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Sarasvati is known in India as the beautiful ving (zither)-playing goddess of knowledge.
In China little remains of her presence. In Japan, on the other hand, she. under the name of
Benzaiten %} K, enjoys widespread popularity as a goddess associated primarily with
wealth, and depicted cither as playing the biwa (lute) or carrying weapons. This study
traces the path from Sarasvati to Benzaiten, using the Indian background to elucidate what
is found in China and Japan, and resorting to information gathered from China and Japan
to detect changes on the Indian front.

The conceptual development of Sarasvati from India to Japan is examined here through
textual sources, artistic representations, inscriptions, and historical records of India, China,
and Japan. The time period covered in India spans from ca. 1500 B.C.E. to ca. 700 C.E.; in
China, primarily from the fifth to eighth century; and in Japan, from the seventh to the
ninth century.

This study is divided into five parts. The first part on the Vedic Sarasvati cxamines
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the depiction of the goddess in the Rg, Atharva, and Yajur Veda Samhitas, as well as in the
Brahmanas. It revolves around the gradual transformation of the river goddess into the
goddess of knowledge. The second part on the Epic and Puranic Sarasvati covers the
Mahabharata and the early Puranas. In the discussion of the Mahabharata, the resurgence
of the importance of the river, alongside the goddess of knowledge, and the proliferation of
its tirtha-related myths are taken up. In the Puranas, the fully developed Brahma-Sarasvati
myth, the names, worship, and iconography of the goddess are discussed. The iconography
of the goddess then leads into the third part on the early Indian images of Sarasvati, where
Hindu, Jain, and possibly Buddhist images are introduced. The Buddhist Sarasvati is then
discussed in the fourth part, which extends from India to China to Japan through the Sutra
of Golden Light and its rcpentance ritual. In the fifth part on the Chinese and Japancse
images of Sarasvati, the two principal forms of the goddess arc discussed and further

Japanese developments are summarized.
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Collection, Musée Guimet). 943. Colour on silk. 123.5 x 84.2 cm. (Nicolas
Vandier 1974, vol. 15, pi.101.)

Eleven-headed. ten-armed Avalokitesvara (Guanyin) surrounded by fourteen
figures, including one identified as either Sarasvati (Biancaitian) or Sri
(Gongdetian). from Dunhuang (Pelliot Collection, Musée Guimet). 10th century.
Colour on hemp. 142.5 x 98.8 cm. (Nicolas Vandier 1974, vol.15, pl.98.)

Thousand-armed. thousand-cyed Avalokitesvara (Guanyin) surrounded by thirty-
two figures. including Sri (Gongdetian), from Dunhuang (Pelliot Collection,
Musée Guimet). 981. Colour on silk. 189.4 x 124 cm. (Nicolas Vandicr 1974,
vol.15, pl.103.)

Detail of fig.41A. Sri (Gongdetian). (Jarrige and Akiyama 1994, vol.1, pl.98-5.)

Uga-Benzaiten from Enoshima Jinja near Kamakura, Mid-Kamakura Period.
Wood. Ht. 59.3 cm. (Nedachi 1992, fig.20.)

Uga-Benzaiten from a private collection (Tokyo National Museum). Second
half of the Kamakura Period. Ht. 31.3 cm. (Nedachi 1992, fig.21.)

Benzaiten Jiigo doji from Kotohiragi. Kagawa Prefecture. Late Kamakura
Period. Colour on silk. 129.1 x 52.4 cm. (Nedachi 1992. fig.27.)
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Benzaiten Jigo doji from Hogonji on Chikubushima on Lake Biwa. Nanbokucho
Period. Colour on silk. 80 x 42.1 cm. (Nedachi 1992. fig.151.)

Ugajin from Chokenji near Kyoto. Edo Period. Wood. Ht. ca. 50 cm. (Photograph
by Catherine Ludvik.)

Tenkawa Benzaiten mandala image from [shiyamadera. Shiga Prefecture.

Muromachi Period. Colour on silk. 105 x 38.4 cm. (Osaka shiritsu bijutsukan
1999. fig.184.)

Naked Benten from Enoshima Jinja near Kamakura. Nanbokucho Period. Wood.

Ht. 26.3 cm. Photograph taken before the restoration of 1927. (Nedachi 1992,
fig.157.)

Benzaiten from the Seikadd Bunko Museum. Tokyo. Nanbokuché Period.
Colour on silk. 156.1 x 59.7 cm. (Santori bijutsukan 1994, fig.37.)

Shichifukujin Takarabune (Treasure ship of the Seven Gods of Good Fortune)
by Hiroshige (1797-1858) from a private collection. Woodblock print.
(Shibuyakuritsu shoto bijutsukan 1999, fig.142.)

Fuji Film advertising of 1999 for New Ycar’s cards with photographs.
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INTRODUCTION

Sarasvati is known in India as the beautiful ving (zither)-playing goddess of knowledge.'
In China little remains of her presence. In Japan, on the other hand, she. under the name of
Benzaiten ##F X. cnjoys widespread popularity as a goddess associated primarily with
wealth, and depicted either as playing the biwa (lute) or carrying weapons. The aim of this
study is to trace the path from Sarasvati to Benzaiten.

Although the [ndian Sarasvati has been the subject of a number of studies, Benzaiten
has so far received less scholarly attention. to say nothing of her clusive Chinese counterpart,
on which not a single independent work may be noted.

Studies on the Indian goddess Sarasvati may be divided into threc broad catcgories:
textual, art historical, and a combination of the two. On the textual side. short discussions
are included in Macdonell’'s Fedic Mythology (1897, pp.86-88). Hillebrandt’s Fedische
Mythologie (1927-29 [2nd ed.]. vol.2. pp.335-340). Keith’s The Religion and Philosophy
of the Veda and the Upanishads (1925. vol.l, pp.172-174). and Hopkins’ Epic Myvthology
(1915, see index). Puranic studies came later, primarily with Ananda Swarup Gupta's
articles (1962. 1966). Entire volumes or significant portions of volumes dedicated to Sarasvati
appeared in the 1970s and 1980s: Raghunath Airi (1977) and Jan Gonda (1985) published
Vedic studies, while Mohammed Israil Khan (1978) produced a general study of Sarasvati

in Sanskrit sources. On the art historical side. significant contributions include discussions

! The term ving, as we shall sce, originally referred to an arched-harp, then to a lute. and finally to a

stick-zither. The Indian Sarasvati is almost always depicted with a zither.



in Nalini K. Bhattasali’s lconographv of Buddhist and Brahmanical Sculptures in the
Dacca Museum (1929, pp.181-190) and Jitendranath Banerjea’s Development of Hindu
Iconography (1956. pp.376-380). and Umakant P. Shah’s article on the “Iconography of
the Jain Goddess Sarasvati” (1941). There have also been articles dealing with specific
images (c.g. Bajpai 1946). Two general studics on Sarasvati combining both textual and art
historical material appeared back to back: Kanailal Bhattacharyya’s Sarasvati: 4 Study of
her Concept and Iconography was published in 1983 and Niranjan Ghosh's Sri Sarasvati
in Indian Art and Literature in 1984. Although very general, Bhattacharyya's volume is by
far the better of the two.’

Japanese studies on Benzaiten, on the other hand. are far fewer. The first fascicle of
the Hobédgirin Buddhist encyclopedia (1929, pp.63-65) has a short entry dedicated to her,
and Ingrid Fritsch’s 1996 study of the blind biwa-playing singers (biwa hoshi FE¥5i%HT)
includes a section on the goddess (pp.13-32). Yamamoto Hiroko AT A F in her [shin.
Chiisei Nihon no hikyoteki sekai ¥, h itk H AR B 7 (Strange Gods. The World
of Secret Teachings of Medieval Japan) published in 1998 writes about Benzaiten in her

Uga-Benzaiten form and edits related apocryphal sutras and other short works (pp.326fF.).

There are. furthermore. volumes of a more popular nature, such as Sasama Yoshihiko's &
MR Benzaiten shinké to zokushin 7 K5 & #5 (Benzaiten Faith and Popular
Beliefs) published in 1992. On the art historical side, while there are some good discussions

of individual images (e.g. Nishikawa Kyotard #8/I{ZFAHE 1968), there is only one

Ghosh’s study is unfortunately neither well-organized, nor well-presented. There are numerous misprints
on every page and the reproduction quality of the illustrations is so low that it renders some of them almost
entirely invisible.



comprehensive study of modest length on Benzaiten representations in general by Nedachi

Kensuke 3L 1t (1992, pp.58-80) in the Nikon no bijutsu B A D FEHT series (no.317).

Studies on the Indian Sarasvati, as self-contained works, do not generally mention
Benzaiten.’ To Indologists, the Japanese Sarasvati is. in fact, littie known. Studies on
Benzaiten. on the other hand. invariably begin with a brief look back at her Indian origins.
cither in a few lines, a paragraph. or a short section. No work on Benzaiten. however,
includes a thorough study of the Indian Sarasvati. In other words, Sarasvati’s complex
Indian and Chinese background are used minimally to understand what is found in Japan.
From the Japanese angle. it is clear that somehow or other the Indian goddess. through a
couple of Buddhist sutras, made her way to China and to Japan. [t is less clear, however,
who this goddess was, in what way and why she was differently depicted in Buddhist
sources, and hence also why one of her principal Japanese forms, extant also in China,
looks completely different from the Indian Sarasvati.

To understand what we find in China and fapan. [ would argue, it is absolutely
fundamental also to have a clear idea of the Indian background—even to be able to verify
the identity of the goddess in question invoked in the sutras. An understanding of the
Indian situation. furthermore. reveals unexpected I[ndian influences extending as far as
Japanese soil. And from the Indian angle. it is fascinating to study the metamorphosis of
the native goddess in different environments and under different influences. The Chinese

and the Japanese situation. moreover. clearly reflects changes on the [ndian front that are

3

Two exceptions are Kanailal Bhattacharyya (1983, pp.143-144) and Niranjan Ghosh (1984, pp.63-65),
who include short sections on the Buddhist Sarasvati outside of India. Both, unfortunately, are misinformed,

and hence provide a highly distorted picture of Benzaiten.



barely discernible in the Sanskrit sources as they have come down to us. A study of India.
then, goes a long way in revealing what is to be found in China and Japan. while a study of
China and Japan can show us something easily missed in India.

The conceptual development of Sarasvati from India to Japan is examined here through
textual sources, artistic representations. inscriptions. and historical records of India. China.
and Japan. The time period covered in India extends from ca. 1500 B.C.E. with the Rg
Veda, the earliest textual source on the goddess Sarasvati. to ca. 700 C.E. with the early
Puranas and images of the goddess. The geographical region is northern India. In China,
the period covered extends primarily from the fifth to eighth century. when Sarasvati was
introduced to China, with additional references to surviving images and textual sources up
to the eighteenth century. The few extant artistic representations discussed come from
Dunhuang. [n Japan, the time period focused on is from the seventh to the ninth century.
marking the entry of Sarasvati into Japan. to which are added references to texts and
images of subsequent periods, and also a summary extending to contemporary times. No
regional limits are set for Japan. but the images from the period focused on are from
temples in or near the imperial capitals of the time. Heijo-kyd T3 and Heian-kyd F%&
I, modern day Nara and Kyoto in western Japan.

My study is divided into five parts: Vedic Sarasvati, Epic and Puranic Sarasvati,
Indian Images of Sarasvati, Buddhist Sarasvati, and Chinese and Japanese Images of
Sarasvati. The first three parts are on India. the fourth on the trajectory from India through
China to Japan. and the fifth on China and Japan.

Of the three parts dedicated exclusively to India. the first and the second are textual



studies (Vedic. epic. and Puranic), while the third is art historical. The first part on the
Vedic Sarasvati cxamines the depiction of the goddess in the Rg. Atharva. and Yajur Veda
Samhitas., as well as in the Brahmanas. It revolves around the gradual transformation of the
river goddess into the goddess of knowledge. The Epic and Puranic Sarasvati covers the
Mahabharata and the early Puranas. In the discussion of the Mahdbharata. the resurgence
of the importance of the river. alongside the goddess of knowledge. and the proliferation of
its tirtha-related myths are taken up. In the Puranas. the fully-developed Brahma-Sarasvati
myth. the names, worship. and iconography of the goddess are discussed. The iconography
of the goddess then leads into the thitd part on the early Indian images of Sarasvati. where
Hindu, Jain. and possibly Buddhist images are introduced.

The Buddhist Sarasvati is then taken up in the fourth part, which extends from India
to China to Japan through the Sutra of Golden Light and its repentance ritual. The contents
of the sutra in its Sanskrit and Chinese versions are cxamined. and the political significance
of the sutra in China and Japan is discussed.

The final part deals with Chinese and Japanese images and their textual sources. The
two principal forms of the goddess are taken up and further Japanese developments are
summarized.

As Sarasvati is an [ndian river goddess. my study touches on issues of geography as
reflected in Vedic to epic textual sources. The features of the river are described in the Rg
Veda and in the Mahabharata. its course is delineated in some of the Brahmanas and. in
much more detail. in the Mahabharata. and rituals are performed on its banks. While [ deal
with “textual geography.” I do not enter into the long-standing discussions of “map

geography” or geology: I do not try to identify the changing course of the river or of the



location on the map. of the places on its banks mentioned in textual sources. Flowing from
the Himalayas through Eastern Punjab and into the sea.! it seems the Sarasvati was a far
mightier river in pre-Vedic and Vedic times than during the epic and subsequent periods.
Northwestern Rajasthan would have been a much greater place with the niver flowing
through it and into the sca (Rann of Kutch).” Much has been written and many conflicting
hypotheses proposed to identify the “lost” Sarasvati and to explain the desiccation of the
region.® As discussed by Yash Pal and others. environmental changes occurred. and since
the Sarasvati’s channel was structurally controlled by faults, tectonic factors assumed
greater importance. Therefore when even minor tectonic movements occurred, they caused
widespread changes in the configuration of the river channels. Thus, it has been argued. the
Sarasvati as described in the Mahabharata is either the same river, all-be-it much changed.
as that of Vedic literature, or another river bearing its name.

A study of Sarasvati, even if confined to India, is indeed a vast subject. to say
nothing of one that extends far beyond its borders. Certain limits, therefore, such as time
frame and geography, must inevitably be set. Within India. my study does not cover the
period after ca. 700 C.E., including contcmporary popular worship of the goddess. General
studies on the Indian Sarasvati. such as Kanailal Bhattacharyya’s (1983), discuss post-700
C.E.textual and art historical material. As far as [ am aware. there is no modern anthropological
study dedicated to the worship of Sarasvati in India today.

My dissertation. furthermore, does not cover Tibet. Korea, Campa. Java. or Bali.

* Indras 1967. p.46.
* Pal, Sahai, Sood, Agrawal 1984 .

® Oldham 1874. Das Gupta 1955, Godbole 1961, Indras 1967, to name but a few. See Pal, Sahai, Sood,
Agrawal 1984 tor further details.



Kanailal Bhattacharyya (1983) and Niranjan Ghosh (1984) briefly discuss the Tibetan and
[ndonesian Sarasvati. On Tibet, see also W.E. Clark’s Two Lamaistic Pantheons (1937,
e.g. vol.2, p.288. n0.253) and Antoinette K. Gordon’s The Iconography of Tibetan Lamaism
(1959, p.73 and fig. after p.72). for instance. The Tantric Buddhist forms of Sarasvati are
discussed by Benoytosh Bhattacharyya (1968. pp.349-352.figs.230-235) and Marie-Thérése
de Mallmann (1975. pp.336-338, pl.13:1-2; 1976), primarily on the basis of the Sadhanamala .
compiled in the eleventh century. and the Nispannavogavali of the late eleventh to early
twelfth centuries. The Tibeto-Mongol pantheon is illustrated in Raghu Vira and Lokesh
Chandra’s 1961-72 volumes on the subject (¢.g. vol.9, pl.49a for Sarasvati). [ am not aware
of any studies on Korea. On Campa. see. for instance, the Cham Sculpture Album of the
State Committee for Social Sciences of Vietnam, Institute of Southcast Asian Studies.
where a late-tenth to early-eleventh century sculpture of Sarasvati is illustrated (1988,
pp.85. 228. fig.76).” There is also a short article by Saveros Pou (1984) on Sarasvati in
Khmer culture: he notes two bronze statues in the style of Jayavarman VII (r. 1181-1215 )
found in Thailand (pp.207-208). Javanese representations are published by Kanailal
Bhattacharyya (1983. pl.51. ninth to tenth century). Niranjan Ghosh (1984, pl.3:1-2), and
Vincent Smith (1930, pl.112A. date unspecified). and a Sarasvati festival is described in
Andrew Beatty’s anthropological account of Javanese religion (1999, pp.211-215). For a
Balinese festival day dedicated to Sarasvati, see Fred B. Eiseman, Jr.’s study (1989. vol.l.
p.184). Sanskrit hymns from Bali. including one dedicated to Sarasvati. have been edited

by Sylvain Lévi (Sanskrit Texts from Bali. pp.62-63).

! This late tenth- to carly eleventh-century sculpture of Sarasvati was also published in Girard-Geslan et

al. 1994, ig.595. See also Parmentier 1919, who notes a possible Sarasvati from about the eleventh century
(p.52).



1. VEDIC SARASVATI

Introduction

The earliest known texts in which Sarasvati appears are the Veda Samhitas composed
in northwestern India.' Held in utmost sanctity, the Samhitas were faithfully transmitted.
word-for-word. through oral tradition.

The Rg Veda (RV) is the oldest of the Samhitas. Although composed sometime after
1750 B.C.E.. as a collection of 10 books (mandalas, lit. circles), it is considered to date
from about the twelfth century B.C.E.” It consists of 1028 hymns ( sitktas) arranged in these
10 books.

The Sama Veda is a collection of certain verses of the Rg F'eda. arranged for recitation
in ritual performances. As it does not contain any new material on Sarasvati, it will not be
taken up here.

The Atharva Veda (AV) is in parts as old as the Rg Veda. but the grammatical forms
indicate a younger age than the Rg }'eda. Michacl Witzel assigns its composition to the
twelfth century B.C.E. Although it also includes philosophically speculative portions. the
Atharva Veda is in many ways a practical text intended to deal with the problems of
everyday life, from health difficulties to love, marriage. happiness. and prosperity, by way

of magical charms.

See maps in Witzel 1989, pp.242-243, for regions specific to the Rg, Atharva, and Yajur Vedas.
* I follow Michael Witzel's chronological chart in 1989, pp.249-251.



The liturgical Yajur }Veda. composed from about the twelfth to the ninth century
B.C.E., was compiled a few centuries later than the Rg Veda. As Jan Gonda points out,’ it
was amongst the exponents of this text that the methods of sacrificial practice were developed.
Although tradition has it that there were one hundred and one schools of the Yajur Veda.
collections from five of the schools survive: the carliest are the Maitravaniva (MS) and
Kathaka (KS) Samhitas. followed by the Kapisthala Kathaka (only fragmentary: about
half of the original) (KpS) and the Taittiriva (TS) Samhitas, all belonging to the Black
Yajur Veda; the Vajasaneya Samhita (VS). on the other hand, belongs to the White Yajur
Veda. The distinction betwecn the so-called Black (Krsna) Yajur Veda and the White
(Sukla) Yajur Veda rests in the inclusion of Brahmana-type explanatory material in the
former. which is consequently viewed as “not arranged.”™

The Brahmanas. enormous appendices to the Veda Sambhitas, are commentaries, written
in prose, to rituals. They are assigned to a period between 900-500 B.C.E. The Brahmana
matcrial of the Black Yajur Veda belongs to this category. Apart from the Black Yajur

‘eda Samhitas noted above, we will look at passages from the Satapatha (SB), Taittiriva
(TB). Aitareva (AB). Paricavimsa (PB). Jaiminiva (JB). Kausitaki (KB), and Vadhila
Brahmanas.

The Aranyakas and Upanisads. appendices in turn to the Brahmanas, hardly mention

Sarasvati. and hence will not be discussed here.

' Gonda 1975, p.323.

* See Gonda 1975, p.324 and Wintemitz 1972 (English transiation repr. of 1904-1920 original), vol.1,
pp.148-49.



1.Rg Veda

Sarasvati appears in many verses of the Rg Feda, and is invoked. in particular, in
three hymns: while 6:61 is entirely dedicated to her. shc shares 7:95-96 with her male
counterpart Sarasvat. to whom are addressed a few of the stanzas (7:95:3; 7:96:4-6). He is
a somewhat nebulous figure, a male river god obviously corresponding to Sarasvati. In
1:164:52. he appears. more generally. as a water genie connected or identified with Apam
Napit, the son of the waters.’ In post-rgvedic literature, he forms a pair with Sarasvati, and
in the Mahdbharata. appears as her son.®

In the Rg Veda. Sarasvati is a deified river representing abundance and might. She is
associated above all with the waters (apas) and the storm gods (maruts), and forms a group
with the sacrificial goddesses I[1a and Bharati. Subsequent devclopments in her
conceptualization are rooted in her Rg I'eda connection with inspired thought ( dAi). which

in turn is linked to the sacrificial activity on the banks of the sacred river Sarasvati.

a. River Goddess

i. Mighty Flood

Sarasvati appears as a powerful river. surpassing all others in her activity (6:61:13b

* For Sarasvat, see Hillebrandt 1927-29, vol.1, p.380 (1980, vol.1, pp.237-39); Geldner 1951, vol.2,
p.265, note on 7:95:3; Gonda 1985, p.7, note 20.

® For the Brahmanas, see p.65 below: for the Mahdbhdrata, see pp.119-121 below.
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apdsam apastama). She roars with energy (6:61:8c)’ like a bull, bellows (vavasana 7:36:6a)
like a cow.® and ragingly snorts like a boar (6:61:2ab):

ivam $ismebhir bisakha ivarujat

sanu girinam tavisébhir iirmibhih /

With enraged snorting, like one who digs up lotus roots.” this one

broke the back of mountains with her strong waves.
Uncontrollable by nature, she reveals [herself as] a mighty flood (1:3:12ab): maho drmah
sarasvati pra cetayati ketund / Taken predicatively. the mighty flood is Sarasvati’s ensign
(keri). by which she is characterized.'® As fire is known by smoke. Sarasvati is known by
the might and volume of her waters. She is thus signalied not only by water as such, but by
water in uncontrollable, impetuous. raging movement. roaring with life. Swelling with her
own waters (abhi svéna pavasd pipvdngh // )" she comes down from the mountains to

meet the ocean (sucir vati giribhva @ samudrat / )."

7 Literally, she “whose impetuosity keeps roaring™": ydsyah... dmas cdrati roruvai (6:61:8bc).
* Rivers are often compared to cows (e.g. 3:33:1cd; 10:75:4ab [p.28 below}]). Sce Gonda 1985, pp.391F.

® Karl Hoffmann (1975-76, vol.2, p.337) identifies this with a boar: “Sie... durchbrach wie ein
wurzelgrabender (Eber) den Riicken der Berge mit tosenden machtvollen Wogen.”

' 1 follow Werner Knobl's suggestion here (personal communication). Geldner's translation of ketiind as
“mit ihrem Banner” (1951, vol.1, p.4) renders the passage entirely unclear. Keni is derived from cit, and thus
is, as Renou (EVP vol.1, p.7) explains, “*proprement le signe permettant de *‘comprendre.’” In hymns to Usas
(Dawn), the term often appears as a luminous signal and a sign of recognition (EVP vol.3, p.32). In its
illuminating quality, keni is thus the sign which makes recognition possible. See also EVP vol.2, pp.71. 73,
85; vol.7, p.47.

"' 7:36:6d. Renou (EVP vol.4, p.99) explains that the association pdvasd pipyandh reflects an ancient

etymology: “gonflant de leur gonflement.”

'* 7:95:2b. Sticir refers to the purity of her waters. Renou (EVP vol. 15, p.133) translates: “allant pure des
montagnes a ['océan.”

11



Seven-sistered (saptdsvasar)” Sarasvati is praised as the most riverly (ndditama)
and as the divine one from amongst the rivers (asurva nadinam),"* “pressing forward by
her greatness all the waters.” (prababadhana ... visva apé mahind ... anvah //).' Inexhaustible
plenitude in liquid form, she fills the earthly [spaces] and the widc space in between

(6:61:11ab apaprisi parthivany uri rdjo antariksam / )."

ii. Abundance and Might

Rituals were performed on the banks of the Sarasvati. Vedic religion centered on the

sacred fire into which offerings were placed, as hymns were recited. Her banks. the Rg

Veda (3:23:4) tells us, were amongst the best places on earth to establish one’s sacred fire:

n

6:61:10b. In 7:36:6b she is said to be the seventh (saptath). As Heinrich Liders (1951, pp.163fT.)
observes, throughout the ages in India, the names of rivers with a numeral, seven in particular, have been
used to indicate the country’s river system. From a purely mathematical point of view, however, to call her
saptasvasar is to say that there are, all together, cight sisters. Neverthcless, as Whitney (1889, pp.502-03,
§1294b) and Wackernagel (1896, vol.2:1, pp.273-74) explain, there is a particular kind of bahuvrihi in the
older language which implies “the relation of appurtenance” (Whitney 1889, p.502). Thus the one who is said
to be seven-sisiered may be included in the seven.

The saptasvasar as rivers are also referred to in 8:41:2de (ydh sindhinam upodayé saptasvasa sa madhyamo),
where Varuna appears amongst them. In this case, he is clearly not one of the seven, but rather one who has
seven sisters, and thus would be counted as an eighth sibling.

" 2:41:16a.
% 7:96:1b.
'® 7:95:1cd.

‘7 Although urv dnedriksam occurs several times in the Rg Veda (e.g. 3:22:2c; 3:54:19d), uni rdjas
appears only here. Uru means “wide,” and rdjas, “atmosphere.” Thus Renou (EVP vol.5, p.132) takes uru
rdjo antariksam as an enlargement of the usual formula urv dntariksam, and translates: “le vaste espace, (a
savoir) I'espace-médian.” Geldner's reading as “‘the earthly [spaces], the wide space, [and] the aerial realm”
(1951, vol.2, p.163 "Die irdischen (Raume), den weiten Raum, das Luftreich...”) might suggest the sky for
uru rdjas, and yet rdjas is not the sky, but rather the misty atmosphere around the earth. At any rate, it is not
entirely clear what Geldner had in mind by “wide space.” It is not insignificant, however, that in the
immediately following stanza (6:61:12a), Sarasvati is said to abide in three places (trisadhdsthad). parthivani.
uru rdjas. and antdriksam?

12



ni tva dadhe vdra a prthivva
ilavas padé sudinatvé ahnam /
drsadvatvam manusa apavavam
sarasvatvam revad agne didihi //

[ set thee down in the earth’s choicest [place].

in [12’s footstep. on the best of days.

On the Drsadvati. amongst Manu’s [people].' on the Apaya.
on the Sarasvati shine richly. O Agni.

Worshipped by those dwelling on her banks (e.g. the Puirus in 7:96:2ab), Sarasvati is
invoked as the most motherly (dmbitame)”® and as dear amongst the dcar ones (privd
privasu).” In the eyes of her devotees. her liquid abundance in the form of overflowing
waters embodics wealth in the widest sense (1:164:49);

vas te stanah sasavo vé mavobhiir

véna visva pusvasi varyani /

V6 ratnadha vasuvid vah sudatrah

sarasvati tam iha dhatave kah //

Make [us] suck here that breast of yours which is abundant,
which is refreshing, with which you make all choice things thrive,
which is providing treasures, finding goods, whose gifts are good.
O Sarasvati.”!

[n their hymns, calling to mind how in the past Sarasvati had bestowed her gifts on

others.” her worshippers invoke her, asking for everything from wealth.” vitality.** and

" In the Rg Veda, six out of nine times the locative mdnuse is connected with jdne (1:48:11b; 5:14:2¢:
5:21:2a; 6:16:1c; 8:64:10a; 10:118:9¢), once with vrjdne (1:128:7a).

" 2.41:16a.
“ 6:61:10a.

pat

This stanza is discussed on pp.30-31 below.

o

2

For instance, she is said to have given Nahusa ghee and milk (7:95:2d ghridm pdyo duduhe
nahusaya ), and Vadhryasva a son called Divodasa (6:61:1b divodasam vadhryasvaya dasise - ).
® 3:54:13d dhdea rayim... .

24

10:30:12d sdrasvati tdd grnaté vavo dhat -

13



progeny™ to pleasure,’® fame,”’

and. very importantly for her later identification with
speech. inspired thought.*® As a life-giver and sustainer, she is asked to place the embryo in
a woman’s womb™ and she is identified as the one who makes the five generations grow.*
While the volume of her waters represents abundance. the uncontrollability and might

of her flood embodies her fearful strength. The mighty river goddess is called on for
protection and shelter (6:49:7cd):

gnabhir dcchidram $aranam sajosa

duradharsam grnaté sarma vamsat //

Together with the wives of gods, she shall grant the singer unbroken

refuge, protection which is difficult to assail.
Even in the singer’s supplication for protection, Sarasvati’s might and invincibility dominate.
Words such as dchidram, “‘unbroken” (i.c. unbreakable), and durddhdrsam. “difficult to
assail,” that is. invincible, arc used, reflecting her ensign. the mighty flood. It is not simply
her compassion which is invoked. but rather her compassionate strength. Perhaps behind

expressions like priva privasu lies a certain fear of an all-too powerful. uncontroilable

mother. whose raging energy, it is hoped, might be compassionately directed.

38

2:41:17d prajam devi dididdhi nah .-

26

[1

1:89:3d sdrasvati naf subhdgad mayas karat -
27

2:41:16d prasastim amba nas krdhi ./

* 6:49:7b sdrasvati virdpatni dhivam dhdt .

® 10:184:2b gdrbham dhehi sarasvati (= AV 5:25:3b)

* 6:61:12b pdiica jatd vardhdyanti -

The neuter jdra “generations” is not to be confused with tribes, as, for instance, Macdonell and Keith (1912,
vol.2, pp.435-36) have done. In the Rg Veda, the five tribes, as discussed by Bernfried Schlerath (1960,
pp.28fT.), are referred to as the pdfca ksitayvah (e.g. 1:176:3b), pdAca carsandyah (e.g. 5:86:2c), pdrca
krstayah (e.g. 2:2:10c), and pdiica jandsah ot jandh (e.g. 1:89:10c)—but not as the pdsica jatdni.
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Like her wild, raging waters, this mother takes on a fierce, awful (ghora) appearance.”*

She who remains mighty and unconquerable as a stronghold. as a metal rampart (sdarasvati
dharinam ayasi pith /)" is asked to conquer the enemies of her loved ones (jesi sdtriin).”
She is called a slayer of strangers (paravataghni).** Her violent aggression is described in
no uncertain terms (6:61:8a-9a):

vasya ananto ahrutas tvesas carisnur arnavah /

amas carati roruvat //

sa no visva ati dvisah

Elle dont I'élan-offensif illimité, impossible a fairc dévier,
redoutable, mobile. fluctuant, avance ¢n hurlant-avec-force,

C’est elle qui nous (a fait passer) outre a toutes hostilités... **

She is also the slayer of the foe within, for she is called on to guard her devotees

against slander: sdrasvati nidas patu //(6:61:11c).

' 6:61:7b.

2 7:95:1b. In the Rg Veda. pir (f.) is not a citadel. but a rampart, a wall. See Thieme 1970, p.448 (repr.
1995, p.816).

¥ 2:30:8b. Sce also 6:61:7c vrtraghni, an epithet discussed on pp.51-53 below.

* 6:61:2c. Geldner (1951, vol.2, p.163) translates pdravataghni as “die die Fremden abwehrt,” but adds in
a note that it could also refer to the Paravatas as a proper name of a people. Likewise, Renou (EVP vol.15,
p.131) is not quite sure about pardvara, but thinks it is probably a proper name. He does add, however,
referring to other passages (5:52:11 “ceux d'un domaine lointain™; AV. 20:135:11), that “"appellatif est plus
vraisemblable...” Bohtlingk-Roth's (1855-75, vol.4, p.673) definition of the Paravatas, reiterated by Monier-
Williams (1899, p.620), as a tribe living on the banks of the river Yamund may reflect a later, particularized
understanding of the term. Hillebrandt (1927-29, repr. 1965, vol.1, p.278) and Macdonell and Keith (1912,

vol.1, pp.518-19; vol.2, p.436) also take the Paravatas to be a people.
** Translation by Renou (EVP vol. 15, p.132).

Boris Oguibénine’s (1988, p.209) understanding of Sarasvati as a protective deity of poets, intervening on
their behalf and destroying their rivals in competitions is certainly a far too limited view of her aggression, as
the above passages clearly show. For further discussion of Sarasvati's aggressive aspect, see pp.18-20, 51-53
below.
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b. Water: Sarasvati and the Apas

Sarasvati, as a river, finds her most obvious connection—deepcned even further with
time—with the never-resting (dnivisamanah) waters (apas).® to whom four entirc hymns
of the Rg Veda (7:47. 49; 10:9. 30) and many of its verses are dedicated. Sarasvati is onc of
them, and appears in RV 10:30:12 as their representative:

dpo revatih ksavatha hi vasvah

krdtum ca bhadram bibhrthamftam ca /

ravas ca stha svapatydsya patnih

sarasvati tad grnaté vayo dhat //

O rich waters, since you have command over the good. since you
carry [within you] auspicious resolve and immortality, [and] since
you are mistresses of wealth consisting of good descent, may
Sarasvati grant the singer this vital force.

The waters are often called celestial (devi),”’ and likened to loving mothers (uSatir iva
matdrah // ).”® Much as Sarasvati, they bring food.*” wealth.*® strength.’ and health.*
Within the waters. according to Soma, dwell all remedies (10:9:6ab): apsi me somo abravid

antdr visvani bhesaja / Hence they can cure diseases.” They also carry away all defilements

in the form of betrayal and bearing false witness (10:9:8):

% 7:49:1b.
7 7:49:14.
#10:9:2c.

*2:35:14c dpo ndptre ghridm dnnam vihantih.

" 10:30:14a émd agman revitir jivadhanya.

*'" 10:9:1ab dpo hi stha mayobhivas td na irjé dadhatana
10:9:5¢ apo yacami bhesajam //

43

10:137:6¢d dpah sdrvasya bhesajis tds te knvantu bhesajam -’ See also 10:9:5-7.
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idam dpah pra vahata yat kim ca duritam mavi /
vdd vahdm abhidudréha yad va sepa wtanrtam //

O Eaux, convoyez au loin ce qui va mal en moi, quel qu’il soit,

ce que j’aie-jamais commis-cn-fait-de-dol ou que j’aie-jamais

juré mensongérement.™
Just as the Sarasvati runs clear (7:95:2b §icir vati...) and is pure (1:3:10a pavakd).” the
waters too are clear and pure (7:49:3¢ madhuscutah Sicayo yah pavakah ), and thus purifiers
and healers by nature.

The waters are both celestial and carthly (7:49:2):

va apo divva uta va sravanti

khanitrima uta va yah svayamjah /

samudrartha yah sucayah pavakas

ta apo devir ihda mam avantu //

The waters of the sky or those that flow, those that are dug out or

those that arise by themselves, those pure and clear waters that

scek the ocean as their goal—let the waters, who are goddesses,

help me here and now.*
Just as they “are present in the luminous space beyond and beneath the sun” (va rocané
pardstat siiryasya yas cavdsiad upatisthanta dpah // ), Sarasvati fills the realms of earth

and the wide space in between and is characterized as dwelling in three places (6:61:11-12a).

The waters. however. are more potent and powerful than Sarasvati, for they. as the

“ Translation by Renou in EVP vol.15, p.126.

** Geldner 1951, vol.1, p.4. note on 1:3:10-11: “Sarasvati als Gottin der sakralen Rede.”” On 1:3:12: “als
Flussgéttin.”

* Translation by W.D. O’Flaherty in 1981, p.232.
Y 3:22:3cd.
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primeval waters of creation, are the producers of all that is fixed and moves (visvasya
sthatur jagato janitrih /). even of sacrifice itself (dpo... jandvantir yajiidm /).*° The very
elixir of immortality (amfta) comes from them (1:23:19a; 10:30:12ab).* Nevertheless, it
should be noted here that 10:30:12 is the same stanza in which Sarasvati appears as their
representative, and therefore is. through them. also connected with amrra. and by extension,

with the creative process itself.

¢. Might: Sarasvati and the Maruts

Sarasvati is also associated with the highly prominent storm gods (maruts).’”' with

whom she shares might™ and a certain wild, fighting spirit (e.g. 1:85):

vi vé bhrajante sumakhasa rstibhih
pracvavdvanto dacyuta cid ojasa / (1:85:4ab)

siird ivéd viyudhavo na jagmavah
sravasyavo nd prtanasu vetire /

bhayante visva bhuvana maridbhyvo
rajana iva tvesasamdrso ndrah // (1:85:8)

“ 6:50:7d.
“ 10:121:8ab.
Q

1:23:19a apsv antdr amftam apsu bhesajam; 10:30:12ab dpo revatih ksayatha hi visvah kritum ca
bhadram bibhrthamftam ca -

*' Thirty-three hymns are dedicated exclusively to them, while in others they are invoked together with

Indra (seven hymns), Agni (one hymn), and Pisan (one hymn).
* E.g. 1:85:10ab ardhvdm nunudre ‘vatdm td djasd dadrhandm cid bibhidur vi parvatam

“Ces (Marut) ont poussé vers cn haut la fontaine, grice a (leur) force-formidable; ils ont pourfendu la
montagne, si ferme-en ses-bases (soit-elle).” (Translation by Renou in EVP vol. 10, p.19.)

8:20:12a td ugrdso vrsana ugrdbdhavo

*Ces formidables taureaux aux bras formidables...” (Translation by Renou in EVP vol.10, p.50.)
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Eux bons combattants qui brillent au loin avec les lances, ébranlant

d’une force-formidable les choses inébranlables elles-mémes...

(1:85:4ab)

Marchant-a-grands-pas tels des héros. tels des combattants, ils

ont pris rang pour les batailles. tels (des hommes) avides-de-renom.

Tous les étres ont peur des Maruts. (Ces) secigneurs a I’aspect

redoutable (sont) comme des rois.”
Sarasvati, however. despite her raging cnergy. does not seem to take quite as much pleasure
in battle as these unstoppable and hence much-feared warriors of the sky. In fact. as if to
draw upon their aggressive, combative energy. she is requested to conquer cnemies in
unison with themn (2:30:8b): manritvati dhrsati jesi satriin / As she broke the back of
mountains.” they pierce them.” shaking the immovable (dhruvacwit).*® As she ragingly
snorts like a boar.” the thundering storm gods (... tanyanir marutam...),%® likc hawks on
high competing [for speed], are accompanied by the howling and roaring of the winds
(vatasvanasah Svena asprdhran // ). Probably in allusion to the sound of the wind.

Macdonell points out, the storm gods are called “cclestial songs” (divé arkdh).®

Associated with lightning, wind. and thunder. one of the main activities of the maruzs

3

Translation by Renou in EVP vol.10, p.18.
* 6:61:2. See p.11 above.
1:85:10b.

* 1:64:11c. Cf. 1:85:4b above.
7 6:61:2ab.

* 1:23:11ab.

? 7:56:3b.

«

ss

5:57:5d. See Macdonell 1897, p.80. Although Macdonell calls them “the singers of heaven,” arkd
means rather “hymn” or “song.” Theretore Geldner (1951, vol.2, p.65) translates divo arkah as “‘des Himmels
Chére” and Renou (EVP vol. 10, p.34) as “chants du ciel (personnifiés).”
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is to shed rain.®" They lift up the rains from out of the ocean and pour them down: id
iravatha marutah samudrato vitvam vrstim varsavatha purisinah / (5:55:5ab).

The storm gods are also compared to rivers: sindhavo nd vayivo bhrajadrstavah
(10:78:7¢).** Again, the healing properties of water. even in the form of rain, are called
upon for remedies because the storm gods. while showering rain. bestow medicine (vrstvi
$am yor apa usri bhesajam).®® Like Sarasvati and the waters. they are clear and pure:
Sucijanmanah sucayah pavakah (7:56:12d).

Sarasvati and the storm gods are invoked together. supplicated to grant possessions

and sons.* Sarasvati has them for companions ( manitsakha).*

d. Sacrifice: Sarasvati, Ila, and Bharati

Sarasvati is also regularly associated with two other female figures. 13 and Bharati.
with whom she forms an oft-invoked triad. They appear in the apri-sizktas. the propitiation

hymns composed for ritual purposes centering on Agni. which belong to an carly stage of

' E.g. 5:53:10c dnu prd yanti vrstdvah .-
% See also 10:78:5c: dpo nd nimnair udabhir jigatndvo.

*...allant-avec-vitesse comme les cours-d’cau avec les eaux déclives...” (Translation by Renou in EVP vol. 10,
p.53.)

® 5:53:14c “Quand il a plu, que les eaux i 1"aurore (nous soient a) salut (ct) bonheur, (nous soient) un

reméde!” (Translation by Renou in EVP vol. 10, p.30.)

® 3:54:13acd vidyidratha marita rstiménto... sérasvati srnavan yajiiiyaso dhdt@ rayim sahdviram
turasah /! “Les Marut aux chars (faits) d’éclairs, pcurvus de lances... (ainsi que) Sarasvati (et autres dieux,)
qu'ils entendent (notre priére, cux qui sont) dignes du sacrifice! Conférez (nous) la richesse comportant des
hommes d’élites, (dieux) vigoureux!"” (Transiation by Renou in EVP vol.§, p.13.)

“ 7:96:2c.
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Vedic ritual.®® The three goddesses. who are said to bring delight (tisré devir
mayobhivah /)*' are invited to sit on the sacrificial grass®® and to protect it.*

[1a is a milch cow™ and the mother of a herd.” Clarified butter in hand (ghrtéhasta)™
and her foot dripping with it (ghrtdpadi).” she is entreated to swell™ so as to flow abundantly.
She may, therefore. represent libation.” Renou, in fact, translates 7/ as “offrande liquide™™
and equates it with pdvas.”

Bharati is, in some verses, referred to as hdtrd bharati. as in 3:62:3d, where she.
together with the female guardian deities (varutrih). is asked to favour thosc invoking:

asman varatrih Saranair avantv asman hotra bharati daksinabhih // (3:62:3cd).™ She

“ Gonda 1975, p.104.
 1:13:9b = 5:5:8b

® E.g. 1:13:9c barhih sidantu...

® 2:3:8cd tisro devih svadhdya barhir édam dcchidram pantu saranam nisadya -

*“... que (ces) trois Déesses, s'installant selon leur libre vocation sur cette litiére, veillent (sur nous) d’une
protection sans faille!™ (Renou'’s translation in EVP vol. 16, p.43.)

" 3:55:13a-c anydsyd vatsam rihatf mimdya kdya bhuvd ni dadhe dheniir idhah - rtdsva sa payasapinvatéla.

“Licking the calf of the other one, she has bellowed. Into which world has the milch cow put down her
udder? [1a swelled with the milk of truth,”

" 5:41:19a abhi na ila yuthdsya mata.
7 7.16:8a.
™ 10:70:8d.

10:36:5a éndro barhih sidatu pinvatam ila. (Translated in note 75 below.)

Bohtlingk-Roth 1855-75, vol.1, p.782; EVP vol.4, p.114; vol.5, pp.16, 52. According to Geldner,
however, 11 is the personification of offering in 1:128:7 (1951, vol.1. p.179n). but represents the earth in
3:55:13c (vol.1, p.4Q1n). Khan (1978, p.65) most likely foltows Bdhtlingk-Roth in his interpretation of 113 as
libation, yet he seems to take pinvatdm with barhih in 10:36:5a, interpreting it erroneously as an invocation
to !1a to flow “on the sacrificial grass.” It is rather: “Let Indra sit on the sacrificial grass; let [1d swell.”

" 3:55:13c in EVP vol.5, p.16; 10:36:5a in EVP vol.5, p.52.
7 EVP vol.4, p.114 (note on 10:36:5a).

™ See also 1:22:10b (hétram yavistha bhdratim . ), 1:142:9b (hotra maritsu bhdrati . ), and 2:1:11b (tvim
hoira bharati vardhase gira : ).
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represents the fotar priest of the Bharatas who were once settled in the area of the river
Sarasvati.” In a verse in which Agni is identified with each of the goddesses (2:1:11). he,
as hotra bharati, is said to increase by means of eulogies: tvdm hotra bharati vardhase
gira/(2:1:11b). She is clearly, therefore. connected with priestly activity. and with recitation
in particular.®® In Rg Veda Khila 2:13:2*' an apocryphal supplement to the Rg lVeda.
Bharati is said to be brahmavadini “cxpounding on Vedic texts.”*
Like the sacrificial goddesses [1a and Bharati, Sarasvati too appears to be connected

with sacrifice as such. In 10:17:7ab, she is called upon while the sacrifice is in progress:

sarasvatim devayanto havante

sdrasvatim adhvare tavdmane /

Those who seck after the gods call on Sarasvati

while the sacrifice is being performed.
The word adhvara (m.), sacrificial ceremony. is etymologically related to adhvan (m.).
meaning the way. course, or journcy.” This ddhvan is also the road upon which gods make
their way to the sacrificial grounds. and upon which the oblations and successful sacrificers

travel to heaven. Thus the adhvard is related to this particular way or journey of the

® Gonda 1985, p.20.

® Bharati appears, in one instance (1:22:10 d gnd agna ihdvase héwrdm yavistha bhdratim - varatrim
dhisanam vaha .” QO Agni, convey here the wives of the gods for favour, Hotra Bharati, Varitri, Dhisand, O
you youngest one.™), in the company of dhisdnd. which, according to Renou (EVP vol. 1, pp.4-5) is sometimes
poetic inspiration, sometimes a poem. The meaning and etymology of the word, howcver, are entirely
uncertain. See Mayrhofer 1992, vol.1, pp.791-92.

31

Die Apokryphen des Rgveda. Ed. Isidor Scheftelowitz, 1906, p.85.
* Gonda 1985. p.20

v Already in 1848, Theodor Benfey (1848, glossary p.35, under rru ) connected ddhvan with adhvard. See

also Gonda 19785, p.86 and Maythofer 1992, vol.1, p.68.

22



sacrifice to the celestial abodes.* Therefore, in being called on at this time (adhvaré
tayamane), Gonda suggests. Sarasvati seems to play a role in the conveyance of oblations

to the gods.”
The explicit connection of all three goddesses (as well as others) with the conveyance

of sacrifice to the gods appears in a stanza of the V'gjasaneyi Samhita (29:8) of the Yajur

Veda :

aditvdir no bharati vastu yajiiam
sarasvati saha rudrdir na avit /
idopahita vasubhih sajosa
vajiiam no devir amrtesu dhatta //

May Bharati with the Adityas love our sacrifice;

Sarasvati with the Rudras [i.e. Maruts] hath holpen us.
And Ida invoked with Vasus in unison;

Our Sacrifice. O goddesses, place ye with the immortals.*

* Gonda 1975, pp.93(T.

** Gonda 1985, pp.25-26. Gonda's interpretation, in this connection, of yajidm dadhe sdrasvari  (1:3:11c),
however, is less convincing: he understands it to mean, in a rather wide sense, that Sarasvati “has taken,
accepted, received, or borne (dadhe ) the sacrifice™ (p.25). Dadhe, however, is in the atmanepada, and thus
retlects back unto the subject. She may, therefore, “take,” “accept.” or “receive” the sacrifice, but 10 say that
she “bears” it is to imply action, quite plausibly directed toward another (parasmaipada). And if she “has
taken, accepted, received” it, one would assume she has received it for herself: there is no reason to believe
she would have received it to pass it on to other gods. This is supported by 1:3:10c yvajidm vastu
dhiyavasuh /f “let her long for our sacrifice,” where surely it is not hoped that she will long for what is
intended for others. And parallel to v.10c, appears | ic: yajiidm dadhe sdrasvati

¥ VS29:8 (= MS 3:16:2[184,12-13]) = KS 5:6:2[175,6-7] = TS 5:1:11:3
Translation by Arthur Berriedale Keith (1914, vol.2, pp.402-03).
Cf. VS 28:18c-¢: dsprksad bhdrati divam rudrdir yajiiam sdrasvatida vasumati grhdn...

Gonda (1985, p.26) points to VS 29:8 as supporting evidence for his interpretation of RV 1:3:11¢ (vqjiam
dadhe sdrasvati) (see note 85 above] and 10:17:7ab (sdrasvatim adhvaré idyamadne) [see main text above] as
implying Sarasvati’s function as conveyor of offerings to the gods. In VS 29:8, however, it is not only
Sarasvati who is asked to convey the sacrifice to the gods, but rather all three of the goddesses—together also
with other gods—and thus it is not a function exclusive or even particular to Sarasvati in VS 29:8.
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e. Dhi

As mentioned above,*” Sarasvati is invoked to grant, amongst other gifts, dhi, inspired
thought (6:49:7b): sdrasvati virdpatni dhivam dhat / She is closely connected with dhi,
which in turn is inextricably linked with vac, speech, with which Sarasvati is later identified.
It is, in fact, her association with dhi which paves the way for her transformation into
Sarasvati-Vic, the goddess. not only of speech. but above ail of knowledge. It is. therefore.,

to dhi that we must now turn our attention.

i. Meaning

Bohtlingk and Roth list a series of explanations for dhi, beginning with thought and
ending with the personification of intelligence.® Geldner translates it as thought (“Gedanke™)
in 1:3:12 and as wisdom (“Weisheit”) in 1:3:10.*® [n 6:61:4c, Renou renders it as “vision([s]
poétique{s],” in 9:100:3a as “pensée-poétique.” and in 1:139:2f as “intuition.” He explains
that dhi indicates a kind of intuition linked in particular with mdnas. and frequently

appearing in combination with mdnas as in mdnasa dhi, *“voir par la pensée.”®! For Gonda

¥ Sce p.14 above.

* 1855-75, vol.3, pp.964-65.

1951, vol. 1, p.4.

6:61:4c is translated in EVP vol. 15, p.131; 9:100:3a in EVP vol.9, p.53; and 1:139:2f in EVP vol. §, p.8.
* EVPvol.l,p3.

E.g. 1:163:12b devadrica mdnasa didhyanah . ... perceiving with the mind turned towards the gods.”

9:100:3ab tvdm dhivam manoyujam srja vrstim nd tanyanih - *“You, pour forth inspired thought yoked with
the mind, as thunder (discharges) rain.” {to Pavamana Soma]
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it is vision or inspiration, “the exceptional and supranormal faculty, proper to “seers.” of
“seeing” in the mind."* Although dhi generally refers to the inspired thought in its
unverbalized state, there are instances where it can be rendered as “poem, hymn, recitation,™?
in that the thought is translated into words. In a reciprocal kind of process. the devotee
invokes the god, asking for dhi. and upon receiving it. elaborates the inspired thought into
a hymn in praise of the god, wherein he asks again for what he desires.* Thus dhf functions
as a means provided by the gods to reach the gods so as to benefit from them in the widest

possible sense.

ii. Sarasvati and Dhi’

Sarasvati is requested to grant inspired thought (sdrasvati virdpatni dhivam dhat),”
for she rules over all dhi' (dhivo visva vi rdjati //).* Accompanied by inspired thoughts
(sdrasvati saha dhibhik).”’ she is their promoter (dhindm avitri...).”* She completes the
seers’ dhi, making it successful (sdrasvati sadhdvanti dhivam nah),”® and should give the

singer of the hymn unchallengeable protection (durdadhdrsam grnaté sarma yamsat // ).'®

7 1963, p.68.

? E.g. 5:52:14d stutd dhibhih... See Gonda 1963, p.133: EVP vol.1, p.3.
* Gonda 1963, p.66.

* 6:49:7c.

* 1302

" 10:65:13d. See also 7:35:11b.

* 6:61:4c.

¥ 2:3:8a.

‘% 6:49:7d.
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Thus the singer implores (7:35:11b): “Auspicious [for us] be Sarasvati with inspired thoughts”
($am sarasvati saha dhibhir astu /).
[n a hymn (1:3) to the Asvins (vv.1-3), [ndra (vv.4-6), the visve devah (vv.7-9), and
Sarasvati (vv.10-12), the poet invokes the goddess as follows:
pavaka nah sdrasvati vajebhir vajinivati /
vajriam vastu dhivavasuh /

codavyitri sunftanam cétanti sumatindm /
yajriam dadhe sarasvati //

maho arnah sarasvati pra cetavati ketina /
dhivo visva vi rajati //

Pure Sarasvatl. rich in rewards, who [finds] goods through inspired
thought,' shall long for our sacrifice.

[ncitress of energy. expert in good thoughts. Sarasvati has received
the sacrifice.

Sarasvati reveals [herself as] a mighty flood with [that as] her
ensign. She directs all inspired thoughts.

The bestowal of inspired thought. it should be noted. was not considered a function
exclusive to Sarasvati. Agni (3:11:2c), Indra (1:23:3¢), Soma (9:75:2b). Mitra and Varuna
(7:66:3bc). Savitr (3:62:10c), Usas (7:79:5c). and others were all in some way connected
with dhi, either as granters, stimulators, or lords of it. In Sarasvati’s case. however, other
factors came into play, most notably her connection with the recitation of hymns on her
banks within a ritual context, which together with her related association with dhi had a
transforming effect on the river goddess. Points of common imagery shared by Sarasvati.

dhi. as well as speech also contributed to her identification with speech.

"' Cf. 1:46:2c dhiyd devd vasuvida . “the two gods who through inspired thought are finders of goods.”
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iii. Common Imagery

Cow

Cow and water imagery were used for both Sarasvati and dhi. In several instances

(€.g. 2:2:9bc; 4:41:5ab; 10:64:12a-c), dhi'is compared to a cow:

2:2:9a-c

eva no agne amrtesu ptirvva

dhis pipava brhaddivesu manusa /
duhana dhendr vrjanesu kardve

Thus, O Agni, O Primordial One, human inspired thought has
swelled (with milk) for us amongst thc immortals in the high
heaven. as the milch cow giving milk to the poet in (sacrificial)
enclosures .

4:41:5ab
indra yuvam varund bhiitam asya
dhiydh pretara vrsabhéva dhendh /

O Indra. O Varuna, you two be lovers of this inspired thought, as
bulls (are) of a milch cow.

10:64:12

vam me dhiyam mdruta indra déva
adadata varuna mitra yiavam /

tdm pipayata pdyaseva dhenim
kuvid giro adhi rathe vahatha //

O Maruts, Indra, gods. Varuna, Mitra, make the inspired thought

which you gave me swell as a cow with milk. Would you carry
(my) songs of praise on (your) chariot?

Inspired thoughts (dhitdvah) are said to move afar, like cows along pastures, in search of

the far-sighted one (i.e. Varunal: pdrd me vanti dhitdyo gavo na gavyutir anu / icchdntir
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urucaksasam //(1:25:16). The cow represents not only milk. food. abundance. and liberality,
but also poetic art in the form of inspired thoughts. The “large cow” (mahi gauh) in 4:41:5d
and 10:101:9d is. as the poet indicates (see 4:41:5b quoted above). inspired thought.'®
Renou understands this mahi gauh and mahi in 10:74:4c as poetic art.'® The divine cow.
having come from (the realms of) the gods, approaches with all inspired thoughts, finds
words, and rouses specch (8:101:16a-c): vacovidam vacam udirdyantim visvabhir dhibhir
upatisthamanam / devim devébhvah pdry evisim gam.'™

Like dhi, Sarasvati too is associated with the cow. By virtue of being a river. the

connection arises in a general context wherein rivers flowing along are compared to cows
(e.g. 10:75:4ab):

abhi tva sindho sisum in na mataro

vasra arsanti pavaseva dhendvah /

(Rivers) flow towards you. O Sindhu, like mothers to their child,

like bellowing cows with milk.
When Indra slays Vrtra, he releases the rivers. like fenced-in cows (ga na vrana avanir
amuficat).'® The rivers bring milk with their waters (pdyo hinvand uddbhir bharante).'®

and in their relationship to Indra are called the “bull’s wives” (visnah pdtnir nadvo

' 4:41:5d = 10:101:9d sahdsradhdra pdyasd mahi gauh . (“the thousand-streamed great cow with her
milk™
'S EVPvol.1. p.10.

'* " As far as the sequence of activities is concerned. the word order in 8:101: 16ab is clearly reversed in that
the earlier is put last: it is certainly not that the cow finds words, rouses speech, and only then approaches
with all inspired thoughts. Of what possible use is 2hi afler the words have already been expressed? And of

what poetic value are the words if they have not arisen from inspired thoughts?
% 1:61:10c.
1% 1:104:4d. See also 3:33:1cd.
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vibhvatastah / ).'”

As for Sarasvati herself, although she is never explicitly called a cow in the Rg I'eda.
she would have been perceived as such: RV 7:36:6 refers to the rivers of which Sarasvati is
the seventh as sudughah. yiclding good milk. as if they were milch cows swelling with
their own milk—in this case both the milk of the milch cow and the water of the river:

a ydt sakdm vasdso vavasanah

sarasvati saptathi sindhumata /

vah susvdyanta sudtighah sudhdra

abhi svéna pdvasa pipvanah //

When the glorious and longing (rivers come) to (us) in

unison—Sarasvati, whose mother is the Sindhu, (being) the

seventh—(they) who are fertile, well-yielding, rich-streamed are

swelling with their own milk towards (us).'®
Some of the words in this stanza carry a double meaning, referring on the one hand to the
water of the rivers and on the other to the milk of the milch cow. Vavasanah is a perfect
participle either of root vas “to bellow.” or of root vas “to wish for, long for.” If the rivers
are bellowing, then they are clearly being likened to cows. The noun pdvas is derived from
root pay/pi (pdvate) and literally means “swelling.” It denotes any kind of fluid. and thus in
the context of this stanza can be both water and milk.

There is also a passage (6:61:14b) where Sarasvati is asked not to push aside, that is,

not to kick the bucket as a cow might during milking:

97 5:42:12b.

1. Susvdyanta is a “non-formation.” It appears to consist of prefix su- (well, etc.), or reduplication, with
root su (to bear, bring forth), to which -aya- is added. Geldner, referring to the derivation from sz, translates
it as “die fruchtbar sind™ (1951, vol.2, p.218) and Renou as “‘qui enfantent™ (EVP vol.5, p.42).
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sarasvaty abhi no nesi vasyo
mapa spharih pdvasa ma na a dhak /

O Sarasvati, icad us to prosperity. May you not push aside. May
you not fail us with (your) milk. (6:61:14ab)

Yet another relevant instance is 1:164:49, which aithough not addressed to Sarasvati
as a cow, but rather to Sarasvati in the form of a woman. comes to be addressed to a cow in
the Vajasanevi Samhita (38:5) and then again in the S’atapatha Brahmana (14:2:1:15).'"® In
fact. she is specifically called a cow (dhemi) in VS 8:43 and 20:55¢, 65d.'"°

As for RV 1:164:49, here the poet desires to suck Sarasvati’s breast: yds te stanah
sasayo yo mayobhith... sarasvati tam iha dhatave kah //'"" In a notc to this stanza, Geldner'"
says it is dedicated to Sarasvati. goddess of eloquence, but does not cxplain. As Werner

13

Knobl suggests, "~ the mouth is used both in sucking and speaking, and to speak is exactly
what the poct does. The image reveals the intimacy of his relationship to Sarasvati: like an
infant bonded to his mother, he is nourished by her precious milk. sucking it directly from
her body. Her milk. in this stanza, represents all precious things which she gives in full
from her abundant breast (véna visva pusvasi varvani —wealth in the widest sense. For the
poet, as a poet. however, there is one treasure above all: inspired thought. Without it he

cannot compose; without it he is not a poct. Thus if one were to apply this stanza directly to

the poet. one might say that he wishes to suck dhi directly from its source so that inspired

'® Gritfith 1899, p.328 note (in rev. ed. 1987).

"% Gonda (1985, p.43) lists several other instances wherein Sarasvati’s name is associated with the milch
cow (dhemih sdrasvati): KS 38:8[109,7]; MS 3:11:2[142,1]; 3:11:3[143,10]; 3:11:3{144,12]; VS 21:34; TB
2:6:12:1, 4.

H

1:164:49ad. This stanza is quoted in full on p.13 above.
‘21951, vol.1, p.236.

£13

Personal communication.
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thoughts might flow from him in the form of words. And as the riverine waters flow and
mitk flows, inspired thoughts and their verbalized expression must embody a certain fluidity:

if they do not flow. then surely it is not poetry.

Water

Water, the very being of Sarasvati, is another symbol of inspired thought. The dhitdvah
assemble like rushes (of water) into wells (10:25:4ab): sam u pra vanti dhitavah sargaso
[a]vatar iva / There is an allusion to the wave which the seer causes to surge from the
ocean (samudrdd drmim ud ivarti vendh).'" that is, the heart. as indicated in hymn 4:58:5a,

11b:

etd arsanti hidayat samudrat
These (streams of ghee) flow from the sea, the heart.
antah samudré hrdy antar...

... inside the sea, inside the heart... '’

116

And if the heart is the scat of inspiration.''® then the wave represents the surge of dhi.

"' 10:123:2a. Cf. 4:58:1a samudrdd urmir madhumam ud drat. “From [out of] the ocean the sweet wave

has risen.”

"% I ikewise 10:177:1bc hrdd pasyanti mdnasa vipascitah samudré antdh kavavo vi caksate.

¢ EVPvol.l, p.24; Gonda 1963, p.281; Kuiper 1964-65, p.125.
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iv. Dhi and Vic

Dhéna

There is also the term dhéna. etymologically related to dhenii. which occurs with dhi

in various passages, such as 10:104:3cd:

indra dhénabhir iha madayasva

dhibhir visvabhih sacva grmanah /

O Indra. revel here in the nourishing streams (of soma or speech).

being lauded mightily by all the poetic visions.'"’
In the first volume of EVP (p.11). Renou understands dhéna as speech in the form of
prayer in 4:58:6, and in subsequent volumes considers it to mean a stream of milk (3:1:9)'*
or of prayer (7:94:4)."° According to Hanns-Petcr Schmidt’s study of the term. the primary
meaning of dhénd is “milk-stream, nourishing stream” and its figurative sense is “nourishing
stream of speech.” The two senses. however, are never dissociated.'™ Dhéna is derived
from dhay ‘(~dha) “to suck,” in the way a calf sucks its mother’s milk, in the way the poet
wishes to suck Sarasvati’s breast (1:164:49). Thus dhéna would be that which is sucked.
As verbalized inspired thoughts. the flows of speech (dhénah) are said to run together like

rivers, being purified inside by the heart. the mind (4:58:6ab): samydk sravanti sarito nda

"7 Translation by Hanns-Peter Schmidt in 1975, p.i73. For another occurrence of dhénd with dhi, see

7:94:4, for instance: indre agna ndmo brhat suvrktim érayamahe - dhiya dhéna avasydvah .- “En Indra, en
Agni (est notre) haut hommage: nous mettons en branle '’hymne-bien-toumée, les coulées (de priéres réalisées)
par la vision-poétique, nous qui cherchons (votre) assistance.” { Translation by Renou in EVP vol. 14, p.56.)

"% E.g vol.12, p.49.

159

E.g. vol.14, p.56. His comment, however, that dkénad is “un aspect poétique de vdc” (vol.14, p.127) is,
as Schmidt (1975, p.170) remarks, entirely unclear, as it is too vague.

120

1975, p.179. Schmidt also provides a summary of other interpretations of dhénd.
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dhéna antdr hrda manasa piuvamandh /'

From Dhi' to Vac

Dhi is obviously connected with vdc, speech,' for inspired thought not only precedes
its utterance, but the utterance itself is nothing but dhi in different. i.c. verbalized. form.
Vac is thus dhi, and yet dhi is not vdc. for inspired thought undergoes some modification
whilc being transformed into speech. The transiation of dhi into vac is likened to weaving

(2:28:5¢):

ma tantus chedi vavato dhivam me

Let the thread (warp of the loom) not be cut off

while [ weave my inspired thought {into a poem].
RV 10:71:2ab states that they who are thoughtful (dhirdah) have produced speech with their
mind.” purifying it like (barley) grits with a sicve: sdktum iva titaiina punanto yatra dhira
mdnasa vacam dkrata / The different stages in the transformation of inspired thought
(dhiti) into speech in the form of brahman are described in the Atharva Veda (7:1:1):

dhiti va yé anayan vaco agram
mdnasa va vé [a]vadann rnani /

' Cf. 9:34:6 sém enam dhrutd imd giro arsanti sasnitah - dheniir vdsré avivasat -

*Ces chants délivrant du mal coulent ensemble vers lui, d’'un méme cours. / (L¢ dicu) mugissant a fait mugir
les vaches-laitiéres.” (Translation by Renou in EVP vol.§, p.20.)

2 EVP vol.1, pp.iff.; Gonda 1985, pp.49-50.

' On the other hand, according to 8:100:11a, vac was created by the gods: devim vdacam ajanayanta
devah.
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trtivena brahmana vavrdhanas
turivenamanvata nama dhench //

They who through inspired thought led to the beginning of speech
or they who in their mind spoke truths, having grown through the
third formulation, with the fourth [formulation] they understood
the name of the milch cow."™*

The cow, as we have seen. represents inspired thought: she rouses speech. for she is
the finder of words (vacovid)."” Appropriately. she is asked to invigoratc the praiser: “The
cow should strengthen him [the poet (kari)] with [her] nourishment, with [her] milk”
(7:68:9c isa tam vardhad aghnva pdvobhih ). Speech is also called a milch cow (8:100:11d
dhenur vak). It might be added that dhénd is both a stream of milk from the udder and the
flow of speech from the mouth.'*®

Similar to dhira is vipra. an ecstatic scer.'”” }ipra comes from the root vip “to
tremble. shake. quiver.” Born with the faculty of dhi (8:6:28¢ dhiva vipro ajavata // )."*® the

vipra is closely connected with vac (3:8:5d): devavd vipra ud ivarti vaicam // The vipra as

speaker, therefore. conveys dhi into vac in the form of vibrating metrical words.

2+ AV 7:1:1 is discussed by Thieme (1952, p.106 [repr. 1971, p.115]). The “name of the milch cow,” as he
explains, is a mystic expression for the poctic formulation of a secret truth (“dichterische Formulierung ¢iner
geheimen Wahrheit™).

% 8:101:16a. See pp.28 above.

126

See pp.32 above.

27

1]

A Fsi can indeed be a vipra, as indicated in 4:26:1b ahdm kaksivdrh Fsir asmi viprah

** [n 8:6:28c the vipra is Indra or Soma. See Geldnert’s note in 1951, vol.2, p.297.

Gonda 1963, p.39.

g
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v. Sarasvati and Vac

Thus since dhi and vdc walk hand in hand so to speak, Sarasvati, who is repeatedly
associated with dhi in the Rg Veda. is. in turn, by way of dhi. implicitly connected with
vdc. As she grants inspired thought. she makes its manifestation in the form of poetry or
prayer, and thus speech. possible. Dhi, therefore, over which she presides (1:3:12¢)." is
fundamental to the gradual rapprochement and cventual identification of Sarasvati with
specch. In fact, alrcady in the Rg leda. the river goddess and speech share common
imagery and metaphorical language. which thus also bring them together. Their association,
never expressed in the Rg Feda. was nevertheless present at the level of ritual performed
on the banks of the Sarasvati, for the recitation of inspired hymns accompanied offerings
into the sacred fire. The connection of the river goddess with the recitation and hence also
with the composition of hymns would inevitably have contributed to her connection with
inspired thought. and in the long run with speech. It is, furthermore. not without significance
and subsequent impact that her associate Bharati, known as hotra bharati, is connected
with speech in the form of recitation.””' Just as Sarasvati will come to be identified with
Vic, she and Bharati, by the time of the Puranas. will be one and the same. And thus we
find in the Brhaddevata of the late Puranic period ** that Vac is called Bharati (5:101).

Another point of connection between Sarasvati and vac is sound. common to both the

9 See p.25 above.

¥ See pp.21-22 above.

“* The Brhaddevata, an exegetical text intended to explain the deities of the Rg Veda and the episodes
related to them, dates back, according to Macdonell (1904 [repr. 1965], pt. |, p.xxiii) to ca. 400 B.C.E.
Muneo Tokunaga's extensive study of the text (1997), however, shows the date of the legends contained
therein may not go beyond the middle of the first millennium C.E. Furthermore, the text was completely
revised and expanded between the seventh century and 1187 C.E. (pp.xxiii-xlv).
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river flow and speech. Vac, furthermore, can be translated as voice. '** The sound of Sarasvati’s
waters, as we have scen, is powerfully described: they bellow (7:36:6a) like a cow. roar
(6:61:8c) like a bull, and snort ragingly like a boar (6:61:2ab). With the river’s raging as
the background to the rhythmic recitation of inspired hymns on Sarasvati’s banks, the
connection with speech on the one hand and music on the other can hardly be overlooked.'*

Despite the connecting links between vdc and Sarasvati, the goddess Vac clearly
cxtends far above and beyond Sarasvati in the Rg Jeda. In a beautiful hymn (10:125) of
Vic, it is Speech, in the first person. who reveals herself. Her womb is in the waters within
the ocean, from which she spreads to the sky (10:125:7b-d)."** All-pervading (10:125:6d). ¢
she dwells in many places (10:125:3d)."”” She gave birth to the creator (10:125:7a)."** and
is the power behind all actions (10:125:4-6): it is she who strings Rudra’s bow (10:125:6a).'”
and through her do beings sce. hear, eat. and breathe (10:125:4ab)."** She blows like the

wind, embracing all creatures (10:125:8ab),"' who depend on her (10:125:4c)." while she

" See, for instance, RV 3:8:5d quoted above in connection with the vipra. The phrase iyarti vdacam can be

translated either as “starts speech™ or as “raises his voice.”

" Sarasvati's connection with music is discussed on pp.146-47 below.

13§ . .. N . ” » ;s . . I3 .o - « 3 .
mama yonir apsv dntdh samudré tdto vi tisthe bhivandnu visv[d ujtamium dyam varsmdnopa

sprsami -
S ahdm dydva prihivi é vivesa .
Literally, I have entered the heaven and the earth.”

"7 bhitristhdtram bhisry dvesdyantim
YUY ahdm suve pitaram asya murdhan.

139 . y . « .
aham rudraya dhdnur g tanomi.

1 mdyd so dnnam atti y6 vipdsyati yah prdniti yd im sméty uktam -
""" ahdm eva vdta iva prd vamy dribhamdnd bhivanani visva
Literally, “It is [ who blow forth like the wind, taking hold of all beings.”

" amantivo mam ta iipa ksivanti.
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herself is beyond the earth and the sky (10:125:8¢)."*

Her aquatic womb, even if only symbolic, links her with Sarasvati, as does her
all-pervasiveness, for the river goddess too fills more realms than one, the earth and the
wide space in between (6:61:11ab)."* Vac, however. extends beyond these realms, beyond
even the creator himself. She sets creation in motion by giving birth to the father and thus
becoming a creator herself, like the waters, producers of all that is fixed and moves
(6:50:7d)."* Likened to thc wind and enabling beings to breathe, Vic is also closely
connected with breath, with the element air, as speech is dependent on it. As an unseen.
all-pervading power. producing. sustaining, and extending beyond creation. she is said to
be the prototype of the atman-brahman the Upanisads."* [n the Aitareva Brahmana (4:21:1).
the two are identical: brahma vai vak. Since brahman- in the Rg }'eda very often stands for
hymns or stanzas accompanying the ritual.'”” the two were closely related at the level of

speech even then (RV 10:114:8d):

vavad brahma visthitam tavati vak //

As far as brahman is extended. so far is vdc.'*®

143 o ge 4 . « . «
paro diva pard ena prthivya.

' See p.12 above.
5 Seep.18 above.

“6 EVP vol.1. p.1. Geldner (1951, vol.3, p.355) says this hymn represents one of the early stages of the
prana-brahman-dtman doctrine. In later conception, however, Vac is nearest to Om, the sound symbol of
brahman. It is not without interest that just as in the Rg Veda, Vac is divided into four quarters (1:164:45), so
is Om (as AUM) in the Mdndiukya Upanisad (5-12). (My intention here is simply to point to the common
fourfold division, for it is impossible to identify correspondences between the respective quarters, as in the
case of Vic they are largely undefined.)

"7 EVP vol.1. p.1; Gonda 1950, p.14.
“* Cf. AV 7:1:1 quoted on pp.33-34 above.
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In this sense, therefore, Vac extends beyond Sarasvati. who is very much within
creation, flowing through it rather than transcending it. Her very being lies in her creative.
life-giving waters which embody her inexhaustible plenitude and strength. As a powerful
mother. she gives, she nourishes. she protects. She is the river of inspired thought, the great
flood of dhi. And as inspired thought is transmutcd into recitation, into vdc. she roars with

joy. dancing from the mountains to join the occan.

f. Studies on the Transformation of Sarasvati: from River to Speech

The transformation of Sarasvati into Sarasvati-Vac has been the subject of very little
discussion. Macdonell, for instance, suggested Sarasvati’s healing of Indra through speech

in the Vajasanevi Samhita (19:12)'*

as the starting point."® But why shouid she have
suddenly resorted to speech if she had had no direct connection with Vac in the Rg Veda ?
Oldenberg looked further back and perceptively noted Sarasvati’s function as inspirer of
hymns in the Rg Veda (6:61:4c).”' Others, such as Hillcbrandt'* and Keith.'”® suggested
geography: it was especially here. on the banks of the Sarasvati. that Vedic culture flourished

and sacred hymns were recited. Amongst more recent studies. Airi in his book on Sarasvati

in Vedic literature (1977) does not. surprisingly. discuss why her identification with speech

" See p.49 below.
' 1897, p.87.

11923, p.248. note 1. Although Oldenberg does not give a reference for “Forderin der Gebete™ (p.248),
6:61:4c (dhindm avitrt avatu - ) is the passage he speaks of.

152

~ 1981, p.399, note 114.
131925, vol.1, p.173.
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might have occurred. Khan in his volume on Sarasvati in Sanskrit literature (1978) states
that “The sacred waters of the river Sarasvati, infused life into the people residing along its
banks and this fresh life was the cause of the holy speech in the form of sacred hymns,
which led them to identify the river with speech or conceive it as goddess of speech.”'*
Kanailal Bhattacharyya in his monograph on Sarasvati (1983) thinks “the principal idea
underlying the concept of these two deities—Viac and Sarasvati—is that of good fortune
which brings in blissful prosperity and abundance.”*® He adds that the identification is
made possible by shared characteristics and association with a number of the same deities,
such as the maruts and the Asvins.'*

There is only one study which actually discusscs the factors that contributed to the
identification of the river goddess with speech: Jan Gonda’s Pisan and Sarasvan published
in 1983, the first five chapters of which deal with the Vedic Sarasvati (as opposed to the
sequence suggested by the title). Here Gonda collects the relevant Vedic passages and
concludes that Sarasvati-Vac owes her existence to four fundamental factors. to each of
which he dedicates roughly one chapter: Sarasvati’s association with the ritual goddesses
Ida/11a and Bharati (chapter 2); Sarasvati’s identification with the cow. who was associated
with Vic (chapters 3-4); the relationship of the cow and Sarasvati with dhi (chapter 4); and
the primeval Waters as the source of Vic (chapter 5).'”

As the first study on the subject, Gonda’s efforts are to be commended. His treatment

of the subject, however, presents a number of significant problems which cannot be

* 1978, p.108.
1983, p.26.

' 1983, pp.27. 31.
71985, p.66.
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overlooked. Because he works in a kind of historical vacuum, jumping from one text to the
next without consideration of chronological order,”® his study cannot provide a picture of
the gradual conceptual development of the Vedic Sarasvati. The order in which he discusscs
the factors that contributed to the identification of Sarasvati with Vic. furthermore. is
unfortunately not well thought out and hence appears somewhat random. As the trajectory
is from river to speech, Gonda’s first chapter is about the river goddess. He relegates a
discussion of the waters, however, to whom she as a river is particularly close, to the final
chapter on Sarasvati. As he himself points out, she “owes her most important functions and
qualities to her being one of the waters...”"** Speech—the end of the trajectory—on the
other hand. is taken up in the middle (third) chapter.

I also think Gonda overemphasizes certain points. and does not lend enough weight
to others. It is odd that he does not include the recitation of hymns on Sarasvati’s banks
amidst the leading factors that contributed to the identification of Sarasvati with Vic.
Furthermore. dhi is not even given a chapter to itself. and is instead subsumed under the
heading of the cow. As [ have tried to show in my discussion above, Sarasvati’s connection
with dhi, related to the recitation of hymns on her banks, was absolutely fundamental in the
process of her transformation. The cow imagery. on the other hand. appears to lend secondary
support to the Sarasvati-dhi, and also Vic, connection. As for Gonda’s fourth and final
factor regarding the waters as the source of Vic, it seems to me rather unconvincing as a
fundamental argument, for the waters, as we have seen, are the producers of all that is

fixed and moves (6:50:7d). and hence not just of Vac. There is only one instance in the

'** Even the medieval—and thus post-Vedic by far—Brhaddevata is mixed in amidst the Vedic texts.

¥ 1985, p.55.
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entire Rg Veda (10:125:7b). it must be emphasized, in which the waters are identified as
the source of Vac. Besides this one instance, there is nothing, as far as [ am aware, to
indicate that the waters and Vac should have any particular relationship.

Gonda presents his matcrial in the form of mazes of references and quotations. with
occasional and exceedingly brief—one would almost say concealed—observations and

conclusions. His study s neither an easy nor a convenient read.
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2.Atharva Veda

a. Worldly Matters

In the dtharva Veda. Sarasvati appears as a healer and a life-giver. signs of which
were alrcady evident in the Rg F'eda, some of whose stanzas are repeated here: not only
does water as such carry within it lifc-giving and healing propertics.' but Sarasvati was and
is specifically invoked to grant progeny (RV 2:41:17d = AV 7:68:1d)" and to placc the
embryo in a woman’s womb (RV 10:184:2b = AV 5:25:3b).” In the .{tharva Veda she is
called upon, together with Agni. Savitr, and Brahmanaspati. in a prayer for the recovery of
virility. She is sought after to remedy defects in body. speech, and action.’ to destroy

poison.’ and. together with Heaven, Earth, Indra. and Agni. to cure worms.” Alrcady in the

See pp.16 above.

* For RV 2:41:17d, see p.14, note 25 above.
AV 7:68:1d prajam devi rardsva nah .

* gdrbham dhehi sarasvati.

4

4:4:6d dhdnur iva tanaya pdasah.
* 7:57:1 ydd dsdyd vddato me vicuksubhé yid yvicamanasya cdrato jéndm dnu ' ydd atmani tanvo me
viristam sdrasvati tad @ prnad ghrténa -

“What has gone wrong (vi-ksubh) on the part of me speaking with expectation, what of [me] going about
among people begging, what in myself of my body is tom apart—that may Sarasvati fill up with ghee.”
(Translation by William Dwight Whitney in 1908, vol.l, p.427.)

® 6:100:1cd tisrdh sdrasvatir aduh sdcitta visadiisanam
*... the three Sarasvatis have given, accordant, the poison-spoiler.” (Whitney 1905, vol. 1, p.354.)

The three Sarasvatis are discussed on p.46 below.

