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1.1 In the section on permutations of his Li/avati', Bhaskaracarya poses
a playful problem. In a particular iconic form, Siva holds ten different weapons
or emblems (dyudha) in his ten hands. Supposing these ten emblems are
mutually exchanged in these ten hands, how many variations will there be ?
If this is difficult to visualize, Bhaskara gives another example. Hari, that is
Visnu, holds four different emblems in his four hands. If these are interchanged,
how many variations will there be ?

pasarikusahidamarakakapalasilaih
khatvangasaktisaracapayutair bhavanti /
anyonyahastakalitaih kati martibhedah

sambhor harer iva gadarisarojasankhaih 1/263//?

“How many permutations will there be of the iconic forms (martibhedah)
of god Sambhu, by the exchange of his ten emblems, namely, the pasa
(noose), the ankusa (elephant's hook), the ahi (serpent), the damardka (tabor
or small hand drum), the kapala (skull), the $a/a (trident), the khatvanga
(staff with a skull at the top), the Sakt/ (spear), the Sara (arrow) and the
capa (bow) in his different hands, like those of Hari by the exchange of
the gada (club), the cakra (discus), the saroja (lotus) and the Sarkha (conch) ?”

1.2 The mathematical answer is simple. Interchanging the four emblems
in the four hands means exiracting the number of possible permutations of
four things taken four at a time. According to verse 261 of the Lilavatr®
the answer is 1 x 2 x 3 x 4 = 24 forms. Likewise, in the case of Sambhu
-Slva,thepermutatlonswulbe 1x2x3x4x5x6x7x8x?9
x 10 = 3,628,800.

2.1 But then the following question arises. Is this a mere whim of the
mathematician Bhaskara, or can such variations really be conceived of ? Do
the strict canons of iconography as laid down in the S//pasastra and in the
Agamas allow such variations in the placement of emblems ? On this question,
Gane$a Daivajiia remarks as follows in his commentary Buddhivilasini (1545
CE) on the Liavatr:

yatha gadadibhir ayudhair anyonyam catursu hastesu Kalitair hareh
kesavadayo mdrtibheda drsyante ladvat pasadidasabhir  ayudhair
anyonyam kalitaih $ambhoh kati bheda bhavantity arthah / yatha harer
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mdrtibheda loke prasiddhastatha sambhor neti kriva harer nidarsanam/

“Just as by the mutual exchange of the club and other emblems in the
four hands, there arise variations in Hari's iconic forms, starting with Ke$ava,
in the same manner how many forms will there be of Sambhu by the mutual
exchange of the pasa and other weapons: this is the purport of the verse.
Hari's example was given because the variations of Sambhu's form are not
so well known in the world as those of Hari.”

Thus from Ganesa we learn that each one of the twenty-four variations
arising out of the mutual exchange of the four weapons or emblems has
a separate name and that these names and the corresponding iconic forms
are well known. Colebrooke mentions that these names and forms are discussed
in the Puranas.®

2.2 Indeed, certain Puranas enumerate the twenty-four names and mention
how the four emblems are arranged in each corresponding form.® Thus the
Padmapurana’ and Agnipurana® describe these twenty-four forms and their
names under the heading Caturvimsati-mdrtayah. These are also described
in certain late texts like Hemadri's Caturvargacintamani (thirteenth century)®
and In Satradhara Mandana’s Ridpamandana (sixteenth century).'® However,
the relevant passages in all sources, with the exception of the last mentioned
one, are highly corrupt. Because of the monotonous nature of the description, "
the specifications for different forms have often got mixed up and even the
sequence of the twenty-four forms has not always been correctly maintained.

3.1 There is yet another source which has not been noticed in this connection
so far. It deserves our attention because it is contemporaneous to Bhaskara
and because its mode of enumeration of these twenty-four forms is unusual.
This source is the encyclopaedic treatise by name Manasoliasa'? which was
composed by the Western Calukyan monarch Somes$vara lll. The epoch of
this work is Friday, Caftra suddha 1, Saka 1051, Jovian Year (southern
style) Saumya (corresponding to Friday, 22 March 1129)."®

3.2 The first chapter (adhyaya) of the third book ( vimsati) of the Manasollasa
enumerates the twenty-four names of Visnu together with the corresponding
placement of the four emblems in his four hands. We reproduce the relevant
passage below, after improving the spelling of certain code words according
to the principles laid out in the passage itself:'*

ayudhanam viparyasac catursv api ca bahusu /
Jjagannathasya vaksyante caturvimsati martayah //1688//
pradaksinyena boddhavya caturvimsati martayah /

athohastakramenadau yathaivaksarasamjnaya |/689//
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avéréi.stam adhobahos caturtham namavacakam /
pradhanyam vyanjanesv eva dirghanusvarayor bahih //690//
chandasah pdranarthaya kvacid adyam pralupyate /
pasacamke sapamgana gacasamma cagapago |/691//
gopasamvi casampama pagacatri sacagava /
pamcamgasri gacampahr $apacapa pasagada //1692//
gasapasam'® gasacarva casagapra cagasani /
capasampu pagasadho'® capamgonr gapacacyu'’ 1/693//
pacasamja sagacope socapaha sagapakr /
caturbahuyutah sarvah martayah parikirtitah //1694//
iti kesavadicaturvimsatimartibhedah /

3.3 Translation

688: “Now will be enumerated the twenty-four iconic forms (martayah)
of Jagannatha, which arise from interchanging (viparyaya) the emblems
(ayudha) in his four hands.”

