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Srnudhvam munayah sarve karttikeyasya sambhavam |

brahmanyatvam samahdatmyam viryam ca tridasadhikam ||

“Listen, all you sages, to Karttikeya’s [i.e. Skanda’s] birth, his devotion to Brahmins,
his greatness and his heroism that surpasses [even that of] the gods.”

Skandapurana 1.14

1 Introduction

In the opening verses of the Skandapurana, the sita, “the bard”, announces that he will
tell the story of Skanda’s birth, piety, eminence and valour. Skanda is the son of the gods
Siva and Parvati, and his miraculous birth and heroic deeds are certainly worth telling. He
becomes the leader of the divine army and kills one of the terrifying enemies of the gods,
the evil Taraka. Although the siita introduces the composition as one about Skanda, he
recounts many other stories along the way. It contains numerous narratives and other text
portions—from theological tractates to devotional eulogies, from glorifications of places
to a myth of creation. The Skandapurdna is far more than just the story of Skanda; it is a
Purana.

The literal meaning of the Sanskrit word purana is “ancient” or “belonging to
ancient times”. It is an adjective that can be used as a reference to the antiquity of things.
When a narrative, for example, is qualified as ancient, it is considered to contain authority,
respect and a notion of truth. From the first centuries CE onwards, purana is not only an
adjective, but becomes the word for a literary genre, that of the Puranas'. A Purana is a
compendium of mythological narratives and related text units dealing with gods and their
worship®. Some Puranas are centred around one god who is presented as the highest deity,
the axis of the universe, whom everybody should worship. Others are of a more general

character. Among the Puranas that have a theological basis, each Purana has its own

! For studies on Puranas in general, see Hazra 1940, Winternitz 1927/1972, Rocher 1986 and Bailey
2018. Studies on individual Puranas can often be found in the introduction to an edition or
translation of a Purana, such as Horace Hayman Wilson’s introduction to the Visnupurana (1840)
and Peter Schreiner and Renate S6hnen’s introduction to the Brahmapurana (1989). Some of these
and other studies on Puranas as a genre will be discussed at the end of section 1.1.

2 By text unit, I mean any text portion. Some tell a story, others explain doctrines, express eulogies,
etcetera. Some examples of text units in Puranas will be given in passing below.



perspective on who the ultimate god is, as well as its own narratives and corresponding
ideology, resulting in a unique piece of literature. Despite the possible doctrinal
differences between individual Puranas, a Purana is recognizable as a Purana, not only by
its name, but also by its content, style and structure. Puranas receive their unique character
because of the combination of on the one hand, canonicity which prescribes certain
parameters within which the Purana composers operated®, and on the other hand, fluidity
which gave the composers freedom to modify the content according to their own time,
place and context.

Being composed in the sixth to seventh century in North India, the Skandapurana
can be counted among the early Puranas. It has a strong affiliation with Saivism; a
religious ideology centring around Siva and promoting devotion to him. The text presents,
for example, a Saiva universe in which the gods maintain the roles they are known for,
such as Brahma being the creator, Indra being the king of the gods and Skanda becoming
the leader of the divine army. Siva is on top of this universe, accompanied by his wife
Parvati, assigning the gods their executive tasks. He is the force behind all existence and
action. The Skandapurana is the first known Purana with such a strong Saiva message
across the entire text.

By comparison with both early and later Puranas, it is possible to trace some key
Puranic features in the Skandapurana. One of these is the central means by which the
text’s Saiva ideology is proclaimed, viz. through the retelling of well-known narratives.
This thesis is dedicated to three such retellings in particular. Each of them is concerned

with a manifestation of god Visnu, taken on by him to conquer evil: the Man-Lion

3 Puranas are, in a sense, authorless texts, for they are not signed by anyone, nor claimed by one
author. However, the Puranas are sometimes believed to be composed by the mythical sage Vyasa,
who also composed the Mahabharata and divided the Vedas into four. At the same time, the texts
must have been composed by actual people, whom I refer to as “the composers”, even though we
do not know who they were. I deliberately use the plural form here because Puranas were most
likely composed by a group of people, instead of by one individual. It is not unthinkable that parts
of the composition were assigned to different people and were then brought together into one
composition. Puranas were furthermore not compiled in one breath. Instead, they grew over
generations, possibly even centuries. Since some goals of my thesis concern the decisions made
and aims intended by the composers of the Skandapurana, 1 will return to a short discussion on
who these people might have been in section 1.2.3. I choose to postpone this discussion because,
in order to be able to hypothesize on the composers, we first need to know more about the text
itself, identifying some key features of the Skandapurana, as well as of the genre of Puranas.
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(Narasimha), the Boar (Varaha) and the Dwarf (Vamana). The stories of these
manifestations were not new at the time of their appearance in the Skandapurana. They
are already known from texts from several centuries before the composition of the
Skandapurana. This is, however, not a matter of plagiarism or lack of originality. One of
the key characteristics of Purana literature, even in its early stages, is to retell stories that
were well-known, both by the Purana’s composers and its audience. In the case of Visnu’s
manifestation myths in the Skandapurana, the audience would instantly recognize the
main storyline of Visnu conquering evil, but it was probably the first time that they heard
that the manifestation in question refuses or is unable to make place for Visnu again after
it has executed its task. Hence a new problem arises; a problem that can only be solved
by Siva.

Since this thesis is about the retelling of Visnu’s manifestation myths in an early
Purana, I start this introduction with the Skandapurana composers’ perspective on what
constitutes a Purana and how this matches definitions of the genre provided in secondary
literature on Puranas (1.1). How do the Skandapurana composers categorize the
Skandapurana; to which specific texts do they refer in the text itself and how do they
relate to them; which other texts may be assumed to be known by the composers; and on
the basis of these internal references and chronological considerations, to what extent do
the various definitions of the genre found in Purana studies match the situation of the
Skandapurana? After this, 1 will partially redefine the genre by concentrating on
narratives, viz. through an analysis of the content of the Skandapurana and a comparison
with other early Puranas (1.2). Which narratives and other text units constitute the
Skandapurana; what is the role of retellings; what modifications are found in these
retellings; and what can we say about the Skandapurana composers themselves based on
this information? Finally, I will turn to the topic of the main body of my thesis, Visnu’s
manifestation myths. [ will introduce the myths involved (1.3), the research questions

related to them, and the methodologies used in my analysis (1.4).

1.1  Purana according to the Skandapurana
There are several indications that the Skandapurana is regarded as a Purana. This does

not only follow from the name of the text, but also from the colophons at the end of each
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chapter* and from one text-internal reference. This reference appears in what is at present
the last chapter of the text, SPgn 183°. The passage enumerates several types of text units

featuring in the text.

SPgh 183.63—64:

evam sanatkumaras tu prsto vyasena dhimata |

munindrah kathayamasa puranam skandasambhavam || 63 ||
sarvagamasamdyuktam manvantarajagatsthitim |
sivayogodbhavam dhyanam sarvajiianarnavam mahat || 64 ||
“Thus asked by the wise Vyasa, the great sage Sanatkumara®
told the Purana about the birth of Skanda, furnished with all
traditional doctrines, [which is also about] the preservation of
the world in [this] Manvantara [i.e. a large timeframe, lit. “age
of Manu™], meditation that originates from Siva’s yoga system;

[it is] a great ocean of all knowledge.”’

4 The colophons in the manuscripts record the name and/ or the number of the chapter
skandapurane, “in the Skandapurana”.

5 The abbreviation SPp refers to the editio princeps of the Skandapurana by Krsnaprasada
Bhattarat, which counts 183 chapters. One of the manuscripts of the Skandapurana consists of 183
chapters, but the others break off prematurely. The abbreviation SP refers to the Sanskrit text as it
appears in one of the volumes of the critical edition. Five volumes have been published thus far,
referred to as SP Vol. I, SP Vol. IIA, SP Vol. IIB, SP Vol. IIT and SP Vol. IV. The next volume,
SP Vol. V, is under way and is used in this thesis as well. Including this publication, over half of
the text is edited: up to and including chapter 112. SPg;, is generally used for chapter 113 and
further, with the exception of SP 167 which has been critically edited by Peter Bisschop (2006)
and is used instead.

N.B. this Skandapurana is not to be confused with another publication going under the name of
‘Skandapurana’, abbreviated here as SkP. This is a later collection of individual texts. In fact,
“[t]he assumption [...] that the printed Skandapurana forms a single whole (even if parts may have
been separately composed), is quite groundless” (SP Vol. I, 3—4). The collection is one of the
most extensive Puranas, consisting of seven khandas (“books”). It consists of numerous
Mahatmyas (“Glorifications”), including an extensive eulogy of the holy city of Varanasi, which
is the fourth book, called Kasikhanda (Rocher 1986, 228—37).

¢ The main interlocutors of the Skandapurana are the sages Vyasa and Sanatkumara. Vyasa asks
questions and Sanatkumara answers them, usually in the form of a story.

71 translate all Sanskrit passages, including epithets, into English. All translations are my own,
unless stated otherwise.
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The passage gives the impression that it is a summary of the text: it is a Purana (63d),
which consists of the story about Skanda’s birth (63d), doctrinal and theological parts
(64a, 64c¢), and narratives about the preservation of the world in the current era (64b).
The Skandapurana composers were not only aware of the text’s status as a Purana,
they also positioned the text in an epic and Puranic landscape. In the opening verses of
the text, where the sages ask the sita to tell the story of Skanda’s birth, two other

compositions are mentioned in the same breath, to which the story of Skanda is compared.

SP 1.8—9, 11:

tam asinam aprcchanta munayas tapasaidhitah |

brahmasattre pura sadho naimisaranyavasinam || 8 ||

kathitam bharatakhyanam puranam ca param tvaya |

tena nah pratibhdasi tvam saksat satyavatisutah || 9 ||

[...] bharatakhyanasadrsam puranad yad visisyate |

tat tva prcchama vai janma karttikeyasya dhimatah || 11 ||
“The sages, filled with tapas [“austerity”]?, asked the seated one
[i.e. the sita]: ‘Oh wise one, earlier, during the brahmasattra
[sacrifice], the story of the Bharatas [i.e. the Mahdabharata] and
another Purana were told by you to [the sages] who live in the
Naimi$a forest. Therefore, you appear to us like another son of
Satyavati [i.e. Vyasa]. [...] We ask you to tell [the story about]
the birth of the wise Karttikeya [i.e. Skanda], which is equal to

the story of the Bharatas and excels the Purana.”

Two compositions are mentioned here that have been narrated by “the Puranic bard”
(pauranikam [...] siitam, SP 1.5ab) earlier (pura, SP 1.8¢c). The first is “the story of the
Bharatas” which refers to the Mahabharata, one of the two famous Indian epics (the other

being the Ramdayana). The Mahabharata is a major work, covering numerous stories and

8 For a short introduction into fapas in the sense of “asceticism”, see note 31.
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teachings, alongside its main narrative, composed over several centuries’. It is told by
Ugrasravas to the sages, who have assembled in the Naimisa forest for Saunaka’s twelve-
year sattra, “sacrifice” (MBh 1.1).

The other composition mentioned in SP 1 is “the Purana”. This text is not further
specified, but since it is said to have been told by the same sita as the one of the
Mahabharata, its storyteller should be Ugrasravas. I would like to argue that the

Harivamsa is meant here'?. In the opening verses of the Harivamsa, Saunaka asks “the

® The main narrative of the Mahabharata tells about the great war between two families, viz. the
Pandavas and the Kauravas (both descendants of Bharata and thus occasionally referred to as “the
Bharatas”), its preamble and aftermath. It is interspersed with numerous mythological narratives,
accounts of holy places, doctrinal recitals, of which the Bhagavadgita is the most famous, and
many other text units. It was probably composed in stages, starting as early as the third century
BCE and lasting until roughly the third to fourth century CE, and even continuing afterwards. For
an overview of alternative dates, see e.g. Brockington 1998, 130—58; for a brief summary of the
Mahabharata, see e.g. Smith 2009, xv—xvii; for a general introduction to the text, including
references to other secondary literature, see e.g. Fitzgerald 2018. The Mahabharata served as a
literary example for many Purana composers, who frequently drew upon the narratives told in the
epic and sought connection with the epic tradition, for example, by starting with questions that
were left unanswered in the Mahabharata (Bailey 2018, “Definition of the Genre and Its Content”
section, para. 7) and by having the same composer as the epic, Vyasa (ibid, “Performance and
Performers” section, para. 2).

10 The Harivamsa, “the lineage of Hari [i.e. Visnu]”, is a collection of narratives, including the life
story of one of Visnu’s manifestations called Krsna, myths on creation and recreation and Vaisnava
mythology. It celebrates Visnu in his manifestation as Krsna as the highest god and is affiliated to
a form of Vaisnavism, a religious ideology centring around Visnu and devotion to him. The oldest
parts of the text were possibly composed between the mid-first to the mid-third centuries CE
(Brodbeck 2019a, “Editions, Translations, and Textual History” section, para. 7), but the text has
continued to grow in the centuries that follow. For an introduction to the Harivamsa, including a
summary of parts of the text and references to other secondary literature, see Brodbeck 2019a.
The Harivamsa is at the junction of the transition from the epic to the Puranic period. On the one
hand, it is called a k#ila, “a supplement”, to the Mahabharata in the summary of the books of the
Mahabharata: harivamsas tatah parva puranam khilasamjiitam, “then [there is] the book [called]
Harivamsa, the Purana, known as a supplement” (MBh 1.2.69ab). It is therefore often categorized
among the epics. I will, however, categorize it among the Puranas, based on some textual
references, as well as on the style and content of the Harivamsa. The references to the Harivamsa
as a Purana are scarce. However, as I will argue in the main text, I interpret the Skandapurana to
refer to the Harivamsa by the name of ‘Purana’ in SP 1. Second, two verses from the Mahabharata
possibly refer to it as a Purana. The first is the verse quoted above and the other is MBh 1.1.204ab,
which reads: itihasapuranabhyam vedam samupabrmhayed, “one should strengthen the Veda with
both the epic and the Purana”. Based on the chronological order of the Mahabharata and the
Harivamsa, as well as on their close connection, I suggest that “the Purana” stands for the
Harivamsa—as, for instance, André Couture (2015¢, 56) and Peter Schreiner (2015, 538) have
done. Since the Sanskrit references are scarce, the parallels in style and content with other Puranas
are even more convincing. First of all, the Harivamsa shares quite a number of verbatim parallels
with other Puranas, collected by Willibald Kirfel (1927) as Puranaparicalaksana (see below for
more information on this text corpus). Second, other stories in the Harivamsa have a “Puranic”
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sita”, who had told the great story of the Bharatas (HV 1.1), to tell about the lineage of
the Vrsnis and Andhakas (HV 1.5). Although he is not mentioned by name, Ugrasravas is
generally considered as the sita of the Harivamsa (see e.g. Couture 2015¢ in passim,
Brodbeck 2019b, xxii), for it was he who had told the Mahabharata during Saunaka’s
sacrifice. Since Ugrasravas once told the Mahabharata, followed by the Harivamsa, and
since the Mahabharata and the Harivamsa are intimately related in general (see note 10),
I conclude that the composers of the Skandapurana also presented them as a set in SP 1
and that the Skandapurana was thus told by the same siita: Ugrasravas'!.

The identification with the Harivamsa differs from the one cautiously suggested
by the editors of SP Vol. I. The editors suggest that this Purana is “possibly the same one”
(SP Vol. I, 21) as an early version of the Vayupurana to which seems to be referred in SP
52, This chapter tells how the sages reach the Naimisa forest and start a sacrifice. Vayu,
the god called “Wind”, visits them, and “the sages ask him about: the creation, dissolution
and preservation of the world, genealogy (of the gods), world-periods and reigns of Manu
[etcetera ...]. He tells them all of it in the course of a thousand divine years” (ibid, 68,
translation of SP 5.5ef—=8). The editors of SP Vol. I have suggested that this passage
refers to a part of the Vayupurana (ibid, 60 note 2)'3, which I find plausible as well.

However, I do not think that this text is also meant in SP 1. Not only do these two chapters

character, as argued by André Couture in ‘The Harivamsa and the Notion of Purana’. Especially
the myths about Visnu taking on different forms to save the universe “are surely one of the main
subjects dealt within the Puranas” (Couture 2015¢, 58).

! Since the Harivamsa is told immediately after the Mahdabharata, we may assume that the location
where this scene takes place is the Naimisa forest. The location of the Mahabharata—and thus
presumably that of the Harivamsa—also matches the description in the Skandapurana
(brahmasattre pura [ ...] naimisaranyavasinam, SP 1.8cd). The place (Naimisa) and the occasion
(a sattra) may, however, also be a conventional setting for the telling of epics and Puranas (see SP
Vol. I, 60 note 2 and 67 note 23).

12 The Vayupurana is one of the earliest Puranas, for which “the fifth century or the fourth and fifth
centuries A.D. have generally been proposed as the date” (Rocher 1986, 245). The content is a
combination of general Puranic material and some Saiva ideology.

13 The Skandapurana seems to refer to the text portion of the Vayupurana that is shared with
another Purana, the Brahmandapurana. The two texts share a large number of topics and narratives
verbatim that mainly concern the topics listed in SP 5 and can be categorized as “the five
characteristics of Puranas” (puranaparicalaksanas). The Vayupurana and the Brahmandapurana
have both been extended with narratives that are only found in either of them. The parallels are
generally considered older than the narratives that extended the individual Puranas. For an analysis
of the shared text portion (for example, on whether they have once formed one text) and a
concordance of the parallels, see Kirfel 1927, x—xix and Vielle 2005.
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appear in different narrative frames (a dialogue between the sages and the sita in SP 1 vs.
a dialogue between Vyasa and Sanatkumara in SP 5) and thus in a different time period
(SP 1 is the frame story and SP 5 is part of an actual narrative), the Vayupurana is not told
by Ugras$ravas, but by Ugrasravas’ father Lomaharsana'®.

By mentioning the Mahabharata, the Harivamsa and the Vayupurana, the
Skandapurana is positioned in an epic and Puranic landscape and relates to each text
differently. It should be equal to the Mahabharata, from which a great ambition speaks,
but the composers know their place: it should not excel the great epic. This is, however,
stated about the Harivamsa, which is fitting, since the Harivamsa is a Vaisnava text,
mainly concerned with the family-related stories of Krsna, while the Skandapurana is a
Saiva text, dealing, among others, with the family-related stories of Skanda. It is, in other
words, the very counterpart of the Harivamsa. The relationship with the Vayupurana is
again different. As the editors of SP Vol. I already observed, the Skandapurana composers
seem to deliberately refer to the Vayupurana, so that they do not have to deal with the
topics told by Vayu—that is, the topics covered in the Vayupurana (SP Vol. I, 21). Even
though in the end, the Skandapurana does cover some of the topics, for instance by
including a myth of creation'>, in general, the Skandapurana supplements the
Vayupurana, rather than that it excels it.

Since the Skandapurana composers clearly place the text in an epic and Puranic
context, we may assume that they were familiar with other texts present at the time of
composition as well. This set of assumed known texts reaches beyond the epics and the

Puranas.

