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1. Introductlon

. The incomparably beautiful and dis-
tinctive image of Siva-Pasupati at Kathmandu
( Nepal) with the four
Badyojjata, Vamadeva, Aghora and Tatpuruasha,
..rvespectively and the invisble from of Isana,
forming a Panchamukha-linga combines in
Jitself the dual Sakti calt.
The five faces are also known as Mahadeva
{ eastern side )» Bhairaava (southern side ).
Nandivaktra ( western side ), Umavaktra
_{northern side) and Sadasiva on top, also known
-a8 Isana, not usually portrayed as this aspect
is held as beyond comprehension. The
Umavaktra form on the pnorth is a clear
Tecognition of the union of the Purusha with
Prakriti.

visible faces of

aspects of the

The earliest .reference to the cult of
Pasupati the Harigaon
_Anseription of Amsuvarman installed towards
the beginaing of the Tuh ¢entary A. D,
V?herein he

in Nepal is in

ouls himsealf ibhagivat-parama-
__',bha.tba.ra,k&-pa.supati-pada,uudhya.b:m. But the
-earliest inseripbion which clearly points to the
-existence of the Pasupati temple is the stone
Ainscription of Jayadeva dated in the year 158,
ie., in the 8th century A. D., recording his gift
of a silver to the deity. We have
-completely reliable evidence of the destruction

-of the temple and the image, in particular, at

lotus

“of plastic modalling

the hands of Shamsuddin .Illlya,s 6f' B-e-ngé;l' _
in the year A. D. 1849, and of thair restoration
by Jayasimharama in A. D. 1861. The present

‘image of Pasupabi is in tbe visible form a

Chaturmukha (four-fa,ced)’ linga with two
hands corresponding to eavch" face on each
of the four side: of the shaft. The hands
‘hold jalapatra
(Bramandala ) respectively.
this
Pasupatinatha 'prloi.ola.ims'the high standards

and =&
Of

black stone image of

an akshamala
exqguisite

workmanship,

Nepal in
the 14th centary A. n. Though th treate
ment of the hands are peculiar to Nepal,

obtaining in

the most well-known cémparable forms in India
are the so-called Trimurti ba.nel in Eleph#nta,.
off Bombay, dated to the 6th-7th centuries and
the Chaturmukha Siva temple at Nachna in
Madhya Pradesh, of the 85b century.

What Sankaracharys did for the revival
of Hioduism in the face of the many inroads
into its stronghold in hix days, especially of
Buddhism, then profounaly different from the
pristine form and philosophy, owing to the
trappings of Tantrio worship and ritual is

memorable. "It is. a commonplace of history

that Sankara was responsible in a very large

measure for the regeneration of the Hinda .
way of life and religious practice and for the .
devotional support to the cult of Sakti in its "

twin forms of Prakriti and Purusha, and for
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emphasizing the greatness of the mother
concept in his Saundaryalabari and Talita-
sahasranama.

9. Sakti Worship inthe Pasupati
Temple

In fact, in keeping with - the general

practice set in vogue by Sankaracharya,- the

mother form of Sakti is daily worshipped in the

the Pasupati temple along with five-fold form

of Siva in her diagrammatic representation
( yantra).

The concept is somewhat difficult for the

mind - to

ordinary Sankara’s

appeal,

comprehend.
indeed more intellectual than
Fully alive to this, he stirred up
the sluwabering oconsciousness of the masses

was

amotional.

through all his devotional hymns and songs
such as those addressed to Ganga or Bhavani
in simple and charming rhyme. Visible forms
of the vquhead' to quicken the emotion and
cause feelings of devotion to well up within
the mind and heart of the masses are known
in Nepal from at least the 5th century a.D.
onwards.

3; _The Theme of Uma-Maheswara
in Nepalcse Sculpture

| (i) General

The popunlar mind has been moved to
devotion by forms of Siva and Uma seated
together' in yogic composure and attended
upon by the entourage of the Nandi and
Bhringi, Lakshmi and Sarasvati, Ganesa' and
Kumai‘a, Surya and Chandra, and the ganas
of Siva. The tLeme of Uma-Mahesvara is one
of the most popular iconographical forms in
Nepal, and has received the devoted skill of
the artist from the days of the Lichchhavis
4o those of the Mallas- in full measure-
Rach age has leftits indelible marks of

artistry and -workmanship on the form, size,

physiognomy and ornamentation of the deities.

Q@

The earliest known specimen of the
theme of Uma-Mahesvara occurs on a gold

coin of Huvishka, successor of.

a Kushan
Kanishka, showing a female figure holding
. lotus in one of her hands - and standing
by the side of a male. deity ( Siva) and

labetled alongside in Greek as OMMO.

Perhaps the earliest specimens of Uma-
Mahesvara two of Kushan
workmanship from Mathura and Bikaner
respectively. --The theme became very popular
in India during the Gupta period ( 4th—7th
centuries ).

in stone are

One of the earliest specimens of the
theme going ™ back to the 5th century A. D.
occurs on the escarped face of a hillock at
Udayagiri, neéar Sanchi, Madhya Pradesh
(India). It is in bas relief and in a circularly
supk panel, and stands somewhat in isolation.
But almost the entire entourage, consisting
of Ganesa and the other ganas, is present in
the scene. (pl- IX A).

