
Ih« subjects of Indian Seulptiurs are gods and goddesses« 

their embleas and accessories. She images (Pratlaa) of these 

gods are mainly associated vith the cults of different 

divinities* The special branch which deals vith these images 

is knovn as iconogreqphy. Dr* J.N.Jbanerjea says, "In its 

broader sensei the term iconography really signifies the 

interpretative aspect of the religious art of a country which 

bec(nes manifest in diverse ways”.

The divine images and their worship had become a patent 

factor in the lives of the iiindus. Xherefore the primary 

purpose of these icons was to serve as an Important aid to the 

religious efforts (Sadhani) of the devotees* Thus an intimate 

connection exists between art and religion*

The all-embracing sectarianism which was prevalent in 

India since very ancient times, contributed to the development 

of icono-plastic art* The concrete forms of iiindu mythological 

gods and goddesses - the cosmic beings and embodiment of an 

abstract idea - were presented for the diffusion of the 

doctrines of the particular cult* Besides the Buddhists and 

the Jainas and their various sub-sects, there were the five
I I

Brahmanical cults such as the worshippers of Vism, Siva, 8aicti,

8 & y a  and Ga^pati* The innumerable icons, such as the twenty-

four forms of Yisnu (CaturviAsatimurtayah) and Pancabrahma forms 
t

of Siva, were illustrated which gave a great impetus to the 

sculptors of India*



V6 get eTldenee, both literary and arehaeologleal» for

the construction of laages and other objects associated vith

their worship* Dr* J.N.BanerJea in his monumental v o r k  'The

DeTelopment of Hindu Iconography', has very elaborately

described the materials for the study of iconography, literary i

of a general and technical character and also the archaeological

data of inscriptions, coins and seals in relation to the
2

deTelopaent of iconla cults and iconography.

It may be observed that in India, prior to the advent 

of Aryans, image-worship might heve been practised by the 

original settlers. Several of the terracotta human figurines 

were discovered at Hohenjo-daro and Uarappa of the pre-historic 

times (C 2500 - 1600 B.C.). Bronze and copper statuettes have 

also been found. Among such figurines is found a squatting 

meie figure vith folded hands. Another seated with hands folded 

in devotional attitude is discovered at Harappa excavations.

In India of the pre-historio times, a few of the escpressive 

poses were used to characterise the representation of the 

divinities on seals, amulets and figures. The Hohenjo-daro 

seals contain figures of a god seated in a Yogic posture, on 

either side of whom kneels a half human and a half animal form 

of a Haga with hands uplifted in prayer.

Whether the Vedic Aryans (Vedic civilization - 2000 - 

1600 B.C.) made images of their gods is a controvercial point 

with the scholars, i^t it is evident that the descriptions of 

Indra. Visnu and £>urya given in the Kgveda are full of 
 ̂ • •

• 179 •



icozxographical feature*. Zhe basic slodLlarit/ of the later 

iconographic conceptions of many Hindu deities Is found In 

their Tedlc counterparts.

Zhe different periods of ancient Indian history like 

SuAga» iCusa^ and Gupta are the major sources for the study of 

Iconography. Zhe reputed art centres of ancient India such as 

Methuray Gandharay Samathai AmaraTatl etc. were the homelands 

of master artists. Zhe symbols on the earliest Indian coins 

are religious in character. Zhe innumerable varieties of seals 

and similar objects found in various parts of Northern India 

dating from the 3rd or 4th islUenlum B.C. to the late Gupta 

period throw a flood of light on this subject. Zhe deities
• I .

appearing on the coins of SuAgay KMsau and imperial Gupta 

rulers illustrate in a very characteristic manner the peculiar 

features of their style of sculpture. Some metal and terracotta
I.

seals of the Kusa^ and the Gupta periods supply us with 

characteristic representations of such iilndu gods as V i s m  and 

eiva as veil as a few of their emblems. Zhe earliest figure of 

a deity seated on « lotus seat in a Dhyana yoga or Samadhl 

audra appearing on certain copper coins of Vjjayinl can be 

dated in the 2nd - 3rd Century B.C. In Gandhara some of the 

Buddha figures are shown with their hands in this pose. Many 

images, Brahmenlcali i^ddhist and Jain of the Gupta age 

(C.319 A.D. - 600 A.D.) as well as of the early end late 

medieval periods show this post. Zwo Yogasana Yisj^ figures in 

the Mathura museum, characteristically portray It.
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R«li«ft carved on sectloxis of religious arohlteeture 

of figures are also isqportant. During the SuAga (C« 1S4 B.C. - 

72 B.C •) azkd early Aodhra or Satavahana periods (C, 200 xt.C* 

upto 2 0 0  Buddhism vas flourishing in all its vigour.

Therefore most of the sculptures of the period were Buddhist.

Xhe finest examples are carved stone ITediicas and Tora^^s of 

iiharhut, Bodha-Oa/a and Sanci and some reliefs in the rook >
I •

cut Gaitya halls* Some £aksa and Xaksi statues have been found

vhich belong to the Maurya period (C. 3 2 b  B,C« - 184 B.C.). 
t

the Yaksa statue can be taken as the prototype of the later

representations of the Buddha and the Bodhisattva images during
». t 

the xcusam and the Gupta age, Several free-standing Yaksa

statues or relievo-figures principally associated with early

Buddhist funerary monuments h&ve been discovered in the period

2nd - 3rd century B.C« Thus many Buddhist end several Jain

and Brahmanical images and sculptures hcve been found in stray

groups in distant parts of juadia like G^andhara» Mathura and

A m aravati.

Besides ample archaeological evidence^ the ancient 

iconographic and iconcnsetric texts are important enough to prove 

that a very systematic and elaborate science of iconography vas 

developed in India since very ancient times. These canons are 

the result of the accumuleted escperience of generations of 

artists.

TEXTS ON Tli£ ART OF SCULPTURE.

The silpa-sastras like Manasara, Mayamata, Srlkumara's
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I • -» -
Silparatna of th« South and the VlsvaKaraa-praiuisa) SamaraAga^ 

Sutradi^ra* Aparajita Pr^cchha of th« North, the Aganat and 

Tantras associated vlth the <»ie or the other of the prlnolpal 

Brahnanlcal texts, contain ample aaterlal for the study of this 

subject* Hany of the PaScaratra and aalva Sarahitas and Agamas 

contain important sections dealing with elaborate rules about 

the construction of temples end iaages. T«A«O.Hao mainly drew 

from the Kriyapada of the Panbaratra Valkhanasa^ama in order 

to explain the various characteristic features of the Vaisnava• •
I ^  ^

images, and the Saiva Agamas like Suprabheda, iU.rana x^iica
* 3 ^ i»

etc* for the SaiYa icons. ilayasXrsa pancaratra contains very

elaborate details of this nature* ^TarahaiOihire's ^rhatsaAhita

of the 6th century is also a very important text from the point

of view of architecture and sculpture. BbojaVi S a m r ^ g a M

Sutradhara ( U t h  Cen. A*D«) as veil as Somesvara's Abhilasitartha

Cintama^ (12th Cen* A*D*) and ii«aadri*s Caturyargacintamanl

(13th Cen* A*0.} are of a much later date*

It is not my purpose to go into details of the contents 

of these iconographical texts* 1 am concerned here only with 

the iconographical sections of the Puranss* The study of the 

pura^c literature is essential for proficiency in Brahmanlcal 

Iconography* Besides the mythological lore contained in them, 

the is^ortant iconographic and iconometric canons are found in 

the pura^s and the upa-pura^s such as Matsya, Agni, Padma, 

Visnudharmottara etc* They indicate a very close similarity• •

vith the pancaratra Sai&hitas* Ihe PrasSdalaksa^ and the 

Pratimalaksana of the Agni Purana are identical vith the
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chapters In the dayastriapaHAaratra. Dr. J.N.fianarJaa

obserTas that Uamadri. tha author of Caturvargacintaaaal

quote* fr<^ the purwaa like Mat^a» Agnl, Vlanudharaottara
t

and the South Indian vorics like Idajramata and Silparatna 

iDorrowed from the Puranaa as iirahmai iHatsyai PadBai Slcande and
4

Vlsnudharaottara*
• •

Among the Pura^s the Agnlpura^, the Hatsya Pur a ^  

and the Vlsj^haruottara are considered to be the representatlye 

Puranas on this subject* Ihe i^havlsya Purana, Skanda Purana. 

Narada P u r a ^  and the Upa-pura^s like .^allka, Deri Bhagrata, 

and the Samba also contain some Iconographic material* Details 

about the making of Images, their shapes, dimensions and other 

constructiTe details and ceremonious Installations are described 

In the Puranas,
•

The treatment of sculpture In the Agnl Purina Is unique 

and most eztenslTe* Out of sixteen chapters devoted to the 

Silpasastra, thirteen chapters contain Iconographic account 

(Ch. 43 - 46, 49 * 55 and 60 - 62). The Agnl PuraJ^ deals with 

almost all classes of religious images, both of male and female
I ̂  ,

deities. Among the Vals|MYa deities, apart from the Dasavatara 

murtls, Vasudeva Pratimas are also described. The Sun-god and 

his attendants are discussed. The description of Phallus 

(Llliga} and the pedestal (Plndika) is also founfi in the Purana.• • •
» • ••

The details on Salagrama are most elaborate and not to be found 

else where. Two dosen ▼arleties of Salagrama are described.

Iconographic details are described in the Hatsya Purana
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la ••▼en Chapters (C)^ 252, 268'263). Xhe ioages of different 

gods are that of Vls^, the Tarletles of Sira lmageS| the 

Sun-god, and other Tarlous deities* Ch&pteri 262 and 263 are 

demoted to the pithlica Xaksana U3d the Ll&ga laksana.• • • • •

Iconoaetry ('Praua^ xvathanaa'; ia the i^peclal feature of this 

Furaxxa.

7he Vlanuah8rBK>ttara contains fullest details among• «

the Purai^c literature on leonography end Iconottetryi Introduces 

them by vay of questions and answers between the sage 

Markaiideya and the x̂ lng Vajra.

SCULPlUKfi AflP OXiiKH W l H h  AHTS.

According to the Vlsnudharmottara (III. 2. 1 - 9 )  the
« •

Icnowledge of leonography depends on the correct understanding 

of the rules of Cltra (Sculpture In the round, relievo and 

pictorial representation), a true fflastery again Is unattainable 

without a knowledge of the art of dancing, which again Is 

dependent on the full acquaintance with the science of auslc. 

Thus all these are Interdependent arts* As In Uatya and Nrtya, 

so also In palntlzig and sculpture the representation of lihaYas, 

and that of Abhlnayai revealed by the various Aftgas and U p ^ a s ,  

present a supreae picture. Jioth Indian sculpture and Indian 

dancing use similar language of Abhlnaya and Bhava, poses such 

as different types of Sthana, jlsana and Sayana, the aftgas, the 

UpaJ^as, and the hastas. The oiultlfarlous poses are given by 

the Vlsmdharmottara In which pictures of gods and men are to 

be shown on canvas and wall and were actually used by the 

Image makers of ancient and medieval India.
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Ihe Citrasutra of th« VisnudihexiiottarK gives• •

Instruotions about the technique of p o i n t i n g  vhlch is said 

to be applied with seme aodificatioos to iaage - making. In 

ildhyaya 43, ve are told that making images by chiselling stone 

or by holloving metalt wood etc. is like Citra.^

In the Visnudharmottara, there is at first a list of• •

nine najor stahanas in book III, Ch« 39, VV. 1 » 32. These 

are HJvagata, Anrju, Saclkrtasarlray Ardhaviloe&oa, ParWagata,

- 136 .