= The oldest known Sanskrit texts are the Vedas, of which the earliest parts date

back to 1500 BCE'®. Since the Vedas were an intrinsic part of the Brahmin

14 Lomaharsana told the Vayupurana to the sages (VaP 1.13), who at the time of the reign of king
Astmakrsna (VaP 1.10) were doing a sattra in Kuruksetra, probably in the Naimisa forest (VaP
1.12; the sages are naimisaranyagocarah, “whose abode is the Naimisa forest™).

15 1 will discuss the Skandapurana version of a myth of creation in section 1.2.1.

16 The Vedas constitute a text corpus that is generally divided into four sections: the Rgveda, the
Samaveda, the Yajurveda and the Atharvaveda. They are mainly concerned with the invocation of
gods and ritual formulas and also contain mythological material. For an overview study on the
Vedas, including references to secondary literature, see e.g. Gonda 1975 and Proferes 2018. For a
recent translation of the Rgveda, see Jamison and Brereton 2014.
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society, constituting the basis of Sanskrit teaching and of the Sanskrit knowledge
of the learned people, they must have been known by the Skandapurana
composers.

The Ramayana is the other major Sanskrit epic. Based on its widespread fame
and its dating that starts in the mid-first millennium BCE and lasts a couple of
centuries!”, the Skandapurana composers must have known the central story of
Rama and other narratives in the epic!®. There are some textual parallels between
the Skandapurana and the Ramdyana, including, for instance, SP 72, as Ben
Staiger has shown in his dissertation on the Skanda myth in the Skandapurana
(Staiger 2017, 26ft.).

The Skandapurana composers probably knew the Kumarasambhava by the poet
Kalidasa, which relates the life story of Skanda. The Kumarasambhava was
possibly composed in the fifth century CE and precedes, therefore, the
Skandapurana. It seems to have served as a basis for several portions of the
Skandapurana version of this narrative, as Amandine Wattelier-Bricout (2017)
and Martine Kropman (Kropman 2019, 104ff.) have argued.

Since the Skandapurana composers were well-versed in other texts, we may

assume them to have been familiar with other major early Puranas, even if there

17 Goldman and Sutherland Goldman 2018, “Ramayana Scholarship, History, and Debates”
section, para. 9. For the controversy on the dating of the Ramayana, see, for example, ibid, para.
9—11 and Brockington 1998, 377—97).

18 The central narrative of the Ramadyana, as told by the legendary seer and poet Valmiki, is about
Rama, one of Visnu’s manifestations, and his wife Sita, who is abducted by Ravana, the evil king
of the Raksasas. With an army of monkeys, Rama goes to Lanka, the land of Ravana, to battle
against his enemy. Rama wins, takes Sita back to his own kingdom and is consecrated as king.
There are other major (local) Ramayanas (see Goldman and Sutherland Goldman 2018 for
references), but when I refer to “the Ramayana”, it is Valmiki’s Sanskrit Ramayana.
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are no direct parallels in the Skandapurana. This applies to the Vispupurana'® and
parts of the Markandeyapurana®.

=  With the knowledge of different Puranas comes also the knowledge of what is
usually referred to as the Puranaparicalaksana, “the Five Characteristics of
Puranas”. Many Puranas share verbatim parallels on five topics: creation (sarga),
recreation (pratisarga), lineages (vamsa), Manvantaras (manvantara) and
genealogies of dynasties (vamsanucarita). These parallels have been collected by
Willibald Kirfel in Das Purana Paficalaksana: Versuch einer Textgeschichte
(1927). Kirfel’s collection is based on fourteen different Puranas, from early
Puranas such as the Harivamsa and the Vayupurana to relatively later ones such
as the Sivapurdna and the Garudapurana. It includes both mythological

narratives and long lists of gods, kings, etcetera.

Since so many Puranas show such strong parallels on these five topics and since, as the
name suggests, the topics are supposedly characteristic for Puranas, many studies on

Puranas as a genre take the Puranapaiicalaksana as one of the standard components of

19 The Vispupurana is a Vaisnava Purana, celebrating Visnu as the highest god and promoting
devotion to him. This ideology is expressed in eulogies to Visnu, the many myths in which Visnu
is the main character, and book five which is entirely devoted to Krsna. However, the Visnupurana
also includes content of a more general character, such as the second book that gives a description
of the universe and the fourth book that describes the royal dynasties. Concerning the date of this
Purana, Rocher explains that it “is as contested as that of any other purana” (Rocher 1986, 249),
but several attempts have been made, ranging from 700 B.C. to 1045 CE. More recently, the middle
of the first millennium CE seems to be most excepted (Eltschinger 2014, 57: fifth to beginning of
sixth century; Schreiner 2013, 592: mid fourth century; and Vielle 2005, 546: sixth century).

20 “The Markandeya® consists of 137 adhyayas; the purana proper is interrupted by the thirteen
chapters (81—93) of the Devimahatmya [“Glorification of the Goddess”]” (Rocher 1986, 191).
The Markandeyapurana proper consists of three sections, each containing various narratives and
“[d]iscussions of karma, rebirth, and samsara” (ibid, 192). The third section, dealing with creation,
genealogies, etcetera, is a conversation between Markandeya and his disciple, which could suggest
that it is the oldest part of the Purana (ibid, 192—93). It may date back to the third century CE or
earlier, but the Devimahatmya is a later addition, perhaps even a few centuries (ibid, 195—96). In
her PhD thesis, Yuko Yokochi has dated the Devimahatmya to the second half of the eighth century
or possibly even early ninth century (Yokochi 2004, 21—23 note 42).

2L Other similar works on verbatim parallels between Puranas are Pargiter 1913/1962 and Kirfel
1920/1954. Although at the start of Purana research, it was thought that the parallels are proof for
a common source, an “Ur-Purana” (Rocher 1986, 41—43), already Kirfel is cautious with this
conclusion (ibid, 43—44), and many other scholars have given alterative interpretations (for an
example, see Narayana Rao’s interpretation mentioned in the main text below).
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the literary genre®’. At the same time, already in the mid-nineteenth century, one of the
first Purana scholars, Horace Hayman Wilson, questioned the prevalence of the
Puranaparnicalaksana topics in the introduction to his translation of the Visnupurana. “Do
they [i.e. the Puranas] conform to this description [of the Puranaparicalaksanas]? Not
exactly in any one instance; to some of them it is utterly inapplicable; to others it only
partially applies” (Wilson 1840, viii—ix). Alternative interpretations of the
puranaparicalaksanas have been suggested ever since. For instance, according to
Velcheru Narayana Rao, they rather “order the events of the Purana. They provide the
listeners with a view of time and place in which the events narrated in Puranas occur”
(Narayana Rao 1993, 89). They are, in other words, an “ideological frame” (ibid, 87).
“Since the ideas of paricalaksana are tacitly assumed in the Brahminic worldview, they
do not even appear in every Purana and do not constitute a sizeable length of the text even
when they appear” (ibid, 87—=88).

This final citation is particularly relevant for the study of the Skandapurana and
its composers. First of all, the idea that the themes, lists and narratives collected in the
Puranapanicalaksana are part of “the Brahminic worldview” and thus represent shared
Puranic notions, supports my assumption that the Skandapurana composers were aware
of them and knew the content of this collection?®. Second, the latter part of the statement
applies to the Skandapurana because, as shown above, it appears to deliberately distance
itself from subjects like the creation and preservation of the universe, and genealogies of
gods, sages and kings, which are Puranaparicalaksana-type of topics par excellence.
Although the Skandapurana covers some of the themes, as will be shown in section 1.2,
their treatment remains limited and is not presented in the systematic manner as found in
other Puranas.

Since Puranas cannot be defined along the puranaparicalaksanas alone,
alternative definitions of the genre have been suggested by different scholars. One of the

methods has been to classify Puranas along categories found in the texts themselves. One

22 See, for example, Narayana Rao 2004, 99 and Bailey 2018, “Definition of the Genre and Its
Content” section, para. 1 and “Content and Modes of Composition” section, para. 4—7.

3 An additional reason to assume that the Skandapurana composers knew the
Puranaparicalaksana corpus is that those early Puranas that could be considered known by the
Skandapurana composers—the Harivamsa, Markandeyapurana, Vayupurana and Visnupurana—
are four of the Puranas on which the Puranaparicalaksana collection is based.
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of the better-known classifications is the division between mahapuranas ‘greater
Puranas”, and upapuranas, “minor Puranas”*. Ludo Rocher, for instance, has examined
this classification in his volume on Puranas in A4 history of Indian literature. Several
Puranas provide a list of eighteen mahapuranas with texts like the Visnupurana,
Brahmapurana and Vamanapurana. There is, however, variation on which Puranas are
included and which not, as well as uncertainty on the antiquity of lists like these (Rocher
1986, 30—34). The inclusion of Puranas such as the Lingapurana and Bhagavatapurana
strongly suggests that as a rule, the lists postdate at least the Skandapurana. There is even
more variation in and uncertainty about the upapuranas. They “are reputed to be later
compositions, more sectarian, of local interest only” (ibid, 67)%°. Although such
classifications give a sense of the genre as a canon and how the genre is traditionally
classified, the references are probably later than the Skandapurana and are therefore less
relevant for the present discussion on the Skandapurana as belonging to the Puranic
genre®. In order to reach a definition of Puranas that is also applicable to the
Skandapurana, how Puranas function and what unites them, a different approach is
needed; one more focussed on their content.

I would like to highlight one article that meets this demand, viz. ‘History and

Primordium in Ancient Indian Historical Writing’ by James L. Fitzgerald®’. Fitzgerald

24 This classification is occasionally expanded with other categories, such as sthalapuranas,
“regional Puranas”, and jatipuranas, “caste Puranas”. For more information on these two, see
Rocher 1986, 71—72.

25 Well-known examples of upapuranas are the Nilamatapurdna and the Kalikapurana. For a
comprehensive work on the upapuranas, see Hazra 1958 and 1963; for the canonicity of the
Puranas, their division into mahapuranas and upapuranas, as well as their fluidity, see, for
example, Smith 2016.

26 Another classification, though with similar problems, is based on the text’s religious affiliation.
A threefold division has been suggested in several Puranas. Rocher mentions, for example, the
Padmapurana which makes a distinction between Vaisnava Puranas (sattvika Puranas), Puranas
related to Brahma (r@jasa Puranas) and Saiva Puranas (tamasa Puranas, Rocher 1986, 21). Rocher
wonders, however, “whether the sectarian divides between the puranas — and within Hinduism
generally — have not been exaggerated” (ibid.) for two main reasons. First, some Puranas include
a fourth or fifth category, such as “mixed” Puranas or those related to Stirya or Agni. Second,
Puranas do not just pay attention to the main god but to other gods as well (ibid, 21—22).

27 An example of a study that specifically deals with how Puranas function is ‘What Enables
Canonical Literature to Function as “True”?’ by McComas Taylor. Taylor investigates the methods
by which Puranas are legitimized as true, by approaching the subject from within individual
Puranas, seeking markers of truth claims. Puranas appear to have similar “internal textual
strategies” that the Purana author “adopted to instil a sense of authority and truthfulness into his
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translates Purana as a “primordial account of primordial things” (Fitzgerald 2014, 44),
with the Purana’s primordiality conveying “the additional, critically important sense of
being the first instance of something that is still current” (ibid, 49). The idea that

rimordial matters are connected to the present finds expression in the Purana’s view on
p p p ]

“how and why the world is the way it is, how and why the
typical things of our world began — cosmology and philosophy
and its anthropomorphic cousin theology that in the puranas
ordinarily takes the form of a “cosmological monotheism”, in
which the old polytheism of the Vedic religion finds its place in
lower orders of creation derived from the unique Supreme Lord
(conceived in different theological traditions as the Supreme
Being Krsna, or Visnu, or Siva, or as the Goddess, Dev1)” (ibid,

50).

As a result of this monotheism, each Purana is different.

“Though some of the core elements of the oldest puranas share
the same basic text, as Pargiter 1913 and Kirfel 1927 showed,
details of the purana cosmologies vary and the subsequent
theologies, philosophies, and ethics they present are numerous

and different from each other” (ibid, 51).

This combination of Puranaparicalaksana-type of topics and theology has long been
recognized and is indeed characteristic for Puranas, including the Skandapurana. As,
however, the summary-like verses of chapter 183 quoted above (SPgh 183.63—64) show,
the Skandapurana does not only deal with narratives about the preservation of the world

in the current era—which can be characterized as Puranaparicalaksana—and doctrinal

text” (Taylor 2008, 325). These include the text being told by Brahma or mythical sages, whose
lineages are continued to human authors; the text being performed in shared divine places of power,
such as the Naimisa forest; and the promise of benefits of listening to the text and reciting and
propagating it (ibid, 325—26).
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and theological parts, but also—or rather, in the first place—with the birth story of
Skanda. The latter, as I will show in the next section, stands for a third key feature of
Puranas: telling new stories and retelling narratives that are known from other sources.
These three components—Puranaparicalaksana topics, theology and (re)tellings—cover
(the majority of) the content of the Skandapurana, other early Puranas, as well as later
Puranas, and can therefore be seen as characteristic for the genre. These correspondences
in content may point to an early stage of a standardization of the genre. The following
section addresses correspondences as well as differences in text units of the Skandapurana

compared to other early Puranas?.

1.2 Tell and retell
The Skandapurana first of all treats its Puranaparicalaksana material differently. Instead
of following other early Puranas in building on verbatim parallels, the composers seem to
have deliberately referred to these topics in the above-cited passage from SP 5, as if to
justify that they will not deal with them. The amount of Puranaparicalaksana material is
indeed scarce, but the Skandapurana composers did not neglect the topics entirely. If,
however, this type of material is recounted, it is always done in the text’s own
characteristic wording and style of writing. An example of this is the topic of creation,
discussed in section 1.2.1.

The Puranas are not only characterized by narratives on creation, lists of linecages,
etcetera. Already at an early stage of the genre, Puranas are used as vehicles for a

theological message. Whereas the Vayupurana has only some theological parts that are

28 For the present study, I focus on textual sources, primarily narratives from the epics and other
Puranas. However, there are many other sources where narratives or narrative ideas may have
originated. For example, some narratives have a provenance in other genres of literature. Nirajan
Kafle has shown that the earliest version of the Lifigodbhava myth (the myth of “the origin of the
linga”, the phallus-shaped icon representing Siva) is found in the Sivadharma, predating the earliest
versions in the Puranas (Kafle 2013). There are also cases where textual elements rather go back
to an iconographic source. Yuko Yokochi has illustrated this process for the Skandapurana. The
way in which the text depicts the war goddess called Vindhyavasini, “she who lives in the Vindhya
[mountains]”, is remarkably similar to the iconography of the goddess in what Yokochi calls “the
Vindhya subtype” of the Gupta type (Yokochi 2004, 127—41). We should furthermore allow for
the possibility that a narrative does not come from a physical source, but from “the culture” in
general. Narratives were told and retold in temples and at home, so local or even family-specific
versions must have been omnipresent. Purana composers may occasionally have used such
versions rather than or in addition to versions from physical sources.

22



Saiva in character®®, the majority of the Harivamsa eulogizes Krsna as the highest deity,
and the Visnupurana does so with regard to Visnu. The text’s ideology is proclaimed by
telling the most important myths about the god in question, praising him or her with
eulogies (stotras) and teaching central doctrines™®.

Like the Harivamsa and the Visnupurana, the Skandapurana is used as a vehicle
for the promotion of a theological message. The Skandapurana proclaims a Saiva
ideology, in which Siva is the supreme god who should be worshipped. He is often
presented as a gracious and benevolent god, who grants fabulous boons to his devotees

»31 The ultimate

when they worship him, meditate on him or practice tapas, “asceticism
reward for sole devotion to Siva is moksa, “liberation” from the continuous cycle of
rebirth. The text does not only promote Siva worship, it also presents a Saiva universe.
Siva is on top of this universe, overseeing, directing and designing all actions by the other
gods. Although the other gods play an important role in the execution of great (cosmic)
tasks, there is a clear hierarchy between the superior god Siva and the other gods who are
dependent on Siva for receiving their tasks®?. Siva is generally accompanied by Parvati,
living in their palace on the divine mountain called Mandara, and his Ganas. The Ganas
“are Siva’s loyal assistants, accompanying him and the goddess wherever they go, and
they perform all kinds of often destructive tasks for their master. Together they constitute
Siva’s army, but some of them have a more individual character of their own” (Bisschop
2009, 749). The active participation of both the Ganas and the gods gives an impression
of the text’s view on Siva’s role in the universe: he generally remains at the background,

being transcendent and designing plans which are then executed by others®.

2 See SP Vol. I, 22 for correspondences between the Skandapurana and the Vayupurana on Saiva
topics.

30 For the Vaisnava ideology of the Visnupurana, including the centrality of eulogies, see Schreiner
2013, 6211f.

31 “The Sanskrit word tapas is frequently translated as “austerity” or more broadly as “asceticism.”
The word itself derives from the Sanskrit verb fap-, “to heat,” “to be hot.” Accordingly tapas can
refer to a variety of practices aimed at the generation of a kind of “heat” as well as to the heat so
generated. [... TThe term eventually comes to mean a specifically “ascetic,” often painful heat
produced by the practice of austerities such as fasting” (Carpenter 2018, para. 1).

321 will examine the power dynamics between Siva and the other gods in more detail in section
1.2.1.

33 In “Siva and his Ganas. Techniques of Narrative Distancing in Puranic Stories’, Phyllis Granoff
has studied Siva’s reluctance on the basis of several myths, referring to it as ““narrative distancing.”
What I mean by this term is that the stories place Siva at a distance from the action that occurs in
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The text’s Saiva ideology and representation of a Saiva universe is expressed in different
text units. The most explicit statements of devotion to Siva are eulogies to him. For
example, SP 21.18—49 is a stotra by Nandin, in which he praises Siva with some of his
most famous epithets and characteristics, like nilakanthaya vai namah, “homage to
Nilakantha [“the one with the dark neck™]” (SP 21.18d), and namas trisilahastaya,
“homage to the one whose hand [holds] a trident” (SP 21.25a). The Saiva ideology is also
communicated through the numerous myths about Siva and his wife Parvati®* and
specifically through Mahatmyas (“Glorifications”) of Saiva holy places. The long
Mahatmya of Varanasi (SP 26—31.14) is most illustrative, for it enumerates a range of
Saiva tirthas (“bathing places”) and /irngas (phallus-shaped icons representing Siva) in the
holy city. The text units that describe the way to liberation also form part of this
theological scheme and associate the Skandapurana with a particular branch of Saivism,
viz. Pasupata Saivism®. For example, SPg, 174—81 explain how liberation can be
attained by means of sole devotion to Siva and the performance of Pasupata practices,
such as the pasupatayoga, “the Pasupata yoga system”, and the pasupatavrata, “the

Pasupata observance™. The effectiveness of these practices is illustrated by various

the story. In fact in most of the stories it is not Siva at all who is the prime actor. Siva acts by proxy;
he summons a being, usually identified as one of his ganas, who does what needs to be done”
(Granoff 2006, 79).

34 The examples are abundant, like Siva proposing to Parvati to marry him and their subsequent
wedding (SP 12—13), as well as their union (yoga) leading to the conception of their son Skanda
(SP 72).