For purposes of comparison and evolution
of the theme in Nepal, culminating in the

‘development of her own idioms, it would be

relevant to mention briefly in passing a few
early treatments of the
aoross the borders. These -comprise the
Hara-Gauri figures from Kausambi (Kosam)

near Allahabad. Uma-Mahesvara group from

subject in India.

Khiching ( Orissa ) , and the Siva-Parvati or
Uma-Mahesvara as well as Ravananugraha--

mursi panels in the rock-cut caves ab Ellora..

The Hara-Gauri figures from Xosam,..
of the 5tl century, show both the figures as.
standing and two-handed. The workmanship.

is crude, but marks a gstepping out from

the stage of bas-reliefs to soulpture in the-

round.

shows Uma.

The
geated on the left lap of BSiva on the

Khiching specimen




pericarp of a lotus, and Siva as ithyph-llic.

It also shows in a lower panel the bull,
Nandi, below Siva, four-armed Ganesa in
The divine

-couple is flanked on each side by a gracefully

the. centre and lion. balow Uwma.

poised female figure. These figures clearly:
indicate late Gupta and early Pala influences.

The panels of Siva-Parvati, marking a
‘reversion to reliefs, in keeping with the actual
requirement of . the
architecture at Ellora, going back to the
Bth-T6h canturies, show  mwny other tigures
group
Kuamara, and tha ganas below, - occasionally

scheme. of rock-cut

an  the comprising Nandi. Ganesa
Brahma and Vishnu above, und standing
fig ares who have been identified as dvarapalas,
‘They do not indeed indicate a pa.tit_iérn_ed or
'rigid development but establish, without loss
of charm and effect or .even the fuliness
-of the composition, the gréat freedom enjoyed
‘by the artist in the portrayal of this theme
in regard to the component members as
well as the actual placement of the members
-of the dramatis parsonae, Hven the eomposi:
‘tion of Ravananugrahamurti would thema.

tically belong to the category and partake

-of the general regional and chronological
characteristics.
The theme of Uma-Mahesvara was

indeed popular in south  {ndia also, but as
an interesting circumstancs in this context,
more s0 in the Kannada country than in
any other part of the peninsulsr region ef

India.

Cii ) Early Forms of Sculptural Art
in Nepal

It is well known that Nepal reached a

high stage of excellence in sculptural @rb. in
:stone, as early as the 5th or 6th cenburies
A.'D. under the patronage of the Lichehhavis.

]¥ Ancient Nepal
This by itself would presuppose a fairly long
apprenticeship of sculptural practice as well.
as the development of the religious practices
to which the sculptnres gave visible expression.
The scu!ptural forins enabled easy comprehen-
sion by all and sundry of the underlying -
allegorical import and the justification for -
the ritual of worship.

The excellence of tbbis phase of didaotic
art with a stro‘ﬁg - mythologleal bins and
inspiration is indicated by the sculptural pane).
of Vishnu in his anthropomnorphic form of the
boar incarn.ition at Phumvarahi on the out-
skirts Rathmandu. The
others- of the.rchool include the fallen. figure

of Visalnagar in

of Garuda as the erowning member of the

inseribad pillar at Ohanga Narayan, Vien-
palksha and Chakrapurusha, (or seated Surya),
respeetively, in a shrine at Aryaghat opposite
the Vishnu Vikranta

murti pavels of Dajimpat ( now in the Nepal

the Pasupati temple,

Museum ) and of Tilganga, respectively,
the panel of Kaliyamfnrdapa, at Lllanuwman
Dhoka, the comparatively less known panpels
of Kumarasambhavam found disjointedly at
Nagaltol, Srigha Vihara ( Kathesimbu) and
Kankesvari, respectively, ali in Kathmandu,
besides the secular-eum-religious Vﬂaures on
the base of the stupa ( traditionally atbri-
bated to Charamati, daughter of Asoka ) at
Chab thil in Deo Patan.
are narrative in character, often expressive

Most of the panels

of a m}ybh'ologic;u legend, now and again
employing the syu_oppi'c,met}_)gd of treatment,
that is. by the delineation of some of the
figures of the dramatis PQI‘SOD&G gepegqédly
in the same panel speaking for an earlier
date for the art form.

(iii) The Kumarasambhava Panels of
o Uma-Mahesvara

‘The soulful representation im stone -of
Kalidasa’s version of the Puranic legend of
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the divine love of Uma and Siva., as though
they were the primordial parents and the
saviour of all earthly folks as of divine and
semi-divine beings, in Nepal, as early as the
5th or 6th century A.D., establishes more
than. one aspect of the deeply interlinked
Ieligioﬁs-cum-culﬁura‘l, life of Nepal and per
southern neighbour. These exquisite pieces
indicate the popularity of the theme as far
away as the mountainous reaches of the
kingdom amid the Himalayas. They also
establish the apparent nearness of the
.cbmpoositien of Kalidasa and the sculptural
representation of it in chronology. These would
.also mark the beginnings of the popular and
conventionalized forms of Uma-Mahesvara
‘that have captured and held the imagination
of the people of Nepal for over a millenniam.