7 5:23:1cd ote me dydvdprthivi éta devi sdrasvati dtau ma indras cagnis ca kfmim jambhayatém iti .-
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Rg Veda and again here she is said to have cured Indra (RV 10:131:5d = AV 20:125:5d).?
Thus she gives and sustains life: where various forms of prana are worshipped, so is she.’
And within life, her assistance—together with Mitra, Varuna. the middle and two ends of
the Earth—is sought in matters of love.'® She is also invoked in marriage ceremonies. '
where the bride is asked to pay homage to her."* Connected. above all, with this world and
matters of this world. she is asked to protect the invoker from the “earthly” (16:4:4):

siirvo mahnah patv agnih prthivyd

vawur antariksad yamo manusyebhvah

sdrasvati parthivebhyah //

Let Surya protect me from the day. Agni from the earth.

Viyu from the spacc in between, Yama from men,
Sarasvati from the carthly."

“Waorked in (dta) for me [are] heaven-and-carth; worked in {is] divine Sarasvati; worked in for me [are] both
Indra and Agni: to the effect *let them (dual) grind up the worm.™ (Whitney 1905, vol.1, p.262.)

¥ sdrasvati tvd maghavan abhisnak -/
This incident is ¢laborated in great detail in the Yajur Veda and other texts. See pp.471T. below.
? 6:41:2 apdndya vydndya prandya bhiiridhdvase - sdrasvatyd uruvydce vidhéma havisa vayim

“To expiration, to perspiration (vyand ), to breath the much nourishing, to Sarasvati the wide extending, would
we pay worship with oblation.” (Whitney 1905, vol.1, p.311.)

% 6:89:3b mdhyam tvd mitrdvdrunau mdhyam devi sdrasvati mdhyam tva madhyam bhismya ubhdv dntau
sam asyatam . -

“Unto me let Mitra-and-Varuna, unto me divine Sarasvati, unto me let the middle of the earth, tet both [its]
ends fling (sam-as) thee.” (Whitney 1905, vol. 1, p.347.)

"' 14:2:15b prati tistha virdd asi visnur ivehd sarasvati (14:2;15ab)

“Stand firm, virdy art thou; as it were, Visnu here, O Sarasvati...” (Whitney 1905, vol.2, p.756.)

12

14:2:20cd ddha sdrasvatyai nari pitrbhyas ca namas kuru ./
*... then, O woman, do thou pay homage to Sarasvati and to the Fathers.” (Whitney 1905, vol.2, p.757.)

" It is not clear what the “earthly” (pdrthiva) refers to. In the Atharva Veda, pdrthiva occurs twenty-five

times. Eight of the occurrences are repetitions of the Rg Veda: AV 7:26:1 (7:27:1); 7:51:1 (7:49:1); 8:4:23;
14:1:5: 18:1:46; 19:11:2, 4; 20:121:2b. The rest are independent, although two are identical: 2:28:3; 2:29:1;
4:1:4;4:25:2; 9:5:14; 10:9:6: 11:7:21; 11:6:8a (11:8:8a); [4:1:3; 16:4:4; 19:9:7; 19:47:1; 20:17:12b=20:87:7b;
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Sarasvati’s connection with matters of this world in the Atharva Feda reflects the
characteristic orientation of the text itself. Furthermore, as she is on several occasions
invoked together with other gods. as in the request for assistance in matters of love
(6:89:3), in the prayer for the recovery of virility (4:4:6d). and in the curing worms
(5:23:1cd). these functions cannot be construed as characteristically her own. Her healing
faculties (i.c. the healing of Indra in 20:125:5d) and granting of progeny (5:25:3b; 7:68:1d)
are by no means new functions attributed to her in the Atharva Veda. but are found. rather.
in passages lifted directly from the Rg V'eda. Hence, although her involvement in matters
of this world in the context of the Atharva Veda cannot be denied. it is. at the same time,

clearly related to this context.

b. Sarasvati and Vac

Of greater significance in the Atharva Veda, on the other hand, is Sarasvati’s
identification with speech (5:7:5ab): ... vaca sdrasvatva... It is by way of Sarasvati that

worshippers call on vac (5:10:8):

20:36:8b. 9b; 20:70:6b. These occurrences of parthiva are often in contrast with divyd (e.g. 9:6:14), and have
to do with plants (2:29:1), animals (e.g. 2:28:3), beings—human (e.g. 14:1:3.5) or otherwise (e.g.
20:70:6)—spaces (e.g. 7:27:1 rdjas) or worlds (e.g. 9:5:14), treasures (e.g. 20:87:7), and wtpatas (19:9:7).
(Whitney translates urpdtas as “portents.” The meaning, however, is not entirely clear.) The greatest number
of references, however, are to earthly spaces (five times: 4:1:4; 7:27:1; 18:1:46; 19:47:1; 20:70:6), to which
may be added loka (9:5:14; 10:9:6) and jdgar (20:36:9). Although the superior number of occurrences of
parthiva within a spacial/geographical context is clearlv insufficient grounds for interpreting the passage
connected with Sarasvati in the same light, it does show a preferential use of the term, which, not insignificantly,
happens to be directly in line with the parthivdni (earthly [spaces]) of RV 6:61:11a, which Sarasvati fills
(apaprusi parthivani...) (see p.12 above). Nevertheless, one may wonder how the earthly spaces differ from
the earth which Agni protects from.



sarasvatvd vacam upa hvayamahe manowvija //

By Sarasvati. mind-yoked. we call unto speech."

In RV 8:13:26d (dhivam manoyijam /) and 9:100:3a (tvam dhivam manowijam ), dhi, with
which Sarasvati is so closely associated.” is yoked with the mind. Sdrasvatva manovija in
the above Atharva Veda passage (5:10:8) recalls this connection, while the invocation of
speech by way of Sarasvati clearly asserts. at the very least. her closeness with vac. As we
have scen.'® speech and inspired thought are inextricably related. as vdc expresses dhi' at
the verbal Icvel. The production of speech. however, by the thoughtful (the dhirdh) is by
way of mdnas: vatra dhiré mdanasa vacam dkrata (RV 10:71:2b). In the Atharva Veda,
then. they call on speech by means of Sarasvati, who is associated with dhi, and yoked
with the mind. the channel. so to speak. connecting inspired thought with speech. Both in
reflecting back to the Rg Feda. if not paralleling some of its passages. and in explicitly
showing the closeness of Sarasvati and speech, who are already identified in AV 5:7:5ab,
AV 5:10:8 functions as a bridge in the conceptual development of Sarasvati. In the Rg
Veda, the goddess was implicitly connected with speech by way of dhi. AV 5:10:8ab
provides almost a mirror image of the Rg Veda. in that what was implicit is made explicit

(vac-connection), while what was explicit is referred to implicitly (dhi-connection).

' Whitney 1905, vol.1, p.236.
¥ See pp.25-26 above.
** Sece pp.33-34 above.
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¢. The Three Sarasvatis

Another point of interest in the Atharva Veda is the mention of the three Sarasvatis
(tisrah sarasvatih) in 6:100:1c. The three are undoubtedly the three goddesses Sarasvati,
I1a. and Bharati, who are often—in all of the Apri hymns of the Rg F'eda—teferred to as
tisro devih (RV 1:13:9; 1:142:9; 1:188:8; 2:3:8: 3:4:8; 5:5:8; 7:2:8; 9:5:8: 10:70:8; 10:110:8;
AV 5:12:8). Although Sayana interprets the tisrgh sdrasvatih either as Sarasvati in the
form of the travi vidva (i.c. Rg, Sama, Yajur Vedas) or as the thrce goddesses. only the
second option is possible because the first represents a later interpretation, not only of
Sarasvati as goddess of knowledge and mother of the Vedas, but also of the travi vidva as
such.'”’

The reference to the goddesses as tisrah sarasvatih. however, is not to be interpreted
as an identification of the three, where [13 and Bharati merge to become two other forms of
the one Sarasvati. Rather. just as the saprd hdtarah (e.g. RV 8:60:16a; cf. AV 4:24:3c), for
instance." it is an elliptical plural designating three separate figures. Although Sarasvati
later comes to be identified with Bharati, here the plural indicates the association of the

three goddesses with one another and Sarasvati’s predominance amongst them.

7 Sayana: tisrah trisankhydkah sarasvatify sarasvatyas travirupah [trayi-vidya-ripah} - vad vd ida sarasvati

bhdratiti tisro devyah sahacaryat sarasvatya ucyante
For the understanding of oray7 in the sense of irayi vidyad, see Bohtlingk and Roth 1855-75, vol.3, p.415,
under rayi.

'* ‘The sapta hétarah arc the hétar, the adhvaryu, the prasastdr, the potar, the purdhita, the agnidh, and
the néstar (Geldner 1951, vol. 1, p.430, note on RV 4:9:3-5), who ofTiciate at the sacrifice.
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3.Yajur Veda

In the liturgical Yajur Veda. Sarasvati finds herself in a highly ritualistic environment.
Her waters are barely mentioned (VS 20:86; 34:11),' and yet their healing and life-giving

propettics are embodied in the physician Sarasvati, and their sound, in her identity with

Vic.

a. The Sautramani Ritual

The Sautramani ritual appears in both the Black and the White Yajur Veda. and is
intended to ward off various forms of evil in the sacrificer’s personal life and to assure
success, victory, etc.” It revolves around the mythical curc of sutradman- (whose protection
is good) Indra, from whose epithet it derives its name. Suffering from excessive indulgence

in soma, Indra is cured by Sarasvati and the A$vins.

i. Rg Veda Background

The incident is already mentioned in the Rg Veda (10:131:5):

' VS20:86 =RV 1:3:12
* See Gonda 1980, pp.65-66.
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putrdm iva pitdrdav asvinobhf[a
{Indravathuh kavvair damsdnabhih /
vat suramam vydpibah $dcibhih
sdrasvati tvd maghavann abhisnak //

As parents [favour their] son, so both Asvins fhave favoured

Indra]. O Indra! [O Asvins!] You two have favoured [Indra] with

a seer’s insights and wonderous powers.

O mighty one! When with your abilities you drank to separate

[the soma from] the surama (mixture of the spirituous liquor

stird and soma). [then] Sarasvati healed [you].’
Although this stanza indicates that Indra drank to separate {the soma from] the surama
mixture, the immediately previous one ( RV 10:131:4) says the Asvins did:

vuvdm suramam asvind némucav asuré saca /

vipipana subhas pati indram karmasv avatam //

Drinking to scparate the surama at the place of Namuci the demon,

you Asvins, lords of beauty. have helped Indra in his deeds.
So the act in the service of Indra attributed to the Asvins in 10:131:4 is apparently repeated

in 10:131:5, but this time by Indra himself. At any rate. the skill-requiring task of drinking

so as to scparate the soma from the sura* implies the performance of an intentional,

' RV 10:131:5 = VS 10:34 = MS 3:11:4[146,3-4] = KS 17:19[263,13-14] = KS 38:9[111,7-8}

Translation by Wemer Knob! (private communication). As Geldner notes (1951, vol.3, p.364, note on
10:131:5ab), the construction is a oddly confused in that Indra should appear in the accusative (indram)
instead of the vocative. As for suramam, Geldner explains (vol.3, p.363, note on 10:131:4a) that it can be
surd-ama, either a genetive rafpurusa meaning “vigour of surd” or a bahuvrihi to the implied soma which
has the strength of surd, or surd- with secondary suffix -ma. When Indra drank to separate (vi-dpibar) the
surdma, he may have drunk the soma trom out of a mixture. According to Geldner (1951, vol.3, p.364),
surama is “‘geschnapster (Soma)” and thus is a mix of sura and soma.

VS 20:59 and TB 2:6:12:2 recount how Namuci gave Indra soma mixed with sura (and with the blood of
Namuci according to Mahidhara). Thereby Namuci gained power over Indra, and soma became impure. To
restore soma, the Asvins and Sarasvati provided assistance. See Bloomfield 1890-93, pp. [43-163.

* Not unlike the ability to separate either soma (VS 19:74) or in later texts milk from water attributed to
the hamsa. For the hamsa see pp.151-53 below.
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controlied task. rather than a perhaps unintentional. certainly undisciplined, excessive

indulgence in soma, as represented in the later accounts surrounding the Sautramani ritual.

ii. Myth and Ritual

The claborate story is found in the Yajur Jeda. most notably in the Vajasanevi
Samhita (19-21), and the rite itself is then described in the Brahmanas and the Srauta
Sitras. It takes four days to perform (caturatrad). but the main sacrifice is on the final day,
when offerings of milk, the spirituous liquor sird, various animals.’ and thirty-three libations
of fat gravy obtained from cooking the victims are presented to Indra, Sarasvati, and the
Asvins. The mythical story is re-cnacted.® as the sacrificer takes the part of Indra and the
officiants assume the roies of the twins and Sarasvati, consuming. during the ritual. part of
the oblations.’

Accompanied by the Asvins as physicians, the physician Sarasvati bestows on Indra
his characteristic qualities (indrivani) by means of vac.® She weaves his inner form,’

making. by means of mdnas. a beautiful body for him.'® She and the Asvins are in his

* A he-goat is offered to the Asvins, a ram to Sarasvati, and a bull to Indra.
® According to SB 12:7:3:6, Indra, Sarasvati, and the Asvins were the first performers of the Sautramani.
" Gonda 1980, pp.65, 91.

* VS 19:12 devd yajiidm atanvata bhesajim bhisdjasving - vdcd sdrasvati bhisdg indrdyendriydni
dadhatah -

7 VS 19:82b = MS 3:11:9[153,5) = KS 38:3[103,8) = TB 2:6:4:1b sdrasvati vayati péso dntaram -

VS 19:83ab = MS 3:1 1:9{153,7] = KS 38:3[103,10] = TB 2:6:4:2

sdrasvati manasa pesaldm vdsu nasatyabhyam vayati darsatdm vapuh
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mouth.'" and she produces his vyand breath and nose hairs.'* As consort of the Asvins. she
bears the well-formed embryo within her womb:

sarasvati yonyam garbham antdar

asvibhyam padtni sukrtam bibharti /
Asvibhvam can be understood cither as instrumental. or as dative, or as ablative. Taken as
instrumental, it can be construed with sukrtam as “well made by the Asvins.” Taken as
dative, it can be construed with bibharti as “she bears for the Asvins.” Taken as ablative. it
can be construcd with garbham as “the embryo from the Asvins.”

Sarasvati gives Indra his faculties (indrivani)"* and. through prdnd. his manly energy

(virvam)."”

iti. Sarasvati and the Asvins

The association of Sarasvati and the Asvins occurs, in the Rg leda. in the above

mentioned verse (10:13 1:5) referring to their cooperative healing of Indraand in an incantation

VS 19:88ab = MS 3:11:9{154,2] = KS 38:3[103,20] = TB 2:6:4:4ab
miikham sdd asya sira it sdtena jihva pavitram asvindsant sérasvati
© VS 19:90cd = MS 3:11:9[154,7] = KS 38:3[104.4]

sarasvaty upavakair vydndm ndsyani bahir bddarair jajana -

VS 19:94ab = MS 3:11:9[155,1) = KS 38:3[104,11}= TB 2:6:4:6ab
VS 20:58ab = MS 3:11:3{143,15] = KS 38:8{109.12}= TB 2:6:12:2ab
ajiihvdna sdrasvatindrdvendriyani viryam -

VS 20:80b pranéna sdrasvati viryam

CF. VS 20:58 above.
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for safe pregnancy and delivery (10:184). where various gods, including the Asvins and
Sarasvati (10:184:2), are asked to place the embryo in 2 woman’s womb:

garbham dhehi sinivali garbham dhehi sarasvati /

garbham te asvinau devav a dhatiam puskarasraja //

Place the embryo, O Sinivili; place the embryo, O Sarasvati;

Let the heavenly Asvins, lotus-garlanded. place the embryo

[into] your [womb].

While Sarasvati in the Rg Veda is implicitly connected with healing by way of water,
for all remedies dwell in the waters. the Asvins have behind them a long, successful, and
minutely rccorded career as physicians and succourers. The inseparable twins are divine
physicians famed in the Rg }'eda for their succouring power illustrated in numerous legends.
They restore sight to the blind, cure the emaciated. and mend those of whom something is

broken.'® They also relcasc the aged from decrepitude by restoring their youth.'”

iv. Sarasvati and Indra

Rg Veda

Vrtraghni

Like Indra, Sarasvati is called a Vrtra-slayer in the Rg Veda (6:61:7c vrtraghni).

Although vrtrd may refer to enemies. as explained in Emile Benveniste and Louis Renou’s

' 10:39:3cd andhdsya cin ndsatya krsasya cid yuvam id ahur bhisdja rutdsya cit.

7 1:117:13ab yuvam cyavanam asvind jarantam punar yuvanam cakrathuh sacibhih .
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study of vrtré and vr@ragna.'® the overwhelming personality of Indra causes the term
vrtrahan to call to mind the god’s exploits or to solicit his invocation even while being
applied to another divinity. In the Rg Feda, however, it is not simply a name of Indra, as is
the case in subsequent texts. Traces of its independent use. according to Renou.'” can be
found in its application to Soma (e.g. 1:91:5b) and to the Asvins (8:8:9, 22).% for instance.
In accord with the nature of her waters, Sarasvati readily takes on a ficrce. combative

character.”! In the context of the stanza in which she is called vrtraghni (RV 6:61:7),
Indra’s epithet fits in perfectly. reflecting her terrifying power:

utd sva nah sdrasvati ghora hiranvavartanih /

vrtraghni vasti sustutim //

Mais la-célébre Sarasvati, la terrifiante, aux rails d’or,

tueuse d’cnnemis, elle veut de nous la bonne louange.™
As vrtraghni here is the only occurrence in the feminine in the Rg Veda (as against 106
occurrences of the masculine vrtrahadn). it identifies Sarasvati as an especially powerful
fighter. singling her out from amongst all females.

Two stanzas prior to this. she is also compared to Indra (6:61:5):

'* 1934, pp.93, 115fT.

" Ibid., p.115-16, 117. The Iranian tradition strongly suggests that Vrtrahan was originally an independent
figure unconnected with Indra. In India, the warrior-like Vrtrahan would have passed on his traits to Indra,
becoming a colourless epithet applied to various divinities. From vrrrahdn, Renou suggests, the figure of
Vrtra would have emerged, crystallizing around Indra in the form of a dragon, obstructor of waters.

** The twins are “most Indra-like” (1:182:2a indratamd) and are twice addressed as “you two eminent
Vrtra-slayers™ (8:8:9c¢, 22c vitrafantama). The context of the stanzas, however, is everything but combative.
The benevolent twins are not so much fighters and slayers, but rather more the “celestial Red Cross.”

' See pp.14-15 above.

2 Translation by Renou in EVP vol.15, p.131. As Renou notes (EVP vol.15, p.132), hkiranyavartani is an
epithet usual to the Asvins.
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vds tva devi sarasvaty upabriité dhane hité /
indram na vrtratiirve //

Celui qui t’adresse la parole. & déesse, 6 Sarasvati, quand !’enjeu

a été placé. comme (on s’addresse a) Indra quand (il s’agit de)

surmonter les résistances...”
[n another instance. she together with the maruts is asked to conquer encmies. and while
she is mentioned side by side with Indra, he kills the Sandika chicftain (RV 2:30:8).**

Sarasvati and Indra are. furthermore. associated in their respective benevolent aspects, as

when King Citra’s generosity is said to be comparable only to theirs (RV 8:21:17).*

Paviravi kanya

Moreover, there is a possibility that her epithet paviravi kanya (RV 6:49:7a) may be

connected with Indra, for although his weapon. the thunderbolt. is usually referred to as a

vajra. in one instance it is called a pavirava (RV 1:174:4b).”® This would make her the

* Translation by Renou in EVP vol. 15, p.131.
* sdrasvati tvdm asmdm aviddhi maritvati dhrsati jesi sdtrun tvdam cic chdrdhantam tavisiyamanam
indro hanti vrsabham sandikanam ./

pi)

indro va ghéd iyan maghdm sdrasvati va subhdga dadir vasu . tvam va citra dasuse

Citra seems to have been one of several kings who lived on the banks of the Sarasvati (RV 8:21:18ab citra id

.....

One might also consider 6:52:6ab, where Indra comes near accompanied by Sarasvati swelling with rivers:
tndro nédistham dvasagamisthah sdrasvati sindhubhih pinvamana ~(“Indra, (car c’est lui qui est) le mieux

venant a ["aide, de la fagon la plus proche: Sarasvati gonfle [gonflant] avec les fleuves...” EVP vol.5, p.37
* 1:174:4ab sésan mi td indra sdsmin yonau prasastaye paviravasya mahna

*Qu’ils reposent dong, ces (ennemis ), ¢n un méme séjour, 6 Indra, pour la glorification du foudre, puissamment!”
(Translation by Renou in EVP vol.17, p.51.)
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daughter of Indra’s thunderbolt. *1a fille de la foudre™ as translated by Bergaigne.”’

Geldner. however, understands both paviravi kanya (RV 6:49:7a)*® and paviravi (RV
10:65:13a)* as the daughter of Paviru, whom Grassman,”® Ludwig,”" and Roth* render as
lightning. Likewise Renou® interprets paviravi kanyé to mean “la filic de 1’éclair.” Their
interpretation of Paviru as lightning seems to be based on taking paviravi and ranyani
(thunder) together in 10:65:13a, in which casc the daughter of Paviru is thunder which
ariscs from lightning (Paviru) and thus makes her the daughter of lightning. Pavirawvi and
tanyatu, however, need not be taken together, for they appear amidst a list of divine
figures., of which they may well be two scparate ones: paviravi tanyatir ékapad ajé divo
dharta sindhur apah samudrivah / visve devdsah $rmavan vdcamsi me sdrasvati sahd
dhibhih purandhyva //

At any rate, the possible conncction with Indra is only if the pdvirava is taken as his
weapon (RV 1:174:4b). It is, after all, Indra who releases the rivers by slaying Vrtra with

his vajra (e.g. RV 1:61:10a-c).*

71963, val.1, p.252.

* 1951, vol.2, p.150.

¥ 1951, vol.3, p.239.

1873, pp.795. 809.

1876, vol.1, p.232, no.216 for 6:49:7a; vol. 1, p.247, n0.227 for 10:65:13a.

* Bohtlingk and Roth 1855-75, vol.4, p.696.

* EVPvol.5, p.32.

asyéd eva $dvasad susantam vi vrscad vdjrena vrtram indrah . ga nd vrdand avdnir amusicat...

“C’est par sa seule force qu'Indra a déchiqueté du foudre Vrtra qui soufflait. Les riviéres, enfermées comme
des vaches, il les libéra...” (Translation by Renou in EVP vol.17, p.24.)
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The Rivers as [ndra’s Wives

Nevertheless. the rivers are Indra’s. the bull’s. wives. rather than his daughters (RV

5:42:12b):

ddmiinaso apdso vé suhdsta vrsnah patnir nadyo vibhvatastah /

sdrasvati brhaddivéta raka dasasyadntir varivasvantu subhrah //

Les maitres de maison actifs-a-I’ocuvre, (les Rbhu) aux bonnes

mains, les Riviéres épouses du taureau (Indra). fagonnées par

Vibhvan, Sarasvati (venue) du haut du ciel, ainsi que Raka. les

brillantes (déesses), qu’elles se montrent larges, (nous) honorant-

dignement! **
This stanza presents some difficulties in that Sarasvati appears to be mentioned twice: as a
river. she is necessarily one of Indra’s wives, and yet her name appears in the second half
of the stanza as if she were not intended to be included amongst the rivers. According to
Sayana, her mention may refer either to the river of that name or to her as the goddess
Speech.’ Perhaps the Rg I'eda poet wished to single her out as the greatest of rivers and
placed her, as a goddess. together with Raka, another goddess. As spouse of Indra, it is
indeed appropriate that his epithet vrtrahdn in the feminine form (6:61:7¢ vrtraghni) should

be applied to her. and even more so only to her. since she is being singled out from

amongst all rivers in 5:42:12.

** Translation by Renou in EVP vol.5, p.23.

% sarasvati etannamikd nadi vag devi vd (Rig-Veda-Samhita: The Sacred Hymns of the Brahmans together

with the Commentary of Sayanacharya, 1890-92, vol.2, p.585).
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Virdpatni

In the same stanza (RV 6:49:7) in which Sarasvati is called paviravi kanva, she is
also identified as viraparni, “whose husband is a hero.” Could this be the same virdpatni as

the river mentioned in RV 1:104:4c in a hymn to Indra?

anijasi kulist virapatni pavo hinvana udabhir bharante //

Afijasi, Kuli$i, Virapatni apportent le lait avec leurs caux,

s’incitant (3 agir).”’
It is, however, entirely unclear who the vira in question might be. and even whether the
virdpatni of 1:104:4a is Sarasvati. Raghunath Airi’s’® suggestion that it refers to her is an
over-interpretation based on insufficient evidence. Even if one were to understand the vird
in 1:104:4a to be Indra, since the hymn is dedicated to him. the rivers in general—and not
just Sarasvati (even though she is singled out from amongst them in 5:42:12)}—as noted
above in 5:42:12b, are the bull’s wives.

Thus virdpatmi cannot be interpreted as defining Sarasvati’s relationship to [ndra. As

for paviravi kanya. it may or may not connect her with Indra. Within the context of the Rg

Veda. it may at best be said that as a river. she is his wife.

*" Translation of 1:104:4cd by Renou in EVP vol. 17, p.39.
® 1977, p.17.

56



Yajur Veda

Mother-consort

In the Yajur Veda, however. Sarasvati’s specific relationship to Indra is more clearly
defined. In the Sautramani. as we have seen.’ she functions as his mother (or surrogate
mother), giving him rebirth. On the other hand. she is also, together with Id3 and Bharati.
Indra’s consort (VS 20:343 = MS 3:11:1[140,10-11] = KS 38:6[108.3-4] = TB 2:6:8:3):

tisré devir havisa vardhamdna
indram ;jusana janayo na padtnih /
achinnam tantum pdvasa sdrasvat i
i]da devi bharati visvatartih //
The threc goddesses growing by means of oblation, enjoying
Indra like wives,'® Sarasvati. heavenly Ida. and all-conquering
Bharati with their swelling milk [enjoying] the unbroken thread
(warp of the loom) {of sacrifice]...
Although the above stanza only likens the three goddesses to Indra’s consorts. in two other
passages they are identified as such:
VS 28:8
.. lisro devih... indrapamih...
VS 28:18ab
devis tisrds tisré devih patim indram avardhavan /

Sarasvati is thus both mother and consort to Indra. Ambiguity in her relationship to a

male figure resurfaces in another form in epic and Puranic lore. where she simultaneously

® See p.50 above.

“ Literally, “women who are wives.”
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assumes the roles of daughter and consort in her relationship to Brahma.* derived from the
connection of Vac and Prajapati in the Brahmanas.** Had it been possible to define her
relationship with Indra in the Rg Veda in terms of paviravi kanva and virdpami. the
parallels would have been very interesting.

Sarasvati, however, is not only the consort of Indra in the Yajur Feda. but also that of
the Aévins, and, as such, carries Indra’s newly-fashioned body in her womb (VS 19:94ab).*
This is indeed a new development, for in the Rg Feda (10:131:5a), the relationship of the
twins to Indra is likened to that of parents to a son: putrdam iva pitarav asvinobha. With the
claboration of the incident in the Yajur Veda, Sarasvatt becomes the mother figure. and
thus the consort of the Asvins. Already in the Rg Veda she was called most motherly
(2:41:16a). invoked to grant progeny (2:41:17d). and requested to place the embryo in a
woman’s womb (10:184:2b)." As a river. her connection with life-giving watcrs, her very
being, is far greater than that of the A$vins. Indra is thus regenerated and rebom of the

waters of life embodied in Sarasvati’s womb.

b. Sarasvati and Vac

The physician Sarasvati, as noted above. bestows on Indra his characteristic qualities

" See pp.131-35 below.
See pp.70fT. below.
Quoted and discussed on p.50 above.

“ These passages are quoted on pp.13-14 above.
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by means of vdc (VS 19:12cd).”® In the Satapatha Brahmana. with the fully established
identification of Sarasvati and Vic. it says the Asvins cured Indra by means of speech, for
Sarasvati is speech (5:5:4:16): dtha vat sarasvato bhavati / vag vai sdrasvati vacd va enam
asvinav abhisajyatam tatho evainam esa etad vdcaiva bhisajyati tdsmat sdrasvato
bhavati 1/

In the Vajasaneyi Samhita (9:30). Sarasvati is cither the controller of speech (vaco

vantur), or speech itself (vacd ), who is the controlier (vantur ):

sdrasvatyai vaco vantiur yantrive dadhami.
I place [you] in the control of the controller|.]
of speech, of Sarasvati.*

The Satapatha Brahmana (5:2:2:13) explains the passage as follows:
sarasvatvai vaco yantir yantrive dadhamiti vag vai sarasvati tad
enam vacd evd vantur yantrive dadhati /
‘[ place thee in the leading of Sarasvati Vac, the leader.’ [VS
9:30b] for Sarasvati is Vac: he thus places him in the leading of
Vic, the leader.”’

Although there are Yajur V'eda passages wherein Sarasvati and Vac are perceived as

distinct from one another (e.g. VS 8:9:27c vacam visnur sdrasvatim), there are others.

“ Quoted on p.49, note 8 above.

‘ The dative sdrasvatvai is used here as a genetive, as in the Brihmanas. Sec Whitney 1889, p.104,
n0.307h; p.134, no.365d.

Cf. VS 18:37c sdrasvatyai vaco yantur yantrena

*“I consecrate [abhisificami] you by the control of the controller{,] of speech, Sarasvati.”

*" Translation by Julius Eggeling in 1882-1900, vol.41, p.39.
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such as VS 10:30 (sdrasvatva vdcd) and VS 21:58 (vdcam sdrasvatim).”® where the two are
clearly identified. In thc Asvamedha (Horse Sacrifice) dealt with in VS 22-25, the Maina
bird speaking like a human [being] is offered to Sarasvati (sdrasvatvai Sarih purusavak ),*
as is the tip of the tongue of the sacrificial horse (sdrasvatva agrajihvam).*® Thus the
Sarasvati-Vac connection/identification is evidently there, but not yet solidly established.

as in the Brahmanas.

¢. Sarasvati and the Ewe

An interesting new development in the Yajur Veda is Sarasvati’s association with the
ewe (f. mesi) or the ram (m. mesd). While the ewe is offercd to her in the Black Yajur Feda
in order to obtain her help in matters of speech. for Sarasvati is speech.” the ram is
presented to her during the Sautramani (VS 21:40 mesdm sdrasvatyai).* VS 24:4 refers to
threc kinds of ewes® offcred to Sarasvati: phalgiir lohitorni palaksi tah sarasvatvah.

Furthermore, according to the Satapatha Brahmana (13:2:2:4), a ewe is presented to her in

-3

See also MS 2:3:5{32,3] (... vdk sdrasvati...) and KS 11:8(154,1] (... vdk sdrasvati... ).
® VS 24:33.Cf. TS 5:5:12:1.

© VS 25:1.

*OMS 2:3:5[32,3]; KS 11:8[154:1].
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Seealso VS 21:41 (quoted in the following paragraph in the main text), 44, 46-47, 59-60; MS 3:11:2[143.2]
(... mesanm sarasvatyai... ); TS 1:8:21e (... sarasvatam mesam... ).

* According to Mahidhara, “she-goats™: phalguh apustasarira lohitorni raktaromavati palaksi svetd

palaksasabdo valaksartha svetaparyayah tas tisro 'jah sarasvatyah... This follows $B 12:7:2:7 (... sdrasvatir
avir...) and 5:5:4:1 (@vir mahla sarasvaii bhavati). Eggeling (1882-1900, vol.41, p.129), however, translates
avir mahla as a “ewe with teats in the dewlap.”
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the A§vamedha sacrifice: sarasvatim mesim adhastad dhdnvoh /%

During the Sautramani. the hotar worships Sarasvati, offering the omentum of a ram
for her enjoyment (VS 21:41): hota vaksat sdarasvatim mesdsya vapava médaso jusdtam
havir hétar vdja / According to the Satapatha Brahmana (12:7:1:12). the ram became hers
because it was given to her by the gods as a reward for healing Indra:

té sarasvatim abruvan / tvam vadi bhdisajvam asi tvam imam
bhisajvéti sabravid dstu me bhaga iti té "bruvan vd eso 'vih sd te
bhaga iti tathéti tasmat sarasvato meso bhavati //

They (the gods) said to Sarasvati, “Verily, thou art healing
medicine: heal thou this one!™ She replied. “Let there be a guerdon
for me!” They spake. “That ram there shall be thy guerdon!™ She
said, “So be it!™ And therefore the ram is sacred to Sarasvati.*

Her association with the ram in this context is clearly on the basis of Indra’s connection.
if not identification, with it. Already in the Rg }'eda. Indra takes its form (8:2:40a-c):

ittha dhivantam adrivah kanvam médhvdtithim /
meso bhuto 'bhi van navan //
You have, O Lord of the Pressing Stone, (listened to) the descendant

of Kanva, Medhatithi, when you abducted (him to heaven), having
become a ram.*®

%« . aewe for Sarasvati beneath the (horse’s) jaws...” (Eggeling 1882-1900, vol.44, p.300.)

* Eggeling 1882-1900, vol.44, p.216.

% Cf. 1:51:1ab abhi tvdm mesam puruhitim rgmiyam indram girbhir madatd visvo arnavim “Ce
fameux Bélier maintes fois invoqué, Indra digne de la strophe, enivrez e de chants, [ui qui est un flot de
richesse...” (EVP vol.17, p.14)

1:52:1ad tydm su mesdm mahayd svarvidam... éndram vavrtydm dvase suvrktibhih -~ “Ce fameux Bélier, je
veux le magnifier, lui qui procure le soleil... je voudrais faire tourner vers (moi)... Indra, afin qu’(ils m’)aident,
—avec de beaux hymnes.” (EVP vol.17, p.16)
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[n the Jaiminiya Brahmana (3:234), as Wendy Doniger points out.’’ this verse is elaborated

into the story of the appearance of Indra as Medhatithi’s ram at the latter’s sacrifice:

tesam ha smendro medhatither mesasya ripam krtva somam
vratavati / tam ha sma badhante medhatither no mesas somam
vratayatiti / sa u ha smaisam svam eva ripam krtva somam
vratayati / tato ha va idam arvdcinam medhatither mesa ity
ahvyanti /

Indra, having taken the form of the ram of Medhatithi. used to

drink (as a vrata) their soma. They drove him away, (saying).

“Medhatithi’s ram drinks our soma.” Indra, having taken his own

form. used to drink the soma. Since then they call [on] Indra.

“ram of Medhatithi.”

In VS 19:90 (= MS 3:11:9[154:6] = KS 38:3[104.3] = TB 2:6:4:5) a ram is used like

a wool strainer for vigour in Indra’s nose (dvir nd meso nasi virvaya). According to the
Satapatha Brahmana (12:7:1:3). the ram is, in fact. [ndra’s virva. which flowed out of his
nostrils after he had drunk soma:

nasikabhyam evasva virvam asravat /

50 'vih pasur abhavan mesah

From the nostrils flowed his vigour.
That became a sheep. the animal, namely a ram.

The ram is a traditional symbol of virility often associated with fertility cults.’® In the

Varunapraghasa ritual performed at the beginning of the rainy season—the season “which

59

begins the cycle of fertility™”—a ram and a ewe made of unbaked dough are offered into

7 O’Flaherty 1985. p.60.
* Litvinskii 1987, p.233.
¥ Jamison 1996, p.92.
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the fire.*® As Stephanie Jamison explains,* they represent the sacrificer’s wife and her

“lover,” and the ritual allows the transfer of the sexual force of animals into the householder’s

family. so a child can be born. In the Vilmiki Ramavana story of Ahalya (1:48:6-10).

when Indra is castrated for sexual transgression, he is made whole again with a ram’s

testicles:

ayam mesah savrsanah sakro hy avrsanah krtah /
mesasya vrsanau grhva sakrayasu prayacchata //

aphalas tu krto mesah param tustim pradasvati /
bhavatam harsanarthaya ye ca dasyanti manavah //

agnes tu vacanam srutva pitrdevah samagatah /
utpdtva mesavrsanau sahasrakse nyavedayan //

tada prabhrti kakuistha pitrdevah samagatah /
aphalan bhufijate mesan phalais tesam avojavan //

indras tu mesavrsanas tada prabhrti raghava /
gautamasya prabhavena tapasas ca mahatmanah //

Sakra has been emasculated. But here is a ram whose testicles
are intact. Take the ram’s testicles and give them to Sakra at
once.

The castrated ram will give you the greatest satisfaction, as will
those men who offer one for your pleasure.

When the divine ancestors assembled there heard Agni’s words.
they tore out the ram’s testicles and gave them to thousand-cyed
Indra.

And from that time onward, Kakutstha, the assembly of the divine
ancestors eats castrated rams, reserving their testicles for Indra.

«

amapesanam mesapratikrti bhavatah =~ mesam adhvaryuh karoti mesim pratiprasthdta

strivyaiijanani - purhsah pumvyadjanani - (Apastambha Srauta Satra 8:5:42 - 8:6:2).

¢ Jamison 1996. pp.94-95.
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And so. from that time onward. Raghava. through the power of
the great Gautama’s asceticism, Indra has had a ram’s testicles.*

Although Sarasvati’s association with the ram is based on Indra’s identification with
it. she is also connected with the ram in its traditional virility symbolism. She is, in a sense,
the other side of the equation: while the ram represents virility, Sarasvati bestows fertility.
She grants beings progeny (RV 2:41:17d), placing the cmbryo in a woman’s womb (RV
10:184:2b). By virtue of her waters, she is a healer and life-giver, who gives birth (rebirth)
to Indra. Semcn, it might be added. is not infrequently compared to water. as in TS
6:5:8:6.%

Sarasvati’s connection with the ram has persisted through the ages. as can be seen in
surviving Northeast Indian sculptures, primarily from the cleventh or twelfth century,
where he appears as her mount.** Even in recent times. ram sacrifices have continued to be

offered to Sarasvati in some parts of the Dacca district.”

“ Translation by Robert P. Goldman in 1984, p.217.

® apd upa pré vartayati réta evd tdt sificaty uriné ‘pa prd vartayaty uring hi rétah sicydate “He [the

néstar) causes water to follow [sic!] along [the thigh of the sacrificer’s wife]; verily thus he pours seed; along
the thigh he causes it to flow, for along the thigh is seed poured.” (Translation by Keith in 1914, vol.2, p.544.

Bracketed-portions are mine.)
o4

See, for instance, K. Bhattachharyya 1983, figs.8-10.
Bhartasali 1929, p.187.
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4. Brahmanas

a. vdg vdi sdrasvafi

1. Sarasvati as Speech

Sarasvati is identified with speech already in the Samhitis, as we have seen.! The
Brahmanas and the Brahmana passages of the Maitravani. Kathaka. and Taittiriva Samhitas
emphatically. consistently. and repeatedly assert this identity: vag vai sdrasvati’ Even
when the water of the Sarasvati river is used for consecration. the individual is thereby said
to be sprinkled with speech (MS 4:3:9{49.8-9]):

vdca va etam abhi sificanti vam abhisificinti vdk sdrasvati
sdrasvatir dpo  vat sarasvatibhih stvdte vdvaty evd vk tdavd
suyate //

Him whom they consecrate (by sprinkling) they consecrate with
speech. Sarasvati is speech. The waters are Sarasvati’s. The fact
that he is consecrated by Sarasvati’s (waters), as much is he
consecrated by speech.’

In the Satapatha Brahmana (11:2:6:3) Sarasvati pairs with her male counterpart

Sarasvat, as speech with mind: mdnas caivasya vak caghardu sarasvams ca sarasvati ca.’

1

AV 5:7:5ab (vdca sdrasvatya ); VS 10:30 (sdrasvatyd vaca ). See pp.44, 60 above.
: E.g. MS 2:5:2(49,4]; KS 12:13{175.12]; TS 2:1:2:6; AB 2:24:8; KB 5:2:8; SB 4:2:5:14.
3

Cf. SB 5:3:4:3 (= 5:3:5:8) vdg vdi sdrasvati vicaivainam etdd abhisificati.

* Cf SB 7:5:1:31 (=11:2:4:9) mdno vdi sirasvan vak sdrasvati.
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It is Sarasvati who placed speech in created beings (sdrasvaty evd srstasu vacam adadhat).®
The faculty of speech of the chronically ill. the Tairtiriva Samhita explains. goes back to
her and it is then restored to him by way of an offering to Sarasvati (2:3:11:1-2):

agnim va etdsya sariram gacchalti... sarasvatim vag... vdsva jvog

amdyati yo jyogamayavi syad vé va kamdveta sarvam avur ivam

iti tdsma etam istim nir vaped agneyvam astakapalam... sarasvatam

carum... agnér evasva Sdriram niskrinati... [1] ... sdrasvaténa

vacam dadhati... [2]

Of him, the body goes to Agni... the specch to Sarasvati... he

who has been sick for a long time. He who may have been sick

for a long time or who should desire “I would go the full tength

of [my] life.,” for him he (the priest) should offer this isti (wish

offering in the form of a cake made of rice, barley, and pulse) on

cight potsherds dedicated to Agni... a bowl of porridge dedicated

to Sarasvati... He thus redeems his body from Agni... [1] ... and

by [the bowl] dedicated to Sarasvati, he (the priest) puts speech

[back into him]... [2]
Appropniatcly, the tip of the tongue of the sacrificial horse, as already noted in the }'gjasanevi
Samhita (25:1), is offered to Sarasvati during the Asvamedha.®

There is also a custom wherein a person unable to speak (or to speak properly) offers

a ewe to Sarasvati. for she is Speech. In return, Sarasvati bestows speech on the individual,
who is then able to speak well. As the Kathaka Samhita describes, “he from whom speech
draws away should offer a ewe to Sarasvati. [for] Sarasvati is speech. [and thus] it is

Sarasvati who abandons him.”’” The individual may actually have the ability to speak. but,

presumably owing to some other impediment, is unable to do so (TS 2:1:2:6-7):

* KS35:20 [67.11] = KpS 47:18: [63,18] = MS 1:10:5 [145.16]
® See p.60 above.

T KS 12:13 [175.11-12] sarasvatim mesim d labheta ydsmad vig apakrémed vdg vdi sdrasvati sdrasvaty
etasmad apa kramati...
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- r r . - - - - s g ’
sarasvatim mesim a labheta va isvaré vaco vdditoh sdn vacam
na vaded vag vdi sdrasvati sarasvatim eva svéna bhagadhévendpa
dhavati sdivasmin [6] vacam dadhati pravaditda vacé bhavati...

7

He who, though being able to speak. would not speak should
offer a ewe dedicated to Sarasvati, [for] Sarasvati is speech. It is
to Sarasvati that he has recourse with her own share. She places
speech in him, [and] he would speak.*

Within a general sacrificial context, whatever defect knowingly or unknowingly may
have occurred through omission is removed by means of speech, of Sarasvati, says the
Maitrayani Samhita (1:11:9[170,.21-171,3]):

... vag vdi sdrasvati vacd yajiidh santato vacdivd vajiidm santanoti
vad vadi yajiidsya vidvan nd karoti vdc cavidvan antaréti tdc
chidram 1dd vacdiva sarasvatya kalpavati...’

Sarasvati is speech. Through speech the sacrifice is made
continuous. It is through speech that he (the sacrificer) makes
continuous the sacrifice. That which one who knows does not
perform in the [process of the] sacrifice or that which one who

does not know omits, that error is rectified through speech, through
Sarasvati.

Through Sarasvati, therefore. because she is speech. the sacrifice is performed uninterruptedly
and thus successfully.
Conversely, Sarasvati may be invoked for negative effects on an adversary’s speech.

One who is about to litigate regarding a ficld or cattle should offer a milchcow that has

TS 2:1:2:6 = TS 3:4:3:34

[ translate pravadita vaco bhavati as “*he would speak.” following Kielhomn (1898, p.19 [repr. 1969, p.296]),
and in line with isvaro vdditoh sdn vacam na vaded “though being able to speak, would not speak.”

? MS 1:11:9[170,21-171,3] = KS 14:9[208,17-19]
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ceased to give milk (dhenustart) to Sarasvati so that the adversary’s speech may be averted
ot diverted by means of vac. cxplains the Maitravani Samhita (2:5:4[52.11-13]):

sarasvatim dhenustarim d labheta ydh ksétre pasisu va vivadeta

vag vdi sdrasvati vacdivdisam vacam vimkte
Likewise. in the Aitareya Brahmana (3:3:9), the officiant. it is said. should recite the
Sarasvati mantras in confusion to deprive the patron of a sacrifice of speech:

vam kamayeta vacainam vyardhayaniti sarasvatam asva lubdham

samsed rcam va padam vativat tenaiva tal lubdham vacaivainam

tad vvardhayvati

If he desire of a man, ‘Let me deprive him of speech.’ he should

recite for him (the triplet) to Sarasvati in confusion; he should

pass over a verse or a line; thereby is it confused; verily thus he
deprives him of speech.'

il. Speech as Knowledge

Vic. however, as we have seen, has never been merely speech.'' In the Brahmanas
she is that which is embodied in and communicated through speech: she is knowledge.
Above all, she is knowledge in the form of the Vedas. Vac is the mother of the Vedas
(védanam madta)." She is also the Vedas themselves (SB 6:5:3:4):

mahisi hi vak trvalikhita bhavati tredhavihita hi vag fco
vdjursi samany dtho yad idam trayam vaco ripam...

' Translation by Keith in 1920, p.167.
" See pp.36-37 above.

* TB 2:8:8:5. Cf. SB 5:5:5:12 etdd vdi sahdsram vdcdh prdjatam ydd esd trayo védah... “the three Vedas
are the thousandfold progeny of speech.”
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... for the cow Vic is delineated as threefold. Vac is divided into
three kinds: rc. vajus. saman, which is the threefold form of
vic..."”

Vac’s territory, however, does extend beyond the Vedas to embrace all forms of
knowledge. As all waters meet in the ocean. explains the Satapatha Brahmana (14:5:4:11)."
all sciences (vidva) merge in Vac:

sa ydtha sarvasam apam samudra ekdavandm...
evdm sarvasam vidvanam vag ekavanam //
All that is to be known is known through Vac, says sage Yajiiavalkya to king Janaka in the
Satapatha Brahmana (14:6:10:6):
rgvedo vajurvedah samavedo 'tharvangirdsa itihasah purandm
vidva upanisadah $lokdh satrany anuvyakhyanani vvakhvanani
vdcaiva samrat prd jinavante...
Through Vac alone, O sovereign. are known the Rg Veda. the
Yajur Veda. the Sama Veda. the [mantras of the] Atharvan- and
Angiras-priests (= .Atharva Veda), history, ancient lore, the
sciences. the Upanisads. verses, aphorisms, explanations. [and]
commentarics."’
And vdg vdi sdrasvati. While Sarasvati in the Rg Veda presided over dhi, when inspired

thought was translated into speech in the form of recitation, and transmitted as knowledge

from generation to generation, Sarasvati as Vac became a source of knowledge.

' CE $B 10:5:1:2 sd vd esa vik tredhavihitd / feo ydfimsi sdmani...

“ $B 14:5:4:11 =SB 14:7:3:12=BAU 2:4:11 = BAU 4:5:12
¥ SB 14:6:10:6 = BAU 4:1:2
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b. Prajapati and His Daughters

1. Prajapati and Vac

The Rg Veda notion of Viac as all-pervading creator is redefined in the Brahmanas
and the Brahmana passages of the Yajur Veda in relation to the creator Prajapati. In the
Satapatha Brahmana comment on a passage in the Vajasanevi Samhita (9:1). where the
Lord of Speech (Vicaspati) is mentioned, it says that Vicaspati means Prajapati: prajapatir
vai vacaspatih (SB 5:1:1:16).'® Prajapati made himself swell with specch. and he made her
his follower: vdcaiva tat prajapatih punar atmdnam dpydvavata... vacam dnukam atmdno
"kuruta... (SB 3:9:1:7). Speech is Prajapati’s creation or offspring. for she is second to him.
but she is also his consort, with whom he unites to create beings. the Kathaka Samhita
explains (27:1[137.8-10]):

prajapatir va idam asit tasva vag dvitiydsit 1am mithunam sam
abhavat sa garbham adhatta... semdh praja asrjata sa prajapatim
eva punah pravisat...
There was Prajapati. Speech was his second. He united with her.
[and] she conceived... She emitted these beings, [and] re-entered
Prajapati.
If Prajapati is to couple with anyone or anything, it must nccessarily be with his own

offspring, for he is the creator of all and exists alone prior to creation. Prajapati is also

® Vdcdspati appears already in the Rg Veda as an epithet of Soma for instance (9:26:4¢c; 9:101:5¢).
Originally two independent words, vdcds and pdri, it is traditionally considered a compound, aithough the
preservation of the two accents suggests two separate words.
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sacrifice.'’ and therefore, as Sylvain Lévi explains.'® naturally has speech as his helper,
since rite is inseparable from formula. It is thus specifically through speech. in one form or
another, that Prajapati chooses to procreate.'® as the Pasicavimsa Brahmana (7:6:2) indicates:

sa adidhita garbho vai me 'vam antar hitas

tam vaca prajanaya iti

He thought intently: “This embryo of mine is placed inside [me].

That [ shall engender through speech.™

Sometimes instead of speech it is by means of specific words that Prajapati creates,

as in the Satapatha Bréhmana (11:1:6:3):

sa bhiir iti vyaharat séydm prihivv abhavad bhiva iti tdd iddm

antdriksam abhavat svar iti sasau dyaur abhavat...

He uttered bhith, [and] that (bhith) became this earth. [He uttered]

bhuvah, [and] that (biivah) became this intermediary space. [He

uttered] svah. [and] that (svah) became yonder sky.
Thus when Prajapati utters words, it is those very words that transform themselves into the
carth, the intermediary space. and the sky. Pronounced speech becomes creation, and
therefore creation is speech in a particular form—speech that has taken form. Likewise in

the Paricavimsa Brahmana. Prajapati creates the universe by pronouncing. When he

" E.g. MS 3:6:5[65.3] vajii vai prajdpatik; SB 1:7:4:4 sd vdi yajiig eva prajdpatih; AB 7:7:2 prajpatir
yajnah.

'* 1898, pp.21-22.

" There are indeed passages where Prajapati is said 1o create or procreate alone (e.g. TB 2:2:9:1-10). My
study, however, is not on Prajapati as such, and therefore [ discuss only the passages where he appears cither
with Viac or another of his daughters, in so far as this father-daughter relationship bears on the Puranic
Brahma-Sarasvali relationship. For a study of Prajapati, see Lévi 1898, pp.13-33, for instance.
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pronounces. he divides all-pervading speech™ into three sounds (PB 20:14:2):

prajapatir va idam eka asit tasya vag eva svam asid vag dvitiva
sa aiksatemam eva vdcam vi srja ivam va idam sarvam vibhavanty
esvauti sa vacam vy asrjata sedam sarvam vibhavantv ait
sordhvodatanod yathapam dhara santataivam tasva eti trtivam
acchinat tad bhumir abhavad abhud iva va idam iti 1ad bhumer
bhumitvam ketitrtivam acchinat tad antariksam abhavad antareva

va idam iti tad antariksasvantariksatvam ho iti trtivam urdhvam
udasyat tat dvaur abhavad adyutad iva va ada iti 1ad divo
divatvam //

Prajapati was here alone. Only speech was his own. speech his
second. He considered: “Let me emit this speech. She will go on
pervading all this.” He emitted speech. and she went on pervading
all this. She extended upwards likc a continuous stream of water.
Saying “a.” he cut a third of her. That became the earth. “This
has come into existence (abhut) as it were.” [he said]. That is
why the earth is called bhitmi. Saying “ka.” he cut a third [of
her]. That became the middle region. “This is in the middle (antara)
as it were,” [he said]. That is why the middle region is called
antariksa. Saying “ho.” he threw upwards a third [of her]. That
became the sky. “That yonder has lit up (adwutatr) as it were. [he
said). That is why the sky is called dvaus.”

Thus there are different ways in which Prajapati joins with his offspring Vic to
create: he unites with her as his consort (KS 27:1[137.8-10]; PB 7:6:2-3) and she then

emits beings. or he pronounces either words or sounds (speech). which take form (SB

11:1:6:3; PB 20:14:2).*

 Cf.SB 6:1:1:9 ... vdg evisya sdsrjyata sédém sarvam dpnot...
* Another possibility is found in the Aitareya Brahmana, where beings are emitted affer he utters a
particular formula (2:33:5): prajapatir va idam eka evagra asa so ‘kamayata prajaveya bhuyan syim it sa
fapo ‘tapyata sa vacam ayacchat sa samvaisarasya parastdid vvaharad dvadasakrtve dvddasapada va esd
nivid etam vadva tam nividam vydharat tam sarvani bhutany anv asrjyanta “Prajapati was here all alone in
the beginning. He desired: “May | procreate. May I become more.” He heated himself. He restrained speech.
After a full year he spoke twelve times. This [well-known] invitation formula (nivid) has twelve verses. It is
this aivid which he uttered. Afer that (nivid) all beings were emitted.”
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ii. Rg Veda Background

The theme of the union of the father with his daughter occurs already in the Rg Veda.
In fact, if we carefully compare the relevant Rg Veda passages with the Brahmana accounts
of Prajapati and his daughter, as we shall do, it becomes amply clear that the Brahmana
stories are derived from thc Rg l'eda stanzas. The Brahmana accounts, in turn, form the
basis for the Puranic Brahma-Sarasvati relationship, as we shall sce. Hence these Rg Veda
stanzas and their Braihmana derivatives are of vital importance in understanding the mythology
that grew up around Sarasvati by the time of the Puranas.

In past scholarship dealing specifically with Brahma and Sarasvati or Prajapati and
his daughter, some of the relevant Rg Veda and Brahmana passages have been referred to,
summarized. and at most a line or so has been quoted.”” Many of the Brahmana accounts
have been taken up—or rather listed—in the context of Brahmana studies.” while the Rg
Veda stanzas have been discussed in Vedic studies.” As far as I am aware. all of the
relevant Vedic passages have never been systematically discussed side by side in order to
show their connection with one another.” It is precisely this task. then. which I would like
to take up here.

Macdonell cautiously suggests that RV 1:71:5 and 10:61:5-7 “seem” to be the basis

= Dixit 194344; Kantawala 1958-59; Dange 1963: Kantawala 1980-81.
¥ See Lévi 1898, pp.20-23, for instance.
For instance, Oldenberg 1909, vol. |, p.74; Geldner 1951, vol.l, p.93n.; Dange 1979, pp.142-145.

At best, Dange in 1963 briefly summarized a few of the Vedic and Puranic passages. Although he
claimed to have taken up “all the accounts where the myth of Prajapati and his daughter occurs” (p.43), this
was not the case. He neither quoted nor translated any of the passages in question.
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for the myth of Prajapati and his daughter.*® Sadashiv Ambadas Dange refers to Macdonell,
but takes only 10:61:5.7 as “the probable origin of this myth.””’ S.G. Kantawala, on the
other hand, does not speak of probabilities, but simply claims the “germs of the incestuous
relation between a father and a daughter” as depicted in the Matsva Purana to be traceable
to RV 1:71:5 and 10:61:5-9.”® Nevertheless. in referring to the Rg Feda passages as the
“germs” from which the Brahma-Sarasvati myth has arisen, he too is being cautious.
identifying links in a rather vague, distant way. I suspect what he had in mind here was the
Puranic inhcritance of the father-daughter incest theme from Vedic literature. rather than
direct links between the relevant passages.
Let us turn then these Rg }'eda stanzas.

1:71:5

mahé yat pitra im rdsam divé kdr

dva tsarat prsanvas cikitvan /

srjad asta dhrsata didyum asmai

svavam devo duhitdri tvisim dhat //

When he (Agni) had prepared [seminal] fluid for the great father

Heaven, he (Heaven), being aware of flirtations™ came down

stealthily. The archer boldly shot his arrow at him, when the god
(Heaven) had put his energy into his own daughter.

This stanza has been interpreted in various rather different ways. He who comes down

* 1897, p.119.
71963, p.46.

** 1980-81, p.219. See also Kantawala 1958-59, p.39. The Matsya Purdna myth referred to by Kantawala
is discussed below on pp.131-35.

* The feminine noun prsani, touching or caressing. may come from root spars, to touch (Mayerhofer
1996, vol.2, pp.163-64). See also EVP vol.16, p.137: “gestes d’amour pour attirer,” properly “attouchements.”
The word appears in three passages of the Rg Feda (1:71:5b; 10:61:8d; 10:73:2a), in the last of which,
according to Renou. it means courtesan.
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stealthily is Heaven according to Oldenberg™ and Renou.’' the archer according to Geldner. *
The one referred to as prsanyads cikitvan is then interpreted by Oldenberg as Heaven who is
aware of the females. by Renou as Heaven who is skilled at flirting, and by Geldner as the
archer who is awarc of the fliting (of Heaven with his own daughter). In Oldenberg’s
understanding, therefore, father Heaven comes down stealthily to approach the females,
but is driven away by the archer’s arrow, and thus turns to his own daughter. According to
Geldner and Renou, on the other hand, on the basis of their understanding of prsanvih here
as flirtations.” Heaven's intention has always been with his own daughter. Despite the
difficulties presented by this stanza. what is essential for us here is the incestuous nature of
the relationship of the father with his own daughter. and the shooting of an arrow at him by
an archer.
The incest theme recurs in RV 10:61:5-7, with the main fcatures appearing in

stanza 7:*

10:61:7

pita vat svam duhitaram adhiskan

ksmaya rétah samjagmano ni sificat /

svadhyo [']janavan brahma deva

vastos patim vratapam nir ataksan //

When the father had jumped on his own daughter, he spilled his

semen on the carth when making love to her. The gods of good
intention produced brdhman. {and from that brahman] they

1909, vol. 1, p.74.
' EVPvol.12,p.17.

[

1951, vol.1, p.93n.

* As mentioned in note 29 above, there is one instance (RV 10:73:22) in which Renou understands prsani

to mean courtesan.

* RV 10:61:5-6 describe the sexual act.
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fashioned out the Lord of the Sacrificial Ground (vastos pdti)

who protects observances .
Vastos pdti, who appears in 10:61:7d, is, according to Oldenberg,* the guardian spirit of
the place. Geldner, on the other hand, refers to Sdyana, who believes it is Rudra.’® Clearly
on the basis of later accounts of Prajapati/Brahma’s union with his own daughter, Renou
understands the archer in 1:71:5¢ to be Rudra.”’” Although neither the archer nor vastos pdti
can definitely be connected with Rudra in the Rg Veda,” later, vastos pati does indeed
come to be identified with Rudra, as in the Taittiriva Samhita (3:4:10:3), for example:
rudrah khalu vai vastospatih. Rudra also appears in the Maitravani Samhita (4:2:11[35.11-
15]), Satapatha Brakmana (1:7:4:1fF.), and Jaiminiva Brahmana (261-62) accounts of
Prajapati’s union with his daughter. In the ditareva Brahmana (3:33:2-3), refcrence is
made to him as Bhitapati as well as Pasupati, on whom lordship over cattle is bestowed.
Rudra, who is Bhitapati already in the Atharva Veda (2:14:4; 11:2:1; 11:6:21), is referred
to as Pasupati in the Vajasaneyi Samhita (24:3), Maitravani Samhita (4:2:11[35.13-15]).
Satapatka Brahmana (5:3:3:7). and other texts. In this connection. it is not without interest
that vastos pdti, together with Soma. is called on in the Rg Veda (7:54:2ab) to confer
prosperity in cattle and horses: vastos pate pratdarano na edhi gayasphdino gobhir
asvebhir indo / In the Paricavimsa Brahmana account of the incestuous union (8:2:10),

Rudra or Pasupati are not referred to, but cattle are mentioned.

#1912, vol.2, p.265 on RV 10:61:7.
* 1951, vol.3, p.228.
" EVP,vol.12, p.17.

" {n RV 7:54:2ab (quoted in main text), vdstos pdti scems to be identified with Soma, who is here referred

1o as indu, “drop.” At least in this hymn, vdstos pdti is clearly not Rudra.
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There is one other passage in the Rg Feda noted by Dange. wherein the father-daughter

incest is also mentioned:
3:31:1
sdasad vahnir duhitiir naptvam gad
vidvam rtasya didhitir saparyan/
pita vatra duhitih sékam riijan
sam Sagmyena madnasa dadhanve //
(Agni) the conveyor (of the sacrifice) went to the granddaughter,
(daughter) of the daughter, instructing (her). knowing the truth,
cherishing the insight, when the father. directing his (seminal)
flow for the daughter, with an able mind let (it) run.

Rta is truth and order. Agni who cherishes his own insight into it is thus comparabie to

vastos pati who protects the observances (vratapd) in 10:61:7d.

iii. Prajapati and Usas or Dyaus

[n the Brahmanas, as we have seen. Prajapati unites with his daughter Vac as consort.
He also takes other offspring as his consort. namely Usas (Dawn) and Dyaus (Sky).
Although the Puranic Brahma-Sarasvati relationship is a kind of continuation of that of
Prajapati and Vac by way of name change. for Prajapati becomes Brahma, and Sarasvati-Vac
are one and the same already in the Brahmanas, Prajapati’s relationships with his other
daughters play a significant rolc in shaping the Brahma-Sarasvati myth. They are also the
connecting links with the Rg Veda passages discussed above, from which they are clearly
derived. Let us examine then the Brahmana myths of Prajapati and Usas or Dyaus.

There are five Brahmana accounts of Prajapati with Usas or Dyaus as daughter-consort:
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1) Maitrayani Samhita (4:2:12[35.11-15])

2) Satapatha Brahmana (1:7:4:1-3)

3) ditareva Brahmana (3:33)

4) Paricavimsa Brahmana (8:2:10)

S)Jaiminiva Brahmana (3:262)
To these may be added a sixth from the Kausiraki Brahmana (6:1:1-12), where Prajapati’s
incestuous desire for his daughter is passed on to his offspring. From among Usas and

Dyaus. Usas. it should be noted, is the more prominent of the two. with Dyaus appearing as

an alternative possibility in the Satapatha (1:7:4:1) and Aitareva (3:33) Brahmana accounts.

Maitrayani Samhita (4:2:12[35.11-15))

In this account. Prajapati and his daughter take animal forms as if to reduce the act to

an animal level.

prajapatir vdi svam duhitaram abhy dkamavatosdsam
sa rohid abhavat tam rsyo bhitvadhy ait

Prajapati desired his own daughter Usas. She became a red deer,

[and he.] having become a buck. went on top of her. [35.11-12]
What followed is derived directly from RV 10:61:7d and 1:71:5c¢, in that order:

tdsma dpavratam achadayat tdm dyatavabhiparvavartata

To him (Rudra) it seemed a perversity. He (Rudra) turned round

to him (Prajapati) with an [arrow] aimed at (him). [35,12-13]

Vastos pati of RV 10:61:7d was characterized as protecting the observances (vratapa).
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Here, one who comes to be called Pasupati and Rudra [35.14-15] perceived Prajapati’s
union with his daughter Usas to be against vrata (dpavrata [opposite of dnuvratal). Thus,
like the archer in RV 1:71:Sc who shot his arrow at Heaven, Rudra aimed his arrow at
Prajapati. The alarmed creator tried to stop him, but failed:

tasmad va abibhet so 'bravit pasindm tva pdtim karomy dtha

me masthatad va asvaitdn nama pasupdtir i tdm

abhyayatyavidhyat so 'rodit tdad va asvaitdan nama rudrd iti

He (Prajapati) was afraid of him. He (Prajapati) said: “I will

make you the lord of cattle. So do not shoot at me.” Therefore he

is called Pasupati. Having aimed at him (Prajapati), he (Pasupati)

pierced him. He (Prajapati) cried. That is why he (Pasupati) is
called Rudra .

Satapatha Brahmana (1:7:4:1-3)

[n this account, Prajapati’s daughter Usas becomes interchangeable with Dyaus. whose
name has now crept into the story. and the transformation into animal forms is omitted.
prajapatir ha vai svam duhitdram abhi dadhvau /
divam vosdsam va mithuny énava svam iti tam sam babhiiva //
Prajapati set his mind on his own daughter, either Sky or Dawn.
“May I pair with her.” (he wished). He made love to her. (1:7:4:1)
The sense of the sinfulness of Prajapati’s act, which was attributed to the one about to
become Pasupati-Rudra in the Maitravani Samhita (4:2:11[35,12-13}). is here assigned to

the gods. They call on the lord of cattle to punish him (1:7:4:2-3):
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tad vai devanam aga asa / va ittham svam duhitdaram asmakam
svasaram karotiti // té ha deva icuh / vo 'vam devdh pasiinam
iste ‘'tisamdhdm vd ayim carati va ittham svam duhitaram
asmakam svdsaram karoti vidhvemam iti tam rudro 'bhydvdtva
vivvadha tasya sami rétah pra caskanda tathén niunam tdd dsa //
That indeed was a sin for the gods: “He who acts thus towards
his own daughter, our sister. [commits a sin].” {2] Those gods
then said to this god who is lord of cattle: “An act of transgression
he commits who acts thus towards his own daughter. our sister.
Pierce him.” Rudra, having aimed at (him), pierced him. In the
middle (of the act), his semen spurted forth. Thus indeed it was.

3]

Aitareva Brahmana (3:33)

In this account, the interchangeability of the daughter’s identity is explained as based
on divergent opinions. While some said she was Dyaus, others said she was Usas: prajapatir
vai svam duhitaram abhy adhvavad divam ity anya ahur usasam ity anve. Here, as in the
Satapatha Brahmana. therefore, there is an awareness of different versions of the story.
The Aitareva Brahmana account then follows the Maitravani Samhita. in that Prajapati
takes the form of a buck and Dyaus or Usas that of a decr (tdm rsvo bhitva rohitam
bhitam abhy ait ). As in the Satapatha Brahmana. the gods seek to punish him for his act.
Instead of calling on the one who is already “lord of cattle” (SB 1:7:4:3). however, they
produce a being of dreadful form who asks for this title as a boon for piercing Prajapati.
The Aitareva Brahmana gods thus bestow on him that which the Maitravani Samhita
Prajapati granted in fear and in vain to the one who was preparing to shoot at him. A bribe

s0 as not to act has become advance payment for requested services:
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tam deva apasyann akrtam vai prajapatih karotiti te tam aichan
Ya enam arisyaty etam anyonvasmin navindams tesam va eva
ghoratamas tanva asars ta ekadha samabharams tah sambhria
esa devo 'bhavat tad asyaitad bhitavan nama [1] bhavati vai sa
Yo ‘svaitad evam nama veda [2] tam deva abruvann avam vai
prajapatir akrtam akar imam vidhyeti sa tathety abravit sa vai
vo varam vima iti vrmisveli sa etam eva varam avrnita pasianam
ddhipatyam tad asyaitat pasuman nama (3] pasuman bhavati vo
svaitad evam nama veda [4]

The gods saw him (Prajapati). “Prajapati does what is not done.”
They sought one who would get at him. They could not find this
(god) amongst one another. Their most dreadful forms they
gathered into onc. Brought together those (forms) became
(abhavat) this god. Therefore this name of his (i.e. Bhitapati)
contains (the word) bhata. [1] He thrives who thus knows this
name of his. [2] To him the gods said: “Prajapati here has done
what is not done. Picrce him.” “So be it.” he said. “Let me
choose a boon from you.” “Choose.”(they said). He chose this
boon: overlordship of cattle (pasu). Therefore this name of his
(i.c. Pasupati) contains (the word) pasu. [3] As an owner of cattlc
he thrives. if he thus knows this name of his. [4]

When the being (Rudra) then picrces him, Prajapati goes flying into the air. His semen

gushes out and becomes a pond.*

Paricavimsa Brahmana (8:2:10)

This account is very short, omitting the reaction of the gods and Rudra’s punishment.

Cattle arc made out of Prajapati’s spilled semen so that it is not spoiled:

¥ Akrtam means “that which has not been done,” implying “that which should not be done.”

“ tam abhyadyatyavidhyat sa viddha urdhva udaprapatat... [5] tad va idam prajapate retah siktam
adhavat...
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prajapatir usasam adhy ait svam duhitaram tasya retah parapatat
tad asvam ny asicvata tad asrinad idam me ma dusad iti tat sad
akarot pasin eva //

Prajapati went on top of his own daughter Usas. His semen flew
away. It was poured on this one (the earth). He made it perfect.
(thinking): “let this of me not be spoiled.” He made it (something)
real, namely cattle.

Jaiminiya Brahmana (3:262)

As the gods in the Aitareva Brahmana account (3:33:1) produced Bhiitapati/Pasupati
by bringing together their most dreadful forms, in the Jaiminiva Brahmana they created
Rudra from what in themselves was crude. Their initial purposc for fashioning him out.
however, was not to punish Prajapati for his transgression, but rather to make themsclves
fit to perform a sacrificial session by removing the crude part from within themselves. The

Jaiminiva Brahmana story thus begins just as the gods are commencing the session:

deva vai sattram upayanto 'bruvan vyan nah kriram dtmanas
tan nirmimamahai / md sakrira upagameti / tad yad esam
kriuram atmana asit tan nirmdva saravayoh sammarjam
nvadadhur / atha sattram updyams / tata eso ‘'khalo devo
‘javata / tad yac charavabhvam ajavata tad asyaitan nama /
esa ha vava so ’'gnir jajiie / na hainam esa hinasti ya evam
veda /

Starting a sacrificial session, the gods said: “That [part] of us
which is crude, let us give form to. Let us not start with (that
which is) crude.” Having given form to that [part] of themselves
which was crude. they wiped it clean and placed it between two
vessels. [one covering the other]. Then they started the session.
Thereupon this dangerous*' god was born. Because he was born

4}

The adjective akhala is probably a misspelling of aghald (from aghd n. evil), wpich appears in AV
8:8:10c (mryor vé aghala dutah “the dangerous messengers who are of death™), in SB 12:7:3:20 where
aghala devata is Rudra, and four times in JB 2:266:12fT. qualifying dangerous wild animals, like the tiger
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from the two vessels (sarava), that is why he has this name (i.e.
sarva, a name of Siva). That Agni was really born as this one.
This one does not harm him (the sacrificer), if he knows thus.

When this Rudra-Agni then inquired as to why the gods had created him. they
replied. leaving their initial purpose of “self-purification™ behind. that it was for supervision,
so he would kill one who might transgress: aupadrastrvavety abruvan yo ‘'tipadavat tam
handsa iti / It is only then that the story of Prajapati and his daughter—in this case Usas
and no other—is told. As in the Maitravani Samhita and the Aitareyva Brahmana. they take
animal forms. Supervisor Rudra-Agni then recalls the purpose of his existence and pierces

Prajapati:

prajapatir hosasam svam duhitaram abhy adhyavat / sasmai
rohid bhuatvatisthat / tam prsato bhutvaskandat / sa aiksatasmai
vai mam deva ajijanann aupadrastrvdaya / ati va ayam padayvati
hantainam vidhyaniti / tam avidhvat / sa viddha etad ripam
pratvasyordhvodakramat //

Prajapati set his mind on Usas, his own daughter. She, having
become a deer. stood still for him. He. having become a buck.
jumped on her. He (Rudra-Agni) reflected: “For this have the
gods produced me, for supervision. This one (Prajapati)
transgresses. Let me pierce him.” He pierced him. Pierced. he
threw off this (buck) appearance and rose upwards.

(aghalas simha aghelds sardula aghald rksa rksika aghala ahayo ‘jagardh). Hence it has the sense, particularly
in the Jaminiya Brahmana, of dangerous rather than evil. The “dangerous god” in our passage is Rudra, as
the SB makes clear. Caland (1931, p.166, note 3), however, understands akhala to mean “not-wicked,” and
thus to be a euphemism like siva “the friendly one™ because he is unfriendly. According to this understanding,
therefore, the name Rudra is not used so as not to invoke his “wicked™ presence, for by naming, as we have
seen on p.71 above, that which is denoted by the name comes into existence.
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Kausitaki Brahmana (6:1:1-12)

The Kausitaki Brahmana account has a different twist on the story. Here the issue of
Prajapati’s incest is avoided altogether by passing the incest on. so to speak. to his offspring.
It is not cntirely passed on, however, because although they are aroused by their sister

Usas, they never actually commit incest with her. as Prajapati did with his daughter.

prajapatih  prajatikamas tapo ‘tapyata / tasmat taptat
panicajavanta / agnir vavur aditvas candramd usah paficami /
tan abravid yiiyvam api tapvadhvam iti / te 'diksanta / tan diksitams
tepdnan usah prajapatvapsaroripam krtva purastat pratvud ait /
tasyam esam manah sam apatat / te reto 'sificanta / te prajapatim
pitaram etvabruvan / reto va asicamahai ** tan no mamuya bhid
iti / sa prajapatir hiranmayam camasam akarot... tasmin retah
sam asincat /

Prajapati. desiring offspring. heated himself. From him being
heated. five [beings] were born: Agni. Viyu, Aditya, Candramas,
and Usas as fifth. He said to them: “You also, heat yourselves.”
They consecrated themselves. Facing them being consecrated.
[i.e.] having heated themselves. Prajapati’s daughter Usas rose
up in the east, having taken the form of an apsaras. Their mind
fell in (love) with her all at once (sam). They spilled their semen.
They came to Prajapati their father and said: “We have spilled
our semen. Let this (semen) of us not become in that (bad) way.”™
Prajapati made a golden cup... into that he poured it (the semen
of Agni. Vayu, Aditya, and Candramas) together.

Thus there is a shift away from any blameworthy action on the part of the creator. The

incestuous union of the father with his daughter does persist in the Puranas. and Prajapati’s

“ The hybrid form asicamahai, beginning as a root-aorist but ending as a subjunctive, cannot be correct.
As Keith (1920, p.377n) points out, it should be the aorist asicamahi.

* The amuyva bhu “become in that way” is identical with pdpdyd amuyd bhi “become in that bad way,”
which occurs less frequently. In the Rg Veda. amuya occurs on its own four times (1:32:8a; 4:18:1d;5:34:5¢;
10:89:14d) and three times with pdpdyd (pdpdyvamuya) (1:29:5b; 10:85:30b; 10:135:2b).
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union with either Vac. Usas. or Dyaus forms the basis for the Puranic Brahmai-Sarasvati
relationship, where Prajapati-turned-Brahma falls in love with his daughter Sarasvati and
takes her for his consort. Concern about the impropriety of incest. however, remains an

issue, and it is addressed, rather at length. as we shall see. in the Marsva Purdna (4:1-11).*%

c. The Barter for Soma

The Brahmanas and the Brahmana passages of the Yajur Veda Sambhitds include
seven accounts of a myth wherein Soma is stolen by gandharva Visvavasu. and then
bought back by thc gods by means of Vac:

1) Maitravani Samhita (3:7:3[77.14f%.])

2) Kathaka Samhita (24:1[90.3ff.])

3) Kapisthala Katha Samhita (37:2[227.16ff.])

4) Taittiriva Samhita (6:1:6:5-6)

5) Aitareva Brahmana (1:27)

6) Satapatha Brahmana (3:2:4:1-7)

7) Vadhala Brahmana (Caland 1927, p.158 [repr. 1990, p.458])*
This myth presents a number of interesting points, two of which [ would like to focus on
here: the appearance of Vac in the form of a woman or a girl and the first signs of her

connection with music. These two aspects, furthermore. extend their impact onto Sarasvati,

with whom Vic, as we have seen. is identified already in the Samhitds and then repeatedly

“ See pp.134-35 below. The Puranic account which most closely follows the Brahmanas is Brafima
Purana (102:2cd-8ab), where the transformation into animal forms is maintained.

“ A critical edition of the basic texts (Brihmana or Anvakhyina, Srautasiitra, and Grhyasttra) of the
Vadhila school is being prepared by Professor kari Yasuke #$#F4R# of the Kydto Daigaku Jinbunkagaku
Kenkyijo REEAPLAXLXELHFEAR (Institute for Research in Humanities at Kyoto University). In
collaboration with Professor Michael Witzel, he is also preparing an annotated translation of the entire
Vadhula Brahmana. As far as the story of the Barter for Soma is concerned. Professor Ikari's working critical
edition of it (4:29), which he most kindly showed me, is largely the same as Caland’s.
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in the Brahmanas and the Brihmana passages of the Samhitas.*® where this myth occurs.
Hence the appearance of the vind in the Satapatha Brahmana version of the story could
hardly have been without significance for the subsequent vina -bearing Sarasvati.

I will discuss here the seven Brahmana accounts of the Barter for Soma and conclude

with a brief description of the account in the Brahma Purana (105:1-18) derived from the

Aitareva Brahmana version.

1. Maitrayani Samhita (3:7:3[77.14f1.))

As the Maitravani Samhita recounts. gandharva Visvavasu stole Soma from Gayatri
and kept it for three nights (3:7:3[77.14-15]). The gods then said [77. 16-17]:
strikdma vai gandharvd vdcam eva sambhftva vidtha vosid
anapakseydtameva tdya niskrindméti
The gandharvas desire women. Having prepared Speech—as a
young woman of undiminishing youth [would be, so she was
prepared]—with her let us barter him out.’

And so it was that Vac was exchanged for Soma. The gods. however. were not satisfied. it

would seem, for they then decided to reclaim Vac (dnvrtivamaha iti).** This was the birth

“ See p.65 above.

" Speech is likened to a woman already in RV 10:71:4cd: utd tvah pdsyan nd dadaria vicam utd tvah
srnvdn na smoty enam - utdé tvasmai tanvam vi sasre jayéva pdtva usati suvdsah -+ “Someone, though
watching, has not seen Speech. Someone, though listening, does not hear her. But to some (other) one she has
opened (her) body, as a desiring wife, beautifully attired, (would open herself) to her husband.”

43

According to Ingrid Kiihn (1970, pp.91-93), who discusses the forms of dnu-rtiydmahai (MS 3:7:3
[78.1]) and dnu-drtivanta (MS 3:7:3{78,1]; KS 24:1[90.9]; KpS 37:2(228,3]) in the context of our myth, the
meaning here is that after (dnu) the legitimate barter of Vac for Soma, the gods contested it.
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of untruth (14d dnrtasya janma). for. as Ingrid Kiihn points out.* the gods’ contestation of
a legitimate barter was illegitimate. “Let us invoke (her) separately,” they said.* and a
wooing competition between the gandharvas and the gods ensued: the gods invoked her
with song (gatham deva agdavan ) while the gandharvas uttered a charm (brahma gandharva
avadan). She then turned to the gods (sa devan upavartata).

A reading of brahman as truth formulation® would suggest that Vac chose music
over the Vedas—entertainment over knowledge—which is precisely the understanding of
the Satapatha Brahmana (3:2:4:5-6).%* The gandharvas. however, are not known to have
any particular connection with, or knowledge of. the Vedas.” They do not. furthermore.
“recite” (Sams), as would bc appropriate for a hymn or a prayer, but they “utter” or
“pronounce” (vad). On the other hand. one might argue, Vac rcpresents all forms of
knowledge (SB 14:5:4:11) and embodies the Vedas in particular (SB 6:5:3:4). and thus the
proclamation (if not recitation) of the Vedas would be a logical choice in competing for the
goddess of knowledge. Her function in this myth. however. is not in thc form of goddess of

knowledge. but rather as a woman: the gandharvas are not said to desire knowledge. in

® Kihn 1970, p.92.

* Although it would seem to be the gods who say this to the gandharvas (té "bruvan vihvaydmaha iti), in
the KS (24:1[90.9-10}) and the KpS (37:2[228,4]) it is the gandharvas who suggest this: 1é gandharva
abruvan vihvayamaha iti.

