Sukhasapnamirti is described as

gt Ba8en8- follows in the Silparatna, which is
practically the same as the deserip-

tion given in all other authorities. The image of
Sukhasanamirti is a seated figure with four arms,
three eyes, a very handsome appearance suggestive
of the rajbguna and of coral red complexion. The
image should be seated erectly upon a bkadra-pitha
with its left leg bent and resting upon the seat and
the right one hanging below it. It must be clad in
the skin of the tiger and also in silk garments; in
ita back right hand is to be the parafu, and inits
back left hand the wmriga; the front right hand
should be held in the abkaya pose, while the front
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left hand may be either in the wvarada or the
stmmhakarna pose. In the right ear there should be
either & makara-kundala or a simha-kundale and
in the left ear, & patra-kundala ; or there may be
vritta-kundalas in both the ears. The head is
adorned with a jatamakuia, the fore-arms with
kankanas or bracelets shaped like serpents (sarpa-
kankanas) and the chest with yajidpavita ; besides
these, the image should be decorated with all other
orpaments. It is imperative that neither D&vi nor
Skanda should be near the Sukhasanamirti. The
Prrva-Karanigama differs from the above descrip-
tion in one snall detail, namely, it states that the
right leg of the image shouid be bent and be resting
upon the seat and the left one hanging.

When seated alone as described in the previous
paragraph, the image of Siva is known as the
Sukbasanamirti. If the figure of the D&vi is also
seated on the same seat by the side of the image
of Siva and faces the latter, the group is known as

Umasakita b€ Umasabitamidrti. The posi-
murti, tion of the Davi is to the left of
Siva. She should have only two arms; in her right
band she should kesp a lotus flower, while she may
hold her left hand either in the stmhakarna pose or
keep it straight resting on the seat. Her head is
to be adorned with a karanda-makuta. The left
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leg of the Dé&vi should be hanging down the seat,
while the right one is to be bent and kept resting on
the seat. The §ilparatna states that the right hand
of the Davi should keep a ufpala flower and the left
hand held in the varada pose, or the left hand
might rest on the pitha a little to the left of
the left thigh of the Davi, and that the colour of
the Da&vi should be grass-green. The Dévi is re-
quired to be adorned with all ornaments, karas and
makuta and be clad in red silk garments. The
Purva-Karanagama adds that the figure of the
seated Davi should be as high as the shoulder of
that of Siva. The aspect of Siva and Uma seated
on the same seat and under the same prabha-
mandala as described above is known as the Umi-
sahitamfrti.

In the case of the Somaskandamirti, the same
relative positions are maintained by the figures of
Siva and Uma, but between these, thers is the
additional figure of the child Skanda. The figure
of Skanda may be standing, sitting on the seat or
on the lap of Umadévi, or dancing ; it should have
a single face with a pair of eyes and two arms ; and
be adorned with a karanda-makula on the head,
nakra-kundalas in the ears, and chliannavira on the
body. The child Skanda should have a waist zone
and bracelets. The figure of Bkanda if it is standing
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gimply, may carry in its right hand a lotus
flower and keep the left hand hanging ; or the two
hands may keep lotus flowers in them; or as the
Silparatna would have it, the left hand should be
held in either the varada, or the simha-karna pose
and the right hand carrying a book. There should
be no clothing on the person of the child Skands.
If the figure of Skandsa is represented as dancing,
it should carry in its loft hand a fruit and the right
one should be kept in the sitchi pose; or the left
hand might be kept stretched out and be without
the fruit.

The height of the figure of Skanda, says the
Uttara-Kamikagama, may vary from one-tenth to
four-tenths of the height of that of Siva; and
according to the Karanagama one-eighth to a
quarter of the height of Siva. The Silparatna
states that it should be as high as the bent hand
or the breasts of the Davi.

The Karanagama adds that the gods Brahm3
and Vishnu together with their respective consorts
should be standing on either side of the Soma-
skandamiirti.

The Vishpudharmotiara and the Ripaman-

Umamahes ¢ana give the deseription of the
varamurti, Umamahésvaramirti. The former
authority states that in this aspect, the image of
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Siva and Uma should be seated on a seat,
smbracing each other. Siva should have the jata-
makuta on his head with the crescent moon stuck
in it ; he should have two arms, in the right one of
which there should be a niloipala flower and the
left one should be placed in embrace on the left
shoulder of Uma. Umadavi should have a hand.-
some bust and hip ; she should have her right hand
thrown in embrace on the right shoulder of Siva
and should keep in her leit hand a mirror. The
figures of Siva and Uma should be sculptured very
beautifully.

The Rapamandana informs us that Siva
should have four arms and that 1o one of the right
hands there should be the ¢ris#la and in the other
a matulunga fruit (a kind of citron) ; one of the left
arms should be thrown on the shoulder of Uma and
there should be a snake in the other left hand.
The colour of Siva should be red like the coral.
The Dévi should be as in the description of the
Vishnudharmotiara given above. There should be
in this group the Vrishabha or the bull of Siva,
Gangsa, Kumara and a lean emaciated figure of the
risht Bhringl dancing, all arranged in an artistic
composition.

Figs. 1 and 2, Pl XXI, are to illustrate the
aspects known as the Uma-sahita-mirti, as also
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the Sukh#&sanamirti. If the Davi were absent in
both the instances, the image of Siva would have
passed for the Sukhasanamiirti; as they are, they are
Umasabita-mirtis. In both the instances the
back right hand keeps the para$u and the back left
hand, the myiga ; whereas the front right hand isin
the abhaya pose and the front left hand in the
stimhakarpa pose. In the one case, the left hand
of the Dgvi is kept resting on the seat, whereas in
the other it is beld in the sizhhakarna pose. The
stone image 18 older than the bronze one. Figs. 1
and 2, Pl. XXII are two splendid pieces of sculp-
ture; the first belongs to the Siva temple at
Madeour and the second was recently discovered
a8 & freasure trove in Nellore. Both of them are
very good specimens of the Sdmaskanda-mirti.
The textual descriptions are carried out with
gerupulous accuracy and the workmanship is
guperb. In the first piece, the left hand of the
Davi rests on the pitha and in the second piece, if
is held in the varada pose. In both, the child
Skanda is in the dancing attitude, with both his
hands held in the stshakarna pose. Attention may
be drawn to the makara-kundala in the right
ear and the pafra or vritta-kundala in the
left ear of Siva in both the pieces of sculpture.
Illustrations beginning from Pl XXTII to XXIX
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RN
represent Umamahsévaramarti. Pl XXTII s

the reproduction of the image at Bagali in the Bel-
lary District. In this, Uma is seated upon the
left lap of Siva and has her right hand taken round
in embrace and resting upon the right side of the
chest of Siva, and carries in her left hand a matu-
lunga fruit. The front right hand of Siva is held
in the ablaya pose and the front left hand is
placed on the left shoulder of Uma. In the back
right and lefs hands are the triéla and the damaru
respectively. The Dgvi wears on her head the
hairdone up in a fine side-knot. On the prabha-
vali are sculptured minutely the figures of the ash-
ta-dik-palas or the guardians of the eight quarters.
It should be noted that in this case the figures
of Gangsa, Kumira, the rishi Bhringi and the
bull are not sculptured. Pl. XXIV is the
photograph of a piece of sculpture to be found in
Aihole. Here, Siva is carrying in two bands
snakes, and in one hand the érifitla ; the remaining
hand embraces Uma and rests on her shoulder.
U keeps her right hand on the left thigh of Siva ;
her other arm is broken. On the left side of the
seat on which Siva and Uma are seated, is the
figure of the child Kumdara who seems to be holding
in his left hand three lotus flowers by their stalks
and keeping some fruit in the right one. Below
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the seat are two Apasmadra-Purushas and the
rish: Bhyingi. The figure of Gapaéa which ought
to be on the right of Bhringi appears to be lost.
Pl. XXV is one of the very best pieces of ivory
carving exeouted in the School of Arts at Trivan.
dram. The delicacy of the workmansghip, the beauty
of the conception and execution, the grandear of
the effect it produces are beyond praise. Siva
is here represented as seated on a bkadrasana under
a tree and carries the parasu and the mriga in his
back hands; he holds his front right hard in the
abhaya pose and embracing the Davi with his left
arm, keeps that hand in the varada pose. Umg is
embracing Siva with her right hand and keeps in
her left one a lotus flower. There is a profusion
of snake ornaments—on the crown, in the ear-
lobes, on the arms, and round the chest, of Siva.
On the right and left are the two children of Uma,
the elder, Ganapati, baving an underwear and
the younger, Kumira, standing naked. Gandfa
bas four arms in which be keeps the ankufa, the
paka, the danta and the mddaka and bebind him
is his vehiole, the mouse. Kumaira has two arms;
in the left of which he holds the fakii and with his
right arm he embraces the neck of his favourite
vehiole, the peacock. In front of the seat of Siva is
the seated figure of Nandi, the bull vehicle of Siva.
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Fig. 1, Pi. XXVI, represents Umamahéivara as
found in the temple at Haveri. In this also
Utng is seated on the left lap of Siva and embraces
him with her right band, which rests upon the
right side of his body ; she appears to have held a
flower in her left hand, which is unfortunately broken.
Siva carries in three out of the four of his hands the
$itla, the damaru and an akshamala and the
remaining hand is thrown in embrace over the left
shoulder of Uma. Around Siva and Uma is a nicely
carved prabhavali with creeper ornament ; in each
of the circular loops of the creeper is carved a dik-
pala. At the right extremity of the bkadrasana on
which are seated Siva and Umwa is a tiny figure of
a seated Gangsa with four arms, carrying as usual
the ankuia, the pafa, the danta and a moédaka. In
front of him sits Nandi, the bull of Siva. Corres-
ponding to these, are to be seen on the left side of
the seat the figures of Kumara with six heads seated
upon hig peacock vehicle, and an alligator, the
vehicle of Uma-Parvati. The whole work is
executed very skilfully and tastefully.

Hig. 2, Pl. XXVI is another group alinost
similar to the one desoribed above. Siva is, in this
soulpture, seen carrying a lotus, the izla, and a
snake in three of his hands and -the remaining
one is embracing Uma about her chest. Both Umsg
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and Siva are wearing §ankha-patra kundalas, that
is, sections of conch-shells. Round the head of
Siva is a very well executed prabhd-mandala while
the hair of the head of Uind i1s fashioned into an
artistic knot behind. The Davi keeps her right hand
resting on the loft foot of her lord and appears to have
carried a flower in her left hand which is broken.
On the top right hand corner of the panel is seated
Brahmad in the yogasanc attitude and carrying in
his hands the articles pecaliar to hitn. The middle
face of this deity bhas u peaked beard. Correspond-
ingly on the left is the figure of Vishnu who, in
three of his hands carries the gada the chakra and
the $ankha and keeps the remaining hand in the pose
of praise. Both Brahma and Vishou are seated each
on a full blowa lotus. There is a distinetly notice-
able smile on the faces of Bralng and Vishnu.
Below are the figures of Ganasa und two others, who
are unidentifiable, on the right ; the rishi Bhringi,
in a dancing attitade, in the middle; and Kunara
on the left. Both Ganésa and Kumgry are ropre-
sented as children and arc nude.  There is also the
bull behind Bhring:. The grouping of the members
in the composition of this piece of sculpture and its
execution are indeed very good. Pls, XXVII.XXIX
are the characteristic pieces of sculpture of the cave-
temples of the Bombay Presidency. A certain amount
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of family likeness could be noticed in these three
pieces of elaborately carved panels. The Déva and
the Dévi, the central figures are shaped rather larger
than the others, seated in the middle ; and around
them a number of other deities attending upon
them. In the lower section is the big ball of Siva
tended or rather overtended, by the most humour-
ously carved impish ganas. The artists of these
master-pieces have spared no pains to cover the
panels with a profusion both of vigorous figure
sculpture and minute ornamental designs. Nothing
short of the highest praise is due to the long gone
artists who executed these immortal pieces of art.
In Pl. XXVII Siva has four arms, the left one of
which is holding the right arm of Uma andanother
is seen resting upon the seat. What the two right
hands carried cannot be guessed, as they are broken ;
evidently, the one resting upon the right thigh was
left empty and the other perhaps carried a snake as in
fig. 2, Pl. XXVI. Between the figures of Siva and
Uma stands Kumara, who keeps both his hands
crossed on the chest. Ganéfais standing on the right
of Siva. There are two lady attendants, one carrying
a chamara and another a water-vessel (?) On either
side of the pansl are standing two divine fignres, who
cannot be identified as Vishnu and Brahmg, because
both of them have jafa-makutas on their head and
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because neither of them has four faces. They are
in all probability two dvarapalakas. Pl XXVIII is
almost gimilar to the previous plate. Herein there
are sculptured a number of Davas, shown as hover-
ing in the air carrying different kinds of offerings
in their hands. It is worthy of notice that to the
left of Uma is seen standing a dwarfish woman
servant. This dwarfish woman is a characteristic
feature of the sculptures at Ellora. In the lower
section of the panel is the bull in the centre. The
dwarfish ganas are taking care of it ; one peculiarity
worth noticing is that these ganas are supporting
the legs of the bull—an idea apparently borrowed
from the Buddhist sculptures wherein the hoofs of
the horse of Buddha are borne by dzvas lest they,
treading on the earth, might produce noise and
awaken the guards and stop Buddha from renounc-
ing the world. The sculptors of all these panels are
curiously agreed in representing one of the ganas as
biting the tail of the bull, another as catching hold of
of its horns, others tumbling about and playing
with each other. In Pl. XXIX oneis seen in the
extreme left and behind the figure of a lady, widen-
ing his eyes with both bis hands, thereby to frighten
all others, while another in the extreme right over
the figure ot another lady is exposing bis back in
an obscena manner. Of the lady attendants i this
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panel one is fanning Siva and another is taking hold
of the hair of Uma and dressing it up. Siva is
herein holding in one of his left hands the upper
part of the garment of his consort and keeps one of
his right hands in the siicki pose and the other ap-
pears to ba carrying a book. Heis evidently giving
out to Umé one of the puranas, which are supposed
to have been addressed by Siva to Parvati.’
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IVA is represented in soulptures either as a
terrific, destructive deity or a pacifie, boon-
conferrer. In the former aspect he is known by
several names, each one being indicative of the de-
struction of a particular malevolent and troublesome
demoniacal being; for example, he is known as-
the Gajahamirti, having killed an elephant-formed
asura ; KalarimGrti, as having killed Kila, the God
of Death; Kam#ntakamiirti, because, he burnt
down the God of Liove who came to meddle with
his austerities ; and so on. In the latter or the
pacific aspect, Siva is represented as seated with his
consort,—be it noted that the company of the Davi
is always to keep Siva in a pacific turn of mind—,
bestowing boons and blessings on his deserving
votaries. The various boon-bestowing aspeots of
Siva are called the anugrahamirtis: for example,
Siva is called Chand@éanugrahamirti, because he
conferred on Chandéévara the boon of being the
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steward of the household of Siva ; Vishnvanugraba-
miirti, because he restored an eye to Vishnu, who
had plucked the same for offering it to Siva, and
for which act Siva also presented Vishpu with the
chakra or the discus ; and so forth. Siva is a great
master in the arts of dancing and musio, besides
being the greatest Yogi and philosopher. Being
well-versed in the art of dancing, be is often repre-
sented as dancing any one of the hunndred and
eight modes of dances detailed in the Naityasastras ;
a8 & master of music also bhe is portrayed as sitting
or standing and playing upon the vipa, the most
perfect of stringed Indian musical instruments.
Ia this oapacity he is known as the Vinadhara-
Dakshingmirti. As & y5gt and philosopher, he is
known as Vyikhyana-Dakshinamiirti, etc. Besides
the aspects above described there are many others
of smaller or greater importance. To sum up,
the images of Siva are of five classes, namely,
the Samharamiriis (or destructive aspeots), the
Anugrahamuriis (or boon-gonferring aspects), the
Nritta-murtis {or dancing aspects), the Dakshina-
mirtis (or the ydgic, musical and philosophio
aspeote), and other minor aspects. Let me now
dsal with each one of these aspects under s separate
chaptar, noticing the wvarions forms comprised in
eath of these different aspects.
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The circumstances under which Siva is said

to bhave destroyed Kama, the god of love, are
described as follows in the Linga-

msmantaka- g ama.  After Dakshayani, other-
wise also known as Sati, the first

wife of Biva committed suicide by plunging into
the fire, because her father slighted her Lord
Siva by not offering oblations to him, Siva sat
upon the Himalaya and began to practice severe
penance. The daughter of Himavan, Parvati, who
wag none other than Sati, who was reborn to
Himavan, began to attend upon Siva, the great
yogi. In the meantime the asura Taraka began to
do havoc to the gods; they knew that the only
person who could destroy this demon would be a
son born to Siva. Since Siva had to be diverted
from his austerities and be induced to beget a son
for the purpose of destroying Taraka, Kama, the
god of love was deputed to oreate lascivious
thoughts in the mind of Siva. Kama approached
Siva and attacked him with his flowery arrows.
Incensed at the disturbance caused by Ka#ma in
his mind, Siva opened his frontal eye and emitted
flames of fire and reduced Kima to ashes; but all
the same, he fell in love with Parvati, married her
and begot Kumara or Subrahmanya and through
the latter got Tarakasura killed, thereby satisfying
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the wishes of the gods. At the enfreafies of Rati,
the wife of Kama, Siva promised her that Kama
wounld be reborn as Pradhyumna. In the Tamil
counfry it is believed that this act of destruction
of Siva took place in a village called Tiruk-
kuruklkai in the Tanjore district.

Descriptions of the Kamantakamiirti are given
in the Uttara-Kamikagama, the Suprabhédagama
and the Purva-Karanggama. BSiva should be
represented in this aspect exactly similar to the
figure of Yoga-Dakshingmirti, before which the
figure of Manmatha or Kama should be sculptured
a8 having fallen down at the mere glance of Siva.
The height of the figure of Manmatha may range
from one to seven-tenths of that of Siva ; he should
be shown as decorated with golden ornaments; his
complexion shenld also be golden yellow. He is
required to be represented as carrying in his hands
the five different flowery arrows and the bow made
of sugar-cane and in the company of his dear
oonsort Ra., There should also be with him his
companions, Davabhaga (?) and Vasanta (or the
spring season). The names of the five arrows of
Manmatha are given as the Lambimi, Tapini,
Dravini, Marini and Védini,* The arrows should

* The Karandgama oalls these, Tapani, Dihani, Viéva-
m3hini, Vidvamardini and Madini,
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be heid by Manmatha in the right hand and the bow
in his left. The fignres of the companions of
Manmsatha may or may not be represented ; so also,
instead of five arrows, he may be shown as carrying
only one. To this description the Purvakarana-
gama adds that the figure of Siva should have three
ayes and four arms; his head should be covered
with a jaia-makuta ; he should have a terrific look
and carry asnake and an akshamala in two out
of his fonr hands: the remaining right arm should
be shown as held in the pose of pataka-hasta
(or the hand held banner-wise)* and the re-
maining left hand in the pose known as the
stchi-hasta. In all other respects, it should be
pimilar to Yoga Dakshinamdirti. This aunthority
prescribes that the height, of Manmatha should
be one-half of that of Siva; and that he may be
represented as being on a pitha or pedestal or
in a chariot (ratha). The banner of Manmath
ghould bear on the chariot the device of a fish. The
names of the companions of Manma re given
in the Karanagama as Mada, Rags, anta and
Sisiraritu (the cold season). ]

The story of the destruction of an elephant-

* Or, should carry a bauner.

149



EINDU ICONOGRAPHY,

asura by Siva and his wearing the skin of the
elephant as his garment is found in
e oajasura- the Karmapurana while desoribing
the linga named Krittivassévarain
K#éi (Benares). Sita is said to have told that Siva
came out of this lifiga, when an asura, who assumed
the shape of an slephant, came near it bo disturb the
meditations of several Brahmanas who had gathered
round i, and killed the elephant and made its skin
his upper garment. But the Varahapurine gives
quite a different account which is already given
elsewhere.” Another version of the story is thab
found in the Suprabhédagama which is also noticed
in one of the earlier chapters of this volume.t So,
the accounts found in different suthorities, as usual,
differ from each other, but the fact that Siva killed
an elephant and had the elephant-skin ss his
clothing is commeon to all. A village in the Tanjore
district called Valuviir ia agsociated, in the Tamil
_ i:;g:mbry, with this destructive act of Siva and this
“#% perb~.4. e only place which has a benutiful
metal itins, B Gajahamirti.
Desci.ptions of the image of GajebAmirti
or QGajasurasamhiaramirti are found in the

* Hindu Ioonograpby, Volume I. p. 379.
1 Do. Volume IT, p, 114.
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Assumadbhadigama, the Silparatna and other
Saivagamas. In the former it is said that the imaga
of Siva in this aspect mey possess four or eight arms ;
if there are only four arms, one of the right hands
should hold the pasa, and the other the skin of the
elephant, while the two left hands should hold the
tusk of the elephant and the skin respectively. If,
on the other band, there are eight arms, three out of
the four right hands should oarry the frisila,
the damaru and the pala and the fourth hand
should be bolding the skin of the elephant ; ones of
the left hands should be held in the wismaya
pose, another cafching hold of the skin of the
elephant and the remaining two carrying a kapéla
and $he tusk of the elephant respeciively. The
left leg of Siva should be planted firmly on the
head of the elephant; while the right one should
be bent and lifted up above the thigh of the othar
leg. The tail of the elephant should be vmbla
over the makufa of Siva and the artis

arrange on either side the position offjy g

of the elephant in any artistic manngElF-3D
gests itself to him. The skin of the elefint should
be eo arranged as to look like a prabhadmandais to
the image of Siva. The image of Sivae should be
sdorned with all ornaments and have the garments
made of silk and tiger's skin ; the colour of Qiwa, in

151




HINDU IQONOGBRAPHY,
this instance is deep red. This is one of the
deaonptmna given in the Ambumadbhidagama ; the
other one runs as follows:—In the right handy; of
Siva there should be the triéiila, a sword, the tusk
of the elephant and in the last the skin of the
elephant ; while in the left hands, a kapala, the
shield, & ghanta and the skin of the elephant. The
‘left log of Siva mus be kept firmly on the head of
¥he elephant and the Fight one bent and held as in

the utkufikasana posture.
On the left side of the GajisurasamhBramirti

there should be stauding the Davi with Skanda in
ber hands, trembling with fear at the ferocity of
her lord.

To illuetrate the descriptions of the Gajasura-
sathharemirti five photographic reproductions are
given. Of these, the first pisce of sculpture, is to
be seen in the' mahandsika or the ornamented facade

s the Ampit@évare temple at Amritapura in the
{{un“f! - frovince. In this, élva has sixteen arms,
g " ¢ of of hands being broken ; from what
s'b‘a*‘i b Geen that they must have held the
pita, der, h-tn&ulaba"kshamala and kapala ; two of
the handa are seen holding the skin of the elephant.
Surrounding tge figure of Siva is the skin of the
elephant in the form of a prabhamandels. On
the top of this skin, and beginning from the right
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and ending on the left are the figures of the ashiadik-
palas or the guardians of the eight quarters. On the
right of Siva is the four-faced Brahma playing on
the vina with two hande and carrying in the other
the kamandalu and the sruk and sruva. To the left
of Brahma 18 a four armed person, who cannot be
identified (because the objects in the hands are not
clearly visible in the photograph) sounding the drum
called jantha. To the left of Siva is standing Vishnu
with six hands: two are playing upon the flute, while
the remaining four carry the §anktha, chakra, padma
and gada ; there is also another four-armed figure
standing to the left of Vishnu, which is also not
identifiable. All these four figures are 8o carved as to
suggest the notion of dancing. Within the fold of the
skin of the elephant are the D&vi and Ganaéa to the
right of Siva, and Nandi, the bull and Bhyiagi, to
the left. At the foot of Siva lies the head of the
elephant killed by him. The head of Siva is orna-
mented by & mandala of jatas and the jatamaku{a he
wears, is adorned with a garland of skulls: a similar
garland is also worn on the neck. A large number
of very nicely executed ornaments are on the per-
gon of the image of Siva. This is a unique piece
of patiently and slaborately carved sculpture.

The second illustration, Pl. XXXI, is taken
from the Siva temple at Vajuvir,the reputed place of
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the destruction of Gajasura. Thebronze,of which the
illustration is a photograph, is & remarkable piece of
artistic work, both for its size and the excellence of
its execution. The very well-carved face has a pair
of round eyes, a pair of side tusks, both indicative
of the terrific nature of the deity ; surrounding the
head is a jatamandala in which are seen on the left
the crescent of the moon and on the right a snake.
In the jatamakuia are the skull, durddhura flowers
and other ornaments. The image of Siva has eight
arms ; one of the right hands holds the elephant-
skin, another two carry a very artistically shaped
tridula, and & khadga respectively, while what is held
in the fourth is not clear in the photograph, Each
of the left hands carry the kapala, klietaka and
taika (?). Below the right foot of Siva is the head
of the elepbant, while its tail is visible on the top.
One leg of the elepbant is shown as hanging in
front above the left hands of Siva. On either side of
Siva stands a gana each with four arms and playing
upon the drum and other musical instruments.
The third illustration fig. 1, Pl. XXXII,
comes from Daraduram in the Tanjore district. Siva
in this sculpture iz represented with eight arms.
In the right hands of Siva are seen the damaru,
khadga, trisizla and the elephant’s skin; in three out
of the four left hands are the kapala, paéa and the
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elephant's skin, while the fourth is held in the
sichihasta pose. As in the previous instances there
is the jafamandala on the head of Siva, in which
is tied up a skull; and the whols person of Siva is
adorned with a large number of well carved orna-
ments such as the kundalas, haras, udarabandha,
keyuras and katakas. As in the image of Valuviir,
the right leg is planted on the head of the elephant
and the left held up bent is an utkufikasana in
direct opposition to the descriptions given in the
Agamas. This deviation from the Agamas appears
to be & peculiarity of this aspect of Siva belonging to
the seulptures of the Chola period and country, as
might be seen also in the figure of Tiruchchengé-
ttangudi (see fig. 2, Pl. XXXII). In the Darasuram
sculpture, the artist has kept the two legs and the
tail of the elephant vertically over the head of Siva.
Towards the left of Siva stands the Dévi with the
child Subrahmanya seated on her loins ; both of them
are locking with awe at Siva. The Tiruchchengst-
tangudi image of Gajasurasaibbaramiirti is almost
exactly similar to the Darasuram image; in his right
hands Siva holds the damaru, the pasa, the §ila and
the elephant’s skin; one of the left hands is held inthe
visimaya pose, another seems to carry a deer (?), the
third having a kapdla in it is held in the sich? pose,
while the fourth is holding the skin of the elephant.

185



KRINDU ICONOGRAFPHY,

The fifth photograph, Pl. XXXIII, is that of
an image to be found in the Hoysaldsvara temple
at Halébidu. Like the first illustration, thia
one also has sixteen arms, which carry a very
large number of objects such as the #khadyga,
ankusa, vajra, damaru, bana, gada, khafvanga,
{anka ghania, sarpa, dhanus and kapala ; the
two bands are seen holding the elephant’s skin.
As in the sculpture of Amritapura the right
leg of Siva is made to rest upon the head of the
elephant and the left is bent and held slightly
lifted up. The skin of the elephant is kept like a
prabha-mandala. On the right of Siva are four
famishing goblins (dakinis) praising Siva; and on
the left of Siva are a few male and female musicians
sounding drums and other musical instruments.
Like the first illustration this belongs to the Hoysala
atyle of sculpturs of the 13th Century A.D.

Siva once got angry with Kala, the god of death
and kicked him on his chest. The
circumstances under which this act
was performed by Siva are given in the purapas
thus : —The Rishi Mrikandu was long without a som,
He prayed to Grod that he may be blessed with sons.
God appeared to him and asked him if he would like
to have a large number of useless sons or only one
remarkably intelligent but with his life limited to

3, Kalarimurti,
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sixteen years. The yishi chose the latter alternative
and in due time his wife Manasvini bore him a son
who was called Markandéya. The child grew up to
be a very intelligent boy : even as his intelligenoce
and behaviour grew to be more and more remark-
able, the hearts of the parents began to be weighted
with sorrow, for at the sixteenth year of his
age he was fated to die. The news of the short
duration of his life, reached Markandaya’s ears.
He resolved to offer piijas to the gods at all import-
ant places of pilgrimage, and, in the course of his
perigrinations, reached, the tradition says, to Tiruk-
kadavir and was intently absorbed in worshipping
the linga enshrined in its temple. Just then the
call from the lord of death, Yama, came. His
emissaries approached Markandéya to bind his
gsoul and carry it to their master ; not finding it
possible for them to do so, they reported the fact
to Yama, who proceeded in person to conduct
operations against the life of Markandéys which was
not destined to continue longer than sixteen yeara.
He all but succeeded in binding the Brahmana lad,
but Siva burst out of the Lijiga in great anger, and
administered a kick on the chest of Yama, which
almost killed him. Yama came to his senses, realis-
ed that this great devotee of Siva ought not to have
been submitted to the same rules as other ordinary
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mortals and went away the wiser for his visit to
Tirukkadaviir. Siva then blessed Markandsys to be
ever of sixteen years of age, so that the destiny that
he should die at the expiry of his sixteenth year
might not operate on him and he is believed to
exist as one of the chirasjfivis (immortals). Siva in
the act of chastising Yama is known as Kalarimirti.
This beautiful story is often seen perpetuated in
stone and colour in many a temple. In the Tamil
country it is believed that this incident took place
in Tirakkadavir in the Tanjore district.

