I M A G E S OF N E P A L

BY

KRISHNA DEVA

PUB1,ISHED BY THE DIRECTOR GENERAL
ARCl-IAEOLOGICAL SURVEY O F INDIA
JANPATH, NEW DELHI-110011

1984

Price : Rs. 150

1984
ARCHAEOLOGICAL SURVEY OF INDIA
GOVERNMENT OF INDIA

PRINTED AT NABA MUDRAN PRIVATE LTD., CALCUTTA, 7000004

CONTENTS
List of Plates
Preface
Introduction
Historical background

..

..

..
..

..
..
..

..
..
..
..

..

..

..

..
..
..
..

..

Religious Inspiration of Nepalese Art
Buddhism
Vaishnavism
Saivism
Characte~isticsof Nepalese Art
Brihrnanical Images
Vaishnava Images
Images of Sfirya
Saiva Images
Urni-Maheivara
Hari-Hara
Natarija

..
..
..
..
..
..
..
..
..
..
..

..
..
..
..
..
..
..
..
..

..

..
..
..
..
..
..

..

Brihrnanical Tantric Images in Sundari Chowk. Patan
Brihrnanical Tintric Images in SadiSiva (Bhairava) Chowk
Brihmanical Tintric Images in Kurnari C.howk. Bhaktapur
Brihmanical Tintric Images in Mahideva Temple. Rani Pokhari
Buddhist Images
taksho-Bodhisattva
Buddha Figures
Dhyini-Buddha
Other Buddhist Cod
Bodhisat tvas
LokeSvara
Mafijuiri
Maitreya
Bibliography
Index

..
..
..
..
..
..
..

..
..
..
..

..

..

..

..

..

..
..

..
..
..
..
..
..
..

..

..

..
..
..
..

..
..

LIST O F PLATES
I.

Hanuman Dhoka, Kathmandu, seventeenth century

11. Degu~aleTemple, Patan

111. Darbar Square, Patan
IV. Kyishna Temple, Patan, A D 1637
v. Darbar Square, Bhaktapur
VI. Nyatapol, Uhaktapur, AD 1703
VII. Kumbhekvara Temple, Patan, AD 1391
VIII. Jala Vinayaka Temple, Chobar, AD 1391
IX. The StCpa, Chabel
X. Paiupatinitha Temple, Kathmandu
XI. A. Palvati doing penance, Nagaltol, Kathmandu, c. seventh century
U. Siva in the disguise of a Brahmachari
A. Chakra-purusha, Aryaghat, c. sixth century
13. Vifipaksha, Aryaghat, c. fifth century
X l I I . Vishnu as Trivikrama, dated AD 467, Lajimpat, Kathmandu
XIV. Vishnu as Trivikrama, dated AD 467, Pasupati area, Tilaganga
xv. Vishnu as Trivikrama, Changu Narayana, c. eighth century
XVI. Vishnu as Trivikrama, Shikha Narayana, Pharping, c. eleventh century
XVII. Vaikuntha with Lakshlni seated on Garuda, Changu Narayana, c. seventeenth century
XVIII. Garudisana Valkun~ha(Tintric), Sankhu, c. seventeenth century
X I X . Garudasana Vishnu, Changu Narayana, c. eighth century
XX. A. Garudasana Vishnu, Changu Narayana, c. tenth century
U. Garudasana Vishnu, KumbheSvara Temple, Patan, c. fifteenth century
XXI. A Vishnu standing on Garuda, Patan, c. seventeenth century
B. Garudasana Vishnu, Deo-Patan, c. eleventh century
XXII. Vishnu from Sirnraongarh, National Museum, Kathmandu, c. twelfth century
XXIII. Vishnu, Naxal, Kathmandu, c. tenth century
XXIV. Vishnu, Naxal, Kathmandu, c, ninth century
xxv. A. Vishnu, Changu Narayana, c. ninth century
B. Vishnu as Dhanvantari, Deo-Patan, 6. thirteenth century
XXVI. A . Viahnu standing, Pharping, c. seventeenth century
B. Vishnu standing, Archaeological Garden, Patan, dated AD 1416
Vishnu as ViSvarCpa, Changu Narayana, c. eighth century
A-B. Vishnu as ViSvarGpa (details), Changu Narayana
Jala-Sayana, Budha Nilakanfha, c. seventh century
Narlsiriilla, Darbar Square, Patan, c. seventeenth century
B. Hanuman, Darbar Square, Bhaktapur, dated AD 1700
Narasimha, Hanuman Dhoka, Kathmandu, dated AD 1673
A. Narasihha, Changu Narayana, c. tenth century
B. Narasiinlia, Darbar Square, Bhaktapur, seventeenth century
A. Varaha, Rani Pokahri, c. nineteenth century
B. Dhum Varaha, Vishal Napar, c. sixth century
A. Ualarama, Deo-Patan, c. fifteenth century
B. Balarama, Krishna Temple, Patan, A D 1637
A . Kalki, Kyishna Temple, Patan, AD 1637
B. Krishna, IndreSvara Temple, Panauti, c. seventeenth century

k.

IMAGES OF NEPAL
XXXVI.
XXXVII.
XXXVIII.
XXXIX.
XL.
XLI.
XLII.
XLIII.
XLIV.
XLV.
XLVI.
XLVII.
XLVIII.
XLIX.
L.

LI.
LII.
LIII.

LV.
LVI.
LVII.
LVIII.
LIX.
LX.
LXI.
LXII.

LXIII.

LXV.

LXVI.

Vishnu Chaumukha, Kurnbheivara tank, Patan, c. tenth century
Garuda, Changu Narayana, c. seventh century
A-B. Garuda, Hari Gaon, c. seventh century
A-B. Garuda, Krishna Temple, Patan, AD 1637
Garuda, Hanuman Dhoka, Kathmandu, c. seventeenth century
Visudeva-Kamalaji, IndreSvara Temple, Panauti, c. ffteenth century
A. Vbudeva Kamalaji, Nirayana Temple, Patan, c. seventeenth century
B. Vasudeva-Kamalaja, Gainidhara, Patan, c. seventeenth century
Inscribed bronze image of Visudeva-Kamalaji, hutosh Museum, Calcutta, c. seventeenth
century
A. Visudeva-Kamalajl (Tintric), Bhaktapur Art Gallery, eighteenth century
B. Vbudeva-Kamalaji, Bhaktapur Art Gallery, c. eighteenth century
A. Ardhaniriivara, Sarasvati Kund, dated AD 161 1
B. Ardhaniriivara (terracotta), Rani Pokhari, c. seventeenth century
A-B. Siva Parvati, Kumbheivara Temple, Patan
Uma-Maheivara, Kumbheivara tank, Patan, c. ninth century
Kumbheivara as Umi-Maheivara, KumbheSvara tank, patan, c. twelfth century
Uma-Maheivara, A4ulchowk, Patan, c. twelfth century
Uma-Maheivara, Gahiti, Patan, c. tenth century
A. Uma-Maheivara, Gahiti, Patan, Pedestal detail
B. Umi-MaheSvara, UmP-Maheivara temple, Kirtipur, c. seventeenth century
A. Uma-Mahelvara, Sundhara, Patan
B. Umi-Maheivara, Kvalkhu, Patan
A. Ekamukha-liriga, Paiupati area, c. seventh century
B. Chaturmukha-liriga, Bhubaneivari Temple, Deo-Patan, c. thirteenth century
A. Cliaturmukha-lirigha, Nala, c. fourteenth century
B. Chaturrnukha-litiga, TamreSvara Temple, Deo-Patan, c. twelfth century
Siva as Ekapda-trimiirti, Kathmandu
~ive-headedSiva (TBntric), Kathmandu, c. sixteenth century
Hari-Hara, Bhaktapur Art Gallery, AD 1697
Hari-Hara, Paiupati area, c. fifteenth century
Hari-Hara, Hari-Shankar Temple, Patan, sixteenth century
~ari-Sahkari(Tantric), Rani Pokhari, Kathmandu, c. seventeenth century
Tintric god, (Kirttikeya) Hari-Gaon, c. twelfih century
A. Kurnara, Pharping, c. sixteenth century
B. Kumira, Kathmandu, c. ninth century
C. Kumira, Vajrayogini Temple, Sankhu, c. seventeenth century
A. GaneSa, Banepa, dated AD 1453
B. GaneSa, Hanuman-Dhoka, Kathmandu, c. seventeenth century
A. Ganeia (Tintric), Hanumanghat, Bhaktapur, mid seventeenth century
B. Ganeia with Vighneivari, Sundari Chowk, Patan, mid seventeenth ceutury
A. Tintric form of GaneSa, Sundari Chowk, Patan, mid seventeenth century
B. Tgntric from of Ganeia with Vighneivari, Sundari Chowk, Patan, mid seventeenth
century
A. Kubera, Patan, c. seventeenth century
B. Kubera, National Museum, Kathmandu, c. seventeenth century
C. Kubera, Hanuman-Dhoka, Kathmandu
SGrya, Kathmandu, dated AD 1158
A. Chandra, Gokarna, c. eighteenth century
B. Chandra, Kumbhdvara tank, Patan, c. seventeenth century

LIST OF PL.4 TES
LXIX. A. Sfirya seated on horse, XArayana Temple, Kirtipur, d a ~ e dA D 1651
B. SQrya, Changu Narayana, c. fifteenth century
LXX. A. SGrya, Patan, dated AD 1083
B. Surya in Kavagraha mandala, Bhaktapur, c. twelfth century
LXXI. A. SQrya, National Museum, Kathmandu, c. eighteenth century
B. Siirya, Panauti, c. fourteenth century
LXXII. A. SQrya, Banepa, dated AD 1394
B. SQrya, TarnreSvara Temple, Deo-Patan, c. seventeenth century
LXXIII. Vishnu as Agastya, Sankhu, c. sixteenth century
LXXIV. Hariharapitamaha, Kumbhelvara Temple, Patan, c. seventeenth century
LXXV. Durgi, Simraongarh, c. twelfth century
LXXVI. Pirvati, National Museum, Kathmandu, eighth-ninth century
LXXVII. A. Pirvati, PaSupati area, c. ninth century
B. Pirvati, Palupati area, c. ninth century
LXXVIII. A. T i r i , Banepa, c. tenth century
B. Tara, Kathmandu, c. twelfth century
LXXIX. Mahagauri, Deo-Patan, dated AD 1238
LXXX. Tara, Gokarna, c. twelfth century
LXXXI. Yarvati, Saraswati Kund, c. thirteenth century
LXXXII. Mangali Gauri, Paiupati area, c . tenth century
LXXXIII. Mahishisuramardini, Sundari Chowk, Patan, c. mid seventeenth century
LXXXIV. Mahishisuramardini, Darbar Square, Bhaktapur, dated AD 1700
LXXXV. A. Mahishisuramardini, Pharping, c. rourteenth century
B. Mahishasuramardini, Uini-MaheSvara Temple, Kirtipur, c. sixteenth century
LXXXVI. Kali, Dee-Patan, c. sixteenth century
LXXXVII. A. Kaum9ri (terracotta), National Museum, Kathmandu, eighteenth century
B. Varihi (terracotta), National Museum, Kathmandu, eighteenth century
1,XXXVIII. A. Gangi, Patan, c. seventeenth century
B. Sarasvati, Indreivara Mahadeva Temple, Panauti, c. fourteenth century
LXXXIX. Brahma, Deo-Patan, c. eighth century
XC. A. Niga, Kumbhelvara tank, c. seventh century
B. Naga, Simraongarh, c. twelfth century
XCI. Svayambhunatha, Kathmandu
XCII. Bodhnlth, Kathmandu
XCIII. Chaitya, Dhvaka Bahal, Kathmandu, c. seventh century
XCIV. Akshobh~a,Svayambhunatha, dated AD 1635
XCV. Mira-vijaya, Mulchowk, Patan, c. eighth century
XCVI. Nativity of Buddha, Deo-Patan, c. tenth century
XCVII. Padmapani Lokelvara, Gahiti, Patan, c. ninth century
XCVIII. Padmapagi LokeSvara, Katheshimbhu, c. ninth century
XCIX. Padmapini LokeSvara, Katheshimbhu, details
C. A. Padmapini Lokeivara, Dhvaka Bahal, Kathmandu, c. serenth century
B. Padmapini Lokeivara, Yangu Bahal, Patan, c. ninth century
CI A. Bodhisattva Vajrapani, Dhvaka Bahal, Kathmandu, seventh century
B. LokeSvara, Godavari, seventeenth century
C;11. A-B. Terracotta panels. Mahabodhi Temple, Patan, c. sixteenth century
CIII. Mahabodhi Temple, Patan, c. sixteenth century
CIV. A. Aiokan stiipo, Patan
B. Sttipa, compound or Rudravarnomahavihira, Patan
CV. Sukhavati LokeSvara, National Museum, Kathmandu, dated AD 1806

vii

IMAGES OF NEPAL
CVI. Maitreya, National hluseum, Kathn~andu
C:VII. A. Halahala LokeSvara, Svayambhunitha
B. HalHhala Lokeivara, National Museum, Kathmandu, dated AD 1718
CXIII. A. Namasamnjiti, S\,ayambhunatlla, dated AD 1870
B. Ma11atta1.iTarn, Thahiti Hazar. Kathmandu, dated AD 1714
C:IX. Namasamjiti, National Museum, Katllmandr~
C!X. ManjuSri in mandala, Chabel, c. sixteenth century
(2-2.
L'asudhirl, National Museum, Kathmandu
CXII. Mahisha-Samvara, National Museum, Kathmandu
1 1 1 . Kurukulla (wood), National Museum, Kathmandu
CXIIr. hlahikila, Svayambhunatha, dated AD 1660
CXV. Bhairava, Darbar Square, Bhaktapur, dated AD 1700
CXVI. A. Bhairava with Sakti, Rani Pokhari, Kathmandu, c. seventeenth century
B. Kali (Tintric), Rani Pokhari, Kathmandu, c. seventcenth century
CIXVII. Sundari Chowk, Patan, mid seventeentll century
S V I I I Water fountain, Sundari Chowk, Patan, mid seventeenth century
CXIX. Lakshmi Nariyana on Garuda, Sundari Chowk, Pntan, mid seventeenth century
C:XX. l'intric Bhairava, Sundari Chowk, Patan, mid seventeenth century
C.XSI. Harihara in mandala, Sundari Chowk, l'atan, mid seventcenth century
( : S X I I . Tintric Kili, Sundari Chowk, Patan, mid seventeenth century
C:XXIII. Sakti of Nataraja, Sundari Chowk, Patan, mid sevcnreenth century
C:XXI\'. Variiha with Sakti (Tantric), Sundari Chowk, Patan, mid seventee~ltl~
century
C:XSV. A. Tintric Iraishl?avi wit11 consort, Sundari C:howk, Patan, mid seventeenth century
B. Tintric Brahma with consort, Sundari Chowk, Patan, mid seventeenth century
CXX\-I. A. Tintric Na!arija, Sundari C:howk, Patan, mid seventeenth century
B. THntric Na!araja as Ardhaniriivara, Sundari C:howk, Patan, mid seventeentll century
CXXVII. .-I. Tintric Hari-Hara with Sakti, Sundar~C:howk, Patan, mid seventeenth century
U. Tintric Narasililha with Sakti, Sundari Chowk, Patan, mid sevcntecnth century
C:XSVIII. .-I. Tantric ICili, Sundari Chowk, Patan, mid scventcenth century
B. Tantric MahHkala, Sundari Chowk, Patan, mid seventeenth century
C:XXIX. Vifveivara Temple, Patan
C:XXX. ViSveSvara Temple (details), Patan
C X X S I . Wooden brackets, Banepa
CXXXII. Wooden brackets
A. Rudravarna-mahivihara, wooden bracket, Patan
B. Bl~ubandswaritemple, wooden bracket, Deo-Patan
C. Tyagal Tol, wooden bracket, Patan
CXXXIII. A-C. Wooden brackets, Panauti
CXXXIV. Devotee, Chabel, c. tenth century
C:XXXV. A. Wooden bracket depicting Vidyidhara, National Muscum, Kathmandu
B. Peacock window (wood), Poojari Math, Bhaktapur, c. sixteenth century
CXXXVI. A. LokeSvara wit11 TBrP, National Museum, Kathmandu, c , sixteenth century
B. LokeSvara (wood), National Museum, Kathmandu, c. sixtecnth century
CXXXVII. A. Gilt metal tympanum showing six-headed Tintric Devi, Taleju temple, Bhaktapur,
mid seventeenth century
13. Wooden tympanum, Chhushya Bahal, Kathmandu, c. sixtecnth ceritury
CXXXVIII. A. Terracotta tympanum, Mahabodhi Temple, Patan
B. Gilt metal tympanum, Bhavani Temple, Mulchowk, Patan, c. sixteenth century

viii

PREFACE
An iconographical survey in the Nepal Valley was carried out jointly by the
Department of Archaeology and Culture of His h4ajesty's Government, Nepal, and the
Archaeological Survey of India under the direction of the author during the months or
May-June, 1963. The icons in the temples and the monasteries as well as the stray images
in the Kathmandu Valley were studied with adequate photographic documentation.
Nepal has an immensely rich variety of image typcs both of the Brallmanical and
Iluddhist religions. The earliest images available in Nepal are mainly Brahmanical and
Few images of 13uddhist affiliation have been found prior to the seventh century. The Valley
has yielded fine images of numerous Vaishnava and Saiva deities and of Siirya and
BrahmB and various forms of Devis, including Pgrvati and the Seven Mothers made
behueen the fifth and tenth centuries. The Vaishnava deities include Vishnu as Sridhara,
Garuda-NgrByana, SeshaSZyi and ViSvariipa and the Vaishnava incarnations of BhiiVarzha, Narasimha, Trivikrama and Krishna as Ktiliya-damana. The Trivikrama images
which incidentally constitute the earliest dated sculptures of Nepal are informed by
elemental power and dynamism, characteristic of the early Chalukyan art of India. The
sculpture of Vishnu as ViSvariipa is a unique piece, strongly reminiscent of the famous
seven-headed Siva from Pare1 (Bombay) in conception and expression. Nepal has also
yielded numerous h a - l i n g a s of the symbolic as well as the iconic types, the latter comprising
largely chaturmukha-liilgas, besides figures of GaneSa and KumBra and excellent seated
images of ~iva-pgrvatienjoying domestic bliss in KailSa often combining the Gaxigadhara
aspect, which have an unmistakable Rkhtrakiita flavour.
Like the Brahmanical images, the earlier Buddhist images too, are seen to have
striking affinities with the Indian images in theme as well as in treatment and comprise
simple but elegantly modelled figures of Buddha, LokeSvara, TZrB, and M2yZ Devi. The
artists of Nepal drew ample inspiration fiom the various Gupta and post-Gupta art-styles
of India but transformed their art creations with the magic touch of their individual genius.
From the tenth century onwards, the art-idioms and conventions of Nepal increasingly
assert themselves, showing dominance of local features and physiognomy and Nepal is
seen to develop her own style of sculpture marked by a peculiar innate grace and
daintiness. The art conventions of Nepal tend towards greater stvlization and complexity
in course of the centuries. The plastic activity continues in full vigour till the close OK the
seventeenth century, though the momentum is not completel! lost even during the
eighteenth century.
The images are made of stone, bronze or brass, wood and terracotta and largely
come from the numerous Brahmanical temples, Buddhist shrines and monasteries
which dot the Valley. Particularly interesting are the figures on the wooden struts, which
reveal an amazing variety of Lokesvara t!lpes and figures of diKerent deities including the
r~aksliatras(constellations) on the Buddhist shrines and monasteries and deities of the Hindu
i s the Brahmanical
pantheon with a predominance of the figures of Bhairavas ancl C h a ~ ~ don
temples.

Among the rare iconographic types may be mentioned Siva as EkapBda-Trimfirti,
Chandra (the moon-god) riding a chariot of geese, Mahisha-sambara and VishQu in the
ardha-n~ri(androgynous) form. Four-armed and eight-armed images of the last deity are
found in large numbers throughout the Valley together with the more familiar types of
the Vishnu icon.
From the eleventh century onwards, hundreds of Buddhist deities were conceived
and fashioned under the influence of Tantrayana and VajrayZna sects which gained special
popularity in Nepal. Many of these reveal a marked impact of Tsntric Saivism which
flourished in the Valley simultaneously. The interfusion between Buddhism and
Brahmanism led to complex iconographical forms revealing Buddhist deities with
Brahmanical features and Brahmanical deities with Buddhist traits, the latter exemplified
by a number of Saiva and Vaishnava deities holding among other weapons vajra and vajraghanla, which are usually associated with the VajrayZna deitie~. The iconographical
synthesis between Buddhism and Brahmanism is graphically illustrated by some TZntric
figures of MahZkBla in the Sundari Chowk, Patan, depicting on their pedestal a frieze
showing a combined pattern of the stiipa alternating with the Siva-liriEa.
In the following pages an attempt has been made to classify the rich iconographical
wealth of the Nepal Valley and present a summary of the results of the iconographical
survey which was undertaken as a project of the Indian Cooperation Mission in Nepal
with the active help and cooperation of the Department of Archaeology and Culture of
His Majesty's Government, Nepal.
The author is grateful to Shri S. S. Bhandarkar who as Member (Education) of the
Indian Cooperation hlission conceived the project and provided all encouragement and
facilities for its execution. Needless to say that the accomplishment of this Survey was due
largely to the ungrudging help and active cooperation of Shri R. J. Thapa, Director of the
Department of Arcliaeology and Culture of HMG, Nepal. I am also bcholden to
Shri Purnaharsha Bajracharya of the same Department and to my colleague Dr. N. R.
Banerjee for many valuable suggestions. I am happy to record my deep appreciation
of the artistic acumen and dedicated work of Shri Railjit Gupta, Photographer of the
Archaeological Survey of India, who took all the photographs and to Shri S. P.
Chatterjee, Artist of the Survey, who designed the layout of the cover. I am specially
grateful to Shri K. M. Srivastava who took all pains to correct the proofs finally.
Shri S. R. Varma was always on his feet to see the book through the Press. Thanks
are also due to Kunlari Arundhati Banerji for necessary help in going through the
proofs and Sllri P. K. Trivedi, who gladly accepted to prepare the index within
a short time.
The opinion expressed and the interpretations offered in this book are my own and
do not necessarily reflect the views of either the Archaeological Survey of India or the
Department of Archaeology of His Majesty's Government of Nepal.

Archaeological Survey of India,
New Delhi.
New Year's Day, 1984.

KRISHNA DEVA

CHAPTER I

INTRODUCTION
The Himalayan Kingdom of Nepal has an enchanting variety of topographical
features. Its southern geographical division comprises the Tarai region which merges into
the plains of India. The Tarai is bounded on the north by the gentle ridges of the Siwaliks
followed by the higher Mahabharat hills, beyond which nestles the lush green valley of
Kathmandu, the centre of Nepal's economy and culture, where 'there are nearly as many
temples as houses, and as many idols as inhabitants, there not being a fountain, a river,
or a hill within its limits, that is not consecrated to one or other of the Hindoo deitiess1. T o
the north of the Kathmandu Valley rise the successive ranges of the snow-capped
Himalayas till the plateau of Tibet, 'the roof of the world', is reached. Thus situated between
India on the south and Tibet on the north, Nepal was destined to be a veritable reservoir
of cultural currents flowing from both her neighbours. Nepal had the genius to assimilate
these currents and transform and catalyse them into something which became truly
Nepalese and blended with her own cultural milieu. This cultural synthesis is reflected in
all spheres of Nepal's life and thought, including her social inhtutions, her religious beliefs
and practices and her art, architecture and iconography.
HISTORICAL BACKGROUND
Although Lord Euddha was born in the Nepal Tarai, the light of Buddhist art, religion
and philosophy did not illumine Nepal until the time of Emperor Moka (273-232 BC).
This pious emperor, who was responsible for spreading the teachings of the Master in
many lands of Asia, not only made a pilgrimage to 1,umbini and Nigali Sagar in the
Nepal Tarai, the birth-places respectively of the Buddha and Kanakamuni Buddha, and
recorded the fact by setting up pillar-edicts at these sites, but is believed by tradition to
have visited the Kathmandu Valley and erected stzipar at Lalitpur ( Patan ), which indeed
resemble the known ASokan stipas in general appearance and proportion. There is also a
persistent tradition that his daughter Charumati was married to a local prince and lived
in a monastery built by her at Deo-Patan where a Buddhist establishment is still known as
Chabahal (Chirun~ati-vihira).Be that as it may, there is indisputable evidence of ASoka's
pilgrimage to the Nepal Tarai as also of an evangelical mission having been sent during
his reign to the Himalayan countries, under the leadership of Kssapagota, the inscription
on whose relic-casket found at Sanchi extols him as 'the teacher of all the Himavat
regi0n.l The cultural contacts thus initiated with Tndia grew ever stronger through the
succeeding ages and encompassed almost all spheres of Nepalese life and activities.

' Kirkpatrick, An Account of the Kingdom of Nepal (London 181 I), p. 150. The term 'Hindoo deities'
is liberally used by the author to include also 'Buddhist' deities.
John Marshall, The Monunients o f Sanchi (Calcutta 1940), Vol. I, p. 8
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I t is well-known that the main ruling dynasties of Nepal were of the Indian origin
and the Lichchhavis were the earliest such dynasty, known to history, who organized civil
life in the Kathmandu Valley and laid the foundation of her art and culture as expressed
through the surviving specimens of images and sculptures, coins and copious Sanskrit
inscriptions engraved in the Classical Gupta script of India. The Lichchhavis came probably
fi-om the homonymous republican tribe which flourished in the contiguous region of North
Bihar from the sixth century BC onwards and were celebrated in the contemporary
Buddhist and Jaina literature. Subsequently, they were commemorated in the coins and
inscriptions of the early Gupta emperors of India whose rise to power was facilitated by
a matrimonial alliance with them. Nepal is mentioned as a border kingdom of the Gupta
dominion in tlie Allahabad Pillar inscription of Samudragupta who took pride in calling
himself as 'the grandson of the Lichchhavis.' The Lichchliavis of Nepal who ruled from
circa AD 400 to 850 (but for an interregnum of 70 years from AD 571 to 640) were
practically conremporaries of the Guptas of India and their immediate successors and
shared a common cultural heritage of script, literary language, religious beliefs and traditions and artistic inspiration.
Nepal came under the political influence of Tibet during the seventh century when
King AmSuvarman of Nepal entered into a matrimonial alliance with king Tsron-TsanGam-Po of Tibet by giving away his daughter, who was the first to carry Buddhism to the
land of Tibet. The Tibetan king subsequently married a Chinese princess who also brought
Buddhist gods to Tibet. The grateful Tibetans adore the Nepalese and Chinese princesses
respectively as incarnations of Bhrkuti and TZrZ. The other famous contemporaries of
AmSuvarman were king Harshavardhana of India and the Chinese pilgrim Hiuen Tsang
who has left an account of Nepal. He praises king Amiuvarmanan's wisdom and literary
attainments and the skill of the Nepalese craftsinen and says that there were two thousand
Buddhist monks of the Hinaygna as well as MahSyZna sects and that the Buddhist
monasteries and Hindu temples flourished side by side.
The Lichchhavis, some of whose later princes were connected matrimonially with
the Maukharisl and the Later Guptas of Magadha, were succeeded by the Thakuris who
in turn were followed by the early Mallas by AD 1200. I t is not unlikely that the Mallas
originated from the homonymous republican tribe of Kusinagar and Pawa of the time of
the Buddha, who are referred to in the early Buddhist literature of India, besides
the Mahibhirata and the Manusmriti. During the rule of the Thakuris and the early Mallas,
north-eastern India first came under the rule of the PBlas (circa A D 750-1 150) and then of
the Senas (AD 1150-1280). Never was the cultural intercourse between India and Nepal
more brisk and fruitful than during these centuries. Two events during these centuries,
however, are worth noting, one is the establishment of the Nepalese Samvat, beginning
AD 879, which is still popular and the other is the foundation of an independent kingdom
ofTirhut by Ngnyadeva with Simraongarl~in the Nepal Tarai as its capital in AD 1097.
Vatsa-devi the mother of the Lichchhavi king Jayadeva I1 was the daughter of Maukhari Bhogavarman and the daughter's daughter of the Later Gupta ruler of Magadha, Adityasena (PaSupati Inscription
or Jayadeva I1 dated 1 5 3 = m 743).
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Nznyadeva was probably a feudatory of the Chalukyan king Vikrarnzditya V (circa
1076-1126) and calls himself as 'the ornament of the Karnataka iamily'.
For five centuries from the thirteenth to the eighteenth the Mallas moulded the
course of the history of Nepal and left a deep impress on her culture. The Newar element
in Nepalese culture became progressively dominant and besides Sanskrit, Newari also got
a place in royal charters and donative and votive records. 'The Newars have been known
for their skill as artists and craftsmen and excel in the art of metal-casting which has been
practised in Nepal since at least the sixth century AD. During the reign of the fourth blalla
king, Jayabhimadeva, a Nepalese artist called Aniko was invited in AD 1260 to Tibet for
the construction of the Golden StDpa there. From Tibet, he was commissioned to China
at the invitation of the Chinese emperor Kublai Khan who was so impressed with Aniko's
skill in bronze-casting, painting and artistry in clay and lacquer that he first elevated him
as the chief of the metal-workers and subsequently as the controller of the Imperial studios.
Thus the credit of introducing bronze-casting in Tibet and China goes to a Nepalese artist.
From the thirteenth century onwards the political history of Nepal was chequered
and replete with internecine strife and wars among the rival dynasties except for sliort
interludes. Nepal also experienced a disastrous invasion in AD 1349 by Shamsuddin Ilyas,
Sultan of Bengal, who plundered the Valley and defiled and destroyed the temples and
monasteries including the PaSupati temple and the Svayambhti-chaitya.
I n the history of Nepal AD 1480 is a landmark when her three principal kingdoms
of Nepal, Bhatgaon and Patan were united under the same house and distributed among
the three sons of king Jayayaksha Malla. But the centrifugal tendencies did not take long
to assert themselves and the three kingdoms, which were ruled by a succession of chiefs
of varying ability, again resumed their orgy of mutual intrigues and feuds which were often
joined by some of the Biisi or Chaubki, the 22 or 24 principalities of the peripheral regions
of the Valley. Of the latter the Gorkha was an important principality whose king
Prithvinarayana Shah unified the warring principalities and united the whole of Nepal
under one flag in A . D . 1769. The present ruler of Nepal is tenth in descent from
king Prithvinarayana Shah.
RELIGIOUS INSPIRATION O F NEPALESE A R T
BUDDHISM
All principal religious currents which stirred India also registered their ripples in
Nepal. Historically, Buddlusm was the first established religion which flourished in Nepal
perhaps as early as the time of ASoka. The early form of Buddhism believed in worshipping
the Buddha through symbols and regarded the chaiga or the stzipa as an important cult
object symbolizing the Master. The immense popularity of chaitya-worship in Nepal is
indeed a relic of the Hinaygna stage and well-finished Lichchhavi chaitya of pristine
hemispherical form are found in hundreds scattered all over the length and breadth of
the Kathmandu Valley. I t must, however, be admitted that except for the earliest stzipas
at Patan which are attributed to ASoka, no other monumental stzipas of the pristine
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HinayBna form have yet been identified in Nepal. I t is not unlikely that the older folk
divinities like Yakshds and N i g i s which may have commanded popular worship in Nepal
as they did in India, were assimilated in the Buddhist cult as acolytes or subordinate deities.
The earliest image of the so-called Yaksha-Bodhisattva discovered in the Valley
and recently published1 is more likely to represent a Yaksha (presumably as an attendant
of a Buddhist chaitya) than a Bodhisattva who is rarely represented even in India at such
an early age.
I n course of time HinayBna which comprised of the SrBvakayBna and Pratyekabuddhayana and was a strict and rigorous system, gave place to the more humane
MahByZna or BodhisattvayBna, symbolized by the compassion of Bodhisattva PadmapgI?i
who is believed to have refused nirvana until the entire mankind had attained deliverance.
M a h a y h a soon swept the Kathmandu valley in Nepal with the result that the simple
chailya begins to be decorated with Buddhist images and we start getting images of the
Buddha from circa fifth century and of the Bodhisattvas from circa sixth century onwards.
Then followed successively the TantrayBna and the VajrayBna, each ensuring further
loosening of the rigours. This is no place to go into their metaphysics and philosophy which
are indeed subtle and abtuse. Suffice it to say that to the solid base of the uijiiinauida of the
YogBchBra school, which was an improvement on the Szinyaudda of the MZdhyamikas, the
VajrayBnists added a new element of mahisukha which marked the culmination of the
liberalising process of Buddhist religion and philosophy. "VajrayBna introduced many
innovations of a revolutionary character. I t introduced, for instance, the theory of the five
DhyZni-Buddhas as embodiments of the five Skandhas or cosmic elements and formulated
the theory of the Kulas or families of the five DhyBni-Buddhas from which deities emerge
i Buddhism for the
according to need. I t introduced the worship of the PrajfiZ or ~ a k t in
first time, and a host of other things including a large number of gods and goddesses, their
Sgdhanas for the purpose of visualization, Mantras, Tantras, Yantras, MudrBs, Mandalas,
mystic realizations and psychic exercises of the most subtle character."'
Vajrayzna was indeed a catholic and eclectic system which combined the tenets
and practices of the Buddhist Mantraygna as well as TBntric Saivisrn and included in its
purview the subtlest mystic experience and philosophical speculations to the grossest rites
and practices. Vajraygna also believed in psychic culture and the attainment of
supernormal powers known as siddhis. Distinguished adepts in these were known as Siddhas.
These spiritual attainments were often accompanied by esoteric rites and practices involving not only killing of animals and consumption of wine and meat but also indulgence in
sexual orgies. Such permissiveness was often abused and exploited by the lesser adepts
as well as the black sheep and led in course of time to the debasement of these exalted cults.
Whereas under the M a h a y h a the pantheon had been limited to the Buddhas and
the Bodhisattvas and just a few goddesses like TgrZ and Bhrikuti, under the new dispensation of Vajrayana there was a vast increase of the pantheon and a prominence was given
I N . R. Banerjee and B. K. Rijal, "Three Early Sculptures in Stone from the National Museum,
Kathmandu", Ancient Nepal, No. 4, pp. 37-38, pi. V
2 B. Bhattacharyya, The Indian Buddhist Iconograplqv (Calcutta 1958), pp. 11-12
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to the female element called Sakti or Prajfig. Under VajrayBna, deification was carried to
an excess and all conceivable objects and ideas including even abstract and philosophical
concepts, were anthropomorphised. Further many fierce divinities were introduced and
the female deities were often represented in the yab-yum posture, i.e. in physical union with
their consorts. Not being content with the five KuleSas or Ilhyiini-Buddhan, Vajraysna
conceived of the Adibuddha or Primordial Buddha as the progenitor of even the Kulclas
and the Adibuddha was given the iconographic form of either Vajradhara or Vajraqattva,
who was often represented with his Sakti inyab-yum. I t may be noted here that cultural
intercourse with Tibet also played a considerable part in the multiplication of the fierce
divinities and the deities represented in the yab-yum posture.
The cult of the DhyBni-Buddhas, who are assigned definite positior~sin the cosmogony
of the stiipa is quite popular in Nepal and may have been introduced rrom eastern India
as early as the seventh century AD.
The cult of Adibuddha, which is equally popular in Nepal, grew in the Buddhist
monasteries of eastern India not earlier than the tenth century. According to the Svayambhn
Purina, Adibuddha first manifested himself in Nepal in the form of a flame of fire and
MalijuSri erected a temple over it. This temple isidentified as the Svayambhli-chaiga which
is the most celebrated Buddhist monument in Nepal. According to a variant local tradition,
Svayambhii is the self-born or the Adibuddha who manifested himself in the form of a lotus.
Since the five Dhyiini-Buddhas played a primary role in the formulation of
the Buddhist pantheon, we may define their characteristics indicating the deities which
emanate from each.
The progenitor of the dvesha family is DhyBni-Buddha Akshobhya, who is blue in
colour, exhibits bhfipars'a-mudrc and presides over the eastern direction. His ~ a k t i
is LochanB, his Bodhisattva is Vajrapzni, his cognizance is vajra and a pair of elephants
constitutes his vehicle. Heruka, Hayagriva, Yamgri. Chandaroshana and BuddhakapBla
are the principal gods, while Mahschina-T~rii,Janguli, EkajatB, PrajiiiipZramitB, iLlahBmantrZnusBrini, MahBpratyarigirZ and NairHtmZ are the principal goddesses emanating
from him.
The moha family is presided over by DhyBni-Buddha Vairochana who holds dharmachakra-mudmi and is white in colour. His Sakti is VajradhBtviSvari and his Bodhisativa is
S~mantabhadra.He is assigned a place in the centre of the stiiba and is often shown between
the east and the south. Among deities owing their origin to him may be mentioned MZrichi,
UshpishavijayB, SitBtapatrB, Apariijit~, Mahbahasrapramardini, Vajravsrzhi, Kshitigarbha and Maitreya.
The riga family originates from AmitZbha who is red in colour, shows the dhyinamudri and presides over the western direction. His cognizance is lotus and vihana is a pair
i Pgndarft and his Bodhisattva is Padmapii~i.Prominent deities of
of peacocks. His ~ a k t is
this family include LokeSvara, Sapta4atika, Hayagriva, Chandraprabha, Jiiliniprabha,
KurukullZ, Bh~ikutiand Mahgsitavati.
The originator of the chint2mani family is DhyZni-Buddha Ratnasambhava who is
of yellow colour, holds the uarada-rnudri and presides over the south. His Sakti is MZmaki,
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his Bodhisattva is RatnapZni, while a pair of lions constitutes his vehicle. Prominent deities
emanating from him include Jambhala, Uchchhushma-jambhala, Ganganagaiija, Jngnaketu, Khagarbha, PratibhZnakijta, MahZpratisarB, VasudhZrZ and the Pzramit~s.
The samaya family is presided over by DhyBni-Buddha Amoghasiddhi who is of
green colour and exhibits abhaya-mudri. He presides over the north direction, his cognizance
i TZrZ, while his Boddhisattva is
being viiuauajra and vehicle a pair of Garudas. His ~ a k t is
ViSvapBl3i. Principal deities of this family are Vishkambhin, Vighnzntaka, KhadiravaniTgrZ, Dhanada-TgrB, Parnaiabari, h/IahZm8yCri, VajraicinkhalZ and the twelve Dhirinir.