{iv) The General Forms of Uma-
Mahesvara in Sculpture

The panel, ¢ommonly described as

_.Kdilaspari-vama—sa.‘hita Uma-Mahesvara, rea-

.ohed in its most evolved form am elaboration
that accommedated every member of the family
Of Siva besides other figures as deseribed
parlier. Tm their diversity of composition, the
panels covered the different principal aspects
of Siva as Bhairava, Pasupati, Gangadhara,
TUmaprasadana, besides emphasizing the
.conjoint Prakriti and Purucha aspects of the
‘Sakti cult. Though assigned a comparatively
inferior position in the composite panel, Uma
.effectively symbolizes the quintesssence of the
mothar spirit. a3 represented individually in
‘the Saptanatrikas, and the slayer of the
.evil spirit in her form of Chandi indicated
by the mount of a lion in a dormant and
.ecouchant posture as also the fierce Yoginis,
as consorts of the Bhairavas, who have
“temporarily suspended their ferocity for lack
of any occasion or necessity. A group of
"Sa,ptamatrikas in the premises of the Pasupati

-;?ﬁemple, though much damaged, clearly sustains

%

the early evolution of the underlying mother
concept in Nepal, for these would be dated
to the 7th-8th centuries A- D.

In his role as Gangadhara, Siva is
usunally shown as sustaining the flow of the
sacred waters gushing from an upturned
water jar held aloft by the ethereal figure of
Gang&, on to the matted locks of the Yogi,
as he really is. In this ‘aspect Siva, is also
shown as a,pp'ea,sirjg the irate spouse " whose
displeasure was incited by Siva's econdescen-
sion for another feminine personality in his
benign aspect of Umaprasadanamurti. In thig
form Siva holds his consort in intimate
embrace. even to the extent of catressing tha
bosom, and thus seeks to assuage her injured
dignity, without surrendering the detached
outlook and posture of the Yogi, who has yeb
supremely eo'ntro_]‘léi his senses.

(v) Some Uma-Mahesvara panels
of Nepal

Thus the Uma-Mahesvara form, as it
came to be evolved in Nepal, marked &
nﬁé.c‘rocdsm within & microcosm, and &
syncretis:i_x characteristic of the Jand. Tb
easily lent itself to comprehension, and made
an appeal equally to the inteﬂeeﬁ and el_nO‘DiODn
a,ﬁd compelled the devoted admiration and
worsﬁip by all and sundry, far more sensibly
than thé abstract phallic symbol. It is the
living symbol of Nepal's principal religious
faith and practice and ocours in almost
avery shrine and in every dhara ( enclosure
.wi‘oh water spont ), and their number should
easily count by- the thousand. Even now
more than a hundred specimens in differential
preservation ;ﬁa,n be accounted for in Kath-
mandu é,lone. despite the ravages of time
and man.

It s fortunate that some of these

sculptural panels are  briefly described in




&
‘shor inseriptions engraved dn their pedestals,
setting out an account of their dedicabion
and often providing a date. Though the
dated or inscribed specimens ‘are not many,
.yot the isolated pieces of dated panels serve
and help to fix the
.artistic idiom of . the respective times of their
.coming into being. of
undated specimens, can, therefore, be studied

a8 stylistic landmarks
The vast numbers

and organized into their respective places in
tho order of evolution. The gaping lacunae
in. the history of art as of the religious
beliefs in Nepal which the former subserves.

can, therefore, be effectively filled with only
a little effort.

The inspiration of the popular bas-xjelief
panels of Uma-Mahesvara can no doubt be
of

Kumarasambhavam panels are

sought in the phase of mnarrative ar,

which the
undoubtedly the best exponents, going back

to the 5th-6th centuries A. D.

- An attempt has been mé,de in the
following lines to deal with a few specimens
of Uma-Mahesvara from the earliest times
to the latest, and bring out their
with a

iconographid&l details of the theme at different

salient
features view to  assessing the

times as a provisional framework for further
investigation.

The earliest speciinen of the theme in
Nepal so far known is a broken panel in the
of the near
Sankhamul, Lalitpur. It could he dated to
the 4ib-5th centuries A. D
is a broken panel in brownish sand stowe in
the Archaeological Garden at Bhandavkhal,
Lialitpur, datable to the 6th-Tth centuries.

premises Chamunda temple

‘I'he next specimen

The third phase is represented by a
sculptural panel fixed in a Dhange Dhara
called Duga Hiti at Sankbu. .( pl. X A).
Stylistically it would be dated to the 7th-8th
centuries A. D. but has of the
.characteristics of the developed form of the

most

composite group of later times.

Ancient Nepal

At Sankhu itself there is yet another
unfinished specimen following closely upon the
one described without any attendant figeres:
above or below, but with Kumara astride
the bull on the right and a bwo-hanaed female-.
attendans’ plying the fly whisk. These two
pieces would really belong to the category of

the Somaskandamurti, as Ganesa is absent
in. both.

The next stage of development is marked
by a specimen, still as a Somnaskandamurti,
in the Dhunge Dhara at Chyasaltol, Lialitpur,.
(pl. X B)on a squattish stele, markd by the
absence of any figures above or below, oval
halos for borh Siva apnd Uma, seated op cushi-
ons placed on the rock, but with the addition
of a devotee. in adoration to the- proper right
of Siva, and a female attendant supporting.
the right foot of Uma.
Pof-
brandishes a long sword, and holds up two

upper hands in anjali. Peouliarly and uniquely
both the left hands of Siva embrace and

caress Uma. The back right hand holds a.
mani-and is extended downwards as varada-

The main female

attendant :Uma now four-handed,

hasta, and -the front right is raised up in.
abhayamudra. This would be dated to tha
8th-9th centuriev.