The descriptions of Kalgrimirti are given in
all the agamas. The image of Kalarimiirti is to
have its right foot placed upon a padma-pitha and
the left leg being lifted up so far high as to reach
the chest of the figure of Yama, over which the toe
of Sivashouldrest. The figure of Siva should have
three eyes, lateral tusks, the jatamakuia adorning
the head and four or eight arms. If the image has
only four arms, one of the right hands carrying a
$ula shonld be lifted up as far as the ear ; the other
right hand may carry the paraéu or be held in the
varada pose ; if the hand holds the parasu the adge
of the instrument should be turned towards the
person of Siva and the height at which this hand
is to be kept raised is that of the hikkasiira. The
front left hand should be held with the palm in
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front, at the height of the navel and this band
should be in the s&chi pose. The back left hand
should be kept in the vismaya pose ; in this case, the
ring-finger of the hand should be raised as high as
the ushpisha or the lower portion of the crown, If,
however, the image of Siva has eight arms, the
right ones should bear in them the §&la, the parabu,
the vajra and the khadga ; in two of the left hands
thers should be the khztaka and the paéa, while the
two remaining hands should be held in the vismaya
and the séichi poses respectively. The colour of
Siva in this aspect is also red, though of the coral,
and he should be adorned with all ornaments.

Kala, Yama or the god of death should be re-
pregented with two arms and two legs, with side
tusks and with a karanda-makuta on his head. One
of his hands should carry the paéa and with this
and the remaining hand he should be doing afjali
to Siva, his body covered with blood and trembling
with fear; his legs should be standing apart from
each other (as though he is attempting to steady
bimself). Kalamust also be looking up to Siva for
his grace.

The above description of Kalarimarti accord-
ing to the Awm$umadbhédagama is supplemented
by the Kamikagama thus: the right leg should
be shown, according to this authority, in the act of
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kicking Yama and the left one should be placed on
the ground. In the right hands of Siva there must
be the §z#le and the para$u and in one of the left
hands the nagapaéa, while the remaining hand
should be held in the siichi pose. The eyes of Siva
should be 8o sculptured as to suggest the idea that
their sight is directed towards Kgla and the $ila
should be turned head downwards and piercing the
neckof Yama. In this work Kala is required to be
represented as fallen down fainted with eyes filled
with tears. He should be clothed in red garments,
should have red eyes, red hair both on the head, the
moustache and the brows; he should have side
tusks also. The height of Yama should reach up
to the navel of Siva and his figure muss be shaped
according to the nava-tala measure.

There is another description given in the
Kamikagama acoording to which the figure of Siva
may be represented as rising from the Linga which
Markandéys was worshipping and the figure of
Yamsa fallen prostrate on the ground. In this
instance, the lifiga and the image of Siva should
be sculptured as in the Lingddbhavamiirti already
desoribed above. The body of Siva should be
covered with white ashes (vibhuir).

Markapddya should be seated near the linga
with flowers for offering and his features should
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indicate the fear due to the approach of death
rather than happiness at the appearance of Biva for
his resoue.

The Karanadgama adds that the two front
hands of Siva which are to hold the down-turned
trident must be in the kafaka pose. Evidently,
this rule is meant to be applioable to bronze images
in which such implements, which are wrought
soparately and not cast with the original image
itself, and are generally inserted whenever they are
wanted. The kafaka-hasta pose will be seen in all
metal imapes in whose hands different articles are
meant to be inserted at the will of the worshipper.
For example, in the case of the goddesses who stand
near their consorts, one hand is held in the kafaka
pose to receive a natural flower every day in it ; the
hands of Rama and Lakshmana are kept in the same
pose for inserting in them the bow and the arrow;
in the case also of Vinadhara Dakshingmfrti, we
ghall see later on, the hands are held in the kataka
pose.

Five illustrations are given of Kalarimirti.
The first of these, Pl. XXXIV, is a drawing of the
Kalarimirti to be found in the Dadavatiara cave in
Ellora. In this panel Siva is represented as issuing
from the linga, in front of which is seen the
boy Markandsya lmeeling with his arms folded on
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his bent knees. One of the right hands and one of
the left hands of Siva grasp a stout handled, sharp
trident which is aimed at the abdomen of Yama.
The remaining right hand rests on the hip
(kafyavalambiia hasta) and the remaining left hand
is held in the vismaya pose. The right leg of
fiva is buried up to the knee in the linga and the
left leg is represented as kioking Yama. The person
of Siva is adorned with many ornaments. Yams
has apparently fallen down; in this miserable plight
he praises Siva with his right hand uplifted and in
the loft hand he still grasps the paéa with which he
bad bound the neck of Markandaya.

The second soulpture, Fig 1, Pl. XXXV, also
belongs to Elloras, and is found in the Kailfea
temple. It is almost similar in its details to the
panel described above. Here Yama stands prais-
ing Siva with one hand uplifted and holds in the
obher the pdéa bound to the figure of Markandsya.
The image of Siva issues from the top of a linga
before which is seen seated the figure of Markan-~
deya with the head broken and lost. The action of
Siva in kicking Yama with his foot and piercing
him with bis iila is portrayed vigorously.

The third illustration, Fig. 2, Pl, XXXV,
belonge to Pattiévaram in the Tanjore district.
Herein the treatment of the subject is quite
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different. Riva is standing with his left leg resting
upon the body of the fallen Yama and is kicking
him with the right foot on his chest. He oarries in
bis hands the iile with its head turned downward,
the parasu, the mriga and the kapala. Markandaya
stands to the right of Siva with hands in the a#jali
pose praising Siva.

The next illustration, Fig. 1, Pl. XXXVI, is
of an image to be found in Tiruchchenggttangudi
and is almost similar to the PattiSvaram sculpture
described above. The only differences between the
two are that in the former the left leg of Siva is
lifted up to kick Yama, whereas in the latter, it is
the right leg that is lifted for that purpose; the
right foot is planted firmly on the body of Yama in
Tirnchchengattangudi sculpture, while in the
Patti§varam sculpture, the left foot is so placed.
The head of Yama is on the left of Siva in the
Tiruchchengattangndi image and on the right in
the Pattisvaram one. The last illustration, Fig. 2,
Pl. XXXVT, ig the reproduction of the photograph
of a bronze image kept in the collection of Mr. R. F.
Stoney, Executive Engineer, P. W. D., Madura.
In this instance, Siva is seen emerging from a
linga, within which his right leg is buried up to the
thigh. The other leg is lifted up in the act of
kicking Yamsa (whose image seems to have been

168



HINDU ICONOGRAPHY.

sculptured as a separate piece). The back hands
oarry the parafu and the mriga, while the front
ones are 50 kept a8 to hold in them a friéitla.

On one oocasion Siva killed three asuras who
dwelt in three forts constructed of metals and who
caused great damage to the suras and the rishs.
The story is given in detail in the Karnaparvan of
the Mahabharata, an abstract of whioh is given
below. The three sons of Tarakasura®, having
performed great penances, obtained from Brahma
the boons that they should oocupy three castles
wherefrom they should move ag they desired and

after a thousand years the three

mure PUrsataka-  castles should unite into one and
should be only destructible with a

gingle arrow. The asura architect Maya built
them the three ocastles, one of gold which was in
heaven, another of silver in the air and a third of
iron on the earth : each one of these was appropriat-
ed by one of the asuras, and they atarted out on
their tour of harassing the gods. Indra attacked
them with his vajra but did not succeed in putting
them down. The gods then repaired to Brahma
to consult him as to the means of destroying these
asuras. He told them that they could only be

* Theee were namwed Vidyunmall, Tarakiksha and Kama-
lakshe.
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killed with a single arrow and such a weapon could
be wielded only by Mahadsva and directed them
to pray to him for help. They prayed accordingly
and succeeded in inducing him to undertake
the task of killing the asuras. Mahadsva then
demanded of them one half of their powers (sakés)
to add to his own strength, as, otherwise, it was
impossible to kill those strong demons. They
consented and parted with a half of their strength.
Mahadéva became now stronger than all other
gods and hence came to be known by the name
Mah&adeva, the great god. The various gods served
Mahadéva in other capacities also. Vishnn, became
his arrow, Agni its barb and Yama its feather.
Mahadéva made the Védas his bow and Savitri
his bow-string. Brahma became his charioteer.
With the three-barbed arrow consisting of Soma,
Agni and Vishno the castles with their inhabitants
were destroyed by Mahadava.

The puranik account of the destruction of the
three castles by Mahadava is based upon very
much older accounts found in the Samhitas and
Briahmanas. For instance, in the commentary
of the Vajasansy: Samhita of the Yajurveda, it is
stated that the aswras being defeated by the
gods, performed austerities and built three castles,
which were destroyed by Agni. Bimilarly in the
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Batapatha-Brakmana weare told that the gods and
the asuras fought together, though born of the same
father, Prajgpati. The latter built for themselves
three castles which exocited the envy ofthe gods. For
destroying them Indra is said later on to be prepar-
ing his thunderbolt with Agni as the shaft, S5ma ss
theiron and Vishnu as the point. The Tattfiriya
Bamhita somewhat amplifies the story thus: The
asuras had three oastles, the lowest being made of
iron, the next higher of silver and the highest of
gold. The gods were unable to conguer them;
therefore they wmade an arrow, consisting of Agni
as the wooden shaft, Soma as the iron and Vishnu
a8 the point. But then they needed one to wield
this weapon ; their choice fell upon Rudra, the cruel,
who deefroy»d the castles and drove out the asuras
from these regions. Similar references to the de-
struction of three metallic castles are found in the
Aitarsya-Brahmana and other ancient authorities.

Tripurantakamiirti is described in great detail
in almost all the agamic authorities.

No less than eight different desoriptions of the
Tripurantakamirti are given in the Arbumadbhe-
dagama alone ; but there are not many points of
material difference between one form and the other
given in this work; however, since a distinction
has been made by this authority, let me adhere to
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ite descriptions. In the first form of this aspect Of
fiva, the right leg of the image of Siva should be
kept a little in front, while the left one, alightly
bent, should be behind. One of the right hands
should be held in the sirhhakarna pose at about the
height of the nadhi-sitra and be holding the bow
string in which the arrow is set. The thickness of
the arrow should be that of the little finger of Riva;
one of the left hands should be grasping the bow
and raised up in s horizontal position ; the thickness
of the bow ought to fit in exactly into the closed
fist of Siva and should be tapering at both the ends.
The bow should be painted beautifully with varioua
oolours. It may have three bends (see fig. 3, PL 11,
in Vol. I) or be like the crescent moon and may be
of wood or metal. The thickness of the bow string
is given as one-third of the thickness of the bow
and its longth as seven-eighths of the length of the
bow. The remaining hands should be held in the
kartari-hasta pose; in the right band there should
be the tunka and in the left, the krishna-mriga.
The figure should be adorned with the jatd-makuia
and all ornaments shounld be of red colour. On
the laft of that of Siva, there should be the figure
of the Dévi.

The Uttarakamikagama adde to the above
description the following : the image of Siva shonld
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have three eyes; in its right ear there should be
the makara-kundala ; from the non-mention of any
ornament for the other ear, we have perhaps fo
infer that it has to be adorned by none. This
authority states that Siva may have foar hands or
even two; in the latter case, they should carry the
bow and the arrow. The body of Siva should bein
the samabhanga attitude.

In the second form of Tripurantakamiirti the
left foot of Siva must be kept upon Apasmara-
purusha, while the rest of the description is
exactly similar to the first. In the third form,
the left leg of Siva should be kept standing
vertically while the right should be slightly bent.
In the fourth it is stated that the left foot
should be placed upon the Agasmara; this is evi-
dently a mistake for the right foot, for, as it is, it
is the deseription of the second form given above.
The front right and left hands of Siva, in the fifth
form, should be held, so as the palm of the latter
might be facing up and that of the former turned
down, grasping the point and tail of the arrow; in
the back right and left hands there should be the
tanka and the mriga or dhanus respectively.
The legs should be somewhat bent but there should
not be the Apasmarapirusha in this form. There
shonld be the Davi to the left of Siva. In all these
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five forms of Tripurantakamiirti there should be
only four arms and no more.

In the sixth form, Siva as the Tripurantaka-
mfirti should have eight arms, in the four right
ones of which there should be the bana, the parasu,
the khadga and the vajra; whereas two of the left
hands should be held in the vismaya and the
kataka poses respectively, while the remaining two
should carry the dhanus and the %kizfaka. There
should be several bends in the body of Siva (at:-
bhanga) which should add grace to the general
beauty of the figure. There should also be the Davi
to the left of Siva. In the seventh form, there
should be ten arms; in the right hands they should
carry the bana, the chakra, the §ila, the fanka and
the w»ajra; and in three out of the five left hands
thera should be the dhanus, the fankha and the
khataka : the remaining hands being in the vismaya
and the siich? poses respectively.

In the eighth form, Siva is to be represented as
driving in a chariot. His right leg should be slight.
ly raised and be resting on & part of the chariot,
whereas the left one should be planted in the middle
of the chariot. In the chariot there should be a
part called the mukula, which is not quite intelli-
gible. It is stated that this mukule should be
tied up with a rope, and Brahma, the charioteer
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should be seated in the middle of this mukula,
with a bamboo stick in one right hand and Zem-
andalu in the other; and padma-paéa(?) in one
left hand and the kundika (a kind of water-vesssl)
in the other. Below the mukula there should
be standing a white bull, This bull is Visbnu
who got down from the arrow temporarily to
steady the chariot which was giving way under
the feet of Siva; and after steadying the chariot
Vishnu returned to the arrow. The chariot should
be shown as sailing in the air.

The common features of the eight forms of the
Tripurantakamirti are that they are all of red
complexion, have one face and three eyes, and have
the Dav1 on the left side. In this aspect Siva is
guided by a passion composed of the safva und the
rajd gunas.

Four illustrations ara given of Tripurintaka.
miirti. The first two are to be found in Ellora and
another in the Kailgsan&tha temple at Conjeevaram.
Of the two sculptures of Ellora, the first is in the
go-called Dasavatara cave, Pl. XXXVII. In this,
Siva stands in his chariot with his right leg kept
forward and the left one, behind ; the body of Siva is
turned away from the objects aimed at, but his face
and arms are turned in the direction of the three
oastles which he is about to destroy. He seems to
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Tripurantakamirti : Stone. Dadavatéra Cave: Ellora.
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have had ten arms; those that still remain
unbroken are carrying the sword, and the shield, a
third arm is holding the arrow strung in the bow-
string, while a fourth holds the bent bow. Brahma
is driving the chariot which is yoked to two horses.

The second illustration, Pl XXXVIII, is the
photograph of the sculpture to be found in the
Kailasa cave in the same place. In this, Siva has
only two arms ; the right hand bears the arrow while
the left one the bow. On the right shouider is a
quiver of arrows. Brabma is seen sitting in the front
portion of the chariot and driving the two horses
yoked to it. In front of Tripurintakamirti are
the asuras fleeing before their pursuer.

In the third illustration, Pl XXXIX, Siva is
seated in the alighasana posture in the chariot and
has eight arms, in which there ought to be the bow,
arrow and other implements of war. As in fhe
previous ingtances, Brahma is driving the chariot.

The last illustration, Pl. XL, is the reproduc-
tion of the photograph of the beaufiful sculpture
found in the mandapa in front of the central shrine
of the Sundargévara temple at Madura, which
belongs to the modern times.

Once Siva assumed the form of a mythical
animal called Sarabka. The circumstances under
which he was obliged to take this form are given as
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follows : Vishnu, in hiz Nyisithhavatara, destroyed
the asura Hiranyakasipn who was
causing great annoyance to the
gods. Even after the destruction
of the asura, Visbnu did not abate his terrific
attitude, which was causing damage to the inhabi-
tants of the world. They approached Siva for
succour and Siva promised them his help. He at
once assumed the form of a §arabha, an animal with
two heads, two wings of resplendent beauty, eight
legs of the lion with sharp claws, and a long tail;
making dreadful noise the Sarabha approached
Nrisithha, caught hold of him and tore him up;
the skin of Narasithha, he wore as his garment and
the head was worn on his chest or, as some accounts
bave it, on his makufa as an ornament. Vishnu
came to his proper senses and retired, after praising
Biva, to his own abode, the Vaikuntha. Siva came
thenceforth to be known as Sarabhsfamiirti or
Bitmhaghnamirti.

Sarabhzfamarti is described in the Kamika-
gama as follows : The body of Sarabhéda is that
of 5 bird of golden hue; it should have two wings
which should be uplifted : Sarabhéa has two red
eyes, four lege resembling those of the lion resting
upon the ground and four others with sharp claws
kept lifted upwards, and an animal tail; the body
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above the loins should be that of a human being
but having the face of a lion which should be
wearing upon its head a kirifa-makuta. There
should also be side-tusks and on the whols a terrific
appearance. Sarabhéga is to be shown as carrying
with two of his legs Narasimha. The figure of
Narasithhg should be the ordinary form of & human
being with the hands held in the afijali pose.

The Sritatvanidhi gives a somewhat different
description. It requires that the figure of Sara-
bhésa should have thirky-two arms, in the right ones
of which are to be found vajra, mushii, abhaya,
chakra, §akti, danda, ankusa, khadga, khatvanga,
paraéu, akshamala, a bone, dhanus, musala, and
agni; whereas the left hands ought to keep the paéa,
varada, gada, bana, dhvaja, another kind of sword,
a suake, a lotus flower, kapala, pustaka, hala and
mudgara and one hand shonld be embracing Durga.

The Uttarakaranagama says that by consecrat-
ing this image, all enemies will be destroyed,
battles won, all ailments cured and every good
achieved ; and that the three eyes of this aspect of
Siva are the sun, the moon and the fire; that his
tongue is the subterranean firs known as the
badavanala; that his two wings are Kali and Durga;
his pails, Indra, the belly, Kglagni; the thighs,
Kala and Mrityu; and his gigantic strength
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Mahavayu. Again, in the Sarablhdpanishad it ia
stated that éara means the Jiva or soul; Hari is
shining in the limbs of Sarabba, and that Hari
himself is Sarabha who is capable of granting
moksha.

An illustration of the Sarabhséamirti is given
in Vol, I, Pl. E, Introduction. It issa bronze image
to be found in the Siva temple at Tribhuvanam in
the Tanjore district. In this piece of sculpture
Sarabha is represented as having three legs, the
body and a face of the lion, a tail and four human
arms ; in the right upper hand is the parafu, in the
lower right one, the pasae, in the upper left one, the
mriga and in the lower left one, agni. With the
front leg, S8arabbamirti has pinioned Nrisithha, who
is struggling against his adversary with his eight
Arms.

The following account is found in the Varaha-
purana regarding the cutting off of the fifth bead of

Brahm3 by Siva. Brahma created
sc‘;;ﬁhchhadakn- " Rudra and addressing him as
' Kapali, asked him to proteot the
world. Because he was insulted as Kapali, Siva
cut off the fifth head of Brahmid with his left
thumb-npail ; but this head stuck to his hand and
would not fall off from it. Then Brahm& was
requested by Rudra to tell him how he oould get
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rid of the head stuck up in his band, for which
Brahma prescribed to Rudre the observance of the
Kapalike life for twelve years, at the end of which
he promised that she head would fall off. Then
Rudra repaired to Mah@ndragiri and wearing an
Ygjfopaviia made of hair, a garland of beads made
of bone and a piece of the skull tied up as an orna-
ment in the jatamakuta on his bead and carrying
& skull filled with blooed in his band, went round
the earth visiting all places of pilgrimage.
At the end of twelve years he arrived at Varanasi,
where, by the followers of Simachari (?} the skull of
Brabma was removed from the hand of Rudra.
The place where the head fell obtained the name
of Kap&la-mdchana. Rudra then bathed in the
Ganges, worshipped Visvésvara at Kasi and return-
ed to Kailasa.

A somewhat different version is found in the
Rurmapurana. Onoce upon a time the rishis asked
Brahmi as to who wae the origin of the universe,
Brahms arrogated it to himself. Just then Siva
appeared on the scene and claimed to be the origi-
nator of the universe; upon this there ensuad a
dispute batween Brahm3 and Siva. Even though
the Vadas came to deelars that Siva was the greatess
of all Gode, Brahm& would not accept their verdict.
Then appeared in space a huge illumination in which
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was discernible the figure of Siva. Siva then
ordered Bhairava to cut off that fifth head of
Brahma which spoke to him with haughtiness and
disrespect. By the power of his y3ga, Brahmia
escaped death and he also learnt, at the sacrifice of
one of his heads, the superiority of Siva.

The following description of Brahmadiradch-
chhadakamiirti is found in the Sritatvanidhi.
The figure of this aspect of Siva should be of white
complexion, with three eyes, four arms and a
jatamakuta on the head and the patrekundala in
the right ear and the nakrakundala in the left
one. In the right hand are to be the vajra
and the parabu and in the left ones, the skull
of Brahma and the $&#la. It should be draped in
the garments made of tiger's skin.

The Siva-purdna calls Bhairava the purna-
ripa or the full form of Sankara and that those
whose intellect is darkened by maya are not able to
understand the superiority of this aspect of Siva and
decline to worship it. Bhairava is 80 called
because he protects the universe (bharana) and
because be is terrific (bhishana). He is also known
as Kalabhairava for even Kila (the god of death)
trembles before him; Amarddaka because he killa
bad persons(marddana) and PEpabhakshana,bscause
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be swallows the sins of his bkakfas or devotees.
Hbe is the lord of the city of Kaéi.

The description of Bhairava is found in the
Vishnudharmottara. It is there
stated that Bhairava should have &
flabby belly, round yellow eyes, side-tusks and wide
nostrils, and should be wearing a garland of skulls.
He should be also adorned with snakes as orna-
ments ; besides these there should be other orna-
ments also. The complexion of Bhairava is dark
a8 the rain-cloud and his garment the elephant’s
gkin ; he should have several arms carrying several
weapons. He should be represented as frightening
Parvati with asnake.

Bhairava has many forms such as the Vatuka-
bhairava, Svarpdkarshanabhairava and so forth.
The features of each one of these forms are describ-
ed below.

Vatuka-Bhairava should have eight arms in

six of which are to be the kkafvangs
A ataks:  the pada, the fiila, the damaru, the

kapala and a snake; while one of
the remaining hands should carry a piece of flesh
and the other should be held in the abhaya pose.
By the side of this Bhairava there should be a dog
of the same colour as that of its master. Meditation
upon this form of Bhairava is said to secure all the

{a) Bhairava.
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wishes of the votary. So far for the description
given in the Ripamandana ; the following is the
description found in the Vaf{uke-Bhairavakalpa.
This aspect of Bhairava should have ja{as of red
colour, three eyes and & red body. He should carry
in his hands the éils, the paéa, the gamaru and the
kapala and be riding upon adog. Vatuka-Bhairava
should be stark naked and be surrounded on all
sides by a host of demons.

Four illustrations of Vatuka-Bhairava are
given, in none of which is Bhairava seen with eight
arme a8 given in the Riapamandana. The South
Indian image of Patti§varam, Pl. XLI, carries the
sula, the damaru, the pada and the kapala and is
paked. It has jualas or flames surrounding its
jatdmakuta and wears round its neck a long necklace
made of small bells, begides & number of well-wrought
golden and other necklaces. Round the loins is the
kalisiitra or waist zone consisting of a snake. To
show the terrific aspeot of this deity, the eyes of the
image are made round and there are shown large
side-tusks. Immediately behind the figure of Bhai-
rava is a dog also adorned with a number of nacklaces
and other ormaments. Thig image belongs to the
Iater Chole period (18th aad 18th centuries A.D.).

The two Northern Indian images as also the
one of the Chalukya style, fige. 1, 3 & 2, Pl. XLII,
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are alike in their execution. They all carry the
$ula, the khadga, the pase and the kapala, have
their jatas arranged in a circle {or mandala,) and
are naked. They wear garlands of skulls and are
of terrific appearance. The image belonging to the
Indian Museum, Caloutta, fig. 1, Pi. XLII, alone
ie smiling, whereas that belonging to the Museum
of the Bombay Branch of the Royal Asiatic Society,
fig. 3, Pl. XLII, has a scorpion attached as & lafichh-
ana or mark on the front face of the pedestal ; and
these two images are surrounded by emaciated
pikachas. The sword in the hand of the image of
the Madras Museum (fig. 2, Pi. XLII), is a short
dagger held with its point downwards. All these
three images stand on sandals, which are absent
in the oase of the South Indian image.
Svarnakarshana Bhairava should have an
yellow colonred body, with four arms
b Sypoakar-  and three eyes and should baolothed
in yellow garments. He should be
adorned with all kinds of oraaments and be praised by
all gods. The appearance of this aspeot of Bhairava
should be one which suggests perfest happineas
coupled with masterful authoritativeness. He
should be carrying in his hands a vessel filled with
gold and precious gems, a chdmara and a tomara and
& large éula should be resting upon the shoulder.
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‘We have already seen in the introduotion that

Bhairava's sspect has eight differ-

1o Xhe $IXty-  ent forms, named Asitdhgs, Ruru,

Chanda, Krddha, Unmatta-Bhai-

rava, Kipala, Bhishana and Samhara. Each one

of these forms is divided further into eight

subordinate forms, thus making sixty-four in all.

All these are grouped into eight groups and are
described in the Rudra-ydmala.

In the group coming under Asitifiga are in-
claded Visalaksha, Marttanda, Modaka-priya,
8vachchanda, Vighns-santushta, Khséchara and
Sacharichara. All these are of golden complexion
and have good looking limbs, and carry the ¢risiila,
the damaru, the paje and the thadga.

The group headed by Ruru consists of Kr5da-
damshtra, Jatgdhara, VisvarGpa, Viripakeha, Nana-
ripadhara, Vajrahasta and Mahékiaya. The colour
of the Bhairavas of this group is pure white; they
should all be adorned with ornaments set with
rubies and should earry an akshamala, the ankuba,
8 pustaka and & vind.

Chanda, Pralayintaka, Bhiimikampa, Nila-
kantha, Viehnu, Kulapilaka, Mundapila and Kima-
pala constitute the third group. All these are to be
of blue colour and have good looks. They should
ocarry in their hands agni, §akti, gada and kunda.
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In the group headed by Krddha are included
Pingalskshana, Abhrariipa, Dhargpila, Kautils,
Mantranayaka, Rudra and Pitamaha. All these
are of smoke colour and should oarry khadga,
khétaka, o long sword and paraéu.

In the Unmatta-Bhairava group are Vatuka-
niyaka, Sankara, Bhi ta-vetala, Tringtra, Tripurdn-
taka, Varada and Parvatavasa. Their colour is
white and they are all to be of good luoks and carry
in their hands the kunda, the khéiaka, the parigha
(a kind of club) and bkindipala.

Kapila, éaéibhﬁshaga, Hasticharmambara-
dhara, YogiSa, Brahmarakshasa, Sarvajiia, Sarva-
davéda and Sarva-bhitahridi-sthita form a group
and are all to be of yellow colour and carry the
same weapons as in the previous group.

The seventh group consists of Bhishana,
Bhayahara, Sarvajfia, Kalagni-Maharaudra, Dak.
ghina, Mukhara and Asthira. They all carry the
same weapons a8 in the above group and are of
red colour.

In the group of Sarhb&rabbairava are Atirik-
tanga, Kalagni, Priyankara, Ghoranada, Visglaksha,
Yogiéa and Dakshasamsthita; all these are to be
of the colour resembling the lightning and to carry
the same weapons as in the previous group. Pl
XLIII, represents the Asiriktanga aspect of
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Bhatrava and is found sculptured in one of the
cave-temples of Ellora. Seated near his fook is the

emaciated figure of Kalt; round him are a namber
of blood-thirsty goblins and en his right stands a
brahmana votary with his hands held in the afijali
pose. Though grotesque, the sculptor has exeouted
his work with great skill.
Virasbhadra is a form of Siva assumed ab
the time of the destruction of the yajra (sacrifice)
of Daksha. The following account
el TADRAdEA- ot the destruction of the sacrifice
of Daksha occurs in the Kirma-
purana. On one ocossion Dakshs with bis eonsort,
paid s visit to the house of Siva. In spite of the
solicitous attentions of Siva, Dakshe became dis-
pleased with his son-in-law, and returned to
his quarters. On another occasion Siva's wife
Sati went to ber father Daksha's house. Daksha
reviled Siva in the presence of Sati and also abused
her and directed her to quit bis house. This insulg
offered to her in his own house by Daksha smote
Sati so hard that she burnt berself to death; she
was afterwards born to Himavan as his daughter
under the name of Parvati. Learning the demise
of his consort, Siva cursed Daksha to be born &s a
Kshatriys and to commit incest with his own
daughter in that birth. Dakeha was born as king
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Prachstas and was performing a yaga at Gahgh-
dvira, but owing to the hatred he conoceived for
Siva in his former existence he declined to dedicate
& portion of the offering to Siva. All other gods
who had received their portions did not intercede on
behalf of Siva. But one Dadhichamaharishi alone
remonstrated against the injustice of Daksha's
neglect of Siva but in vain. Then Dadhicha
cursed all those who were present to become véda-
bahyas and lovers of lower religious systems and
even to lose the favour of Vishnu on which they so
much counted. He then invoked there the
presence of Siva. Just then Parvati also was
requesting Siva to destroy the irregular sort of
yaga that was being performed by Prachétas. He
acceded to her request and created Virabhadra
with a thousand heads, a thousand eyes, powerful
shoulders, a thousand arms, and resembling in
brightness the fire that devours the universe at the
end of an mon; having side-tusks, carrying the
$ankha, the ckakra and a bow and besmeared with
ashes; this Virabhadra was sent to destroy the
yaga of Prichstas. Parvati, in her turn, created
Bhadrakali and sent her also with Virabhadra,
with a body of ganas to hslp themn. Virabhedra
destroyed the yaga and in the action thet ensued
put out the eyes and plucked the teeth of Siryas,
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out off the hands and the tongue of Agni, cursed
Indra's arm, that had been lifted up to strike, fo
remain stiff in the same position. Chandra was
crushed by the toe of Virabhadra and Vishpu's
vehiclo Garuds had to flee for life. Daksha came
to his senses and prayed to Siva, who became
pleaged with him and promised the headship over
the gapas at the end of that mon and dis-
appeared.