♦ • •

Paravrtta and Samanata. (Ihe&e &thanas are described by m e  

in detail in the ehepter on painting) • In the oesae chapter 

thirteen sthanas are described on the basis of the lav of 

x^saya and 7rddhi (lav of foreshortening). These nre RJvagata, 

Anrju, i'iadhyirdha, Ai’dha, Ardhirdha, Ssclkrtainukha, Nata, 

Canda-paravrtta, Prsthagata, Parsvagata, Ullepa, Calita, Uttana, 

and Valita. These Sthanas axe varied by a series of motions 

like Yaisakha. Alldha and Pratyalldha. T h e  purana also ' • • • 

describes the attitude in which the female figures should be 

shovn - "one of the legs should be in the Samasthana 

(straightly planted), the other in the Vldgala (which is 

suggested by Dr. Banerjea, as a leg crossing the other firnly 
planted leg), The body should be sho%m in a graceful manner, 

some times held by supports, chanaing vith its grace and 

dalliance, vith the front part of the loins being broad and 

spacious, with one leg firm and vell-adjusted - thus should an 

artist drav a female figure,"

In Uindu dancing also there is a laige jsimber of



potltlons in t h 9  SthSnag, in the Carls, and In th« Karanat.

(I vilX discusa thoae In the ch8g;>t«r on Dancing) • Tha 

different t/paa of postures (sthina, asana and sa/ana) are 

mentioned in both the N&ty&sastra and the Silpasbstraa* 

Accordin«; to Bharata the Pratyalldha and the Vaisakha

Sthfin&s are recoantenaed for «bn, snd the Ayata Sfcnana is
7

pr«acril>(»d for vcanen.

While diaouasini, the close relationship between these

tvo artai naibely aoulptare ŝ nu dancin^i Cr.iispila Vatsyayana

says, "••••• Zh«i Indian sculptor whether he vas creating

sculpture in the roun<^ or relief« high or lev, or easting in

bronze or sculpturing in wood, he vas conscious of the human

body aa a most powerful Instrument for the coiiMuunication of

moodsy Bh&Ya end haa&« Like the creative poet and dramatist

he was also knovledg«iiable. his imagination was harnessed to

the canons oi not only sculpture buc ulsu danoe texts* Through

these exaidples of j.nUian sculpture one oeii roconstruat to some

8
extent a hi.story of luovement of Indxen dauoe”*

It is true that the Indian sculptor has created 

innumerable dancing figures from the Mohenjo-daro figurine of 

a dancing girl. The great Nataraja temple at Cidasbaram 

contains well arrenged ixlustrationa of some interesting dance 

poses. These sciUptures are mainly oerred on the valla. The 

Hataraja image itself depicts him, dancing his cosmic dance, 

the right foot tra<i>pllng down Huyaleka^tne left raised in the 

iiuneitapada with one right iiaJiA soundln4* the cosmic drum, the
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other in the ahbayahasta with one left hand holding the fire 

and the other in danda-hasta pose. But this sculpture is not
• •

earlier than the 13th Century A«D* The much earlier figures 

of a dancing 8iva hare been found in the iirahmanical care 

shrines at Ellora. According to a, hao, the 'Katlsana* 

and *Lalita' dance poses described by jdharata are found in 

these figures. Dr. Kapila /atsyayana in her Taluable vork - 

'Classical Indian Dance in Literature and the Arts' has 

discussed the vtfious sculptural dance poses with the
Q

illustration of number of sculptures.

MUDhlS OH IBE tUaD^ObiiS OF lUt, liUUSS.

The various poses in which the hands of the images are 

shovn are quite interesting. They are called Hasta mudras.

Sonae Mudras like the Vyakhyana mudray the Jnana mudra or the 

Yoga mudra and the hast as like the Varada, the Abhayai the 

Kataka. the SucI, the Danda are most common in Indian 

Iconography. Ihe emblem or veapon in the hand of the deity is 

also described by the term 'hasta* such as Padma-hastay 

pustaka-hasta or gada-hasta etc.

Tventythree Asaiftyuta hastas and thirteen sa&yuta hastas 

are mentioned by the Visnudharmottara.
• •

The Abhaya-hasta is one of the commonest mudras in 

^ i c h  one or the other hand of the Brahmanical, Buddhist and 

Jain images is shovn and it stands for the assurance of 

protection given by the deity to his worshipper. Varada*4iudra 

is alto a typically common mudra, &nd it shows the bestowal of
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boon by the god. In Dhyana-yoga or Samadhl audrSi th« palm 

of th« right hand is plaoad in that of the left hand and both 

together are laid on the crossed legs of the seated image.

Xhe earliest figure in this pose is found on certain copper 

coins of UJJayinI that can be dated in the 2nd - 3rd Century 

B.C.

Xhe tvo other mudras vhich are found in the iconographio 

art of ancient and medieYal India are Jnijia and Vyakhyana 

mudra* Xhe Jnana-mudra is described as 'the tips of the middle 

finger and of the thumb are Joined together and held near the 

heart with the palm of the hand turned towards the heart'• In 

the Cinmudra or Vyaidiyana Hudra 'the tips of the thumb and the 

fore finger are made to touch each other so as to form a circley 

the other fingers being kept open*. Xhe i^atalca-<4udri is common 

in the images of goddesses. In this mudra, 'the tips of the 

fingers are loosely applied to the thumb so as to form a ring.'

Another peculiarity of Indian images is that they are 

decorated with mai^ types of ornaments. Xhe various types of 

head-gear Tiz. JataHooukutay Jcirita-mukutay karanda-aoicuta, 

k\mtala are also common. Various objects can be recognised 

in the hands of divinities such as xvamandalu, aksamala, darpana,
.  I

kapaia, pustaka, saiikhay padma etc. and weapons such as danda»
I

cakra, gaday musala, trisula etc.

iHfc HAXEHlALg .

Certain details of making images from various materials

• 188 •



- 189 -

6r« also giTtn in the Fura^s. Th« Agnl pur ana seven

different substaneesi such as clay« wood, Iron, gcfflf stonsy 

sandal and flovers.^^ liut the purana chiefly expatiates on 

the use of stone. In Chapter 44, the Agni Pura^ has given 

instructions about making the stone image of /amdeva*^

It is said that the stone is to be divided b/ lines eaeh a 

finger apart, and such a division is to be call^ a S-Tafegula, 

acoording to the Surpa measoreaent. A pert or divisi!en of the 

stone enclosing a sp&oe measuring two such fingers is known by 

'the name of Golaka or Aalanatra* The block of stone is to be 

divided into nine parts.

While giving the cheracteristic signs of the pedestals 

(Pithika) the Matsya Pura^ remarks that stone, earthen, 

wooden and mixed pedestals are to be assigned to images which 

are made of stone, e&rthen, wooden and mixed materials 

respectively*^^ In the next chapter on Liftgaltksana, the 

author says in the last verse that iiihgas should be m«i« of 

such materials as precious metals, crystals, earth and wood.

2he Chapter in iihavisya Purana (Ch. 131) on pratimavidhi
• •

in the Prathama iirahma Parva, gives details about this subject. 

Narada, while explaining to Samba gives rules for t b m  

construction of images of gods in general and &urya in partic 

and says that seven kinds of images tending to the welfare of

the devotees are Known, viz. those made of gold, silver, copper, 

earth or clay, stone, wood and those that are drawn on canvas 

end other objects. Of these, I^arada selects those of wood

I



as dessrying special notlcs,

Xhe VlsaudhBrmottara has devoted a vhole chapter namaly
• •

Daruparlksanam (Ch* 89} to the selection of wood and the next 

chapter, Sllapexlicsa to the selection of stone. It ^Ives 

details for procuring wood for teaple building and im£ge-fflaicing 

end rules for marking off different sections of the imeges 

and building posts on the trunk of the tree are incorporated.

The Visnudharmottara also gives the merits and demerits of the• •

stone, because it is said that the *&thapati* should select a 

particular kind of stone for image.

In Vedic times wood was the principal material that 

was used. Ihe ancient practice of making images vas from 

perishable materials like wood and clay. Early texts like 

fihfvi^a Purana and the Brhat«£afthita (Ch. 58), lay special 

stress on vood as the material for image-making. Some of the 

later texts like Agnipurai^ give importance to the use of stone.

Ihe Visnudharmottara (III. 43 . 31 - 32) refers to• •

materials for making images such as gold, silver, copper, stone, 

vood and iron.

PBQPOHTIONATE .

Indian Sculptors used to follow certain rules of 

. proportions in the making of images. The Tala-oana is a
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sculptural measure. References to these measurements are found 

in the Silpesastras like /ianasara, Silperatna and also in non- 

architectural treatises like the Metsya Purana (Ch. 858) or the



euprabiMdagtoui,

Th« Desatala systam is considered as the best one 

fijDonc talaaanaa. Then there are systeas like Havatala«

Attatala« Gaptatala etc* In the Talannana the length of face 

is taken as the unit of measurement through which the vhole 

image is measured out. The Matsya Pura^ also says that the 

measurement of the height of the other limbs should be in
1.3 I

terms of the measure of its face* In the Dasatala system
I ^

the vhole image should be ten times the face. This Dasatala 

system is again diTided into three categories according to its
I .

height such as Uttamai Madhyama and Adhama Dasatalas. The 

Uttama-D&sa-tala which divided the vhole length into 124 

dehafigulas is prescribed for the images of principal deities 

like Brahma* V i s w  axid Siva. Xhe Madhyama-dasa-tala of 120 

deha&gulas is prescribed for the Devl-pratimas and the
I _ „

Adhama-dasa-tala of 116 dehaAgulas is for Indra and other 

Lokapalas and for Candra, Surya etc. The details about the 

taia-measures are given by Mr. Z.A.G.Hao.^^

The six different ways in which an image can be measured
*

are manay Prama^i unminai parima^, upamanaf and x.ambama^. 

Mana is the measurement of the height of the body, Prama^ is 

that of its breadth. U m a n a  is the measure of thickness or 

diameter. Parlmana is the measurement of width or circum - 

ference. Upamana is the measurement of interspace. Lambamana 

is taken along plump«lines or the lines drawn perpendicularly 

through different parts of the body and the mana is taken by the 

surface of the body.
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height of th« Indian Images vas measured in units 

like t ^ a  and eftgula* A&gula is taicen to be the length of the 

middle digit of the middle finger* Again this standard 

measure is divided into three itLnds - manaAgula» matrifigula 

and dehaAgula. i^t the defect in this <aeasure is that the 

fingers of two persons are hardly of equal breadth. Therefore 

it is asoertaizMd by the measures of certain other objects 

such as aton, car-dust, hair end| nit, louse, and barley corn.
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8 Paraa^u •
a 1 rathai'ezu•

8 ratharenus •
m 1 bila^ra

8 balagras a 1 l i k U

8 Uksas at 1 ]£uka

8 Yukas a 1 ^ava

8 Xavas s 1 U tt ama*aanaftgxila

7 Xavas u 1 H adiay amaHaanaJbgula

6 Yavas 8 1 Adham4« manafigula.

The unit of 12 afi^ulat is taken as a tala, vitasti

or mukha. The Matsya purana uses the word Huidia - the mukha or 

the face of the ima^e (equiralent to a tiuLa» should be 12 

a&gulas of its own). The Purana then divides the whole height
»

of the image into nine parts (i^avatalalaksana) in terms of the 

face and length. The neck should be four afigulas, the chest 

one bhaga (i»e. mukha or tala), from the chest to the navel

1 bhaga, from the navel to the organ 1 bhaga, the thighs are 

two bhegas and the patella of the knee 4 a&gulas, the legs 

measure two bhagas in height, and the feet four aft^ulas high,^^



In th« Mfitsya ;^ur^a onljr a brief reference Is oade to the 

daiatala iaeges of Bama (Daiarathi) and Ball tht son of 

Vlroeana and the Saptatala Images of Varaha, HeraslAha and 

Vamana.