35 The Pasupatas are a particular branch of ascetics within Saivism. They worshipped Siva,
particularly in his form as Rudra or Rudra-Pasupati, they smeared themselves with ashes and lived
at cremation grounds, where they also performed religious services for the laity. Some of the
Pasupata ascetics adhered to even more extreme practices, such as behaving like a bull and
adopting unethical and unorthodox behaviour (Acharya 2011, 458). References to these and other
unorthodox practices are found in one of the pivotal and earliest Pasupata scriptures called
Pasupatasiitra. The commentary on this siitra, the Paficarthabhasya by Kaundinya (ca. 4" century
CE), is more moderate (ibid, 459). The final goal of Pasupatas is liberation, presented as union
(voga) with Rudra.

36 In this part of the text, pasupatayoga generally refers to yogic practices, for example: “[a]fter
one has adopted a sitting posture and withdrawn all limbs, one should become motionless and
meditate, while one directs one’s thought on the twenty-sixth reality” (Bakker 2014, 141,
translation of SPgy 179.28). However, in the Skandapurana, yoga also means “union”, i.e. union
with Siva, which is more in line with the interpretation of the word in the Pasupatasiitra (Bisschop
2006, 39). The pasupatavrata is a vow one takes, “which contains mainly of a bath in ashes. A
person who practises such an observance is designated a ‘Pasupata’ (SPgy 180.23)” (ibid, 40). In
sections 4.2.2 and 4.2.3, I will discuss the sorts of pasupatavrata practised by Visnu.
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myths in other parts of the text, like the story of the sage Jaigisavya (SP 29.96—124), who
received boons from Siva by practising tapas and following the rules of the Pasupatas®”.
Other devotees of Siva also receive fabulous boons thanks to their devotion to Siva’®.
Another element that is shared by both the Skandapurana and other early Puranas
and which, in my view, is one of the key characteristics of Puranas, is the combination of

new and known material®®

. New narratives and text units are those that do not appear in
textual sources that are earlier than or contemporary to the text in question*’. The life story
of Krsna, for instance, is new when it is first told in the Harivamsa*'. One of the major
new narratives in the Skandapurana is the Andhaka myth. It tells how Andhaka is born
from the darkness created by Parvati, when she covers Siva’s eyes. Siva gives the blind

boy to Hiranyaksa, an Asura*’, as a reward for his tapas (SP 73). Since Andhaka is raised

37 “Bathing in ashes and anointed with ashes, Jaigisavya pleases (Deva [“God”, i.e. Siva]) by
dancing, singing, muttering (his name) and by bellowing like a bull” (SP Vol. IIA, 235). The boons
granted by Siva include that “he will be a great yogin who, thanks to the miraculous power of the
mystery of this holy field [i.e. Avimukta in Varanasi|, will attain the eightfold mastery in yoga.
And he shall be a famous yoga teacher (yogacarya)” (ibid.).

38 For example, in SP 34.62—122, the sage Upamanyu takes refuge with Siva, practices tapas and
meditates on Siva because he desires milk, which his mother cannot give. Thanks to his devotion
to Siva and the practice of tapas, Siva grants him an ocean of milk.

39 It has been suggested “by a number of scholars that Puranas contain myths that are already known
each time they are heard, mirroring well the traditional view that Puranas juxtapose new and old
material continuously” (Bailey 2018, “Previous Scholarship on the Puranas” section, para. 10).
One of these scholars is Greg Bailey himself in his study on the Ganesapurana, a relatively late
Purana (ca. fourteenth century (ibid, para. 12)), where he makes a distinction between “traditional”,
i.e. known material, and “non-traditional”, i.e. new material (Bailey 1995, 155ff.).

40T am aware of the fact that the texts that are available to us today probably provide only a hint of
the texts that once existed. Texts may have fallen into disuse or they may have gone lost because
of the fragile material that was used for writing. This means that a narrative that is identified as
“new” may, in fact, have had a precursor in a text presently unknown. If that is the case, the
narrative should be qualified as a retelling instead. However, since it is impossible to know if and
which texts may have existed—Iet alone their content—I focus on those texts that are available to
us today.

41 “Many of these Krishna stories were developed and expanded in later Hindu and Jain texts, but
the Harivamsha contains what are probably the earliest surviving versions” (Brodbeck 2019b, xv).
42 Asuras are the enemies of the gods. They can be categorized in different lineages, of which the
Daityas and the Danavas are the most prominent ones. The Daityas are the descendants of Kasyapa
and Diti; the Danavas are the descendants of Kasyapa and Danu. Since they are the enemies of the
gods and follow the contrary dharma, “rules”, of the Asuras (viz. adharma), asura is often
translated as “demon”. I do not use this translation because not all Asuras are purely evil. Some
even practice tapas and worship god, in particular Siva. I use the Sanskrit terms instead, making a
distinction between Daityas and Danavas (as their familiar lineages are well-defined in the epics
and the Puranas), but applying “Asuras” to both Daityas and Danavas.
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among the Asuras, he becomes the enemy of the gods. After several journeys and battles,
the story of Andhaka ends with Siva defeating Andhaka and accepting him as his own son
(SP 155—56). The editors of SP Vol. IV have argued that “[t]he Skandapurana is the first
Purana to give a full account of the life story of Andhaka. We learn very little about
Andhaka from the Mahabharata, although the epithet ‘Slayer of Darkness/Andhaka’
(Andhakaghatin) occurs in some praise hymns to Siva” (SP Vol. IV, 11)*.

Many other stories in Puranas, on the other hand, are retellings: narratives that are
known from earlier or contemporary textual sources**. There are countless examples; from

the verbatim parallels of the Puranaparicalaksana to more liberal retellings of (epic)

# The Anusasanaparvan of the Mahabhdrata “does include a passage on the origin of Siva’s third
eye (MBh 13.127.26—45) that is remarkably close to the episode of Devi’s [“Goddess’”, i.e.
Parvati’s] covering of Deva’s [“God’s”, i.e. Siva’s] eyes told in the Skandapurana” (SP Vol. IV,
11). However, the Mahabharata passage is not connected with Andhaka, so the inclusion of the
narrative element of covering the eyes into the Andhaka myth is an innovation in the
Skandapurana.

4 This does not mean that I assume one “original” narrative to which a retelling can be retraced.
Since narratives are often found in various sources and are not claimed by one particular composer,
it is often impossible to know whether a given retelling goes back to one specific source, and if so,
which one. I will come back to this topic in section 1.4, where I discuss the implications of this
situation for the chapters to come. I furthermore do not wish to make a hierarchical distinction
between a retelling and an earlier version or “the original”. On the contrary, I would like to argue
that the very fact that a narrative is retold signifies its importance in a particular time, place and
context.

Similar connotations of the term “retelling” are not limited to narratives in the Puranas. In his well-
known article on the numerous Ramadayanas existing across time and place, A.K. Ramanujan
therefore prefers “the word tellings to the usual terms versions or variants because the latter terms
can and typically do imply that there is an invariant, an original or Ur-text” (Ramanujan 1991,
24—25). He wonders whether there is, at all, “a common core to the Rama stories, except the most
skeletal set of relations like that of Rama, his brother, his wife, and the antagonist Ravana who
abducts her?” In fact, in the case of the discussed “tellings” of the story of Rama, “one [telling] is
not necessarily all that like another. Like a collection of people with the same proper name, they
make a class in name alone” (ibid, 44). This is where Ramanujan’s article differs from my thesis
and why I use the term “retellings”, because at least the narratives that are at the centre of this
thesis do share a common core which is more than “the most skeletal set of relations”. Additionally,
Ramanujan’s study is on the Ramayana, about which many people have a strong feeling about “an
original”, viz. Valmiki’s Ramdayana, “the earliest and most prestigious of them all. But as we shall
see, it is not always Valmiki’s narrative that is carried from one language to another” (ibid. 25). In
the case of the narratives in my thesis, there is no such consensus on an original. Finally,
Ramanujan makes a relevant remark on the importance of new tellings. He justly writes that each
author makes “a crystallization, a new text with a unique texture and a fresh context. [... N]o text
is original, yet no telling is a mere retelling—and the story has no closure, although it may be
enclosed in a text” (ibid, 46). Likewise, I would like to add, no retelling is a mere retelling.
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narratives®. The Skandapurana contains many retellings that include both narratives with
Siva or his relatives playing the main part, like the birth of Skanda, and narratives in which
other gods and figures take the lead. In the retellings of the Skandapurana, verbatim
parallels with other texts are hardly found. Rather, the Skandapurana composers
combined old and new elements, hence telling their own, new version. Since retellings
appear in a new text, they may not immediately fit their context, such as the location of
composition of the text, its time, its genre and its audience. Each context asks for different
solutions. In my thesis, I will focus on two specific types of contexts to which retellings
should be adjusted and innovated: that of ideology (Saivization) and style of writing

(dramatic visualization).

1.2.1 Saivization
Whereas new narratives can be composed from the start in such a way that its characters
and ideas fit the ideology of the text, this is not always the case with retellings. In the
Skandapurana, with its Saiva affiliation, a new narrative like the Andhaka myth
summarized above blends in naturally with the rest of the text, since it starts and ends with
a prominent role for Siva and Parvati. Some retellings of myths likewise readily match
the Siva-oriented parameters of the Skandapurana, such as the life story of Skanda.
However, in the case of myths that do not deal with Siva or his relatives, nor with Saiva
themes, we can observe an attempt to make the retelling fit within the new, Saiva context
of the Skandapurana. 1 refer to this process of changing a narrative (element) or
introducing new narrative elements to make the retellings match a Saiva context or
teaching as “Saivization”.

Since this thesis concentrates on narratives in a Saiva Purana, all examples
concern textual changes. However, Saivization can be seen in other forms of religious
expressions as well, such as iconography, rituals or places. As a phenomenon that centres

around alterations and innovations in religion, it can be put against the background of the

4 The study of the development of individual narratives has grown to a separate sub-field in epic
and Puranic studies, with examples such as Riiping (1970), Stubbe-Diara (1995) and Mertens
(1998).
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theory of “Inklusivismus”, formulated by Paul Hacker in ‘Inklusivismus’ (1983)%.
According to Hacker, Indian thought can be characterized by its tendency towards
inclusivism, which he defines as the declaration that a central notion of a different
religious community is, in fact, identical to a central notion of one’s own community*’. In
this way, one is “claiming for, and thus including in, one’s own religion what really
belongs to an alien sect” (Hacker 1995, 244)*. The “other” is often, explicitly or
implicitly, considered subordinate or inferior*. Inclusivism is, according to Hacker,
particularly a means of expression for those religions that are inferior or weaker and still
in development, in order to prevail and to validate themselves. Among the Puranas, this
is, according to Hacker, most notably the case in Saiva Puranas®.

Hacker’s thesis that inclusivism is particularly a means for developing religious
traditions has been taken up by Peter Bisschop in ‘Inclusivism revisited. The worship of
other gods in the Sivadharmasdstra, the Skandapurana, and the Nisvasamukha’. Bisschop
notices that Saivism “appears comparatively late on the scene and as such, perhaps more
than others, had to secure itself a position among the dominant religious traditions of the
time” (Bisschop 2019, 511—12)°!. The article revolves specifically around “the
representation of the worship of other gods than Siva in three early Saiva texts: the
Sivadharmasastra, the Skandapurana, and the Nisvasamukha. In varying degrees, the
approaches towards other gods in these three texts may be regarded as inclusivist, in the

sense that they recognise and teach the worship and existence of other gods but that they

4 This article is a lecture originally given by Hacker in 1977, published posthumously in
Inklusivismus. Eine indische Denkform by Gerhard Oberhammer (1983).

47 “Inklusivismus bedeutet, da man erklirt, eine zentrale Vorstellung einer fremden religidsen
oder weltanschaulichen Gruppe sei identisch mit dieser oder jener zentralen Vorstellung der
Gruppe, zu der man selber gehort” (Hacker 1983, 12).

4 This citation comes from a lecture given by Hacker in 1970, published posthumously in
Philology and Confrontation. Paul Hacker on Traditional and Modern Vedanta by Wilhelm
Halbfass (1995).

4 “Meistens gehort zum Inklusivismus ausgesprochen oder unausgesprochen die Behauptung, daB3
das Fremde, das mit dem Eigenen als identisch erkldrt wird, in irgendeiner Weise ihm
untergeordnet oder unterlegen sei” (Hacker 1983, 12).

50 “Wie ich schon sagte, ist der Inklusivismus ein Mittel des Unterlegenen oder des noch
Schwachen, des noch in Entwicklung Begriffenen, sich durchzusetzen, sich Geltung zu
verschaffen. Die §ivaitischen Puranen, die ich gesehen habe, machen das deutlich, in manchen
Féllen sogar iiberdeutlich” (Hacker 1983, 17).

51 For references to other secondary literature on inclusivist tendencies in Saivism, see Bisschop
2019, 512.
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do so from a hierarchical perspective, in which the true and ultimate master is Siva and
their power derives from him” (ibid, 512—13). One point on which Bisschop differs from
Hacker, however, following a similar critique expressed by Albrecht Wezler in
‘Bemerkungen zum Inklusivismus-Begriff Paul Hackers’ (1983), concerns the implied
dichotomy between Saivism and “das Fremde” as presented by Hacker*?. Bisschop finds
that, in the three texts under study, only a few passages demonstrate signs of inclusivism
of gods or figures that clearly stem from a different religious ideology™. The other cases
expressing an inclusivist tendency rather concern deities that “in fact all form part of a
well-established Brahmanical tradition, to which Saivism aligns itself. The inclusivism
encountered here is not a case of “claiming, what really belongs to an alien sect,” but
rather seem to reflect a more general Brahmanical perspective on what constitutes
religion” (Bisschop 2019, 532)—and this includes gods like Siva, Visnu and Brahma,
regardless of the religious tradition’s own ideology.

The type of retellings that I will deal with, viz. Visnu’s manifestation myths, may
at first glance be considered to belong to Vaisnavism and thus fall in the scope of Hacker’s
idea of “das Fremde”. However, as [ will show in chapter 2, the narratives are found across
the epic and Puranic tradition, which rather points in the direction of belonging to a shared

Brahmanical tradition. Nevertheless, processes of Saivization are certainly observable

52 “Bei niherer Betrachtung stellen sich aber alsbald Zweifel ein, und zwar zuniichst einmal im
Hinblick auf die Auseinandersetzung zwischen den hinduistischen Sekten, d. h. vor allem zwischen
Sivaismus und Visnuismus. Ist die Annahme, so wird man fragen, iiberhaupt berechtigt, daB die
Mytheniiberlieferungen beider zu irgendeinem frithen Zeitpunkt, ‘urspriinglich’, in dem Sinne
strikt Sivaitisch bzw. visnuitisch waren, daf} der Gott des konkurrierenden Glaubens in ihnen nicht
nur keine Rolle spielte, sondern auch gar nicht vorkam? Mul} nicht angesichts der letzlich
vedischen Herkunft beider Traditionsstrome vielmehr davon ausgegangen werden, daf3 die zentrale
gottliche Gestalt des einen von Anfang an auch in dem anderen nicht nur vorkam, sondern auch
eine gewisse, wenn auch nachgeordnete, Rolle spielte? Und, wenn letzteres richtig ist, kann man
dann eigentlich von “Inklusivismus” im wortlichen Sinne sprechen?” (Wezler 1983, 81—S82).

53 The relevant passages are found in the Sivadharmasastra. The passages are enumerations in
which “we are taught [...] that the gods acquired their position as god through worship of different
types of lingas” (Bisschop 2019, 514). Whereas most deities are gods like Vayu, Brahma and
Visnu, some manuscripts added the Arhat, the most-revered figure in Jainism, and the Buddha, the
most-revered figure in Buddhism (ibid, 516, 518 and 523—24). The fact that the Arhat and the
Buddha are missing in some of the manuscripts “attests to the perceived boundaries of Brahmanical
religion, which would not normally include the spiritual masters of the Buddhist and Jaina
communities” (ibid, 518).
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here, as well as in other retellings that may be considered “Brahmanical”. There are
different ways to Saivize a narrative or narrative element.

For instance, a god can be replaced by Siva, as exemplified by the Vrtra myth. In
this myth, Indra slays the gigantic cobra Vrtra, who prevented the monsoon from
coming>. The Skandapurana version (SP 60.22—71) is based on the story in the
Udyogaparvan of the Mahabharata (MBh 5.9.1—10.41), as demonstrated by Yuko
Yokochi in SP Vol. III, 14—15. On the one hand, the Skandapurana follows the
Mahabharata in some key narrative elements. For example, Indra is unable to conquer
Vrtra by himself>®, but when he gets help, Indra kills the Asura with a weapon hidden in
foam, that has been entered by Visnu®°. On the other hand, there is an important plot twist.
Whereas in the Mahabharata version, Visnu designs the plan for Indra how to kill Vrtra
(MBh 5.10.12), in the Skandapurana, it is Siva who tells the gods how they can slay him
(SP 60.64). The identification of the ultimate saviour has thus shifted from Visnu to Siva.
This small but crucial change turns the myth into a new, Saiva version. It is, as Yokochi
has noted, a case of “Saiva adaptations of popular myths” (ibid, 14)’.

Another strategy with the same result of Saivization is to add Saiva elements. An
example of this process is the Skandapurana version of the myth of creation. Other early
Puranas often share the same creation myth, as it forms part of the Puranaparicalaksana’s
section on sarga. Despite deviation in length of the myth and variations between
individual text groups®, there are several key narrative elements that are found throughout

the Puranic corpus with verbatim parallels per text group. These include, for instance, the

54 The story is told for the first time in the Rgveda, where RV 1.32 forms the core story, and is
retold several times in the epics (e.g. MBh 5.9—18) and the Puranas (e.g. VDhP 1.24). For other
Puranic references, see Klostermaier 1984, 33—39.

55 MBh 5.9.45ff; SP 60.24{f.

5 MBh 5.10.36—38; SP 60.64.

57 The Mahabharata version (MBh 5.9—18) itself is a modified retelling of the Rgveda version of
the myth (see Klostermaier 1984, 29—31 and Van Buitenen 1978, 159—66). Whereas in the
Rgveda, Indra designs the plan on how to kill Vrtra and executes it, in the Mahabharata, Visnu
makes the plan and Indra executes it. Thanks to this change, the role of saviour shifts from Indra
to Visnu. The Mahabharata version is a Vaisnavized version of the Rgveda story. The tendency to
add an extra layer like this continues in the Puranic versions, where Indra’s “victory is ultimately
credited to the intervention of Visnu, Siva, or Devi” (Klostermaier 1984, 33).