"' See Thieme 1952, pp. L 18-119 [repr. 1971, pp. 127-128). Although Thieme does not discuss this Maitrdyani
Samhita passage, he does take up the parallel Taittiriva Samhita passage (6:1:6:6) in note 3 of p.119 [repr.
p.128], interpreting brdAman as truth formulation, either in the sense of mystical truths or as the threefold (rc.
saman, yajus) knowledge, in light of SB 3:2:4:5 (véddn evd procire). Brahman in the sense of incantation,
spell. or charm, on the other hand, is prevalent in the Atharva Veda. as in 4:37:11, for instance.

# See pp.93-94 below.

53

Kiihn (1970, p.92) believes the gods use a trick in choosing to sing, for song is the domain of the
gandharvas. By the time of the Mahabharata, the gandharvas are indeed musicians (sce Hopkins 1915,
p.154), but this does not seem to have been the case in Vedic texts. At most, the Atharva Veda (4:37:Tab)
mentions the “dancing” gandharva: anrtyatah... gandharvisya...
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which case Speech as goddess of knowledge would have been sent to them; they are said to
desire women.”* and thus Vic in the form of a “young woman of undiminishing youth.”
much like anapsaras. the usual spouse of a gandharva ** is exchanged for Soma. Consequently
it is a woman whom the gods and the gandharvas vie for, and the means they resort to in
order to win her over are chosen accordingly. As a man might usc a line, speak some
“magical” or captivating words to catch a woman’s attention, recite poetry or serenade her
to win her heart, the gandharvas resort to a charm and the gods to a song. The use of
charms to win a woman’s love was not uncommon, as evidenced in the Atharva Veda
(2:30: 3:25; 6:8-9. 82. 102, 139).*° Hence the consequences of her choice are then explained
in terms of what a woman loves (MS 3:7:3(78.4-61):

tdsmat vivahé gatha givate 1dsmat gavant strivah privas tad va

evam vidvan gatham gavan hdstam grhlati sam hi jirvatah sarvam

avur ito nartim nitas

Therefore a song is sung at a wedding. Therefore one who sings

is dear to a woman. That is why onc knowing thus, singing a

song, marries. Then the two (the married couple) age together.

They live their whole lifespan. They do not get into difficulty.
Thus for a man the road to happy matrimony is by way of song—tragic indeed the fate of

the tone-deaf!

As for the Soma barter, the text concludes (MS 3:7:3[{78.6-7]):

% Cf. AV 4:37:11d gandharvih sacate striyah

* AV 2:2:5cd tabhyo gandharvdpatnibhyo ‘psardbhvo karam ndmah .
AV 4:37:Tb gandharvdsyapsarapatéh

% Likewise charms were used to win a man (AV 2:36: 6:60,89,130-32).
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F3

tad ahur a vai sa punar agachan ndivé kim cand
somakrdyaniti //

About that [Soma barter] they say: “She (Vac) did come back.

There is no female with whom one barters for Soma.”
The gods were indeed clever in invoking her with song. for in this way. she was only
temporarily exchanged for Soma. It should be notcd here that a woman’s love of music. or
the conception of the author(s) that all women love music. is not under judgement—much
less under criticism—in this passage. It is appropriate to Vac as speech, for speech is

meaningful sound, which in song is set to music.

ii. Kathaka Samhita (24:1[(90.3ff.}) and Kapisthala Katha Samhita (37:2[227.16fT.])

The Kathaka and Kapisthala Katha Samhita accounts arc almost identical. apart
from a line not included in the Kathaka Samhita and a passage of the Kathaka Samhita
corrected by Raghu Vira in his cdition of the Kapisthala Katha Samhita in accordance with
his rcading of the Kapisthala Katha Samhita.

When the gods asked the gandharvas to return Soma to them. the gandharvas refused.
The gods then considered bartering him back with a cow. but ultimately decided to send a
woman, for the gandharvas desire women. “Having made speech a woman, let us release
magic {with that woman),” they said (vdcam strivam krtva mayam upavasrjameti).”’ Having

done so. they then claimed Vac back: “Soma is ours. She with whom one barters for Soma

7 KpS 37:2[228,1]. Schroeder’s edition of the Kdthaka Samhita does not include this line. The action
itself, however, is mentioned in both texts: (te in KpS) vacani strivam krtva mayam upavasrjan (KS 24:1{90,7-8]
= KpS 37:2[228.1-2]).

89



is ours” (asmakam somo 'smakam somakrayaniti).”® The gandharvas suggested a wooing
competition, and Vac chose the singing gods over the charm-pronouncing gandharvas. It
was then concluded (KpS 37:2[228.6-8] = KS 23:10{90.11-13]):

tasmad gayantam stri kdmayate na brahma vadantam / adruhvad

dhi sa brahmane / tasmad ahur akritah somo na somakravany

asti / devan hi sa punar upavartateti /

Therefore a woman desircs one who sings, not onc who pronounces

a charm, for she (Vac) betrayed the charm. Therefore they say:

“Soma is not bartered for. There is no female with whom one

barters for Soma because she returned to the gods.”

Unlike the Maitravant Samhitd. the Kathaka and Kapisthala Katha Samhitas say
nothing about weddings and the life awaiting a man who sings. As if in abbreviated form,
it is simply stated that a woman desires one who sings. On the other hand, the failure of the
charm is noted. Speech “betrayed” the charm in that a charm is supposed to work. and in
her case it did not. She frustrated it in not allowing it to have its intended effect on her. The
final conclusion matches that of the Maitravani Samhita: Vac was never really bartered
away for Soma. The bartering was an illusion. a kind of magic (mava) released by the gods
upon having made Vac a woman (KS 24:1[90.7-8]; KpS 37:2[228.1-2]). And this magic of

the gods proved to be more powerful than the charms of the gandharvas.

iii. Taittiriva Samhita (6:1:6:5-6)

In the Taittiriva Samhita. the gods made Vic into “a one-year-old female” (stri

® KS 24:1[90.9] = KpS 37:2[228,3-4]
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ékahayant). Once bartered for Soma. she took the form of a deer and ran away from the
gandharvas (sa rohid raipam krtva gandharvébhyah [5] apakrdmya). She did not, however,
return to the gods: she simply stood ( atisthat }—between the gods and the gandharvas. it
would seem. This time upon the suggestion of the gods (1é deva abruvan). the two camps
competed in summoning her. She chose the singing gods.

brahma gandharva avadann dgavan devah sa devan gavata

updvartata tasmad gayantam strivah kamayante kamuka enam

strivo bhavanti ya evam veda

The gandharvas uttercd a charm. The gods sang. She turned to

the singing gods. Therefore women desire one who sings. Women
are sure to*® desire him who knows thus (6:1:6:6).

iv. Aitareya Brahmana (1:27:1)

The Aitareva Brahmana account is unlike any of the others in that Vac appears as
goddess of knowledge. She is the controlling hand at the center of all activity: it is she who
knows what to do when the gods and the seers consider how they might have Soma come
to them. it is she who reassures them of her return when they resist bartering her away, and

it is she who is then seemingly exchanged for Soma.

somo vai raja gandharvesv asit tam devas ca rsavas
cabhyadhvavan katham avam asman somo raja gacched iti sa
vdag abravit strikama vai gandharvd mayvaiva striv@ bhutava
panadhvam iti neti deva abruvan katham vayam tvad rte syameti
sabravit krinitaiva varhi vava vo mayartho bhavita tarhy eva vo
'ham punar agantasmiti tatheti tava mahanagnya bhutaya somam
rajanam akrinan //

«

For the possible shades of meanings connected with the suffix -uka-. see Delbriick 1968, §123, p.182.
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King Soma was amidst the gandharvas. The gods and the seers

set their minds on him: “How might this King Soma come to

us?” She. (i.e.) Vac, said: “The gandharvas desire women. With

me as a woman, barter [for Soma).” “No,” said the gods. “How

could we be without you?” She said: “Do barter. As soon as your

aim will be [attained] through me, [ will come back to you.” “So

be it.” With her as a mahadnagni, they bartered for King Soma.
The gods bartered, knowing there was no actual barter, for. as Vac had assured them, as
soon as they had Soma, she would return to them. While in the Maitravani Samhita she
was given the form of a young woman of undiminishing youth (yosid anapakseydtama), in
the Kathaka and Kapisthala Katha Sumhitas a woman (stri ), and in the Taittiriva Sumhita
a one-year-old female (stri ékahayani), in the ditareva Brahmana she herself took the form

of a mahanagni.® Keith translates this term literally as “great naked one,”

which might
suggest a goddess. for she is called great, appearing in naked form like a celestial prostitute.
This fits the context in that Vac is indeed a goddess. around whom. as noted above, all
activity revolves in the Aitareva Brahmana account. She may not, however, be naked. for a
nagnika, as Thicme explains,® is a girl just before puberty. She is naked only in the sense
that she does not yet have pubic hair. This would be more in line with the form Vac is

given in the other accounts. in most of which her youth or infancy are stressed.”® A

mahanagni, therefore. may be a pre-pubescent goddess.

3

In the Satapatha Brahmana (3:2:4:3), as we shall see, she is given the form of a young woman (3osit).
' Keith 1920 [repr. 1971], p.128.
 Thieme 1963, p.178 {repr. 1971, p.443].

® Suri' in the Kathaka Samhita and Kapisthala Katha Samhitd is not necessarily a fully grown woman. It

may simply denote the feminine gender, as in the Taittiriva Samhita where a “‘one-year-old woman™ would
be a contradiction in terms.
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v. Satapatha Brahmana (3:2:4:1-7)

In the Satapatha Brahmana. the gods sent Viac to the gandharvas, knowing that she

would return to them together with Soma (3:2:4:3):

té hocuh / yositkama vdi gandharva / vacam evdibhyah

prdhinavima / sd nah sahd somendgamisyatiti / tébhyo vacam

prahinvant / saindnt saha somenagacchat //

They said: “The gandharvas desire young women. Let us send

Vic to them. She will come [back] to us with Soma.” They sent

Vic to them. She came [back] to them with Soma.
The gandharvas. however, came after her. saying to the gods: “Soma is yours, but Speech
is ours.” (3:2:4:4 somo vusmakam vag evasmakam iti) presumably understanding that Vac
had been bartercd for Soma. The clever gods agreed. but added a condition: “So be it.” said
the gods. “but since she has come here. do not lead her [away] forcibly, as it were. Let us
invoke her separately” (tdthéti deva abruvann ihé céd agan mainam abhisdheva naista
vihvayamaha iti). As in the other accounts. a wooing competition then ensued. In this case,
however, the gods not only sang, but also played a musical instrument (3:2:4:5-6):

tasvai gandharvah / védan eva procira iti vdi vayam vidméri

vaydm vidméti // dtha devah / vinam eva srstva vadayanto

nigdvanto nisedur iti vdi te vaydm gasyama iti tva

pramodayisyamaha iti...

For her the gandharvas proclaimed the Vedas, (saying cvery

time) “... Thus we know!” ... Thus we know!” [5] Then the gods

produced a vina and sat down playing (it) and singing (to the
sound of it). “... Thus we will sing for you.” “... Thus we will
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amuse you,” (they said every time).

Here the charm (brdhma) is understood to be truth formulation in the form of the Vedas.
and thus it is not simply a woman whom the gandharvas address, but it is the goddess of
knowledge whom they seck to impress. As elsewhere the gods sing, but they are now
accompanied by the vina. This marks the very first mention of the ving in connection with
Viac, for whose enjoyment it is and will continue to be played. She will choose to remain
with the gods. and thus also with the vina. This connection is particularly significant, for
the vina will become Sarasvati’s supreme emblem, dominant amongst her attributes, and
thus represented in so many of her images.

In this wooing competition, knowledge and music are vividly sct against one another.
Following the recitation of each hymn or passage the gandharvas repeat that they know
(the Vedas), and after each song the gods assure Vac that they will continue to sing for her
and thus to amuse her. Emphasis on the contrast between knowledge and music paves the
way for a rather critical assessment of Vac’s choice. Whereas the remarks of the Maitravani,
Kathaka. Kapisthala Katha. and Taittiriva Samhitas appear in the form of generalizations
on what women desire (and thus the challenges faced by a man!), those of the Satapatha
Brahmana proceed to label as mogha the things to which Vac and consequently all women
are drawn (3:2:4:6):

s@ devan upavavarta sa vdi sa tan mogham upavavarta va
stuvadbhvah samsadbhyo nrttam gitam upavavarta tdsmad apy
etarhi moghasamhita eva vosa evam hi vag upavavarta tam u hy

anya dnu vosas tdsmad va eva nrtyati yo gavati tdsminn evditd
nimislatama iva //
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She turned to the gods. She who turned away from those who

praised and recited to dance and song turned to something

deceptive. Therefore even now women are connected with

deceptive things, for Speech thus turned to [the gods]. and because

other women [follow] after her. Therefore it is to him who dances.

him who sings, that these (women of the day) are rather closely

attached.
Although nothing was said about dance prior to this, it is now added to singing. Vdc turned
to these deceptive things (mogha) which lead astray (mohavanti). She as a woman chose
the singing gods, being drawn to what is deceptive, and her choicc then detcrmined the
naturc of all women, for they only follow in her footsteps.

The Satapatha Brahmana portrays Vic in a twofold form representing polar opposites:
as goddess of knowledge she is all-knowing, and yct in the form of a woman she is
connected with deceptive things, and hence with delusion and ignorance. This polar tension
is particularly evident in the wooing competition. Although what the gandharvas actually
seek is Vac as a woman, with their proclamation of the Vedas they address the goddess of
knowledge. Even though the real aim of the gods is Speech as goddess of knowledge. with
their vind and song they pursue a deception-drawn, music-loving woman. They each aspire
for their desired object in a roundabout way. The gods, however, are more clever. for they

address her in a method appropriate to her form at that given time. They made her a

woman,. and thus they appeal to her as a woman.

vi. Vadhila Brahmana (Caland 1927, p.158 [repr. 1990, p.458])

The Vadhiila Brahmana. which belongs to the Taittiriya $akha. contains an account
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of the Barter for Soma consisting in a word-for-word repetition of Taittiriva Samhita
6:1:6:6 treated above.* with the insertion of four stanzas (in bold below): two of the
stanzas are supposed to be the brahman which the gandharvas pronounce, and the other

two, the gatha of the gods.

brahma gandharva avadann agdvan deva ye ha parve jana
asur iti brahma gandharva avadan yebhyah piirvavaho hitam /
Sirsanvams tebhyo gandharvah purd “ devebhyah dtapat // ye
ha pirve jana asuh piirve pirvatarebhyah | mirdhanvams
tebhyah saubhruvah purd * suryid utatapad iti yd strinam
prathama varyetiti gatham deva agavan yasyam visvam idam
Jjagat / tam adya gatham gasyami ya strinam uttamam yasah //
sarasvati predam ava subhage vdjinivati / tam tva visvasya
bhatasya pragayamasy agrata iti sa devan gavata upavartata
tafsmad gavantam strivah kamayante kamuka enam strivo]®
bhavanti va evam veda

The gandharvas uttered a brahman. The gods sang (a gatha).
“Those people who existed previously,” the gandharvas
recited. “[and] those who were conveying benefit previously
to them, for (all of) them the gandharva with the head heated
(it] before the gods. Those people who existed previously [and]
those previous to the more previous, for (all of) them the son
of Subhri with the head heated {it] also before the Sun.”
“The gatha which is the first and the choice one of women,”
the gods sang, “in which this whole world {exists], which is the
highest glory of women, that (gatha) I will sing today. Further
this, O Sarasvati, fortunate one, rich in prizes. As such we
will sing (praise) you at the beginning, before every being.”
She turned to the singing gods. There[fore women desire one
who sings. Women are sure to desire] him who knows thus.

* See p.91 above.

® Caland has puro, but probably it is purd as in the following stanza. This is confirmed by three of the
manuscripts used by [kari, and it is, therefore, the reading he adopts for his critical edition.

* Although both Caland and Ikari have purd. this scems 1o be a scribal error under the influence of the pi
of purva occurring repeatedly in these two stanzas. As in the first sianza, it should read pura.

” The square brackets are mine. indicating the abbreviated part supplied by Caland from the Taittiriya
Samhita. As Tkari's edition shows, the manuscript actually reads ta=bhavati.
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As Caland points out.” these stanzas appear in different sequence and with variants
within one and the same wedding song found in the Kathaka Grhya Sutra (25:23). The two
stanzas uttered by the gandharvas. which are almost identical to one another. are variations
on stanza 3 of the wedding song, while the gatha of the gods consists of stanza 2 followed
by stanza 1, with minor variations. The fact that these stanzas appear in a wedding song is
entirely in line with the Maitravani Samhita account which refers quite specifically to
marriage (3:7:3[78.4-6]), and with most of the other accounts which identify the kind of
man women desire (KS 24:1{90.11]; KpS 37:2[228.6]; TS 6:1:6:6: SB 3:2:4:6). These
stanzas also reveal that in the 'adhala Brahmana account. a brahman is not a charm, but a
Vedic passage. as in the Satapatha Brahmana. while a gdrhd is not a song. but rather a
technical term for a kind of stanza. Brdhman and gatha thus belong to the same category
here. The sense of the story. however. is partly lost if the gods and the gandharvas compete
for Vac in the same manner.

Another point of interest in the stanzas of the F'adhula Brahmana account is the
appearance of Sarasvati, whom the gods invoke in the second stanza of their gathd. The
epithets she is given here are commonly attributed to her in the Rg Veda: Sarasvati is called
subhaga in RV 1:89:3d. 7:95:4b.6b. and 8:21:17b, and vdjinivati in 1:3:10b, 2:41:18b,
6:61:3d.4b, and 7:96:3b. Alithough the well-established identification of Sarasvati and Vac
in the Brahmanas renders the invocation of Sarasvati here natural, the use of Sarasvati’s Rg

Veda cpithets makes her presence overshadow that of Vac.

% Caland 1929.
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vii. Brahma Purana (105:1-18)

The Brahma Purana includes an account of this myth based on the ditareva Brahmana
version. Here. as connecting threads are tied together and further mythological links are
incorporated. the name Sarasvati is sometimes used instead of Vac. the narrator is her
father-spousc Brahma. and the story is related as an incident which took place at Soma
Tirtha (105:1).

When the gods are distressed as to how they might regain Soma, they approach
Brahma and are answered by Vac—his “better half.”™ As in the Aitareva Bréhmana, her
suggestion that she should be exchanged for Soma. since women are dear to the gandharvas.
is met with opposition. The gods argue that they can remain ncither without Soma. nor
without Vac (105:5¢cd). She assures them of her return and tells them to prepare a sacrifice
on the banks of the Gautami river, where she can be exchanged for Soma (105:6b-8ab).
While the sages perform the sacrifice, Indra suggests to the gandharvas to barter Soma in
exchange for Sarasvati (105:11cd-13). Although Soma and Sarasvati are exchanged and
thus Sarasvati belongs to the gandharvas. she remains near the gods. coming to them in
secret (105:15-16ab):

somo 'bhavac camaranam gandharvanam sarasvati /
avasat (atra vagisa tathapi ca surantike //
avati ca raho nitvam upamsu krivatam iti /

And Soma belonged to the immortals (gods)., Sarasvati to the
gandharvas. (Although) the goddess of speech dwelt there, even

® Brahma made Sarasvati from half of his body, as the Matsya Purdna recounts (3:30-32). See pp.131-32
below.
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so she also [dwelt] near the gods.
And she always used to come secretly. “Let it (the barter for
Soma) be done silently.”

If. despite Sarasvati’s secret visits to the gods. it should happen to look as if a barter
actually took place in this version of the myth. Brahma makes it quite clear that it was not
the case (105:17cd-18ab): “Then Soma belonged to the gods, and Sarasvati also (bclonged
to them). The gandharvas had neithcr Soma, nor Sarasvati” (tato 'bhavad devatanam
somas capi sarasvati // gandharvanam naiva somo naivasic ca sarasvati /). The gods were
the winners and the gandharvas were the losers.

We are not told in what specific form Sarasvati was apparently bartered away, but
clearly it was as a woman (105:8ab). As in the Aditareya Brahmana. the wooing competition
is left out, and thus also the concluding remarks generated by Vac’s choice. Right from the
outset, she confronts the opposition of the gods by assuring them of her return. While in
the ditareya Brahmana she promised to come back as soon as they had obtained Soma. in
the Brahma Purana she fulfills her promise by coming to them secretly. Although the gods
are supposed to be the outright winners, in possession of both Soma and Vac. in the
Brahma Purdna their command of Sarasvati is hardly complete, given that she is openly
with the gandharvas and secretly with them. The gods in the Brahmana accounts appear to

have fared somewhat better.

The two points of particular interest in the myth of the Barter for Soma—the appearance

of Vic in the form of a woman or a girl and the first signs of her connection with music in
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general and the vina in particular—on which I have focused here take on materialized form
in Sarasvati images. Having appropriated the vina, the goddess of knowledge is represented
as a beautiful woman playing upon it. [t is noteworthy that both the feminine form and the
connection with music initially arise in less than optimal circumstances: the female form is
imposed upon Vac so that she may be bartercd away. a song is sung for her so that shc as a
woman may be lured back, and in the Satapatha Brahmana. the vind and song to which she
turns are deceptive things with which she forms a link and sets the standard for all women
to follow. In order to complete the illusion of the barter, the illusory female form intended
to delude the gandharvas is herself subject to delusion. The beautiful Sarasvati with her
vina thus finds some of her roots in the muddy environment of deception and delusion in
the context of illusion, but like the lotus. she continues to grow and bloom long after the

origins of her beauty and music are entirely forgotten.

d. The River Sarasvati

i. Sacrificial Session along the Sarasvati

Despite the Brahmanas’ overwhelming emphasis on Sarasvati’s identity with Vac,
she as a river is far from forgotten. The Brahmanas continue to proclaim the sacredness of
her waters and the auspiciousness of performing sacrifices on her banks. As we have seen.
already in the Rg Veda (3:23:4) the Sarasvati had been identified as amongst the best

places on earth to establish one’s sacred fire. The river Sarasvati is the path that leads to the
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gods (devavanah panthah), says the Taittiriva Samhita (7:2:1:4).” Thereforc they who
perform a sacrifice lasting six nights to reach heaven (TS 7:2:1:1 sadraira) go along the
Sarasvati. The Paricavimsa Brahmana (25:10)"" describes a sacrificial session (sattra) to be
carried out at various stages along the river from the place where it disappears in the sands,
Vinasana, to its source, Plaksa Prasravana (25:10:16):

catuscatvarimsad asvinani sarasvatva vinasanat plaksah

prasravanas tavad itah svargo lokah sarasvatisammitenadhvana

svargam lokam vanti

Forty days on horseback from the place where the Sarasvati

disappears (Vinasana) [is] the “fig trec of the flowing forth [of

the Sarasvati]” (Plaksa Prasravana). That far from here is the

heavenly world. They go to the heavenly world by a way
commensurate with the Sarasvati.”

The sacredness of the river in the eyes of her worshippers. therefore. is beyond doubt.

ii. Kavasa Aillisa

Aitareya Brahmana (2:19)

The Aitareva Brahmana recounts how seers were performing a sattra on the Sarasvati.
Thinking that a certain Kavasa Aillisa was “the son of a slave woman, a gambler, a

non-brahmana™ (dasyah putrah kitavo 'brahmanah). they drove him out into the desert.

" TS 7:2:1:4 sdrasvatyd ydnty esd vdi devaydnah pdnthas tém evanva rohanti... “They go with Sarasvati.
This is the path that goes to the gods: verily they mount upon it.”

" Cf. JB 2:297-99.

™ The rituals to be carried out at the various stages along the river are explained in the Srauta Sitras (fifth
to the second century B.C.E.). See Sdnkhyayana Srauta Sitra 13:29; Latyayana Srauta Satra 10:15.
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saying: “Let thirst strike him there. Let him not drink the water of the Sarasvati” (atrainam
pipasa hantu sarasvatva udakam ma pad iti). As he was in the desert. afflicted by thirst,
he saw the Aponaptriya (“child of the waters”) hymn (RV 10:30). “Forth among the gods.
let there be speeding for the brahmana” (pra devatra brahmane gatur etv).” Thereby he
went to the abode of the waters, which rose up after him, and Sarasvati flowed all around
him (2:19:1).™ That is why they call this placc Parisaraka, for this is where Sarasvati
flowed all around (parisasara) him: tasmad dhapy etarhi parisarakam ity acaksate vad
enam sarasvati samantam parisasara (2:19:2). The seers then understood they had been
mistaken. Recognizing that the gods knew Kavasa Ailisa. they called on him. Having
performed the Aponaptriya hymn, they too attained the abode of the waters, and the text

adds, of the gods (2:19:3).”

Kausitaki Brahmana (12:3)

The Kausitaki Brahmana includes another version of this myth. While the Midhyama
seers were perfoming a satfra on the Sarasvati. Kavasa sat down with them to eat, but they
objected: “You are the son of a female slave. We will not cat with you” (dasva vai tvam
putro 'si na vavam tvaya bhaksavisyama iti ). Kavasa became angry and left. He recited a

hymn of praise to Sarasvati, who then followed after him: sarasvatim etena sitktena tustava

7 RV 10:30:1a.

‘ tendpam privam dhamopagacchat tam apo ‘nuddyams tam sarasvati samantam paryadhavat .-

™ te va rsayo 'bruvan vidur vd imam devd upemar hvaydmaha iti tatheti tam updhvayanta tam
upahuyaitad aponaptriyam akurvata pra devatrd brahmane gatur etv iti tenapdm priyam dhamopdgacchann
upa devanam -
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tam heyam anvevava. The seers came after him: “O seer. homage to you. Do not harm us.
You indeed are the best of us. you whom this one (Sarasvati) follows™ (rse namaste 'stu
ma no himsih tvam vai nah sresto 'si vam tvevam anvetiti). Thus they dispelied Kavasa’s
anger. The Kausitaki Brahmana concludes that this is the greatness of Kavasa, the one who

came to know this (Aponaptriya) hymn: sa esa kavasasyaiva mahimd siaktasva canuvedita.

Thus the Brahmanas glorify Sarasvati as river and as Vac. Through Vac, Sarasvati is

connected with knowledge and music, and. for the first time, with the vina.
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II. EPIC AND PURANIC SARASVATI

Introduction

The epics and the Pur@nas belong to an entirely different category of religious literature
than the Vedas. Although, like the Vedas, they were transmitted orally. unlike the Vedas,
their transmission did not require word for word. syllable for syllable. precision, which
would in fact have been contrary to the spirit and custom of the wandering bards. Stories
were retold over and over again. but ecach time a littlc differently in accordance with the
mood and inspiration of the storyteller and the response of his audience. The intention was
to amuse and convey certain moral/ethical/spiritual values. drawing in the listeners by
recounting stories they had probably heard countless times already. The bards had full
liberty to change the stories to some degree, expanding, embellishing, or abridging. deviating
to other topics. etc. Thus dating the epics and the Puranas, legends of which would have
existed in some form two thousand or more years ago, perhaps reaching as far back as the
Rg Veda in some cascs. is a very difficult task to say the least. The Mahabharara (Mbh) in
its present form is generally accepted to date from about 400 B.C.E. to 400 C.E." In the
case of individual Puranas. the dates assigned to them can range over a period of a
thousand or more years. Clearly, as they stand today in printed form. the texts have
undergone revisions and include countless insertions. Although there are critical editions of

the epics. most of the Puranas have yet to be critically edited. Even critical editions, it

' See van Buitenen 1973, p.xxv.
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should be added. do not necessarily represent “the” text itself, for not only are they subject
to the choices made by the editors.” but, especially in the case of the Puranas, there are
manuscripts that have not been consulted. others that have been lost. and then, as a living
oral tradition, there is the material which was never committed to writing—and. one might
even argue, which continues to be produced.’ Epic and Puranic texts, however. abound in
details regarding the conceptual and iconographic development of Sarasvati. amongst
countless other topics, and thus, despite sometimes extreme looseness of time frame, must
necessarily be carcfully studied.

It will be noted that although reference to secondary sources was often made within
the context of Vedic literature, it is not the case in the Epic and Puranic Sarasvati. In
contrast with the complexity of the Vedic language. that of the epics and the Puranas is
comparatively much simpler. From a linguistic point of view, thercfore, there are fewer
problems to be discussed. Analyses and studies of themes contained in the texts tend to be
descriptive and interpretative. In terms of studies in direct connection with the epic or
Puranic Sarasvati, they are largely descriptive and repetitive of one another. and thus it is

preferable here to resort above all to the primary sources.

* On the choices made by the editors of the critical edition of the Mahdbhdrata, see, for instance,
Biardeau 1977, 1981.

* On the Purdnas, sce Ludo Rocher’s introduction in 1986.
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1. Mahabharata

In the Mahabharata, Sarasvati appears above all as a sacred river, along which
pilgrimages are made. She is also represented as goddess of speech and knowledge. In

relation to others, she is depicted as daughter, wife, and mother.

a. Mythology of the River
i. Sacred River

Geography

This best of rivers and greatest of streams (nadindgm uttama nadi Y is described as
embanked by $ala groves’ and woods with all kinds of trees and creepers.® In stark contrast
with the Rg Veda’s mighty, uncontrollable flood, bursting the ridges of mountains with her
strong waves,” she has become “the safe. brimming Sarasvati of tranquil waters” (...

prasannasalilam sivam / ... paripirnam sarasvatim // ).* Dhaumya, the of the Pandavas.

* Mbh 3:82:56b. Cf, RV 2:41:16a naditame.
5 3:26:1d sarasvatisalavanesu.

® 3:98:13ab sarasvaiydh pare pare nanddrumalatavriam. See also, for example, Mbh 3:88:2ab: sarasvan
punyavaha hradini vanamalini :

T RV 1:3:12a; 6:61:2ab. See p.11 above.

¥ 3:179:15. Transl. by van Buitenen in 1975, p.570. There is one instance (3:130:3ab) where she is
described as billowing: esd sarasvati punyd divva codhavati nadi -
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speaks of her idyllically as “Sarasvati of holy currents, full of lakes ° and embanked by
woods,” lending her former impetuousness to the Yamuna (3:88:2):

sarasvati punyavaha hradini vanamalini /

samudraga mahavegd yamund vatra pandava //

As in the description of the Paricavimsa Brahmana.' her source is identified as
Plaksa [Prasravana],'’ and she is said to disappear in the sands at Vinasana."’ She reappears.
however, at Camasodbheda. Sivodbheda, and Nagodbheda.” As in the Rg Veda. she
debouches in the ocean. Sage Lomasa, who has been delegated by Indra to guide Yudhisthira
on a pilgrimage tour (vatra) of the tirthas, explains that she can bc seen at the Camasa
Spring. where all ocean-bound rivers converge into her: esa vai camasodbhedo yatra drsva
sarasvati / yatrainam abhyavartanta divvah punvah samudragah // (3:130:5). Amongst the
holiest confluences are that of the Sarasvati and the Aruna, known as the Goddess's Ford

(Devi Tirtha) "’ and that of the Sarasvati and the Ganges. '

* E.g. Lake Dvaita (3:174:21cd): sarasvatim erya nivasakdmah saras tato dvaitavanam prativuh .

° PB25:10. See p.101 above.

"' Mbh 3:82:5¢ plaksid devi srutd.

4
-

3:130:3cd etad vinasanam nama sarasvatya visam pate. Cf. 3:80:118

' 3:80:119¢f camase ca sivodbhede nagodbheda ca drsyate. See also 3:130:5ab quoted in the main text

on this page.
" RV 7:95:2b. See p.11 above. Mbh 3:80:79ab rato gatvd sarasvatydh sagarasya ca samgame

'* 3:81:131 tato gacchen narasrestha tirtham devyd vathakramam ° sarasvatydrundyds ca samgamam
lokavisrutam -

' 3.82:34 gangayads ca narasrestha sarasvatyas ca samgame - snato ‘Svamedham apnoti svargalokam ca
gacchati -
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Mythology and Dharma of Geography

Epic stories provide mythological accounts for the geographical features of the river.
The responsibility for the disappearance of the river in the sands. a natural. geographical
phenomenon, for instance, is assigned to the Nisadas. They are a wild non-Aryan tribe
described as man-eaters (2:28:44c).'” hunters, fishermen. and thieves.'® in disdain for whom
Sarasvati entered the earth so as not to cross their lands. lest they should know her

(3:130:3c-4d):

etad vinasanam nama sarasvatva visam pate //

dvaram nisadarastrasya yesam dvesat sarasvati /

pravista prthivim vira ma nisada hi mam viduh //
Because of the impure. unrighteous, “adharmic™ Nisadas. then. the river Sarasvati chooses
to disappear in the sands.

Likewisc the river changes her course for the sake of the pure-minded. So as to be

seen by the rsis of the Naimisa forest. for instance, she turns eastwards (9:36:35):

vatra bhuyo nivavrte pranmukha vai sarasvati /

rsinam naimiseyanam aveksartham mahatmanam //
Subsequently, however, the large number of seers crowded on her banks find themselves in
need of a broader #irtha (9:36:48). In order to accomodate them, the river, out of compassion.

turns westwards: rsinam punvatapasam karunvanjanamejaya // tato nivrtva rajendra tesam

7" nisadan purusadams ca.

'* Monier-Williams 1899, p.581.
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arthe sarasvati / bhuvah praticyabhimukhi susrava saritam vara //(9:36:51cd-52).

What we have here is clearly more than just stories woven around geography. The
myths have a didactic purpose. They convey not only where Sarasvati moves to, but why.
When she does not wish to be seen by the unrighteous Nisadas. she enters the earth. When
she wishes to be seen by the righteous Naimisa seers. she changes her course. When her
banks become overcrowded with rsis. she changes course again to provide them with more
space for the performance of their rapas. The choices she makes. then, are on the basis of
dharma versus adharma. She does not choose which direction she wishes to move in, but,
more importantly. presumably in the author(s)'s view. she chooses the direction and
facilitation of dharma and the avoidance of adharma. As goddess of knowledge,
discrimination between righteousness and unrighteousness, purity and impurity, dharma

and adharma is naturally and necessarily ascribed to Sarasvati.

Inhabitants and Pilgrims

Many. many seers, then. dwelt on the banks of the Sarasvati. Amongst the sages of
great renown were Vasistha, Visvamitra (9:41:4).,"” and Dadhica (3:98:12d-13a). all of
whom had their hermitages on her banks. There were also yaksas. vidvadharas. demons,
gods. and other classes of beings’' who engaged in ascetic practices and performed sacrifices

on the Sarasvati:

" dsramo vai vasisthasya sthanutirthe ‘bhavan mahan purvatah pascimas cdasid visvamitrasya

dhimatah ..
* dadhicasydsramam yayuh /- sarasvatydh pare pare...

1 See 9:36:20-21 and 9:41:5, for instance.
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tam yaksagandharvamaharsikantam ayagabhutam iva devatanam /

... [Sarasvati] beloved of seers, Gandharvas, and Yaksas, the sacrifice

ground of the Gods themselves... (3:174:24ab) =

They performed various rites, including Sarasvata yajiias (3:129:21ab).” People also

went on lengthy pilgrimages (tirthavatra) along the river. against its course. [n accordance
with Daksa’s pronouncement, they came by the thousands to die there in order to attain
heaven (3:130:1-2):

tha martyas tapas taptva svargam gacchanti bharata /

martukama nara rajann ihavanti sahasrasah //

evam dsih pravukta hi daksena vajata purad /

iha ye va marisyanti te vai svargajito narah //
Thus when Krsna died. his sixteen thousand wives drowned themselves in the Sarasvati

and having been rcborn as apsarases, they attained their lord (18:5:21).*

ii. Pilgrimage Expanded

Pilgrimage Accounts

The tirthavatra along the Sarasvati described in the Mahabhdraia is far more extensive

2 Translation by van Buitenen in 1975, p.560.
2 iha sdrasvatair yajiiair istavantah surarsayah .

* sodasastrisahasrani vasudevaparigrahah = nyamajjanta sarasvatydm kdlena Jjanamejaya tas capy
apsaraso bhutvd vasudevam upagaman .
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than the one in the Pajicavimsa Brahmana (25:10).> Numerous tirthas are included in its

course, and according to some manuscripts (passage excluded from the critical edition).

there are tirthas at every step. numbering in the hundreds and thousands: tatha tirthany

anekasah / sahasrasatasamkhyani prathitani pade pade / **

There are two lengthy pilgrimage accounts in the Mahabharata :

l. In the Vana Parvan (3:80-153), Yudhisthira, having heard Pulastya’s (as reported by

Narada) and Dhaumya’s descriptions of numerous tirthas. including some on the
Sarasvati, sets out with sage Lomasa. Reflecting a shift from complex. costly
rituals to the simpler practice of visiting sacred places, Pulastya explains the merit
acquired from pilgrimage to these sites, often in terms of the Vedic ritual equivalent:
while, for instance, by bathing at the Srikufija Tirtha on the Sarasvati, one attains
the reward of the Agnistoma (3:81:91 Ssrikuiijam ca sarasvatyam tirtham
bharatasattama / tatra snatva naro rajann agnistomam phalam labhet /), by bathing
at the confluence of the Ganges and the Sarasvati, one obtains a Horse Sacrifice
and goes to heaven (3:82:34 gangavds ca narasrestha sarasvatvas ca samgame /
sndto ‘Svamedham dpnoti svargalokam ca gacchati // ). Lomasa. on the other
hand. recounts many legends associated with the tirthas.

2. The Salya Parvan (9:34-54) includes an account of Baladeva's pilgrimage specifically

35

-]

7

28

along the Sarasvati, and is thus of greater relevance for our study. Herc Vaisampayana
describes to Janamejaya what tirthas Baladeva and his extensive entourage visited.
and the legends associated with these tirthas.” The Vedic ritual equivalent of
bathing in a particular firtha is also sometimes incorporated into the story itself. At
the Udayana (Well) Tirtha (9:35), for instance, the sage Trita is said to have fallen
into a pit near the Sarasvati (9:35:24c-25d),”® and, having been left there by his
brothers Ekata and Dvita (9:35:27).” he mentally performed a Soma sacrifice

See p. 101 above.
See critical edition, passage 224 in note on 9:36:35.
For a list of the tirthas, see [ndras 1967, pp.73-78.

tatha kupo 'vidure ‘bhut sarasvatyas tate mahan - atha trito vrkam drstva pathi tisthantam agratah

tad bhayad apasarpan vai tasmin kipe papata ha -

®  tam jratva patitam kipe bhratarav ekatadvitau . vrkatrasac ca lobhdc ca samutsrjya prajagmatuh ./
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(9:35:32-35).* The gods appeared (9:35:39b-d).” and no sooner had he asked that
henceforth one who bathes in this well should attain the equivalent of drinking
soma, that the Sarasvati river rose up from the bottom of the well and lifted him to
the surface (9:35:45cd-46ab).’* The usual pattern in this pilgrimage account is that
the name of the sirtha is given and a myth connected with the name is told in brief.
Then Janamejaya asks questions to elicit a far more detailed account of the myth,
which Vaisampayana then provides.

I do not propose to recount and discuss every myth associated with every tirtha along
the Sarasvati river, but rather to focus on three of the stories which present new or modificd
featurcs and thus reflect changes in the conception of Sarasvati: the Saptasarasvata Tirtha

myth (9:37). the curse of Sarasvati at the Sthanu Tirtha (9:41-42), and the story of her son

Sarasvat who dwelt at Sarasvat Tirtha (9:50).

Saptasarasvata Tirtha

It will be remembered that in the Rg Veda (6:61:10b), Sarasvati was called saptdsvasr.
None of her sisters was named, however. [n the Mahabharata we find seven Sarasvatis,
each given a different name and location. and yet seven forms of the one Sarasvati (9:37:3-4):

rajan sapta sarasvatyo vabhir vyaptam idam jagat /
ahiua balavadbhir hi tatra tatra sarasvati //

¥ pamsugras te tatah kupe vicintya salilam munih - agnin samkalpayamdsa hotre catmdnam eva ca
tatas tém virudham somam samkalpya sumahdtapah . rco yajumsi samani manasd cintayan munih’ gravanah
sarkarah krtva pracakre ‘bhisavam nrpa ~ djyam ca salilam cakre bhagams ca (tridivaukasdm
somasyabhisavam krtva cakara tumulam dhvanim -/ sa cavisad divam rajan svarah saiksas tritasva vai
samavapa ca tam vajiam yathoktam brahmavadibhih

' sahitah sarvadevatah - prayayus tatra yatrasau tritayajiah pravartate

= vas cehopasprset kupe sa somapagatim labhet ~tatra cormimati rajann utpapdta sarasvati -
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suprabha karicanaksi ca visdla manasahrda /
sarasvati oghavati suvenur vimalodaka //

O King, there are seven Sarasvatis which cover this universe, for
wherever Sarasvati was invoked by the strong, there [she appeared]:

Suprabha. Kancanaksi, Visdla, Manasahrda. Oghavati. Suvenu.

Vimalodaka [are the] Sarasvati.
Always in connection with a sacrificc, invoked by Brahma she appeared as Suprabha at
Puskara (9:37:12)” and as Vimaloda in the Himavat mountain (9:37:26¢-f); * called on by
the seers of Naimisa she appeared there as Kaiicanaksi (9:37:16cd. 18a);** remembered at a
Gaya sacrifice she appeared as Visala at Gaya (9:37:19cd-20ab);* invoked by Auddalaka
she appeared as Manasahrda at Kosala (9:37:22.23cd);"” revered by the royal seer King
Kuru, she. as Suvenu. came to Kuruksetra (9:37:24);”® and called on by Vasistha she
appeared as Oghavati at Kuruksetra (9:37:25).° All seven join at Saptasarasvata Tirtha
(9:37:27).%°

The theme of the multiple forms of the one Sarasvati is connected with her Rg Feda

¥ tac chrutva bhagavan pritih sasmdrdtha sarasvatim - pitémahena yajata ahiitd puskaresu vai . suprabha

nama rajendra namna tatra sarasvati -

* vimaloda bhagavati brahmand yajatd punah samdhita yayau tatra punye haimavate girau -

s - . - . .. . —y -
te samdgamya munayah sasmarur vai sarasvatim ;... naimise karncangksi tu...

¥

® ghuta saritam sresta gayavajiie sarasvati - visalam tu gayesv ahur rsayvah samsitavratdh

" uttare kosaldbhdge punye rajan mahaimanah - audddlakena yajatd pirvam dhydta sarasvati

manohradeti vikhyata sa hi tair manasa hrta
® suvenur rsabhadvipe punya rajarsisevita - kuros ca yajamanasya kuruksetre mahatmanah - (1 follow
the Malayalam manuscript here for punya rajarsisevita.)

* oghavaty api rdjendra vasisthena mahatmang - samahuta kuruksetre divyatoya sarasvati .

0 ekibhutds tatas tGs tu tasmims tirthe samagatah - saptasdrasvatam tirtham tatas tatprathitam bhuvi .
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identity as one of the apas. of whom she appeared as the representative in RV 10:30:12."
Above all, however. it arises from the sacredness in which she was held and which therefore
enabled her to function as their representative. “All rivers arc the Sarasvati,” says the
Mahabharata (12:255:39a sarvd nadvah sarasvatvah). And in the Saptasarasvata Tirtha
myth, sevenfold specifics are provided. To this list may be added the Aruna. as recounted
in the story surrounding the Sthanu Tirtha (9:42:24cd).*

In the continuing play on the numeral seven, a sub-story is told about the sage
Mankanaka. Seeing a beautiful woman bathing naked in the river. his seed fell into the
Sarasvati (9:37:30 snavantim rucirapangim digvasasamaninditam / sarasvatvam maharaja
caskande virvam ambhasi // ).** He picked it up and placed it into a jar. wherein it divided
into seven parts, from which seven seers were bomn, from whom in turn sprang the marus
(9:37:31 tad retah sa w jagraha kalase vai mahdtapah / saptadha pravibhdagam tu
kalasastham jagama ha / tatra rsavah sapta jata jajiiire marutam gandah // ). This story
would make Sarasvati, therefore. the mother of seven seers.

Thus what we find in the story of the Saptas@rasvata Tirtha is the expansion of the
saptasvasr concept. in that names arc given and locations identified. We also find the
conception of Sarasvati as mother, a theme appearing also in the Sarasvat Tirtha legend. as

we shall see.

“" See p.16 above.
For the Sthanu Tirtha myth, see pp.115-119 below.
Given the main story of the Saptasarasvata Tirtha, where Sarasvati plays the central role, one wonders if

this naked woman could not be Sarasvati herself in human form, as L.C.D.C. Priestley suggests (personal
communication).
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Sthanu Tirtha

In the Sthanu Tirtha, it is said, Siva (Sthanu) performed austeritics (9:41:5) * and
Skanda was installed as commander of the cclestial army (9:41:7).* Vi§vamitra. furthermore,
brought Vasistha to this firtha by the power of his tapas (9:41:8).*° It is the last of these
stories which is told here.

Visvamitra and Vasistha were performing austeritics everyday. Secing Vasistha's
energy (tejas). Visvamitra was overcome with jealousy and resolved to have the Sarasvati
bring Vasistha before him so that he could kill him (9:41:9-11).” She appeared before him
in human form, palc and trembling (9:41:14-15).

tata enam vepamana vivarna pranjalis tada /
upatasthe munivaram visvamitram sarasvati //

hatavira yatha nari sabhavadduhkhita bhrsam /
brithi kim karavaniti provaca munisattamam //

Then pale and trembling Sarasvati appeared with joined palms before
the best of sages Visvamitra.

Afflicted with grief like a woman whose husband has been slain. she
asked [that] foremost of sages: “Tell [me] what is to be done.”

When asked to bring Vasistha to him, she began to tremble like a creeper in the wind

“ yatra sthanur mahardja taptavan sumahat tapah yatrasya karma tad dhoram pravadanti manisinah .~
yatrestva bhagavan sthanuh pujayitva sarasvatim ’ sthapayamasa deveso lingakdram sarasvatim -

** tatra sarve surih skandam abhyasiiican naradhipa * senapatvena mahata surdrivinibarhanam -

“ tasmin sarasvatitirthe visvamitro mahdmunih = vasistham calayamasa tapasogrena tac chrmu -

? visvamitravasisthau tavahanyahani bhdrata spardham tapahkrtam tivram cakratus tau tapodhanau .
tatrapy adhikasamtapo visvamitro mahamunih - drstva tejo vasisthasya cini@m abhijagdma ha . tasya buddhir
ivam hy asid dharmanityasya bharata ./ ivam sarasvati tirnam matsamipam tapodhanam anayisyati vegena
vasistham japatam varam . ihagatam dvijasrestham hanisyami na samsayah ./
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(9:41:17cd vivvathe suvirudheva lata vayusamirita // ). In fear she went to Vasistha
(9:41:18).* who told her to do as Visvamitra had ordered. lest the latter curse her (9:41:23).°
As she was bearing him away, Vasistha praised her thus (9:41:29-31):

pitamahasya sarasah pravritasi sarasvati /

vvaptam cedam jagat sarvam tavaivambhobhir uttamaih //

tvam evakasaga devi meghesutsrjase payah /
sarvas capas tvam evelti tvatto vavam adhimahe //

pustir dvutis tatha kirtih siddhir vrddhir uma tatha /
tvam eva vani svaha tvam tvavy avat tam idam jagat /

tam eva sarvabhutesu vasasiha caturvidha //

You have arisen from the Grandfather’s lake. O Sarasvati. and you fill
this entirc universe with your highest waters.

Pervading space itself, O goddess, you arise in the clouds [as] moisture.
All waters are you alone. Because of you we learn.

You are prosperity. splendour, glory, success, growth, Uma. You indeed
are Speech. You are svaha. This world is dependent on you. Fourfold
you dwell in all beings.
Having brought Vasistha to Visvamitra (9:41:32¢d).”® as Visvamitra was looking for a

weapon to slay Vasistha. she bore Vasistha to the other shore (9:41:34a-d) *' to protect

him. Vi§vamitra became angry and cursed her to turn to blood (9:41:35-36).** For one year.

“ tathdgatdm w tim drstva vepamandm krtafijalim  visvamitro ‘bravit kruddho vasistam sighram

dnaya.’
® trahy atmanam saric chreste vaha mam sighragamini - visvamitrah saped dhi tvam md krthds tvam
vicaranam °

® egenoviha tam vipram visvdmitrdasramam prati .

' tam tu kruddham abhipreksya brahmahatydbhayan nadi - apovaha vasistam tu pracim disam atandrita

* tato * pavdhitam drstvd vasistam rsisattamam ' abravid atha samkruddho visvamitro hy amarsanah ...
sonitam vaha kalyani raksogramanisammatam -/
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her waters flowed mixed with blood (9:41:37cd).*”* In memory of the incident, the tirtha
was called Vasisthdpaviha “Carrying Away Vasistha” (9:41:39ab).**

What is interesting here is Sarasvati’s appearance in human form. She also appears to
Svetaketu in this form (3:132:2ab): sdksad atra S$vetaketur dadarsa sarasvatim
manusadehariupam / When the sage Tarksya addresses her (1:184:2-3), furthermore. as we
shall see, he calls her beautiful-limbed (1:184:2c carusarvangi). In the Brahmanas.” it will
bec remembered, Vac had appeared before the gandharvas as a beautiful woman so as to get
back the soma. Vic as a beautifully attired. passionatc woman. however. was known
already in the Rg Feda (10:71:4cd).’® The earliest surviving image of Sarasvati, an inscribed
sculpture from about the third century C.E..*” clearly shows she was depicted in human
form amongst the Jains during at least the latter half of the lengthy period of composition
of the Makhabharata (ca. 400 B.C.E. - 400 C.E.).

Another interesting point here is the perception of Sarasvati as frightened. A smallness
in spirit is thus attributed to her. On the geographical level. it parallels the river’s decrease
in size and volume, as it acquires a description as safe and brimming (3:179:16).® In the
context of this myth. her considerably weakened personality is tied in with the prevalent
conception of the extraordinary power of tapas. (It may well also have something to do

with her gender.) At the cost of her own power as a goddess. that of the sages—through

avahac chonitonmisram toyam samvatsaram tada -
evam vasisthapavaho loke khydto janadhipa

* See pp.85-99 above.

% See p.86, note 47 above.

7 See pp.166-71 below.

See p. 106 above.
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their austerities—is highlighted. as she trembles before them in fear of their curses. She
who in the Rg Veda was an uncontrollable, mighty flood. an all too powerful mother-goddess
figure, before whom her worshippers tremblied,” is here for the first time portrayed as
weak. afraid, and vulnerable. Threatened by Visvamitra. she finds herself at a loss as to
what to do: in the confusion engendered by fear. the hitherto fearless goddess. who presides
over knowledge. loses. in addition. the power of discrimination vital to knowledge. She
runs from one sage to the other, desperately trying to avoid being cursed by either one.
And then, when she realizes Vasistha understands her predicament and will not curse her,
she good-naturedly yet foolishly tries the impossible: to protect Vasistha while obeying
Visvamitra and thus to avoid the latter’s curse. Predictably, Visvamitra does not appreciate
her well-intentioned cat-and-mouse game. and she is ultimately cursed to turn to blood.

Given that the function of these myths is to glorify the tirthas alongside this most
sacred of rivers, surely their author(s) intended to show Sarasvati in the best possible light.
despite the overwhelming power of the sages’ rapas. It is regrettable, however. that they
inadvertently robbed her of her discrimination and hence knowledge. over which she
presides. in the process. Had she fearlessly refused to involve herself in Visvamitra’s petty
jealousy and been cursed at the outset, her glory and greatness would not have been
reduced.

Despite appearing as a frail. frightened figure, misguidedly attempting to do what is
right. in memory of who she was in the past, Vasistha praises Sarasvati as a grcat goddess.

on whom the universe depends. In other words. the portrayal of Sarasvati in this myth is

® See p.14 above.
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entirely uneven, recalling the past while incorporating the ideology of subsequent times.
The story then continues in 9:42, wherein some seers. shocked to find innumcrable
demons drinking Sarasvati’s water mixed with blood at the Vasisthapavaha Tirtha. rescue
the Sarasvati (9:42:6-7).°° When the river is purified. however, the demons are afflicted
with hunger (9:42:14d).' Out of compassion for them. Sarasvati assumes a new form
called Arund (9:42:24cd).* significantly meaning “reddish-brown.” for demons drink blood.

Having bathed in this river, the demons attain heaven (9:42:25ab).”

Sarasvat Tirtha

At the Sarasvat Tirtha, sage Sarasvat taught the Vedas to other sages (9:50:3¢d).” As
Vaisampayana recounts, sage Dadhica performed such austerities that Indra began to fear

him (9:50:5a-6b).%® A beautiful apsaras called Alambusa was sent to distract him (9:50:7).%

“ athagamya mahdbhdgds tat tirtham darunam tada = drstva toyam sarasvatyah sonitena pariplutam
piyvamanam ca raksobhir bahubhir nrpasattama  tan drstva rdksasdn rdajan munayah samsitavratah .
paritrane sarasvatyah param yatnam pracakrire '/

According 1o a passage not included in the critical edition (no.256 following 9:42:12), it is only after
worshipping Siva that they rescue her: dradhya pasubhartaram mahadevam jagatpatim moksayamdsus tam
devim saric chrestam sarasvatim '

' raksasah ksudhaydrditah
« arunamdnayamadsa svam tanum purusarsabha ./
For the theme of the multiple forms of the one Sarasvati, see pp.112-114 above.
% tasydm te raksasah sndtvd tanus tvaktva divam gatgh -
* vedan adhyapayamasa pura sarasvato munih
“ asit purvam mahdraja munir dhiman mahdtapdh ~ dadhica iti vikhydto brahmacari jitendriyah

tasyadtitapasah sakro bibheti satatam vibho

“ pralobhandrtham tasyatha prahinotpakasasanah < divyam apsarasam punyam darsaniydim
alambusam .
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Secing her. his vital seed dropped into the Sarasvati (9:50:9a-c).*” and in time she gave
birth to a boy (9:50:11ab).*® Dadhica called him Sarasvat (9:50:21)® and proclaimed
(9:50:22-23):

esa dvadasavarsikvam anavrstvam dvijarsabhan /

sarasvato mahabhage vedan adhyapayisvati //

punvabhyas ca saridbhyas tvam sada punvatama subhe /
bhavisyasi mahabhage matprasadat sarasvati //

During a twelve-year drought, Sarasvat will tecach the Vedas. O fortunate
one, to the best of the twice-born.

And, O fortunate Sarasvati, through my grace you will always be the
most sacred of holy rivers, O beautiful one.
And so it happened, at least with Sarasvat. During the drought, Sarasvati fed her son fish
(9:50:37).”° and after the twelve-year period. when the famished seers had lost knowledge
of the Vedas (9:50:40ab),”* Sarasvat taught them (9:50:48b-d).™
In the Rg Feda. it will be remembered, Sarasvat was Sarasvati’s male counterpart.
connected or identified with Apdm Napat, the son of the waters (1:164:52).” Here he

becomes her son. As mother, she takes on a role already familiar in a general sense in the

7 tam divvavapusam drstva tasya rser bhavitatmanah - retuls skannam sarasvatyam ...

susuve capi samaye putram sa saritam varag -
tavaiva namna prathitah putras te lokabhdvanah : sdarasvata iti khyato bhavisyati mahdtapah -
na gantavyamitah putra tavaharam aham sada ; dasyami matsyapravaranusyatam iha bharata -

n tesam ksudhdparitanam nasta veda vidhavatam

o

munayas te vidhanatah . tasmad vedan anuprapya punar dharmam pracakrire

See p.10 above.
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Rg Veda (2:41:16a)™ and in a more specific way in the Yajur Veda’s healing of Indra (VS
19:94ab).” She plays. however, an almost passive role in that she functions as a carrier of
Dadhica’s sced, which falls into her simply because she is there. The sage. steeped in
austerities. is roused by another. and Sarasvati. out of devoted respect for him (9:50: 12¢ef).
carries his seed. Acting as a surrogate rather than a real mother. she does not develop
possessive maternal instincts towards the child, and thercfore readily offers the infant to
Dadhica after birth. Although the sage is delighted and blesses Sarasvati and Sarasvat, as a
celibate, solitary ascetic intent on continuing his austerities, he is not about to start raising
a child. like an ordinary householder. Hence Dadhica names the surrogate mother as the
actual mother, returning the child to her. She. in turn. joyfully accepts Sarasvat and lovingly
raises him, keeping him alive throughout the twelve-ycar drought.

With a sage as father and a riverine goddess of knowledge. identified through Vac
with the Vedas, as mother, Sarasvat cannot but become a sage himself (9:50:36b munih
sarasvatas tada /). Kept alive by Sarasvati during the drought, he then becomes. one might
say, her mouthpiece. her vehicle to teach the Vedas to countless sages. As a vehicle, his
personality is left undescribed, and as ser vchicle, his name is simply a reflection of hers.
His very raison-d’étre in this myth is to teach the Vedas so that they may be preserved in
the world. a purpose appropriate to the goddess of knowledge. Devoid of personal traits. he
simply conveys the texts. As Sarasvati represents knowledge, Sarasvat is the means of

preserving the knowledge.

™ Seep.13 above.
* See p.50 above.

" brahmarse tava putro ‘yam tvadbhaktyd dhdrito maya .
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b. Goddess of Knowledge

i. Sarasvati and Vac

In the Mahabharata Sarasvati is celebrated as goddess of knowledge. In contrast with
the Brahmanas. here the connection with knowledge is direct in that she no longer requires
the intermediary of Vac: she does not preside over knowledge because she is Vic; she
presides over it because she is Sarasvati. In the Brahmanas, it was Vac who was called
mother of the Vedas (TB 2:8:8:5).” In the Mahdbhdrata. on the other hand, Narayana says

to sage Narada (12:326:5¢d):

vedanam mataram pasva matstham devim sarasvatim //

Behold goddess Sarasvati. the mother of the Vedas, established in me.

This represents yet another step in the process of the identification of Sarasvati and Vic.
The two have become one. and “Vac” as a separate name now falls further and further into
the background. Although Sarasvati is indeed called Vic (e.g. 12:306:6¢cd) ™ as well as
Vani (e.g. 3:132:2) ”° in the Mahdbharata. Vic increasingly becomes simply speech as a
function of Sarasvati. Becoming speech, Sarasvati enters the body (12:306:6cd sarasvatiha

vagbhuta sariram te praveksvati // ), and as speech, dwells in the tongue (12:231:8d

n

See p.68 above.

™ See Sanskrit original below.

® 3:132:2 sdksad atra svetaketur dadarsa sarasvatim manusadeharipam - vetsyami vanim iti sampravrttam
sarasvatim svetaketur babhase '/
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Jihvavam vak sarasvati // ). Hence Bhisma, in veneration of Visnu, says “.. goddess
Sarasvati is [your] tongue™ (6:61:56b devi jihva sarasvati /). When she appears to sage
Yajiavalkya, she is adorned with vowels and consonants, sounding the syllable Om: ratah
pravrttatisubha svaravyanijanabhisita / omkaram aditah krtva mama devi sarasvati

(12:306:14).

ii. Instructing Tarksya

There is one adhvava (3:184) in particular where Sarasvati appears as goddess of
knowledge. Here, sage Tarksya approaches her for instruction in dharma and ritual worship

(3:184:2-3):

kim nu srevah purusasveha bhadre
katham kurvan na cvavate svadharmat /
acaksva me carusarvangi sarvam
tvavanusisto na cvadevam svadharmat //

katham cagnim juhuvam pujave va
kasmin kale dharmo na nasvet /
etat sarvam subhage prabravihi
vatha lokan virajah samcarevam //

What, good lady. is best for a man here on earth?
What way should he act lest he stray from his Law?
Pray tell me. woman of beautiful limbs:

Instructed by you [ won’t stray from my Law.

How should one make offerings into the fire,

How worship and when., lest his Law be impaired?
Propound all this to me. fair woman.

So that | may roam the worlds without passions.*

® Translation by van Buitenen in 1975, p.580.
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Although she begins by speaking of knowing Brahman and of constant and undistracted
study and purity (3:184:5ab).*" moksa is hardly the goal. She describes celestial cities and
which offerings lcad to which realms (3:184:5¢-10).** She speaks of purity at the physical
and caste levels, as well as the purity which comes from knowing the Vedas (3:184:13).*
This is connected with her stipulation that only a priest who knows the texts (a srotriva)
may perform the Agnihotra (3:184:14).* She then describes the result of the Agnihotra
(3:184:15).%

Tarksya recognizes her vast knowledge in the “outcome of rites.™ and asks who she is

(3:184:16).% Sarasvati explains that shc has risen from the Agnihotra to resolve the doubts

"' yo brahma janati yathdpradesam svadhyayanityah sucir apramattah

® sa vai puro devapurasya ganta sahamaraih prapnuydt pritiyogam - tatra sma ramya vipula visokdh
supuspitah puskarinyah supunyah (vv. 5c-6b)... param lokam gopradas tvapnuvanti dattvdnadvaham
suryalokam vrajanti . vasam dattva (vv.8a-c)...

*... [he] shall go to the cities of God's city and find delight amidst the Immortals. There are lovely and vast
and sorrow-free and holy flowering lotus lakes... The givers of cows reach the highest heaven, those who give
an ox gain the world of the sun: giving lodging...” (Van Buitenen translation in 1975, p.580. Since I do not
divide the translation into separate lines according 10 padas in the notes, as van Buitenen does, [ have
replaced his capitalized letters at the beginning of each pada with small case.)

Y na cdsucir napy anirnikeapanir nabrahmavij juhuydn navipascit bubhuksavah Sucikimd hi deva
ndsraddhadhanad dhi havir jusanti /

“An impure man, one with unwashed hands, not knowing the Veda, nor wise, may not offer; for the Gods
when they hunger demand one to be clean, and take no food from the unbeliever.” (Van Buitenen 1975,
p.58L)

™ nasrotriyam devahavyve niyufijyan mogham para sificati nadrso hi - apurnam asrotrivam aha tarksya na
vai nddrg juhuydd agnihotram -

“A srotriva priest [should] be engaged for the rite, any other will throw the oblation away: none but an
accomplised srotriva, Tarksya, [ say, may offer the agnihotra.” (Van Buitenen 1975, p.581.)

¥ gavam lokam prapya te punyagandham pasyanti devam paramam cdpi satyam -/ (3:184:15¢d)

“They... will go to the fragrant world of the cows and behold the God who is highest and true.” (Van
Buitenen 1975, p.581.)

% fsetrajiabhutam paralokabhdve karmodaye buddhimatipravistam - prajiam ca devim subhage vimrsya
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of the priests (3:184:17ab). agnihotrad aham abhyagaiasmi viprarsabhanam
samsayacchedanava / Her territory within the ritual context. therefore. is knowledge.

Tarksya then praises her celestial body (3:184:18) and she speaks of the origin of
beauty (3:184:19-20). He then asks her for teachings regarding final release
(3:184:21)." and she talks of study. gifts. vows, and yoga (3:184:22cd).* Then, quite
suddenly, she begins to describe the trec of paradise from which rivers of offerings flow
(3:184:23-24).° This may perhaps be intended to integrate her as a river into the cosmic
sacrificial realm, in which she plays the role of teacher. for she is. after all. the goddess of
knowledge.

The context, therefore, is ritual instruction imparted by the goddess of knowledge.
The specified prerequisite for success in this realm is purity. Apart from knowledge. there

is a great deal of emphasis placed on the beauty of Sarasvati. Her appearance in human

prcchami &dm ka hy asi carurupe -
*1 think of you, who are my guide in matters celestial, piercingly wise of the outcome of rites, as an insightful
Goddess, and ask you. beautiful lady, who are you?” (Van Buitenen 1975, p.581.)

7 Quoted on p.126 below.

® dcaksva me tam paramam visokam moksam param yam pravisanti dhirah  (3:184:21cd)
* Propound to me the superior bliss of final release, which the wise secure.” (Van Buitenen 1975, p.582.)
¥ svadhyavadanavratapunyayogais tapodhana vitasoka vimuktdh -

... and with study, gifts, vows, and holy Yoga the ascetics find freedom beyond all grief.” (Van Buitenen
1975, p.582.)

® tasydtha madhye vetasalh punyagandhah sahasrasakho vimalo vibhdti - tasya mulat saritah prasravanti

madhudakaprasravana ramanyah . Sakham sakham mahdnadyah samyanti sikatésamah ° dhanapupa
mamsasakdh sada payasakardamdh

*“In the middle of it, a fragrant cane tree of a thousand branches stands pure and effulgent: from its roots well
up and flow the rivers, the lovely streams of the honeyed water. [23] The great rivers flow from branch to
branch like falling sand, those rivers of grain and cakes, meat and potherbs, with the mud of milk and rice.
f24]" (Van Buitenen 1975, p.582.)
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form occurs in other instances, as noted above.” but what distinguishes this passage from
the others is not only the frequency of references to the beauty of her form (3:184:2c. 12b,
16d. 18c).” but the consequent underlying tension thereby created within the context. The
sage Tarksya. although he requests instruction in dharma “... so that I may roam the worlds
without passions” (3:184:3d)” is unable to refrain from mentioning her beautiful form—and
to make it even more direct, addressing her in terms of it—on four out of five occasions
when he speaks in this adhvava. Following Tarksya's initial rcquest to Sarasvati, the
narrator-sage Markandeya also comments that Tarksya is filled with love: evam prsta
pritivuktena tena (3:184:4a). Following the latter’s fourth reference to Sarasvati’s beautiful
form. in this final instance as a surpassingly lovely celestial body (3:184:18¢ riupam cua te
divvam atvantakantam).,™ the fair goddess decides it is time to address the topic herself
(3:184:19-20):

sresthani yani dvipadam varistha vajiiesu vidvann upapadayanti /

tair evaham sampravrddha bhavami apvayita ripavati ca vipra //

vac capi dravvam upavujvate ha vanaspatvam ayasam parthivam va /
divvena ripena ca prajriava ca tenaiva siddhir iti viddhi vidvan //

[ have grown on the choicest of gifts, O sage,
Most eminent man. which the offerers bring

When they make thceir oblations at their rites;
They filled me and made me beautiful, priest.

> See, for instance, pp. 115 above.

* If subhaga is here understood as “beautiful,” then three more instances can be added: 3:184:3c, 16¢.18d.
* Quoted on p.123 above.

* 3:184:18ab is equally suggestive: na hi tvayd sadrsi kascid asti vibhrdjase hy atimatram yatha snh
**There is no woman the equal of you, for you shine as radiantly as Sri.” (Van Buitenen 1975, p.581.)
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Whatever is used as an offering gift.

Be it wooden or iron or made of clay,

Know, sage, that a man by that gift prevails

In celestial beauty as well as wisdom.”
Beauty, therefore. arises from sacrifice and is imparted both to the worshipper and the
worshipped. Together with wisdom, it is attained by the sacrificer. Having heard Sarasvati’s
admonition in the form of a ritually-contextualized explanation, Tarksya no longer addresses
her—one might even suggest. no longer dares to address her—in terms of her form.

As opposed to the above-mentioned Mahabharata passages where Sarasvati appcars

as a woman or as mother to Sarasvat in entircly non-sexual contexts, she is portrayed here

as a beautiful woman, capable of arousing even a sage. In her enchanting beauty she comes

closer to Vic in the Brahmana myth of the Barter for Soma.”

c¢. Sarasvati as Daughter, Wife, and Mother

In the Mahabharata Sarasvati appears as daughter. wife. and mother. In relation to
Brahma, she is a daughter: r1a brahmasuta sa me satva devi sarasvati // (12:33:10cd).” As
a river. her source is Plaksa [Prasravana].”® It is also said. however, that she was born from

the Grandfather’s Lake: pitamahasya sarasah pravrttasi sarasvati / (9:41:29ab). Pitamaha

* Translation by van Buitenen in 1975, p.582.
* See pp.85-99 above.

7 She is, however, also produced, together with the Vedas, from the mind of Krsna in 6:63:5cd (sarasvatim
ca vedams ca manasah sasrje 'cyutah - ). Yet she is no more his daughter than the Vedas are his sons.

* See p.107 above.
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is the paternal grandfather. an epithet of the same Brahma. [n the Brahmanas. it will be
remembered. Vac was the daughter of Prajapati.” who in post-Vedic mythology becomes
Brahma. We will have occasion to return. in the Puranas, to the fully developed relationship
of Sarasvati and Brahma, derived from that of Vac and Prajapati.

Sarasvati is wifc to Manu (5:115:14d),'® as well as to sage Matindra, whom she
chooses as husband following his twelve-year sacrifice on her banks (1:90:25-26).'"”' She
then bears Matindra a son called Tamsu (1:90:26, 28).'" She is also. as we have seen. a
kind of surrogate mother to Sarasvat, born of the secd of Dadhica, fallen into the Sarasvati
(9:50:9-11).

At the level of relationships, then, there arc some new developments in the epic. Of
overwhelming importance is her relationship with Brahma, which finds further, extensive

development in the Puranas, as we shall see.

® See pp.70-72 above.

" 5:115:14 yatha bhumyam bhamipatir urvasyam ca pururavah... sarasvatydam yatha manuh -

"' 1:90:25-26ab matindrah khalu sarasvatyim dvadasavadrsikam satram ajahdra - nivrite ca satre sarasvaty
abhigamya tam bhartaram varayamadsa -

2 1.90:26cd tasyam putram gjanayat tamsum nama -
1:90:28ab tamsum sarasvatt putram matindrad ajijanat -

'® See pp.119-21 above.
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2. Puranas

Introduction

Rather than discussing each Purana individually, it is more convenient to consider
their stories and iconographic descriptions thematically and comparatively. beginning with
the accounts of the Puranas which according to general consensus are earliest. As the aim
of this study is to tracc Sarasvati’s migration eastwards through China to Japan, and as the
third Chinese translation of the Sutra of Golden Light, the Buddhist text through which
Sarasvati made her way to China and Japan. was complcted in 703, I will focus here on the
Puranas generally assigned to a period prior to the eighth century.

The Markandeya Purana (MkP), composed in western India near the river Narmada.
is dated to a period between the third and the seventh century C.E.! According to Pargiter’s
study:

a) third century or earlier: chapters 45-81, 94-137
b) between the third and the sixth century: chapters 1-44
c) sixth or perhaps fifth century: Devi Mahatmya in chapters
81-93
The Matsya Purana (MP). composed and circulated by people living around the

river Narmada. has been assigned dates ranging from the fourth century B.C.E. to 1250

C.E. by Kantawala.’ narrowed down to a period from the fourth century B.C.E. to the

' Hazra 1940, pp.8-13; Kane 1962, p.903 (fourth to sixth century); Pargiter 1904, pp.xiii-xx. For more
extensive references, see Rocher 1986, pp.191-96.

* 1964, p.8.
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third century C.E. by Ramachandra Dikshitar.’ and to 200400 C.E by Kane.* Rajendra
Chandra Hazra’ assigned different dates to each of the chapters or groups of chapters (I
list here only the ones in which Sarasvati appears):
a) last quarter of the third or first quarter of the fourth century
C.E.: chapters 34
b) 5§50-650: chapters 66. 260-61
¢) earlier than 750, if not 700: chapter 171
d) 600-900: chapter 101
¢) 700-1075: chapter 183
f) carlier than 1100: chapter 13
With reference to chapter 3. its date may be pushed a little further back. for, as V.S.
Agrawal points out,’ Brahma's fifth head (3:40) appears exclusively in images of the first
to the third century. My discussion of the contents of the Matsva Purana will center largely
on chapters 3. 4, 66, and 260-61 [a) - b) above].
The Vayu Purdna is assigned to about the fourth to the fifth century.” It may originally
have been identical with the Brahmanda Purana.
Some of the proposed dates for the Vispudharmottara Purdana. compiled in southern

Kashmir or northern Punjab, are 400-500.% 450-650.° and 600-1000.'

My discussion of Sarasvati in the early Puranas will address the Brahma-Sarasvati

*1951-55, p.Lxxiv.

1962, pp.899-500.

* 1940, pp.50-51. 176-77.

° 1963, pp.51-52.

E.g. Kane 1962, p.907. For futher references, see Rocher 1986, pp.243-45.

' Hazra 1958, p.212.

Priyabala Shah in her edition of khanda 3 of the Vispudharmottara Purana. 1958, p.xxvi.

Kane 1962, p.910. Rocher 1986, pp.250-52 provides more extensive references.
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myth. the names of the goddess, her worship. and her iconography.

a. Brahma and Sarasvati

As noted above.'' Sarasvati is Brahma’s daughter in the Mahdbharata (12:33:10cd).
In the Puranas she becomes also his consort. The Brahma-Sarasvalti relationship is based on
that of Prajapati and his daughters, especially Vic. in the Brahmanas.”” Brahma is Prajapati
(MP 3:33d). and Sarasvati is Vac. The Puranic account which most closely follows the
Brahmanas is not found in what is considercd amidst the earliest Puranas. but in the
Brahma Purana (102:2cd-8ab)."’ The longest Puranic account appears in the Matsva Purdna
(3:30-44), which we will examine here.
For the purpose of creation, we are told. Brahma produced Savitri from half of his
body. calling her also Satariipa, Sarasvati. Gayatri. and Brahmani (MP 3:30-32):
savitrim lokasrstvartham hrdi krtva samasthitah /
tatah safjapatas’ tasya bhittva deham akalmasam /

strirupam ardham akarod ardham purusaripavat /
satarupa ca sakhyata savitri ca nigadvate //

' See p.127 above.

* See pp.70-85 above.

" The Brahma Purdna contains portions from different periods and has passages borrowed from the

Mahabhdrata, Harivamsa. and from other Puranas. Sce Rocher 1986, p.155. Unlike in the Rg Veda and in
the Brahmanas, in the Braima Purana version of the myth, Siva intercepts before Brahma is able to pair with
his daughter. By threatening the creator, he averts the dpavrata and thereby succeeds in protecting the
dharma.

' As L.C.D.C. Priestley suggests, safijapatas might be a misprint for saiijayatas.
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sarasvaty atha gayatri brahmani ca parantapa /
tatah svadehasambhitam atmajam ity akalpavat //

In order to create the world. he who was evenly-postured (?)
established Savitri in his heart. Then he whispered [something]
and split his pure body [in two].

Half he made in thc; form of a woman, half in the likeness of a
man. She is named Satariipa and is called Savitri,

Sarasvati. Gayatri. and Brahmani. O enemy-burner. [And] so he

made [her] out of himself, from his own body."*
Brahma fell in love with Savitri (3:33). and even when his sons protested. he could see
nothing but her face (3:34).'" As she circumambulated him. he did not wish to keep turning
around and around, ashamed as he was of his passion beforc his sons, and so faccs
appeared on the sides and back of his head (3:36a-38b):

atha pradaksinam cakre sa pitur varavarnini /

putrebhyo lajjitasyasya tadriupalokanecchaya //

avirbhitam tato vaktram daksinam pandugandavat /
vismayvasphuradostham ca pascatvam udagat tatah /...

caturtham abhavat pascad vamam kamasaraturam /
Then that lovely woman circumambulated her father, but he was

ashamed of his desire to stare at her beauty in the presence of his
sons,

" In TB 2:3:10:1 Prajapati has Sita Savitri as offspring: prajdpatis sémam rdjanam asrjata . tém trdyo
véda dnvasrjyanta ' tan hdste 'kuruta . dtha ha sita savitri / somam rdjanam cakame - sraddhdam u sd
cakame: sd ha pitdiram prajapatim vpasasdra - Sarasvat as daughter of Brahma is also mentioned in MkP
23:30d, and in a number of other, later Puranas.

' 3:33-34 drsevad tam vyathitas tdvat kimabandrdito vibhuh : ako ripam aho ripam iti ciha prajapatih -/
tato vasisthapramukha bhaginim iti cukrusuh brahma na kificid dadrse tanmukhalokanad rte - (1 have
corrected tanmukhalokam adrte o tanmukhdlokandd rte in 3:34d.] “When he looked at her, the lord Prajapati
was smitten with the arrows of love. Disturbed, he cried out, “Oh what beauty! Oh what loveliness!™
(Translation by Dimmitt and van Buitenen in 1978, p.35.) “Then [the seers.] led by Vasistha, cried out : *[She
is our] sister.” but Brahma saw nothing but the sight of her face.”
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So a face appeared on his right side. with pale cheeks. And
another sprang up in the back, its lip quivering in wonder...

And then a fourth one too. on his left side. wounded by love’s

arrows. "
And when she flew up, a fifth face sprang up atop Brahma’s head so as to gaze at her
fovely form (3:39-40)." Her elevation. however, was a vain attempt to escape the attentions
of her father. Brahma’s passion. however, had conscquences. the Matsva Purana narrator
interjects (3:39¢cd-40ab):

srstvartham vat krtam tena tapah paramadarunam //

tat sarvam nasam agamat svasutopagamecchayva /

The tremendous fapas which Brahma had practised for the purpose

of creation was entirely annihilated through his desire to unite
with his own daughter."®

" Translation by Dimmitt and van Buitenen in 1978, p.35.

3:38cd reads: tato ‘nyad abhavat tasya kamaturataya tatha < Dimmitt and van Buitenen insert 3;38cd before
3:38ab as “Then another face appeared owing 1o his love-sickness...” Although 3:38cd clearly indicates yet
another face, which would make it a fifth, for Brahma had one to begin with, to which three (one on the right,
one in the back, and one on the left) were already added, 3:40cd speaks of yet another face identified as a
“fifth,” rather than a sixth (tenordhvam vakiram abhavat parficamam...). It would appear, therefore, that
3:38cd is simply another wording of 3:38ab, confirmed by their mutual connection with the pain of love
(3:38b kamasaraturam; 3:38d kamaturataya).

Cf. 13:52b where Sarasvati is said to be enshrined in the faces of Brahma: brahmasyesu sarasvati -
™ Tt is noteworthy that Prajapati is referred to as paiicamukha in the Kausitaki Upanisad (2:9).

** Translation by Dimmitt and van Buitenen in 1978, p.35. The whole of 3:3940 reads: ufpatantyds
tadakdrdlokanakutiuhalat - srsthyartham yat krtam tena tapah paramadarunam / tat sarvam ndsam agamat
svasutopagamecchaya - tenordhvam vaktram abhavat paricamam tasya dhimatah . avirbhavaj jatabhis ca tad
vaktram cavrnot prabhuh .. (1 have changed tadakara alokanakutihalat o tadakaralokanakunihalat, which,
although it makes sense, removes a metrically-needed syllable.) There seems to have been some confusion in
the order of the verses here, for 3:39%cd-40ab would logically fit in afler 3:40d. Although no comment is
provided. this is obviously why Dimmitt and van Buitenen translated 3:39cd-40ab following 3:40cd.
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Sending off his sons to create (3:41).”° he married Satariipa. and made love to her inside a
pavilion within a lotus for as long as a hundred years (3:43a-44b):
upayeme sa visvatma satariipam aninditam /
sambabhiiva tava sardham atikamaturo vibhuh /
sa lajjac cakame devah kamalodaramandire //
vavad abdasatam divvam yathanvah prakrto janah /
The universal soul married blameless Satariipa. The lord, overcome
with intensc passion, united with her. Out of shame, the god. like
an ordinary man, made love (to her) in a pavilion inside a lotus
for as long as a hundred celestial years.
She bore him a son, Svayambhii Manu, the primal person (3:44cd).”!