689: “The twenty-four forms are to be understood (ie. the emblems
in the four hands will be enumerated) in clockwise sequence (pradaksinya),
starting from the lower hand [on the right]; the enumeration will be made
in syllabic code (aksara-samjna).”

690: “The remaining one (avasisia) (i.e. the fourth emblem which is not
mentioned, but which can be inferred from the other three) belongs to the
[left] lower hand. And the fourth syllable denotes the name [of the corresponding
iconic form] (namavacaka). [In the syllabic code which now follows], what
are pertinent are the consonants. The lengthening [or shortening] of vowels
and [the addition or deletion of] anusvara are merely external (i.e. not pertinent;
they are done for the sake of metre).”

69 1ab: “For the sake of the metre too, occasionally the first syllable
[of the relevant designation] is omitted.”...

694cd: “All the images are said to be with four arms.”
“Thus the tWehty—four different iconic forms, starting from Kes$ava.”

In 69 1cd-694, the placement of the four emblems and the corresponding
names or designations are given by code words of four syllables ( aksara-samjna)
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each. The first three are the initial syllables of the names of the emblems.
The fourth syllable is the initial syllable of the name of the form. The sequence
of the enumeration of the emblems starts with the right lower hand and proceeds
clockwise, i.e. right lower hand, right upper hand, left upper hand and left
lower hand. The names of the emblems placed in the right lower hand, in
the right upper hand and in the left lower hand are indicated by the first
three syllables of the code word. When the names of three emblems are
mentioned, the name of the fourth emblem in the lower left hand can automatically
be inferred. The fourth syllable of the code word, being the initial syllable
of the name of the form, will provide the name of the form.

In all the four syllables of the code words, it is the consonants that
are important. For metrical reasons, occasionally the vowels are lengthened
or shortened and anusvaras are added or deleted.

This will become clear from the following example. The first code word
is pasa-cam-ke. Here pa stands for padma in the lower right hand; sa means
Sarikha in the upper right hand; cam suggests cakra in the upper left hand.
We can now infer that the remaining emblem, namely-gada is in the lower
left hand. Finally the fourth syllable ke indicates that the form with the
above-mentioned placement of emblems has the designation-Kesava.

Somesvara adds that in some cases the first syllable of the designation
is omitted. This happens when the designation begins with a vowel. If this
vowel is included in the code word as the fourth syllable, it will not remain
as an independent entity but will merge with the vowel of the third syllable,
through the grammatical process known as sandhi. Therefore in such cases,
instead of the initial vowel, the second syllable that contains a consonant
is given. Take the example of no. 16 in the table below. Here the name
of the form is Aniruddha and code word is ca-ga-sa-ni. Here if the initial
syllable of Aniruddha is included, the code word would read ca-ga-sa-a.
But through sandhi, the fourth syllable will merge with the third and the
result will be ca-ga-sa. Therefore, instead of the initial syllable a, the second
syllable n/ was included in the code word. This is the case with nos. 18,
20 and 22 as well.

3.4 The placement of the emblems in the twenty-four forms and the
corresponding designations are shown in the following table:
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code word lower upper upper lower Designation
right hand| right hand | left hand | left hand