An altogether different tale is found in the
Varakapurana. Rudra was born from the abger
of Brabma ; the latter asked bim to create beings,
which he did not care to do, but lay in inactivity.
Brahma therefore created Daksha and six other
Prajipatis. Daksha begot a lot of children and
grand-children. Indrs and other Gods, the grand-
children of Daksha, began to perform sacrifices for
the plessure of Dakshe., Meanwhile Rudra who
was sonk in inactivity came and created four species
of animals ; in & short time the voices of Indra and
other gods came to be heard by Rudra who got
angry at the creation of these beings by some one
else before he himself took up the act of creation.
This anger of his glowed in the form of tongues of
fire issuing from his ears and from this fire cama a
number of demons which went against the Davas,
sttacked and destroyed their sacrifices and cownpelied
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them to offer him aleo & portion of the offringe.
Dakeha prayed to Rudra to appease his anger and
geve his daughter Gaurt in marrisge to Raudra.
Brahmg then allotted to Siva and his oonsort a
place in Kailisa. .

The Bhagavata-purina gives a fuller account
of the enmity between Daksha and Rudra. The
gods and the rishis were assembled at a sacrifice.
Daksha entered the hall when all the assembly,
excepting Brahm3 and Mahgdava, rose np. Daksha
made his obeisance to Brahmi and sat down at his
command. But he did not like Mahadava being .
scated when he entered the hall and so reviled
Mahadava in very strong and highly objectionable
language alluding to his roaming in cemeteries and
other repulsive acts and cursed him that he should
never be given thenceforth a portion in the offerings
in yaga made to the delectation of the gods. Siva
departed from the hall of sacrifice. Bome years after,
Daksha began to perform the sacrifice known as
the Brihaspatisava. All the gods with their wives
were seen going to attend the sacrifice; seeing
which Sati, the wife of Biva, pressed him to
take her to her father's house for the sacrifice.
He informed her of the insult offered fo him by
her father and advised her not to persist in
going to the sacrifice. But she persisted in going,
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of snake, and adorned with beautiful anklete; {t
should be standing mpon a pair of sandals and
should have short drawers as his underwear. The
colour of Virabhadra shounld be red; he should have
a face indicating great anger and should look
terrific. Ho should carry the khadga, the khitaka,
the dhanus and the bana. The setting up of this
image is believed o remove all great sins and o
cure people of all their ailments.

Two photographs are reproduced in illustration
of Virabhadramiirti. The first, fig. 1, PL. XLIV, is
of a bronze image belonging to the Madras Museum ;
its hands are broken and therefore the objects
carried in them cannot be made out. The figure
has round eyes and side-tusks indicating the terrific
pature of this aspect of Siva. It stands upon a
pair of sandals. The second photograph, fig. 3, on
the same plate, is that of an image oarved on a
pillar in the mandapa in front of the Siva temple
at Tenkadi and is of the 15th century A.D. Im
this piece of sculpture Virabhadra has ten arms;
three out of the five right hands carry the bana,
the paradu and the khadga ; of the remaining two
hands, one holds a long sword (partly broken)
which is thrust into the neck of Daksha and the
other pulls out an arrow from the quiver. The
l6ft hands keep in them the dhanus, the musala (?),
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SAMHARAMURTIS.

the possession by dévas of & lot of riches induced
Jalandhara to wage war against them and he began
in right earnest to attack them. The gods com-
plained to Vishnu about their lot, who fought hard
but unsuccessfully with Jalandhara; meanwhile
Jalandhara’s might extorted Vishnu’s admiration,
a8 a consequence of which, Vishnu asked Jalan-
dhara to ask for any boon he desired. The asura
took this opportunity to request Vishnu and his
consort Lakshmi, to come and reside in his capital.
Vishnu was therefore obliged to repair to the city of
Jalandhara. The gods then desired that Sivashould
become hostile to the asura and kill him. For
this purpose, they induced Narada to kindle enmity
between the asura and Siva. Narada went straight
to the palace of Jalandhara and told him that such
a pretty damsel as Parvati, the consort of éiva, was
alone the fittest partner in life to Jalandhara and
that he should therefore make every attempt to
possess her. Thus incited by Narada, Jalandhara
despatched immediately messengers to Siva to
surrender Parvati to bim. Siva forthwith set ous
for battle with this impudent asura, but very
soon the ganas of Siva were put to flight by the
asura. Siva then appeared in person for a combat,
but did not succeed well. In the meantime Jalan-
dhara created, with his maya, & host of very pretty
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Gtandharvas and Apsarasas and made them ping and
dance before Siva, who became absorbed in the
dance and music; he became unaware of the fact that
his weapons dropped down from his hands, Seeing
that that was the best opportunity for him, Jalan-
dhara agsumed the form of Siva and procseded to
Parvati to ravish her. But she knew the person
who was disguised as Siva and invoked Vishnu to
come to ber help. Vishnu appeared on the scene;
Parvati requested Vishnu to ravish Brindd, the
wife of Jalandhara. Parvati’'s wishes were carried
out immediately. Brinda not being able to bear
the indignity offered to her committed suicide and
died, cursing Vishnu that in one of his avatiras
he should suffer the loss of his wife by abduction
by another. Jalandhars could not find Parvati at
her sbode, hence he returned. Siva had also re-
covered from the spell of the music; & battle ensued
in whick Jalandhara was killed with the Sudarfana.
chakrs which Siva obtained from the sea. Thus
ended the life of the asura Jalandhara.

The description of the image of Jalandhars-
haramirti is given as follows: The colour of
Siva in this aspect is red;he should have thres
terrific looking eyes, and only a single pair of arms;
in the right hand he should carry an umbrella and
in the left a kamandalu. On his head shonld
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be a dishevelled ja{abhara containing in it the
crescent moon and (Gangd. He should be adorned
with kundalas in the ears, hdras on the neck and
anklets on his legs and the feet of Siva should
rest on & pair of sandals. The posture of Siva
should be such as to indicate his desire to move
quickly.

Jalandhara should be represented with two
arms, and be adorned with Z%irita, kLankana
(bracelets) and all other ornaments. He musth
have a sword tucked up below his forearm, while
the two bands should be held in the a%jali pose.
On the hands thus held there should be the Sudar-
sanachakra. The colour of Jalandhara should be
yellow.

Anantanandagiri in his Senkaravijaya states
that there was a quarter called
Malla in Ujjayini. Init dwelt a
seot of people who were adoring Siva in the aspect of
Mallari and conducting themselves like dogs, after
the fashion of the dog-vehicle of Mallari, barking
like it and putting on the appearance of the dog,
adorning their necks with garlands made of shells.
They believed that Mallari was the origin of the
whole universe and were offering pija to him as
the Supreme Being. Sankaracharya proved to
them that their appearing like dogs and barking
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like them and other characteristic customs of
theirs were opposed to the §astras and converted
them to the religion of the Brahmanas.

The aspect Mallari that is referred to above is
described in the Mallari-mahatmya thus : Mallari
is to be of the colour of gold, wearing on his jaa-
makula, the crescent moon, in his ears white,
sbining kundalas, and round his neck, necklaces of
rubies and pearls and & garland of flowers. In his
arms there should be bracelets of snakes and he
should be clad in yellowsilk garments. The orna-
ments of Siva should be hidden here and there by the
hoards of snakes and there must be a smile playing
upon the lips of Siva. In the hands are to be seen
& damaru and a khadga. His vehicle is to bea
white horse and he must be surrounded by seven
doge.

The pauranic story of the destruction by Siva

of the great demon Andhak#sura
s pihdhaka-  hpg already been given in connec-

tion with the Sapta-Matrikas on
pages 379-382 in Volume I, To illustrate the
descriptions of the aspect of Siva as Andhakasura-
vadha-miirti, three photographs are reproduced,
all of which belong to the Cave-temples of the
Bombay Presidency. The sculptures represented
on Pis. XLV—XLVII, belonging as they do to
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one school, bear a strong family likeness; the
artists have dwelt upon the subject in exactly
the same manner and it is therefore sufficient
to deseribe one of these pieces of sculpture. In
all the three instances, Siva bas eight arms, in
two of which be carries a ¢rifitla, at the end of
which is pinned the body of Andhakasura and from
it blood drops down., The goddess Yogaévari,
squatting on the ground, holds in her hand a cup
in which she catches the blood-drops as they trickle
down. 8iva himself bears the %apala in one of hig
hands to collect in it the blood flowing down from
the body of Andhakasura. In the other hands of
the sculpture of the Dadgvatara cave, Siva is seen
keeping the damaru and the kkadga; two other
hands of his hold stretched the skin of the elephant
in the shape of a prabhamandale and the remain-
ing hand is held in the farjani pose.

Yogabvari or Kali carries in her other hand a
short curved dagger: her body is represented as
very emaciated and her head is surrounded by a
jatamandala. Just above the head of Kali is the
figure of a dakini, half human and half bird, sitting
waiting for her prey of human flesh.

On the right of Kali is the Dévi, seated upon
a padmasana and viewing with awe the events that
are taking place before her.
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The sculpture belonging to the Kailasa at
Ellora and that belonging to the Elephanta Cave
are not different in their description, but it must
be noted that the latter is one of the finest pieces
of workmanship of the period to which it belongs ;
in this sculpture, one hand of Siva oarries a ghanta

instead of the damaru.
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MONG the rites and ceremonies that are pre-
" seribed for kings for attaining success against
their enemies is the adoration of
Aghoramiirti. The description of
the rites that have to be performed iz given in the
Lingapurana. A priest who has attained mantra-
siddhi or the power of efficaciously using mantras,
should for that purpose repair fo a place where there
is a corpse or whers there iz a temple dedicated to
the Saptamatyikas (or the seven mothers), and con-
gtruct five kundas (receptacles for fires), one on each
cardinal point and one in the centre. On the four-
teenth day of the dark fortnight * the cersmonies

11i.Aghorsmurti,

* The fourteanth tithé of the dark fortnight of the month
of Phalguni ig known sa Agbdra-chaturdaéi; it ia ssid that
those who worship Hiva in the aepent of Aghdra on thia day
will be taken to Siva's abode.

ARATEATRY T8 Wit agae ¢
FEATRINTERIAAEAI g 1

{Apte’s Sanskrit Dictlonary.)
197



HINDU ICONOGRAPHY.

ought to be begun and continued to the eighth dayin
the sncoeeding bright half of the next month. During
this period the priest with four of his disciples, who
have salso attained mantra-siddhi, should sit in
front of the kundas, himself ocoupying the middle
and the four disciples the four guarters, before
the kungas and perform ioma sacrifices in the fire
concentrating their thought upon Aghora. Then
they should make a wooden effigy of the enemy
king, place it in one of the kundas with the head
downwards and burn it with the fire brought from
the burning ground. There are a few other minor
ceremonies of no great interest.

The following is the description of the Aghdra
who is required to be meditated upon. The figure
of Aghdra should have eight arms; in the hands
are to be seen the §ula, damaru, pdfa, kapala,
danda, dhanus, bana and khadga; the neck of
Aghora should be blue and his complexion black.
He should be naked, or be clad in the skin of the
elephant and the lion and be adorned with orna-
ments composed of snakes and scorpions, and be
coveraed with the ashes of the dead bodies of human
beings. His face should be terrific in appearance
and should have side tusks. A snake should bind
his hair and he should be surrounded by demons and
goblins.
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Another description, according to whichk the
Aghoramirti is generally sculptured and set up in
temples, is found in the Karandgama. In this
work he is known as the Aghorastramiirti and it is
stated therein that the image of this aspect of Siva
is set up for gaining victory, for destroying such
great sins a8 brahmakatya or brahmanicide and for
granting riches., AghGristramirti should have
three eyes, eight arms and be of terrific look, with
side tusks. The colour of this aspect of Siva is
dark. He is to be draped in red clothes, adorned
with garlands of red flowers, ornaments set with
rabies, a garland of skulls, and another composed
of short daggers (khadgamala) and a third of
scorpions. His hair should be flaming and his
forehead marked with ashes in the shape of the
orescent moon. In his two hands he should carry
a {rifila horizontally as though about to charge
with it, and the other hands should hold & v&iala,
khadga, damaru, kapila and khadga (ghanta ?).

A third description is given in the Sivatat.
varatnakara. According to this, Aghora has a
single face, and thirty-two arms; on the head is a
jata-makuta and in it the crescent moon. He
should have three eyes. In his right hands are to
be abkaya, khadga, éula, chakra, damaru, a bone,
bana, gada, a lotus flower, kapala, jRanamudra,
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kunda, ankuba, akshamala, khatvanga and parabu;
in the left hands, varada, kavacha (shield), ¢anka,
pafa, mudgara, aenake, agni, myiga, ghanid, dka@m,
katyavalambita-hasta, ratnas or gems, & water lily,
a pitcher, musala and pustaka. This AghOramirti
should have slso & garland of skulls and be standing
upon the severed head of Kala. An image of the
above description is believed to grant all protection
to its votaries.
AghOramirti with ten arms is described as
possessing three eyes and a terrific
Apmoramaiii®  countenance. The colour of his
body is blue and that of the
garments red. There are to be snake ornaments
all over the body. In his ten hands he should
carry the paradu, damaru, khadga, khétaka, bana,
dhanus, §ila and kapale and the remaining hands
should be held in the varada and ablaya poses.
Two photographs, figs. 1and 2 on Pl. XLVIII,
are reproduced in illustration of Aghdramiirti, both of
which belong to Southern India. The first image is
to be found in the Siva temple at Tirukkalukkunram
and the other in the Siva temple at Pattiévaram.
Both of them are almost similar to each other; in
these pieces of sculpture two front hands bear the
{riéila in a horizontal position, while the other
bands carry the ghania, the pada, the khz{aka,
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kapala, the khadga and the dgamaru. The head
is surrounded by tongues of flames and the face, with
its round eyes and the side-tusks, indicates the
terrific nature of this image. Round the neck is &
large garland of skulls reaching down to the ankles
and the prabha-mandala surrounds the figure.

An asura named Diushana was giving trouble
to the Bribmanas residing in and near Ujjayini.
They prayed to Siva to relieve them from the
visitations of the oruel asura. Siva pleased with

the prayers of the Brahmanss,
with Matoaa®  appeared on the spot and with a

breath of bis reduced Dishana fo
ashes. The Brahmanas then prayed to Siva to
stay away in their midst; Siva assumed the form
of a Jydtirlinga and the name Mahakale and
stopped away at Ujjayini. Such is the account of
Mahakala of Ujjayini as given in the Sivapurana.

The description of the image of Mahakala with
hif consort Mahakali is found inthe Lalitopakhyana.
It is stated therein that Mahgkala should be em-
bracing Mahakali and be wearing a black coat.
The colour of Mah&kala is black. His eyes shounld
be red on account of the excessive drink in which
he is indulging ; he should be drinking from the brak-
manda (the colossal shell from which Brahma was
born) used as a vessel to hold the liguor. His sight
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must itself be resting fondly on his dark ocoloured
consort Mahakgli, and both of them should be seated
upon a simhasana. Mabakals, swallower of the
Universe, should have by his side Kala and Mrityu.
He should also be meditating upon Lalita, doing
pija to her and bestowing long life on her devotees.
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AS we have already stated Siva possesses also
the faculty of affording grace to his votaries
and that in this aspect be is said to be a Anugraha-

marti. Let me proceed with the description of
some of the anugrakamiurtis of Siva.

In the village of Seyfialar on the bank of the
river Manni in the Chdla country

nh?::é?fuu' there lived a pious and learned
Brahmana named YajBiadatta of

the Kadyapagotra. He had a son by name Vicha-
raSarman of great intelligence. One day when the
lad was going to the school, he saw a cowherd
assaulting brutally a cow, that sacred animal
which deserves being worshipped. Incensed atthe
behaviour of the cowherd, young Vicharadarman
took upou himself the duty of tending the cows of
the village, to which the villagers acceded. From
that day the cows became happy and began to yield
much more milk than their udders could hold and
naturslly the extra milk began to flow out. Vicha-
rafarman seeing that the milk was wasted, collected
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it in vessels, set up lingas made of sand and
began to bathe them with this extra milk, with
intense piety for Siva. The cowherd who lost his
position on account of this Brahmana boy, found
this a fine cause for denouncing him and immedia-
tely repaired to the village and reported to the
villagers that the boy Vicharaéarman was wantonly
milking the cows, drinks milk with his chums and
spills the rest on mounds of sand. The complaint
thus often repeated, made one of the villagers go
and see for himself the truth of the accusation pre-
ferred by the cowherd and to his surprise he saw
young Vichdradarman actually pouring milk on
sand mounds, but he did not pause to investigate
and see that it was only the extra milk that the
boy, in his intense devotion to Siva, was offering
the sand-made symbol of the linga. Forthwith
he complained to the father of the boy, Yajfiadatta,
about the wickedness of his son. On this complaint
the father also went one day to the river side
to see what his boy was doing and found him
in the act of spilling milk in the sand. He ap-
proached the boy and stood near him, but, in his
deep devotion the proximity of the father was not
perceived by Vicharasarman. On seeing the
apparent mischief of his son, Yajfiadatta, inanger,
kicked the mound of sand; whereupon the son
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woke up from his reverie and cut off with his axe
the leg that kicked the object of his worship with
the result that Yajfiadatta fell. Siva who was
pleased with the devotion of this boy Vichara-
farman appeared on the scene with his consort
Parvati and offered him his grace. Siva told the
boy that in bis intense love for himself (8iva) he
even went to the extent of cutting off the leg of
his father, and promised hitn that thenceforth he
would be in loco-parentis to him, embraced him
and made him the head of his ganas and the
steward of his household under the name of Chan-
deéa. Siva commanded that thenceforth the
offerings made to him must be given to Chandss-
vara, the clothes worn by him should be set aside
for his devotee and in token of his favour he algo
tied round the head of Vicharadarman the flower
garland then worn by him.

The scene representing Siva as offering to
Chandééa his grace is described in the Améumad-
bhédagama. Siva should be seated with Parvati
as in the case of Umasahitamirfi described already.
But his face should be turned a little to the left;
his right hand should be held in the varada pose
and the left hand be placed on the head of Chandééa.
Witk hands folded in the a#jali pose Chandaéa
should be standing on a padmasana in front of
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Siva; the colour of Chandsfa is golden yellow.
The Uttarakamikigama states that Siva and Ums
should be seated as in the case of Chandraé@khara-
mirti and Chandéévars with hands in the adfald
pose should be either standing or sitting before
Siva, who with his right hand should be holding
the end of a flower-garland and with the left hand
tying it round the head of Chandaéa. The height
of the figure of Chand@éfs may be up to the knee,
thigh, navel, breast, neck or mouth of that of
Siva and it should be made in accordance with the
adkama-daja-tala measurement. The Pirva-
karanagama and the Silparatna bave practically
the same description as that found above.

Four pictures are reproduced to illustrate the
description given above. The first fig. 1, Pl. XLIX,
is of a seulpture to be seen in the big Siva temple as
Gangaikondadolapuram, built by R4jandrassla, the
son of Rajaraja the great. In this is seen Siva
seated with his wife Parvati on a seat, below which
is seated Chandaéa. In the two back hands of Siva
are the paraju and the mriga ; the right front hand
holds the end of a flower garland and the left front
one is tying it round the head of Chandaéa. This
fine piece of sculpture belongs to the Chala period
and is of the firat guarter of the eleventh century
A.D.









PLATE XL







PLATE XLYII







ANUGRAHAMORTIS.

The original of the second illustration, fig. 3,
PL. XLIX is found in the Kailisanatha temple
at Conjeevaram. In this Siva is standing on his
right leg, while the left one is resting upon &
raised seat. He has four hands, the right one of
which is held in the »arade pose; it is not quite
clear from the photograph what objects are kept in
the remaining hands. To the right of Siva stands
Chandaévara with the aze with which he cut down
the leg of his fatber resting upon his right shoulder.
Below him and fallen on the ground is the father of
Chandaéa, with his left hand held in the vismaya
pose. The sculpture is in a highly damaged condi-
tion. It belongs to the reign of the Pallava King
Rajasimha and is of the 7th century A.D). The third
and the fourth itlustrations, figs. 1 and 2, PL. L, are of
the Chandééanugrahamirtis sculptured on the base
of the ggpura in froat of the Sthanunathasvimin
temple at Suchindramn and on the pillar in the front
mandapa of the Minakshi-Sundar@Svara temple .
at Madura respectively, They both resemble the
geulpture at Gangaikondasdlapuran.
Vishnu obtained through the grace of Siva
the chalra and the circumstances

2, Vishnvanu- i ™
shamurti, or bbereof are narrated in the Siva-

ooakradant  pyrgna.  On one occasion Vishnu

found himself unable to conguer
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certain asuras, and prayed to Siva for the grant of
the chakra which 'was in Siva's possession. To
his prayer he added & p#ja in which he employed a
thousand lotas flowers daily. One day he sat for
p#ja with the required number of flowers but at
the end he missed one flower, which, to test the
strength of his devotion Siva had secreted ;
Vishnu at once plucked one of his eyes which
are always compared to lotuses, (kamala-lockana)
and threw the same in offering on Siva. Sivabecame
so pleased with the devotion of Vishnu that he
presented him with the chakra which was originally
in his possession. This fact i8 also alluded to ip

the Mahdabharala.
The Uttarakaranagama and the Sritattranidli

give the description of the Chakraddanamirti. The
firat authority states that Siva should have three
eyes, four arms, a pacific appearance, and the
jatamakuta on the head. The left leg should
be bent and be resting on the seat, while the
right one should hang down. In the right hands
are to be the tanka and the chakra, the left ones
being in the varada pose and holding a krishna-
mriga. Surrounding the head of Siva iz to bea
prabhimandala and a éirachakra. On the left of
Siva should be seated Parvati and on the right
Brabma should be standing. Vishpu, with hands
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folded in the afijali pose, should be worshipping or
doing piija to Siva with lotuses and his eye.

The Sritattvanidhi is not particular about the
tanka in the hand of Siva, but gives the alternative
of carrying the parafu. In this work it is stated
that Vishnu ought to be standing to the left of Siva
in such a manner as to indicate his readiness o
receive the boons and the chakra, after finishing his
pija of Siva with lotuses and hiseye. Siva should
be seen presenting Vishnu with a pitambare (a
yollow garment), the kaustubha (an ornament) and
the chakra, as also the name Kamalgksha to Vishnu,
Vishnu should be black in ecolour, clad in yellow
garments and adorned with all ornaments. Intwo
of his bands should be the éankhe and the chakra
and the other two ones should be held in the anjali
pose.

Two illustrations of Vishnvanugrahamiirti are
reproduced. The first of these, Pl LI, fig. 1,
belongs to the Kailasanatha temple at Conjeevara.
Siva is seated on a raised seat with his consort,
having his two back hands raised up in astonishment
(vismaya pose), the right front hand rests npon the
seat, the remaining left hand being held in the
simhakarna pose. Behind Siva standsan attendant
and below the seat is seen Vishnu kneeling; with
one of his left hands he is plucking out his eye, the
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other left hand holding the last remaining lotus
flower ; the front right one is held in the kafaka pose,
while the remaining hand is not visible in the
photograph. The second illustration, fig. 2, P1. LI,
is of & piece of sculpture found in the Min&kshi-
Sundaréévara temple st Madura. In it, Siva and
Parvati are seated upon a bhadrasana and Siva
is seen presenting the chakra to Vishnu, who is
standing reverently and receiving it.
Nandikaéévara is an important adjunct to the
family of Siva. His history is given in detail under
Nandikéévara or Adhikara-Nandi
vﬁi’,ﬁ-{“‘“’ elsewhere in this volume. When
Nandi's tenure of life on earth was

coming to an end, he prayed intensely to Siva to
grant him a longer lease of life. Siva appeared and
granted him his prayer, as also the command
over a portion of his ganas, and complete exemp-
tion from old age and pain. He then took the boy
near him and threw round his neck the flower
garland that was gracing his own. At once he be-
came a duplicate of Siva, with three cyes and ten
arms. Siva took a quantity of the water of the
Ganges which he had tied in his jaia and sprinkled
it upon Nandi. It began to flow as the river
Jatodska. Siva ordered his consort Parvati to treat
Nandi tbenceforth as her own son. She also smelled
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the top of the head of Nandi* and milk began to
flow from her breast and fall in three spouts on the
head of Nandi ; this milk also became a river under
the name Trisrdtas, Nandi out of joy bellowed
then like the bull. This noise also gave rise to a
river named Vrishadhvani. Siva still more plessed
with Nandi presented him with his own golden
makuta and ear-rings set with precious gems. Sarya
seeing that Nandi was thus honoured and loved by
Siva sent a cool downpour of rain. The water
kaving come in contact with the gold of the makuta,
began to flow as two rivers named Svarnodaka
and Jamb@nadi. Thus near Japysivara the place
where all these events occurred, five rivers began to
flow. Nandi was afterwards crowned as the lord of
the ganas and was married to Suyasa the daughter
of the Marut ganas.
In this aspect of Siva, Vighnaévara seems to
have been blessed by Siva imme-
oapnpanorvara-  Qiately after he was restored to life
by placing on his shoulders the
bead of an Elepha.nt. (For this account of Ganééa,
see Vol. I, pp. 36-39). Qive should have, as usual,
four arms, three eyes and the head adorned with a
jatd-makuta and he should be seated with his

* An inetinotive practies of mothers in regard to their
ohildren,
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oonsort Pirvati. Siva should have one of his right
hands in the abhaya pose and placed on the head of
Vighnaévara ; the corresponding left hand should be
in the varada pose and the remaining hands should
be shown as carrying the para$u and the mriga.
The right leg of Siva should be bent and be resting
on the seat while the left one should be hanging
down. The colour of Siva is to be black and there
should be all ornaments on his person. Near him
on the left should be seated Parvati, smiling and
keeping in her right hand a wuipale flower and
holding the left band in the wvarada pose.
Curiously enough, it is stated here that Parvati
should bave three eyes. She too has her right leg
bent and the left ope hanging.

Vighnéévara, of red colour, adorned with a
kiritamakuta op his head, and carrying in his hands
the paéa and ankusa, should be standing reverently
before Siva with his other two hands held in the
afjalt pose.

Arjuna was presented by Siva with the powerful

weapon named the pasupatastra to
mopiratanuna  fiaht  guecessfully against  the
Kauravas. The account of the
gift of the weapon by Siva is narrated in the
Vanaparvan of the Mahabharata thus: Arjuna
being advised by Indra to beseech Siva to grant him
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the powerful pasupatasira, went north to the Hima-
lays mounfain, whers he began to obgerve sovere
austerities for pleasing Siva. The rishis were
alarmed at the severity of the austerities of Arjuna
and reported the matter to Siva. Siva being
already aware of the reason for the penance of
Arjuna, pacified the rishis and himself assuming
the form of a kirata (hunter) approached Arjuna.
Just at that moment an asura in the form
of a boar was about to attack Arjuna; Arjuna
having seen the boar coming against him aimed
bis arrow against i, but the /irata disputed
the right of Arjuna to shoot the boar which he was
the first to aim at. Arjuna not consenting to the
claim of the kirata, they both simultaneously shot
the boar and killed it. Arjuna then reviled the
kirata as an unsportsman-like person, upon which
& fight ensued between the kirafa and Arjuna, in
which the latter was uniformly unsuccessful, and
at the end fell exhausted. After he regained his
senses, he recognised in the kirata Siva himself
and fell at his feet and praised him. Siva in his
turn admired the strength and courage of Arjuna
and promised the most powerful weapon which
Arjuna was praying for and was fit to employ,
namely the pasupatasira. Thusdid Arjuna procure
from Siva the pasupatastra.
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The Kirstadrjunamirti is described as having
four arms, three eyes and a jatamakufa on the
head. He is adorned with all ornaments and wears
nice garments and a yajfidparvita. His colour is
red. He is to be standing perfectly erect (sama-
bhanga) carrying in his hands the dhanus, the bana,
the parafu and the mriga. Arjuna is to be seen
standing on the right of Siva and Gauri on the left.
Arjupa should be represented as baving only one
face, set with two eyes and standing with his hands
held in the afijali pose. His bead should be
adorned with a ja{a@makuta and his person with all
ornaments.

Two illustrations are given of the Kirgtamtirti.
The first belongs to the Siva temple at Tiruch-
chengattaigudi, in which Siva and Parvati stand
together. The former carries the parafu, the
myiga and a bow. The pbotograph is of an image
to be found in SriSailam. In this is seen Siva
portrayed in the act of giving the weapon paéu-
patastra to Arjuna. (See Pl. LII, figs. 1 and 2).

The weapon pasupatastra is described in the
Baivagamas a8 & person thus:—The Pafupat&stra
should have four faces each with three eyes; it
should have four arme and terrific faces with awful
tusks, stiff hair and fierce moustache, all lending
strongly the impression that it is a terrific aspect
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of Biva. In the four hands there should be the
$akti, the mudgara, the fankha and the khadga-
This image representing the Pafupatastra shonld be
seated upon a padmasana.