38 Kirfel 1927 gathered texts into text groups that share verbatim parallels. Each text group has its
own version of a narrative.
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idea that Brahma is born from the cosmic egg and becomes the creator god*®. The
Skandapurana does not have such literal parallels with the other Puranas, but creates its
own version, by both including elements that are known from other sources and giving its
own explanation of how the universe is created. On the one hand, the cosmic egg and
Brahma as creator god also feature in the Skandapurana version of the creation myth (SP
3—4). The myth starts with Brahma being born from the cosmic egg (SP 3.4ab). He
becomes “the lord of the offspring” (Prajapati, SP 3.22) and brings forth all kinds of
beings, who then start to produce offspring themselves (SP 4.19cd—21). On the other
hand, although Brahma retains the role of creator god and creates new beings, it is Siva
who assigns this task to him (SP 3.19—22). In this way, the creation myth fits into the
larger scheme of the Saiva universe as it is presented in the text: all the gods have
executive tasks, usually the ones they are known for, but Siva oversees the process and
sets it in motion. He is the force behind the actions and tasks of the other gods. The
creation myth exemplifies this perfectly, where a small, yet crucial plot twist—the
addition of Siva—makes Siva the ultimate decision-maker, the mastermind behind the
plan of creation. Although the retelling of the creation myth preserves some key elements,

Siva along with a Saiva ideology is added as an extra, decisive layer.

59 For instance, text group I as identified by Kirfel (dgnipurana, Brahmapurana, Harivamsa and
Sivapurana Dharmasamhita) share the following two verses with only minor differences.

PPL sarga and pratisarga 1.12—13:

hiranyavarnam abhavat tad andam udakesayam |

tatra jajiie svayam brahma svayambhir iti nah srutam || 12 ||

hiranyagarbho bhagavan usitva parivatsaram |

tad andam akarod dvaidham divam bhuvam athapi ca || 13 ||

“There was a golden egg lying in the water, from which Brahma himself was born, known by us
as Svayambhii. Having dwelled [there] for a year, lord Hiranyagarbha [“Golden Embryo”, i.e.
Brahma] divided that egg into two: heaven and earth.”

%0 In chapter 3, I will argue that it was important to combine key known narrative elements with
new Saiva components in order to meet different demands. The former enhanced the chance that
the retelling would be accepted, and thanks to the latter, the retellings could become integrated and
accommodated in the Saiva ideology of the text. I choose to postpone a thorough discussion on the
goal of integration and accommodation because I wish to base it on text-internal evidences for
Visnu’s manifestation myths specifically. As a result, in the present section, I have limited myself
to present Saivization as a process of changing narrative (elements) and introducing new narrative
elements in order to make the retellings match the text’s Saiva ideology.
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1.2.2 Dramatic visualization
Not all modifications in the retellings of the Skandapurana concern the text’s ideology.
Some adjustments rather involve the style of writing of the Skandapurana composers,
which can be characterized as rich, engaging and appealing. Although not all narratives
receive the same amount of attention, the Skandapurana composers almost always pay
stylistic attention to the way they tell or retell narratives by including lively dialogues,
humorous insider jokes and scenic descriptions that make it easier to envision the scene
before one’s eyes. The editors of SP Vol. I already noted the rich style of the
Skandapurana. “As readers who do not aspire to be literary critics, we find the SP to be
written in the main in an enjoyable, often very lively, style; more so than most other
Puranic works that we have read. In the dialogues there are not infrequent touches of
humour” (SP Vol. 1, 29). The comparison is made with other Puranas that can occasionally
be dry and monotonous. Especially the Puranaparicalaksana material with its long lists
of gods, Asuras and kings is not always particularly exciting from a storytelling point of
view. The fact that precisely such lists are omitted in the Skandapurana and that, at the
same time, some of the content of lists like these find expression in narrative form suggests
that the composers made an active effort to produce appealing narratives®'.

In the case of the retellings, where other versions are comparatively
straightforward with limited attractive scenes, I refer to this technique as dramatic
visualization, a term borrowed from David Pinault in his book Story-Telling Techniques

in the Arabian Nights. Pinault defines

“dramatic visualization as the representing of an object or
character with an abundance of descriptive detail, or the
mimetic rendering of gestures and dialogue in such a way as to
make the given scene ‘visual’ or imaginatively present to an
audience. I contrast ‘dramatic visualization’ with ‘summary
presentation,” where an author informs his audience of an object

or event in abbreviated fashion without dramatizing the scene

61 This will be argued in section 5.3.

32



or encouraging the audience to form a visual picture of it”

(Pinault 1992, 25—26)2,

A similar distinction can be made for retellings where the Skandapurana represents
dramatic visualization and other texts only a summary presentation of the same narrative.
The story of the seven Brahmins can illustrate this. This narrative has been studied by
Yuko Yokochi in her article ‘The story of the seven brahmans in the Harivamsa’, where
she shows that the Skandapurana version of the story (SP 56.1—57.47) has a close
parallel with the retelling of the main event in the Harivamsa (HV 16—19)%. The
Skandapurana “adapts and enlarges the main story of the HV to a considerable extent,
omitting some episodes and adding new ones” (Yokochi 2000, 532). One of the new
passages is a speech of the father of the Brahmins during their rebirth as hunters (SP
56.64—382). The father speaks emotionally to his sons, when they ask him permission to
commit suicide before he and their mother have died. The father tells the story of his own
previous life as a Brahmin, which is similar to their situation, and asks his sons not to
commit suicide as long as their father and mother are still alive. The hunters do as they
are asked. In the Harivamsa, the Brahmins’ rebirth as hunters occupies only three verses
that simply report that the seven hunters worshipped their parents and that when they died,

the seven hunters committed suicide. The affectionate speech in the Skandapurana can be

62 Pinault compares his distinction between dramatic visualization and summary presentation with
the distinction that Wayne C. Booth made between “showing” and “telling” in The Rhetoric of
Fiction: “when an author “shows” his audience something he renders it dramatically so as to give
the “intensity of realistic illusion”; when he “tells” his audience about a thing he is using his
authorial powers to summarize an event or render judgment on a character’s behaviour, without,
however, using descriptive detail to make the given event or character imaginatively present”
(Pinault 1992, 26, referring to Booth 1961, 3—9, 40). The distinction between telling and showing
is a well-developed subfield in narratology, dealt with by many other scholars in different ways. In
‘Telling vs. Showing’, Klauk and Képpe demonstrate that “current narratology shows a broad
diversity of possible meanings of the telling vs. showing distinction” (Klauk and Koppe 2013/2014,
“3 Aspects and History of the Concept” section, para. 7). They list seven different distinctions,
each focussing on a particular narrative phenomenon (ibid, para. 8—14). For example, “the ‘speed’
of the narration, which can be comparatively fast (telling) or slow (showing), and which can convey
more (showing) or less detailed (telling) information, is taken to be decisive” (ibid, para. 13).

83 The narrative tells how seven Brahmins are reborn into lower beings because they are cursed for
a sin that they committed: first as hunters, then as deer, next as cakravakas (i.e. birds) and finally
as humans. However, due to their devotion to the forefathers, they “do not fall to the hells [...];
instead, they suffer transmigration through low births [...] and finally reach the ultimate
perfection” (SP Vol. 111, 17).

33



considered a dramatic visualization of the hunters’ request and the brief account in the
Harivamsa can be seen as a summary presentation of the same narrative element.

As this style of narrating events is characteristic for the Skandapurana, there are
many examples of dramatic visualization, including some cases where they can be placed
next to a passage that can be rather characterized as summary presentation. In the chapters
that follow, various other instances will be discussed. For example, in SP 71, an insider
joke at the expense of the enemy of the gods creates a special relationship between the
composers and the audience and shows that the composers expected the audience to know
how the retelling (usually) proceeds®; and in SP 95, we encounter a scenic description of
different layers of the netherworld where fabulous creatures like sea-monsters and
mermen live®,

Both examples make it easier for the audience to be absorbed in the story, which
in itself can be seen as the function of dramatic visualization. Pinault, however, adds
another reason why this narrative technique is employed. According to him, “dramatic
visualization is reserved especially for scenes which form the heart of a given narrative.
[...] The effect of all this visualized detail is to slow the pace of narration; and we are not
permitted any resolution till the last possible moment [...]. Thus the technique of dramatic
visualization enables the storyteller to heighten the tension in a scene and increase his
audience’s experience of pleasurable suspense” (Pinault 1992, 28). The wish for a similar
suspense may have been the reason to include the father’s speech in the story of the seven
Brahmins, anticipating the big question whether the father will give the hunters
permission to commit suicide. The speech builds up to the climax of that particular scene
(as opposed to the entire narrative as Pinault suggested). Although considerations like this

may be behind other instances of dramatic visualization in the Skandapurana as well, 1

64 In SP 71.36¢d, Hiranyakasipu, the enemy of the gods, orders his subjects to bring Visnu in his
Man-Lion manifestation to him alive, so that “this lion-cub will be a pet for my wife” (kridanam
simhapoto ’sau devyd mama bhavisyati, SP 71.36¢d). In section 2.1, I will show that this verse
should be interpreted as an insider joke because the audience knows that Visnu will kill
Hiranyakasipu.

65 SP 99.11:

makarams caiva Sankhams ca tathaivasvamukhan api |

tathd vai paksisamkasan manusan api caparan || 11 ||

“[Visnu in his Boar manifestation saw] sea-monsters, shells, [fish] with horse-heads, [fish] that
resemble birds, human-like [fish] and other [fish types].”

I will discuss this passage in the introduction to chapter 2.
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will also identify alternative and more specific motivations behind this technique in
chapter 2. In the Conclusions (chapter 6), I will furthermore consider the importance of
dramatic visualization of the retellings as a whole, in particular those that have been

radically changed and do not belong to the Saiva milieu.

1.2.3  “The” Skandapurana composers

Having outlined the base content of the Skandapurana and having explored some of its
key features, it is time to address the question who the composers of the Skandapurana
might have been. For a start, the choice of the plural “composers” is deliberate. In his
book The World of the Skandapurana, Hans Bakker proposes a compositional situation in
which an “editor-in-chief” was appointed to lead the project, while being “assisted by
some editors who were assigned specific portions of the composition. The Pasupata
network was called in to assemble information about places sacred to the Mahe$vara [i.e.
Saiva] community. Sometimes this resulted in new collaborators entering the group”
(Bakker 2014, 16). I follow Bakker in assuming a group of composers, instead of just one
person. This situation is furthermore suggested by the fact that the text was not composed
in one breath. Instead, its composition probably took place in stages, covering
approximately one century, ca. 550—650 CE, to reach its first complete recension (SP
Vol. 11, 57)%.

Taking the content of the Skandapurana into account, it is possible to say
something about the literary knowledge and compositional skills of the composers. First
of all, the references to a variety of other texts—from the Vedas to other Puranas—
strongly suggest that we are dealing with learned people. Based on the fact that some of
the key Puranic features also appear in the Skandapurana, we may furthermore assume
that they were aware of the topics, narratives and style of writing of the genre of Puranas.
At the same time, the adjustments made regarding topics known from the
Puranaparicalaksana for instance, show both their affiliation with a particular religious

strand and their creativity. Narratives showing processes of Saivization, but even more so

% For a possible scenario of the political and religious situation of the time of the composition of
the Skandapurana, see Bakker 2014, 12—21. For a possible relative chronology of the narratives
told in the text, see Kropman 2019. For an extensive review of the different stages of the
composition in terms of redactions, see SP Vol. III, 33—66.
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theological text units like the section on Pasupata doctrine (SPgy 174—81), demonstrate
that at least some of the composers were learned Pasupata Saivas, as Bakker has noted.
“Whether they were ascetics, dacaryas [“teachers”], laymen devotees (laukika), or a mix,
they belonged to a milieu of learned Mahe$varas” (Bakker 2014, 4). I would like to add
another character trait of the composers, viz. that most of them were professional
composers, skilled in epic-Puranic writing. The cases identified as dramatic visualization
are just a hint of the compositional skills, narrative techniques and the rich epic-Puranic
repertoire and language employed by the composers, as [ will argue throughout this thesis.
I will show that the identified compositional skills are not coincidences, but represent
structural and deliberate decisions on the part of the Skandapurana composers with a
particular goal in mind. Even though the composers are anonymous about whom no
biographical data are known, I will demonstrate that it is nevertheless possible to
hypothesize on the intentions and aims of the composers on the basis of one specific set

of retellings, viz. Visnu’s manifestation myths.

1.3 Visnu’s manifestation myths in the Skandapurana

Among the retellings in the Skandapurana, a relatively large amount is dedicated to
Visnu. He is the main character in at least six narratives, across 25 chapters®’. In each of
these myths, he fights against the enemies of the gods, the Asuras. The Asuras take control

of the universe and the gods are conquered. Visnu is the god tasked to solve this problem.

* In the Narasimha myth, Visnu kills Hiranyakasipu (SP 70—71).

= In the Varaha myth, he slays Hiranyaksa (SP 76.14—110.end).

= During the Amrtamanthana war, Visnu battles with Prahlada (SPgn 115.1—
116.3)%.

87 The following enumeration is based on a table created by Yuko Yokochi as accompaniment of
a paper she presented at the World Sanskrit Conference in 2009 in Kyoto (‘How to incorporate
Vaisnava myths into the Saiva mythology”).

8 The Narasimha, Varaha and Vamana myths are summarized in short below. For extensive
summaries, see Appendix I: Summaries.

% The Amrtamanthana myth consists of three main narratives: the first (SPpy 113) concerns the
churning (manthana) of the milk ocean for the sake of nectar (amrta), the second (SPgy 114) tells
about Siva swallowing the poison that had arisen from the churning and becoming Nilakantha, “the
one with the dark neck”, and the third (SPgx 115.1—116.3) is about Visnu fighting with Prahlada.
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= Inthe Vamana myth, Visnu conquers Bali (SPgy 116.13cd—121.22).
* During the Tarakamaya war, Visnu kills Kalanemi (SPpn 122.1—122.13)°.
*  Visnu fights once more with Prahlada (SPgy 172)"".

In the three myths where Visnu fights against Prahlada and Kalanemi, he attacks them in
his own form. In the other three myths—Narasimha, Varaha and Vamana—he takes on a
manifestation, i.e. a particular form other than his own, to conquer the Asuras’®. These
manifestation myths are known from various other sources. The Narasimha myth appears
for the first time in the Mahabharata and (parts of) the Varaha and Vamana myths already
find a predecessor in Vedic literature. The main plot of all three myths is, however, more
or less the same from the early Puranic period onwards and can be summarized as follows.

Narasimha myth. Once upon a time, the king of the Daityas called Hiranyakasipu
practised severe tapas. Brahma is so pleased with his fapas, that he grants him a boon.
Hiranyakas$ipu asks for immortality in a number of circumstances. For example, he shall
not be killed by gods nor by human beings, not by day nor by night, not by weapons nor
by arrows. Brahma consents to this wish, and Hiranyakasipu sets off to conquer the gods.
He succeeds and becomes the ruler of the universe. With the enemy in power, the gods

are in great distress and ask Brahma for help. Brahma advises them to go to Visnu, who

0 The Tarakamaya war and its aftermath covers several chapters (SPpn 121.23—124.end) and
consists of several storylines and different wars between the gods and the Asuras. For instance,
SPgh 121.23—end tells how Rama Jamadagnya defeats the Saimhikeyas, the enemies of the gods;
SPgi 122.1—13 recounts the story of Visnu killing Kalanemi; and SPgn 123.1—29 takes up the
storyline of Rama Jamadagnya, telling about another war, viz. between Rama and the ksatriyas,
“warriors”.

7! Several stories or narrative elements known from other sources are brought together in SPgy, 172.
The frame story is a variation on how the flying mountains caused trouble, and how, as a result,
their wings had to be cut (except for Mount Mainaka’s). Within this frame story, several events
take place, including Visnu fighting Prahlada, and Prahlada becoming a teacher in Samkhya
philosophy.

72 T use the word “manifestation” for the form that a god takes on to fulfil a particular task. There
are other words one might consider suitable as well. The most common alternative is the Sanskrit
word avatara, “descent”, or the Sanskrit word pradurbhava, “appearance”, but none of these terms
appear in the Skandapurana with reference to Visnu. The text rather speaks of “forms” or “bodies”
of Visnu (Sanskrit ripa or vapus). However, in secondary literature, these terms are not used as
designations for this type of myths of Visnu, so I have settled for the English term “manifestation”.
For studies on the development of the terminology related to manifestations, see Hacker 1960b and
Couture 2001; for studies on Visnu’s manifestations specifically, see, for example, Gonda
1954/1969, 124—46 and 154—63, and Couture 2009, 792—97.
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will take up the form of a Man-Lion in order to escape the conditions of HiranyakasSipu’s
immortality. Visnu, having become half man, half lion, kills Hiranyakasipu with his claw.
Having completed his task, he returns the control over the triple world to Indra’.

Varaha myth. There are two main variants of the Varaha myth. The first is a
cosmogonic myth, in which it is told that the earth has sunk into the cosmic ocean, due to
which the creation cannot start. Visnu takes on the form of a Boar and dives into the water
to save the earth. When he puts her back into her original place, all the creatures in the
universe are created. In the second variant, Visnu becomes a Boar in order to save the
earth from the hands of Hiranyaksa, the king of the Daityas and Hiranyakasipu’s brother.
Visnu kills Hiranyaksa in battle. He places the earth back in her original place, and Indra
becomes the ruler of the triple world again. This second variant is told in the
Skandapurana.

Vamana myth. In the Vamana myth, Bali, Hiranyakas$ipu’s great-grandson, is the
new king of the Daityas and takes control of the universe. The gods are unhappy that the
Asuras rule the universe and ask Visnu to defeat the Daitya. Visnu decides to help the
gods, taking on the form of a dwarfish Brahmin in order to trick Bali. Vamana visits Bali
during Bali’s royal horse sacrifice and asks him for a piece of land measuring three steps
of his. As soon as the generous Bali consents to the request, Visnu leaves his dwarfish
body and returns to his own divine, all-encompassing form. Striding thrice with his
colossal body, he covers the entire universe and regains supremacy over the universe. He
returns the power to Indra and sends Bali back to the netherworld.

Although the main plot remains the same in most texts and Visnu preserves key
characteristics, some Purana composers introduced major changes, as did the
Skandapurana composers. On the one hand, they followed the general storylines, viz.
Visnu becomes Narasimha, Varaha and Vamana in order to conquer Hiranyakasipu,
Hiranyaksa and Bali respectively, and he is successful in executing these tasks. Visnu thus
preserves his role as conqueror of the Asuras, and his characteristic feature that he
manifests himself in a particular form to combat evil. On the other hand, the

Skandapurana composers introduced some new, decisive plot twists. For example, the

3 The triple world consists of the earth (prthivi), sky (antariksa) and heaven (dyaus). For this and
other divisions of the universe, see Gonzalez-Reimann 2009.
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composers changed how they portrayed Visnu—e.g. he is often dependent on the other
gods—and they introduced Siva into the myths, providing him with a key role at crucial
moments. Most radical are the additional episodes in which Visnu does not or cannot give
up his manifestation, after the Asuras have been conquered. He continues to live on in his

7 and the episodes in which

manifested form, which I will refer to as “Visnu’s afterlives
he does so as “the afterlife episodes”. I hereby make a distinction with what precedes the
afterlife episodes, which I will refer to as “the main story of Visnu’s manifestation myths”.
The latter runs up to and including the moment that Visnu conquers the Asuras and rescues
the universe.