Ihe Matt/a Pur a ^  says that tnose images vnlch are 

meant for worship in private chapels of the householders 

should never measure more than a digit while those that are to 

be enshrined in temples should measure not more than l/l<>th 

pert of the whole height of the temple.^^

Ancient Hindus referred to the five different types of
,  * I

men viz* iiaasay Casat Iiucaka, ^hsdra and :4alavya« Ihe height

of the Ha&sa type of men is 96 sAgul&Sy of a *sasa 99 aftgulas»

of a Rueaka 102 afigiU.aS| of a i3hadra lOd aftgulas and the height

of a Malvya is 108 afigulas* Ihe division into 108 parts

(9x12) refers to Havatala images only. Dr* iianerjea says that

the Matsya P\xra^ refers to the Halavya type» when it says

that the man who measures nine talas from the top of the head

to the bottom of the feet and whose arms reach the knees, are

18
greatly respected by gods*
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im I H A Q E S  o _ F  y A R x o y s . p j a ; x i £ ^

The P u r a ^  glv« d«tail8 about the construction of 

th« imag«t of Yarioue deities, which eoiBmandad popular respect*

m m .

Brahma is not the principal cult deity. He Is supposed

to be the creator of the universe in Hindu Mythology. He is
t

described in the vedas as Visvaicarmany Brahmanaepeti, 

tiira^^agarbha, prajapeti and iirehma etc.

Among the Purai^Si the loonographlcal description of 

Brahma is fouxid in the i4atsya Purana, AgxH Purina, Vlsnu and• • • ♦ 

the Vlsnudharmottara. Ihe Hatsya Purana in cliemter 260 gives
• • • 

the prescription for the image of iirahma. Jdrahna rides on a 

svan, h&s four haiids with the additional attributes of Sruk and 

Srura (sacrificial iiopllmeats besides the usual staff and 

KamaMalu). Zhe Agni p u r a ^  in chapter 49, says that J^rahma 

Is to be represented as possessing four hands and four faces 

and riding on the celestial svan, his long beard and clotted 

hair (Jata) reaching his belley. The Agni pura^ also lays

dovn that the images of Sarasvati and Savitri should be at the

» 19
left and right sides respectively, of the lirahma's image.

Like the Agni Purijaa the i^atsya Purina also gives the same
• •

20 •• •• 
description. In the ITlsnadharfflottara Pura^ Ad. 46, Brahma

is represented as having four faces, four arms and matted hair 

(Jata) on his head and vearlng the skin of a black antelope as  ̂

garment. He should bo depicted as sitting on a lotus seat 

(as Dr.Jlrsmrisch translates). Dr. priyabala Shah describes him
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AC in Padaisaiitt pos« In a cUariot dravn by seven

svant. In one of his hands there is a rosary and in another 

h&nd Is a ^^andalu* lie wears all Kinds of ornaaents and
• *

possesses all auspicious marks ai3d h&s a tranquil appearance*

Ue looks Sauaya (tranquil) and tosya (happy), xiis eyes are 

closed in iaeditation* In Adhya/a 63 he is described as Savitrl 

sitting in his left lap. iihe has the colour of the sun and 

carries a r o m r y  in her hand*

The iconographical implication of the iaage of lirahma 

is given in Adhyiya 46, 6 * 19. iirahiaa is the rajasi murti 

of Visnu* ilence his colour is reddish and is described as 

having the aura of the tip of a lotus petal (Pbdraagrasannibhah)• 

His four faces represent the four vedas and his four arms 

represent four directions. 7h« ilaaandalu in his hand vhich 

carries v^ter suggests the great in^ortance of veter froa 

vhich sprung the vhole universe, d l a  aiiteiopa ticin is the 

symbol of a Yajna i/hich is performed by two types of ceremonies- 

Sukle and /jrsna. The seven svans of his chariot are the symbols
• # »

of seven lokas (regions) viz. bhuh, bhuvah, svari mahah, janah, 

tapas and satya. Ihe medicinal plants are symbolised in his 

matted hair and his ornaments represent the different 

Vidyasthanas. He sits in meditation with his eyes closed for 

visualising his creation.

In the kathura Museum, Bratma (of the (>upta period i.e. 

3rd, 4tb Century A.D«) is depicted vith four or three bearded 

facesi holding his right haod in Abhaya mudra. He is a
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four-armedI potbellied figure, a beard and also matted

hair* losses of JiraMi were also vorsMpped In the Gupta period

21
and several good specimens have been preserved* In the 

medieval period his images with Sarasvatl became popular and 

have been found at mpn/ centres* i^t during the Musliai period 

the worship of Brahma graduall/ vent out of vogue*

I.
The first iaages of Brahma were formed in the x^usana 

period vith several characteristics such as four faces, HsI 

(ascetic) vith the imovledge of the Vedas, icumbhodara 

(pot-belley), Xajna with its laddies (Sruk <k Sruva), Lotus,

i^eas^alu, with Sarasvatl and Sr.vitrl* He was given the 

form of a.Brahmanio ascetic from which were derived his matted 

looks, antelope skin ond cross-legjed seat (padmasana)*

Brahma Is shovm in the Buddhist reliefs of Gandhara 

as having profuse hair, beard and laoiî itRChe, dressed in the 

garments of a Brahmana and one of his two hands holding a water

T 22vessel*

VISNU*• #___

Visnu is one of the most important Brahiaanical cult
♦ •

deities* He is one of the gods of the Hindu Trinity, and is 

considered to be responsible for the universal protection*
.  I

Brahma and Siva, the two other gods of the Iriuity are held 

responsible lor the creation and destruction of the universe* 

Visnu is mentioned in the Vtadas many times, but not as a 
« •

supreme deity* Xne Vedic /isnu is identified with the Sun* He



• le giT«n «pltiiet8 like Urukra^i UrugS/a, Trlviioraaft «tc« !•••

h« or the great strldti or three ttridet, Vedlc Viszm is tald• •

to have stridden ovor the seveu rlglons and to have covered 

the uzilverte vith three steps, ihis must have developed Into 

the ix/th relating; tlie /amaoavatara of the Puriziie Ylsnu*• • •

Xhe lianas have clearly established the supreaacy of 

Via^* foe special ctieracterlstxc of the P u r a ^  god Is that 

he is the preserver and tae oenevolent deliverer* Zhe valsnsva
• •

puranat like the (Tliou Purina or the Vlsiudharutottara Purana • • • • • • •

vorshlps V l s m  as the only sapreae divinity, M

P m t w m  m w m  «• V a m  eair m p g w i  In the Agnl

P\uraM alaoy V l ^ ^  seei&a to be the aost important god* In the

cosaogonloal &coovmt| he Is desorlUed as the sole cause of the

universe and p.U the creotlve processes are assigned to hlM.

In the ?uranic period Visnu had attained suoh an euinent• • •

position that other deities were oiore or less subordinated to 

hisi* Ihe A vs tar a theory of this supreoe deity established 

his siiperiorityt ho is also aentiuned In the Agoi Parana in 

the list of the twelve Xdltyesi the sons of iilasyapa and Aditi. 

Though Sagunsf he is described in the saiae Purana as Aguna.• • • •  ̂

entering Into Pra^tl 6Ad ?urusa to agitate tUea« liut greater 

stress is laid on the asptict of the god.

Ihe Visnu colt vnlcn acquired both devotional and• •

ritualistic aspect of religion was clearly reflected in the

23Agni Purana*
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Ih« iconographlcal details of the god V i s m  in general 

are found in the Agni PuraM| Adhjrajra 51. God V i i m  is 

represented as possessing eight handsy riding Garuda and 

holding in his right hand a svord, Qadif how and arrovy and 

Khetalca in the left, while the remaining tvo hands are
•  ̂

represented as giving blessings* He is described with his
.  • -

paraphernalia and the attendants in Adhyajra 23, IS - 17* Lekani

is his consort and Garuda is his attendant conveyance (Vahana).

He has discus, club^conch-shell, bow and arrovs, the

Vaijayanti-mala, the oystio mark Srlvatsa, the Kaustubha gem

and the Dikpalas. And it is said that such an image of V i s w
24 * *

should be worshipped.

The Visnudharmottara describes JUord Visnu in the
• • • •

Adhy^a 44 and 47 as seated on Garuday wearing celestial yellow 

garment with Kaustubha on his bosom and with all sorts of 

ornaments* He has four faces and eight arms* The eastern face 

is called Saumyay the southern Harasimhay western xCxĝ ila and 

northern Varaha* He wears vanamala* He carries in his right 

hand an arrowy a rosaryy a club etc* and in his left hands 

hidey cloth and rainbow*

The eight hands symbolise the Astadisah (eight
• •

directions) and his four faces represent strength (Bala)y 

Knowledge (Jnana)y sovereignty (Aiiwya) and energy (£akti). 

The Kaustubha suggests pure knowledge. The world is bound 

together by the long Vanamala* Garuda represents a mind 

pervading the bodies of all creatures*
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Adhyaya 60 of the Visnudhamiottara describes Vlsnu• • • • 

at having one face and two arms carrying Oada and Cakra.

In the Epic and Puranic age Vlsnu is regarded as the
• • •

most Influential deity of the Brahmanlcal triad •> Brahmiy 
t

Vlsnu and Siva. Naturally he possesses a thousand names by 

vhich he is praised end round him a very Important Brahmanical 

cult grew up. Among the several names of Vlsnu twenty four are 

regarded as most Important (CaturvlAsatlmurtayah) • Among the

24 forms of Vlsnu, those of Vasudevay Sa&icarsanay Pradyumnai 

and Aniruddha are considered to be of great importance. Vlsnu
• •

as Vasudeva was regarded as the highest aspect of god in whCMS
pe

all things in the universe live, move azid have their being. 

According to the Visnudharmottara, Lord Vlsnu*s four faces one• • • • 

represents strength (Bala), and is called Visudeva, another 

represents knowledge (Jnina) and is called Sankarsana. The 

third represents sovereignty (Aisvarya) and is called Pradyumnaj 

and the fourth represents potency or energy (Sakti) and is 

called Aniruddha. These are the Caturvyuhas or Caturmurtis.

According to Agni Parana (Chapter 44 Vs 46 - 49) 

Para-Vasudeva may also be sculptured as a standing image. In 

this Case there should be on either side the goddess SrX and 

Pusti, Carrying respectively a Padma and a Vina. The figures 

of these goddesses should not reach a higher level than the hip 

of Vasudeva. In the Prabhamandala, orn&mented with the figures 

of elephants and other animals, two flying figures of two 

Vidyadharas, carrying each a garland of flowers should be
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sculptured, ihe pitha on vhich VasudeTa end the Devis stand 

should be made to have brilliance of gold.

The Matsya Puram (Ch. 257, 13) lays down that Sri 

and Pustl holding lotuses should be made by the side of 7isnu.• • • •

The Kalika Pursna lays dovn that Sri should be made to appear 

on his right and Sarasvatl on his left. Dr. J.N.BanerJea 

observes that this description corresponds with the description 

of tne actual images vhile the Agni P u r ^  text closely fits 

in with the actual images. In the South Indian images of V i w ,  

his two invariable attendant consorts are Srldevi and iihudevi, 

holding besides s fly-vhisk,a lotus and a blue lotus 

respectively. North Indian varieties of Visnu images have 

almost invariably Sri and Pustl or Sarasvatl holding a lotus• •

and a lute in their hands.