Ravapa, king of Lanka, having gone to defeat
Kubéra was returning after achieving his purpose.
On his way he came to Saravana, the place in
which Karttikeya was born. He ascended the

hill, from the top of which he saw
,,i},,ﬁ%‘f““' 8 wmuch more pleasant garden

whither he drove his vimana Push-
paka. But when it neared the place it would not
move any further. At this place Rivana met a
tawny coloured, monkey-faced and powerfai dwarf,
by name Nandik&évara, one of the strong adherents
of Siva, who, on being asked why the car was un-
able to move further, told Ravana that Mahadava
with his consort Uma was sporting on the mountain
and had prohibited sll, even the gods, from crossing
that way. In great anger Ravana asked who that
Mahadova was and laughed contemptuously at the
monkey-faced Nandiksévara. Nandikaéévars, who
was 10 other than a form of Siva, grew incensed at
the insult offered to him by R&vana and cursed that
he should be destroyed by monkeys like himself in
appearance and strength. Not being able o proceed
further and being cursed by Nandikésvara, Ravana
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determined to pluck up the mountain Kaildsa, from
its very roots, threw his ten arms round the mouna-
tain and began to lift it up. He was able to move
it, so that those that were on it trembled and Um3s
actually began to shake out of fear and clung to her
lord. 8iva, learning the real cause, pressed the
mountain with the great toe of his foot, which fixed
the mountain firmly as of old and also pinned down
Ravana underneath it. Ravana seeing his own
miserably helpless condition, and advised by his
counseliors to propitiate Mahadsva wept for a
thousand years, singing hymns in praise of Siva;
the latter was at last pleased with Ravana, whom
he presented with a sword at his request and let
him return to Lanka. Because he cried, he was
given the name Rivana.

Three photographs are reproduced in illustra-
tion of this legend. The first and second, Pls. LIIT
and LIV belong to the Ellora rock caves and the
third to Belar in the Mysore State. The first
which is to be found in the Da#avatara cave is
one of the finest pieces of sculpture extant in
India. The natural proportions of each image in
the group, the great realism in their moulding
and the expression on the face of many a figure
in it, especially the fright of Parvati, all these
are admirably worked out. In this group,
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Siva and Parvati are seated upon the mountain
Kaildsa which the artiet has in the conven-
tional manner represented as a pile of rhomboidal
pieces. Surrounding this pair are seen two of his
own attendants and two female attendants of
Parvatiand on either side sro two of the ganas,
dwarfish little fellows standing in a very reverential
attitude. Below the mountain is to be seen
Ravana, of mighty strength trying to up-root
the Kailasa hill. His posture is suggestive of the
display of his strong muscular energy. Parvati, in
great fear, embraces the well-proportioned and well-
built body of Siva, who is calm and unperturbed,
and is seen in his turn embracing and reassuring his
frightened consort.

The second panel which is found in the so-
called Dbumar Lena Cave, is alinost similar to the
above described scalpture, but utterly lacks the
spirit and realism of the former. The other differ-
ences between the two are that in the latter there
are more ganas and a number of gods with their
consorts praising Siva and Parvati.

The original of the third photograph is sculp-
tured on the south wall of the central shrine of
Chennakégavasvainin temple at Belir. Ifisa most
slaborately carved piece of sculpture andis charac-
teristic of the Hoysala style. The Kailfsa mountain
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iz 80 minutely carved as to accommodate in it
a large number of gods and goddesses and all
sorts of animals, from the elephant down to the
snake. On the top and in a finely carved
mandapa are seated Mahadéva and Parvati, sur-
rounded by a number of other deitiee who are
praising him. Below the mountain is to be seen
Ravana in a kneeling posture trying to lift up the
mountain, as in the other photographs. He has a
sword in his hands, perhaps the one presented o
him by
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IVA, we have already said, is a great master

in the art of dancing. He was often dancing

in ecstacy on the burning ground with great gles,
accompanied by sweet music in which also he was
a great expert. The Bharata-Ndatyabastra men-
tions a hundred and eight different kinds of dances
and in the Qaivﬁgamas it is stated that Siva danced
in a hundred and eight modes. Perhaps the one
hundred and eight kinds of dances mentioned in the
éastra are identical with the one hundred and eight
modes of dances of Siva. The Natya-§astras dis-
tinctly mention the necessity of dancing for both
males and females; in the case of the former,
dancing is said to give a suppleness to the limbs,
which is very useful in warfare. Ifis very curious
that all the one hundred and eight kinds of dances
are sculptured on either side of a gopurae in the
Nataraja temple at Chidambaram with their de-
scriptions in Sanskrit as they are found in the
Bharata-Natfya-éastras engraved below each one
of them. These sculptures and the texts are
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reproduced in the Madras Epigraphist’s Annual
Report for 1913-14.

The Saivagamas, state that Siva danced in &
hundred and eight modes but content themselves
with the description of nine modes only as it is very
difficult to describe all. Of these the firsf variety
is the one which we sece associated with the figure
of Natardja, commonly found in all Saiva temples of
importance. According to the Anméumadbhédagama
the image of Nataraja should be sculptured acoord-
ing to the Uttama-dada-tala measurement. The
front left hand should be held in the dandakasta or
the gajahasta pose across the body, and the back
left hand should carry agni either in a vessel or
upon the palm itself. In either case the agnishould
be at the end, middle or the root of the middle finger.
The front right hand should be held in the
abhaya pose, the top of the middle finger of which
ghould be just touching the Aikka-siitra. On the
fore-arm of this hand, there should be the sarpa-
valaya, & description of which is given on page 23 in
the Chapter on Definition and description of terms
in Vol. I; it is there called dhujangavalaya and
means the same thing as sarpavalaya. The back
right hand skould keep a damaru. The right leg
should be slightly bent and placed upon the back
of the Apasmarapurusha and the knee should reach
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the nabhisiitra. The left leg should be lifted up,
somewhat turned towards the right leg and kept
aoross it. On the head of Siva there should be the
jatamakuia adorned with flower garlands, dhurdhura
and arka flowers, a snake, jewelled ornaments, a
grinning human skull and the crescent moon tied
on the left side. From this juidmakuie should
issue on either side five, six, seven or eleven ja{as
and stand either horizontally or arranged in a
circle. The body of Siva should be adorned with
& yajfidpavita, & urassitra (a chest band), rings on
all fingers except the middle ones, on all toes except
the middle one and anklets on the ankles. The
face should be smiling. The chest should be
smeared with saffron paste and the rest of the
body with ashes, The garment must be made of
tiger’s skin.

The Apasmgra-purusha who is trodden on by
Riva should have his head on the right side and his
legs on the left side of Siva., He should be black
in colour and be playing with a snake, by keeping
all his fingers in & cuplike shape, and resembling
the hood of a snake (naga-mudra).

On the left of Nataraja should be standing
bis consort Parvati, in the manner described in
Uma-gahita-Chandrasskharamiirti.
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The measurements of the position of the
various limbs of this image are given in Appen-
dix A.

This is the first mode of dancing of Siva as
found in the Adwméumadbhedagama. The Uttara-
Kamikagama gives a somewhat detailed descrip-
tion, of which only those that are not already
given above are noticed hers. Siva, according to
this authority, should bave four arms kept in the
poses described and with the objects mentioned
above, three eyes and two legs disposed as in the
above description. The jafas should be spread
around the jatamakufa. These jatds might vary
frow five to thirty, each one being separated from
one another. In the intervals between the ja{as
might be the flowers of dhurdhura, arke and other
plants. The colour of these jafas should be
brownish red. In the jatas on the right side there
ghould be the figure of Gangd with the upper
bhalf shaped in the form of a woman and the
lower half like running water, standing with hands
in the a%jali pose ; on the jatas on the left side there
ghould be the orescent moon. Round the neck of
Siva there should be necklaces of different aorts ; one
should be made of pearls, another should be of
snakes, a third of vakula flowers and & fourth
composed of sea-shells, boar's tusks, tiger’s claws
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and beads, with & pendant of a tortoise shell. On
his left shoulder there should be an upper garment
made of tiger’s skin, a deer’s skin, or a very fine-
texfured cotton cloth. On his left earlobe there
should be & patra-kundala and on the right one &
nakra-kundela ; on the ankles, anklets made of tiny
bells and another set composed of ornamental
designs. The colour of Siva-Natarija should be
milky-white. The rest of the description is exactly
that given in the Améumadbhedagama.

The Apasméra should be made in the chafus-
tala measurement, with two arms, two eyes, with
the face downcast or looking up and should be
bolding in his left hand a cobra with uplifted hood.

The height of Gangd should be equal to that of
the face of Siva. She should have three (?) eyes,
two arms held in the a#fjali pose, adorned with the
karanda-makuta and all other ornaments.

On the right side of Natarija there should be
either the rishi Bhringi or Bhadrakali.

This dance, it is said, is known as Bhujanga-
irasa. If the foot of the uplifted leg is kept higher
than the knee of the standing leg, the dance is said
o be Bhujanga-lalita.

In the Natya-Sastra however that particular
dance which is known by the name of bhujangatrasa
is defined as follows: one leg being bent in a
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triangular fashion and lifted up while the body about
the hip and knee being slightly turned on one side, is
called bhujangatrasa. Abhinavaguptacharya, the
commentator of the Bharata-Naiya-§asira, explaing
the term dhujangatrasa in his Nalya-veda-vivriti,
thus: ‘ This kind of dance is called bhujangatrasa,
because in it the dancer suddenly lifts up hir leg
as though he discuovered a snake very near him,
and appears to be of an unsteady gait. In this,
one arm should be in the dola-kasta pose and the
other in the %ataka pose; * and the dola-hasta
pose ig defined in the Bharaia-Natya-sastra thus: —
If the hand hangs down freely from the somewhat
drooping shoulder, in the form of the pataka-hasta,
it is called dola-hasta pose. f

The Silparatna adds to the foregoing desorip-
tions of the Nrittamirti the fact that surrounding
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the figure of the dancing Siva there should be a
prabhamandala resembling the orb of the sun; and
the Pirva-Karanagama states that the eyes of Siva
should resemble the shape of the bird kurari, that
in the right ear of Siva there should be the nakra-
kundala and in the left ear patrakundala, that the
garment of Siva should be a tiger’s skin, that the
agni in the left hand should bave three tongues
or flames and that between the two left hands there
should be a piece of tiger's skin to serve as the
upper garment. If further adds that the figure of
Apasmarapurusha should be made in the chatustala
measurement and should have three bends in ifs
body.

The descriptions given above of the first form
of the Nrittamiirti, refer to the figures of Nataraja
commonly occurring everywhere in Southern India.
In all Siva temples of importance a separate place is
allotted to Natarija which is known as the Natana-
8abka or simply Sabha. The most important of
these Sabhas is that at Chidambaram. From the
earliest times Chidambaram has been held very
sacred by the Saivas who call it “ thetemple ”. In
the days of Tirujignasambandha, the Saiva saint,
that is, in the middle of the saventh cenfury A, D.,
it was already very famous. Further from time
immemorial the god in the temple at Chidambaram
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had been the family deity of the Chdlas who were
strongly Saiva in their persuasions. They had
covered the Sabka with gold and hence it came to be
known as the Kanakasabha (or the golden hall) and
the image of Natarija as Kanakasabhipati. The
Sabha at Madura, the capital of the Pandyas, had a
oovering of silver and was known as the Rajata-
sabha. The Cholas might have desired to out-do the
Pandyas in their regard for their family deity and
hence covered the Sabha, not with silver as the
Pandyas had done, but with gold ; and in the days of
the king Parantaka Chdla I, the roof of the Sabdha
was regilt., (A.D. 908-948). At the present day the
Nattukkattaichettis have once again covered the
temple with gold. Chidambaram has been maintain-
ing its importance from the earliest times and has
always been the seat of activity of several Saiva
scholars. For instance, the Periyapurdnam de-
soribing the lives of the sixty-three Saiva saints was
written and published by S&kkilar in this temple ;
many a work on Saiva Siddbanta was written and
published there. The saint Manikkavachaka spent
the evening of his life in Chidambaram and such
great Saiva saints as Jidnasambandha, Nanda and
others are said to have been absorbed in the figure of
fiva at Chidambaram. On account of such holy
associations, the temple at Chidambaram is clothed
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with extraordinary sanctity and mysticism, and
s good deal of philosophical significance is attri-
buted to the dancing immage of Siva that graces
the Sabha in the temple.

The significance of the mystic dance is
explained in several ways. The same materials
which were gathered by me for the purpose of ex-
plaining the mystic nature of the dance of Biva
have been turmed o account by Dr. A. K. Ananda-
knmarasvami in writing independently a very
beautiful article which he contributed to the Sid-
dhanta-Dipika (Vol. XIII, July 1912). Since the
work has already been done by him and if I may
respectfully say so, in quite a splendid manner,
my task is lightened and I have much pleasure in
reproducing with his kind permission, the whole of
the article here.

THE DANCE OF SIVA.

“THE Lord of Tillai’s Court a mystic dance
performs : what's that, my dear?’—
Tiruvachagam, X11, 14
A great master-of-dancing (Natarija) is Sival
The cosmos is His theatre, there are many different
steps in His repertory, He himself is actor and
sudience—
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When the Actor beateth the drum,

Everybody cometh to see the show :

When the Actor collecteth the stage pro-
perties,

He abideth alone in His happiness.

How many various dances of Siva are known
to His worshippers I cannot say. No doubt the
root idea behind all of these dances is more or less
one and fthe same, the manifestation of primal
rhythmic energy: Siva is the Eros Protogonos
of Lucian, when he wrote :

It would seem that dancing came into being at
the beginning of all things, and was brought
to light together with Eros, that ancient
one, for we see this primeval dancing clearly
set forth in the choral dance of the constel-
lations, and in the planets and fixed stars,
their interweaving and interchange and
orderly harmony.

I do not mean to say thaf the most profound
interpretation of Biva's dance was present in the
minds of these who first danced in frantic, and
perbaps intoxicated energy, in honour of the pre-
Aryan hill-god, afterwards merged in Siva. A great
motif in religion or art, any great gymbol, becomes
all things to all men ; age after age it yields {o men
such treasure as they find in their own hearts.

232



NRITTAMORTIS.

Whatever the origins of §iva’s dance, it became in
time the noblest image of activity of God which
any art or religion can boast of. Of the various
dances of Siva I shall only speak of three, one of
them alone forming the main subject of interpreta-
tion. One is an evening dance in the Himalayas,
with a divine chorus, described as follows in the
Biva Pradosha Stotra—

“ Placing the Mother of the Three Worlds
upon & golden throne, studded with precious gers,
Salapgni dances on the heights of Kailas, and all
the gods gather round Him :”

“ Qarasvati plays on the vina, Indra on the
flute, Brahma holds the time-marking cymbals,
Lakshmi begins a song, Vishnu plays on s drum,
and all the gods stand round about:”

“ Gandharvas, Yakshas, Patagas, Uragas,
Siddhas, Sadhyas, Vidhyadharas, Amaras, Apsaras
and all the beings dwelling in the three worlds
assemble there to witness the celestial dance and
hear the music of the divine choir at the hour of
twilight.”

This evening dance is also referred to in the
invocation preceding the Katha Sarif Sagara.

In the pictures of this dance, Siva is two-
handed, and the co-operation of the gods is clearly
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indicated in their position of chorus. There is no
prostrate Asura trampled under Siva’s feet. So far
as I know, no special interpretations of this dance
ocour in Saiva literature.*

The second well-known dance of Siva is called
the Tandava, and belongs to His tamasic aspect as
Bhairava or Virabhadra. It is performed in ceme-
teries and burning grounds, where Siva, usually in
ten-armed form, dances wildly with Davi, accom-
panied by troops of capering imps. Representations
of this dance are common amongst ancient sculp-
tures, as at Ellora, KElephanta, and also at
Bhuvaneévara. This tandava dance is in origin
that of a pre-aryan divinity, half-god, half-demon,
who holds his midnight revels in the burning
ground. Inlatertimes, this dance in the cremation
ground, sometimes of éiva., sometimes of Davi, is
interpreted in Saiva and Sakta literature in a most
touching and profound sense.

Thirdly, we have the Nadanta dance of Nata-
rija before the assembly (sabka) in the golden hall of

* It is not kmown upon what authorities the varieties of
dances referred {o here and the descriptions of images made in
these dancing postures, are baped. I am not aware of any
texts which mention a two handed figure of Hiva employed in
the aot of daneing. (T.A.G.},
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Chidambaram or Tillai, the centre of the Universe,
first revealed to gods and riskis after the submission
of the latter in the forest of Taraka, as related in
the Koyil-Puranam. The legend, which has after
all, no very direct connection with the meaning of

the dance, may be summarised as follows :
In the forest of Taraka dwelt multitudes of

heretioal rishis, followers of the Mimamsa. Thither
proceeded Siva to confute them, accompanied by
Vishnu disguised as a beautiful woman, and Adi-
Sasha. The rishis were at first led to violent
dispute amongst themselves, but their anger was
soon directed against Siva, and they endeavoured
to destroy Him by means of incantations. A fierce
tiger was created in sacrificial fires, and rushed upon
Him ; but smiling gently, He seized it and, with
the nail of His little finger stripped off its skin, and
wrapped it about Himself like a silken cloth.*
Undiscouraged by failure, the sages renewed their
offerings, and produced a monatrous serpent, which,
however, Siva seized and wreathed about His
neck like a garland. Thben He began to dance;
but there rushed upon Him at last a monster in
the shape of a malignant dwarf, Muyalaka (the

* A gimilar story ie elsewhers related sbout an elsphant
and these mocount for tbe elaphant or tiger skio, whieh diva
wearg
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Apasmirapurasha). Upon him the God pressed the
tip of His foot, and broke the creature’s baok, so
that it writhed upon the ground ; and so, His last
foe prostrate, Siva resumed the dance, witnessed by
gods and rishis.

Then Adi S8asha worshipped Siva, and prayed
above all things for the boon, once more to behold
this mystic dance ; Siva promised that he should
behold the dance again in sacred Tillai, the centre
of the Universe. The dance of Siva in Chidam-
baram or Tillai forms the motif of the South Indian
copper images of Sri Nataraja, the Lord of the
Dance. These images vary amongst themselves in
minor details, but all express one fundamental
conception. Before proceeding to enquire what
these may be, it will be necessary to describe the
image of Sri Nataraja as typically represented. The
images then, represens Siva dancing, baving four
hands, with braided and jewelled hair of which the
lower locks are whirling in the dance. In his hair
may be seen a wreathing cobra, a skull, and the
mermaid figure of Ganga ; upon it rests the crescent
moon, and 1t is crowned with a wreath of cassia
leaves. In His right ear He wears a man's ear-ring, &
woman’s in the left; He is adorned with necklaces
and armlets, a jowelled belt, anklets, bracelets, finger
and toe-rings. The chief part of His dress congists of
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tightly fitting breeches, and He wears also a flutter-
ing scarf (angavastram) and a sacred thread. One
right hand holds & dram (damaru, ugukkas), the
other is uplifted in abkaye mudra (do not fear): one
left hand holds fire, the other points downward to
the lifted foot. The right foot is pressed down
upon the asura Muyalaka, s dwarf holding & cobra;
the left foot is raised. There is a lotus pedestal,
from which springs an encircling arch of glory,
(tiruvasi), fringed with flame, and touched within
by the hands holding drum and firoe. The images
are of all sizes, rarely if ever exceeding four feet in
total height.

Even without reliance upon literary references,
the interpretation of this dance would not be diffi-
cult. Fortunately, however, we have the assistance
of a copious contemporary literature, which enables
us to fully explain not only the general significance
of the dance, but equally, the details of its concrete
gymbolism. Some of the peculiarities of the
Natardja images, of course, belong to the conception
of Siva generally, and not to the dance in particular.
Such are the braided locks, as of a yoge: the
cassia garland: the skull of Brahma: the figure of
Ganga, the Ganges fallen from heaven and lost in
Siva’s hair : the cobras : the different ear-rings, be-
tokening the dual nature of Mahadsva, ‘ whose balf

237



HINDU ICONOGRAPHY,

is UmaA ’: the four arms. The drum algo, is a general
attribute of Siva, belonging to his character of ydgi,
though in the dance, it has further a special signi-
ficance. What then is the meaning of Siva’s dance,
as understood by Saivas? The dance is called
Nadanta. Its essential significance is given in texts
such as the following :

“Qur Lord is the Dancer, who, like the heat
latent in firewood, diffuses His power in mind and
matter, and makes them dance in their turn.”*$

The dance, in fact, represents Hig five activities
(Panchakritya), viz., Srishti (overlooking, creation,
evolution), Sthiti (preservation, support), Samhsra
(destruction, evolution), Tirdbhava (veiling, em-
bodiment, illusion, and also, giving rest,) Anugraha
(release, salvation, grace). These, separately consi-
dered, are the activities of the deities Brahma,
Vishnou, Rudra, Mah&svara and Sadasiva.

* grie. gaewlura ere sesd clwiQueawrd
pali@o sladr sooarar & ool el
t Kadavul Mamunivar's Tiruvatavirdr Purdnom Pubia-
raivatil-venra-darukkam, stanza 75, translated by Nallasvami
Pillai, éivajﬁ&nabéd&am. p. 74. Thie could also be rendered ;
Like heat latent in firewood, he filla all bodies :
Our Father dances, moving all souls into action, know

vol
Compare Eokhart, ** Just an the firo infuses the essenes

and slearness into the dzy wood, so has God done with man."
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This cosmic activity is the central motif of the
dance. Further quotations will illustrate and explain
the more detailed symbolisms. Upmai Vilakkam,
verse 36, tells us:

“Creation arises from the drum: protection
proceeds from the hand of hope: from fire proceeds
destruction : the foot held aloft gives mukti.” Here
mukt: is the same as anugraha, release. It will be
observed that the fourth hand points to this lifted
foot, the refuge of the soul.

We have also the following from Chidambara
Mummani Kovar.

“0 my Lord, Thy hand holding the sacred
drum has made and ordered the heavens and earth
and other worlds and innumerable souls. Thy lifted
hand protecta the Chétana and Achétana Prapaficha
which Thou hast created. All these worlds are
changed by Thy hand bearing fire. Thy sacred foot,
planted on the ground, gives an abode to the fired
goul, struggling in the toils of karma, It is Thy
lifted foot that grants eternal bliss to those that
approach Thee.  These Five-Actions are indeed

Thy handiwork.”

The following verses from the Tirukiitu
Daréana (Vision of the Sacred Dance), forming the
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ninth fanéra of Tirumtlar's Tirumantram, expand
the central motif further :
“ His form is everywhere : all-pervading is His
Siva-Sakti ;
Chidambaram is everywhere, everywhera His
dance :
As Siva is all and omnipresent,
Everywhere is Siva's gracious dance made
manifest.
“ His five-fold dances are in sakala and
nishkala form,
His five-fold dances ure His Pafichakritya :
With His grace He performs the five acts,
This is the sacred dance of Uma-Sahiya.*
‘“ He dances with Water, Fire, Wind and Ether,
Thus our Lord dances ever in the courtt
“ Visible to those who pass over Mayd and
Mahamays,

* T mioi SaM IR S5
I AEmBI_IDN G WWES TS ST&
wrexd gr ) e@or 1% 518 HREI2 S
QaarQurgurses AmeLwr@Guw,

t areliQurirysd saxsronsdsrps
& ofiCurirpd Boowilsury
Fpubi Barafsr arafmeuiny
engn peoLwiCs wrlsrsQer.
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Our Lord dances His eternal dance.*

“ The form of the Sakti is all bliss (@nanda)—

This united bliss is Uma’s body :

This form of Sekti arising in sakala

And uniting the twain is the dance 't

“ His body is Akas, the dark cloud therein is

Muyalaka,

The eight quarters are His eight arms,

The three lights are His three eyes,

Thus becowring, He dances in our body as the

assembly (sabha) .}

This is His dance. Its deepest significance is
felt when it is realised that it takes place within
the heart and the self : the kingdom of God is
within. Everywhere is God: that Everywhere is
the heart. Thus also we find another verss:

* Baostvigms Paosr@u@sEpCway
wryolal gé stypuorerss
LR EUIOTLOT et SL5 g8 ardsn wx
sruaaficr i s gosinb arlp,

{ réfleparananaiasip
Quor g seirer d sapwovaaGualures
&5 Pang oyrsen $0 gaps Herel
Qs g gaitend sQor@siorG.w,

i BSTFLIGOL WS T LS
Cersrewrs FweQul@s Pos swsas
Qurs ﬂ’w@"‘ﬁ"a‘f@si@@aﬁ,ﬁ rEys
o & TUI6H o6 D WS G@ e B oy Qar,
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“The dancing foot, the sound of the tinkling

bells,

The songs that are sung and the varyingsteps,

The forms assumed by our Dancing Gurn-

para—

Find out these within yourself, then shall

your fetters fall away.”*

To this end, all else but the thought of God
must be cast out of the heart, that He alone may
abide and dance therein. In Unmai Vilakkam,
we find :

“The silent jhanis destroying the threefold
bond are established where their selves are de-
gtroyed. There they bebold the sacred and are
filled with blisa. This is the dance of the Lord of
the assembly, “ whose very form is Grace.”t

With this reference to the ‘eilent jhanis’
compare the beautiful words of Tirumilar:

* gousr ol oRnoCuresys
urgoiu s @ouee T ey s (e
& st nBEmUraGar ot g
s yQuasain@RisshpanGp.

t CQurarbs wrgpefiad qpovwins Gordsps
arcsig wrefl Qs sa@@—wraris
Qurar i @ Barqped srgyones wpdgfurdd
Qerde L@ aounisrer s igp.
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“When resting there they (the ydgis who
attain the highest place of peace) lose themsslves
and become idle.... Whera the idlers dwell is the pure
Bpace. Where the idlers sport is the Light.
What the idlers know is the Vadanta. What the
idlers find is the deep sleep therein”.*

Siva is a destroyer and loves the burning
ground. But what does He destroy ? Not merely
the heavens and earth at the end of & %alpa, but
the fetters that bind each separate soul. Where
and what is the burning ground ? It is not the
place where our earthly bodies are eremated, but
the heart of the bhakie, the devotes, laid waste and
desclate. He brings not peace bnt & sword, The
place where their selves are destroyed signifies the
place or state where their egoity or illusion and
deeds are burnt away: tha! is the crematorinm,
the burning-ground where §r Natarsja dances,
and whence He is named Sudalaiy&di, Dancer of

* @@isri fawi® Quegdsrord
B@ésri Faa Qerudurmay Cordd
Bmigre gpésreifuimus Blsse
Bmearfpey Gaifu Qerilu,
Qeruwnt Bolug s GacdliCe
Qeriud Briiug «fis Carefdle
Goriwi newing ol qogs Pub

" Qesin sensis agRésC GésQu,
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the burning-ground. In this simile, we recognire
the historioal connection between Siva's gracious
dance as Natarija, snd His wild dance as the
demon of the cemetery.

This conception of the dance is ourrent also
amongst Ssktas especially in Bengal, where the
Mother rather than the Father-aspect of Biva is
adored. K&li* is here the dancer, for whose
entrance the heart must be purified by fire, made
empty by renunciation. A Bengali Hymn to Kali
voices this prayer :

“ Because Thou lovest the Burning-ground,

I have made a Burning-ground of my hearf—

That Thou, Dark One, haunter of the Burning-

ground,

Mayest dance Thy eternal dance.”'t

“Nought else is within my beart, O Mother:

Day and night blazes the funeral pyre :

The ashes of the dead, strewn all about,

I have preserved against Thy coming,

With death conquering Mahdkala neath Thy

feet

* Vids articleon ' What is Kali ?' in, 8.D. Vol, III,
p. 18—Ed. 8.D.
t ewslur ygeors Qurefisesaiugsrs
Saglulfésr greri@few ylsremors
ooilar edis Qaanr dEuues aesy
sad@ Garfeslorr® erna spliuss srse,
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Do Thou enter in, dancing Thy rhythmio

dance,

That I may behold Thee with closed eyes".

Returning to the South, we find that in other
Tamil texts the purpose of Siva’s dance is explained.
In Sivejhana Siddhiyar, Supakshs, Satra v. 5,
we find,

“For the purpose of securing both kinds of
fruit to the countless souls, our Lord, with actions
five, dances His dance”. Both kinds of fruit, that
is Tham, reward in this world, and Param, bliss in
Mulkte,

Again, Unpmat Vilakkam, vv. 32, 37, 39 inform
us

“ The Supreme Intelligence dances in the soul
........ for the purpose of removing our sins. By these
means, our Father scatters the darkness of Maya,
burns the thread of Harma, stamps down Mala
{anava, avidya), showers Grace, and lovingly plun-
ges the soul in the ocean of bliss (dranda). They

never see rebirths, who behold this mystic dance”.*

* gl B Arew@amarad SasiCs
s bysaanr safws@sar—Bo o
Faruse Qaaags SulagssewriCe
wary wp Sdra@and,
wrew syl eandlmeui SLE LeG
srue gpéPumer srQaBgp—Coussre
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The conception of L#a, the world-process as
the Lord’s sport or amusement, is also prominent
in the Saiva scriptures; thus, Tirumilar writes :
“ The Perpetual Dance becomes His Play”.

This aspect of His activity appears to have
given rise to the objection that He dances as do
those who seek to please the eyes of mortals; to
which the answer is given that He dances to main-
tain the life of the cosmos and to give release to
those who seek Him.