An exquisite piecé that marks a complete-

departure in the scheme of details around the-
central figures seated on cushion= is fixed.
in the south-east corner of the Gairi Dhara
near the temple of Kumbhesvara at Lalitpur
(pl. X11 B). The oblong ttele itiself has gained.
in height, and has a rounded edge describing a.
semi-circle at the top. Horizontaliy it is divided
as it were into three panels, the central panel.
containing the figures with which we are al-
ready familiar. Siva holds a few strands of his.
jata (matted locks) with his back right hand as
though to suggest the Gangadhara aspeet. The-
front right hand, though damaged, is clearly in
The back left holds & trisula.

on the sides and with.

vardamudra.

with curved blades
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ghanba and parasu balow tha fork of the staff.
The front left hand rests gently on the right
shoulder of Uma. The upper panel introduces
for the first time the circular orbs of the
gide of the top,
pear the edge, the inverted figure of Ganga
hotl ag har foldad usttariya over herself in

sun and moon, on aither

an are, legs in padmasana, and hands in
anjali in the act of: pouring out water, and
the upper parts of two four-handed male
figures, one on each side of the:central figures.
These figures hold an aksbamala and trisula
respectively with the upper hands and flask
with the lower left, while the lower right
holds a mani in one case, it.is drawn up
to the chest in the other. Their hair style’g
vary. They have been tentatively identified
'.-a,s dvﬁra,paalas. panel in the
.composition is introduced for the first tima
‘bringing into foous ‘the figure of Ganesa, in
& group of ganas which include the skeletal
Aform of Bhringi in the act of dancing with
‘the frest. The plain halos, the half-closed
-reyes of the main deities, and their placid
-composure and grace have become standardized
‘the exemplary.

The lower

This piece would belong to the
mature phase of Lichchhavi art in the 9th
-century. It mayibe held that the composite
dorm of the Uma-Mahesvara panals, in its
basic norm of the the Kailasa-parivara, as
‘it came to bs adopted and recognized in
Nepal, wuas established about this time and
“this specimen as would ba apparent, is indesd
-a representative exponent of the theme in
:its mature fullness.

~ The next stag> of development is marked
"by the dated group ( pl. XI B ) ensheined in
& small temple abt Kulimitol ( Kumbhesvara
Ghyanbu ) in Lalitpur. The arrangement of
"the figurss is in two panels instead of the
‘usual three. Tl_ne lower panel shows a group
~of five.'weli-defiﬁéd figares, Vcomprising a
lion-headed figur'e at the extreme right of

“the group, playing upon cymbals to maintain

RS

the rhythm of the dance and music that are
on, followed by a three-headed, three-handed
and three-footed f_igﬁre of Bhringi caused by
the boon of Siva to make up for_‘the loss
of flesh and sustenance caused by the curse
of Uma in which form he appears V’Go' the
the left of the central figure of Ganesa, and
‘a cat-faced figure beating the drum at the
On the
odge bolow the group is an inscription.

extreme left of the group. raised

The central figures are seated oﬁ é
paryanka (stool), instead of cushious or
the bare rock as before. A set of five objects
comprising a mangala kalasa, a stand with
a . naivedya patra, a basket of flowers, a water
vessel'and a darpana (mirror), form the naive-
dya equipment and are reminiscent of a
specimen of the Pallava Somaskandamurti
fromm Mahabalipuram near Madras ( India IR
where there is a jalapatra below the
paryanka, datable to the 7th century. The
other figures of the group are arranged around
Siva and Uma without any attempt at segre-
gation. The stele has become a little flattish
on top, giving up the circular curve. Rumara
sits on the peacock to the right- The head
of the vrishabha is visible to the right of
Siva. The figure of Gangs has shifted from
the centre to the side and her feet are barely
visible. The semblance of a chhatra (ambrella)
has appeared over the head of Siva. As
though to match the figureof Ganga, the fiy ing

figure of a garland bearer has been introduced
above the head of Uma.

attendant of Uma is

Tue standing female
holding up a minia-
ture chhatra, which is yet to reach over the
hoad of Uma, being still in the incipienf sbage.
The inseription on the pedestal ( jalahari ) tells
us that it was raised in Nepal Samvat 107.
It is thus dated to A. D. 986.

The next datable image and still belonging
to the style set up by the Kulimtol specimen

is represented by the panel at Ganchanani,

Tyagaltol, Lalitpur. The stele is slightly more




e

elongated, with the gemblance of a blant cone
The lower panel shows a group
of seven figures as against the-five of ﬁhe
former. Though Ganesa sfill occupies the
centre his stance is different. The skeletal
form of Bhringi is below . Siva instead of

at the apex.

below Uma as before.

Of the upper group Kumara sits on n
«cushion and not on his peacock. The bull
has now been assigned a separate place near

tho -edge. Ganga at the top right pours
down a sheet of water in a line with the
upraised right hand of Siva. There are now
two standing female attendants waiting
upon Uma and only the upper parts of
their bodies, & little above the knees,

The chhatra, of the earlier s¢ene. has

are
visible.
disappeard again, both above Siva and over
Uma. The naivedya patras, slightly differing
in form:'a,n_d composition are still thare, though
fhe seat of Siva and Uma changes from a
pafyanka. to the old familiar rock again, though
é: tiger skin covers the bare rock. But the
the Urdhvaretas

form of Siva signifying the Yogi's control over

most distinctive mark is
his senses even though he is in intimate
contact with his spouse, as spoken of in
Kalidasa's Malavikagnimitra in the following

l_ine :
srqrafragdgisalavanaat a; aveqrg adam |

This kind of delineation is found in some
Ardhanarisvara figures of Siva-Parvabi, nameiy
one from Purapara, Dacea ( Pakistan ). now
in the Rajshahi Museum.