The Visnudharmottara describes the image of Para -• •

Vasudeva in Chapter 85, as having one face and four arms) it 

should have great beauty) it should be of the dark blue colour 

of the cloud and should be adorned with various ornaments. The 

neck should resemble the SaAkha or Conch. Ihe vanam^a should 

reach the knees, /asudeva has ^.austubha on his bosom and 

iCirlta on his head.

Archaeological proof in the form of Visnu image is
t

forthcoming from the late Sunga period in the lirst century
t.

B.C. In the Kusana period, however, regular images of Visnu 

began to be made. Several such images are foimd wearing a 

fflukuta on the head and other ornaments on the body and dressed
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In dhoti aad a scarf, Zhe position of the four handi is 

rather reioarkable. £he right hand is held in Abhayamudri, 

the corresponding left hand is placed nearly on the hip 

(i.e. aldLabo) and holds an Amrta-ghata ejoA the two extra hands
• •

hold a mace (gada) and Cai£ra respectively. In the Mathura 

Museum is found an image of Visnu vdth four hands. This image
• •

I ̂
belongs to the i£asam period. There are also other images of 

V i u u  with eight hands holding different attributes. The image 

of Nrsimha-Varaha-Vismi of the Gupta period is in the Mathura 

Museum. This is similar to the description of four faced Visnu, 

one of the four faces is of Narasi^xa and the other of Varaha 

vhich ve find in the Visnudharmottara. There are some statues
• ♦

• -

at Mathura shoving four armed Visnu with i«aksmi by the side and
• •

27
a small figure of Uaruda between them. The Dvibhuja (two armed 

Visnu as described by the Visnudharmottara in Adhyaya 60} is
• % • • 

found at Hupavas (near Fatepur Sikri, U.P.). The Badami stone 

figure is of an sight armed sthinaka Visnu. The image of four- 

armed Visnu vhioh are found at Taxila ond also at Nalanda• ♦

exhibit most of the characteristics mentioned by the Puranas

such as shoving its back right and left hands placed on the top

of a Oada and a Cakrat the front right and left hands holding a

Padma and a Sabcha} the Revelled kirlta, the Vanaiaala, Yajnopavltf

the xiara and the slrsacakra (halo) with a decorated rim behindt
28

the head.

The Visnudharmottara In Chapter 81 describes the image
I

of god Padmanabha (i««* Visnu), 'vho is shovn sleeping on sesa.
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and the sesa lying on waters* his head dazzles the sight on 

account of the great Jewels on his hoods. Padmanabha - the 

god of gods has four hands* One of his legs is placed on the

* V '
lap of Laksai and the other on the e:xtended hood of Sesa*

One of his hands is placed over tlie knee, another on the nevel, 

the third under his head, and the remaining one holding a 

cluster of the Santana flowers* brahmi is shown on the lotus, 

which sprung from 7isnu'e navel* Madhu and Kaitabha - two
• • • 

demons are snown clinging to the lotus-stalk* Ihis is the
I _
Sayana-ourtl of Visnu. The asajaamurtis of Vlsmi (Visnu seated

• • • • • •

on Garuds) are rcre rir.d his SaysnaiQurtis are rarer* 8till one
I .

of rach Sayanaicurtis, is the terracotta pliique, originally at 

Bhitargaon (Kanpur, U.P.) of the 5th Cen* A*D* and now in the 

Indian Museum depicts th» motif which corresponds to the 

description of the Visnudharmottara Pura^* In the Deogarh 

stone relief of 6th Century A*D* is shown an image of Sesa-8ayi< 

Visnu which agrees with the description given in the• •
• 29

Visnudharmottara Purana*”'• • •

Ihe other minor forms of Visnu namely Hayagrlva.
• •

Narayana, Dattatreya, liara-ilarayajm etc. are edso described by 

the Puranas such as the Agni Purina (Ch* 49), the lihavisya• • •

Purina (Ch* 12) and the Visnudharmottara (Ch* 75, 80 etc*)*• • •

Dr* danerjea is of the opinion that the t%ro ascetic figures 

delineated side by side on the relief at Deogarh are of Nara

and Narayana, and they correspond very closely with the descrip<

30
tion in the Visnudharmottara*• •
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lae VlsYSLTupa or cosulc foria of /Isnu Is depicted
« •

by the Yisaudhariaottara in Chapter 83| and b y the Agnl Pura^ 

Chapter 49* In the Qupta sculpture of the Mathura School 

several images of this type( i«e* of Cosmic form) have been 

found, A n u m b e r  of other divine figures are depicted there.^^

The Agni Purana has devoted Chapter 48 to the 24 images 

of Visnu. All possible permutations of the four emblems are 

found there. Among the various forms of Visnu. Saflkarsana,• • • •  ̂

Pradyumna and Aniruddha are ia^ortant and ere described by the

Agni Purana in Adhyaya 49 and by the Visnudharmottara Purina » 0 » •

in Adhyaya 85, The Agni Purana says that Pradyumna should be 

represented as vieldiJOi; a thunderbolt with the divine conch in 

his rignt handSi a bow and an arrow in the left two hands and 

carrying uadas in all the four hands. According to the 

\Tisnudharmottara Pradyumna and Salikarsaua should be depicted• • • • 

like /asudeva but insi;«ad of uaaa and Cai^rat Pradyumna should 

hold Capa and arrow while Sahkarsa^ should hold Husala and 

La&gula which should have beautiful human forms. Aniruddha is 

like pradyumna and should carry a shield and a sword. Agni 

purana says that Aniruddha as well as Narayana should be 

represented as having four hands.

TH& TEN INCAxiKATiONS (DASZmXhA) OF VISNU.
■ - - ........ , ■ ___________________ ___ _ . . I . . . .  I At.,..

The doctrine of the ten incarnations of the Lord Visnu• •

was an integral part of the Poncaritra or the Bhagavata creed. 

The Dasavataras are very popular and aoaaaonly recognised. On 

ten different occasions god assumed the form of a man or an 

animal on the earth to destroy certain Asuras and to set right
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the vrongs done to the world b y  t h m ,  lihagavadglta explains 

the Ideology undsrlylng tha AvEtar&vSda.^®

The 47th Chapter of Matsi/a Piira^ Is deYoced to the 

enumeration of V'lsaua incarnations. When unrighteousness 

^Adharna) pi*ev&ll», appeared for tae good of the world.^^

All ihe Avax^aras suov tne universal caaracter of god as all - 

pervading anc all-sustaining. Ihe origin and the divine mission 

of tnese Avataras are fully deserioed In the ?arai^.s and are 

veil-known in popular acaouni:s of iilndu Mythology.

Xhe decorative reliefs of the Vaisnava shrines represent
• «

these ten ATfttaras. Variha, NaraslAha and V^ana as separate 

figures are more common than the others.

Chapter 49 of the Agni Pur^a describes all the ten 

Avataras v Ie . Matsya, Kurmai Varaha, NarasiAhsi Vamana 
» •  -

Parasurama, hamai ^laramay Buddha and x̂ alici.

Matsya Purinai Chapter S60, enumerates KarasiAha and 

/emana. Skanda Purena Chapters 19 and 63 describes Aama and
•

iCrsna. Bhavisya Purina Chapter IS* gives description of• • • P •

Narasiftha. Vlsnudharmottara, Chapters 76, 7 8  and 3 6  give 

details about Varaha, Meraslibha and Vamana.

MAISYA. x̂ UHrtA AJiP U H A t i A .

According to A g n l  Purana. the Matsya incarnation should• ^

be made to resemble a fish in shape while that of the idUrma 

should be so made as to look like the prototype of the tortoise. 

Ihe incarnation of varaha (Boar) should be endowed with a human
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body and should be depicted as carrying a Gada (club) and 

other weapons In his right hands, and the divine conch shell, 

the goddess Lakrai or a lotus flover in the left. It is said 

in the Visnudharmottara that /araiia is the Aniruddha form of 

VisnUy the embodiment of might, and with his power he lifts 

up the earth on the tip of hie tusk. He may be represented 

either as a human boar (iirvaraha) or as a simple boar* NrYeraha
I ^ -

should be represented on the back of the Sesa in the alidha 

pose or his left hand vhich holds Saiikhsj[ /asundhara (the 

earth) should be shovrj in i:he form of a voiaan. iiis other 

hands should CEorry Padoia, Caicra and Oada, In the second type 

Varaha in human fora should be represented like Kapila in 

meditation. Or he may be represented with tvo aands in the 

BCt of carrying the globe of the earth. Holding the earth 

seems to be one of the common characteristics of the human boar.

Udayagiri cave near i^hilsa, inadinya £»harat illustrates 

a striking Vax*ahuvat&ra image. Here the two-armed Varaha is
.  I

shown with his left foot on the coils of Adisesa. He has 

just lifted PrthvI from beneath the waters with his right tusk. 

At the Mahabalipuram composition, the god lovingly holds up 

PrthvI with his front two hands and looks at her with his boar

MARAStflHA.

According to Agni Pura^, the image of NfirasiAha is 

to be furnished with four hands, tvo holding the celestial ring

^ 9.05 -



weapon and the conch shell and the other two engaged in tearing 

open the entrails ol the great demon, iilranyakaeipu. The 

Charva PalkDre (Bengal) and many other north and south 

sculptures in stone and Jctronze represent such type of Narasi&ha 

image. The Matsya Pu r a ^  describes the image of NaraslAha 

in the following words s 'The god and demon should be shown 

fighting with their legs interlooked) the former should 

appear as being repeatedly ettacicad by the tired demon who 

should be shown as holding a sword and a shield'. The Ellora 

sculpture of Narasl&ha seems to agree with this type of image* 

In thif sculpture, the interlocking of the leg of NarasiAha
I O R

with that of iiira^akasipu is beautifully carried out.

The Vif^dharmottara says that Uiranyakasipu is a 

personification of evil and ignorance and NaraslAha, the form 

of Sainkarsa^ is the destroyer of ignorance. According to 

this authority, the image of Narasi&ha should be represented 

in the alldhasana posei it should be clothed in a blue garment, 

adorned with ornaments, and its face and mane should be 

exirrounded with flames. Naraslihha should be represented as 

tearing the bosom of hira^akasipu with his sharp nails.

u m u

The fifth Avatara of V i s m  has two aspects in sculpture, 

one the dwarf incarnation of Vamanavatara and the other the 

huge coUossus (Viratarupa or Trivikrama). Matsya Purina 

mentions that the image of Vamana should be executed according 

to the Saptatala measure. The Matsya Purina (260, 36, 37)
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dttscrlbet th« figures of TrlTlkraniB and Vamaoa* The l«ag« of 

Trlvikraaa giiould be sculptured to represent his striding over 

the earth and that of Vamana as holding .^andalu in his one
• •

hand and an umbrella in the other* His face should be shown 

humble (dina)* Agni Purina says that the Vamana incarnation 

of Vismi should be represented as a dvsrf, carrying a stick 

or an umbrellai or should be made as possessed of four arms*

The Visnudharmottara mentions that god Vamana should have
• •

crooked limbs and fat body, should carry staff and be prepared 

for study* Uis colour is dark like durva grass and he wears 

black antelope Sicin* The same authority mentions thst the 

image of Trivikrama should hold the Dai^a, Pasa, Sahicha,

Cakra, Gada and Padma in their natural forms and not in the 

human forms (ayudha purusas)* It is added that Trivikrama 

should be sculptured with up lifted face and with large eyes 

(Visphariteksanah)* T*A*Cr* Rao observes that in a xuunber of 

cases, the face of Trivikrama is slightly uplifted in 

coxiformity with this description. The Hahabalipuram relief 

end the Badami relief depict the figure of Vimana with Daitya
36

King and his attendant and also of Trivikrama with eight hands* 

Separate figures of Vamana are very rare and such figures 

are always four armed as suggested by the Agni Purana*

I
I .