The aim of my thesis is to study Visnu’s manifestation myths in the Skandapurana
as retellings, illustrating how narratives are retold and reworked. The thesis will identify
processes of Saivization and dramatic visualization, as well as other modifications
introduced by the composers of the text, including Visnu’s afterlives. Visnu’s afterlives
of Narasimha and Varaha in the Skandapurana have been discussed earlier by Phyllis
Granoff in her article ‘Saving the Saviour. Siva and the Vaisnava Avataras in the Early

Skandapurana’. Granoff closely examines the representation of Visnu and Siva in the

afterlife episodes and rightly notices that

“Siva’s role in the demon-killing stories in the early
Skandapurana is largely passive and [...] this means that the
stories of killing demons did not originally belong to him. He is
an intruder. There is no doubt, I think, that this is the case with
Siva’s appearance in these stories of the Boar and Man-lion
incarnations, which as Puranic myths are Vaisnava stories. We
see then, in this text, the gradual incursion of Siva into demon-
killing stories in a variety of unusual ways” (Granoff 2004,

131).

" Visnu’s afterlives are studied in chapter 4, and a summary of these episodes are given in
Appendix I: Summaries.
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As examples, Granoff mentions Siva giving strength to Varaha and “more importantly,
Siva is said to lie behind all the demon-fighting incarnations through the boon he grants
Visnu [i.e. the boon of being the slayer of Daityas]. He may not directly kill demons, but
his presence is indispensable: without his intervention none of the demon-killing exploits
of the other gods would be possible” (ibid, 131—32). In sections 3.1 and 4.2.1, I will
further explore these two methods of imparting a role on Siva in the stories and reveal
other such “unusual ways” to insert Siva into the manifestation myths. However, where
my thesis differs from Granoff’s article is, first of all, the extent of the research. Granoff
focusses on the afterlife episodes of the Narasimha and Varaha myth and thus excludes
both the portrayal of Visnu in the rest of the myths and (the ending of) the Vamana myth,
which has been changed significantly as well. My thesis, on the other hand, deals with all
three manifestation myths, from beginning to end. Another important difference will
become clear in section 4.1.4, where I will challenge one of Granoff’s other conclusions
related to the portrayal of Visnu and the Skandapurana composers’ view on his animal
manifestations. Based on a comparison with later Puranas with similar afterlife episodes,
Granoff concludes “that for the story-teller, these animal incarnations [i.e. Narasimha and
Varaha] are somehow not entirely divine; they border on the demonic and need to be
‘saved’ from themselves. It seems possible to go even further and see in the stories of the
early Skandapurana a discomfort with the very idea of incarnations, that is, of the birth of
a god on earth, whether in an animal or in a human form” (ibid, 128)". I do not agree to
this “discomfort” and I will rather argue that these afterlives of Visnu’s manifestations
serve a different goal, which is not so much concerned with Visnu or his ability to manifest
himself, but rather with the glorification of Siva.

Another aim of the thesis is to study why Visnu’s manifestation myths are told in
the Skandapurana. After all, it seems at first glance remarkable that Visnu receives so
much attention in a Saiva Purana, in which he moreover is the hero of the story,

conquering the Asuras. As Hans Bakker has shown in The World of the Skandapurana,

5 According to Granoff, this discomfort reflects one of the explanations in (early) Puranas why
Visnu must be born on earth, viz. “as a result of a curse of a sage. Visnu has actually done
something very wrong; he has killed the wife of the sage Bhrgu. In retaliation, Bhrgu curses him
to be born again and again. The early Skandapurana knows about this curse of Bhrgu that caused
Visnu to be born on earth” (Granoff 2004, 128). For references in the Skandapurana and other
Puranas, see ibid, 128—29 and 128 note 33.

40



the worship of Visnu was popular in the sixth to seventh century—the time of the
composition of the Skandapurana—and Vaisnava iconography, texts and temples must
have been found everywhere. Flourishing under the Gupta court until the first decades of
the sixth century, Vaisnavism had received royal support not long before the
Skandapurana was composed, resulting in the establishment of numerous Vaisnava
temples and monuments (Bakker 2014, 35). At the same time, worship of Siva was well-
established too. From the second half of the sixth century onwards, Saivism received
substantial financial support from several new North Indian rulers, like the Aulikaras and
the Maukharis. They worshipped Siva and “played an important role in transmitting the
Pasupata movement to northern India” (ibid, 36). In the sixth century, the Pasupatas
“made good use of the patronage that fell to their lot. They set up religious centres
(sthana), temples (ayatana) and monasteries (mathas) in the country’s most hallowed
places, such as the Kapalasthana in Kuruksetra [...] and Madhyame$vara, circa one
kilometre north of the renowned cremation grounds of Avimukta of Varanast” (ibid, 13)’.
This situation raises the question why the Skandapurana composers dedicated so much
attention to Visnu in a Purana that is distinctively Saiva. According to Bakker, the large
number of chapters dedicated to Visnu’s manifestation myths “seems to support the view
that Vaisnavism was a major concern in early medieval Saivism” (ibid, 5). With this
historical approach to the question why the myths made their appearance in the
Skandapurana, Bakker suggests that the Skandapurana composers had to react to the
strong presence of Vaisnavism.

By looking at Visnu’s manifestation myths within the Puranic genre, [ would like
to demonstrate that there can be more explanations than a religious one alone. The fact
that Visnu features as main character in no less than six extant narratives may be explained
from a religious perspective as a reaction to Vaisnavism. However, this does not explain

why three of these should be manifestation myths, viz. the Narasimha, Varaha and

76 Vaisnavism and Saivism are not the only religious traditions at the time of the composition of
the Skandapurana. The traditions centring around the Goddess (Dev1) and goddesses, the Sun-God
(Stirya), the Buddha and the Jina had devoted followers, sanctuaries and a well-established
iconography throughout North India. See, for example, Sanderson 2009 for an extensive study on
the dominance of Saivism in a diverse religious landscape; Bakker 2014, 4—12 for a short analysis
on how these religious traditions feature in the Skandapurana; and Yokochi 2004 for a study on
goddess worship in the Skandapurana.
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Vamana myth, nor does it explain why other manifestation myths are neglected. In other
words, why is it that particularly the three manifestation myths of Narasimha, Varaha and
Vamana are told in the Skandapurana? By the time of the Skandapurana, Visnu was
famous for manifesting himself in order to conquer evil. The Harivamsa is for the greater
part about Visnu’s manifestation as Krsna, the Ramayana about his manifestation as Rama
Dasarathi, and the epics and the Puranas have extensive lists of manifestations, ranging
from three, four and six in the Mahabharata’ to nine in the Harivamsa™ for example.
The Skandapurana composers must have been aware of the variety of Visnu’s
manifestations, but they presented only a limited number of these manifestations in the
form of a narrative”.

In fact, there are two retellings in the text where we would expect to find Visnu
manifesting himself, but where the figure in question is not identified with Visnu. The
first concerns Visnu’s manifestation as a Tortoise (Kiirma) in the context of the churning
of the milk ocean: the Amrtamanthana myth®’. When the gods and the Asuras churn the
milk ocean for the sake of amrta, “nectar”, with Vasuki as a rope and Mount Mandara as
a churning stick, the mountain is placed on the back of a Tortoise. At least from the

Visnupurana onwards, the Tortoise is identified with Visnu (ViP 1.9.86)%. The

77 MBh 3.100.19—21 enumerates three manifestations: Varaha, Narasimha and Vamana. The list
is expanded twice in the Narayaniyaparvan of the Mahabharata: once with “a human [form]”
(manusa), i.e. Krsna (MBh 12.337.36ab), and once with Krsna, Rama Jamadagnya and Rama
Dasarathi (MBh 12.326.71—92). For the development of such manifestation lists, including the
expansion in the Mahabharata, see Brinkhaus 1993. The Mahabharata is also the place where the
concept of Visnu’s manifestations is determined by Krsna, viz. in the Bhagavadgita (BhG 4.7—38).
8 The Harivamsa gives several lists of manifestations and also recounts nine short manifestation
myths in HV 31: Puskara (“Lotus”), Varaha, Narasimha, Vamana, Dattatreya, Rama Jamadagnya,
Rama Dasarathi, Krsna and Kalki. For the various lists in this text, see Brinkhaus 2001.

7 There are a few references to other manifestations of Visnu that are not in the form of a narrative.
Krsna features three times in a comparison: once compared to Hiranyaksa (SP 84.29) and twice in
stock phrase-like comparisons that resemble each other a lot (SP 15.11 and SPgy 122.67 = BrP
38.11 and LiP 1.101.44—45ab). Additionally, in the Varaha myth, Visnu is praised by the gods
with some of Visnu’s famous epithets, characteristics and manifestations, which will be discussed
in section 3.5.

80 For studies on the myth of the churning of the milk ocean, see Bedekar 1967, Couture 2007,
Long 1976, Riiping 1970 and Stubbe-Diarra 1997.

81 The Harivamsa is ambivalent regarding this manifestation. In most retellings of the
Amrtamanthana myth, Visnu’s manifestation as Kiirma is absent. However, in a manifestation list
with one-verse descriptions of each manifestation, Visnu is said to have taken on the form of a
Tortoise during the churning for amrta in order to carry Mount Mandara (HV 65.42).
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Skandapurana recounts the same myth (SPpn 113) and refers to the use of the same
instruments as well: Vasuki is caught by Visnu to function as a rope and Mount Mandara
is used as a churning stick, being placed on the back of a tortoise (Sanskrit kacchapa,
instead of kitrma), called Aktipara. However, this tortoise is not identified with Visnu,
who is mentioned separately and executes his own task (SPgy 113.22cd—25ab)™.

The second is the manifestation of Rama Jamadagnya, also known as Parasurama,
“Rama with the axe”®. Already in one of the manifestation lists of the Mahabharata,
Parasurama is mentioned as one of the standard manifestations of Visnu, and in the
Harivamsa, for instance, it is told how he killed king Arjuna Kartavirya and the ksatriyas,
“warriors”, twenty-one times®*. In the Skandapurana, ParaSurama kills various groups: he
destroys the ksatriyas twenty-one times (SPpn 123.19—22), after having killed the
Saimhikeyas earlier®® (SPgn 121.53—54). There can be no doubt therefore that it is the
same Rama as the one we hear about in the Harivamsa for example. However, in the
Skandapurana, he is not a manifestation of Visnu. In fact, Visnu enters the stage
separately in his own form®,

To summarize, the Skandapurana composers paid considerable attention to Visnu
in the text, but at the same time, they only concerned themselves with a selected number
of manifestations and manifestation myths. Although the amount of attention to Visnu in

general may be explained from a religious, historical point of view—viz. the fact that the

82 SPy, 113.22¢d—25ab:

praksipya tatra tat sarvam tatah manthanam avahan || 22 ||

mandaram parvatasrestham akiaparan ca kacchapam |

tasya prsthe ca manthanam mandaram parvatesvaram || 23 ||

krtva visnugrhitam te vasukim pragraham tatha |

yato mukham tato daityd yatah puccham tatah surah || 24 ||

karsantas tam tu manthanam mathnanti bahulah samah |

“Having thrown everything there, they then fetched [Mount] Mandara, the best of mountains, as a
churning stick, and the tortoise Akiipara. Having made [Mount] Mandara, the lord of mountains,
the churning-stick on his [i.e. Akiipara’s] back [and having made] Vasuki, who was caught by
Visnu, the rope, all the Daityas and gods together churned the churning stick—the Daityas pulling
the head [of Vasuki] and the gods pulling [his] tail.”

8 For studies on Parasurama, see, for example, Gail 1977a, Goldman 1972 and Sathaye 2010.

8 MBh 12.326.77 and HV 31.100cd—109.

85 The Visnudharmottarapurana is the only other text that speaks of Parasurama fighting with the
Saimhikeyas (e.g. VDhP 1.36.18c: saimhikeyabhayatrastah, the gods are “trembling out of fear for
the Saimhikeyas”). In other texts, Rama fights with the ksatriyas.

8 Rama’s fights are part of a larger narrative about the Tarakamaya war and its aftermath.
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worship of Visnu was popular at the time of the composition of the Skandapurana—, the
choice for the extensive retelling of the myths of Narasimha, Varaha and Vamana is more
difficult to explain from this perspective. Therefore, in my thesis, I take into consideration
the literary tradition to which the Skandapurana belongs. How popular were these myths
in the epic and Puranic tradition? What role did the manifestation myths play in this
literary tradition? Did they form an intrinsic part of it, similar to, for instance, a myth of
creation? By looking at the narratives as part of a literary tradition, that is not exclusively
religious, and by focussing on the Skandapurana composers as professional storytellers
who made deliberate decisions in their writing, I aim at finding new explanations why
particularly Visnu’s manifestation myths as Narasimha, Varaha and Vamana are included

in the Skandapurana®’.

1.4 Research questions and methodology
In accordance with the aims of the thesis as set out above, the following research questions

will be raised.

1. Visnu’s manifestation myths as retellings.
Where does the Skandapurana stand in the literary landscape of Visnu’s

manifestation myths? How does it relate to other (re)tellings?

87 By focussing on Visnu’s manifestation myths within a literary tradition and on the composers of
the Skandapurana, 1 am aware of the fact that my scope is limited. I have not, for example, taken
into account that the manifestation myths may have had a local importance in the region where the
Skandapurana has supposedly been composed. Also, I only briefly touch upon a possible relation
between the representation of the Boar manifestation in the Skandapurana and its iconographical
counterpart in section 2.2, but do not look into a possible significance of the iconography of
Narasimha and Vamana. The context in which the text is produced is, in other words, much broader
than a religious, historical context and literary context, but I will limit myself to the latter.
Furthermore, when speaking of the intentions and aims of the composers, a second party involved
in the composition of a Purana should at least be considered: the commissioning party of the text.
After all, the composers were most probably just the executors of an idea ordered by a
commissioning party, such as a king. However, these sponsors are as unknown to us as the text’s
composers. Therefore, I only consider the aims and ambitions of the composers, and base the
conclusions related to these topics on the text-internal evidence as well as on a comparison with
other (early) Puranas. After all, the composition of the Purana was the domain of these
professionals.
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2. Visnu’s manifestation myths in the Skandapurana.
Which narrative elements are preserved, which have been changed, and which
have been newly added? What effect do these decisions have on the rest of the
narrative? Why did the Skandapurana composers make these decisions?

3. Reasons for selection.
Why have Visnu’s manifestation myths been incorporated into the

Skandapurana?

These questions are addressed in five chapters. The first set of questions will be dealt with
in chapter 2, called Tales as old as time: Visnu’s manifestation myths in the epics and the
Puranas. In this chapter, I give an overview of other early texts in which the three
manifestation myths appear and how the Skandapurana relates to them. For each myth, I
present a case study of how a particular narrative element is implemented in the different
texts in order to determine a possible relationship between the Skandapurana and other
texts. I finish this chapter with a comparison between the war between the gods and the
Asuras in the Varaha myth of the Skandapurana and the war between the gods and the
Asuras in one version of the Vamana myth of the Harivamsa (HV App. 1 No. 42B)*

because they share some striking similarities that suggest a special relationship.

8 The critical edition of the Harivamsa consists of two parts: one that the editor, Parashuram
Lakshman Vaidya, reconstituted as the “Critical Text” (Vaidya 1969, see Harivamsa in the
bibliography) and one that the editor called the “Appendices” (Vaidya 1971, see Harivamsa in the
bibliography). The “Critical Text” contains stories that are found in the majority of the available
manuscripts and at least in the “outermost manuscripts” (Vaidya 1969, xxiv; for a summary of this
part of the text, see Brodbeck 2019b, xxviii—xxxiv). The stories that do not meet these
requirements have been relegated to the “Appendices”, and are considered by Vaidya to be later
additions. Although this seems reasonable for the majority of the appendix, in some cases, the
dating may actually not be so much later than the third or fourth century CE. Moreover, by calling
a text unit “an appendix” and relegating it to “the appendices”, the impression is given that it is
less important than those text units in what is constituted as “the critical text”. However, even if
narratives in an appendix section are later additions, they were considered important enough to be
included in the Harivamsa at some point in history, in a certain area, so they deserve our attention
as well. To avoid a negative connotation as much as possible, I will refer to “the Harivamsa™ in
general, which can refer to both the “Critical Text” and the “Appendices”. When a particular
passage is meant, then I specify chapter numbers (e.g. HV 14—19) and, in the case of an appendix
passage, the appendix number (e.g. HV App. 1 No. 42B). In this thesis, three appendix passages in
the Harivamsa are of particular interest, viz. HV App. 1 No. 42—42B. They appear in all oldest
manuscripts, except for one, and are thus well attested in the manuscript traditions of the
Harivamsa. Their dating may therefore not be as late as their qualification as “appendices” might
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At the basis of this and the following chapters lies the theory of intertextuality, a concept
originally coined by Julia Kristeva in ‘Word, Dialogue and Novel’. Engaging with
Mikhail Bakhtin’s idea on dialogism, Kristeva starts with “his conception of the ‘literary
word’ as an intersection of textual surfaces rather than a point (a fixed meaning), as a
dialogue among several writings: that of the writer, the addressee (or the character) and
the contemporary or earlier cultural context” (Kristeva 1986, 36). She translates Bakhtin’s
idea on words to texts, stating that “each word (text) is an intersection of word (texts)
where at least one other word (text) can be read”, and reaches the definition of
intertextuality as: “any text is constructed as a mosaic of quotations; any text is the
absorption and transformation of another” (ibid, 37). In other words, a text never stands
on its own; its status is always defined on the one hand by both the writer and the
addressee, and on the other by “an anterior or synchronic literary corpus” (ibid, 36—37)%.

Intertextuality as the simplified idea that the writer of any text draws upon, alludes
or refers to another text is omnipresent in the epics and the Puranas. The most explicit,
and fairly unique, examples of this in the Skandapurana are the references to the
Mahabharata and “the Purana”, i.e. the Harivamsa, in SP 1 and to an early version of the
Vayupurana in SP 5 (see section 1.1). Such explicit references are not only relatively
unique, this sort of allusions will not be the focus of this thesis. Instead of concentrating
on the relationship between words (Bakhtin) or texts (Kristeva), I centralize narratives
that belong “to both writing subject and addressee” and appear in “an anterior or
synchronic literary corpus” (see note 89), viz. in the Puranas; and it is this literary genre
that requires a customized model of intertextuality. The main reason for this is that just as
Puranas are not claimed by one author (see note 3), narratives do not belong to one text

either, which gives composers the opportunity to select narratives from different sources

suggest. In fact, in an article on the development of the Harivamsa, Horst Brinkhaus has argued
that HV App. 1 No. 42—42B were added in a relatively early phase. In the first developmental
stage, the text may have constituted HV 1—114, in the second stage, the text was presumably
extended with HV 115—18, and already in the third stage, with HV App. 1 No. 42—42B
(Brinkhaus 2002, 173—74). Given the fact that HV App. 1 No. 42—42B are well attested and
therefore possibly some of the earlier extensions, I consider them to predate the Skandapurana.