As in the Brahmanas. the incestuous nature of the relationship is indeed a problematic
issue. In the Matsva Purana, Brahma’s mind-born sons protest (3:34). and the creator
expericnces shame before them. so much so that he manifests four additional faces “to
conceal” his passion for the lovely Savitri (3:39-40). His desire to unite with his own
daughter Icads to the loss of all his intcnse rapas practised for the purposc of creation
(3:39¢d-40ab). Thus he is impaired in his function as creator. Whereas in the Vedic accounts
the father was punished by a celestial archer for his sin. here he is punished by the sin
itself, both in his shame and in his loss of tapas. Creation. the very task for which he

produced Savitri. is assigned to his sons, so that Brahma may remain alone with her, freed

of the shame he feels before them. The Matsva Purana aiso includes a moralistic supplement

* tatas tan abravit brahma putran dtmasamudbhavdn - prajah sriadhvam abhitah sadevasuramdnusihk -

“So Brahma spoke to those sons who had sprung from him, saying, “From now on you must produce all the

creatures, as well as the gods, demons and human beings.” (Dimmitt and van Buitenen in 1978, p.35.)
' tatah kilena mahata tasyah putro ‘bhavan manuh -/ (Manu as svayambhuva and as the adhipurusa is
mentioned in 3:45, the following stanza.)
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to deal with this issue. When asked how Brahma could have committed such a transgression
(4:1), Matsya the Fish incamnation cxplains that gods are not subject to the same duties and
prohibitions as humans. and thus their deeds are not to be judged (4:6). And yet Brahma in
his act was compared to an ordinary man in 3:44b ( vathanvah prakrto janah)!

Brahma and Gayatri. Matsya continues. arc as inseparable as light and shadow. and
thercfore there is no sin in their union (4:9-10). Nevertheless. the sensc of sinfulness of the
act continues to pursue even the creator, for. the Purana tells us, Brahma was ashamed of
himself and cursed Kama (4:11) . Hence, in the cnd, the union of the father with the

daughter remains a sin both in human and in celestial eyes.

b. Names of Sarasvati

1. Rivers

One of the ways in which Sarasvati acquires different names is through her identification
with different rivers. It will bc remembered that in the Mahabharata (9:37:3-4). in direct
connection with the Rg l'eda passage where Sarasvati is called saptdasvasr (6:61:10b), we
find seven Sarasvati rivers, each given a different name and location, and yet understood to
be seven forms of the one Sarasvati. In this superimposition of the Sarasvati on other
rivers. the names of these rivers become her other names. She is thus Suprabha. Kaficanaksi,

Visala, Manasahrda. Aughavati, Suvenu, and Vimalodaka.™

= Seep.113 above.
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ii. Satarlipa, Savitri, Gdyatri, and Brahmani

Far better known. on the other hand, are some of the different names of Sarasvati
which bear no particular connection with her riverine aspect. In the Maitsva Purana (4:31).
as we have secn, she is called Satariipd, Savitri, Gayatri, and Brahmani. As the spouse of
Brahma., she is Brahmani. Her connection with Satariipa, on the other hand, is unclear.” As
for Gayatri, it is one of the metres in which Vedic hymns were composed, and therefore a
form of speech. It is. furthermore. the name of an invocation to the Sun (Savitr) in the Rg
Veda (3:62:10). and hence also known as the Savitri. As an integral part of the Upanayana
ceremony, a prerequisite for the study of the Vedas, the Gayatri mantra is whispered into
the boy’s ear. The Manu Smrti explains that “... the birth marked by the tying of the belt of
rushes is his Vedic birth, and in it the verse to the sun-god is said to be his mother and the
teacher his father” (2:170 tatra vad brahmajanmasya mawijibandhanacihnitam // tatrasya
mata savitri pil@ tvacarva ucyate // ).** The mantra is then to be repeated every single day
of a twice-born’s life. The Gayatri mantra is believed to embody the essence of the Vedas,
for. according to the Manu Smyti. Prajapati produced it by milking out one foot from each
of the three Vedas (2:77). As an encapsulated form of the Vedas. she is Vac itself, both as
speech and the knowledge it conveys, and therefore also Sarasvati.

There is another Savitri, daughter of king Asvapati and wife of Satyavat, who is.
however, closely connected with the above Savitri/Gayatri, seemingly her very incarnation.

As the Mahabharata (3:277-283) recounts. following eighteen years of austerities and

2 Anand Swarup Gupta (1952, p.73) connects Satariipa with the visvarupa epithet of Sarasvati.

* Translation by Doniger and Smith in 1991, pp.34-35.
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recitation of the Savitri, the goddess appeared to childless king Asvapati (3:277:10).%
Although he asked for the boon of many sons (3:277:14cd).” Savitri replied that she had
already spoken of his desire to the Grandfather (Brahma), and announced. on behalf of
Brahma, the imminent birth of a girl (3:277:16-17).”” When the child was born, she was
given the name Savitri. “for she had been given by Savitri when she [the goddess Savitri]
was pleased with the oblations he [the king] had offered with the s@vitri [mantra]” (3:277:24).”
She grew into an extraordinarily beautiful woman. likened in splendour to the embodiment
of $ri (3:277:25ab).*® Such was her beauty that no man dared choose the celestial maiden
(devakanya) for his bride (3:227:26¢d-27).*° Overcome with concern. the king sent Savitri
out to find a husband (3:277:36ab).”' Accompanied by elderly counsellors, she set out on a
pilgrimage to all the tirthas and hermitages (3:277:41).** Upon her return. she told her
father about the blind king Dyumatsena. whose realm had fallen into enemy hands and
who lived with his wife and son Satyavat in thc vast wilderness of the forest performing

austerities. It was Satyavat. she declared. whom she had chosen for husband. Sage Narada.

3 purne tv astadase varse savitri tustim abhyagat svarupini tada rajan darsayamdsa tam nrpam -

** putrd me bahavo devi bhaveyuh kulabhavandh .

7 pirvam eva maya rdjann abhipravam imam tava jiaiva putrartham ukto vai tava hetoh pitamahah
prasadac caiva tasmat te svayambhuvihitad bhuvi * kanya tejasvini saumya ksipram eva bhavisyati -

28

savitrya pritaya datta savitrya hutaya hy api - savitrity eva namasyas cakrur vipras tatha pita -
Translation by van Buitenen in 1975, p.762. Square-bracketed portions are mine.

* sd vigrahavativa $rir vyavardhata nrpdtmaja

Cf. 3:277:29d devi srir iva rapini  *
" prapteyam devakanyeti drstva sammenire jandh ~ tém tu padmapaldsdksim jvalantim iva tejasd na
kascid varayamasa tejasd prativaritah .’

' idam me vacanam srutvd bhartur anvesane tvara -

R evam sarvesu tirthesu dhanotsargam nrpatmaja . kurvati dvijamukhyéandm tam tam desam jagama ha
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who happened to be present, exclaimed in dismay that Savitri’s choice was a great wrong,
for the virtuous Satyavat blessed with all qualities would die in one year to the day
(3:278:11-22). Urged to find another man, she adamantly refused (3:278:23-26),* and
was wed to the prince Satyavat (3:279:15-17).* For one year she lived with him and his
parents in the forest, remembering always Narada’s words (3:279:23).’ When the appointed
time arrived, she greeted Yama with folded palms and through wise speech arising from
virtuousness and determination, she who was possessed of the power of her austerities
secured four boons from him: King Asvapati would regain his sight and kingdom. and one
hundred sons would be born not only to him. but also to Savitri by Satyavat (3:281:10-45).

The following exchange then ensued (3:281:50-51, 53):

vama uvaca

vatha vatha bhasasi dharmasamhitam
mano 'nukulam supadam maharthavat /
tatha tatha me tvayi bhaktir uttamag
varam vrnisvapratimam yatavrate //

savitry uvaca

na te 'pavargah sukrtad vinakrias

tatha vathanyesu varesu manada /
varam vrne jivatu satyavan ayam

vatha mrta hy evam aham vina patim //...

2 aho bata mahatpdpam savitryd nrpate krtam ajanantyd yad anaya gunavan satyavan vrtah ;- (3:278:11)

eko doso ‘sya ndnyo 'sti so ‘dya prabhrti satvavan . samvatsarena ksinayur dehanydsam karisyati ./ (3:278:22)
“ ehi savitri gaccha tvam anyam varaya sobhane < (3:278:23ab) dirghdyur atha valmayuh saguno nirguno
'pi va . sakrd vrto maya bhartd na dvitiyvam vimmomy aham . /(3:278:26)

* vathavidhi samudviham kirayamdsatur nrpau .7 (3:279:15¢d)

S savitryas tu sayanayds tistantyds ca divanisam / néradena yad uktam tad vakyam manasi vartate -/
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varatisargah sataputral@ mama
tvavaiva datto hrivate ca me patih /
varam vrne jivatu satvavan avam
lavaiva satvam vacanam bhavisvati //

Yama said:
Since every time you speak so well.
So pleasing, so meaningful of the Law,
My love for you is incomparable—
Choose you a compareless boon, strict woman!
Savitri said:
You make no exception to your favor,
Pride-giver. as in the other boons!
I choose the boon that Satyavat live,
For I am as dead without my lord...
You have given the boon that a hundred sons
Will be bomn to me. yet you take my man.

I choose the boon that Satyavat live!

Your very own word shall now come true!*’

And so it came to pass that Savitri saved them all, including her husband’s entire lineage
(3:283:14).®

This “human” Savitri had not only the beauty of a goddess and the virtues of austerity
and right conduct, but far more significantly for us here. the gift of speech. It was through
her eloquence rooted in knowledge that she acquired boons, that she saved others. and that
she outwitted death itself in the form of Yama. She enchanted him through the power of her

speech—one might even say seduced him with her wise words—so that his repcatedly

‘" Translation by van Buitenen in 1975, p.772.
* evam atma pita mata svasruh Svasura eva ca - bhartuh kulam ca savitrvé sarvam krcchrat
samuddhrtam .
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stated resolve not to return Satyavat’s life (3:281:25c. 30c, 36c. 43c vinasva jivitam) was
ultimately abandoncd in face of her persistent eloquence. No matter how many times Yama
urged Savitri to turn back (3:281:19a, 25a. 27d. 32d. 38d. 43d. 45d nivarta ), she continued
to speak (3:281:39cd):

tatha vrajann eva giram samudyatam

mayocvamanam srnu bhiiva eva ca //

As thou goest thy course do thou listen again

to the ready words I shall speak to thee.”
Cleverly she chose her boons. tricking Yama on the fourth one. for, as she herself triumphantly
declared (3:281:53), the fulfillment of her wish for a hundred sons by Satyavat required the
life of her husband. Her discourses, as she well knew, did not fall on deaf ears. They filled
Dharmaraja with devoted love for her, until he could no longer resist offering her a
compareless. exception-free boon. She whom they called Savitri, for she was given by the
goddess Savitri when the latter was pleased with the oblations offered to her with the
Savitri/Gayatri mantra, embodied Sarasvati-Vac as speech and knowledge. Therefore sage

Gautama exclaimed (3:282:34c¢cd-35ab):

tvam hi janami savitri savitrim iva tejasa //
tvam atra hetum janise...
[ know you, Savitri. you are like Savitri herself in splendid power.

You know the reason behind it all...*

** Van Buitenen 1975, p.771.

“ Van Buitenen 1975, p.777.
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“Human” though she might have been. this Savitri was endowed with divine beauty and

the learning and eloquence appropriate to the goddess who presides over them.

iii. Epithets

There are also other names assigned to Sarasvati, as in the Matsva Purdna (66:9),

in which her eightfold form is invoked:

laksmir medha dhara pustir gauri tustih prabha matih /

etabhih pahi castabhis tanubhir mam sarasvati //

Protect me Sarasvati with your eightfold forms, Laksmi.

Mcdha, Dhara, Pusti. Gauri. Tusti, Prabha, and Mati.
This eightfold form refers largely to deified qualitics: Laksmi (fortune), intelligence,
forbearance, prosperity, Gauri (whiteness or brilliance). satisfaction, brilliance. and mental
resolve. Laksmiand Gauri alone are goddesses in their own right, which only by intcrpretation,
SO as to suit the context. can be taken as representatives of certain qualities. Therefore at
least six of these forms do not belong to the same category as Savitri, Gayatri, and the
others. This stanza is comparable to a passage in the Mahdabharata, where Sarasvati is
praised. also in eightfold form. as prosperity. splendour. glory, success. growth, speech. the
invocation word svaha, and also as Uma: pustir dyutis tatha kirtih siddhir vrddhir uma

tatha / tvam eva vani svaha tvam (9:41:31a-c).
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iv. Sarasvati’s Name Applied to Other Goddesses

There are also instances in which Sarasvati’s name is assigned to another goddess,
such as Durga. In the Devi Mahatmya. for instance. the Devi (Durga) is called Sarasvati
(11:22). In the Fayu Purdna (9:75-93), Sarasvati is included amidst particularly lengthy
lists of names assigned to Uma and in the context of an interesting creation myth, which
uses and reassigns some of the elements we saw in the Brahma-Sarasvati myth. As the
Vavu Purana rccounts, when Brahma’s mind-born sons were so unattached to the world
that they did not create, Brahma grew angry. From out of his anger. a person was born
(9:71-75). He asked the person, who was half male and half female (9:75¢
ardhanarinaravapuh). to divide himself (9:76). The male half subdivided further. and the
Rudras were produced (9:77-80). The female half of Sankara’s body. now said to have
been born of Brahma's mouth. also consisted of two halves: the right was white, while the
left was black (9:82c-83d). Upon Brahma’s request. she separated her white and black
parts (9:84). Her many names were Svaha. Svadha, Mahdvidya. Medha, Laksmi, Sarasvati,
Apama, Ekaparna. Patala. Uma. Haimavati, Sasthi, Kalyani. Khyati. Prajia. Mahabhaga.
and Gauri (9:85-87b). She also had names for her universal forms and names appropriate

to the end of the Dvapara age (9:87¢-93).

¢. Worship of Sarasvati

Sarasvati is worshipped above ail for speech, knowledge, and music. Amongst the
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carly Puranas, the Markandeya and the Matsya include rites centering on the goddess.

i. For Speech and Other Ends

In the Markandeva Purana a sacrifice to Sarasvati as goddess of speech is performed
to curc dumbness brought on by a curse (72:22-25).* The rite is not described. and only the
recitation of hymns addressed to the goddess arc mentioned (72:26 istim sarasvatim cakre
tadartham sa dvijottamah / sarasvatdni sukiani jajapa ca samahitah // ). A woman wishes
this sacrifice to be performed for her cursed friend. and a brahmana carries it out on her
behalf,

An extensive ritual description appears in the Matsva Purana, where Sarasvati is
invoked for a wholc series of desired ends beginning with sweet specch (madhura bharan).
When Manu asks how sweet speech. worldly prosperity. resolve (mati). skill in all sciences.
inseparable conjugal union, friendship. and long life are to be attained (66:1-2),"* Matsya
the Fish incarnation describes the practice (vrata) centering on Sarasvati (66:3)." The
appropriate day is selected, sages are worshipped and fed, and white clothes together with

ornaments are given away (66:4a-6b).™ Then Gayatri is worshipped with garlands of white

“ madartham tena ndigena sutd Saptd sakhi mama - mikd bhavisyasity dha si ca mukatvam dgatd

tasyah pratikrivam pritya mama saknoti ced bhavdn vagvibhagaprasantyartham tatah kim na krtam mama
/ mdrkandeya uvaca : tatah sa raja tam vipram ghasmin kidrsi kriva - tanmukatapanodadya sa ca tam praha
parthivam . brahmana uvaca . bhipa sarasvatim istim karomi vacandt tava - putrau taveyam dnrnyam vatu
tadvak pravartanat

“ madhurd bharati kena vratena madhustdana tathaiva janasaubhdgyam matim vidvasukausalam -
abhedas capi dampatyos tatha bandhujanena ca / ayus ca vipulam pumsam tan me kathaya madhava

’ samyak prstam wvayd rdjafi chrau sdrasvatam vratam : yasya samkirtandd eva tusyatiha sarasvati -

“ " yo yad bhaktah puman kuryad etad vratam anuttamam * tad vasarddau sampujva vipran etan samacaret
 athavadityavarena grahatdrabalena ca ; payasam bhojaved vipran krtva brahmanavacanam - suklavastrani
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flowers and ointments (66:6d).** and invoked as follows (66:7-8):
vatha na devi bhagavan brahmaloke pitamahah /
tvam paritvajva samtisthet tatha bhava varaprada //

vedah sastrani sarvani gitanrtyadikam ca yat /
na vihinam tvayva devi tatha me santu siddhavah //

As. O Goddess. the lord, the grandsirc does not remain in the
rcalm of Brahma separated from you, so be a boon-giver.

The Vedas, all the Sastras. the songs, the dances. etc. are not

scparate from you, O Goddess. so may [ have successes.*
There follows an iconographic description of the four-armed goddess carrying vina. rosary,
water pot, and book. amidst further instructions for worship with white flowers and unhusked
barley (66:10a-d):

evam sampujva gavatrim vinaksamanidharinim /

Suklapuspaksatair bhaktya sakamandalupustakam /
The devotee is to maintain a vow of silence while consuming his meal(s) (66:10ef
maunavratena bhurijita savam pratas tu dharmavit // ). and to worship Brahmavasini on
the fifth day of both fortnights, offering her a measure of rice together with a vessel filled
with clarified butter, and also milk and gold. invoking her with the words: “Gayatri, be

pleased” (66:11).*” Vows of silence during sandhva and fasts are to continue for thirteen

dattva ca sahiranydni saktitah
“ 66:6cd gayatrim pujayed bhaktyd suklamélydnulepanaih .-

In 66:10c she is worshipped with white flowers and unhusked barley (suklapuspdksatair bhaktya).
" 66:9 describes the cightfold form of the goddess. See p.141 above.

v parnicamyam pratipaksam ca pujayed brahmavasinim  tathaiva tandulaprastham ghrtapatrena samyutam
ksiram dadyad dhiranyam ca gdyatri priyatam iti -
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months (66:12)," bringing the vrata to a close. Then the devotee should feed and offer
gifts to a sage. give away various objects. and worship his teacher (66:13-15).* The
phalasruti concludes that one who thus worships Sarasvati becomes learned and wealthy.
acquires a melodious voice, and attains the realm of Brahma. Even women can benefit
from this vrata (66:16-17).%°

So the purpose of the Matsya Purana Sarasvati vrata is first and foremost sweet
speech (66:1ab madhura bharati kena vratena madhusudana / ), to which are then added
prosperity. resolve, skill in the sciences, conjugal union, friendship, and longevity, thus
covering all aspects of life. Threc of the desired ends are. therefore, clearly within the
realm of the goddess of speech and leaming, for, apart from madhura bharati . mati can
also be intelligence (connected with the acquisition of knowledge). and vidvasukausala is
knowlcdge itself. The final stanzas following the description of the observance list the
results acquired through it (66:16-17): one becomes learned. wealthy, and sweet-voiced,

and attains the realm of Brahma. Thus not all of the desired ends are achieved (i.c. conjugal

“ sandhydyam ca tathd maunam etat kurvan samdcaret . ndntard bhojanam kuryad yavan masas

travodasa -/

v samapte tu vrate kurydd bhojanam suklatandulaih “purvam savastrayugmam ca dadvad viprava bhojanam
- devya vitanam ghantam ca sitanetre payasvinim . candanam vastrayugmam ca dadyadc ca sikharam punah
’ tathopadestaram api bhaktya sampujayed gurum . vittasathyena rahito vastramalyanulepanaih

* anena vidhing yas tu kurvat sarasvatam vratam ° vidyvavan arthasamyukto raktakanthas ca jdvate .-
sarasvatyah prasadena brahmaloke mahiyate - néri va kurute ya tu sapi tatphalagamimi - brahmaloke vased
rdjan yavat kalpayutatrayam -

A final stanza promises three kal/pas in the city of the vidyddharas to one who hears or recites this vrata
(66:18 sarasvatam vratam yas tu srnuyad api yah pathet / vidydadharapure so 'pi vaset kalpayutatrayam . ).

A simpler Sarasvati vrata is also mentioned, amidst a list of vrazas to other gods, in 101:17-18: sandhyamaunam
tatah krtva samante ghrtakumbhakam - vastrayugmam tilan ghantam brahmandya nivedayet . sarasvatam
padam yati punar avrttidurlabham - etat sdarasvatam nama rupavidyapradayakam ~ “The devotee who
maintains the vow of silence during sandhya for a year and at the end of it gives a jar of clarified butter, a
pair of clothes, sesame sceds, and a bell to a brdhimana, goes to the domain of Sarasvati which is difficult to
attain again if one is in the cycle of rebirth. This is known as Sarasvata [vrata]—which gives beauty and
learning.” This may refer back to the one in MP 66.
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union and friendship). However, in addition to acquiring that which is within the goddess’s
domain (lcarning and sweet speech), as well as wealth. the practitioner goes to Brahmaloka.
Sarasvati’s spouse’s abode. As a vrata dedicated to a goddess. it is indeed appropriate that

women should also be able to benefit from its performance.

it. For Music

In another passage of the Markandeva Purana (23) Sarasvati is worshipped as the
supreme Brahman and asked to grant knowledge in music. In thc Maisva Purana. it will be
remembered, songs and dances were said not to be separate from her (66:8bc).”* The ndga
King Asvatara who has lost his brother sets out for Plaksavatarana (Plaksaprasravana)
where the Sarasvati river originates, and there he engages in arduous austeritics and praise
of the goddess (MkP 23:28-29). He invokes her as the imperishable in whom all things
and beings, even the syllable Om. reside (23:32-34).** “Undefinable, composed of half a
measure, supreme, unchanging, imperishabie. celestial, devoid of aiteration is this thy other
supreme form which [ cannot express. And even the mouth does not declare it, nor the
tongue. the copper-coloured lip, or other [organs]. Even Indra, the Vasus, Brahma, the
Moon and the Sun, the Light [cannot declare thy form]. whose dwelling is the universe,

which has the form of the universe; which is the ruler of the universe. the Supreme

' See p.144 above.

2 evam uktvd sa ndgendrah plaksavataranam gireh ~trtham himavaito gatvd tapas tepe suduscaram -

tusiava girbhis ca tatas tatra devim sarasvatim tanmand niyatdhdaro bhutva trisavandplutah

®23:32, 34 vam aksaram param devi yatra sarvam pratisthitam * aksaram paramam devi samsthitam
paramanuvat . ... tatha tvayi sthitam brahma jagac cedam asesatah . omkdraksarasamsthanam yat tu devi
sthirgsthiram -
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Ruler...” (23:39c-42b).> Sarasvati then appears®® and offers the king a boon. and he chooses
two: his brother Kambala and knowledge of all sounds for them both (23:49-50).*¢ “The
seven musical notes. the seven modes in the musical scale. O most noble Naga! the seven
songs also, and the same number of modulations, so also the forty-nine musical times, and
the three octaves—all these thou and also Kambala shalt sing. O sinless one!... [ have not
given this to any other on earth or in Patala, O Naga: and ye shall be the tcachers of all this
in Patila and in heaven and on earth also, ye two Nagas!™ (23:51-52, 56).°7 Sarasvati. the
tongue of all, then disappears and the boons are fulfilled. as the king and his brother play
the vina, the goddess’s instrument par excellence. It is not. however, Sarasvati whom they

invoke with music and song,. but Siva (23:57-59).%

* anird{d]esyam tathd cdnyad ar(d]dhamatranvitam param - avikar{y[yaksayam divyam
parinamavivarjitam tavaitat paramam ripam yan na sakvam mayoditum ° na cdsyena ca laj jihva
tasrostadibhir ucyate - indro ‘pi vasavo brahma candrdrkau jyotir eva ca . visvavasam visvarupam visvesam
paramesvaram  Translation by Pargiter in 1904, p.129. Square brackets are mine.

* Although the text does not specifically state that Saravati appears, it does say that she later disappears
from the ndga’s view (23:57).

% varam te kambalabhratah prayvacchamy uragadhipa - tad ucyatém pradasyami yat te manasi varttate

asvatara uvaca . sahdyam dehi devi tvam purvam kambalam eva me - samastasvarasambandhum vbhayvoh
samprayaccha ca

7 sapta svara gramaragah sapta pannagasattama ; gitakani ca saptaiva tavatis capi murcchandh ./ talas

caikonaparicasat tathd gramatrayan ca yat : etat sarvam bhavan gata kambalas ca tathanagha - ... tathd
ndnyasya bhurloke patdle capi pannaga - pranetarau bhavantau ca sarvasydsya bhavisyatah - pdtale devaloke
ca bhurloke caiva pannagau  ~ Translation by Pargiter in 1904, pp.[30-32.

® ity ukrva sd tada devi sarvajihvd sarasvati . jagamdadarsanam sadyo nagasya kamaleksana - tayos ca

tad yathd vrttam bhrdtroh sarvam ajayata  vijianam ubhayor agryam padatalasvaradikam . tatah
kailasasailendrasikharasthitam isvaram gitakaih saptabhir nagau tanirilayasamanvitau
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d. Iconography of Sarasvati

1. Four-armed Sarasvati

The Matsyva Purana vrata. as we have seen. provides an iconographic description
of Sarasvati (66:10bd): she carrics the vind. rosary. water pot. and book.™ It is therefore
a four-armed form. Likewise Brahmani is to be made four-armed. but is described as
holding only the rosary and the water pot (261:24cd-25ab): brahmani brahmasadrsi
caturvaktra caturbhuja // hamsadhirudha kartavva saksasutrakamandaluh / The same
list of objects as appears in MP 66:10bd is also found in the Visnudharmottara Purdna
(3:64:2), but with the added specification of which is to be held in which hand (3:64:1-2):

devi sarasvati karva sarvabharanabhasita /
caturbhuja sa kartavva tathaiva ca samutthita //

pustakam caksamalam ca tasva daksinahastavoh /
vamayos ca tatha karva vainavi ca kamandaluh //

The goddess Sarasvati is to be made adorned with all ornaments.
She is to be made four-armed and standing.

In her right hands. she is made [to hold] the book and the rosary.
and in the left. the vainavi ® and the water pot.
The vainavi. Priyabala Shah explains.” is not the flute, but the wooden staff of the vind. In

Visnudharmottara Purdna (3:73:25) on the other hand, the vainavi is replaced with the

* Nag publishers” edition of the Matsya Purana (1983) has vanim ksavanivarinim - (Vany/Speech warding
off decay/loss), which would make her two-armed, holding water pot and book.

% Following Priyabala Shah's edition of khanda 3 of the Visnudharmottara Purana,1958, p.154.
' In her edition of khanda 3 of the Visnudharmottara Purana.1958, p.154.
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trident. a traditionally Saivaite implement: caturbhuja ca kartavva tatha devi sarasvati /
aksamala trisulam ca pustakam ca kamandalu // This iconographic prescription is not

followed in the representations of Sarasvati.

Book

The pustaka clearly belongs to the goddess of knowledge and is found in the earliest
known image of Sarasvati from about the third century C.E.. as we shall sce.” The
Visnudharmottara Purana says it represents the Vedas (3:64:3cd): vedads tasva bhuja jiievah

sarvasastrani pustakam //

Rosary

The rosary is somewhat more difficult to explain. dksa is the seed from which a
rosary is made, while mala is a garland. Whereas in the Visnudharmottara Purana it is
referred as aksamala (3:64). in the Matsya Purdna it is aksamani (66:10b), jewels or
pearls {on a string], which Anand Swarup Gupta glosses as aksamdla.” Sitra “thread.
string” is also sometimes wused instead of mala, as in MP 261:25b
(saksasutrakamandaluh ). where Brahmani carries an agksasutra. The string of pearls fits in
with her connection with the colour white: white flower garlands and white flowers are

offered to her during the Matsva Purana vrata (66:6d. 10c), for instance. She is associated

“ See pp.166-71 below.
* Gupta 1962, p.81.
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with purity. and hence with what is white.
According to the Visnudharmottara Purana, the rosary in Sarasvati’s hand represents

time (3:64:4cd): aksamala kare tasvah kale bhavati parthiva //

Vina

The vinag as Sarasvati’s dominant iconographic feature represented consistently to this
day is of overwhelming importance. We have already seen the instrument in connection
with Vic in the Brahmanas.** There it was thc gods who played it to win Speech back from
the gandharvas. In later times. however, it is the gandharvas as celestial musicians who
play the vinag and sing.** Amongst the carlier Purdnas. Sarasvati’s association with the ving
appears also in the F'avu Purana. where she presents no less than a “great-sounding great
vind " to Skanda: basya datta sarasvatva mahavina mahasvana/ (72:46¢d).

According to the }isnudharmottara Purana, the vina is to be known as symbol of

accomplishment: siddhir murtimati jieva vainavi natra samsayvah / (3:64:5ab).

Water Pot

As river goddess. the water pot is a symbol appropriate to her. According to Marie-

Thérése de Mallmann, it represents abundance or immortality.* The Fisnudharmottara

* See p.93 above.
* Hopkins 1915, p.154.
“ 1963, p.191.
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Purana says the water pot is to be known as the immortal nectar of all scriptures (3:64:4ab):

sarvasastramrtaraso devva jlievah kamandaluh /

ii. Hamsa Mount

Although nothing is said of Sarasvati’s mount in MP 66, in 260:40c Brahma's mount
is identified as the hamsa or goose (hamsarudhah kvacit karvah),*’ and therefore it is also
assigned to his consort Brahmani (261:24c-25b brahmani brahmasadrsi caturvakira
caturbhuja // hamsadhiridha kartavyd ). Amongst the extant images of Sarasvati. we find
her with a hamsa from about the tenth century onwards (fig.23).*® Although she later
appears also with a ram and with a peacock.” the Aamsa is her most common mount.

The word hamsa is often erroncously transiated as “swan.” for the goose generaily
tends to be perceived as devoid of all elegance and intelligence. the very model of silliness
and stupidity. As Jean Philippe Vogel cxplains.” the ordinary greyish brown and white
goose found in India (dnser indicus) is a bird of passage which “lives in India from
October to April and breeds on the lakes of Tibet and Central Asia.” The Latin word anser.
it should be noted. is clearly related to the Sanskrit hamsa. The white goose is called

rajahamsa “royal goose,” and it is this white goose which is Sarasvati’s mount. Not only

" In the Visnudharmottara Purana Brahmi's chariot is drawn by seven geese: jatddharam caturbdhum
saptahamsa rathe sthitam | (3:44:6b). In the Lecture Hall of Toji $<F in Kyoto, there is an early ninth

century image Brahma on four geese (see Kyoto Kokuritsu Hakubutsukan 1995, fig.3).
% Sce p. 185 below.

® See K. Bhattacharyya 1983, figs. VIII (ram) and XX (peacock), for instance.
* 1962, p.2.
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is its gait described as graceful.” but its voice is also said to be charming.”™
The hamsa is best known for its ability to separate milk from water. The original
connection. however, may have been with soma rather than with milk.” In the Upanisads.
the hamsa is the atman ( Brhadaranyaka Upanisad 4:3:11-12).
svapnena sariram abhiprahatvasuptah suptan abhicdkasiti /
sukram ddava punar eti sthanam hiranmavah purusa

ekahamsah //

pranena raksann avaram kulavam bahiskulavad amrtas caritva /
sa ivate 'mrto vatra kamam hiranmayah purusa ekahamsah //

Subduing by sleep the bodily realm, remaining awake, he
contemplates the sleeping senses. Taking the light, he returns to
his place—the golden person. the single goose!

Guarding by breath the lower nest. the immortal roams outside
the nest; the immortal goes wherever he wants—the golden person.
the single goose! ™

Inthe Svetdsvatara Upanisad, the migrating hamsa is in onc passage (1:6) the transmigrating

individual soul ( jivdtman),” and in another the atman (6:15).” Onc might say. thercfore.

" Manu Smrti 3:10 avyangangim saumyanamnim hamsavaranagamimm - “He [a man] should marry a

woman who does not lack any part of her body and who has a pleasant name, who walks like a goose or an
¢lephant...” (Doniger and Smith transiation in 199t, p.44.)

n

Valmiki's Ramdyana says that Rima speaks with the voice of an cnamoured Aamsa (2:112:15).
? See, for instance, RV 4:45:4: 5:78:1-3; 8:35:8; VS 19:74.
™ Translation by Patrick Olivelle in 1996, p.59; 1998, p.113.

* sarvdjive sarvasamsthe brhante asmin hamso bhramyate brahmacakre . prthag atmanam preritaram ca
marva justas tatas tenamrtarvam eti -/ “Within this vast wheel of brahman, on which all subsist and which
abides in all, a goose keeps moving around. When he perceives himself (atman ) as distinct from the impeller,
delighted by that knowledge he goes from there to immortality.™ (Olivelle 1996, p.253; 1998, p.415.)

* eko hamso bhuvanasyasya madhye sa evagnih salile sannivistah . tam eva viditvatimriyum eti nanyah

pantha vidyate 'vandya .’ “He is the one goose in the middle of this universe. He himself resides as fire
within the ocean. Only when man knows him does he pass beyond death; there is no other path for getting
there.” (Olivelle 1996, p.264; 1998, p.433.)
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that the sage who knows his Scifis thus a hamsa’ endowed with the faculty of discrimination
likencd to the separation of milk from water by the goose.

Iin connection with Sarasvati, the #amsa is indeed an appropriate mount. not only
because it is her spouse’s mount, but also because she is goddess of knowledge, which
requires discrimination (like separation of milk from water). In her river goddess aspect,
she is linked with the hamsa in connection with water, for the goose dwells in lakes and

pools. In terms of colour, as Sarasvati is associated with white. her royal goose is also

white.

iil. With Brahma

When texts prescribe that Brahma is to have Sarasvati and Savitri by his side. Sarasvati

is on his right and Savitri on his left: vamaparsve 'sva savitrim daksine ca sarasvatim //

(MP 260:44cd).

7 The word paramahamsa is appended in the form of a title to the names of certain religious figures, such
as Ramakrishna Paramahamsa.
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Vedic, Epic, and Puranic Sarasvati in Retrospective

Before proceeding to the early images of Sarasvati, let us look back to the textual
sources examined so far, and summarize the conceptual development of Sarasvati
perceptible from the Rg Veda to the early Puranas.™

In the Rg Veda, Sarasvati appears as a powerful river and a mighty goddess.
invoked to grant all things and to destroy enemies. She is called on in hymns that were
recited during sacrifices performed on her banks, and is associated with the sacrificial
goddesses [1a and Bharati. She is closely connected with inspired thought (dhi ). which,
in turn. is inseparably tied in with speech (vac).

In the Atharva Veda. Sarasvati is invoked for her assistance in matters of this
world, such as marriage ceremonies and the granting of progeny. She continues to be
connected with the [1a and Bharati, who, together with Sarasvati, are here called the
tisrah sdarasvatith. One step beyond her association with inspired thought in the Rg
Veda, she is connected. in the Atharva Veda, with speech and even identified with it.

In the Yajur Veda, Sarasvati plays a significant part in the Sautrdmani ritual.
where she functions as healer and life-giver of Indra through speech. As in the Atharva
Veda, she is both associated and identified with speech. She acquires a particular

connection with the ewe. which is offered to her during the Sautramani sacnfice.

73

See also Table on pp.157-58 (10 be read facing one another) below.
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In the Brahmanas, the river goddess Sarasvati makes a comeback. Sacrificial
scssions are performed along the river, against its course. producing a Sarasvati river
pilgrimage. The goddess is repeatedly and definitively identified with speech, the
embodiment of knowledge. Speech becomes daughter and consort to the creator Prajapati.
and Prajapati-Vac myths then form the basis for the later Brahma-Sarasvati relationship.
Vac is also connected. for the first time, with music and with the ving.

In the Mahabharata, the pilgrimage along the river Sarasvati is vastly expanded
and elaborate myths are woven around the tirthas on her banks. In contrast with the Rg
Veda description of a powerful flooding river, the cpic depicts a calmer-flowing Sarasvati.
Her banks are populated by huge numbers of sages performing rituals. As goddess, she
governs over knowledge. now quite independently of speech. whose identity had long
ago become her own. In relationship to other gods and humans, she becomes the
daughter of Brahma, the wifc of Manu and of sage Matinara, and the mother of Tamsu
and Sarasvat.

In the Markandeya and Matsya Puranas. sacrifices dedicated to Sarasvati are
performed to obtain. above all. speech, but also knowledge and other things. Vac’s
Brahmana connection with music and the vina bears fruit in the Puranas: in the
Markandeva, Sarasvati is worshipped to obtain full knowledge of music, and in the
Vayu, provides Skanda with a ving. In the Matsya Purana the Brahma-Sarasvati myth.
based on Brahmana accounts of Prajapati-Vac. is fully elaborated. She also acquires. in
the Matsva Purana story of Brahma and Sarasvati, different names. including Savitri.
Gayatri, and Brahmani. In later portions of the Matsya Purana (ca. 550-650). and then

repeated in the Fisnudharmottara Purana. she is described as four-armed. carrying
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vind. rosary, water pot, and book. Her usual mount. the hamsa, is attributed both to her
spousc Brahma and to Brahmani.

We may distinguish, then. three aspects of Sarasvati: the original river aspect.
followed in the Brahmanas and the Mahabharata by the knowledge aspect. and then
the early Puranic music aspect. To these must also be added her Puranic daughter-consort
aspectin rclation to Brahma. Hence her aspects arc physical (river), functional (knowledge
and music), and relational (daughter-consort of Brahma). In iconographic descriptions.
her functional aspects of knowledge and music are combined. as the four-armed goddess

carries both the manuscript and the vina.
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FROM THE VEDAS TO THE EARLY PURANAS

Ca. 12%¢.B.C.E.

matters

RIVER GODDESS SACRIFICE SPEECH
RG VEDA powerful river powerful goddess sacrifices on river presides over
After 1750 B.C.E. banks dhi
ATHARVA VEDA assists in worldly The Three Sarasvaus | associated and

identified with
speech

YAJUR VEDA
Ca.12%-9",
B.CE.

Sautrdmani ritual,
ewe offering

associated and
identified with

speech

BRAHMANAS
Ca. 900 - 500
B.CE.

river

sacrificial sessions
along river

identified with
speech

MAHABHARATA
Ca.400B.CE.-
400 C.E.

calmer river,
pilgrimage along
river, mythology
of the tirthas

sacnfices on river
banks

MARKANDEYA
PURANA

Ca.3“c.C.E.

o6

sacrifice for speech

worship for music

MATSYA
PURANA

3H_ghe.

550 - 650

sacrifice for speech,
knowledge, etc.

VAYU PURANA
gt

VISNU-
DHARMOTTARA
PURAN A

Ca. 400 - 1000
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FROM THE VEDAS TO THE EARLY PURANAS

KNOWLEDGE | MUSIC NAMES ICONOGRAPHY RELATIONS
mother and
consort of
Indra

speech = Vedas | Speech connected Speech as

= knowledge with music, and with daughter and

vina consort of
Prajapati
goddess of another Savitri daughter of
knowledge Brahma, wife,
mother
goddess of teaches music

knowledge

goddess of Savitri, Gayatn, daughter and

knowledge Brahmani consort of
Brahma

Laksmi, Gauri, 4-armed: vind, rosary,
epithets water pot, book;
mount: goose
gives ving o Skanda
goddess of 4.amed: vind, rosary,
knowledge water pot, book;
symbolism
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OI. INDIAN IMAGES OF SARASVATI

Introduction

Surviving early images of Sarasvati are not limited to the Hindu fold. With the advent
of Buddhism and Jainism in the sixth century B.C.E. and their subscquent growth and
development, Sarasvati’s sphere of influence extended inio new realms. In an environment
where, irrespective of religious or philosophical affiliation. knowledge was highly valued.
she. as an embodiment of it, had widespread. universal appeal. We therefore have carly
Hindu, Jain. and Buddhist images of Sarasvati.

In terms of textual background. as we have seen, there is a great deal of Vedic. epic,
and Puranic literature on the goddess. The principal Jain sources on Sarasvati, on the other
hand, date from a later period. and hence cannot provide us with a background for the
carliest Jain images of the goddess. As the composition of these Jain sources extends
beyond the time frame of the Indian side of this study (pre-eighth century). they will not be
discussed here.! As for the Buddhist textual background, it does not apply to the one
probably Buddhist image (e.g. Sarnath) discussed below. Early Buddhist sources, on the
other hand. function as the background for Chinese and Japanese representations. as we

shall see. They cannot. furthermore. be discussed separately from their Chinese translations.

For a textual discussion of the Jain Sarasvati, see Shah 1941. [ would like_to thank Paul Dundas of the
University of Edinburgh and Nagasaki Hojun S#® 8], professor emeritus at Otani University K& K% in
Kyoto, for their assistance in matters of dating Jain sources.

159



Hence Buddhist textual material will be taken up in the following section (IV. Buddhist
Sarasvati).

As in the Puranas. then. [ will focus here on surviving pre-cighth century material. in
the form of Sarasvati images. [ will also discuss the images of this time period which are

erroncously labelled as Sarasvati, as well as those erroneously dated as pre-cighth century.
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1. Early Indian Images of Sarasvati

a. Bhiarhut: Vina-player on a Stupa Pillar (fig. 1)

An image which has been called an early prototype of Sarasvati and even Sarasvati
herself appears in the seccond century B.C.E. Buddhist site of Bharhut in castern Madhya
Pradesh.’ The figure is carved on the southcastern pillar of the earliest surviving stupa
railing in India. now housed in ihe Indian Museum in Calcutta. She stands atop a full-blown
lotus growing from a lake® with her left hip thrust out and her right knee bent. As in the
case of some of the other Bharhut images of yaksas and vaksis. only the tocs of her right
foot. now largely missing, appear to have touched the ground. She carries a seven-stringed
harp in her two hands. She wears a sash around her waist, a covering over her head. and
ornaments adorn her body. Her face is youthful. The image is., unfortunately, quite damaged.
and there is no descriptive label as is usually found on Bharhut reliefs. It is, therefore,
impossible to identify the figure with certainty.

The belief that this may be Sarasvati or an early prototype of the goddess stems
exclusively from the presence of the stringed instrument, which is indeed a ving in its

earliest form. In her study of musical instruments in ancient India, Claudie Marcel-Dubois

* Barua (1934-37, vol.3, p.35), who is followed by Banerjea (1956, p.377), advances the carly prototype
argument. Coomaraswamy (1956, p.63) cautiously suggests the identification of the image with Sarasvati on
the basis of later iconography. Yasodadevi (1963, p.690) and K. Bhattacharyya (1983, p.77) go even turther.
calling her an actual “representation” of Sarasvati.

' Barua 1934-37, vol.2, p.75.
* E.g. Barua 1934-37; Harle 1987, fig. 12.
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discusses the different types of harps, zithers, and lutes. all of which may be referred to as
vina.! As Coomaraswamy and Marcel-Dubois explain, the word vind was probably first
applied to the bow-shaped harp (“harpe arquée™). which is the earliest type to appear in
artistic representations.® The earliest extant depictions of this bow-shaped harp. furthermore.
are to be found at Bharhut. as in our image. This instrument. however, is not exclusive to
our female figure: the gandharva Paficasikha is renowned as a harp-playcr and appears as
Indra’s envoy when the king of the gods wishes to meet the Buddha. This scene is illustrated
at a number of early Buddhist sites, including Bharhut (fig. 2).” As the two sides of the
Bharhut medallion are broken. a part of the figure of Paficasikha holding the bow-shaped
harp remains on the left side. One might also point to two female musicians. one playing a
bow-shaped harp and the other a flute, appearing on one of the scenes incised on a first
century B.C.E. bronze vase from Gondla, Himachal Pradesh. now in the British Museum
(fig. 3).! Our image, therefore, cannot be identified as Sarasvati on the basis of the musical
instrument she carries.’ The earliest extant depictions of what is decidedly Sarasvati playing
upon a ving date from about the sixth century (figs. 14-15>—no less than eight hundred
years after this Bharhut sculpture. Likewise, the earliest iconographic description of Sarasvati

carrying the ving is found in the Matsya Purana (66:10b). which according to Hazra may

s

Marcel-Dubois 1941, pp.90-91, 113. The different types of harps, zithers, and lutes are described in
detail on pp.72-93. See also Sadie 1984, vol.3, pp.728-735. The arched-harp is attested from the second
century B.C.E., the fute from the early centuries C.E., and the stick-zither from the sixth century C.E.

® Coomaraswamy 1930, p.244; Marcel-Dubois 1941, pp.90-91. Sce also Sivaramamurti 1942, p.144,
pl.13, fig.3.

" The illustrations of this scene are discussed in Coomaraswamy 1928.

* Ermington, Cribb, and Claringbull 1992, pl.163, pp.162-164. According to Maurizio Taddei (1993,
p.347), the vase should be assigned to the second century B.C.E.

® For a comprehensive list of deities who carry the vind, see Marcel-Dubois 1941, pp.113-114.
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be assigned to 550-650 C.E.' The type of vind which we sce in these sixth century images.

it should be noted, is no longer the bow-shaped harp, but the later zither."'

b. Ghantashala: Four-armed Sarasvati on a Marble Slab (fig. 4)

Another image which is claimed to be a second century B.C.E. example of Sarasvati
is from the Buddhist site of Ghantashala in Andhra Pradesh.'” Unfortunately none of the
individuals who has made this claim has taken the troublc to read carefully Alexander
Rea’s report of the excavation at the stupa at the beginning of 1892." As Rea explains. the
stupa probably dates to a few years following the later works of Amaravati, which would
place it in about the second or third century C.E. A few of the many marblc slabs which
would have adorned the building, including piers, capitals, an umbrella, a carved railing.
stupa slabs, and other slabs now carved with modern sculpturcs. have been preserved in the
village of Ghantashala and adjoining villages. Our Sarasvati appears on one of these
remaining slabs which have been defaced and resculptured with Hindu deities. and which
arc now worshipped in a Siva temple. It is not. therefore. anything near a second century

B.C.E. Sarasvati image. nor is it a Buddhist Sarasvati. but rather a comparatively modern,

" See p.130 above.

"' One exception to the almost ever-present zither of the Indian Sarasvati is the bow-shaped harp in a ninth
century bronze image of the goddess from Nalanda (Marcel-Dubois 1941, pl.XLVI:1).

'* K. Bhattacharyya 1983, pp.78,131-32; Sahai 1975, pp.152-53; Yasodadevi 1963, p.689. Support for this
dating is even claimed on the basis of stylistic features: K. Bhattacharyya (p.78) points to the “strict frontality”
of the image, which is supposed to indicate that it is contemporary with the Bhiarhut image, while Yasodadevi,
who claims it belongs to the third century B.C.E., sees resemblances with Mohenjodaro art!?!

" Rea 1894, pp.32-34, 38; pl. XXXI.
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crudely-carved four-armed Hindu Sarasvati. Her hair is rolled and layered on her head like
a coiled snake, and her disproportionately large and protruding ears are adorned with
carrings. She stands naked and flat-footed. holding a lotus in her top right hand. a manuscript
in her top left."* and petting her mount the samsa with her bottom right. Her bottom left
hand simply hangs down. Her two top arms are so disproportionatcly large and masculine-
looking that they appear not to belong to her body. Her bottom arms, emerging from her
excessively broad shoulders. are also a little larger than they should be, and in the case of
the left, far too angular at the wrist, with a disproportionately large hand placed on the head
of the hamsa. The bottom hands. furthermore, are carved in abbreviated form so that
instead of five fingers. we see something resembling the head of a fish or a snake. The
iconography of this Sarasvati image is an indication in itsclf, as we shall see, of a date
clearly much later than the second century B.C.E. Although the manuscript shows up in a
ca. third century C.E. image (fig. 8). the hamsa is first mentioned as Brahmani’s mount in
the Matsya Purana (161:25a) of ca. 550-650 C.E. and does not appear amongst the surviving

images of what is decidedly Sarasvati until about the tenth century.

¢. Gandhara: Vina-player on a Lion (fig. 5)

The sculpture of a goddess seated on a lion. and playing a lute appears amidst the

Gandhara art of the Lahore Museum. The head of the female figure is missing, as are parts

" In one instance K. Bhattacharyya claims this is a manuscript (1983, p.78), and in another, that it is a
noose (1983, p.131). It is a mystery to me why he and Sahai (1975, p.145) have interpreted this object as a
noose.
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of the leaping lion. Albert Griinwedel identificd her as belonging to the Sarasvati type on
the basis of later images of the goddess.'* The lute she plays is another type of vina. which
first appcars in Gandhara art.'® Alfred Foucher. on the other hand. suggested that although
the image represents a musician deity of some repute. at this time she would not yet have
succeeded in distinguishing herself from the anonymous crowd of such figures.!” There are
plenty of other Gandhara examples of male and femalc figurcs playing the same type of
lute, and they are usually identified simply as musicians (figs. 6-7). The same identification
could just as well be applied to this figure on the lion. as Harald [ngholt has done. labelling
her as a “gandharvi.” '* Sarasvati. it should be noted. does not have the lion as her mount.
Foucher’s suggestion that the vind-playing Sarasvati ariscs from amidst the host of
gandharvi figures is certainly inaccurate. As we have seen, there arc numerous factors
which contributed to the development of Sarasvati into a goddess of music: the sound of
the river’s flowing waters. her identification with Speech, the recitation of the Vedas.
Vac’s choice to remain with the vina-playing gods in the myth of the barter for Soma. and
the expansion of her territory to all fields of knowledge. to name but the most relevant

factors.

s

1920, pp.100-101. Griinwedel only has a line drawing of the image. For a photographic illustration, see,
for instance, Foucher 1918 (vol.2), p.71, fig.340 and Ingholt 1957, pl.363.

“* For the vind as a lute see Marcel-Dubois 1941, pp.87-91. It is the lute, known in China as the pipa and
in Japan as the biwa (2 ), which we see in the hands of most Japanese two-armed Sarasvati images.
" 1918 (vol.2), p.67.

* 1957, p.151, pl.363.
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d. Kankah Tila: Sarasvati with a Manuscript (fig. 8)

The earliest surviving artistic representation which decidedly depicts Sarasvati was
found by A. Fiihrer on January 18. 1889 at the Jain site of Kankali Tila near Mathura.
There used to be two magnificent temples on the site, which belonged to the Svetimbaras.'®
The image. now kept at the State Museum in Lucknow, is made of mottled red sandstone
and measures 57 cm in height. It is quite damaged, with the head, shoulders, right hand.
and left breast missing altogether. Most fortunately, however. it bears an inscription on the
two-tiered pedestal identifying it as Sarasvati and specifying the date of its installation. The

inscription consists of seven lines written in Brahmi script:

1. (sid)dham sava 50 4 hemamtamase catu(r)ith(e) 4 divas(e) 10
a-

2. sva purvvayam koleyato gandto sthanivato kulato

3. vairato sakhato srigrh(a)to sambhogato vacakasyarvva

4. (gha)sta(or u)hastisya Sisvo ganisva arvva mdghahastisva
sraddhacaro vacakasva a-

5. rwa devasya nirvvarttana govasya  sihaputrasva
lohikakarakasya danam

6. sarvvasatv(a)n(@)m hitasukha ekasarasvati pratisthavita
stavatale (na)danavato

7. dha(r)m(e?)

Success! In the year 54, in the fourth month of winter, 4, on the

'*" Biihler 1889, p.233; Burgess 1892-94, vol.1, p.378.

* Biihler had some difficulties deciphering the first numeral of the year: in his article in ¥iener Zeitschrift
Sir die Kunde des Morgenlandes in 1889 (p.239) he hesitantly proposed the year 84, which he then, in
Epigraphia Indica in 1892 (Burgess 1892-94, vol.l, p.391), revised—still hesitantly—to 54 on the basis of
another inscription which includes both words and figures (p.391, note 66). According to Smith (1901, p.56,
note 1; p.57), the plate in Epigraphia Indica (no.21) clearly reads 44. Liders (1904, p.105, nos.16-17),
however, argued for the year 54: while the first figure of the date does not resemble the numeral sign for 40,
he could not, on the other hand, recognize any difference between that figure and the signs for 50 occurring
in Mathura inscriptions. Furthermore, Liiders added, the appearance of some of the same names in what he
read as slightly different forms as well as of some of the same facts (the venerable Deva as the teacher of a
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10th day. *' on this occasion as specified. a Sarasvati, the gift of
the smith™ Gova . son of Siha, (was) erccted at the request of the
preacher the venerable Deva, the sraddhacaro [companion] of
the ganin [head of a school] the venerable Miaghahasti, the pupil
of the preacher the vencrable (Gha)sta(or u?)hasti, of the Koleya
gana. the Sthaniya kula.the Vaird sakha.the Srigrha sambhoga ™
for the welfare of all beings.™
Ghasta(or u)hasti and his disciple Maghahasti appear as Maghuhasti and Ghastuhasti
in another inscription with the reading of the year as 52.** The year 54 refers to Kaniska’s
chronological system. There continues to be wide disagreement amongst scholars, however.
on the date when the cra began.™ If we follow those who support the year 78 C.E.. it places
our image in 132 C.E. Many. on the other hand. believe the era began about half a century

later, in 110-115 or in 128, for instance. That would put our image in the latter part of the

second century. Others still, insist on the third century. notably the leading numismatist

member of the caste of smiths) in an inscription {or another Jain image of Mathurd from two years eaclicr
confirm the reading for the year of our inscription as 54. Lohuizen-de Leeuw (1949, p.286-87), whose
translation this is, likewise reads the numerals for the year as 54.

* According to Smith (1901, p.56, note 2), the plate in Epigraphia Indica reads 11 or 12, rather than 10,
for the day, and in this, Liders (1904, p.105, nos.16-17. note 49) believes Smith may be right. Obviously
Lohuizen-de Leeuw agreed with Biihler on this one.

2 Although Jains cannot take up the profession of smiths, as it involves the destruction of animal life,
Biihler (1889, p.239. note 9) suggests that Gova may either have been a smith or have belonged to the caste
of smiths, but would have left the profession on converting to Jainism.

¥ It would seem that the kula represented the spiritual lineage of the master, that the sakhd was a branch
issued from this line, and the sambhoga a regional subdivision (Biihler 1890, pp.315-16). The division into
gana and kula is peculiar to the Jainas (Biihler 1888, p.142).

* Lohuizen-de Leeuw's reading of the inscription and translation of it (1949, p.287). Her reading resolves
the enigmatic last line that had remained unclear to Bihler (1889, p.239 and in Burgess 1892-94, vol.l,
pp-391-92), Smith (1901, p.56), and Liders (1904, p.104). Square bracketed portions and italics are mine.

* When Liiders noted this point in 1904 (p.104, nos.16-17), his reading of “Ghasta(or whasti” in our
inscription, in accordance with Biihler's before him (1889, p.239 and in Burgess 1892-94, vol. pp.391-92),
was as “Hastahasti.” Guérinot (1908, pp.40-41) provides a convenient chart of the Koliya (Kotika) gana, its

subdivisions, and its lineage of teachers on the basis of surviving inscriptions.
* For a recent summary of the numerous dates proposed, see Zwalf 1996, vol.1, Appendix 1, pp.357-58,
which includes extensive bibliographic references.
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Robert Gobl. who argues for 225-32. If we follow Gobl, our image would then have been
produced in 286. Furthermore. Johanna Engelberta van Lohuizen-de Lecuw’s masterly
study on the Scythian period shows that between the years 100 and 157 of the Kaniska era
(and possibly even after that), people continued to count steadily on, but omitted the figure
100 when inscribing a date.”” Therefore, unless an inscription from this period gives the
name of the reigning monarch. all dates between | and 57 can pertain cither to the first half
of the first century of Kaniska’s era or to the first half of the second century—as in our
image. This dilemma can then be resolved by comparison with sculptures with fixed dates
and by analysis of the character forms in the inscription. If we consider the arrangement of
our Sarasvati sculpture, it is characteristic of post-Kusana art, as Lohuizen-de Leeuw
points out. The goddess appears on an inscribed two-tiered rectangular pedestal. with an
adorant on each side of her. standing on the first tier. This same arrangement (with top tier
not always inscribed) is found in post-Kusana Jina images of Mathura.”® Furthermore,
Lohuizen-de Leeuw’s meticulous analysis of the style and character forms of the inscription
shows a number of points in common with Gupta inscriptions. Thus, she argues. the date
must be one hundred years later: year 154. As Lohuizen-de Lecuw accepts the year 78 as
the beginning of Kaniska’s cra. the year 154 of this era would then correspond to 232
C.E.® Given the wide range and complexity of suggestions for the starting date of the
Kaniska era, [ will cautiously settle for a date of ca. third century for our Kankili Tila

Sarasvati image.

71949, pp.232-301.
1949, pp.286, 241 (textfig.22), 246 (textfig.23).
® 1949, pp.287-88.
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Atop the two-tiered. rectangular pedestal bearing this long inscription. a now headless
Sarasvati sits squatting, It is also, as Umakant P. Shah points out.”® the posture in which
Mahavira attained the highest knowledge. It is, therefore, an appropriate posture for the
goddess of knowledge. The lower half of Sarasvati’s body is draped in a sari, the end of
which is drawn over her left arm and would have extended over her no longer existent left
shoulder. As Sadashiv Gorakshakar notes.” her squatting posture with her knees spread
wide apart emphasizes the crescent folds of her sari. She wears a bracelet on each wrist,
and holds a palm-leaf manuscript wrapped in cloth in her left hand. There have been
various suggestions as to what her missing right hand might have held: a lotus.” a mudra.”
a pen,” or a rosary.” In 1941 Shah began by quoting Jain iconographic descriptions.
mostly of a much later date than our Kankali Tila sculpture, such as Bappabhatti Siiri's
(ca.743-838) Caturvamsatha. *® and then. presumably on that basis, suggested that Sarasvati

probably held a lotus in her right hand.”” By 1946, however. Bajpai had taken a closer look

[
o

1987, p.324.

-

Pal 1994, pl. 55.

-

* Sadashiv Gorakshakar in Pal 1994, pl. 55; Shah 1941, p.199.

¥ According to Bhattasali 1929, p.187, the vyakhyana (teaching); according to Bajpai 1946, p.1, and Jain

1964, p.100, the abhaya (fear-not); oraccording to Jain 1964, p.100 and 1971, p.31, the varada (boon-giving).
34 :
[bid.

** Bajpai 1946, p.1; Debala Mitra in A. Ghosh 1974-75, vol.1, p.67; Lohuizen-de Lecuw 1949, p.286:
Shah 1987, p.324; Srinivasan 1989, p.356.

* Stanza 76: vagdevi varadabhutapustikapadmalaksitau / apo 'vydd bibhrati hastau pustikapadmalaksitau
/(as quoted in Shah 1941, p.198, note 19). Although Shah (1941, p.198, note 21 ) quotes a few stanzas at the
end of the Bhagavati Sutra, a text which dates, in parts, from a very carly period (third or second century
B.C.E., gradually expanded), Sarasvati’s name does not appear here: a srurddevata has a full-biown lotus in
her hand. According to Paul Dundas (private communication), however, this srutadevata is surely not
Sarasvati, “but rather a2 kind of all purpose category.” Nagasaki Hojun, on the other hand, believes it is
Sarasvati (private communication). For srurddevi as Sarasvati in later times, sce pp.182-83 below.

71941, pp.198-199.
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at the image and noticed a part of the rosary—four beads to be exact—preserved near the
wrist.”® As he suggested. Sarasvati’s right hand was probably also raised in a mudrd, as onc
sees in later images.” The fact that the arm is raised is an indication in itself that it could
not have been held in the downward-pointing varada mudra . From the point of view of
the position of the arm and wrist, and in accordance with the inscription which statcs that
the image was madc “for the welfarc of all beings.” the abhaya mudra. which Bajpai
suggests, and the vyvakhyana are both possibilities. However, since the image was made at
the request of a preacher and a manuscript was placed in the goddess’s left hand—hence
emphasizing her function as goddess of knowledge—the teaching gesture would seem to
be more fitting here.

Sarasvati is flanked by two male diminutive figures. The one on her right wears a
dhoti and carries a water pot, while the one on her left is draped in monk’s robes and holds
his palms together in veneration. As Sadashiv Gorakshakar suggests, the former probably
represents the smith Gova, and the latter the preacher Aryadeva. who inspired him to
donate the image.*

For Jyoti Prasad Jain. this Sarasvati scuipture is the symbol of a period of Jain
literary activity (zenith ca. 50 B.C.E. - 50 C.E.) which he calls “the Sarasvati movement.™

What he refers to, therefore. is not a “movement” centering on Sarasvati. but rather on

" 1946, p.1. It is unfortunate that this plainly visible fact has for most, with the exception of Lohuizen-de

Leeuw (1949, p.286) and Shah (1987, p.324), remained an object of speculation—particularly in the case of
Sadashiv Gorakshakar in Pal 1994, pl.55.

* See K. Bhattacharyya 1983, pl.19, for instance.
“ Pal 1994, plate 55.

‘1964, pp.100-119; 1971, pp.30-33.
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learning as such. which she as pan-Indian goddess of knowledge represents. Nevertheless.
to label a period of literary activity as “the Sarasvati movement” seems to me misleading
because it suggests large-scale. organized worship of the goddess, for which there is no
evidence. Although, as Jain suggests, other Jain images of Sarasvati may well have been
made prior to this one.” if there had been so many, would it not be reasonable to presume

that more than one would have survived?

e. Samudragupta and Samicaradeva Coins: Female Figure on the Obverse

(figs. 9-13)

i. Samudragupta Coin (figs. 9-10)

The Allahabad pillar inscription glorifies Samudragupta's (r. ca. 350-375) skill in
music.” On his lyrist type coins,* the king is shown playing a bow-shaped harp on the
obverse (fig. 9), while a female figure appears on the reverse (fig. 10). She is scated on a
wicker stool. wearing a loose robe and a close-fitting cap. and is adorned with jewelry. She
holds a fillet in her right hand and a horn of plenty in her left. Because Samudragupta

appears on the front of the coin playing the vina. this figure on the back. according to

2 1971, p.32.

“ The entire inscription together with the translation is found in Fleet 1887, no.l, pl.1, pp.6-17. The
glorification of Samudragupta’s skill in music is found on line 27.

“ Allan lists nine coins (1914, pp.18-20), providing plates for all (pl.5, figs.1-8) but the one in the Indian
Museum in Calcutta. There are others, such as the two in the National Museum in New Delhi published in
Chhabra 1986, pl.I, figs.10-11 and Khandalaval 1991, pL.3, and the one from the Lingen collection in the
Netherlands published in Raven 1994a, pl.6.
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Radha Kumud Mookerji.”* can be identified as Sarasvati, the goddess of music closely
associated with this instrument. Although the connection he makes may appear plausible.*
if we compare this female figure with the oncs found on the reverse side of other Samudragupta
or other Gupta rulers’ coins. Mookerji’s identification of her as Sarasvati becomes untenable.

There are numerous extant examples of female figures holding a fillet, usually. as in
the case of our coin, in the right hand.*’ There are also a number of examples of a scated
female figure holding a fillet in her right hand and a horn of plenty in her left—just as in
our coin—such as on the reverse side of the sceptrc and battle-axe (fig. 11) types of
Samudragupta coins and on the sceptre type of Candragupta II (r. ca. 375-413) coins.*® This
female figure is generally accepted to be Sri (Laksmi). the embodiment of prosperity, an
essential royal virtue. Like an invisible other wife, she attends to the king. Skandagupta (r.
ca. 455-467). who is described in the Junagadh inscription as embraced by $ri and carefully
selected by Laksmi from among all other kings. even issued coins on the front of which he
appears together with Laksmi, his divine consort, beneath the imperial banner.* The goddess
of fortune appears on the back of most coin series of the Gupta rule, a device originally

borrowed from late Kusana coin imagery. as Ellcn Raven explains.®

“ 1969, pp.35, 137.

“ Leaving aside questions which come to mind, such as why, if Sarasvati is intended to be depicted here
specifically as goddess of music, she is not portrayed playing her characteristic instrument, and why Mookerji
does not mention Kumaragupta lyrist-type coins with a female figure on the reverse (by his reasoning, this
female figure should likewise be Sarasvati).

7 See. for instance, Allan 1914 and Raven 1994a.

** For the Samudragupta sceptre type coin, se¢ Raven 1994a, pl. |, and for the Candragupta II sceptre type
coin. Raven 199%4a, pl.4.

“ Raven 1994a, pp.42-43, pl.2. For the Junagadh rock inscription, see Fleet 1887, pp.56-65 (passages
referred to appear in lines 2 and 5 on p.59).

®1994a, p.44. The image of Laksmi carrying fillet and homn of pienty is modelled on Ardoxsho. a goddess
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The most plausible identification of the female figure on the reverse of the Samudragupta
lyrist type coin is likewise Laksmi. as John Allan. Ellen Raven. and others have posited.*
and not Sarasvati. The diadem fillet which she carries represents sovereignty. while the

horn of plenty symbolizes prosperity. Both implements are therefore related to the ruler. *

ii. Samacaradeva Coin (figs. 12-13)

Another coin which is believed to have Sarasvati on the back is the rajalila type coin
of king Samacdradeva (ca. 550-575) of the independent kingdom of Vanga that arose in
Bengal (castern and southern) at the fall of the Gupta empire.” The King is represented on
the front side (fig. 12) seated on a couch in rgjafila (royal ease) posturc with a female
attendant on cach side. The syllables sama. cd. and possibly ra appear to be written out in
the available spaces.™ On the reverse (fig. 13) stands a female figure on a lotus in tribhanga
(“three bends™) posture. With her right hand she draws up a lotus bud with a long stalk, as

if to smell it, while her left hand rests on a lotus with a bent stalk. Yet another lotus appears

of Avestan or local eastern Iranian origin who éovcms over good-fomine in political, dynastic, and national
matters, and who is depicted on Kusana coins. See Rosenfield 1967. pp.74-75.

' Allan 1914, pp.Ixxv, 18; Raven 1994a, p.45, explanation to pl.6; Altekar 1957, p.76; Chhabra 1986,
pp.5-6, pl.1 tigs.10-11; Khandalaval 1991, p.110, explanation to fig.3 by R. Vanaja; etc.

2 One could take the symbolism of this coin a step further (sce Raven 1994a, p.49), connecting the
obverse and the reverse through the musical instrument played by Samudragupta. The vina in the Asvamedha
sacrifice (SB 13:1:5:1) represents s7i. She Icaves the king during the performance of this sacrifice, and is
again conferred upon him when the ving is played for him. Although it is trie that Samudragupta is the one
playing the vind on the coin, while brahmanas rather than the king himself play the vina during the A§vamedha,
the association of the vind with sr7 in the royal sacrifice might conceivably have endowed it with symbolism
related to the figure of Sri on the reverse side of the coin. At the same time, we do not know that this
symbolism was read into the ving played by Samudragupta on this coin at the time of its production, and we
would do well to refrain from excessive association and over-interpretation.

s3

On Samacaradeva see Majumdar 1943, pp.51-54.
* Altekar 1954, p.313; 1957, p.328.
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below her right hand. and a hamsa at her feet tries to snatch a lotus leaf in front of its
open beak. It is the presence of the hamsa, Sarasvati’s traditional mount. which suggests
the identification of the female figure as Sarasvati.*® But if, in imitation of the Guptas,
Samacaradeva had Laksmi represented on the reverse side of his archer type of coin.*
would it not be reasonable to consider that it is likewise Laksmi that we see on the back of
this r@jalila type coin? As Raven explains. while the diadem fillet and the homn of plenty
are the emblems of the goddess in the earliest Gupta coin series, her iconography was
changed to match Laksmi’s well-known association with lotuses.’” Already in the
Candragupta II (r. ca. 375-413) lion-slayer type of coin. we see her carrying fillet and
lotus. and in his cakravikrama type of coin. an unidentificd female deity with a lotus
stands on a lotus.”* On the Kumiragupta [ (ca. 415-450) tiger-slayer and horseman type
coins, Laksmi appears with a lotus, fceding fruit to a peacock. a prized pet in the royal
household and the mount of Karttikeya/Kumara. war-leader of the gods.”® Likewise the
female figure on the reverse of the Samacaradeva coin is surrounded by lotuses, appropriate
to Laksmi. and a bird particularly fond of lotuses * appears below. Although the hamsa

was not as closely associated with royalty as the peacock. it held a prominent place

® Altekar 1957, p.328; Bhattasali 1923, p.56. Vincent Smith (1972 repr., p.122) mistook the hamsa for a
peacock, and identified the female figure simply as a goddess. Allan (1914, p.150), on the other hand,
thought it was Laksmi.

* Allan 1914, p.149, pl.XIXA.6; Altekar 1957, p.327, pl.XXIV.4. Bhatasali (1923, p.55) and Smith
(1972 repr., p.121) do not identify the goddess. This is the only other Samacaradeva coin that is known.

7 1994a, p.44; 1994b, vol.1, p.32.

* The lion-slayer type of coin is published in Raven 1994a, p.52, pl.14, and the cakravikrama type on
p.44, pl.5.

® The tiger-slayer type of coin is published in Raven 1994a, p.51, pl.13, and the horseman type on p.54,
pl.is.

® For a discussion of the close association of the hamsa with the lotus, see Vogel 1962, pp.5-8.
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amongst the animals kept at the court of Indian kings.® Poets honored it with the name
rajahamsa “toyal goose” and considered it king or master of feathered birds.*” The association
with the hamsa is certainly not exclusive to Sarasvati, as we have alrecady seen in the
Purdnas.” Furthermore, it does not appear in surviving images of Sarasvati until about the
tenth century. Hence to identify the figure on the reverse of Samacaradeva’s rdjalila coin
as Sarasvati is highly questionable, to say the least. | would suggest, rather. that Allan’s

identification of her in 1914 * as Laksmi is far more probable.

f. Uttar Pradesh Sculpture: Sarasvati Playing the Vina (fig. 14)

Also from about the sixth century is the slightly polished. buff sandstonc Sarasvati
holding a stick-zither from a temple in Uttar Pradesh. This image from the Pan-Asian
Collection is at the Los Angeles County Museum of Art. It measures 83.8 cm in height.
The lower half of Sarasvati’s body is draped with a sari. and she wears a scarf around her
shoulders. Her hair is rolled up into a wide bun and adorned with an claborate jewelled
fillet. Particularly large carrings weigh down her cars. She wears a necklace, armiets,
bracelets, a waist band, and anklets. She is seated in lalitasana on a lotus, playing the

stick-zither, also referred to as a vind. attested from the sixth century onwards.”® The

o

Vogel 1962, p.11.

2 Vogel 1962, pp.10,12.22.
® See p.151 above.

* See p.150.

“ It has been suggested that the stick-zither may have been an indigenous folk instrument long before its

representation in art. See Sadie 1984, vol 3, pp.728-729.
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middle part of her instrument is missing. Accompanying her are two animal-headed musicians
representing gandharvas. The ape-headed one on her lower right plays a drum. while the
horse-headed one on her lower left plays a flute. Above the gandharvas, are two apsarases.
The one on Sarasvati’s right dances, while the one on her left plays the cymbals. Amidst

her lively entourage. Sarasvati appears as goddess of music. playing her ving.

g. Sarnath: Sarasvati Playing the Ving (fig. 15)

The Sarnath Museum of Archaeology has a small figure (ht. 35.5 cm) of Sarasvati on
a slab of reddish Chunar sandstone discovered in 1904-05. Stylistically it is dated to the
sixth century. Although much more roughly and simply made, it has many points in
common with the exquisite Los Angeles County Muscum image (fig. 14). also of about the
sixth century and likewise from Uttar Pradesh. This Sarasvati is likewise seated in /alitdsana.
playing a stick-zither. She wears the same hairstyle. clothing, and ornaments as the previous
one. She is not, however, surrounded by celestial musicians and dancers. Above her head is
foliage from a tree. and to her lower right is an upside down jar. The water pot is an
appropriate symbol for a river goddess. As we have seen. the Matsya and Visnudharmottara
Puranas prescribe the vind, water pot. book. and rosary in Sarasvati’s four hands.*® This
image, however, like the previous one. is only two-armed. and there is no sign of either the
book or the rosary.

As it was found at the Buddhist site of Sarnath, furthermore. it is probably a Buddhist

“ See p.148 above.

176



Sarasvati. but not necessarily. Although Daya Ram Sahni in his catalogue of the museum *’
lists this image under “Images of goddesses and other female images” amidst Buddhist
goddesses. it could just as well have been included in his section on “Brahmanical sculptures.”
[t is not inconceivable that it was produced as a Hindu image. which found its way into a
Buddhist environment. The Los Angeles County Muscum image. at any rate. of which it
appears as a pale shadow. is assumed to be a Hindu image. as it shows no indication of

being a Buddhist one.

h. Akota and Vasantgarh Bronzes: Sarasvati with Lotus and Manuscript (figs.

16-19)

Amongst the large number of Jain metal images dating from the seventh to the tenth
century dug out before June 1951 from the sitc of Akotd. the ancient town of Ankottaka
not far from Vadodara (formerly Baroda) in Gujarat discovered in 1949, were threc images

which Umakant P. Shah identified as Sarasvati.®

i. Bronze from ca. 600-620 (fig. 16)

The carliest one is from ca. 600-620. and was offered by a nun called Isiya (fig. 16).

We know this from the entirely preserved inscription starting from the left side of what

7 1914
“ On the Akotd bronzes, see U.P. Shah's 1959 study.
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remains of the pedestal and running along the back of it. The inscription reads:
om devadharmoyam nivuva kudikasya /
isiva (?) ganinvo (?) (mi?)/

Om. This is the pious gift of the ganini (nun ) [siya .

The image itself has been well preserved. The goddess stands on the flat pedestal with
her hip thrust slightly to her right. As in the case of other Akota images of Sarasvati. she
has a large head and a slender body with full breasts. She wears a lower garment with a
triangle pattern formed by slanting lines and enclosed in broad horizontal lines. Her scarf,
worn over her shoulders and falling onto the pedestal. has a bead design with the two ends
showing a geometrical motif. Her hair is worn in a large bun on top of her hcad and
adorned with a crown. A plain. slightly oblong halo encircled with beads appears behind
her head. She wears earrings. a necklace with a pendant, bracelets. and a waist band. Her
left. disproportionately large hand hangs down holding a manuscript. while in her right
hand she carries a lotus with a long stalk extending down to the pedestal.

[n U.P. Shah’s explanation of the Sarasvati images found in Akotd,” he curiously
omits to mention the object held in her left hand (i.e. the manuscript). In a 1941 article,
however, he identifies the same object, which in this case is held in the hand of a Sarasvati
from Vasantgarh (fig. 19) dated ca. 650-675 and stylistically akin to the Akotd images, as a
book (i.¢. a manuscript).”' Now if the Vasantgarh image holds a manuscript. then the Akota

bronzes undoubtedly do also. For the goddess of knowledge. it is obviously a fitting

® Translation by U.P. Shah (1959, p.34, plates 75a-b).
 U.P. Shah 1959, pp.33-34, 43,46,
™ U.P. Shah 1941, p.199 referring to fig.2.
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emblem. which we have already seen in the Sarasvati image from Kankali Tila (fig. 8),
also a Jain site. Shah, however, must have doubted the object held by the Akota images
was a manuscript, since, despite his extensive description of cach image (1959), he did not
even mention its presence. Why this would be an issue for doubt, especially since he
compares the Akota images of Sarasvati with the onc from Vasantgarh, where hc scems
not to have been in doubt regarding her manuscript, is unclear. And if he did not believe it
was a manuscript, it is unclear on what basis he identified any of the Akota images as
Sarasvati.

Out of three Akota bronzes depicting her. all of which carry the samc emblems, only
one (fig. 16 discussed above) has an inscription. which. however. does not provide any
information on the identity of the goddess. As the lotus is not exclusive to Sarasvati, the
manuscript is her distinguishing feature. In other words, if the manuscript in the Akota
bronzes is not identified. then there is no basis on which to identify these images as
Sarasvati. Comparison of the Vasantgarh Sarasvati (fig. 19) with the Akota images (figs.
16-18). on the other hand, leaves no doubt that they all hold the same object in the left
hand, and that it is indeed a manuscript. If we look at the surviving Jain images of

Sarasvati, furthermore. both the lotus and the manuscript appear very commonly.™

ii. Late Seventh Century Bronze (fig. 17)

In the late seventh century Akota image of Sarasvati (fig. 17). both the pedestal and

the image are damaged with parts missing. If there used to be an inscription on the

™ See U.P. Shahs charts in 1941, pp.215-18.
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pedestal, it is entirely lost. Sarasvati’s left shoulder is missing, and the image is cracked at
the level of the breasts and below the knees. The goddess stands in tribhariga posture on a
lotus atop the pedestal, holding the long-stemmed lotus in her right hand and the manuscript
in her lcft. She is dressed and adorned in much the same manner as the earlier Akota image
(fig. 16). Her halo is more ornate. consisting of a lotus design in the center, surrounded by

a circle of beads. Her eyes arc inlaid with silver.

iii. Bronze from ca. 700 (fig. 18)

The third Sarasvati from Akota (fig. 18) dates from ca. 700. and is even more
damaged. The pedestal is lost. the image is in two picces, broken at the level of the hips.
and only a fragment of the halo survives. As in the other bronzes. she carries a long lotus
stalk. most of which is missing, and a manuscript. Her crown is made of five, rather than

three, projections. She stands in tribhanga posture.

iv. Vasantgarh Bronze of ca. 650-675 (fig. 19)

Stylistically akin to these Akotd images is the above-mentioned Sarasvati from
Vasantgarh (known today as Vantaparagadh in southern Rajasthan, near Gujarat) dating
from ca. 650-675 (fig. 19).” The image is now in the Mahavirasvami temple in Pindawara

and has been erroneously worshipped as Cakresvari .™ She stands on a lotus between two

B U.P. Shah 1959, p.43.
™ U.P. Shah 1941, p.199.
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jars atop a pedestal. holding the long-stemmed lotus in her right hand and the manuscript in
her left. She is dressed and adorned in the same manner as the Akota bronzes. Her crown is
particularly efaborate. topped with a representation of the sun with a makara on each side.
As in the case of other images of Vasantgarh, local worshippers have thickened the lines of
her eyebrows.”

The elaborate crown of the Vasantgarh Sarasvati may or may not be simply decorative.
Although the presence of the sun is unclear. the aquatic makara is associated with rivers. It
is a marine monster derived from the fish. the elephant. and the crocodile.” lts aquatic
character naturally makes it the mount of marine and river divinities. Thus it is associated
with Varuna,” Ganga (fig. 21), and Yamund.” [t might be noted that the makara appears
as Sarasvati’s mount in a few South Indian wood images of the Musée Guimet, which.

however. are unrelated to the Vasantgarh image.”

v. Sarasvati and the Vivadevis

In all the Jain images we have seen, Sarasvati appears as goddess of knowledge with

manuscript in hand. According to B.C. Bhattacharya in his study of Jain iconography.

Sarasvati is srutadevi. head of a group of sixteen goddesses called vidvadevis, who began

" U.P. Shah 1955-56, p.61.

™ The different types of makara are discussed in Viennot 1954. The ones found on Sarasvati's crown
belong, according to Viennot's categorization, to the northern type derived from the elephant (p.190).

" Banerjea 1956, pp.526-27.