This 'sculpture is dated by an inseription
on its pedestal dated to Nepal Samvat 132,
i-e., A.D. 1011, and together with the Kulimtol
.specimen. would indicate prevalence of the
.ihvolved style for over: a hundred years.

One of the bypical specimens of the
11th-12th centuries A. D. occurs in Kasgintol

. 4ft. % 8ft, 6 in.,

minor

Ancient Nepal

in Kathmandu, and presents perhaps the
most representative and dompi'ehen::ive

treatment of the theme. The panel meas .res

and is one of the largest
specimens of Uma-Mahesvara. It is crowned
by a chbatra ( umbrella) surmounted by a
linga- on a pedestal. The scu]ﬁtural figures.
are divided into three rows, the topmost of -
which portrays Ganga in the centre, flanked
by Lakshmi and Sarasvati respectively: and
presumably the Gangadhara and Dakshina-
murti forms of Siva at the extreme edges of the:
row on the proper right and left respectively.
The central row centains the main: figures of
Siva, and Uma flanked.on the right by Nandi,
Lakshmiand Kumara (Karttikeya), respectively,
and on the left by Sarasvati and a female: '
attendant. ' The lowest group of figures shows.
Ganesa poised in a dancfng posture at the
centre, with dancing gana to his right and
the hony figure vof. Bhringi to his left. The
right is filled

figure, and the eitreme left with a tiger-faced.

extreme with a cat-faced

figure, both participating in the movement.
struck up by Ga.nesa,- It is signifioé;nb to note:
that the sun and moon, usually porirayed by
to the right and left of the-

panel near the upper edge, are missing. The-

circular orbs

sun and moon are also, though rarely, repre-

septed in their anthropomorphic forms on.

some panéls.
The

peculiaritie=.

Kasaintol panel has several.
There is first of all a reversion.
to the three-fold horizoatal division of the-
groups, and at the same time the novelty of’
the assignment of a rocky pedestal to each
individual member, except Ganga, among the-
figures on top and .on the sides..
The sun and moon are eliminated, but bwo-
female figures, tentatively identified as Liakshmi
and Sarasvati, respectively, have been intro-.
The vrishabha has.

unlike himself, élocile and.

duced for the first time.
become thin,

graceless and has been brought down to the.
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level of bthe feet of Siva. The peacock-sext
" of Kumara now with .a fully open and
circular fan serving as a foil, has been restored
to him. At the same time a female ' figure,
‘hag been introduced above ‘Kumara. - To the
Jeft ‘of Uma there are two ~femsle figures
The four-handed

female figure, standing and wielding the fly

instead of three as before.

whisk bhas been dispensed with. Instead there

is one wislding a sword and serving as ‘4

dvarpalika, and another in a raised level
supp whing the right foot of Uma.
Gauga occupies the -centre of the

top again as in the Kumbhesvara specimen
{pl. XTI A). Ganga’s legé are spread apart
and a sheet of water gushing forth from her
.a‘nja.,li. pvenetra,,_tes hbe' Qra,bhamv&pda.lﬂa. - and
flows on to the jata of Siva.

~ The figare of Siva has become a little
'stiff"' and the upper part disproportionately
1onger than the rather stunted trunk The
‘head has the load of a taller coil of matted
looks. 'The plain halo around Siva is mueh

‘larger tbhan before and covers both- Siva acd
bands of
The trisula has shed

‘Umsa, and has two “ornamental

jvalas along its edge.

its ‘component of ghanta and parasu, and the

outer blades flare out instead of closing in
_gs in the earlier examples, the tendency in
which was first noticed in the Kulimfol
Among the ornaments innovation
i5 poticed in the sarpakundala in the " left
The of
known from much  earlier
‘ag seen- in the Xaokesvari image of
Siva-Parvati { Nepalese Art, 1966 ). . The hara
‘has started having a series of pointed pendants.
The lower left hand of Siva embraces
Uma and reaches npto the chest below her
left breast, reversion .to the

«Chyasaltol figure ( pl. X B).

-specimen,

‘ear. use sarpakundala 'is  of

~course times

marking a

The attitude aod body proportion of Uma
or from the defects of the main figure.

She sits partially on the left lap of Siva, and
hen right leg - extends forward withoat its
gracious curves. . ,

Alk the minor . figures are provided Wxth
a halo, and the figures, ircluding the central
figure of Siva project forward from the surtace
bringing about a multiplicity of planmes. - ..

The lower group confines itself to. five
figures comprising Ganesa in the centre, besides
Bhringi.. Simhamulkha, |
another figure, rather diffioult of identificatign.