The next three incarnations of Yisnu are Parasurama,
« • • • 

Raghava Aama and iialarama* The Agni Pura^ describes Parasurama 

as carrying a bow and an arrow, together with a sword and a
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battle • ax« in M t  four hands und the Vlsnudharmottara addt• «

that he should be so rTepresented as to make hia dlTfleult to 

look at on account of his matted locks of hair, and he should 

be shown as wearing &n antelope skin.

• • * »
In the Dasavatara slabs, Parasurana is shown as two - 

armed and a battle - axe in his hand. The four-armed image of
I *

parasurama from Hanihati (Dacca) agrees with the description of 

the Agni Purana but the weapons shown in his hands are battle -
I 0*7

axe, Saiikha, Cakra and Gada.
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brIbIka.

Images of iiaghava Aama (DasarathI) are usually of the 

same description. The Agni puri^ says that Rama should be 

represented as carrying a bow and an arrow in his two hands, 

and equipped with a sword and a conch shell as well. The 

Viwudharmottara says that the figures of Bhsrata and Satrughna 

should also be associated with that of Hama, but that these 

figures as veil as the figure of Laksmana should not have the 

Maull (Kirita • Hukuta) on the head. Separate cult Images of 

Sri Hama with sita, Laknaajw, Bharata, Satrughna and also 

Hanumana are of a comparatively later period. In the dasavatara 

reliefs, Sri Hama is usually depicted as two-armed, his hands 

holding a bow and an arrow.

According to the Agni Puram, Balarama is required to 

carry the Gada and the Hala, if he is shown as possessing two



arms. If h« Is represented with four armsi the plough and 

the conch shell should be placed in the two upper and lover 

left hands end the Musala (Pestle) and the Cakra in the t%ro 

right hands. The Visnudharmottara says that bale should be 

vhlte» wearing a deep blue garment, vith eye dialeted through 

vinei wearing kundalas and carrying the plough share and the 

club.

In the early Bhagavata religion, Balarama was worshipped 

along with Vasudeva (lirsna)* A very early image (of 2nd• • •

Century B.C«) of xialarama is at Lucknow Huseiim* It is a 

standing figure with a canopy of serpent hoods, lie holds a 

Musala (club) in his right hand and aala (plough) in the left 

hand. Hie dress is similar to that of the Yaicsa images 

consisting of a heavy turban, ear-rings and a dhoti. The 

images of balarama in the xCusi^ or the Gupta period are 

distinguishable by the serpent hood as well as a wine cup in 

his left hand. In the Uupta image he is shown with four hands.

KRSNA.• » •
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Many stories connected with the life of Krsna. ere told• • •
I .

again and again by the HarivaAsa, the i^hegavata and the other 

puranas.

The Visnudharmottara (III. 76 . 3) says that lOrsna• • • • • 

should have in one of his hands the Cakra and tnat RukminI 

should have in her right hand a nilotpala. Separate sculptures 

of .<rsna with his two consorts RuJcainl end Satyabhama are found.



The Agnl Purina and the Vlsnudharmottara Purina describe• • • • 

the Inage of Buddha. According to the Agni Purina* Buddha 

shouXd be sculptured as a man of fair complexion, vearing a 

cloth and sitting on a lotus flover with its petals turned

upvards. liis ears should be aiade caap&ratively longer. The
* - - .

image should appear calm (bantatma)• His hands should be in 

Varada and ^bha/a poses* Zhe Visnudharmottara adds that Buddha• •

should be covered vith the xlasiya (the yellow garb of the 

ascetic) and on the shoulder there should be Clvara. The 

Purina calls him Dhyinl.

The image of Buddha as described by the Purinas occurs 

in Hindu sculpture* T*G*Kao observed that throughout the 

Cilukya and Hoysala countries, Buddha is seen to have been 

invariably included among the ten avataras of Visnu and his
• •

image is found wherever those avatiras are portrayed* The

stone image of the DhyinI Buddha from Borobudur is very fuious

39
displays the above cheracteristici described by the Puraws*

t

KALia.

The Kalki-evatira of V i s m  has not yet taicen place and• •

is predicted to ccme off about the end of the present Kali Yuga* 

According to the Agni Purina the image of Kalki shoiad carry 

the Dhanus and the Bina and should ride on a horse* The image 

may also be made to carry the Khadga, the B i^, the Cakra and 

the Sahkha* The Visnudharmottara prescribes only two arms to
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Kalkl. The Pu r a ^  describes him as 'a powerful man angry In 

moody riding on horse back with a svord In bis raised hands 

which can be recognised In the last figure of the Dasavatira 

slabs.

The Katina Pur a w  Ch, 47, V« 1D6 Includes Handhata In 

the list of the Avataras of Vlsnu.
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• •

£lva Is the supreme god, one of the three members of
I

the Hindu Trinity, The Vedlc counterpert of £>lva was Kudra. 

With the evidence of archaeological data, the scholars have
I t

opined that the worship of Slva'4'asupatl was in vogue among the 

early Indus Valley people ol the Pre-hlstorlc period.

The great importance of this deity is suggested by his 

various names such es Pasupati| Bhutapatl| Mahadeva, Hahesvara 

etc. He is the lord of all created beings, he is the greatest
I .

of the gods. A number of Saivagamas and Tantras are devoted to 

this suprtfue deity. Salvlsa is a very ancient religion. The
I I

sculptures of Siva and Sivalingas are innumerable and have been 

found all over India.

i
From a fairly early period the Salvas used to place the

I
emblem of Siva as the principal object of their worship. The 

l l ^ a  form has been universally adopted by the devotees. The

Agni Pura^, Cnapter 53 and the Matsya Parana, Chapter 263, 

describe the essential points of the Phallic emblem. The 

Visnudharmottara Chapter 74 also gives some details aoout liiiga«



The lihga proper is divided into *acala* and 'cels'* Xhe 'cala' 

variety is of six typos in acoordance with the substances*

They are made of RetnaSf metals etc. The Agni Pura^y Chapter 

54| V. 13 says about this 'caXa* type. Ihe fallic emblems 

made of the precious stones known as the Maharatna» shall 

measure six fingers each) those made of the other gems shall 

have a length or height of nine fingers each) those of gold 

shall measure twelve fingers end the rest fifteen fingers.

The fallic emblem of the *cala* cless, those usually worshipped 

in a household, shall measure upto fifteen fingers*

The Hanusa or man-made liAi&as form the largest group of 

the Sthlra-lliigas and are made up of three parts known as 

firahma-bha^ai Vism-bhai^a t\nd Hudra-bhaga (or pujabhaga)* 

According tc the Agnl Pur E ^  (Chapter 53, 1 > 4 ), a rectangular 

block of stone is to be marked as divided length-wise into two 

equal divisions, the lover half of which is to be divided in its 

turn into eight equal parts. Three such parts are to be left 

out and the remaining; five should be divided breadthwise into 

three parts, the first cf which is to be called Brahma-bhaga, 

the second /isna«bh&ga and the last or the lovest part being
I .

known as the Siv&*bh&ga, which shall be larger than the other 

two parts and over whose four angles of division at the upper 

extremity, a square is to be drawn, thus dividing the part known 

as Visnubhega into an octagonal block* The Purina says,• • • '

"Divide the same again into a block containin^i thirty t w  sides, 

and then the same again intc one of sixty four end then turn it
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Into a round shaped block and then cut out the head of the 

falUc emblem In the shape of an umbrellay with a breadth equal 

to the half of the lliiga divided into eight equal parts. The 

puri^a further adds that a Lihga which has a breadth equal to 

thre« fourth of its length is to be deemed as the grantor of all 

desires* The pillar or prop part of such a fallic emblem shall 

be quarter of the entire length of the latter."

The Hatsya Puraw (263 • 12 • 21) mentions that the size

of the phallus should be according to the size of the temple or

vice-yersa. On an even square pit the Brahma-sutra (sacred

thread) should be placed and to the left of it should be located
t

the phallus of Siva. Bight divisions should be made below the 

navalI three should be discarded and the rest should be made 

into a square. The centre of the Liiiga should be made octagonal 

and the head should be made round. The naval of the phallus is 

to be made into a circular imot. Thus the upper portion of the
I

phallus of Siva is round, the lower portion of Brahma should be 

made square and the central one \Taiuava portion should be 

octagonal. It is further said that the square portion should be 

buried in the groimd and the central one should be kept in water. 

One may make a phallus of ruby, diamond, crystal, clay, wood 

according to one's choice and means.

The Liiiga pithas (pedestals) are also described by the

Purges. Pitha is the *adhara* of the Li&ga. The pithas or . . .

pindikas can have various shapes. According to the Agni Purana, 

the different dimensions of the pedestal should be made according
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to its elevation. The pltha or the part actually occupied by

the emblem shoxild be of two such parts in height with a length

commensurate vith that of the liAga* The internal space or

caTity of the pitha (itool proper) should be divided into three

partSf its breadth being equal to one sixth parts of its length.

The belt or the girth round it should measure one third of its

breadth and the depth of its cavity will be equal to or shall be

1 / 1 6  part of its belt vith a gradual slope, the height of the

40
stool being decorated vith ornamental vorks*

The pithas are of different varieties according to the 

number and form of the different kinds of mouldings. The Matsya 

p u r ^ a  (262 . 6 •> 7) mentions ten different kinds of seats vith 

their Cheracteristics. They are Sthandila, Vapi, Yaksi, Vedi, 

Mendaia,purnacandra» Vajra, Padma, ArdhasasI and Triko^. These
I ,

are found in the texts on Silpasastras.

While describing the general charecteristies of the 

pedestaly the Matsya Puram mentions that the five parts upto 

Jagat{ are imbedded vithin the earth) the other parts upto

pattika are above the ground and on the upper most part of

- 41
pattika, a passage is to be made for the outlet of vater. In

the extant specimens of the Lliigas also, the projecting portion

of the pItha of the litiga really served the very useful purpose

of draining off the vater profusely poured on its top to some

distance from its base.

The Visnudharmottara (Ch. 74) says, "the upper portion
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of the Ll&ga should be round and the portion b«lov It eight 

sided and further belov four-sided* The round portion of it 

should be made viiiblei the octagonal portion should be inserted 

in the Pindika and the square portion in the Brahmapltha. The 

line on the top of the Liilga should be veil rounded and curvated 

upvards* It should be double in length and perpendic\ilar at in 

Brahfflasutra*"

I
&iva is also represented in his huaan form in various 

types in a large number of sculptures. The ^iva images are 

very popular and universally adored. The Matsya Purana,

Chapters 258 and 269 describe the varieties of Siva images such
I . t I f

as Siva, Nataraja Siva* Yogesvara Siva and Bhairava. First as 

a youth of sixteen as if witnessing a dance) second as a dancer 

vith ten arms wearing the hide of an elephant) third a figure 

with sixteen hands representing the burning of the three cities)
I

fourth of eight or four hands in the Yogesvara form and fifth 

of the Bhairava form. We have also prescriptions of the making 

of Ardhanarisvara image. As the name indicates this form should
I Icfi

be half man and half woman - the right Siva andJ^Parvatl. Emblems

like Jatamukuta,crescent moon, sarpa-kundala, trisula and other

weapons should be shown on the right half and on the left

counterpart are karaj^a - mukutat tilaka mark, icapala« darpaJM etc«
* -  1 «

This is the Saumya and Santa murti of Siva. Many Indian scxilptures 

depict this form.