™ Mallmann 1963, p.233. The makara, it should be noted, is not exclusively associated with marine and

niver divinities. [t also appears as the ensign of Kama (Hopkins 1915, p.167).
™ Mallmann 1963, p.190n.
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to appear in Jain literature in ca. 500 C.E.* This is a complete misconception, which has.
unfortunately, been repeated by others.®’ The vidyddevis are not goddesses of learning, as
U. P. Shah explains in his detailed study on this group: they are goddesses with magical
powers who propagate Jain faith and worship the Tirthankaras.** Sarasvati, however, is
indeed srutadevi (e.g. Hemacandra’s Abhidhana Cintamani of the twelfth or thirteenth
century).” and as such presides over the preaching of the tirthankaras. Jain texts are
described as her limbs and ornaments.* Thus the function of the vidvadevis belongs to the
devotional aspect of Jainism, while that of Sarasvati is in the realm of textual knowledge.
[n terms of Jaina cosmology. as John Cort explains.* the various goddesses reside in three
different realms: Sarasvati and Laksmi dwell in the upper realm (izrdhvaloka). the vidvadevis
in the middle realm (tirvagloka), and the vakst attendants of the 24 tirthankaras in the
lower realm (adholoka). Neither Sarasvati nor other goddesses referred to as srutadevatas®
are the head of the vidvddevis. The connections we find between Sarasvati and the vidvadevis
are the iconographic featurcs she shares with certain forms of Mahamanasi. the sixteenth

vidyadevi, in two twelfth-century sculptures.”’ and the appearance of Sarasvati’s name in a

* 1939 (rev. ed. 1974, p.163). For literature on the Vidyadevis (centuries later than 500 C.E.), see U.P.

Shah 1947.
" E.g. Yasodadevi 1963, p.686.
™ 1947. See especially p.170.
¥ U.P. Shah 1941, p.196.

“ U.P. Shah 1941, p.196. Shah refers to the Pratisthdtilaka (pp.761-762) and the Pratisthdsaroddhra
(6:27-32) of the tenth or the eleventh century.

¥ Cort 1987, p.236.
* U.P. Shah 1947, p.169.
¥ U.P. Shah 1947, p.166.
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very small number of later lists of the vidvadevis. such as in a thirteenth-century manuscript

which also includes miniatures of the goddesses.®

i. Matrka Brahmani Sculptures (fig. 20)

Brahmani. as we have seen. is Brahma’s consort, a form of Sarasvati. In images she
is distinguished from Sarasvati by her four heads (MP 261; 24d caturvakira), three of
which can be scen. Brahmani is also one of the matrkas (mothers), a group of goddesses
whose number and names become standardized after the Gupta period. although surviving
images arc recognizable from about the beginning of the Christian era.*® In this form.
Brahmani is never referred to as Sarasvati. By about the seventh century, representations of
the group of matrkas become individually distinguishable. The Museum of Baroda has a
set of matrkas from this period, including an image of Brahmani (fig. 20). The goddess is
seated. carrying what seem to be a water pot in her left hand and a rosary in her right—just
as the Matsva Purana prescribes (261:25b saksasutrakamandaluh /). Also in agrecment
with the Matsya Purdna (261:25a hamsadhiridha kartavva ). a hamsa appears below her.
Although she is four-faced (three faces visible), she is not, as the Purana stipulates, four-armed
(MP 261:24cd brahmani brahmasadrsi caturvaktra caturbhuja // ). A small figure, a child
according to U.P. Shah,” appears to her right below. The presence of a child would be

appropriate to a matrka. Shah mentions another a matrka Brahmani of about the seventh

* U.P. Shah 1941, p.203, fig.10; 1947, p.121. This is a palm-leaf manuscript of the { padesamalavrri.
¥ Coburn 1984, pp.313-330; J.N. Tiwari 1985, pp.95-181.
* [n Mankad 1962, p.30.
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century in the Rajputana Museum of Ajmer.” Most other examples. however, are later.”

j. Ellora Onwards (figs. 21-23)

At Ellora, Sarasvati appears in various forms in caves dating from the eighth to the
tenth century. Sarasvati’s most well-known representation here is in the shrine of the river
goddesses in cave 16 (fig. 21): Ganga stands on a makara in the center. with Sarasvati on
a lotus to her right (fig. 22). and Yamuna on a tortoisc to her left.” Likewise in cave 16,
there is an image of Brahma flanked by Sarasvati on his right and Savitri on his left (MP
260:d4¢cd vamapdrsve ‘sva savitrim daksine ca sarasvatim // ).>** Brahmani amidst scts of
matrkds is found in caves 16 and 22.”° In the Jain cave 32. which may be as late as the
tenth century. Sarasvati appears seated and four-armed, holding lotuses in her upper hands
and a manuscript in her lower left (her lower right is damaged).*

Sarasvati images dating from the ninth century onwards are numecrous. The most

*1955-56, p.55.

" Shanti Lal Nagar (1992) provides illustrations of two other examples which he claims to be early.
perhaps a little too early: one from Sabarkantha in Gujarat (pl.73), which he assigns to the Gupta period, and
another in the Allahabad Museum (pl.74), which he identifies as carly medieval. Later examples of Brahmani
as a Matrka are found in Nagar 1992, pls.75-79 and Pal 1997, pls.231-234, for instance.

* At Elephanta (sixth century) a three-headed female figure in a cup or a shell rises from the crown of the
main image of Siva Mahadeva. Fergusson and Burgess (p.470) have suggested that this figure represents the
three rivers Ganga, Yamuna, and Sarasvati.

*  Gupte and Mahajan 1962, p.191.

98

Gupte and Mahajan 1962, pp.128, 203. There is a drawing of the Matrkas in cave 16 in Fergusson and
Burgess, pl.LXXIL

* N. Ghosh 1984, pl.37:2; Parimoo, Kannal, and Panikkar 1988, pl.110; Shah 1941, p.207, pl.13. A
detailed study of all of the Sarasvati images at Ellora extends beyond the scope of this dissertation, but
should indeed be taken up at some point. Errors in identification, it must be noted, have occurred, as in the
case of the Mahamayuri image of cave 6, which Fergusson and Burgess (p.375) considered to be Sarasvati.
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common iconography, seen even in modcrn representations, does not follow the Matsva
and Visnudharmottara Puranas (book. rosary, vina, and watcr pot), but agrees with one of
the descriptions of the {4gni Purdana, which omits the water pot (50: [ 6ab pustaksamalikahastd
vindhasta sarasvati / ).*" This type of four-armed image. holding book, rosary, and ving,
can be seen, for instance, in the tenth-century sandstone sculpturc from Mathurd now at the
British Muscum (fig. 23). Typically. her mount thec hamsa appears below. The lotus and
mudra (usually varada) are also common features. Variations in the implements she is
depicted with are even more numerous than thec many iconographic descriptions found in
the Purdnas. By the cleventh century. six- and eight-armed forms begin to appear.” In

South India. the multi-armed Sarasvati is also shown dancing.”

" The same set of objects appears in the Skanda Purdna (6:46:17-19). For the dates of the Agnmi and
Skanda Puranas, see Rocher 1986, pp.136-137 (.Agni ), 236-237 (Skanda ).

* Examples can be found in Khajuraho for instance (Agrawal 1964, pp.59-60).

® See, for intance, K. Bhattacharyya 1983, p.99, pls.32-33. There are four-, six-, and cight-armed dancing
images.
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Conclusion

What we see then amongst the images discussed above are a number of representations
crroneously identified as Sarasvati (Bharhut, Gandhara, Samudragupta and Samacaradeva
coins) and onc mistakenly dated sculpture (Ghantashala). This brings the number of extant
pre-cighth century images of Sarasvati to seven, to which may be added the Brahmani
sculpture of the Museum of Baroda. Of these seven, there are no less than five Jain images.
one of which (Kankali Tild) happens to be the carlicst cxtant representation of Sarasvati
from 232 C.E. Of the remaining two (sculptures from Uttar Pradesh. one of which is from
Sarnath). the one from Sarnath could possibly be a Buddhist image.

The Jains clearly worshipped Sarasvati as a goddess of knowledge, as indicated by
the manuscript held in her hand in all the early surviving Jain images: first in the sandstone
sculpture from Kankalt Tila (near Mathura) from about the third century C.E., and then.
some four centuries or so later. in the three small bronze images from Akota (Gujarat)
dating from 600-700 and the related small bronze from Vasantgarh (southern Rajasthan,
near Gujarat) from 650-675. It is interesting that. in contrast, the presumed Hindu image of
about the sixth century from Uttar Pradesh, as well as the similar sixth-century one from
Sarnath (also in Uttar Pradesh). depict her playing the ving, like a goddess of music. This is
particularly evident in the first Uttar Pradesh image (Los Angeles County Museum of Art),
where Sarasvati is surrounded by a lively entourage of musicians and dancers.

We have here. then. two of the four aspects (river, knowledge. music, daughter-consort

of Brahma) of Sarasvati found in the textual sources from the Vedas to the early Puranas.
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Sarasvati’s conncction with knowledge. as we have seen. is the earlier of the two: it
surfaces in the Brahmanas (900-500 B.C.E.) through her identification with speech. the
embodiment of knowledge. most notably of the Vedas, and is established as particular to
Sarasvati from the Mahabharata (400 B.C.E. - 400 C.E.) onwards. Her music aspect. on
the other hand. does not arise until about the third to the sixth century C.E. (later Markandeya
Purana). although Vac. as a woman, finds some conncction with music alrcady in the
Brahmanas. The Jain images. therefore, reflect an earlier aspect of Sarasvati, necessarily
applied. in a Jain context, to Jain texts. [t is in this aspect that Sarasvati continued to be
worshipped amongst the Jains. cven when the vind was later also placed in her hands.'®
The musical aspect of roughly the Gupta period, on the other hand. is represented in the
two sixth-century Uttar Pradesh images.

Although the two aspects are clearly distinguishable in pre-cighth century images of
Sarasvati. their symbols in the form of the manuscript and the vind are combined in later
images. whether Hindu (see fig. 23) or Jain. as they were in the iconographic descriptions
of the Matsva and }isnudharmotitara Puranas (vinda. rosary, water pot. and book). Such
multi-armed images, therefore. represent both aspects of Sarasvati. although she as goddess
of knowledge predominates in all traditions.

As for Sarasvati’s other aspects, she is rarely depicted purely as a river goddess, as in
Ellora (figs. 21-22), but representations of her together with Brahma (e.g. Eliora, noted
above) are more numerous. There is also a significant number of mdtrka Brahmani images

(fig.20).

'® See Shah 1941.
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IV.BUDDHIST SARASVATI
FROM INDIA TO CHINA TO JAPAN
THROUGH THE SUTRA OF GOLDEN LIGHT

Introduction

Sarasvati’s name is mentioned in some of the Buddhist sutras and commentaries. She
appears most prominently in the Sutra of Golden Light (Suvarnabhasa or Suvarnabhdsottama
Sitra),! which includes an cntire chapter (parivarta) dedicated to her. It is through this text
that Sarasvati was introduced into China and thence into Japan. This text and its Chincse
translations. thercfore. are fundamental to our study. Already in this chapter we are carried
into China. for the carliest Chinese translation of the Sutra of Golden Light is based on an
older version of the Sanskrit original than the extant one. and thus must be given priority.

A study of Sarasvati in the Sutra of Golden Light. furthermorc—even in the reading
of the extant Sanskrit version—very quickly leads to Japan, where the sutra was held in
tremendous importance for the protection of the state. and where its prescriptions were
carefully followed. The sutra describes an eight-armed (weapon-bearing according to Yijing’s
Chinese translation) form of Sarasvati, of which there are no examples in India and exceedingly
rare, not to mention comparatively late (tenth century), surviving representations in China.

In Japan, on the other hand, not only are there records of the production of Sarasvati

' Raja is sometimes appended to the title (Suvarnabhdsottamardja Sutra), as in the corresponding
Chinese title of Yijing's early eighthcentury translation. There was also a change of title to Suvarma-
prabhasottama, which appears in its Tibetan correspondent already in the first Tibetan translation of the
eighth century. For a discussion of the title, see the introduction (pp. XI-XII) to Nobel’s 1937 edition of the
Sanskrit text.
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images already in the eighth century, but there is a surviving eight-armed example from the
period. Hence, not only do we have a Chinese translation corresponding to a more original
version of the Sanskrit than the extant text. but we also have an carly Japanese representation
of the goddess based very likely on the sutra, unmatched in India and preceding what we
know of in China. This study of the sutra, therefore. carries not only into China, but also
into Japan. Furthermore. because what we find in China (Dharmaksema’s translation of the
sutra) precedes what survives in India (the extant Sanskrit text of the sutra), and because
what is preserved in Japan (eighth-century sculpture) predates what is known in China
(tenth-century painting)., my study cannot be geographically chronological in an eastward
direction.

The earliest period of life (fifth to eighth century) of the Buddhist Sarasvati in China
and Japan is most clearly and conveniently understood through iconography. There are two

principal forms of the goddess. each one based on a specific textual source:

1. the above-mentioned cight-armed form based on Yijing’s translation of the Sutra of
Golden Light of 703;

2. the later, two-armed lute-playing form based on the Mahdvairocana Sitra. translated
into Chinese in 725. twenty-two years later than the Sutra of Golden Light. and
depicted in the Womb World Mandala (garbhadhdtu mandala) brought to Japan
at the beginning of the ninth century.

As the subject of my study is Sarasvati’s trajectory from India to Japan. [ will focus here

far more on her first known introduction into China and Japan, i.. in her eight-armed form

based on the Sutra of Golden Light. Apart from chronological considerations. there is far
more material on Sarasvati in the Sutra of Golden Light than in the Mahavairocana Sitra.

and hence there is much more to be discussed. Further, although the two-armed lute-playing

form evidently corresponds to the vina-playing Sarasvati. the cight-armed goddess, with no
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Indian correspondent as Sarasvati. has a far more complicated history to unravel.

The “first known introduction™ of Sarasvati in China necessarily raises the issue of
possible previous introductions of the goddess. Could Sarasvati, it may and should be
asked. have made her way into China prior to the time of the first Chinese translation of the
Sutra of Golden Light by Dharmaksema in the early fifth century? Trade relations between
India and China existed from early on: an overland routc had been established as carly as
the second century B.C.E.. and by the first century C.E. merchants from the Indian
subcontinent had begun travelling by sea to China.* So it is conceivable that Sarasvati
could have been introduced to China before the carly fifth century, and yet [ have found no
evidence whatsoever for this so far. Alexander Soper’s Literary Evidence for Earlv Buddhist
Art in China (1959) never mentions Sarasvati. It is also remarkable that the Lidai minghua
Ji B4R 44 #3432 (Records about the Famous Painters through the Ages). the most important
Tang work on painting from the earliest period to the time when it was written in 847 by
Zhang Yanyuan 9RZ 1%, does not mention a single image of Sarasvati. This docs not
necessarily mean. however, that no representations of the goddess were made in China
during this time. Not only did Zhang Yanyuan make a selection of what he saw, but he was
also unable to describe the huge quantity of art objects destroyed during the persecution of
Buddhism of the years 842-845. No Sarasvati is mentioned. furthermore, either in the

Tangchao minghua lu FEW % 88 (Record of Famous Painters of the Tang Dynasty)
completed in 840 by Zhu Jingxuan RIX XK, or in the Yizhou minghua lu #HM A ES

(Records of Famous Painters of Sichuan) written in the second half of the tenth century by

-

* Shaffer 1996, p.18.
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Huang Xiufu #{KM (?-after 1006), or in Guo Ruoxu's 35 (ca. 1020-after 1075)

eleventh-century history of Chinese painters from the second half of the Tang dynasty
entitled Tuhua jianwen -hi & & R & (Record of Experiences in Painting).’

And hence our study of the Chinese Sarasvati begins with the Sutra of Golden Light .

* 1 searched the online (http://210.69.170.100/525/index.hmt) Quan Tang shi &3 (Complete Poems
of the Tang Dynasty), a huge Tang-period anthology of poems, for Biancai #¥-f (Eloquence Talent, as
Sarasvati is called), Biantian #¥X (Eloquence Deity, as she is also called), tianmi X (goddess), and
Miaoyin #/& (Wonderful Sound(s], another name for Sarasvati), but none of the references is to Sarasvati.
Biantian and Miaoyin do not appear at all, Biancai seems to be 2 name, and the references to tianaii are not to
Sarasvati.
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1. The Sutra of Golden Light in Context

a. The Sutra

i. Growth of the Text

The Sutra of Golden Light is a text with a highly complicated history. which would
have existed in some form already in the first century C.E. Johannes Nobel (1887-1960).
who spent much of his life unravelling the intricacies of its passages in its numerous
translations and renditions, demonstrated that the text grew up around the chapter on

confession (chapter 3).* [n Nobel’s edition of the Sanskrit text which has come down to us,

we read:

atha khalu ruciraketur bodhisattvah suptah / svapnantaragaiah
suvarnam suvarnamayvikam bherim adraksit /
samantavabhasamdanam / tadvathapi nama survamandalam ...
tatra ca brahmanaripena purusam adraksit / tam bherim
parahanantam tatra bherisabdad ima evamriupa desanagatha
niscaramana asrausit // atha khalu ruciraketur bodhisattvah
prativibuddhah samanas ta dharmadesanagatha anusmarati
sma/

Then indeed the Bodhisattva Ruciraketu slept. In the middle of
his sleep he saw a golden drum, made of gold, shining everywhere
just like the orb of the sun... And there he saw a man with the
form of a brahmin, beating that drum. There from the sound of
the drum he heard these (and) similar confessional verses coming
forth. (21) Then indeed the Bodhisattva Ruciraketu, as soon as he

* See Nobel's introduction to his edition of the extant Sanskrit version of the sutra (1937), pp.XXX,
XXXV, XL, XLVIL
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awoke, recollected these verses of confession of the Law.*

The practice of confession of sins in Buddhism can be traced back to the earliest
period, within the lifetime of the Buddha. During the posadha (Pali uposatha). held every
fortnight, monks would recite the vinava rules (the pratimoksa) and confess their
transgressions.® Confessions were also made throughout the rainy season (varsa). but
especially on the final day of this thrce-month retreat period. As we shall see, rites of
confession gradually developed into much more than acknowledgment of transgression of
monastic rules.” Even the above passage refers to something more, as expressed in what
follows it: the verses coming forth from the golden drum are first and foremost a wishful
prayer for the removal of suffering of all sentient beings, and oaly afterwards do they turn
into a confession." This confession is then identificd as the “splendid. excellent Golden
Light” (svarnabhasottama subha ).’

To this confession, Nobel explains.'® chapter 6 was then added, where the Four Great
Kings (caturmaharaja ) prophesy the continued reign and prosperity of the ruler who upholds

the sutra.'! The great importance acquired by our text in Japan for the protection of the

* Translation by Emmerick in 1996, pp.8-9. The numerical reference is to the page in Nobel's 1937
edition of the Sanskrit. All references to the extant Sanskrit text herein are to Nobel's edition.

® Gombrich 1988, pp.180-110; Warder 1970, p.58.
" See pp.202-203 below.

* Sanskrit, pp.22fT. (Emmerick 1996, pp.9ft.).

® Sanskrit. p.29 (Emmerick 1996, p.12).

'® For a detailed discussion of the growth of the text, see Nobel’s introduction to his 1937 edition of the
Sanskrit, pp. XLII(T.

"' Sanskrit, pp.64(T. (Emmerick 1996, pp.24).
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state derives from this prophecy.'’ Then came chapters 7-11. wherc various deities. including
our Sarasvati (chapter 7). promise, following the Four Great Kings in chapter 6. to uphold
the sutra, its preachers and their audiences. listing the numerous benefits that will accrue to
them. Chapter 13 about King Susambhava’s visit to a monk to hear an exposition of the
sutra and to have his wishes fulfilled was later still. Chapter 14 is a conclusion to chapters
1-13, advising people to listen to the preaching of the text and listing the merits thereof. In
its older version, the Sutra of Golden Light would have ended here. Another five, rather
differently composed, chapters (15-19) were gradually added to form the text as it has
come down to us. This surviving Sanskrit text, according to Nobel, cannot be dated earlier

than the middle of the fifth century.

it. Extant Text and Translations

The cxtant Sanskrit text of the Suvarnabhasorrama Siatra was edited by Johannes
Nobel in 1937 and translated into English by Ronald E. Emmerick in 1970, who then
revised and corrected his translation in 1990. 1992, and 1996.” A new edition of the
Sanskrit is being prepared by P. O. Skj&rve. for which he uses a Nepalese manuscript that
was not available to Nobel.

Numerous translations of the Sutra of Golden Light reveal the importance of this text
and the existence of earlier and different versions of it. In addition to Chinese and Tibetan

renderings. there are Uighur, Mongol, Sogdian. Khotanese, and Xi Xia (Tangut) translations

" See pp.212fT. below.

Y All references to Emmerick herein are to the third (revised) edition of 1996.
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surviving either in whole or in part.
The Taisho edition of the Buddhist Canon includes three Chinese translations of the

sutra:

a. Dharmaksema (Tanwuchen & #i#; 385433 or 436) translation: Jinguangming jing
EFCEAFE in 4 fascs. (T. vol.16, n0.663), appeared in 417." This translation, if
Nobel is correct, is based on an carlier Sanskrit version of the sutra than the
extant version he edited in 1937. The chapter on Sarasvati is entitled “Da
Biantianshen pin” K% K &h (pp.344c20-345a3).

b. Baogui & ¥ edition: Hebu Jinguangming jing & E L in 8 fascs. (T. vol.16.
no.664), edited by Baogui in 597." and including the translations of Dharmaksema
from 417, of Paramartha (Boluomotuo {&#& KFE; 500-569) from 552,'° and of
Yasogupta (Yeshejueduo HE & #E % d.u.) and Jiianagupta (Shenajueduo & ABME
% 523-600) from 561-578.'" The chapter dedicated to Sarasvati is entitled “Da
Biantian pin” A& Kdh (pp.386b22 - 388a7). Dharmaksema’s translation is
reproduced. with a small number of minor differences. in the first 11 lines of the
chapter (p.386b24-c5). and then followed (pp.386c6-388a7) by the translation
of Yasogupta and Jiidnagupta. The chapter as it stands in Baogui's edition
corresponds more closely to the extant Sanskrit than Yijing’s considerably more
claborate version.

c. Yijing i (635-713) translation: Jinguangming zuishengwang jing % Yo B £

"' Chu sanzang ji ji H=&CHK, T vol.55, n0.2145, p.11bl7. The date 417 is based on note 12 of p.11,
where we read that the Song, Yuan, and Ming editions of the Buddhist Canon specify that Dharmaksema’s
transiation appeared in the fifth month of the sixth year Xuanshi Z45, that is between June 1-29, 417. Chen
Jinhua, however, in an article provisionally entitled “Dharmaksema (385-433): A Fith Century Indian
Buddhist Missionary in China,” (forthcoming) discusses the issue of Dharmaksema’s arrivaj in the Northern
Liang (r. 397-439) capital of Guzang &% (present-day Wuwei R /&, Gansu), and in this connection calls
into question the date of 417 for Dharmaksema'’s translation of the Sutra of Golden Light.

** Kaiyuan shijao lu TRTCIE$53, T. vol.55, no.2154, p.548b26-27.
' Lidai sanbao ji AR =R, T. vol.49, n0.2034, p.98c22-23.

" Fei Zhangfang R, in 597, says the translation was made in the reign of Wudi (561-578) of the
[Northern] Zhou (557-581) ( Lidai sanbao ji, T. vol.49, n0.2034, p.100b24-25, c3-5: sce also Kaiyuan shijao
fu, T. vol.55, no.2154, p.545a18-19, 25). The preface of the Hebu Jinguangming jing only states that the
translation was done during the [Northem] Zhou (p.359b21). Although a note on p.386¢6 indicates that what
follows is Jiidnagupta's translation (1t T RIIRMEZ MFHZ), we know that Jiidnagupta worked on this
together with Yasogupta.
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E in 10 fascs. (T. vol.16. n0.665), completed in 703.'® The chapter dedicated to
Sarasvati is called “Da Biancai tiannii pin” K&+ K & an (pp.434b25 - 438¢23).
Johannes Nobel translated Yijing’s entire version into German in 1958 (under
1958a in Bibliography B.).

Yijing’s translation was in turn translated into Tibetan, Sogdian. Xi Xia. and Uighur."
Besides the Tibetan translation of Yijing in the ninth century (Tib. III), there are two others
done from the Sanskrit in the cighth (Tib. I) and ninth (Tib. II) centuries.® Khotanese
versions survive in numerous fragments which indicate that several different Khotanese
translations were made. probably between the fifth and tenth centuries.”' There is a
forthcoming transcription, edition, and transiation of these numerous Khotanese fragments,
together with extensive introduction and notes. by Oktor Skjzrve.

For our purposes here, the extant Sanskrit in Nobel’s edition of 1937 and the Chinese
translations found in the Taisho edition of the Buddhist Canon (T. vol.16. nos.663-665) are
used. Before addressing the contents of the Sarasvati chapter in these versions, however, it
is important to understand the political significance of the sutra. for it undoubtedly influenced

the growing contents of the text.

" See the colophon of the sutra discovered in Dunhuang reproduced in Forte 1976, pl.XXXIII and
partially translated on p.87.

" Nobel. in the introduction to his 1937 edition of the Sanskrit (p.XXVT), thought the Uighur version was
based rather on the Tibetan translation of Yijing.

*® Nobel has also worked on the Tibetan translations: see Nobel 1944 and 1958b.

' Private communication from Natalic Gummer of Harvard University, working on the Sutra of Golden

Light.
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b. Political Significance of the Sutra in China

As noted above, the Four Great Kings (caturmaharaja) prophesy the continued reign
and prosperity of the ruler who upholds the Sutra of Golden Light. Its importance as one of
the principal Buddhist texts for the protection of the state, therefore. is easily understood.™

It is well known that in Japan, the Sutra of Golden Light was upheld as a text for the
protection of the state. We know less about the sutra in China, but as China was the model
followed in Japan at the time. we can presume that the sutra certainly had some political
significance in China as well. As for the Indian situation. we know nothing at all of the use
of the sutra by rulers. The only mention of the preaching of the sutra. as we shall see,
appears in the biography of a semi-legendary monk. Obviously the section of the Four
Deva Kings protecting the country where the sutra is upheld was written with the support
of rulers in mind, and to address the issue of security in a perhaps vulnerable kingdom

subject to numberous attacks, as we shall see.

i. The Sutra and Repentance

Monks played a role in Chinese politics, often a considerable one.” Yijing, for instance.
after spending over twenty years in India and Southeast Asia, studying at Nalanda and

travelling about, returned to Luoyang in 695. where he was assigned to the Great Fuxian

= For the sutras dealing with protection of the state see “Chingokokka™ by Jacques May in Hobogirin
1967 (fasc.IV), pp.322-327. For the Sutra of the Benevolent Kings, see Orzech 1998.

2 See Forte 1976.
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Monastery A&, the most powerful dynastic monastery at the time. As Antonino
Forte notes, his assignment, amongst other factors, reveals his political involvement with
Empress Wu.* Yijing worked with seventeen collaborators, including Faming #%8H. Degan
fEF%. and Fazang #:#. on the translation of our sutra.” Faming and Degan were amongst
the ten monks of the imperial chapel (nei daochang P &%) who presented the Dayun jing
Shenhuang shouji vishu KEZMBIFILEIK. Commentarv on the Meaning of the
Prophecy about Shenhuang in the Great Cloud Sutra (Mahamegha Satra), to the throne in
690. which as Forte (1976) has shown, was a political document that influcnced. intentionaily
or not, a dynastic change. The monks hoped to create an ideal Buddhist state with the
Empress Wu as the cakravartin and reigning bodhisattva prophesied in the Mahamegha
Sutra. This sutra, which had been translated by Dharmaksema in the early fifth century (T.
vol.12. no.387). was recited. by imperial order of 629. once a month by all monks of
Chang’an.*® The above commentary was distributed to the monasteries by an edict of
August 17. 690" A few months later. on December 5, another edict was issued ordering

the institution of the Great Cloud monasteries (Dayunsi KZF).*® These were the most

important state monasteries in Chinese history, established also in Central Asia.”® As we

* See Forte (forthcoming). The subject of Yijing's political involvement is also touched on in Barrett
1998.

* See Forte 1976, pl. XXXIII (Dunhuang manuscript).
* Forte 1976, pp.39, 41.

7 The date August 16 appears in Forte 1976, p.53, but is emended to August 17 in Forte 1988, p.117, note
52.

* Forte 1992, p.220.

* During the Tang period, state monasteries were instituted on four occasions: under Gaozong in 666,
Empress Wu in 690. Zhongzong in 705, and Xuanzong in 738. Sce Forte 1992.
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shall sce, the Japanese kokubunji Bl57F connected with the Sutra of Golden Light in

Yijing’s version were modelled on the Great Cloud monasteries connected with the Great

Cloud Sutra.
The preaching of our sutra is mentioned in Huijiao’s E&; (497-554) Biographies of

Eminent Monks (Gao seng zhuan & {&{¥) completed in ca. 530. It appears in the first of
the biographies. that of She Moteng #i &% (Kasyapa Mitanga?) of the first century from

Central India. Kasyapa Matanga. we are told, preached the Sutra of Golden Light in a

small kingdom of India:

EARERZHA/ MRS & AR G 2. RHEER. =,
e bABEE, AMMT#. BRERE. SRSk, R
HET. HELSSE, LM, X _EHLKk. BREE,

Autrefois, alors qu’il s’était rendu dans un petit royaume satellite
de I'Inde pour y précher le Suvarnaprabhasasiitra & J:BH#8. il
advint qu’un royaume ennemi attaqua le territoire (ol il s¢ rendait).
Kasyapa Matanga dit seulement: “Le¢ Siitra déclare: ‘Quiconque
peut cxposer la Loi de ce Sitra est protégé par la divinité de la
Terre qui assure sécurité ¢t bonheur a sa résidence’. Maintenant
que la guerre vient de commencer, est-il encore utile (de m’y
rendre)?” Alors il résolut de s’oublier lui-méme et alla en personne
conseiller la paix. Les deux royaumecs se réconsiliérent. C’est
ainsi qu’il se distingua.*

Fei Zhangfang’s Lidai sanbao ji, completed in 597, also mentions the Sutra of Golden
Light (T. vol.49. n0.2034, p.49c19) in the entry on Kasyapa Matanga’s Chinese translation

of the Sutra of the Forty-two Articles (pp.49c9-50a4). A smalil country in northwest India.

* T vol.50, n0.2059, p.322c13-17. Translation by Robert Shih in 1968, p.l. [ have comrected his
“Suvarnaprabhasa” to “Suvamaprabhasa.” There is also a short note about Kasyapa Matanga's translation of
the Sutra of the Forty-two Articles (Sishierzhang jing T4+ —8E¥%) in Sengyou's f&#i (445-518) Chu
sanzang Ji i (T. vol. 55, no.2145, p.81c5fT.) completed in 515 and revised by the author before his death,
and hence roughly contemporary with the Biographies of Eminent Monks. There is no mention here of his
preaching of the Sutra of Golden Light.
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where the people honoured the Sutra of the Fortv-two Articles, was constantly threatened
with attack from a neighbouring country. Yet. whenever the neighbouring country was
about to attack. an obstacle presented itself, preventing them from doing so. It was therefore

believed that the small country had some special techniques. To find out about this, a spy

was sent. Upon his return, the spy reported:

REEEZERRELHFE, €5, FMiLMmEEZ,

The sovereign and the officials of this country preach and study

Mahayana sutras. such as the Sutra of Golden Light. The sutra

says: “By preaching this Dharma, the Earth Deity King will protect

it [i.c. the country].” (p.49c18-20)
The neighbouring country then called a truce and turned to the promulgation of Mahayana.
From there, we are told, [Mahayana] spread to southern India and gradually to China.

According to these sources, then, the Sutra of Golden Light was preached somewhere

in the northwestern part of India already during the first century. She Moteng, however. is
a legendary figure whose historicity has not been proved. All that concerns him, therefore,
must be taken very cautiously.

The Biographies of Eminent Monks tells us that Dharmaksema, who was renowned
for his learning, ecloquence. and skill in the use of dharanis. was invited by the Northern
Liang ruler Juqu Mengsun {HEZ#E (r. 401-433) to Liangzhou /M. where the king
sponsored his translation of sutras, including the Sutra of Golden Light (p.336a19-bl).
Dharmaksema was much sought after by the Emperor Taiwu K&, (423-452) of the Northern

Wei dynasty, but Juqu Mengsun did not wish the monk. endowed with magical powers. to

leave his country. So when Dharmaksema left. in search of the last part of the Nirvana
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Sitra, the king had him assassinated as he was making his way to India (p.336b20-c17).

The Biographies of Eminent Monks (p.397¢4-398a7) aiso tells us that Xuangao X &
(402-444), the chief disciple of the Kashmiri monk Buddhabhadra (Chi. Fotuobatuoluo
FEBRFE%E. 359-429). once performed a repentance ceremony on the basis of the Sutra of
Golden Light to intervene in a court strife. While Xuangao was serving as mentor to the
crown prince. the emperor once became suspicious of his son. When the prince came to
Xuangao for help, the monk performed a repentance ceremony (chanfa 1&i%) on the basis
of the sutra. The ceremony apparently resulted in the appearance. in the emperor's dream,
of his ancestors, who scolded him for wronging the crown prince. Alarmed. the emperor
then entrusted his power to the prince. When Xuangao's behind-the-scenes intervention
came to light, however, he was executed.”

Repentance. as we have seen. is an important aspect of this sutra. and repentance rites
on the basis of it were not uncommon. In fact. as we shall see. texts were later written on
this ritual. But what, one may ask. do repentance rites have to do with court strife?
Confession, as noted above. extended beyond the monastic practice of acknowledging
one’s transgressions of the vinava rules. Illness seemed a natural consequence of sin, and
hence the theme of “illness-confession™ appears in Daoist, Confucian. and Buddhist contexts.
amidst both the aristocrats and the populace, as Kuo Liying explains.’”® Through the act of
confession. the individual hoped to cure his own or someone else’s illness. to prolong his

life, and to reach a paradise. Chinese rulers. furthermore, practised confession to avert

*' [ am grateful to Chen Jinhua for bringing this passage to my attention.

2 See Kuo 1994, pp.8-9, who discusses confession in Chinese Buddhism from the fifth to the eighth
century.

201



misfortunes. such as famines, droughts. and floods. Confession could also involve meditation
and visualization, and the realization of thc emptiness of sin on the more philosophical
plane. As Kuo Liying explains, the practice of confessing one’s transgressions eventually
evolved into the invocation of the names of the Buddha.”

During the sixth century, the Sutra of Golden Light was translated by Paramartha.
Yasogupta, and Jianagupta, and edited by Baogui. It would seem. however, that
Dharmaksema’s text continued to be employed. for references to the use of the sutra call it
the Jinguangming jing. At this time the sutra reccived more attention from emperors. The

Chen shu BEE (2:38) compiled in 636 by Yao Silian HkEHE (557-637) tells us Emperor
Chen Wudi FEEKAF (r. 557-559) devoted particular study to sutra in 558 (Yongding /K7€
2). His successor Wendi L& (r. 559-566), according to Zhipan’s .E%% (worked from
1258-1269) Fozu tong ji #EHHEIE (T. vol.49. n0.2035, p.352¢3-5). had a rcpentance
ceremony on the basis of our sutra. known as the Jinguangming jing chan 2 YEHAKE (.
performed in the Taiji Hall A8 in 563 (Tianjia X 3% 4). The votive article which goes
under the name of Wendi (Jinguangming chanwen & J:Bi1%& 30) and which he would have
read at this ceremony is found in a much carlier source than the Fozu tong ji, Daoxuan’s
EE (596-667) Guang hongming ji F&5LIA % (T. vol.52. n0.2103. p.333b14-c6).

At this time the sutra. in Dharmaksema’s translation. also became an important
Tiantai text. Zhiyi % 85 (538-597), the founder of Tiantai, wrote tWwo commentarics on it:
Jinguangming jing xuanyi B LE (T. vol.39. no.1783) and Jinguangming jing

wenju & YEEBHAE LA (T. vol.39. n0.1785). and on which subcommentaries were in turn

* Kuo 1994, p.16.
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written by Zhili % ## (960-1028) during the Northern Song dynasty (T. vol.39. nos.1784.

1786). Zhiyi, it would seem. used the Jinguangming jing for the propagation of Tiantai.
According to his disciple Guanding’s #18 (561-632) Sui Tiantai Zhizhe Dashi biezhuan
PEREEZHAKAAE composed around 605 (T. vol. 50, 10.2050, pp.193¢c-194a), to stop
fishermen from fishing, Zhiyi resorted to the story of the ten thousand fish living in a great
pool with insufficient water, told in the sutra (Sanskrit, ch. 17; Dharmaksema, ch. 16;
Baogui. ch. 21; Yijing, ch. 25). In a previous life, the sutra tells us. the Buddha in the form
of Jalavahana filled the pool with abundant water, gave the fish food from his father’s
house, and preached the Law to them. The fish were then reborn amongst the Thirty-three
Gods (Travatrimsa devah; Sanshisantian =1 = X). Zhiyi also established a pond where
fish which had been caught and were still alive could be released (fangshengchi HE B,
ponds for released beings). On the occasion of their release, he conducted a ccremony ().
obviously related to the sutra. As Chen Jinhua has noted.™ there is a stele. the inscription of
which was written after Chen Xuandi’s BRE 7 (r. 569-82) death in 582, commemorating

Zhiyi's efforts to cstablish fangshengchi in the Tiantai area.’® Zhiyi created fifty-five of

these ponds.*

it. The Jinguangming jing chanfa

There is a very brief description of the performance of a repentance ceremony (chanfa

1999, p.7, note 5.

* Guogqing baitu B & % compiled by Guanding ca. 607, T. vol. 46, no. 1934, no. 21, pp.801¢10-802c9.
** " Chen 1999, p.90.
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f#i£) on the basis of the Jinguangming jing in the Guoging bailu BiEE % compiled by
Guanding around 607 (T. vol. 46, no. 1934, p.796a4-b21). According to Chen Jinhua,”
primarily on the basis of contents and style. the first seven documents of this text. the fifth
of which is this Jinguangming jing chanfa. would have been written by Zhiyi himself. In
terms of the chanfa, Chen’s conclusion is confirmed by one of the catalogues of the works
brought back to Japan by Saichd & (767-822. travelled to China 804-805). which
mentions the Jinguangming jing chanfa of four sheets produced by Zhiyi.** As Kuo Liying
points out.”®> however., a manual for the performance of this repentance cercmony existed
before Zhiyi’s time (538-597). for Sengyou (445-518) in his Chu sanzang ji ji mentions a
work of almost exactly the same title: Jinguangming jing chanhuifa £ CBRIEIE (see T.
vol. 55. no.2145. p.91b4).

Let us turn then to the description of the ceremony in the Guoging bailu. The ritual
space (hodhimanda) is adorned. a seat for sutra-chanting is set up, and banners, flowers.
etc. are arranged. A seat for Sri (Laksmi) (Gongdetian Zi$X) is placed to the left of the
Buddha’s seat. and if space permits. the scats for Sarasvati (the great Bian{tian] K## ) and
for the Four Deva Kings (Sitianwang 9K E )* are placed to his right: Z25h f KA ££ 6

K. ERERREREAE, WRKEREES. For ecach of the seats. incense is burnt and

flowers are scattered. A plate of fruits and vegetables is prepared. and another one with

' Private communication.
* Dengyé Daishi sharai Taishi roku BEKE# R E M % in T. vol.55. no.2159, p.1056a2.
9

1994, p.116, note 20. There is a misprint in the reference: it is p.91b4, and not p.55b4.

“O Although the Sanskrit caturmahdrdja means “Four Great (mahkd) Kings,” the characters read “Four
Deva ( TR E) Kings.”
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mixed fruits and vegetables. which are sprinkled in all the directions. Every day one must
bathe and put on new, purified clothes. The sutra says that for seven days and seven nights
[the rules followed during] the six fasts are to be maintained.”’ On the day when the
ceremony is to begin. at noon, everyone should hold an incense burner and one person
should recite three times a series of invocations to buddhas. bodhisattvas. disciples of the
Buddha, gods and goddesses. including Sarasvati (the great Bian[tian]) and St
(Gongdeftian]). as well as to local. i.e. Chinese, gods and demons. Then one (presumably
meaning each of the individuals taking part in the ritual) should state one’s aim in the
repentance cercmony, explaining to the best of one’s knowledge. Three names are to be
uttered three times: that of the Lord of the Treasure-flower Lapis Lazuli World. that of the
sutra, and that of Sri (Gongdetian). Having paid homage to the Threc Jewels, one turns
threce times. and takes the Triple Refuge. Then one sits down for a meal. This is the
pre-noon method (ritual). The remainder of the time, as usual, one recites only the Sutra of
Golden Light.

The first of the three names to be repeated three times. that of the Lord of the
Treasure-flower Lapis Lazuli World. is the name of a buddha to whom Sri attributes her
power and hence whom she urges people to worship, as stated in the chapter dedicated to
this goddess in the Sutra of Golden Light (Sanskrit. p.113. lines 14 ff.; Dharmaksema.

p.345al4ff; Yijing, p.439al0ff.).” In the sutra, she derives her name (Sri. Gongdetian

41

The six monthly fast days are the 8th, 14th, 15th, 23rd, 29th, and 30th. On these days, when the demons
are occupied, the Four Deva Kings take note of human conduct. For this reason, one should be cautious and
cat nothing after noon. For further details, see Oda 1917, pp.1822c-1823b.

** The Sanskrit (1937. p.113, line 15 - p.114, line 1; Emmerick transl., 1996, p.50) only says that Sri
planted a merit-root in the Tathagata.
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iR, Jixiangtian F#ER) from his: in the extant Sanskrit this Buddha is called
Ratnakusumagunasagaravaidiryakanakagirisuvarnakaficanaprabhasasri (Jewel-flower
Ocean-of-qualitics Lapis-lazuli-gold-mountain Shining-golden-light $r1); in Dharmaksema’s

translation, his name is rendered as Baohua gongdehai liuli jinshan zhaoming rulai TiEDY
tEAEFRFE £ 1 BB ERANSR  (Treasure-flower ocean-of-merit  lapis-lazuli-gold-mountain

Tathagata); and in Yijing’s translation, as Liuli jinshan baohua guang zhao jixiang gongdehai
rulai EIFEEIIEIE L HE D S HEUN3€ (Lapis-lazuli-gold-mountain Treasure-flower

Shining-light Ocean-of-auspicious-merit Tathagata). Hence, the uttering of the name of
this Buddha. of the sutra, and of St indicates a closc association in sixth-century China of
the repentance ceremony of our sutra with Sri. In cighth-century Japan, as we shall sce. the
association asserts itself cven more strongly, for the ceremony comes to be called also the
Kichijo keka & #1318 (Sri repentance).

Originally our sutra’s repentance ceremony was probably not specifically connected
with the goddess Sri. One of the probable sources for the origin of the association appears
in the first chapter of the sutra, where. in the extant Sanskrit, the Buddha calls the confession
he will preach “thoroughly adorned with every splendour” (sarvasrisamalamirta).® In

Dharmaksema’s version we read of “merit (gongde L%) derived from the repentance and

other ceremonies” t&MEFiE AT T (Dharmaksema. p.335b12; Baogui, p.359¢21)

and that the confession is “adorned with infinite merit (gongde INfE)” MmB|THiE

43

Sanskrit, p.2, line 9. Translation by Emmerick, 1996, p.l. $ has various meanings, including good
fortune, wealth, beauty, virtue, etc.

206



2 Firit & (Dharmaksema, p.335b14; Baogui. p.359¢23-24).* In Yijing’s version of 703. it
says “the excellent among fortune[-bringing] (jixiang = #£) repentances” & #EHE B
(p.404al4). There is a possibility, however. that in later times, in Japan at lcast, a different
interpretation may perhaps have been given to Yijing’s passage by assuming an abbreviation:
“the $ri (Jixiang) [repentance] (5 #Z[#]). cxcelling amongst repentances (159 B).” Such
a reading, if it existed. could conceivably have been the source for the Japanese name of

the repentance ritual. Kichijo keka & #£1%:8. Marinus de Visser, furthermore. suggests yet

another reading: “... the entirc superiority of the Kichijo-sen (&5 #1H#)...”"° Regarding the
origin of the Kichijo keka. he points to this and to two other passages in Yijing’s version of
the sutra: the goddess’s promise “to bestow all kinds of wealth and felicity upon the
faithful readers of the sutra” (Sri chapter. c.g. p.439al4-16) and the fact that “she is
mentioned at the head of the devas who... promised to devote their whole heart to the
protection of this King of sutras and to those who received and kept it” (p.446¢21-447a1).*
Although he identifies these passages as “the origin of the Kichijo-kekwa.” they are at best,
rather. the origin of the name of the rite.

In the context of this repentance ritual, then. images of our Sarasvati (Biancaitien)
would have been made in China. at least by Zhiyi’s time. Furthermore, if the Jinguangming
Jing chanfa in the Guogqing bailu happens to reflect or reproduce the contents, in terms of

images produced for the ritual. of the Jinguangming jing chanhuifa mentioned in the Chu

“ The corresponding Sanskrit passage of B&iE%E: ArEINHE is mdngalvadesana... (Sanskrit. p.2, line
6), |ETNME Z FrHE R corresponds to sarvasrisamalamkria of p.2, line 9.

“ De Visser 1935, vol.1, p.309.
" De Visser 1935, vol.1, p.309.
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sanzang ji ji of the early sixth century—it is not impossible, it should be noted. that this
could be one and the same text—DBiancaitian images could have been made as early as in
the fifth century. No Chinese images of the goddess from either the fifth or the sixth
century, however, are known. In fact. the carliest surviving images arc paintings from
Dunhuang dating from the tenth century.”” One of the examples in the Musée Guimet
(fig.25A), for instance. is clearly related to the Sutra of Golden Light. as we shall see. and
almost certainly also with a ritual connected with it. There are, however, on the Japanese
side. both records and earlier surviving representations of deities which might well have
been used for the celebration of the Kichijo keka. as we shall sce.*® And the Japanese
images would have been made on the basis of a practice already established in China.

A description of the repentance rite connected with our sutra also appears in a Song
period text on the subject: the Jinguangming chanfa bushuvi &YCHEKEHBIE (T
vol.46. no.1945. pp.957b1-961c17) compiled by Zunshi & X (946-1032). In terms of the
altar arrangement (p.959a). the text tells us that in front of a Sikyamuni image. the
Jinguangming jing is placed. A seat for Sri (Gongdetian) is put to the left of the Buddha.
However. the text adds. “according to the new sutra. you should draw the image of Sri
(Jixiangtian)” 5, EHEEHERE, (p.959a9). If it (the ritual space) is large, seats for
Sarasvati (Da Bian[caitian]) and the Four Deva Kings arc placed to the right of the Buddha.

In conformity with the way of the VaiSravana (Pishamentian £i% K. one of the Four

Deva Kings) dharani. one is to draw the image of $ri (Jixiangtian) to the left of the

7 See pp.246-48 below.
“ See pp.217fT. below.
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Buddha. and one is to make the image of Vaisravana (Duowentian 7B X = Pishamentian)
to the right of the Buddha.

What we see in Zunshi’s text. then, is a departure from what may have been the
sculptural representation of $ri. and instead. following “the new sutra.” a painting of the
goddess is to be made. “The new sutra” refers to Yijing’s translation of the Sutra of

Golden Light, as specified by Zunshi himself at the beginning of his text: #EiFfiHTE

“following the new sutra by Master [Yi]jing” (p.957b12). The passage in Yijing’s translation
referred to by Zunshi appears in the chapter entitled “The Protection of the Country by the
Four Deva Kings” [X F i, in the course of Vaisravana’s explanation of a ritual to

obtain the vision of him (T. vol.16, no0.665, p.431b14-17):

RERERBTR. EARBET. EMNAERALZ /A,
o REES. (FEHERTR. RETRERZERE. #FH
BExERE

... on a white cotton cloth,*® he should draw the form of the
Buddha. He should use tree glue and various colours to adom it
magnificently. The person who paints this image should receive
the Eight Precepts. On the Buddha’s left side. he should make an
image of the goddess $ri (Jixiangtian). On the Buddha’s right
side, he should make my, (i.e.) Vaisravana's (Duowentian’s)
image. He should also draw (my) vartous retinues of men and
women.

It is noteworthy here that in a text earlier than Yijing’s translation of our sutra in 703,

we find specific instructions for the painting of the image of $ri in a ritual in honour of her:

“ I follow Nobel's translation (1958, pp.212-213 “Baumwollstoff") of 4k, which in turn is based on the
variant (fk with the radical for hair/wool %) used in the Yuan and Ming canons (T. vol.16, no.665, p.431,

note 16).
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the ritual is known as the Gongdetian xiang fa HFERIZi% ([Ritual] method for the

Gongdetian image) and is described in the Tuoluoni ji jing FEREICHEAE attributed to

Adiquduo P i#h 88 % (Skt. Atikiita, Atigupta?) from Central Asia, who arrived in Chang’an
in 651 and worked there from 653-654. Here. however., Sri (Gongdetian) appears in the
centre, while paintings of Brahma (Fanmotian #£B X) and Indra (Dishitian 777 ¥ X ) appear
on her left and right, respectively (T. vol.18, no.901, p.876a18-22): £ IfERE, HF4iE
AEBE"H, BEEERARIERRAKAL, REAEFFUNER, G FHRER,
BEELE, EEBEER, . o GEERFEHFBEKR. Could the Sutra of Golden Light in
the stage of development represented by Yijing's translation have been influenced by the
Tuoluoni ji jing? Was Zunshi familiar with the Twoluoni ji jing? Fascinating as these
questions may be. an attempt to address them is beyond the scope of this dissertation. What
is clear here is that Zunshi incorporated the painting instruction of Yijing’s translation of
the Protection of the Country by the Four Deva Kings chapter into the Jinguangming jing
chanfa prescriptions of the Guogqing bailu. which he repeatedly refers to in his text (e.g.
p.957b6-7). in order to produce his own version of the chanfa explanation. Although there
is no mention in Zunshi’'s text of the painting of Biancaitian’s image, we know from
Yijing's version of the Sutra of Golden Light that there was a ritual wherein her image was
drawn (p.436¢c17 IMiEREF/ERF K ) to obtain a vision of her and have one’s wishes
fulfilled.

According to Daoxuan’s BHE (596-667) Further Biographies of Eminent Monks (Xu
gao seng huan #t % & 18 ) completed in 645. Zhiyi performed a seven-day repentance

ceremony (&) on the basis of the Jinguangming jing to cure the iliness of consort Xiao
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1T in the carly 590s.* She was the great great granddaughter of Liang Wudi 27 (r.

502-549). the Chinese Asoka. and consort of the prince of Jin & E. the future Emperor Sui
Yangdi FEH5 3 (r. 604-614).

If we now turn to Yijing’s version of the sutra, it is interesting to discover that all but
one of the commentaries found in the Taisho edition are by Japanese monks (T. vol.56.

n0s.2196-2199).*' The lone Chinese commentary (T. vol.39. no.1788) is by Huizhao X8

(650-715) of the Faxiang school on the basis of Yogacara. Clearly Dharmaksema’s version
of the sutra was more important in China than Yijing's, to say nothing of those of Paramartha
and Yasogupta/Jiianagupta.® Would this perhaps explain why we find so few Chinese
images of Sarasvati, whose form and implcments are not described in Dharmaksema’s
version? In Yijing, on the other hand. she is described as cight-armed carrying weapons. As
Yijing’s version quickly overshadowed Dharmakscma’s shortly after it had entered Japan,
becoming the standard translation of the sutra, images of this form of the goddess were

made from early on. as we shall see, and are still popularly produced in Japan today.

® T vol.50, n0.2060, p.567a 10fT.

' The commentaries are by Gangyo BB% (835-871) of the Sanron school (n0.2196); Mydichi B§—
(728-798), who resided at Todaji (n0.2197); Hyobi Ff& (d.u.) of the Hosso school (n0.2198); and Kikai %
#% (774-835), founder of the Shingon school (no.219%a-b).

= Nanjio's catalogue (1883, p.42, no0.127) aiso states that Dharmaksema’s version was the most popular
in China.
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c. Political Significance of the Sutra in Japan

i. The Sutra and the Kokubunji System

In Japan. sutras for the protection of the state were among the earliest introduced and

held an importance from the start. The Shitenngji 4 K £ <F (Four Deva Kings Monastery)
in Osaka, obviously connected with our sutra. was according to tradition founded by
Shatoku Taishi ZEfEKTF (574-622). but was more likely established as a memorial to
him.»

The Sutra of Golden Light is mentioned for the first time in Japan in 677 (Hakuhd H
KL 5). when. according to the Nikongi H 2<%, Emperor Temmu K& (r. 673-686) sent out
messengers to the four directions to expound the Konkomvékve & FEBHEE (the title of
Dharmaksema’s translation in Japanese pronunciation. but which could refer in abbreviated
form to Baogui’s edition pronounced Gobu Konkémyokys & &8 FEHA#E), and the Sutra
of the Benevolent Kings (Ninnokvd {"E#Z in Japanese pronunciation) in the version
attributed to Kumadrajiva.® Out of the twelve sutras mentioned in the Nihongi. the

Konkomydky appears the largest number of times by far.”® Several passages from the

® Tamura 1971, p.88.

* Nihongi 29. Hakuhd 5. 11720 (11th month, 20th day); transl. Aston 1896 (repr. 1956, part 2, p.335).
There is either a misprint or an error in de Visser's work (1935, vol.2, p.436), where the year is given as 676,
rather than 677. A note in the Nihon koten bungaku taikei series on this record says the version of our sutra
referred to may be either Dharmaksema’s or Baogui’s. The full title of the Sutra of Benevolent Kings
attributed to Kumarajiva is, in Chinese reading, Renwang bore boluomi jing 1= TR E KB EAL (T. vol.8,
no.245).

References to our sutra in Japan are listed in de Visser 1935, vol.2, pp.436(T.

** While the other sutras are mentioned once or twice at most, the Konkomyokyo appears six times. Sce
Tamura 1971, p.10, Table C.
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Nihongi, furthermore, seem to be based on the Sutra of Golden Light's cult of the Four
Deva Kings, as Tamura Encho explains.*®

[n 680. the sutra began to be expounded in the palace and in various Buddhist
monasteries.”’ and in 686 one hundred priests came to the palace to read the sutra®® As a
result of great floods. Empress Jitd f##% (r. 686-697) ordered in 692 the expounding of the
sutra in the capital and in four home provinces.” In 694 she sent one hundred copics of the
sutra to the various provinces to be read during the first quarter of the moon of the first
month.* Another order was issued for the sutra to be read in 696.%' It was expounded in the
four home provinces when Emperor Mommu X (r. 697-707) was ill in 702.* The
following year the sutra was read in the four great monasteries of Nara, Daianji K& 3,
Yakushiji ZEAM<F, Gangsji JTTEF. and Gifukuji 5AfEF . In 705. there was another
reading of the sutra in the five great monasteries of Nara (probably adding Horyuji i85 ¥

to the previous list ) to relieve the suffering of people owing to drought.*

s6

Tamura 1971, pp.11-13, 28-32.

57

Nihongi 29, Hakuho 8, 5/1; transl. Aston 1896 (repr. 1956, part 2, p.346 under 9th year of Hakuho).

58

Nihongi 29, Shucho &5 | . 7/8; transl. Aston 1896 (repr. 1956, part 2, p.378).

59

Nihongi 30, 6th year of Jitd's reign, intercalary 5th month, 3rd day; transl. Aston 1896 (repr. 1956, part
2, p.408).

0

Vihongi, 8th year of Jitd's reign, 5/11; transl. Aston 1896 (repr. 1956, part 2, p.416).

61

Nihongi, 10th year of Jitd's reign, 12/1; transl. Aston 1896 (repr. 1956, part 2, p.421).
® Shoku Nihongi 2, Taiho KE 2. 12/13.

63

Shoku Nihongi 3, Taih6 3, 7/13. On the great monasteries (daiji A<F) in japan see “Daiji (Japon)” by
Hubert Durt in Hobogirin 1983 (fasc.6), pp.704-711. de Visser (1935, vol.2, pp.437) erroncously gives the
list of four here as including Kofukuji B 7F instead of Gufukuji, but as Durt explains (p.709), Kofukuiji
replaces Gufukuji in the list of four great monasteries only from 735 onwards. The correct list, as cited in the
Shoku Nihongi, Taiho 3, 3/1, is listed by Durt on p.708.

®  Shoku Nikongi 3, Keiun BE 2, 4/3.
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Yijing’s translation of the Sutra of Golden Light (Konkémyasaishéokye & JEHA & B
E# in Japanese pronunciation, referred to as the Saishdokva) is first mentioned in Japan
in the Shoku Nihongi ¥ H &% in 725 (Jinki f##& 2. 7/17) as an alternative text to the
Konkimyékvo : Emperor Shomu X (1. 724-749) ordered that monks and nuns read the
Konkémyakyé. but if they do not have (a copy of) this sutra, they should “turn™ the
Saishookyd instead. for peace in the country ( IS4 EEE XL, FEME S, FH
& ERSBR L) In 728, chapters of the sutra, here called Konkémyokys, were
distributed in the provinces for reading so as to have the peace in the country.* Given the
differentiation of the Konkomvokyé from Yijing's Saishookyo in the 725 edict, the reference
here to the Konkdmydkvo is almost certainly not to Yijing’s translation,® which within a
few ycars (i.c. by 734) became the standard version in Japan. In 734 (Tenpyo K 6.
11/21), it was stipulated that those who wish to enter the religious order must also memorize
the Saish66kvo.*” Clearly. by this time, Yijing’s version was the one used in Japan. As in
the Nihongi, the sutra continued to be held in importance in the Shoku Nihongi. where the
Konkomyokyo is mentioned seven times and the Saishookyo cighteen times. The Heart
Sutra, however, was also widely used. for it appcars twenty times in the Shoku Nihongi %

In 737 Shomu ordered that monks and nuns of all the provinces should purify themselves

through ritual baths and read the Saish6okyé two or three times a month.®® Later the same

 Shoku Nihongi 10, Jinki S, 12/28.

According to Nedachi 1992, p.25. however, the text in question is indeed Yijing’s version.
" Shoku Nihongi 11, Tenpyd 6, 11/21.

* See Tamura 1971, p.17, Table F.

®  Shoku Nihongi 12, Tenpyé 9, 8/2.
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year, seven hundred monks were invited to the palace to read the Daihannvakve RA% %%
(Mahdprajia[paramita] Sitra)’ and the Saishookyé for peace in the state.” In 738. Shomu
issued a proclamation that the Saishddkyo should be read throughout the country to promote
peace.” Then he established the system of state monasteries and nunneries. plans for which
were summarized in edicts of 741, although their institution began in the late 730s.” His
model was the Great Cloud monasteries system established in 690 by Empress Wu.™

Shomu ordered that in every province there should be a monastery called Konkomyo
Shitennd Gokoku no tera 2 YCRAAR £#E ZF, “Monastery for the Protection of the
Country by the Four Deva Kings of the Konkomyé [saishéo]kve,” more usually known as
kokubunji Bl73<F (provincial monasterics),”” on the grounds of which should be built a
seven-storey pagoda. The emperor himself intended to writc out the Saishdékvo in gold
characters. one copy for each of the pagodas. The state nunneries. called Hokke metsuzai
no tera (£ R IEZF “Monastery for the extinction of sin [by means of] the Lotus Sutra.”
more usually known as kokubunniji B 77 FE<F (provincial nunneries), were connected with
the Lotus Sutra. During the Tenpyd Shohé K FBFE era (749-757). Todaiji became the

institution ‘‘governing the provincial monasteries” (sokokubunji 8B 53<F) and Hokkeji

™ Seems to be Xuarzang's L% (d. 664) translation. Da bore boluomiduo jing KAEEIEBELE,
made between 660 and 663 (T. vols.5-7, n0.220), which consists of translations from a number of different
sutras (see Conze 1960, p.28).

' Shoku Nihongi 12, Tenpy6 9, 8/15.
" Shoku Nihongi 13, Tenpyd 10, 4/17.

" Sce Piggott 1987, pp.101-104. The edicts summarizing plans for the establishment of the state monasteries
and nunneries network appear in Shoku Nihongi 14, Tenpyo 13, 1/15 and 3/24.

™ See p.198 above.

™ The term kokubunji appears for the first time in 741 (Tenpyd 13, 1/15)in Shoku Nihongi 14, p.163, line
6.
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jE#<F, also in Nara, the institution “governing provincial nunnerics” (sékokubunniji
BB e

Hence. while the Great Cloud monasteries established under Empress Wu were named
after the Great Cloud Sutra, the kokubunji derived their full name from the Swutra of Golden
Light. The sokokubunji Todaiji in the capital of Nara had as its prototype thc main Dayun

monastery, called Zhong Dayun si. Central Great Cloud Monastery. in the capital of

Luoyang.”

ii. The Kichijo keka

In 743. monks went to Todaiji, referred to as Konkdmydji. to read the Saishadkyo for
seven times seven days to promote the happiness of the Imperial House, the purity of the
country, the happiness of the people.™ In 745, following an earthquake. Emperor Shdmu
ordered the reading of the SaishGokva for scven days in all the monasteries of the capital.”
In 749, during the first seven days of the year, repentance rites (keka 1#18) were performed
and the Saish6okyé was read in all the monasteries of the country.”® In 764, a Shdsoin

IE& FE document tells us, a repentance ritual was performed in the Kichijo kekasho &HHE

1@ (Place for the Kichijo repentance [ceremony]) at Todaiji for twenty-two days (3/17

De Visser 1935, vol.2, p.449.

" For the Central Great Cloud Monastery. se¢ Forte 1992, pp.222-223.
Shoku Nihongi 15, Tenpyo 15, 1/13.

Shoku Nihongi 16, Tenpyo 17, 5/2.

Shoku Nihongi 17, Tenpyo Shoho 1, 1/1.
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- 4/10).* One can only assume that if it was called the “Place for the Kichijé repentance.”
the elaborate repentance %38 ritual in question in this Shésoin document was indeed the
Kichijo keka & #1#:8 (St repentance). Ritual expenses are listed. and petitions for the
required items. including also the offerings for fourteen or eighteen Buddhist images.* and
for the services of hundreds of monks are recorded in the document. In 767, during the first
seven days of the year, the Shoku Nihongi records that high priests of all the great monasteries
were invited to expound the Saishookyd. and that the “Kichijoten keka” HH KIFA
(Repentance of the deity Kichijo) took place in every kokubunji ¥ As we have scen, the
Japanese name for the repentance ritual of the Sutra of Golden Light appears as an
auspicious characteristic (kichijo & 1¥) of the repentance in Yijing's translation of the sutra
itself, and could have been interpreted as the name of the goddess Kichijo[ten] & [ K]
rather than simply an auspicious characteristic.* Its performance over a period of seven
days is described in Guoging bailu.” The expected merit to be derived from this performance,
states the 767 edict, was peace in the realm, wind and rain in due season. ripening of the
five grains, happiness of the people, and good fortune extending also to all sentient beings.
It is perhaps not without significance that Sri in the sutra promises also abundant harvest to

those who uphold the sutra.’® This ceremony. according to de Visser, was performed in

* The related entries begin on p.486 of vol.16 of the Dai Nihon komonjo. The days of the keka are
specified on p.496 in connection with the food required for the monks and others.

# It is not specified which Buddhist images would have been made, but only their number is given
{p.496).

¥ Shoku Nikongi 29, Jingo Keiun 1, [/8.
“ See pp.206-207 above.
¥ See p.205 above.

Sanskrit, p.117 tasya ca mahadhdnyarasim vivardhavisyati . “‘she will make increase the great heap of
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Japan from 739, when Emperor Shomu ordered a seven-day and seven-night repentance
ceremony to be celebrated in all the monasteries of the country for good crops.'” until

about 1068.*

d. Sutra-related and Ritual Images of Benzaiten

The carliest recorded image(s) of Benzaiten (the Japanese Sarasvati) is in a Shosoin
document of 753. Tenpyd Shohé 5. 5/21.% This was a painting, or conccivably more than
one painting, produced by twenty-two painters, in the sutra-copying hall of Todaiji. On the
basis of the context of the entry, it has been suggested that it was a colour picturc for a
text.”

Onc year later. another Shosoin document from Tenpyd Shoho 6 (754, 1/5) records a
petition to set up an altar for the great goddess Benzaiten.”’ The request does not specify
the hall within Todaiji in which the altar was to be set up. Permission was obviously
granted, and quickly, becausc fragments of a banner and of a cotton cloth that would have

been placed below an image of Benzaiten are inscribed with the date Tenpyd Shohd 6,

comn” [Emmerick 1996, p.51] ; Dharmaksema p.345a25-26 R K F &K FRIEE - HuREL4E
EBEMEEY, Yijing p439a7 BB E.

' Shoku Nihongi 13, Tenpyé 11, 7/14. According to de Visser (1935, vol.1, p.402), this was a Kichijo
keka, for, as we have seen, Kichijoten promises abundant harvests to the upholders of the sutra. See also
Nedachi 1992, p.27.

® De Visser 1935, vol.1, p.309. For further references to the Kichijo keka, sec de Visser 1935, vol.l,
pp-313¢Y.

* The Shosoin document appears in the Dai Nikon komonjo, vol.3, p.620.
* Nishikawa 1968, p.45. note 10.

*' Dai Nihon komonjo, vol.3, p.650.
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5/3—no less than two days later. These fragments, together with fragments of canopy
which also belonged to a Benzaiten image, are preserved in the Shosoin storehouse of
Todaiji. On one of the remaining pieces (50.5 x 14 cm) of the banner, a black ink inscription
on yellow silk reads:
EAR

RFEFR)yK\E LT RRF REBEARERLA=H

Altar banner of the great goddess Benzai(ten). Length: 9 shaku

[ca. 2.74m]. Width: 9 sun [ca. 27cm]. Todaiji. Tenpyd Shoho

year 6, 5Sth month, 3rd day.”
Likewise. two misccllaneous torn pieces of cloth which would have been placed on the

altar below the image of Benzaiten read:

KFEFRCHPNBREER=R = RKEBEAFEHLEZH

Scarlet cloth spread for the altar of the great goddess Benzaiten.

Length: 3 shaku (ca. 91.5 cm]. Width: 3 sun {ca. 9 cm]. Tenpyo

Shohd year 6. 5th month, 3rd day.”
Hence a Benzaiten image would have been completed during the first two months of
Tenpyo Shoho 6. i.e. 754. or slightly earlier in the previous year.

Another piece of scarlet-coloured cloth fragments. as pointed out by Matsushima

Junsho £ B IE of the Shosoin Office, bears Benzaiten’s name:

RAFRK | RAMANERS—RATEME

 Shosoin Office, 1964, vol.2, p.34, fig.81. The first character of Benzaiten appears here in the abbreviated
form 7F (for %¥). This abbreviated form is not attested in Chinese.

*  Ishida 1929, p.289; Nishikawa 1968, p.44.
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The great goddess Benzaiten. Small abhiseka altar of 1 shaku
and 6.5 sun [ca. 50 cm] for each of the four sides with a square

ceiling.™

The abhiseka is an anointing ceremony for the installation of an image—probably the
ceremony of the setting up of the altar as requested in the Shoséin document of Tenpyo
Shoho 6, 1/5. Regrettably, however, there is no date here that might allow us to link it
definitively with the banner and the cloth fragments of Tenpyd Shohé 6, but the possibility
cannot be ruled out. In fact, Matsushima Junsho points to yet another cloth fragment from
the Shdsoin which reads ... R KF R FBEE/SE A A = H (the beginning of the inscription
is missing) and which he connects with this one. Furthermore. inscriptions in black ink,
clearly related to the abhiseka one on the scarlet cloth fragment. are preserved on the four
sides of a tenon inserted into the hub of a canopy’s wood frame. They read: KB, K&
K. HUUMH, /NEETE. It is possible then, although not definitively verifiable. that these
items (the banner, the scarlet cloth fragments. as well as the canopy) belonged to one and
the same Benzaiten image. Nevertheless, it is equally possible that the undated items
belonged to a different Benzaiten image.

As the Chinese repentance texts of the Sutra of Golden Light prescribe.” images of
Sri (Kichijoten) and Sarasvati (Benzaiten) were used in the ceremony called the Kichijo

keka (Sri repentance) in Japan. In Todaiji therc was a Kichijoin & #£PF%. originally. as

* Nishikawa 1968, p.45, note 10.

* Nishikawa 1968, p.45, note 10. The commas are mine, separating the inscriptions on each of the four
sides of the tenon. The first character of the third tenon side inscription appears in Nishikawa as #F, but

presume it is an error for # with the X of K # at the end of the second tenon.

* See above pp.204fT.
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Kuno Takeshi AEF{# explains. called the Kichijo kekasho & HEH8AT. and apparently
also the Minami Kichijo kekasho B 5 F£HE8AT.” There is no entry. either amongst the
Shésoin documents or in the Todaiji yoroku R AKFEEk. recording when this hall was
built. There is no known record. furthermore, indicating the location of the Kichijdin
within Todaiji. The first mention of it appears in a Shdsoin document of 764.% 1t is
possible, as Kuno Takeshi suggests.™ that the third month of 764 was the first time the
ceremony was celebrated in this hall. The Shosdin repository has preserved two objects that
would have been used in the Kichijéin: a white sandalwood octagonal box and an octagonal
table painted with gold and silver, both inscribed “Kichijods” #F #£4& (= Kichij6in).'™®

[t is almost certain that an image of Benzaiten would have been made for the Kichijo
kekasho of Todaiji: a Shosdin document of Tenpyd Hoji K FEF 8 (764). 3/27. records
the list of offerings to be made to fourteen or eighteen images in the Kichijo kekasho.'”
one of which must have been Kichijoten and another very likely Benzaiten.

The earliest surviving image of Benzaiten in Japan is a large clay sculpture (ht. 219

cm) preserved. together with a clay sculpture of Kichijoten. in the Hokkedd EHEH
(Sangatsudd = H %) of Todaiji. The images are severely damaged and date from the

Tenpyd period.'” Judging from the other images in the Hokkedd and their good condition,
pyop

7 Kuno 1947, p.22.

™ Tenpyd Hoji 8, 4/29 (Dai Nihon komonjo, vol.5, p.470).
® Kuno 1947, p.22.

‘% Kuno 1947, p.22.

" Dai Nihon komonjo, vol.16, p.496.

' Opinions range from the early to the late Tenpy6. Kuno Takeshi (1947), for instance, places the image to
about 764, as we have seen. Kanamori Jun £ #%:# (1948, p.231) and Nishikawa Kydtaro #5115 AHB (1968,
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it is clear that the Benzaiten and the Kichijoten were not originally in this hall. The great
damage on the two images, furthermore, would indicate they were involved in an accident.
We know from the Tadaiji yoroku (ch. 4, p.93) that there was a fire in the Kichijoin:
the hall burnt down in Tenryaku KM 8 (954). As a result, the text continues. the Kichijo
onegai T FEHIEE ([ceremony of] prayer to Kichijo[ten])—apparently referring to the Kichijo
keka '“—which used to be performed in Kichijoin, was then held in the Kenjakuin # 35,
i.c. thc Hokkedd., where the central image is Fukukenjaku Kannon RNZEHFRRE.
Unfortunately the Todaiji yoroku does not tell us if some of the images from the Kichijoin
were saved from the 954 fire, but, if they had been. they would have been moved to the
Kenjakuin for the continued performance of the Kichijo onegai ccremony. From their
condition. the highly damaged images of Kichijoten and Benzaiten in the Hokkedd could
very well have been through this fire. Kuno Takeshi has argued. on the basis of Shasdin
documents and Todaiji yoroku records, as well as on the basis of the style of the Hokkedd
sculptures of Kichijoten and Benzaiten, which seem to be of the period. that these two
images were originally in the Kichijoin (Kichijo kekasho). enshrined in Tenpyd Hoji 8
(764) with the other images used for the Kichijo keka.'™ Machida Koichi has made a list of

the images which he conjectures would have been used for this keka: Sakyamuni (Shaka

p.44), on the other hand, lean toward the early Tenpyd period. Machida Koichi #T H & — (1954, pp.5-6) says
it is from the first half of the Tenpyd period. For other opinions, see Nishikawa 1968, p.44. It should be
noted, furthermore, that although the Benzaiten and Kichijoten images of the Hokkedo are, by a number of
scholars (e.g. Kanamori 1948, p.229; Machida 1954, pp.6-8),considered to have been made as a group, this
opinion is not unanimous: Kuno Takeshi (1947, pp.17-18) argues that the Benzaiten and Kichijoten sculptures
are not of the same style (nor of the same height: Kichijoten is smaller, measuring 202 c¢m, whereas
Benzaiten measures 219 cm; in contrast, the pair of clay images of Siiryaprabha [Nikko] and Candraprabha
{Gakko] in the Hokkedo are of exactly the same size). He considers the Kichijoten sculpture to be later than
the Benzaiten.

'®  Nishikawa 1968, p.44.
‘% Kuno 1947. especially pp.22-23.
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FR:8). the Four Deva Kings (Shitennd I8 K T ), Brahmi (Bonten %% X ) and Indra ( Taishakuten
FIRXK). Sri (Kichijoten) and Sarasvati (Benzaiten), Vajrapani (Shiikongojin 44 f###),
the great generals (taishd A 4%F) Saiici (Shorydehi IE T HI) and Manibhadra (Hoken ),
Mother Hariti (Kariteimo 5] Z¢# £ ). Drdha Prthivi (Kenrochijin B2 % # ##), and Bodhivrksa
(Bodaijujin ZH 5 4).'® [n terms of specific surviving images, besides the clay Kichijoten
and Benzaiten which he also thinks were moved to the Hokkedd after the Kichijoin fire
(but which he considers to have becn produced in the first half of the Tenpyd Period), he
identifies the clay sculptures of Brahma and Indra (called Stryaprabha [Nikko H )] and
Candraprabha [Gakkd A J]) as well as Vajrapani preserved in the Hokkedd and the clay
Four Deva Kings preserved in the Kaidanin #HPE as belonging to the group of the
fourteen or eighteen images of the 764 keka of the Kichijo kekasho.'®

[s it conceivable. one might wonder. that the Benzaiten image for which an altar,
including a banner and other paraphernalia. was set up in 754 could also have been used
ten years later for the well-documented Kichijo keka performed in the Kichijo kekasho of
the same temple, using fourteen or eighteen Buddhist images. one of which was very likely
a Benzaiten and quite possibly the one preserved in the Hokkedd? The Shosdin document
from 764 (Tenpyo Hoji 8. 3/27) does not tell us anything about these images; it simply lists
the offerings to be made to them. The possibility, therefore, that the Benzaiten image for
which an altar was set up in 754 was used in the 764 Kichijo keka in the Kichijo kekasho

cannot be excluded. At the same time, it must be emphasized that this is simply a possibility.

"% Machida 1954, p.9.
" bid..p.11.
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which at this point cannot be verified owing to lack of evidence.

Although the 764 Kichijo keka used sculptures, the Sandai jitsuroku = X E £k records
the painting of an image of $ri (Kichijoten) for use in the keka performed in the kokubunji
of Izumo on New Year’s day of Jingo Keiun fiEFE 2 (768)."” The repentance ritual
was held cvery year on New Year’s day, and as the years passed. the painting faded.
Consequently, the Sandai jitsuroku continues, in Jogan E#1 13 (871) a wooden sculpture
of 5 shaku (about 1.5 m in height) was made. We know nothing of the other images which
might have been used in the keka. Strictly in the case of the Kichijoten image then, this
record indicates that between 768 and 871 a painting rather than a sculpture of Kichijoten
was used for the Kichijo keka in the kokubunji of lzumo.'® As we have seen, Yijing’s
translation of the Sutra of Golden Light advocates the painting of the image of the Buddha
with Sri and Vaisravana, and Zunshi’s repentance ritual text refers back to this passage in
Yijing, singling out the painting of the image of $ri. Although Zunshi (T. vol.46. no.1945,
p.959a9) is too late (946-1032) to have been followed in Izumo in 768. the [zumo kokubunji
image could well have been made in compliance with Yijing’s specification of the use of
the medium of painting (T. vol.16. no.665. p.431b13-15). Every kokubunji. it will be
remembered, was linked above all with the Sutra of Golden Light in Yijing’s translation,
after which it was named. a copy of which it necessarily had, and the study and recitation
of which was mandatory.

It is interesting that there is actually only one surviving Tenpyd-period painting of Sri

""" Sandai jitsuroku, Genkei TCE 1 (877), 8/22.
"% Although Machida Kaichi (1984, pp.7-8) seems to think the production of Kichijten paintings for the

keka between 768 and 871 hence applied to all the kokubunji, the Sandai jitsuroku refers only to the [zumo
kokubunji, and there is no evidence that [ am aware of, of the use of such paintings in other kokubunji.
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from the first half of the eighth century. It belongs to Yakushiji Z2ffi<F in Nara.'® Temple
tradition has it that it was the main image of the Kichijo keka celebrated annually in the
Hachimansha /\B&#L. Although there are claims that the Kichijo keka was first observed
in the shrine in Hoki 2 (771) or 3 (772).""° the Hachimansha dates from the Kanpyo % ¥
cra (889-897), and hence the repentance rite could not have been performed at the shrine
before this time. Furthermore. according to Machida Koichi. the painting as it has come
down to us is too small (53.3 x 32 cm) to have been the principal image of an important
ritual like the Kichijo keka. He suggests that the painting was originally on a larger canvas
depicting. besides Sri on the left. one or two other figures, perhaps Vairavana (in the
center) and Sarasvati. It is more likely, however, as Yijing’s text instructs (T. vol.16,
n0.665. p.431b16-17), that a Buddha image was in center (above). with Sri on his left and

"I The $ri painting, Machida explains, was cut off around the end

Vaisravana on his right.
of the eighth century and remounted independently. Because it was used in private worship
(and hence not for the Kichijo keka). he concludes. the painting is not mentioned in any
temple documents. It is presumed, however, that the image was moved to the Hachimansha
at some time around 1450. where it was used as the main image of the Kichijo keka. The

painting was kept in the shrine until the beginning of the Meiji era (1868-1912).

In 780, Hoki E & 11, the Saidaiji shi zai rukicho P8 RKF RN records that
among the sculptures of the Shiodd P4 £ & (Four [Deva] Kings Hall) of the temple. there

were also images of Sri (Kichijoten) and Sarasvati (Benzaiten). each measuring 3 shaku

'®  See Machida 1984.
"9 The relevant texts, are mentioned in Machida 1984, p.7 and quoted in his notes on pp.11-12.
"' See p.209 above.
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[ca. 90 cm] in height.'” These images have not been preserved.

According to the Kofukuji ruki B483F A, furthermore, images of various figures
from our sutra. including the Deva Kings. Sarasvati (Dai Benzai tennyo Kf&# 4 K 2Z), and
others were represented on the pillars of the Tokondo R 4%& % (Eastern Golden Hall)
according to the Konin 541" Era (810-824) record.'” It is not clear when thesc images
were drawn on the pillars, but they are not mentioned in the Enryaku Ef& Era (782-806)
record. The Tokondd was not specifically related to the Sutra of Golden Light, however, as
indicated by the sculptures in the hall noted in the [Tenpyd] HGji (757-765). Enryaku, and
Konin records. The principal image of Bhaisajyaguru (Yakushi ZAffi) is noted already in
the Hoji record, while Maitreya (Miroku #%f), for instance, appears in the Enryaku
record, and Vimalakirti (Yuima #EE£) and Maiijusri (Monju (%) arc mentioned in the
Konin record in the Kofukuji ruki '

Hence, it would seem that most of the early images of Benzaiten were produced in
direct connection with the Sutra of Golden Light and for its repentance ritual, upheld for

the protection of the state. The form of these images will be addressed following a discussion

of the contents of the chapter dedicated to the goddess in the sutra.

"* Dai Nihon bukkyé zensho, vol.118, p.165a6-7.
" Dai Nihon bukkyé zensho, vol.123, p.10b13.