The chhatbra, first seen in .the -Kulimbal
panel ( pl. XI B), and supervening. linga on &
Whlch was flrst notlced

Marjaramulha and

crowmng flnla] in
the Ga;neha;nam panel (pl XlA) a,ppem:
unmlstakably hhough in a.utenuahlon ]us’o below
the apex. The chha.tra.
it, first seen in the Kullmtol pa.nel (pl. XI A)

over Umq. has d1=a.ppeared again. The progress

or the semblamce of

(gr retrogression ?) fo the Kq.sa.mtol papel i
marked by intermediate.  phases, gapteseqted
Ona of them
shows a large umbrella, with festoaned. and
tasselled pendants on the edges, a blunted
pinnacle, and a stout handle, with a bulbous
base for anchoring the framework as it were.
Uma has four female attendants in this case.
and one of them holds a small umbrella,
similar to the ome above Siva with & long
handle. Gaunga ogcupies a plage to ’ohe right
of the panel and sends down .a sheen of
waters upon bhe. right shoulder »(;)‘f‘ Slvg,
instead of upon the head. The sun and moon

by specimens ‘from - Pharping,

are represented by their usual orbsign the
sides. Kumara has his peacock with an open
fan. The lowarvpa‘-nél has now a contingent
of nine figures, all in the trance of dance
and music. The stele - is almost rectangular

except for a bluntly triangular part like a
tympanum at the top.

Yot another panel shows a d1501der1y
showing a -haphazard

arrangement, and

improperly pianned: seulpburing.
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Siva embraces Uma with the left hand,
which ' completely eneloses, vather unrealisti-
cally the body of Uma,
little stiifly and detachedly.
of her

who is sitting &
She has

female attendants, both of whom . sit

two

wb her feet. In this' case, uniquely, the lefu
foot stretches out and rests on the hands of an
is folded and

tucked away under the lefv thigh.

attendant and the right leg'

Two others, with the wupper parts of
their bodies aslone being shown stand rather

.unrealistically and improperly, above the
heéad of Uma. o
The head alone of the bull is seen

t;onta,lly at the level of Siva’'s right shoulider.
The right foob of Siva rests on the’ head
of a tiger. introduced for the first time,
standing on a level with that of Siva-Parvati.
‘While the usuoal place on the right side is
taken by a four-handed attendant of Siva,
the corresponding place on the left is tuken
by a four-handed female figure, with the
usual attributes. of Siva including a trisula.

Ganga occupies her place at the top,
a little to the right of Siva.  Her -hands
are stretohed out to their fullest lengths, and
yotb, unrealistically, the over-arching uttariya,
'of' mﬁch’ smaller expa.nsé than that of the
sheet
of water thab tall in two streams on to the
right “shoulder of Siva. At the same time,
with her left hand she pours out

hands, rests overhead. She pours a

streaks
of water from an inverted vessel vertically
over the prabhumahdala :

The lower panel shows a group of seven

da,ncmg figures  ineluding Ma,r]a,mmukha..

‘Simhamukha, Bhringi and Gajakarna.

The next stage is marked by a panel
from the backyard .of the Kumbhesvara
The the

accentuating tendency towards the rounding

temple at Lalitpur. - stele shows

at the top, with & conical’tip, and a narrower

Ancient :Z\I'epal

base. The panels are divided into four
.horizontal rows by separating bands of rock.
It is sarmounted by a linga on a yonipitha
The
Gapga in the right, come down in a ocurve
the jata of Siva. .. To the left of
Gapga is ‘a female figure holding a flower
basket in the left band and a flower in the:
the right, auticipating the garland bearer
of the Kumbhesvara panel ( pL.XIl B). Uma.

has cnly. ope. attendant at her. right. foot.

over the central figures. waters of

upoun

The lower panel shows a group of five
unmistakable and .clearly carved sculptures,
reminisoent; of the Kulimto) specimen {pi.XIB)

The peacock of Kumara has disappeared.
The halo of Siva is distinctively plain but
tnl the beaded border a,nd split flames of.
the jvalavali.

The next specimen of this phase (pl. XII B)
shows the central figures of the divine couple
as earrymg a water Jjar, { kumbha ) and though
it ha.s been surmised that they represent.
the figures of Siva and Ganga, respectively,
the identification is ranher difficult to accept,
Though Ganga is not ~normally. represented
a3 a spouse of Siva, it is bsoa,ﬁse_ largely
of her being harboured in his matted locks.
for over a thousa.nd years, that an é,llegory
of Ganga exclmng the ]ealousy of P,uva,bl
In fa.ch she

excersmed by the supp()sed

has been created.

was SO
abta,chmeub of
Siva for Ganga that she appealed to Ganesa,,
her grown-up son, to get rid of the other

woman., The fact that the female figure-

‘sits on the left lap of Siva in the panel at.

Kumbhesvara Gairi Dhara would indicate-
that she is none other than Uma, and that.
‘she is holding a water jar, even nas Siva . is.
doing, would only show her reconciliation and .
jubilance at the release of Ganga and even
her active participation in the dispersal of

the sacred waters. This would be perhaps.
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.Lalitpur, housed in
_Archaeological
TLalitpur ( pls XIIL A ).

- Uma-Mahesvara in Nepal

the reason for naming the god as Kumbhesvara
in the neighbouring temple as well as the
locality where it is situated, as suggested
by a scholar of art during his recent visib

to the place.

Stylistically it is characterized by the
presence of a circular and broad ‘chhatra
{ umbrella ), without its handle. a couple of

femals garland bearers on top, absence of
the sun (on the léft), absence of Ganga, the
delineation of a skull in the left lower hand
of the dvarapala on: the lefty the abssnde of
all bat ooe attendant of Uma, who. squats to
her left and .holds a sword and a shield (or
padma ¢ ) respectively, the absence . of the pea-
gock of Kumara, and the presence of five
da.ncmg figures at the base, flanked by a

devotee at the right and a female admlrer

-at the left.