T.A.Q. Rao has given eight illustrations of the Ardha > 

narlsvara sculptures found at Badami| tCumbhakonam, Canjivaram,
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Madura etc. Ardhanarlsvara Is shown in a composite laage, right

half shows as male and the left half as female at Mathura of

» 42 -
Kusana period* The ten>armed figure of Mataraja in the

• • •

Dacca Museum agrees to some extent with the description of ten 

armed 'Vaisakha-sthanaka* Nataraja given in the Matsya Pura^^.

A sixteen-armed figure of the god is also found at iJadaioi,
»

cave No.l. The four-armed Yogamurti of Siva is sculptured at
I

many places. The iihairava form of Siva is of the ugra variety 

with its terrific face, pointed nose and teeth. (Ilksnanasa-
I .

gradasanah i^aralavadano mahan). The finest figure of Jihairava

43
halls from ilhiching, belonging to the early medieval period. 

Chapter 59 of the \Tisnudharmottara describes the iihairava form 
»

of Siva, Bhalrava should be made having round and tawny eyes, 

with a hanging belley, a terrible face with tusks and wide

nostrils, and a garland of skulls and frightfully adorned on

all sides with the snakes. He wears elephant sicin. He has
I.

many armsy huge and long like Sala trees, bearing all sorts 

of weapons and possessed of sharp and beautiful nails.

The five-faced figure of Mahadeva is described in

Chapter 44. Among the five faces of Pinakin - the bow carrier-

seated on a bull, the southern one is fierce while other faces 

are placid looking. All the faces except the Northern-one have 

three eyes. The fifth face should be on the top of his matted 

locks of hair. He should be represented with ten arms. In 

his right hands should be a rosary, trident, an arrow, a staff

and a lotus and in the left hands there should be a citron, a
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. 1  _
bov, a mirror, a vaterpot and a slcln, A Sadaslva laurtl in 

the Kajahahl Museum deplctt a ten-armed and five-faced figure* 

seated In Padmasana.^ The five faces primarily represent
I

the five aspects of Siva) which are* according to the 

Vlsmdharmottara known as 8adyoJata, Vamadeva* Aghora,

Tatpurusa and leana. Chapter 55 of the 71smdharmottara 

describes the Gaurlsvara form of Siva.

ganapaix 
. i l l 1 1 . . .

Ganapati Is the principal object of worship of the 

Hindus, It is the prinoipal cult deity but not of early origin. 

Scholars have opined that this elephant-headed and pot bellied 

god Came to be regularly worshipped after the Gupta age.

Ganapati means the 'leader of the Ganas (of Siva)'. He is the• • 

son of Lord Siva and Devi parvatl. He is the Vighanaharta 

(destroyer of obstacles) and Siddhldata (bestower of success).

According to Agni Purai^, Chapter 50, Vinayaka should 

be made as having the body of a man and the head of an elephant, 

and possessing a huge trimk and belly. He should be represented 

as having made an axe from one of his own tusks and holding 

the same in his right hand, while a sweet ball and a lotus 

flower should be placed in his two left hands. The Matsya 

Purana (Ch. 260) also describes the image of Ganesa with the• • 

trunk of an elephant. The Vi^dharmottara, Chapter 71, depicts 

him as having the face of an elephant and four arms, a trident 

and a rosary in his right hands axid in the left an axe and a 

vessel full of sweets (Modakas)* He has a dropping belly and

- 217 -



stiff and big ears. He wears a tiger sKin for his garments 

and a serpent as his sacred thread. His one foot should b« 

on the foot stool and the other should be on the seat.

Such seated images of Oa^pati of the early end late 

medieval periods have been found all over India. In the
I I

earliest ^tage, the Oanesa figure was of a Yaksa type} and an
I

elephant headed iBkas. is to be found in an Amsravati coping 

and also in the early art of Mathura. In the Gupta period he 

was represented both are a squalling human figure with elephant's 

head and also in a dancing pose.^^

* 218 •

.  I _
xQuunaray Slcanda} Visakha* Guha are the synonyias of this 

god. There are many mythological legends underlying the form 

of Kartikeya. He is regarded as six headed, son of six mothers, 

son of Ga&ga, son of Agni etc. He is the hero, leader of the 

divine army. God Kartikeya or Subrama^a attained great 

popularity among the southerners of medieval times.

According to Agni Purana, Chapter 50, the image of 

skanda, the commander-in-chief of the celestial forces and who 
• • • -

is known as Sakha and Visakha should be represented as a boy 

possessing two arms and riding on a peacock, with the images of 
» « • »

Sumuksi and Vidalaksi installed on his two sides. The god may 

be represented as having one or six faces or possessing six or 

twelve hands. The Pur ana further adds that in a wood or in a
e

village, his image should be made to appear with two hands.



carrying tne celestial weapon saictl In liis right and a iCukioita 

In his left hand. In the case of his having tvelve armSf the 

six on the right snould be equipped vith the divine weapons
I .

respectively icnown as sakti, arrow, pasa (noose), sword,
I

totrada, tarjani and the salcti* Xhe left six hands being armed 
t

with the saktis only,

Matsya Parana, Chapter 260 depicts god Kartikeya as 

having twelve hands and with peacock for his vehicle* He is 

de»:ribed as delicate (bukumara), with danda and kaisclraka*
• •

Matsya Piirij^ also mentions that in a wood and in a village he 

should be made with z v o hands, sakti in his right and a kokkuta 

by his left hand, and in a Kharvata he should be depicted with 

four hands, holding sakti and Pesa in his left end right hands 

and the other two hands should be in a Varada and Abhaya poses. 

If he is depicted with 12 hands, the emblems should be sakti,
•* * - 

Pasa, sword, arrow, sula in his right hands and bow, pataka, 

musti, tarjani in his left hands. His two hands should be in a 

Varada and Abhaya pose.

The Visnudharmottara, Chapter 71, describes his four
* • - . 

forms vis. Kumara, Skanda, Visakha and Guha. iCumara is six­

faced (Sanmukha), adorned with a tuft of hair (Sikhandaka),• • • • ' 

dressed in a red garment and riding on a noble peacock. In his 

right hands are a i^kkuta (cock) and a bell, iiis left hand 

should hold a vaijayanti Pataka and a javalin (sakti). The 

three other forms should be like kumara in all the details 

except in the matter of six faces and the peacock mount.

. 2 1 9  .
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Several gocd sculptures of Kartlkeya have been found 

at Mathura, jtils other forms like Kumara, Vlsakha and Skanda 

also seem to have been quite popular during the raisina period* 

The number of images Increased in the Gupta period* The image 

of Kartikeya is shown as a tvo-armed figurei holding the right
^  I

hand in Abhayamudra and 6akti in the left hand* Sometimes a 

cock and sometimes a peacock are depicted as his vShanas.^^

His Cheracteristic emblem Sakti, Kuiciaita and sikhi seem to have 

been associated from a very early period on the coins also* A 

foiiroarmed figure is found in EUora relief fnd one of the left 

hands holds a oock* T.A.G* hao has reproduced various bronze 

and stone images of Subramanya*

barasvatl is the goddess of learning and music* She is 

referred to in the Ugveda as a river, on the banks of which 

Vedic learning developed* She is also identified with speech 

('Vag vai Sarasvatl')* In tne popular nindu mytnology she is 

known as Vagdevi (the goddess of speech}* The Puranas gave her 

an iconographical form* In the later mythology, she is 

sometimes connected with zirahma (both as his daughter and as 

his wife) and at other times with \Tisnu as Pusti*
• • • #

As is stated above in the description of the image of 

Brahma, both the Agni and the Hatsya Purina mention that the 

image of Sarasvatl and Savitri should be respectively at the 

left and right sides of the iirahma* s image* Accordixig to Hatsya 

Purina Chapter 261 * 24, Brahmanl should be made like Brahma
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(firalxaanl BratmasadrsI) • T h e r e f o r e  like ^ahma. she should 

have four faces, Agnl Pupana (49 . 16 - 17) says that the 

Image of goddess Sarasvatl should carzy in her hands a hook| a 

rosary, a lute and a vater Tes&el, In the Skanda Purana 

(VI, 46 • 16 • 19) It is seid that K i n g  Ambuviei, with great 

regard for the great powers of Sarasvatl, took the clay out of

the river £>arasvatl and made an earthen image of her. That

image is shown to have four hands with a lotus, rosary, water- 

vessel and a book in the respective hands* The Visnudharmottara• •

PuaraiM (III iJianda) depicts only Savitrl in the left lap of 

Brahma. In Chapter 44 she is described as four-armed holding a

pustaka (book), and an aksamala (rosary) in her right hands and

vIna (i?lusical inscrument) and x^andalu (water vessel) in her• • • 

left hands. &he is decked with many orxiaments &nd has a face

like that of the Moon.

Xhe Musical instrument was one of the oldest emblems 

associated with Sarasvatl. It represents a kind of achievement 

or proficiency (Siddhi), Her four hands represent the four
I.

vedas and book represents all Sastras. The water is fundamentall| 

necessary for the croation of the universe. Hence she holds a 

water vessel. It also suggests her watery form i.e. Sarasvatl 

as a river.

The dual image of Bralma and Sarasvatl is found in the

Mathura sculpture. In the D&cca Museum, Sarasvatl is shown as

four-armed seated on a double petalled lotus, playing on a V i ^

with her two front hands and holding a rosary and a book in her
48

rear right and left hands respectively. Her four-armed image
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vith tbes« embleais is in the provincial Kusevua, Lucimovi but

49sh« is shovn as seated on a ps&cocli; as her vehicle.

Laiil^ is described by Vismidharmottara Cnapter 82 as• #

the mother ol the vhole vorld and the wife of Lord \Tisnu,^• •
I

Laksmi is a popul&r symbol ol beauty end prosperity* She is 

ttM daughter of the oceani depicted every where|&s a beautiful 

woman standing in a lotus pond and bathed vitn heavenly waters 

by two or four elephants, nolding inverted jars in their trunks.
I ^

The worship of Laksmi as tne goddess of prosperity became 

invariably popular. t>ney tue goddess 'par excellence* is 

depicted on the reverse of tue gold coins of tne Uuptas.

According to the Vienudharmottara, she is matchless in• •

beauty C^nxpenaoratiuia bhuvi). When depicted with Hari (Visnu)• * • • 

she has tvo hands» c arries lotus in her hand and is adorned with 

all sorts of ornaments.

**If depictsd separately she snould have four hands and 

seated on a beautiful £iAhaeana, on which a lotus with beautiful 

pericarp and eight petals should be made* On this she sits like 

Vinayaka. rier right hand should hold a lotus with a big stalk 

and her left hand, a charming nectar pot. Xhe other two hands 

should carry a liilva and a conch, riehind her back there should 

be a pair of elephants bending down the pots as if in the act 

of pouring."