VAISHNAVISM
\'aishnavism, which originated as a syncretistic cult combining the elements of the
Vedic sun-god Aditya-Vishnu, the cosmic god N z r g y a ~ aand the epic hero VHsudevaKfishna, grew into a mighty religious movement in India by the Gupta age and had a
profound impact on Nepal. I t is, therefore, not without significance that the earliest dated
images, hitherto Sound in the Nepal Valley, belong to the Vaishnava sect. Under
the upsurge of bhakti Vaishnavism absorbed a multiplicity of tenets and concepts and its
re-oriented ideology admitted the worship of Lord Vishnu under three main forms or
aspects, viz. para or the highest, the zyfiha or the emanatory and the vibhava or the
incarnatory. Vish~>uwas conceived and worshipped in Nepal, as in India, in all the three
aspects mentioned above. I t is, however, noteworthy that between the firth and eighth
centuries when we first encounter the Vaishnava images in Nepal, the heroic incarnatory
forms, capable of d1,amatic representation, viz. Trivikrama, Varslla, Narasimha and
K y i s h ~ aas Kgliyadamana are more popular than the peaceful (para) aspects like ~ e s h a i a ~ i
and Garuda-Niiriiyana. This was obviously due to the influence of the Gupta kings who
were themselves parama-bhigavatas, i.e., ardent devotees of Vaishnaua-dharma and took a
strong fancy for the heroic auatiras of Vishnu, specially VarZha and Narasimha to
which they frequently likened their own earthly role as saviours.
Vaishnavism could not remain isolated from other contemporary religious movements
and there were mutual borrowings among the Brahmanical sects of tenets and cult-practices
and conscious attempts at syncretism. A classical example of syncretism between
Vaishnavism and ~ a i v i s mis provided by an epigraphic record dated AD 567 referring to
~ ~ a is~ aalso
' called Arddl~aSauriSvara,alluding obviously
an image of ~ a n k a r a - ~ ~ rwhich
to the pristine assimilation of the solar cult of Aditya Vishnu to that oS Vishnu-Ngrgyana.
Whatever rivalry or strife may have existed among the Brahmanical sects gradually wore
off and Nepal seems to have headed towards the ideal or paiicha-deuopisani perhaps sooner
than India.
The earliest Vaish~>avaimages round in the Nepal Valle): are the twin images
representing VishI?u VikrZnta, i.e., Vishnu as Trivikrarna, inscribed and dated 389 ( A D 467)
1

R. Gnoli, Ncpalese Inscriplioru in Gupfa Cl~ar-acters(Rome 1956), Par1 I, p 28
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in the reign of the Lichchhavi king Mznadeva. The inscription' on both the images is
identical and refers to the construction of a Vaishnava temple, probably one of Lakshmi,
where these images were installed for the merit of the queen-mother Rzjyavati. An earlier
inscription of the same king dated 386 (AD 464), engraved on a pillar standing in the
courtyard of the Changu NZrZyana temple, begins with an invocation to Hari residing in
DolHdri and commanding constant w o r ~ h i p alluding
,~
obviously to the [act that the Vishnu
temple at DolHdri (Changu hill) was already celebrated before the pillar was set up. Other
Vaishnava shrines mentioned in the Lichchhavi inscriptions, assignable to the seventh
century, include those of Sridevi: Narasimhade~a,~
of NzrHya~asvHmiat N u p p u n n a h n d
ofJalaSayana at BhumbhukkikHe as well as at Dakshina Koli,' the last identifiable probably
with Budha Nilakantha. I t is not unlikely that the temple of SatyanBrHyana at Harigaon
may also have been founded about this time.
Of the actual early Vaishnava images found in the Valley mention has already been
made of the twin images of Vishnu Vikranta dated AD 467. Images of Bhii-varzha from
Dhum Varahi (pl. 33B) and of KZliyadamana8 from Basantpur Palace, Kathmandu,
assignable to circa sixth century, respectively represent the VarHha and Krishna incarnations
of Vishnu. Two independent sculptures of Garuda datable to circa seventh century are
known, the one from Harigaon (pl. 38) crowns an inscribed pillar, while the other from
Changu Narayana (pl. 37) now lies loose. T o the same period belongs the Jaldayana at
Budha Nilkantha (pl. 29), representing SeshaiHyi Vishnu. Changu NZrByana is indeed
a prolific site which has yielded images of Trivikrama and Vishnu as ViSvariipa (circa
seventh-eighth century), two images of Garuda-NHrZyana respectively of eighth and ninth
centuries, of Girija Narasirhha (circa ninth century) and of Vishgu as Sridhara flanked by
Lakshmi and Garuda (circa ninth-tenth century), besides numerous later images.
By the tenth century images of Vishnu became stereotyped and generally followed
the conventional norms of North India. The concept of the cilaturvi~'atimiirtis as outlined
in the Paficharztra and the Puranic texts also received visual forms, but the plastic
treatment in Nepal retained its individuality. A good number of Vaishnava shrines built by
the early Mallas prove the continued popularity of the cult which is also attested by the
find of manuscripts, often illustrated, of Vaishnava texts like the hlahibhirata, Rirniyana,
HarivarizSa, Vishnudharma-purina and of dramas based on the Rimciyana story, such as the
Mahirivanavadha and the Hanumina JVi!aka. During the rule of the later Mallas the Kyishna
cult gained popularity and so did the composite images of Lakshmi-NZrFiyana paralleling
conceptually to the Saiva icons of Ardhanzriivara. After the twelfth century,
Op. cit., p. 6
Op. cit., p. 2
0.6. cit., p. 48
Op. cit., p. 50
Op. c i t . , p. 71
Op. cil., p. 50
0). cit.? p. 81
Stella Kralnrisch, 'The Art oj.\'epal

(Neu York 1964), fig. I\'
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Vaish~avism in Nepal became deeply permeated by Tgntric forms of Saivism and
Buddhism, as is revealed by the popularity of Vaishnava mandalas.

How the Rigvedic Rudra was invested with the attributes inherent in the one hundred
names enumerated in the Satarudr2ja text of the Sukla Yajurveda and how he was transformed
and metamorphosed as the epic-Puranic Siva by assimilating the various cult-divinities
and folk-deities is indeed an enchanting study. The horned deity represented on the wellknown seal from Rdohenjodaro as seated in meditation in a yogic pose, surrounded
by animals, also appears to have been absorbed in the amalgam of the Si\la concept.1
Though ~ r i m a r i charged,
l~
as a member of the Brahmanical triad, with the cosmic function
of sarizhira (dissolution), Siva came to be associated by his exclusive devotees also with the
functions of s?ish.ti (creation) and sthiti (preservation), besides being endowed with the
attributes of anugraha (conferment of grace) and tirobhiva (power of obscuration) and was
visualized in forms appropriate to these functions.
There are references to the worship of Siva in PBnini's AshtidhyrZyi (circa fourth century
BC) and in Pataiijali's Mahibhishya (second century BC).We also get archaeological and
glyptic evidence for Siva worship in India from circa second century BC. I t is not unlikely
that the Sirla-bhigavatas of Pataiijali had some association with the PZSupatas who are
mentioned as one of the five principal religious and philosophical systems in the
Mahibhirata. A teacher called LakuliSa who was the systematizer, if not the founder of the
PgSupata sect and was subsequently deified, flourished between the second century BC
and second century AD LakuliSa had four disciples, each of whom headed a sub-sect of the
PaSupatas. The practices and outlandish behaviour of some of P2Supatas, which had an
older tradition, were frequently commented upon in the religious and literary works of
the early centuries of the Christian era. There also grew up other Saiva sects like
the KgpBlikas and KSl5mukhas of a ghora type and the Vedgnta ~ a i v a sand the Agam5nta
Saivas of a moderate type. The Suddha Saivas, who considered the Agamas to be the
direct revelation of Siva, believed in the three principles o f p a t i , paju and p i j a and relied on
charyi, kriyi, yoga and jfiEna for final deliverance. While the metaphysics of the Kiipalikas
and the K512mukhas ran almost parallel to that of the Suddha ~ a i v a s ,the former sects
believed in the worship of the terrific forms of Siva as KZpSli or Bhairava, involving human
sacrifice, consumption of wine and meat and even raw flesh and blood and admitted women
in the esoteric rites which included sexual orgies. These unsocial and extremist
cult-practices, which were in vogue during early centuries of the Christian era became
pl-ogressi\lely more virulent after the seventh century under the Tgntric influence. Now the
TZntric form of Saivism is known to have close affinities with T ~ n t r i cBuddhism, both
being obsessed by the concept of Sakti worship and visualizing numerous deities of
fierce and weird aspects, some of which are strikingly alike.
1 Sir John Marshall, Mohnjodaro and the Indus Ciuilization (London 1931), pl. XII, 17, pp. 52-56. The
drity is considered by the author as the prototype of h a - P i i u ~ a t i .

Saivism has been the most popular religion of Nepal. Siva has commanded worship
both in the symbolic and the anthropomorphic forms. The symbolic worship in the form
of lihga, however, has been in greater vogue than the worship in human form and is also
older, as is attested by inscriptional evidence. A lihga has been found bearing a fragmentary
dedicatory inscription' dated 388 (AD 466), referring to the litlga and a prcisida (evidently
the temple where the lin,oa was set up). This is followed by a number of inscribed lidgar,
dated in the late fifth and early sixth centuries,' which were named after the persons who
consecrated them-a conventional practice followed in all subsequent centuries. I t is not
without significance that most of these early inscribed lingas (there are scores of uninscribed
ones) were concentrated at Deo-Patan i.e., the area adjoining the Pahpati temple.
Scores of uninscribed lingas, resembling the inscribed and dated ones in form, material
and finished workmanship, are found at Deo-Patan and hundreds of such lihgas are
scattered over the length and breadth of the Kathmandu Valley. These Lichchhavi lidgas
are normally plain and rarely of the eka-mukha or chaturmukha varieties.
As regards the PaSupati temple itself, it enshrines a Chaturmukha-lirtga which though
Guptan in form and concept, is definitely datable to AD 1361 when the temple is recorded
to have been reconstructed and the deity reinstalled, following the destruction and
defilement of the old temple at the hands of Shamsuddin Ilyas in AD 1349. Traditionally,
believed to be ageless, the antiquity of the original PaSupatinBtha shrine may go back
earlier than the beginning of the sixth century AD,which is the date of the inscriptiona
found at Bhasmeivara near the PaSupati Temple, referring to the holy PaSl~)ati-kshetra. I t is
well to remember that the traditional form of PaSupatinatha as Chaturmukha-lin,oa is a
combination of the symbolic and the anthropomorphic forms of h a , which was effected
in India in circa fifth century AX). By the beginning of the seventh century, we find Lord
PaSupatinatlla recognised as the guardian deity of Nepal. In almost all his inscriptions
AmSuvarman styled himself as Pdupati-bha,tjiraka-pddinug,rihifaor Pdupati-bhat!draka)dddnudhyita. Subsequent kings of Nepal also paid obseisance to Lord PaSupati in similar terms
and many of them from AmSuvarman onwards are known to have endowed the holy shrine
with land and other offerings.
We have already seen that the Paiupatas were a prominent Saiva sect in India during
the early centuries of the Christian era. The shrine of Paiupatinatlia was obviously founded
by the PiiSupatas who seem to have been well-established in Nepal during the Lichchhavi
period and are mentioned in some Lichchhavi inscriptions.' Thevery concept ofchaturmukhalinga representing the deity of the PaSupati temple, marks the fusion of the twin eternal
i purusha and prak!.iti. The four visible faces of Tatpurushaprinciples of ~ i v aand ~ a k t or
hlIahZdeva Aghora-Bhairava, Vgmadeva-UmZ and Sad~ojZta-Nandi are cardinally
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oriented, the fifth face pertaining to the higest aspect of Siva.. viz. Islna-Sad~Sivabeing
invisible and incomprehensible to all but the perfected initiates.'
As regards actual representations, we have thousands of plain Sioa-lidgas spread over
the valley and thick clusters thereof at and around the Paiupati temple. These are of various
ages and only a handful are definitely datable, those assignable between the fifth and
sixth centuries having already been noticed above. As the criteria for the evolution of the
plain lingas is not precisely defined, the lirigas stylistically resembling the dated ones should
be of a comparable date and some may even be earlier.
As regards the mukha-lidgas, which combine the symbolic with the anthropomorphic
forms, some examples with one face and quite a few with four faces are known. An
ekamukha-litfga from the Paiupati area with a fine oval face and thick warm lower lip is attributable to circa seventh century. A slightly worn chaturmukha-liriga of circa sixth century is
now set up in the same area on the Bagmati bridge. Two chaturmukha-lifi,oas from Deo-Patan,
which are typical of the class, are illustrated. The specimen from tlie BhuvaneSvari temple,
referrable to circa eleventh century, resembles the main deity of the PaSupati temple and its
principal eastern face representing Tatpurusha-Mah5deva has a handsome physiogn~m~r
with meditative expression. The other specimen from ?'iimreSvara (the metallic mask alone
is visible covering and conforming in contours to the original stone liriga) is stylistically not
earlier than the twelfth century and has the four usual faces of which the north one pertaining to Viimadeva-Um5 actually represents the head of ArdhanBriSvara with the right
half marked by the luxuriant curls belonging to Umii and the left half to Siva as Viimadeva.
The anthropomorphic forms of ~ i v aare also fairly popular and we get representations of Siva in various beatific as well as terrific aspects. Generally, the terrific forms appear
later than the beatific ones which show Siva either alone or more li-equently with his consort
known by such appellations as Umii or Piirvati. Siva depicted seated with his consort and
known in iconographic texts as Urn&-MaheSvara, Alingana-miirti or UinBsahita-miirti
was a favourite theme in Nepal ever since circa fifth century. The earliest inscribed image
of this theme comes from Lalitpur and is dated 495 (AD 473).' During the Lichchhavi
period the composition is simple, showing few attendants which lnultiply by the ninth
century to include Nandi, Skanda, maid(s) of Psrvati, a pair of Siva's attendant-guards,
besides dancing Bhyirigi and host of Siva-ga*as led by Ganapati. The theme of Siva-I'Brvati
enjoying domestic bliss in KailBsa, depicted at Ellora in various contexts, is elaborated in
Nepal and a significant addition made to include the descent of Gang5 so that the
Gahgiidhara aspect is also projected in the same figure. The Himalayan hillscape, with
which the Nepal artist was so at home, is lovingly delineated as the locus of the events.
After the twelfth century the popular theme of Um5-MaheSvara lost its freshness and
vitality and was reduced into an iconographic cliche with TBntric overtones often added
to it.
The ArdhanBriSvara form of Siva, combining the features and attributes of ~ i v ain
one half and of Parvati in the other half, vividly represents the synthesis of the twin eternal
1
2
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principles ofpururha and prakriti or Siva and ~ a k t i which
,
is already implied in the conccpt
of the chaturmukha-liriga. Images of ArclhanBriSvara are occasionally found in Nepal bet\veen
the eleventh and the eighteenth centuries, the earliest known image being carved on a
subsidiary stone shrine, assignable to circa eleventh century, in the compound of the
PaSupati temple.
~ a ~represents
a
a similar
The syncretistic image of Hari-Hara or S a h k a r a - ~ Z r ~ also
concept combining the well-known aspects of V i s h ~ uand Siva in the same image. We have
epigraphic testimony for the foundation of an image of S a l i k a r a - ~ i r Z ~ as
a ~early
a
as year
469 ( A D 567) and find an actual icon of this deity at Deo-Patan, dating from the eighth
century. Images of Hari-Hara continued in vogue till the eighteenth century.
Sculptures of Nataraja are less common in Nepal, the earliest example being known
froin the subsidiary stone shrine, assignable to circa eleventh century, in the compound of
the Paiupati temple. A few images of Nataraja also come from the Sundari Chowk, Patan,
and other monuments assignable to the seventeenth century.
Among the rare beatific manifestations of Siva encountered in Nepal may be
mentioned Chhatra Chandeivara, and EkapZda-Trimfirti. Chhatra ChandeSvara, who is
mentioned in a sixth century Lichchhavi inscription, is represented rirdhva-medhra, threeeyed and four-armed, carrying akshamdli, triirila, kamala and katnandalu and is recognised
by an umbrella placed over his head. Whereas ChandeSa or Chandeivara of the south
Indian tradition is a devotee exalted as a guardian of Siva's establishment, in Nepal
ChandeSvara is a form of Siva himself as is already stated in the inscription cited
and confirmed by the iconographic attributes. Interesting images of Ekapada Trimijrti
from Nepal of circa eighteenth century represent Siva combining the features of EkapZda
and ArdhanZriSvara with adoring Brahmg and Vishnu issuing respectively from the right
and left sides of the waist of the principal figure, who is shown as four-armed. There is also
a two-armed and three-eyed ~ a i v adeity from Aryaghat near the PaSupati temple who is
identified by some scholars as Virfipaksha and assignable stylistically to circa fifth century.
Virfipaksha is a form of Siva as well as one of the Eleven Rudras according to some iconographic texts like the TfiivakarmaSi&aprakdia and the Rripamandana.
The worship of Siva in his terrific form as Bhairava comes next in popularity in Nepal
to the worship of Sina-liriga. Siva was known in his terrific aspect as the god par excellence
of cosmic destruction (samhdra) and death and assumed fierce forms, holding a variety of
lethal weapons whenever he fought the demons. He was also shown as nude and carrying
a kapdla or a corpse when he expiated for the sins of chopping off the fifth head of Brahma
and killing Vishvaksena. Siva also took the forms of Bhairavas to preside as guardian deities
over the Snkti-)i.thas which sprang up a t the spots where fell the severed limbs of Sati. Thus
the Indian iconographic texts already knew of a fair number of Bhairavas, which according
to one reckoning rose to sixty-rour. Under the impact of THntrism there was an amazing
proliferation in the number of Bhairava forms in Nepal, where they are nornlally depicted
in the militant pose known as d i d h a or p r a ~ d l i d h a .They may have two, four, eight, or ten
arms and hold sword and shield, bow and arrow, noose, mace, hammer, spear, trident,
bell, skull-cup and tarjani-mudrtl, etc. in various combinations. They are often shown as
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nude or draped in tiger skin and in most cases stand on prostrate human figures and have a
terrific mien with raised curls and rolling eyes and wear snake-ornaments and mundU-rnili.
Bhairava figures were set up in large numbers during the Malla period as guardians or
protective deities of shrines, villages and settlements.
An image of three-headed, three-legged and three-handed Siva as Jvarahareivara,
combining both terrific and beatific aspects, stands facing the south gate of the sanctum
of the PaSupati temple. All the heads are terrific and the main pair of legs is posed
in iilidhirana, while the additional central leg is folded in padmisana. The three hands
hold akshamild, abhaya and kamapdalu. The image, assignable to circa thirteenth century,
has a n obvious Tantric stamp.
Independent images of Siva's family members, viz. PZrvati, KumSira and GaneSa
are also popular. While PZrvati is invariably represented in the beatific form, KumSira
and GaneSa are depicted both in the beatific and terrific aspects. Originally both KumSira
and GaneSa were lnalevolent folk-deities belonging to the class ofyaksha and pikcha and
had a n obscure and lowly origin. Skanda or KumZra was a bila-graha, i.e., killer of children
and GaneSa caused obstacles and was called Vighna. I t was only subsequently that they
were elevated and drafted in ~ i v a ' sfamily as his sons and assumed the roles of benevolent
deities. Skanda became a protector not only of the human beings but also of the gods and
a personification of heroic qualities and good looks. Similarly GaneSa became popular
with the Buddhists as well as the Hindus as a god of good auspices, assuring success in all
ventures and activities and was invariably represented in Nepal as a guardian of both
Hindu and Buddhist shrines and establishments. As regards their sculptural depiction in
Nepal they were conceived invariably in the beatific aspects prior to the twelfth century
and thereafter they were frequently represented in terrific forins and occasionally even as
blood-sucking deities under TZntric influence.
During the later Malla period Nandi was also anthropomorphised and depicted as
a drummer often with a fierce mien to form a pair with Bhyingi, the two being inseparables
in the popular mind.

RELIGIOUS TOLERATION
Religious strife and intolerance have been unknown in the history of' Nepal and are
alien to her national character. Although the rulers subscribed to the Brahmanical faith,
they liberally patronised Buddhism and revered the Buddhist deities with the same zeal
and devotion that they showed to the Brahmanical divinities. King AmSuvarman, who
proudly styled himself as an ardent devotee of Lord PaSupati, endowed the prominent
Buddhist, ~ a i v aand Vaishgava establishments of his time (early seventh century) without
any discrimination, the scale of endowment being uniform for the PaSupati shrine, the
temple of DolZSikharanZrByana (Changu NSrZyaria) and four Buddhist vi1zirc1.r. The treaties
and agreements signed between the ruling chiefs of the hlalla period invoked the most

important Buddhist as well as Hindu deities of Nepal including Karunimaya and
Machhendranitha, PaSupatinBtha, and Garuda-Ngriyana of Changu Niriyana, T'alcjti
and Guhyeivari, Harasiddhi and Vajrayogini. These dcities, besides a Tcw others, were
not the exclusive preserve of any particular sect but were the national deities of Nepal and
commanded universal homage from all inhabitants of the land, irrespective of caste and
creed. Thus on a particular day in a year Lord Paiupati is worshipped as Buddha himself,
while goddess Tulaji, popularly known as Talejfi is adored as Bhavini by thc Hindus and
as Ugratiri by the Buddhists. Similarly Matsyendranitha (commonly styled Machhendranitha) is equally sacred to the Hindus and the Buddhists who regard him as Lokeivara.
Likewise, MahikZla and Vajrayogini are both ~ a i v aand Buddhist deities, while Sitali
(locally known as Azimi) who is installed in a shrine at Svayambhtinitha is adored by the
Buddhists as goddess Hiriti. A rare instance of cult-syncretism is provided by Budha
Nilakantha, representing Vishnu as SesllaSiy-i who is simultaileously conceived as Nilkantha
Siva by the ~ a i v a sand as Lokeivara by the Buddhists. I t will thus be seen that religious
catholocity and concord have been the way of life in Nepal ever since the time of Amiuvarman (seventh century). All her social and religious institutions are marked by an amazing
spirit of sectarian amity and harmony and this was promoted by the Tintric movement
which was most eclectic in its outlook.
Buddhism in Nepal under the Tgntric dispensation lost its sectarian exclusiveness
and accepted the caste system and the ritualistic bias of Brahmanism. From the eleventh
century onwards hundreds of Buddhist deities were conceived and fashioned under the
influence of Tantrayana and Vajrayina sects, which bore a marked impact of Tantric
~aivism.The THntric fornls of Buddhism and ~ a i v i s mflouiished in the valley simultaneously and their interfusion led to complex iconographical forms revealing Buddhist
deities with Brahmanical features and Brahmanical deities with Buddhist traits, the latter
exemplified by a number of Saiva and Vaishnava deities holding among other weapons
vajra and vajra-glzantli which are usually associated with the Vajraygna deities. The
iconographical synthesis between the Tintric forms of Buddhism and Brahmanism is
graphically illustrated by some figures of KZla and Kili in the Sundari Chowk, Patan,
depicting on their pedestal a frieze showing a repeat pattern of the stC#a alternating with
the Jiva-lings.
Aggressive Buddhist deities trampling on Brahmanical gods and goddesses are seldom
depicted in Nepal, since they are incompatible with the spirit of amity and concord subsisting between the two sects in the valley. This is illustrated by the image of the Buddhist deity
VighnZntaka where Gal~eSainstead of being trampled upon appears as a docile pupil at the
feet of tlie deity, thus softening the aggressive tone of the theme. Another deity represented
in the \'alley is Hari-Hari-Hari-Vihana Lokeivara, which illustrates more the poetic
pun on the word Hari than the spirit of militant Buddhism. Buddhist deities such
as Vajl-ahulikZra trampling on ~ i v aor Vajrajvilinalirka trampling on Vishnu and
Lakshmi, Trailokyavija~aas trampling on Siva and Pirvati could never be popular in
Nepal since these deities militated against the prevailing spirit of reconciliation.

CHARACTERISTICS O F NEPALESE ART
The art of Nepal, like that of India, is deeply religious. Gods and goddesses and their
myths and legends together with the sacred symbols and imagery form the main theme of
this art. The Nepalese artist, however, was not oblivious of nature and the life around, but
these were not given prominence and were normally relegated as background decoration
and were of importance in so far as they subserved the life religious. The Nepalese artists
always had a keen sense for the spectacular and accordingly the sacred legends capable of
dramatic representation specially caught their imagination. Even for the simpler themes of
gods and goddesses which are by their very nature bound by hieratic conventions and
prescriptions they chose unusual twists and angles which imparted them gripping and
arresting appearance.
From circa first century A D Nepal was open to art influences from India. Several
schools of Indian art such as the early Central Indian and Mathura; the classical schools
of Magadha, Sarnath and Central India; the Vakataka, early Kalachuri-Chalukyan and
Rashtrakuta scllools of the Deccan; and the Late Gupta, PHla and Sena schools of eastern
India had impact on the art creations of Nepal. Nepal was mostly at the receiving end of
the art influences from India and yet Nepal did not turn into a regional school of Indian
art but retained her uniqueness and individual character. The Nepalese artists had the
genius to pick and choose such elements of Indian art as interested them and assimilated
the borrowed elements and transformed them into something novel by their magic touch.
Various schools of Indian art enriched and left their impress on the Nepalese art. And as
has been aptly put by Stella Kramrisch '"The complexity of the form of sculpture in Nepal
results from two factors. Nepal is on the receiving end of more than one tradition. Fullfledged they enter the country and are taken up by a living practice of which they become
an integral part. The impact 01- heritage of one such style may continue while subsequently
another style, from a different regional centre in India is being absorbed and finally gains
ascendancy. 'l'hese impacts from outside are the one factor in the fabric of Nepal sculpture.
The other is the local tradition, the ineluctable mode of reception as part of the creativeness
of the Newar sculptor. Fed by Indian sources and sustained by its own vitality the stream
of the Newar tradition carries on a multiple heritage and blends its components. I~lfluences
once received persist and while they are being assimilated this new amalgam is ready to
absorb one more influence. This appears to have happened in a particularly striking way
between the eighth and twelfth century."'
That the process of transformation of Indian elements in the art of Nepal starts as
early as circa first century AD is indicated by the torso of a Yaksha-Bodhisattva,' which is
the earliest sculpture hitherto found in Nepal, combining the features of the early Indian
Yaksha and the illathura Buddha-Bodhisattva types. The sculpture is fully carved in the
round, thougll ~t is more sensitively modelled in the front than at the back. The sa~nabhoriga
1
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stance of the figure and the treatment of the ekdrirrika uttartjra, partly gathered in
the clenched left hand held akimbo, are identical with the early Buddha-Bodhisattva
images of the Mathura school. The modelling of the back, however, follows the earlier
tradition of the Yaksha figures and the manner of the rendering of the buttocks, the A-achchha
of the dhoti and the looped and tassellated ends of the kagtha-hira has close affinities with
the figure of Manibhadra Yaksha from Pawayas.' The sculpture is sylistically assignable
to circa first century AD and attests the direct contacts of Nepal with the earlier central
Indian and Mathura schools.
The next sculptures found in Nepal are attributable to the fourth-firth centuries.
While the twin pieces of Trivikrama Vishnu are dated 389 (AD 467), there are some
sculptures, which are referable to the earlier century. The most notable of these is the socalled sculpture of a king from Mrigasthali,' executed in frontal relief. I t represents a heroic
and earth-bound figure, bursting with energy and standing in samabhanga, with legs apart
and retracted elbows. The broad shoulders, heaving chest and the muscular arms pulsate
with dynamic vitality and swell with the ebb and flow of the inner breath. The two hands
of the figure, the left one clenched and the right one in the vorada-mudri are kept on the
lateral loops of the shawl. The enigmatic figure inspired bv the Kr~shana-Guptaart or India
and having a nimbate and diademmed round face of Nepalese physiognomv. may well
represent a Yaksha or a tutelary deity.
Among sculptures of the fifth century, the standing Buddha from Chabela is
the earliest image of Buddha hitherto found in the Valley. Sculptured in the classical
Gupta style of Sarnath, this image represents the Buddha standing in an elegant dbhahga,
with the two hands broken off. The Master is draped in two pieces of cloth, both
so diaphanous as to fully reveal the modelling of the graceful body in all subtle nuances.
The smooth and luminous plasticity of the figure, the technique of representing the
transparent drapery revealing the vastikosha (membrum virile), the knee-caps and the
upper and lower ends of the clothes and the rendering of the folds of the upper garment
below the neck have striking affinity with the standing Buddha figures from Sarnath.4 The
face of the figure, however, follows the Mathura convention and resembles that of the seated
image of the Buddha, dated year 64 of Trikamala from Bodhgaya6 save in the treatment
of the eyes and eyebrows. O n our figure the eyes are open and extrovert and the eye-brows
are ridged which is a Nepalese feature.
The next batch of three cognate images of the Buddha from Kathmandu, assignable
circa
seventh century stand alike in a graceful dbhariga with the right hand stretched in
to
varada-mudrd
and the left hand raised shoulder high holding the gathered ends of
the
the samghdti. Two of them are represented in two out of the four niches of the prismatic
c h a i ~ aat Dhvaka Baha, which bears an inscription assignable to circa seventh century.
Saga of Indian Sculpture (Bhartiya Vidya Bhawan, Bombay l957), pl. 4(b)
Stella Kramrisch, op. cit., fig. 1
Photograph horn Nepal Deptt. of Archaeology
I). G . A.S.I. Photograph 189163
S. I(.Saraswati. A Surrlty o f Indinn Sculptrrre (Calcutta 1957): p. 13 1. pl. XXI. 92
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The faces of both are alike and lack the luminosity of the Indian Gupta type but in the
treatment of the drapery one faithfully follows the Mathura and the other the Sarnath
Gupta convention of the Buddha figures. T h e third sculpture of the Buddha from
Ramshah Path' also conforms to the Sarnath mode in the treatment of the drapery as well
as the rendering of the body type and the face with half-closed eyes in meditative expression.
Henceforth, the Gupta Buddha from Sarnath became the model for almost all subsequent
standing figures of the Buddha in Nepal.
We have just seen how Nepal felt the impulse of the refined Gupta school of north
India. In an image of &tala a t Patan, attributable to the sixth century, the influence of the
Gupta styles of eastern and central India, particularly Pawaya, is clearly discernible. We
also find an echo of the Gupta-V5kBtaka and early Chalukyan idioms in the
roughly contemporary monumental Yaksha-like
figure of Chakra-purusha seated in
firalatnbapidisana from Aryaghat and more particularly in a later group of narrative reliefs
fi-om Nagaltol, Kathesimbu and Kankesvari, in Kathmandu. These reliefs in the setting of
the Himalayan landscape depict scenes of worship, sylvan sports, dance and penance, etc.
which have been plausibly identified by N. R. Banerjee with the Saiva myths as narrated
T h e modelling of these figures, wearing luxuriant curls and few
in the Kundrasanlbhavan~.~
ornaments, is suave and sensitive and the narrative content is marked by rich sensuousness
and emotional vivacity. T h e gay abandon of the couple sporting with the dancing peacock,
the surprise encounter of the lady with the young lad in a peculiar dress, the serene sylvan
setting of the hills, where Pgrvati is engaged in penance, attenged by two devoted maids,
sparingly dressed like her, the teacher instructing the fair pupil in the dance and the scene
of worship with flowers by the couple with the nude child in between have been depicted
with zest and telling sincerity. T h e modelling of the child in the last-mentioned relief is
indeed strikingly akin to that of child Krishna subjugating t11c serpent KFiliva fi.om tht
Basantpur Palace, Kathmandu. T h e latter sculpture, which is indeed a masterpiece of
Nepalese art, is informed by elemental power and dynamic resilience of movement, \vI~ich
are cl~aracteristicsof the early C l ~ a l u k ~ aart
n of the Deccan.
T h e monumental quality and powerful dynamism of the Chalukyan and Rgshtrakfita
arts are best echoed by the images of Vishnu as Trivikrama from Lajimpat and Changu
Narayana and by the fine series of early Vaishnava sculptures from the latter site, particularly Vishl~uas F'iivarfipa and Garuda NZr5yana (pls. 27 and 19). T h e heritage of the
Rgshtrakfita art which added lyricism is taken up by the early series of' the bronze and
stone sculptures OF Deviss and is continued in the elegant sculptures of Umz-hIa11eSvara
(pls. 47-48).
'I'l~eearly Ilocthisattva type of Nepal ot\.ed much to the contcrnpo~,aryarts of the
Dcc.can anti l'astern India. 'To q t ~ o t eStella Kramrisch' many Indian styles "beca~ne
I,lendcd or compacted and resliaped by the hand of the Newar sculptor who not ollly
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imparted his own creative rhythm to his work but also related it to the life and the people
around him. He reformed or else transformed or replaced the Indian faces of gods by
Nepalese countenances. This process took its course along with a perpetual if unobstrusive
osmosis or infiltration of contemporary Indian form until, from the tenth century, a new
and powerful impact of the Eastern Indian school made itself felt and, from the end of the
twelfth century gained ascendancy over the compounded creative magma of the then
current tradition.
I t is well known that Nepal provided refuge to numerous Buddhist scholars and
artists from eastern India in the wake of the Muslim invasions and the art practices in
Nepal were considerably influenced by them. A direct impact on the Nepal art was that
of the Sena school or rather its derivatives which had its Nepalese centre at Simraongarh
situated in the Nepal Tarai. But the Sena impact did not last long and its was the PZla art
of the eleventh century which had the deepest and most abiding influence on Nepal. The
Newar artist groomed his presentation and added dainty elegance to the sure foundation of
the sensuous and suave modelling derived from the Piila art. He had devised his
own techniques and devices of which counterbalancing the figure and the drapery and
poising tlie composition were important. He presented his subjects from unusual angles
and imparted them amazing lightness and movement. These qualities are present in the
sculptures as well as the bronzes of which Nepal has been an important centre ever since
the seventh century AD. I t may be noted that the inlaying and gem-setting of the bronzes
which were known to a certain extent in India were carried to perfection by the Newar
artists who used them to maximum advantage.
From the thirteenth century Nepal art was characterized by profuse ornamentation
which was carried to an extreme after the fifteenth century. The hlalla art-products of
Nepal of the sixteenth to eighteenth centuries, \\lit11 their over-ornate and flamboyant
appearance are in the full grip of tlie recoco.
BRhHARIIANICAL IMAGES
VAISHNAVA IhlAGES
Vishnu was conceived and worshipped in Nepal, as in India under three main forms
or aspects, viz. para or the highest, the vyfilra or the emanatory and the vibhava or
the incarnatory. I t is, however, noteworthy that between the fifth and eighth centuries
when we first encounter the Vaishnava images in Nepal, tlie heroic incarnatory forms,
capable of dramatic rapresentation, viz. Trivikrama, Varzha, Narasimha and Krishna as
and
~i
Kiiliya-damana are more popular than the peaceful (para) aspects like S e s l i a ~ ~
Garuda-NBrByana.
The para aspect of Vishnu is best represented by GarudZsana form of Vishnu locally
knon,n ;IS Garuda-N515yana. The earliest and the finest image of the tvpe assignable to
circa eighth century comes from Changu Narayana with Lord Vishnu gracefully seated on
his mount Garuda whose plumes form a prabhivali behind the god. The god is fbur-armed
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carrying fruit in the place of lotus, chakra, gad2 and Sadkha. He wears kiri.ta-mukuta
adorned by three circular crests of which the central one is larger and shows a design of
kirttimukha. He also wears nzakara-kundalas, necklace of two strands of pearls with central
bead-pendants, yajiiopauita, wristlets, scarf worn as an udarabandha, and a lower garment
fastened by a belt of chord. The loop of the scarf falling across the thighs resembles a cable.
The god has an oval face with thick warm lips. The image is remarkable for its expressive
quality and dignified bearing which recall to mind the sculptures from Ellora and
Elephanta. Garuda, whose forepart is human and hind part that of a bird, is represented
in the act of flight, both arms out-stretched and the wings fully spread out, resembling the
gorgeous plumes of a dancing peacock. The figure of Garuda is notable for its powerful
chest and the expression of extraordinary dignity and devotion on the face, which is of a
broad set with curly hair, rolling eyes and knit eye-brows.
The same theme is repeated in another image from Changu Narayana, assignable
to circa ninth century (pl. 20A). Garuda here is seen seated on rocks. Although it is identical with the previous image iconographically, it lacks the power, dignity and terse
modelling of the previous image.
The theme is continued in an eleventh century image from Deo-Patan (pl. 2 1B), though
the god there is seated in padmisana on a lotus pedestal which in its turn is being supported
by the same type of flying Garuda. The plumage of Garuda, however, has lost its realism
and is treated as scroll work, fringed by a border of flames, forming the prabhdvali. Garuda
here is represented on a pedestal which is carved with lotus scrolls. Vishnu shows two
flanking female attendants, each standing in tribhanga on an independent lotus pedestal,
the flanking goddess on the proper right carrying abhaya and lotus stalk and that on the
proper left holding a large lotus blossom with both her hands. This image follows the early
artistic convention of representing the god flanked by two female attendants.
We may notice two examples of the same theme belonging to circa sixteenth century.
The example from the Kumbheivara Temple, Patan (pl. 20R) represents the theme in
a circular stele showing the god seated in padmisana on a lotus pedestal with flying Garuda
represented as the mount. The god is flanked on each side by a female attendant, representing Bhfidevi and Sridevi, each standing on a n independent lotus stalk. The sculpture lacks
freshness and vitality. The other example from the Archaeological Garden, Patan is even
cruder but is interesting in that Vishnu is shown riding on the shoulders of Garuda and
carries his attributes in a different order viz. chakra, padma, gadi and Satikha.
Lastly we may also notice an example of Vishnu standing on flying Garuda from
Patan, ,assignable to circa seventeenth century. Vishnu here stands in samabhanga and
carries a different arrangement of attributes, viz. Satikha, padma, gad6 and chakra.