8 1t should be noted that this paraphrasing is based on a quote by Kristeva, where she still uses
Bakhtin’s idea on words, but where, I think, her notions on text can be transposed: “The word’s
status is thus defined horizontally (the word in the text belongs to both writing subject and
addressee) as well as vertically (the word in the text is oriented towards an anterior or synchronic
literary corpus)” (Kristeva 1986, 36—37).
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for the composition of a new Purana. Some narratives are so popular that they are retold
in almost each Purana. As a consequence, it is often impossible to know which text
functioned as the source of a retelling in the target text. Rather, the retelling may come
from the epic-Puranic genre as a whole. In other words, the genre itself is “the source
text™. Such a specification of intertextuality has been suggested by Gérard Genette in
Palimpsests. Literature in the second degree. He defines several levels of intertextuality,
of which “architextuality” best applies to the situation of the Puranas: “By architextuality
I mean the entire set of general or transcendent categories—types of discourse, modes of
enunciation, literary genres—from which emerges each singular text” (Genette
1982/1997, 1). Both the composers and the audience draw upon the epic-Puranic tradition
in order to determine the differences between the new version and the ones they already
know, and to draw conclusions about the message that the target text wishes to proclaim.
Intertextuality applies to the Skandapurana (the target text), for it retells a number of
stories that are known from the epic-Puranic tradition (“the source text”)’!.

Chapters 3 to 5 are dedicated to the second set of research questions. To answer
these, I additionally make use of theories and methods in the field of narratology, by

identifying narrative techniques that the Skandapurana composers used in order to create

% The concept of intertextuality has been used in other Indological studies as well. In
‘Intertextuality in the Puranas’ (1999), Greg Bailey has addressed the same issue of a source text
in the case of retellings in the Puranas. Even though the body of the article is concerned with the
Vamanapurana, a relatively late Purana, and I am concerned with the Skandapurana, an early
Purana, some of Bailey’s suggestions are in line with my approach to the concept. For example,
Bailey noted that “[m]uch of what we find in a Purana is repeated often in other Puranas, precisely
because these Puranas draw their material from this very rich universe of anecdotal narratives. This
being so it is misleading to trace developments of a given text from one Purana to another and
regard this as an intertextual exercise when the entire collection of Puranic recitations is the source
— at least from an indigenous perspective, I presume — of versions of the same myth. That is, the
tradition becomes the intertext for itself” (Bailey 1999, 181).

! T am aware of the fact that at the time of composition of the Skandapurana, the Puranic genre
was not as vast as it would become a few centuries later, and “the source text” therefore would,
strictly speaking, only include those Puranas and “the Puranapaiicalaksana” as listed in section
1.1. However, as I will show in the introduction to chapter 2, there are also cases of intertextuality
for narrative elements that are found in multiple Puranas, of which the majority postdates the
Skandapurana. 1 will argue that in those cases, the fact that the narrative element is shared by so
many (later) Puranas suggests that the component represents a common idea which might well
have been present at an earlier stage of the genre but is not found in early Puranas.
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their own version of the manifestation myths®’. Since each chapter answers these
questions related to a different topic in the Skandapurana version of the myths, each
chapter requires its own specific narratological approach.

In chapter 3, Limits to the permissible: Visnu in the Skandapurana, 1 consider the
question how Visnu is portrayed in the Skandapurana. The composers seem to be
continuously balancing between new, Saiva elements and known, Vaisnava elements that
were fixed and could not be modified. As I argue in this chapter, this is a narrative
technique in order to establish consistency on different narrative levels.

In chapter 4, And they lived happily ever after... or not? A new ending for Visnu’s
manifestation myths, | study how the composers changed the ending of each manifestation
myth and what consequences and goals these decisions have. The Skandapurana
composers seem to have been aware of the importance of the ending of narratives, for they
have changed these parts most radically and used them to proclaim their most important
Saiva message. The narrative technique concerning the endings of narratives will be
demonstrated in this chapter.

In chapter 5, Royal succession and divine wars: the textual context of Visnu'’s
manifestation myths, 1 explore in which textual contexts Visnu’s manifestation myths
appear in the Skandapurana and why the composers chose to place the myths in their
respective textual contexts. While in the rest of the thesis, I study the three narratives as

if they form a set and are told in one sequence®, they are in fact separated by other

92 There are several examples of Indological studies that likewise make use of theories and methods
developed in the field of narratology. For instance, for one of his studies on the Devimahatmya,
Raj Balkaran builds on Umberto Eco’s principle of the model reader (Balkaran 2020, 19—21), and
in an article on the oral performance of the Bhagavatapurana, McComas Taylor uses speech act
theory (Taylor 2015).

% 1 have adopted this approach for three reasons. First of all, the myths are the only manifestation
myths of Visnu told in narrative form in the Skandapurana, as shown above. Second, all three
myths have undergone similar changes, including new endings, which moreover display a gradual
build-up to a climax in the Vamana myth, as will be argued in chapter 4. Third, the three
manifestations are Visnu’s oldest manifestations. According to several scholars, they form the
“core” of Visnu’s interventions during crises. For example, Freda Matchett noticed that “the three
forms [...] are so often found together” (Matchett 2001, 90). André Couture is even more explicit,
stating that “it must not be forgotten that the sequence, Varaha, Narasimha, and Vamana, already
appears in Mahabharata (3.100.19-21) and could correspond to a basic nucleus” (Couture 2009,
792). In other words, the three manifestation myths have long formed a set on their own and can
be treated as such.
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narratives. In chapter 5, I take these gaps into consideration and study the direct textual
context—i.e. narratives directly surrounding the manifestation myths—and the indirect
textual context—i.e. narratives that cover a larger part of the text and share the same
theme(s), sometimes with non-related narratives in between. I will show how the direct
and indirect textual context are used as a narrative technique: the chosen context can either
blend a narrative with the surrounding narratives, set it apart, or connect it with narratives
that are not in the narrative’s immediate surroundings. Each decision has its own
consequences and these will be studied in this chapter.

In chapter 6, Conclusions, 1 bring the findings of chapters 2 to 5 together and
present evidence for my hypothesis regarding the third question concerning the reasons
why Visnu’s manifestation myths have been incorporated into the Skandapurana.

After the Bibliography (chapter 7), there are three appendices. Appendix I:
Summaries contains extensive summaries of each manifestation myth in the
Skandapurana, which the reader can consult when descriptions of scenes are described
only briefly in the body chapters of the thesis. Appendix II: Figures contains some
photographs of iconography referred to in the thesis. Appendix Ill: Critical edition of
chapters 108, 109 and 110 of the Skandapurana is a critical edition of SP 108—10,
forming the final chapters of the Varaha myth, which I prepared during my PhD trajectory
within the international Skandapurana project. These chapters will be published in the

forthcoming volume, SP Vol. V.
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varaham rapam asthaya na devatvam na manusam |

na ca tiryaksu taj jatam naravaraham asti vai ||

“Having resorted to a boar-body, which is neither divine, nor human,
nor born among the animals; it is indeed [the form] of a Man-Boar.”

Skandapurana 97.11

2 Tales as old as time: Visnu’s manifestation myths in the epics and the
Puranas

The Narasimha, Varaha and Vamana myths were well-known by the time they were
included in the Skandapurana. The Varaha myth goes back to the Vedic period; the
Vamana myth has several Vedic elements; and the Narasimha myth has its first reference
in the Mahabhdarata. Although the Narasimha myth is relatively new, all three narratives
were well-established in the literary world by the time of the early Puranas, and continued
to enjoy great fame in the later Puranas. The storylines of the manifestation myths were
continuously adapted from other texts and reinvented to form new retellings. Some
retellings are direct borrowings, but composers generally changed the narrative to a
certain extent. Some changes are subtle, others are more radical. There are also cases in
which a particular element is the same, but used in a different (religious) context,
appealing to the audience’s knowledge about the narrative and its characters in order to
allow for a new interpretation. Texts were constantly in contact with each other, as was
the Skandapurana.

In this chapter, [ will explore the literary landscape in which the Skandapurana is
located and how the text relates to the different retellings of Visnu’s manifestation myths.
Do the Skandapurana retellings display a general epic-Puranic representation of the
narratives or do they (also) share crucial elements with one or more other texts
specifically? In other words, what kind of intertextuality is encountered in the study of
Visnu’s manifestation myths?

Since intertextuality concerns the study of texts, I start by recapitulating from
section 1.1 which texts the Skandapurana composers had at their disposal to retell the

manifestation myths. Although the oldest available texts are the Vedas and other Vedic
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texts, like the Brahmanas, the Skandapurana shares most of its narrative choice, character
features and language with the epics and the Puranas. The direct influence of the
Mahabharata and the Ramayana on the manifestation myths in the Skandapurana
remains nevertheless limited because the epics only occasionally refer to the
manifestations, without going into detail®®.

Concerning the availability of Puranas, the Puranic genre was still in an early
phase at the time of the composition of the Skandapurana. Only a small number of
Puranas was accessible to the composers, including a form of the Harivamsa, the
Vayupurana, the Vispupurana and the Markandeyapurana. In other words, the
Skandapurana composers could have used these Puranas as a source for Visnu’s
manifestation myths. The influence of the Markandeyapurana must have been nihil
though, for it only briefly mentions the three manifestations®. The other three Puranas
may, on the other hand, have played a role in the retelling of the manifestation myths in
the Skandapurana. Furthermore, assuming that the themes, lists and narratives collected
in the Puranaparicalaksana represent a shared Puranic notion on topics like creation and
lineages, it is significant that this text corpus includes, to a greater or lesser extent, all
three manifestation myths. Drawing on these texts would be the most straightforward form
of intertextuality.

However, as mentioned in section 1.4, it is not always as easy as that, and a second
type of intertextuality should be taken into consideration in the study of the Puranas.
Puranas are fluid texts, from which individual narratives can be taken each time a new
Purana is composed. As a result, it is often difficult to identify one particular source, on
which a retelling is based, and “the epic-Puranic genre” as a whole should then be
considered as “the source text”. Cases in which it can be helpful to take this possibility
into account mainly concern narrative elements that are so widespread that it is not
possible to determine from which text an element was adopted. For example, many texts
share the way in which they describe Varaha’s appearance. Each limb of his is connected

with an external entity, usually elements that are used during a sacrifice. Since the

%4 The only exception is the Vamana myth in the Ramayana which is told in the form of a narrative.
%5 On the whole, the Markandeyapurana has only a few references to a limited number of Visnu’s
manifestations, such as MkP 4.54—56 mentioning Varaha, Narasimha, Vamana and Krsna.
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description is so widespread I consider it a case of intertextuality with the genre as the
source text’.

A third form of intertextuality is possible, when parallel ideas or narratives
elements are not found within the same narrative in other sources, but in a different
narrative. In the Varaha myth of the Skandapurana, for example, Varaha travels through
the ocean to the netherworld in order to fight with Hiranyaksa and rescue the earth. This
journey is described in an extensive and scenic way (SP 99.5cd—22). Varaha sees all
kinds of fabulous fish and animals in the water (SP 99.10—13) and passes various
underwater places: Hayasiras, Mount Mainaka, the city called Bhogavati, the quarter-
elephant (diggaja) called Parjanya, the city of Varuna (the god of the ocean), the area
where the divine cow called Surabhi and the foam-drinkers live, and the cities of various
Nagas, i.e. mythical serpents (SP 99.14—22). A similar description is not found in other
early versions of the myth and it can be considered a dramatic visualization of Varaha’s
dive to the netherworld, including abundant cosmographic information. However, I found
a parallel itinerary in the Mahabharata, in the story of Matali, who travels to the Nagaloka
in his search for a suitable husband for his daughter (MBh 5.95—103). He passes various
places, of which several correspond to the Skandapurana passage: the city of Varuna
(MBh 5.96), the world of the elephants, Hayasiras (MBh 5.97), the abode of Surabhi and
the foam-drinkers (MBh 5.100), and the city called Bhogavati where the Nagas live (MBh
5.101). Although the details differ, the parallels in the cosmographic notion of different
worlds in the underwater realm and the parallels in some of the actual locations are
remarkable.

The different forms of intertextuality show the complexity of studying this topic
in the field of Puranas. Paying attention to each form—from direct intertextuality to
intertextuality outside the narrative—will, however, help in understanding the choices that
the Skandapurana composers made in their version of Visnu’s manifestation myths and
how they relate to other texts. I will study the development of one narrative element per
manifestation myth and examine possible relationships between the Skandapurana and
other sources. For the Narasimha myth, I analyse the description of Hiranyakasipu’s boon

(2.1); for the Varaha myth, I examine how the characterization of the Boar changed from

% Varaha’s appearance will be studied in detail in section 2.2.
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Yajhavaraha, “Sacrificial Boar”, to Naravaraha, “Man-Boar” (2.2); and for the Vamana
myth, I look at the scenes after Visnu strode thrice (2.3). In the final section (2.4), I take
a different approach. Instead of comparing the Skandapurana with other relevant Puranas,
I compare the Skandapurana only with the Harivamsa (HV App. 1 No. 42B), for these
two texts seem to have a special intertextual relationship. I have identified parallels
between the Skandapurana and HV App. 1 No. 42B on the level of the structure of the
war between the gods and the Asuras in the Varaha myth and the war between the gods
and the Asuras in the Vamana myth respectively. Several factors complicate the definition

of the precise relationship and will be studied in detail.

2.1  The Narasimha myth

The Narasimha myth®’ appears in textual form for the first time in the Mahabharata®®.
The epic does not tell a complete story, but only refers to it stating that Hiranyakasipu was
killed by Narasimha (e.g. MBh 3.100.20)”. The Vayupurana and Brahmandapurana are
the first texts to tell a narrative, sharing largely the same text (PPL vamsa 2C.16—22)'%°,
They include core elements, such as HiranyakaSipu’s tapas, boon and death, but
everything is told in a condensed manner. The Harivamsa (HV 31.31—67), the
Brahmapurana (BrP 213.43—79) and the Visnudharmottarapurana (VDhP 1.54) also

1

share large sections'’. The story is more elaborate in these texts; for instance,

%7 Several studies have been done on the Narasimha myth, such as Vaidya 1942, Hacker 1960a,
25ft., Swain 1971, Soifer 1991, 73—99 and Saindon 2009, 66ff.

% In The Myths of Narasiritha and Vamana, Deborah A. Soifer has argued that, although there is
no direct Vedic counterpart of Narasimha, the story of Indra fighting against the Asura Namuci in
the Satapatha Brahmana (SB 12.7.3.1ff.) “must be considered as the prototype of that [Narasimha]
myth” (Soifer 1992, 38). This is based on the fact that Hiranyakasipu’s conditions to his
immortality are similar to Namuci’s. For example, Namuci cannot be killed by a stick nor by a
bow, not by the palm of the hand nor by a fist, not by something dry nor by something wet. For a
comparative analysis, see ibid, 38—40.

% MBh 3.100.20:

adidaityo mahaviryo hiranyakasipus tvaya |

narasimham vapuh krtva siditah purusottama || 20 ||

“The powerful, ancient Daitya Hiranyakasipu was destroyed by thee, greatest of persons, in the
form of a man-lion” (translation by Van Buitenen 1975, 420).

For an overview of references to Narasimha in the Mahabhdarata, see Saindon 2009, 65—66.

100 The Brahmandapurana has extended the shared text portion with approximately twenty verses.
11 The Visnudharmottarapurana shares the same text with the Harivamsa and the Brahmapurana
until VDhP 1.54.34. After that, it has more extensive descriptions of Narasimha and of Narasimha’s
battle with Hiranyakasipu.
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Hiranyakasipu’s boon is expanded, and a description of Narasimha is added. The
Harivamsa (HV App. 1 No. 42A), the Padmapurana Srstikhanda (PdP Srstikhanda 42)
and the Matsyapurana (MtP 161—63) have many parallels and show only minor
differences. The Narasimha myth in these texts includes several new passages, such as a
description of Hiranyakasipu’s garden and palace, Prahlada’s realization that Narasimha
is Visnu and a description of the Asuras and their weapons.

Whereas all these texts narrate more or less the same story, the Visnupurana (ViP
1.16—20) tells a different one. In this version, Hiranyakasipu continuously harasses his
son Prahlada, but Prahlada is able to endure these hardships because of his devotion to
Visnu. Hiranyakasipu’s death by Narasimha is described in just one verse. The
Visnupurana version of the story is not so much about Narasimha, as about how devotion
to Visnu can rescue a devotee in times of crises!®?.

The Narasimha myth in the Skandapurana shares its general storyline with most
other sources (except for the Visnupurana), but the composers have added a number of
new components and changed some narrative elements. A number of these new elements
can be characterized as a dramatic visualization of the scene. For example, when the
Asuras inform Hiranyaka$ipu about this terrifying Man-Lion that has killed so many
Asuras already, Hiranyakasipu orders his subjects to catch the Lion and bring him alive,
for “this lion-cub will be a pet for my wife” (kridanam simhapoto ’sau devyda mama
bhavigyati, SP 71.36¢d). The audience obviously knows that the frightful Narasimha will
kill Hiranyakasipu, so the addition is an insider joke from the composers to the audience.
Other new elements rather function as Saivizations of narrative elements. For example,
there is a new scene in which Visnu asks the gods to enter his body for strength (SP
71.23cd—24) and an afterlife to Visnu’s manifestation as Narasimha is introduced in
which Visnu continues to live as a Man-Lion and needs the help of Siva to put an end to
this form (SP 71.48—end). The Skandapurana is the first text to introduce Visnu’s
dependency on the gods, as well as Narasimha’s afterlife, as will be shown in the next two

chapters.

102 The list of retellings of the Narasimha myth is not exhaustive. I have limited the discussion to
sets of texts that contain at least one text that probably predates the Skandapurana. Puranas like
the Sivapurana (SiP Satarudrivasamhita 10—12) and the Lingapurana (LiP 1.95—96) are hence
excluded, but will be discussed in chapter 4.
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An example of how the Skandapurana composers changed a basic narrative element in
the Narasimha myth and how the text relates to other Puranas is Hiranyakasipu’s boon.
The Narasimha myth generally starts with a scene in which Hiranyakasipu practices tapas,
and as a reward, Brahma wants to grant him a boon. The requested boon is more or less
the same in most Puranas (e.g. HV 31.41—45). “May neither gods, Asuras and
Gandharvas, nor Yaksas, serpents and Raksasas, nor human beings and Pisacas kill me,
oh best of gods” (e.g. HV 31.41). “May there be no death for me by a weapon nor an
arrow, not by a rock nor tree, not by something dry nor something wet nor by anything
else” (e.g. HV 31.43). “May I become the sun, moon, wind, fire, ocean, sky, stars and the
ten directions” (e.g. HV 31.44). In other words, Hiranyakasipu wants to have near
complete immortality and rule over the universe.

Variations on this theme usually concern small changes. For example, other sorts
of beings may be unable to kill Hiranyakasipu, or restrictions to time or place may be
added'®. However, a small group of texts adds a more substantial element to the boon,
viz. a loophole: the one method by which Hiranyakasipu can be slain.