1. | pa-$a-cam-ke | padma Sankha cakra gada Kesava
2. | $a-pam-ga-na | sankha padma gada cakra Narayana
3. | ga-ca-sam-ma | gada cakra Sarnkha padma Madhava
4. | ca-ga-pa-go cakra gaaga padma S$ankha | Govinda
5. | ga-pa-sam-vi gada padma sankha cakra Visnu
6. | ca-Sam-pa-ma | cakra sankha padma gada Madhustdana
7. | pa-ga-ca-tri padma gada cakra sankha Trivikrama
8. éa—cé-ga-vé sankha cakra gada padma Vamana
9. | pam-cam-ga-sri| padma cakra gada sankha Sridhara
10. | ga-cam-pa-hr | gada cakra padma sankha Hrsikesa
11.| sa-pa-ca-pa sankha padma cakra gada Padmanabha
12.| pa-sa-ga-oda padma sankha gada cakra Damodara
13. | ga-sa-pa-sam | gada sankha padma cakra Samkarsana
14.| ga-$a-cam-va | gada sarkha cakra padma Vasudeva
15.| ca-sa-ga-pra cakra sankha gada padma Pradyumna
16. | ca-ga-sa-ni cakra gada sankha padma Aniruddha
17.| ca-pa-sam-pu | cakra padma Sarikha gaoa Purusottama
18. | pa-ga-sa-dho | padma gada sankha cakra Adhoksaja
19.| ca-pam-go-nr | cakra padma gaaa S$ankha Nrsimha
20.| ga-pa-ca-cyu | gada padma cakra sankha Acyuta
21.| pa-ca-sam-ja padma cakra Sankha gada Janardana
22.| sa-ga-co-pe Sankha gada cakra padma Upendra
23.| $o-ca-pa-ha s$ankha cakra padma gaoa Hari
24 | sa-ga-pa-kr Sankha gada padma cakra Krsna
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Now it becomes obvious that these twenty-four names are indeed well
known. Even today Smarta Brahmins daily recite these names in this very
sequence in a rite known as Acamana (sipping water as a means of internal
purification).'® The names and forms prescribed in the Manasollasa are exactly
those which are enumerated in the Rdpamandana to which mention has been
made above. That the twenty-four names and their sequence in these two
texts are identical with the same as recited in the daily ritual'® shows that
the sequence given in these two texts is the correct one. It is likely that
the placement of emblems is also the correct one because, this being a
case of complete set of permutations, any variation in one form will automatically
make it cease to be a distinct form separate from the other twenty-three.
Therefore, variations found in other texts are merely due to corruption of
texts in transmission, rather than to separate iconographic traditions.

4.1 Have these twenty-four forms, each with a distinct placement of the
emblems, been ever represented in sculpture or painting? T. A. Gopinatha
Rao discusses this issue in his invaluable Elements of Hindu Ilconography.2°
According to him six of the twenty-four forms are represented in sculpture
in the Chennake$avasvamin temple at Beldr in Karnataka. “They are of Ke$ava,
Madhava, Govinda, Madhusudana, Hari and Srikrsna respectively. Of these,
the first image, that of Kesava is among the best specimens of the Hoyasala
school ,of sculpture, and is in an excellent state of preservation. It was set
up by Santaladevi, the chief queen of Visnuvardhana of the Hoyasala dynasty,
in the Kappe-Chennigaraya shrine in the Chennakesavasvamin temple. [..]
The other five images are found sculptured on the walls of the central shrine
of the Chennake$avasvamin in the same temple. [..] All the images are well
executed, and bear evidence of trained workmanship.’?’

4.2. Such variations in the placement of emblems in Visnu's hands are
seen in sculpture elsewhere too, but nowhere in such preponderance as
at Beldr. In her fine study of the /conography of Visnu, Kalpana Desai gives
a large list of such images in north India and adds: “This survey of the
caturvimsati martis makes it clear that in the whole of northern India only
selected forms of Visnu have been worshipped by the people. Numerically,
the Trivikrama image tops the list of Visnu images right from the early times.
The other prevalent forms are - Purusottama, Ke$ava, Sridhara, Govinda,
Adhoksaja and Acyuta.”?2 But, like Beldr in south India, there is one place
in the north where several forms are depicted together. To quote Kalpana
Desai once again: “An interesting record of these .images is still present in
a temple at Valam in Gujarat, where most of the varieties of standing four-handed
images of Visnu are not only carved together but are also identified by the
inscriptions on their pedestals. Only seventeen of these have survived, from
which the iconography of Kesava, Narayana, Samkarsana, Govinda, Visnu,
Madhusudana, Krsna, Trivikrama, Hrsikesa, Padmanabha and Damodara tally
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exactly with the description given in the Rdpamandana.”?® Unfortunately Desai
does not attempt to date these sculptures.?*

4.3 However, the standard mode of representation of the four emblems
seems to be the one where Visnu holds the cakra in his upper right hand
and the sankha in the upper left hand; the padma in the lower right hand
and the gada in the lower left hand. This is the twenty-first iconic form
called Janardana and it is this form which is most frequently represented
in stone and bronze sculpture.

4.4 Much more popular than this is another form where only two emblems,
namely the cakra and the $arikha,® are shown in the upper right and left
hands. The two lower hands are empty of emblems but display significant
mudras; the right hand in abhaya-mudra (gesture of protection and reassurance)
and the left in varada-mudra (gesture of conferring his grace). In fact this
is the most popular form of representation of Visnu, the benevolent lord who
offers his protection and grace to his devotees. Itis in this form that Venkatesvara
. in the famous temple on the Tirupati Hills is depicted.