STANDING IMAGES OF VISHNU
The standing form of Vishnu in the para aspect was most popular in Nepal since we
get hundreds of images of tliis type. The earliest such images show Vishnu standing in
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sattzabhanga flanked by Lakshmi on proper right and Garuda on proper left, each standing
on an independent pedestal, that of Vishnu being invariably higher. In many cases they
stand on three lotus pedestals emanating from the same stalk. Standing Vishnu is mostly
represented in the form of ~ r i d h a r acarrying varada-cum-padma, chakra, gadi and iadkha.
In early examples, the god wear kirila-mukuta decorated with three chukra-shaped crests,
the central one being larger and inset with a kirttimukha. The figure also wears ratna-kundalcls,
torque of two strands of pearls with a central clasp, ananta-shaped armlets, wristlets, yajiiopavita, uttarlja treated as a n udara-bandha with side knots, laterally flaring ends and a central
pendant loop and a lower garment secured by a jewelled belt. The pleats of the
lower garment are schematically arranged between the legs in a zigzag fashion.
The pajiiopavita of Vishnu hangs from the left shoulder forming a loop over the pleats of
uttarlja, passes below the uttarlja and is continued down to the right knee. The fluttering
sash-ends of the utlarlja meet those of Lakshrni's garment on the proper right and the cape
ends of Garuda on the left. Three examples of this theme appear to be alike. The example
from Changu Narayana (pl. 25A) shows Vishnu standing on a rectangular pedestal marked
by lotus scrolls issuing from a pPrnagha.ta, while Lakshmi stands on a lotus pedestal
to indicate that she is kamalisani and Garuda stands on a circular rocky pedestal of two
tiers. There are two examples of the same theme from Kathmandu which are now in the
National Museum. One of them shows a similar arrangement of pedestals, though the rockpedestal of Garuda has been left unfinished while in the other case the figures stand on
lotus pedestals. I n the latter case the luxurious treatment of drapery also has been avoided
and the sash-ends of the shawl of Vishnu do not meet those of Lakshmi and the cape of
Garuda, while the loin cloth of Vishnu is of the sakachchha variety without any central
pleat. While the previous two images are datable to circa ninth century, the last one
(pl. 23) may be assigned to circa tenth century.
There is a third image under worship in the open area a t Naxal, which is similar to
the image from Changu Narayana. This style appears to have been continued for at least
three centuries as is indicated by a tenth-eleventh century specimen preserved in the
Archaeological Garden at Patan. A degenerate version of the same theme is seen in a niche
of the KumbheSvara Tank, Patan which may date from circa fourteenth century. The image is
much mutilated and Vishnu has lost the upper two hands with the attributes. The faces of
the figures are completely of the Nepalese cast. This theme survived until the fifteenth century as is indicated by an inscribed sculpture, dated NS 537 (AD 1416) now preserved in
the Archaeological Garden, Patan. Iconographically it continues the same theme but the
sculptural style and modelling are typical of the Later Malla period. The lower right hand
of Vishnu liere clearly holds a lotus stalk. The figures of Lakshmi and Garuda are thick set
and stumpy and a ~iva-liriga is depicted above the halo of Vishnu to indicate the
predominance of Saivism.
The same theme is repeated on the four sides of a circular column which has been
taken by some scholars to be a Siva-liriga. Iconographically it represents the same subject
but stylistically it is degenerate and may date from circa thirteenth century.
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JALASAYANA VISHNU
In comparison to the standing (sthinaka) and seated (isana) varieties, the reclining
(Sayana) type of Vish~wimage is extremely rare. Two sculptures of this theme are well
known, one fi-om Budha Nilakantha of circa seventh century AD and the other from Balaju
which is of later date. The image at Budha Nilakantha is enshrined in a square tank fed by
natural fountains and represents a colossal figure of four-armed Vishnu reclining on
Adi~esha.His lower right hand held in the varada carries a circular fruit. The remaining
hands carry chakra represented as a wheel, gadi and Salikha. He lies on the coils of the
Primordial serpent whose hoods numbering eleven provide a canopy over his head. He
wears kiri.ta-mukula, ratna-kunhalas, ananta-shaped armlets, wristlets, torque, uttarzja treated as
on udara-bandha with side knots and two jewelled loops and lower garment fastened by a
jewelled belt. Scales are represented all over the coils of the serpent. This monumental image,
characterised by elemental power and heroic proportions shares the modelling and features
of the early images of Vishnu from Changu Narayana. The convolutions of the niga.r are
comparable with those of the Kzliyadamana image from the Basantpur Palace, Kathmandu
and the lower part of the Vishnu ViSvarfipa from Changu Narayana.
The later image fi-om Balaju is smaller in comparison though still colossal and differs
fioni the Budha Nilakantha in carrying divergent attributes in the two upper hands.
IVhile the Budha Nilakantha represents the familiar Sridhara form of Vishnu, the Balaju
image carries akshamili in the upper left hand and flask in the upper right hand, representing Vishnu as reclining in yoga-nidri.
INCARNATIONS O F VISHNU
Of the DaSZvatZras of Vishnu early sculptural representations are available only of
Vargha, VZmana or Trivikrama, Narasimha and Kyishna. Representations of the remaining
Avataras or of'the full complement of the DaSZvatfiras are not earlier than the Later R,Ialla
period.
The Varzha form is represented by the powerful sculpture of the god locally called
Dhum-VarBha at Kathmandu assignable to circa sixth century. The god is represented as
two-armed standing in pratyilidhisana with a boar's head and a human body. His right foot
is being supported in adoration by the great serpent. The god has placed his right hand
on his waist indicative of his strong determination and holds a Sahkha in his lert hand. He
is caressing with his snout the petite delicate figure of Prithvi who has been
supported on his powerful left arm. Although the figure is not as colossal as the famous
Udayagiri VarHha, it is equally powerful and has bulky volume and proportion imbued
with dynamic energy (pl. 33B).
The KyishngvatHra represented by the image of Kyishna subjugating Kzliya Gom
the Basantpur Palace, Kathmandu is roughly contemporaneous with the above and shows
the prodigious child-god trampling on the head and shoulder of the powerful serpent who
is writhing in helpless indignation. The lithe movement of Klishna and the massive proportions of the serpent and his convolutions are remarkable.
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The Trivikrama form of Vishnu, incorporating the VHmana incarnation, caught the
special fancy of the Nepalese artist and is represented by four images whicl~ are described
below :The image from Lajimpat labelled as Vishnu Vikrintamarti, dated in year 389 ( A D
467) represents eight-armed Vishnu as Trivikrama, dynamically striding the universe in
three paces. The left leg of the god is flung up to the level of his forehead to span the heavens
(svargaloka) and is violently stretched in one ascending oblique line with his right leg,
planted in the pitila-loka (nether world). His right foot, which Namuchi, an associate of
Bali, is trying in vain to dislodge, is caressingly supported on the palms of Adiiesha and his
consort. Beneath the outstretched left leg of the god is represented Vishnu disguised as a
two-armed puny valuka (VZmana) receiving the gift of the three paces of' land which he
had asked of king Bali, who, bent with devotion, is pouring water from the gold pitcher
held in his hands to confirm the gift. Behind Bali stands his delicate petite queen VindhyZvali with hands Colded, followed by two attendants of the sacrificial horse, one standing and
the other seated, both holding their respective right hands in the stuti-mudri. The seated
attendant carries a sword in the lert hand. Behind the standing attendant is represented
in relief the sacrificial horse with the y c p a (sacrificial post) depicted in the background.
The lert foot of Trivikrama, lifted head high, is in contact with the terrific face of Rzhu
or Brahmznda. Beneath this foot is shown the figure of JzmbavZn ( ? ) cutting somersaults
while playing on a drum held in his hands. The main right hand of Trivikrama is held in
kati, the remaining right hands hold gadi, chakra and the patiki-mudri. The main left hand
carries bow (mutilated), while the remaining left hands carry shield, Sankha and the tarjanimudri. The god wears kirita-mukuta widening towards the top, ear-pendants, torque, udarabnndha with its conspicuous knot and pleated ends fluttering down on the right side, vanamili
and a lower garment fastened by a belt. O n the right flank of the god is represented the
slender figure of two-armed Lakshmi carrying lotus stalk and scarf and floating in the air
to approach her Lord. She is followed by Garuda who is depicted as a winged human
figure, with hands in afijali, flying towards his Lord. Above Garuda is shown a
flying vidyidhara with hands rolded. The image is worn out and defaced and carries a
two line inscription in the Gupta script on the pedestal.
The figures of Lakshn~iand Vindhyzvali are slender and recall the Pallava female
forms in their delicate and sensitive modelling. In contrast to these is the powerful
monumental figure of Trivikrama imbued with ele~nentalenergy and dynamism which
are vividly portrayed by the dramatic stance of the god and heightened by the sweep of
the god's vananlili. the fluttering knot and pleats of his scarf, the helpless attitudeofNamuchi
clinging to his right foot, the sudden twist of the head and the snake-hoods of Adiiesha,
the floating lotus pedebtal of Lakshmi who is thrown off in the air, the vigorous flight of
Garuda and the violent solnersault of Jgmbavzn (?).
Although the principal elements of the story are already present in the Trivikrama
relief from Pawaya of the Gupta period and on the more elaborate rock-cut sculptures at
Badami (sixth century) and hiahabalipuram (seventh century), the monumental energy
and the dramatic vigour of the Nepal image anticipate the art of Elephanta and Ellora.
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Its stance and tense vigour are strongly reminiscent of the sculpture of Tripuriintaka
(DGA Photo No. 804 of 1955) from the corridor of the Kailasa at Ellora.
Such dynamism is not found in the Indian art of the fifth-sixth centuries and even
the RZshtrakfita art of India has not produced a more powerful image of Trivikrama.
The image or Vishnu Vikrgntamiirti found on the confluence of the Tilganga and
the Bagrnati (pl. 14) appears to be a poor copy of the image from Lajimpat, though it looks
relatively fresh and shows the inscription on the pedestal in excellent preservation. I t is
obviously the handiwork of an inferior artist and lacks the power and dynamism of the
Lajimpat figure. Its main figure has no strength and even the modelling particularly of the
arms is poor. The way king Bali is shown pouring water from the golden pitcher is far from
convincing. The figure of queen following the king also lacks delicacy. The head of flying
Garuda is disproportionately large and most of the subsidiary figures lack animation and
coordination.
Vishnu as Trivikrama from Changu Narayana is represented striding the three
worlds with his right foot firmly planted on an ornate pedestal on the ground and the left
leg flung up to heavens in a straight line with the right leg. The right foot of the
god supported by worslipful Adiiesha and adored by a female figure probably Bhti-devi
represented half emerging from the p6tila with an offering of basketful of flowers, is being
vainly dislodged by Namuchi, an associate of king Bali, wearing a head-dress representing
jatci-nzukula, kundalas and a heavy torque made of three strands of pearls. His left foot is also
being supported in supplication by Riihu, whose bust is shown with a grotesque face and
dishevelled hair and wearing kundalm of two types, besides a torque. The god is eightarmed. The lowest pair of hands is broken. Of the secor~dor the main pair, the right one
is stretched out in the p a t i k i pose, while the left one is held in the tarjani-mudri. The third
pair carries a sword and gadi, while the uppermost upraised pair of hands carries chakra
and shield. The god wears kiri.ta-mukula, squarish ratna-kundalns, kanthi or three strands of
pearls, yajiiopavita of pearls, jewelled armlets, wristlets, udara-bandha with a looped knot on
the left side and fluttering sash-ends on the right and a lower garment with a brocade
border reaching below the knees. Beneath the legs of the god is represented his two-armed
dwarf form (Vamana) as a young brahmachirin wearing only a deer-skin which passes below
his right arm and reaches up to the knees. He is shown accepting an offering made from a
large bowl held in the left hand of king Bali, who stoops in humility and also oifers water
from a golden jug held in his right hand to confirm the gift asked for by the wily dwarf.
King Bali, who is very modestly dressed as a yajamina in a lower garment and a
scarf (uttariya) without any jewellery and crown, is followed by his queen represented
standing in a graceful tribhartga. O n her left stands the ASvamedha horse, below which
is seated a guard wearing turban resembling jali-?nuku.ta and carrying what looks like a
bow and a mutilated sheaf of arrows. 'The front feet of the horse whose head is represented
turning back gracefully are placed on a sacrificial pedestal. Behind the horse peep out the
heads of two soldiers with hair-dress resembling jati-bhira; one of them is sl~ownas wielding
a sword and the other holding a gadi. Above them is represented a boyish figure hurled
down from heaven by the thrust of the god's left foot. 'l'o his lert is depicted JfimbavBn
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flying with hands in aiijali. O n the corresponding right side appears the flying suave figure
of winged Garucja in full human form with hands in aiijali. To the right of Garuda stands
on a full-blown lotus in graceful tn'bhaltga Lakshmi carrying a long winding lotus stalk and
scarf. Above the oval halo of the god and on both flanks of it are represented clouds, with
the orbs of the sun and the moon of equal dimensions, flanked on each side by a flying
vidyidhara carrying a garland. The pedestal of this image shows geometrically treated floral
carvings, done in low relier. This image is made of greenish grey stone and appears to date
from circa eighth century. The figures of Lakshmi and Vindhyzvali are very sensitively
modelled and both wear a net type of head-dress with a fillet (adding a triangular diadem
in the case of Lakshmi), patra-kundalas, torque of one strand of pearls (ekivali) with
a cylindrical bead-pendant, armlets, bangles and anklets, besides an uttarljla (scarf) and
lower garment secured by a jewelled ~zckhaliof three strands with a central clasp.
This figure repeats the theme of the Lajirnpat image with difference of details and is
much better preserved. I t not only maintains the classical quality of the Lajimpat image
but carries fonvard its vitality and dynamism to a more dignified pitch, with a
in the central part of
touter modelling. Teclinically, it is better finished with a perforatio~~
the stele to permit three-dimensional treatment of the arms of Trivikrama. I t is worth
noting that Rzhu is represented here as adoring the uplifted left foot or the god and flying
JHmbaviin is clearly depicted below RHhu, while the horse in the Lajimpat image is
shown with a tilted agitated head, participating in the drama being enacted.
Sikha Narayan has also yielded an image of eight-armed Vishnu as Trivikrama
a , Namuchi,
(pl. 16). The right foot of Visl~nurests on a lotus seat, upheld by S e s h a n ~ ~while
an associate of king Bali, tries in vain to dislodge the foot. The left foot of the god is flung
up neck high. His main right hand is stretched out in the danda-hasta pose while his main
left hand is held in the tarjani-mudri. The remaining right hands carry fruit (varada), sword
and chakra. The remaining left hands carry gadi, iarikha and oajra. The occurrence of vajra
is significant showing Tzntric Buddhist influence. On the proper right flank stands the
figure of two-armed Lakshrni on lotus-seat carrying fruit (varada) and lotus flower with a
long stalk. O n her right stands winged Garuda in human form with hands
in aiijali. Below Lakshrni is Adiiesha in human form and below Garuda is a female
figure emerging from the earth with hands in aiijali, representing Bh6-devi or
MahZSvetZ. Below the stretched leg of Vishnu is represented the scene of Vishnu as a
dwarf brahmach8rin carrying a stick in the left hand and approaching Bali who
is represented dressed as ayajnmitla carrying a golden pitcher in the right hand and a basket
of offerings in the left hand. O n his left stands his queen VindhyHvali on whose left again
stands sukr5chzrya with the right hand in vyikhyina-rnudri, warning Bali against his rash
act of charity. Adjoining S u k r a c h ~ r ~isaa yfiha (sacrificial post), complete with a garland
and fluttering banner, on a platform with the sacrificial horse standing in front. Behind
the horse are depicted two of its warrior attendants each holding a sword. Curiously enough
one of the warriors wears a hair-dress resembling ja!ri-bl~ira. An asura is shown plunging
downwards beneath the left foot of Vishnu which is being worshipped by RBhu, represented
with a broad terrific face with bulging eyes. Beneath RZhu is depicted JZmbav5n seated in
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virisana with his hands in a@'aIi. The oval halo of the god is flanked by nidyddharar carrying
garland and by two gods (probably Brahms and h a ) whose heads alone are seen wearing
jafd-muku!a. They peep out of a thick screen of clouds which is schematically depicted.
O n either side are depicted circular orbs representing the sun and the full moon.
This is a medieval version of the same scene with the self-same dramatis personae as
represented on the Lajimpat and Changu Narayan images, but completely devoid of
animation and without any inter-relation between the figures of the narrative. All the
figures are depicted in a full frontal pose and are completely wooden and static. Even the
great god is a mere caricature of the old dynamic one. From the degenerate style and
the attribute of vajra indicating the creeping influence of Tsntricism the figure is attributable to circa eleventh century
in a terrific attitude, rip open the
Four-armed Narasimha standing in ~!~atyilidhi.rana
chest of HiranyakaSipu with the main pair of hands and carries a bunch of flowers in the
upper right hand and a full blown lotus in the upper left hand. But for the head which is that
of a lion complete with manes, he is entirely human in form. His manes rise like flames in
anger. H e wears a kanChi of a single strand of large pearls (ekiivali) with a cylindrical beadpendant, vaijayanti-mild in the upavita fashion, ananta-shaped armlets, wristlets and lower
garment, decorated with stripes and diamond design. He is flanked on the right by
two-armed Lakshmi standing in samabhatlga and carrying a fruit-like object (probably
bilva) and a tall winding stem of lotus flower. The modelling of this figure shows grace and
elegance. She wears a net type of head-dress adorned by a jewelled fillet, batrakifidalas,
kanfhi (similar to that of the god) broad bunches of armlets and bangles, and
anklets, besides a scarf on the upper body shown by faintly incised lines and tlie usual
diaphanous lower garment reaching u p to the ankles and fastened by a jewelled mekhali
of three strands with a central clasp. O n the right of Laksl~mi,a little below her, stands
winged Garuda in human form with hands folded. O n the proper left of the god stands a
moustached attendant (probably Vishva-kena) wearing a peaked cap and a long coat
resembling the Iranian chogha fastened by a tight belt of cloth. With his right hand held
up in the stuti-mudri (praising attitude) and a long staff in his left hand, he resembles Danda
in the Siirya images. HiranyakaSipu wears hair resembling ajati-bhira and heavy kundalas,
while his torque, armlets, wristlets and lower garment resemble those of the god. His right
hand clasps the gadi which has partly broken and fallen clown, while his left hand
is dangling down helplessly. The broken gadi alludes to the blow he dealt to a pillar in his
palace cllallenging Prahlzda to prove the omnipresence of Visl~nu.He actually stands on
rocks indicating that he represents Girija-Narasiri~hawhile beneath liini are shown two
nigas (meant to be Seshanaga with 1lis consort) with hands in aiijali standing as it were in
waist-deep water indicating tlie nether regions and the cosmic aspect of the scene. The
oval halo of the god is flanked on the right by three-headed bust or Brahma emerging
through clouds and carrying abhaya-cum-akshanlili and a flask type of kanlandal?~in the
two hands. Rrahrnii wcars jati-bhira and torque (or the same type as the principal god)
and has extended ear-lobes. O n the left are seen busts of two gods similarly emerging fi-om
the clouds representing heaven; the right one is Indra carrying lotus and vajrn and ccaring
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kiri.!a-muku.ta, kun&la.s, torque, armlets, wristlets andyajiiopavita. He is shown as Sahasrghha
(thousand-eyed) with numerous eyes represented horizontally in two rows on his chest
and shoulders, besides the third eye appearing on the forehead. The god on the left wearing
ja!i-jtita and carryig varada and kaman&lu, probably represents Siva as a Yogin. The
fallen three-peaked jewelled diadem and the broken top portion of the heavy gadi of the
demon are shown in a cavity of the rock, below the left foot of the god. This image, made
of greyish black lime-stone appears to belong to circa eighth century. This is a powerful
sculpture showing elemental energy and dynamism, though it suffers from the handicap
of frontality.
Vishnu as ViSvartipa (pl. 28). A good part of the upper right corner of the stele
is obliquely broken off. From what has survived, the god appears to have had ten heads.
The uppermost head (really a bust complete with two arms) wears a jati-mukuia though
mutilated, and obviously pertains to Brahm5, which is confirmed by the occurrence of a
seated four-armed image of Siva on the proper right flank (it may be presumed that the
corresponding missing figure on the left flank represented Vishnu). The remaining nine
heads are arranged in three superposed rows. The god is ten-armed. The right hands hold
fruit indicating benediction (varada-mudrti), a double axe, sword, bunch of arrows and
chakra. The left hands carry gad2 (kaumodaki), a tall bow (Siniga), a highly ornate cushionlike shield, peacock feathers held like chimara and Sahkha. The god stands in samabhofiga.
His feet are supported by Bhti-devi, half emerging from the earth, as well as by the flanking
nigartijas, who stand in chest deep water flanked on each side by a pair of
elephants (diggajas). Bhti-devi with the nigarijas and the elephants of the right flank are
separated from the lower panel depicting seshaSgyi Vishnu by the long staff (musala),
held in one of his right hands.
The lower panel represents Vishnu reclining on the coils of Adi~eslia.The god, who
may alternately represent Sarikarshana, is four-armed and carries a powerful musala
in the lower right hand, tall standard crowned by a double-faced makara as well as a ploughshare (a combination of hala and ntakara-ketu) in the upper left hand and a flask in the lower
left hand.
ViSvartipa is flanked on each side by a flying figure can-ying floral offerings, perhaps
representing Lakshmi and UrvaSi (or Bhc-devi) which are represented above the nigar
and the diggajas. 0 1 1 the left of the left female figure is represented a stalky figure of flying
Garuda in human form with hands in atijali who is recognised by his wings, serpent-garland
and plumes arranged as a three-tiered prabhivali. O n the right of the right female figure is
represented two-armed figure of perhaps Arjuna w~ithhands in aiijali carrying a long bow
(gindiva) leaning against his right shoulder. He is distinguished by a mailed coat as befits
a warrior and wears kiri.ta-mukufa, kundalar, torque and wristlets, resembling those of the
main god.
O f the nine heads of the god, the three lowest are treated like those of RIaheSa-mtirti,
the central one wearing kirila-mukuta pertains to Purushottama, while of the two remaining
heads, which wear a slightly different type of kirifa-mttkula, the right one is terrific and the
left one is of the female type with thick lower lips and a tender expression. The right head
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wears a sarpa-kundala and is shown as terrific with bulging eyes, a third eye on the forehead,
gaping mouth, exposed teeth, and knit eye-brows, resembling the Aghora form of Siva,
but dons a kirtta-mukula adorned by a skull. The three heads of the central row are all alike
and wear the same type of kirila-mukuta and ratna-kundalus as the middle head of the lowest
row. Of the next upper row, the central head wears a ja.tii-mukula pertaining probably to
Brahmz, while the head on the right wears a kirila-mukuta of the same type as worn by the
female head of the lowest row. The main face (the central one of the lowest row) of the
god wears a kirila-mukula adorned by three circular medallions, the middle one being
larger. He also wears circular ratna-kundalas, torque of a single strand of pearls (ekrivali),
yajiiopavita, wristlets, udara-bandha and a diaphanous lower garment with schematically
arranged folds between the legs. The scarf falling over the thighs is connected with the
udara-bandha, which shows side-knots higher up and hanging sashes lower down.
O n the surviving portion of the proper left side of the backslab are seen at least two
rows of bearded ascetics wearing jali-mukula with emaciated bodies. The corresponding
figures on the right side, which are well preserved, show the following (from the bottom
upwards:) 1) Two ascetics wearingjatg-mukuta with hands in aiijali; 2) Four Lokapslas in
two rows, the upper row showing Indra and Yama both wearing kiri!a-mukuta; the former
carrying flower and vajra and the latter carrying staff. The lower row shows Varuna
carrying piia and Kubera wearing a gorgeous coiffure falling on one side, carrying
purse. 3) Five successively superposed rows of ascetics wearing jatd-mukuta with hands in
aiijali. O n the top of this side is represented four-armed Siva seated on lotus and carrying
varada, rosary, tris'iila and flask. He is flanked on the right by the solar disc. The missing
counterpart on the left may have been carved with figures of Vishnu and a disc of the moon.
The stele is practically perforated around the heads of the god and the little ledges
connecting the heads with the back-slab are utilized for carving attendant figures of flying
vidyridharas with hands in afijali, diving figures with hands in aiijali, mailed figures carrying
bow and arrow etc.
The flying figures of Lakshmi and UlvaSi (or Bhfi-devi) wear a triangular diadem on
the head. The modelling of these female figures, the main god, the reclining Vishnu lower
down and particularly of the elephant figures is noteworthy. This image dating from circa
eighth century recalls to mind the vigour, dynamism and the compositional arrangement
a
Parel, Bombay.
of the colossal figure of seven-headed ~ i v from
This is a powerful representation of Vishnu as Supreme God who encolnpasses within
himself the entire cosmos. The transcendental power and immeasurable dimensions are
expressed through the vertical extension of the heads in the space and through the spreading arms and the swelling chest, heaving with tlie latent supernatural energy. The diving
and soaring divinities hovering round the god-a concept taken from the Lingodbhava
form of ~iva-also stress the same idea. ViSvariipa pervades the universe with his
feet planted in the nether regions (pitila-lota) indicated by the nrigas and with his uppermost head piercing tlie heavens, which are shown by the representation of the sun and the
moon (the latter broken off) at the top of the stele. The same concept is expressed in terms
of horizontal extension by the portrayal of the four diggajas and the four Lokapfilas.
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The threefold arrangement of the heads emphasizes the triple cosmic furlctions of
creation, preservation and dissolution. The ideas of dissolution and creation are epitomised
in the compositional arrangement of the stele itself. From the Sesha~fi~i
aspect of the god,
in the lower field, representing the static stage of dissolution, emanates as it were the main
form of ViSvariipa like a lotus-stalk culminating in the crowning head of Brahms who
symbolizes creation. This great emanation is being watched with bewilderment by an
admiring galaxy of gods and rishis who crowd round ViSvariipa. This image indeed attempts
a comprehensive visual representation of the Vedic myths of creation, a synthesis of the
four zyahar and the grand concept of Vishnu as Virfit-riipa as propounded in the Bhagavadgiti. The image shows remarkable agreement with the Virfit-riipa of Krishna as described
in the Bhagavadgiti and the identification is reinforced by the presence of Arjuna depicted
as a mailed warrior carrying his gindiva bow.
IMAGES O F SDRYA
Siirya is the most important of the Vedic solar deities which were collectively known
as Adityas. Their number, indefinite in the early Vedic text, was later fixed as twelve,
tliough there was no rigid uniformity regarding their names and attributes. Siirya, as the
visible celestial luminary, was represented in the beginning and, often subsequently, in
the form of an orb, disc or wheel. The cult worship and iconography of Siirya absorbed, in
course of time, many features of Iranian sun-worship which are reflected in the so-called
udichya-vesha given to the god, comprising a long coat, often armoured, trousers and high
boots and some peculiar beliefs and practices connected with sun-worship. Representations
of the sun-god start in India from the first century BC and become popular from
the Kushana period onwards. Siirya figures among the most popular Brahmanical gods
and was worshipped either independently or together with or as a constituent of
the Navagrahas, which were propitiated to ward off evils and diseases and to
ensure happiness and prosperity.
Sun-worship was popular also in Nepal and we have epigraphical evidence for the
installation of an image of the sun-god1 in the year 402 (AD 480) during the reign of the
Lichchhavi king h4finadeva. Djo Siirya image, however, is hitherto known from the
Kathmandu Valley of a date earlier than the eleventh century.
The earliest known (pl. 67) image comes from a water-conduit at Naxal, Kathmandu
and is now preserved in the National Museum, Kathmandu. Besides being the earliest, it
is also remarkable in several other respects like investing the god with the udichya-vesha
(northern dress) comprising the tunic, trousers and the high boots. The kirita-mukuta with
This particular sun-god was called Indra (Indro nima divikarah). Gnoli, op. cit., p. 10. It is interesting
to note that Indra is mentioned as one of the Adityas in the Atharvaveda and the Taittiriya Brdhmana (I, 1 , 9,
1-3). Indra is also referred to as one of the Twelve Adityas in the Suprabheddgama, Gopinath Rao, Elements
of Hindu Iconography, Madras, 1914, I , Appendix C, pp. 83-84) and also in the Bhavishya, Kiirma and Bhgauata
Purd!~asand the $abdakalpadruma (N. K. Bhattasali, Iconography of Buddhist and Brahmanical Sculptures in the
Dacca Museum, Dacca 1929, p. 155).
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conspicuous collars are among its exceptional features. So are also the two kneeling devotees
on the flanks which are associated with the images of PadmapZni LokeSvara dating from
the ninth-tenth centuries. The dignified physiognomy of the god with wide open eyes, the
symmetrical arrangement of the various constituents, the detailed treatment of the lotus
blossoms held in Siirya's hands and crisp rendering of the lotus scrolls on the prabhduali
are noteworthy. The god stands in samabhanga and carries full-blown lotus flowers in the two
hands with palm-lines deeply incised (the deep incisions look suspiciously modern). He is
draped in a double-breasted tunic with wide collars secured by an udara-bandha with a broad
suspended loop and sash-ends fluttering schematically like a fan on either side. Below the
udara-bandhu is seen a jewelled waist-band with a central clasp securing the lower garment,
though it is not at all clear where the tunic ends and the lower garment begins. The lower
garment which is tucked into the high boots looks partly like trousers and partly like dhoti
with centrally suspended folds and slightly spreading lateral folds. The image is inscribed
and dated NS 179 (AD 1058), the inscription referring to the god as Adit3,a (pl. 70A).
The next image of the sun-god, originally from Thapahiti, Patan and now deposited
in the Archaeological Garden at Patan, is inscribed and dated NS 185 (AD 1065) and refers
to the god as hdaladipa. I t represents Siirya as a well-built stately figure without boots,
flanked by Danda and Pingala, each standing in an easy tribhanga and holding a staff. The
flanking figure on the proper left also holds a chdmara. I n the absence of the distinctive
iconographic attributes, it is, however, difficult to distinguish Danda from Pingala. Siirya
wears a kiri.ta-mukuta and is dressed and ornamented exactly like contemporary standing
figures of Vishnu and PadmapBni-LokeSvara. The treatment of the udara-bandha and the
lower garment with the suspended loop and the central lateral folds indeed hark back to the
ninth century convention.
The next image of Siirya from Saugal Tol, Patan, inscribed and dated NS 203 (AD
1083), is almost a replica of the previous image, but with a taller build and a higher crown
for the main god.
The next Siirya image, fixed in a small shrine at Bhaktapur, stands on a large lotus
pedestal. From the same lotus stalk stem smaller lotuses harbouring seated figures of the
remaining eight planets, arranged in a mandala, which together with the principal figure of the
sun-god constitute the Navagraha group (pl. 70B). Chandra and Mangala, seated on the
proper left and right flanks of the halo of S6rya are easily identified by their respective
attributes, viz. a pair of lotuses and a Sakti held in the hands. Below Marigala and Chandra
are depicted respectively Brihaspati and Budha, recognised by the akshamdd and bow.
Again below Brihaspati and Budha are shown respectively ~ a n and
i
Sukra, the latter
identifiable by the aksha-maid and kamandalu. The lowest pair comprising R B ~ and
U Ketu
are easy to recognize, the former by the sword and the latter by the depiction of only the
bust with hands held in aiijali-mudrd. The modelling of Siirya who stands under an umbrella
follows the model of the two dated images, just described, though the forelegs are stiff and
wooden and the central pleats of the lower garment are arranged much too mechanically,
suggesting a twelfth century date for the figure.
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Roughly contemporary with the above is a stele showing standing Siirya flanked by
~ i v aand Vishnu and riding in his chariot drawn by seven rearing winged horses. Among
Siirya's personal retinue we have, in the middle below Sijrya, charioteer Aruna driving
the chariot and at the two ends UshH and PratyushH shooting arrows. Siirya and
all members of his personal retinue are represented wearing armoured coat which stands
in sharp contrast with the bare upper bodies of ~ i v aand Vishnu. The sensitive modelling
of the body type of ~ i v aand Vishnu follows the ninth century convention but the disproportionately large round faces betray a later date.
Siirya driving a chariot of seven horses and accompanied by his charioteer and UshZ
and PratyushZ became a very popular type which continued down to the eighteenth
century. An example of this from Banepa dated NS 514 (AD 1394) introduces beneath the
chariot two demons, weilding gadci and representing the forces of darkness, who are being
shot at by the twin archers UshZ and Pratyusha (pl. 72A). Siirya here has a typical Nepalese
face with a broad forehead and a smiling expression. A variant of the above type is found
enclosed by the eight other grahm in a mandala, the entire composition comprising the
image of the Navagrahas dominated by Sfirya. One such image in Tabahal, Kathmandu
is dated NS 583 (AD 1462).
One of the niches on the eastern side of the Siddha Pokhari at Bhaktapur contains
an image of Siirya riding a similar chariot and with the same complement of companions
but enclosed by as many as sixteen Adityas, each carrying, like the principal god, a pair
of lotus blossoms held by the stalk. The image is dated NS 589 (AD 1468).
Side by side with standing figures of Siirya we also get figures of the god seated in
p a d m ~ a n ain his chariot drawn by either one or five or seven winged horses, and represented
with or without attendants or companions. An image of Siirya from Kirtipur, dated NS
772 ( A D 1651) presents an interesting variant of this type which shows Siirya seated in
padm8~anaon a couchant horse (pl. 69A).
We may now notice the aberrant types of Siirya images. A worn out circular stele
from Sikha Narayana of circa sixteenth century shows Siirya seated on a throne which
is placed on the usual type of chariot drawn by seven horses and with an unusual by
large crowd of companions and attendants arranged below and on the sides of the
main figure.
A badly defaced contemporary square stele from the KumbheSvara Tank at Patan
shows Siirya standing in the usual type of chariot accompanied by a multiple group of
figures, besides the usual companions. BrahmZ and Vishnu are represented on the right
and left flanks and Siva above the head of Siirya indicating that the founder of the image
was devoted to all the gods but considered Siva as the highest. I t is interesting to note that
two worn out figures each perched on a lotus pedestal and resembling Buddha, are seen
flanking the canopy of the umbrella depicted in the upper field of the stele, suggesting the
thoroughly eclectic religious inclinations of its founder.
Two figures of Siirya of the seventeenth century betray clear impact of T k t r i c
influence. One of them from the Sundari Chowk, Patan shows Siirya, with his ~ a k t on
i
his lap, seated on a lotus pedestal marked by a winged rearing horse. Siirya is four-armed,
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carrying, besides the usual pair of lotus blossoms, abhaya and kalaia. An interesting feature
of this image is its background of clouds, represented in the Chinese style. The other image
from Hanuman Ghat, Bhaktapur represents four-headed and ten-armed Siirya standing
in 6lidhisana on a pair of recumbent horses. Besides the usual lotus blossoms held in the
main pair of hands, Siirya also carries abhaya, rosary, arrow and javelin in the right hands
and shield, bow, goad and varada in the left hands.
Independent images of Chandra are also available to a limited extent in Nepal, but
none of these is assignable to a date earlier than the Late Malla period. According to the
iconographic texts Chandra or Soma should hold a pair of kumudas (white water-lilies) and
his chariot may be drawn by either horses or geese. In actual practice the Nepal artists only
replaced the seven horses by the seven geese and modelled the Chandra image after the
familiar Siirya icon. No distinction was made even in regard to the attributes held in the
hands and Chandra was represented, like Siirya, holding a pair of lotus blossoms, wearing
armour and riding in a chariot, accompanied by the charioteer flanked by the two female
archers shooting arrows. Of the two representative Chandra images, one from Gokarna,
assignable to the eighteenth century (pl. 68A), is simpler, while that from Gaidhara, Patan,
datable to circa seventeenth century, depicts the god surrounded by the other members of
the Navagraha group including Siirya in a mandala (pl. 68B). In both of them Chandra
can be distinguished from Siirya only by his chariot drawn by seven flying geese in the
place of horses.
Lastly we may note a pair of terracotta figures from Rani Pokhari, Kathmandu
depicting a two-armed god holding kumudas (water-lily blossoms) in the hands and riding
a crocodile mount. Since Chandra holds water-lilies and is believed to have emanated
from Varuna whose inount is crocodile, Chandra has bee11 depicted riding a crocodile asis
prescribed in the illustrated iconographical text of the Pratish.thilaksha!zasira-samuchchaya,
published from Nepal as Devatcichitra-sarizgrahitmaka, I, (Kathmandu, 1963), p. 59.
There is a small terracotta shrine on a watertank at Bhaktapur which enshrines tlie
terracotta figure of a two-armed god holding lotus blossoms and riding a peacock. Since
Mangala is believed to have emanated from Kzrttikeya whose mount is peacock, the god
is identifiable with Mangala. I t is interesting to note that peacock has actually
been prescribed as a vtihama of Mangala in the illustrated iconographical text of the
Pratishlh~lakshunasirasa~~zuchchaya,
p. 60.