" Dai Nihon bukkyé zensho, vol.123, p.10a12-b10.
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2. Sarasvati in the Sutra of Golden Light

Introduction

The Sarasvati chapter in the extant Sanskrit, in Baogui’s edition, and in Yijing’s
translation of the Sutra of Golden Light. can be divided into three sequential parts, each of
which presents the goddess in a different aspect: in the first part Sarasvati appears as a
deity of eloquence; in the second she teaches a ritual herbal bath; and in the third she is
invoked by the brahmana Kaundinya as a battic goddess. It is to this threcfold division that
[ shall resort in our discussion of the representation of Sarasvati in the sutra. My intention
in what follows is not to make a word for word. character for character, minute comparative
analysis of the extant Sanskrit with the Chinese translations, which could be another
dissertation in itself, but to point out the salient features in cach of the three parts of the
Sarasvati chapter. and to identify the substantial differences between the Sanskrit and
Chinese versions.

Dharmaksema’s version of the chapter, which consists of twelve lines. includes only
the first of these three parts, and hence presents her as goddess of eloquence. As mentioned
above. the Sanskrit text Dharmaksema was working with represents an earlier form of the
sutra than we find in Nobel’s edition of the Sanskrit. Dharmaksema’s version, furthermore.
is reproduced in Baogui's edition. and finds its closely corresponding passages in the

extant Sanskrit and in Yijing’s more developed version. Dharmaksema, therefore, represents
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the first part. sequentially and chronologically. of the chapter. Significantly. it is the only

one of the three parts which is directly in line with Sarasvati’s Vedic background.

a. Great Eloquence Deity

The Chinese translators call Sarasvati “Great Eloquence Deity” (Da Biantianshen K
## X in Dharmaksema, Da Biantian X%#X in Baogui) and “Great Talent of Eloquence
Goddess” (Da Biancai tiannii K&+ XX in Yijing). This is. accordingly. the name in
slightly simplified form' by which Sarasvati is most commonly known in Japan. pronounced
Benten ## X and Benzaiten ¥4 X * respectively.

In Dharmaksema’s version. the chapter of the Great Eloquence Deity consists in her

address to the Buddha. She who governs over eloquence promises to augment the preacher’s

cloquence (p.344¢2[-23):

BRARROHS, HE, 23iEE, REBHBHRT,
THATS R EEGRE,

At this time, the Great Eloquence Deity said to the Buddha:
“Venerable One. as to this Dharma expounder. [ must augment
his joy in expounding and talent in speech (eloquence) so as to
make his exposition magnificent in order that [his audience] obtain,
soon (and) well, great wisdom.”

As goddess of knowledge she assures the preacher’s attainment of wisdom and recovery. if

" Omitting the character for “great”” X, the additional character identifying her as a deity . and the one
specifying her gender .

* The middle character =" also appears as 1 (38 X ). The first character 2 (more exceptionally #), it
may be added., is often written. in Japan, in the Japanese abbreviated form #-.
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need be. of his memory. not only of the text. but also of its meaning by way of a dharani,

which is not given here.

HEHEPHRIFAREH, RESZHELEDRERS,
REEMABST R Ro

[fin [expounding] this sutra there are missing words or the meaning’

[he gives] to the phrases is crroneous. [ will be able to make the

bhiksu expounding this Dharma regain [them] soon and (I) will

(be able) to give him a dharani (#£F) which will prevent loss of

memory. *
Sarasvati’s primary concern in the preservation of the text, therefore, is the preacher’s
speech: his ability to speak eloquently on the basis of faultless memory of the text down to
the letter, as well as understanding of it. Loss of memory. which would impede correct and
cloquent spcech, is prevented by way of dharani, a charm. Dharani comes from the root
dhr *“10 hold, bear. maintain.” That which Sarasvati gives the preacher “to hold” is at the
same time that which will allow him to hold on to what hc may have forgotten. He thereby

preserves the sutra from extinction and thus benefits sentient beings (344c25-27).” Sarasvati

then promises specific benefits which she herself will cause to accrue to these beings:

ECRETZVENTUATRBATERTUBEEE IR &
EEREESE. SERG—TER. SHTMEERT
BEEATRBTEN. AEREHMESE=H=FR,

[I] must make them all obtain keen. inconceivable great wisdom;
gather an unnameable amount of lucky and meritorious retribution;
understand well the incalculable kinds of expedient means; be

' The extant Sanskrit does not say anything about “the meaning.”
* Dharmaksema, p.344¢22-25.
P EERENTTHFEEEE. ERsELESN NEPRRARARYDEHSTHE.
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well capable of examining and penetrating all theories: know
well the various arts of the world; be able to come out of (the
cycle of) birth-and-death and attain the irreversible [stage]
(avaivartika);, certainly and quickly attain anuttara samyak
sambodhi (highest perfect awakening).
As the Great Eloquence Deity, Sarasvati will give them eloquence. As goddess of knowledge.

she will endow themn with worldly knowledge. spiritual wisdom. and the ultimate state of

awakening resulting from the latter.

b. Instructions for the Ritual Medicinal Bath

i. [ntroducing the Bath

In the extant Sanskrit. in Yasogupta/Jianagupta’s translation. and in Yijing’s version,
Sarasvati continues her address to the Buddha. now turning to the mantric medicinal bath
(mantrausadhisamvuktam snanakarma, "R SEH3¥E)." In a clearly inserted sentence. she
suddenly announces she will explain the bath, and then continues. as in Dharmaksema, to
list the benefits that she will provide. In Yijing the inserted sentence is more neatly tied in
with what follows. for the subsequent list of benefits is intended “for one who performs
[the bathing rituai]” (p.434c10 # A7 4). The benefits are no longer limited to the realms
of eloquence, knowledge, and enlightenment—all of which are connected with Sarasvati—but

now extend into the practical, concrete matters of this world: calamities, epidemics. diseases.

¢ Dharmaksema. p.344c27-345a3. The extant Sanskrit does not include, amidst the list of benefits, coming

out of (the cycle of) birth-and-death and attaining avaivartika and anuttara samyak sambodhi.

" Sanskrit, p.104, line |; Yasogupta/Jiianagupta, p.386¢6; Yijing, p.434c9-10.
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birth and death; slander. quarrel, bureaucratic quarrels; bad dreams. supernatural obstacles,
and mantric spells.®

In the extant Sanskrit, following the enumeration of benefits, Sarasvati immediately.
and once again abruptly, begins giving instructions for the bathing ritual (Sanskrit. p.104,
lines 5ff.). In Baogui, on the other hand, an intervening passage functions as an introduction

to the ritual instructions, connecting the sutra with the ritc (p.386¢11-12):

REREEEREZIRZEE, BEFFAR. WEABKA
e, REERREZE

If some sentient beings hear this sutra and its rite, they should
always recite and hold these mantras and bathe their bodics in
the mantric medicinal bath. Therefore [ will explain the mantric
medicinal rite.

Being, in Baogui, connected with the sutra. the mantric medicinal bath must therefore now

be explained. In Yijing. this correlation is not made. but Sarasvati instructs “those who

know” to perform the rite: F{FHFE. BIEWRERIE. (p434cl3).

If we compare the bathing ritual instructions as found in the Sanskrit (pp.104-107)
and the two Chinese translations (Yasogupta/Jianagupta, pp.386cl3-387a23: Yijing.
pp-434c13-435c5), the Sanskrit version is the most brief. while Yasogupta/Jiianagupta have
additional clarifications and details (although also omitting a couple of details found in the
Sanskrit), and Yijing is certainly the most extensive. The increase in the number of details

given from the Sanskrit to Yasogupta/Jiianagupta to Yijing is an indication of the growth of

' Sanskrit. p.104  sarvagrahanaksatrajanmamaranapida kalikalahakalusadimbadamaraduhsvapna-
vinayakapidah sarvakdkhordavetadah prasamam ydsyanti . ; Yasogupta/Jiianagupta, p.386c8-10 B A S
BR—IBEXE. REBLERERAZE. BEONSBREOS. REABRFEHER. MEVIE—
TBEEBRE.  Yijing, p434cl0-13 EAFARB KSR ENER, SR THERE, &
BRRGERENALR. REELRESE. TSRE.
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the text. and that the extant Sanskrit is quite possibly earlier than the Chinese translation of
Yasogupta/Jiiagnagupta.” Although the bathing ritual is interesting in itself. the details of its
performance do not add to our knowledge of the conceptualization of Sarasvati. and I will
therefore limit myself to a description of it (without quoting the original text), noting the

differences between the three versions.

it. Instructions for the Bath

Sarasvati begins her instructions by listing the herbs to be gathercd for the bath:
twenty-five of them in Yasogupta/Jiianagupta (p.386c13-17). thirty in the extant Sanskrit
(p-104, line 6 - p.105, line 3). and thirty-two in Yijing (p.435al-8). They are to be gathered.
pounded and sieved on the day when the sun and the stars meet according to
Ya$ogupta/Jiianagupta (p.386c18). when Pusya is in the asterism according to the extant
Sanskrit (p.10S. line 4) and Yijing (p.43529). while a dhgrani is recited one hundred
(Sanskrit, p.105. line S) or one hundred and eight ( YaSogupta/Jiidnagupta, p.386c19; Yijing.
p.435al10) times. The carth is smeared with cow-dung to delimit the ritual space (Sanskrit.
p.10S, line 9; Yasogupta/Jiianagupta, p.386c2S; Yijing, p.435a18). which according to
Yasogupta/Jiianagupta should be seven cubits in width and length (p.386¢25). and according
to Yijing eight cubits (p.435a18). Flowers are scattered. and gold and silver bowls are filled
with honey and tasty drinks (Sanskrit. p. 105, lines 9-10; Yasogupta/Jiianagupta, p.386c25-27;

Yijing. p.435a20-21). Four men in armour are stationed within the altar space (Sanskrit.

* Although the number of medicinal herbs to be used for the bath in the Sanskrit is greater than in
Yasogupta/Jianagupta.
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p.106. line 1), one hidden in each comer according to Yasogupta/Jiianagupta (p.386c27-28),
a guardian at each gate according to Yijing (p.435a22). Four maidens carrying pots (Sanskrit,
p.106. line 2) or flower vascs (Yasogupta/Jiianagupta. pp.386¢29-387al). or four boys with
water pots (Yijing, p.435a23) are placed. one in each comer according to
Yasogupta/Jiianagupta and Yijing. [ncense is scattered, music is played. and banners, flags.
and canopies are hung (Sanskrit. p. 106, lines 3-4; Yadogupta/Jiianagupta. p.387al-2; Yijing,
p-435a24-25). According to the Sanskrit (p.106. line 5) and Yijing (p.435a26). mirrors,
arrows, and spears are placed in the altar space. [n the Sanskrit (p.106. line 6 - p.107. line
3). the individual makes the boundary-line, recites a dharani, and bathes bchind (the image
of) the Buddha, while reciting a dhdrani and a request for protection. [n Yasogupta/Jiidnagupta
(p.387a2-23). vesscls filled with aromatic liquid are placed in the center of the altar, where
the individual bathes: he recites a dharam for binding the ritual space (twenty-four times).
another for his body (one hundred and cight times), and while bathing, another one for the
hot bath water (on¢ hundred and eight times). and requests protection. In Yijing (p.435a27-
bl6). a large platter is buried in the center of the altar and a “leaking plank™ is placed over
it. Hot water is added to the previously prepared medicinal herb powder and placed on the
altar. The individual recites the dharani for binding the altar space, enters it, consecrates
the water (three times seven [3 x 7] times). and recites another dharani for the fragrant
water (one hundred and eight times). Having placed a curtain on all four sides. he bathes.
The bath water and the food and drinks offered are thrown into a river or a pond. He puts
on purified clothing and enters a pure room. The dharani master teaches him to express the
great vow.

In Yijing, the goddess states the purpose of the bath (p.435b17-22):
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EHRRHRE EEFERTE
BRIRGEE AERFHELH
BRERESTH HEBEERL

FrERESHER BRRATZHW
NFERFER HERISES
EHXRERY KBLBIHRE

When illness torments sentient beings,

and the various medicinal treatments arc incffective,

If they resort to this method of bathing,

and also to recitation of this text,

Constantly, day and the night, concentrate,

think exclusively of kindness, and produce a believing mind.

The distresses will disappear completely.

they will be delivered from dire misery.

and will be supplied with wealth.

The constellations of the four directions and the sun and moon

will protect [them] with their supernatural power,

and [they] will attain longevity.

Good luck, tranquillity, and good fortune will increase.

and calamitics and perils will all be removed.
Hence a clear connection is made here between the bath and the healing of illness. although
the results extend beyond mere healing. In Yijing (p.435b23-c5). Sarasvati adds onc
instruction: recitation of a dharani for the protection of the body (three times seven [3 x 7]
times).

Inthe Sanskrit (p. 107, lines 4-12) and in Yasogupta/Jidnagupta (p.387a24-b5). Sarasvati

promises to come to the bathing ritual. and to remove all discases and oppressions so that
those who uphold the sutra can attain enlightenment. In Yijing (p.435¢10-11), she promises

to come to the dwelling of the upholders of the sutra. The Buddha then praises Sarasvati—not

for providing cloquence and knowledge. over which she governs—but for benefiting all
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sentient beings by speaking about dhdranis and medicaments. The cxtant Sanskrit reads:

sadhu sadhu sarasvati mahadevi / bahujanahitava

tvam pratipanna bahujanasukhaya yat tvayvedrsan
mantrausadhisamyuktani padani bhasitani //

Bravo! bravo! great goddess Sarasvati! You have come for the

welfare of many men. for the blessing of many men, since you
have spoken such words concerning spells and medicaments.'°

In Yijing (p.436al) the Buddha concludes:

REEBIHBET, 745REEERE.
You should protect this highest king of sutras (i.e. the Sutra of

Golden Light) so that it will not disappear and can constantly be
propagated.

iti. Sarasvati and the Bath

The obvious question here, more relevant than the ritual itself for this study. is why
Sarasvati teaches a ritual medicinal bath? Her knowledge of medicinal matters necessarily
calls back to mind her healing of Indra in the Yajur Veda. likewise in a ritual context."
While in the Yajur Veda she gave rebirth to Indra. here the medicinal bath is intended to
lead to the highest perfect awakening. There is. however. no indication here that whoever
added the bathing ritual to this chapter knew of Sarasvati’s role in the Sautrimani.

Nevertheless, the author would certainly have been aware of her river-goddess aspect. and

' Sanskrit, p.107, lines 14-15. Translation by Emmerick in 1996, p.47. Cf. Yasogupta/Jiianagupta,
p.387b6-9; Yijing, p.435¢c16-18.

"' See above pp.47(F.
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hence of the appropriateness of a water-related deity teaching a water-centred ritual.

Medicine

In terms of medicinal matters, it is clear that behind this ritual bath lies a long
tradition of Vedic medicinc. Reaching even further back. bathing as such seems to have
been rather important from pre-Vedic times. as the Great Bath found in Mohenjo-Daro
indicates. Although concemn for public health and sanitation were certainly an issue at the
time, the Great Bath, like a tank in a Hindu temple. most probably had purificatory, and
hence religious. functions."

Later. in Vedic medicine. we do not find evidence of a medicinal bath. but we do
find the different elements of the bath: watcr, medicinal herbs, recitation of mantras, and
auspicious timing. [n the Rg Veda. as we have scen, all remedies are said to dwell within
the waters (10:9:6ab apsi me somo abravid antar visvani bhesaja / )."> Reverence for the
medicinal plant, as Kenneth G. Zysk explains,” is evident in Vedic medicine. In this
magico-religious system, diseases were believed to occur when malevolent forces entered
the body. and were then healed through an e¢laborate ritual, wherein the healer (bhisay),
who it would seem had knowledge of the preparation of medicines (in the form of water

and pounded herbs)."” recited incantations to draw out the malevolent forces. Astrology

'*" On the Great Bath, see Marshall 1931, vol.1, pp.24-26 (Sir John Marshall), pp.131-143 (Emest Mackay);
Emest Mackay etal. 1938, p.20, for instance. Marshall does not mention anything about the religious/purificatory
function of the bath, but Mackay addresses the subject (Marshall 1931. vol.1, p.142; Mackay 1938, p.20).

" See p.16 above. For further references see Zysk 1993, p.90, note 6.
“ 1993, pp.3. 9, 96-102.

'* Most Vedic remedies were either of a watery nature or of vegetal origin. See Zysk 1993, p.90.
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played a significant part in these rituals, which were performed at auspicious times.'
Although Vedic medicine was superseded by awurveda, based on keeping the humours of
the body (wind, bile. and phlegm) in a state of equilibrium and limiting the use of mantras
to the treatment of certain ailments and the collection and preparation of certain medicines.'’
the belief in the cfficacy—in the widest possible sense—of the combination of herbs and
mantras persisted.

[n conncction with mantras and herbs. Nobel' points to a passage in the Harivamsa

(Calcutta ed.. 3218-3219)" which deals with the means of overcoming fate:

Sruyatam vena daivam hi madvidhaih pratihanvate //

mantragramaih suvihitair ausadhais ca suyojitaih /
vatnena canukitlena daivam apy anulomyvate //

Let it be heard whereby, with my help. fate can be mastered.

By way of well-cxecuted mantras and well-administered herbs.

by effort and blessing, fate can also be controlled.
In its application of wider efficacy to the combination of mantras and herbs, this passage is
comparable to the ritual medicinal bath taught by Sarasvati in the Sutra of Golden Light. A
herbal bath. however, is not mentioned here. [n fact, herbal baths within a ritual context
are, to say the least. hard to come by. Nobel was unable to find a precedent for this ritual

and therefore quoted the Harivamsa. Although I too have been unsuccessful in finding a

® Zysk 1993, pp.7-10.

T Zysk 1993, pp.1, 10-11.

* 1951, p.127.

Corresponds, in the critical edition, to 47:3:6¢d-7.
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matching or closely related ritual. it is clear. as [ have suggested above. that the different
elements of the herbal bath can all be found in the Vedic magico-religious system of
medicine.

Within the Sutra of Golden Light, it should be noted. there is another medically-related
chapter (ch.16 in the extant Sanskrit; ch.15 in Dharmaksema; ch.20 in Baogui.; ch.24 in
Yijing) dealing with the healing of ilinesses: Jalavdhana, son of the merchant Jatimdhara
who is also “a doctor, a medical man. expert in the chief elements... fully versed in the
eightfold treatise on medicine,” *° is instructed by his father and heals all beings in the land
of King Suresvaraprabha. The context of this chapter, however, is not ritual. Furthermore,

there is no mention whatsoever of medicinal baths.

Abhiseka

Another avenue that might be pursued here is the possibility of an initiatory,
empowerment ritual akin to or analogous with the abhiseka, consisting of anointing. This
tantric ritual is derived from the claborate Vedic royal consecration ceremony (Rajasiya),
which symbolized. as J.C. Heesterman explains in his study of 1957. the cosmic process of
birth - disintegration - rebirth through the person of the king as the cosmic man Prajapati

(p.122).*' It is the water in the anointing (abhiseka). representative of primordial waters,

* The elements here are the fundamental parts of the body, reinterpreted by Dharmaksema and Yijing,
however, as the mahabhutas (earth, water, fire, and wind). For a list of the bodily clements and the eight
branches of medicine, see Emmerick 1996, p.76, notes 150-151.

' All page references in this paragraph are to Heesterman's detailed study of the ancient Indian royal
consecration (1957). See also Weber 1893. The Vedic rgjasiya, it should be noted, was not a royal consecration
to be performed once and for all. In fact, as Heesterman explains, originally it seems to have been a yearly
ritual, comparable to annual festivals “by means of which the powers active in the universe are regenerated”
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that brings about death and rebirth, disintegration and regeneration (p. 1 19). In the preparation
of the consecration fluid. sixteen or scventeen different kinds of water. including that of the
river Sarasvati, arc poured together into a vessel. purified. and then distributed into four
cups (pp.79-85). using which four officiants standing in the cardinal points around the
sacrificer-king consecrate him (p.114). A final. purificatory bath follows the consecration
rite, at which time the remains of the sacrifice (pressed out soma plants. antelope skin. and
garments) are disposed of in the water (pp.167-170). The regenerative nature of the ritual is
further emphasized by the performance of the likewise regenerative Sautramani at the end
of the Rajasliya. The medieval royal consecration, it may be added. involved also a “bath
with (various types of) earth” (mrttikasnana).”

The royal conception of the Buddha was discussed by Paul Mus in 1933.” where he
compared the royal abhiseka to the bathing of the Buddha at birth: “deux naga dans les
sources anciennes. sept ou neuf par la suite, vomissent sur lui des torrents d’eaux célestes,
chaudes et froides. se réunissant en un mélange agréable.” [ would emphasize here that,
as in the case of our ritual bath, the Buddha is bathed rather than sprinkled.

Abhiseka, furthermore, consecrates the tenth and final stage of the bodhisattva’s
carcer. [n the Tantric traditions, the abhiseka functions as an initiation or empowerment by
aspersion. It takes place within a delimited sacred space (in the Tantras called cakra or

mandala), as the teacher sprinkles the student while reciting a mantra.”® Buddhist abhiseka

(pp.6-7, 222).

2 Witzel 1987, pp.446-448.
= Mus 1933, pp.822-838.

a

[

Mus 1933, p.825. Although Mus does not use the term “bathing,” this is clearly what is taking place.

* For Hindu tantric practice of the abhiseka, see Dirk Jan Hoens in Gupta, Hoens, and Goudriaan 1979,
p.88. Although Hoens refers to a sixteenth or seventeenth century Hindu Tantra (Tantrargiatantra), the
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was likewise practised in China. According to Michel Strickmann. in surviving Buddhist
litcrature, the carliest extant reference to abhiseka “as a concrete rite, performed by mortals
rather than buddhas,” appears in the mid-fifth-century Book of Consecration (Guanding
jing ETE#. T. vol.21, no.1331).%

The possible connection between our ritual. medicinal bath, as prescribed by Sarasvati,
and abhiseka in any context is obviously distant at best, for bathing is not sprinkling. At
best we can point to the bath with diffcrent types of earth (mrrtikasnana) of the medieval
coronation ritual, but that too is not a herbal bath. There are, however, points in common
between the abhiseka and our ritual bath, the use of water above all. Just as abhiseka is thc
central element in the claborate Rajasiiya. bathing is the central practice in the ritual bath,
As sixteen or seventeen different kinds of water are gathered for the royal abhiseka. our
bath requires the collection of a considerable number of different herbs. The end product.
furthermore. is a kind of rebirth: in the casc of the king, a rcjuvenation of creation; and in
our ritual herbal bath. the attainment of anuttara samvak sambodhi. preceded by the removal
of every sort of obstacles.

Our herbal bath clearly deserves an entire study to itself, to which [ am unable to do
justice here. I have, thercfore, simply presented some ideas as to its background, which. at
some point, I would like to pursue further. As far as [ am able to see, the connecting factors
are the river goddess who knows medicine which is water-based, and the initiation rite

involving water.

tantric abhi._séka in its basic elements was certainly performed in Hindu, Jain, and Buddhist contexts long
before this time. As we shall see, it was practised in China in a Buddhist context already in the fifth century.)

* Strickmann 1990, p.85.
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c. Eight-armed Battle Goddess

Following Sarasvati’s explanation of the ritual medicinal bath and the Buddha’s
words of approval. the brahmana Kaundinya praises the goddess at length. While some of
the praise is directed to Sarasvati. the Great Eloquence Deity governing memory and
knowledge., as we know her, other parts of the praisc. especially in Yijing’s far more
elaborate version, do not correspond to her description in the Vedas. cpics, or Puranas, but
rather point to Parvati or Durga, as we shall sce.

Kaundinya describes Sarasvati as dwelling in the mountains, wearing grass garments,
and standing on one leg (Sansknt, p.108. lines 7-8; Yasogupta/Jiianagupta. p.387b13-14;
Yijing, p.436a7-8 ).*" This depiction fits Siva’s consort Parvati. the daughter of the Mountain
(Himavat). who. in order to win Siva, the ultimate ascetic who dwells on Mt. Kaildsa
absorbed in meditation, engaged in lengthy ascetic practices. including also standing on
one leg.

The gods ask Sarasvati to speak auspicious words (vacanam subham; EE).™ In

response, she teaches a partly intelligible dharani invocation (Sanskrit. p.108, line 1 -
p-109. line 12; Yasogupta/Jiianagupta, p.387b18-9; Yijing, p.436all-b7). While now, in
the Sanskrit and Yasogupta/Jiianagupta. Kaundinya launches back into the praise of the
goddess. in Yijing (p.436b12-437al), instead. Sarasvati teaches yet another rite. wherein

the dhdrani she has just taught should be recited in a quiet place. Yijing’s Sarasvati gives

" These passages are quoted below on pp.255€T.
** Sanskrit, p.108, lines 9-10); Yasogupta/Jiiinagupta, p.387b15-17. In Yasogupta/Jiidnagupta, they also

request her o bestow wisdom, eloquence, and understanding. In Yijing (p.436a9-10} they beseech her to
grant all with her wonderful words (#$3).
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further directions for contemplation and concentration. instructing the individual to sit
before an image of the Buddha. She interrupts for a moment her instructions to praise the
mouth and tongue of the Buddha, and lisis benefits to be attained by one who worships her
and one who follows the teaching of his master. Sarasvati then turns back to her instructions
for the rite. specifving the purity of place and clothing, and how the altar should be
adorned. Offerings are to be made to the Buddha and to her in order to behold their form.
The practitioner is to recite the dharani for three times seven (3 x 7) days. facing Sarasvati.
If he fails to see the goddess he should continue for nine days. If that too fails, he should
look for another place to practise and there draw an image of Sarasvati. make offerings,
and recite the dharani day and night. If yet again he does not succeed. he should keep
asking to see the goddess for three months. six months. nine months, or a year. Then he
will attain the divine eye and have all his wishes fulfilled.

We have here, then. a dhdrani -recitation rite wherein an image of Sarasvati is used
and wherein the practitioner tries to have a vision of the goddess. Although the individual
is told to draw her image according to prescriptions (p.436c17 INEREREIF K), no
directions are given, nor is the form of the goddess specified.

Only now. in Yijing’s version, does Kaundinya recommence his praise of the goddess.
In the Sanskrit (p.110.line3 - p.111.line 14) and in Yasogupta/Jfianagupta (p.387c11-388al).
the brahmana describes her beauty. her superiority amongst beings, her knowledge. memory.
and speech. She is then asked to protect Kaundinya amidst enemies in the Sanskrit (nitvam

ca raksatu mam satrumadhye // y—although he is not a warrior—and in places of fear in

Yasogupta/Jiianagupta ( A B e ER T ).* A combative goddess now begins to surface.

9

Sanskrit, p.111, line 18; Yasogupta/Jiianagupta, p.388a3.
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She is described as cight-armed:

Sanskrit text:
stosyami tam... simhottamayva naravahandaya /
astabhir bahubhir alamkriava.

[ will praise her... because she is the best of lionesses. because
she is a vehicle for men. because she is adorned with eight arms.*

Yasogupta/Jiianagupta translation:

EMTEBRAR B"ENBEBS

Superior like the excelling lion, she manifests a human form.
As to the physique, she has an eight-armed adorned body.”*

Yijing’s translation, which lists the implements she carries:

AT FERP £ ELAE B
EHRSHFHIRE EF#BRRAE

And she is superior like the lion among beasts,
always adorned with cight arms,
Each holding bow, arrow. sword., long-handled spear, axe

 Sanskrit, p.110, line t1... p.111, lines 6-7; translation by Emmerick 1996, pp.48-49. Some manuscripts
read siddhotiamaya (p.111, note 8) instead of simhottamdya, which would make her “the best of siddhas,”
semi-divine beings endowed with supernatural facultics or sages. Clearly, the Sanskrit text used by
Yasogupta/Jiianagupta must have had simha and not siddha, for they translate it as shizi fF.

' p.387c25. The translation of the first verse is not evident and the normal reading at first glance should

be “Mounted on a lion, she manifests a human form.” However, the comresponding passage in the extant
Sanskrit requires one to take into consideration the possibility of the above meaning—to which one would
not usually resort—given that the character % means not only “to mount,” but also “excelling.” As for the
second verse, another possible translation of 884 /U ¥EM& 5t is “(Her) physique has an cight-armed majestic
body,” where “majestic” ¥E#& would explain the comparison of the goddess with the lion in the first part of
the passage. | have given preference to “adomed” for #EMk in light of the corresponding passage in the
extant Sanskrit, which reads alamérta “adorned.”
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long vajra, iron wheel. and lasso.**

And this is the textual basis for the cight-armed form of the Chinese Biancaitian and the
Japanese Benzaiten. There are no Indian images matching this description. Although Chinese
examples of this form are very few indeed. Japanese images ranging from the eighth
century to the present cxist in considerable numbers. Before procceding, then, with the
remaining contents of the Sarasvati chapter in Yijing’s text. let us turn to some of these
carly images and compare them with the above description of the cight-armed weapon-bearing
goddess found in Yijing. The remainder of his version of the Sarasvati chapter will be
discussed in the context of other such hymns in a subsequent section, for it requires an
extensive explanation of its own. involving both textual and art historical material. in

which it will be necessary to refer to these images of eight-armed Biancaitian/Benzaiten.

2 p.437c1-2. Nobel, in his German translation (1958a, p.257), calls the thunderbolt (vajra, chu #¥) a club
(“Keule™).
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V.CHINESE AND JAPANESE IMAGES OF SARASVAT1

1. Eight-armed Form

a. Chinese and Japanese Images

The earliest surviving Japanese image of cight-armed Benzaiten (fig.24) dates from
the carly eighth century. It is the large (ht. 219 cm). severely damaged clay sculpture’
preserved in the Hokkedd of Todaiji mentioned earlier.® Although it was probably made
according to the specifications in Yijing, since part of her arms and all of her implements
have been lost, this cannot be verified.

[n China, therc arc very few surviving images of Biancaitian. An cight-armed
representation of the goddess (fig.25A) appears in a small tenth-century Chinese painting
on paper (27 x 43 cm) from Dunhuang, preserved at the Musée Guimet in Paris (Pelliot
Collection). The painting depicts the Buddha Sakyamuni (Shijia %) preaching amidst
divinities of the Sutra of Golden Light: Vaisravana (Pishamentian) standing on the earth

goddess,” with two attendants. appears to the Buddha’s right. while Biancaitian and

' Hobogirin 1929 (fasc.1), “Benzaiten,” p.65 mistakenly calls it a wooden statue.

* See p.221 above. The construction of the image is discussed in Nishikawa 1968, pp.42-45. The image
was painted: the skin was red and it would seem that her clothing was white-green. There was also some cut
gold. Colour was added in the mid-Heian period and at other, unknown times.

' Vaisravana is the only one of the Four Deva Kings who is worshipped and depicted independently of
the three others. The torm of Vaisravana standing on the carth goddess (Jap. Tobatsu Bishamonten F828
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presumably Sri (Jixiangtian) are to his left. Biancaitian (fig.25B) is depicted with three
heads and eight arms carrying weapons. The objects in her two top arms are the trident in
her right and the vajra in her left. In her other right arms she holds the sword. the arrow and
the lasso, and. in her other left arms. the bow (being strung with the arrow) and the wheel
(forming a pair with the lasso). The remaining lcft hands forms a mudra (hand extended
with palm out, third and fourth finger bent;' forming a pair with the sword).

This representation of the goddess is clearly not a perfect match with Yijing, for, apart
from the fact that Biancaitian is three-headed here (a characteristic not to be found in
Yijing).’ instead of the long-handled spear she carries what seems to be a short-handled
trident.’ and instead of the axe she forms a mudra. Although the Dunhuang painting is
undoubtedly related to the Sutra of Golden Light. given that the figures represented all
appear in the sutra. it may not be based either on Yijing’s version, on the text Yijing was
working from, or on the chanfa descriptions we have seen (onc in the Guoquing bailu and
one by Zunshi). In Yijing’s translation. as we have seen, a painting is to be made with
Vaisravana on the Buddha’s right and Sri on his left (p.431b16-17). The arrangement of the
figures in the Dunhuang painting preserved in the Musée Guimet corresponds to this

description in Yijing, with the addition of eight-armed Biancaitian on the Buddha’s left.

B#PIX), with only the upper half of her body visible, seems to come from Khotan, where he was widely
worshipped. On Tobatsu Bishamonten, see Hobogirin 1929, “Bishamon,” pp.81-83 and GranofT 1970.

4

Nicolas-Vandier 1974, vol.14, p.18. Explanations of this drawing appear in Nicolas-Vandier 1974,
vol.14, plate 8, pp.18-19 and in Jarrige and Akiyama 1995, vol.2, pp.328-329. Nicolas-Vandier hesitantly

identified the object in the goddess’ top left hand as “le sceptre (?)” (p.18), but as the more complete
illustration (5 mm extra on all sides, so that one can see more of the drawing) in Jarrige and Akiyama
1995 shows, it is indeed a vajra.

* The multiplication of limbs and heads is not an uncommon feature in tantric iconography, as we
see, for instance, in images of the eleven-headed and thousand-armed Avalokitesvara. The specific
source for this three-headed Biancaitian, however, is less clear.

® Cf. early Kusana image of Durgd with short-handled trident discussed on p.263 below.
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According to the chanfa descriptions of the Guoging bailu and of Zunshi, Biancaitian is to
appear. together with the Four Deva Kings. on the Buddha’s right (and not on his left as in
the Dunhuang painting).

There is also a ninth- to tenth-century ink sketch (ht. 29.7 cm x w. 43 cm) of the
cight-armed goddess (fig.26) from Dunhuang preserved at the British Museum (Stein
Collection). Three-headed Biancaitian is scated, carrying trident and bow in her right upper
arms, an arrow in her two central arms. an axe and sword in her upper left, and a lasso in
her lower left. Her lower right forms a mudrd. The sketch is labelled Da Bian tiannii

KK 1L (Great Eloquence Goddess) and numbered.

If we compare this sketch with Yijing’s description. again we do not have a perfect
match. for the goddess forms a mudra with her lower right hand, the same mudra as in the
Musée Guimet painting, and does not carry vajra and wheel. In comparison with the
previous painting, she is also three-hcaded. and carries largely the same implements. She
does not, however, carry a wheel. and instead of the vajra, she has an axe.

A Japanese eight-armed weapon-bearing Benzaiten is painted on the back wall of a
miniature shrine (zushie BfF42) (fig.27) for a Sri (Kichijoten) sculpture from Joruriji
#FATE<F near Nara. Both the sculpture and its shrine belong to the early Kamakura
period.” While the sculpture of Sri remains at the temple, her shrine was removed in the
Meiji period and is now in the possession of the Tokyo University of Arts (Toky0 geijutsu

daigaku B K Z#7 K%2). Eight-armed Benzaiten appears in the center of the zushie (painted

7

Hobogirin 1929, plate VIII, facing p.64 (following S. Omura, Zuzoshiko, V1) mistakenly assigns
the Benzaiten zushie to the eighth century, an error which is repeated in Nobel 1958, p.257, note 6. As
explained by Nedachi (1992, p.46 and descriptions below figs.S (Kichijoten sculpture] and 19 [Benzaiten
cushie]), however, both the sculpture and the shrine paintings are from about 1212.
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wood; 103.5 x 62.7 cm) surrounded by Mother Hariti (Kariteimo) on her bottom right,
Drdha Prthivi (Kenrdchijin) on her bottom left, and the great generals Saiici (Shoryochi)
and Manibhadra (Hoken) above. In this painting we have a perfect match with Yijing’s
description, for Benzaiten holds the implements specified in the text: the arrow. the sword.
the axe, and the iron wheel in her right arms. and the bow. the vajra, the particularly
long-handled spear. and the lasso in her icft. She and all the figures surrounding her on the
back wall of the shrine. those depicted on the other walls and doors. including Brahma
(Bonten), Indra (Taishakuten), and the Four Deva Kings (Shitennd). and the sculpture of

8ri are defenders of the Dharma in the Sutra of Golden Light.

b. Identity of the Eight-armed Goddess

This eight-armed Benzaiten. as noted above. has no analogous form as Sarasvati in
India.® An exclusively weapon-bearing figure, furthermore. is out of character for Sarasvati,
the goddess of knowledge, as she appears in Indian textual sources. The only Indian text in
which a combative aspect of Sarasvati emerges is the Rg Feda. where the powerful river
goddess is invoked to conquer enemies and compared to [ndra.’ This aspect. however, does

not re-surface in subsequent Vedic. epic. or early Puranic texts. where. as we have scen.

* The twelfth century onwards, primarily South Indian sculptures of Sarasvati, including the dancing
form, which depict her holding, in addition to her other attributes, weapons such as the stick and the
noose, are considerably later and entirely unrelated to the ¢ight-armed Benzaiten form. In these images,
Sarasvati does not hold exclusively weapons, like our Benzaiten, and she is immediately identifiable by
her characteristic manuscript, appropriate to the goddess of knowledge, her vind, and her mount the
hamsa—again quite unlike our Benzaiten. See, for example. the sculpture in the Laksmi-Narasimha
Temple of Hosaholalu, Mandya, Kamataka (K. Bhattacharyya 1983, plate 32) and the sculpture from

Halebid. now in the Indian Muscum in Calcutta (K. Bhattacharyya 1983, plate 20).
® See pp.15, S1fT. above.
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Sarasvati is transformed into a benevolent goddess of knowledge. Would the Sutra of
Golden Light. in the extant Sanskrit and in the versions represented by the Chinese translations
of Yasogupta/Jiianagupta and Yijing—over two thousand years removed in time from the
Rg Veda—have drawn on an aspect of the goddess which amongst the Hindus had been
left behind, scemingly forgotten? Would the Buddhists have been studying the Rg l'eda
and its complex language so closely? Given that. in the first part of the Sarasvati chapter of
the Sutra of Golden Light, she is. just as in post-Rg leda Vedic, epic, or early Puranic
texts, represented as goddess of eloquence and knowledge, and that no sign of a combative
attitude can be detected in her in either the first or the second part of the chapter. [ do not
think it is likely that Kaundinya’s praise of Sarasvati draws on the combative aspect of the
river goddess as depicted in the Rg Veda.

Where, then. does this eight-armed. weapon-bearing goddess come from? [s it rcally
Sarasvati? As we saw at the beginning of Kaundi nya’s praise of the goddess. his description
of her dwelling in the mountains. her grass clothing. and her ascetic practice of standing on
onc leg points to Parvati, rather than Sarasvati. Parvati. however. is not a battlc goddess.
The identity of this eight-armed battle goddess is revealed. as we shall see. in a part of
Yijing's version of Kaundinya’s praise which does not appear ecither in thc extant Sanskrit
or in Yasogupta/Jiianagupta’s Chinese translation: we have, on p.437a6-25 of Yijing’s text,
the Chinese translation of a part of a hymn from the Harivamsa to the demon-killing,
weapon-bearing battle goddess Durga!

The appearance of the Harivamsa hymn in Yijing has been noted previously: it is

mentioned in the Hobogirin encyclopedic dictionary of Buddhism.'® which does not specify

*® Hobogirin 1929, p.64.
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which hymn of the Harivamsa it refers to. and quoted in Nobel’s translation of Yijing."
Neither of these sources. however. seems to have realized that the goddess invoked in the
Harivamsa is actually Durga. The Hobogirin tells us that “Benzaiten y est identifiée a la
déessc Narayani, épouse de Visnu...”” and then lists her manifestations—in the plural."* Her
particular manifestation or incarnation described in the Harivamsa, however, is only one.
as we shall see. And she who is given so many different names is not. ultimatcly, Narayani.

Nobel. who is familiar with the Hobagirin, likewise considers this to be a hymn to
Narayani. The goddess. he explains, is praised under many different names and is identified
with other goddesses, such as the consorts of Siva (including Durga) and Indra, and also
with Sarasvati. in support of which he refers to passages in the Harivamsa. The term
“Narayani.” he continues, is relatively rare in Sanskrit texts and often has a folk element to
it. Nobel then draws attention to a hymn from the island of Bali. which shows similarity
with the Harivamsa hymn. It is dedicated to Indréni, who is invoked under numerous
different names. [n the Harivamsa hymn, he also notes the coexistence of brahmanical and
folk elements, particularly in the invocation of the tutelary goddess of the mountain tribes.
to whom animal offerings are made."” Although Nobel is incorrect in his identification of
the goddess invoked in the Harivamsa hymn as Narayani. in mentioning folk elements,
plurality of names. and identification of different goddesses. he makes some very significant
points, to which we will have occasion to return.

A correct identification of the goddess as Durga appears in the Kokuvaku Daizokyo.

‘' Nobel 1958a, pp.249-250, note 3 (which begins on p.248).

* Hobogirin 1929, pp.64-65. “Narayani” on p.64 should read “Nardyani” (lengthening of the second
syllable). Also on p.64, “Elle se montre aussi sous la forme de Vasudeva...” is an error: she does not
appear as Vasudeva (Krsna) himself, but as the sister of Vasudeva. See below p.259.

" Nobel 1958a, p.249. note 3.
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where Watanabe Kaigyoku ¥ #B#fHl says in a very brief note that Kaundinya’s praise is
taken from a laud of the goddess Durga in the Mahabharata epic and amplified." Although,
as noted above. the Harivamsa forms a supplement to the epic, it remains an entirely
scparate, independent text. Hence it is not referred to as the Mahabharata. but always as
the Harivamsa. 1 am assuming, therefore, that Watanabe meant the Mahabharata and only
the Mahabharata. As we shall see, there is more than one hymn to Durga in the epic. so it
is unclear which one Watanabe refers to. At any rate, Kaundinya’s praisc in Yijing is
drawn from a Harivamsa—rather than a Mahabharata—hymn. so the wrong text is

mentioned, but the right goddess is recognized. Likewise. Nagano Sadako KEFf#H T, a

more recent voice in the discussion of the identity of the goddess and of the source of
Kaundinya’s hymn in Yijing, also identifics the goddess as Durga.'’ In 1988 she published
a brief study on the characteristics of Benzaiten in the Sutra of Golden Light. Noting the
incongruous battle aspect attributed to Benzaiten in the sutra, Nagano explained the identity
of the goddess as Durga. pointing to a specific hymn to Durga in the Mahabhdrata (see 1.

Yudhisthira’s Hymn to Durga. below).'

c. Sarasvati and Durga

In this section, we will look at the remainder of Yijing’s version of Kaundinya’s

praise of the goddess in the context of related hymns. [ will present textual evidence from

" Watanabe 1932, p.145, note.
" Nagano 1988.
' Nagano 1988, p.239 (p.720).
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the Durga hymns of the Mahabharata and the Harivamsa. in parallel with Yijing’s Chinese
translation of one of the Harivamsa hymns, for the identification of eight-armed Biancaitian
with Durga. [ will also discuss certain early images of Durga. primarily from India, but
also from Afghanistan and Southeast Asia. to show the iconographic similarity with eight-
armed Benzaiten. [ will then discuss the reasons for the appearance of Durga under the

guisc of Sarasvati in the Sutra of Golden Light.

i. Hymns to Durga

Let us, then. turn to the small number of hymns to Durga in the vulgate Mahabharata
and Harivamsa. There are five hymns, to which must be added Narada’s description of
Durga in the Harivamsa, for, although not a hymn in itself, it is closely related in content
to the five hymns. Together with the fifth- or sixth-century Devi Mahdatmyva (DM) of the
Markandeva Purana. these are the earliest textual sources we have on the goddess.'” Their

contents are reflected, and in the case of onc of the Harivamsa hymns (scc 3. below)

""" The Mahabharata in its present form, as noted above, is generally accepted to date from about 400
B.C.E. 10 400 C.E (see van Buitenen 1973, p.xxv), while the Harivamsa is ascribed to a period between
the first and the third century C.E. (see Ingalls 1968, p.394; Couture 1991, p.77). Most of the Durgd
hymns, as we shall see, are not included in the critical editions of the Makabhdrata and the Harivamsa,
for the editors have considered them later interpolations. The methods and decisions of the editors,
however, have been called into question. Regarding specifically two of the Durgd hymns [ will discuss
below (1. Yudhisthira’s hymn and 2. Arjuna’s hymn), Madeleine Biardeau (1977, 1981) has argued that
these hymns form an integral part of the epic, giving meaning to each episode, and that their exclusion
renders the text less intelligible. Jagdish Narain Tiwari, on the other hand, accepts the choices made by
editors of the critical edition, and thinks the Mahdbharata and Harivamsa hymns to the goddess “clearly
fall in the same class as the Devi-mdhdtmya and make no significant additions to the concept of the
Great Goddess as presented in that text” (1985, p.75). According to Thomas Coburn, the hymns, whether
in the constituted text or in the appendices of the critical edition, “clearly feed into the understanding of
the Goddess found in the Devi Mdahdtmya ™ (1984, p.45) and hence are earlier. Cobum (1984, pp.267-289)
has collected and translated the Durga hymns of the Mahdbhdrata and the Harivamsa. For the dating of
the Devi Mahdtmya, see Pargiter 1904, p.xx. To this list might be added Bhisa's Balacarita, part of
which is discussed in Cobum 1984, pp.234-236.
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reproduced, in Kaundinya’s praise of Sarasvati. Their context, furthermore. explains the
otherwise entirely incomprehensible characterization of the goddess in Kaundinya's

invocation.

The following hymns and description of the goddess appcar in the Mahabharata and

the Harivamsa:

1. Yudhisthira’s Hymn to Durga : appears in Appendix I, No.4 in the Virata Parvan
(around 4:5) of the critical edition (vol.5, pp.300-305) of the Mahabharata.
which gives seven versions of it. [ will refer below to the most widely attested
version, which may be found under (D) in Appendix [. No.4 (pp.301-302) and
is translated in Coburn 1984, pp.268-271 under the title “Durgd Stava.”
Yudhisthira, the cldest of the Pandava brothers, who have just emerged from
twelve years in exile in the forest and are about to begin a year in disguise,
requests Durga’s protection from being discovered and subsequent success against
their enemies.

2. Arjuna’s Hymn to Durga : appears in Appendix I, No.l in the Bhisma Parvan
(inscrted after 6:22:16) of the critical edition (vol.7, fasc.2, pp.710-711) of the
Mahdabhdrata and is translated in Coburn 1984, pp.272-275 under the title
“Durga Stotra.” Just before the great battle at Kuruksetra, a few verses before
the Bhagavad Gita. Krsna instructs Arjuna to recite a hymn to Durga for the
purpose of defeating his enemics. Arjuna invokes the goddess. requesting her to
make him victorious in battle.

3. Visnu’s Hymn to Nidra : appears in part in the Harivamsa (47:38-57) and in part in
Appendix I, No.8 (inserted after 47:52) in the critical edition of the Harivamsa
(Appendix [. No.8 is in vol.2, pp.34-37). It is translated in Coburn 1984, pp.276-
281, under the title “Visnu’s Praise of Nidra.” The latter part of the praise as
found in the appendix of the critical edition has a colophon identifying it as the
Arya Stava (“hymn to Arya”)."® The context is Krsna’s complex birth story. The
hymn is offered by Visnu when arranging the births to Devaki (Krsna’s mother)
and Yasoda (Krsna’s surrogate mother, from whom he will be born following a
foetus exchange between Devaki and Yasoda). Wicked King Kamsa knows he
is to be slain by one of the children of Devaki and Vasudeva (Krsna’s parents).
and hence confines them and slays their children as each one is born. Visnu
requests the goddess Nidra to arise in the womb of Yasoda and then to change
places with Krsna. who in the meantime will have arisen in Devaki’s womb.
Hence when Devaki’s eighth child is born (not Krsna. but Nidra who has taken

' Arya is yet another name attributed to the goddess.
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the place of Krsna). evil Kamsa dashes the baby girl against a rock. while Krsna
is saved. Visnu’s request ends in a praise of the goddess, which indicates that
she is actually Durgd. Further confirmation of the goddess's identity appears
later in the Harivams$a (65:49-57), noted below under 6. It is a portion of the
latter part of Visnu’s praise (Arya Stava) which finds its way into Yijing’s
Chinese text (p.437a6-25).

4. Pradyumna’s Hymn to Durga : appears in Appendix [. No.30 (inserted after 99:26).
lines 361-375 in the critical edition (vol.2, pp.377-378) of the Harivamsa and is
translated in Coburn 1984, p.283 under the title “Pradyumna’s Hymn.”
Pradyumna. the son of Krsna and Rukmini, invokes the goddess. who is here
identified as Parvati, the beloved of Siva (line 359), requesting that the powerful
club she once gave to the demon Sambara should not harm him.

5. Aniruddha’s Hymn to Durga : appears in Appendix . No.35 (inserted after 108 or
109) in the critical edition (vol.2, pp.486-491) of the Harivamsa and is translated
in Coburn 1984, pp.285-289 under the title “Aniruddha’s Hymn.” Aniruddha,
son of Pradyumna. is imprisoned by the demon Bana. and calls on Durga for
help.

6. Narada’s Description of Durga : appears. in the form of a recollection by Kamsa. in
the critical edition of the Harivamsa (65:49-57) and is translated in Cobum
1984, pp.233-234. Here the sage Narada reveals the true identity of the baby
girl as Durga. Although this is not a hymn, it ts included here because it
describes the goddess."

Two of the salient features discernible from the context of the above hymns and of
Narada’s description of Durga are the goddess’s connection with battle and her presence in
Krsna mythology. In terms of the latter feature, it may be added that the story of Durgd’s
slaying of the demons Sumbha and Nisumbha, which appears as the third myth of the Devi
Mahatmya. is also found in early sources dealing with the Krsna story (e.g. Harivamsa

65:51). As Charlotte Vaudeville and Thomas Coburn following her have pointed out. the

heroic exploits of Krsna Gopala first came to be known amongst the non-Aryan tribes of

' 1 will refer to these hymns and to Narada's description of Durgi by the name of the speaker, i.c.
Yudhisthira, Arjuna, Visnu, Aniruddha, Pradyumna, and Narada. References to the carlier part of Visnu's
hymn are to stanzas (e.g. Visnu, 47:38), while those to the latter part of the hymn (Arya Stava) are to
lines (e.g. Visnu, line 42).
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Northern India, who were also worshippers of the goddess—hence the interrelatedness of
their cults.”®

[n these hymns to Durga and in Kaundinya's praise of the goddess. who is actually
Nidra (=Durga). she is described as a mountain-dwelling goddess worshipped by mountain

tribes, as an ascetic goddess, as Krsna’s sister, and as a battle goddess.

Mountain Goddess

Kaundinya tells us that the goddess dwells in the mountains (EEfELLH),*' or more
specifically on a mountain peak (sikhare samasrita; ¥ LU TEBF{E 5% ). Yudhisthira praises
the goddess as follows: “Your cternal abode is upon that best of mountains, Vindhya”
(vindhye caiva nagasresthe tava sthanam hi sasvatam / ).* echoed by Narada. Visnu. and
Pradyumna.** Aniruddha says she dwells in the Malaya (/malavavdsini). a mountain range
on the west of Malabar, Vindhya. and Kailasa mountains (vindhvakailasavasini),”® more
generally on all mountains (sarvaparvatavasini).*® Pradyumna calis her the “goddess of the

mountains” (girisG)."” and invokes heras Parvati. the beloved of Siva (pdrvati sankarapriva).*

[
o

Vaudeville 1968, pp.750-759; Coburn 1984, pp.237-241.
Yasogupta/Jiianagupta’s text, p.387b13.

2 Suvarnabhasottama Sitra, p.108, line 7; Yijing's text, p.436a7. In this section I will refer to the
extant Sanskrit text of the Sutra of Golden Light as edited by Nobel by its title in Sanskrit (rather than
simply “Sanskrit” as previously when [ was dealing with only one text in Sanskrit).

* Yudhisthira, line 33.

* Narada, 65:51, 65:56; Visnu 47:48; Pradyumna, line 367.

** Aniruddha, lines 31, 33. Cf. Arjuna, line 7, where she is said to dwell on the celestial Mt. Mandara
(mandaravasini ).

* Aniruddha, line 38.
*" Pradyumna, line 363.
* Pradyumna, line 359.

2
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who is the daughter of the mountain (parvati parvatatmaja).” We sce here carly signs of
what will become a standard identification. where the hitherto independent, celibate®
goddess Durga will become Siva’s consort.
Durga’s dwelling in the Vindhya mountains is in dreary forests filled with wild
animals. Narada tells us she inhabits
drptakukkuiasamnadam vanam vayvasanaditam /
chdgavuthais ca sampiirnam aviruddhais ca paksibhih //

simhavyaghravarahanam nddena pratinaditam /
vrksagambhiranibidam kantaraih sarvato vrtam //

A wood that resounds with the cries of wild cocks and crows,
Filled with throngs of goats and wild birds,

Resounding with the cry of lions, tigers. and boars

Thick and impenetrable with trecs. surrounded on all sides with

deep woods.”!
Likewise. the Visnu, followed by Yijing. tells us she is surrounded by animals: cocks.
goats, sheep. lions, and tigers in Visnu’s hymn (kukkutais chagalair mesaih simhair vvaghraih
samakula / ), lions. tigers, wolves, oxen, sheep. cocks. and so on. according to Yijing’s
version (A FREBIEREZE FEBFRMHEMK.? Visnu expands her dwelling places to

include mountain peaks. rivers. caves, forests and groves: parvatagresu ghoresu nadisu ca

guhdsu ca / vdsas tava mahddevi vanesipavanesu ca // ; RAEIUREIER R SEKER

®  Aniruddha, line 41. Cf. line 92 sailaputri. In Visnu, line 42, among women in the Puranas she is
known as Parvati.

0 E.g. Arjuna, line 8 ; Yudhisthira, line 11; Pradyumna, line 365; Visnu 47:45.
Nirada, 65:54-55. Translation by Coburn in 1984, pp.233-234.
Visnu, line 11; Yijing’s text, p.437al8.

3

2
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[t is precisely because of the environment she dwells in and because of her excellence
that she has the lion as her mount. In Pradyumna’s hymn, Durga is “the one mounted on a
lion” (simhavaha) and her ensign is likewise a lion (simhapravaraketand).”* Aniruddha
also mentions her lion mount (sim#aratha). but her ensign. he says. is a bull (vrsadhvaja).*
Arjuna assigns her the face of a wolf (kokamukha).”® She is bedecked with peacock feather
ornaments. such as a bracelet. and peacock feathers (maviirangadacitrais ca barhabharais
ca bhiisita //).>" and her banner is likewise made of peacock feathers (mavirapaksadhvajini:
LAFLEE T ).

In her abode in the forests of the Vindhya mountains, the goddess is worshipped by
non-Aryan. tribal peoples of the mountains. Narada refers to them as dasyu.”® Visnu as
§abara, barbara. and pulinda’® and Yijing as wild men of mountain forests
(LAAEF A%E)*  According to Aniruddha, thicves are her worshippers
(corasendnamaskrta).”* The goddess herself is called a kirati. ** a woman of the Kirata
mountain-tribe. They worship her with animal sacrifices and alcohol. for. we are told. she

is fond of flesh and liquor (sidhumamsupasupriva).*

n

Visay, lines 7-8; Yijing’s text, p.437al4-15.

Pradyumna, line 372.

* Aniruddha, line 34.

** Arjuna, line 16.

7 Narada, 65:53. Cf. Visnu 47:44 ; Yudhisthira, line 14.

* Visnu, line 10; Yijing's text, p.437a17. Cf. Yudhisthira, line 26; Arjuna, line 12; Visnu 47:44.
* Narada, 65:52.

“ Visnu, line 9.

Yijing's text, p.437al6.

“ Aniruddha, line 37.

“ Aniruddha, line 37.

“ Yudhisthira, line 34. Cf. Visnu 47: 51; Narada, 65:52-53; Visnu, line 19. The reference in the latter

34

41
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Ascetic Goddess

Regarding the clothing of the goddess. the Sutra of Golden Light. as we have seen.
tells us that she is clad in a garment made of grass (... darbhacivaravasita / darbhavastram
dharayanti ... ; HHELR; BEHEKELR).Y Yijing adds that she lives in a room with a
grass roof (HFBEEFF).* Likewise. pursuing the theme of asceticism. Visnu and
Aniruddha say the goddess wears bark clothing (ciravdsa).'’ Arjuna. on the other hand,
speaks of yellow clothes (pitavasini ).** while Visau, in the earlier part of his hymn. mentions
a dark-blue linen or silken garment with a yellow upper garment (vasana mecakam ksaumam
pitenottaravasasa / ). In yet another passage of Visnu’s hymn. followed by Yijing, the
goddess is said to have blue silk clothing (nilakausevavasani; % % & I E 1K) As for
her hairstyle, Yijing mentions that she wears her hair in a topknot (SH[H %).*' an ascetic
hairstyle like Siva’s.

Durga is given to great asceticism (mahatapa). as Visnu and the cxtant Sanskrit of

part of Visnu's hymn (mamsaudanapriyd) does not appear in the part of the hymn translated in Yijing.

Y Suvarnabhdsortama Sutra, p.108, lines 7-8; Yasogupta/Jiidnagupta's text, p.387b14; Yijing's text,
p.436a8.

“ Yijing’s text, p.436a7.

Visny, line 18 (quoted); Aniruddha, line 37.
Arjuna, line 15.

Visnu 47:41.

Visnu, line 4; Yijing’s text, p.437all.

Yijing’s text, p.437a20. The corresponding passage of Visnu's hymn (line 13) reads, instead, that
she carries a spear (pattisa), which fits the line far better: “Carrying trident and sharp-edged spear,
having the sun and moon as (your) emblem...” (¢trisulapattisadhara suryacandrapatakini ). Cf. Yijing's
text, p.437a20 AR =RFAMEP /L HEFH A “She carries a trident and [wears] a round topknot

on her head. On her right and on her left she always holds sun and moon banners.”

47
43
45
50
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the Sutra of Golden Light tell us.> The sutra states. in particular, that she stands on one leg

(ekapadena tisthati; —¥TT3L; FERF B —IE).” There seems to be. as noted above, a

connection here with Parvati (and likewisc Sati) who practised severe austerities. including

standing on one leg, to win her spouse Siva.**

Krsna's Sister

Apart from the later Saivite connection, there is. as noted above, an carlier Krsna-
mythology connection. The goddess Nidra (=Durga) is the daughter of Nanda
(nandagopasuta).”® who is thc husband of Ya$odi. in whose womb she arises
(vasodagarbhasambhiita).” Following the exchange of the foetuses. when she is born of
Devaki. Krsna's mother. evil Kamsa dashes her against a stone precipice and she rises up
into the sky (sildatataviniksiptam akasam prati gaminim / ).’ In relation to Krsna, here
referred to by his patronymic appellation Vasudeva (for his father is Vasudeva). she is his

sister (bhagini vasudevasva ;. BIREER KK EK).® With Durga’s help. Krsna is born and

2 Visny, line 2; Suvarnabhdsottama Sitra, p.108, line 5.

¥ Suvarnabhdsottama Satra, p.108, line 8; Yasogupta/Jiidnagupta's text, p.387bl4; Yijing's text,
p.436a8. Cf. Aniruddha, line 27, which calls her a yogini.

* For the story of Sati and Parvau, see Kinsley 1986, pp.37-46, and Mani 1975, pp.576-580, for
instance.

* Visnu, line 17. Cf. Yudhisthira, lin¢ 4; Arjuna, line 14; Aniruddha, line 14; Yijing's text, p.437a24.
Yudhisthira, line 3. Cf. Narada, 65:49; Aniruddha, line 13.
Yudhisthira, line 6. Cf. Narada, 65:49.
Visnu, line 15; Yijing's text, p.437a22. Cf. Yudhisthira, line 7: Arjuna, line 14. Yijing actually reads
“great god Vasu” (Visumahadeva, &# A X), which indicates that the reference is not to Vasudeva the
father, who is not a god, but to his son, the great god Vasudeva Krsna. The basic text adopted by the
Taishd edition, furthermore, has mi ¢ (B KX 1), but in note 7 (p.437) it is said that many other
collated texts have, more specifically, mei £k, younger sister, instcad of . As we see in the Sanskrit
hymns, the goddess is certainly Vasudeva Krsna's sister, and hence I use the character &k.

6
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eventually slays evil Kamsa. and hence. through her involvement, it is she who causes the
destruction of Kamsa (kamsavidravanakar).*® She does so. not through battle, which would
be morc characteristic of her. but through delusion (mava). a form of sleep. She is therefore
called Nidra (Sleep)® or Mahanidra (Great Sleep).*' deluding Kamsa (mohayitvd ca tam

kamsam...)* to his eventual death at the hands of Krsna.

Battle Goddess

Durga’s fundamental nature is that of a battle goddess. as is continuously emphasized
in all contexts she appears in. Even in the birth story of Krsna, she plays a decisive role in
his success against evil Kamsa. She who is fond of war (ranapriva)® has arms like iron
bars (bahubhih parighopamaih // ). broad like Indra’s bannecr (bibhrati vipulau bahi
sakradhvajasamucchravau / ).** According to Yudhisthira, she has four arms ( caturbhuja),
and also four faces (caturvaktr@).®® In Aniruddha’s hymn, the number of arms rises to
eighteen (astadasabhuja),’” and in the Devi Mahdtmya. to one thousand (bhujasahasrena ).

As battle goddess she is endowed with weapons: lofty spear (attasalapraharana),”® sword

* Yudhisthira, line 5.
“ Yudhisthira, line 45.

" Arjuna, line 21. Cf. Yoganidri-nidrd in Coburn 1984, pp.191-195, 234; visnu-mdvd in Coburn
1984, pp.195-196.

% Visnu 47:56.

® Arjuna, line 16.

* Visnu 47:43.

* Yudhisthira, line 18.
* Yudhisthira, line 13.
*" Aniruddha, line 62.
* DM 2:38.

Arnuna, line 13.
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and shield (khadgakhetakadharini).® noose. bow. and great wheel (pasam dhanur

' and a trident (trisulini).” In the Devi Mahdtmva we find the sword,

mahdcakram... ),
spear, cudgel. wheel, conch, bow and arrows, sling, and iron mace (khadgini sulini ghora
gadini cakrini tatha / Sankhini capini banabhusundiparighayudha // ).” In another passage
the Devi Mahdtmya also provides a tong list of weapons Durga is endowed with by the
gods for the purpose of slaying Mahisa, the chief of the demons: Siva gives her a trident,
Krsna a wheel, Varuna a conch and noose. Agni (Fire) a spear. Vayu (Wind) a bow and
two quivers of arrows, Indra a vajra and a bell. Yama (Death) a staff, Kala (Time) a sword
and shield. and Visvakarman (the architect of the gods) an axe and weapons, as well as
armour.” It is also at this time that Himavat gives her the lion as her mount.”

Durga is described as violent. literally “Rudra-like” (raudri).”® and her valour as hard
to surpass (durgaparakrama).”’ She is indeed difficult to conquer (durjava ).” She is death
itself (mrrvu).” striking terror into enemies (ripinam trasajanani).*® whose destroyer she is

(Satruvinasini).” She is Jaya (Victory) and Vijaya (even fuller Victory), as she is repeatedly

70

Yudhisthira, line 8; Arjuna, line 13.
" Yudhisthira, line 20.

= Pradyumna, line 371.

" DM L6l

™ DM 2:19-27 sulam sulad viniskrsya dadau tasvai pinakadhrk - cakram ca dattavan krsnah samutpatya

svacakratah .. [2:19] sankham ca varunah saktim dadau tasyai hutasanah . mdruto dattavams capam
banapurne tathesudhi ;' {2:20] vajram indrah samutpdtya kulisddamaradhipah . dadau tasvai sahasrdakso
ghantam airdvatad gajar . {2:21) kaladandad yamo dandam pasam cambupatir dadau ... [2:22] ...
kalas ca dattavan khadgam tasyas carma ca nirmalam .. {2:23)... visvakarmd dadau tasyai parasum
catinirmalam - [2:26] astrany anekaripani tathabhedyam ca damsanam - ...[2:27].

* DM 2:28 ... himavdn vahanam simham ratnani vividhani ca .-
™ Visnu, line 18.

" Aniruddha, line 67.
™ Aniruddha, line 35.
? Visny, line 19.

* Narada, 65:57.

" Pradyumna, linc 363.
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invoked.* She brings about the victory of the gods (devanam vijayavaha)® destroying
their foes (surarinasini).** The opponents of the gods are the demons, and Durgi is a
demon-killer (asurdnam ksavamkari).® Specifically. she conquers the demons Sumbha and
Nisumbha (hatva Sumbhanisumbhau...)*® Kaitabha (kaitabhanasini).” and Mabhisa
(mahisasuranasini).*® The Devi Mahatmya recounts three mythological narratives of her
demon-slaying feats: in the first. her opponents are Madhu and Kaitabha (who in the
Mahabhdrata. on the other hand, are slain by Visnu); in the second and most illustrious of
the myths. from which she derives her well-known epithet “Mahisasuramardini,” “slayer of
the demon Mahisa.” she slays the demon in the form of a buffalo known as Mahisa; in the

third myth. she battles Sumbha and Nisumbha.®

ii. Images of Durga Mahisasuramardini

India

While the above references to the slaying of the demon buffalo Mahisa belong, at the
latest, to a period between the fourth and the sixth century, the cult of Durga. and specifically

of Mahisasuramardini, is attested from the Kusana period by surviving images. There are

* Yudhisthira, line 31; Arjuna, line 11; Visnu, line 3; Pradyumna, line 368.

® Visnu, line 17. Cf. Yijing's text, p.437a24: “When she fights together with the gods, she is always
victorious™ (R K BREF 3 1585 ).

* Aniruddha, line 84.

* Yudhisthira. line 5. Cf. Arjuna, line 28; Aniruddha, lines 15, 94.

% Narada, 65:51. Cf. Visnu 47:49; Pradyumna, line 364; Aniruddha, line 39.
Aruna, line 17.

Yudhisthira, line 29. Cf. Arjuna, line 15; Pradyumna, line 371.

See Coburn 1991.
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also Sunga-period examples of a goddess with weapons in her hair, such as a very small
bronze (ht. 5.6 cm) from about the second century B.C.E. and a terracotta plaque (ht. 26.7
cm) from the first century B.C.E. from Chandraketugarh in West Bengal. both at The
Metropolitan Museum of Art in New York.”™ This type of image has been identified either
as the conceptual prototype of the later Durga images®' or as the earliest representations of
Durga herself ™

The carliest extant representations of Mahisasuramardini arc from the Kusana period.”
The Staatliches Museum fiir Volkerkunde in Munich has two small votive tablets made of
sandstone from Rajakhera (Agra District): in the one listed as MU 199 by the museum. the
better preserved of the two, the four-armed goddess holds a short-handled trident and a
shield and strangles the buffalo with her lower arms.* The Mathura muscum has a similar
image of unknown provenance from the later Kusana period. where the lion appears
below.” There are also six-armed representations of Mahisasuramardini from the Kusana
period. in which she often holds a lotus garland in horizontal position above her head with

her uppermost pair of arms, such as in an image from Mathurd, now in the Ashmoiean

* See Lerner and Kossak 1991, fig. 10, pp.53-55 for the bronze, and Kossak 1994, figs.9-10, pp.65-66
for both images. Another example of a terracotia image of this type appears in Pal 1987, fig.3, p.39.

* pal 1987, p.39.

? Kossak in Lerner and Kossak 1991, p.54. It is worth noting, however, that in Kossak's 1994 article,
although he writes of the images as “Durga,” the labels for his figures read “proto-Durga” (p.65).

* The terracotta plaque from the ancient site of Nagar (Jaipur Unit, Rajasthan), now in the Museum in
Amber near Jaipur, was dated middle of the first century B.C.E. or first century C.E. by R. C. Agrawala
(see 1958, p.124, fig.1). Gritli von Mitterwallner, however, has shown the plaque belongs to about the
last quarter of the fourth century (1976. pp.203-205).

* Mitterwallner 1976, figs.1-2 (MU 199-200, respectively). The other image (MU 200) is of slightly
later date than MU 199, and the implements are no longer clearly discernible. MU 199 measures 18.5 cm
in height, while MU 200 measures 22 cm. Mitterwallner discusses these images on pp.196-198. The
goddess is mentioned as four-armed, as we have seen (p.261 above), in Yudhisthira, line 13.

* Mitterwallner 1976, fig.3. Here the goddess carries trident and spear in her upper arms. For further
Kusina-period examples, see Hartel 1973, figs.12, 15; Viennot 1956, fig.1.
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Museum in Oxford.”® A notable iconographic feature of the early Kusana images is that the
goddess does not subdue the buffalo-demon with her weapons, but rather with her bare
hands. By early Gupta times. already foreshadowed in late Kusana examples. she pierces
his back with her now long-handled trident.”

The Mahabharata in 3:221, it may be noted, attributes the slaying of Mabhisa to the
warrior god Skanda. These carly images of the goddess—and not of Skanda—slaying
Mahisa suggest, as Heinrich von Stictencron explains. that the epic tried to replace the
non-Brahmanical cult of the battle goddess by a male Hindu god of war, but failed. Not
only was the goddess not driven out, but she acquired for herself the very implements of
the Brahmanical gods responsible for victory, most particularly the vajra. the weapon of
the king of the gods Indra, who is the conqueror of the enemies of the gods par excellence .
The attempt at fully integrating the goddess into the Brahmanical fold is most clearly seen
in the Devi Mahatmyva passage where the gods cach endow her with their particular
implement.” and with which she is represented in images.

Apart from early four-armed and six-armed representations of Mahisasuramardini.
surviving images of different periods depict her with arms in different numbers still,
including two-armed. eight-armed. ten-armed. twelve- and more-armed examples.'® Of

particular interest to us here are the cight-armed images, for in Kaundinya’s praise of

* Harle 1970, fig.1. For other Kusana-period six-armed examples, see Agrawala 1958, pp.123-124
and Harle 1970, p.147, 153, figs.6-7. For the identification of the garland over her head, which has been
the subject of speculation amongst art historians, see Harle 1970.

7 See Mitterwallner 1976, pp.199-200. A good typological study of iconographic representations of
Mahisasuramardini from Kusana to modern times is found in Stietencron 1933.

™ Stietencron 1983, pp.129-130.
? See p.261 above.

'® See, for instance, representations listed and illustrated in Agrawala 1958, Harle 1970, Iyer 1969,
Kalidos 1989, and Stietencron 1983.
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Sarasvati, she is described as such.

An early cight-armed example is the late third-century stele from Mathura. now in
the Museum fiir Indische Kunst in Berlin (fig.28)."” Here Mahisasuramardini holds the
lotus garland above, the sun and the moon. what appears to be a sword and another
weapon, and subdues the buffalo demon with her lowermost hands. She stands upon two
lions, representing a lion throne.

Other cight-armed images of Mahisasuramardini. of which there are many. include an
early medieval cxample from Ramghat, Mathura. now in the Mathura Museum.'” two
sixth-century cxamples at Aihole (fig.29).'® three representations of the seventh century in
Mamallapuram (fig.30).'™ and some eighth-century images from Alampur. now in the
Alampur Muscum (fig.31).'” As some of the arms have been brokcn or damaged. it is
sometimes not possible to identify certain objects held by the goddess. Fig.29 from Aihole.
for instance, shows Durga standing with her left foot (leg missing) on the back of the
buffalo, carrying the trident (with which she stabs the demon), the wheel, the vajra, and
what remains of the sword in her right hands (from the top). with only the bell and the
conch surviving in what remains of her left hands. Her lion appears below to her right. [n
fig.30 from Mamallapuram. Durga rides on her lion, fighting the buffalo-headed demon

with less-easily discernible objects: she reaches back with her top right hand to pull out an

"% Stietencron 1983, fig.2.
"% Harle 1970, fig.2.

'® The one illustrated here (fig.29, stone, ht. 125 cm) is in the Durgd Temple and the other in the
Rivana Phadi Cave (see Coburn 1991, fig.4.1).

' The one illustrated here (fig.30, granite} is found in the Mahisasuramardini Mandapa, another
appears in the Trimuri Mandapa, and a third in the Adivariha Mandapa of Mamallapuram (see Kalidos
1989, fig.16).

' Fig.31 is a stone image. measuring 81 x 65 cm.
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arrow, while her other right hands hold the wheel, the bell and the sword; in her left hands.
she carries the conch, the lasso, the bow. and the shield. In fig.31 from Alampur. with her
right hands Durgd pulls out an arrow. holds the wheel and the sword, and stabs with the
trident the human-looking demon figure emerging from the neck of the buffalo. In her left
hands. she carries the bow. the conch, and the bell. holding the head of the demon figure

with her central hand. The lion is seated to her lower right.

Afghanistan

Depictions of the demon-buffalo-slaying goddess. furthermore, have been discovered
in Afghanistan. A number of finds. such as the seventh or cighth century Scorretti Marble
in the Museo Nazionale d’Arte Orientale in Rome and the marble said to be from Gardez.
which used to be in the National Museum of Afghanistan in Kabul (fig.32),'® indicate that
she was worshipped there during the Turki $ahi period.'” Although it is not possible to
know how many arms the Scorretti Mahisasuramardini originaily had. the Gardez image
(fig.32) is eight-armed: while the goddess’s front right arm stabs Mahisa with a dagger. her
front left arm holds his head; another right arm holds his tail. and although two right arms
are missing, one of them seems to have held the trident which is stabbing the demon’s

rump; one of the left arms is also missing, while the two others hold what seems to be a

‘% The collection of the National Museum in Kabul was dispersed, and the location of the Gardez
group is not known. The marble image measures ca. 60 cm.
"7 Taddei 1973, pp.207-208. On the Scorretti Marble, see Schiumberger 1955, Goetz 1957, and especially

Kuwayama 1976, pp.378fT. (figs.7-8). On the marble group from Gardez, see Kuwayama 1976, pp.379fT.
(fig.9), who provides further references.
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wheel and a less easily identifiable object.'™ Although the Scorretti marble and the one
from Gardez are Hindu images. an eighth-century. highly damaged clay sculpture of a
four-armed Mahisasuramardini discovered by Maurizio Taddei in 1969 appears in the
Buddhist site of Tapa Sardar. a hillock near Ghazni.'” Of the objects held by the goddess.
whose image survives in fragments, only the vajra in one of her right hands is clearly
discernible. The presence of her mount is indicated by the lion’s paw still visible on the

hind portion of the almost entirely surviving buffalo.'"

Southeast Asia

Further examples of Mahisasuramardini images are also to be found in Southecast
Asia. The National Muscum of Cambodia in Phnom Penh, for instance. has seventh- to
cighth-century sandstone sculptures depicting the goddess with four arms.'"! The National
Museum of Indonesia in Jakarta has a number of cighth- to ninth-century examples.
representing Durga in eight-armed form (fig.33, eighth century, from Semarang in Central
Java, stone. ht. 77cm), holding the usual set of implements. Further cight-armed Indonesian
images of the goddess are, for instance. in Prambanan and Sambisari. Perhaps the best

known example of an eight-armed Indonesian Mahisasuramardini image is the beautiful

‘% Kuwayama (1976, p.379) describes these last two objects as “undidentified.”

'® Taddei 1973, 1989; Taddei and Verardi 1978.

"% See also Tucci 1963, who discusses an eighth- or ninth-century image discovered in Swat in 1962.
[t represents a ficrce, cight-armed goddess with her foot on a wild goat or an ibex. Clearly this is not

Mahisasuramardini, but, as Tucci explains, “‘must represent a peculiar local variety of some homologous
religious entities...” (p.152).

""" Ome of these appears in Boisselier 1955, pl.24A. For other early cxamples, see Boisselier 1963,
figs.26 (discussed on p.73), 65 (discussed on pp.130-131).
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late thirteenth-century Hindu-Javanese stone sculpture in the Rijksmusecum voor

Volkenkunde in Leiden (fig.34).'"

From the early surviving images of Mahisasuramardini, we can sce that the goddess
was worshipped from at least the Kusana period and depicted with different numbers of
arms and implements. Her worship. furthermore. was not confined to India. as attested by
surviving images from Afghanistan and Southeast Asia. To this one might add the Buddhist
worship of Durga in different forms in Tibet and China.'” For example. Tang-period

dharanis invoke the goddess under the name Candi or Cundi (Zhunti 4EfK).""* who comes
to be identified with Marici (Molizhi BE#)3Z) and from whom the Japanese Juntei Kannon
AERE#R T (Cundi Avalokitesvara) derives her name.

Eight-armed representations of Mahisasuramardini, as we have seen. were produced
from at least the late third century and in significant numbers. The implements with which

the cight-armed goddess was endowed in these images arc all listed in the Devi Mahatmya,

but they are not, as a rule, always placed in the same hands.

iii. [conography

[f we now compare the sculptures of Durga Mahisasuramardini with the eight-armed

Biancaitian/Benzaiten images discussed above, clearly there is no perfect match. The Chinese

i

2

See Zimmer 1983, vol.1, p.104: vol.2, pls. 502-503; Fontein et al. 1990, fig.23, p.158-159.
' See Whitaker 1963.

" T vol. 20, no.1034, p.17a; no.107, p.173a; no.1076, p.178c; no.1077, p.185a; no.1078, p.186b. See
Whitaker 1963.
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and Japanese images appear neither with a buffalo, nor with a lion. Furthermore. we do not
find precisely the same set of objects in Biancaitian/Benzaiten’s hands. It cannot be denied.
however. that cight-armed Biancaitian/Benzaiten carries weapons (bow, arrow. sword, spear,
axe, vajra, wheel, and lasso), appropriate to a battle goddess like Durga. and that all of
these weapons appear in at least one of the lists of Durga’s weapons: the bow and arrow
are mentioned in the Devi Mahatmya (DM 1:61; 2:20), the sword in Yudhisthira’s hymn
(line 8), Arjuna’s hymn (line 13). and in DM 1:61 and 2:23, the spear in Arjuna’s hymn
(line 13) and in DM 1:61 and 2:20, the axe in the DM 2:26, the vajra in DM 2:21, the
wheel in DM 2:19, and the lasso in Yudhisthira’s hymn (line 20) and in DM 2:22.

There may, furthermore, be a connection between Durga’s trident and Biancaitian’s
spear. Durga is generally not depicted with a spear. in addition to her vital instrument the
trident. which is. in fact, a three-pronged spear.''* While the spear is rather neutral in that it
has no particular connection with one single god. the trident has Saivaite connotations: it is
specifically Siva's, and hence, in DM 2:19, is given to Durga by Siva, who pulls it out of
his own trident. Although Durga is an independent figure in the Devi Mahatmya. she does
come to be identified as Siva’s consort. From this point of view. if a choice nced be made.
the allocation of the spear instead of the trident to Biancaitian/Benzaiten does secem more
appropriate.

In terms of the connotations of implements, furthermore, the wheel. given to Durga

by Krsna in DM 2:19, acquires. in a Buddhist context, the connotation of the Wheel of the

Law. “La roue de la Loi.” as Robert Duquenne puts it. “brise dans sa course les Obstacles

'** One exception is the Kusdna image in the Mathura museum mentioned in note 112 above. A trident
is a combination of vajra and spear according to Stietencron (1983, p.130).
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suscités par I’Inscience et délimite un territoire de B[uddha] (Butsudo 1L 1-. buddhaksetra).
un Cercle autour de la Terrassc de I’Eveil...”"'® More specifically it delimits the territory
wherein the Sutra of Golden Light is being upheld and protects that country.'’