5.1. Visnu has one thousand names, which were enumerated as early
as the Mahabharata.®® Of these, twenty-four names became important in the
cult. Scholars trace these twenty-four names to the Pafcaratra concept of
the four Vyahas, namely Vasudeva, Samkarsana, Pradyumna and Aniruddha.
Jitendra Nath Banerjea opines that the concept of the four Vyahas was first
formulated in the second century and was increased to twenty-four in the
Gupta period.?” Gradually distinct iconic forms were assigned to each of the
twenty-four names, the distinction being just a difference in the placement
of the emblems. It is difficult to determine when this happened, but the earliest
text where the Caturvimsati-mdartis are described is the Agnijpurapa of uncertain
date. The available sculptures in north India depicting these variations are
rather late; they are datable to seventh to tenth centuries.?® -

5.2. But is there any intrinsic connection between a particular form with
a certain arrangement of the emblems and the corresponding designation ?
Why must a form holding the Sarikha and the cakra in the upper hands
and the padma and the gada in the lower hands be designated as Ke$ava,
and not Madhava ? Or what is the connection between the concept of Trivikrama
who covered the entire cosmos with three strides (#/-vikrama) and the
arrangement in which the gada and the cakra are held in the upper hands
and the padma and the Sarikha in the lower hands?

Indeed, the connection between the twenty-four names and the twenty-four
forms based on the permutations of the placement of the four emblems seems
to be without any mythological or philosophical basis. It must be the brain-child
of some mathematician rather than a theologian—a mathematician who resorted
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to the permutations of the four emblems in order to provide separately identifiable
iconic forms to the twenty-four names. In other words, mathematics of
permutations played a role in the iconography of Visnu's twenty-four forms.

In an ealier section of the Li/avati?® Bhaskara himself remarks that the
mathematics of permutations and combinations has its application in several
areas: “to compute the variations of metre in prosody,®® the variations of
the placement of windows and other architectural elements
( masavahanabhedad)) [In architecture], the variations of the fa/as [in music],®’
the variations [of diverse kinds] in sculpture and other crafts (Silpaka), and
the combinations of different medicinal substances in medicine, for those persons
who are knowledgeable in the respective subjects.”

5.3 In the case of the mathematician Bhaskara who alludes to these
Caturviméatimartis, the following facts are rather striking. He was born in
1114 and lived at Vijjalavida in the Sahyadris in present-day Maharashtra.
It is not known when he composed the Li/avati, but it must be before 1150
when he completed the Sidahantasiromani. The Manasollasa, which describes
the twenty-four forms and names in a syllabic code, was composed around
1129 by King Somesvara Ill who ruled parts of present-day Maharashtra
and Karnataka from 1126 to 1138. The sculptures which represent as many
as six of these twenty-four forms at the BelGr Channakesava Temple also
belong to this period. The main image of Kesava was commissioned by Sitaladevi,
chief queen of Visnuvardhana of Hoyasala dynasty who ruled ca. 1110-1152.
The other five sculptures too belong to this period. Therefore the proximity
of these three sources in time and space may be taken as an indication
that in the first half of the twelfth century the cult of the Caturvimsati-martis
was prevalent in the Maharashtra-Karnataka region.

6.1 Now there remains the question of the 3,628,800 forms of Siva
arising out of the permutations of the ten emblems. Like Visnu, Siva is also
invested with one thousand names in the Mahabharata,*? but nowhere with
three million names nor with so many forms. This part is purely Bhaskara's
fancy. But the ten emblems enumerated by him are not fanciful, and these
must have had a basis in the é//pas’éstra. In plastic sculpture Siva is represented
with two, four, eight, ten or more arms. The forms with many arms and
weapons are usually samhara-martis when the god is set to vanquish an
enemy. According to an anonymous text cited by Gopinatha Rao, the ten-armed
form is prescribed for the Gajasura-samhara-marti, when Siva vanquished
a demon in the form of an elephant. For this form the text prescribes the
ten emblems as follows: aksamala (rosary), asi (sword), Sakti (spear), danda
(staff) and $ala (trident) in the five hands on the right, khatvarga (staff with
a skull at the top), bhujaga (serpent), kapala (skull), khetaka (shield), and
harina (deer) in the five hands on the left.3® The ten emblems in Bhaskara’'s
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list, we may recall, are pasa (noose), ankusa (elephant’s goad), ah/ (serpent),
damaru (small hand drum), kapala, sula, khatvanga, Saktj sara (arrow) and
capa (bow).>* Only five are common in these two lists, viz. ahj kapala, sula,
khatvariga and Sakti. The remaining five, viz. pasa, arnkusa, damaru, sara
and capa are also wielded by Siva, but in other iconic forms.

For the moment then Bhaskara's exact source for Siva’'s ten emblems

eludes us.
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8

9.

10.

11

12.

13.

14.

15.
16.
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Text: gapacatuh (cu)
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the recent authors who wrote on the twenty-four names and forms (see n.5
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