After a list of conditions in the characteristic “neither... nor...” construction, the
Brahmapurana (BrP 213.55cd—56ab) and the Harivamsa (HV 31.43*%466'% and HV
App. 1 No. 42A 11. 29—30)'% supply an extra verse, in which Hiranyakasipu specifies
how he can be killed, viz. by a single slap of the hand (panipraharenaikena), thinking that
no creature is able to do that. Since this is the only way Hiranyakasipu can be killed,
Madeleine Biardeau, in an article on Narasimha, has aptly called the loophole

Hiranyakasipu’s “Achilles’ heel” (Biardeau 1975, 39), his weak spot.

103 For example, the Bhagavatapurana adds that Hiranyaka$ipu shall not be killed on earth nor in
the sky (na bhiimau nambare, BhaP 7.3.36c), the Nrsimhapurana adds time restrictions, “not
during the day nor by night” (na dine na ca naktam, NsP 40.9¢c), and the Sivapurana adds “neither
from above nor from below” (naivorddhvato napy adhatah, SiP Rudrasamhita 5.43.17d).

104 The passage is found in manuscripts N (except S1), Ti5 4 and Gi5_s, so it is supported by
almost all Northern and many Southern manuscripts. However, since it is not found in the
outermost manuscripts—the Sarada and Malayalam manuscripts—, it has not been adopted in the
main text of the critical edition, but has been qualified by the editor as star passage instead.

105 HV App. 1 No. 42A 11. 29—30 (= HV 31.43*466.1—2 = BrP 213.55¢d—56ab):
panipraharenaikena sabhrtyabalavahanam | 29 |

yo mam nasayitum saktah sa me mrtyur bhavisyati || 30 ||

“He who is able to destroy me, along with my servants, armies and chariots, with a single slap of
the hand, he will be my death.”
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The Brahmandapurana also includes a loophole, but frames it differently. When “Brahma
gave his consent to this boon containing a loophole” (brahmanujajiie santaram varam,
literally, “boon with an opening”, BdP 2.5.17d), he in fact gave his consent to the boon
with the “neither... nor...” construction, as quoted above. The underlying idea is that
HiranyakaSipu can be killed in all other cases remaining'®.

The Skandapurana has its own version of the boon, containing the following

circumstances in which Hiranyakasipu cannot be killed.

SP 70.30—33:

bhagavan yadi tusto ’si vara eso ’stu me vibho |
amarah syam avadhyas ca jarahino mahabalah || 30 ||
na sastrena na mantrena na ratrau na diva tathda |
naivardrena na Suskena na pumsd na ca yosita || 31 ||

abravit santaram brahma sa cainam samabhasata'”’ |

atas ca yo ‘nyatha mrtyur bhavisyati sa me prabho || 32 ||
evam astv iti tam procya brahma suravarottamah |
Jagamatmapuram ksipram Santah pritah pitamahah || 33 ||
“30. [Hiranyaka$ipu said:] ‘Oh lord [i.e. Brahma], if you are
pleased [with me], let there be the following boon for me, oh
master: may I be immortal and inviolable, free from old age and
very powerful. 31. Not [to be killed] by a weapon nor by a

mantra [“sacrificial formula”], not by night nor by day, not by

106 Since this part of the boon is absent in the otherwise parallel version of the Vayupurana, it is
probably a later addition, of which the dating is difficult to determine. If narratives or parts of
narratives are shared by both the Vayupurana and the Brahmandapurana, they can, in general, be
considered to be early Puranic records. If, however, narratives or parts of narratives only appear in
either the Vayupurana or the Brahmandapurana, the dating is less clear. Some scholars have
attempted to date the moment that the Vayupurana and the Brahmandapurana diverged. For
example, Kirfel cautiously suggested the year 620 as “die Abspaltung des Textkerns Bd-Va” (“the
separation of the text core of the Brahmanda-Vayupurana”, Kirfel 1927, XIX). By comparison, in
Studies in the Puranic records on Hindu rites and customs, R.C. Hazra has suggested “that the
separation took place after 325 A.D., and most probably not earlier than 400 A.D.” (Hazra 1940,
18). As a rule, I consider the separated Brahmandapurana to postdate the Skandapurana.

107 The wiggle indicates that the editors had some doubt whether the reading is correct, either
because of limited manuscript evidence or because the meaning is not clear. I adopt these wiggles
in my transliterations and translations for the sake of transparency about uncertainties.

56



something wet nor by something dry, not by a man nor by a

woman.’ 32. Brahma spoke [to Hiranyakasipu] about a loophole

santara), and he [i.e. Hiranyakasipu] said to him [i.e. Brahma]:

‘And [the kind of] death that is different from that will be mine,
oh lord.” 33. Having said to him [i.e. Hiranyakasipu] ‘Let it be
so’, Brahma, the greatest of gods, the grandfather, immediately

went to his own city, being at ease and content.”

The Skandapurana list of conditions to Hiranyakasipu’s death contain some subtle
changes. For instance, Hiranyakasipu’s request to be free from old age and very powerful
is different from, yet comparable to, his request to become the sun, the moon, the wind
etcetera, in other texts. Furthermore, the number of conditions under which Hiranyakasipu
cannot be killed is limited. Although four types of means to kill (weapon, mantra'®,
something wet and something dry) and two moments of the day (night and day) are fairly

)!% are mentioned

restrictive, the fact that only two types of beings (men and women
leaves many options open; options that are in fact covered in other texts, which include
creatures like supernatural beings, as well as human beings (manusah), to which men and
women can be counted. Since there are many restrictions in these other texts, only a few
beings are able to kill Hiranyakasipu. This results in the solution that Visnu becomes a

mythical being that is half human and half animal. In the case of the Skandapurana, there

198 ‘Whereas most texts read na Sastrena na cdstrena, “not by a weapon nor an arrow”, the
Skandapurana is the only text that reads na Sastrena na mantrena. Already at an early stage,
Pasupatas and other Saiva groups attached great value to mantras in religious life. The Pasupatas
“meditated upon Siva under five aspects with the help of the five brahmamantras, which are
revealed in the fundamental Pasupatasiitra: Sadyojata, Vamadeva, Aghora, Tatpurusa, and I$ana.
These five aspects of god shaped much of Saivism’s later theology and iconography” (Bisschop
2009, 753). The choice for mantra therefore “fits the Saiva context of the Skandapurana”, as the
editors of this chapter of the Skandapurana observe (SP Vol. IV, 39 note 70). In the case of
Hiranyakasipu’s boon, mantra probably has to be understood as a “divine weapon” (divyastra). As
Sthaneshwar Timalsina has written on “The Power of Mantras”, “[m]antras are often compared to
weapons. Mantras that grant protection — identified as sudarsanamantra (“the disc mantra related
to Visnu), aghoramantra (Siva’s weapon), pasupatamantra (Siva’s weapon), nysimhamantra (the
mantra to invoke the man-lion incarnation of Visnu), and so on — and mantras given the
mythological names for weapons, both highlight the paradigm of warfare” (Timalsina 2010, 406).
19 T found no other texts that include this restriction, so it seems to be an innovation in the
Skandapurana.

57



is no need for Visnu to become a Man-Lion specifically. As long as he is not a man or a
woman, he should be able to conquer Hiranyakasipu. Although we should not demand an
exhaustive list, more restrictions would match the rest of the boon better, as well as
Visnu’s solution to manifest himself as a Man-Lion. This could point to the loss of two
padas''® during the transmission that would have contained more restrictions concerning
the sorts of creatures that are unable to kill Hiranyakasipu.

The possibility that something has gone wrong during the transmission of the text
is also suggested by another component in the boon: its loophole. As indicated by the
wiggle in SP 70.32ab, the reading of these two padas is uncertain. I translate pdda 32a as
“Brahma spoke [to Hiranyakasipu] about a loophole”, which should be understood as
Brahma reminding the Daitya king that the boon should contain a loophole, if he wants
the request to be honoured. What follows in 32cd, however, is not really a loophole.
Rather, the loophole is already stated in verse 31, namely that he cannot be killed by
certain weapons etcetera. The statement of 32cd that he can be killed in other
circumstances is already implied in verse 31, so this statement is not the actual loophole''".
This has been noticed by the editors of SP Vol. IV, proposing the possibility that padas
32ab—those stating that the boon should contain a loophole—may have been originally
placed before verse 31. This suggestion is based on a later passage in the Narasimha myth
(SP Vol. IV, 39 note 72)!''2. In the next chapter, the gods go to Brahma because they fear
the power of Hiranyakasipu. In SP 71.10—11, Brahma reassures them that Hiranyakasipu

can be killed because he had earlier made the Daitya state a loophole.

SP 71.10—11:

tenaham prarthitah piarvam sarvavadhyatvam uttamam |
antaram bhasitas casau maya samjiiavimohitah || 10 ||
yadaivantaram ahatha daityardjo vicetanah |

tadaiva manasd tosam aham agam mahabalah || 11 ||

10 A pada (literally “foot™) is a quarter of a verse.

" In fact, the Brahmandapurana implies precisely this by enumerating the cases in which
Hiranyakasipu cannot be killed.

112 For other problems and possible solutions in this passage, see SP Vol. IV, 39 note 72.
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“Earlier, 1 [i.e. Brahma] was requested by him [i.e.
Hiranyakasipu] for supreme inviolability from all [beings], but
he, being confused in his consciousness, was addressed by me
about a loophole. As soon as the foolish king of the Daityas had
uttered the loophole, I reached satisfaction with my mind, oh

very strong ones [i.e. gods].”

Comparing Brahma’s summary of the events with the actual boon-granting scene, it is
possible to reconstruct an alternative order of the conversation in chapter 70. First,
Hiranyakas$ipu asks for immortality from all beings (SP 71.10ab/ SP 70.30), then Brahma
speaks to Hiranyakas$ipu about a loophole, as if reminding him that the boon should
include an intervening clause (SP 71.10cd/ SP 70.32a), then HiranyakaSipu states a
loophole (SP 71.11ab/ SP 70.31 and SP 70.32bcd), after which Brahma consents to this
boon (SP 71.11cd/ SP 70.33)!". In other words, the requested boon is complete
immortality and the conditions under which Hiranyakasipu can be killed are the loophole
to the boon. As if thinking that he has mentioned enough weapons, time frames and
beings, Hiranyakasipu is comfortable enough to say that he will die in any other case.

As shown above, there are some Puranas that contain a loophole as well, which
raises the question whether the loophole in the Skandapurana is a case of intertextuality.
Comparing this loophole with the one in the Brahmapurana and the Harivamsa, a similar
arrogance is encountered. However, the arrogance in the latter two is more explicit, as
Hiranyakas$ipu specifies the only case in which he can be killed. He cannot believe that
there is a creature that could slay him with one slap of the hand. Moreover, in particular
the loophole itself differs significantly. Whereas the Brahmapurana and the Harivamsa

state in which case Hiranyakasipu can be killed, the Skandapurana makes explicit in

113 Based on this reconstruction, the order of SP 70.30—33 would be as follows:
bhagavan yadi tusto ’si vara eso 'stu me vibho | 30ab |

amarah syam avadhyas ca jarahino mahabalah || 30cd ||

abravit santaram brahmd sa cainam samabhdsata | 32ab |

na Sastrena na mantrepa na ratrau na diva tathd | 31ab |

naivardrena na suskena na pumsda na ca yosita || 31cd ||

atas ca yo 'nyatha myrtyur bhavisyati sa me prabho || 32cd ||

evam astv iti tam procya brahma suravarottamah | 33ab |

Jjagamatmapuram ksipram santah pritah pitamahah || 33cd ||
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which cases he cannot be killed. Therefore, I do not consider it a case of intertextuality.
The Brahmandapurana, on the other hand, also qualifies the conditions to the boon as its

loophole!!*

, which might suggest a possible intertextual relationship. However, there is
one important difference between the two texts. In the Brahmandapurana, Hiranyakasipu
states the conditions himself and does not need Brahma to encourage him to do so. Since
Brahma’s role is relatively prominent in the Skandapurana version of the boon, the
argumentation for intertextuality weakens. Furthermore, there is in fact a stronger case for
intertextuality with other instances of a boon with a loophole, viz. in the Skandapurana
itself.

The text speaks of four other boons that are likewise requested by Asuras and
have a similar construction: the Asuras and Brahma negotiate about the boon and come to
the agreement on a loophole!!'>. Maya’s boon in the Tripura myth!!¢ (SPgj, 168.11—17) is
highlighted here because it does not only show strong agreements with Hiranyakasipu’s
boon in the Skandapurana, but also has a parallel with the Mahdabharata version of the
narrative, where the main Asuras are the three sons of Taraka (MBh 8.24.7—12). When
Brahma offers Maya or Taraka’s sons a boon, they first ask for immortality (SPgn
168.11—13ab and MBh 8.24.7). Brahma replies that he cannot grant them this wish (SPgx
168.13cd, 14a and MBh 8.24.8a—d). The Mahdabharata provides a reason for Brahma’s
rejection: there is no such thing as complete immortality for Asuras and they should be

able to be reborn again (nivartadhvam, “you should be born again”, MBh 8.24.8d)'"".

114 There are two other correspondences between the two texts. First, the Brahmandapurana does
not include many restrictions either (Hiranyakasipu cannot be killed by something wet nor
something dry, not by day nor by night). Second, the restriction “not by day nor by night” is
relatively uncommon, as it appears in only a few texts (HV 31.45*469a, MtP 161.13d, NsP 40.9¢).
115 These concern Andhaka’s boon in the Andhaka myth (SP 74.44), Sunda and Nisunda’s boon in
the narrative leading to their death by Tilottama (SP 60.77—79), Sumbha and Nisumbha’s boon in
the myth on their battle against the dark form of Parvati called Kausiki (SP 62.57—61), and Maya’s
boon in the Tripura myth (SPg, 168.14).

116 The Tripura myth revolves around the destruction of Tripura, “the Triple City”, and the enemy
of the gods called Maya. Due to a boon Maya receives from Brahma, he can only be killed by the
one who is able to destroy Tripura with just one arrow. When the Asuras have taken control over
the entire cosmos, the gods are in distress. Siva decides to help them, taking his bow, releasing one
arrow and ruining Tripura at once. In this way, Maya and his fellow-Asuras are destroyed.

"7 A similar explanation is given by Brahma in his conversation with Sumbha and Nisumbha in
negotiating about their boon in the Skandapurana.

SP 62.58:

avasyam yuvayor esyam maranam yena kenacit |
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They should ask for another boon (SPgx 168.14bcd and MBh 8.24.8ef), which is qualified
in the Skandapurana as “containing a loophole” (santaram, SPgn 169.14b). Maya and
Taraka’s sons then request that only the one who is able to destroy Tripura with one arrow,
can kill them (SPgy 168.15—17ab and MBh 8.24.9—12cd), and Brahma consents to this
formulation (SPg 168.17c—f and MBh 8.24.12¢f).

The reconstructed boon of Hiranyakasipu follows exactly the same pattern: first,
the Asura asks for absolute immortality, then Brahma replies that he cannot grant him this
(because immortality is reserved for the gods) and that the Asura should supply a loophole,
after which the Asura adds how he can be killed after all. Since the construction occurs
several times in the Skandapurana, as well as in the Mahabharata, it appears to be an
epic-Puranic narrative element that could be introduced into new retellings, even when it
was not originally there in other tellings. It is, in other words, a case of intertextuality that

is found in other narratives than the one under discussion.

2.2 The Varaha myth

The Varaha myth comes in two main variants. The oldest is a cosmogonic myth that is
linked to the origin of the universe. It narrates how god manifests himself as Varaha in
order to rescue the earth, when she has sunk into the cosmic ocean or to the netherworld,

and brings her back to her original place. The oldest versions of this myth appear in texts

surebhyo ‘nyatra daityendrav amaratvam na vidyate || 58 ||
“Inevitably, there will be death for the two of you, one way or another. Oh you two lords of Daityas,
there is no immortality, other than for the gods.”
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from the Vedic period, like the Taittiriya Samhita (TS 7.1.5.1—12)!'8, where the god is
identified with Prajapati, instead of Visnu'"’

The Mahabharata marks the beginning of a Vaisnavization of the myth!?°, There
are several references to and stories about Visnu becoming a Boar'?!. MBh 3.100.19, for
instance, tells the general storyline of how Visnu became a Boar to save the earth when

122

she had sunk into the cosmic ocean'““. The same core narrative elements continue in the

Puranas, but are extended into actual narratives, and the actual recreation of creatures is

added as a separate narrative'?

. Many Puranas share the same story and have been
collected by Kirfel in the Puranaparicalaksana'**; some more elaborated than others. The
Visnupurana, for example, has expanded an omnipresent eulogy to Visnu, by providing it

with a more extensive description of the Boar’s appearance. Besides the retellings that

18 TS7.1.5.1.1—12:

apo vi idam agre salilam asit | tasmin pra]apanr vayiir bhutvacamt | s& imam apasyat | tam varahé
bhiitvaharat | tam visvikarma bhiitva vyamart | saprathata | sa prthivy abhavat | tat prthzvyaz
prthzvztvam | tasyam asramyat prajapatih | sd devan asrjata vdsin rudran adityan | té devah
prajapatim abruvan | prd jayamaha iti |

“This was in the beginning the waters, the ocean. In it Prajapati becoming the wind moved. He saw
her, and becoming a boar he seized her. Her, becoming Vigvakarma, he wiped. She extended, she
became the earth and hence the earth is called the earth (lit. ‘the extended one”). In her Prajapati
made effort. He produced the gods, Vasus, Rudras, and Adityas. The gods said to Prajapati, ‘Let
us have offspring.”” (translation by Keith 1914/1967, 560).

119 There is another Vedic story about a boar, called Emiisa, who is closely related to Visnu and
Indra. For a short study on this myth, see Kuiper 1950, 18, Gonda 1954/1969, 137—39 and Gail
1977b, 128—29.

120 The Ramadyana, on the other hand, identifies the Boar manifestation with Brahma Svayambhi,
“the self-existent Brahma” (Ram 2.102.2—3ab).

12 See Brockington 1998, 280—81 and Prasad 1987 for relevant passages.

122 MBh 3.100.19:

tvaya bhumih purd nasta samudrat puskareksana |

varaham riapam asthaya jagadarthe samuddhrta || 19 ||

“When of yore the earth was lost, lotus-eyed God, thou didst rescue it from the ocean, assuming
the form of a boar, for the sake of the world” (translation by Van Buitenen 1975, 420).

123 Thomas Kintaert has pointed out that the moment of creation has shifted in the course of time.
Whereas in the Vedas, god manifests himself as a Boar before the creation of the universe has
started (prakrtasarga), in the epic-Puranic period, the Boar manifestation emerges at the beginning
of a new time cycle (pratisarga). The era of the manifestation of the Boar is called Varahakalpa
(Kintaert 2011—12, 92).

124 The Varaha myth appears in PPL sarga 3 in text group lIA (Markandeyapurana, Padmapurana
Srstikhanda, Padmapurana Uttarakhanda, Varahapurana and Visnupurana) and text group 1B
(Brahmandapurana, Kirmapurand, Lingapurana and Vayupurana). In these Puranas, the creator
god is identified with “Brahma, who is called Narayana” (brahma narayanakhyo), which is another
name of Visnu.
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have been collected in the Puranaparicalaksana, the cosmogonic Varaha myth also
appears in various other sources, such as the Harivamsa (HV 31.21—30 and HV App. 1
No. 42 11. 1—488).