Hence, it is possible to account for all of Biancaitian/Benzaiten’s weapons in textual
sources on Durga. We can. likewise. find these same weapons in extant images of
Mahisasuramardini. In the eight-armed images discussed above. we have noted the bow
and arrows. the wheel, the sword (fig.31 from Alampur, for instance). the vajra (fig.29
from Aihole), the lasso (fig.30 from Mamallapuram). not to mention the trident rclated to
the spear. The axe can be seen in slightly later images. such as a tenth-century sculpture of
the ten-armed Mahisasuramardini from Bihar. now in the National Musecum in New Delhi.'"®

Thus, in addition to textual cvidence for the appearance of Durga under the guise of
Sarasvati in the Sutra of Golden Light. particularly so in Yijing. there is also iconographic
similarity between cight-armed Mahisasuramardini and likewise eight-armed, weapon-

bearing Biancaitian/Benzaiten.

iv. Context

If we now compare the contexts of some of the early Durga hymns with that of the
chapter on Sarasvati in the Sutra of Golden Light, the contextual parallel is particularly

striking. Not unexpectedly, as noted above. we find battle goddess Durga associated with

"' Hobogirin 1994, “Dairin A#," p.963. On the wheel. sce also Auboyer 1965. Further references in
Hobogirin 1994, p.963.

"7 See p.193 above.

"* [ am grateful to Prof. Koezuka Takashi FEZ & of Osaka University for showing me his slide of
this image.
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human, as well as celestial, military success.'"” In the Mahabharata. just before the great
battle at Kuruksetra, Krsna instructs Arjuna to recite a2 hymn to Durgé for the purpose of
defeating his enemics (Arjuna). Arjuna invokes the goddess. requesting her to make him
victorious in battle after battle: javo bhavatu me nitvam tvatprasadad rane rane /. *° Durga
then appears to Arjuna, assuring him of victory." and. the text adds. whoever recites this
hymn at dawn will have nothing to fear from anyone and will always be victorious in
battle.'* Similarly in Yudhisthira’s hymn, the goddess assures him of success in battlc and
of a trouble-free kingdom:

bhavisyaty acirad eva samgrame vijayas tava /

mama prasadan nirjitva hatva kauravavahinim /

rajvam niskantakam krtva bhoksvase medinim punah /

Victory in battle will soon be yours.

Having by my grace conquered (and ) slain the Kaurava army,

Having made (your) kingdom free from troubles, you will again

cnjoy the carth.'”

Patronage of Durga by rulers and warriors (ksatriyas) is reflected in representations

of the goddess and the mention of her in inscriptions. As a first sign, the small votive

plaques of the Kusana and early Gupta periods are superseded by the large and complex

cliff-reliefs of Udayagiri in Madhya Pradesh at the beginning of the fifth century. Amongst

Durga’s association with military prowess is briefly discussed in Kinsley 1986, pp.106-111.

Arjuna, line 26.

Arjuna, lines 35-37, especially line 35: svaipenaiva tu kalena satrifi jesyasi pandava

Arjuna, lines 42-48: *‘The man who, having arisen at daybreak, recites this hymn, never knows any
fear from Yaksas, Raksas, or Pisacas, and he has no enemies among those who are serpents, ¢tc., who
have tusks... He is aiways victorious in battle...” (va idam pathate stotram kalya utthaya manavah
yaksaraksahpisacebhyo na bhavam vidyate sada : na capi ripavas tebhyah sarpadya ye ca damstrinah
(lines 42-44]... samgrame vijayen nityam... (line 48]). (Translation by Coburn in 1984, pp.274-275. [ do
not include here the promise of good fortune, health, strength, and long life in lines 48-49.)

' Yudhisthira, lines 55-57. Translation by Coburn in 1984, p.271.
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inscriptions, one from Choti Sadri in Rajasthan dated 491, the earliest that clearly suggests
a cult to the goddess. records that Mahardja Gauri built a palatial shrine to the goddess."™*
Ksatriya patronage. as Stictencron points out, is certainly an important reason for the
existence of so many sculptures of the goddess.'”

In the Sutra of Golden Light, the Four Great Kings. likewise defcaters of asuras.'™
prophesy the continued reign and prosperity of the ruler who upholds the sutra. It is in this
connection that the text acquires importance in China and Japan for the protection of the
state. The fact that the queen of battle Durga. here under the guise of Sarasvati, should
appear following the prophecy of the Kings,'*” who “turn back foreign armies” (paracakrani
ca pratinivartayisvamah // )."*® is indeed fitting—certainly more so than the manuscript-

bearing, vina-playing goddess of knowledge, as Sarasvati is usually depicted.

v. Identification

The obvious question is why Durga appears in the sutra under the guise of Sarasvati.

" Tiwari 1985, p.76.

'* Stictencron 1983, p.129, 137.

' Suvarnabhdsottama Sitra, p.69 tena yusmakam caturndm mahardjiam sabalaparivaranim
anekesam ca yaksasatasahasranam devasurasamgramam abhirudhdnam jayo bhavisyati * asurandam ca
pardjayo bhavisyati - *‘Therefore there will be victory for you, the four great kings, together with your
armics and retainers and numerous hundreds of thousands of Yaksas, when you enter the conflict of the
gods and Asuras. And there will be defeat for the Asuras.” (Emmerick 1996, p.26).

" In the extant Sanskrit (and Dharmaksema’s version), the Sarasvati chapter immediately follows that
of the Four Great Kings. In Baogui’s edition, a short chapter entitled “Chapter of the Silver Lord
Dharani” (“Yinzhu woluoni pin” $REPEFEFESD), and in Yijing two chapters called “Chapter of the
Non-clinging Dhdrani” (“Wuranzhuo tuoluoni pin” # X% Pt & /2 a0 and “Chapter of the Wish-Fulfilling
Jewel” (“Ruyi baozhu pin™ 0% W ¥kdh ) appear between the Sarasvati and Four Great Kings' chapters.

"** Suvarnabhasottama Sitra, p.71 (translation in Emmerick 1996, p.27). Yijing’s text, p.427b29-2.
seems to be the corresponding passage.
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Nothing is said about the matter by Watanabe in the Japanese translation of the sutra (in
the Kokuyaku Daizokyo). Nagano, on the other hand. tries to explain it by calling to
attention the rise of faith in the great mother goddess in India at the time. Under this
influence. she states, Biancaitian in Yijing’s translation of the sutra has been granted the
characteristics of Durga. including also her combative aspect, and became the cight-armed
Biancaitian who battles in the defence of Dharma.'” As we have seen, the presence of
Durga can already be surmised in the extant Sanskrit and in Baogui's edition of the sutra
(Yasogupta/Jiianagupta translation). In terms of the rise of the great goddess cult, as Jagdish
Narain Tiwari explains, it becomes recognizable from the Gupta period onwards and the
evolution of the great goddess may be presumed accomplished by the seventh century.™
Yijing’s translation of our sutra in 703, therefore, falls just after this period. In pointing to
the rise of the goddess cult, Nagano is certainly correct. but her point requires further
explanation. There were very definite, and more specific, reasons for the appearance of
Durga under the guise of Sarasvati in the Sutra of Golden Light. As noted above, there is a
sovereignty- and battle-related contextual affinity between the sutra and certain Durga
hymns. Given the context, the appearance of the battle-goddess. not only in the sutra, but
in this precise place in the sutra. is particularly appropriate.

[t must be pointed out. moreover, that we find identifications of Durga with Sarasvati,
goddess of knowledge. and other related goddesses already in the Mahabharata and
Harivamsa hymns and in the Devi Mahdtmya. Durgais on three occasions in our Mahabhdrata

and Harivamsa hymns called Sarasvati: Arjuna, line 23; Visnu. line 29; Aniruddha. line

'** Nagano 1988, p.239 (p.720).
9 Tiwari 1985, pp.61-94 (especially pp.74, 80).
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28. In Visnu’s hymn. however. Durga is being invoked not as the goddess Sarasvati, but
perhaps as speech or knowledge'—the speech or knowledge of Valmiki (traditional author
of the Ramayana epic}—parallel to the memory of Dvaipayana (traditional author of the
Mahabharata epic). sarasvati ca valmikeh smrtir dvaipavane tatha // She is likewise
invoked as Sarasvati in DM 11:22.

Durga is also called Savitri,"™

a goddess who by the late third or early fourth century
is identified with Sarasvati."”” Durga is. furthermore, Gayatri, yet another form of Sarasvati.'**
Savitri. like the goddess of speech Vic, with whom Sarasvati is identified,' is the mother
of the Vedas."”® The Gayatri Mantra, of which the goddess Gayatri is a deification, is an
invocation to the Sun (Savitr) in the Rg Feda (3:62:10), and thus also known as the Savitri.
The Gayatri Mantra is believed to embody the essence of the Vedas. Durga, identified in
the Mahabharata and Harivamsa hymns with both Savitri and Gayatri. is called Veda (like
Vic long before her) and Sruti.'*’

Hence, we find. in these hymns to Durga in the Mahabhdrata and the Harivamsa.
associations and identifications of Durgi with the Vedas. with Vic, and with Sarasvati. It
must be mentioned at this point that there are some who consider Durgad’s connection with

Vac to extend much further back in time than epic literature. Asko Parpola, who has tried

to “[make] it look probable that the myth and cult of Durga and the Buffalo Demon have

|

[

Coburn (1984, p.280) translates it as “*blessed words.”
Arjuna, lines 24,30; Pradyumna, line 374; Aniruddha, line 29.
See MP 3:30-32 quoted on pp.131-32 above.
Pradyumna, line 373. For Gayatri as a form of Sarasvati, sece MP 3:32 quoted on p.132 above.
E.g. TS 2:1:2:6; SB 4:2:5:14 vadg vdi sdrasvati.
See. for instance, Arjuna, line 24; Aniruddha, line 29 for Savitri as the mother of the Vedas. For the
much earlier identification of Vic as the mother of the Vedas, see p.68 above.
7 Arjuna, line 19. For Vic as the Vedas, see pp.68-69 above.
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been current in South Asia at least two thousand years earlier than is usually assumed.”"®

ultimately finding connections with Ishtar,'*®

identifies Durga with Vac. and hence also
with Sarasvati. alrcady in Vedic texts." From this point of view. therefore. the appearance
of Durga as Sarasvati in the Sutra of Golden Light. especially in Yijing’s translation of the
text, would not present any problem whatsoever. Parpola’s arguments for the identification
of Durga and the Vedic Vac, however, seem to me tenuous and misleading. In the discussion
of specific Brahmana passagcs. neither what immediately follows in the text nor the wider.,
general context are taken into consideration. [ will limit myself here to Parpola’s references
to two passages.

As evidence for his understanding of Vac as a “goddess of victory associated with the
lion,”™* Parpola refers, for instance. to the Satapatha Brahmana (3:5:1:23), wherein the
high altar (uttara-vedi) corresponds to Vac. and. while clarified butter is poured on the
altar, the words “Thou art a lioness, Hail'™ (VS 5:12) are uttered.'” In this passage.
however. the sacrifice is also cquated with Vac. Furthermore, immediately following, in
3:5:1:24, we are told why Vac is like a lioness: because she “roamed about unappeased”
(dsanta). This is to say, that Vac is not likened to a lioness because she is a goddess of
victory. but becausc of her restless preying. Then. in 3:5:1:25, the sacrificial fee (ddksina)

is said to turn into a lioness and destroy the sacrificer under certain conditions. Hence the

' Parpola 1992, p.300.

¥ As explained on p.301, note I, Parpola’s 1992 article is only a fragment of a much longer one
entitled “From [shtar to Durga: Sketch of a prehistory of India’s feline-riding and buffalo-siaying
goddess of victory,” which he intends to publish as a monograph. Some references to goddesses of war
in the ancient Near East appear in Parpola {988, pp.258-255.

" Parpola 1992, pp.281-284 and personal communication.
""" Parpola 1992, p.281.
¢ Ibid., p-283.
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association with the lioness is by no means exclusive to Vac. In the context of the Brahmanas.
we cannot forget, identifications occur continuously.

Having referred to SB 3:5:1:23, Parpola immediately (without even as much as a
word in between) ties this in with a passage in the Taittiriva Samhita (6:2:7:2), which deals
with the construction of the uttara-vedi and where TS 1:2:12:2 is restated: “Thou art a
lioness; thou art a buffalo.”"* The problem is that there is no reference whatsoever to Vac
in this passage. and it should not necessarily be assumed that the Taintiriva Samhiia. like
SB 3:5:1:23, takes the altar to correspond to Vic, besides to a lioness and a buffaio.

Besides Parpola, others before him have found a connection between Vedic Vac and
Durga: A.C. Das, for instance, saw Viac as the origin of Durga. and K. C. Chatterji stated
that the Devi Mahatmya is regarded as a lengthy commentary on the famous hymn to Vac
in the Rg Veda (10:125)."* The perception of the Devi Mahatmva as a commentary on the
Vedic Vac hymn is clearly a matter of interpretation. Although I do not think Durga can be
identified with the Vedic Vac, the connection between Durgd and Vic does deserve our
attention—but in the historically more immediate context.

The Mahabharata and Harivamsa hymns to the goddess are, in their small number
and overall length. low-key hymns, which, especially amidst the huge epic, the reader
might easily overlook. The Devi Mahdatmya represents the first comprehensive account of
the originally non-Aryan goddess in Sanskrit, the language affirming “the respectability.,

dignity. sanctity, antiquity. and even eternality” of the text."” The Devi Mdhatmya, Coburn

" bid.

' Referred to in Coburn 1984, p.255. In studies on the rise of Saktism, one might add, the Vedic Vac
is always mentioned.

" Coburn, 1984, p.19.
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explains, represents a wide-ranging effort to establish the identity. significance. and full-blown
worship of the goddess.'* deploying with its myths previously discrete motifs, which are

147

here crystallized.” Many different names are applied to the goddess. “clearly chosen for

their Vedic resonance,”"*

as Coburn’s study of the epithets used in the Devi Mahatmyva
shows."*® Durga. as the Great Goddess. is identificd with all goddesses (DM 10:3-5). In her
identification with goddesses associated with the Vedas as a whole, the cternal knowledge
which they are believed to embody. and the very language in which they are conveyed.
Durga is given a link with the Vedic tradition. It is for this reason that her connection with
Viac. who is speech, the Vedas, and all knowledge, and hence also her connection with
Sarasvati, who isidentified with Vac already in the Vedic period. are of particular significance.
Such conncctions, however. are given—rather than drawn from the Vedas and hence
traceable thercin—for the express purpose of integrating and firmly positioning the non-Aryan
goddess in the center of tradition, as attested in the low-key cfforts of the Mahabhdrata
and Harivamsa hymns and the full-blown efforts of the Devi Mahatmya.

It is under the influence of the purposefully applied identification of Durga with the
Vedas and with Sarasvati and other related goddesses that Durga suddenly appears in the
Sarasvati chapter of the Sutra of Golden Light. We have here a mirror reflection: while
Durga is identificd with Sarasvati in Durga hymns, Sarasvati is identified with Durga in the

sutra. The mirror reflection, furthermore. reflects also mutual need: while Durga requires

authentication and approval by the Vedic tradition and hence forms ties with goddesses

S Ibid.. p.8.

" Ibid.. p.208.

! Ibid., p.80.

“* Ibid.. pp.89-208.
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related to the Vedas and to knowledge. such as Sarasvati; the manuscript-bearing, ving-playing
goddess purposefully takes on the appearance of a battle goddess. especially suitable to a
defender of the Dharma, following the model. in general function and appearance, of the
Four Deva Kings. It is this form of eight-armed. weapon-beaning Durga. whose ferocity
and bloody violence is no longer apparent in the Buddhist context. which we then find in

images of the eight-armed Buddhist Biancaitian/Benzaiten.
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2. Two-Armed Form

a.The Mahavairocana Sitra and the Mandala Image

The other principal way of representing Sarasvati in Japan is in the two-armed lute-
playing form analogous to the wvind-playing Sarasvati of India. | say in Japan because.
surprisingly. [ have not found any Chinese representations of the goddess with a [ute (Chi.
pipa ; Jap. biwa $E¥E). The Japanese represcntations are based on her depiction in this
form (fig.35B) in the esoteric Womb World Mandala (Garbadhatu mandala; Taizangjie
mantuluo R 2 % #) (fig.35A). Although there are no surviving Chinese Womb World
Mandala representations, we know that they were made and that some were brought to
Japan, as we shall see.

The Womb World Mandala is based on the Mahavairocana Sitra,' which was translated
into Chinese in 725 (Kaiyuan 13) by Subhakarasimha (Shanwuwei # & &; 637-735) and

Yixing —1T (683-727) under the title Da Piluzhena chengfo shenbian jiachi jing X B &
IR BB F AN FFEE | better known as the Dari jing X H# (T. vol.18. n0.848). The sutra
lists her following the earth deities (p.8al2): “various earth deities of the west side,

Eloquence Talent. and Visnu...” (FH A 3&#bf8 & R BAHE...). Yixing wrote 2 commentary

on the sutra entitted Da Piluzhena chengfo shenbian jiachi jing shu K E.18 & ARk 5 #4

' The Sanskrit title is restituted on the basis of Tibetan sources.
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SHNHEFREGE. but also called Dari jing shu KH#Z5T (T. vol.39. no.1796). Here (p.634c3-4)

he is a little more specific regarding her location (i.e. in the western direction. near the gate
are placed the carth deitics; she is to the north of them) within the mandala, and tells us

Sarasvati’s name is translated as Wonderful Sound(s) Music Deity (Miaoyinletian 55 %2
X) or Eloquence Talent Deity (Biancaitian $¢ K ). f Hrf @ # K, Kb EiElwsE
KK, FRYTL R, siEHF XK. He adds that her consort is also placed to the north
(RALFHE H42).” but does not give his name. On p.755¢9-10 of Yixing’s commentary,
furthermore, we read that her name is Wonderful Sound(s) (Miaoyintian) and that in the
Jinguangmingfjing] she is called Great Eloquence Goddess (Da Bian tiannii): #& 2 X%
. EXHRKBRRK,

Miaoyintian’s mudra, Yixing explains, takes the form of playing a zither (p.721c16-18):
“looking in front, the left hand on the navel in the posture of holding a zither (se £). the
right hand as if pulling and releasing {the strings of the se]. the body, frontal, moves as if
pulling the strings. This is the mudra of Miaoyintian” (A FEBE, WAEZTR, 6
FRZERBIRBZ, 05 EBMBEZZIR. £ & KEN)? The se. an ancient type of
zither first mentioned in sources of the Zhou dynasty (1122-221 B.C.E.).! is obviously
intended to be a translation of virg. As we have seen, the zither. which in India also falls

under the name vind. is most commonly seen in images of the Indian Sarasvati from about

* Despite the radical %, fei $2 also has the meaning of male consort. See Luo Zhufeng 1986-94, vol.4,
p.280. Since Yixing evidently knows Sarasvati to be a goddess (p.755¢9-10 quoted in main text), the consort
he mentions in relation to her can only be male.

* Oda (1917, p.1164a) emends 3% to E# as Yixing's original text. No variants, however, are noted by
the T. editors.

* On the se, see Sadie 1984, vol.3, p.340.
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the sixth century onwards (figs. 14-15). It is. however, a lute (pipa %), rather than a
zither. that one finds in the hands of the Wonderful Sound(s) Deity in surviving Womb
World Mandala representations. Further research would be required to determine why the
zither was replaced by the lute. It may be noted. however, that after the Han # dynasty
(206 B.C.E. - 220 C.E.). the se declined in China, although its use continued in state
rituals. The pipa. on the other hand, a foreign instrument from Central Asia first mentioned
in ca. 200 C.E. Chinesc sources, was pictorially represented from the Northern Wei it 3
dynasty (386-534 C.E.) onwards. Initiaily considered barbaric. in time it became an important
part of Chinese musical culture. The pipa came to be associated with refinement and high
culture, and was always the principal entertainment at court banquets.’ It may, therefore,
have been considered more appropriate to supply the Wonderful Sound(s) Deity with the
dominant, refined pipa.

The earliest surviving Womb World Mandala. which forms a pair with the Diamond
World Mandala (Fajradhdtu mandala; Jingangjie mantuluo SR/ 5% 5). is a Japanese
copy of the set brought back from China by Kiikai ZE# (774-835). founder of the Japanese
Shingon ¥ & school of Buddhism, in 806.° The original pair. which is no longer extant,
was a coloured set reputedly commissioned by Kiikai’s teacher Huiguo & (746-805).
himself a disciple of Amoghavajra (705-774). in 805 and executed by a group of more than
ten painters, including the famous court painter Li Zhen ZEE (T. vol. 55. no.216l.

p.1065b12).” It is preserved at Jingoji f#3&<F in the mountains northwest of Kyoto. where

* On the pipa, see Picken 1955 and Sadic 1984, vol.3, p.115.
* For Kikai’s life. see Hakeda 1972.

" For a discussion of the different sets of the Two World Mandalas of Japan, see ten Grotenhuis 1999,
pp.78-95 (Takao Mandalas, pp.80-84).
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Kikai spent fifteen years (809-823) following his return from China and a period in
Kyushu. The pair is known as the Takao [Two-Worlds %) Mandala B %% after
the mountain on which Jingoji is located (Jingoji itself was called Takaosanji & BE1L=F in
Kitkai’s time). The pair of mandalas, made in Kikai’s lifetime (between 829 and 833).
were drawn in gold and silver pigment on damask dyed a deep purple. Unfortunately,
many of the figures in the mandala sct are now either entirely obscured or barcly discernible.?

For a depiction of Sarasvati in the Womb World Mandala. then, we must turn to the
second oldest known Two-Worlds mandala pair: the Saiin Mandala FGf% 5 2% of the
Saiin (Western subtemple) of Toji #<F in Kyoto produced between 859 and 880 (Womb
World Mandala. fig.35A).” Like the mandalas commissioned by Huiguo. this pair is brightly
coloured, and fortunately. beautifully preserved. Here Sarasvati (fig.35B). in bodhisattva
form, is rcpresented seated. upper half of the body unclothed. playing the biwa. A very
similar representation can be found in the five-storey pagoda of Daigoji B&Mfi=F in Kyoto
of 951 (fig.36). Although the Two-Worlds Mandala generally appears as a pair of hanging
scrolls, the different figures of the Mandala can also be painted inside certain temple
pagodas, on the walls, piliars. and interiors of the window shutters. The Daigoji pagoda
interior mandala paintings constitute the oldest extant such example.

Yixing, identifying Sarasvati as Miaoyinletian #5% £ X and Biancaitian # 4 X (T.

vol.39. n0.1796. p.634c3-4). and then Miaoyintian as the Great Eloquence Goddess of the

' The Takao Mandalas, as well as other famous sets, were recently shown in an exhibition on Heian and
Kamakura period Buddhist paintings held at the Kyoto National Museum. Sce Kydto kokuritsu hakubutsukan
1998, pl.77. The dating ol the Takao Mandalas is briefly discussed on p.335 under pl.77.

® The Saiin Two-Worlds Mandala pair (for a long time erroneously identified as belonging to Shingonin
in the Imperial Palace of Kyoto) has been extensively studied by Yanagisawa Taka #li% Z (see, for instance,
Yanagisawa 1994, which also has some beautiful illustrations). For a discussion in English, see Grotenhuis
1999, pp.84-87. who bases her discussion on Yanagisawa's work.
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[Sutra) of Golden Light (&8 ZREER ) (Ibid.. p.755¢9-10). was cvidently aware of
her female gender. Her depiction in the mandala, however. is more ambiguous. suggesting,
as in the well-known case of Avalokitesvara. the indeterminate sex of a Chinese bodhisattva.

The Wonderful Sounds Deity. Mydonten in Japanese pronunciation, survives in some
Japanese representations in the bodhisattva form of the Womb-world Mandala. Tsurugaoka
Hachimangii #0/\$%'= in Kamakura has a famous sculpture dating from 1266 (fig.37)
and Ninnaji {Zf13¥ in Kyoto has a painting from 1407 (fig.38). Both thcse images arc
closely connected with music.'® [n Japanese representations, however, Mydonten is almost
always depicted. like Sarasvati in India and the cight-armed Biancaitian/Benzaiten, as a
goddess of clearly female gender. This is also the case in the few surviving Chinese
representations of two-armed Biancaitian with objects (or hand postures) other than a pipa,

appearing in Avalokitesvara’s (Guanyin 1% ) entourage.

b. In Avalokitesvara’s Entourage

Sarasvati appears in AvalokiteSvara’s entourage in a small number of tenth-century
paintings from Dunhuang in the Pelliot and Stein collections. Although she is not one of
Avalokitesvara’s twenty-eight attendants (ershibabuzhong —+ /\ERZE). as listed in the
Qianshi Guanyin zaocidi favigui T+ B EERBEBH (Ritual rules when making the
thousand-armed Avalokite§vara) by Subhakarasimha (d.735). Sri (Gongdetian). quite

possibly confused with Sarasvati, is referred to partly by the name given to Sarasvati (Da

" Both of these images are discussed briefly in Nedachi 1992, pp.74-75.
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Bian[tian]):

TIORMIh RN, FRRKEEZKFAERXR, %
Rz Kicth, . .

14. Da bian gongde Suodana [?]." She is the goddess of great

merit, daughter of the king of the gods Indra (Dishi). She is the

great consort of Vaisravana (Duowentian).”"*
Despite being called “Great cloquence and merit” (Da bian gongde), a kind of amalgamation
or confusion of Biantian and Gongdetian, the fact that she is identified as the consort of
Vaisravana is a clear indication that the intended goddess is indeed Sri (Gongdetian), and
not Sarasvati (Biantian). One cannot help but wonder if this amalgamated name, itseif
perhaps rooted in confusion, might not in turn be the possible cause for the depiction of
Sarasvati in some Dunhuang paintings of Avalokitesvara with entourage. and of Sri in
others.

One painting on silk. preserved at the Musée Guimet, is both dated (Tianfu K& 8 =

943) and the figures appearing in it arc labelled and hence conclusively identifiable (fig.39).
Thousand-armed. thousand-eyed Avalokitesvara occupies the center of the painting.

surrounded by fourteen figures. including the Four Deva Kings, Sarasvati (Da Biancai
tiannii Kf#f K2 ). Vinayaka (Pinayege B ARHREK ). etc.'? Sarasvati (on Avalokitesvara’s

right) kneels, with one knee up. on a lotus, holding out a platter on which is placed a

"' 2485 does not appear in Buddhist dictionaries. Although [ presume it is supposed to be the Sanskrit
name of the goddess. [ am unable to recognize a comparable Sanskrit correspondent.
T vol.20, no. 1068, p.138b23-24.

" A detailed explanation of the different figures in the painting appears in Nicolas-Vandier 1974, pl.101,
pp. 198-202 and in Jarrige and Akiyama 1994 (vol.1), pl.96, pp.357-361 (plate explanation by Akiyama). This
painting was shown at the 1996 Grand Exhibition of Silkk Road Buddhist Art at the Tokyo Metropolitan Art
Museum: see Tokyo kokuritsu hakubutsukan 1996, fig.218, p.205.
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flaming jewel between two pearls in offering to Avalokitesvara.

The Musée Guimet has another, similar painting. this one on hemp. from Dunhuang
dating from the tenth century (fig.40). It is, however. neither dated nor labelled. Eleven-
headed, ten-armed Avalokitesvara is surrounded by fourteen figures, ecach with a blank
label. The female figure kneeling, one knee up, with folded palms to Avalokitesvara’s
lower right is identified by Nicolas-Vandier, as “Sri devi (?) ou Sarasvati.”"* The same
identification is suggested by Akiyama Terukazu £kl J6#] and also in the 1996 Grand
Exhibition of Silk Road Buddhist Art catalogue produced by the Tokyo National Museum. "
The latter. however, leans more toward Sarasvati, for its explanation rcads: “fFf K (%
7213 B R =7)" Sri. and not Sarasvati, appears in Avalokitesvara's cntourage in a
dated (981) and labelled painting from Dunhuang from the same period (fig.41A-B).'® She
offers Avalokitesvara a large fully opened flower with leaves on a platter.

Sarasvati also appears in the top left corner of a fragmentary painting of eleven-headed,
thousand-armed Avalokitesvara in the Stein collection, preserved in the Museum of Central
Asian Antiquities in Delhi. A label identifies her as Da Biancai tiannii A%#>F K &L (Great
Eloquence Talent Goddess)."”

The best known Japanese representations of the twenty-cight attendants of

Avalokite$vara, known in Japan as Kannon. is the sculptural set in the Sanjusangendd = -

i4

Nicolas-Vandier 1974, pl. 98, p.191. Her description of the painting appears on pp.189-193.
" Jarrige and Akiyama 1994 (vol.1), pl.91, p.354; Tokyo kokuritsu hakubutsukan 1996, tig.216, p.203.

'* See Nicolas-Vandier 1974, pl.103, pp.207-215; Jarrige and Akiyama 1994 (vol.1), pl.98, p.361-365
{plate explanation by Akiyama).

"7 Waley 1931, p.292. There is a rather bad illustration of this painting in Matsumoto 1937, pl. CLXX.
From this illustration, [ can see neither the label nor what the goddess carries.
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=M= of Kyoto, dating from the carly Kamakura period (1185-1333)."* Amongst them is
Daibenkudokuten A&#EN# K (Great Eloquence and Merit Deity). By appearance she is
certainly closer to the way Sri (Kichijoten) is usually represented. and if we look to the
Qianshi Guanyin zaocidi fayigui, then that is who it should be.

We have, then, a Sarasvati devoid of distinguishing features, who appears in at least
two representations of Avalokitesvara with entourage. She can be identified with certainty
only by a label. if there is one. Her presence, furthermore. may well be based on a
misunderstanding of the identity of “Da bian gongde” in the list of Avalokite$vara’s
twenty-cight attendants according to the Qianshi Guanyin zaocidi favigui. As far as [ am
aware, this Sarasvati experienced no further developments in Japan. The biwa-playing form
of the Womb World Mandala. on the other hand. moved on. in Japan, to a versatile career.

[t is to Japanese developments, then. that we now turn.

' Most of the group is illustrated in [to F#E and Kobayashi /P 1968, pp.210-211, figs.129-145.
Daibenkudokuten appears in fig.133.
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3. Japanese Developments

From the Sutra of Golden Light’s eight-armed. weapon-bearing Durga under the
guise of Sarasvati, the Eloquence Talent Goddess %f X %Z. and from the Womb World
Mandala’s two-armed, lute-playing Wonderful Sound(s) Deity #5 & X developed exclusively
Japanese forms, which testify to the popularity of the goddess from the late Heian period
(794-1185) to the present. In this chapter we will look briefly at Sarasvati’s legacy in
Japan.

This chapter is intended to be a summary, rather than a detailed study of any or all of
the goddess’s developments in Japan. [ do not discuss here, furthermore, topics such as the
relationship of popular or contemporary religion to its traditional roots. Such a discussion
presupposes an in-depth study of popular and contemporary religious phenomena, which is
beyond the scope of this dissertation. I limit myself, therefore, to providing a summary

overview of Japanese developments.

a. Uga-Benzaiten

Eight-armed Benzaiten, as we usually see her in Japan, is known as Uga-Benzaiten

FHAF K and is based on a textual source other than the Sutra of Golden Light. This is a

Japanese form dating from about the thirteenth century, but it is in fact derived from the
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description in Yijing and the corresponding images of the goddess. Uga-Benzaiten
representations are characterized by the appearance of Ugajin F & ., an ancient kami of
food with the face of an old man and the body of a white snake, as well as a torii &/, on

Benzaiten’s head. A well-known example is the mid-Kamakura-period (1185-1333) Uga-
Benzaiten sculpture of Enoshima Jinja L0 E##t ncar Kamakura (fig.42). one of the
three principal places of worship of Benzaiten in Japan.

The textual basis for the form of Uga-Benzaiten is the first of a set of three apocryphal
texts popularly known as the Benten sanbuky %R =4& (Threec Sutras of Benten)

composed sometime from the late Heian to the Kamakura period:

l. Bussetsu saishégokoku Ugava tontoku nyéihoju daranikve 15355 B8 B+ 1 HhE
1SN EHIRFEMESE 4L (Dharani Sutra of the Buddha's Teaching for the Greatest
Protection of the Country by Ugaya’s Sudden Attainment Wish-fulfilling Jewel);

2. Bussetsu sokushin hin den fukutoku enman Uga shinshé bosatsu byakuja jigen sannichi
Jojikve ALEEN 5 Bk 45 FE M i F B AR 4T EpE I RE R BL = H BCREAR (Sutra of
the Buddha’s Teaching for Changing Poverty into Complete Good Fortune While
Still Alive by the Manifestation of the Divine General and Bodhisattva Uga as a
White Snake in the Three-day Attainment);

3. Bussetsu Ugajinné fikutoku enman daranikyo 1L F 8 # EPCREFE#E (Dharani Sutra
of the Buddha’s Teaching for [Attaining] Complete Good Fortune through King
Ugajin).'

In these texts, Ugajin and Benzaiten are identified. Benzaiten. who is Ugajin. is described

as eight-armed, carrying spear, jewel wheel, jewel bow. and wish-fulfilling jewel in her left

' See Yamamoto 1998, pp.475-482, who collates and reprints the three texts as appearing in the L'gakyé
FRE (Uga Texts) and the Benzaiten sanbukyo nvakuso F+4 K= 542858k (Brief Commentary on the
Three texts of Benzaiten) of the Mt. Hiei Library (Eizan Bunko 8L 3CHEE),
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arms (from the top). and sword. stick, key, and jewel arrow in her right* Yijing’s axe.
vajra, and lasso are here replaced with the stick, wish-fulfilling jewel. and key. The wish-
fulfilling jewel and the key to the treasure house’ indicate that Benzaiten is worshipped as a
deity of wealth (zaihgjin B4 ¥ ##), apparently owing to her identification with Ugajin. the
vision of whose very form immediately makes a person “fortunate.” i.e. wealthy.*
Eight-armed Uga-Benzaiten sculptural and pictorial representations. such as the above
mentioned sculpture in Enoshima Jinja (fig.42, wood. ht. 59.3 cm), exist in large numbers.’
She is not, furthermore, ailways eight-armed. A two-armed sculptural example (fig.43) in a
private collection preserved at the Tokyo National Musecum. for instance, dates from the
second half of the Kamakura period. The goddess holds a sword and jewel, which, in
comparison with the Enoshima sculpture (fig.42). suggests an abbreviated form of the
cight-armed goddess, preserving only the two central arms with their respective implements.
There are also a couple of rare six-armed Uga-Benzaiten cxamples. largely corresponding
to the cight-armed varicty.” A latc Kamakura-period hanging scroll depicting a six-armed
Uga-Benzaiten surrounded by a retinue of fiftcen boys ( jizgo daji T H.% F) belongs to

Kotohiragi % 7] L4 shrine in Kagawa Prefecture (fig.44). The fifteen boys are mentioned

inthe first text of the Benten sanbukyo as attendants to Ugajin, who surround Uga-Benzaiten,

PText I AABES-#E_KWEZESHENRHKEE - ME AL = REEWH (Yama-moto
1998, p.476, line 8. [ do not include here the text marks, including periods, in Yamamoto).

P Text 2: PAROKENSR R4St (Yamamoto 1998, p.479, line 9).

¢ Text2: REGEFATE AR MEE ASREES (Yamamoto 1998, p.479, lines 9-10).

* For a comparison of Uga-Benzaiten images with the textual prescriptions of Text 1 of the Benten Sutras,
see Ludvik 1999. An iconographic study of Uga-Benzaiten representations also appears in Nedachi 1992,
pp.67-73.

° No separate textual source is known for the six-armed goddess.
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and whose names are listed.  Representations of Uga-Benzaiten. especially of the eight-armed
variety, accompanied by the fifteen boys (Benten jiigo doji %## X+ 7L &) appear in both
sculptural and especially pictorial representations from the late Kamakura period onwards.
While the small figure of Ugajin usually appears on Benzaiten's head. he is also
represented independently. Already in the NanbokuchG-period (1333-1392) hanging scroll
of Benzaiten Jiigo doji from Hogonji #&<F on Chikubushima T4 island on Lake
Biwa. another one of the three principal places of worship of Benzaiten in Japan. a white
snake is drawn below the cight-armed goddess (fig.45). An Edo-period (1615-1868)
independent sculpture of Ugajin in the form of a snake (fig.46) can be found in Chdkenji
E3<F near Kyoto. for instance, in front of the central image of Uga-Benzaiten dating
from the Kamakura period onwards. There are also separate halls set aside for the worship
of Ugajin, such as the onc in Chdjuin £ZFFT (better known as Ohora Benzaiten KiF &
K in Hikone, where the Ugajin sculptural image can only be seen once every sixty years.
Another kind of Benzaiten image. clearly related to Ugajin and known as Tenkawa
Benzaiten KJI|f##>F X, is pictorially represented in a few hanging scrolls of the Muromachi
period (1392-1573). such as the one in [shiyamadera £ LLI<F in Shiga Prefecture (fig.47)
and those of Hasedera’s Noman’in £ 8<FRE{#FT in Nara Prefecture. Here, Benzaiten and
the snake are completely identified. for her head is now replaced with those of three
snakes. The ten-armed image of [shiyamadera holds objects such as treasure-jewels. and is

surrounded by her fifteen boys and snake divinities. The identification of Benzaiten with

T Text I: HAETAEEFRFEET (Yamamoto 1998, p.476, line 9). Their names appear on pp.477 (lines
7-19) - 478 (lines 1-3).
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the white snake® can also be seen in modem times in Hakuja Kudokuin EH$£Z){EBR in Uji.

where the goddess is worshipped in the form of a live white snake. How far indeed from

the battle goddess of the Sutra of Golden Light !

b. Biwa-playing Benzaiten

During the Kamakura period. images of Benzaiten playing the biwa sculpted in
naked or almost naked form. and then covered with clothing, began to appear. This form is
popularly known as the *“Naked Benten.” Hadaka Benten #8%% X. The most famous example
is from Tsurugaoka Hachimangi #ff/\f&= in Kamakura and is dated 1266 (fig.37).
Although. as noted above, this rendering follows quite faithfully the Womb World Mandala
represcntation. other images of Hadaka Benten are unmistakably female, such as the
Nanbokuchd sculpture of Enoshima Jinja (fig.48).

There are also fully clothed biwa-playing images (largely paintings) of Benzaitcn
dating from the late Kamakura period onwards. In thesc pictorial representations, the
goddess. exquisitely dressed and adorned. is seated on a rock jutting out over the water’s
edge. against a contrasting landscape of mountainous wilderness. as in the Nanbokucho
period painting in the Seikadd Bunko Museum #F3% & SCH M8 in Tokyo (fig.49). One
might call this kind of representation “Elegant concerts in the wilderness.”

Through her identification with Ugajin, Benzaiten also became a deity of wealth and

was integrated into the group of the Seven Gods of Good Fortune (Shichifukujin -t {8 4#).

¥ Ugajin is in fact identified as a white snake F3%E in the Benten sanbukyé (Text 1, Yamamoto 1998,
p.476, line 6).
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This group of gods was brought together sometime in the fifteenth century and found great
popularity from the Edo period onwards. The seven gods. consisting of Vaisravana
(Bishamonten E.i%f4XK ), Mahakala (Daikokuten KZE X, Paiicika) and our Benzaiten
FF K from India, Budai #7%¥ (Hotei). Shoulaoren F# A (Jurdjin) and Fulushou
f&#k& (Fukurokuju) from China. and Ebisu .t # from Japan. arc very often depicted
on a ship, sailing from China to Japan (fig.50). This type of painting is called the “Treasure
Ship” (Takarabune B #%). When amongst the Shichifukujin. Benzaitcn almost always appears
with a biwa in her hands.

In order to emphasize her good fortune aspect in the form of wealth. during the Edo
period the middle character of her name () was increasingly written with the character
for wealth (8f). Her conncction with money is particularly evident today at the Zeniarai
Benten $%¥E5 X (Moncy-washing Benten) shrine of Kamakura, where people wash their
coins and even bills in a stream running through a cave, for. the shrine claims, the amount
of money washed will become multifold.

Benzaiten is particularly closely connected with Daikokuten (Mahakala). also associated
with wealth., who appears in Benzaiten Jugo doji paintings from the Nanbokuchd period
onwards (fig.45). In the Edo period. three-headed (sanmen =[fl) Daikoku images. in
which the heads of Benzaiten and Bishamonten (VaiSravana) are attached to the left and

right of his own, came to be produced. One such example can be found in the main hall of

Ohora Benzaiten in Hikone.
In modemn times. sculptures of the Seven Gods of Good Fortune appear in a great

many temples and shrines. and are popularly sold all over Japan. There are countless
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Shichifukujin pilgrimage rounds incorporating temple and shrine halls dcdicated to the
different members of the group. While some of these circuit pilgrimages are within one
temple (e.g. the Sennyilji Shichifukujin of Kyoto F#R & EF-L#&M). others are within a
neighbourhood (e.g. 2 number of them exist in Tokyo. such as the Tokai Shichifukujin 3
#L 4 of Shinagawa and the Shinjuku Yamanote Shichifukujin #7781/ Ft G #E),
others still cover a city (e.g. Kyoto’s Ky no Shichifukujin DL &) or extend over an
even wider area (e.g. the Shichifukujin of Awaji Island R E-LE).° The joyful gods
are depicted on beer cans and on ccramics. most particularly on sake cups.'® To usher in
good luck for the new year, New Year’s cards with pictures of the Shichifukujin are

produced. The lovely young woman on camera shop posters and pamphlcts advertising

New Year’s cards with family photos represents Benzaiten (fig.51).

I have come across only one pilgrimage circuit dedicated exclusively to Benzaiten:
the San dai Benten = K&#K (Three Great Benten) of Mt. Hiei. just northeast of Kyoto.
She has, however. major independent pilgrimage sites which are not, at this time, linked up
into a circuit. There are three main places of Benzaiten worship in Japan, also called the
San dai Benten = AK#E K. including Chikubushima 774 & on Lake Biwa, Itsukushima %
B near Hiroshima, and Enoshima 7L B near Kamakura, all three of which are islands.

To these are also added two sites to form the Go dai Benten 7L KF#K (the Five Great

* Some of the Shichifukujin pilgrimages are listed in Shiraki 1995 and Sanjo 1998. All of the above
mentioned ones appear in Shiraki 1995. There are even bus tours of some of the pilgrimage routes, such as
the one in Kyoto and the one in Nara Prefecture (Yamato Shichifukujin A#1t##). For pilgrimages by

railway, see Reader 1991, p.166.

‘® For the Asahi beer can publicizing the [zumo H1ZE Shichifukujin pilgrimage, see Reader 1991, p.167.
The Royal Ontario Museum in Toronto has a set of twentieth-century sake cups depicting the Seven Gods of
Good Fortune. A great many contemporary examples can be found in shops selling ceramics.
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Benten), Tenkawa XJI| near the river Tenkawa in southern Nara Prefecture and Kinkazan
£ #10 on an island not far from Sendai. all of which clearly show her connection with
water. With the exception of Kinkazan. all these sites. as well as a few others, are mentioned
by the Tendai monk Koshii JE75. who was active between 1311 and 1348, in his Keiran
shivoshi (EEEH (T. vol.76. n0.2410, p.626a28ff.). We do know. however. that
Benzaiten was worshipped at some of these places centurices carlicr, such as Chikubushima,
for the twelfth~century Besson zakki 38 ¥E3C (T. Zuzo R{E. vol.3. n0.3007, p.495. image
n0.240) by the Shingon monk Shinkaku L (1117-1180) illustrates an cight-armed standing
Benzaiten and identifies her as “Chikubushima Benzaiten.”

Today the goddess is worshipped all over Japan in countless small shrines located on

artificial ponds and on lakes. which often also bear her name: Benten ike Kl (Benten
Pond). There is, furthermore. a new religion called the Bentenshii ## K73, centering on the
goddess. It was founded by Omori Chiben KR #HE (1909-1967). a charismatic healer.
after whose death the scct specialized itself in mizuko kuys KFHE# (ritual offering for
the aborted foetus) to increase its membership.'' The most recent development in Benzaiten
worship in Japan is the construction of an enormous 18.5 m wood sculpture of the goddess
installed (eye-opening ceremony FHR) in Saifukuji H&f&=F in Kagoshima Prefecture on
May 14, 2000. It is indeed. as the temple pamphlet indicates. “the world’s biggest wooden
sculpture of Great Benzaiten™ ({5 5 KX AR, K8 X). If the construction of this image
is any sign of things to come, there may be much more still to be studied of Sarasvati’s

legacy in Japan.

' See Inoue # L etal. 1990, pp.773, 839; Hardacre 1997, pp.184-190.
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CONCLUSION

Here ends, then, our long journey from Sarasvati to Benzaiten, We began by looking
at the Vedas, where the mighty river goddess, through her association. on the one hand.
with the recitation of hymns accompanying rituals performed on her banks. and. on the
other hand. with inspired thought (dhi ) inscparably tied to the composition of these hymns,
was identified with speech (vac). Through speech, embodying knowledge, most particularly
the Vedas. Sarasvati became goddess of knowledge in her own right, as we saw in the
Mahabharata and the early Puranas. Her river aspect. however, was not forgotten: sacrificial
sessions continucd to be held on her banks in the Brahmanas. and a lengthy pilgrimage
upstream, introduced in the Brahmanas. was fully developed in the Mahabharata. She also
became goddess of music in the early Puranas and was connected with the ving. The
elaboratc Puranic myth of Brahma and his daughter-consort Sarasvati evolved from the
Brahmana stories of Prajapati and Vac, and her iconography was defined.

Hence, as we have seen. textual sources from the Vedas to the early Puranas present
Sarasvati under four distinct aspects: as river goddess, to identify her physical aspect: as
goddess of knowledge and as goddess of music. to define her functions; and as daughter-
consort of Brahma, to locate her in a wider mythological context, where gods and goddesses
are paired. in relation to a specific god.

Amongst the carly Sarasvati images. her functional aspects surface: she appears as

goddess of knowledge in five Jain images. one from about the third century C.E. and others
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from 600-700, and as goddess of music in two sixth-century sculptures. one presumably
Hindu and the other possibly Buddhist. Both in the iconography of the early Puranas and in
post-cighth-century images, however, the features defining her functional aspects. i.c. the
manuscript and the ving. are combined. It is as goddess of knowledge, nevertheless, that
she predominates.

The carliest known introduction of Sarasvati into China occurred in the carly fifth
century through the Buddhist Sutra of Golden Light. which includes a chapter dedicated to
the goddess. [n Dharmaksema’s 417 Chinese translation of the sutra, Sarasvati is represented
as goddess of eloquence, preserving, through the flawless speech and memory of the
preacher, the sutra. To this sequentially and chronologically first section of the Sarasvati
chapter were then added two more, not found in Dharmaksema’s versicn, but included in
the extant Sanskrit. in Baogui’s edition of 597, and in Yijing’s translation of 703: Sarasvati
teaches a ritual herbal bath. and is then praised by the brahmana Kaundinya as an eight-armed
goddess. The most extensive version of Kaundinya’s praise appears in Yijing’s translation.
where we find a list of the weapons carried in Sarasvati’s cight arms. Images of this
eight-armed, weapon-bearing goddess were then produced in China and Japan. This eight-
armed form represents one of the two principal ways of depicting Sarasvati in Japan even
today.

This cight-armed. weapon-bearing goddess. however, has no analogous form in India
as Sarasvati. and is not, in fact. Sarasvati at all. She is, rather, the demon-slaying goddess
Durga. a Chinese translation of whose hymn from the Harivamsa appears in Yijing’s
version of the Sarasvati chapter. As we have seen. there are close iconographic similarities

between the Sutra of Golden Light’s eight-armed goddess and the representations of eight-

296



armed, weapon-bearing Durga Mahisasuramardini of India. Afghanistan, and Southeast
Asia. The appearance of Durgd under the guise of Sarasvati in the Sutra of Golden Light
occurred already in India. but was not clearly perceptible, for the Durga hymn from the
Harivamsa docs not appear in the extant Sanskrit version of the sutra. nor are the implements
carried in the eight arms of the goddess mentioned in the Sanskrit, nor do we have
cight-armed. weapon-bearing representations of Sarasvati in India. The Sanskrit text Yijing
was working from. however. obviously had both the Harivamsa hymn and the list of
weapons carried by the goddess—unless we consider these to be Yijing's interpolations.
There is, however, no evidence that [ am aware of to suspect this. [f we accept, then. that
the hymn and the list of weapons were in the Sanskrit original. it is from China that we
learn of the impact of the Durga cult on the Buddhist Sarasvati in [ndia. Through knowledge
of epic sources and the growth of the Durga cult in India, on the other hand. we find. under
the guise of Sarasvati, unexpected Sakta influences rcaching the shores of Japan and
gaining widespread popularity, under modified form. to this day.

While the worship of Sarasvati in [ndia, at least during the period covered in this
study. does not appear to have been related to politics, the same cannot be said of the
situation in Japan, where the Sutra of Golden Light was held to be of tremendous political
importance for the protection of the state. Although we know less about the sutra in China.
it may be surmised that, as China was the model followed by Japan at the time. the sutra
must have had some political significance in China as well. Not only was the sutra read in
Japan for the express purpose of well-being in the statc. and were state monasteries (kokubunji )
connected with the sutra set up throughout the country, but a repentance ceremony associated

with the sutra was practised both in China and in Japan. in the latter case also expressly for
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the protection of the state. Chinese descriptions of the repentance ceremony, the earliest
onc found in a compilation of 607 (Guoging bailu ), specify amongst the images to be used
in the ritual the image of Sarasvati. Hence representations of the goddess would have been
made in China in the context of the repentance ceremony at least by the sixth century, if
not as carly as the fifth. While no Chinese images of the period survive. we do have a
Japanese sculpture of the cighth century. the carliest extant Japanesc image of the goddess.
that was in all likelihood used for the repentance ceremony of the Sutra of Golden Light.
The first Japanese Sarasvati images. then. representing Durga under the guise of Sarasvati,
were politically inspired: they were produced under the auspices of the state for the protection
of the country. Such images. furthermore. would not have been made independently for a
cult specifically directed to the goddess, but rather in a wider context. together with other
images representing figurcs from the Sutra of Golden Light.

The other principal form of Sarasvati in Japan is the two-armed biwa-playing form
connected with music, analogous to the vind-playing Sarasvati of India. It was introduced
both to China and to Japan later than the eight-armed Durga form. The lute-playing Sarasvati
appears among 408 other figures in the esoteric Womb World Mandala based on the
Mahavairocana Sutra translated into Chinese in 725. The mandala itself was first brought
to Japan from China by Kukai in 806. Again, Sarasvati does not have an independent
existence here, but belongs within a much wider context. i.c. the mandala.

Both the cight-armed and the two-armed forms eventually acquired independent
existences and followings of their own. The weapon-bearing figure was identified with the
kami of food. and hence also of wealth. Ugajin, in the apocryphal Benten sanbukyo of the

late Heian to the Kamakura period. Under the name Uga-Benzaiten. she is represented with
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Ugajin as a human-headed white snake on her head. and some of her weapons are exchanged
for a wish-fulfilling jewel and the key to the treasure house. The biwa-playing Sarasvati
has been worshipped in Japan as a deity of music from the Kamakura period onwards.
Distinct types of images derived from it include the “Naked Benten” sculptures. as well as
paintings of the exquisitely dressed and adorned goddess seated on a rock jutting out over
the water’s edge. against a contrasting landscape of mountainous wilderness. When she
appears amongst the Seven Gods of Good Fortune, furthermore, it is in this biwa -playing
form that we usually find her.

Depicted differently through successive periods and in different environments,
Sarasvati. who began as a river in India. became also goddess of knowledge and music;
through identification with Durga was transformed into a Dharma-defending battle goddess;
and eventually turned also into a goddess of wealth in Japan. Through the numcrous
functions gradually attributed to her in the course of her lengthy conceptual development,
Sarasvati addresses in different forms the needs of her worshippers in different times and
environments. Through her ongoing metamorphosis. she maintains her appeal to peoples of
different times, places. and social spheres.

My study of the conceptual development of Sarasvati from India to Japan cannot. by
its very nature, be fully comprehensive. It is a very wide subject. which [ have tried to
narrow down in various ways. For the time-frame, I have set a cut-off date of ca. 700 C.E.
for India, and focused on the fifth to the eighth century in China. and on the seventh to the
ninth century in Japan. [ have chosen to deal with certain topics more closely than with
others, for reasons which [ have outlined. [ have. for instance. concentrated on the eight-armed

form of the goddess in China and Japan. the first to be introduced. and given less attention
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to the two-armed form. I have not attempted to resolve every single problem that presented
itself, which, in every case, would have required a considerable amount of further research.
I have tried to address the problems I considered vital to my thesis, such as the identity of
the cight-armed goddess. and have left others. such as the exchange of the zither for the
lute in surviving Japanese mandala representations of the two-armed form, for future
rescarch. [ have not discussed every implication of the data [ have presented in terms of
larger issues, such as the relationship of religion and the state in Tenpyd-period Japan.
because, again, discussions of larger issues. if they are to be serious. informed discussions.
rather than vague personal reflections. require considerable further rescarch.

What [ have tried to do. in my own small way, is to gather information and to assess
it critically. [ have questioned what has been taken for granted. | have tried to establish
what can be known with certainty about the goddess. and I have outlined existing problems
to be pursued in future research. In this way, I hope to have laid the groundwork. not only
for further inquiries into questions concerning Sarasvati/Benzaiten, but for consideration of

larger issues.
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APPENDIX

CHRONOLOGICAL CHART'
INDIA INDIA CHINA
TEXTS AND RECORDS IMAGES TEXTS AND RECORDS

1750-600 BCE Vedic literature
RV, AV, Yajur Veda, Brahmanas

400 BCE-CE Epic literature
Mbh (400 CE)

Istc. SGL preached in
small kingdom (?)

200-650 early Puranic literature

MkP (3rd-6thc.) ca. 3rd c. Jain sculp-
MP (3rd ¢.-650) ture from Kankali Tila
VayuP (4th-5thc.)

VdP (400-1000)

6th c. Los Angeles
County Museum of
Art sculpture from
Unar Pradesh

6th c. Samath sculp-
ture

417 Chi. transl. of SGL by Dharma-
ksema

1st halfof 5th c. Xuangao performs an
SGL repentance ritual to intervene in
court strife

515-518 Chu sanzang ji ji mentions SGL
repentance ritual

552 Chi. transl. of SGL by Paramartha
558 Emperor Chen Wudi studies SGL

563 Emperor Chen Wendi has a
repentarnce ritual performed

561-578 Chi. transl. of SGL by
Yasogupta and Jiianagupta

This chart inciudes ONLY entries discussed in the dissertation. Pages 302-303 should be read facing one

another, as should pp.304-305. For contents of Indian texts (with the exception of the SGL), see the table on
pp.157-58. SGL=Sutra of Golden Light ; VayuP=Vayu Purdna ; VdP=Visnudharmotara Purana.
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INDIA INDIA
TEXTS AND RECORDS IMAGES

600-700 Jain bronzes
of Akota and Vasant-~
garh

7th ¢. sculpture of
Brahmani, now in
Muscum of Baroda

302

CHINA
TEXTS AND RECORDS

2nd half of 6th ¢. Zhiyi, on the basis of
an SGL story, establishes 55 ponds for
releasing fish; writes commentaries on
Dharmaksema’s transl. of SGL and
possibly also the SGL repentance ritual
instructions of the Guoquing bailu

carly 590s Zhtyi performs a 7-day SGL
repentance ritual 1o cure the illness of
consort Xiao

597 Baogui ed. of SGL

703 Chi. transl. of SGL by Yijing



CHINA JAPAN JAPAN
IMAGES TEXTS AND RECORDS IMAGES

677 Emperor Temmu sends
messengers to expound SGL
{Dharmaksema transl. or
Baogui ed.)

680 SGL expounded in palace
and various temples

686 SGL read in palace by
100 monks

692 SGL expounded in capital
and 4 home provinces as a result
of great floods

694 100 copics of SGL sent to
provinces for reading duning st
month

696 SGL read

702 SGL expounded in 4
home provinces when Emperor
Mommu was ill

703 SGL read at 4 great
monasteries

705 SGL read in 5 great

monasterics to relieve suffering
due to drought
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INDIA INDIA
TEXTS AND RECORDS

CHINA
IMAGES

8th-10thc.
Ellora images
of Sarasvati

304

TEXTS AND RECORDS

725 Chi. transl. of Mahdvairocana
Sutra by Subhakarasimha and Yixing,
almost contemporary with Yixing's
commentary on the sutra

betore 735 Qianshi Guanyin zaocizhu
Jfayigui by Subhakarasimha (Da bian
gongde amidst 28 attendants of
Guanyin)



CHINA
IMAGES

JAPAN JAPAN
TEXTS AND RECORDS IMAGES

early 8th c. sculpture of
8-armed Benzaiten of
Hokkedd in Todaiji

725 Yijing's SGL (Saishookyo) first

mentioned as altemate to older

transl.(s)

728 chapters of older transl. SGL
distributed to provinces for peace
in the country

734 Saishookye memonzed
by all who wish to enter religious order

737 monks and nuns ol all
provinces read Saishookyo
2-3 times ¢ach month;
700 monks expound
Saishodkye in palace for
peace of state

738 Saishaakyo to be read
throughout country for peace

741 edicts summarizing plans
for the establishment of state
monasteries (kokubunji)
connected with the Saisho6kyo
and nunneries (kokubunniji)

743 Saishockyo read at Todaiji
for 7 days and nights for
happiness and purity of country

745 Saishookyo read in all
temples of the capital for 7 days
due to carthquake

749 repentance rites performed

and Saishé6kvo read in all temples

in the country during [st 7 days

of year
753 Benzaiten painting(s)
produced in sutra-copying
hall of Todaiji
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CHINA JAPAN
IMAGES TEXTS AND RECORDS

764 repentance ritual performed
in Kichijo kekasho of Todaiji for
22 days

767 high priests of all great temples
expounded Saishockyé and
Kichijoten keka took place at all
kokubunji during 1st 7 days of year

805 Two-worlds
mandala set
comissioned by
Huiguo for Kukai

9th-10th c. ink sketch of
8-armed Biancaitian from
Dunhuang, now in British
Museum (Stein Collection)

10th ¢. painting on paper
of 8-armed Biancaitian
and others from Dunhuang,
now in Musée Guimet
(Pelliot Collection)
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JAPAN
IMAGES

754 petition to set up
Benzaiten altar; inscribed
fragments of a banner and
cloth that would have been
placed below a Benzaiten
image of Todaiji; other
undated fragments with her
name, including 4 sides of
a tendon that would have
been inserted into hub of
canopy frame

764 offerings for 14 or 18
Buddhist images used in
the repentance ritual held in
the Kichijo kekasho of
Todaiji

780 Benzaiten sculpture in
Shiodo of Saidaiji

806 Chi. Two-worlds
mandala set brought by
Kikai to Japan

810-824 Benzaiten image
drawn on pillar of Tokondé
of Kofukuji

829-833 Takao Mandala set
of Jingdji

859-880 Saiin Mandala set
of Toji



CHINA JAPAN
IMAGES TEXTS AND RECORDS

943 painting on silk
of Guanyin sur-
rounded by 14 figurcs,
including 2-armed
Biancaitian, from
Dunhuang, now in
Musée Guimet
(Pelliot Collection)

954 Kichijoin of Todaiji burnt
down; Kichijo keka thence held
in Kenjakuin (Hokkedo)

10th c. painting on silk

of Guanyin surrounded

by 14 figures, including

possibly (?) Biancaitian

(2-armed), from

Dunhuang, now in

Musée Guimet

{Pelliot Collection)

10th c. fragmentary
painting of Guanyin
and attendants,
including 2-ammed
Biancaitian, from
Dunhuang, now in
Muscum of Central
Asian Antiquities
in Delhi (Stein
Collection)

late Heian- to Kamakura-period
Benten sanbukyd (Three Benten
Sutras)
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JAPAN
IMAGES

951 Two-worlds mandala
figures, incl. Benzaiten,
painted inside Daigoji
pagoda in Kyoto

1170-80 Besson -akki
illustration of 8-armed
Benzaiten of Chikubushima

ca. 1212 JGruriji zushie of
8-armed Benzaiten, now in
Tokyo University of Fine
Arts

carly Kamakura period
sculpture of Daiben-
kudokuten in Sanjisan-
gendo

1266 sculpture of biwa-
playing “naked” Benzaiten
of Tsurugaoka Hachimangii



CHINA JAPAN
IMAGES TEXTS AND RECORDS

1311-1348 Keiran shuyoshu
mentions Chikubushima,
Itsukushima, Enoshima,
Tenkawa as places of worship
of Benzaiten
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JAPAN
IMAGES

13th c. sculpture of Uga-
Benzaiten of Enoshima
Jinja

2nd half of Kamakura
period sculpture of Uga-
Benzaiten from private
collection, now in
Tokyo National Museum

14thc. painting of Uga-
Benzaiten with 15 déji of
Kotohiragt

14th c. painting of Uga-
Benzaiten of Hogonji,
Chikubushima

14th¢. sculpture of biwa-
playing “naked™” Benzaiten
of Enoshima Jinja

t4th c. painting of biwa-
playing Benzaiten of
Seikado Bunko Museum

Muromachi-period
paintings of snake-headed
Tenkawa Benzaiten of
[shiyamadera and
Noman’in, Hasedera

Edo period popularity of
Shichifukujin

2000 Saifukuji 18.5 m Uga-
Benzaiten



BIBLIOGRAPHY OF SOURCES AND WORKS CITED

ABBREVIATIONS

Sanskrit Texts (Bibliography A.)

AB Aitareva Brahmana

AV Atharva Veda

BAU Brhadaranyaka Upanisad
DM Devi Mahatmya

JB Jaiminiva Brahmana

KB Kausitaki Brahmana

KpS Kapisthala Katha Samhita
KS Kathaka Samhita

Mbh Mahabharata

MkP Markandeyva Purana

MP Matsya Purana

MS Maitrayani Samhita

PB Paricavimsa Brahmana (or Tandva Mahabrahmana)
RV Rg Veda

$B Satapatha Brahmana

B Taittiriva Brahmana

TS Taittiriva Samhita

A Vajasanevi Samhita

Chinese and Japanese Buddhist Texts (Bibliography A.)

T. Taishd shinshi Daiz6kyo.
Other (Bibliography B.)
EVP Etudes Védiques et Paninéennes [= Renou 1955-69]
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A. Text Editions Used

My translation of Chinese and Japanese titles appears in parentheses in
roman script and without quotation marks. In the case of monographs
and articles already supplied with an English title, this has been indicated
by italics for monographs and quotation marks for articles. Translations
of primary sources are noted here only if they have been cited in the
main text.

Sanskrit Text Editions

Agnimahdpuranam. Ed. Khemardja Sri Krsnadasa. Repr. of Sri Venkatc$vara Press ed.
Delhi: Nag Publishers, 1985.

Das Aitareya Brahmana, mit Ausziigen aus dem Commentare von Savanacarya und anderen
Beilagen. Ed. Theodor Aufrecht. Bonn: Adolph Marcus, 1879. [Repr. Hildesheim
and New York: Georg Olms. 1975.] English translation by Arthur Berricdale Keith
in 1920 (see Bibliography B. below).

Apastamba Srauta Siitra. See The Srauta Sitra of Apastamba belonging to the Taittiriva
Samhita with the Commentary of Rudradatta below.

Die dpokryphen des Rgveda. Ed. Isidor Scheftelowitz. Hildesheim: George Olms. Repr.
Breslau: M. & H. Marcus. 1906. This is the Rg Feda Khila.

Atharvaveda (Saunaka) with the Pada-patha and Savanacdrva’s Commentary. 5 vols. in 4
parts. Ed. Vishva Bandhu in collaboration with Bhimdev, Vidyanidhi, and Munishvar
Dev (and Virendra for part 4. fasc. 2 [=vol.5]). (Vishveshvaranand [ndological
Series, nos.13-17.) Hoshiarpur: Vishveshvaranand Vedic Research Institute, 1960-
64. English translation by William Dwight Whitney in 1905 (see Bibliography B.
below).

The Brhaddevata Attributed to Saunaka: A Summary of the Deities and Mvths of the
Rig-veda. 2 vols. (vol. 1 text; vol.2 transl.) Transl. Arthur Anthony Macdonell.
(Harvard Oriental Series. vols.5-6.) Cambridge. Mass.: Harvard University Press.
1904. [Repr. Delhi: Motilal Banarsidass, [965.]
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The Brhaddevata. Text Reconstructed from the Manuscripts of the Shorter Recension with
Introduction, Explanatory Notes, and Indices. Ed. Munco Tokunaga. Kyoto: Rinsen
Book Co., 1997.

The Brahma Puranam. Ed. Maharshi Krishnadwaipayan. (Gurumandal Serics. no.11.)
Calcutta, 1954.

Brhadaranvaka Upanisad. See The Early Upanisads below, pp.29-165.
Devi Mahaimya. See Durgasaptasati below.

Durgasaptasati with Seven Sanskrit Commentaries. Delhi: Butala & Company, 1984. This
is the Devi Mahatmya. English translation by Thomas B. Coburn in 1991 (scc
Bibliography B. below).

The Early Upanisads. Annotated Text and Translation. Ann. and transl. Patrick Olivelle.
New York and Oxford: Oxford University Press, 1998.

The Harivamsa. 2 vols. Ed.Parashuram Lakshman Vaidya. Poona: Bhandarkar Oriental
Resecarch Institute, 1971. Partial French translation by André Couture in 1991 (sce
Bibliography B. below).

Die Hymnen des Rigveda. 2 vols. Ed. Theodor Aufrecht. 2nd ed. Bonn: Adolph Marcus,
1877. (For other cditions used, sce under Rig Feda below.)

Jaiminiva Brahmana of the Sama l'eda. Ed. Raghu Vira and Lokesh Chandra. (Sarasvati
Vihara Senies, vol.31.) Nagpur: International Academy of Indian Culturc, 1954.
2nd rev. ed. Delhi: Motilal Banarsidass. 1986.

Kausitaki-Brahmana. Ed. E.R. Sreckrishna Sarma. Wiesbaden: Franz Steiner. 1968. English
translation by Arthur Berriedale Kcith in 1920 (sce Bibliography B. below).

Kapistala-Katha-Samhita. A Text of the Black Yajurveda. Ed. Raghu Vira. 2nd ed. Dclhi:
Meharchand Lachhmandas, The Sanskrit Book Depot. 1968.

Kathaka: Die Samhita der Katha-Sakha. 3 vols. Ed. Leopold von Schroeder. Leipzig: E. A.
Brockhaus. 1900-1910. [Repr. Ed. K. L. Janert. Wiesbaden: Franz Steiner, 1970-72.]

Latvavana Srauta Sitra. Sec Srauta Siitra of Latvayana with the Commentary of Agniswdmi
below.

The Mahabharata. 19 vols. Ed. V. S. Sukthankar, S. K. Belvalkar. and P. L. Vaidya. et al.
Poona: Bhandarkar Oriental Rescarch Institute, 1933-66. Partial English translation
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of critical edition by J.A.B. van Buitenen in 1973, 1975. 1978 (see Bibliography B.
below).

Maitravani Samhita: Die Samhita der Maitravaniva Sakha. 4 vols. Ed. Leopold von

Schroeder. Leipzig: E. A. Brockhaus, 1881-86. [Repr. Ed. K. L. Janert. Wiesbaden:
Franz Steiner, 1970.]

Manava-dharma Sastra. [Institutes of Manu] with the commentaries of Medhatithi,
Sarvajiianarayana, Kullika, Raghavananda, Nandana, and Ramachandra. Ed.
Visvanath Nardyan Mandlik. Bombay: Ganpat Krishnaji’s Press. 1886. Repr. New
Delhi: Munshiram Manoharlal, 1992, 2 vols. This is the Manu Smrti. English
translation of the text without commentaries by Wendy Doniger and Brian K.
Smith in 1991 (see Bibliography B. below).

Mandukya Upanisad et Karika de Gaudapada. Text and French transl. by Em. Lesimple.
Paris: Adrien-Maisonneuve, 1944.

Manu Smrti. Sce Manava-dharma Sastra above.

Markandeva Puranam. Ed. Jivananda Vidyasagara Bhattacarya. Calcutta: Sarasvati Yantra,

1879. English translation by Frederick Eden Pargiter in 1904 (see Bibliography B.
below).]

Matsyamahdpurdna. Ed. Gangavisnu Sri Krsnaddsa and Khemaraja $ri Krsnadasa. Mumbai:
Sri Venkatesvara Press, 1923.

The Matsyamahapuranam. 2 vols. Text and ann. transl. Arranged by Nag Sharan Singh.
Delhi: Nag Publishers. 1983. Although the name of the translator is not indicated.
it is the same annotated translation as the one published in The Sacred Books of the
Arvans, vol.1 (The Matsya Puranam. Ed. Jamna Das Akhtar. Ann. B.C. Majumdar.
S.C. Vasu, H.H. Wilson. Bentley. Wilford, et al. Delhi: Oriental Publishers, 1972.),
which in turn, as noted by Ludo Rocher (1986, p.196 [under Bibliography B.]). is a

reprint of a translation by a Talugdar of Oudh of 1916-1917 in the Sacred Books of
the Hindus, vol.17 (2 vols.).

Paricavimsa Brahmana. See Tandva Mahabrahmana below.
Rg Veda. See under Die Hymnen des Rigveda above and under Rig }eda below.

Rig-Veda-Samhita: The Sacred Hvmns of the Brahmans together with the Commentary of
Savanacharya. 2nd ed. 4 vols. Ed. F. Max Miiller. London: Henry Frowde. Oxford
University Press. 1890-92.(Ist ed. 6 vols.. 1849-74.) [Repr. (The Chowkhamba
Sanskrit Series. n0.99.) Varanasi:The Chowkhamba Sanskrit Series Office, 1966.]
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Rig Veda: A Metrically Restored Text with an Introduction and Notes. Ed. Barend A. Van
Nooten and Gary B. Holland. (Harvard Oriental Series. vol.50.) Cambridge. Mass.:
Department of Sanskrit and Indian Studies. Harvard University, 1994. Partial English
transiation by Wendy Doniger O’Flaherty in 1981 (see Bibliography B. below).

Rg Veda Khila. See Die Apokryphen des Rgveda above.

Sankhydyana Srauta Sitra together with the Commentary of Varadattasuta Anartiva and
Govinda. 2 vols. Ed. Alfred Hillebrandt. Calcutta: Asiatic Society of Bengal, 1855-
1899. [Repr. New Delhi: Meharchand Lachhmandas, 1981. ]

Sanskrit Texts from Bali. Ed. Sylvain Lévi. Baroda: Oricntal Institute, 1933.

The Satapatha Brahmana in the Madhvandina-Sakha with Extracts from the Commentaries
of Savana, Harisvamin, and Dvivedaganga. Ed. Albrecht Weber. Berlin and London.
1855. [Repr. (The Chowkhamba Sanskrit Series. no. 96.) Varanasi: The Chowkhamba
Sanskrit Series Office, 1964.] English Translation of text without commentarics by
Julius Eggeling in 1882-1900 (see Bibliography B. below).

Skandamahapuranam. 7 vols. Ed. Khemardja Sri Krsnadasa. Repr. of Sri Venkatcévara
Press ed. Delhi: Nag Publishers, 1986-87.

The Srauta Siitra of Apastamba belonging to the Taittiriva Samhita with the Commentary
of Rudradatta. 3 vols. Ed. Richard Garbe. Calcutta: Munshiram Manoharlal, 1983.

Srauta Siitra of Latvavana with the Commentary of Agniswami. Ed. Anandachandra
Vedantavagisa. (Asiatic Society of Bengal, new series nos. 181,184, 185, 187, 196,
198. 202, 213. 260; Bibliotheca Indica). Calcutta: Valmiki Press. 1872.

Suvarnabhasottamasutra. Das Goldglanz-Sutra, ein Sanskrittext des Mahayana-
Buddhismus. Ed. Johannes Nobel. Leipzig: Otto Harrassowitz, 1937.

Svetdsvatara Upanisad. See The Early Upanisads below, pp.413-433.
Taittiriva Brahmana. 3 vols. Ed. Godbole. Pune: Ananada Asrama, 1979.

Die Taittiriva-Samhitd. 2 vols. Ed. Albrecht Weber. (Indische Studien. vols. 11-12.) Leipzig:
F. A. Brockhaus. 1871-72. [Repr. Hildesheim and New York: Georg Olms, 1973.]
English translation by Arthur Berricdale Keith in 1914 (see Bibliography B. below).

Tandya Mahabrahmana with the Commentarv of Savana Achdrva. 2 vols. Ed. Anandachandra
Vedantavagisa. (Bibliotheca Indica. New Series. nos. 170, 175, 177, 179. 182, 188.
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190. 191. 199, 206, 207. 212, 217, 219, 221. 225. 254, 256, 268.) Calcutta: Asiatic
Society of Bengal, 1870-74. This is the Paricavimsa Brahmana. English translation
of text without commentary by Willem Caland in 1931 (see Bibliography B. below).

Vadhila Brahmana. See “Eine vierte Mitteilung iiber das Vadhilasitra” below.

The V[a]jasaneyi Samhita in the Madhyandina[-] and the Kanva-Sakha with the Commentary
of Mah[i]dhara. Ed. Albrecht Weber. Berlin and London, 1852. [Repr. (The
Chowkhamba Sanskrit Series, no. 103.) Varanasi: The Chowkhamba Sanskrit Serics

Office, 1972.] Unreliable English translation of text without commentary by Ralph
T. H. Griffith in 1899 (see Bibliography B. below).

The Valmiki Ramayana: Critical Edition. 7 vols. Ed. G.H. Bhatt and U.P. Shah. Baroda:
Oriental Institute, 1960-75. English translation of first five kdndas under ed. Robert
P. Goldman. For the translation of the Bdlakanda. see Goldman 1984 (Bibliography
B. below).

Vavu Purana. Ed. Khemaraja Sri Krsnadasa. Mumbai: Sri Venkatesvara Press, 1933.

“Eine vierte Mitteilung iiber das Vadhilasitra.” Ed. and transl. Willem Caland. Acta
Orientalia 6:2-3, pp.97-241. 1927. [repr. Willem Caland: Kleine Schriften, ed.
Michael Witzel. Stuttgart: Franz Steiner, 1990. pp.397-541.] This is a part of the
Vadhila Brahmana.

Visnudharmottara-Purana. Khanda [lI. Ed. Priyabala Shah. (Gackwad’s Oriental Serics.
vol.130.) 1958. Repr. (Although the copyright page claims it is a second edition. as
the foreword indicates. it is indeed a reprint.) Vadovara: Oriental Institute, Maharaja
Sayajirao University of Baroda, 1994.

Chinese and Japanese Text Editions

Benten sanbukyé. See Bussetsu saishogokoku Ugaya tontoku ny6ihdju daranikyé, Bussetsu
sokushin hin den fukutoku enman Uga shinshé bosatsu byvakuja jigen sannichi
Jjajukye, and Bussetsu Ugajinno fukutoku enman daranikyo below.

Besson zakki B MEST (Miscellaneous Records on Different Venerables). 57 fascs..

composed by Shinkaku 0 (1117-80). T. vol.88. n0.3007 [Zuzo [EI{%
(Iconography), vol.3]).
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Bussetsu saishogokoku Ugava tontoku nyéihdju daranikve 11355 B & B & HEEE R0
BEHIRPEEEER (Dharani Sutra of the Buddha’s Teaching for the Greatest
Protection of the Country by Ugaya's Sudden Attainment Wish-fulfilling Jewel) of
the Benten sanbukyé K =% #Z (Three Sutras of Benten) composed in the late
Heian to the Kamakura period. See Yamamoto 1998, pp.475-478.

Bussetsu sokushin hin den fukutoku enman Uga shinsho bosatsu byakuja jigen sannichi
jojukye {LFLEN 5 REEfR i M+ B/ M £ 5 0 i /R" 3 = B BUBEE (Sutra of the
Buddha's Teaching for Changing Poverty into Complete Good Fortune While Still
Alive by the Manifestation of the Divine General and Bodhisattva Uga as a White
Snake in the Three-day Accomplishment) of the Benten sanbukyo K =4

(Three Sutras of Benten) composed in the late Heian to the Kamakura period. See
Yamamoto 1998. pp.479-480.

Bussetsu Ugajinné fukutoku enman daranikvé (LR F & ## TPERESESE (Dhdrani Sutra of
the Buddha’s Teaching for [Attaining] Complete Good Fortune through King Ugajin)
of the Benten sanbukyo ¥t K = #E (Three Sutras of Benten) composed in the late
Heian to the Kamakura period. See Yamamoto 1998. pp.481-482.

Chen shu B8R (Book of the Chen. 557-89). 36 fascs.. compiled by Yao Silian ok FEBE
(557-637) in 636. Beijing: Zhonghua shuju B EREF. 1972.

Chu sanzang ji ji i =# L% (Collection of Records Concerning the Translation of the
Three Storchouses). 15 fascs., by Sengyou f§#5 (445-518). complcted in 515,
revised by the author before his death. T. vol. 55, no.2145.

Dai Nihon komonjo X B 215 303, vols. 3. 5. and 16. Ed. Toky6 daigaku shiryd hensanjo
RREKEREWBER  (Tokyo University, Department of Humanities,
Historiographic Institute). Tokyo: Tokyo teikoku daigaku bungakubu B3 B A
#XF I (Tokyo Imperial University, Department of Humanities). 1902 (vol.3).
1904 (vol.5). 1927 (vol.16).

Da Piluzhena chengfo shenbian jiachi jing 7 5218 & A 5% B #h82 H0FFE, also called Dari
jing KHB#E. 7 fascs. Chinese translation of the Mahdvairocana Sitra by

Subhakarasimha (Shanwuwei ¥ # 8. 637-735) and Yixing —1T (683-727). T.
vol.18. no.848.

Da Piluzhena chengfo shenbian jiachi jing shu K B8 EIR B9 B INFELEH, also called

Dari jing shu R H K. 20 fascs. Commentary by Yixing —17T (683-727) on the
Da Piluzhena chengfo shenbian jiachi jing. T. vol. 39. no.1796.
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Da bore boluomiduo jing AAZE KB Z#E. 600 fascs. Chinese translation of various
texts (sce Conze 1960, p.28 [Bibliography B. below]), such as the
Astasahasrikdprajiiaparamita Sitra. by Xuanzang % 4% (d. 664) between 660-663.
The Chinese title corresponds to Mahaprajriaparamita Satra. T. vols.5-7, n0.220.

Da fangdeng wuxiang jing. 6 fascs. Chinese translation of the Great Cloud Sutra (Mahamegha
Sitra) by Dharmaksema (Tanwuchen & 23, 385-433 or 436) in 417. T. vol.12,
no.387.

Dayun jing K E#L. See under Da fangdeng wuxiang jing above.
gaeng

Dayvun jing Shenhuang shouji yishu KEFE M 2IZ3CEH (Commentary on the Meaning
of the Prophecy about Shenhuang in the Great Cloud Sutra), 1 fasc.., written by
Faming %8 and others in 690. Two fragmentary manuscripts from Dunhuang
(Stein Collection, nos.6502 and 2658) arc kept at the British Library. The two
manuscripts are entirely reproduced in Forte 1976 (see Bibliography B. below).
Forte also provides an English translation (1976, pp.183-238).

Dengyé6 Daishi shirai Taishi roku {34 KR # 3K & 41 $% (Bibliography ofthe texts collected
in Taish@ [Chi. Taizhou] by Dengyd Daishi [=Saicho]). I fasc.. compiled by Saicho
B8 (767-822) in 805. T. vol.55. n0.2159.