In another way, more arbitrary, the Dance of
Siva is identified with the Pafichdksbara, the five
syllables Si—vﬁ.—ya—na-ma, which have a peculiar and
special significance in Saiva symbolism. In Unmas
Vilakkam, vv. 33-35 they are identified in the dance
as follows :

“In His feet is na ; in Hisnavalisma ; in His
shoulders is §7; in His face is va ; in His head is
ya’.*

feogarF Gl erdroremoisr aapise
SrQ@ b swnt urskanay,
e aryaviad Qeccr Qarmasr WRugsrrs
SIGSTev evenlws terunr B—usrPwords
srgevouipGu swmgpryme Qsrem_rod
Cugponid@ar@er Spiny,

* gPouyCasr svanuaisr Grwdear
sr@i Pomey e serin-—a @
WETLapETiD awiGared Barp
LISTean QT gpp woting,
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A second way of contemplating the Pafioh&ik-
shara is also given, as follows:

“The hand holding the Drum is §; the
hand held out is va; the hand holding out protec-
tion (abkaya)is ya ; the hand holding fire is na ; the
foot holding down Muyalake is ma”.*

The text continues :

“ The meanings of the five letters respectively
are God, Sakti, Soul, Tirobhava and Mala...If this
beautiful Five-Letters be meditated upon, the soul
will reach the land where there is neither light nor
darkness, and there Sakii will make ii One with
Bivam”.t

Another verse of Upmai Vilakkam explains
the fiery arch (¢druvasit): The Pafichakshara and
the Dance are identified with the mystic syllable
Om, the arch being the kombdu or hook of the

* QefsFn PyRsrn Pisarardssin
BFEG s werioLwsy LTS8 68l em p &
ol rarcwdfp gruasEni
FB® walog grew,

t sear gmar ol QuPeri BRrspass
wrAP e SserRar L,

Hoemer apsNTupar Qropsmass s
waresfielirals wsepdex Q 5-—rnamenl!
upwrTe s Rugls wriGuwsea
Imwrnerg Fraferyy,
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ideograph of the written symbol : “ The arch over
8ri Natarija is Omkira; and the akshara which is
never separate from the Omkara is the contained

splendour. This is the Dance of the Lord of
Chidambaram”.*

The Tiru-Arul-Payan, however, (Ch. Ix. 3}
explains the #iruva$ more naturally as represent-

ing the dance of Nature, confrasted with Siva’s
dance of wisdom.

“The dance of matber (Prakriti) proceeds on
one side : the jfiana dance on the other. Fix your
mind in the centre of the latter”.t

I am indebted to Mr. Nallagvami Pillai for a
commentary on this:

The first dance is the action of matter—
material and individual energy. This is the arch,
tiruvasi, Omkara, the dance of Kali. The other is
the Dance of Siva—the akshara inseparable from
the Omkara—called ardhamatra or the fourth letter
of the Prapava, Chaturtam and Turiyam. The
first dance is not possible unless Siva wills it and
dances Himself.

* gRarrlu spfmai® yppaefier
Prer@aiCs Fap &L_sro—gharsd
Hderi yParresf wivewssrey g
Qupgrs Spiupors Ser,

t wer sear Qurgr Garguresnr
G B SrEn®,
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The general result of this interpretation of the
arch is, then, that it represents matter, nature,
prakriti; the contained splendour, Siva dancing
within and touching the arch with head, hands
and feet, is the universal omnipresent Purusha.
Between these stands the soul, as ya is between
Si-va and na-ma.

Now to summarise the whole interpretation,
we find that The Essential Significance of Siva’s
Dance is threefold: First, it is the image of his
Rhythmic Activity as the Source of all Movement
within the Cosmos, which is represented by the
Areh : Secondly, the Purpose of his Dance is o
Release the Countless souls of men from the Snare
of Illusion : Thirdly the Place of the Dance, Chi-
dambaram, the Centre of the Universe, ts within
the Heard.

In these notes I expressly refrain from all @sthe-
tic eriticism and have endeavoured only to translate
the central thought of the conception of Siva’s dance
from plastic to verbal expression, without reference
to the beauty or imperfection of individual works,
In conclusion, it may not be out of place to call
attention to the grandeur of this conception itself
ag a synthesis of science, religion and art. How
amazing the range of thought and sympathy of
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those rishi-artists who first conceived such a type
as this, affording an image of reality, s key to the
complex tissue of life, & theory of nature, not merely
satisfactory toa single clique or race, nor acceptable
to the thinkers of one century only, but universal
in its appeal to the Philosopher, the Bhakta, and
the artist of all ages and all countries. In these
days of specialisation, we are not accustomed to such
a synthesis of thought ; but for those who ‘ saw’
such images as this, there could bave been no divi-
sion of life and thought into water-tight compart-
ments. Nor do we always realise, when we criticise
the merits of individual works, the full extent of
the creative power which, to borrow a musical
analogy, could discover a raga 8o expressive of
fundamental rhythms and so profoundly significant
and inevitable.

Every part of such an image as this is directly
expressive, not of any mere superstition or dogma,
but of evident facts. No artist of to-day, however
great, could more exactly or more wisely create an
image of that Energy which science must postulate
behind all phenomena. If we would reconcile Time
with Eternity, we can scarcely do so otherwise than
by the conception of alternations of phase extending
over vast regions of space and great tracts of time.*

[* Oliver Lodge, Hibbert Journal, Vol. X, No. 2, 1811.]
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Especially significant, then, is the phase alternation
implied by the drum, and the fire which ‘ changes,’
not destroys. These are but visual symbols of the
theory of the day and night of Brahma!

In the night of Brahma, Nature is inerf,
and cannot dance till Siva wills it: He rises
from His rapture, and dancing sends through
inert matbter pulsing waves of awakening sound,
and lo! matter also dances, appearing as a glory
round about Him. Dancing, He sustains its mani-
fold phenomena. In the fulness of time, still
dancing, he destroys all forms and names by fire
and gives new rest. This is poetry: but none the
less, the truest science.

Again, this Natarija is not only Truth,
but Love: for the purpose of His Dance is
Grace, the giving of freedom to countless indi-
vidual souls. Lastly, also, how supremely great
in power and grace this dancing image wmust
appear to all those who as artists have strivea
in plastic forms to give expression to their in-
tuition of Life !

It is not strange that the figure of Natarija
has commanded the adoration of so many genera-
tions past : we, familiar with all scepticisms, expert
in tracing all beliefs to primitive superstitions,
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explorers of the infinitely great and infinitely
small, are worshippers of Sri Nataraja still.
A K C”

Five photographs are given in illustration of
the Bhujahgatrisa mode of dance of Siva. The
firgt, Pl. LVI, is that of the beautiful figure of
Natardja discovered at Tiruvalangadu ard now
preserved in the Madras Museum. It is oneof the
finest specimens of bronze casting in South India
and extorts our admiration for the excellence of its
desipn and execution. The prabhamandala, the
jatas, the upper cloth tied round the chest and the
damaru are broken and lost. The head is orna-
mented with peacock feathers, the dhurdhura
flowers, a skull, g cobra and the crescent moon.
The second photograph, Pl. LVII, the original of
which was found buried in earth at Kottappadi
and is at present kept in piija in the temple ai
that village. As required by the agamas, the Davi
is sculptured as standing near Natarija, buf on &
separate pedestal. There are five jafas on each
side and between each pair of them are worked out
flowers and the figure of Gangd. The Davi is
standing in the éribhanga posture and has her left
band let down and the right arm bent and held in
the kafaka pose. The illustration, fig. 1, LVIII,
comes from Ramésvaram. The image has not got
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the jatas round the head; the head is adorned with
& kirita like jatamaluia and the back hands are not
fully stretched out as in the previous illustrations.
The work lacks the vigour of action which is well
portrayed in the other instances, and does nof
appear to be altogether a commendable piece of
art. Fig. 2 on the same plate is a piece of ivory
carving executed in the School of Arts, Trivand-
ram, which is made in utter disregard of the agamic
rules. Pl LIX is a pretty piece of sculpture belong-
ing to the temple at Pattidvaram.

The second, the third and the fourth varieties
of Nritta are not very different from the first. In
the second form of dance, the Améumadbhedigama
states, there should be the figure of Ganga standing
on the jatas flowing on the right side of Siva with
hands held in the afjali pose; and that the height
of thisfigure of the river Gangé should be sixteen
angulas, an angula being a hundred and twentieth
part of the total height of the figure of Siva. In
the third kind of dance it is stated that the left foot
of the Nryittamirti should be placed on the body of
the Apasmara-purusha and the right leg lifted up.
A jatabhara or jatamandala spread round the
crowned head of the figure of Siva in the form of a
circular diso is required in the fourth form of Nritta
or dance.
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The fifth form of the dance of Siva is somewhat
different from the previous ones. In this the
right leg is to be lifted straight up to the crown
of the head and the left leg, somewhat bent,
should be resting upon the Apasmara-purusha ;
Siva in this aspect has eight arms; in three out
of the four right hands are to be seen the 4ila,
the paéa, and the damaru, while the last one
should be kept in the adlaya pose; one of the
left hands is to be held crosswise, from left to
right in the gajahasta pose, and the three other
hands are to carry the kapala, the vessel of fire and
a bell (ghanta).

In the sixth variety of dance, the legs of the
figure of Siva should be as in the case of the
fifth variety described above; but Siva is to be
represented here as having sixteen arms; one
of the right hands is required to be held in the
abhaya pose and the remaining right ones to carry
the damaru, vajra, Sila, paba, tanka, danda
(hasta?) and a snake; or, adhaya, #ila, paia
khadga, damaru, dhvaja {patika-hasta?), vétdla
and the siichi pose. One of the left arms should
be held in the gajahasta pose, being held acrose
the body from left to right, while the remaining
ones carrying either agni, mithuna (a double
headed instrument like the vajra ?), valaya (quoit),
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& banner,* ghanta, khétake and kapala; or agni,
gajahasta, khetaka, the vismaya pose, ghanta,
kapala, khadgae and the siichi pose.

To the left of the dancing Siva should be stand-
ing his consort, carrying in her left arm Skanda and
keeping her hands in the afjali pose, while the
child Skanda should, out of fear at the sight of the
ecstatic dance of his father, be catching hold of the
breast and abdomen of his mother, the Davi. On
the face of the D&vi the emotions of fear and
wonder and yet a friendly feeling should be brought
out by the skilful artist.

The photograph reproduced on Pl. LX, in
illustration of the sixth mode of dance belongs to a
series of well-carved life-size stone images in the
Siva temple at Tenkadi. In this, one of the left
hands is shown as carrying a dhvaje with the bull,
the characteristic totem of Siva’s banner, sculptur-
edon it. To the right and left of the figure of Siva
are the rishis Vyighrapada and Pataiijali respec-
tively with hands folded on their chests in the
afijalt pose. This piece of sculpture is one of the

* Here the word may be undersiood to mean a banner or
the hand held in the form of a banner, paiika-hasta. Infact,
these two different senses are taken and gsoulptures executed
asooordingly. Hee the description of the illuatrations %o the
sixth nritia.
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best specimens of the later PAndya period and is in
an excellent state of preservation.

In the seventh form of nritta, the image of
Biva is required to possess eight arms, three eyes
and an out-spreading jatamandala ; the left leg of
Siva should be placed upon the Apasmarapurusha
and the right leg lifted up fully atretched, as far
a8 the head. One of the right hands should be
held in the abhaya pose, the others ecarrying the
$ula, the paéa and the damaru. Two of the lsft
arms should be kept in the gajakasta and the vis-
maya poses, respectively; the remaining two
carrying a kapila, and an agnipatra (or vessel of
fire). There should be a bend in the body of
ten angulas from the medial line (madhya sitra).
To the left of the dancing figure of Siva should
stand that of the Davi.

If in the seventh mode of dance there be
substituted six hands in the place of eight, we get
the eighth form of the Nrittamirti. In this, one
of the right hands cught to be held in the abhraya
pose and the remaining ones to carry the damaru
and the $ila ; and one of the left arms is to be
kept in the gajahasta pose, another in the vismaya
pose and the third should carry a kapala.

Here it must be particularly noted that the
images of the fifth and sixth forms of the
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Nrittamirtis should possess only two eyes, whereas
8il the rest, described hitherto and hereafter,
should have three eyes.

The ninth form of Nrittamirti is described
a8 follows :—The image of Siva should have four
arms, three eyes and a jelamakula on the head.
One of the right hands is to be held in the abhaya
pose and the other should carry a damary,
whereas one of the left arms is to *be beld in
the gajahasta pose and the other hand ought
to carry fire in it. In this particular dance,
Siva's left foot should not be placed upon the back
of the Apasmarapurusha but rest upon a pitha
and should be somewhat bent. The great toe of
the right foot should also rest upon the pitha.
A photograph, Pl. LXI, the original of which is
found in the Siva temple at Tiruchchengattangudi,
is reproduced here in illustration of this, the ninth
dance of Siva. There is a very close adherence to
the description in the making of this image and the
work is well executed.

From a study of the so-called nine different
forms of the Nrittamiirtis it becomes patent that
these do not really represent nine varieties of
dances &g described in the Naiyae-sastra. We find
the dance of the common form of Natargja to be
what is technically known as the bhujangatrasa
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mode of dancing. Besides thess nine varieties of
the Nrittamirtis desoribed in the Améumadbhzda-
gama, we meet with several different images of
Natanamirtis in actual sonlpture. Some of them
do, ag & matter of fact, represent a few of the
modes of dance whose descriptions are found in
the Bharata Nalya-éastra. Bince the art of danc-
mg, which was very popular till so recently as
twenty years ago, is fast going out of fashion owing
to the notion of a large section of the English-
educated people of India that nauich ougbt to be
discouraged owing to its association in practice with
dancing girls who have, quite contrary to the original
lofty ideals of the institution, degenerated into
professional prostitutes, the study and practice of
one of the Fine Arts of India is gradually dying out
and,is least understood by theeducated classes at the
present day. The works dealing with the science
have almost perished for want of appreciation, and
it is very difficult fo meet a scholar who is really
well versed with the Nafya-$asira in its theoretical
and practical aspects. Consegquently the explana-
tions of the few modes of dance of Siva met with
in actual sculpture which are attempted below are,
it is feared, likely to be somewhat insccurate, but
endeavour is made, with the help of the only com-
mentary on the subject written by the great
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Abhinavaguptachirya,* to describe them as core
rectly as possible,
Plate LX1I exhibits & mode of dance which is
called the Kaftsamam in the Nafya-
Katisama  astra. In this mode, according to
the text of the Nafya-§asira, the
legs are required to be in the pose known as the
svastikapasritam, while one of the hands should be
near the navel and the other on the hip; and the
pelvis should be in the udvahita pose. The term
svastikapasritam is explained in the Natya $astra ;

* There is only one copy of this rara work hitherto die-
covered and this ope aleo is here and there damaged. It is
now in the custody of the Curator of the Sanskrit Manuaecripts
in Trivandram. If other copies ars iound, the waork deperves
being published by & competent soholar of the Na{ya-éastra.
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but it is easier to make out the meaning of the term
from & number of sculptures and from the ety-
mology of the term. Two legs kept crossing each
other is known as the svastika pose; in this pose
if the legs are kept a little apart from each other,
that is, without touching each other, they are said
to be svastikapasrita pose. Again, if the hands are
kept as described in the text quoted above, the pose
is, according to the Naiya-véda-vivrit:, the com-
mentary on the Blharata-nalya éiastra by Abhinava-
guptichiirya, is known as the svastika pose. In
this pose, Abhinavaguptacharya says, the hand that
is near the navel should be kept in the kafaka-hasta
pose and the other hand in what is known as the
arddha-chandra pose: in the latter pose the thumb
and the other fingers should be kept so as to resem-
ble a bow. Again, udvahifa pose of the pelvis is
that in which one side of it is raised and the other
lowered proportionately. The mode of standing
in the katisama dance is technically known as the
vatshnavasthanam, which Abhinavaguptachirya
describes as follows: In the vaishnavasthana one
leg should be resting firmly on the ground and the
other bent and placed across the first at a distance
of two and a half angulas. This sort of posture
is prescribed for men when they are conversing
with other or throwing the discus.
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In the illustration given on Pl LXII, Siva
has eight arms. Of these, one of the right hands is
carrying a damaru ; another is held near the navel
in the Zafaka pose, a third is lowered down and on
it is thrown a fine cloth, the upper garment of Siva,
and the fourth is broken. One of the left arms is
raised in the tripataka pose, another is resting on
the thigh, and the hands of the third and fourth
are broken. The legs are in the svastikdpasrita
pose. The head is adorned with an extremely well
executed jalamakuta snd is surrounded with &
prabhamandala. The upper arms wear beautiful
spiral bands resembling snakes. On the chest and
around the neck hangs a necklace of rare beauty
and a yaiopaviia is seen lying across the chest.
Besides these, there are the udarabandha sand
katisutra on the abdomen and the loins. The
under-wear of Siva is silk and tiger's skin, the latter
of which is sculptured very distinoily and accu-
rately. Parvati is seen standing to the left of Siva
with the baby Skanda in her arms. Between her
and her lord are two female musicians playing upon
two musical instraments. Behind Parvatl stands
s man with a big jatabharae bearing on its front a
fillet and has a pair of long moustaches; perbaps
he is one of the attendants of Siva. Over his head
are the four Dikpalas, Yama, Indra, Niryuti
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and Agni. To the right of Siva are three or four
male musicians of whom one is playing upon the
flute, another is sounding the drum. The head of
the elephant-headed Ganséa, the first son of Siva,
is peering through from the background. Over his
head are the remaining Dikpalas. This is also one
of the finest pieces of sculpture of it period.

The next mode of dance is technically called
Lalitam.* In this, the left arm
should be held in the gajahasia
pose and the right in the pravartita pose. The
former has already been desoribed and should be
familiar to those who have studied the first volume
of this freatise. According to the Natya-8astras,
gajahasta is a combination-pose in which both
hande are employed to produce the required effect
and this is described thus: in the case of a human

Lalita dance,
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being who has only two arms, if one hand is
stretched right across the chest towards the
other shoulder and if the other arm is bent
thrice in the #ripafaka pose, that is, the upper
arm lifted up as high as the shoulder horizontally
and the forearm held at right angles to it vertically
and the palm of the hand bent at right angles to
the forearm and facing upwards, the double-hand
pose is called gajehasta according to the Natya-
gastra. This definition is, no doubt, different from
the explanation found in Volume I of this treatise,
but the one given here is applicable to the combi-
nation-pose of both the arms. Pravartila hasta
simply means uplifted arm. The leg pose required
for the Lalita dance is technically called kuttitam,
which is described in the Nafya-védavivriéi thus:
if one leg rests firmly on the ground and the other,
resting upon the toe, strikes the ground with the
heel, the leg pose is called nikuititam.

In the illustration, Pl. LXIII, Siva is represent-
od a8 dancing in a vigorous manner. The trunk
of his body is thrown on one side and to the back,
with the left side of the pelvis lifted and the right
gide depressed. His left leg is standing on the
ground and the right resting on the toe is stamping
the ground with the heel. One of the right hands
carries the damaru, another the paradu, a third is
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broken and the fourth is held in the gajahasia pose ;-
while one arm is kept in the ¢ripataka pose,
another in the ordinary pataka or streamer pose
(in which it is kept stretohed horizbntally, away
from the shoulder), the third appears to be held in
the tarjani pose and the last in the sich? pose. A
pretty jatamakuta adorns the head while the ears
are ornamented with kundalas. There is the yajid-
pavita, the hara, the udarabandha and a snake
employed as kalisiitra. On either gide are groups of
four Dikpalas. To the left of Siva is Parvati holding
in her right hand the hand of her boy Skanda, while
with ber left hand she holds a portion of her gar-
ment. Near her to her left is standing a gana. To
the right of Siva is Nandi sounding the drum,
another playing on the flute and a third doing
something which is not clear. On the seat on
which Siva dances, there is the famished figure
of Kali seated in an easy pose and witnessing
the dance of her lord. This panel is remarkable
for its vigorous action. This one and the
provious panel, belong to the rock temples atb
Ellora.

Pls. LXIV-LXV exemplify the dance called
Lalata-tilakam.* In this mode of dance one of
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the legs is to be lifted up (technically kmown as
the vribchika pose) as if going to mark the fore-
head with its toe with a #laka mark. Abhina-
vaguptichirya informs us that that leg pose in
which the leg is lifted up behind is called the
vrischika pose, for it then resembles the tail of a
scorpion. In Fig. 1, Pl. LXIV, Kiva is seen stand-
ing on the Apasmarapurusha on his left leg, while
be has his right leg liffed in the wvrifchika pose;
one of the left arms is lifted up in the patakia
pose, while the other holds a kapala. One of the
right hands bears a damaru and the other is kept
in the adkaya pose. On the left of Siva is seen the
figure of Bhairava dancing in the Lalita mode; on
the right is a figure (who might be Nandi) sounding
the drum. This piece of sculpture is to be found
in the Siva temple at Tiruchchengattangudi and
is of the same age as the figure on Pl. LXI illustrat-
ing the ninth mode of dance of Siva.

The sculpture reproduced as fig. 2, on P]. LXTV,
is to be found in the Kailasanathasvamin temple at
Conjeevaram. In this Siva has eight arms earrying
various objects such as the -$&la, the valaya and
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the dhoaja ; one of his right hands is in the abhays
pose. The left leg of Siva is planted firmly on
the ground, while the right one goes up, from behind,
as far as the top of the crown. To the immediate
left of §iva is Nandi, also dancing, but in the Lalita
mode ; and immediately to the right is a kinnara,
balf man and half bird playing apparently on s
stringed instrument. On the right and left niches
adjoining the central one of Siva are the figures of
Brahm3 and Vishnu standing and praising Siva.
The third illustration, Pl. LXYV, fig. 2, belongs
to the Kaildsanithasvamin femple at Taramanga-
lam and is a very recent production. Here, the
figure of Siva has sixteen arms carrying various
objects. The right leg of Siva is lifted up as far as
the crown while the left one is somewhat bent and
resting upon the back of the Apasmarapurusha. One
of the left hands holds & damaru which is sounded
by one of the right hands; also one of the left arms
is lifted up to the head in the pataka pose. To
the right of the figure of Siva is that of Brahma
sounding the oymbals and to the left is the figure
of Vishnu sounding the drum. Between Brahma
and Sivaisa figure of a yishi ; who it is, is not clear.
The Apasmgrapurusha is lying with his head
towards the right and the legs towards the left of
Siva end holds in his hands & snake.
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Another mode of dance commonly met with
in the sculpturing of the dancing Siva is known as
chaturam.,* The Bharata-Naiya BSiastra defines
thig mode thus: ‘The left arm should be in the
afichita pose, the right one in the chafura pose, and
the right leg in the kui{iéa pose.’” Abhinavagupta-
charya seems fo be giving the term alapallava as
s synonym of afichita and explains alapallava as
follows : that pose of the hand in which the fingers
are kept separated and all turned towards the palm,
is called alapallava. Again, the chatura pose,
aooording to the same authority, is one in which
the little finger is kept vertical, the three others
stretched at right angles to the little finger, while
the thumb is placed in the middle of the three
fingers. _ '

Figs. 1 and 2, Pls. LXV]I and LXVII, illustrate
in a manner the dance called chafuram. Of thess,
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the first is the reproduction of a very well executed
piece of sculpture to be found in the lower cave at
Badami. In this, the central figure of Siva has
gixteen arms in which are seen such objects as the
$ula, the parau and a snake. Ore left arm is in
the gajahasta pose and the lowermost right hand
ig in the chatura pose whereas the third right hand
from above is in the aRchita pose. The figure of
Siva is adorned with various ornaments and a
prabha-mandgala graces the head, which is sur-
mounted with a neatly carved jafa-makuta. The
left leg is in the Auitita pose. Behind and on the
right of Siva is scen his bull-vehicle ; on his left is
Gangsa, also attempting to dance. There are tiwo
drums to the left of Ganésa one of which is being
sounded by a male, perhaps Nandiévara.

Fig. 2 18 almost exactly similar to fig. 1.

One other mode of dance represented in sculp-
tures of Siva is known by the name of falasam-
sphdtitam®. In this mode of dancing the dancer
stamps vehemenfly the ground in front of him with
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one of his feet lifted fairly high, In this mode of
dance the hand pose patakae hasta is also insisted
upon, according to the commentary Nafyavéda-
vivpiti. Talasamsphdtita mode of dance is exempli-
fied in Pls. LXVIL{ and LXIX. The original of
the first photographic reproduction is in the
Kailgsanithasvamin termple at Conjeevaram. The
right leg of Siva is lifted up as high as the knee of
the left one and is in the act of thumping the
ground ; the left is somewhat bent and is resting
upon the ground. Of the eight arms of Siva, one
is held in the pataka pose, another in the ablaya
pose while the rest are in various other naéya
poses. From the jatamakuila of Siva issues one
Jjata on the left side and on which is seated Gadga
with hands folded in the a%ijali pose. Her head is
shaded with the hood of a five-headed cobra.
Parvati is seated on a seat on the left of Siva. The
photograph reproduced on Pl. LXIX, is also of
this olass and is of a piece of seulpture o be found
in the 8iva temple at Chengunniir in Travancore.
The last illustration, Pl. LXX, is of a kind of
dance, which it is not easy fo identify with any one
of the hundred and eight standard modes of dance
enumerated in the Nafya Sasfra. In this sculp-
ture, also found in the Kaildsanathasvmin temple
at Conjeevaram, Siva is seen suddenly assuming
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in the middle of his dance, & posture similar to the
alighasana. He has eight arms, of which one
oarries the iila, another the parafu, a third one &
snake and so on. One of the hands isin the gaja-
hasta pose, another in the patdka pose and a third
in the chatura pose. On the left side there are three
niches in one of which is seen Parvafi seated, in
another the bull of Siva couchant, and in the third
an elephant ; similarly on the right are three niches
in which is a figure which is unidentifiable, some
musical attendants and an elephant respectively.
In a niche below the central one are three ganas
imitating the dance of their lord.
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DAKSHINAMURTI

E bave already stated that Siva is a great
master of y8ga, music and dancing and have
described in detail his dances in the chapter on
“ Nrittamirtis.”” As a teacher of y6ga, music and
other sciences he 18 known by the name of Dakshi-
pamiirti. One account gives an explanation
regarding the etymology of this name; it states
that because Siva was seated facing south when he
taught the rishis yoga and jRana he came to be
known as Dakshipamirti. This aspect of Siva is
always invoked by students of science and arts.
The great Sankarfichirya, among several other
celebrities, have sung the praise of this aspect of
Siva, which is as remarkable for its peacefulness
as the Nrittamirti is for joyfulness.
Dakshinamirti is viewed in four different
aspects namely, as a teacher of ydga, of vina, of
j7iana and as also an expounder of other Sastras
(Vyakhyanamirt). Of these, the last form is the
one which is most frequently met with in temples.
It has already been mentioned elsewhere that in all
Hindu temples, both Saiva and Vaishnava, the
niche on the south wall of the central shrine should
have the figure of Dakshingmarti enshrined in it.
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VYAKHYANA DAKSHINAMURTI.

As an expounder of the Sastras, Dakshina-
miirti should be represented as seated on a secluded
spol on the Him&layas, under a banyan tree, on a
seat covered with a tiger's skin; or, as another
account has it, on a white lotus (padmasana). The
right leg of Dakshindmarti should be hanging
below the seat while the left one bent and rested
across on the right thigh. The kind of sitting
posture adopted here is called the virasana. The
leg hanging down may or may not rest on the
back of the Apasmarapurusha. Dakshinimirti
should have three eyes and four arms : of these the
front right one 18 held in the jRanamudra or the
sandarbanamudra® pose and the front left hand
may be kept in the warada pose or stretched
straight in the dapda pose, the elbow resting upon
the left knee in that latter posture. Even when
the hand is in the rarada pose it should rest upon
the left knee but with the back of the hand touching
it. The back right hand should bhold the aksha-
mald, while in the back left hand there should be
either agni (fire) or a sarpa (snake). In one
account it is stated that one of the left hands may
be, as already stated, in the varada or the danda

* Thig is known as the samdamds in the Nitya-3astres,
s name which ocours also in the dgamas.
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pose ; if it is in the former pose, it might keep a
book, the other left hand holding a snake, fire
or & lotue or nildtpala flower. The various parts
of the body of Dakshingmfirti should be free from
bends—a rigidity indicative perhaps of the resolute
will and force of thought of the god in the aspect
of the teacher. His head might be adorned with
a jatabharae, jatabandha, jatamandala or jatla-
makuta ; or the jaias might be held together with
a patta-bandha. In any case the mass of jafas
should be embellished with the flowers of the
durdhura (dhatura) and other wild plants, as also
with a serpent on the left and with small finkling
bells, the kapala and the crescent moon on the
right side. In the middle of the jaiabhara there
should be visible the smiling face of the river-
goddess Ganga. The complexion of Dakshinamirti
is pure white, resembling a sphatika (crystal);
according to another account the colour of
Dakshinamiirti may be white, red, yellow or black.
His person should be adorned with all ornaments,
clothed with perfectly white clothes and tiger's
skin, should wear a white yajfiopaviia and have on
his chest a coat of white sandal paste. In his left
ear there should be a Saixkha*patm and in the right
ear a kundala, or there may be only the $ankiha-
patra or the kundala in both the ears. A garland
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of rudrakshas should be hanging round the neck and
descending as far down as the chest. The coun-
tenance of the god should be absolutely free from
even a frace of mental perturbation. His sight
must be fixed upon the tip of the nose; according
to the Karanagama the sight must be fixed on the
tip of the toe. The Silparatna sdds that this
aspect of Siva which preaches the dharma or law
is very auspicious to the devotees and grants all
good to its worghipper.