Such a figure of Gaj8-4*aic8m£ is known in the art of
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Bkurhut, Sanchl, JJodhagaya and Udayaglrl* At Hathura tbis
t

anclant t/pical figure of Laksol is deplotad aa standing or

seated on lotus* Xlie worship of siich an Image was spread far

and wide* It is still very popular among the xiindus. In many

medieval temples this motif was often described over the

doorway of the main structure* Jlailasa temple at Ellora

depicts one such elalaorate figure. Another beautiful figure

of the medieval period is to be found at iCitching in which the
t

goddess is shown seated gracefully on a Visvapadma} there are 

usual elephants bathing her with upturned jarsj her right hand 

is in the Varada pose and the left hand holding a full blossomed 

lotus.

The Agni Pur ana in Chapter 49 depicts Lalcval in the

left arm of the divine Boari the third incarnation of lK>rd

V i ^ u  and she is represented as resting on his elbow. In verse

18 of the same Chapter goddess Lakaul is represented as sitting

at his feet. She is also represented as standing on the left
t

side with her own emblem of a lotus flower. In the Sanicara^a
I

Manifestation of Hari| goddess Laksmi is shown pressing a leg 

of the god* The Visnudharmottara also depicts her with the god• •

Pedmanabha sleeping on sea with one of the legs of the god 

placed on the lap of Lakml*

7he Agni Purana mentions in Chapter 45 that the images 

of LaJcsmi and other goddesses shall measure eight talas in 

length*
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Devi-puja or the vorihJLp of the fem&le principle was

prevalent in India since very ancient times* Xhe Sa^tl puja

vas developed in the epic and Purinic periods. Ambika^Uma,

Durga, Kally HahisasuraQardinl are the different ziames and
t

aspects of the central figure of t;he Sakti cult. The Sapta-
•  * *

Hetricas or the Divine iiothers as the SaKtis of Siva regularly
» -  -

appear from Kusa^ art. The tvo Durga stotras occur in the

Mahabharata (IV • 6 and VI*23) and the Aryastava in the
fiS

UarivaAsa (III 3). The description of the exploits and power 

of the goddess appears in the D e ^  - Mahatmya of the Markandeya 

Pur^a. Her one aspect i.e. Mahisasuramardinl in the form of• • 

killing the demon had become highly popular throughout the 

country*

Xhe Agni Purana d«QcribeF CEndl. Navacendika and• • • ' • •

Candika in Chapter ao. Goddess Ca^ika is to be represented 

as having twenty hands, ten on the right side and ten on the 

left side» holding various things such as celestial trident, 

svordy Epear, Cakra, pasa, lidieta, Ayodha, Abhaya> Oamaru and
I
Sakti in the right hands and in the left hands should be placed 

Kcgapasa, Khataka, axe, Ankusa, bov, bell, banner, Gada, mirror 

and the Mudgara. The buffalo should be represented belov with 

its head entirely severed and the Asura (demon) shoxxld be 

sculptured as rushing out of that severed neck foaming with rsge 

and brandishing his sword in the air. The goddess is to be 

represented in a standing posture with her right foot resting
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on the back of the lion and her left on the shoulders of the 

demon, round vhose neck Is tvlsted the serpent noose of the 

goddess and who is pounced upon by her celestial lion. 7his 

Image of Candiki is to be made as possessing three^eS| fully 

arxed and crashing the enemy of the gods.

Ihe iaages ol nine different laaoifestations of Durga 

should be made as standing in tnat particular pose namely 

AlloUia (the position in shooting in which the ri^ht knee is 

ad\rai:iced and the left leg is retraced)*

Cifflu^a should be sculptured as having made a foot stool 

of the dead body of a laan and as possessed of three eyes, sunk 

in and %rho has lost all flesh and wearing a tiger's skin, tier 

left aras hold a spear, a human skull, and her right hands a 

trident and a small sword.

Ihe feminine manifestation of the divine energy, revealed 

as RudraXandika siiould have eight hands, wielding in them a 

bow, a kheta, a banner, a human skull, a mall sword, a trident 

and a noose etc., one hand should be in the attitude of Abhaya 

pose* She should be represented as wearing the skin of an 

elephant, and her legs should be scde to appear as raised up in 

the attitude of dancing. If she is sculptured in a sitting 

posture she is known as MahalakLal.

According to Matsya puriuia Ch. 259, MahisasuramardinI 

should be represented in Xribhafiga sthana, with three eyes, eight 

hands and a huge bosom} her right hand should be on a lion and 

her left foot slightly raised, should be on a demon. i>he is
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Adorned vltiti all sort* of ornemeats ezid holds the usual emblems 

In her bands.

The Bhavisya Purina (Ch. 12) describes Kali as having• •

tvo liauds one o t  which bears a slaill and the other a branch of 

B palm tree (Karniica)* According to the Visnudhsrmottara• • •

(Ch. 71) ohadrakali has UB hands and a beautiful appearance.

6he stands in the posture of Ilidha in her chariot drawn by four 

lions. Her one hand it* shown bestowing peace and the other 

carrying a vessel of jewels. H a v  remaining 16 hands hold 

characteristic weapons as usual. Kalika Puranay Chepter 62 and 

Devi iihagavetai Chapter 50 give somewhat similar descriptions 

of Mahaicilii ijh&draisili aiid ^ahisasura^uirdini.

There are Images of Durga having four arms and seated
•« _ 

on a lion of the i^sana period. The images of Mahisasuramardini
•  e

with two, four and siz hands are found in considerable number

• 53
in A.usa^ and Gupta art. bight and ten-armed images of

hahisasuramardini have been discovered in Eastern India. Xhe

ten-armed variety is worshipped in iiengal in the famous Durga

?uja. Dhe Aihole relief (6th or 7th Cen. A.D.) and the Haripur

sculpture in Orissa (later than the Aihole one) depict the

eight-armed goddess piercing tne upturned necjc of the ouffalo

demon. Xhe lion mount is on her left side. 7he Ellora relief

depicts her with eight arms riding on her lionHoaount vigorously

attacicing Hahisasura. A miniature stone relief of the Gupta

period is found at Bhlta in which Devi is shown with two arms

engaged in combat with buffalo demon.
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•  2Z7 •

The seven aotber goddesses (Sapta Katrkas) viz. iirabma^y 

MahesTarl^xLaumariy V a i w T l ,  \TarahIy Yogesvto*! and Lakl^ are 

described In i'latsya Puraiia Chapter 261« Saptamitrkas in a
• • - 

group vith /Lari&iiuiya on lel't, of the .iJusana period is found

- 55 -
at Mathura. The sapta fiatrkas are often carved in relief

in a rectangular stone slab vith th<̂  figures of Virabhadrm and

uexieoa. The Matsya Parana seys that JrahmanI is liice iirahma,

v;ith four faces ax«d four arsis, ridint; on a swau B a H holding a

voter vessel* Hahesvarl is like Mahosvara,iiaving four hands
•  I.  .  -

witli !:h<2 embleuas ^apalay Culai iChatvaiiga, having a Jata-mukuta 

and a ball as her uount. ilauiairl is like ^wumarai riding on a
»

peacooky Vais^vl is like ?l£>m vith waruda as her iaount) 

haTing four hands ;md haldinti in th«m Safikha, Cakra» Oeda and 

one hand in a Varada pose. is like vnraha, sitting on

a ofuffalo, IndranI is liks Indra, decked with dazzling
I. _

ornaiaents and holding Vajra, Sulay Gada in her hands.
X

Yogesvarl is fierco, vearlng the garland of skulls. Camunda 

Is sitting on th<s ass. Vinayaka should be depicted aaong these 

MatrXas, The ;̂ grd purE^, Ch. 52 gives 64 yoginls which should 

be repras-mted as hwviJig eight or four hands ?ind wielding arms 

according to tliair o v n  choice.

Gauri is depicted oy the Agni Purina as possessing two 

arms and three eyes and carrying a aace and a ^airror. The 

three eyed but four-armed Parvatl stands in the Saaapadasthaxiaka 

pose at Nalanda.

The images of Brahmanl, jvaumarl, Mahesvarly \^arahl and



Indranl at Purl, the lmBg« of Valsnavl at iCiethlng. and th«• ' • • 

laagt of Caonmdi at Jaipur agrea in many respects with the

66
desoriptlon glTen by the Matsyapura^.

sSm
Surya (the Sun) Is the principal deity honoured from 

the Vedic tiaes upto this date* This Solar deity %^s vorshipped 

in India as a principal cult deity from very early times*

SaYitr, Pusanai Mitra» Aryaai, Yivasvata are his various 

aspects which ve find in the Vedas* From such ancient times 

Surya has been regarded as the soul of all movable and 

immovable things. In the Epic period the Sun-vorship was highly 

developed.

From the early centuries of Christian era the Sun<^ult 

appears to have developed in Northern India along with a 

foreign influence. The Xraniaiii cult of Sun-^rship affected 

the North Indian Sun-worship. The two forms of Sun-images are 

clearly visible in the extent artistic remains. The the North 

Indian form was much reoriented by the east Iranian mode of 

Sun-worship can be proved by literary and archaeological data. 

Hany sun-temples have been erected from time to time.

Besides the Brhat-SaAhita,the Visnudharmottara (Ch. 67) 

and the dhavisya Pura^ (Ch. 12) show the Iranian influence on 

the description of the sun-image. The Viwudharmottara clearly 

says that the Sun is dressed in Northern style and wears 

armours. The Indo-&cythian dress is mentioned as the Udlchya-
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V«ta. This typical form vai imported from Irana by tha 

Scythiana, Hia waiat-girdla is known aa YariyaAga (vhleh ia 

refarred to in the fihaviaya P u r w  aa Avya!iga» vhieh ia eaoa 

as the girdle worn by Maga Priests and which clearly proves 

foreign influence). The staff carrying Dandi is to be shown 

on his left and the pen end a leaf bearing Pingala on his right* 

On the left side of sun-god should be placed a banner having 

an emblem of lion« Soth should wear dress of Northern style.

Uis four sons, Hevanta, Yama and two Manus should stand by him. 

His four wives RajanI, Kikaubhii Chayi and Suvarcasi should also 

be placed on his two sides. He should be represented as seated 

in a chariot. His chariot has one wheel| six spokes and is 

drawn by seven horses. It should be driven by Aruna. The 

Sun-god haa a bright moustache. A similar description is found 

in the Bhavisya Purina.• •

Such type of images hail from the Gandhara region,
I.

especially from Mathura of iCusaw and the Gupta periods. The 

early image of Surya is depicted on a railing pillar at Bodha- 

gayi (1st Oen. B.C.) Surya is seated in a chariot drawn by four 

horses and he is dressed in dhoti,scarf and turban. As against 

this in the KusaM and Gupta arts another form of Silrya is shown 

wearing a coat faatened with a belt trousers and boots and he 

has a moustache. Surya clad in the Northern dress is at Mathura
I ̂  go _

of xCuaaM period. Another special feature of Surya Images 

during the Gupta period was the representation of his two 

attendants viz. Danda and x^ingala. Then the figures of goddessei
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v«r« add«d*

Accordlzig to the Agnl PuraM (Ch. 51) th« Sun rldef 

in a chariot provided %dth a single wheel and dravn by seven 

horses earr/lzi; In his two hands the two celestial lotus 

flowerSy the emblems of light and animation. The two attendants 

Kundi and pingala stand by his sides. In the alternative the 

Sun-god ^askara should be represented as alone and riding on 

horse-back.

The Matsya Pura^ (Ch. 261) also depicts hia as sitting 

in a chariot of seven horses, holding a lotus flower. His two 

attendants are by his sides and he wears a pair of clothes 

(*Vastrayugmassmopetam*).