IMAGES OF SIVA
The symbolic worship in tlie form of linga is conceptually older than tlie
iconic worship of Siva in India. That this was true also for Nepal is proved by a number of
,
to the fifth and sixth centuries A D found in the Valley. The practice
inscribed l i n g a ~datable
of naming Siva-/ingar after the persons who consecrated them also obtained in Nepal which
was celebrated since early ages as tlie land of Lord Paiupatiniitha. It is, thereibre, stands
a quite old and well-established in tlie land.
to reason that the symbolic worship of ~ i v was
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The iconic worship of Siva appears to have started with the mukha-lirtgm, which
combine the symbolic with the anthropomorphic forms. Some examples of mukhn-lingas
from Nepal with one face and quite a few with four faces are known. An ekamukha-1ifi.u~
from the PaSupati area (pl. 53A) with a fine oval face and thick warm lower lip recalling
the Indian mukha-lingas of the Gupta period is attributable to circa sixth century. Two
chaturmukha-higas from Deo-Patan and one rrom Nala, which are typical of the class, have
been illustrated. These show the main or eastern face as that of Tatpurusha-Mahzdeva,
the southern face as that of Aghora-Bhairava, the northern face as that of Vzmadeva-Umz
and the western face as that of Sadyojzta-Nandin while the top represents the invisible
v a . face of Aghora-Bhairava is fierce and terrific and usually
fifth face of . k i n a - ~ a d ~ ~ i The
the serpent and the skull are associated with it. All other faces are beatific, that
of Vfimadeva-UmB being particularly handsome. In Nepal all of them are represented as
two-armed carrying the same attributes, viz. the rosary, being a symbol of the re-integration of this world, and the water-jar. The specimen from the BhubaneSvari temple, referable
to circa tenth-eleventh century (pl. 53B), resembles the main deity of the PaSupati
temple and its principal eastern face representing Tatpurusha-Mahzdeva has a handsome
physiognomy with meditative expression. The other specimen from THmreSvara (the
metallic mask alone is visible covering and conforming in contours to the original stone
linga) is stylistically not earlier than the twelfth century (pl. 54B) and bas the four usual
faces, of which the north one pertaining to Vzmadeva-UmB actually represents the head
of Ardhanzrisvara, with the right half marked by luxuriant curls and a patra-kundala,
belonging to Umfi, and the left half to Vgmadeva, wearing jati-mukula and a sarpa-kundala
(which is unusual). The southern face of Aghora-Bhairava shows knit eye-brows and wears
ja,tZ-rnukula adorned with skull and crescent and a sarpa-kundala in one of the ears. The
chaturmukha-liliga from Nala is largely similar and shows one of the faces wearing a sort of
kirila-mukula, the developed design of which indicates that the specimen is not earlier than
the fourteenth century (pl. 54A).
Two earliest known specimens of fully anthropomorphic forms of Siva from Nepal
belong to the sixth century, one of them being precisely dated in AD 573.' But since these
show artistically developed and complicated family-group of Umg-MaheSvara, they
should have been preceded by simpler independent figures of Siva and PZrvati which are
rather rare. A two-armed deity with the crescent in the curly locks and the third eye clearly
marked on the forehead is under worship in a small shrine at Aryaghat, adjoining the
PaSupatinztha temple and is locally known as ViriipZksha. Now Viriip~kshawas a form of
Siva and according to some texts one of the EkzdaSa Rudras as well as a Saiva guardian
deity but the image does not conform to any textual description. O n stylistic considerations
it may be assigned to circa fourth-fifth century. The earliest known independent sculpture
,
to circa seventh century and comes like the associated image of PHrvati,
of ~ i v a belongs
from Visalnagar in Kathmandu. Similar independent images of Siva and Pfirvati of circa
tenth century are also found in the KumbheSvara temple at Patan. Standing in
Ancient Ntpnl, No. 4 pp. 39-44, pl. VII. The undated specimen of similar theme and date is published
in Ancient Nepnl, No. 1 , p. 26, pl. IIB
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samabhahga, they form a pair stylistically and show a softly modelled heavy body type and
wear similar nuku.ta and certain ornaments like torque, armlets and mekhali. Siva is fourarmed, carrying varada-cum-ratna, rosary, triiiila and water-flask and wears yajriopavita,
uttar9a tied as a udara-bandha with a centrally suspended loop and fluttering sash-ends on the
sides and a lower garment with schematically arranged central folds. PZrvati is two-armed,
carrying marada-cum-ratna and a blue lotus (mutilated) and wears the same dress as worn
by the goddesses ti-om the seventh to the tenth centuries.
The next sculpture, from Gokarva, represents Siva like any other god, standing in
samabhan.ya on a lotus pedestal, flanked by two figures which stand in dbhanga on smaller
lotus pedestals, issuing from the same stalk. Siva is four-armed and has the same attributes
and wears practically the same dress and ornaments as on the previous image. T h e flanking
figure on the proper left is PZrvati whose attributes, dress and ornaments are similar to the
previous figure. T h e flanking figure on the right is a two-armed god who wears a peculiar
mukuta, usually associated with Indra. His right hand, which is mutilated, may be presumed
to be held in varada while his left hand carries what looks like a book (vajra?). Stylistically
this sculpture is assignable to circa eleventh century.
Independent images of standing Siva, carrying the same attributes, continued to be
made in subsequent centuries and show the stylistic peculiarities of the respective ages to
which they belonged. T h e later images are often seen to be ithyphallic or draped in the
tiger-skin as a loin-cloth, as illustrated by a very late eighteenth century image
from Hanumanghat, Bhaktapur with a flamboyant background.
TZntric influence became dominant during the later Malla period and many peculiar
and sometimes weird forms of Siva were conceived. Two examples are noteworthy. The
distinguishing feature of one is the depiction of Siva as five-headed and four-armed carrying
abhaya and paralu in the right hands and mri,ga and varah in the left hands. A sculpture of
this variety kept in the National Museum, Kathmandu, shows Siva seated oddly on a lotus
in lalitkana with his right foot resting on Nandi represented couchant and regardant. Siva
wears muku!a on all the heads, rar~a-kundalar, torque, mild, sarpopavita, sarpa-valayas and
munda-mil&. Below his lotus seat are shown a crowd of adoring gods seated in two tiers in
a hilly setting, representing KailZSa. Another Tantric form of Siva comes from
Hanumanghat, Bhaktapur which shows the god as four-headed and six-armed, standing
in ilidhdsana with his feet resting on a pair of bulls. H e holds nbhaya, aksha-mili and paraju
in the right hands and triiiila, m,ri,ga and kalas'a in the left hands. M'hile the
National Riuseum image belongs to circa sixteenth century, the Hanumanghat image is
assignable to circa eighteenth century.

~ i v adepicted seated with his consort and known in iconographic texts variously as
UmZ-MaheSvara, Alingana-miirti or UmHsahita-miirti was a very favourite theme in
Nepal. T h e earliest inscribed image of this theme from Patan dated 495 ( A D 573)' shows
Ancient ,%pal,

No. 4,pp. 39-44,pl. VII
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the divine couple without any attendants. Siva is iirdhva-medhra and two-armed and
is represented seated in sukhcisana with his right hand holding varada and fruit kept on his
thigh, while his left hand, which is broken off, presumably held PZrvati in embrace. Siva
is draped only in a lower garment and wears a heavy mrtkuta widening towards the top
and few ornaments, viz. two types of kunda1a.r (perhaps a tarpa-kundala in the left ear),
torques and wristlets. PZrvati is seated in a graceful .sukhcisana, her right shoulder reclining
against Siva. The weight of her body rests on her right hand placed against Siva's folded
left leg, while her left hand is kept languidly on her flexed left knee. PZrvati wean only a
lower garment. Her face is mutilated and of her ornaments only torque and bracelets can
be made out. I n spite of the poor preservation of the sculpture and the annoying modem
restorations, the modelling of the powerful chest of Siva and the supple waist of Pzrvati
reminds one of Aurangabad and Ellora. An almost contemporary sculpture of the same
theme, also from Patan,' shows PZrvati seated in a slightly different posture and
accompanied by an attendant.
The sculpture from Dugahiti Sankhu marks the real beginning of the elaborately
t i typical of Nepal. Although mutilated and truncated, it shows
composed ~ i v a - ~ Z r v astele,
the divine couple in the Himalayan setting of KailZsa accompanied by the Nandi hull,
Skanda and Pgrvati's maid. Siva is Zrhva-ntdltm and four-armed seated in lalitisuna, the
lower right hand holding nose-gay against the chest, the upper right hand in the oydkhgdnamt~drii,the upper left hand carrying trijnla (mutilated) and the lower left hand holding
Parvati in iilifi,gana. Pgrvati, seated in a combined sttkhdsana-cum-laliti.vana, is languidly
reclining against her Lord with her right arm placed intimately on his left thigh, while
her left hand rollowing the cadence of her serpentine flexion, is gracefully placed on her
flexed knee. The dress and ornaments worn by h a , comprising a large conical muku!a,
peculiar ear-studs, the kanllri of double strand of pearls, the yajiiopavita, the wristlets and
the udara-bandha with a suspended loop are typical of the eighth century art of Nepal. PZrvati
wears a diadem placed against her heavy bun of braided hair, large patra-kundalas, kan!lri
similar to Siva's bracelets and anklets and is draped in a lower garment secured by a broad
meklralii. Although the head of Fsrvati's maid is broken, her gracerul stance and finely
modelled limbs revealed through her near transparent drapery, like the poise and balance
and the supple and sensuous modelling of Parvati's body, are reminiscent of the style of
Aurangabad and Ellora. The physiognomy of the divine couple, however, is typically
Nepalese and the wasp-like rendering of PZrvati's thin waist, though inspired by ElloraP, is
quite individualistic.
The earliest of the typical, well-preserved steles showing UmZ-Maheivara with a full
complement of family members and attendants, assignable to circa ninth century comes
Ancient Nepal, No. I , p. 26, pl. IX B. The sculpture has neither been reproduced well nor described
fully.
The rocky landscape and the way Siva is seated in Inlitrirana with his riyht leg placed in a rocky
recess is akin to the Ravaninugraha panel in Ellora Cave 21 (RimeSvara).
The reclining posture of Pirvati, however, is closer to the panel of h a - ~ i r v a t playin:
i
dice in Ellora
Cave 14, though Ellira definitely shows a sturdier and better integrated body type.
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from Kiimbheivara tank, Patan (pl. 47). This is an elaborate composition of greenish black
stone arranged in three parallel tiers and shows Siva-~Zrvatienjoying domestic bliss in the rocky setting of KailZsa. Siva is bdhva-medhra and four-armed seated in lalitisana over a couch.
Siva's lower right hand (mutilated) is extended in varada, he playfully holds a few curls of
his jatd in his upraised upper right hand to receive GaligZ (indicating his aspect
as GarigZdhara-miirti) , he carries triStila-cum-parah in the upper left hand and has
caressingly placed his lower left hand on the right shoulder of PZrvati, supporting the weight
of her shoulders and head. PZrvati is seated in sukhisana on a smaller couch kneeling against
her Lord with her right arm resting intimately on Siva's left thigh and the left hand placed
with easy grace on her left knee. Siva wears the crescent on the right side of his jati-mukuta,
rafna-kundalas, torque consisting of two strands of pearls with a common madhya-mani,
yajn'opavita, wristlets, udara-bandha and a lower garment fastened by a jewelled belt. Pgrvati
wears jatd-mukuta, patra-kundalas, similar torques, wristlets, bell-anklets, besides a scarf
(uttarQa) and a lower garment fastened by an elaborate jewelled belt of three strands with
a central clasp. Behind Siva is represented couchant Nandi with his dew-lap sensitively
carved. A gana attends on Nandi offering eatables. Over the head of Nandi is seated twoarmed Kiirttikeya wearing jikhandaka type of head-dress, and carrying a fruit in the right
hand and Sakti with a fluttering banner in the left hand. Behind PZrvati is represented a
flying figure of four-armed vidyddhari carrying lotus flower, chdmara, a bowl of offerings and
sword. The dangling right foot of PZrvati is caressingly supported by an attendant with a
touching expression of devotion. The background also shows rocks, behind which stand waist
upwards two four-armed dvirapilds (guards) of Siva, flanking either side of his oval halo
and carrying fruit (the left hand guard carries a flower instead of a fruit), rosary, tn'jtilacum-parah and a flask-shaped water-jar. These guards wear different types of jafi-muku!cl.
O n the pedestal forming the lowest tier are represented ganas together with four-armed
GaneSa and Bhringi dancing or playing music. From the proper right end they are: 1)
Ultika-mukha (owl-faced one) seated on rock and playing on flute, 2) dancing Kumbhdnda
with a terrific face carved on the belly and his right hand raised in the .rtuti-mudrd, 3) dancing
four-armed GaneSa, 4) dancing Ghantfikarna, 5) dancing Bhringi with a skeletal frame,
6) Simha-mukha playing on a drum suspended from his neck, and 7) seated Vdnara-mtrkha
playing on cymbals.
GangZ is shown on the top of the stele as descending headlong; she is four-armed
with her main pair of hands in afijali and holding in the other pair a fluttering scarf which
convincingly indicates the terrific speed of her descent from the heavens represented by
clouds, flanked by the orbs of the sun and the moon. Siva is also represented here
as UmZprasfidana and is shown with his lower left hand placed caressingly on the right
shoulder of PZrvati to assuage her injured feelings on account of the acceptance by ~ i v a
of Gang%,who was after all another female.
'I'he image is remarkable for the exquisite expression of the conjugal love and
intimacy of the divine pair and reminds one of the initial verses of Kiilidfisa's Raghuvclrns'a :
n~sffqsw ~ m? ~ afmat
f
ma: fm?&
MWTI
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Note their oval faces with thick warm lips and dignified but tender expression. Note also
the graceful double bend of the delicately modelled body of PHrvati which closely hugs
and caresses the limbs of her Lord. This image type is inspired by the Siva-~Hrvatigroups
enjoying domestic bliss as represented at Ellora, but it offers a novel reinterpretation
of the theme by combining also the GangHdhara and the UmZprasZdana aspects in the
same composition and by underlining the expressions of tender intimacy and snug
homeliness.
This is one of the most popular sculptural compositions and is found in hundreds
spread over the entire length and breadth of the Valley, attesting the hold which ~aivism
and particularly the theme of Siva as Um5lingana-miirti has ever had on the popular mind
of Nepal. I t is, however, to be noted that no two sculptures are exactly alike and there are
always some variations in details, though the general type shows a surprising uniformity
right from the ninth to the sixteenth century AD.
Two dated stelesl of the same theme are known, which are sigdicant for providing
chronological fixed points. The stele from Kulimtol, Patan, dated NS 107 (AD 986) showing
the 8rdlzvareta.s aspect of ~ i v aprominently, represents Skanda astride his vcihana peacock,
shifts the adoring and descending Gang5 on the right flank of &a's halo and introduces a
flying uidycidhara carrying a garland on the corresponding left flank and adds a
large umbrella as a crowning adornment of the stele. The other stele dated NS 132
(AD1011) from Ganchanani, Patan represents h a - ~ 5 r v a t ias well as Skanda (wihout
a mount) seated in the same posture as on the ninth century stele, but the Gangzdhara
aspect is emphasized here by a current of water flowing down from the hands of Gang2
(mutilated) and being received on the tresses of the ja!i of Siva who is shown wearing an
elaborate jatci-bhdra and a sarpa-kundala in the right ear and a ratna-kup&la in the left ear.
Tlis sculpture also introduces two standing maids attending on Pgrvati, called in the texts
as Jay5 and VijayH. Another stele from Patan (pl. 50) assignable to circa tenth century
represents the same theme with some interesting variations. The entire retinue is shown in
a more lively and dramatic posture, except for the ganas as static, led by Ganeia, who are
depicted seated in the lowest tier. Skanda's representation as a baby straining to reach up
to the knee of his divine father with a toy-like peacock by his side adds a homely touch.
Its modelling is as sensitive and suave as that of the ninth century stele, though
the physiognomy is broader and of the Nepalese cast. The GangBdhara aspect is absent on
this stele. 'l'he figures in the lowest tier below the pedestal represent Gom proper right to
left, (1) Ghant5karna (2) three-headed, three-legged and three-armed figure of' transformed
Bhringi holding fruit, rosary and book in the tliree hands (3) four-armed Ganeia, (4)
Sour-armed hicnbhcipda carrying the same attributes as &a's body-guards but showing a
terrific face in the belly, and, lastly (5) emaciated Bhyingi Rishi shown in profile, praising
Siva with the upraised right hand and carrying water-flask in the left hand.
Ancient Nepal, No. 1, pp. 27-28, pl. XI
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To the same time approximately may belong the simpler and smaller stele from
Chyasaltol, Patan, published by N. R. Banerjeel showing ~iva-pgrvatiseated in a similar
a
and caressing PZrvati and with fewer
pose but with both the left hands of ~ i v embracing
attendants. There are no figures at all above the haloed heads of Siva-~Zrvati.On the right
is seen probably Skanda astride the bull with a seated devotee below, while on the left
is seen PZrvati's maid standing with the upper pair of hands in the aQ'ali-mudri and carrying
a sword in the lower left hand with an attendent below supporting PZrvati's right foot.
To circa eleventh century may be assigned the stele from Nagal Tol, Kathmandu
illustrated by Kramrischz which shows a bird perched on the left arm of Psrvati and typical
Nepalese faces h r all the figures. To the next century may be attributed a stele from the
Saraswati Teniple without the Gangadhara aspect and two steles from the Gairidhara,
Patan of which one is of the usual run, while the other is of a novel type, and is described
below :~ i v a - ~ g r v aist irepresented seated in ardhaparyalikisana in the rocky setting of KailPsa
(pl. 48). ~ i v is
a four-armed holding in the principal pair of hands a vase, while his upper
right and lower left hands are held respectively in abhaya and varada. PZrvati is seated oddly
in the lap of her Lord and is also four-armed and holds a vase with her main pair of hands.
A little lower down on the right is seated on a rock, a corpulent male figure (probably
KZrttikeya) carrying abhaya and spear (jakti) with a fluttering banner. O n the corresponding left side is seated a two-armed maid of Pgrvati carrying sword and shield. In the upper
field on either side of the divine pair emerges from the rocks a four-armed attendant
guard carrying abhaya, rosary, trijlla and kamandalu or kapila. Above the halo are
represented two flying vidycidlzaris carrying a bowl full of flowers in one hand and a garland
in the other. The lowest tier below the pedestal is carved with a seated bearded devotee on
the left end, representing the donor couple. Other figures represented from right to left are
Simhamukha playing on cymbals, Bh~ingidancing, GaneSa dancing, GhanfZkar~>a
dancing
and Vgnara-mukha playing on a drum. All figures here have definitely Nepalese features
with broad face, prominent cheek-bones and puppet-like mouth. This image fashioned
in greenish stone appears to date from circa twelfth century. It has been plausibly suggested
that ~ i v a ,carrying like his consort, vase in the main pair of hands, represents
K~rnbheSvara,~
the deity after whom this fountain and the temple nearby are known.
To the thirteenth century may be attributed three steles, one from Pharping,' the
second from the Bajrayogini temple, Sankhu and the third from the Arcl~aeological
Garden, Patan all empl~asizingthe GangZdhara aspect. The last exhibits disintegrated
modelling and a thoroughly Nepalese physiognomy and introduces some innovations. In
tlus image the lion mount supports the right foot of PPrvati whose injured feeling for
Atuient Nepal, No. 1 , pl. X B, p. 26
Stella Kramrisch, op. cit., fig. I X , p. 41. The learned authoress has dated the image to the 8th9th century which is a little too early.
a Ancient Nepal, No. I , p. 31
Discussed and illustrated in Boslon i24useum Bullelin, LXVI, No. 345 (1968) by Pratapaditya Pal
who has dated this sculpture to the 15th century.
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the attention paid to Gang5 is being assuaged by Siva by caressing her bosom.
The depiction of the Himalayan hillscape by conical configurations is also noteworthy.
The theme continued to be in vogue till the sixteenth century with progressively
loose modelling and with some variations in the number and grouping of the attendants
including P5rvati's maids and the ganas below the pedestal. One of the latest examples
comes from Kvalkhu, Patan which rearranges the iconographical cliche and introduces
around UmH-Mahelvara seated figures of Brahm5 and Vishnu, GaneSa and Kumara and
Siva as Yogi and Bhairava in three tiers, the entire composition forming a mandala, which
was consistent with the Tgntric proclivities of the age.
Alongside the larger steles, described above, smaller sculptures, representing UmPMahelvara were also produced both in stone and metal. We have already noted two such
early sculptures fiom Patan, one undated and the other dated 495 (AD 573).
The next known representation of this theme from Nepal is the bronze image
of Um5-Maheivara in the Baroda Museum and Picture Gallery.' I t shows [our-armed Siva
seated on a cushion in lalitcisana embracing with one of his left hands Parvati who is seated
in sukhcisana leaning against Siva, with her right hand placed on Siva's left leg and the left
hand resting on her flexed left knee. Siva's lower right hand is in the vyikllydna-ntudri while
his upper right hand is in the kalaka pose and held some object, which is now missing, like
the attribute of one of the left hands. The poise and stance of the divine couple
and particularly of P5rvati are directly inspired by Ellora (cf. the panel or S i v a - ~ ~ r v a t i
playing dice in Ellora, Cave 14). The features are sharp but softly modelled. StyListically
the image is assignable to circa tenth-eleventh century, although Kramrisch dated it to
eighth-ninth century.
T o circa thirteenth century are to be attributed three bronzes of Um5-MaheSvara
from Nepal, published by Pratapaditya Pal.' One of these shows Um5-Mahelvara seated
on the back of Nandi who is represented as regardant. Of the remaining two bronzes, one
is simple and unaccompanied by any other figures, while the other is a fairly elaborate
composition comprising the divine couple flanked by seated Sarasvati on proper right and
by Skanda astride the peacock on left, besides five seated figures carved on the front face
of the pedestal and dancing Bh~ingiand a gana on the two shorter sides. The figures on the
front face or the pedestal are GaneSa in the middle, with the usual body-guards of Siva at
the two ends and Jay5 and Vijayfi, Pgrvati's maids, in between. While GaneSa and &a's
guards are four-armed, carrying the usual attributes, Jay5 and Vijay5 are only two-armed,
the deity holding uarada-cum-ratna and trlinla in the right hands pertaining to Siva and
pu.rlaka and ulpala in the left hands pertaining to P5rvati. The figure has a handsome and
effeminate appearance with a well-modelled body type and wears jali-bhira adorned by a
diadem, h-undalas, torques, jajEopauita, armlets, wristlets, pidingadas and a lower garment
secured by nlekhala. 'l'he hair-do below the diadem, the ornaments of the ears and legs
Stella Kramrisch, op. cil., fig. 9. p. 129
Boston Museum Bulletin, LXVI, No. 345 (1968). figs. 1-6. The author of the paper, however, has
assigned three different centuries ( 1 3 th, 14th and 15th) to the three bronzes inspite of their striking stylistic
kinship.
2
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and the treatment of the lower garment have been distinguished. Thus the deity is clearly
seen wearing sarpa-kurzdala in the right ear and patra-kundala in the left ear and different
types of ornaments above the right and left ankles and a tiger skin on the right ( ~ i v a ' s )
side and a siri with central folds on the left (PBrvati's) side. Half of the third eye on the
Sorehead lias been mistakenly shown on the left side pertaining to PBrvati, whereas it
should have been appropriately depicted on the right side pertaining to Siva.
A terracotta figure of ArdhanSriSvara, assignable to circa eighteenth century, from
Rani Pokhari, Kathmandu shows the four-armed deity standing in rflidhisana with the right
foot resting on the back of Nandi and the left on that of lion. Like the attributes, the dress
and almost all the ornaments are different fbr the two sides. Thus the right half of Siva
carries rosary and wears sarpa-kundala, sarha-k~iiras, sarpa-valayas, munda-nzdlrf and is
draped in tiger-skin, while the left half of Pzrvati carries utpala and broken and wears
ratna-kupdala and distinctive types of armlets, bangles, hrfra, mekhali and vananzdli and is
draped in a siri with a centrally suspended jewelled tassel, characteristic of the eighteenth
century Nepalese art (pl. 45B).
HARI-HARA
The syncretistic form of Hari-Hara or ~ a r i k a r a - ~ B r B ~ conibines
ana
the well-known
aspects of Siva and Vishnu in the same image. We have evidence for the foundation of an
image of Hari-Hara in an inscription dated year 489 (AD 567) from Deo-Patan. The next
images of Hari-Hara coming from Naxal, Kathmandu, shows an image ofthe deity standing
in samabhanga without any attendant. The right half represents Siva and shows thejafdnzukuta peeping out of the diadem, while the left half shows the kirita-~nuku.taof Vishnu.
Tlie ornaments have not been distinguished. The lower right liand is stretched in the
varada and carries rosary, while the upper right hand holds the triida. The left
hands pertaining to Vishllu show chakra in the upper hand and Sarikha in the lower one.
T h e god wears torque, ananta-shaped armlets, wristlets, and yajfopavita and is draped in
an uttarba treated as udara-bandha with a central suspended loop and lateral ends hanging
alongside, besides a loin-cloth which is secured by a nzekhalrf. The lower right and left hands
rest on lotus stalks. Tlie modelling of tlie figure is completely wooden. The figure is, therefore, stylistically assignable to circa twelfth century.
We also get images of Hari-Ilara flanked by Psrvati on the right and Lakshmi on
the left, all the three figures standing on lotus pedestals issuing from the same central stalk.
Of the two representative figures of this type, one comes from Balaju and is assignable to
circa twelfth century, while the other (pl. 58) comes from PaSupati area and is assignable to
circa thirteenth century. Iconographically the two are alike. The main deity has the same
attributes as the Naxal image and PBrvati carries varada-cum-ratna and ulkala, Lakshmi
holds varada-cum-ratna and lotus, but while the figure from Balaju is closer to the early
tradition of representing gods flanked by two female devotees or attendants standing in
ibhanga, the figure from PaSupati area is farther removed from the tradition. Hari-Hara in
the latter case stands not on a lotus but on a rectangular pedestal marked with a lotus
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stalk. PZrvati stands on the right on an independent rocky pedcstal, indicating her Himalayan association, while Lakshmi stands on an independent lotus pedestal on the left,
showing that she is kamalisani. The god here has a very developed type of oval halo with
highly stylised flamcs. The /~ralrhizraliis a larger version of the halo and sholvs a 1lroad
band of scrolls, fringed by a highly stylised band of flames. The faces are broader and of
purely Nepalese cast, particularly of the goddess PZrvati. While PZrvati carries varada and
blue lotus, Lakshmi carries abhaya and a lotus held by the stalk. Both of them wear two
types of kundalas, viz. ratna-kundalas in the right ear, and a.rthi-kundalas in the left ear.
Further PZrvati and Lakshmi stand in tribhan~awhich itself indicates a later date.
The theme of Hari-Hara continued to fascinate the Newar artist d u r i n ~the Later
Malla period also. We have quite a few specimens of H a ~ i - H a r asculptures without any
attendant of the seventeenth and eighteenth centuries, which have completely de~enerated into iconographic cliches and are over-burdened with ornamentation which includes
flamboyant treatment of drapery. The right half pertaining to Siva reveals the,jatd-mukuta
adorned by the crescent and the skull, .raypa-kundalas, sarjn-valaya and anklet of snakes,
while the left half pertaining to Vishnu shows kirita-mukuta, ratnn-kundala, ratna-valaya and
the jewelled pddin~ada. The torques, mekhald and the highly ornamented drapery which
fit in with Vishnu's aspect co-exist with the sarpa-hdra which are worn in common, but a
distinction has been made with regard to the long mdli which is munda-mdl6 on the right
side of Siva and a vana-mda' on the left side of Vishnu. The two representative examples of
the latest type of Hari-Hara come from the Siva temple and the Art Gallery at
the Bhaktapur Darbar (pl. 57) and are assignable to the seventh century.
The cult-image of stone in the temple of Hari Sankar at Patan is an elaborate
composition representing eight-armed ~ a r i - S a n k a r a ,(pl. 59), flanked by PZrvati on the
right and Lakshmi on the left. While the main deity has two mounts, Nandi as regardant
on the right (Siva's) side and Garuda in half human form with hands in aiijali on the left
(Vishnu's) side, PZrvati and Lakshmi also have their mounts, lion and tortoise, represented
on the pedestal. The right half of the deity pertaining to Siva carries kamandalu, ak.rh-mdld,
darnam and triiiila in the four right hands and wears jati-mukuta, sarpa-kundala, .rarpa-valayas
and sarpa-pid6ngada and is draped in a tiger skin. The left half pertaining to Vishnu carries
,qadi, Sarikha, chakra and padma in the four left hands and wears kirita-mukuta and all jewelled
ornaments and is draped in the usual lower garment. The jewelled torque, hira, mekhali
and vanam6li as well as the sarpopavita are worn in common. This sculpture is typical of the
sixteenth century hieratic art of Nepal.
i
Lastly we may notice a stone sculpture showing a Tantric form of ~ a r i - S a h k a rfrom
Rani Pokhari, Kathmandu, assignable to circa seventeenth century (pl. 60). The goddess is
six-headed and twelve-armed and stands in dlidhlsana with her right foot resting on Garuda
shown with folded hands and the left one on couchant Nandi. The right hands pertaining
to the Vishnu aspect carry varada, vajra-ghanti, pndma, gadi, jarikha and chakra, while the
,
head, damanc
left hands pertaining to the Siva aspect carry triSiila, utpala, k h a t v i n ~ a human
and abhq~a.Each head wears a three-peaked diadem and shows the third eye. She also
wears patra-kundnlas, torque, sarpa-hdra, nrunda-mild, armlets, bangles, ,b6ddri,yndcls and
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bell-anklets and is draped in lower garment fastened by a jewelled belt with a latticed
apron. The stone image is datable to circa seventeenth century.

Sculptures of NafarZja are less common in Nepal, the earliest example being known
rrom the subsidiary stone shrine, assignable to circa eleventh century, in the compound of
the Paiupati temple. The western bhadra niche of the shrine shows twelve-armed Natarsja
carrying varada, abhaya, trident, rosary and damaru in five right hands. The upper-most
pair of hands holds the two ends of a serpent held stretched as a canopy. T h e remaining
left hands carry bell, bird, khatvinga, and ~ajahasta. Dancing PHrvati is represented on
the lefi, while Nandi stands behind the god Ranked by two-armed dancing KZrttikeya
c a ~ r y i n giakti. A four-armed attendant-guard stands behind rocks on either side of the head
of the god carrying varada, rosary, trident and kamandalu. Tlle pedestal shows GaneSa with
three ,qanns on each side represented as singing and dancing.
From the Sundari Chowk, Patan, dating from the middle of the seventeenth century
come two elaborate steles depicting multi-armed NatarZja, dancing in ardhaparyanklfsana
with his main pair of hands held in the abhaya and gajahnsta poses and the uppermost right
hand held up in the IalZ!a-tilakn pose. One ofthem (see infra, p. 45, no. 17) shows sixteen-armed
NatarZja dancing with his left toes resting on couchant Nandi, surrounded by ganas and
arranged in a mandala. T h e dancing figures at the top and bottom of the stele
are identifiable respectively with Bhringi and Nandi (in human form), while the animalheaded p n a r are represcnted as playing on a variety of musical instruments. The other
stele (see irrfra, p. 47, No. Lower 1) shows eighteen-armed Natargja dancing in a
similar pose with his left toes likewise resting on Nandi as reqardant, but the lion mount
of Pgrvati is also introduced just to counterbalance Nandi. T h e bull and the lion mounts
are depicted on a lotus pedestal which itself rests on a human corpse, indicating the Tgntric
nature of the image. Below the pedestal is centrally carved the skeletal figure of Bhyingi
dancing flanked on each side by four animal-headed gapas, playing on musical instruments.
At the top of the stele is depicted an eight-armed miniature replica of the central figure of
Natarsja as a crowning ornament.
Lastly we may notice a blatantly Tgntric form of Natargja from Rani Pokhari,
Kathmandu, also assignable to circa seventeenth century. Natargja here is eighteen-armed
dancing in ar(/hapag~aitkisnnawith the left toes resting on a skull-cup. His principal pair of
rinrlu-mrrdri. wliilc the second pair of hands
hands significantly carries the bowl and t h ~
hold, the vnjra and the oajra-,qha?l!i ~vhirhale all Tfintric emblems. Nalargja also wears
the Tgntric bone-apron over thr lo\\cr garment.
BRAHM:INICAI,