Sarrounding the great teacher-god, are to be
rishis eager to learn the §asiras. The names of the
rishis are given differently in different works; for
example, the Awmsumadbhédagama mentions the
rishis Narada, Jamadaguni, Vasishta, Bhrigu, Bhara-
dvija, Sanaka and Agastya. The Kamikagama
mentions the names Kausika, Kagyapa, Bharadvija,
Atri and Gautams and omits the names of two others
though it gives the number of rishis asseven. The
Karanagama gives the names of Agastya, Pulastys,
Vifvamitra and Angirasa only. 'Fhese rishisshonld
have jatamakutas on their heads, the garland of
rudraksha seeds round their neck and white yaj-
fiopavitas on their person. Their bodies should be
covered with ashes (vibhti or bhasma) and be
clothed in white garments, The height of these
rishis should not exceed that of the chest of
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Dakshingmirti, It is stated in the Kamikagama
that the complexion of the rishis Kaubika and
Kasyapsa should be dark, of two others (unmentioned
in the text) yellow, of Bharadvaja red and of Atri
and Gautama a mixture of dark and red. In
grouping them on a panel around the figure of
Dakshingmirti, two may be placed on one side and
three on the other, or three and three on each side,
or three and four on either sides.

The god Dakshinamiirii should be adored by
kinnaras, dévas and others.

The Apssmara-purusha should hold his right
hand in the sarpa-mudra pose, that is, bold the
palm of his hand in the form of the hood of a cobra,
in front of the cobra which he should hold in his
left hand.

The Dakshinamurtt Upanishad and the Sita-
samhita give the esoteric meaning of the figure of
Dakshinamairti, It is stated that He is the supreme
god who, at the end of an zon (kalpa) absorbs within
himself the whole universe and remains resplend-
ent with joy. Dakshingmirti is such a deity.
Jrana (knowledge) is known also as dakshina and
since dakshind is ever in front of Siva and is gazing
at him in the aspect of Dakshingmirti, he is called
Dakshingmukha. The Apsmara-purusha under his
foot is the personification of the ignorance of the
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living beings, which be keeps under subjeotion under
the tread of his foot. The book he holds in his
hand contains all wisdom and illuminates the souls
of beings. The akshamala which be carriea in his
band is the representation of the {afvas. His body
is composed of eternal bliss and eternal energy ; the
wide-spreading banyan tree casting deep shade is
the symbol of mayd (illusion) and the wvrishabha
of Siva is dharma (law). DakshinAmiirti is teaching
the rishis who are already deeply versed in the
Veédas the atma-vidya (knowledge of self and soul)
and rescuing them from samsira (bondage). Heis
bimself imperishable, without birth or death and
the kamalasana or the lotus-seat upon which he is
seated is the symbol of the sacred syllable Om.
Eight photographs are reproduced in illustra-
tion of the above description. Of these the first
illustration, Pl. LXXI, comes from Deogark and
represents a very fine piece of sculpture. This
panel has its central figure Dakshinamiirti seated
on a raised platform placed under a tree, with his
left leg hanging and the right one bent and rested
upon the seat. On his head is a jatabandha ; the
back right hand carries an akshamala and the front
right hand is beld in the jRanamudra pose. The
back left hand carries a long object which is not
ensy to identify; perhaps it represenis a cadjan
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manuscript : or a bundle of Aufa grass (kircha) the
front left hand carries a pot, perhaps an amrila-
ghata, as required in the Vishnudharmottara. He
wears round his loins a garment which descend aa
far down as the knees ; on his left shoulder and
descending below as far as the left thigh and lying
on it is & kriskndjina {(or deerskin), the head and
front legs of the deer being clearly visible there:
this ekin is worn in the wupavita fashion. The
whole fignre is slightly bent forward and a few
Jjatas are seen descending over the shoulders. The
face portrays besutifully the calmness that is
insisted upon by the agamas and the sight is fixed
below.

Below his seat and near his left leg are seen
two deer, also listening to this exposition of dharma.
This brings to mind the analogy of the representa-
tions of Buddha's preaching the dharma wherein
also the same animals are introduced as members
of the audience. Behind stands an ascetic with
crossed arms and legs and carrying on his left hand
an akshamala; he has a tapering beard and his
jatas are tied up in a kool on the crown of his
head.

To the left of Dakehingmirti is seated & person
as tall as himself. He is also seated nnderneath a
tree on a rocky seat. This may either be a rishi or
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Siva himself in the aspect of the Vyakhy&na-
Dakshingmiirti ; on the latter supposition the other
person (seated to the right) must be taken to be
Yoga-Dakshinamfirti. However it is not possible
to say definitely whom this figure represents. The
right hand of this image though carrying am
akshamala is held in the chin-mudra pose, while the
left hand is held in the bh#-sparSamudra pose. Its
head is adorned with & neatly executed ja{amakuta,
and its body is covered with a deer skin in the
upavita fagshion. The right leg is let down the seat
and is resting on the ground and the left leg is bent
and kept on the seat. The garment covering the
lower portion of the body descends as far below as
the knees. As in the case of the other figure there
is behind it a smaller one, also an ascetic, whose
right hand, holding an akshamala, is kept in the
chinmudra pose and the left hand carries a water
pot. Below the seat of this image is a lion
couchant with its head resting upon its forelegs
which are kept crossed over each other.

There are dévas and gandharvas, who sare
shown as flying in the air over the heads of these
two central figures carrying flower garlands in their
hands. Higher up and in a separate compartment
is sculptured Brahma as seated on a padmasana ;
a8 usual, he hag four heads; but only two arms;
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the right band is kept in the chinmudra or abhaya
pose and the left carries a kamandalu. On both
sides of Brahma are a déva and his d#vi, flying in
the air and praising him.

The second image whose photograph is repro-
duced as fig. 1, on PL. LXXII, is to be found in
the Siva temple at Aviir in the Tanjore distriot.
1t is also a well execubed piece of sculpture. In
this tmage the jaias are bound together by a lalata-
patta of elaborate workmanship. In the left ear is
& patrakundala and in the right a nakrakundala ;
on the chest are the yajfidpavita and a necklace of
rudriksha seeds; there are also the chhannavira
and the udaraebandha and a cloth worn in the
upavita fashion. The front right hand is kept in
the chinmudra pose and the front left hand, which
rests on the left knee, bears a book. In the back
right hand is the sarpa (snake) while in the back
left hand is agnt (fire). The right leg hangs down
the seat and is placed upon the Apasméarapurusha
and the left foreleg rests upon the right thigh.
This image belongs to the early Chdla period.

The photograph reproduced on Pl." LXXTII is
of a comparatively modern sculpture to be found in
a Siva shrine built in the second prakara of the
temple at Tiruvorriydir. It is coarse in its execution
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and lacks effect. The jatas in this case are spread
fanwise and are bound at their base by a lalata-
patta. The image has the same objects in its hands
as the one noticed above (Pl. LXXII, fig. 1}, But
there is in addition the figure of a rishi seated below
the seat of Dakshinamirti, with its hands held in
the afijali pose. The seat on which Dakshin&miirti
is seated in fig. 1, Pl. LXXI], is a bhadrapitha
while in Pl. LXXIII it 1s the mountain represented
in the usnal conventional manner.

The fourth illustration, fig. 2, Pl. LXXII, is
exactly similar to the third; but there are two riskis
sculptured separately and seated on either side of
the central figure.

The fifth illustration, fig. 1, Pl. LXXIV, is from
Suchindram in South Travancore. The image is
of & comparatively recent date. It has onits head
a carefully worked up jatamakufa ; and a few stray
jatas are seen flowing down on the shoulders. The
posture assumed herein is the vwrasana. In the
right back hand is seen a lotus flower, in the back
left hand a sarpa, while the front right hand is held
in the chinmudra pose and the front left hand
carries a book.

Fig. 2, Pl. LXXTV, is the photograph of the
figure of DakshinAmfrti found in Kavaripakkam
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and belongs to the Pallava period. Herein, the
deity has on his head heavy curls of hair constitut-
ing the jatabhara ; he carries the akshamala in his
back right hand, agni (?), in the back left hand
and & book in the front left hand; the front right
hand is held in the vyakhyana-mudra pose. The
right leg is banging below the seat, while the left
one is kept bent in the wutkufikdasana posture.
Round the neck are two 2aras (mecklaces) on the
chest, the yaj7idpaviia and in one ear a vritfa-
kundala ; the other ear wears no ornament. Below
the seat are to be seen a deer and a cobra listening
to his discourse.

Fig. 1, Pl. LXXY, is the reproduction of &
photograph of the Jiiana-Dakshinamiirti kept in the
southern niche of the central shrine of the Siva
temple at Tiruvengavaéal in the Pudukottah State.
In this case, the deity is represented as seated with
his left leg kept in the utkutikasana porture and on
it is stretched the front left arm. Fig.2, on the same
plate is that of a bronze statuette belonging to the
collection of Mr. Kay, Madras. It isalmost similar
to the figure on Pl. LXXIII ; the only difference is
that in the figure belonging to Mr. Kay, the back
right hand keeps agni and the back left one, a snake,
whereas in the Tiruvorriyir image the order is
reversed.
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JNANA-DAKSHINAMOURTI

There is not much difference between the
Vyakhydnamf@rti and the Ji&namirti. In the latter
the genaral posture of Siva is exactly the same as
in the former, but in the back right hand there
should be the akshamalad, and in the back left hand
8 ulpala flower. The ifront right hand should be
held in the jRanamudra pose, whereas the front left
band may be kept in the abhaya or the danda pose.

YOGA-DAKSHINAMURTI.

This form of Dakshinamiirti may be soulptursd
in three.different ways. In the first, the two legs
of the image should be crossed as in the svastika-
sana ; while the front right hand should be held
near the chest in the yogamudra pose and the front

left hand should rest upon the lap in the character-
istic yogic posture. In the back right hand there

should be the akshamala, and in the back left hand
a lotus flower. The gaze must be fixed on the tip
of the nose: and a few jatds should hang over the
shoulders. This image of Dakshinamiirti should
be surrounded by r¢shis who should be adoring him.

In the second mode of representation of Yoga-
Dakshinamarti the left leg of the figure should be
bent in the wikufikasana posture; surrounding the
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body of the figure and its left leg should be a yoga-
patta. The right leg should be hanging down the
geat. The front left arm should be kept stretched
and be resting by the elbow on the knee of the bent
left log. The rest of the deseription is identical
with that given for the first form.

The third form is required to be sculptured
thus: The two legs are bent and crossed in & more
or less vertical position (as in the figure of Yoga-
Narasimha), and round these and the body is passed
& yogapatia to keep the legs in position. The front
two arms are stretohed and kept resting on the
knees. In the back right hand there should be the
akshamala and in the back left hand a kamandalu.
The jatas should be disposed of in the form of a
jotamandala and in it should be the crescent moon,
a snake and other objects. The colour of the body
of this aspect of Dakshinamirti is white, but his
neck should be represented as of black colour. The
image should be adorned with all ornaments inciud-
ing a number of snake ornaments.

The illustration on Pl. LXXVI, is a well-
carved figure of Siva in the ydgasana posture. It
is enshrined in a fane situated in the south prakara
of the Siva temple at Tiruvorriyir. The inscrip-
tions on the walls of this shrine refer to the image
set up in it as Padampakkanayinar and state that
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it was set up in the fifth year of the reign of the
Chola king Virarjéndradsva (about A.D. 1067-8).
From the position of this shrine with reference fo
the main central shrine, that is, to the south side
of it, and from the posture and other features of
the image itself enshriped therein, it may, without
fear of contradiction, be stated to be the frst form
of Jiigna-Dakshinamarti deseribed above. The
figure has a well executed jata-makuta ornamented
with jewelled discs and bands round it; kundalas
in the ears; and hara and necklace of rudraksha
seeds and yajficpavita on the chest. The forearms
are adorned with & number of bracelets and the
upper arm with /Zzyiiras. The legs are crossed one
over the other so as to bring the soles up; this is
exactly the ydgic dsana called the svastikdsana.
In the back right hand there appears to have been
a $ila, whose shaft alone now remains, the head
being broken ; in the back left hand is the kapala;
the front right hand is beld in the chinmudra pose
and the front left harnd also in the pose character-
istic of an expounder of sciences. This image now
goes by the inexplicable name of Gauliévars and
near it and to its proper right is set up in more
recent times the figure of Sankarachirya; on the
base of the seat of this latter are carved the figures

of his four great disciples.
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The second form is illustrated by Pl. LXXVII.
The original of this photograph is in the Kail&sa-
nAthasvamin temple at Conjeevaram. In this
seulpture Siva has his lef leg bent and rested verti-
oally on the seat and this leg and the body are
bound together by the ydgapaiia. The front right
hand is held in the yogamudra pose, while the front
left hand is in the adkaya pose. The back right
hand keeps an akshamala, and the back left hand
agni or a lotus flower.* The right leg is hanging
down the seat. Sivais as in the previous instances,
seated under the shade of & banyan tree and below
his seat are deer lying, with their heads lifted up to
fiva. Below his right elbow is a cobra with an
uplifted hood, also gazing at the enchanting figure
of Siva. Above the head of Siva are seen seated a
pair of bhiitas on either side. On three niches
gituated on either side respectively of Dakshina-
miirti (not shown in the picture) are gishis sitting

* At some later period of the bistory of this temple, when
dhe gurface of the stones of which tha seulptures are composed
began to peel off, they have all been covered with thin coab of
plaster. The plagterer nof being able to make out the exast
natura of sowme badly injured objects has shaped slightly
different thinge in their stead: thus, n lotus flowar that is
required by the Ggamdas eeems to have been evidently mistaken
for the mosb likely objeot in the back laft hand of éiva, namely,
agnt.
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and listening to the preaching of the Dkarma or
Yoga by Siva.* The image whose photograph is
reproduced as Pl. LXXVIII is almost similar to
that on Pl. LXXVII ; the back right hand, in this
instance, carries & cobra. Dakshinamirti is seen
sitting here upon a bhadrapitha placed npon a bill,

Pl. LXXIX is the photograph of the image of
Dakehipamiirti to be found in the Siva temple at

Nafijangddn in the Mysore Province. This
represents, only so far as its sitting posture goes,

the third form the Yoga-Dakshinamarti. The
asana assumed is that form of wikufikasana
described under the third form. The legs are
bound with the body with a ydgapaita. Bub
in faot the image is a combination of all aspects
of Dakshingmirtis—namely, the Yoga, the
Vina-dhara and the Vyakhygna forms; it is the
Yoga form because its sitting posture is the ydgic;

* Mr. Alex, Rea in his " The Pallave Architecture" de-
scribea s panel containing the images of Dakshindmiirti and the
rishia thue : *‘ in this panel, eleven seated sagee are listening to
the exhortations of Hiva, who is represented in a panel on the
north side of the oentral shrine. He is armed with different
symboliocal weapons, and seems to be preaching war” (!} Buch
mistaken are {fairly sommon in his publioations and hence need
no serious refutation; nor are his drawings reliable, for, %o
guote an ingbance, » {ankhe in the band of an image is wrongly
represented in the drawing as » padma,
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Yopa-Dakshindmarti : Stons: Conjeevaram.






- A
L

AR
...l\ibh..wu@-t.ﬁm.._.._ ;

O Sy

Vs I T s . -

: DU SRR

PLATE LXX!X,

fijangodu.

namurti ; Sona: Naf

Daksh






DARSHINAMORTI.

the Vinadhara because it carries in its back left
hand a i3, and Vyakhyana because its front right
hand is in the chinmudra pose and the front left
hand carries & book. The figure is seated below a
banyan tree and the lafichhana (the totemistic
emblem), the bull, is carved in a counter-sunk surface
on the pedestal, in front. Below the seat and in the
middle of it i3 seated a Lingayat priest who holds
in his left hand a linga. On either side of this
gurw are his disciples with their hands in the afijali
pose. A prabhavali is placed behind the figure of
Dakshinamirti on the jambs of which are standing
one on each side a risht with the hands in the
afyjuali pose.

VINADHARA-DAKSHINAMURTL.

As g great teacher of music, both instrumental
and vocal, Siva is worshipped in the form of Vina-
dhara-Dakshinamirti. The description of the image
of this aspect of Dakshingmarti is found in the
Kamika, the Améumadbléda and the Karanagamas.
The Arbumadbhédigama states that the left leg
should be kept in the utiufika posture and the two
front hands should hold the vina; the rest should
be exactly similar to the description of the Vya-
khyapamiirti. According to the Kamikagama the
Gana-Dakshinamiirti should have his front right
and left hands held in the kataka pose, the former
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with its palm facing below and the latter facing
above. The kafaka pose being slightly different in
form, the Kamikagama calls the pose the sarpa-
kara. The left arm should be lifted up and the
right arm lowered below, so as to hold in proper
position the long-handled musical instrument, the
vina. The tvina should be held at the top by the
left hand and by the right hand at the lower end;
the resonating body of the instrument should rest
on the right thigh. The lower right hand should
be manipulating the strings of the instrument.

The measurement of the vina is next given as
follows : the vina should be projecting three angulas
beyond the right thigh and four angulas above the
left kataka-hasta. The distance between the two
points specified above is the length of the vina.
danda or the hollow shaft of the instrument whose
width at the top should be two angulas. The gourd
resonator aftached at the lower end should be six
angulas in diameter and three azngulas in height.

A few general observations are added also about
the figures of Dakshindmarti. It is stated that the
face of Dakshingmrti should be turned towards the
hand held in the sandarfanamudra pose; also the
gaze of the god may be fixed on this hand. Surroun-
ding the figure of Dakshindmirti there should be
different kinds of animals and reptiles, sages (munis)
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and ascetics (siddhas), vidyadharas, bhitas and
kinnaras ; Siva should be seated in place on the
mountain where all sorts of flowering trees and
plants grow luzuriantly and under a banyan tree,
on the right side of its trunk, on a jewelled pitha
covered with a tiger’s skin and he should present a
benign look: and the rishis the ancestors of the
Sivadvijas (Saiva brahmanas) should be seated
round him. The figure of Dakshingmirii may be
sculptured as seated or standing surrounded or not
by rishis, with his legs either resting or not upon
the Apasmara-purusha and with or without the
banyan tree, bhutas and others mentioned above.
Two photograpbs, Pls. LXXX and LXXXI, are
reproduced in illustration of the Vinidhara-Dak-
shingmiirti ; both of them are identical in shape and
in the deta’ls of moulding.* Siva is seen standing

* These two images figure on Pls. XV and XVI of Mr. 0. C,
Gangoly’s South fndian Bronzes. Besides these, he has re-
produced two other phofograpbs of the same aspeoct of Siva on
Ple. I and XIV, In every detail all the four figures agree ; for
instance, in all, the right leg atands afraight on ths ground
while the left one is slightly bent ; all four have four arms, the
back hands of which oarry the parasu and the mrige and the two
front hands are held in tha kajaka poses required in the dgamas
and are evidently meant to keep a vind in them ; the very same
ornaments, head-gear and clothing are to ba seon oo all the
images. In the eage of Pi. I, there is a elight divergence from
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with his right leg kept firmly on the ground, while
the left leg is placed a little forward slightly bent.
The front two hands are held in the kataka poss,
the left one looking up and the right one looking
down. Evidently a separately cast vina was intend-
ed fo be inserted in the hands whenever wanted
and hence this instrument is not to be seen in
either image. The back right bhand ocarries &
paraju and the back left one a mriga. There are
all sorts of elaborately sculptured ornaments on the
person of the figures. The first figure (PL
LXXX) belongs to the Madras Museum, while the
second (Pl. LXXXI) is to be found in the temple at
Vadarangam in the Tanjore district. The second,
an earlier piece of sculpture, is of very high artistic
value ; the first is of rather inferior workmanship.

the description of the dgamds, namely, the loft leg, instead of
being placed directly on the ground, is held supported on its
heoad by & bhiila—which deviation is one of the artistic embal-
lishments of fha master-soulptor. In spite of the striking
similarity, nay identity among the four images, they are
oalled by diffaren$ names : thus, the figurs on Pl. I is said to
be Kalagamhars or Kalakalamiurti; that on Pl XIV, Gangi-
dbara, that on Pl XX, Chandrasdékhars or Somadhari; and
lastly ; that on Pl. XVI, Praméswara Swami (sic). It is not
quite olear either Irom the dkyina-§iokas quoted or from the
ghort deseriptive notes added to eash if the identifications are
justifinble at all,
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Once upon a time the great rishis, desirous of
learning as to who was the real author of this
Universe went to the top of the mountain Meéru
and put Brabmia, who was seated thereon, the
gquestion which was engaging their thought. In
his vanity, forgetting the real creator, he boasted
that he himself was the great Architect of the
Universe. Meanwhile, Siva appeared on the scene
and justly claimed the place for himself. Though
his own position was reasonably defended by Siva,
Brahma would not yield ; the Vadas and the
Pranava (the sacred syllable Om) also interceded
on behalf of Siva in vain. At last, through the
will of Siva, there appeared near by a huge pillar
of illumination, which demonstrated the greatness
of ‘Siva, but Brahma remained still obstinate.
Incensed with anger at the thoughtless conduct of
Brahma, Siva ordered Bhairava to cut off that one
out of the five heads of Brahma, which reviled
him. Brahmg suffered temporary death, but, soon
revived by the power of his austerities, accepted
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the superiority of Siva. However, the sin of having
killed Brahma (the major sin called brakmahatya)
possessed Bhairave (a form of Siva). Bhairava
requested Brahma to suggest to him some penance
to get rid of this sin ; Brahmg advised him to beg
food in the skull of the head cut by him till he met
Vishna who would devise means for wiping off
the sin. Till then, said Brahma, the sin would
assume the form of a woman and be ever pursuing
him. Bhairava surrounded by a host of bhiutas
(goblins) went from place to place begging for food.
All the women of the houses he visited fell in love
with him and sef out, singing and dancing, to
accompany him. ILast of all he-reached the abode
of Vishnu and attempted to enter it, but Vishvak-
séna, the gate-keeper, would not allow him to
enter. A fight ensued in which Vishvakssna was
killed and added one more sin of brakmalatya.
Bhairava, fixing the body of the gate-keeper of
Vishnu on his trident, got into the interior of
Vishnu's mansion and begged for food. Vishnu
cub open an artery on the forechead of Bhairava and
told him that the blood that flowed from it was the
fittest food for him. Bhairava next requested
Vishnu to assist him in washing off his sin. Vishnu
pleaded on behalf of Bhairava to the personified
female form of Brahmahatya to quit him but she
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would not leave him. Howsver, the thought cecur-
red to Vishpu that if Bhairava went to Varanasi
the sin would leave him off and he advised bim
to go to this sacred place for being freed from his
gins, Dancing with joy Bhairava wended his way
to Variinasi (or Kaéi) with the body of Vishvaksgna
and as soon as he reached that place, the sin laff
him and plunged into the nether world. The skull
of Brahma and the dead body of Vishvaks@na also
left him and he once again became pure Mahaivars,
and returned to Kailisa, Vishvaks3na was restored
to life and he joined Vishnu's service as usual,
Buch, in short, is the account we meet with in the
karma-purana regarding the bearing of the skull
and the dry bones (kankala) of Vishvaksdna by
Siva and also regarding his begging expedition.
There is a confusion here about Siva and a parti-
cular agpect of his, Bhairava; also the sin of the
slaughter of Vishvakséna is imposed upon the
shoulders of §iva which were already groaning under
that of the cutting off of the head of Brahma.

The resson for Siva having begged so is
revealed by a study of the Dharma-Sastras. Tt is
therein Jaid down that if a Brahmana happens to
kill another of great learning and good conduct (such
a learned person is called a bhrana), the sin could
be expiated by following the course of conduct
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prescribed thus: the sinner should, with his own
bands, erect for himself a hut in the forest, hoist on
it as a flag the head of the man he killed {and live
therein, having for his upper garment the skin of &
horse or an ‘ass, which he should wear with the
hairy side appesring outside. His underwear should
be made of threads of the hemp snd when worn
it should not descend below the knee. Carrying
& skull in one hand, as his begging bowl and
one of the long bones of the arm (khatvanga)
of the deceased as a stick he should start out
begging for his food saying “who is there who
would feed the murderer of a bhréina.” He should
not visit more than saven houses for making his
living and if any day he does not succeed in getting
food from them, he should go without it that day.
He should take his food and drink from this skull,
At bome in his hut, he should observe the vow of
silence and be contemplating upon the sin commit-
ted. He may undertake to tend the cows belonging
to a Brahmana village and on that account and
on account of receiving food alone he can enter the
village. Af other times he should conduct himself
like one belonging to one of the classes considered
to be untouchable. While walking on a public way
if he meets an Arya on the road he should, like a
pig, move away to the very edge of the road, leaving
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it clear for the Arya to go by. Thus should he
gpend twelve years only to absolve himself from
the sin and no more; from the day he committed
the murder he ceases to be fit for the society of the
Aryas; by this course of conduct alone, he wipes
off the sin and prepares himself for a better birth
in the future. If, however, the life prescribed above
in the Dharmaégstra is unendurable, he may end it
in one or other of the following ways. In fhose
days, there were cattle-raids committed often for
political reasons.* He may fight against the raiders
and suffer death in their hands; or, if he is unfortu-
nately successful in his attempt at driving away
the raiders, he way still attempt on future occa-
sions with g view to die in the same cause. If
thrice he comes out successful in repelling the
cattle-raiders, he is absolved from the sin. Or, he

¥ War is divided intoc two classes in Tamil literature,
namely, ara-ppir and marg-ppor, that is, righteous or dharma-
yuddha apd unrighteous or adharma-yuddhe. In deolaring
s righteous war againat an enemy king, notics is given to good
men and women, ebildren, mendicants and ascetios, and cows
to quit the place which is to be attacked, Sinoce cows sannot
be intimated the intentions of the invading king, they are
oarried away by the army of the invader preparatory to
war and this act is considered sufficient notice to all tha others
to leave the place as early as prasticable. In the mara-ppér
no syoh notios in given.
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might get into the thick of a battle seeking to bs
shot dead ; it then becomes, the Dharma-§3stra says,
incumbent on the soldiers to,kill this murderer of a
bhrima. Such, in short, is the punishment meted
out to the brihmana murderer of & learned
brahmana.*

* Go—3 TR WOl A ¥l gRewr geeitre
ST 1
RN AT TR, ST ¥

Apast. Dharma-giibrs, Haradetia's Comm. 15t Pradns,
10th Pafala, 20th, Ehandika.

Ho-=TZW T FAAAIL ST ) SR -
fafx w
Ap. Db, 83, Har. Com. I, 10, 99.
Y-8 FE F Aet: ARSI gAY
IRAFIISSTIT |
FECARAT—FA oA T 3 S
TR T T § TIANET. qONBEE: awmﬁarw
AIEORT RIITTTeant Sl Faed: | 967 SHR=BTRT
HRTREIEETACdy | AngeRaTg 9 7a1 R awss-
WY TEAW SIWERSE ARYER WA WOk swganty
o AR i i
Apagtambhs-Dharma-gibes, with Haradattdohdrya's
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Now, the Purapas and other authorities are
one in asgserting that Siva cut off the head of
Brahmag, the moat learned of all beings in the
Vadas and Sastras and hence s veritable bhriina of
bhranas. The sin of brakmahatya stuck, at it ought,
to him and he underwent the course of conduct
prescribed for a bhrinaghna (murderer of bhrina).
With the skull for his drinking and eating vessel,
with bones for his staves, he went about begging for
food and, be it noted, he went to-the seven houses
of the seven great rishis and also he never lived in
any town or village, but made the burning ground
outside the village his abode. From all accounts
about Siva found recorded in the ancient literature
we see that the course of conduct followed by Siva
was exactly that prescribed, in the early Dharma-
§astras, to a bhrunaghna, Having committed the
murder of Brahm&, the best of brahmanasg, it is to
be conjectured that Siva should have become unfit
for the society of the Aryas; if so, the question
arises whether it was this disqualification on the
part of Siva that made him hateable to the

commentary on it named Ujjvala, lat Pradna,
9th Patala, 24th Ehandika.

Cf. Manu SBmriti, XI, 72—86, Gautama, XXII, 2-—10,
Eirma-Purans, XXXth ohapter end.
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Aryas, as he is said to have been in the earlier
literaturs (See the Introdactory chapter).

There is another slightly different account con-
cerning the aot of begging for food associated with
Siva and this account serves only the purpose of
explaining why, in his aspect known as the Bhiksha-
tanamirti, heis seen stark naked when going out
abegging. The Lingapurdana states that in the
forest of Druvana even women and children took
to the performance of austerities and forgot the
worldly ways of living (pravritti-marga). To make
them feel the need also of the worldly ways, Siva
started out to beg in their quarters ; for this purpose,
he became a black, ugly looking being and naked he
went into their midst. The appearance of this
notable figure drew the attention of all the inhabit-
ants of the Daruvana and tbrough his maya the
residents of this forest took to all sorts of bad ways
of this world. Angered by the bad example set up
by the new comer, the gishis cursed him, but,
inatead of being affected by it, he disappeared. The
rishis became aware that the intruder was no other
than Siva and repented their inability to have
offered him worship when they had the good for-
tune to have in their midet his human embodiment.
Brahm# advised them to worship his linga studi-
ously if they desired to see him in person once

802



RANKALAMURTI.

again. They followed his advice and were rewarded
for their devotion by Siva appearing before them
once again and blessing them.