The plain and almost round halo
providing a cover for both the central figures
is reminiscent of the Kasaintol figure. The

padmasana pose on the padmapitha is ab
an ionovation not- delineated hitherto. The

four-handed aspect of Uma, as well as their

posture, role and abtributes mark them out

from the entire group. The chubby rounded

forms and shape, the hali-closed eyes and

.general agreoment with the style of sculpt,ures'
.of the period preclude any Malla influence
from the piece, and would date it to the

12th century.

The last sba{ge in this sbyle of portrayal

is representel by a nnique sculpture from

the office of “the

Garden ab Bhandarkhal,

The figures are characterized by dis-

~proportionate elongaetion and consequ_eﬁtia,l

_slimness ‘of the bodies. The lower panel

_portrays a contingent of seven dancing figures,

" .consisting of Simhamukha at the extreme

3L

right. playing on the cymbals, Ghautakarna,
Ganesa in the centre  flanked on each side by
skelotal Bhringi and- three-headed Bhringi
respectively, besides Gajakarna and Marjaras-
mukha. The piece is ‘characterized . by
good sculpturing. delineation of the _pé_n;l_m of
hills by means of counical blocks, dispensation
of halos, carving of sunk semi- circular hollows,
and portrayal of the Sun ‘and moon orbs, witha
tmcemed border, itself a Spemmen of exqu1s1te
carving. The chhatra over Siva is standardized
with & non- funetional hub  below, but'an andia-
1a.ka pmnacle above is suggestive of a’ ‘ternple.
The vertical presentation of’ Ganga,, " with two
sets of upper hands stretching out theuttariva
between them is an inzovation ‘not;nkhown
before. The dvibhanga posture of Siva
appear for the - first time. The! presence:s.éf
the realistic -lion under the right- foot of
Uma is & half-way-house -between the crude
specimen from Pharping, referred to earlier
and the later forms of the Malla® period.
The fact that Uma sits, bo ¥soever lightly,
on the lap of S1va, places bh1s scu pbure in
& group with the figares. from Ka,aalntol
Kumbhesvara Dhara! and the Kumbhesvar&
temple. respectively. The crownmgly mipiature
Siva-linga over the chhatra in this case has
a yonipitha with its ouatlet to the right
instead of the left as in the Kumbhesvara

temple specimen.

1t is sad to reflect that there aie not many
known pieces of the theme {rom the early
Malla period, whick in w mature stage,
marked & total departure from the _gax-lier
porm of the Uma-Mahesvara. One esarly piece
of the transitional phase is fizxed into the
enclosure wall of the Dhunge Dhara ab
Chyasaltol, Lalitpurs to one’s left, over the
promenade,.as one enters the Dhara. Its upper
parts are, however, badly mutilated. Enough
remains to show the basic character of bhe
. Lichchhavi composition. Bat the lower




®

figures arranged in three rows make up ‘sh
asseinblage of thirty-two, nt once awaiting
&nd challenging identification. Tts date is
indicated by the fragments of an illegible
'ﬁéeripﬁ;m in the Malla soript, of the time
possﬁbly of Jayade\'a. {A.D. 125558 )

Anothe,r panel, obviously of the Malla°®
‘period, but. of similar composﬂnon, is repre-
gented by a specimen from the southern
- outskirts of Pharping. It shows fwo innova-
tions, mamely, the portrayal of the sun and
moon in. anthropomorphic representation as
geated figures holding lotuses on either side
of the central chhatra and linga. Here the
ehhatra stands over the linga. The Ilower
pairel shows five figures with Ganesa .in‘thes
@entre, and- each of these separated from
the other by & vertical column j orming separate
‘wiches &s it  were. . The semblance of the

patals' of the padma -are carved below the
Seat of Siva and Uma as well as of Ganesa.

A panel in the Satyanarayana vemple
at Harigaon ( Rathmandu ) is reflective of
the phyéiocnomy' of the Malla period, but
in “spite ot hhe dignified grace of the involved
ﬁgures. tbe specimen suffers in conbrast
¥With the :earlier enes in point of chari and
Betail -of tieatment. It is -dated to 584
Nepal Samwvat (A, D. 1413).

The full-fledged form. ‘of the mature
‘Phase ‘of this art in the Malla period is
Tepresented ‘here by two illustrations ( pls.
XITt Band XI1V). The former fizxed in the
wall ‘of the Gairi Dbara near the Kumbbe-

svara Dh‘ua, at Lialitpur, shows the figures

h the alingana, standing side by side in -

trlbha'n'gra, posture, om a full -blown Jotus,
They are’ flanked by the récumbent figures
"Gt “the *buifl &nd lion respectively.. ‘Each has
é, ‘balo, ~“wHich is conical and plain. The

sculpbures sre no longer in ‘high-relief but ul-

most completely in the round with an oval pra-

Ancient Nepal

bhavali Iﬁ'a,rked by eleven lingas standing foy-
the Ekadaca Rudras. The figures of the
sun and moon are Tepresented by circular
‘orbs with slanting grooveson a band areund
their edges to represent the rays. The figure
of Siva has =a sarpakundala in the right
ear and vritbakundala in the left, besides
@ sarpa jajnopavita. A miniature figure of
Ganesa, the favourite son. is placed between
the two_ about their waists. It should be
dated to the 16th century A.D. "

Aa, exataple of the standing figures of
Uma-Mahesvara ‘cah be cited trom the Uma-
Mahesvara tetpie &t Tuakhutol, ' ‘Kirtipur, and
could: bé dated by a copper piate inscription
inside the shrine dated to Nepal Samvat 776,
which -works out to A. D. 1655, at the la.test

The inscription  calls fhe’ delty Bh&van1~
Sankara.