TANTRIC IMAGES I N T H E SUNDARI CHOLVK, PATAN

T h e Sundari-Chowk is a quadrangular palace built by the Alalla king Siddhi
Narasirnha Ylalla (circa 1620-57). I t is a three-storeyed palace, largely built of brick and

timber on a sub-structure of stone plinth with a pent tiled roof. The courtyard is paved
with flag stones and contains a circular tank marginally enclosed by two colossal serpents
carved in relief. The tank has a fountain, called KasB-Hiti and its gargoyle, made of gilt
copper, represents a gomukha with numerous faces of fish and crocodiles issuing from its
sides. O n the gargoyle is placed a fine image of Lakshmi-NBrByana sitting on a flying
Garuda whose wings form an ornate prabhivali. Both Lakshmi and NZrByana are seated in
lalitrisana. NZrHyana holds lotus, chakra, Jarlkha and gadi. The right hand of Lakshrni is placed
on the left foot of Nfirfiyana, while her left hand is held in the attitute of exposition.
The fountain is treated internally as an octagon. The octagonal facets are carved
into niches, with three to five niches in each facet. Each niche is framed between
pilasters represented as tree trunks with overhead foliage forming canopy. There are two
series of niches all round. The principal facet with the gargoyle facing south shows on the
flanks two empty niches, each complete with the usual ornate tympanum.
The next facet on the proper left flank shows five niches in the upper row. The images
are described clockwise starting from the left flank of the gargoyle.
.
god is seated in loose
1. Niche 1 shows a figure of Hari-Hara with his ~ a k t i The
padmisana, while his consort is seated in lalitirana on his left thigh. Beneath the seat are
represented Nandi and two lions, the mounts respectively of Hara and his consort. In
between these mounts is placed winged Garuda with folded hands, the vihana of Hari.
Hari-Hara is four-armed carrying rosarv and trident-cum-axe in the right hands, pertaining to Hara, and gadi and Satikha in the left hands, partaining to Hari. Tlle Sakti is twoarmed carrying ilirigana and abhaya. Hari-Hara wears jati-tnukuta on the right side and
kiri!a-niuktr!~on the left, sarha-kundala in the right ear and ratna-kunhla in the left ear,
torques, a long necklace, the right half of which is munda-tnili and the left half a vaijoyantim i l i , armlets, wristlets and pidingadas. The ~ a k t iwears five-~eakedjewelled diadem,
patra-kundalas, torque, wristlets, besides a scarf and lower garment, secured by a waist-band
(ratna-mekhali). Hari-Hara has a conical nimbus and prabhivali fringed by flames.
2. The next god is five-headed: four-legged and sixteen-armed deity. Each head is
that of a lion, but also shows a pair of horns. Of his two pairs of legs, the upper one is in
lalitrisana and the lower one in ilidhisana with his right foot resting on seated Nandi looking
up. The god carries rosary, khatviriga, nrush!ika, damaru, mace, staff, cAakra and trident in
his right hands and axe, p i i a , goad, vajm, ~ e a c o c kfeathers, serpent, hammer and shield in
his left hands. The god is represented with a pot belly and wears fan-shaped raised curls,
torque, mupda-mil$ armlets, wristlets, pidiri,oadas and lower garment. The Sakti of the god
is represented dancing in tribhanga on a seated lion. She is four-armed carrying varada,
P i i a , goad, and abhnl,a. Out of her three heads only two are shown which is highly unusual.
Like the god she aiso wears a munda-mdli, besides patra-l;un&las, torque and wristlets. She
is draped in a lower garment with a latticed apron in front.
This appears to be a ~ a i v adeity oTTfintric form associated with a variety of Simhavzhini Durgz.
3. This sho\vs a five-headed and twelve-armed form of Visllnu seated in padanldsana
on flying Garuda, flanked by trcigis \z.itll folded hands. Garuda is six-armed wit!l his main
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pair of hands in aiijali and carrying in the remaining right hand3 rosary and chakra and in
the remaining left hands umbrella and vase-and-foliage. Of the three lower heads of the
god the central one represents the human head (Purushottama), while the side heads are of
the boar on the right and of the lion on the left. T h e two crowning heads are also human.
The principal head wears kiri.ta-mukuta, the two side heads have raised curls and
the crowning one has a jewelled diadem. T h e god is twelve-armed. His main right hand
carries a jewel like object and the main left hand carrying vase-and-foliage is held
in iliriqana. He also carries bunch of flowers, lotus stalk, gadi, chakra and rosary in the other
right hands, and trident, book, iankha, umbrella and varada in the other left hands. He
wears ratna-kundalas, torque, vaijayanti-nzili, wristlets and lower garment secured by
a mekhali. The Sakti of the god is seated on his left thigh in lalitisana. She is two-armed and
carries uarada and abhaya. She wears jewelled diadem, patra-kundalas, torque, vaijayanti-mili,
wristlets and lower garment.
This is a Vaikuntha form of Vishnu sllown with two additional heads and his Sakti
under Tzntric influence.
4. A god with terriffic face riding a human mount, represented with his Sakti riding
a lion. The god is seated in loose padmisana and wears munda-mili. H e is fourteen-armed
carrying in his right hands abhaya-cum-akshamili, uajra, goad, mudgara, arrow, serpent and
varada. T h e left hands carry abhaya, bow, flag, trident, shield and iankha and the lowest
left hand carried round the waist of the goddess holds vase-and-foliage. The god
is represented as tirdhvakeSa with bulging eyes, gaping mouth and protruding fangs. He
wears patra-kun(ialas, torque, pidingadar and lower garment.
His Sakti, also wearing munda-mil4 is seated in lalitisana. She is eight-armed with
her main right hand carrying a bowl and the main left hand in the vindu-mudri. She carries
trident, rosary and sword in the other right hands and hammer, lotus flower and damaru
in the other left hands.
i
under Tiintric influence.
This is a Saivite deity with ~ a k t represented
5. A god with terrific face seated in loose padamisana on horse, while his Sakti with
a skeletal frame is seated in lalitisana on a human mount carrying a skull. T h e god is tenarmed carrying a lotus-shaped iakti in the main right hand and fire, iankha, damaru and
sword in the remaining right hands. He holds a shield, serpent, chakra, trident and piSa
in the left hands. H e is represented as tirdhuakeia with bulging eyes and gaping mouth and
wears patra-kundalas, torques, nlu!zda-mila, pidingadas, wristlets and lower garment. His
Sakti is also terrific and is eight-armed. Her main pair of hands carries the bowl and the
uindu-mudri. Her other right hands carry trident, arrow and sword, while the other left
hands carry kha.tudnga, I-shaped shield and bell. She is also represented as Crdhuakeia, her
head being flanked by flags marked with four-petalled rosettes. (Most of the Saktis have
similar flags). She wears patra-kun~lala.r, torque, munda-mili, wristlets and lower garment
with a latticed apron. T h e irnage represents Ch5mundB with her consort.
6. I h e next octagonal facet starts with a terrific god seated in loose padnuisana
represented together with his ~ a k t i The
.
god appears tc be seated on a stag and has raised
curls, bulging eyes and gaping moutll and wears a munda-mili. H e is eight-armed and

carries in thc principal right hand abhoya-cum-akshamdld and in the remaining right hands
trident, darnaru and goad. His left hands carry fire, peacock fcathcrs, shield and umbrella.
He wears patra-kundalas, torques, wristlets and anklets of snakes and lower garment.
His Sakti who is seated on his lap in lalit&ana with her left root placed on the crown
of an elephant mount. Her head-dress is flanked by two flags. She is a150 eight-armed and
carries the bowl and vindu-mudri in her principal pair of hands, the other right hands
carrying trident, an object resembling lotus stalk ( ? ) and sword. The other left hands
carry shield, vajra, and pda, She wears the usual apparel, a munqh-mili and a lower garment
with a latticed apron in front. The image represents IndrHni with her consort.
7. A god with terrific face seated in loose padm&ana over a serpent mount represented
with a boar-headed Sakti. Both of them wear munda-mild. The god is eight-armed and
carries in his principal right hand abhaya-cum-akshamtili while his other right hands carry
iafikha, arrow and sword. His left hands carry shield, serpent, bow and kha!viriga.
His Sakti with boar's head and raiscd curls is seated on a butTalo looking up. She is
also eight-armed and carries in the principal pair of hands the bowl and the vindu-mudri.
The remaining right hands carry a trident, a curved staff and a sword. Her other left hands
carry shield, bowl and pda.
This figure probably represents Viiriihi with her consort.
8. ?'his is a tiny gilt brass image fixed in a niche resembling a miniature shrine. The
figure is eighteen-armed h.lahisliiisuramardini, represented standing and facing front in
prapilidhhana. Her right foot is placed over her lion mount, while with the left foot she
tramples upon the head of the buffalo (demon) whose tail is held in one of her left hands.
O n the pedestal is represented a miniature figure of the same goddess, flanked on each side
by an attendant carrying the head and tail ends of a serpent (ndga-pas) in the two hands.
Figures of the nine Durgiis appear on the mandala.
9. A four-armed god seated in loose padn~isanawith his four-headed ~ a k t iThey
.
are
seated on an elaborate wicker pedestal which is carried by three duck-like geese represented
as mounts. There is a background of foliage behind these figures. The god has only one
head and wears a five-peaked mukutn. He carries in his hands vajra, trident, chakra and gadi.
His ~ a k t is
i four-headed and four-armed. The principal pair of hands carries the
bowl and the vindu-mudra'. The remaining hands carry the book and rosary, indicating that
the goddess is Briihmani, which is confirmed by her four heads and the goose mounts
which she shares with her consort. They wear the usual dress and ornaments including
a long garland.
10. A four-armed god with raised curls and bulging eyes seated in loose padtnisana
on a human corpse. I-Ie carries a skull-cup, sword, shield and tripatikti-cum-ilirigana. He
wears rnu!zda-nlila' together with the usual apparel.
His Sakti also wears a nlunda-milti and is two-armed. Her right hand is held in iliri,oana,
while the left hand is held in uyikhyina-mudri. This may represent a form of Bhairava with
his ~ a k t i .
11. The third octagonal facet starts with a four-armed god seated in loose pad~nisana
on a stag, probably representing god Viiyu. He carries a fluttering scarf in the upper pair
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of hands, an umbrella-like heavy flag-staff with banner in the principal right hand, while
with his principal left hand he embraces his ~ a k t i Me
. wears a five-peaked jewelled mukula,
ratna-kundalar, torque, wristlets, pididgadas and long m i l i , besides the lower garment fastened
by jewelled belt. His ~ a k t also
i wears the usual apparel and is two-armed carrying ilitigano
and abhaya. They are seated on a lotus pedestal.
12. A god seated in loose padamcirana over a reclining human mount carrying a skullcup. He wears a five-peaked mukula and patra-kundalar, torque, wristlets, pidingadas and
long mili, besides the lower garment fastened by jewelled belt, and carries in his hands
gadi, peacock feathers, a four-footed animal and ilingana. His Sakti is two-armed carrying
ilingana and vase-and-fbliage and wearing the usual dress and ornaments.
13. UmZ-Maheivara as ilingana-mWi. MaheSvara is represented as four-armed seated
padn~lfsana
on a lotus seat with couchant Nandi below the seat looking up towards the
in
god. H e wears jafi-n~ukulaadorned by jewelled diadem, sarpa-kundalas, torque, munda-ntili,
sarpopavita, armlets, wristlets and pidingadas, besides the lower garment. H e carries in his
liands abhaya, rosary, trident and kalda-cum-ilingana.
Urn5 is only two-armed carrying ilingana and abltaya. She wears the usual ornaments
including the long garland besides a jacket and the usual lower garment.
14. Lakhmi-Ngrgyana as ilirtgana-m~rtiseated in lalittisano. NHrByana is four-armed
and carries padma, chakra, gadi and iankha, the lowest left hand being held in ilirigana. He
wears kirila-mukula, ratna-kundalar, torques, wristlets, pidirtgadas, uaijayanti-nzili and lower
garment fastened by ratna-mekhali. H e is seated on Garuda, represented as a bird with
human hands. Lakshmi is two-armed carrying iliiigana and abhaya and is seated on the lap
of her lord over a lotus seat.
15. Three-headed, eight-armed, and four-legged god, standing together with his
Sakti over a huge serpent. T h e main pair of legs on which the god stands are held apart,
while the second pair is held in ilidhtisana. The god carries goad, @$a, peacock feathers and
a khalvinga-cum-triSr?la in the right hands and axe, rosary, small spear and skull-cup in the
left hands. His Sakti is two-armed and is represented standing in tribhafiga with hands in
atjali. T h e god and the goddess wear long m i l i . The goddess is represented smiling, while
one head of the god is depicted in the terrific aspect. This is Malleiamtirti of a TZntric
form represented with his Sakti.
16. T h e octagonal facet on the other side of the flight of steps starts with a six-faced
and eight-armed god seated in lalitisana on a human mount, which wears short
curls resembling a wig. All the faces are of the boar with raised curls adorned by jewelled
diadem. T h e god llolds in his right hands gadi, arrow, danlaru and goad and in his left hands
an elaborate bunch of flowers, bow, PlrSa and ilingana. T h e god is pot-bellied and wears
latra-ku!ldalas, torques, vaijayanti-nzili, armlets, wristlets and pidongadas, besides the usual
lower garment.
His ~ a k tisi two-armed embracing the god with the right hand, while her left hand is
kept in danda-hasta over her left knee. She is seated in lalitcirana on the lap of her lord and
wears a five-pcaked ~nukula,patra-kundalas, torque, vaijayanti-mili, bangles and is draped in
the usual lower garment.
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This is a Tgntric form of Vargha with his Sakti.
17. Sixteen-armed Natariija dancing in ardhaparyankirana with his left foot resting on
couchant Nandi. The back-slab shows six figures of two-armed ganas (with bird or animal
heads) arranged in a mandala. Starting at 7 o'clock the Ranas are seen playing respectively
on a drum, small cymbals, and large cymbals, beating time with hands and playing on
a bowl-like (afikya) drum. The top figure of the mandala represents the skeletal figure of
four-armed Bhringi in the same dance-pose as his Lord. The pedestal shows centrally a
a figure of two-armed dancer resembling Natargja carrying abhaya and tridandi, flanked by
a bird-headed and wolf-headed gano on each side playing on a bheri. ?'he main hands of the
god are held in abhaya and gaja-hasta poses. The attributes of the three lower right hands
are mutilated. The remaining right hands carry a sruk, vajra-ghanii and lotus flower and
iirdhvahasta dance pose. The left hands carry axe, trident, (Inrnaru, khajv*ga, bow, goad and
a flower (chintimani). The god wears a five-peaked inukuta, sarpa-kundalar, torques, mundanzili, wristlets, pidinzadas, bell-anklets and a lower garment, secured by a belt with three
sets of tassels with pendant bells. Does the dancer on the pedestal represent Nandi in
human form?
This is an elaborate form of Natargja of a Tgntric variety encircled by musical ganar.
The ganas are all draped in full-sleeved tunics and skirt worn by the priests at
Harasiddhi (on way to Godavari). While some ganar have the heads of hoar; others have
those of bull, bear, wolf or birds.
18. Sixteen-armed god of a terrific forin with raised curls, bulging eyes and protruding
side-tusks seated in loose padmcisana and riding on a pair of winged Garudas with folded
human hands. The god carries in his main right hand peacock feathers and in the remaining
ones Sankha, vajra, arrow, goad, rosary, small trident and ghan!i. The left hands carry skullcup, mushlika, lotus flower, serpent, bow, bell with upper part resembling trident, smallstaff
and book. The god wears patra-kundalas, torque, nlunda-mild, wristlets, piditigadas and the
usual lower garment. His Sakti seated in lalitisana on the lap of the godis eight-armed.
Her main pair of hands carries the bowl and vindu-mudri. The remaining right hands carry
trident, chalcra and sword. The remaining left hands carry shield, mirror and p Z a . She
also wears patra-kundalas, torques, munda-mili, bangles and lower garment secured by a
jewelled belt.
This is a Tsntric form of god combining the attributes of Siva and Vishnu, with his
~akti.
19. The next octagonal facet starts with a ten-armed god seated in loose padrnisana
on a couchant boar looking up towards the god. Tlie ~ a k t of
i the god is seated in lalitisana
over a peacock represented as regardant. The god carries in his principal right
hand indistinct (vcljru) and in the remaining right hands a flower (chintinzani), vajra with a
standard, danlaru and chakra. T e left hands carry peacock feathers, trident-cum-khalvciriga,
small v i n i , small trident and ilingana. He wears patra-krc!tdalu, torques, ajinopavita,
~nunda-tnili, armlets: wristlets and pidingadas, besides a lower garment held by a
nrekhali with bells attached. He has a terrific face with raised curls, bulging eyes and
whiskers.
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His Sakti seated on his lap in lalitrisana wears a five-peaked muku.ta flanked on each
side by a flag, patra-kundalas, torques, munda-mild, wristlets and a lower garment with a
frontal latticed apron. She is eight-armed carrying in the principal pair of hands the bowl
and z~indu-mudri.The remaining left hands carry shield, lotus flowers and piia.
This may represent KaurnHri with her consort.
20. This represents a ten-armed god seated in loose padmisatla with a grinning but
terrific face showing raised curls, bulging eyes and knit eye-brows. The forehead is marked
by the third eye. These features are clearly visible as this figure is comparatively free from
vermilion. He is seated on a lotus over a mount which resembles a leopard. H e carries in
his principal right hand a trident and in the remaining right hands damaru, bow-shaped
Piia, serpent and zlajra. The left hands carry gadi, rosary, bow and tarjani. The fifth left
hand embracing the ~ a k t is
i placed on her left shoulder. T h e god wears patra-ku~dala~,
torques, munda-mili, ananta-type armlets, wristlets and pidingadas, besides a lower garment
fastened by a jewelled belt with loops. T h e hair of the god is secured by a gold embroidered
fillet with fan-shaped pleats at the two ends.
His Sakti is seated in lalit&ana on a couchant horse. She is eight-armed carrying in the
principal pair of hands the bowl and the vindu-mudri. The remaining right hands carry a
small trident, danzaru ( ? ) and sword. 'l'he remaining left hands carry a shield, khafvihga,
and @a. She wears a five-peaked mukuta flanked by flags, patra-kundalas, torques, mundamilri, bangles and the usual lower garment.
This is a THntric form of Saiva deity or a terrific aspect.
21. A twelve-armed god seated in loose padmfiatta on a lotus seat. His mount is a lion,
while that of his ~ a k t isi a hariwa. The god has a terrific face with raised curls, bulging eyes,
gaping mouth with exposed teeth and whiskers. He carries in his principal right hand the
trident and in the other right hands the kartari, sword, serpent, goad and abhaya. The left
hands carry a skull-cup, axe, peacock feathers, shield and vajra. His lowest left hand
embraces liis Sakti and is placed on her left shoulder. 'The god wearspalra-kupdalas, torques,
armlets, wristlets, munda-mili, pidingadas and a lower garment of tiger-skin. 'The hair of
the god is secured by a fillet studded with skulls. This feature is also present on other
gods of ferocious aspect.
His ~ a k t wears
i
a five-peaked mukulu flanked by flags, patrn-kundalar, torque, bangles,
mupda-mili and the usual lower garment. She is eight-armed and carries in the principal
of hands the bowl and the vindu-mudri. 'The remaining right hands carry trident, damaru
and sword. T h e left hands carry shield, book and p z a .
This is a 'THntric form of ~ a i v adeity with Sakti.
22. The next octagonal facet shows seven-headed Ga~jeSa,the crowning liead being
human. H e is seated in loose padnzrisana on a lion mount ancl is ten-armed. His lowest right
hand is placed in varada, the remaining right hands holding arrow, rosary, hammer and
goad. His left llands carry P&a, book, serpent and bowl or sweets. The lowest lest hand of
the god carrying a lotus flower embraces the Sakti and is placed on her waist. 'The god wears
jewelled diadem on all the lieads, torquc, rut,bopavita, long garland, '11 mlcts, wrisllcts, and
a lower garment wit11 armoured bits on thc I'ore-legs.
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His Sakti resting on his lap is seated in lalitdsana on lotus. She is two-armed, her right
hand held in ilingana and left in abhaya. She wears the usual dress and jewellery including a
long garland.
This is a TPntric form of Ganeia with seven faces and his Sakti and lion mount.
23. This is an eight-raced (in four tiers) and sixteen-armed god standing
in ilidhi-sana with his right foot placed on a bull and left foot on a roaring lion. The lowest
right hand of the god holds varada, the remaining right hands holding a nara-munda, axe,
damaru, trident, sword, trident-cum-khatvinga and a human victim. The left hands carry a
flag-staff, mudgara, rosary, fly-whisk, lotus, monkey, pija and abhaya. Each head or the god
wears a five-peaked mukuta. The main figure wears .rarpa-kundala in the right ear and patrakundala in the left, torques, garland of monkeys and squirrels, armlets, wristlets and a lower
garment with a frontal latticed apron secured by a jewelled belt.
24. UmP seated in padnlisana suckling her child Skanda who is seated in her lap. She
is four-armed. Her main right hand is placed on the right breast, the upper right hand
carries damaru, the upper left hand carries trident and the lower left supports the child.
She wears a five-peaked mukula, patra-kundalas, torques, long garland and wristlets. She
wears a sari which also covers her belly and left shoulder in the upavita fashion. Tllc back
slab depicts a mandala of seven deities seated in a r d h u - ~ a y n k i s n n aor sukhirana. Four of
them are four-armed, while the remaining are two-armed. 'They carry different attributes
such as skull-cup, lotus flower, z~arada, abhaya, etc. The top figure is seated in padmisonu
on a lion mount, and carries in the hands varada, goad, book and abhaya. I t is difficult to
say whether this figure is male or female. There is no doubt that the figures with one or
two exceptions are male. All of them except one wear long garland. The pedestal shows
ashta-mangalas.
LOWER ROW

The figures of the lower row are described anti-clockwise starting from the octagonal
facet on the left flank of the steps :Lower I.-The first octagonal facet shows only one figure in the central niche. The
flanking niches are two-tiered and empty. The niche contains eighteen-armed NatarPja
dancing in ardha-pryorikisana, his left toes resting on the haunches of the couchant Nandi
looking up. On the corresponding right side occurs a couchant lion. T h e top of the conical
slab shows a miniature representation of similar Natarzja with similar bull and lion mounts
but eight-armed only. H e may represent Bhyingi. The principal right hand of the god is
held in abhaya, while the remaining right hands carry trident, Xurtari, ziajra, chakra, arrow,
damaru and sword. His uppermost right hand is held in iirdhva-hasta pose. His main left
hand is held in the gajahasta pose pointing towards his left foot. The remaining lert hands
carry shield, khu!vitiga, bow, a small staff, bell, skull-cup, nam-munda and kamandalu. The
bull and the lion mounts are depicted above the lotus pedestal, which rest on a human
corpse. The god wears jatimuku.ta adorned below b y five-peaked diadem, sarpa-X-undola in
the left ear, torque, n~ti!zda-mild,armlets, wristlets, ball-anklets and a lower garment with
latticed apron. At the base of the slab is represented a frieze showing centrally dancing
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Rhringi, flanked on each side by four musical gapas, some with heads of parrots and others
of boar, wolf, etc. They play on bheri, drum, cymbals, bowl-like (ankya) drum, etc. One of
them is beating time with the hands.
Lower 2.-Four-armed
Bhairava standing in ilidhisana on a human corpse and
carrying danzaru, vajra, triSCla and vind. He has a terrific face with raised curls, etc., and
wears patra-kundalas, torque, n~unda-mild,wristlets, pddifi~adasand the usual type of lower
garment. This is a form of Bhairava influenced by TZntric Buddhism.
Lower 3.-Eighteen-armed
Mahishfisura mardini standing in pratyilidh&ana with
her right foot placed on her lion mount and the left foot trampling on the back of the buffalo
demon from whose decapitated head issues forth the demon in the human form wearing
armour and carrying sword and shield in the upper pair of hands and gadd (?) and
p Z a in the second pair. The main right hand of the goddess carries the tail-end of the n i g i
(niga-@a) as well as the tris'nla with which she gores the chest of the demon, while she
holds the demon's tuft with her main left hand. The remaining right hands of the goddess
carry kartari, vajra (?), chakra, damaru, khafvinga, double vajra, arrow and sword. The remainirig left hands carry shield, bow, flag, paraSu, goad, Sarlkha, ghanfd, and the tail-ends of the
buffalo demon and the niga-pZa. She wears a five-peaked diadem flanked by flags, patrakundalas torques, armoured jacket covering also the shoulders, pearl necklace of two strands
with a central locket, armlets, bangles and bell-anklets, besides the lower garment with
latticed apron in front secured by a jewelled belt with side tassels.
The lion mount stands on a lotus seat below which is represented centrally a pair of
birds, flanked on each side by a inale attendant. O n the right end is a lion and on the left
end is an animal resembling jackal, the vehicle of ChZmundfi. O n each extremity
is represented a mailed niga in human form. Behind each such niga is represented a realistic
niga whose tail-end is held in the hands of DurgZ. The nsga on the right carries a sword in
one of the hands. Behind left hand ni,ya in human form is represented four-armed boarheaded V2rfihi carrying hammer and triiDla in the right hands and horn in the left
hand. She rides on a reclining female figure.
T h e back-slab shows the nine D u r g ~ s ,each represented as a four-armed deity seated
in pralambapidisana. The main pair of hands in each case carries the bowl and the vindumudrz. Clockwise from 7 o'clock onwards the first one (Mfiheivari) carries damam and
khalvangi-cum-paraSu, the second one (VZr2hi) with a boar's head carries lotus flower
and goad. The third one (Vaishnavi) carries chakra and arrows, while the fourth
one (Brshmi) carries rosary and book. T h e fifth or the top one is six-armed and carries
bell and book in the remaining right hancls and n.uk and flask in the remaining left hands.
?'lie sixth one with sunken cheeks (CIiZmund8) carries damaru and triSDln; while the seventh
one (Kaulngri) carries staff. The eighth one ( I n d r ~ n i )carries vajrn and lotus flower,
while the ninth or last one carries sword and shield.
Lower 4.-Eight-armed god standing facing in ilidhisana with each foot resting on a
peacock. His main pair of hands holds the bowl and the vindu-mudri which is somewhat
unusual for a god. 'The remaining right hands carry mutilated, vini and sword. The lert
hands carry I-shaped shield, human victim and small trident. The god wears kiritu-mukufa,
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ratna kundalas, torque, long garland, wristlets, pdddhladas and the usual lower garment. The
god appears to represent Kumzra of a Tiintric form.
Lower 5.-Four-armed god standing in pru~ili&isanawith his right foot resting on
lotus and left foot on the lion mount. He carries a goad, Siva-liriga, p i h and skull-cup. He
has raised curls with a terrific face, and wears patra-kugdalas, torque, munda-mila, wristlets,
pidi@?adas and the usual lower garment. He represents Bhairava.
The next octagonal facet shows three mandala-shaped figure compositions.
Lower 6.-Lower G shows a group of three figures arranged in a conical form. The
~ d ~
facing in rilidhdsana. She is
right lower figure represents eight-armed ~ l l s m u standing
flanked on each side by a dog and stands on a human corpse, resting on human skulls. Her
main right hand carrying skull-cup is mutilated, while her main lert hand is held up to her
chin in the tarjani pose. The top right hand carries datnaru, the remaining right hands
being broken. The remaining left hands carry kha~uihga,abhaya and nara-munda. She wears
raised curls flanked by flags, patra-kundala.r, torque, mupda-mild, armlets and bangles, besides
a lower garment with a latticed apron. She has a skeletal frame with sagging breasts, sunken
eyes and cheeks.
T h e left lower figure represents four-faced and twenty-armed Mahishburamardini
standing in dlidhisana with her right foot resting on the lion mount. She carries
in the principal pair of hands the bowl and the vindu-mudri and in the next pair damaru
and kha.tuiriga. The remaining right hands carry triitila with which she gores the demon in
human form, tuft of a warrior associate of the demon, goad, Sairkhn, lotus, chakra, arrow and
sword. The remaining left hands hold shield, bow, staff, uajra, mirror, serpent, and tuft of a
warrior associate of the demon. An armoured warrior is represented seated on either
side, each drawing out a sword in support of their demon leader. Their tufts are held in
the penultimate pair of hands of the goddess.
The top figure shows a seven-headed and sixteen-armed god standing in dlidhkana
on a lotus seat marked by a nude couple treated as mounts. The god wears a long garland
and his Sakti who stands in trijhari,oa also wears the same. T h c lowest pair of the god's
hands are held in uarada and abhuya, while the top left hand carries gad^. The objects in
other hands are too minute to be clearly visible.
on
Lower 7.-This is a mapdala with the principal god in the centre and eight
the periphery. The lowest on the periphery is flanked by two others making a total of ten.
The principal god is six-faced and twelve-armed and seated on Garuda with a mutilated
face. H e carries in his right hands varada, arrow, chakra, double oajra, axe and sword and in
the principal left hand a tall spear (Sakti). His other left hands carry tris'iila, goad, bell,
serpent and bow. His six faces and the principal weapon viz. Sakti indicate that the god may
represent Kzrttikeya, (compare a similar cult image under \\.orship a t ~ a r i g a o n ) .
The peripheral figure a t 6 o'clock represents a ten-armed and four-faced goddess (?)
seated in padmisana on tortoise. Her right hands hold vnrada, arrow, goad, chnkra and
trident, while the left hands hold damaru, kamapdalu, p&a, bow and abhnya. She is flanked
l~
Lakshmi.
by a nigakanyi on each side with hands folded. She ~ r o b a b represents
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Proceeding clock-wise the figure next to Lakshmi is a four-armed god seated in
padmisana on a reclining human figure carrying broken, sword, shield and broken. He
has raised curls and wears patra-kundalar, torque and munda-mili. H e may represent Nirliti.
Peripheral figure 3 at 8 o'clock represents six-headed and twelve-armed god seated
in padtncirana on a bull mount. H e wears munda-mili and carries in his right hands hammer,
skull-cup, arrow, chakra, SiZla and axe. O f the attributes of the left hands only kha.tvinga
and bow can be made out. H e may represent IgZna.
Peripheral figure 4 at 10 o'clock is a six-headed and six-armed god seated on a stag.
H e also wears a munda-mild and carries in the upper right hand peacock-feathers (Sakti)
and in the upper left hand a vase with flame-like foliage. H e may represent VZyu.
Peripheral figure 5 at 11 o'clock is a single-faced and eight-armed god seated in
padmdrana on an elephant. He carries ablzaya, rosary, goad and uajra in the right hands and
peacock-feathers (Sakti), trident, broken and varada in the left hands. H e may represent
Indra.
Peripheral figure 6 at 12 o'clock is a four-faced and eight-armed god seated
in padn~ciranaon a bird which looks like a peacock but may represent a goose. He wears a
munda-mili. His right hands carry vyikhydna-mudri, varada, sruk and rosary. His left hands
carry book and bowl, while the attributes of the two lower hands are broken. Does he
represent Agni or BrahmZ?
Peripheral figure 7 at 2 o'clock is a five-headed and twelve-armed god seated in
padmisana on the bull mount. His main pair of hands holding some object is placed against
his chest. Some of his right hands carry kartari and axe, while some of his left hands carry
trident and vajra. H e wears a munda-mili.
Peripheral figure 8 at 3 o'clock is a four-headed and eight-armed god seated
in padmisana on a reclining human figure. He wears a munda-mili and carries in his right
hands iankha, trident, hammer and damaru and in his upper left hand a khalvinga.
Peripheral figure at 4 o'clock is a three-headed and six-armed god seated in padmdsana
without any mount. H e wears a munda-mili. His lowest right hand carries trident and the
lowest left hand appears to carry vajra-shaped iakti.
Peripheral figure 10 at 5 o'clock appearing on the proper left flank of 1,akshmi is
two-armed Varuna seated in loose padmisana on a crocodile. He carries piia in the left
hand, while the object held in his right hand is indistinct. With the exception of Lakshmi,
this is the only other figure which does not wear munda-mili and dons instead a
scarf (uttartja) .
I t is not unlikely that this mandala may represent the eight dikpdlis of whom a few
like Indra, VZyu and Varuna can douhtlessly be recognized from their mounts.
Lower 8.-The main figure represents a six-armed god standing in satnabhanga on
a human carcass. 'The main pair of hands holds the bow and the vindu-mudri. The
remaining right hands carry kartari and sword. T h e remaining left hands carry a blue
lotus and nara-~nunda. H e wears nzunda-mili and a lower garment with a latticed apron.
The figure is flanked on each side by a terrific monkey-headed four-armcd god carrying
kartari, damaru, kha~vingaand bowl. The attendant god on the right stands in pral3,ilidhisana,

while that on the left stands in ilidhisana with raised curls and proudly tilted head. The
~ e d e s t a lshows three registers. The first shows four gods, each four-armed carrying kartari,
sword, shield and kapila and separated respectively by an owl over cremation fire, cremation fire, serpent over cremation fire and elephant over cremation fire. The second register
shows a boar, a jackal, a dog and an owl. The third register shows a frieze of
stC@s alternating with Siva-lingas. This is god MahZkgla, which is colllmon to Buddhists
and the ~ a i v a s .
Lower 9.-This shows a six-armed goddess standing in samabhanga on a lion mount.
She carries in her right hands varada, hammer (mudgara) and sword and in the left hands
shield, mirror and ka.ti. She wears jewelled diadem flanked by flags, palra-kundalas' torque,
lower garment with a latticed apron. She is flanked on each side by a smiling gana with
folded hands. IYhile the right gana wears palra-kundalas, the one on the left is Gajakarna
with elephant's ears. Each dwarf wears a scarf and shorts.
'l'he pedestal of this figure also shows three registers. The first register shows
[our-armed warrior gods carrying kartari, sword, shield and skull-cup. In two cases, however,
the attributes are slightly different. I n one case the kartari is replaced by an arrow, while
in the other the main pair of hands carries the bowl and the vindu-mudrci. These warrior
gods are mutually separated by cremation fire surmounted in three cases by a dog, a lion
and a tree and in one case only by owl. The second register shows five niches containing
figures of two lions, a jackal, a bird and a cock. The bottom register shows stfitas alternating
with Siva-lzngar.
Lower 10.-This composition shows in the upper part a four-armed god seated in
padmisana with his Sakti on a common lotus seat resting on a large crescent. The god carries
in his hands varada, vase-and-foliage, chakra or crescent ( ? ) and ilingancr and may represent
Chandradeva. The Sakti seated in lalitcisana on the lap of her Lord is also fourarmed carrying varada, ianklio, lotus flower or jewel and abhaya.
The middle register of this composition shows three goddesses standing in ilidhisana.
The central one stands on a garuda; the right one on nandi and the left one on a peacock.
Each is four-armed and stands against the background of a tree. The principal pair of hands
in each case holds the bowl and the vindu-tnudri. Only the attributes of the second pair of
hands vary. The right one carries ratna-maiijari and tris'iila, the central one sword and
kha.tvinga and the left one perhaps a staff and peacock feathers. They probably represent
MZheSvari, Vaishnavi and Kaumgri. Each figure wears similar dress and ornaments including a munda-mili and a lower garment with a latticed apron.
The bottoin register shows a two-armed figure probably of hIahgk5la seated in
~~drizisana
on a human mount carrying a kartari and skull-cup and flanked on each side by
a preta in ilidlzisana carrying a naranzunda and a skull-cup. Each figure of the bottom
register wears a nzu?zda-nzilci.
Lower 11.-This
seems to represent four-armed MahBkBla standing lacing in
ilidhisana with his right foot resting on a skull and the left foot on a human corpse about to
be cremated. Two other cremations are shown below the figure of M a h ~ k ~ l a ,goblin
issuing out of the one on the proper right. Though the head of the god is defaced, his raised
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curls are visible. He also wears patra-kundalas, torque, wristlets, )idirigadas, vzunda-n~i/i
and a lower garment. The attributes of his principal pair of hands and the other left hands
are broken, only the upper right hand carrying the sword is intact. The back-slab shows a
fraine of human skulls with a border of flames.
Lower 12.-Five-headed and ten-armed god standing facing in ilidhisana with his
feet resting on a pair of lions. His two-armed Sakti stands in tribhanga on a lotus
seat reclining against his left shoulder. The god carries in his right hands broken, mutilated
vajra, khafviliga, peacock feathers and a large trident pierced with the figure of an armoured
warrior carrying sword and shield. Most of the god's left hands are mutilated with their
arrtibutes. Only damaru, serpent and rosary can be made out. The halo is surmounted by
t'our-armed Vidyzdhara figures carrying garlands and emerging from the clouds which
i
munda-mili and lower garments with
are clearly depicted. The god and his ~ a k t wear
latticed apron in front. The god also wears sarpa-kundalus.
Lower 13.-Sixteen-armed GaneSa seated in ilidhirana with his Sakti, canopied by a
serpent with two tiers of 7 and 5 hoods respectively. The main right hand of GaneSa holds
one of his tusks, while the other right hands carry varada, rosary, chakra, hammer, axe,
trident and sword. The left hands carry shield, hammer, trijiila-cum-khafviriga, )&a, peacock
feathers, book and vessel, while his lowest left hand carrying sweets embraces his Sakti.
The Sakti is only two-armed carrying abhaya and varada. Both of them wear the usual dress
with the long garland, while GaneSa also wears armoured bits on the fore-legs. Below
Ganeia is represented a pair of mice as his mount. In the background are carved trees,
while the pedestal is carved with lions to indicate that it is a simhisana.
Lower 14.-Six-faced and eight-armed god standing facing in ilidhisana with his
three-faced and four-armed Sakti dancing in ardhaparyarlkisana. Both of them stand on a
human corpse. The main right hand of the god is held in abhaya. His remaining right
hands carry khafainga, datnaru and serpent. His left hands carry kartari, axe, trident and
skullcup. 'l'he god wears munda-mili and a lower garment with a latticed apron. The
main hands of the Sakti hold the bowl and the vindu-mudri. The other right hand is broken,
while the left hand carries goad.
Lower 15.-Five-headed and ten-armed GaneSa facing front and standing in
ilidlzisana with each foot placed on a lion mount. The principal right hand of Ganeia carries
a rosary. The other right hands carry varada, hammer, axe and sword. His main left hand
carries a bowl of sweets which the god is partaking with his trunk. His other left hands
carry shield, p Z a , goad and abhaya. The god wears torque, wristlets, long garland and
lower garment with armoured bits on his fore-legs.
Lower 16.-Eleven-headed and eighteen-armed R4ah5kzla dancing in ardhaparyankisunu with his left foot resting on a cremation fire. His main right hand is held up in the
i2rdlzvahasta pose, while his main left hand is held in the gajahasta pose. His remaining right
hands carry radish, skull-cup, serpent, khafvinga, hammer, double vajra, trident and sword.
His left hands carry a human victim, goad, damaru, vajra, gadi, lotus flower or jewel, serpent,
and rosary. His Sakti standing in ilidhirana on a sirithisana is four-armed, carrying kartaris,
sword, naru-?1~undaand kapila. On the right of the god is represented a Sour-armed goddess

seated in ardlta-paryariklisana beating time with the main pair of hands and carrying dumaru
and khaluinga in the other pair. The back-slab is framed all round by human skulls with a
border of flames. A pair of owls with jackal and wolf at the two ends is carved on the
pedestal. The god and his Sakti wear munda-mili and a lower garment with a latticed apron.
Lower 17.-Five-headed and ten-armed god facing front and standing in ilidhkana
on a human corpse. He carries in his right hands human victim, uajra, bell and sword. The
left hands carry peacock feathers, bow and arrow, human head, kha!uiriEa and skull-cup.
This figure also wears nzu!zda-mil6 and a lower garment with a latticed apron.
Lower 18.-Eight-armed god with a terrific face standing facing in ilidh&ana on a
human corpse. His right hands hold uarada, dantaru, tn'jrila and sword, while his left hands
hold tnjila-cum-khaluiriga, @a, indistinct and serpent. He has raised curls and wears
tnunda-mili and a lower garment with a latticed apron.
Lower 19.-Six-headed
and twelve-armed goddess standing facing in ilidhbana
with her rig111 foot placed on Garuda with hands in arijali and left foot resting on the hump
of a bull looking up. The right hands of the goddess hold uarada, bell, lotus Rower, gad&,
jankha and chakra. Her principal left hand is held in abhaya, while the remaining left hands
are broken. She wears a ntunda-milt and a lower garment with a latticed apron. She is the
female counterpart of Hari-Hara in the Tiintric aspect.
Lower 20.-Eighteen-armed
goddess dancing in ardhaparyarikisana with her right
root on the lion mount. Her principal pair of hands carries the bowl in the right hand and
peacock feathers-cum-vindu-fnudri in the left hand, the second pair carries uajra and ghanla.
The remaining right hands carry rosary, goad, triirila, axe, chakra, arrow and sword. The
remaining left hands carry shield, bow, gadi, nara-munda, kha!uariga, Sarikha and vase.
She wears jewelled diadem flanked by flags, ionkha-kundalac, torque, nzunda-mili, wristlets,
bangles, bell-anklets and a lower garment with a latticed apron. She is flanked on the right
by twelve-armed ChiimundZ seated in pralanzbapid&ana in the European fashion carrying a
serpent (~vhichshe is devouring) and bowl in the principal pair of hands. The remaining
right hands of CllHmundB carry kartari, human victim, indistinct, arrow and sword. Her
remaining left hands carry shield, bow, kha.tuiriga, etc. She is seated on a human corpse
which rests on two tiers of human skulls.
The principal goddess is flanked on the left by an eighteen-armed goddess seated in
pralanzbabidi~ana.Her principal pair of' hands carries the bowl and the uindu-nuidri. The
sword is clearly visible in her uppermost right hand and the shield in her uppermost left
hand. She also wears a munda-mili.
T h e back-slab is framed by human skulls with a border of flames.
Lower 21 .-Six-faced and ten-armed Narasimha seated in ardhaparyankcisana on a
pair of human mounts. The god carries in his right hands uarada-cum-akshamili, lotus, gadi,
iankha and chakra. H e holds in the left hands a ilag, hala, a bowl orsweets, bunch of flowers
and cillriga~la,his lowest left hand resting on the left shoulder of his Sakti, who is seated in
lalzlisana in the lap of her lord. She is two-armed holding ilirigana and bowl. I n the upper
field is represented a mutilated figure of h a - ~ i i r v a t ias ilillgana-mtirti seated respectively
on the bull and lion mounts.
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O n each side-wall of the flight of steps is a niche. I n the eastern niche is a n image of
two-armed god seated in loose padnlisana carrying sword and a bunch of flowers. The god
is corpulent and wears jewelled muku!a. ratna-kundalas, torque, wristlets, a long mall and
the usual lower garment. In the western niche is a four-armed image of god standing on an
animal which may be a buffalo or stag. He has only one leg and stands on his right foot.
Another peculiarity of the image is that a four-armed god emerges from either side of his
waist, with the upper pair of hands folded above the head. While the objects held in the
lower pair of hands of the right hand figure are indistinct, the left hand figure carries junkha
and book. The main god holds bowl, triizila, goad and varada in the hands, and wears mukuta
adorned by jewels with a conical object resembling dhatiri flowers projecting from the
right, sarpa-kundalas, torque, garland, munda-mili, pidingadas and lower garment fastened
by a jewelled belt. This figure probably represents ~ i v aas EkapHda.
From the south-western end the uppermost circle shows :
1) Eighteen-armed god standing in pratyilidhisana, on the legs of a seated nude ascetic
(facing the god) with the main pair of hands pressing down the head of the ascetic. The
next pair of hands holds chakra and gadi. The remaining right hands carry vajra, goad, a
khukri-like sword, arrow, umbrella-like dhvaja, danzaru and triSiila. The remaining left hands
carry khafvinga, mushti, lotus flower, bow, shield, piia and probably peacock feathers (Sakti).
The god is flanked on the right by three-headed and four-armed MahishHsuramardini
killing the buffalo demon in full animal form with trijila held in her lower right hand.
The upper left hand is held in abhaya, while there is no trace of the lower leR hand. The
corresponding figure on the left is six-armed V i r i h i standing in ilidhisana on a pair of nude
human figures. In her lowest left and right hands she carries the tufts of her human mounts.
The other hands carry Sankha, chukra, gadi and padma. The main god wears jewelled mukula,
patra-kundalas, torque, wristlets, munda-mtfli, pidingadas, scarf and a lower garment of tiger
skin.
2) Two-armed god carrying sword and the reins and riding a horse. He wears jewelled
mukuta, patra-kundalas, torque, wristlets and vaijayanti-mila.
3) Five-headed and eighteen-armed god seated in loose padmisana on a pair of reclining human figures each carrying a skull-cup. The pedestal sliows a pair of bulls flanking a
two-armed seated figure with the right hand held in abhaya. The main pair of liands of the
god carries khaluinga and nara-nzunda. The second pair carries arrow and bow. The
remaining right hands carry vara.da, hammer, chisel, tris'iila, damaru, goad and sword. The
remaining left hands carry shield, @a, flag standard crowned by a club, axe, flower and
abhaya. The god wears jewelled mukula, ratna-kundalas, torque, wristlets, pidingadas, a long
mi/E and a lower garment fastened by jewelled belt.
4) Two-armed NfigBraja seated in loose padmisatla under the canopy of numerous
serpent hoods. His seat and back-rest are also made of beautifully arranged serpent coils.
He is flanked on each side by a two-armed Nggi with hands in aqjnli on wl~osecoils he sits.
He is two-armed carrying vnrada and lotus flower in the right hand and kalaSa in the left
,
wristlets,
hand. He wears jewelled nzukuia, ratna-kundaln.r, torque, hcira, long t ~ ~ a l aarmlets,
pidungadas and lower garment fastencd by a jew,elled belt.