Ihe sun>god was depicted as seated in a chariot drawn 

by two horses in the earliest images, the number of horses being 

increased later to four and ultimately to seven. His image 

with seven horses chariot, the Northern dress and the attributes 

vis. lotuses became the standard type from the Gupta period 

onwards for all the Surya images that were made.

The pair of surya and Candra is also depicted in Gupta 

art. The worship of the Navagrahas was in vogue in India.

It is still popular in different parts of India. The 

Visnudharmottara and the Agnl Purina describe their forms.• • •

According to the Agnl p u r a ^  (Ch. 61) the moon god is to be 

depicted as carrying a sacrificial pitcher and a rosary in his 

hands. The Mars (Maftgala) is to be endowed with a spear and a 

rosary, the Mercury(Budha) being imaged as wielding a bow in
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on* hand and the seed of Rudraksa in the other and the Jupiter 

(Brhaapati) as holdiHfe a saorlficlal pitcher and a rosary.

The Venus (Sukra) should be made to resemble the Jupiter In 

appearance, vhlle the Saturn (8anl) Is to be represented as 

encircled vith a row of girdle like bells* The Rafau should be 

Imaged as having the mark of a half lunar disc on his forehead, 

vhlle the jletu should be personified as a man carrying a laoq) 

and a sword* The Vl^dharmottara (Ch. 68) gives a detailed

description. The moon has a vhlte body and white garments.

He has four hands and wears all sorts of ornaments. Uls chariot 

has two wheals, drawn by ten horses. The Images of ilantl and
I «

Sobha should be on his sides. According to the Vlsnudharmottara 

the moon is the father of this world. He is the abode of Joy. 

The Mars should be made like Agnl sitting in golden chariot 

drawn by eight horses. The chariot of Mercury is like that of 

Mars but he should be represented like Visnu. Jupiter should 

be of the colour of heated gold, having two hands. In one he

holds a book and in the other a rosary. He wears a yellow

garment and is adorned by many ornaments. Venus should have a 

white body and a white garment. He has two hands one holding 

treasure and the other a book. He sits in a silver chariot of 

ten horses. On the other hand Sani (Saturn) should be dark, 

wearing dark garments. His body is covered with veins. He has 

two hands, one bearing a staff and the other a rosary. He sits 

on an iron chariot drawn by eight serpents. Rahu*s head 

should be shown as Joined to one arm. His hair should be 

raised and eyes turned up. The right hand should be shown empty,
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Ketu should be rapresented Just like Mart.

In medieval temples^ stone slabs of the figures of 

these Grahas are s n o x m  usaally standing, They are not 

represented as sitting in thair chariots. A sand-stone relief 

froa Sarnathai now in the Indian Museum, contains the figures 

of four planets - iirhaspatl| Sukra, San£ and Hahu. All are 

tvo-araed, the first three standing in graceful poses vhlle the 

fierce looking Rahu Is shovn only upto breast with a grinning 

face, round protruding eyes and hair .rising upwards. A fine 

sculpture shoving the nine Orahcs is nov in the Asutosa museua, 

Calcutta. The Grahas standing in graceful post on lotus 

pedestals. Brhaspatl alone is shovn with a beard. iirhaspati| 

bukra and SanI in the Indian Museum have rosaries in their right 

hands and the left hands, of the first two hold a vater pot.^

DIiflpZL/>b

Dikpalas or Lokpilas are eight in zximber. Indra, Agnl 

Yama, Nlrrtl, Varu^i Vayu, iCubera and fsana. They are the 

guardians of the quarters of the vorlds. All these deities held 

prominent positions In the Vedlc period.

The Agnl pura^ describes the images of seven Dikpalas 

vis. Indra, Agnl, Yama, Varu^, Vayu, iCuber and Isina in 

Chapter 51. The Matsya Pur a m ,  in Chapters 260 and 261 describe 

Agnl, Yama, Kubera, Indra, Varu^, and Nalrtl. The ’/iw u  - 

dharmottar^gives elaborate description of Agnl (Ch. 56), Varu^ 

(Ch. 52), lOibera (Ch. 63), Yama (Ch. 61) Vayu (Ch. 68) and 

Sakra or Indra (Ch. 50). ,

• 232 •



IMDRA

The Agnl PuraM d«plctt Indra as riding on an «laphant 

and vlelding a thunderbolt. According to the Mats/a Purina 

Indra is Suraraja or the King of Gods* He should be represented 

vith thousand eyes and seated on a wild elephant, He should 

hold Vajra (thunderbolt) and a lotus (Utpala) and decked vith 

all sorts of ornaments. Indra^ holding a lotus should be on 

his left side. The Vlsnudharmottara gives an elaborate• »
«

description of the four-arued Sakra or Indra. He is aentioned 

as three-eyed and having a four-tusked elephant mount. His 

tvo armed consort S a d  is seated on his lap. Xhe symbolism 

underlying all hi& other iconographical traits is also elaborated 

there. He holds in his hands the A&kusa (elephant goad), the 

lotuS| the thunderbolt and one of his left hand is on the back 

of Sad.

In the early Buddhist reliefs of Mathura and Gandharay 

Sakra is represented as an attendant of liuddhai vith basket 

like head dress. The four-armed figure of Indra, from the 

Cidambaram tempi# seated on his alephant,has his front hands in
I

the Varada and Abhaya poses, the back ones carrying the AAkusa 

and the Va^ra.^

The Agni Purana describes Agni as seated on a goat, and 

holding a spear in his hand. The Matsya Purina depicts him as 

very bright vith flames and Yajnopavlta, holding Kamandalu in
I ^ _

his left hand and Aksamala in his right hand. In the /isnu -
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dharnottara he Is described as beardedy four-armedy four-tusked| 

three t7ed, riding a chariot with saoke, driven by wind, having 

his consort Svaha In his left lapi holding flames, trident 

and rosary in his hands.

There are several Gupta sculptures showing Agnl as a 

Brahmanical deity with a halo of flames round the body and also 

with Jatajuta, a beard and yajnopavlta, pot-belliad and holding 

pTirtn>ghata in the right hand* The two ioages of Agnl at the• •

Mathura Museum and Indian Museum agree with the description 

given in Agni Purina and Matsya Pur ana.
* •

According to the A&nl Puremi Yama is to be depicted as 

riding a buffalo and carrying a club. The Matsya Purina 

deplots him as seated on a buffalo holding a staff and a noose. 

The Visnudharmottara describes him as a four-ermed god seated• •

on a buffalo vith his consort Dhumerorni in his left lap, his 

right hands holding a staff ?nd a svord and the left ones a 

trident with flames and a rosary.

The Cidambaram figure of Yama illustrated by T.a .G. Rao 

shovs the two-armed god standing in front of his mount, his 

right hand holding a noose, end the left one resting on a clubf^

VARU«A

The Agnl Purina describes ITaruna as riding on a sea^ 

monster (Maicar) and carrying a trident in his hand. According
.  I

to the Matsya Purana, his vehicle Is Jhasa. He is characterised
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by his famous nooso (Pasm)« iie is ^ight like a crystal axid 

wears a wliite ganaent. He is decked with iLiritaaukuta and• •

angada. The Vis^dhariuottara includes the figures of Uanga 

and Zamuna on their respective mounts y1s» a makara and a 

tortoise on his tvu sides. He is four-ariaed holding a lotus| a 

noosei a conch-shell and a jewel-box. He is riding a chariot 

drawn by seven swans representing the seven eeas because Varuna
•

i£ the lord of waters.

In the Rejagrhe temple at Bhuvanesvara there is a

beautiful figure of Varuna. The god stands in a graceful pose,

holding a looped noose, the left hand being in the varadanudra

63
with the jewelled headgear and all kinds of ornaments.

v 7 . w

The A&ni P \ x x e J ^ says that /ayu is to be depicted as 

driving an antelope with a full furled streaaer gaily flying 

by his side* According to the Matsya pura^ the form of Vayu 

is a quiet youth wearing a variegated garment end with a twisted 

eyebrow, he is on his mount;, a deer and endowed with a banner 

and a flag. The Visnuaharmott&ra atates that the colour of the• #
A

body and 6«riaent of Vayu should be s*cy-blue and thBt he sliould 

carry in his hands the Cakra and the Dhvaja (flag).

In scxaptures Vayu ia invariaoly shown as seated on a

deer. Dr. jaanerjea observes “in early medieval teiiq;}le8 of

prominent cult gods, /ayu is shown as riding on a stag and

holding a flag in hia hand and occupying his allotted corner on

G4
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KUBERA

According tc the Agnl Pura^i Aubera should ba pictured 

as carrying a aace and riding & sheap. Xhe Matsya Pura^ says 

that lOibera should be shown with a big b s U y  and huge body.

He is adorned with ornaments and Muicuta and riding in a Timiina 

with men. He is accompanied by Asta-nidhis and Guhyakas on 

all sides. He wears a white g&rment and a mace (gada). The 

Visnudharmottsra describes him as^tundila\pot bellied) • He
• •

has four arms csrrying a shield, e macet a jevToI and a pot.

His other traits are the two fangs in hie mouth, a beard and 

Rddhl (the goddess of prosperity) seated in his left lap. His 

dress is that of a northerner (udicyavesa), vearlng a xCaraca 

and fully decorated with ornaments. He rides on a man (or a 

chariot drawn by men ?)•

The Pancika and Hariti reliefs partly agree with this

description. The image of i^bera of Hathura Museum more or less

65
agrees with the description given in the Visnudharmottara.

The four Lokapala gods are represented frequently on the tora^ 

gateways of the stupas. Among them one is Kubera.

NIRRTI
• e •_____
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Nirrtl is depicted In the ^latsya purana as riding on a 

u&n, accouipajaled by maxiy demons, ne is black like a laop black. 

He holds a svord in hit: hand. jI s illustrations are very rare.

A rslief depicting filirrtl is in tne collection of the Rajasahi 

Museum. The god is shown here on the back of a man (Narav^ana) 

end holds in his two hands a sword and a shield.
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,1 _

Isaha Is represented by the A^ni PurSxia as having 

clotted hair and sittlnis on a bullock. Me Is a particular 

aspect ol Siva. ViBnudharmottara calles Isina as Oaurlsvera.# •

s Il a g rIm a

The objects \'orshippAd by Hindus besides the Images of
r ̂  • «.

gods and goddesses are Salagratoas, liena llngas, ^Tantras etc,
* t«

which are associated vlth the Valsnava. Salva and Salcta cults# •

resDeotlvely, "A ielagroaa is generally a flintifled ammonite 

8hell| which is river worn and thus rounded and beautifully 

polished. £ach of these has a hole through which are visible 

several Interior spiral grooves resei&bling the Caicra of Visnu.• •
i ̂

Hence the salagrawa is considered as a representative of 

Vlsnu",^• •

The Salagramas are divided into various classes according 

to the circular lapresslons inside the Salagrama. Agnl Purana 

Chapter 46 describes in detail these classes of Salagrama.

They are Yasudeva^ S&i&icarsa^i Pradyumnay Aniruddha, Narayaj^,

Paramesti, i'lrsl&na, Varaha, i\rsnay nayagrlva, Valkimtha, Matsya,
-  .  '

Vaioanai Xrivllcraaai Ananta* dalicavai Daoodaray Sudarsana and

Janardana. These sSlagramas are of different colours •

brownish black, red, blue* white, blue, dark brown, jet black,

yellow or multicoloured. The Agnl Purana describes elaborately

all the characteristics of these Salagrai&as. T.A.G.Rao has given

r si 
68

a photograph of a group of Salsgrames and en Image of Rama made

of a piece of a Selegramfi.
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