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The Rgamweg@® of Rdvana is a sublime lyric full of great devotion and
composed in a vigorous style. The magic power of its resonant words is very
gripping. We propose to analyse its iconographic motifs and to arrive at the
date of its composition,

The Stotra consists of 12 verses which were recited by uam to glorify R
as the finale of worship offered to Him.

The first verse gives a word picture of the fimygfd of the Deity—
FETRTE daAsmiaioragt—
fadefitagtRuame qdf |
It also praises the third eye in the forehead of the God burning with the

fierce flame of Fire. S$ive is three-eyed (:asa#g) gd-=+z-a1fi being those three
Eyes ; they comprise in their symbolism the entire f§% doctrine.

The verse makes reference to the new moon on the forehead of the God,
whence he is called I7g2@t. Who is this %z on the head ? ufa§ sgx:—this is the
Vedic definition. Rudra is fierce s1f, hungry to devour its food. This af§ is
fed by @, also called ¥v§ and =1%g. Again, 9§ represents the cosmic mind
( =7ga1 7aq r@: Rgveda ) and the principle of mind is the supreme aspect of the
Deity, shining on the top of his head.

Verse 2 refers to the 3n-a3aR form of Siva. The Daughter of the moun-
tain ( 9UaERARA ) remains in eternal blissful enjoyment with her Lord. It is
the union of %5 with g&9, of @4 with #fi1, as the Lifiga Purdna explains :

ARAUATRS: GHANT Tl |
i AW 9T /T @ S0 3% 19 |

Siva is praised as f4at i.e. fiziaT, the one source of Rifyasa, the principle
of consciousness, also called sgreaasn. It was the highest doctrine of the Vedantic
Saiva philosophy in which Siva and Self are one.

Verse 3 consists of two motifs, viz., the serpents coiled in the matted locks,
and the elephants’ skin worn like a canopy to mark the beginning of the gweg
dance. The matted locks symolise the 537§ part of the Divinity who is himself
sgrzd.  The cosmos is the tangled mass of those locks.

The elephant is the principle of sig3(, or individuation, same as #gq mani-
festing at a point. The ¥& or Ff¥ is the container, the finitising unit for =g,
which begins the dance that creates the world and also withdraws it.
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Verse 4 refers to the numerous gods headed by the gg@®@a Indra paying
homage at the feet of Siva who is #&R9, the Supreme Divinity. In the Veda
%% and & are the same as Sirva who has a thousand rays.

Verse 5 paints a picture of the Fire from Siva’s third eye consuming the
God of the five arrows. It is the &mm® qfir of Ra. The five objects of enjoy-
ment of the senses are completely subdued by the gu:amfy of .

Verse 6 repeats in still more artistic terms the s motif :
FSA@ TR TIEETRTEE,

YA FTI 0TI |
It is the third eye of wisdom which obtains perfect control over the senses and

the mind lusting for sensuous pleasures.

Verse 7 recounts the dark colour of the throat, i.e. the @@z form, and the
e, st and the g@} forms. The throat symbolises the element of s
with the quality of sound and srry is in Vedic terminology equivalent of the
Y=g or a1%. The poison in the throat stands for the tamasic nature of the
Five Elements. The d=¥qs are created by the amgm form of Ff%, s by the
&gw and #wEd<d by the @adigm, and thus #a:-sw-gi% are the manifestation of
3.

Verse 8 describes again the sombre effects of the deep and dark colour of
the throat shining like a mass of blue lotuses.

The second half of this verse is highly important as giving a string of 13-
H&r motifs :
' aRfet gt wated aafst
naRerivafat aranfst a9

The words are of incomparable charm in Stotra literature, and in utmost
concise form paint a picture of the major exploits of fig#t=1. They are repeated
in an altered vocabulary in verse q.

The wifesz form is the Tus or aM4 qfd, of which the az4zg« theme is
described at length by Kalidasa and in some of the Purénas.

The gf*37 or gu=as form relates to the vanquishing of Bggy, ‘ the Demon
of the Three Cities’ of gold, silver and copper. Who is this gz ? It is our
own body or ourselves comprised of s1¥1-w9-g® which are the three states of
the Self and the result of the three Gunas. Mind (#4: ) is the city of gold, sim of
silver and sjam of copper or iron. Siva is the supreme controller of these three
states and the demoniac nature of the lower self should be dedicated at his feet.

The wgfkaz or wawa® form refers to the annihilation of 8K, the cessation
of ®a=a or the revolving wheel of the world of wmar or Fi@.