BRAHMANICA L IMAGES

5) Same as number 4 (NZgarZja).
6) Same as number 4 with the difference that the right hand is held in
abhaja (represents Nzgar~ja).
7) Lakshmi-N2rgyana seated on lotus seat resting on Garuda represented realistically
as a bird. NiirZyana is four-armed but only his lowest left hand carrying vase and holding
Lakshmi in embrace is intact. Lakshmi is two-armed carrying ilikgana and indistinct. Her
face is completely mutilated. NiirByana sits in loose padmtisana, while Lakshmi is seated in
lalitirana. NZrZyana wears jewelled mukuta, ratna-kundalas, torque, vaijayanti-mdli, pdditigada
and flower garment fastened by a jewelled belt.
8) This is a repetition of number 6 (Nggaraja).
9) Siva-~iirvatieach seated in lalitisana on a common lotus seat. Siva is [our-armed
carrying varada, tris'iila, trifiila and abhaya. Piirvati carries blue lotus and abhaya. Siva weals
jatimukuta, kundalas and wristlets of snakes, torque, ratnopor~ita, mnnda-mild, pidingadas
and a lower garment fastened by a jewelled belt.
10) Eight-armed Krishna standing in tribhadga in his characteristic pose holding a
flute in the main pair of hands. The remaining hands carry five arrows, goad and chakra
in the right hands and s'ankha, p i i a and bow in the left hands. He is flanked by a four-armed
Gopi on each side, the right one carrying flowers in the lower right hand, the upper right
hand held up in iirdhuaharta dance pose, while the left hands carry a book and a bow1 of
flowers. The Gopi on the left is in ilidhzsana and carries rosary, abhaya, book and a flower.
Krishna wears jewelled muku!a, ratna-kundalas, torque, vaijayantimili, armlets, wristlets,
pzdifigadas, a lower garment fastened by a jewelled belt. He stands under a canopy of seven
hoods, reminding of his aspect as Kiliya-damana.
11) Kgmadeva seated in loose padmzsana with his two consorts Rati and Priti seated
on his lap on either side. Kgmadeva is four-armed and carries arrows, flag, fish and bow
made of sugarcane, with ~ t string
s
made of flowers. His consorts are two-armed, the right
one carrying abhaya and bowl and the left one carrying flower and broken. The god wears
a conical mukufa of flowers, ratna-kundalas, torque, wristlets, pididgadas and a lower garment
fastened by a jewelled belt.
12) Four-armed goddess seated in padmisana carrying varada, lotus, vase and abhaya.
She wears jewelled mukuta, ratna-kundalas, torque, wristlets and long m i l i .
13) I t is a small shrine-type niche. The image is missing.
14) The next half of the circle starts with number 14. This shows four-armed goddess
seated on lotus in 1alitlIsana carrying oarada, sword (broken), flowers and abha~la.She wears
jewelled mukuta, ratna-kundalas, torque, wristlets and long m i l i .
15) Five-headed and sixteen-armed god seated in lalitisatla on winged Garuda in
human form. The three lower heads have raised curls adorned by jewelled muku!a, while
the two cro\vning heads wear jewelled mukuta. The god also wears torque, armlets, wristlets,
i the god is seated
scarf, yogapalla, pzd~tigadasand lower garment. The four-armed ~ a k t of
on his lap. The principal head of the god is of lion (Narasimha). The lower left head is
of' Vargha and the lower right of Garuda. The two surmountirlg heads are human. The
main right hand of the god carries a flower. His remaining right hands carry wratln, goad,
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onjra, lotus, kartari, arrow and sword. His left hands carry shield, bow, gadi, Sankha, lotus
flower, hammer, abha_ya and probably ilifigana, the last hand being indistinct. His Sakti
carries abhqla, bunch of flowers, vase-and-foliage and varada. Below the sirizhisana of the
image is represented a reclining warrior (somc demon) holding a sword and shield and
wearing an armoured coat.
This is a peculiar five-headed form of Vishnu with prominence given to his form as
Narasimha. Does his bird-head refer to Garuda?
16) Ten-armed Bhairava standing in pratyilidhisana with his right foot placed on a
human corpse and the left foot on a serpent. H e carries the bowl and vindu-mudri in the main
pair of hands, his remaining sight hands carry varada, dnmaru, vajra and sword; his remaining left hands carry khntv6ntiga, piia, narn-munda and abhaya. H e is shown as iirdhvaretas and
has a terrific appearance with raised curls secured by a fillet with skull-clasps, bulging eyes,
open whiskered mouth, sarpa-kundalas, sarpa-hdra, sarpa-valaya for the wrists and anklets,
torque, munda-mdld, bell-anklets and lower garment of tiger-skin fastened by a jewelled belt.
17) Two-armed god standing in pra~dlidhisanacarrying kalpa-tree in the right hand
and vase-and-foliage in the left hand. H e wears jewelled mukutn etc. including long mili.
18) This is a repetition of figure 6 (NZgarZja).
19) Four-armed Siirya seated in loose padmEsana on a lotus seat which is marked by
a winged horse. T h e god carries abhaya, lotus flower, while his left hand embracing the
Sakti is held in varada. His Sakti is four-armed and seated in lalitdsana. Her main pair of
hands is held in niijali; the remaining hands carrying lotus-bud and kalaja.
20 to 22) 20 and 22 are repetitions of figure 6, while 21 is a repetition of
figure 4 (images of NZgarzja) .
23) Eighteen-armed goddess seated with her knees tied with yogapatla. She is seated
on a pair of fish which rests on a large skull-cup flanked on each side by a serpent. The
serpents are flanked on the lower ground by two-armed kneeling attendants carrying gadi
and chakra. T h e goddess carries the bowl and the vindu-mudrri in the main pair of hands. The
second pair carries damtlru and khatvinza. The next pair carries the tails of the flanking
serpents. T h e remaining right hands hold varada, stick with a square top, hammer, cajra,
lriiiila and sword. T h e remaining left hands carry shield, goad, human head, khatvCilga,
water-vessel and abhaya. T h e goddess wears jewelled mukuta flanked by flags, patra-kundalm,
torque, wristlets, munda-mild and lower garment besides the yok.apatta.
24) Four-armed KumZra seated in 1aliti.rana with his right foot resting on peacock
and left knee resting on lotus flower. His hands carry nbhqa, peacock feathen (Sakti), cock
and bow. H e wears jewelled mnkuta, ratnt!-!;~r!~daloc,torque, armlets, wristlets and lower
garnlent wit11 central apron. True to the local tradition which del~ictshim in a terrific
i
is shown as four-armed, carrying
form, he wears n~unda-mili.So also does his ~ a k t who
ablruya, ifingatla, cock and nam-ir~zc!~dn.Tlle artist here has combined the terrific forms of
KumZra and KaumZri who is one of the nine DurgZs. She wears jewelled mukuta, ratnakztndnlas, torque, armlets, wristlets, munda-mil6 and lower garment with a central apron.
She is seated in lalitisnna with her left foot resting on a human mount carrying skull-cup
in the left hand.

BRAHMANICAL IMAGES

2 5 ) Lastly, a two-armed militant goddess carrying serpent in each hand stands in
pratyilidhEsana and attacks an armoured wanior carrying gadi and shield. 'The victim
has been floored. T h e goddess wears kiri!a-muku!a, patra-kundalar, torque, bangles, armour,
scarf, bell-anklets and lower garment of skirt and is flanked on each side by a two-armed
grinning preta (goblin).
BRAHMANICAL

TANTRIC IMAGES I N SADASIVA (BHAIRAVA) C H O W K

Sadisiva Chowk, also known as Bhairava Chowk is an integral part of the royal
palace complex at Rhaktapur. I t was built by king NareSamalla (AD 1637-1644) who was
himself an expert on Tintric studies. This has seventeen Tintric figures of Bhairava besides
a figure each of Durgi, Ganeia and KumBra, also of the Tgntric variety. All of them are
shown as twelve-armed and stand in ilidhirana on their respective mounts. Of the seventeen
Bhairava figures fifteen are represented as Gajisuravadhamfirti, as is indicated by the
elephant hide held in their uppermost pair of hands. The Bhairava figures also show a
variety of mounts, two figures each having horse, peacock, goose, and human mounts,
and one each having a dog, bull, owl, cock, wolf, jackal, goat, Garuda and a pair of
parrots as mounts.
1 . Twelve-armed blue-coloured Rhairava standing in pratyilidhisana on a human
mount carrying skull-cup. T h e main pair of hands carries the bowl and vindu-mudri. The
remaining right hands carry kartari, vajra, arrow, damaru and sword. The remaining left
hands carry shield, bowl, ball, triiiila and human head.
2. Twelve-armed DurgZ standing in ilidhisana with the lion mount below her feet.
She carries bowl and vindu-mudri in the principal pair of hands. The remaining right hands
carry varada, vajra, arrow, sword and damaru. T h e remaining left hands carry shield, bow,
bell, abhaya and khatvinga.

North side
3. Red-coloured twelve-armed Bhairava standing in bratyilidhisana on a human
mount. T h e raised curls are adorned by the crescent and skull. He carries in the principal
pair of hands arrow and bo\v. The uppermost pair of hands carries gaja-chamza (the hide of
Gajisura). T h e remaining right hands c a y - r~ajra,kartari, sword and datnnm. Tlle remaining
left hands carry shield, nara-munda, bell and skull cup.
4. Red-coloured twelve-armed Bhairava standing in ilidhisana on a dog mount. T h e
right hands carry trzpatiki-mr~dri,fish, kartri, arrow and sword. 'The left hands carry shield,
bow, nnra-nru!~da, goad and skull-cup. They all wear sarpa-kundalas, sarpa-valayas at the
wrists and anklets, mu?lda-tnili, torque and tiger skin as lower garment.
5 . Rlue-coloured twelve-armed Bhairava standing in ilidhisana on a bull mount. T h e
uppermost pair of hands carries gaja-channa (the hide of Gajisura). T h e other right hands
carry damaru, goad, kartari, arrow and small staff. Tlle other left hands carry shield, bow,
p i i a , skull-cup and triiila.
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6. B!ue-coloured twelve-armed Bhairava standing in dlidhisana on a horse mount.
The uppermost pair of hands carries gaja-charma (the hide of Gajisura). The other right
hands carry kartari, arrow, chakra, vajra and sword. The remaining left hands carry shield,
gadi, bow, bell and nara-munda.
7. Red-coloured twelve-armed Bhairava standing in dlidhdsana on a peacock mount.
The uppermost pair of hands carry gaja-charma (the hide of Gajdsura). The other right hands
carry kartari, spear, goad, arrow and sword. The remaining left hands carry shield, bow,
p i i a , peacock feathers and skull-cup.

West Side
8. Green-coloured twelve-armed Bhairava standing in dlidhdsana or1 a white goose.
The uppermost pair of hands carries gaja-charma (the hide of G u j h u r a ) . The other right
hands carry karana-mudrd, vnjra, kartari, sword and stag. The remaining left hands carry
shield, nara-munda, bell, skull-cup and serpent.
9. I'ellow-coloured twelve-armed Bhairava standing in ilidhisana on an owl mount.
The principal pair of hands carries kartari and kalaia. The uppermost pair of hands carries
gajn-charma (the hide of GajZsura). The remaining right hands carry onrada, arrow, uajra
and sword. The remaining left hands carry shield, p Z a , bow and abhayn.
10. White or yellow-coloured twelve-armed Bhairava standing in ilidhdsana on a
cock mount. The main pair of hands carries kartari and kapdla. The uppermost pair ofhands
carries gaja-charma (the hide of Gajdsura). The remaining right hands carry arrow, goad,
chakra, and sword. The remaining left hands carry shield, crescent, pain and bow.
1 1 . Red-coloured twelve-armed Bhairava standing in dlidlrdrana on a horse mount.
The first pair of hands carries arrow and bow. The second pair carries spear and skull-cup.
The uppermost pair of hands carries gaja-charma (the hide of Gajisura). The remaining
right hands carry hammer, vajra and sword. The remaining left hands carry shield, bell
and fire.
12. Yellow-coloured twelve-armed Bhairava standing in dlidhi~nwaon a wolf mount.
The main pair of hands carries kartari and kapila. The second pair carries damani
and kha~vndga.The uppermost pair of hands carries gaja-channa (the hide of Gnjii.rzim). The
remaining right hands carry uajra, arrow and sword. The remaining left hands carry shield,
bow and bell.
13. Blue-coloured twelve-armed Bliairava standing in dlidhisana on a jackal mount.
The main pair of hands carries karlari and nara-munda. The second pair carries dumbbell-like object and kha.tvinga. The uppermost pair of hands carries gaja-charma (the hide
of G a j h u r a ) . The remaining right hands carry arrow, sword and vajra. The remaining
left hands carry bell, shield and bow.
14. Yellow-coloured twelve-armed Bhairava standing in dlidhisana on a goat mount.
The first pair of hands carries goad and piSa. The second pair carries ~ a k t i(resembling
peacock feathers) and skull-cup. The uppermost pair of hands carries gajn-clrarma (the hide
of Gajirzrra). T'hc ren~ainingright hands carry arrow, vajra and sword. 'The remaining left
hands carry shield, bell and bow.

Soulh Side
15. Ked-coloured twelve-armed Bhairava standing in ilidhirana on a peacock mount.
The first pair of hands carries kartari and kapila. The second pair carries damaru
and kha.tvinga. The uppermost pair of hands carries gaja-charma (the hide of Gajdsura). Thc
remaining right hands carry peacock Feathers, sword and goad. The remaining left hands
carry pir'a, shield and flag.
16. Yellow-coloured twelve-armed Bhairava standing in ilidhisaiza on a white goose.
The uppermost pair of hands carrZesgaja-charma (the hide of G'ajisura). ?'he other right
hands carry goad, vajra, kartari, sword and broken (probably spear). The remaining left
hands carry I-shaped shield, circular shield, damaru, p i i a and kapila.
17. Green-coloured twelve-armed Bhairava within grated enclosure on Garuda.
The principal pair of hands carries arrow and bow. The second pair carries kartari and
X ~ p i l a .The upperil~ostpair of hands carries gaja-charma (the hide of Gajisura). The right
hands carry chakra, sword and vajra. The remaining left hands carry bell, shield and gadi.
18. Red-coloured twelve-armed Bhairava standing in dlidltcisana. A pair of parrots
are depicted as mounts. The main pair of hands carries kartari and kapila. 'The second
pair carries danzaru ( ? ) and khalvinga. The uppermost pair of hands carries gaja-charma (the
hide of Gajisura). The remaining right hands carry goad, vajra and sword. The remaining
left hands carry tarjani, small trijtila and piia.
19. Twelve-armed Ganeia standing in ilidhisana on a mouse. The main pair of hands
carrieb karana-mudri and bowl of sweets. The second pair carries triS&la and paraiu. The
remaining right hands carry goad, rosary, arrow and sword. The remaining lert hands carry
shield, bow, book and p&.ia.
East
20. There is only one figure within the grated enclosure on the east showing twelvearmed Kumara standing in ilidlzkana on a peacock. The main pair of hands carries bowl
and vindu-nludri and the second pair carries tarjani and kha.tvinga. The remaining right hands
carry vnrada, rosary, peacock feathers and sword. The remaining left hands carry shield,
flag, book and abhaya.
BRAIIAIANICAL
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IMAGES I N K U h W R I CHOWK, BHXKTXPUR

The northern verandah of the Kulnari Chowk is enclosed on three sides and has a
lo\v roof about 6' high. Three sides of the verandah are decorated with three rows of relief
figures of gods and goddesses. A11 of them are inscribed in Sanskrit verses.
Toil row

CVc~tcrrr51clcz
1. Four-armed Gai>eia seated in la/itdsana on a inouse ~ h i c hactually looks like an
ailimal. His Sakti is seated on his lap in pralanbapidisana. G a ~ e S a carries varada, rosary,
i
ilirigana and
axe and sweets, the lower left hand being held in ilifizatza. His ~ a k t carries
bowl full of sweets wl1ic11 the god is partaking with his trunk.
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2. Four-armed goddess Durg5 seated on lion carrying varada, rosary, lotus flower
and trijiila. Inscribed Simhavihini.
3. Four-armed goddess seated on lotus carrying rosary, jakti, blue lotus and vijapiiraka.
In the inscription the upper left hand is said to hold blue lotus and the lower left hand
vijap iira.
4. Four-armed goddess seated in lalilisana on Nandi carrying varada, damaru, trijnla
and serpent. Called in the inscription Sailendra-sztndari.
5. Four-armed goddess seated in lalitisana on a swan carrying sruk, rosary, deer skin
and gadi.
6. Four-armed goddess seated in lalitasana on a lotus carrying varada, arrow, bow
and abhaya.
7. Four-armed goddess seated in lalitisana on elephant carrying varada, vajra, goad
and abhajln. She is clearly Indrzni, although not so mentioned in the inscription.
8. Four-armed goddess seated in lalilisana on crocodile. She carries varada-cum-rosary,
goad, pija and chimara.
9. Four-armed goddess seated in lalitisana on a stag. She plays on vini with the main
pair of hands and carries rosary and dhzlaja (flag).
Northern face
10. Four-armed goddess seated in lalitcisana on a lion carrying varada, skull-cup,
casket for sindiira and abhaya.
11. Four-armed goddess seated in lalitisana on an owl (kadika) carrying varada,
trijiila, nara-nlunda and kartari. Labelled Nagendra-nandini.
12. Four-armed goddess seated in lalitisana on a lotus carrying varada, lotus flower,
chakra and abhaya.
13. Four-armed goddess seated in lalitisana on Nandi carrying varada, rosary,
kama!zdalu, and abhaya. Inscribed Bhavfini.
14. Four-armed goddess seated in lalilisana on an elephant carrying varada, rosary,
kanzandalu and abhaya.
15. Four-armed goddess Sarasvati (not labelled) seated in lalitcisana on a lotus flower.
She plays on vini wit11 the main pair of hands and carries abhaya in the upper right hand
while her lower left hand is placed on the seat.
16. Four-armed goddess seated in lalit&ana on a lotus flower carrying varada, sruk,
deer skin and abhaya. Inscribed Jagadiivari.
17. Four-armed Durgz seated in lalitisana on the buffalo demon from whose
decapitated head issues the demon as a warrior drawing out the sword. The goddess is
represented as an archer and holds arrow in the lower right hand. The remaining hands
carry sword, shield and bow. The inscription mentions that she carries arrow in one of the
hands. Labelled Bhavzni.
18. Four-armed goddess seated in lalilisana carrying uarada, garland, mirror and
abhaya. She is seated on a lotus stalk.
19. Four-armed goddess seated in lalilirana on a lotus stalk carrying varada, lotus
flower, X-amandalu and abhaya. Labelled UmB.

20. Four-armed goddess seated in lalitcisana on a lotus Bower carrying uarada, Bakti,
deer skin and abhya. Inscribed MahHlakshmi.
21. Four-armed goddess seated in padniisarta on a lotus flower carrying uarada, rosary,
uijap!iraka and abhaya. Inscribed Bhavzni.
22. Four-armed goddess seated in lalitisana on a lotus flower. She plays on ui@ with
the main pair of hands and carries varada and abhaya.
23. Four-armed goddess seated in lalitisana on a lotus flower. She plays on uini with
the main pair or hands and carries varada and abhaya. Inscribed BhavPni.
24. Four-armed goddess seated in lalitisana on a full vase flanked by two lotuses.
She carries vorada-cum-rosary, pZa, goad and lotus flower. Inscribed Lakshmi.
25. This is the main figure coming immediately above the main image of
Durg5 which appears in the centre of the middle row. The god is five-headed and tenarmed standing in ilidhisana on a reclining human figure carrying skull-cup. The main
head is of HanumBn. The feet are also of HanumBn. O n the left is the head of a boar, while
on the right are heads of wolf and Garuda. The crowning head is of a horse. 'The main
right hand carries trzizila. The remaining right hands carry kartari, pda, vajraghanti and
sword. The left hands carry gadi, skull-cup, rosary, hala and tarjani.
26. Four-armed goddess
seated in lalitcisana on a horse carrying
.
- uarada, sword, shield
and hammer. 'The hammer is called nlusala in the inscription.
27. Four-armed goddess seated in lalitisana on lotus carrying skull-cup, lotus, lotus
buds and full vase. She is called Guha-nlztz in the inscription.
28. Four-armed goddess seated in lalitisana on a bull carrying varada, rosary,
kanlandalu and pis'a. Inscribed Bhavzni.
29. Four-armed goddess seated in lalitisana on a lotus flower carrying varada, skullcup, blue lotus and abhaya. Inscribed GirijB.
30. Four-armed goddess seated in padr~~isana
on a lotus carrying uarada, iarikha, book
and abhaya. She is called BhBvBni.
31. Four-armed goddess seated in lalitisana on a lotus carrying varada, kartari, human
head and abhgya. Inscribed B11avBni.
32. Four-armed goddess seated in lalitiisana on a lotus flower carrying varada, skullcup, triitila and abhgya.
33. Four-armed goddess seated in lalitisana on a lotus stalk carrying varada, triiiila,
vajraghan!i and kartari.
34. Four-armed goddess seated in lalitisana on a horse carrying varada, sword, trijiila
and abhaj~a.
35. Four-anned goddess seated in lalitisana on a lotus flower carrying varada, lotus
flower, book and abhaya. Inscribed BhavBni.
36. Four-armed goddess seated in lalitisana on a lotus flower carrying uarada, triida,
sword and abhqa.
37. Four-armed goddess seated in 1alitZsana on a lotus flower carrying arrow, uajra,
chakra and bow. Inscribed BliavHni.
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38. Four-anned goddess seated in lalitisana on a lotus flower carrying zlarada, rosary,
iakli and abhgla. Inscribed BhavZni.
39. Four-armed goddess seated in lulitisann on a bull. She plays on vina with the
principal pair of hands and carries darnam and triiiila in the other pair.
Eastern face
40. Four-armed KaumZri (not labelled) seated in lalitisana on lotus carrying cock,
peacock f'eatllers, trida~ldiand abhaya.
41. Fo~u-armedgoddess seated in lalitisana on Garuda carrying varada, chakra, Sonkha
and abhaj~n.Inscribed BhavBni.
42. Four-armed goddess seated in lalitrisana on an elephant carrying varada, vajra,
goad and abhaj~a.
4.3. Four-armed goddess seated in lalitisana on a bull carrying varada, skull-cup,
kha!vinga and abhaja.
44. Four-armed goddess seated in lalilisana on a lotus flower carrying skull-cup,
rosary, human head and iakti. Slle is called BhavPni.' l ' h e inscription calls the Sakti as
triSCla.
45. Foul--armed goddess seated in lalitisatla on a lotus flower carrying an indistinct
object which may be a small skin, rosary, human head and kartari.
46. Four-armed goddess seated in lalitrisana on a stag carrying varada, gadi, p G a and
abhaya.
47. Four-armed goddess seated on a lotus flower carrying kartari, sword, khalviliga
and human head.
48. Four-armed goddess seated in padtnisana on an elephant. She plays on v @ i with
the main pair of' liands and carries vajra and goad in the other pair.

hliddle row
North face
49. Five-headed and fourteen-armed god standing in rilidll&arza with the right foot
on Garuda and left on a lotus flower. He carries in the first pair of hands chakra and ialikha
and in the second pair lotus flower and gad& The corpse of a warrior is suspended on his
right knee, \vhile another warrior carrying sword and shield and standing in front of his
left foot is trying to fight the god. The remaining right hands or the god carry rosary, jewel,
vajra, arrow and sword. T h e remaining left hands carry shield, bow, vajra-ghanri, book
and abhaya. The inscription calls the victims as h,ladhu and Kailabha. Inscribed as Chaturbhuja.
50. Five-headed alld sixteen-armed goddess standing in ilidl~i.mnawith her right foot
on the lion mount and left foot on lotus. She carries p&a, with which the neck of the demon
has been tied and his tuft in the main pair orhands. The demon is depicted in human Sorm
as a mailed warrior carrying sword and shield. The second pair carries axe and skull-cup.
'I'he remaining right hands carry gadi, vajra, arrow, h n k h a , triilila and sword, while the
remailling lert liands carry shield, chakra, peacock feathers, bow, vajra ( ? ) and bell. Thrce
pairs of flags flank the central heads and the three tiers. She wears jewellcd diadem on all
the heads, torques, armour on her shoulclers and chest, pearl garland, l1ru!lda-t1zili, armlets,
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bangles, bell-anklets and lower garment fastened by belt with the latticed apron in front.
Inscribed BhavBni.
51. Five-headed and sixteen-armed goddess standing in iilidhi.rana with her right foot
on the lion mount and left foot on a lotus. The main pair of hands carries sword and tuft
of the demon. The second pair carries peacock feathers and ,chan!i. The remaining right
hands carry trijiila, chakra, arrow, goad, vajra and hammer. The remaining left hands carry
mirror, mush,ti, lotus flower, bow, p i i a and k h a . t v ~ g a .
52. Five-headed and sixteen-armed goddess standing in ilidhlirana with her feet
resting on the lion-mount and lotus and fighting a mailed demon. 'The first pair of hands
carries g a d i and staff. The second pair carries zrajra and ghan!i. The remaining right hands
carry peacock feathers, arrow, chakra, iahkha, s\vord ant1 spear. The remaining left hands
carry a crescentic shield, a circular shield, pis'a, goad, how and axe as well as the tuft of
the demon.
53. Five-headed and sixteen-armed goddess standing in ilidhdratla with her feet
resting on the lion-mount and lotus and fighting a mailed demon. The first pair of hands
carries chakra and lotus flower. The second pair carries hammer (mtrsala) and piia. l'he
remaining right haads carry arrow, goad, chisel (?), vajra and Sakli. The left hands carry
the tuft of the demon, shield, lotus flower or i d t i , mirror, tnjjani and ban..

North face
54. Five-headed and sixteen-armed goddess standing in dlidhiirana with her feet
rcsting on the lion-mount and lotus and fighting a mailed demon. In the main pair of
hands the goddess holds the Sakti with which she gores the demon. The next pair carries
kartari and skull-cup. The remaining right hands carry kha!zlinga, goad. arrow, Sankha, tris'iila
and sword. T h e remaining left hands carry shield, lotus flower, peacock reathers, bow,
p i i a and kalaja.
55. Five-headed and sixteen-armed goddess standing in ilidhimna with her right
foot resting on the lion-mount and fighting a mailed demon. \.\'it11 the left foot the goddess
tramples upon the chest of the demon whose head has been severed. With the main pair
of hands she draws arrow (jara-kshepa) and bow. The next pair holds the right hand
upright in the dan#a pose and carries skull-cup in the left hand. The remaining right hands
carry goad, gadi, vajra, Jankha, triiiila and sword. The remaining left hands carry shield,
jewel, peacock feathers, ghanli, kalaSa, PiSa and bow.
56. Five-headed and sixteen-armed goddess standing in dlidhdsana with her feet
resting on the lion and lotus and fighting a mailed demon. Tlie main pair of hands carries
the axe and SunkIra. The second pair carries small spear-like weapon and skull-cup. The
remaining right hands carry arrow, goad, vajra, small triiiila, sword and iartkha. Tlie remaining lcft hands carry iakti, shield, chakra, ghan!i, PiJa and bow.
5 7 . Five-headed and sixteen-armed goddess standing in ilidhisana with her feet resting
on the lion and lotus and fighting a mailed demon. The head or the demon has been struck
off. The main pair of hands carries g o d i and mttrala. The nest pair carries peacock feathers
and axe. 'The remaining right hands carry rlajra, arrow, cl~nkra,.k~nkha,small spear and
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sword. The remaining left hands carry circular shield, a crescentic shield, goad, piia,
bow and bell.
58. Five-headed and sixteen-armed goddess standing in dlidhdsana with ller feet
resting on the lion and lotus and fighting a mailed demon. With the main right hand she
strikes a spear which pierces the demon's chest and has cut his arm into two pieces. In the
main left hand she carries pdja. The nest pair of hands carries axe and jafikha.
The remaining right hands carry goad, vajra, arrow, Snnkha, triSCla and sword. The remaining left hands carry shield, chakra, peacock feathers, bow, bell and skull-cup.
59. Five-headed and sixteen-armed goddess standing in dlid/u%ana with her feet
resting on the lion and lotus and fighting a mailed demon. The right hand of the demon
has been struck off. The main pair of hands carries the peacock feathers and tuft of the
demon. The next pair carries chakra and piSa. The remaining right hands carry goad, vajra,
spear, hammer, arrow and sword. The remaining left hands carry shield, bow, mirror,
larjani, bell and umbrella-shaped dhvaja.
60. Five-headed and sixteen-armed goddess standing in dlidhdsana with her feet
resting on the lion and lotus and fighting a mailed demon. The head of the demon has been
struck off and is not to be seen. The main pair or hands of the goddess carries the spear
which pierces the chest of the demon, while the main left hand holds the Sankha as well as
the right hand of the demon. The next pair of hands carries the axe and skull-cup. The
remaining right hands carry goad, vajra, arrow, Sankhn, triilla, and sword. The remaining
left hands carry shield, chakra, peacock feathers, bow, bell and piSa.
61. This is the main image which is larger than others and represents five-headed
and eighteen-armed Chandi standing in dlidhdsana with her feet resting on the lion and
lotus. With the first pair of hands she holds the bowl and vindu-mudrd. With the next pair
of hands she holds the tail-ends of the two snakes wllich have tightly gripped the waists
of the two aides of the denlon standing in dlidhdsana at the two ends. The third pair of hands
carries damaru and kha,hiriga The remaining right hands carry tris'ila with which the demon
has been gored, varada, goad, vajra, arrow and sword. The remaining left hands carry shield,
bow, bell, pdfa, abhaya and the tuft of the demon. In the upper field she is flanked by Sfirya
riding a chariot of seven horses complete with Aruna, Us112 and Pratyfis112. O n the conesponding left we have Chandra riding a chariot of seven geese.
62. Five-headed and sixteen-armed godcless standing in i l i d h d ~ a n a wit11 lier feet
resting on the lion and lotus and fighting a mailed dcmon. 'The main pair of hands carries
goad and pdia as well as the tuft of the demon. The next pair carries axe and skull-cup.
The remaining right hands carry g o d i , vnjra, arrow, s'ankha, /riJ'l,ln ancl s~vorcl.The remaining left hands carry shield, chakm, Sakti, bow, hell and kalaia.
63. Five-headed and sixteen-armed goddess standing in dlidhisana with lier feet resting
on the lion and lotus and fighting a mailed demon. The main pair or hands carries triilla
which pierces the buttocks of the demon and the skull-cup. The next pair carries Sankha
and peacock feathers. The remaining right ]lands carry goad, arrow, serpent, small
spear and sword. 'The remaining left hands carry shield, triiila. chakra, iralns'a and pdja.

BRAHMA.NICA L IMAGES

64. Five-headed and sixteen-armed goddess standing in ilidh&ana with her feet
resting on the lion and lotus and fighting a mailed demon. The main pair of hands carries
spear which pierces the right arm of the demon and tarjani. The next pair carrier goad and
dhvaja. The remaining right hands carry chakra, vajra, arrow, peacock feathers, hammer
and sword. The remaining left hands carry shield, nara-mu!zda (only the hair is shown),
mirror, bow, bell and p i f a .
65. Five-headed and sixteen-armed goddess standing in ilidhdsana with her feet
resting on the lion and lotus and fighting a mailed demon. The main pair of hands carries
trijiila which pierces the face of the demon and chakra. The next pair carries axe and Sakti
resembling peacock feathers, which end in a blade pointing downwards. The remaining
right hands carry arrow, vajra, jarikha, small spear, goad and sword. The remaining left
hands carry shield, p i f a , skull-cup, kalaia, bell and tuft of the demon.
66. Five-headed and sixteen-armed goddess standing in dlidh&ano with her feet
resting on the lion and lotus and fighting a mailed demon. The main pair of hands carries
a long musala with which the demon has been struck at the shoulders and the tuft of the
demon. The next pair carries goad and pdia. The remaining right hands carry gadi, vajra,
arrow, hammer, peacock feathers and sword. The remaining left hands carry nara-munda,
lotus flower, mirror, umbrella-shaped dhuaja, bell and tarjani. (The umbrella has been
actually called dhvaja in the inscription).
67. Five-headed and sixteen-armed goddess standing in ilidhisana with her feet
resting on the lion and lotus and fighting a mailed demon. The main pair of hands carries
peacock feathers and the tuft of the demon. The next pair carries arrow and bow. The
remaining right hands carry chakra, small spear, goad, vajra, hammer and sword. The
remaining left hands carry shield, mirror, bell, piia, tarjani and flag.
68. Five-headed and sixteen-armed goddess standing in ilidhdsana with her feet
resting on the lion and lotus and fighting a mailed demon. The main pair of hands carries
sword and shield. The next pair carries a gadi in each hand. The remaining right hands
carry vajra, iakti, chakra, arrow, Sonkha and spear. Tlle remaining left hands carry shield,
piia, bow, goad, axe and bell.
69. Five-headed and sixteen-armed goddess standing in ilidhisana with her feet resting
on the lion and lotus and fighting a mailed demon. The main pair of hands carries peacock
feathers and the tuft of the demon. The next pair carries cllakra and pGa. The remaining
right hands carry arrow, goad, hammer, triiila, spear, Sila and sword. The remaining left
hands carry shield, mirror, bell, tarjani, piSa or dhvaja and bow.
70. Five-headed and sixteen-armed goddess standing in ilidhirana with her feet
resting on the lion and lotus and fighting a mailed demon. The main pair of hands carries
spears which pierces the chest of the demon and a rectangular shield. The next pair carries
peacock feathers and axe. The remaining right hands carry gndi, vojra, arrow, chakra,
iankha and sword. The remaining left hands carry shield, goad, pGa, bow, bell and staff.
71. Five-headed and sixteen-armed Chamunda standing in didhdsarra with her feet
resting on the lion and lotus. Her main pair of hands carries tufts of the severed heads of
two mailed demons, one on either side of her. The next pair carries chakra and pdia. The

IMAGES OF NEPAL

remaining right hands carry peacock feathers, small spear or Siila, arrow, goad, z~ajraand
sword. The remaining left hands carry shield, bell, flag, bow, mirror and tarjani.
72. Five-headed and sixteen-armed goddess standing in ilidhisana with her feet
resting on the lion and lotus and fighting a mailed demon. The main pair of hands carries
chakra and the head of the demon which has been cut off. The next pair carries oajra and
gfianli. The remaining right hands carry small spear, indistinct, goad, arrow, Sankha and
sword. The remaining left hands carry shield, peacock feathers, scrpent, piia, kalaJa and
skull-cup.
73. Five-headed and sixteen-armed goddess standing in ilidhlsana with her feet resting
on the lion and lotus and fighting a mailed demon. The main pair of hands carries the bowl
and vindu-tnrrdri. The nest pair carries chakra and gadi. This is the only case wllere the
buffalo is also shown with the mailed demon in human form issuing from his decapitated
head. The lowest right hand carries triizila wliich pierces the chest of the demon and the
lowest left carries the tail of the buffalo as well as t l ~ ctuft of the demon. The remaining
right hands carry donrorlr, vara(la, goad, vajra, crescent-headed arrow and sword. The
remaining leli hands carry shield, bow, bell, piSa, abhaja, X.ha,/vdfi~aand tarjnni.