The images of the Katkilamfirti and the
Bhikshatanamfrti are generally found in almost all
Siva temples of importance throughout Southern
India and all the Saivagamas contain more or lesa
detailed desoriptions of these images. The Ambu.
madbhéda, the Kamika and the Kdrana agamas,
88 also the Silparatna describe them ag follows:—

The figure of the Kankalamiirti should be a
gtanding one, with the left leg
planted firmly on the ground and
the right slightly bent and kept a bit forward suggest-
ing that the figure is in the act of moving, The
colour of the body of Siva in this aspect is pure white.
He should be wearing red-coloured upper gar-
ments while his under-wear should be composed
of silk and tiger's skin. The bead should be
ornamented with the jeiamakuie ; on the left side,
it should be adorned with a few durdhura (dhatura)
flowers and a snake and on the right with the
crescent moon. His face should be beautiful and
bearning with the feeling of happiness, smiling and
singing sweet songs. The pearly teeth of §iva should

be half visible and the ears adorned both with ordin-
ary kundalas or with a makara-kupdala in the right

Kankalamurti.
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ear and a fankkapatra in the left one. There should
be the yajfiopavita on his chest. Of the four hands,
the front right one should keep the bana—here the
term bana seems to mean a short resined stick
used in exciting the membrane of a sort of drum,—
while the front left one should keep a drom known
by the name of dhakka. The back right arm
should be stretched out and its hand held in the
kataka pose near the mouth of his pet animal, the
deer; and in the back left hand should be the
kankala-danda or the staff on which the bones of
the arms and the lege of the murdered person are
tied up togetber by a rope and ornamented with
the feathers of the peacock and a banuer. The
bones should be dry and of blackish colour and be
free of flesh; but there should be traces of bicod
on them and on the small jingling bells tied to the
staff. This kankaladanda should be placed horizon-
tally on the left shoulder, one end being held, as
already noticed, by the back left hand. In the
girdle round the loins of 8iva there should be tucked
up a dagger made of gold, with a silver handle ; he
should be wearing a pair of wooden sandals on his
feet and the whole of this eurious get-up should be
finished with a number of snake ornaments distri-
buted all over the body. The Kankalamirti should
be surrounded by & number of women and the
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bhutaganas (gobling) represented variously as dan-
cing, singing and in other attitudes; one of the
bhiitas should carry on his head a large vessel for
storing in the food received in alms and be situated
on the left of Siva. Of the women who surround
Siva some should appear to be completely possessed
of irrepressible love for him, some eager to embrace
him, some others blessing him, while still others
serving in his vessel food ladled out fromn another
with a spoon. Qut of lust for Siva the clothes of the
women should appear slipping down their loins.
There should also be hosts of rishis, dévas, gandhar-
vas, siddhas and vidyadharas everywhere around
Siva, with arms crossed on the chest in the afjali
pose. The god Vayu should sweep the streets bafore
Qiva, Varuna should sprinkle them with water, the
other dévas should shower flowers on him, the rishis
should praise him by repeating the Védas, Sdrya
and Chandra should carry winbrellas over his head
and the celestial musicians Narada and Tumburu
should sing songs to the accompaniment of musical
instruments. The height of the women who are
keeping company with Siva may be that of the chin,
chest or the navel of Siva ; the height of the bhatas
should be equal to three or three and a half times
the length of the face of Siva and they should be
shaped according the pa#cha-tdle measure.
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In the case of the image of the Bhikshitana-
Bhikshatana. 0LH, the general posture of Siva
murti, i the same a8 in the Kankalamirti
aspect ; that is, the left leg standing firmly on the
ground snd the right slightly bent suggesting
walking. The front right hand and the back left
are held as in the ocase of the Kankilamirfi,
whereas the front left hand should carry a kapala
and the back right one a damaru. The head may
have the ja{as dishevelled (jatabkara) or arranged
in the form of a circle (jatamandala) with the
crescent moon in it. The forehead should be
adorned with a patfa or ornamented band; there
should also be the other ornaments all over the
body. But there should bs no kind of clothing on
the person of Siva, not even the waist zone. In-
stead of this latter there should be a snake tied
round the waist ; besides this, there should be other
snake ornaments in appropriate places on the person
of Siva. On the chest is to be seen a white
yajiiopavita. The neck of Siva should be of blue
colour and his forehead should be beautified with
the tripundra mark. In this aspect he should not
carry the kawkala-danda, but in its place there
should be the §itla decorated with a lot of peacock-
feathers. There should be a pair of wooden
sandals on his feet ; sometimes it might be omitted
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also. The hand that bears the kapala should be
lifted as high as the navel, whereas the one that
carries the damaru should be raised as far as the
ear and the distance between the wrist of this arm
from the ear is to be sixteen anigulas. As usual,
Siva should poseess in these two aspects three eyes.
The rest of the description of the Bhikshgtanamirti
is identical with that given already under the
Kankalamirti.

The Suprabhedagame adds that the kapala
held by Biva is that of Brahma and the kankala
that of Vishnu; herein the Paurfinic story of the
murder by Siva of both Brahma and Vishvaksana,
an aspect of Vishnu, is accepted and followed.

A number of photographs are reproduced in
illustration of the Kankalamarti and the Bikshg-
tanamirti ; unfortunately all of them belong to
South India, a fact which seems to point out that
these two aspects of Siva were more favoured by
the Southern people than the Northerners, who
worshipped the equally naked Bhairava more
freely instead. All the images of the Kankala-
miirti as also those of the BhiksHatanamiirti are
practically similar to one another, and it will
therefore be sufficient to give the description of any
one of each aspect.
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On the whole eleven photographs are repro-
duced in illustration of the descriptions of the
Bhikshatana and the Kankdlamirtis (Pls. LXXXII
—LXXXIX). Of these, five are of Bhiksbitana
and five of Kankalamiirti ; and the remaining one
may be taken either as the one or the other,
because it does not conform strictly to the deserip-
tion of either. It might be noticed that the left
back hand of all the bronze images of the Bhiksha-
tana and the Kankglamirtis are held in the kafaka
pose ; they are s0 held as to permit of being inserted
in them a separately cast kankaladanda or a &khi-
pifichha,if necessary. The dead body of Vishvaksana
is clearly visible in the photographs of the Kankila-
miirti images in temples of Nagéévarasvimin, Tiru-
chchengattangudi and Suchindram. The pet deer of
Siva is seen with all the stone representations of the
Kankgla and the Bhikshatanamirtis given here,
but have been left off while the photographs of some
of the bronze figures were taken. The sculpture
belonging to the Kaildsangthasvamin temple at
Conjeevaram has only two arms, in one of which
is a §ikhipificha and the other keeps an akshamala
and is held in the chinmudra pose; it is doubtful
if it is wearing any clothes and it has no jatamakuia
on its head ; and from the general appearance it is
to be inferred to be a Bhikshatanamiirti rather
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RANKALAMURTI.

than the Kankalamarti. The cut of the face of the
image of Bhikshatanamirti of Valuvir is in strik-
ing similarity with that of the image of the Vyisha-
vahanamirti of Vadiranyam, whick makes us
believe that the artist (sthapati) who made these
two images was perhaps one and the same person.
All the images are made very well indeed, but we
should separate from these the bronze statue of
Bhikshatanamiirfi of Tiruvenkadu and the stone
figure of the same of the Naga§varasvimin temples
for the special notice of thereaders. Both of them
are gems of art. The extremely easy and natural
posture, the remarkably well-proportioned limbs,
and the smile which the arfist has eminently
succeeded in depicting on the countenance of the
bronze Bhikshatanamirti are noteworthy. In the
stone image the posture and the general effect are
splendide One other peculiarity which is not found
in the agamic descriptions but found in the sculp-
ture is a tiny bell tied by a string just below the
knee of the right leg ; it is found in the majority of
the instances reproduced in this chapter.
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OTHER IMPORTANT ASPECTS OF SIVA.

HE king Sagara had, by his first wife Ké&8ini,

a son named Asamafijasa and sixty thousand

others by the second wife Sumati. Asamafijasa was
from his childhood a wicked man and his example
affected the other children of S8agara and made them
equally bad. The gods who could not bear the evil
Gangadhara-  Ways of the sons of Sagara asked
murti. the rishi Kapila, one of the aspects
of Vishnu, as to what would be the fate of all the
wicked sons of Sagara, to which the rishi replied
that in a short time they would all perish. Sagara
arranged for a horse-sacrifice, for which purpose
he let loose a horse. It was stolen by Indra
and bidden in the Patala-loke. Tracing the foot-
prints of the horse the sixty thousand sons of
Sagara excavated the earth till they reached the
Patala-loka and there found the horse in the hermit-
age of Kapila. These wicked sons of Sagara
mistaking Kapila for the thief rushed on him to kill
bhim. But Kapila by the power of his penance
reduced them to aghes. Having waited long for the
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retarn of his sons in vain, Sagara sent his grandson
Arnfumat (son of Asamabjasa) to search for the
horse as also his uncles. He too traced his way
into the Patala-loka and found the horse near
Kapila. Being, unlike his uncles and father, a well-
behaved boy, he implored Kapila to permit him to
take away the horse; the rishi pleased with the boy
gave over the horse to bim, informed him of the
fate of his uncles and conferred upon him the boon
that they would all go to heaven in the life-time of
his grandson. The horse-sacrifice was celebrated
by Sagara and after sometime he passed away. The
son of Améumat was Dilipa and his son was Bhagi-
ratha. The yishi Kapila had told Améumat that if
the water of the Ganga was sprinkled on the ashes
of his uncles they would go to heaven. Bhagiratha
performed severe austerities to bring down the
celestial river Gafiga; the latier was pleased with
Bhagiratha and asked him who could resist the
force of her fall on earth from heaven; if none
could, the fall would cause the earth to be pierced
in the middle. He replied that Rudra, the power-
ful, would be able to bear the force of her descent
and began to address his penances to Rudra
for granting him the boon of receiving Gangs
on his (Rudra's) head. Siva, being eatisfied
with the austerities of Bhagiratha, went to the
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Himalayas to receive Ganga. At first Gangd
thought Siva would be unable to bear her descent
and came down in great volume and with enormous
force. Siva, indignant at her haughty behaviour
towards him, determined to humble her. Having
received bher on his mighty head covered with
matted hair, Siva made Ganga to wind through the
labyrinth of his locks of hair for a long time before
she was able to reach the earth. Being once again
requested by Bhagiratha, Siva let the river Ganga
flow down on the earth. Bhagiratha led Ganga
to where his ancestors’ ashes lay and made them
attain heaven by the contact of the waters of the
holy river Ganges. 1f 13 under the circumstances
described above that Siva came to wear on his head
the Gangs and thence became known as Gahga-
dharamiirti. The story of the descent of Gangd
for the sake of Bhagiratha is given in the ¥Vishnu-
purana, the Bhagavata-purana and the Bamayana.

The image of Gangadharamiirti is described in
the Améumadbhedagama, the Kamikagama and the
Karaniagama. It is stated that the figure of Siva
should be standing with hia right leg planted verti-
cally on the earth and the left one slightly bent.
The front right hand should be placed near the
chin of bis consort Umé, whbom he should be
embracing with his left front arm; the back right
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arm being lifted up as high aa the wsknisha or the
crown on the head, should be holding a ja{a ora
lock of matted hair, on which should be the figure
of the goddess Grangd ; the back left hand should
CRITY & mriga.

On the left of Siva there shonld be Uma stand-
ing in astate of mental uneasiness * which emotion
must be portrayed on her face by the sculptor. The
right leg of Uma should be somewhat bent, while
the left one should be straight. Her right hand
should be hanging down freely and the left one
should be carrying in it a flower ; or, the right hand
might be holding a few folds of the cloth about her

thigh.

On the left should be Bhagiratha in company
with a number of rishis, praising Siva. The group
of figures described above constitute the panel of
Gangadharamirti. The central figure of Siva may
also be called Gangé-visarjanamarti.

The following are the additional facts found in
the Kamika and the Karanagamas. The figure of
Siva should have four arms and three eyes; of thess,
the front right hand should be in the abhaya pose
and the front left one in the kafaka poss. The

* Thig is the feeling of jealousy due to Hiva trying to
favour another lady with his attentions,
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other two hands should be carrying the paraéu and
the myiga. The hand that touches the jafa (this
must be the one which keeps the parafu), should
be lifted as high as the ear. The height of the
figure of Bhagiratha should be that of the navel,
the chest or the neck of that of Siva and it should
be made according to the ashfa-tdla measurement.
The figure of Bhagiratha should be draped with the
garment made of barks of trees ; the matted hair of
the head of Bhagiratha should be dishevelled and
flowing down and he should have only two eyes
and two arms and these latter should be held in
the a7jali pose on his chest or over his head.

Five illustrations of the Gangadharamiirti are
given ; of these the first, Pl. XC, is to be found in
the rock-cut cave at Elephanta and is executed in
a very admirable manner. In the centre of this
fine panel ate the figures of Siva and Uma. The
back right hand is holding a jata from which a
female, whose figure is broken and whose legs alone
are visible at present, seems to be descending:
near the end of this jaia is Brahm&a seated upon &
padmasana. The front right hand of Siva is kept
in the abhaya pose. Even though the forearm of
the back left arm is broken it is easy to find that
it must have been directed towards the chin of
Uma; it is not easy to say what there wasin the
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tront left hand of Siva. To the left of the figure
of Siva is seen standing that of UmE, whose left
arm is let down hanging, while the right is bent
and held up ; the forearm of this arm is broken; it
is very likely that this band held in it a flower.
Near the shoulder of the goddess Uma is seen
Vishnu seated upon his vehicle, the Garuda. On
the right and near the foot of Siva is seated Bhagi-
rathas with flowing ja{ds and facing the lord Siva.
His arma are broken ; perhaps they were in the
afijali pose. Between Siva and Um# and to the
left of Uma are two dwarfish ganas or attendants
of Siva. On the head of Siva isa triple headed
goddess who is in all probability the triple river
Ganga after she was joined by the Yamuni and the
Sarasvati branches. On a level with the head of
Giva are sculptured a number of dzvas, all flying in
the air, which ig shown in the conventional manner
of a cumulus cloud. This, like the other pieces of
sculpture in the large cave at Elephanta, is of rare
workmanship and is remarkable for its gigantic size.
The second photograph, Pl. XCI, is that of a
large pane!l sculptured on the west wall of the rock-
cat cave at Trichinopoly. In this Riva is standing
with his left leg placed straight upon the ground
and the right bent and placed upon the Apasmars-
purusha {or a gana). His back right arm is lifted
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up and bent to take hold of one jata issuing from
his head; at the end of this jata is the river
goddess Ganges secated with hands folded on her
chest in the afijal{ pose. The front right hand
holds a snake in if; whereas the back left hand
is meant to keep a mriga, which is actually shown
ab a distance from this hand ; the remaining hand
is resting upon the hip of Siva. Bhagiratha on
the right and another rishi on the left are holding
up their hands in an attitude of praise. On
either side of Siva is a dsva also praising him.
Besides these, there are some other beings also
praising the lord. The whole panel is supported
by an ornamental platform ; both the panel and
the base are exquisitely carved. The age of this
piece of sculpture is the middle of the seventh
century and it was carried out by the order of the
Pallavs King Mahéndravarman.

The third piece of sculpture given as fig. 1,
Pl. XCII, is to be found on the south wall of the
central shrine of the famous Kailasa temple at
Ellora. Siva is seen here also as letting down the
river goddess Ganga from one of his jaids, which
he holds with his front right hand and his back
right one rests upon the hip. The front left arm is
kept bent upwards as if to carry either the parasu
or the mriga ; the back left arm which is broken,
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was apparently near the chin of Uma. The river
Gangd is descending upon the head of a rishi seated
with crossed legs supported by the yoga-patia,
evidently Bhagiratha. From near him it flows to
whaere the deceased Sagaras are, that is, below the
foot of Siva; they are all sculptured as seated
oross legged and with arms folded in the afjals
pose. Above these Sagara-putras are sculptured an
elephant and a horse, for what purpose, it is not
possible to say. At the foot of Siva is a figure
bending lowly in obeisance ; it is also perhaps that
of Bhagiratha who expresses his gratitude to Siva
after his ancestors reach heaven. Above and near
the head of Siva are two or three celestial figures
praising Siva. Near Siva and to his left stands
Uma3 with one arm resting upon her hip and the
other holding a flower. Her left leg is planted
firmly on the ground and the right is kept bent and
crossing the left one.

The fourth illustration, Pl. XCIII, belongs to
the Kailasanathagsvamin temple at Taramangalam
in the Salem District of the Madras Presidency.
It is of comparatively modern date (circa 15th
century A. D). In this sculpture Siva is standing
in & very solicitous attitude towards his consort
who is angry with him for having sheltered another
woman, Gangd. He is pacifying her with the
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front right hand placed near her chin; with one
of his left arms he is embracing her. In his back
left hand which is kept in the karfari hasta pose he
holds Ganga who is descending from a jafa of his
head ; and she is flowing down in the form of water
and the river thus descending is swallowed by &
bull, which is seated on the pedestal on which Siva
and Uma are standieg. In the remaining hand of
Siva is to be seen (rather faintly in the photograph)
the mriga. The right legof Siva is planted firmly
on the ground and the left oneis somewhat bent ;
the left leg of Uma is straight while the right one
is somewhat bent. In herleft hand is a flower and
the right hand rests upon haer thigh.

The fifth illustration (fig, 4, Pl. XCIT) ie that of
a bronze belonging to the Siva temple at Vaidyaé-
varankoyil (Tanjore district) which is exactly
gimilax to the sculpture of Taramangalam, just
described.

It is stated in the Sive-purfina that Brahmd
first begot a number of male beings, the Prajapatis,
and commanded them to create various other

Arddnsaaris.  Deings. They were found later
varamurts. on to be unfit for the task for
which they were intended and Brahmd, feeling
unessy at the slow progress of creation, contero-
plated on Mahaévara. The latter appeared before
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bim in the composite form of a male-female and
asked bim to cease fecling distressed. Thitherto
it did not occur to Drahmi to create a female
also. and at the sight of this composite form
of Mah@évara be realised his error; thereupon he
prayed to the female half of Mab&vara to give him
a female to procecd with the act of creation:
Brahm4'’s request was complied with and the crea-
tion went on aferwards very well. This story
accounts for the Arddhan&névara form of Siva.
The real meaning of this aspect has already been
adverted to in the Chapter on Lingss.

There is yet another account of the appearance
of Siva in the Arddhansriévara form. On a certain
occasion when Siva was seated with his consort
Parvati on the top of the Kailasa mountain, the
dévas and yishis went therc to pay their bomage
to him. All of them except the riski Bhringi,
went round both Siva and Phrvatl in their circum-
ambulations and also bowed to both. This rishi
had a vow of worshipping only one Being, that is,
Siva ; in conformity with bis vow, be negleoted to
go round or bow down to Parvatl. Parvatl grow-
ing angry with Bbringi, desired in her mind that
all his flesh and blood shouid disappear from his
body and instantly he was reduced to a skeleton
coveraed over with only the skin. In this state he
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was unable to support himself in an erect position.
Seeing his pitiable plight Siva gave him a third
leg 50 as to enable him to attain equilibrium;
Bhringi became pleased with his lord and out of
joy danced vigorously with his three legs and
praised Siva for his grace. The design of Parvati
to humble Bhriagi thus failed and the failure caused
great annoyance to Parvati who returned to do
penance for obtaining & boon from Siva. At the
end of the penance, Siva, pleased with his consort,
granted her wish of being united with his own body.
Thus was the Arddhanariévars form assumed by
Siva, for offering difficulty to the rishi Bhringi in
circumambulating, or bowing to Siva salone. But,
undaunted by this irapediment Bhringi assumed
the form of a beetle pierced a hole through the
composite body of Siva and circumambulated Siva
alone to the great wonder and admiration of even
Parvati, who became reconciled o his vow and
bestowed her grace upon the pious rishi for his
steadfastness to his vow.

The description of the image of Arddhanir-
Wvara is given in the Amfumadbhédagama, the
Kamikagama, the Suprabhédagama, the Silpa-
ratna, the Karanagama and a few other works.
As the name indicates, the form of this image
should be balf man and bhalf woman. The right
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half is male, that is, Siva and the left half is
female, that is, Parvatl. The male half shounld
have & jafamakuia on the head, which should be
adorned with the orescent moon. In the right
ear there should be the nakra-kundala, sarpa-
kundala or an ordinary fundala and the right half
of the forehead should bave one half of an eye
sculptured in it. The hnage of Arddbanariévars
may have two, three or four arms. If there are
four arms, onc of the right hands should be held in
the abhaya pose and the other should keop the
parabu ; or one hand may be in the varada posc

the other carrying & §itla; or there may be a {anka

in one hand, and the other may be held in the

abhaya pose ; or one of the arms may be somewhat
bent and rested upon the head of his bull-vehicle
and the other hand held in the abhaya pose; or

there may be the §&la and the akshamala in the

two right hands : if there are only two arms, the
right one should be held in the varada pose; or

there may the kapala held by it. The whole

of the right side should be adorned with the

ornaments peculiar to Siva and the chest on the

right side should be that of a man. On the right

gide the garment should cover the body below the
loins only up to the knee and the material of the
garment is the tiger's skin and silk. On the right
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half of the chest there should be the naga-yajns-
pavits and on the loing of the same side, the
sarpamékhala (or girdles of snake). The whole of
the right side should be covered with asbes. The
right leg should be somewhat bent (or it may
also be straight) and be resting upon a padma-pitha.
The right half might be terrific in appearance and
should be of red colour. So much about the Siva
balf of Arddhanariévara. The left or the Parvati
balf of the Arddhanariévara image, is as described
below.

On the head of the female half or the left side
there should be a karanda-makuta or a fine knot of
hair well-combed and divided, or both, On the
forehead of this half a half filaka mark, contiguous
with the half eye of Siva should be shown. The
left eye should be painted with collyrium. In the
loft ear there should be a Fundale known as
valika.* If the image of Arddbangrisvara has four
arms, of the two left ones, one is to be bent and
rested upon the head of the bull of Siva and ihe
other kept in the kataka pose, holding a nildtpala
in it ; or the latter may be let down hanging below.

* This ig the rendering of the Tamil word vili, which ia
the name of an sar-ornament ; suoh words are pommon in the
Egamas, and indioates distinotly the fach that the suthors of
the bulk of she dgamas were residents of the Tamil country.
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If there be only three arms in the image of
Arddhanariévara, thers should be only one on the
left side. This hand may keep in it either a flower,
8 mirror or a parrot and it must be adorned with
keyura, kankana and other ornaments; if, on the
other hand, there are only two arms, the left one
may be hanging below, or keeping in it & mirror, a
parrot or a flower, or it may be bent and resting
upon the head of the bull. The parrot may be
sculptured as perching upon the wrist of Parvati.
On the left side there should be the bosom of
a woman with a round well-developed breast;
on this side of the chest and the frunk there
should be sculptured /aras, and other ornaments
made of diamonds and ofher gems. The female
half should be smeared with saffron, draped in
multicoloured silken female cloth, covering the
body down to the ankles; or, the garment may
consist merely of white silk. The garment may
be held in position on the loins by three girdles.
On the left ankle there should be an anklet
and the left foot tinged red with the leaves of
henna (Tam. Marudani). The left leg might be
somewhat bent or stand erect upon the padma-
sana. 'The colour of the left half may either be
parrot-green or dark, and should be of pacific
appearance.
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Eight photographs are reproduced to illustrate
the description of Arddbandriévara given above.
Ot these, Pl. XCIII is of a fine panel to be found in
the rock-cut temple at Badami. In this sculpture,
Arddhanaridvara has four arms; in one of the right
hands he holds the parau, wriggling round which
is o be seen a snake, one of the favourite animals
of Siva; the same arm has a sarpa-valaya round it.
The remsaining right and one of the left hands hold
a ving in them and play upon it. On the right
upper arm there is a snake ornament ; there is a
sarpa-kundala in the right ear. On the right half
of the head is the jafamakuia bearing on it the
crescent moon, the skull and other ornaments. An
exceedingly well wrought necklace adorns the neck.
There is also the yajRdpavita on the chest. This
gide is draped from the loins down to the knees
with deer's skin, The right leg is somewhat bent
and is resting upon an ornamented platform. . The
fomale half has a karanda-makuta, a knot of hair
with bands of jewelled ornaments running across it,
a large number of kankanas on each forearm and a
well executed keyiira ; there are mékhalas or girdles
keeping in position the silk garment which descend
down to the ankles. On the foreleg is an anklet.
The other left hand holds a nilotpala flower.
The whole of the head is surrounded with o
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prabhamandala. To the left of Arddhangrifvara
is & female attendant standing with the right arm
hung down and the left arm bent and carrying
in it a vessel; she is also beautifully adorned
with all ornaments and is draped in a fine cloth.
Her hair is done up in a knot, dhammilla. To
the right of the cenfral image is the bull of Siva,
meek and quite, with its eyes casting glances on the
ground beforeit. Behind the bull is & human figure
with a thoroughly emaciated body; it may be
representing either Bbairava or the rishi Bhringi.
Itshands are held in the afijali pose. On the right
and left of the head of the central figure are the
representations of Davas with their consorts, flying
in the air and praising Siva. Below the platform
on which stands the figure of Arddhanaridvara, are
sculptured small figures of the ganas, some dancing
and others playing upon differcnt musical instru-
ments,

The gecond illustration, fig. 2, Pl. XCV, belongs

to Mahabalipuram. The figure of Arddhanariévara
reproduced here is sculptured on the Dharmaraja-

ratha. . Inthis, the image has four arms; one of
the right hands holds a para$u and the other is kept
in the abhaya pose. The right half is shaped male
and the left half female; of the two arms on the
female half one is hanging down and the other one
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bent and lifted up holding a flower. The forearm
of this last mentioned arm has a number of brace-
lets. In the right ear there is an ordinary small
kundala while the left ear bears a big disc of a
patra-kundala.

The third illustration, fig. 1, Pl. XCV, the
original of which is to be found in the Nagdévara-
gvimin temple at Kumbhakonam, represents that
class of the image, with the bull ab the back. This
piece of sculpture is one of the finest of the Chsla
period and is remarkable for the exactness of
the proportions both of the male and the female
portions of the torso and the excellence of its
artistic effect. The fignre in this instance has
three arms, two on the right and one on the left;
of the right arms one is bent and placed upon the
head of the bull and the other bent and lifted up
carrying the parasu. Theleft hand keeps a mirror
towards which the head of the image is slightly
turned ; the left forearm bears a number of brace-
lets. On the left the hip and the pelvis are shaped
larger than on the right and bring out beautifully
the relative proportions of the male and female
pelvises. The garment on the right side does not
descend below the knee, whereas that on the laft
side descends as far as the ankle and has & many-
folded portion tucked up in front near the loins.
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On the whole, this is one of the many excellent
pieces of sculpture in the Nagésvarasvamin temple.

The fourth illustration, fig. 2, Pl. XCVI, is
exactly similar to the third and belongs to about
the same period. The original of this is to be
found set up in the circuit round the Siva temple
at Tiruchchengattangudi in the Tanjore district.

The fifth illustration is a photograph of a
bronze preserved in the Madras Museum (see fig.
1, Pl. XCVI). It is noteworthy in some points : the
back right arm is bent and lifted up and carries a
parabu ; the front right hand is held in the katfaka
pose, apparently to hold a ¢rifiila. Of the two left
arms, the back one iz bent and kept raised and
holds in it a niloipala flower, whereas the front
one has on its wrist a parrot. In other details, it
resembles the other images described above.

The sixth illustration is entirely different from
all the others noticed above (see Pl. XCVII). The
original stone sculpture is a loose piece lying in
the first prakara of the Kaildsanathagvamin
temple at Conjeevaram and is as old as the middle
of the seventh century A.D. In this, the image
of Arddhanariévara has three arms; the front
right hand is seen carrying a ¢ribiila by ite lower
end and the back one is raigsed up as high as
the head and holds a cobra by its fail; the
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reptile hangs down and lifts up its hood near the
hand holding the frifitla. The left hand, thaft of
the female half, holds a 2324 in it ; it is benf and its
elbow is resting upon the head of the bull upon the
back of which the figure of Arddhanaridvara is
seated. Nowhere in the authorities quoted in the
beginning is it stated that the figure of this com-
posite aspect of Siva may be a seated one and this
particular piece of sculpture iz noteworthy for its
breach of the rule in this respect. The bull is also
seated, an unusnal attitude for this animal, especi-
ally in the presence of its master.

The seventh illustration, Pl. XCVIII, comes
from Madura and belongs to the time of Tirumala-
Nayaka (A. D. 17th century). In its details, it
agrees closely with the Mahabalipuram sculpture;
the workmanship exhibits peculiarities which were
common to the age to which the sculpture belongs,
namely, a conventional mode of standing, sharp-
pointed nose, artificial disposition of the drapery
etc. However, it is a strikingly fine piece of work-
manship.

The eighth and the last illustration, fig. 3,
Pl. XCVI, is an exceedingly interesting and extra-
ordinary piece of sculpture ; in this Arddhangriévara
hes three faces and eight arms. The heads are
surrounded by a prabhi-mandala and the hands
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carry in them the akshamala, the khadga, the pasa,
the musala (?), a kapala, a lotus flower and other
objects. 'The right side of the figure is male and
represents Siva and the left side is female and
represents Parvati. In no Sanskrit work that has
been examined do we meet with a description of
Arddhanaridvara which agrees with the image
whose photograph is reproduced here.