The #@f*@z or waras form reminds of the episode of Zgamfeda. The
Puranas relate the story of z4999@ having performed a 3q to which g was not
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invited and so his IRs &ft. The #5 ended in disaster. What is the significance
of this $@1? It is the same as the f@wafi¥ 7@ of the Brihmanas. a3 has two
aspects, one the cosmic (#f4%37 ) and the other in the individual (= ). The
latter must be linked to the former, the mortal derives its energy from the im-
mortal source of the Divine eternal. If zig breaks of from that source because
of his sE4R, the individual a3 is doomed. gy invites all his daughters, except-
ing &t or 7E1TfF who alone can deliver the goods.

The wwf~e% or =A% or TMGEERAM has been mentioned above.

The siq%fx@z or xFas AT refers to the defeat and death of siyHigt at the
hands of f13. The blind pranic energy as divorced from the mind symbolises
the Andhaka demon who must submit to the authority of Mahadeva.

The sasfkag or sraras AT refers to the terrific form of 13 as conquering
the god of Death. Siva is #gr® and &R ; He has triumphed over an or % ;
and poison, the symbol of % has been assimilated in his throat.

Verse g refers to firq as the Lord of w@wamaygdt or snawzeadl, Waves of Bliss,
or sweet mead, or W& ( = 89, and 3%a ) which is his true nature. It also repeats
the iconographic forms of verse 8.

Verse 10 besides repeating the motif of the Fire from the third eye, adds
the significant motif of the Tandava dance performed with the rhythmic sounds
of the Damaru-mrdanga.

Verscs 11 and 12 refer to the eternally poised nature of the Lord, for whom
rough stone and kingly bed, serpent and pearl garland, gem and clod of earth,
friend and foe, grass and lotus, king and toiling peasant are all equal ; they end
with the supplication of the devotee to spend his last days on the Gaigd in a
quiet retreat and merged in the blissful nature of the Divine, while muttering
His sweet name.

Tor a Stotra of only 12 verses, the above is a perfect record of motifs and
a model of high literary art. It is overflowing with devout inspiration and the
realisation of the ineffable bliss of the Divine in the heart of the Bhakta.

The Stotra does not form part of any Purna, so far as I can see, but its
date is indicated by the recounted motifs fairly closely.

The amw=g dance began to be portrayed in Indian art about the Gupta
period. But the figu=ad as well as the gara® forms are depicted in Indian
sculpture for the first time during the Rastrakita period in the ZFTIaw Cave
and the Kaildsa Temple at Ellora, the first finished in the time of king Danti-
durga (735-57) and the second in the reign of Krishnardja I (757-772). It is
a rare phenomenon that these two shrines, which were the most wonderful
accomplishments of their age both in architecture and sculpture, also have been
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adorned with the other motifs like the srFaFIgwasIld, the zgaafasdg afd, the
TAGTERR AfT, IAWHIAT F, sr¥ariag and the awss 7.

The iconographic and literary motifs taken together can be attributed
only to the Rastrakiita period in about the middle of the eighth century A.D.
The F@R or guFasw form of g is connected with the liberation of #1%vgg from
the clutches of Death, and depicts ar#veq praying to fi1g for deliverance from an
who is repulsed by a kick of the Divine feet. It is only in the ZgEgar Cave and
the %@ Temple of Ellora that the theme has been discovered so far ( Gopinath
Rao, Elements of Hindu Iconography Vol. II, pt. 1, Plate 34). The ¥Jusa® re-
presentation is similarly of very rare occurrence in early sculpture and has
hitherto been discovered together only in the above two places, pointing to the
period circa 735-770 A.D. (Gopinath Rao, op. cit.,, Plate 37). This gives a
reasonable basis to assign the fjjgamwes & to about the middle of the eighth
century and its composition may be the work of some brilliant poet of the
Rastrakiita age in the Deccan.

The = was recited by w3w after his worship of God 33 ( QAraEEA
gggFiia®y ). This worship-scene is also illustrated at Ellora in the Kailasa
Temple in a grand sculpture known as ‘ Ravana lifting Kaildsa’ ( @@i<eaqfs,
which was allied to the wawrgsng 4ft ( Gopinath Rao, Hindu [conography, Vol. 11,
pt. I, Plate 53 ). In this respect also the zznaax Cave of Ellora is similar to the
&em@ temple ( Rao, 1b, Plate 54). It may, however, be noted that the Elephanta
Cave-shrine also depicts the wamigmzafs, bat not the FBywErR and asia® or
Aveaigas forms, which are peculiar only to the zyar Cave and the Erats
Temple of Ellora, as stated above. '