M7estern fare
Bottotn row
74. Four-armed Hanuman standing in ilidhisana on a pair of lotuses. The main
pair of hands holds the bowl and uarada-n~udri.The next pair carries damurzl and t~iiiila.
75. Eight-armed god with terrific face and raised curls standing in ilidhisatla on the
lion-mount. His two-armed Sakti stands in tribhnnga carrying ilirigana and abhn_ya. The god
wears patra-kundalas, torque, sarpopavifa, wristlets and anklets of snakes, mzl!lda-nziln and
lower garment. The god stands on lion while his Sakti stands on peacock. The right hands
carry ka?ta?i, damaru, triSCla and sword. The left hands carry shield, gha!l!C, kha)vin<yo
and ilirigana.
76. Eight-armed god with terrific face and raised curls standing in iilidl15mna on
human and bull mounts. The right hands carry serpent(?), piSa, Itfltnoru ant1 triSCla. The
left hands carry tarjat~i(?)khafvinga, rosary and gadi.
77. Eight-armed god with terrific face and raised curls standing in ilidlrirana on boar
i
in ardhaprayanki~anawith her left feet on peacock.
and peacock mounts. The ~ a k t dances
The right hands carry varada, rosary, inkti? and vajm. The lef hands carry goad, IriSCla.
serpent and i a k f i resembling peacock Seathel-s.
78. Eight-armed god with terrific face and raised curls standing in Lilidhhana on a
pair of Garuda figures as mounts. The god carries dumb-bell-shaped Sakti, vajra, Farikha
and peacock feathers in right hands and goad, book, bell and vase-cum-ilingona in the
left hands.
79. Eight-armed god with terrific face and raised curls standing in i l i d l ~ i r a t ~on
o the
Even the
rerpent and bull mounts. The Sakti is boar-headed dancing in ardha~ag10I2lt~,ana.
Saktz wears nrurtda-ntili. The god carries skull-cup, lotus, rosary and sword in thr right
hands; and shield, double uajra, chakra and ilirigona in the left hands.

80. Eight-armed god with terrific face and raised curls standing in cilidhhana on the
horse and elephant mounts. ?'he god carries uarada, lotus flower, p d a and s\vord in the
right hands; and shield, damaru, serpent and book in the left hands.
61. Eight-armed god with terrific face and raised curls standing in ili#hisana on the
bull and human mounts. His Sakti is ChBmundH dancing in ardhaparyatikisana. Both of
them wear munda-mili. The god carries small spear, p i f a , rosary and sword in the right
hands; and khalvinga, triizila, serpent and Sakti resembling peacock feathers-cum-diilgnna
in the left hands. H e embraces his Sakti with the lowest left hand.
82. Eight-armed god with terrific face and raised curls standing in ilidlr&ana
on human and lion mounts. The god carries skull-cup, kartari, datnaru and sword in the
right hands and shield, khafuinga, nara-munda and nbhaya-cum-ilirigana in the left hands.
83. Four-arnicd Hanuman standing in ilidlli~.anaon a pair OF lotuses. The main
pair of hands llolds the bowl and uindu-1111rdri.The next pair carries damaru and trif~jla.
84. Five-headed arid ten-arnied GageBa standing in cilidhisana with the right foot
rcsting on lion and the left on a lotus flower. The main right hand carries tusk (ekaradrr).
'l'he remaining right hands carry nara-mupda, hammer, uiiua-vajra, abhaya and bowl of
s~veets,the last hand embracing the Sakti. The Sakti carries in both her hands a bowl of
sweets which the god is taking. She is standing in tribhanga on a lotus.
85. Eight-arincd god standing in ilidhisana on a pair of lotuses. The Sakti also stands
in tribl~origaon lotus. The god is not shown in a terrific form and wears long garland. 'The
riglit hands carry uaradn, rosary, crescent-headed arrow and spear. The left hands carry
khaluinga, bow, bzj'apiiraka and abhaya. The god wears ja!ittzuku!a adorned with crescent and
jewelled diadem, sarla-kundalas, sarpofiauito and anklets and wristlets of snakes and torque.
He is three-eyed.
86. Eight-armed god standing in ilidhisana on a pair of lotuses. His Sakti also stands
in tribhanga on a lotus. The god is not shown in a terrific form and wears long garland. The
right hands carry varadn, rosary, arrow and jakti. The left hands carry khatz!iriga, bow,
fruit and abhaya. 'l'he god wears jaldmukula adorned with crescelit and jewelled diadem,
sarpa-ku!ldalm, .rarpopauita and anklets and ~lristletsof snakes and torque. He is three-eyed.
87. Eight-armed god standing in ilidhi.sana on a pair of lotuses. The Sakti also stands
in tribhanga on a lotus. 'The god is riot sho\vn in a terrific form and wears long garland. Tlie
god carries varada, spear, arrow and rosary in right hands and h i t , bow, kha.tuiirga and
abhaya in lelt hands. His head is slightly inclined towards his ~ a k t i The
.
god wears ja!imukuta
adorned by crescent and jewelled diadem, sarpa-kundalas, sarpopavita and anklets
and wristlets o l snakes and torque. I-Ie is three-eyed.
88. Eiglit-armed god standing in iilidhcisana on a pair of lotuses. His Sakti also stands
in lribhanya on lotus. 'l'he god is not shown in a terrific rorm and wears long garland. The
right hands carry varad(i, spear, rosary and arrow. 'The left hands carry bow, liruit, gadi
and abl~aya.
89. Eight-armed god standing in cilidhisana on a pair of lotuses. His ~ a k t also
i
stands
in tribhanga on a lotus. The god is not shown in a terrific form and wears long garland. The
right hands carry uarada, rosary, crescent-headed arrow and sword. Tlie left hands carry

long bow, curved staff, fruit and abhaya. Figures 88 to 90 wear a bicornate type ofjalibhira
over the headdress.
90. Five-headed and ten-armed god standing in ilidhcisana on the bull and
lion-mounts. His Sakti stands on lion. The right hands carry abhaya, damaru, uajra, sword
and trijtila. The left hands carry serpent, piia, bell, kartari and goad-cum-ilingana. The
god wears nlunda-mili but the Sakti wears garland.
91. This is the main god of the row. His main right hand is held in abhaya. The remaining right hands carry damaru, khadviriga, sword and triitila. The left hands carry serpent,
prlSa, ghanti, fire and goad, the lowest hand being held in Zlirigana. This is a form of Siva.
92-96. God standing in ilidhisana on a pair of lotuses. Each is eight-armed
and benevolent. All are alike.
97. Six-headed and twelve-armed Kumsra standing in ZlidhLrana on the peacock and
lotus. His Sakti also stands on a lotus. The right hands carry gadi, uarada, rosary, arrow,
small spear and sword. The left hands carry shield, cock, bow, rosary or serpent, abhaya
and p&a-cum-ilingana. All the heads wear jewelled diadem. The god also wears ratnatorque, hira, ratnopauita, armlets, wristlets, pidingadas, bell-anklets, long mili and lower
garment. The Sakti also wears long garland.
98. Three-headed and eight-armed BrahmZ standing on the h a d a and lotus. His
Sakti also stands on lotus. The principal head is bearded representing definitely BrahmH.
The god carries uarada, bowl, book and rosary in the right hands while the left hands carry
tridandi, kamandalu, tripatikd and abhaya.
99. Eight-armed god standing in ilidhisana on the elephant and lotus. His Sakti
stands on a lotus. He is Indra wearing a very finely-carved kirida-nzukuta. The right hands
carry uarada, bowl, uajra, and chakra. The left hands carry triiiila, jewel, tripatiki and abhaya.
100. Eight-armed god standing in didhisana on the stag and lotus. The Sakti also
stands on lotus. The right hands carry uarada, bowl, sruk and peacock feathers. The left
hands carry spear, kamapdalu, tripatiki and abhaya.
Eastern face
101. Eight-armed god standing in ilidhisana on the bull and lotus. The right hands
carry uarada, bowl, gadi(?) and sword; the left hands carry iankha, lotus, tripatiki and abhaya.
102. Eight-armed god standing in ilidhisana on a human mount and lotus. He has
a terrific face showing third eye and wears munda-mili. The right liands carry uarada, bowl,
nara-mu?lda and sword. l ' h e left hands carry shield, bowl, tripatikd and abhaya. The ~ a k t i
stands as usual and wears garland.
103. Eight-armed Varuna standing in ilidhisana on the crocodile and lotus under a
canopy of serpent hoods. He carries in his right hands uarada, bowl, Sankha and goad and in
i
stands under a canopy
the left hands piia, serpent, vindu-mudri and abhaya. His ~ a k t also
of serpent hoods.
104. Eight-armed god standing in ilidhcisana on a bull and lotus. The right hands
carry varada, skull-cup, gad8 and umbrella. The left hands carry flag, chakra, uindu-mudri
and abhaya.
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105. Eight-armed god standing in ilidhdsana on a horse and lotus. Tlie right hands
carry uarada, skull-cup, fruit and gadd. The left hands carry triiila, mongoose vornitting
jewels, vindu-mudrd and abhaya. He might represent Kubera.
106. Eight-armed god standing in dlidhisana on the bull and lotus. The right hands
carry uarada, skull-cup, rosary and gkmaru. The left hands carry triicla, kamandalu,
uindu-mudri and abhaya. He is Siva and wears jatibhdra, mupda-mdli, etc.
107. Eight-armed god standing in ilidh&ana on the Garuda and lotus. He carries
varada, skull-cup, lotus flower and chakra in the right hands. The left hands carry gadd,
Sankha, uindu-mudri and abhaya. He may represent Vishnu.

BRAHMANICAL

TANTRIC

IMAGES IN MAHADEVA TEMPLE, RANI POKI-IARI

The main shrine enshrines a ~iva-lingo,but in the principal hind niche is kept an
image of the consort of ~ a r i - ~ a l i k a r a .
The goddess ~ a r i - ~ a r i k ais
r i six-headed and twelve-armed standing in dlidhisana
with the right foot resting on Garuda shown with fblded hands and the lert one on couchant
Nandi. The right hands pertaining to the Vishnu aspect carry uarada, uajra-ghanli, padtna,
gadi, jankha and chakra, while the left hands pertaining to the ~ i v aaspect carry trijila,
utpala, kharuinga, humail head, damaru and abhaya. Each head wears a three-peaked diadem
and shows the third eye. She also wears patra-kundalas, torque, sarpa-hira, munda-mili,
armlets, bangles, pid5ngadas and bell-anklets, and is draped in lower garment fastened by
a,jewelled belt with a latticed apron. The stone image is datable to circa seventeenth
century.
Inside the sanctum are also placed some other stone images.
One of them represents four-armed Silrya seated with his Sakti on a chariot of seven
horses with his usual associates viz. Ushg, Pratyiishii and Aruna. His main pair of hands
carries lotus flowers, tvhile of the other pair the right one is held in abhaya and the left one
,
in lalitcisana on the left lap of her Lord is probably four-armed.
in ilingana. His ~ a k t iseated
Her principal pair of hands is held in aiijali, the remaining hands carrying probably lotus
flower are broken OK. SGrya is seated in padmisana. The image is datable to about the
seventeenth century.
There is a stone image of five-headed and ten-armed GaneSa seated with his Sakti.
He is represented seated on Nandi. His right hands carry bowl of sweets, chakra, mudgara
(hammer), trijila and goad, while his left hands carry p&a, tusk, bowl of sweets, axe, and
iliriga,la. Ilis ~ a k t i seated
,
in lalitisana, is four-armed. Her main pair of hands is held in
aiijali and of the other pair, the sight one is held in ilingana and the left one in abhaya. This
is a late and crude image, not earlier than the seventeenth century.
There are also about a dozen terracotta figures representing Bhc-varzha, Vishnu,
Narasimha, a three-headed Nggi, Garuda and two figures of Chandra seated on crocodile.
There is also a stone image of four-armed Vishnu seated in padnzcisana on Garuda carrying
lotus, chakra, gada and Sankha.
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In the [our corners of this shrine are four subsidiary shrines each fitted with a terracotta doorway. Each represents a sirnhadvira flanked by two projecting vyilas and crowned
by a X-irttimuklia. Above the pilasters the arch takes the form of makara-tora!za.
The north-east corner shrine shows an image of four-armed Bhairava standing
in ilidliisana on a serpent with his ~ a k t who
i
also stands on the same serpent and is twoarmed carrying varada and abhayn. The god has a terrific three-eyed face with raised curls,
bulging eyes, knit eye-brows and moustaches and wears kundalas, armlets, wristlets, hira
and anklets of snakes, mu!~da-nziliand a lower garment with central tassel. His right hands
carry varada and triScla, while the upper left hand carries uajra-glzanfi and the lower left
hand held in ilihgat~arests on the waist of his Sakti and carries a blue lotus. The figure
dates from circa seventeenth century.
The north-west corner shrine shows three-headed and six-armed goddess standingin
i l i d h i ~ a n non a human corpse, flanked by a vulture on each side. She carrieskartari, triiiila,
s~rord,shield, mirror and skull-cup and wears mu!lda-nzili and a lower garment with the
usual latticed apron. The image dates fiom about the seventeenth century.
?'he south-east corner shrine shows an image of eighteen-armed Natarzja dallcing
in ardl~apa~ankdsana
with his left foot resting on a skull-cup. His principal pair of hands
carries the bowl and the vindu-nzztdri. The second pair carries vajra and cajra-ghapti. The
remaining right hands carry damaru, uarada, lotus flower, gadi, mudgara (hammer), triSiila
and sword. The remaining left hands carry shield, goad, p Z a , Sankha, blue lotus, serpent
and kha&inga. Curiously enough, his kiri!a-mukuta is flanked by flags which are usually
associated with goddesses. He also wears patra-kundalas, torque, pearl necklace, nzunda-mili,
armlets, wristlets, bell anklets and a lower garment with a latticed apron. The third eye
,
is represented on the forehead. 1 his figure is datable to ctrca seventeenth century.
The south-west corner shrine is dedicated to ten-headed, ten-armed and ten-legged
goddess standing in ilidhisana. Her main pair of hands carries Satikha and a human head.
The remaining right hands carry IriSiila, gadi, arrow and sword. The rcn~ainingleft hands
carry shield, bow, p i i a and triiiila-cum-paraSu. The goddess has raised curls with third eye
in each face and wears kundalas, torque, hira, armlets and wristlets ofsnakes. She also wears
tnunda-milk and a lower garment with a latticed apron. The figure is datable to about the
seventeenth century.
?
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The earliest image hitherto found in Nepal is the sandstone torso of a YakrhaBodhisattva' which has only recently been brought to notice. Although the head, hands
(except for some fingers or the left hand) and feet of the figure are mising, its
stylistic affinity with the figures of early Indian l'nksha and hfathura Bodhisattvas leaves
no doubt that it belongs to the same genre. The sculpture is fully carved in the
round, though it is more sensitively modclled in the front than at the back. It gtands in
samabhanga and shows a sturdy build with broad shoulderg, heaving chest, strong thighs
and not too flabby a belly. I t dons an ekiriltikn rrttarilu on the lrft shoulder, the gathered
folds of the uttarljo being held in the clenched left hand of which only the thumb and traces
oC some fingers have survived. The stance of the figure and the treatment of the utlarl:lja
and its folds, partly held in the left fist kept akimbo, are identical with the early BuddhaBodhisattva images of the hlathura School. The rendering oC the lower garment, however,
differs from the said hlathura type in details and is shown as almost diaphanous, though
the double-wound waist-band is again akin to the Bodhisattva figure from Maholi
(Mathura). The modelling of the back is sketchy and follows the earlier tradition of the
Yaksha figures. I n fact the peculiar rendering of the buttocks, and the treatment of the
kachchha of the dhoti and the looped and tasellated ends of the kan!ha-him at the back are
strongly reminiscent of the statue of hlanibhadra Ihksha from PawaYa.'
Since our figure wears a kantha-hira and a sakarhchho dholi, it is more likely to represent
a Yaksha than a Buddha-Bodhisattva. But as already indicated, it imbibes certain stylistic
mannerisms of the early Bodhisattva type of Mathura and in some respects improves
thereon by making the upper part of the body less stocky and more proportionate and by
delineating the lower garment as practically diaphanous. Besides being the earliest known
sculpture from Nepal, this figure is thus remarkable for providing a link between the early
Yaksha and Bodhisattva types and is assignable to circa first century A D .
BUDDHA FIGURES
The earliest Buddha images hitherto found in the Kathmandu Valley are the
standing figures of Buddha from Chabel and Bangemura, which are both parts of the city
oC Kathmandu. While the former is made of greyish stone and has both hands mutilated
and the prabhdonli missing, the latter is made or dark grey limestone and is excellently
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preserved with its oval prabhivali and two flanking figures of seated devotees with hands in
aiijolimudri. Both are sculpted in the fifth century Gupta style of India and are heavily
influenced by the Sarnath school in respect of the sensitive modelling, the posture
of standing with the weight of the body borne on the right leg and the left leg
slightly advanced and the diaphanous treatment of the drapery revealing the anatomy,
particularly the two knee-joints, the bulging shoulder and the chest and the line
of depression at the waist. The Bangamura figure which is well-preserved, shows the right
hand of Buddha stretched in varada and the left hand half-stretched holding the gathered
ends of the sairghiti. A comparison of the two figures shows that the hands of the Chabel
Buddha, in spite of their poor preservation, were held identically. The Chabel figure shows
a more sensitive modelling and greater affinity with the Sarnath type, and is closely
comparable with the standing Buddha figure from Sarnath Museum (DGA NEG. NO.
189163). The Bangamura Buddha, however, shows a distinctive oval prabhivali, decorated
with a design of minute triangular petals fringed by beads at the edges and is notable also
for introducing the kneeling devotees at the flanks. This figure also shows a pair of holes
on each side of the head similar to those found on the Tilaganga image of Vishnu VikrBnta
dated in year 389 (AD 467) of king Mznadeva.
A poorly preserved and defaced standing Buddha image found from the ruins of a
Buddhist VihZra near Budha Nilakantha appears to be of the same style and date as the
two figures discussed above.
The only early inscribed Buddha image is a limestone relief from Chapatol, Patan,
showing the Buddha seated (probably in bhii.rparSa-mudri), flanked on each side by
a Bodhisattva carrying chimara and padma and wearing unusually tall kirila-mukuta. Artistically the relief is not of much significance, but the inscription, assignable to the late sixth
century AD is historically important for its reference to a ~ n n t h n - k u l i(Buddhist shrine) and
a bhikshuni-sarlgha.
I n the next stage the Buddha figures stand in graceful ribhanga with their right hand
stretched in the varada-mudrri and the left hand raised shoulder high, holding the gathered
ends ofthe sahghrili. T o circa seventh century are assignable two such standing Buddha images
carved in two out of the four niches of the sarvatobhadra (prismatic) chaipa at Dhvaka Baha,
Kathmandu, one showing Mathura type of drapery and the other the wet drapery of
Sarnath, but both revealing the kalisiitra with its knot and the looped scarf-ends. A cognate
limestone figure of standing Buddha is known from a private collection at Law Form,
Ramshah Path, Kathmandu, which is closer to Sarnath than any other sculpture from
Nepal not only in respect of the treatment of drapery but also of refined modelling and
delineation of facial features and meditative expression. The Dhvaka Baha figures, on the
other hand, have a Nepalese physiognomical set and lack tlle luminous quality ofthe Ramshah
Path Buddha. (It may be mentioned here that the figures in the remaining two niches of
the Dhvaka Baha chaipa represent VajrapBni and PadmapBni, while the four smaller niches
on the medlli of its crowning stiipa show identical Buddha figures seated in dhyrinisana, representing the beginning of the concept of the five DhyBni-Buddhas.)
Another snrvatobhadra image kept in the hiti at Nag Bahal, Patan, sho\vs standing
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figures of Padmapzni, Maitreya, Vajrapzni and Buddha, the last being a replica of the
Dhvaka Baha Buddha donning the Sarnath drapery. That these figures are at least half a
century later than those of Dhvaka Raha is indicated by their developed modelling and
iconographical features and the fact that all of them have flame-fringed oval nimbus and
prabhiuali. A loose Buddha figure of black limestone in the Nag Bahi shrine nearby also
pertains to a comparable date and style with its body tvpe and drapery derived
from Sarnath and its largish ovoid head from Mathura.
There is a battered and defaced saruatobhadra stele in a dried-up hiti at Kasai Tol,
Patan, which is practically a replica of the Nag Bahal stele discussed above. The conventionalised treatment of figures including that of the Buddha and the presence of bead-andflame borders for both the nimbus and the prabhduali would indicate a ninth century date
for it.
There is a prismatic late Lichchhavi chai(l1a in the The Bahil at Thamel, carved with
standing figures of tlie Buddha wearing Mathura type of drapery on all the four sides of
its lower portion. Two of them hold the right hand in the varada and tlie remaining two
hold the same hand in the abhaya pose. But no two figures are alike and a variety
is introduced by the divergent way in which the gathered ends of the snrighd!i are held in
the left hand, which is either raised shoulder-high or stretched down in the dnndn-hastn.
The drapery at the neck is, however, oddly dcpicted in all the figures which are stylistically assignable to the ninth century AD.
The next stage in the evolution of the Buddlia image is marked by the 11 high standing Ruddha from Swayambhfinatha which follows the iconographical type of the Buddha
figure on the Nag Bahal stele derived from the Sarnath model, hut its facial features and
modelling as also its developed flame-fringed oval ninibus and prabhdrlali approximate the
style of the early Pala Buddha figures of eastern India. T h e Buddha image lying half-buried
on the Aryaghat resembles the Svyambhfinitha image with this difference that its head
is large and ovoid. These two Buddlia figures are stylistically attributable to circa AD 900.
The Pala style of seated as well as standing Buddlia figures representing the hlaster
in the uarada, abhaya, vyikhyina and Irhtimispar.la-nrudrtis and wearing the Sarnath tvpe of
wet drapery became stereotyped in Nepal and continued to be made here in limited
quantity till circa seventeenth century. These are found in or around the Buddhist chaityas
and uihdras and a fair number of them may be seen at such Buddhist establishments as
the Svayarnbhfiniitha and the Mahabodhi Temple at Patan.
I t is indeed easy to recognize the Buddha figures when they are represented
as standing, but it is difficult to distinguish seated Ruddha images fiom thosc ofthe DhzyniBuddhas which are indeed more popular in Nepal.
Sculptural representations of the life-scenes of the Buddha are relatively fewer in
Nepal. Two sculptures of circa ninth century representing life-scenes, however, are
remarkable for their elegant modelling and narrative vivacity. One of them from Yangal
hiti, Kathmandu, now in the National hluseum, Kathmandu, is a fragment of the scene
of h,lzra's temptation, showing two charming daughters of Mgra standing in seductive
poses and trying to tempt tlie hlaster (portion broken OK), with hlsra's host comprising
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ferocious goblins, demons and yakshas including a skeletal figure resembling Ch,imunda,
a buffalo-headed demon and GaneSa wielding axe, gesticulating and launching assaults
on the Buddha. The other fi-om Deo-Patan, now in the National Museum, Kathmandu
represents the scene of Nativity and shows MByBdevi standing in a graceful tribhanga holding
a branch of the tree which has bent down and quickened to her touch, with the infant
Buddha standing on a lotus against a n oval prabhdvali, represented on her right flank. The
newly born Buddha is being bathed by a pair of flying celestial devotees with water mixed
with lotus blossoms from upturned vases. While the first sculpture is reminiscent of the same
scene depicted in Cave 26 at Ajanta and is suggestive of contacts with the art of Deccan,
the other, with its supple modelling and mellifluous contours is inspired by the classical
art traditions of Mathura and Magadha. Some representations are known also of the
descent of the Buddha from the TrayastririlSa heaven, flanked by Brah~nBand Indra, the
latter holding umbrella over the Master's head. These also date from the later Licl~cl~havi
times.

The DhyZni-Buddhas are invariably represented dressed like the Buddha and seated
in padmdsana or vnjrapa7ydnkdsana on a lotus with their hands held in one of the five mudris
(associated with the Buddha), often carrying also a bowl in the lap. Normally such seated
figures should be identified with the DhyBni-Buddhas who are indeed very popular in
Nepal and are placed in the specified directions of a chaitya or stiipa. Thus, Akshobhya with
bhiimisparia-miidri is assigned a place in the east, Ratnasambhnva with the varada-nludrd
in the south, AmitBbha with the dfydna-mudrd in the west and Amoghasiddhi with the
abhaya-mudri in the north. The place of Vairochana with the dharmnchakra-or yvikhydnrcmudrd being in the centre of the chailya, he is generally not represented at all, but may
sometimes be shown in the south-east between Akshobhya and Ratnasambhava. I t is
indeed easy enough to spot the DhyBni-Buddhas when they are shown with their respective
vihanas or cognizance marks, viz. vajrn for Akshobhya, ratna for Ratnasambhava, lotus for
Amitsbha, chakra for Vairochana and viJ'vavajra for Amoghasiddhi. The last DhyBni-Buddha
is also distinguished by the canopy of serpent hoods under which he is often shown as seated.
Images of the five DhyBni-Buddhas are very popular in Nepal and are found placed
around the chaityas and slipas in tlie appropriate directions. The lower tiers of the larger
chaityas and shipas also accommodate images of the Bodhisattvas relating to the respective
DhyBni-Buddhas. Since the concept of the Dhyzni-Buddhas gained popularity after the
eighth century, their images found in Nepal are obviously later and generally post-date
the eleventh century and gain greater vogue under VajrayBna.
O T H E R BUDDHIST GODS
Besides the Buddha and the DhyBni-Buddhas, many of the gods and goddesses
affiliated to them received adoration in Nepal. Of the Bodhisattvas the most popular was

Padmapzi~iAvalokiteivara who in due course became fused with LokeSvara with numerous
forms. Padmapzni was also identified with Matsyendren5tha who together wit11
Paiupatinztha constituted the national gods of Nepal, adored alike by the Buddl~istsand
the Hindus. Maitreya, the future Buddha and an emanation or the DhyZni-Buddha
Vairochana, and Bodhisattva MarijuSri as tlie presiding god of wisdom and learning,
ranked next in popularity to P a d m a p f i ~ .
Among other gods who receive popular worship in Nepal, prominent were Jambhala
and Vighnzntaka, the Buddhist versions respectively of Kubera and GaneBa, Heruka,
Hevajra, Samvara, Chandaroshana and Hayagriva.
THrZ, the Sakti of the DhyBni-Buddha Amoghasiddhi, was pre-eminent among the
female divinities and has numerous forms. Other popular goddesses were Bhyikuti, Jinguli,
Ekajafz, Nairztmz, Mzrichi, VasudhZrZ, PrajriBp5rainiti, Kurukullii and the five deities
of the PaficharakshZ group.

BODHISATTVAS

Bodhisattva Avalokiteivara, also called PadmapZni, is the most popular Buddhist
divinity of Nepal where he is cominonly known as LokeSvara. Avalokiteivara is well known
in the hiahPy5na pantheon as a Bodhisattva of DhyZni Buddha Amitzbha who rules over
the present kalpa. He is specially popular as the god par excellence of compassion who refused
niruina until all created beings had attained salvation.
Of all Bodhisattvas, LokeSvara PadmapZni is the earliest to be represented in Nepal.
There is a highly artistic inscribedLimage of the god labelled as Bhagavata Aryivalokiteivarancitha at a dry liiti at Gana Baha near the Central Jail, Kathmandu. The
god is represented standing in elegant tribhanga with the right hand stretched in uarada
and the left holding a lotus stalk bent like a bow. Made of lime-stone, the image bears a
crest-figure of ArnitZbha and is flanked on proper right by a kneeling male devotee (with
head mutilated) carrying a bunch of lotus flowers. Palaeographically and stylistically this
image is assignable to the sixth century and is the earliest representation of the god in the
Valley. His figure appears on the prismatic chaipa at Dhvaka Baha, Kathmandu (pls. 93,
100B) (circa seventh century) where he is standing in elegant ibhanga wit11 his right hand
stretched in tlie uarada-nzudri and the left hand, placed on the knot of his scarf, holding a
winding lotus stalk. Padmapzni is flanked on the right by a kneeling female devotee.
From the ninth century, however, LokeSvara Padmapzni is flanked by two female
attendants, instead of one, with their hands held in the aiijali-mudri and their divine status
indicated by the nimbate heads and their lotus seats which often emanate from the same
stalk as tlie larger lotus over which LokeSvara stands. Further, the rnuku!a of PadmapZni
1 At the time or restoration the inscribed pedestal has been fixed below the standing figure of Buddha
(face mutilated) dating from circa eighth century.
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now bears normally an effigy of the presiding Dhysni-Buddha hmit8bha. 'Thus the figures
from Kathesimbhu, Kathmandu and Gahiti near Yampi Balls, Patan, belonging to
circa ninth century, bear effigies of Arnitabha on the crest, while a contemporary figure
from Yangu Baha, Patan, omits the crest figure. A similar image from Changu Narayana,
without the crest figure, is obviously later and may belong to circa eleventh century.
The bronze figure of Lokeivara Lokanatha, seated in padmisana, from the
Hiranyavarna Mah~vihgra,'Patan, may be identified as such from the figure of Amitabha
on the crest, even though the lotus stalk is missing from the left hand. With its handsomely
proportioned body and well-chiselled oval face with aquiline nose, thick lower lip, halfclosed eyes and expression of compassionate grace and meditative calm, this bronze
ranks among the masterpieces of Nepalese art and is assignable to circa eleventhtwelfth century.
Two standing bronze figures of Padmapani, one assigned by Kramrisch2 to the
ninth-tenth century and the other3 attributed to the tenth-eleventh century, are of fairly
ornate style showing the right hand in the varada-mudrd and the left holding the lotus stalk,
but these do not appear to be earlier than the t~velfthcentury. Another standing bronze
Padmap%ni4is even more ornate and has been correctly dated to the twelfth-thirteenth
century and is comparable with an equally ornate and almost contemporary figure of the
god illustrated by K r a m r i ~ c h . ~
Two inscribed sculptures labelled as LokeSvara, one dated NS 720 ( A D 1599) and
the other dated NS 797 (AD 1676) come from Svayambhfinfitha. The former shows the
usual type of standing Padmapani unaccompanied by any attendant but with Amitsbha
shown on the crest. The latter shows Padmapsni flanked by two seated female divinities
of which the right one represents four-armed Shadalcshari in vajra-pal;yairki.iana with the
main pair of hands in the aiijali-mudrd and the remaining hands holding rosary and lotus
flower. T h e goddess represented on the left Ilank is two-armed Tar2 seated in lalllcirana
wit11 the hands held in the varada and abhga, carrying a lotus stalk each.
A figure of Lokeivara-Lokanatha, seated in padlndsana, with the right hand in the
varada-mudrd and the left kept on the left thigh and each hand holding a lotus stalk, comes
from Kirtipur. This sculpture is assignable to the seventeenth century and is comparable
iconographically with a n inscribed image of seated 'Lokeivara' fi-om a chaipa behind the
Kudravarana hlahiivi11Zra at Patan, which with its flamboyant backgrouncl may date
from the eighteenth century.
We also have LokeSvara sculptures accompanied by figures of ' E r a . One such from
Kirtipur of circa seventeenth century represents standing LokeSvara flanked on each side
by a ligure of TZrH seated in lalitisana and carrying varada and abllaya with the blue lotus
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held in each hand by the stalk. An elaborate stele from Thahiti Razar, Kathmandu,
assignable to circa sixteenth-seventeenth century represents standing 1,okeivara acco~npatlied
by five figures. In the upper field two inscribed female figures flank tlle diademmed head
of the god and are seen seated in lalit&sana. 'l'he right one is ' E r a labelled as Pralisari,
carrying the usual varada and abllaya with the lotus stalk. The left figure is exactly identical
wit11 the right one and bears an illegible inscription. In the lower field the god is Ranked
by two male attendants, each standing in svaslika-pida. The right attendant holds the hands
in the vyikhjlcina-mudrl, carrying also a blue lotus by the stalk. The left one holds a vajra
with both hands and may represent Vajrapzni. Above the halo of the god is represented
DhyZni-Buddha Amitzbha seated on a projecting lotus pedestal.
There is an unusual sculpture of Lokeivara from Godavari showing the god bearing
an effigy of AmitBbha on the crest and standing in sanlabhanya on a lotus-seat with both
hands stretched down in the varada-mudri. Four pot-bellied Siichimukhas are represented
flanking the feet and the lotus pedestal of the deity, receiving currents of ant~itaflowing
froin the two hands and the two feet of the god. This interesting sculpture is assignable to
circa eighteenth century.
Lastly, we may notice a wooden stele representing a LokeSvara figure with his ~ a k t i .
Lokeivara here is four-armed and carries varada, chakra, lrijiila and padma, the lower left
hand being kept on the thigh of his ~ a k t (THrH)
i
who carries varada and abAaya. l'l~edivine
couple is flanked by a female divinity carrying varada and abhaya on the right and
by MafijuSri carrying sword and book on the left. The halo is flanked by a VidyHdhari
carrying garland. Above the halo is represented DhyBni-Buddha ArnitZbha seated on a
projecting lotus pedestal and canopied by a crown. This wooden figure, now in the National
Museum, Kathmandu, may date from circa sixteenth century.
The Sidhananzili has furnished tlirty-eight sddhanar describing a variety of fornu of
Avalokiteivara of which the following forms are available in Nepal :1. Shadakshari LokeSvara: The images of this god independently as well as in groups
abound in Nepal but one of these dates earlier than the twelfth century. The
god, represented as four-armed with his principal pair of hands in the atijali-mudri and
carrying in the remaining hands rosary and lotus flower, may be accompanied by a Inale
and female companion with similar attributes. An independent coloured image of this
divinity of a late date bearing AmitHbha on the crest, occurs at Bodhnath.'
2. SimhanHda LokeSvara: This god is fairly popular in Xepal and the important
moliasteries at I'atan have two images of this divinity on either side of the staircase leading
to the sanctum. According to tlie sidllarza (Sidhananlili, p. 63) lie is two-armed and without
ornaments and is seated on a lion in maluirija-liliisana. O n his right there is a trident
entwined by a snake, while li.on1 his lest hand rises a lotus on wliich there is a
sword burning like fire.
A large bronze image of circa eighteenth century set up in the courtyard of
the Macl~l~endranath
Temple, Kathmandu, conforlns to the scidllarra but replaces the triSBla
B. Bhattacharyya, Buddliisl Iconugraphy (Calcutta 1924), first edition, pl. XIX,
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by /rida!ldi. A smaller bronze image of the deity from Nepal1 is without the lion-mount,
while a standing sculpture of the god from patan2 is also known.
3. Lokanatha LokeSvara: Four sddhanas are devoted to this god in three of which he
is represented alone, while in one he is accompanied by Tiirii and Hayagriva. He
is represented as seated in lalita, paryatika or vajraparyarika and is two-armed carrying varada
and lotus flower. The only difference between LokeSvara and Lokaniitha is that while
LokeSvara is depicted standing, Lokaniitha is always represented in a seated attitude.
4. Hiiliihala LokeSvara: The Nepal images hithfully confbrln to the text (Sddhnnamliki,
pp. 65-66), and show this god with three faces and six hands seated in lalitlisana and embracing with his lowest left hand Tar2 who is seated in his lap. He carries uarada and akshamlilli
in his two lower right hands and wields arrow with his upper right hand, while he holds
.
is
bow and lotus flower in his two upper left hands, the lowest embracing his ~ a k t i There
a fine sculpture in the National Museum, Kathmandu, dated NS 838 ( A D 1718) of the
above description. A sculpture in Svayambhtiniitha of a comparable date bearing an effigy
of Amitabha on the crest even shows the trident entwined by a serpent on the right of the
god as required in the text. A standing stone image of this god without Sakti is illustrated by
Bhatta~haryya.~
5. Sukhavati LokeSvara: This god is very popular in Nepal and has nornlally three
faces and six arms and is seated in lalildsana with his Sakti. The iconography of
this LokeSvara differs from that of Hiiliihala Lokeivara only in respect of the attitude of
one of the left hands. According to the text, one of the left hands (naturally the lowest one)
should rest on the thigh of his ~ a k t i( T l i r i ) . In practice, however, one of the left hands
(in most cases the upperinost one) of this god carries a book, while two others carry bow
and lotus flower, like those of Hiiliihala LokeSvara.
I n Nepal this LokeSva1-a is orten represented as eight-armed, the extra pair of hands
being held in the afiiali-mudri. The other right hands hold varada, rosary and arrow, while
the other left hands hold lotus, bow and book.
6. Hari-Hari-Hari-Viihana: This image making a triple pun on the term Hari
and showing superiority of Lokeivara over Vishnu is absent in India and is rare even in
Nepal. l'here is only one sculpture at Svayambhfinatha and a bronze figure in a monastery
at Yatan and both of them follow the textual description (Sidl~anamili,page 77) faithfully.
This Lokeivara has one face and six arms and rides on Vishnu (Hari) as Garudiisana.
Garuda who is also called Hari is seated on a lion which is also known as Hari.
There is a modern bronze image of this deity in the National Museum, Kathmandu,
which shows the god with the attributes different-from those given in the text. In bronze
the god is represented eight-armed, carrying abhaya, varada, tridapdi and rosary in the four
right hands and book, pciia, lotus flower and vase in the four left hands.
Ibid., pl. xx, a
Ibid., pl. xix, r
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7. Rakta Lokeivara: According to the text, this deity is red in colour and is fourarmed, carrying priSa and arikufa and bow and arrow and is accompanied by two goddessm
TZrZ and Bhyikuti. Images of this deity are rare but a few have been fi~undin the Kva
Bahal at Patan.
8. MZyBjZlakrama LokeSvara: This is the onlv fierce form of LokeQvaraknown to the
Indian Buddhists. According to the text (So'dhanama'ld, page 86) he stands in pratya'lidha
attitude and has five faces and twelve arms, bearing mostly war weapons. His statue can
be seen in Nepal at Syambhfinztha.
9. Nilakantha LokeSvara: According to the text this sod is represented without
ornaments seated in vajra-paryarikisana with his hands carrying a bowl of jewels and with
the effigy of Amitzbha on the crest. He is flanked by two serpents. A coloured image of
this god is found in the Bodhnath Temple in Nepal, where he is shown without serpents.
10. SugatisandarSana: Representations of this god are rare in Nepal. According to
the text (Sddhanamdld, page 88) he is to be represented as standing with six arms, carrying
varada, abhaya and rosary in the three right hands and lotu9, water-pot and tridnndi in
the three left hands. I t will be seen that these attributes are +en also to Amoghapala
LokeSvara who is however shown with an extra pair of hands, one of them carrying the
distinguishing attribute of pZn.
11. Pretasantarpita: This god is verv similar to SugatisandarSana and is likewise
six-armed exhibiting varada and abhaya poses in the first pair of hands; the jewel and the
book in the second pair and the rosary and the tridandi in the third pair. A bronze image
of fourteenth century illustrated by Kramrisch' and shown standing as six-armed, carrying
varada, tridandi and rosary in the right hands and lotus, water-pot and book in the left
hands, may well represent this god.
12. Padmanarttegvara: True to the textual prescription, this god is represented on
a sculpture in Sva~ambhiinzthadancing in ardhaparyadki-sana with one face and eighteen
arms carrying a lotus flower in all the hands. The god is flanked by a kneeling devotee on
the proper right with hands held in the aiijali-mudrd and a god seated in sukhisana on the
left with the right hand held in the stuti-mudrd and the left hand holding what looks like a
staff. This image is assignable to circa seventeenth century. Padmanarttegvara is only
occasionally found in Nepal.
Sculptures of the following forms of LokeSvara, which are not mentioned in the
iconographical texts are also available in Nepal :AmoghapZSa Lokelvara: Although no textual prescription is available for this god,
he is quite popular in Nepal. Bhattacharyya thus describes the painted representation
of this god at the Machhendra Rahal, Kathmandu :
"Amoghapzla LokeSvara. H e is four-faced and eight-armed and stands on a lotus.
He carries in his four right hands the vajra, the sword, the goad and the bow, while the
four left carry the Ghantz, the Tridandi, the noose and the arrow."
~

-

- -

Stella Kramisch, op. n't., fig. 25
2 B . Bhattacharyya, op. cit., p. 428, No. 71
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The sculptural representations of tliis god found in Nepal, however, are different
ti-om Bhattacharyyays description as will be clear from the following description of an
inscribed image of the deity dated NS 722 (AD 1601) found a t Svayambhiinatha.
"The god stands in dbhailga with his principal right hand held in the vydkhydna-mu&
carrying a jewel (ratna). The remaining right hands carry varada, p Z a , and abhaya. The
left hands hold pustaka, tridandi, kamala and kalaia. H e is flanked by a two-armed standing
attendant on each side, that on the right carrying abhaya and bowl of offerings and that
on the left having hands in the arijali-nttrdrd. Belowthe feet of the god is represented a twoarmed figure depicted as flying or dancing in the posture of the terrific god
Chandaroshana."
Another sculpture of a comparable date from Svayambhiinztha replaces the tridandi
held in the left hand by a bow.
A modern brass image of the deity exhibited in the National Museum, Kathmandu,
not only replaces the tridandi by the bow but also replaces the ratna by the rosary and carries
abhaya, in the first air of hands; varada and lotus in the second pair; bow and piJa in the
third pair; and rosary and book in the fourth pair. I t will be seen that in all the representations pdSa is invariably present and it may be due to this attribute that the god was called
AmoghapBSa.
Chintamani Lokeivara: An inscribed image labelled ChintBmani assignable to circa
eighteenth century is found in the Svayambhiin~tha,representing LokeSvara standing in
svastika-pdda, with the right hand carrying a chakra and the left hand raised head high to
clasp the foliage of a tree under which the god stands in the attitude of MZyBdevi, in the
Nativity scene. T h e god is flanked by two kneeling devotees. A painted representation of
Chintamani Lokeivara, illustrated by Bhattacharyyal from Machhendra Bahal, however,
is different and shows the god holding a chaion in thr right hand and the left hand kept
near his navel.