The seated type is represented by an
exquisitely carved specimen standing in the
roofless garbhagriha saietum ) of a temple.
opposite ‘the Sun Dhara, at Lalitpar. It shows.
the ‘full play- of Tantric influence im the
sushkamundas on ‘the diadem, the ‘mundamals,.
stirpakundalya; surpanwnta, sarpavalayi and sar-
papadabhushana ot Siva. Peculiarly the figure-
deseribed above shares with the Kumbhesvara.
specimer’ its attribute (fthe kumbha in the
iower left band. The eyes of both figures are

fully open..Siva wears & tiger-skin, and supports-

Uma on bis left lap. Uma, wears a pushpamala,
and ratnalankaras, but a pleated skirt. reflec-.
tive of the cultura] influences of ﬁhe times. bTho-
absence of the sun nrd moon and all tke com--
ponent flgures of the Kalla,sapa.nv'un sahita .
Uma-M.aheava,m figures, would bring it into-
the category of ‘Umasahita images described
in the Agamas. The glain stele, 'with. a.
conical top and w1th a border of jvalavalis
( conventionalized representation of ‘flarnes Y
supported on ah iooer band ‘of utiiform
‘floral serolls is typical. Stylistically, with the.
""broaav’foré’bea,d. tall “and ‘sharp ridged nose,
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round face and rotund physiognomy, it would
belong to the L6th-17th centuries.

of hh'é seated type a transitienal speoi-
men, still with all older parmphernalia but
with & completely defaced and blurred features
can be cited from the village Khandpu, near -
Banepa, but later and dated specimens are
répresented by comparatively miniature panels
found in the pati, attached to the Dhunge
Dhara at Chyasaltol and the Ganesa temple
at Chapatol, both in Lalitpur.

shows the lower panel of five seated tigures

The former

incloding Ganesa. The central figure of Siva
and Parvati in alingana, seated side by side
on a tiger-skin spreh.d on a rocky seat recalls
some of the typical specimens of the older
days. )

The upper part is occupied by the
dvarapalas of Siva on either side, a Siva linga
on a yonipitha on the top, the florally deli-
neated orbs of the sun and moen, Ganga with
her outstreched uttariya and sheet of water
tlowing towards the matted locks of Siva and
a garland-bearing female to the leff. Uma's
right foot by
female, while a standing attendant waves the
flywhisk. A third, poised above the group,
holds a chhatra with tassels and festoons over
her head. It is dabted by an inscription on

is aupported a  seated

the pedestal to Nepal Samvat 709 (A. D. 1888).

The piece from Chapatol, Lalitpur shows
the couple as astride a bull over a padma-

pitha, with a conical halo for each and a
oonieal stele but without any other attendant

- 8pecimens in Nepal are rather rara.

figure. It is dated by an in-sori‘ption. on the
stele to Nepal Samvat 788 ( A. D. 1612 ).

The logical culmination of the coupled
form of Siva and Uma is the syneretic:
Ardhanarisvara ( half-Siva and half-Parvati in.
& conjoint figure } of which early
A good.
example of Ardhanarisvara is to be found on
the northern face of the little known temple
of Brahmsa (indentified by the lalata-bimba.
on the lintel), dateble to the 10th-11th
genturies, in the premises of the Pasupati
temple. The same temple displays in the central
niche on the western face a figure of Siva as.
Nataraja as a variant of the Kailasa-parivara-
~The portrayal of

Biva as Nataraja is seen eldiewhére also, but.

sahita Uma-Mahesvara.

is not common in Nepal. "The conjoint form
of Ardhanarisvara would belong together to.
the class of panels of Liakshmi-Narayana, in
both  dissociated. well as Ardhanari.
representations. as also as Siva and Vishnu.

as

as Hari-Hara, of which the earliest specimen
in Nepal is the Deo-Patan image of Sankara-
Narayana, dated” to the 8th century, symbo--
lizing the essential
godbead, despite the
individuai forms.

unity of the Hindu.
infinite diversity of’

E 3 * * L 3

It is hoped that the tentative elassifica--
tion and chronology offered above will be-
followed by further study, leading to firm and
conorete results, and will be extended to-

other subjects also.
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Plate X . v ] Ancient Nepal

A. Uma-Mahesvara panel at Dugahiii, Sankhu.
F.  IHAERAR, gmilgdt, afg |

B. . Uma-Mahesvara panel at Dhun‘_ge"'" Dhara =~ ' . o
Chyasaltol, Lalitpur.
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Uma-Mahesvara in Nepal : . Plate XI

i

A. Dated Uma-Mahesvara panel'at Ganchanani,

B. Dated Uma—Mahesvara- panel at Kumbhesvara

Ghyanbu, Kulimtoi,Lalitpur. Lali:pur. _ -
. gAmPgET, Ay, gfande, afqwgr F. fafy wosr gwwgay, A afaag :
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~Plate  XII
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Plate XHI

: _Uma—Mahesvara In Nepal .
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Plate XIV . ’ i Ancfent Nepal -

Uma-Mahesvara near Sun Dhara, Lalitpur.
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