Having described the image of Arddhandr-
ifvara it is easy to describe the figure of Haryard-
dhamiirti. Before proceeding with its description
it is necessary to say a few words regarding the
origin of this aspect of the deity; it is related
in the Vamana-purana that Vishnu is reported to
have said to a rishi that he and Siva were one and
that in him resides Siva also and manifested
himself to the 7ish¢ in this dual aspect of his. In
the Arddhanaridvara form the left half is occupied

Haryarddhar by the Dé&vi or Prakriti and Puru-
murti or Hari- sgha and Prakriti are united with
haramurti.

each other for the purpose of
generating the universe ; the same idea is, as we
have already noticed, represented by the linga and
the yoni. Ums, Durgsd or Davi is also considered
to be a female aspect of Vishnu. I is necessary
in this connection to draw the attention of the
readers to the fact that Durgs, the consort of Siva,
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is represented in sll sculptures with the sankha
and the chakra, the weapons characteristic of
Vishpu. In one instance, she i8 also called the
sisfer of Vishnu. Vishou is also viewed as the
prakriti-tatva and hence we see Vishau substituted
in the place occupied by Dévi in the Arddhanar-
iévara aspect of Siva.

Again, it appears likely that the seulpturing of
the Haryarddhamarti and its worship as a chief
image in many temples came into existence after the
conflicts between the partizans of the cults of Siva
and Vishnu had abated and a compromise was
arrived at, namely, that Siva is Vishou and Vishou
is conversely Siva and that they are essential
for the creation, protection and destruction of the
Urniverse. It is gratifying to note that during the
mahdtsavas in the temples of Haribara, the
vehicles, decoration and ceremonies are alternately
those that are peculiar to Siva and to Vishnu res-
pectively and these festivals are attended by both
Vaishnavas and Saivas.

In the figure of Harihara or Haryarddhamirti,
the description of the right balf or the Saiva portion
is exactly identical with the description given under
Arddbangriévara. The left half or the Vaishnava
portion is described in the Sanskrit texts as
follows: On the left side of Harihara there should
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be two arms, of which one should be carrying the
chakra, the $ankha or the gada and the other held
in the kaaka pose near the thigh. On the head,
in the Vaishnava balf, there should be a kirita set
with precious stones and of excellent workman-
ship ; there should be & makara-kundala in the left
ear. The arms on this side should be adorned with
keyura, kankana and other ornaments. On the
right foreleg there should be an anklet shaped like
a snake while that on the left lsg should be set
with all precious stones. The Vaishnava half is to
be draped with a yellow silk garment, The colour
of the Saiva half is snow-white and that of Vishnu
either green or bluish brown. It is also stated that
the two legs of Harihara should be kept without
any bends in them. The right half should be
terrific and the left half pacific. On the Saiva
portion of the forehead the third eye of Siva muat
be half visible and behind the head of the image of
Harihara there should be a &iraéchakra or halo.
The Vishnudharmottara adds that to the left of
the figure of Harihara there should be sculptured
that of Garuda and to the right, of Nandi.

Of the two photographs given in illustration
of the Haryarddhamiirti one, Pl. XCIX, belongs to
the panel found in the lower cave temple atb
Badami. The central figure in this panel is
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Harihara ; a clear vertical line of demarcation bet-
ween the jafamakuta of Siva and the kirifa-makula
of Vishnu is visible in the head-gear. In the right
ear is a sarpa-kundala whereas in the left one there
is a nakrakundala. In the right back hand the
image carries a parafu with a snake round it: and
the back left hand keeps & $ankka. The front
right band, though broken, appears from its posi-
tion to have been held in the ablaya pose:
the corresponding left hand is resting upon the
thigh. There is a &rafchakra surrounding the
crown of the head and the legs stand straight. On
the right and left are two goddesses, evidently
Parvati and Lakshmi, the consorts respectively of
8iva and Vishnu. Between Parvati and Harihara
is a short figure of the bull-faced Nandi carrying in
his right hand a danda; and on the left between
Lakshini and Harihara isa dwarfish figure of
(faruda. DBelow the panel and in a long horizontal
niche in the platform, over which the figures of
Harihara and others stand, are carved a number
of ganas, some playing upon musical instruments
and others dancing.

On the top of the panel and on both sides of
the head of Haribara are shown two celestial
beings with their wives as flying in the air and
carrying in their hands a flower garland each.

836



HINDU IOONOGBAPHY.

The second photograph, Pl C, is that of a
beantiful image of the Chilukya period preserved
in the Office of the Superintenden$ of Archeology,
Western Circle. In all details regarding the orna-
ments and dress this is not different from the first.
In this sculptore the hands in the Saiva half carry
the {rifiila and the aksham&la, whereas those on
the Vaishnava half kesp the gadZ and perhaps a
$ankha, (this hand is broken and hence the object
carried cannot be correctly guessed). As in the
previous illmstration here also there are the two
dévis, Parvati and Lakshmi each one carrying s
fruit and & flower in the two hands. Garuda is
kneeling on the left and Nandi, here represented
wholly in the form of a bull, is standing on the
right. The sculpturing of this image is excellent;
great credit is due to the sculptor for the remark-
ably minute carving of the ornaments. At the back
of the central figure is a prabhdvali. Kven here
distinction is shown between the Saiva and
Vaishpava halves, the right half being an ordinary
prabhivali and, the left being one-half of an
expanded hood of a five-headed snake; buf on
the top of the prabhavali the central figure is the
face of & lion. On the right and near the blades
of the ¢risiila might be observed the figure of
Brahma seated crosslegged, with hands in the usual
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poses and carrying the objects characteristic of
this deity.
8ati, the daughter of Daksha and the consort
of 8iva wasdead. The asura, Taraka, was offering
great annoyance to the dévas and drahmanas and
could not be disposed of by any one but by one born
of Siva. In the absence of a wife Siva can have
no progeny and the gods became interested in the
Kalyanasun- marriage of Jiva. Sati wasalready
daramurti. born to the god of the Himalaya
(Himavin) as Parvati and was herself performing
austerifies to be joined to her lord once again. If
was abt such a moment that, induced by the dévas,
Kama the god of love, tried bis artifices upon Siva
and met with his end. But when once the mind of
Siva was disturbed he could not at once gather his
mental determination and he yielded to the prayers
of the gods ; he resolved to enter marital life. He
wanfed to try the steadfastness of Parvati. The
Varaha-purana is alone in giving the following
account of how he tested it. Siva assuming the
form of an old, decrepit brahmana, approached
Parvati, who was absorbed in her ausberities, and
begged to be supplied with food, as he was feeling
vory hungry. Parvati was pleased to ask him to finish
his bath and other ablutions and come for meals.
The old man went to the river very near the
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hermitage of Parvati and as soon as he got down
into the water contrived to be caught by a crocodile.
He called out to Parvati for help. Pravati came
to the riverside, but she could not stretch her arm,
which was never meant to be held by others than
that of her lord, Siva, even in helping others.
Perplexed with this feeling she was standing still
for some moments but the danger of the guest
being swallowed by the crocodile very soon became
patent to her and she was obliged to give up her
vow of not being touched by ahand other than
that of Siva;she stretched out her arm and
took hold of that of the old brahmana and pulled
him out of the water and the crocodile also left
him. Pleased with Parvati, Siva showed his
real self to her and she was immensely gratified
with her lord for having saved her from being held
up to obloquy for having caught hold of a hand
other than that of Siva. She dedicated herself to
Siva and the regular marriage was celebrated later
on. The details of the celebration and the descrip-
tion of the images of the gods and goddesses that
are to be represented as having taken partin it are
found in the Agamas.

In the composition of the scene of the marriage
of Parvatt with Biva there should be Siva and
Parvati forming the central figures facing the east.
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Vishno and his consorts Lakshmi and Bhiimi as
the givers—acting the parts of the parentsina
brahmana marriage —of the bride should be there;
of these Lakshmi and Bhiimi should be standing
behind the back of the bride, touching her at the
waist indicative of handing her over to her lord;
and Vishnu should be standing in the back-ground,
between Siva and Parvati with a golden pot of
water ready to pour it in the ceremony of giving
the bride to the bridegroom ; then, there should
be Brahms in the foreground, seated and perform-
ing the ceremony of hdma or making offerings to
the fire. In the back-ground and at various dis-
tances should be seen the eight Vidygévaras (or the
lords of learning), Ashiadikpalakas (or the guar-
dians of the eight quarters), Siddhas (persons who
bave attained the eight great powers), Yakshas
(semi-divine beings), rishis (sages), Gandharvas
(another class of semi-divine beings), the Matrikas
(or the seven mothers) and a host of other gods,
with their respective goddesses, all of them standing
with arms folded in the afjali pose, and with the
feelings of pleasure, happiness and wonder portrayed
in their faces. Such are the details of the general
gomposition of this remarkable scene and the indivi-
dual figures are described in detail as follows :—
Siva should be soulptured as standing firmly
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on the left leg and with the right one resting upon
the ground somewhat bent ; or, the left leg may be
represented as slightly bent and the right straight
and standing firmly on the ground. The front
right arm should be stretched out to receive the
right arm of the bride, Parvati; the front left hand
should be held in the varada pose. In the back
right hand there should be the para$u and in the
back left one the mriga. 'There should be three
bends in the body of Siva, that is, should be of the
tribhanga posture. The head of Siva should be
adorned with a jafamakuta with the crescent moon
tucked up in if, and all other parts of the body, with
their appropriate ornaments such as the kdra, the
keyura, the udarabandha and the waist zone. The
snake Vasuki should serve Siva as the sarpa-kun-
dala, Takshaks as the waist band and Pushkara as
the 2ara. The figure of Siva should be that of a
young man who has just come toage. The colour
of Siva should be red. As usual Siva should have
three eyes.

To the left of the figure of Siva* should be
standing that of Parvati, of dark complexion, with

* fBome suthorition state that Pirvati should be standing
to the right of fliva and there are sounlptures representing
Pérvail as standing both on the right and on the lefs sides of

Sive.
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her right arm stretched out to receive that of Siva,
in the act of panigrahana (the ceremony of taking
hold of the hands) and with her left hand keeping
a nildtpala. Her head should be slightly bent down
in shyness and her person should be adorned with
all ornaments appropriate for the occasion. The
figure of Parvati should be as high as the eye, the
chin, the shoulder or the chest of Siva and she
should be represented as a well-developed youthful
maiden, with two eyes and two arms and draped in
Bilk garments.

In front of Siva and seated on the ground
should be the figure of Brahma doing homa or
making offerings to the fire, The figure of Brahma
should be as high as the chest of Siva. The
Pirva-Karanagamae gives numerical proportions
for the height of thefigures of Brahma and Vishnu.
It is therein stated that the height of Vishnu might
be seven-tweliths, eleven-twelfths, three-fourths or
two-thirds of the height of Siva and that the height
of Brahma3 either equal to or one-gizth, one-seventh
or one-eighth less than that of Vishnu.

Brahma must be seated upon a padmasana
facing the north, with, in front of him, a kupda in
which the fire is burning with tapering flames. As
usual he should be represented with four faces, four
arms and a8 being busy with the performance of
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the Azoma ceremony. He should be adorned with
a jatimakuta and the body with a yajRdpaviia, a
girdle made of mufija grass, and all other ornaments;
he should wear an upper cloth, In his front right
and left hands he should hold the sruva and sruk
respectively, and in the back right and left hands
there should be the akshamala and the kamandalu
respectively. The colour of Brahma should be red
like the fire.

The size of the sacrificial Zunda is then given
as follows: the kunda should have three mékhalas
(broad tiers going round the central pit in which
the fire is kindled) each of twelve angulas in width
and the extreme length of the whole kunda includ-
ing the mékhalas being 22 angulas. In the pit of
the kunda, the fire should be shown as possessing
seven or five jralas or tongues of flame which ought
to be a fourth of the height of Brahm& ; and the
breadth of the flames of fire must be half their
height. The angule mentioned here is the déha-
labdha-angula of the central figure of Siva.

On the north of 2oma-kunda should be standing
the figure of Vishnu, whose height should come up
$o that of the nose, shounlder or chest of Siva. If it
is as high asthe nose, it is said to be a uileama
figure ; if as high as the chest, adkama. Dividing
the distance between the nose and the chest into
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eight equal divisions, we shall get the nine classes,
composed of the uttama, madhyama and edhama
forms of Vishnou, that is, uttamdtiama, uttama-
madhyama, uttamadhama and so forth. Vishnu
should be adorned with a Z%irita-makuta on his
head and all other ornaments in their proper
places. In the back right and left hands he should
bear the ckakra and the $ankha, while the front
right or left hands should carry a golden po$, held
ready for pouring water from in the act of giving
the bride Parvati to the bridegroom S$iva. The
colour of Vishnu should be, as usual, dark.

The figure of Lakshmi is required to be as
high as the chin or the shoulder of Vishnu, with
arms resembling the trunk of an elephant adorned
with keyuras, kankanas and other ornaments. The
hip of Lakshmi should be broad and graceful and
she should be draped in richly embroidered silk
cloth.

Such are the descriptions of the individual
figures composing the picture depicting the favourite
theme of the Indian artist, as given in the
Ambumadbhidagama,, Uttara-kamikagama and the
Purva-Karanagama. Let me now turn to the
descriptions of the actual sculptures found in the
various parts of India, whose photographs are
reproduced on Pls. CI to CVII.
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Boven photographs are given in illustration
of .the marrisge scene of Siva with Pirvati;
the original soculptures are of varying degrees of
complexity and consist in one instance of barely
Siva and Parvati standing hand in hand, while in
others with all the divinities surrounding them and
each doing a duty in connection with the marriage.
Let me therefore describe each of them separately.

The first photograph, Pl. CI, is that of the
bronze images of Siva and Parvati in the act of
taking hold of each other’s hand in marriage. The
original image of Sivais nearly three feet in height
and has four arms and three eyes. The front right
hand is held out to receive tbat of Parvati, while
the back right one carries a parabu with its head
turned away from the face of Siva. The front left
band is held in the abkaya pose and the back left
one carries a myriga. The right leg of the image of
Siva is placed firmly on the ground and the left one
is slightly bent and is resting upon the ground.
There are two bends (dvibhanga) in this image.
On the head of this image is a jata@makuia adorned
with very nicely executed ornaments ; the hdra and
the yajidpavita, the kdyfira and the katakas the
udarabandha and the kaiibandha—all these are
also artistically made. The image is apparently
draped in tiger's skin and on the fest are the
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anklets. The figure is standing upon & padmasana.
The image of Parvati, with ite face slightly bent
down in shyness, stands by the right side of that
of Siva, with the right arm stretched out to receive
that of 8iva, while the left hand is kept in the
kataka pose. On the head of Parvati is a karanda-
makufa and her person is sadorned with a large
number of ornaments of good workmanship; she
wears an exquisitely embroidered ocloth which
descends in flowing folds on either side and is held
on the loin by mekkalas (a kind of belt). The
figure of Parvatl is also standing on a padmasana
with two bends in its body. This piece of sculpture
appears to belong to the early Chola. period (A. D.
1000-1100).

The second sculpture whose photograph is
reproduced on Pl. CII, comes from Ratanpur in
the Bilaspur distriet of the Central Provinces. In
thig panel Siva stands with his front right hand
stretched ou to receive that of Parvati, who in this
instance alone, stands to the left of Siva. His
front left hand rests upon the right shoulder of
Parvati. In the back hands he carries perhaps the
sila and the damaru, DBrahmi is seen seated
before the fire, on the right of Siva and is busy in
making fire-offerings ; the fire is burning in a cup
placed in front of him. Near the kunda or cup of
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fire stands the bull of Siva. Surrounding the
central figures of Siva and Parvatl are a large
number of gods and goddesses, several in the afijals
attitude and some with their armse resting upon
their hips (katyavalambita).

The next illustration, CIII, is to be found in
the Cave temple at Elephanta. It i a remarkably
well-executed panel, but very unfortunately here
and there mutilated. But what remains is suffi-
oient to disclose the master-hand of the artist who
sculptured this most interesting scene. Siva is
standing with Parvati to his right ; his front right
hand is as usual stretched out to receive that of
Parvati. The figure of Parvati is of striking
beauty ; her slightly bent head and down-cast look
depict an amount of shyness: her narrow waist
and the broad hip, the well-formed bosom and the
eagy posture of the legs all lend a charm to the
figure which is all its own. Brahma is making
koma to the left of Siva and Lakshmi is seen
standing behind Parvati with her hands touching
her back and behind Lakshmi stands her consort
Vishnu with a large pot of water for pouring water
at the ceremony of giving the bride to the bride-
groom. The figure of 4 very well built man is to
be seen standing behind Parvati with his right
hand bent and resting upon the right shoulder of
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Parvati. From the size of the figure and from the
fact that it has only two arms, as also from a sork
of inferior head-gear, one may presume it repre-
sents Parvatarija, the father of Parvati. If that
is he, it is indeed noteworthy to find him in the
panel. Below the right hand of this figure is a
large drum, also very well-carved. A number of
gods with their respeotive goddesses are seen in
the air in the attitude of flying and praising the
married couple. In point of size also this panel is
most remarkable ; the beight of the figure of Parvatl
is 8 feet and 6 inches and the panel ifself measures
approximately 10% feet square.

The photograph reproduced on Pl. CIV is of
the panel found in fthe Dhumar Lena Cave at
Ellora. In its details the panel is exactly similar
to that of the Elephanta Cave, though its work-
manship has not got the latter'’s fineness and
artistic finish.

The large panel whose photograph is given on
Pl. CV belongs to the Cave temple of Ramss-
vara, af Ellora. It is divided into three sections,
the two on the left are depicting scenes from the
marriage of Parvati with Siva. In the extreme
left section and at its right end is seen Piarvatt
standing erect on the mountain between two fires,
performing pemance to obtain the hand of Siva in
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marriage. Her left hand rests upon her thigh, while
the right one is counting the beads of an akshamala,
To her left stands » woman carrying a box ; a male
figure, with outstretched right hand as though
asking for something from Parvatl, is seen standing
to the left of the tall girl with the box in her
hsnd. It is the figure of Siva as a hungry beggar
asking for food. A little to the left, the scene
changes : the beggar, who was asked by Parvati,
according to the Vardha-purana, to go to theriver
to bathe and return for meals, is in knee deep
watber, the surface of which is covered with lotus
flowers and leaves; his left leg is caught hold of
by a makara and he is calling out for help. Par-
vati who repairs to the spot to see what has become
of her guest, sees him in this miserable plight;
after hesitating for a moment if she should now
offer her hand or not to this beggar, and with
great reluctance, tries at last to lift him up with
her left hand—note, she keeps her right one far
away from the man and held in the vismaya pose.
To save her from the tongue of slander Siva
appears to her in hiz real person, represented in
the panel, just above the head of the beggar.
His jatda-makuta and other ornaments readily
proclaim his identity. It should be noted here
that water, fire and mountain are represented
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in the conventional manner described elsewhere.
Proceeding then to the next scene, that of the
aotual marriage ceremony, which is depioted in
the middle section of the panel, it is seen that
Parvaty, standing to the right of Siva is offering
her right hand to him, who receives the same in
bis right hand. At the background and between
the bride and bridegroom is Vishnu standing
with a pot of water ready to pour in the hands
of Siva, in making the gift of the bride. Lakshmi's
face is seen behind the head of the bride and she is
standing behind Parvati and presenting her to her
lord, Biva. Behind the bride are two female attend-
ants, one of them carrying a box and behind the
bridegroom are two dévas and a gana, the latter
being easily recognised by his size and head-gear.
Brahmag, assisted by a rishi, is seen performing the
fire-offering (kdma). The strangest thing in the
panel is the anachronistic presence of Ganssa
and Karttik8ya, the two sons of Qiva and Parvati,
aven during the marriage of the two!! The little
Gangés is standing between the legs of 8iva and
Parvati and Karttikeya between those of Siva and
the gana. The latter appears to carry in his left
hand a kukkuta (cock) whose tail is visible in the
photograph. The presence of these two children
is, in all probability, meant to indicate that they
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were not born by the union of the couple but had
existed from eternity like all gods, but at a later
period assumed the position of the sons of Siva and
Parvatl,

The remaining portion of the panel represents
snother scene in the life of Siva. He is seen
learning the significance of the mystic syllable Om
from his son Subrahmanya. An account of this
event will be found given in the chapter on
Subrahmanys. Subrahmanya with six heads (of
which thres are visible in the sculpture) is seated
on a high pedestal with a rishi; one of his right
hands is held in fhe chin-mudra pose, while the
other is kept with outstretched fingers. One left
hand is resting upon his lap. He wears the cloth
in the upavita fashion ; the legs are hanging below
the seat and resting upon the ground. The rishi
bas also both his legs hanging down the seat and
seoms to have his hands kept in the afjali pose.
In front of Subrahmanya is seated oross-legged on
the ground Siva with his right hand held in the
jhana-mudrd pose and the left one resting, in the
ydga-mudra pose, on his lap. He also wears his
upper germent in the wpaviia fashion. Behind
him is seen standing Parvati, his consort.

Below this remarkable composite panel is a
row of most humourous ganas some with animal
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faces, others with animal-mouthed bellies (vyika.
daras) and the rest like human beings taking active
part, with great cheerfulness, in the arrangements
in connection with the marriage festivities. The
two first on the right end are seen carrying each s
banner and the third a mace ; the fourth is dancing.
Three ganas are seen carrying a four-footed article
resembling a table, which is evidently a raised seat.
On the left of this group another gama is seen
playing upon the fluts ; next to him is a lion faced
gana playing upon a stringed musical instrument.
Adjoining this, there is & bear-faced gana carrying
something on his head ; another, tiger-faced, holds
in his left hand something kept in a round leaf,
apparently that of the lotus. The fourth from the
left is & vrtkddara; the rest are carrying some
article or other in their hands.

The next two illustrations, Pls. CVIand CVII,
are from South India. They are found in Madura,
the one in the Pudu-mandapa and the other in the
mandapa in front of the central shrine of Sundaras-
vara temple; the first belongs o the reign of
Tirumalai Nayaka and the second, a copy, made
gome forty years ago. In these the principal
figures are Parvatl, who is being given to Riva in
marriage by Vishnu pouring water in the hands
of Siva ; and Siva standing on the left with his
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right hand stretched out to receive the gift; in
front of and between him and Vishnu is seen, with
the head bent down in shyness, Parvati keeping
her right hand lifted up so as to be taken hold of
by Siva; and on the left is Visbnu pouring water
from & vessel on the hand of Siva. Below, and
in a countersunk panel is seen Brabmd making
fire-offering. The whole subject is treated with
great cleverness and the effect is very striking.
There is not that elaborateness which one meets
with in the Cave temples of Northern and Western
India, but the very simplicity of the sculpture
carries 8 great charm with it. The shyness
depicted on the countenance of the bride iz very
noteworthy.

One of the favourite modes in which Siva is
represented in sculpture is known as the Vrisha-
vahana or Vryishabharddbamiirti; that is, Siva
seated upon the bull, his vehicle. It is in this
aspect which is held in high veneration by the
people that Siva has often appeared in person before

his devotees. One day, among
ot 8PRa  the ten days’ festival in any Siva
temple in Bouth India, the image of
Siva is seated upon & bull and carried round the
streets in procession and that day is held by people
as the most important of all the days of the
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festival. Hence also this form of the image of Siva
is described in great detail in allithe important
agamas.

Vryishavahanamiirti should be standing with
his right leg placed firmly on the ground and the
left slightly bent ; the left arm should be bent and
its wrist resting on the head of the bull ; the hand
of this arm may be hanging fully open so that the
tip of the middle finger may reach the level of his
own navel. The right hand should carry a vakra-
dandayudha (a crooked stick like the one carried
by Sasta, Mannannar Krishoa, ete). This stick
should be of the thickness of the small finger and
should have three bends at its top end and its
length equal to the distance between the Zikka-
sittra and the knee. In the back right hand there
must be the {anka or paraéu and in the back left
hand the mriga. The head might be adorned with
8 jatamakufa, or a hanging jatadlhara or ajaia-
bandha, the choice of which is left to the sculptor.
The figure should be adorned with all ornaments;
the colour of Siva, as also that of his garments is
to be red. On the right side or the left should be
the figure of D&vi, standing with the right leg kept
firmly on the ground and the left one slightly bent.
The right arm of the D&vi should be bent and
that hand carrying a uipala flower. The left
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hand should be hanging down freely. The figure of
Davi should be done sccording to the measurements
given in the dgamas for female images; the direction
of the bends in its body would depend upon its
sitnation to the right or left of the image of Siva,
The rishabka (bull) should be standing behind
Biva and should be of the height either of the chest,
navel, root of the penis or even the thigh or the
foreleg. (Evidently in the last two or three instan-
ces the animal should perhaps be sculptured as

gitting on the ground).
The illustrations which fit in almost exactly

with the description given above are the images of
Vrishavghanamirti of Vedaranyam,that reproduced
from the Vifvakarma and that of Taramangalam,
whose photographs are given as Pls, CVIIL, CIX and
CX respectively. In the first instance, as in others,
it is not the left arm that is resting on the head of
the bull but the right. The left arm is let down
and its band is resting upon the thigh and not as
required, held in the kataka pose. The tip of the
widdle finger of the right hand held in the pataka-
hasta reaches, ag is required by the agamas, the
level of the navel. It is to ba noted that the figura
of Siva in the present instance has only two instesd
of four arms. The left leg stands firmly on the
ground and the right one is slightly bent and resting
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on the ground on its toes. The bull is as high
88 the thighs of Siva. Pl CIX is true to the very
deseription given in the agamas.” Its left arm
rests on the head of the bull and the right hand is
beld in the kataka pose to receive in it a separate
metallic or wooden crooked stick. The right leg is
kept firmly on the ground and the left one is kept
slightly bent. In the image of Taramangalam,
Pl. CX, the front right hand is kept in the abhaya
pose, but in other respects it is exactly similar to
the one on Pl CIX,

The third photograph reproduced on Pl CXI
is that of the sculpture tic be found on tha wall
of one of the so-called rathas at Mahabalipuram.
It almost resembles the image represented on
Pl. CVIII. The image of 8ivahas fourarms. The
left hand is in & manner held in the kataka pose.
On either side of this Vrishavihapamirti is a Déva,
with his consort, praising Siva.

The photographs reproduced as figs. 1 and 2
on Pl. CXII are similar in treatment. The agamic
deseription agreeing with this mode of representa-
tion of the Vrishavahanamirti is not available at
present. So, we should be satisfied with the de-
scription as we find recorded in the sculptures.

* My, V. A. Smith oslls this image “ Biva in sandbhy&nyitta
danoe.”
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Here, Siva and Parvati are seated exactly as in the
aspect of Umasahita-alinganamiirti, or Sdmaskanda-
miirti, on & seat placed upon the back of a full sized
bull. In fig. 1, Siva is embracing Parvatl and in
fig. 2, he is not. In the first piece of sculpture Siva
carries in his back hand the $izla and the damaru
and the front right is kept in the abhaya pose and
the front left is thrown on the shoulder of Parvati ;
in the second sculpture the back hands carry the
para$u and the mriga and the front hands are in
the abhaya and the varadae poses respectively. An
elaborately carved prabhavali is seen surrounding
the figures of Siva and Parvats. The first piece of
sculpfure belongs to the IHoyasala School and the
second to the modern Nagtukkdttai artisans and the
former is fitted up now in the reconstructed K&da-
rédvara temple at Halebidu and the latter in the
Sundaraévara temple at Madura.
The aspect of Siva known as the Vishapaha-
rangmirtl appears to be considered a kind of
anugrahamiirti; since it is not
mihapabsrane  gofinitely mentioned as such in
the agamas it is included in
this chapter. We have already mentioned that
Siva swallowed the dreadful poison that emerged
from the ocean, when it was churned by the Dévas
and the Danavas for obtaining ambrosia (amrita)
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fromit. We have a description of this miir#i in
the Karanagama ; therein it is stated that éiva.,
as usual, should have a face with three syes on it,
wearing a jafdmakute and having four arms. In
two of his hands there should be the parafu and
the mriga; in one of the remaining hands there
should be the cup containing the poison and the
fourth hand should be held in the varada pose.
His sight must be fixed upon the poison and the
general attitude should be such as to indicate thab
he is going fo sip the poison immediately. He
should be adorned with all kinds of ornaments.
On the left of Siva there should be his consort
Parvati embracing her lord about the neck with her
right arm and appearing highly perplexed and
distressed. Her complexion should be dark, she
ghould have two eyes, two arms and be standing in
the fribhanga posture, {(with three bends in her
body), with her right leg placed verfically on the
ground and the left one kept slightly bent. Another
description adds to the above the following details :
that the appearance of Siva should be made terrific
(ugra) by the addition of side tusks; his com-
plexion should be white as the full-moon and he
ghould be draped in garments made of tiger's skin ;
there should be a garland made of emall bells, and
along with the other usual ornaments, there should
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be some others composed of scorpions (vrifchika).
In the right hands of Siva there should be the
trifiila and a beaked vessel (gokarna) containing
the poison ; and in one of the left hands the kapala.
Bince no object is mentioned as being in the fourth
hand, it appears that this arm may be taken to be
employed in the act of embracing the Dévi. In
the first desoription Siva and Parvati are required
to be standing, but in this one, they are said to be
seated on the bull-vehicle of Siva.



CELLANEOUS ASPECTS OF

VA —

Sadasivamurti and Mahasada-
sivamurti, Panchabrahmas or
Isanadayah, Mahesamurti, Eka-
dasa Rudras, Vidyesvaras, Mur-
tyashtaka and Local Legends
and Images based upon Mahat-
myas.





