Fozu tong ji 1%L (A Comprehensive Record of the Buddha [Sakyamuni] and [Other]

Patriarchs), 54 fascs.. compiled by Zhipan ;&% (d. after 1269) between 1258 and
1269). T. vol.49, no.2035.

Gao seng =huan %5 {88 (Biographies of eminent monks), 14 fascs. completed by Huijiao
EREPZ (497-554) ca. 530. T. vol.50, no. 2059. Partial French translation by Robert
Shih in 1968 (sec Bibliography B. below).

Goshérai mokuroku 135 # H §% (Catalogue of [the Chinese Buddhist Texts] Brought back
[to Japan from China)). | fasc.. compiled by Kiikai ZE# (774-835) and presented
to the court in 806. T. vol.55. no.2161.

Guanding jing B THAZ (Consecration Sutra), 12 fascs.. a collection of 12 individual sutras.

each contained in a single fasc.. compiled in the mid-fifth century (see Strickmann
1990 (Bibliography B.]). T. vol.21, no.1331.

Guang hongming ji F&9LBA # (An Expansion of the Hongming ji [Collection for Glorifying
and Elucidating [Buddhism]}). 30 fascs., compiled by Daoxuan EE (596-667). T.
vol.52, no.2103.
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Guoging bailu BE E# (One hundred documents related to the Guoqingsi temple). 4
fascs.. compiled by Guanding #E (561-632) in ca. 607. T. vol. 46. no. 1934.

Huapin congshu &t %, ed. Yu Anlan T%{#. Shanghai: Renmin meishu chubanshe
AR HRRAL, 1982,

Huashi congshu EHR#EE. 5 vols., ed. Yu Anlan TZi{¥. Shanghai: Renmin meishu
chubanshe A\ REMTHiAR#E, 1963. [Repr. 1982.]

Hebu Jinguangming jing & &B& YEBA#E, 8 fascs. Chinese translation of the Suvarnabhdsa
Sitra (Sutra of Golden Light) by Dharmaksema (Tanwuchen & #3%. 385-433 or
436), Paramartha (Boluomotuo {&#EKFE, 500-569), Yasogupta (Yeshejueduo HF
FW# % n.d.) and Jiidnagupta (Shenajueduo MR IRIE £, 523-600). cdited by Baogui
B in 597. T. vol. 16. no.664.

Jinguangming chanfa buzhuyi & FPAIRIE#B) & (Supplementary rituals to the [Sutra of)
Golden Light repentance method), 1 fasc., compiled by Zunshi # i (946-1032). T.
vol.46. no.1945.

Jinguangming jing €A, 4 fascs. Chinesc translation of the Suvarnabhdsa Sitra
(Sutra of Golden Light) by Dharmaksema (Tanwuchen & 3. 385433 or 436).
completed in 417. T. vol. 6. n0.663.

Jinguangming jing wenju ‘& JEA#E LH] (A Textual Commentary on the Jinguangming
Jjing). 6 fascs.. lectures of Zhiyi %' Bg (538-597) compiled by his disciple Guanding
#ETH (561-632) sometime between 597 and 632. T. vol.39. no.1785.

Jinguangming jing wenju ji & EHAE AL (A Sub-commentary on the Jinguangming
jing wenju), 6 fascs., composed by Zhili %8 (960-1028) in 1027. T. vol.39.
nos. 1 786.

Jinguangming jing xuanyi & R L # (The Mysterious Meanings of the Jinguangming
Jjing). 1 fasc., lectures of Zhiyi ¥ 4§ (538-597) compiled by his disciple Guanding
#E]E (561-632) sometime between 597 and 632. T. vol.39, no.1783.

Jinguangming jing xuanvi shivi ji €76 Z A BAC (A Record of Collected Omissions
on the Jinguangming jing xuanyi), 6 fascs.. composed by Zhili F'#8 (960-1028) in
1023. T. vol.39, no.1784.

Jinguangming -uishengwang jing 6K T, 10 fascs. Chinese translation of the
Suvarnabhdsa Sitra (Sutra of Golden Light) by Yijing F#% (635-713). completed
in 703. T. vol.16. n0.665. German translation by Johannes Nobel in 1958 (see
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Bibliography B. below).

Jinguangming cuishengwang jing shu EFPAEEELHH (A Commentary on the
Jinguangming -uishengwang jing), 6 fascs.. composed by Huizhao &X{& (650-715).
T. vol.39. no.1788.

Kaiyuan Shijiao lu TR TCFE# Ek (Kaiyuan Era Catalogue of the $akya Teaching). 20 fascs..
by Zhisheng & # (d.u.). completed in 730. T. vol.55. n0.2154.

Keiranshayoshi iE &8 % (Valley storm lost leaves), 113 fascs.. composed by Kashi
H:5% (active between 1311 and 1348). T. vol.76. n0.2410.

Kofukuji ruki BARFUREC (Kofukuji inventory), | fasc. Dai Nihon bukkyé zensho K8 A&
L. ¥ 2 & (Ed. Bussho kankdkai hensan 1A T 17 €% ¥. Tokyo: Bussho kankdkai
{LEFIITE, 1915.), vol.123, pp.1-28.

Kohon ‘Rekidai meiga ki’ BeAFEAR A # L. Taniguchi Tetsuo's B8R critical edition
of Zhang Yanyuan's REZ)E Lidai minghua ji FEH4 KIS (Records about the
Famous Painters through the Ages), together with Zhang Yanyuan’s minor work
Minghua lie jing lu % 8BS, including also a very detailed index of the Lidai
minghua ji. Tokyo: Chiio koron bijutsu shuppan tf g2/ R EMHIK. 1981, Sce
also Lidai minghua ji below.

Konkémyo saishdokyo gensi ®XEAREF L LE (The Mysterious Pivot of the
Jinguangming -uishengwang jing). 10 fascs.. by Gangyo §HFZ& (835-871) ct al. T.
vol.56. n0.2196.

Konkomyé  saishookvo chushaku EVCPAREF EAZZERE (A Commentary on the
Jinguangming -uishengwang jing), 10 fascs.. by Mydichi 8§ — (728-798). T. vol.56,
no.2197.

Konshokyo himitsu kada B TAEWTEMEE (Secret gathas of the Jin[guangming
suilshengwang jing). | fasc.. composed by Kikai ZE{#§ (774-835). T. vol.56.
n0.2199b.

Lidai minghua ji FEfR4 #3C (Records about the Famous Painters through the Ages) by
Zhang Yanyuan JRZiE, 10 fascs.. written in 847. Huashi congshu. vol.1. See also
under Kohon ‘Rekidai meiga ki’ above. For an English translation. see Acker 1954
and 1974 (Bibliography B.).

Lidai sanbao ji BEfX = 3C (Records of the Three Jewels [i. e. Buddhism] through the
Ages), 15 fascs.. by Fei Zhangfang & &2, completed in 597. T. vol.49. n0.2034.

318



Nihongi H A5, 2 vols. Ed. Sakamoto Tard BR A KEE, Ienaga Saburd &Kk =HF. Inoue
Mitsusada # £ 55, and Ono Susumu KEFF (ann.). Nikon koten bungaku taikei
H A< dy 1 OB AR, vols.67-68. Tokyo: Iwanami shoten & ik EE. 1965-67. See

also Nihonshoki below. English translation by W.G. Aston in 1896 (see Bibliography
B. below).

Nihon sandai jitsuroku H A =fXFEEX (Japan’s True record of the three generations). 2
vols. Ed. Kuroita Katsumi 2458 3 and editorial board of Kokushi Taikei. Kokushi
taikei BB KR, Tokyo: Yoshikawa Kobunkan #JI1543CHE. 1981 (vol. 2), 1983
(vol. 1).

Nihonshoki B &AL, 2 vols. Ed. Kuroita Katsumi 2 A8 3 and editorial board of Kokushi
Taikei. Kokushi taikei B £ K% Tokyo: Yoshikawa Kobunkan & /1154 3ZfE, 1982-

83. See also Nihongi above. English translation by W.G. Aston in 1896 (sce
Bibliography B. below).

Qtanshi Guanyin zaocidi favigui T+ 8 &G K EEH (Ritual Rules when Making the
Thousand-armed Avalokites$vara), | fasc.. by Subhakarasimha (d.735). T. vol.20,
no.1068.

Quan Tang shi 2ZFE & (Complete Poems of the Tang Dynasty). 900 fascs.. compiled by
Peng Dingqiu %7€ 3K (1645-1719) and others, printed by Cao Yin % % (1658-1712),
imperial preface of 1707. Zhonghua shuju. 1960. Repr. Hongye shuju 355,
Taibei. 1977.

Renwang bore boluomi jing 1= ERXE K i & A8 (Prajiiapdramita Sitra for the Benevolent
Kings). | fasc.. attributed to Kumadrajiva (344-413), but written ca. 470-490 (sce
Orzech 1998 [under Bibliography B.]). T. vol.8, no.245.

Saidaiji shizai rukichd FRFEMTIICH (Inventorial register of Saidaiji’s assets). 4
fascs. Dai Nihon bukkvé zensho KH AR{LE2® (Ed. Bussho kankdkai hensan
{LEFIITEHE. Tokyo: Bussho kankokai fAEFFIITE. 1913.). vol.118, pp.157-
185.

Saishookyo usoku Fx/gf £AET]E (The Feathers [i.e. wings] and Feet of the [Jinguangming]
zuishengwang jing). 1 fasc.. by Hydbi 4 (d.u.). T. vol.56, no.2198.

Saishdokvo kaidai #B EAEHE (An Exposition of the [Jinguangming] -uishengwang
jing), 1 fasc.. composed by Kiikai 2= (774-835). T. vol.56. no.2199a.

Sandai jitsuroku. See Nihon sandai jitsuroku above.

319



Shoku Nihongi & H A%, 2 vols. Ed. Kuroita Katsumi E4XB3% and editorial board of

Kokushi Taikei. Kokushi taikei B % K%. Tokyo: Yoshikawa Kobunkan & J11543C
fE. 1983.

Sui Tiantai Zhizhe Dashi biezhuan F§RE % BRI (A separate biography of Great
Master Zhizhe [= Zhiyi] of Mount Tiantai, the Sui Dynasty), 1 fasc.. composed by
Guanding #E]§ (561-632) in ca. 605. T. vol. 50, no. 2050.

Taisho shinshii Daizokyé KIESTE KEAE (The Buddhist Canon, New Compilation of the
Taishd [1912-1926] Era). Compiled under the direction of Takakusu Junjird & f#
JE R BR (1866-1945) and Watanabe Kaigyoku %37/ (1872-1933), vols. 1-85,
Issaikyd kankokai —YHEFI 1T, Tokyo. 1924-1932;

Taishé shinshit Daiz6kyé. Zu=6 BHE, vols. 1-12, Daizo shuppan K& H AR, Tokyo.
1933-1934,

Tangchao minghua lu F§#4 &&k (Record of Famous Painters of the Tang Dynasty), |
fasc.. by Zhu Jingxuan &t %. Completed in ca. 840. Huapin congshu. pp. 63-88.

Todaiji voroku H K<F E&% (Important Records of Todaiji), compiled in the carly twelfth

century. Includes temple documents and a chronicle of Todaiji history. Ed. Tsutsui
Eishun {5 # % . Tokyo: Kokusho kankokai El# 1T £, 1944.

Tuhua jianwen hi B % & (Record of Experiences in Painting). 6 fascs.. written by

Guo Ruoxu $BA 5 (ca. 1020-after 1075). Completed in 1074. Huashi congshu.
vol. I.

Tuoluoni ji jing FEFETE#:4% (Dharani Collection Sutra), 12 fascs., attributed to Adiquduo

[T 4 88 % (Skt. Atikita. Atigupta?) (arrived in Chang’an in 651 and worked there
from 653-654). T. vol.18. no.901.

Xu Gao seng zhuan % {8 (A continuation of biographies of Eminent monks), 30 fascs.
initially completed by Daoxuan #& (596-667) in 645. T. no. 2060, vol. 50.

Yizhou minghua lu # M4 &k (Records of Famous Painters of Sichuan). 3 juan. written
by Huang Xiufu #4K# (?-after 1006) in the second half of 10th century. Preface

by Li Tian Z=BX dated 1006. Huashi congshu. vol. IV, pp.1-42. Huashi congshu &
$EE vold, pp.1-42.

320



B. Works and Translations

Acker, R.B. William (transl.). 1954, 1974. Some T'ang and pre-T’ang Texts on Chinese

Painting, 2 vols (vol.2 in 2 parts). Brill, Leiden. Text (vol.2, part 2) and translation
of the Lidai minghua ji FEARV 4 B 3C.

Agrawala, R.C. 1958. “The Goddess Mahisasuramardini in Early Indian Art.” Artibus
Asiae 21:2, pp.123-130.

Agrawala. Vasudeva S. 1963. Matsya Purana—-A Study. Varanasi: All-India Kashiraj Trust.

Airi, Raghunath. 1977. Concept of Sarasvati (In Vedic Literature). Rohtak: The Rohtak
Co-operative Printing and Publishing Society. (Distributed by Munshiram
Manoharlal.)

Allan, John. 1914. 4 Catalogue of the Indian Coins in the British Museum. Catalogue of
the Coins of the Gupta Dvnasties and of Sasdnka, King of Gauda. Repr. London:
The Trustees of the British Museum, 1967.

Altekar, Anant Sadashiv. 1957. The Coinage of the Gupta Empire. Banaras: Banaras
Numismatic Society of India. Banaras Hindu University.

Aston. William George (transl.). 1896. Nihongi. Chronicles of Japan from the Earliest
Times to A.D. 697. Supplement to The Transactions and Proceedings of the Japan
Society. London: Kegan Paul. Repr. London: George Allen & Unwin; New York:
Paragon Book Reprint, 1956.

Auboyer, Jeannine. 1965. “Quelques réflexions a propos du cakra, arme offensive.” Ars
asiatiques XI:1. pp.119-130.

Bajpai, K. D. 1946. “Jain Image of Saraswati in the Lucknow Museum.” Jaina Antiquary
XI:2, pp.1-4.

Banerjea. Jitendra Nath. 1956. The Development of Hindu Iconography. Calcutta: University
of Calcutta.

Barrett, Timothy H. 1998. “Did [-ching Go to India? Problems in Using [-ching as a Source
for South Asian Buddhism.” Buddhist Studies Review 15.2 (1998), pp. 142-156.

Barua, Benimadhab. 1934-37. Barhut. 3 vols. (Indian Research Institute Fine Arts Series.
no.l.) Calcutta: Satis Chandra Seal. [ndian Research Institute.

321



Beatty, Andrew. 1999. larieties of Javanese Religion: An Anthropological Account.
(Cambridge Studies in Social and Cultural Anthropology.) Cambridge. UK.
Cambridge University Press.

Benfey, Theodor. 1848. Die Hymnen des Sama-Veda. Leipzig: F. A. Brockhaus. [Repr.
Hildesheim and New York: Georg Olms, 1978.]

Benveniste. Emile and Louis Renou. 1934. Vrtra et VrOragna: Etude de Mythologie
Indo-Iranienne. (Cahiers de la Société Asiatique, vol. 3.) Paris: Imprimerie Nationale.

Bergaigne, Abel. 1878-83. La Religion Veédique d’apres les Hymns du Rigveda. 3 vols.
Paris. 2nd ed. Paris: Librairic Honoré Champion. 1963.

Bhattacharya, B. C. 1939. The Jaina Iconography. Lahore. 2nd rev. ed. (with introduction

by B.N. Sharma. bibliography. index. and photos) Delhi: Motilal Banarsidass,
1974.

Bhattacharyya, Benoytosh. 1968. The Indian Buddhist Iconography. Calcutta: Firma K.L.
Mukhopadhyaya.

Bhattacharyya. Kanailal. 1983. Sarasvati: 4 Study of her Concept and Iconography . Calcutta:
Saraswat Library.

Bhattasali. Nalini Kanta. 1923. “Notes on the Gupta and Later Gupta Coinage.” Journal of

the Asiatic Societv of Bengal. Numismatic Supplement no. XXXVII. article 239.
pp-54-64.

. 1929. Iconography of Buddhist and Brahmanical Sculptures in the Dacca Museum.
Dacca: Rai S.N. Bhadra Bahadur.

Biardeau. Madeleine. 1977. “Mythe épique et hindouisme d’aujourd’hui.” Indologica
Taurinensia 3, pp.43-53.

. 1981. “L’arbre sami et le buffle sacrificiel.” Autour de lfz Déesse hirrqoue. Ed.
Madeleine Biardeau. (Collection Purusartha, no.5.) Paris: Editions de I’Ecole des
Hautes Etudes en Sciences Sociales.

Bloomfield, Maurice. 1890-93. “Contributions to the Interpretation of the Veda.” Journal
of the American Oriental Society 15, pp.143-188.

Bohtlingk, Otto and Rudolph Roth. 1855-75. Sanskrit-Wérterbuch. 7 vols. St. Petersburg:
Kaiserlichen Akademie der Wissenschaften [Repr. Delhi: Motilal Banarsidass. 1990.]

322



Boisselier, Jean. 1955. La ’statuaz're Khmere et son evolution. 2 vols. (text and plgtcs).
(Publications de I’Ecole Frangaise d’Extréme-Orient, no.XXXVIL.) Saigon: Ecole
Frangaise d'Extréme-Orient.

. 1963. La statuaire du Champa: recherches sur les cultes et l'iconographie.
(Publications de I’Ecole Frangaise d’Extréme-Orient, no.LIV.) Paris: Ecole Frangaise
d'Extréme-Orient.

Biihler, G. 1888. “Further Proofs for the Authenticity of the Jaina Tradition.” [Part 1]
Wiener Zeitschrift fiir die Kunde des Morgenlandes 2, pp.141-46.

-—-—-. 1889. “Further Proofs for the Authenticity of the Jaina Tradition.” [Part 2] Wiener
Zeitschrift fiir die Kunde des Morgenlandes 3, pp.233-40.

-e=——-. 1890. “Further Proofs for the Authenticity of the Jaina Tradition.” [Part 3] Wiener
Zeitschrift fiir die Kunde des Morgenlandes 4., pp.313-331.

Burgess. J. A. S. (ed.). 1892-94. Epigraphia Indica: A Collection of Inscriptions
Supplementary to the Corpus Inscriptionum Indicarum of the Archaeological Survev.
2 vols. Archaeological Survey of India. Calcutta: Superintendent, Government
Printing.

Caland. Willem (ed. and transl.). 1927. “Eine vierte Mitteilung iiber das Vadhiilasiitra.”
Acta Orientalia 6:2-3, pp.97-241 [repr. Willem Caland: Kleine Schriften, ed. Michael
Witzel, Stuttgart: Franz Steiner, 1990. pp.397-541.] This is a part of the }adhila
Brahmana.

. 1929. “A Vaidic Wedding Song.” Acta Orientalia 7, pp.305-311.

-~ (transl.). 1931. Paricavimsa-Brahmana. The Brahmana of Twenty-five Chapters.
(Bibliotheca Indica Sanskrit Series, n0.255.) Calcutta: The Asiatic Society. [Repr.
1982.]

Chattopadhyaya. K. 1986. Rg Fedic River Sarasvati. New Delhi and Allahabad: Northern
Book Centre.

Chen. Jinhua. 1999. Making and Remaking History: A Study of Tiantai Sectarian
Historiography. (Studia Philologica Buddhica Monograph Series, vol.XIV.) Tokyo:
The International Institute for Buddhist Studies.

. (forthcoming). “Dharmaksema (385-433): A Fifth Century Indian Buddhist
Missionary in China™ (provisional title).

323



Chhabra, Bahadur Chand. 1986. Catalogue of the Gupta Gold Coins of the Bavana Hoard
in the National Museum. New Delhi: National Museum.

Clark, W.E. 1937. Two Lamaistic Pantheons. 2 vols. Cambridge: Harvard-Yenching.

Coburn, Thomas B. 1984. Devi-Mahatmya. The Crystallization of the Goddess Tradition.
Delhi: Motilal Banarsidass.

s—mmmeee. 1991, Encountering the Goddess. A Translation of the Devi-Mahdtmva and a
Study of Its Interpretation. Albany. N.Y.: State University of New York Press.

Conze, Edward. 1960. The Prajiaparamita Literature. (Indo-Iranian monographs. vol.6.)
The Haguc: Mouton & Co.. 's-Gravenhage.

Coomaraswamy. Ananda K. 1928. “1. Indra, with Special Reference to ‘Indra’s Visit.””
Eastern Art 1:1. pp.3341.

. 1930. “The Parts of a Vina.” Journal of the American Oriental Socierv 50.
pp.244-53.

-~e-—--. 1956. La Sculpture de Bharhut. Paris: Vanocst.
Cort, John. 1987. “Medieval Jaina Goddess Traditions.” Numen 34:2, pp.235-55.

Couture, André (transl.). 1991. L enfance de Krishna. Paris: Editions du Cerf and Laval.
Quebec: Presses de I’Université Laval. French translation of chapters 30-78 of the
Harivamsa.

Dange, Sadashiv Ambadas. 1963. “Prajapati and his Daughter.” Puranam S:1. pp.39-46.

. 1979. Sexual Symbolism from the Vedic Ritual. Delhi: Ajanta Publications.

Das Gupta. Sivaprasad. 1955. “Identification of the Ancient Sarasvati River.” A//-India
Oriental Conference, Proc. and Trans. pp. 535-38. Annamalainagar: The Reception
Committee.

Delbriick, Berthold. 1968. 2nd ed. Altindische Syntax. Darmstadt: Wissenschaftliche
Buchgesellschaft.

Dikshitar, V. R. Ramachandra. 1951-55. The Purana Index. 3 vols. Madras. Repr. Delhi:
Motilal Banarsidass, 1995.

324



Dimmitt, Cornelia and J. A. B. van Buitenen (ed. and transl.). 1978. Classical Hindu
Mythology: A Reader in the Sanskrit Puranas. Philadelphia: Temple University
Press.

Dixit, V. V. 1943-33. “Brahman and Sarasvati.” Poona Orientalist 8:1-2. pp.66-67.

Doniger, Wendy and Brian K. Smith (transl.). 1991. The Laws of Manu. London: Penguin
Books.

Eggceling, Julius (transl.). 1882-1900. The Satapatha Brahmana according to the Text of
the Madhyandina School. 5 vols. (The Sacred Books of the East. vols. 12, 26, 41,
43, 44.) Oxford: Clarendon Press. [Repr. Delhi: Motilal Banarsidass, 1963.]

Eiseman. Fred B., Jr. 1989. Bali: Sekala and Niskala. Vol.1. Essavs on Religion, Ritual,
and Art. Berkeley and Singapore: Periplus Eds.

Emmerick. R.E. (transl.). 1996. The Sutra of Golden Light. Being a Translation of the
Suvarnabhasottamasitra. 3rd rev. ed. Oxford: Pali Text Society.

Emington, E. and J. Cribb with M. Claringbull (ed.). 1992. The Crossroads of Asia:
Transformation in Image and Symbol in the Art of Ancient Afghanistan and Pakistan.
Cambridge: The Ancient India and Iran Trust.

Fergusson. James and James Burgess. n.d.. The Cave Temples of India. Repr. Delhi:
Oriental Book Reprint, n.d.

Fleet, John Faithfull. 1887. Corpus Inscriptionum Indicarum. Vol. 3. [nscriptions of the
Early Gupta Kings and their Successors. Repr. Varanasi: Indological Book House.
1970.

Fontein, Jan et al. 1990. The Sculpture of Indonesia. Washington: National Gallery of Art.
and New York: Harry N. Abrams.

Forte, Antonino. 1976. Political Propaganda and Ideology in China at the End of the
Seventh Century. Napoli: Istituto Universitario Orientale. Seminario di Studi Asiatici.

. 1988. Mingtang and Buddhist Utapias in the History of the Astronomical Clock:
The Tower, Statue and Armillary Sphere Constructed by Empress Wu. Rome:
Istituto Italiano per il Medio ed Estremo Oriente (Is.M.E.Q.), and Paris: Ecole
Francgaise d’Extréme-Orient.

. 1992. “Chinese State Monasteries in the Seventh and Eighth Centuries.” Eché O
Go-Tenjikkoku den kenkyi SBHAREEMIR (Huichao’'s Wang

325



Wu-Tianzhuguo zhuan Record of Travels in Five Indic Regions). Ed. Kuwayama
Soshin %11 [E 3. Kyoto: Kydto daigaku Jinbun kagaku kenkytijo RE KA
BHEEBF7EAT (Institute for Research in Humanities, Kyoto University), pp.213-258.

-. Forthcoming. “The Five Kings of India and the King of Kucha who according to
the Chinese Sources Went to Luoyang in 692.” To appear in a volume of essays in
honour of Ranicro Gnoli. edited by Raffacle Torella. Universita di Roma “La
Sapienza”.

Foucher, Alfred. 1905, 1918. L'drnt Gréco-Bouddhique du Gandhdra. 2 vols. Paris:
Imprimerie Nationale.

Fritsch, Ingrid. 1996. Japans blinde Singer im Schutz der Gottheit Myoon-Benzaiten.
Miinchen: Iudicium-Verlag.

Geldner, Karl Friedrich (transl.). 1951. Der Rigveda aus dem Sanskrit ins Deutsche iiberset=t
und mit einem laufenden Kommentar versehen. 3 vols. (Harvard Oriental Series,
vols. 33, 34, 35.) Cambridge. Mass.: Harvard University Press.

Ghosh, A. (ed.). 1974-75. Jaina Art and Architecture. 3 vols. New Delhi: Bharatiya Jnanpith.

Ghosh, Niranjan. 1984. Sri Sarasvati in Indian Art and Literature. (Sti Garib Das Oricntal
Series. no. 11.) Delhi: Sri Satguru.

Girard-Geslan, Maud. et al. 1994. A4rt of Southeast Asia. Paris: Editio-Editions Citadelles
& Mazenod. Repr. New York: Harry N. Abrams, 1998.

Godbole, N. N. 1961. “Rg-Vedic Sarasvati.” Annals of the Bhandarkar Oriental Research
Institute 42: 1-4, pp. 1-41.

Goetz, Hermann. 1957. “Late Gupta Sculpture in Afghanistan: The *Scoretti Marble’” and
Cognate Sculptures.” Arts asiatiques 4:1, pp.13-19.

Goldman, Robert P. (transl.). 1984. The Ramayana of Valmiki: Balakanda. Princeton:
Princeton University Press.

Gombrich, Richard F. 1988. Theravada Buddhism. A Social History from Ancient Benares
to Modern Colombo. London and New York: Routledge & Kegan Paul.

Gonda . Jan. 1950. Notes on brahman. Utrecht: J.L. Beyers.

. 1963. The Vision of the Vedic Poets. In Disputationes Rheno-Trajectinae. vol. 8.
The Hague: Mouton & Co.

326



. 1975. Vedic Literature (Samhitas and Brahmanas). (A History of Indian Literature.
vol.l, fasc.1.) Wiesbaden: Otto Harrassowitz.

. 1980. The Mantras of the Agnvupasthana and the Sautramani. Amsterdam, Oxford,
New York: North Holland.

-—-——-. 1985. Pusan and Sarasvati. (Verhandelingen der Koninklijke Nederlandse
Akademic van Wetenschappen, Afd. Letterkunde. Nieuwe Reeks, Deel 127.)
Amsterdam, Oxford, and New York: North Holland.

Gordon, Antoinette K. 1959. The Iconography of Tibetan Lamaism. Tokyo: Charles E.
Tuttle. Repr. New York: Paragon Book Reprint Co., 1967.

Granoff, Phyllis. 1970. “Tobatsu Bishamon: Threec Japanese Statues in the United States
and an Outline of the Rise of This Cult in East Asia.” East and West 20:1-2.
pp. 144-68.

Grassmann, Hermann. 1873. Worterbuch -um Rig-Veda. Leipzig: F. A. Brockhaus. Rev.
ed. Maria Kozianka. Wiesbaden: Otto Harrassowitz, 1996.

Griffith. Ralph T. H. 1899. The Texts of the White Yajurveda or Vajasaneva-Sambhita.
Benares: Lazarus. Rev. ed. New Dcthi: Munshiram Manoharlal, 1987.

Griinwedel. Albert. 1920. Buddhistische Kunst in Indien. 2nd ed. Berlin and Leipzig:
Walter De Gruyter & Co.

Guérinot, A. 1908. Répertoire d'épigraphie Jaina. Ed. Emest Leroux. Paris: Imprimerie
Nationale.

Gupta. Anand Swarup. 1962. “Conception of Sarasvati in the Puranas.” Piranam 4:1. pp.
55-95.

-meme-a—. 1966. “Sarasvati as the River-Goddess in the Puranas.” All-India Oriental
Conference, Proceedings and Transactions. Vol. 2. pp. 68-80. Ed. Maheswar Neog.
Gaubhati, Assam: All India Oriental Conference.

Gupta. Sanjukta, Dirk Jan Hoens, and Teun Goudriaan. 1979. Hindu Tantrism. Leiden.
Koln: E.J. Brill.

Gupte. Ramesh Shankar and B. D. Mahajan. 1962. 4djanta, Ellora and Aurangabad Caves.
Bombay: D. B. Taraporevala Sons & Co.

327



Hakeda, Yoshito H. 1972. Kukai: Major Works. New York and London: Columbia University
Press.

Hardacre, Helen. 1997. Marketing the Menacing Fetus in Japan. Berkeley. Los Angeles.
London: University of California Press.

Harle. J. C. 1970. “On a Disputed Element in the Iconography of Early Mahisasuramardini
Images.” Ars Orientalis 8. pp.147-153.

. 1987. The Art and Architecture of the Indian Subcontinent. Repr. with corrections
of 1986 original. Harmondsworth, England: Penguin Books.

Hartel. Herbert. 1973. “Die Kusana-Horizonte im Hiigel von Sonkh (Mathura).” Indologen-
Tagung 1971. Verhandlungen der Indologischen Arbeitstagung im Museum fiir
Indische Kunst Berlin, 7.-9. Oktober 1971. Ed. Herbert Hartel and Volker Moeller.
Wiesbaden: Franz Steiner.

Hazra, R. C. 1940. Studies in the Puranic Records on Hindu Rites and Customs. Dacca:
University of Dacca. [Repr. Delhi: Motilal Banarsidass, 1975.]

. 1958. Studies in the Upapuranas. Vol.l Saura and Vaisnava Upapurinas. Calcutta:
Sanskrit College, 1958.

Heesterman, J.C. 1957. The Ancient [ndian Roval Consecration. The Hague: Mouton &
Co.

Hillebrandt, Alfred. 1927-29. Vedische Mythologie. 2nd ed. 2 vols. Breslau: M. & H.
Marcus. [Repr. Hildesheim: Georg Olms, 1965.] English Translation by S. Rajeswara
Sarma: Vedic Mythology. 2 vols. Delhi: Motilal Banarsidass. 1981.

Hobdgirin. 1929-1994. Hobogirin 153 4K, Dictionnaire encyclopédique du bouddhisme
d’apres les sources chinoises et japonaises: Fasc. [ (1929), I (1930), III (1937),
IV (1967), V (1979). VI (1983), VII (1994); Fasc. annexe [1]: Tables du Tuisho
Issaikyo (193 1) by Paul Demiéville; Répertoire du Canon bouddhique sino-japonais.
Edition de Taisho (1978) [new ed. by Paul Demiéville, Hubert Durt. and Anna
Seidel of the Tables du Taisho Issaikyo pub. in 1931]; Fasc. annexe 2: /ndex des
caracteres chinois dans les fascicules -V du Hobagirin (1984) by Antonino Forte.
Paris: Adrien-Maisonneuve. Tokyo: Maison Franco-Japonaise.

Hoffmann. Karl. 1975-76. Aufsdtze -ur Indoiranistik [= Kleine Schriften]. 2 vols. Ed.
Johanna Narten. Wiesbaden: Dr. Ludwig Reichert.

328



Hopkins, E. Washburn. 1915. Epic Mwthology. (Grundriss der Indo-Arischen Philologie
und Altertumskunde.) Strassburg: Karl J. Triibner. [Repr. Delhi: Motilal Banarsidass.
1974, 1986.]

Indras. 1967. Lost Sarasvati. Vallabh Vidyanagar: Sardar Patel University.

Ingalis, Daniel H. H. 1968. “The Harivamsa as a Mahakavva.” In Mélanges d’Indianisme a
la Mémoire de Louis Renou. pp. 381-94. (Publications de I’Institut de Civilisation
Indienne. Série IN-8°. fasc.28.) Paris: E. de Boccard.

Ingholt, Harald. 1957. Gandharan Art in Pakistan. New York: Pantheon Books.

Inoue Nobutaka 3 ENEZ et al. 1990. Shin shikyé jiten ¥ $0H . Tokyo: Kobundd 54
e

Ishida Mosaku A HZE. 1929. Nara jidai bunka =akké =B EE(CT{L#ETL (Various
thoughts on Nara period culture). Tokyo: S3gen shakan 8 7TET.

[td Nobuo fRE#EIEE and Kobayashi Takeshi /AR, 1968. Genshoku Nihon no bijutsu &
& H A EMT (Japanese Art in Colour). Vol.9. Chisei jiin to Kamakura chokoku
it b & SRERZZ) (Medieval Temples and Kamakura [Period] Sculpture).
Tokyo: Shogakukan /ME£E.

Iyer. K. Bharata. 1969. “An Early Gupta Seal of the Mahisasuramardini.” Artibus Asiae
31:2-3. pp.179-184.

Jain, Jyoti Prasad. 1964. The Jaina Sources of the History of Ancient India (100 B.C.-A.D.
900). Delhi: Munshi Ram Manohar Lal.

. 1971. “Genesis of Jaina Literature and the Saraswata Movement.” Bulletin of
Museums and Archaeology in Uttar Pradesh 9. pp.30-33.

Jamison, Stephanie W. 1996. Sacrificed Wife / Sacrificer's Wife: Women, Ritual, and
Hospitality in Ancient India. New York and Oxford: Oxford University Press.

Jarrige. Jean-Frangois and Akiyama Terukazu XKLL JE6#{. 1994-95. Seiiki bijutsu Guimet
bijutsukan Pelliot collection FAIRER. ¥ A EMERY A - 2L 2 3 > (The
Arts of Central Asia: The Musée Guimet Pelliot Collection). Vols.1-2. Tokyo:
Kodansha s Z%FL.

Kalidos, Raju. 1989. “Iconography of Mahisasuramardini: A Probe into Stylistic Evolution.”
Acta Orientalia 50. pp.7-48.

329



Kanamori Jun &7%:#. 1948. “Hokkedd shozd no ikkdsatsu” iEEEFERD —Z 5 (A
study of the various Hokkedo images). Tadaiji Hokkedd no kenkvii R ARFLEEE
D% (Research on the Hokkedd of Todaiji). Ed. Kinki Nippon tetsudo hensanshitsu
A AZERBEZ (Kinki Nippon Railway editorial room). Repr. Tokyo:
Yoshikawa Bunkan 7 JI1 Z£§. 1994, pp.217-239.

Kane. Pandurang Vaman. 1962. History of the Dharmasastra. Vol.5:2. (Government Oriental
Series B:6.) Poona: Bhandarkar Oriental Research Institute.

Kantawala, S. G. 1958-59. “The Brahma-Sarasvati Episode in the Matsya Purana.” Journal
of the Oriental Institute, Baroda 8. pp. 38-40.

--—-——-. 1964. Cultural History from the Matsyvapurana. Baroda: The Maharaja Sayajirao
University of Baroda.

————-—. 1980-81. “Two Legends from the Puranas: A Study in Upabrmhana.” /ndologica
Taurinensia (Dr. Ludwik Sternbach Commemoration }'olume) 8-9, pp. 215-22.

Keith, Arthur Berriedale (transl.). 1914. The Veda of the Black Yajus School Entitled
Taittiriva Sanhita. 2 vols. (Harvard Oriental Series. vols. 18, 19.) Cambridge, Mass.:
Harvard University Press.[Repr. Delhi: Motilal Banarsidass, 1967.]

e, 1920. Rigveda Brahmanas: The Aitareva and Kausitaki Brahmanas of the Rigveda.
(Harvard Oriental Series vol.25.) Cambridge. Mass.: Harvard University Press.
[Repr. Delhi: Motilal Banarsidass, 1971.]

-, 1925. The Religion and Philosophy of the Veda and Upanishads. Cambridge:
Harvard University Press. 2 vols. [Repr. Westport. Connecticut: Greenwood Press.
1971.]

Khan. Mohammed Israil. 1978. Sarasvati in Sanskrit Literature. Ghaziabad: Crescent.

Khandalavala, Karl. (ed.). 1991. The Golden Age. Gupta Art — Empire, Province and
Influence. Bombay: Marg.

Kielhorn, Franz. 1898. “The Jitakas and Sanskrit Grammarians.” Journal of the Royal
dsiatic Societv. pp.17-21. Repr. in Kleine Schrifien mit einer Auswahl der
Epigraphischen Aufsatze. Ed. Wilhelm Rau. Wiesbaden: Franz Steiner. 1969, pp.294-
98.

Kinsley, David. 1986. Hindu Goddesses: Visions of the Divine Feminine in the Hindu
Religious Tradition. Berkeley and Los Angeles: University of California Press.

330



Kossak, Steven. 1994. “Early South Asian Art in The Metropolitan Museum of Art.”
Orientations 25:3 (March 1994), pp.62-67.

Kiihn, Ingrid. 1970. “Rgvedisch anvartitf-" in Miinchener Studien zur Sprachwissenschafi.
Ed. Bernhard Forssman, Karl Hoffman, and Johanna Narten. Vol. 28. Munich:
R.Kitzinger. pp.89-104.

Kuiper. F. B. J. 1964-65. “The Bliss of A$a.” Indo-Iranian Journal 8. pp. 96-129.

Kuno Takeshi AEFf. 1947. “Sangatsudd Kichijotenzo shiron” =B £ HH#RKERR
(Essay on the Image of Kichijoten in the Sangatsudd). Zauho 4 E 13, pp.16-23.

Kuo, Li-ying. [994. Confession et contrition dans le bouddhisme chinois du V*au X'siecle.
Paris: Ecole frangaise d’Extréme-Orient.

Kuwayama, Shoshin. 1976. “The Turki Sahis and Relevant Brahmanical Sculptures of
Afghanistan.” East and West 26:3-4, pp.375-407.

Kydto kokuritsu hakubutsukan 54 EZ 498 (Kyoto National Museum) et al. (eds.).
1995. Tgji kokuho den RFEIERE (Treasures from the Ti-ji Temple). Kyoto:
Asahi shinbun & H #75].

Kyoto kokuritsu hakubutsukan RARE 7% 88 (Kyoto National Museum) (ed.). 1998.
Oché no butsuga o girei THID1LE & 84 (Elegance, Virtue, and Ceremony:

Buddhist Paintings of the Heian and Kamakura Periods). Kyoto: Kydto kokuritsu
hakubutsukan.

Lemer. Martin and Steven Kossak. 1991. The Lotus Transcendent. [ndian and Southeast
Asian Art from the Samuel Eilenberg Collection. New York: The Metropolitan
Museum of Art.

Lesimple, Em. (transl.). 1944. Mandakva Upanisad et Karika de Gaudapada. Text and
French transl. Paris: Adrien-Maisonneuve.

Lévi, Sylvain. 1898. La doctrine du sacrifice dans les Brahmanas. (Bibliothéque de 1'Ecole
des Hautes Etudes. Sciences Religieuses. Vol.11.) Paris: Emest Leroux.

Litvinskii. B.A. 1987. “Sheep and Goats.” Transl. from Russian by Sylvia Juran. The
Encyclopedia of Religion. Ed. Mircea Eliade. New York: Macmillan. vol.13. pp.233-
36.

331



Lohuizen-de Leeuw, Johanna Engelberta van. 1949. The “Scythian” Period. An Approach

to the Historv, Art, Epigraphy and Palaeography of North India from the Ist
Century B.C. to the 3rd Century A.D. Leiden: E. J. Brill.

Liiders. Heinrich. 1904. “Epigraphical Notes.” The Indian Antiquary 33. pp.33-41. 101-109,
149-56.

.1951. Varuna. Vol.l. Varuna und die Wasser. Gottingen: Vandenhoeck & Ruprecht.

. 1961. Mathura Inscriptions. Unpublished Papers. Ed. Klaus L. Janert. Gottingen:
Vandenhoeck & Ruprecht.

Ludvik, Catherine. 1999. “Uga-Benzaiten z5” F& f+ F K& (The Uga-Benzaiten Image).
Kajima bijutsu kenkyi B ESRMHTTE. no.16. pp.128-138. Tokyo: Kajima bijutsu
zaidan BT H.

. 2000a. “La Benzaiten a huit bras: Durga déesse guerriere sous |’apparencede
Sarasvati.” Cahiers d’Extréme-dsie 11 (1999-2000), pp.292-338.

-—---——. 2000b. “Sarasvati-Vac: The Identification of the River with Speech.”dsiatische
Studien/ Etudes Asiatiques 54:1, pp.119-30.

e=—==——. 2000c (forthcoming). “The Barter for Soma: Vac, Women’s Love of Music, and
Sarasvati’s Fina.” Annali dell’Istituto (Universitario)Orientale di Napoli.

Ludwig, Alfred. 1876. Der Rigveda oder die Heiligen Hvmnen der Brihmana. 2 vols.
Prague: F. Tempsky.

Luo Zhufeng TR, 1986-94. Hanyu dacitian #3EK51HL. 12 vols. Shanghai: Shanghai
cishu chubanshe b #&8E & i h4L (vol. 1), Hanyu dacitian chubanshe #2& A3 #t
HRRAL (vols. 2-12).

Macdonell, Arthur Anthony. 1897. Vedic Mythology . (Grundriss der Indo-Arischen Philologie
und Altertumskunde. Band 3, Heft A.) Strassburg: Karl J. Triibner. [Repr. Delhi:
Motilal Banarsidass. 1965.]

(transl.). 1904. The Brhaddevata Attributed to Saunaka: 4 Summary of the Deities
and Myths of the Rig-veda. 2 vols. (vol. 1 text; vol.2 transl.) (Harvard Oriental
Series, vols.5-6.) Cambridge. Mass.: Harvard University Press. [Repr. Delhi: Motilal
Banarsidass, 1965.]

and Arthur Berriedale Keith. 1912. Vedic Index of Names and Subjects. 2 vols.
(Indian Text Series.) London. [Repr. Delhi: Motilal Banarsidass. 1958, 1967, 1982.]

332



Machida Koichi BJHH —. 1954. “Kichijo keka no hdgi to Todaiji sozdgun ni kansuru
shiron” HFTEHEAN R E HAFBIREIZMT 55 (Essay rcgarding the
Kichijo repentance ritual and the group of clay images at Todaiji). Geijutsu gakkai
kenkyi kive ZRF XA E (Art [history] conference rescarch bulletin), vol. 1.
pp.i-11.

. 1984. “Yakushiji 26 Kichijoten gazo ni tsuite” ERIFRETHRERIZOVT
(“About the Painting of Kichijo-ten owned by Yakushi-ji”). Kokka B E 1070,
pp.7-14.

Mackay. Ernest et al. 1938. Further Excavations at Mohenjo-Daro. Delhi: Government of
India, Manager of Publications.

Majumdar, R.C. (ed.). 1943. The Historv of Bengal. Vol.| Hindu Period. Dacca: The
University of Dacca. 2nd repr. 1963.

Mallmann. Marie-Thérése de. 1963. Les enseignements iconographiques de |'Agni Purana.
Paris: Presses Universitaires de France.

. 1975. Introduction a l'iconographie du Tantrisme Bouddhique. (Bibliothéque du
Centre de Recherches sur I’Asic Centrale et la Haute Asie, vol.l.) Paris: Librairic
Adrien-Maisonneuve,

. 1976. “Un aspect de Sarasvati dans le Tantrisme bouddhique.” Bulletin de I'Ecole
Frangaise d'Extréme-Orient 63. pp.369-374.

Mani, Vettam. 1975. Puranic Encyclopaedia. 4 Comprehensive Dictionary with Special
Reference to the Epic and Puranic Literature. Deihi: Motilal Banarsidass.

Mankad, B. L. (ed.). 1962. Museum and Picture Gallery, Baroda. Bulletin XIV-XV. Baroda:
Government Press.

Marcel-Dubois. Claudie. 1941. Les Instruments de Musique de !’Inde Ancienne. Paris:
Presses Universitaires de France.

Marshall. Sir John (ed.). 1931. Mohenjo-Daro and the Indus Civilization. 3 vols. London:
Arthur Probsthain.

—~—--—.1960. The Buddhist Art of Gandhara. Memoirs of the Department of Archacology
in Pakistan, vol.l. Cambridge: Cambridge University Press. published for the
Department of Archaeology in Pakistan.

333



Matsumoto Eiichi f24<3& —. 1937. Tonkd-ga no kenkvii $IEE DI (Research on

Dunhuang paintings). 2 vols (vol.l plates; vol.2 text). Tokyo: Toho bunka gakuin
Tokyd kenkyiijo 3 77 JC{LERFE R AT 75T

Mayrhofer. Manfred. 1992, 1996. Etymologisches Warterbuch des Altindoarischen. 2 vols.
Heidelberg: C. Winter.

Mitterwallner, Gritli von. 1976. “The Kusdna Type of the Goddess Mahisasuramardini as
Compared to the Gupta and Medieval Types.” German Scholars on [ndia. Ed.
Cultural Department of the Embassy of the Federal Republic of Germany in New
Dethi. Bombay: Nachiketa Publications.

Monier-Williams. Monier. 1899. 4 Sanskrit-English Dictionary. 2nd ed. Oxford: Clarendon
Press.

Mookerji. Radha Kumud. 1969. The Gupta Empire. Delhi: Motilal Banarsidass.

Mus, Paul. 1933. “Barabudur. Les origines du stiipa et la transmigration. essai d’archéologie
religieuse comparéc. Cinquiéme partie. La valeur cosmique du stiipa.
Cosmogrammes et géomancic dans la croyance commune de I’ Asic.” Bulletin de
I’Ecole Frangaise d’Extréme-Orient XXXIII:2. pp.577-980. (Although the volume
belongs to the year 1933, it was published in 1934.)

Nagano Sadako fEEF#F. 1988. “Konkomyokyé ni okeru ‘Benzaiten’ no scikaku” [£ %
BHER] 1281 A [HFR] O (“The Characteristics of Sarasvati in the
Suvarnaprabhdsottamardja-sitra™). Indogaku bukkyogaku kenkya ENEESE{LEEE
Wt % (Journal of Indian and Buddhist Studies) 36:2, pp.235-239 (pp.716-720).

Nagar, Shanti Lal. 1992. The Image of Brahma in India and Abroad. 2 vols. Delhi:
Parimal.

Nanjio. Bunyiu. 1883. 4 Catalogue of the Chinese Translation of the Buddhist Tripitaka.
Oxford: Clarendon Press.

Nedachi Kensuke RIZBF4t. 1992. Kichijo Benzaiten z6 F# - f#F R (Images of
Kichijoten and Benzaiten). Nikon no bijutsu B 2D FMT, n0.317.

Nicolas-Vandier. Nicole et al. 1974, 1976. Banniéres et Paintures de Touen-Houang
conservées au Musée Guimet. Mission Paul Pelliot, vols. 14 (catalogue descriptif) -

15 (planches). Paris: Académie des Inscriptions et Belles-Lettres.

Nishikawa Kyotard #1125 A ER. 1968. “Benzaiten ryiizd. Kichijoten rytizé” & RiL{% -
TR IL% (Standing Image of Benzaiten. Standing Image of Kichijoten). Nara

334



rokudaiji taikan RS KFKE (General survey of the six great temples of
Nara). Vol.10. Todaiji ®LK=F, vol. 2. Ed. Nara rokudaiji taikan kankokai 25 B 7S
RKFREIFIT 2. Tokyo: Iwanami shoten 7 i 4/

Nobel. Johannes (transl.). 1944. Suvarnaprabhdsottamasitra. Das Goldglanz-Sutra. Ein
Sanskrittext des Mahayana-Buddhismus. Die Tibetischen Ubersetzungen mit einem
Wérterbuch. i. Die Tibetischen Ubersetzungen. Leiden, Stuttgart.

—--——-. 1951, “Das Zauberbad der Gottin Sarasvati.” Beitrage -ur indischen Philologie
und Altertumskunde. Walter Schubring zum 70. Geburtstag dargebracht von der
deutschen Indologie. (Alt- und Neu-Indische Studien. herausgegeben vom Seminar
fur Kultur und Geschichte Indiens an der Universitat Hamburg.) Hamburg: Gram,
De Gruyter & Co.. pp. 123-39.

--s———-(transl.). 1958a. Suvarnaprabhasottamasitra. Das Goldglanz-Sitra, ein Sanskrittext
des Mahavana-Buddhismus. [-tsing's chinesische Version und ihre Ubersetzung. i.
I-tsing’'s chinesische Version. Leiden: E.J. Brill.

(transl.). 1958b. Suvarnaprabhasotiamasitra. Das Goldglanz-Satra. Ein
Sanskrittext des Mahavana-Buddhismus. [-tsing’s chinesische Version und ihre
Ubersetzung. ii. Die Tibetische Ubersetzung. Leiden: E.J. Brill.

Oda Tokuno $&HTFEE. 1917. Bukkvé dai jiten 6 £X A& $ (Large Dictionary of Buddhism).
Tokyo: Okura shoten K& &5, Repr. (with corrections) Tokyo: Daizd Shuppan
Kk iR, 1995.

O’Flaherty, Wendy Doniger. 1981. The Rig Veda: An Anthology. Harmondsworth, England:
Penguin Books.

. 1985. Tales of Sex and Violence: Folklore, Sacrifice, and Danger in the Jaiminiva
Brahmana. Chicago and London: The University of Chicago Press.

Oguibéninc, Boris. 1988. La Déesse Usas: Recherches sur le Sacrifice de la Parole dans le
Rgveda. (Bibliothéque de I’Ecole des Hautes Etudes. Sciences Religieuses. vol.
89.) Louvain-Paris: Peeters.

Oldenberg, Hermann. 1909, 1912. Rgveda: Textkritische und exegetische Noten. 2 vols.
(Abhandlungen der Koniglichen Gesellschaft der Wissenschaften in Gottingen,
nos.l1. 13.) Berlin: Weidmannsche Buchhandlung.

. 1923. Die Religion des Veda. 3 und 4 Auflage (repr. of 2nd ed., 1917). Stuttgart
and Berlin: J. G. Gotta’sche. (Ist ed. Berlin, 1894.) [Repr. Darmstadt: Wiss.
Buchgesellschaft. 1970.] English translation by Shridhar B. Shrotri: The Religion

335



of the Veda. Delhi: Motilal Banarsidass. 1988.

Oldham. C.F. 1893. “The Saraswati and the Lost River of the Indian Desent.” Journal of
the Royal Asiatic Society, pp.49-76.

Olivelle, Patrick (transl.). 1996. Upanisads. Oxford: Oxford University Press.

(transl.). 1998. The Early Upanisads. Annotated Text and Translation. New York
and Oxford: Oxford University Press.

Orzech Charles D. 1998. Politics and Transcendent Wisdom: The Scripture of Humane
Kings in the Creation of Chinese Buddhism. University Park. Pennsylvania: The
Pennsylvania State University Press.

Osaka shiritsu bijutsukan KR if7 37 M7 8 (Osaka Municipal Museum of Art). (ed.). 1999.
En no gyéja to shugendé no sekai. Sangaku shinké no hiho (ZDITH & BERED
R — WEHEGEWDHE (The World of Enno-Gvoja and Shugendoh. Secret
Treasures of Mountain Asceticism). Osaka: Manichi shinbun & H #7.

Pal, Pratapaditya. 1977. The Sensuous Immortals: A Selection of Sculptures from the Pan-
Asian Collection. Los Angeles: Los Angeles County Museum of Art.

. 1987. Icons of Pietv, Images of Whimsy: Asian Terra-cottas from the Walter-
Grounds Collection. Los Angeles: Los Angeles County Museum of Art.

. 1994. The Peaceful Liberators: Jain Art from India. Los Angeles: Los Angeles
County Museum.

. 1997. 4 Collecting Odyssey: Indian, Himalayan and Southeast Asian Art from
the James and Marilvnn Alsdorf Collection. London and New York: The Art Institute
of Chicago in association with Thames and Hudson.

Pal, Yash, Baldev Sahai. R. K. Sood. and D. P. Agrawal. 1984. “Remote Sensing of the
‘Lost’ Sarasvati River.” In Lal and Gupta 1984, pp. 491-97.

Parimoo, Ratan, Deepak Kannal, and Shivaji Panikkar (ed.). 1988. Ellora Caves: Sculptures
and Architecture. New Delhi: [ndian Association of Art Historians at Books and
Books.

Pargiter, Frederick Eden (transl.). 1904. The Markandeva Purana Translated with Notes.
(Bibliotheca Indica.) Calcutta: The Asiatic Society.

336



Parmentier. Henri. 1919. “Catalogue du musée Gam de Tourane.” Bulletinde I’ Ecole Frangaise
d'Extréme-QOrient 19:3, pp.1-114.

Parpola. Asko. 1988. “The Coming of the Aryans to Iran and India and the Cultural and
Ethnic [dentity of the Dasas.” Studia Orientalia 64. pp.195-302.

-——-. 1992. “The Metamorphoses of Mahisa Asura and Prajapati.” Ritual, State and
History in South Asia. Essays in Honour of J.C. Heestermann. Ed. A.W. Van Den
Hoek. D.H.A. Kolff. and M.S. Qort. Leiden, New York., and Kdéln: E. J. Brll,
pp.275-308.

Picken. Laurence. 1955. “The Origin of the Short Lute.” The Galpin Societv Journal 8.
pp.32-42.

Piggott. Joan R. 1987. Todaiji and the Nara Imperium. Ph.D. dissertation. Stanford University.

Pou. Saveros. 1984. “Sarasvati dans la culture khmeére.” Bulletin d'études indiennes 2.
pp.207-212.

Raven, Ellen M. 1994a. “Invention and Innovation. Royal Gupta Gold Coins.” 4 Treasury
of Indian Coins. Ed. Martha L. Carter. Bombay: Marg, pp.39-56.

. 1994b. Gupta Gold Coins with a Garuda-Banner. Samudragupta - Skandagupta.
2 vols. (Gonda Indological Series, vols.1-2.) Groningen. The Netherlands: Egbert
Forsten.

Rea, Alexander. 1894. South Indian Buddhist Antiquities. Archacological Survey of Southern
India. New Imperial Series, vol. 15. Madras: Government Press.

Reader. Ian. 1991. Religion in Contemporary Japan. Houndmills, Basingstoke, Hampshire.
and London: MacMillan Press.

Renou. Louis. 1955-1969. Etudes védiques et paninéennes. 17 vols. (Publications de |'Institut
de Civilisat’ion Indienne, Fasc. 1, 2, 4, 6. 9-10, 12, 14, 16-18, 20, 22-23, 26-27.
30.) Paris: Editions E. de Boccard.

Rocher. Ludo. 1986. The Puranas. (A History of Indian Literature, vol.2:3.) Wiesbaden:
Otto Harrassowitz.

Rosenfield. John M. 1967. The Dynastic Arts of the Kushans. Berkeley and Los Angeles:
University of California Press.

337



Sadie. Stanley (ed.). 1984. The New Grove Dictionary of Musical Instruments. 3 vols.
London: Macmillan Press. and New York: Grove’s Dictionaries of Music.

Sahai. Bhagwant. 1975. Iconography of Minor Hindu and Buddhist Deities. New Delhi:
Abhinav Publications.

Sahni. Daya Ram. 1914. Catalogue of the Museum of Archaeology at Sarnath. Calcutta:
Superintendent, Government Printing.

Sanjo Morio =&#LX. 1998. Takara no michi. Shichifukujin meguri €D 8 — 1
# "0 (Treasure Road: Seven Gods of Good Fortune Pilgrimage). Osaka: Toki
shobd REEHE.

Santori bijutsukan ¥ > b ') — M8 (Suntory Museum of Art). 1994. Megamitachi no
Nihon & 7= % @ B 7 (Japan of the goddesses). Tokyo: Santori bijutsukan.

Sasama Yoshihiko M BZ. 1992. Benzaiten shinké to -okushin T+ 3 KIEM & WHE
(Benzaiten Faith and Popular Beliefs). Tokyo: Yuzankaku &1 .

Schierath, Bernfried. 1960. Das Kénigtum im Rig- und Atharvaveda. Wiesbaden: Franz
Steiner.

Schlumberger. Daniel. 1955. “Le marbre Scorretti.” Arts asiatiques 2:2. pp.112-119.

Schmidt. Hanns-Peter. 1975. “Is Vedic dhénd Related to Avestan daéna?” Hommages et
Opera Minora. Monumentum H. S. Nvberg. vol.2 (Acta Iranica. vol.5.) Téhéran
and Liege: Bibliothéque Pahlavi. pp.165-79.

Shaffer, Lynda Norenc. 1996. Maritime Southeast Asia 10 1500. (Sources and Studies in
World History Series.) Armonk: M.E. Sharp.

Shah, Umakant P. 1941. “Iconography of the Jain Goddess Sarasvati.” Journal of the
Universitv of Bombay 10:2, pp.195-218.

. 1947. “Iconography of the Sixteen Jaina Mahavidyas.” Journal of the Indian
Society of Oriental Art XV. pp.114-177.

. 1955-56. “Bronze Hoard from Vasantagadh.” Lalit Kala 1-2. pp.55-65.

—~~—e—--. 1959. Hdkota Bronzes. Bombay: Department of Archaeology. Government of
Bombay.

338



.1987. Jaina-Rupa-Mandana. Vol. 1 (Jaina Iconography). New Delhi: Abhihav
Publications.

Shibuyakuritsu shotd bijutsukan (%8 X iV #27#§ E#7#8 (Shibuya District Shotd Muscum).
(ed.). 1999. Ukivoeshitachi no shinbutsu FAZEM7H DAL (The Gods and
Buddha(s] of the Ukivo-e Masters). Tokyo: Shibuyakuritsu shoto bijutsukan.

Shih. Robert (transl.). 1968. Biographies des moines éminents (Kao Seng Tchouan) de
Houei-Kiao. Part. [ (Biographies des premiers traducteurs). Louvain: Institut
Orientaliste (Leuven: Instituut voor Oriéntalistiek).

Shiraki. Toshiyuki HAKFI3E. 1995. Shichifukujin junpai L& (Seven Gods of
Good Fortune Circuit Pilgrimage). Osaka: Toki shobs £& E£5.

Shosoin Office. 1964. Textiles in the Shosoin. Vol.2. Shésoin homotsu kaisetsu senshoku
EBKREMMI: F&&T (Explanation of the Shdsdin treasures. Dyeing and
weaving IT). Tokyo: Asahi shinbun % B &7/

Sivaramamurti. C. 1942. Bulletin of the Madras Government Museum: Amaravati Sculptures
in the Madras Government Museum. New Scries, General Section, vol.4. Madras:
The Superintendent. Government Press.

Smith. Vincent A. 1901. The Jain Stupa and other Antiquities of Mathurd. New Imperial
Series., vol.XX. Allahabad: Archaeological Survey of India.

. 1903. “The Kughan, or Indo-Scythian. Period of Indian History. B.C.165 to
A.D.320.” Journal of the Roval Asiatic Society. pp.1-64.

————. 1930. 4 Historv of Fine Art in India & Cevion. 2nd rev. ed. by K. de B.
Codrington. London: Oxford at Clarendon Press.

. 1972 (repr.). Coins of Ancient India. Catalogue of the Coins in the Indian Museum,
Calcutta. Vol.1. Repr. Delhi: Indological Book House.

Soper. Alexander Coburn. 1959. Literary Evidence for Early Buddhist Art in China. Ascona,
Switzerland: Artibus Asiae.

Srinivasan. Doris Meth. (ed.). 1989. Mathura: The Cultural Heritage. New Delhi: American
Institute of Indian Studies.

State Committee for Social Sciences of Vietnam, Institute of Southeast Asian Studies (ed.).
1988. Cham Sculpture Album. Hanoi: Social Sciences Publishing House.

339



Stietencron, Heinrich von. 1983. “Die Gottin Durga Mahisasuramardini. Mythos, Darstellung
und geschichtliche Rolle bei der Hinduisierung Indiens.” Visible Religion: Annual

Jor Religious [conography, vol Il Representations of Gods. Leiden: E.J. Brill. pp.118-
166.

Strickmann, Michel. 1990. “The Consecration Sitra: A Buddhist Book of Spells.” Chinese

Buddhist Apocrvpha. ed. Robert E. Buswell, Jr. Honolulu: University of Hawaii
Press, pp.75-118.

Taddei, Maurizio. 1973. “The Mahisamardini Image from Tapa Sardar. Ghazni.” South
Asian Archaeology. Papers from the First International Conference of South Asian

Archaeologists held in the University of Cambridge. Ed. Norman Hammond. London:
Duckworth, pp.203-213.

. 1989. “The Bejewelled Buddha and the Mahisasuramardini: Religion and Political
Ideology in Pre-Muslim Afghanistan.” South Asian Archaeology. Papers from the
Tenth International Conference of South Asian Archaeologists in Western Europe,
Musée national des Arts asiatiques - Guimet, Paris. July 3-7, 1989. Ed. Catherine
Jarrige. Madison, Wisconsin: Prehistory Press. pp.457-464.

—e-m—e. 1993. Review of The Crossroads of Asia: Transformation in Image and Symbol
in the Art of Ancient Afghanistan and Pakistan. editcd by E. Errington et al. [see
above). East and West 43:1-2, pp.344-348.

------—— and Giovanni Verardi. [978. “Tapa Sardar: Second Preliminary Report.” East and
West 28:1-4, pp.33-135.

Taluqdar of Oudh. (transl.). 1916-1917. The Matsya Purana. 2 vols. (Sacred Books of the
Hindus, vol.17). Repr. (without mention of translator’s name) in ed. of Jamna Das
Akhtar. ann. B.C. Majumdar. S.C. Vasu, H.H. Wilson, Bentley. Wilford. et al.
Delhi: Oriental Publishers, 1972. Repr. (again without mention of translator’s name)
in ed. entitled The Matsyamahdpuranam, including also the Sanskrit text. arranged
by Nag Sharan Singh. Delhi: Nag Publishers, 1983.

Tamura. Encho. 1971. “Early Buddhism in Japan.” Transl. Shin-ichi Takahara. Bulletin of
the Faculty of Literature, Kyushu Universitv 13, Studies in Historv 3, pp. 1-88.
Fukuoka: Kyushu University, The Faculty of Literature.

ten Grotenhuis. Elizabeth. 1999. Japanese Mandalas: Representations of Sacred Geography.
Honolulu: University of Hawai'i Press.

Thieme. Paul. 1952. “Brahman.” In Zeitschrift der Deutschen Morgenldndischen Gesellschaf
102 (NF 27), pp.91-129. [Repr. Kleine Schriften. Vol.1. Wiesbaden: Franz Steiner.

340



1971, pp.100-138.

. 1963. “ ‘Jungfrauengatte.’ Sanskrit kaumarah patih...” in Zeitschrift fir
Vergleichende Sprachforschung 78:3-4. pp.161-248. [Repr. Paul Thieme: Kleine
Schrifien, vol.2. Wiesbaden: Franz Steiner, 1971, pp.426-513.]

. 1970. “Sanskrit sindhu-/Sindhu- and Old Iranian hindu-/Hindu-." W_.B. Henning
Memorial Volume. Ed. Mary Boyce and Ilya Gerschevitch. London: Lund
Humphreys. pp.447-50. [Repr. Kleine Schriften II. (Glasenapp-Stiftung, vol. 5:2.)
Wiesbaden: Franz Steiner, 1995. pp.815-18.]

Tiwari. Jagdish Narain. 1985. Goddess Cults in Ancient India (with Special Reference 1o
the First Seven Centuries). Delhi: Sundeep Prakashan.

Tokunaga, Muneo. 1997. The Brhaddevata. Text Reconstructed from the Manuscripts of
the Shorter Recension with Introduction, Explanatory Notes, and [ndices. Kyoto:
Rinsen Book Co.

Tokyo kokuritsu hakubutsukan SR 5% [E SZMEHEE (Tokyo National Museum) (ed.). 1996.
Shiruku rédo daibijutsuten > W 7 9 — N KERTE. Grand Exhibition of Silkroad
Buddhist art. Tokyo: Yomiuri shinbun &E5CHTH and Paris: Réunion des Musées
Nationaux. (Exhibition held at the Tokyo Metropolitan Muscum.)

Tucci, Guiseppe. 1963. “Oriental Notes II. An Image of a Devi Discovered in Swat and
Some Connected Problems.” East and West 14:3-4. pp.146-182.

van Buitenen, J. A. B. (transl.). 1973. The Mahdabharata: 1. The Book of the Beginning.
Chicago: University of Chicago Press.

seeeew, 1975. (transl.). The Mahabharata: 2. The Book of the Assembly, 3. The Book of
the Forest. Chicago: University of Chicago Press.

--~—-—. 1978. (transl.). The Mahdbharata: 4. The Book of Virdta, 5. The Book of the
Effort. Chicago: University of Chicago Press.

Vaudeville, Charlotte. 1968. “Aspects du mythe de Krsna-Gopala dans 1’Inde ancienne.”
Meélanges d’Indianisme a la mémoire de Louis Renou. (Publications de I’Institut de
Civilisation Indienne. Série IN-8°, fasc.28.) Paris: Editions E. de Boccard.

Viennot, Odette. 1954. “Typologie du makara et essai de chronologie.” Arts asiatiques 1:3.
pp. 189-208.

341



. 1956. “The Goddess Mahisasuramardini in Kushana Art.” Artibus Asiae 19:3-4,
pp.368-373.

Vira, Raghu and Lokesh Chandra. 1961-72. 4 New Tibeto-Mongol Pantheon. 20 vols.
(Sata-Pitaka Series.) New Delhi: International Academy of Indian Culture.

Visser. Marinus W. de. 1935. Ancient Buddhism in Japan. 2 vols. Leiden: E. J. Brill.

Vogel. Jean Philippe. 1962. The Goose in Indian Literature and Art. (Memoirs of the Kern
Institute. no.Il.) Leiden: E. J. Brill.

Wackemagel, Jakob and Albert Debrunner. 1896, 1930. Altindische Grammatik. 3 vols
(vol.2 in 2 parts). Gottingen: Vandenhoeck & Ruprecht. [Repr. 1954 (vol.2:2),
1957 (vols. 1. 2:1), 1975 (vol.3).]

Waley, Arthur. 1931. 4 Catalogue of Paintings Recovered from Tun-Huang by Sir Aurel
Stein, K.C.[.E.London: Trustees of the British Muscum and of the Government of
India.

Warder, Anthony K. 1970. Indian Buddhism. Delhi: Motilal Banarsidass.

Watanabe Kaigyoku ###5/8. 1932. “Kokuyaku Konkdmydsaishookys” BlEE 4 X &
B8 T4 (Japanese Translation of the Suvarnabhasottama Sitra). In Kokuvaku
Daizckvé B2 K#AE. Ed. Kokumin Bunko Kankdokai B ZEFIITE. vol.13.
Tokyo: Kokumin Bunko Kankdokai.

Weber. Albrecht. 1893. Uber die Konigsweihe, den Rajasiva. Berlin: Abhandlungen der
Preussischen Akademie der Wissenschaften.

Whitaker, K.P.K. 1963. “A Buddhist Spell.” Asia Major n.s. X:1, pp.9-22.

Whitfield. Roderick. 1982. Seiiki bijutsu Daiei hakubutsukan Stein Collection F&IHIEHT.
RNEEMERA YL . 2L 2232 (The Arts of Central Asia: The Stein
Collection in the British Museum). Vol.2. Tonko kaiga #1842 (Dunhuang
paintings) II. Tokyo: Kodansha 3 #8+L.

Whitney, William Dwight. 1889. 4 Sanskrit Grammar, Including both the Classical
Language, and the Older Dialects, of Veda and Brahmana. 2nd ed. Leipzig: Breitkopf
and Hirtel. London: Triibner & Co.

s~e————._ 1905. Atharva-Veda-Samhita Translated with a Critical and Exegetical
Commentary. Rev. ed. by Charles Rockwell Lanman. 2 vols. (Harvard Oriental
Series. vols.7-8.) Cambridge. Mass.: Harvard University Press. [Repr. Delhi: Motilal

342



Banarsidass. 1962.]

Winternitz, Moriz. 1904-1920. Geschichte der Indischen Literatur. 3 vols, Leipzig: n. p.
English translation: 4 History of Indian Literature. 2 vols. Calcutta, 1927-1933.
[Repr. Delhi: Munshiram Manoharlal, 1972.]

Witzel, Michael. 1987. “The Coronation Rituals of Nepal with Special Reference to the
Coronation of King Birendra (1975)." Heritage of the Kathmandu Valley:
Proceedings of an International Conference in Liibeck, June 1985. (Nepalica 4).
Ed. Niels Gutschow and Axel Michaels. Sankt Augustin: VGH Wissenschaftsverlag,
pp.417-467.

. 1989. “Tracing the Vedic Dialects.” Dialectes dans les littéeratures indo-arvennes.
Ed. Colette Caillat. Paris: Institut de Civilisation [ndienne.

Yamamoto Hiroko LA TN A F. 1998. Ishin. Chisei Nihon no hikyéteki sekai Refll, it
HARDBEMHEF (Strange Gods. The World of Secret Teachings of Medieval
Japan). Tokyo: Heibonsha ¥ fLft.

Yanagisawa Taka HliEFZ. 1994. Taji no rvégai mandarazu. Renmentaru keifu. Kéhon to
Saiinbon RED M R &K — EH /-5 REHF AL FPEA (Representations
of the Two-Worlds Mandala from Toji: Continuous Lineage. The Kohon Version
and the Saiin Version). English title supplied: Universe of Mandalas: Continuous
Lineage, the Ké-hon and the Nishi-no-in-bon Versions. Kyoto: Toji homotsukan 3
FEYHE (Toji Muscum).

Yasodevi, V. 1963. “Sarasvati through the Ages.” Journal of Indian Historv 41:3, pp.
681-97.

Zimmer, Heinrich. 1983. The Art of Indian Asia. Its Mythology and Transformations.
Completed and edited by Joseph Campbell. Rev. 2nd ed. 2 vols. (Bollingen Series
XXXIX.) Princeton. New Jersey: Princeton University Press.Zwalf, W. 1996. 4
Catalogue of the Gandhara Sculpture in the British Museum. 2 vols. London: The
Trustees of the British Museum, British Museum.

Zysk. Kenneth G. 1993. Religious Medicine. The History and Evolution of Indian Medicine.
New Brunswick. U.S.A. and London. England: Transactions Publishers.

343



[ILLUSTRATIONS

344



sandstone.

Red

arhut (Indian Museum. Calcutta).

E

C

illar from Bh
Sccond century B

on a stupa p

Fig.l Yaksi

5

34



ficasikha playing the vina on the left,
Calcutta)

arhut (Indian Museum.

Sccond century B.C.E. Red sandstone.

Fig.2 Panel depicting the Indrasala cave with Pa
stupa railing from Bh

346



Fig.3 Part of incised scene on a vase from Gondla, Himachal Pradesh (British Museum).
First century B.C.E. Bronze. Ht. of vase 15.2 cm.
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Fig.4 Modecrn Sarasvati carved on a defaced second- or third-century C.E Buddhist image
from Ghantashala. Andhra Pradesh (Siva Templc). Marble.
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Fig.5 Female musician from Gandhara (Lahore Muscum).
Early centuries C.E. Stonc. Ht. 23 cm.
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Fig.6 Fcmale musician from Swat (Pcshawar Muscum).
Early centunes C.E. Stonc. Ht. 38 cm.
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Fig.7 Male musician from Yusufzai (L. Dames, Berlin).

Early centuries C.E. Stonc.
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Fig.8 Jain Sarasvati from Kankali Tild. ancient sitc ncar Mathura,
Uttar Pradcsh (Statc Muscum of Lucknow. Uttar Pradesh).
Ca. third century C.E. Red sandstone. Ht. 57 cm.
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Fig.9 Obversc of Samudragupta lyrist type coin showing the king playing thc vina (Lingen
Collcction, The Netherlands). R. ca. 350-375. Gold. Diametcer 2.20 cm. Thickness | mm.

Fig.10 Reverse of Samudragupta lyrist type cotn showing Laksmi with fillet and horn of
plenty (Lingen Collection. The Netherlands). R. ca. 350-375. Gold. Diameter 2.20 ¢m.
Thickness | mm.
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Fig.11 Rcverse of Samudragupta battle-axe type coin showing Laksmi with fillet and horn
of plenty (Private collection. Bascl). R. ca. 350-375. Gold. Diameter 2.1 cm.
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Fig.12 Obverse of Samacaradeva rajalila type coin showing the king seated at casc
(Indian Muscum, Calcutta). R. ca. 550-57S. Gold. Diameter 2.03 cm.

Fig.13 Reverse of Samacaradeva rajalila type coin showing a femalc figure standing
amidst lotuscs with a Aamsa below (Indian Muscum. Calcutta). R. ca. 550-575.
Gold. Diamcter 2.03 cm.



Fig.14 Sarasvati sculpture from Uttar Pradesh (Los Angeles County Museum of Art).
Sixth century. Sandstonc. Ht. 83.8 cm.
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Fig.15 Sarasvati sculpturc from Samath. Uttar Pradesh (Sarnath Museum of Archaeology).
Sixth century. Reddish Chunar sandstonc. Ht. 35.5 cm.
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Fig.19 Sarasvati from Vasantgarh
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Fig.20 Brahmani from northcrn Gujarat (Baroda Muscum).
Sixth to scventh century. Stone. Ht. 60.96 cm.
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Fig.21 Shrinc of the river goddesses in the left courtyard of cave 16 (Kailasanatha) of
Etlora. Maharashtra. Eighth to ninth century. Stone.

363



Fig.22 Sarasvati in the shrinc of the river goddesses of cave 16 of Ellora. Maharashtra.
Eighth to ninth century. Stonc.
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Fig.23 Sarasvati sculpturc from Mathura, Uttar Pradesh (British Muscum).

Tenth century. Stone.
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Fig.24 Eight-armed Benzaiten from the Hokkedo of Todaiji in Nara.
Eighth ccentury. Clay. Ht. 219 cm.
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Fig.25A Buddha S:&kyamuni (Shijia) with Vaisravana (Pishamentian),
Biancaitian, and Sri (Jixiangtian) from Dunhuang (Musée Guimct).
Tenth century. Painting on paper. 27 x 43 ¢cm.
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Fig.26 Three-hcaded, eight-armed Biancaitian from Dunhuang (British Museum).
Ninth to tenth century. Ink on paper. 29.7 cm x 43 cm.
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Fig.27 Eight-armed Benzaiten surrounded by Hariti (Kariteimon), Drdha Prthivi
(Kenrochijin), and two divine generals (Safici [Shoryochi] and Manibhadra [Hoken]) on
the back wall of a Sri (Kichijoten) miniature shrine (zshie) from Joruriji near Nara
(Tokyo University of Arts). Ca. 1212. Colour on wood. 103.5 x 62.7 cm.
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Fig.28 Eight-armed Durga Mahisasuramardini from Mathura, Uttar Pradesh
(Muscum fur Indische Kunst, Berlin, no.199). Late third century. Stone.
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Fig.29 Durga Mahisasuramardini from Durga Temple in Aihole, Karnataka.
Sixth century. Stonc. Ht. 125 ¢m.



Fig.30 Durga Mabhisasuramardini from Mahisasuramardini Mandapa of Mamallapuram,
Tamil Nadu. Seventh century. Granite.
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dini from Alampur. Andhra Pradesh (Alampur Museum).
Eighth century. Stone. 81 x 65 cm.

1sasuramar:

Fig.31 Durga Mah
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Fig.32 Durgd Mahisasuramardini from Garde/. Afghanistan
(used to be in the National Muscum of Afghanistan. Kabul).
Scventh or cighth century. Marble. Ht. ca. 60 ¢m.
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Fig.33 Durga Mahisasuramardini from Scmarang. Central Java.
Eighth century. Stone. Ht. 77 ¢m.
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Fig.34 Durga Mahisasuramardini from a Durga Templc in Siagasari
castern Java (Rijksmuscum voor Volkenkunde. Leiden).
Thirtcenth century. Volcanic stone. Ht. 157 em.
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859-880. Colour on silk. 183.6 X 1642 ¢m.
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Fig.35B Detail of fig.35A. Sarasvati as thc Wonderful Sounds Deity (Jap. MyGonten)
in the Womb World Mandala, Sain Mandala.
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Fig.36 Sarasvati as Mydonten in the Womb World Mandala represented in
the five-storey pagoda of Daigoji in Kyoto. 951. Colour on wood.
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Fig.38 Sarasvati as Mydonten trom Ninnaji in Kyoto.
1407. Colour on silk. 76.6 x 30.8 ¢m.
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Fig.39 Thousand-armed, thousand-cyed Avalokitesvara (Guanyin) surrounded by
fourteen figurcs. including Sarasvati (Da Biancai tiannii). from Dunhuang
(Pclliot Collection, Musée Guimet). 943, Colour on silk. 123.5 x 84.2 em.
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Fig.40 Eleven-headed. ten-armed Avalokitesvara (Guanyin) surrounded by
fourtcen figures. including onc identificd as cither Sarasvati ( Biancaitian) or S
(Gongdetian). from Dunhuang ( Pelliot Collection, Musc¢e Guimet).
10th century. Colour on hemp. 142.5 x 98.8 cm.
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Fig.41A Thousand-armed. thousand-cyed Avalokitesvara (Guanyin) surrounded by
thirty-two figures. including Sri (Gongdctian). from Dunhuang
(Pelliot Collection. Musée Guimet). 981, Colour on silk. 1894 x 124 cm.
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Fig.42 Uga-Benzaiten from Enoshima Jinja ncar Kamakura.
Mid-Kamakura Period. Wood. Ht. 59.3 ¢cm.
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Fig.43 Uga-Bcenzaiten from a private collection (Tokyo National Muscum).
Sccond half of the Kamakura Peniod. Ht. 31.3 cm.
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Fig.44 Benzaiten Jigodoji from Kotohiraga. Kagawa Prefecture.
Latc Kamakura Period. Colour on silk. 129.1 x 52.4 cm.
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Benzaiten Jagodoji trom Hogonji on Chikubushima on Lake Biwa.
Nanbokucho Period. Colour on sith. 80 x 421 em.
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Fig.46 Ugajin from Chokenji near Kyoto.
Edo Pcriod. Wood. Ht. ca. 50 cm.
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Fig.47 Tenkawa Benzaiten mandala image from [shiyamadera. Shiga Prefecturc.
Muromachi Pcriod. Colour on silk. 105 x 38.4 cm.
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Fig.48 Nakcd Benten from Enoshima Jinja ncar Kamakura.
Nanbokucho Period. Wood. Ht. 26.3 ¢cm.
Photograph taken before the restoration of 1927,
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Fig.49 Benzaiten from the Seikado Bunko Muscum, Tokyo.
Nanbokucho Period. Colour on silk. 136.1 x 59.7 cm.
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Fig.50 Shichifukujin Takarabunc (Treasure ship of the Scven Gods of Good Fortunc)
by Hiroshige (1797-1858) from a private collection. Woodblock print.
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Fig.51 Fuji Film advertising of 1999 for New Year’s cards with photographs.
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