MafijuBri, considered as one of the most important Bodhisattvas, appears to have
been a human personality who was deified in circa fourth century AD. According to
the Svayanzbhii Purina MafijuSri was a great saint who came from China to pay homage to
the self-born Adibuddha who manifested himself as a flame of fire on a lotus in a large
lake in Nepal. He succeeded in approaching the flame with great difficulty and to make
the god accessible to all, he cleft asunder with his sword the southern barrier of the waters
and drained the lake, causing the formation of the Nepal Valley. Mafiju61-ierected a temple
over the flame of fire, identified as the SvaynmbhfinBtha, and took his abode on an adjacent
hill, now known as the Mafijubristhgna or Sarasvatisthgna and after sometime returned
home and attained Bodhisattvahood.
Be that as it may, Malijuiri is one of the most prominent Bodllisattvas, who
is alternately considered as an emanation of Dhyani-Buddha ArnitBbha, Akshobhva or
B. Bhattacharyya, op. cit., p. 430,No. 94
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all the five Dhysni-Buddhas. Generally holding the sword and the book of PrajZpiram i t i as distinctive attrihutcs, MaiijuSri has 41 forms covered by as many Sddhanns. The
following representations are more popular in Nepal:-

Nimasatigiti
The commonest variety of the god in Nepal is seated in Vajraparydnka and has one
head and four hands holding sword and Praj5dpdramitii and bow and arrow. The sddhana,
however, attributes to this god three heads which are rarely represented in Nepal.
Vdk or Amitdbha MaiijuJri
Showing allegiance to DhyBni-Buddha AmitBbha, this form of MaiijuSri is twoarmed and seated in dhydnisana and differs froin the representation of Amitabha only in
being decked with ornaments.
Viigis'uara
Widely worshipped in Nepal, this form is two-armed and seated in ardhaparyidka on
a lion, holding blue lotus in the left hand and the right hand displayed artistically (in an
image of Kathesimbhu this hand is held in abhaya). A PZla sculpture in the Indian Museum
shows this god seated on a lion-throne in place of lion, holding a bell in the right hand and
a blue lotus in the left.
Maiijughosha or Dharmadhdtu- V d g i h a
H e is the principal god in the Dhartnadhdtu-L'dgifuara-mandala (Nishpannayogdvali, p. 64)
and is shown four-headed and eight-armed carrying dharmachakra-mudri in the principal
hands and the sword and the book, bow and arrow and uajra and bell in the remaining
hands. A sculpture of this description is found at Kathesimbhu.
According to a dhyina (SddhanamiM p. 128) Dharmadhdtu-Vigiiuara sits in lalitisana
and is four-faced and eight-armed, holding bow and arrow, noose and goad, book and
sword and bell and oajra. This differs from the previous form in replacing dharmachakramudrd by noose and goad.
Arapachana
This is by far the most popular form showing the god seated in vajraparyiirka and
two-armed holding the book and the sword. According to the sidhanas he is accompanied
by four companions, Keiini, UpakeSini, Chandraprabha and Siiryaprabha, but these are
generally omitted in Nepal.
M a iiJiiJuuara
This is also a two-armed form of god seated in lalita or ardhapa~cinkawith hands in
the dharmachakra-mudri, distinguished by the book on the lotus. The utihana lion is optional.
H e may be accompanied by his wives KeSini and UpakeSini and sometimes by Sudhanakumara and Yamzntaka.
Maitreya partakes of the nature of both a Bodhisattva and a Mortal Buddha though
he is not yet a Buddha and is supposed to be passing the life of a Bodhisattva in
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the Ttishita heaven, preparatory to his descent to earth in the human form. Worshipped
alike by the H i n a y h a and MahZyZna sects, his images are traced in India right from the
Kushana period but in Nepal his representations are available only from the eighth
century onwards.
Maitreya is normally represented as a princely figure holding a lotus stalk in the
right hand and recognized by a chaiQa shown on his crown. His hands are sometimes shown
in the dharn~achakra-mudr and there is usually a vase or a sten1 of flowers (ndgakesara) supporting a vase. Alternately he may be depicted as a Buddha.
According to the Sidhanamild, p. 560, Maitreya is three-faced and four-armed carrying dharmachokra-mudri, varada and nigakesara flower and is seated in vajrapa?yinka. This
form is known to the Nepalese chitrakdras.'
I t is likely that of the two identically standing Buddha figures shown on the prismatic
chaiga from Dhvaka Baha (seventh century), one represents Maitreya. There is, however, an
undoubted representation of Maitreya as a Bodhisattva on the eighth century prismatic
chaitya from Nag Baha, Patan showing the god standing in tribhadga wearing jatdmuku.ta
adorned with a chaipa and holding rosary and a flask. An ornamented bronze figure of
Maitreya of circa ninth century from the Heeramaneck Collection shows the god standing in
exaggerated tribhariga, holding vase in the left hand and the empty right hand (which may
have held rosary), raised to the chest. A silver image of Maitreya in the collection of
the National hfuseum, Kathmandu, which is assignable to a date not earlier than the
twelfth century, depicts the god seated in ardhaparyanka, holding nigakesara flower in
the right hand and flask in the left hand, with the chaitya on his crown.
Images of Maitreya seated like the Buddha in pralanzba/xidisana are also known from
the ninth century onwards.

M I N O R BUDDHIST GODS
Images of the following Buddhist gods, mostly of the TZntric forms, are also available in Nepal :Chandaroshana : According to the Sddhanamdld (p. 172) he is a fierce god represented
as squint-eyed and two-armed carrying sword and tarjani-pGa. According to the Nepalese
Tantric tradition he is to be represented in theyab-yum and worshipped in secret.
feruka : He is a popular god worstlipped singly as well as in yab-yum, the latter form
known as Hevajra. H e stands in dancing attitude in ardhaparyinka carrying uajra and kapila.
A X/la!~ingawith flowing banner leans against his left shoulder.
Ilezlajra : Invariably accompanied by Prajfiz, he is known in several forms. I n
tuvo-armed form he holds uajra and kapila and is accompanied by Nairztmz.
In four-armed form he holds vajra, sword, kha)udhga and is accompanied by
VajravH1.Hlii.
B. Bhattacharya, op. cit., 1968, fig. 47
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I n six-armed form with three faces he holds vajra, arrow and trident in the right
hands and bell, bow and skull-cup in the left hands and is shown embracing VajraSyifikhalB carrying vajra and ghanfd.
I n sixteen-armed form with eight faces and four legs he crushes four Mlras, viz.
Skandha-mBra (BrahmB), KleBa-mBra (Vishnu), Myityu-mBra (Mahela) and DevaputramBra (Indra). His two legs are poised in the ardhabar?,irika and the other two in i l i d h . In
this form he embraces his Sakti NairBtmB,
Sambara : Sambara, also embraced by his Sakti Vajra-vBrBhi is another variety of
Hevajra. He is shown as either two-armed or twelve-armed with four faces and both the
forms carry vajra and ghanli and trample upon Bhairava and KBlarHtri and stand in ilidha
posture.
Jambhala : Much older than the DhyBni-Buddhas, Jambhala was later affiliated to
either Ratnasambhava, Akshobhya all the five Dhysni-Buddhas, or even to Vajrasattva,
the sixth DhyHni-Buddha. His form varies to suit his KuleSa, though essentially he is the
Buddhist adaptation of Kuberayaksha.
The images of Jambhala found in Nepal mostly emanate from Ratnasambhava and
represent the god as a corpulent seated figure holding citrus in one hand and mongoose,
often emitting jewels, in the other.
The form affiliated to Akshobhya is fierce and known as Ucchushma Jambhala. He
stands in ilidha, trampling upon Dhanada vomitting jewels and carries kapdla and
mongoose.
An alternate variety of Jambhala affiliated to Akshobhya, embraces his Sakti and is
shown with three faces and six arms carrying citrus, goad and arrow in the right hand and
ilin.yana, mongoose, and bow in the left hand.
Vighninlaka : This god vanquishing GaneSa (Vighna) stands in pratyilidha and is
two-armed, carrying vajra and tarjani-pris'a.
bijrahunkira, Trailokyauijaya and Vnjrnjualinaldrka : Like VighnHntaka there are
other aggressive Buddhist gods, all standing in Zlidha or pra!ailidlza. Thus T'ajrahufikdra
trampling on Siva, is two-armed carrying bell and vajra in the hands locked in vajral~trrikdramudri, while Trailokyaoijaya, trampling on ~ i v and
a PBrvati, has four faces and eight arms.
Vajrajvilinalirka is also four-faced and eight-armed and tramples on Vishnu and Lakshmi.
These gods, holvever, are seldom represented in Nepal.
Forms of Samvara : 1) four-headed and twelve-armed Sambara standing ~ r a t y i l i dhisana with his Sakti in Ihb-yum. The fourth head of the god is represented behind the
back-slab. The first pair of hands carrying vajra and g h a f l i is held in vajrahunk5ra-mu&
and embraces the ~ a k t i The
.
second pair carries danlaru and khatr~iriga (broken) ; the third
triSila
and
the
three-faced
head of BrahmB. The fourth-pair carries axe and
pair carries
pris'a. The fifth pair carries kartiri and kapila. The sixth pair carries ,caja-charnza. The god
tranlples upon Kiilaratri and Bhairava. Four-armed Bhairava is folded double and carries
the bowl and uindu-?nudri in the first pair of hands and datnarii and khatvinga
in the second pair. KBlarZtri is stretched fully and is four-armed with a skeletal frame.
This stone image of' circa eighteenth century is exhibited in the National hiuseurn.
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2 ) Mahisha-Samvara : Bronze image from Hanuman Dhoka, Kathmandu, now in
the National RIuseum, shows thirty-four-armed, sixteen-legged, nine-headed god with the
principal head of a buffalo standing in ilidhisana. The principal pair of hands carrying
kartiri and kalila is missing. The second pair carries bow (broken) and shield. The uppermost pair of hands holds elephant hide stretched full length at the back. The remaining
left hands carry arm of a human victim, the three-faced head of BrahmB, a peculiar object
which looks like a large shrunken leaf (could it represent a female organ?), human leg,
Tantric triangle, paia, tuft of hair of nara-munda (the head being worn out), serpent, tarjani,
bow, goad, cajra-ghanli and flag. All the heads are three-eyed and terrific with the hair
secured by a fillet adorned with clasps of skulls, knit eye-brows, bulging eyes and gaping
mouth with exposed teeth and whiskers. The god wears torque, nzu!zda-mili, armlets,
wristlets, bell-anklets, anklets and a mekhali. He is nude and is shown as zirdhva-medlzra.
3) hfahisha-Samvara : Bronze image from Hanuman Dhoka, now in the National
Museum, has thirty-four arms, four legs and nine heads, all terrific with the principal
head of buffalo. He carries in his principal pair of hands kartiriand kapila, in the second pair
peacock feathers (jakti) and the three-faced head of BrahmB, and in the third pair bow
and shield. The uppermost pair carries elephant hide stretched as a canopy. The remaining right hands carry goad, vajra, axe, iron nail, arrow, goad, peacock feathers, lotus
flower, mirror, bow, double vajra, sickle and damaru. The remaining left hands carry serpent,
flag, tarjani, horn, fire, umbrella-like dhvaja, flat object resembling a pair of leaves, human
arm, bow, vajra-ghanti, an animal head with a pair of arms, p d a and human legs resembling those of the previous figure. H e is shown as nude and iirdhvaretas, wearing patrakundalas, torque and armlets. H e also wears wristlets, anklets and hira of snakes and a
munda-mili. Assignable to circa fourteenth century.
4 ) Narasimha-Samvara : Bronze image in the National Museum, has the head of
Narasimha emitting fire. He is nude and Crdhva-medhra and stands in ilidllasana. He is
sixteen-armed. The principal pair of hands carries rosary and human head. The remaining right hands carry kartiri, pataka-nludri, goad, arrow (tip broken off), damaru, triiiila
and sword. The remaining left hands carry Pita, axe, serpent, bow, gad& nakulaka and
skull-cup. H e wears torques and necklaces, armlets, wristlets, anklets, bell-anklets and
munda-mila.

T2rB is most popular among the goddesses and is worshipped in the following forms
in Nepal :Mahichina : Tiri:MahBchina-TgrH is also known in Buddhist Tlntric literature as
UgratBr2 who is worshipped as a popular deity in the Vajrayogini temple at Sankhu in
Nepal. Incorporated in the Hindu'pantheon under the name of TsrB, she is regarded as
one of the ten hlah2vidyB goddesses. According to the Sidhanamili she is the emanation
of Akshobhya and is four-armed and stands in prapilidhisana with a terrific appearance.
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She has a corpse as vdllana. According to the Tantrarira, she should carry sword and blue
lotus in the first pair of hands and kapila and kartariin the othci- pair. 111popular represcntations in Nepal, she is shown with the same attributes a?recommended in the Tanlrasdra.
Khadiravani T i r i : As an emanation of Amoghasiddlli, she is green in colour and is
commonly known as ~ ~ ~ r n a t g rShe
i i . is two-armed and may be represented either sitting
or standing and carrying varada and blue lotus in the hands and accompanied by two
companions, namely ASokakHntii and Ekajats.
Aryatiri: Aryatiirii, also known as Va5yatiirii is an emanation of Amoghasiddlli
and has the same attributes as Khadiravani Tiirii with this difference that she is represented seated in pralambapidisana.
Sitatira: Sitatarii is six-armed and three-faced and should be represented seated in
ardhaparydnki~ana.According to the Sidhanatnili she carries varada, rosary and arrow in the
right hands and blue lotus, lotus and bow in the left hands. In Nepal she is frequently
represented as seated in vajraprayirikisana.
Dhnnadatiri: She is also an emanation of Amoghasiddhi and according to the Sidhanamild is shown seated with b u r arms carrying varada, rosary, blue lotus and the book. She
is quite popular in Nepal, her representation tallying with that given in tlle Sddhanamila.
Vajratiri: According to the Sidhanamild and the Nishpana-yogivali she is an emanation
oT Ratnasainbhava and is four-faced and eight-armed, carrying vajra, p d a , arrow and conch
in the right hands and blue lotus, bow, goad and tarjani in the left hands. According to the
Sidhanamili she should be surrounded by Eight Mothers. An image of Vajratara is under
popular worship at the Saraswatistl~Zn,close to the Swayambhc temple in Nepal.
Prmantlatiri: She is also an emanation of Ratnasambhava and is represented with
eight fac,es and sixteen arms. She carries in the right hands khatvdriga, blue lotus, arrow,
vajra, goad, staff, kartari and abhaya and in the left hands pis'a with tarjani, kapila, bow,
/iha!vinga, vajm, p d a , head of Brahmz and ratnapitra.
~llahottaritdri:She is a variety of green Tar2 and is distinguished by the vajraparyihkisana in which she sits without any companions.
Other fornw of Tdra : Besides the forms mentioned above, JZnguli, an emanation of
Akshobhya and ParnaSabari, an emanation of Amoghasiddhi, are also counted among
green TiirZs. Similarly, KurukullZ, an emanation of AmitZbha, and Jiinguli, an emanation
of Akshobhya, are considered white TZrZs.
Bhyikuti, an emanation of Arnitzbha, is considered a yellow TiirZ, just as EkajatZ,
an emanation of Akshobhya, is considered a blue TPrZ.
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obllnyn-mudri. 6, 18, 32, 39, 42, 45, 46, 49, 50, 57,
59-62, 64, 80, 85
Adi Buddha, 5, 80
Adiiesha, 20, 2 1, 25
Aditya (s), 27-29
Adityasena, 2
Aditya-~ishnu,6
Aghora Bhairava, 9, 31
Agni, 50
Akshobhya, 74, 80, 83-85
aksha-nicild, 20, 28, 32, 39, 79
rilidlldsana, 30, 38, 39, 41, 47-52, 57-59, 61, 64-70
dlirigann, 33, 41, 42, 44, 47, 55, 56, 59, 66, 69, 70, 83
Alirigana nircrti 10, 44
Amitabha, 5, 74-78, 85
AmoghapiSa Lokeivara, 79
Amoghasiddhi, 74, 85
arijali, 21, 23-26, 28, 41, 69, 75
Aparijita, 5
Arapachana, 81
Ardhaniris'vara, 7, 10, 11, 31, 38
ardl~aparyarikdsana,36, 40, 45, 47, 52, 66, 70, 82, 83
Ardhasauriivara, 6
Arjuna, 25, 27
Aruna, 29, 64: 69
Aryaghat, 11, 16, 31, 73
Aryatira, 8.5
Aioka, 1, 3
asthi-kun#alas, 39
Avalokiteivara, 75

Bhaktapur, 28-30, 32. 57, 59
Bhavani, 13, 60, 62, (inscribed), 6 1-63
bhikshu-sarigha, 72
Bhfidevi, 18, 22, 23, 25, 26
bhhmisparfa-mudrd, 72,73
Bhii-Varaha, 69

Cihabel Buddha, 72
chaiha, 3, 4, 73, 76, 82
rl~okm,20, 21, 33, 38, 39, 45, 53, 69
chiniarn, 25, 28, 34, 60, 72
C:hamundi, 65, 67
Chandaroshana, 5, 75, 80, 82
Chandeia, 1 1
Chandi, 64
Chaadraprabhi, 5, 81
Changu Narayana, 7, 12, 13, 16-20, 24, 76
cholun~zukha-liriga,9- 1 1, 3 1
CIialuruimjolimlZrtis, 7
Chintlmani Lokeivara, 80

q'nnraiu, 39-49, 52, 56, 57, 60. (12, 64, 66-69, 83, 84
da?lda, 24, 28
da!~da-haslapose, 23, 44, 63, 73
Deo-Patan, 1, 9-1 1 , 18, 31, 38, 74
Dhanada, 83
Dhanada-Tara, 6, 85
dharmachakra-mudrd, 5, 74, 81, 82
Dharamadhatu VagiSvara, 81
Dhavaka Baha Buddha, 73
Dhum-Varaha, 20
L)hum-Virahi, 7
dhydncisana, 72
Dhyani-Buddha Alnitibha, 75-77. 80. 81
Dhyini-Buddha .4moghasiddhi, 6; 75
Dhyani-Buddha Akshobhya, 5
Dhyani-Buddha Ratnasambhava, 5
dikapdla, 34
dvdrapdla, 24

Ckidaia Rudras, 3 1
ekdvali, 23, 24, 26

INDEX
Ekjayi, 5, 75, 05
Ekopdda, 54
Ekapdda- TrimBrti, I I

gadd, 18-25, 39, 41, 42, 44, 46. 48, 49, 53. 56. 57,
61-63, 65, 66, 68, 84
gaja-charnu, 57-59, 83
gaja-harta, 40, 45. 47, 52
gaja-kar!lo, 5 1
Gajasura, 1
Gajasuravadha-mfirti, 57
ga;a(s), 35, 37, 40, 45, 47, 51, 55
Ganapati, 10
Gindiva, 25, 27
GaneSa, 12, 13, 35-37, 40, 46, 47, 52, 57, 59, 67,
75, 83
Gad@, 10, 34-36
Gangadhara, 10, 35, 37
Garuda, 6, 7, 17-19, 21, 23-25, 39, 41, 44, 45, 53,
55-57, 61-62. 66, 69, 78
garud&ana, 17, 78
Garuda-Nirayana, 6, 7, 13, 16, 17
ghan!d k a r v , 34-36
Cirija-Narasihha, 7, 24
Gokarpa, 30, 32
gomukl~n,41
g r a h , 29
Guha Mata (inscribed), 61
GuhyeSvari, 13

hnln, 25, 61
Halahala LokeSvara, 78
hnhsa, 46
Hanurnan, 6 1, 66, 67
hdm, 68, 70, 84
Hara Siddhi, 13, 45
Hari, 7, 13, 41, 78
Hari-Hari-Hari Vahana, 78
Hari-Hari-Hari Vihana Lokeivara, 13
~ a r i - S a n k a r a39,
, 69
Hari-Sankari, 39
Hiriti, 13
Hayagriva, 5, 75, 78
Heruka, 5, 75, 82

Hevajra, 75, 82
Hicun Tsang, 2
Hinayina, 3, 4, 82
HiranyakaSipu, 24
Hirn!!vrr;lnrr~nhfal~i\,ira.Patan, 76

Jaldayana a t Budha Nilkantha, 7
,jalaSnyana Vishnu, 20
Jagadifvari, 60
Jambhala, 6, 75, 83
Jambha Van. 21.23
Janguli, 5, 75, 85
jald-bhdra, 23, 24, 35, 37, 68, 69
jntd-nrrcku!a, 25, 26, 31, 34, 38, 39, 41, 44, 47
Jvarahireivara, 12

Kailasa, 10, 32-34, 36
Kaitabha (inscribed), 62
Kalaratri, 83, 84
kafafa, 54, 56, 58, 63-66, 80
Kgliya, 16, 20
Kgliyadarnana, 6, 7, 17, 55
kalpa tree, 56
Kimadeva, 55
Kamaf&aul, 19, 39
kamnndalu, 24, 25, 28, 36, 38-40, 60, 68, 69
Kanakarnuni Buddha, 1
Kanakeivari, 16
kanlhi, 22, 33
Kapala, 11, 36, 51. 52. 58, 59. 82-85
Kapali 8
Kapalikas, 58
karanb-n~ukuta,58, 59
kartari, 46-48, 50-53, 56-62, 67, 68, 70, 83-85
Karttikeya, 30, 34, 36, -K), 49
ka!aka pose, 37
Kathmandu, 1, 7, 15, 16, 20, 30, 31, 38, 39, 71-74.
76, 77, rational Museum, 27, 32, 73, 74, 77, 78,
82, 83, valley, 9, 27, 71
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katr-siitra, 72
KeSini, 81
Ketu, 28
Khadirivani-Tiri, 6
Khagarbha, 6
khafadriga. 39-42, 45-47, 49, 50, 52, 53, 56-59, 62-64,
66, 67, 82, 83, 85
kirti-nrukha, 18, 19, 70
kiri~a-niuku!~,18-22. 25-27, 31, 38. 39, 41, 42, 57, 68,
70, 72
Krishna, 6, 7, 16, 17, 20, 55
Krishnivatira, 20
Kshiti-garbha. 5
Kubera, 26, 63, 75,
kulefas, 5
Kumira, 12, 37, 49, 56, 57, 59, 68
Kumiri, 46, 48, 51, 56. 62
Kurnbhinda. 34, 35
Kumbheiwara, 36, tank, Patan, 19, 29, temple,
18, 31, 34
kunrudar, 30
kundalas, 24, 25, 33, 36, 39, 55, 70
Kur~~kulla,
5, 75

Lajimpat, 16, 21-24
Lakshmi, 6, 7, 13, 19, 21, 23, 24, 26, 38, 39, 41, 44,
49, 50, 55, 61, 83
Lakshmi-Nfuiyana, 7, 41, 44, 55
Lakuliia, 8
lalifa-tiluka pose, 40
lalitisana, 33, 34, 36, 41-47, 53, 55, 56, 59-62, 76-78
Lichchhavi inscriptions of Sridevi, Narasikhadrva,
NPriyal?asvarni at Nuppunna, JalaJayana at
Bhurnbhukkiki, 7
linga(s), 9, 30
Lirigodbhava Siva, 26
Lokapala, 26
Lokeivara, 5, 13, 75-78, 80
Lokeivara Lokanatha, 76
Lokcivara Padmapini, 75
Lokanitha, 78

Machhendra Bahal, Kathmandu 79 80
Machhendranitha, 13, temple, 77
Mahikali 13, 51, 52
,%lodhu (incribed), 62

Mahdmantrdnusirini, 5
Mahimayinri, 6
Mahipratisari, 6
Mahipratyangira, 5
hfahdrdjalilisnna. 77
M a h i h e t i , 23
rnahividyi Goddess, A4
Mahiyana>2, 4, 75, A2
MaheSa-rnfirti, 25, 44
MkheSvari, 48, 51
Mahirdvanaz~adlra,7
Mahisha-sainvara, 04
Mahishasuramardini, 43, 48, 49, 54
Maitreya, 5, 73, 75, 82
makara, 25
makam-brann, 70
Marnaki. 5
nrn!~daln(s),4, 29, 30, 37
Manibhadra Taksha, 15, 71
MafijuJri, 77, 80, 81
Marichi, 5, 75
Matsyendranitha, 75
Miyadevi, 74. 80
niedhi, 72
~nekhali,21, 32, 33, 37-39, 42, 45, 84
m,rii1a, 39
Mrigasthali, 15
nrudxarn. 42, 47, 51, 69
~nukhn-lirign(s),10, 31
tnu!rdanrnld, 12, 32, 38, 39, 41-49, 51-53, 55-57, 60,
62, 66, 67, 70, 84
musola, 25, 65
nrusli!i, 42
nrushtika, 41, 45
tnrrkrr!n, 4-3-46. 54, 5.5. 75

Niga(s), 4, 20, 24-26, 40
Kiga Bahal, Patan, 72. 73, 82
Niga-pitra, 43, 48
Nigarija, 25, 54, 55, 56
3'agendra-nandin, 60
Nigi(s), 41, 54, 69
Kairatini, 5, 75, 82, 83
Nakulaka, 84
Nala, 31
Namuchi, 21, 23
Nandi, 10, 12, 32-34, 37-39, 44, 45, 69

INDEX
Nanyadeva, 2, 3
mra-mu&, 47, 49-52, 54, 56, 57, 60, 65, 67, 84
Narasimha, 6, 17, 20, 24, 53, 55, 56, 69
N h y a n a , 6, 7,9, 29, 41, 44, 45
Nataraja, 11, 40, 45, 47, 70
Nepalese somud, 2
Nirriti, 50
nirudpa, 4, 75

P
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Rakta LokeSvara, 78
Rani Pokhari, Kathmandu, 1, 30, 38-40
Mahideva temple, 70
Rati, 55
rafna-keyGra(s), 39
ralna-hndala(s), 10, 20, 22,26, 34,41,42, 44,49,54-56
mtm-maijari, 51
ratna-mckhald, 4 1, 4.1.
ratnopadlo, 55, 68
Ratriapa*, 6
ratna-piha, 85
Ratnasainbhava, 74, 83, 85
Ravananugraha panel, 33
Rudras, 11
Rudravarna hlahivira, 76

piddrigadac, 37, 39,41, 42, 44-46,48, 49, 52, 54, 68, 69
padnra, 39, 44, 54, 72
padtt~i~at~a,
18, 29, 41-47, 50, 51, 54-56, 61, 62,
74, 76
Padrnanartteivara, 79
Padmapip, 5, 72, 73, 75, 76
Padrnapani Avalokitelvara 75, Lokefvara, 20
S
Paficha-devopasani, 6
Pindara, 5
Sidhana(s), 4, 77, 78, 80
para, 6, 17, 18
Sadyojata-Nandi, 31
Pararn~ta(s),6
Sakti, 4-6, 9, 10, 29, 41-47, 49, 52-55, 58, 59, 66-68,
ParaSu, 32
70, 73, 75, 77, 78
ParnaSabari, 6, 85
Sakti (spear), 34, 36, 40, 50, 62, 63, 65-67
Sarnantabhadra, 5
Pkrvati, 10, 12, 16, 31-36, 38-40, 55, 83
Paia, 8, 26, 41, 42, 44-46, 48-50, 52, 53, 56, 57, satnabhariga, 14, 13, 18, 19, 24, 25, 28, 32, 38, 50, 71,
61-66, 68, 70, 78
77
Paiupatas, 8, 9
satkghdti, 15, 72, 73
Paiupati area, 10, 31, 38
sahhdra (dissolution) 8, 11
PaSupatinatha, 13, 30, 75
Sahkarshana, 25
Sani, 28
Pdupati temple, 3, 9-12, 31, 39
patikd-nrudri, 2 1, 22
fankha, 18-21,23, 25, 38, 39,41, 42, 44,49,54, 61-66
pdmla, 22
Jarikha-kundala(s), 53
Patan, 1, 3, 11, 13, 16, 18, 19, 29, 32, 33, 39, 40, 72, Sarasvati, 37, 60
73, 76, 79
sarpa-hdm, 39, 56, 69
patra-ku?rdala, 23, 24, 33, 34, 38, 39, 41-49, 52, 54, sarpa-keyUa(s), 38
57, 63, 70, 84
sarpa-kundala(s), 26, 31-33, 38, 39, 41, 44, 45, 47,
52, 54, 56, 67, 69
ptablicivali, 18, 25, 28, 39, 41, 71-74
sarpopauiln, 32, 39, 44, 46, 66, 67
Parhlada, 24
Sarvatobhadra, 72, 73
Prajfiaparamiti, 5, 75
Satyanirayana temple, 7
Prasartna Tira, 85
Seshaniga, 23, 24
Pratyusha, 29, 64, 69
~eshddyi6, 27 ; Vishnu, 7, 25
pra~dltdlra,11, 20, 24, 48
Shadkkshari, 76
prnty~li~lrci~nirn,
16, 53, 59, 82, 85
Sikhandaka type o i head-dress, 34
Preta (goblin), 57
PBrnaghala, 19
siritha-n~ukha,34, 36
purusha, 9, 10
s~rilhd.sana,52
S~ri~liaudhini,
60, Durga, 41
Purushottama, 42
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Siva-Pimati, 10, 33-36, 53, 55
Skanda, 10, 12, 33, 35, 37, 47
Sridevi, 18
Sridhara, 7, 19, 20
Srishli (creation), 8
Sruk, 45, 50
Stiipa, 3, 5, 51, 72, 74
stuti-mudri, 2 1, 24, 79
Shrya, 27-30, 35, 56, 57, 64, 69
siichi-mukhos, 27
Sudhanakumira, 81
sukIroJana, 33, 37, 79
Sukra, 28
Sukrichirya, 23
.%la, 66
Svayambhii, 5
svyambhp-chaiga, 3, 5
Svayambh~nitha,13, 73, 76, 78-80
swartikipdda, 80
Syima-tiri, 84

VagiSvara, 8 1
Vilzam, 30, 4 1, 74, 8 1, 85
Vaijayanti-mild, 24, 41, 42, 44, 54, 55
Vaikunlha, 42
Vairochana, 74
Vaishnavi, 48, 51
vajra, 5, 13, 23, 24, 26, 32, 40-43, 45-50, 52, 53, 56,
58, 61-66, 74, 77, 81, 82, 84
Vajradhara, 5
VajradhitviSvari, 5
vajra-ghanli, 13, 39, 40, 45, 61, 62, 70, 84
uajrahumkdra-mudri,- 13.,83
Vajrapani, 5, 72, 73
Tantrayina, 4, 13
uajra-paryank&arra, 74, 76, 78, 79, 81, 82, 85
Taeani, 21, 46, 49, 59, 61, 63, mudrd, 22, 23, !&fa, 82
Vajrasattva, 5, 72, 73
TBri, 2, 4-6, 75, 76, 84, 85
~ajra-$rinkhala,6, 83
Tatpurusha-Mahideva, 9, 10
Vajrayogir~is,temple, Sunhhu, 84
tripat&i-cum-ilitigana-mudrd,43
Vajra-VBrLhi, 5, 83
Tripurintaka, 2 1
Vajrayana, 4, 5, 13, 74
Iriftila, 26, 32, 33, 37-39, 48, 53, 57, 60-62, 64, 66,
Vamana, 20-22
69, 70, 77, 83
Vamadeva, 10, 31
triitila-cum-parafii, 34, 70
Virnadeva-Uma, 9, 10, 31
Trivikrama, 6, 15-17, 20, 21, 23
Vanamdld, 2 1, 38, 39
Vinara-mukha, 34, 36
uarada-mudrd, 5, 15, 20, 25, 32-34, 39, 40, 42, 46,
49-53, 55-57, 59-61, 68, 72-74, 76, 77, 82, 85
Uchchushma-Jambhala, 6, 83
Viraha, 6, 7, 17, 20, 45, 55
udara-bandhu, 18, 20-22, 26, 28, 32, 34, 38
Varahi, 43, 48, 54
udichya-vesha, 27
Varuna, 26, 30, 50, 68
Ugra-TPri, 13, 84
Vasudharl, 6, 75
ul&a-muklza, 34
Va$a-tara, 1
Umi, 10, 31, 44, 47, 60
Vidyadhara(s) 24, 35, 52
Urni-hlaheivara, 10, 16, 31-33, 37
vidyidhari, 34, 77
Umiprasidana, 34, 35
Villma, 12, 82
Urnasahita-mnrli, 10, 32
Viglmir~taka,6, 13, 83
upavita 24, 46
Vihdra, 72, 73
irdhva-hasta, 45, 47, 52, 55
Vijapura (inscribed), 60

INDEX
Vijapuraka, 60, 61
Vi!ii, 45, 46, 48, 61
Vindu-mudri, 40, 42, 43, 45, 50-52, 56, 57
Virdla-rfija, 27
Virupiksha, 1 1 , 3 1
Vishnu, 6, 7, 11, 13, 16-25, 27-29, 37-39,
41, 42, 56, 69, 82
Vishnu-Narayana, 6
Vishnu-Vikrinta, 6, 7, 72
Vishnu-Vikrantamhrti, 2 1, 22
V i S v a p i ~ 6,
Viivarppa, 7, 16, 20, 25, 27
Vifvavajra, 6, 67, 74

Y
Yab-yum posture, 5, 82, 83
rajamdna, 22
rajiopavila, 18, 19, 26, 32-34, 37, 38, 45
Yaksha(s), 4, 15, 16, 83
Yaksha-Bodhisattva, 4, 14, 7 1
Y amantaka, 81
Yamiri, 5
YogapatCa, 55, 56
Tcpa, 21, 23