The second main variant of the Varaha myth comes into being in the epic and
Puranic period. In this version, Visnu becomes a Boar in order to put an end to Hiranyaksa,
the king of the Daityas, who has stolen the earth. This Asura-slaying version of the myth
is in line with other early manifestations of Visnu that fight with the Asuras'?’. The
Mahdabharata alludes at least three times to this myth. In the first reference, Visnu kills
Hiranyaksa, but he is not specified as a Boar (MBh 7.13.44)!?°. The second reference
involves Visnu in his Boar manifestation who slays the Asuras, but only one Daitya is
mentioned by name, Naraka, whereas Hiranyaksa remains absent (MBh 12.202)'?". The
third reference is in the Narayaniya section, where Visnu announces that as Varaha, he

will return the earth to her own place and will kill Hiranyaksa (MBh 12.326.71—73ab)!%%,

125 In an article on the Varaha myth, Horst Brinkhaus argues that the origin of the Asura-slaying
Varaha myth must be sought in the manifestation lists of Visnu (Brinkhaus 1992, 60—61). Already
in the earliest fourfold manifestation list that consisted of Varaha, Narasimha, Vamana and Krsna,
Varaha is the only manifestation that is not an Asura-slayer. When the manifestation lists grew to
six-fold and eight-fold lists (for instance in the Harivamsa) composers felt the need to assimilate
the cosmogonic Varaha to other Asura-slaying manifestations.

126 MBh 7.13.44:

laksmanah ksatradevena vimardam akarod bhrsam |

yathd visnuh purd rdjan hiranyaksena samyuge || 44 ||

“Laksmana put up a horrific fight with Ksatradeva, just like Visnu, oh king, [put up a horrific fight]
with Hiranyaksa earlier in battle.”

127 MBh 12.202 is a myth about Visnu in which he becomes a Boar in order to rescue the earth
from the netherworld and to kill the Daityas. The Southern Kumbhakonam edition adds several
verses, one of which reports that Hiranyaksa has been slain by Visnu as a Boar, but this is probably
a later addition.

128 MBh 12.326.71—73ab:

yatha siryasya gaganad udayastamayav iha |

nastau punar balat kala anayaty amitadyutih |

tathd balad aham prthvim sarvabhitahitaya vai || 71 ||

sattvair akrantasarvangam nastam sagaramekhalam |

anayisyami svam sthanam varaham ripam asthitah || 72 ||

hiranyaksam hanisyami daiteyam balagarvitam |

“Just as time, of infinite splendour, forcefully brings back again the rising and setting of the sun
from the sky, when they have disappeared, just like that I [i.e. Visnu], who have resorted to a boar-
form, will forcefully bring the earth, whose entire body is covered with living beings, who is
[completely] lost, whose girdle are the oceans, back to her own place for the sake of the welfare of
all beings [and] I will kill Hiranyaksa, the arrogant son of Diti.”
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This is the first Mahabharata passage where all basic elements for the Asura-slaying
version of the Varaha myth are brought together.

Another early reference to the battle between Visnu as Varaha and Hiranyaksa is
in the Puranaparicalaksana. In a list of twelve wars between the gods and the Asuras,
henceforth “devasura wars” (PPL vamsanucarita 5B.71—85)'%, the third is the Varaha
war (the one “related to Varaha”), during which Hiranyaksa was killed and the ocean split
into two by Varaha (PPL vamsanucarita 5B.77)'*°. The splitting of the ocean seems to
refer to Varaha’s dive into the ocean in order to find Hiranyaksa and rescue the earth.

The Harivamsa (HV App. 1 No. 42) is, together with the Skandapurana, the first
text to narrate the Asura-slaying version in full. After the cosmogonic Varaha myth (HV
App. 1 No. 42 1. 1—488), the text continues with the Asura-slaying version of the
manifestation myth (HV App. 1 No. 42 1. 489—662). The narrative is set in the
framework of the story of the flying mountains. When the flying mountains arrive in
Hiranyaksa’s kingdom, they tell the Asuras that “the sovereignty has taken refuge with
the gods” (adhipatyam surasrayam, HV App. 1 No. 42 1. 493b), which means that the
gods are superior to the Asuras. This message infuriates Hiranyaksa, and he starts a war
against the gods. A fierce battle unfolds, and Hiranyaksa and his Asura army win. To help
the gods, Visnu manifests himself as a Boar, “called Mount Varaha” (varahah parvato
nama, HV App. 1 No. 42 1. 564a)"*!, and goes to Hiranyaksa. Vardha wins the battle,
beheading Hiranyaksa with his weapon, the cakra (“discus”). Visnu releases the gods and

saves the earth from the Asuras, placing her back in her original place'*. Since the flying

129 The passage is found in the Brahmandapurana, Matsyapurana, Padmapurana Srstikhanda,
Padmapurana Uttarakhanda and Vayupurana, and will be discussed in section 5.2.

130 PPL vamsanucarita 5B.77:

hiranyakso hato dvandve prativade tu daivataih |

damstrayd tu varahena samudras tu dvidhakrtah || 77 ||

“Hiranyaksa was killed in a duel, during a dispute with the gods, and the ocean was split into two
by the Boar with his fang.”

For alternative readings, see section 5.2.

13! By giving Varaha a name, he is distinguished from the cosmogonic Varaha of the first part of
HV App. | No. 42, which instead is described as Yajfiavaraha, “the Sacrificial Boar” (HV App. 1
No. 42 1. 179a). The distinction will be discussed below.

132 1t is not explicitly stated that the Asuras took the earth in captivity, but their intention is
expressed twice. First, when the Asuras prepare for war, it is said that the Asuras were “intent upon
stealing the earth” (prthiviharane ratah, HV App. 1 No. 42 1. 495b), and later, when the Asuras
conquered the gods, Hiranyaksa “thought the world to be his own ground” (atmastham manyate
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mountains were the reason for the devasura war to start, Indra cuts their wings, except for
Mount Mainaka’s.

At the time of the composition of the Skandapurana, both the cosmogonic and the
Asura-slaying Varaha myth were thus well-known among Purana composers. The
Skandapurana composers nevertheless gave preference to the Asura-slaying one!**. The
narrative centres around Hiranyaksa, who gains power over the universe by defeating the
gods, and Visnu, who conquers the Asuras as Varaha'*. The text only twice speaks of
another Boar who can be identified with the cosmogonic Varaha. First, when Visnu takes
the form of a Boar, Madhusiidana (“the Slayer of Madhu”, i.e. Visnu)'*® is identified with
Svayambhi, “the self-existent one”, who, in the form of a Boar had lifted the earth in the

past (SP 98.20)'%. The identification is reminiscent of the cosmogonic Varaha myth,

jagat, HV App. 1 No. 42 1. 557b). The latter could also refer to the (non-personified) universe, of
which Hiranyaksa considers himself the owner now.

133 Later Puranas, on the other hand, usually tell both myths. For example, the
Visnudharmottarapurana narrates the cosmogonic story in VDhP 1.3 and the Asura-slaying
version in VDhP 1.53. The Bhagavatapurana (BhaP 3.13, 3.17—19) merges the two variants into
one narrative with only one Boar. When the earth has sunk to Rasatala during the creation, there is
no place for beings, mountains, etcetera to live. Visnu manifests himself as a Boar to solve this
problem and dives to the netherworld. As he lifts the earth with his fang, he meets a Daitya with a
club and kills him (BhaP 3.13.32—33ab). Later, this Daitya appears to be Hiranyaksa.

134 The Asura-slaying version of the Varaha myth fits the Skandapurana better than the cosmogonic
one for a few reasons. First of all, the Skandapurana has already dealt with the topic of creation in
SP 3—4. Second, as will be shown in chapter 5, the war between Varaha and Hiranyaksa is told in
a sequence of devasura wars. Third, it is Visnu’s task in the Skandapurana to fight with the Asuras.
During Visnu’s afterlife as Narasimha, Siva granted Visnu the boon of daityaghna, “slaying
Daityas” (SP 70.72b). This boon is studied in detail in section 4.2.1.

135 Visnu’s epithet madhusiidana, madhuhan or madhughatin is very common. It refers to the story
in which Visnu kills the Asura called Madhu and his fellow-Asura Kaitabha, who often appear as
a duo. The epithet occurs ten times in the Skandapurana, of which nine in the Varaha and Vamana
myth (SP 97.23d madhukaitabhaghatine, SP 98.20d madhusiidanah, SP 99.20a madhuha, SP
107.6b madhusiidanam, SP 108.17b madhusiidanah, SPgn 116.37b madhusiidanah, SPg, 116.65b
madhusiudanah, SPgy 116.133d madhusiidanam, SPgn 117.9b madhusiidanah); the only reference
in another narrative is madhunihan- in SPgy, 144.4, used in a comparison. Leaving the latter aside,
the compositional range in which the epithet is used is very limited, which may point to the hand
of a particular group of composers. The editors of SP Vol. IV have demonstrated that the
descriptions of the devasura wars recounted in SP 76—108 and SPgy 115—29 share various
stylistic features that are not found in the rest of the text, such as the use of the epithet saktinandana,
“son of Sakti”, for Vyasa, particular similes, formulaic battle descriptions that are shared with the
Mahabharata, and particular stock phrases (SP Vol. IV, 18—23). The editors therefore conclude
that this section could have been composed by the same group of composers. The use of madhuhan
etcetera may serve as another piece of evidence for this hypothesis.

136 SP 98.20:

pura svayambhiir bhagavan uddharisyan mahim imam |
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where in the past, the Boar manifestation—either Visnu or Brahma/ Prajapati—Ilifted the
earth from below the surface so that creation could take place. The association with this
version of the Varaha myth is even clearer in a comparison between Visnu’s Asura-
slaying Varaha manifestation and another Boar (SP 108.15)"*’. When Varaha (Visnu)
carries the earth with his tusk from the netherworld, he is compared to Brahma, “who had
the form a Boar” (varahaript) “at the end of time” (kalante). Even though the act of
creation is again not specified and is not expected to take place at the end of time,
Brahma’s manifestation as Varaha is unmistakably associated with the (re-)creation of the
universe at the turn of an era.

The references have two functions. First, the composers hereby acknowledge the
existence of the cosmogonic Boar in the past. Even though the Asura-slaying version of
the myth must have been known by the time of the Skandapurana, the cosmogonic version
was, at least textually, still much more widespread. If the composers would ignore this
Boar entirely, the Varaha myth may feel incomplete. The second function is to make a
distinction between Visnu Svayambhil/ Brahma as the cosmogonic Varaha and Visnu as
the Asura-slaying Varaha. To prevent any confusion about which version of the Varaha
myth is told, the cosmogonic Varaha of the past is clearly distinguished from the Asura-
slaying Varaha of the present.

The Skandapurana composers introduced a second method to differentiate the
Asura-slaying Boar from the cosmogonic one: their outer appearance is different. The
cosmogonic Boar is usually described as Yajfiavaraha, “Sacrificial Boar”. Each limb of
the Yajfiavaraha is connected to an item that is used during a sacrifice, and most Puranas

agree on the combinations. For example, the Boar’s four feet are the four Vedas, his

sa reje tena riupena diptiman madhusiidanah |

nisayam ausadhidipto himavan iva parvatah || 20 ||

“When the luminous slayer of Madhu carried the earth as lord Svayambhi in the past, he shone
forth in this [boar-]form, just like Mount Himavat when it is lit up at night because of the herbs [on
it].”

137.SP 108.15:

sa tam sagaramadhyena vahan bhati mygesvarah |

varaharipi kalante brahmeva vasudham pura || 15 ||

“As the lord of animals [i.e. Visnu as Varaha] was carrying her [i.e. the earth] in the middle of the
ocean, he looked like Brahma in the past, having the form of a Boar, [carrying] the earth at the end
of time.”
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tongue is the sacrificial fire and his hair is the sacrificial grass'*®. At least until the
composition of the Skandapurana and HV App. 1 No. 42, the cosmogonic Boar is
described as Yajfiavaraha, while the Asura-slaying Boar has a different appearance'®’.
The Asura-slaying Varaha in the Skandapurana has, just like the cosmogonic
Yajfiavaraha, his limbs connected to other entities (SP 98.2—18), including sacrificial
elements. For example, the chants, the Vedas and the oblations are in his pores (SP
98.16)'%. Since this principle idea is present in so many different Puranas, I consider it a
case of intertextuality with the Puranic genre as “the source text”. However, there are two
substantial differences between the Skandapurana and other texts. First, in the
Skandapurana, Varaha’s limbs are not exclusively identified with sacrificial elements.
Some limbs are identified with a god and others with an element on earth. For example,
mother goddesses, local gods and other entities became his hairs (SP 98.17)!*!, and
“lightening became his tongue” (jihva tasyabhavad vidyut, SP 98.8a)'**. The second

difference concerns Varaha’s limbs which are not exclusively those of an animal.

138 PPL sarga 3.12; (text group 1IB: Brahmandapurana and Vayupurana):

sa vedapad yiapadamstrah kratuvaksas citimukhah |

agnijihvi darbharoma brahmasirso mahatapah || 12 ||

“His feet are the Vedas, his tusk is the sacrificial post, his chest is the offering®, his mouth is the
pile of wood, his tongue is the sacrificial fire, his hair is the sacrificial grass, his glorious head is
Brahma.”

* Most texts read kratudantas, “his teeth are the offering”.

This verse appears almost verbatim in HV 31.22, HV App. 1 No. 42 1. 165—66, VDhP 1.3.3, VDh
66.43 and MtP 248.67cd—68ab. For the equivalent of this verse in the Varaha myth in text group
IIA, see PPL sarga 3.25. For all corresponding verses, see Agrawala 1963.

139 This distinction fades in later Puranas . For example, in the Bhagavatapurana, which combines
the cosmogonic and Asura-slaying Varaha myth into one narrative, Varaha is glorified as the
Sacrificial Boar, whose limbs are likewise connected with sacrificial elements (BhaP 3.13.35—
47).

140 SP 98.16:

tatha sarvani chandamsi veda istaya eva ca |

romakupesu sarvani tani tasthuh prthakprthak || 16 ||

“Furthermore, all chants, the Vedas and the oblations were each separately in the pores of [his]
skin.”

141 SP 98.17:

danani niyamds caiva yamah sarvas ca matarah |

sthanabhimanino devah pasavah paksanas ca ha |

sarve romani tasydasan varahasya mahatmanah || 17 ||

“Donations, observances and rules, as well as all mother goddesses and gods worshipped in
[particular] areas, domestic animals and birds were all the hairs of this great Boar.”

Compare, for example, HV 31.22c¢: darbhaloma, “[his] hair is the sacrificial grass”.

142 Compare, for example, HV 31.22c: agnijihvo, “[his] tongue is the sacrificial fire”.
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Although Varaha has fangs (SP 98.7ab)!** and a tail (SP 98.13¢)'*, he also has human
body parts, like “four arms and feet” in total (catvaro bahupadah, SP 98.10cd)'*, “two
hands” (hastau, SP 98.8%), “fingers” (angulyas, SP 98.10a) and “toes” (angulyas tasya
padabhyam, literally “fingers for the two feet”, SP 98.18a)!%, In other words, in the
Skandapurana, the Boar is not a Yajiiavaraha with his boar-limbs identified with
sacrificial elements, but a Naravaraha, “Man-Boar”, with both boar and human limbs that
are identified with sacrificial elements, gods and natural elements.

The Skandapurana is the first text to describe Visnu’s manifestation so explicitly
as half boar, half human. As the text itself explains, this is the only way to kill Hiranyaksa.
In the beginning of SP 97, the gods go to Brahma to ask him what they should do about

Hiranyaksa. Brahma gives the following answer.

SP 97.8—12:

purvam hi jate tasmims tu vag uvacasarivini |

nayam vadhyo manusyasya na devasya kathamcana || 8 ||
napi tiryaksu jatasya na bhiimau na ca tejasi |

nakase napi lokesu mahatmayam bhavisyati || 9 ||

sa esa devd daityeso mahdatma dharmikas tathd |

avadhyah sarvabhitanam vadhyo duhkhad bhavisyati || 10 ||
varaham ripam asthaya na devatvam na manusam |

na ca tiryaksu taj jatam naravaraham asti vai || 11 ||

patale ca pravisyaiva nasau bhiir napi kham hi tat |

na tejo napi loko ’sau sarvato yuktam eva tat || 12 ||

143 SP 98.7ab: catvary astrani damstras ca krtani sumahanti vai, “the very great four weapons are
indeed made into [his] fangs”.

144 SP 98.13e: asvinau tasya langulam, “the two A$vins are his tail”.

145 This substitutes Varaha’s four feet that are identified with the four Vedas in other texts.

146 Varaha also regularly fights with two hands and two feet, of which the following verse is just
one example.

SP 101.29:

karabhyam caranabhyam ca damstrabhis ca vidarayan |

tanmuktaih ayudhais caiva cicchedanyan rarasa ca || 29 ||

“Tearing [some Asuras] to pieces with [his] two hands, two feet and fangs, he crushed others with
the weapons that were released by them and he roared.”

68



“8. Indeed in the past, when he [i.e. Hiranyaksa] was born, a
bodiless voice said: ‘He cannot be killed by a man nor by a god,
in any way, 9. nor by someone born among animals; neither on
earth, nor in fire, nor in space, nor in the worlds. He will be a
mighty being.” 10. Oh gods, this righteous lord of the Daityas
cannot be slain by any being, [yet] he will be slain with
difficulty, 11. after having resorted to a boar-form—which is
neither divine, nor human, nor born among animals; it is indeed
[the form] of a Man-Boar—12. and after having entered Patala
[i.e. the netherworld]—which is neither the earth, nor the sky,

nor fire, nor a world; [it is] indeed appropriate in all respects.”

The prophecy about Hiranyaksa’s life and death immediately brings to mind Brahma’s
boon to Hiranyaksa’s brother, Hiranyakasipu (SP 70.30—33). Despite the differences
between the two text passages—the cause of the Daitya’s near immortality (destiny vs.
tapas) and the conditions under which the respective Daitya cannot be killed (beings and
places vs. weapons, time slots and beings)'*’—the structure of the reasoning with the
“neither... nor...” construction and the outcome of a creature that is half human half
animal are the same. Therefore, it seems very likely that the composers used
Hiranyaka$ipu’s boon in the Narasimha myth as a model for Hiranyaksa’s prophecy in
the Varaha myth!'*. The prophecy can be seen as an example of intertextuality with a

different narrative than the one under discussion.

147 Each difference can be explained individually. First, the fact that Hiranyaksa’s conditions to
death are destined at birth—instead of a reward for tapas—fits the broader context of the Varaha
myth. In SP 73, Hiranyaksa has already done severe tapas for the sake of a son. The Skandapurana
composers seem to have come up with a different cause for Hiranyaksa’s partial immortality in
order to prevent doublings for the same character. Second, the limitations related to place seem to
be rooted in the fact that in every version of the Asura-slaying Varaha myth, the place of
Hiranyaksa’s death is the netherworld, so the condition fits the rest of the myth.

148 In an article on Varaha, Adalbert J. Gail recognized a similar connection (“Anbindung” (Gail
1977b, 137)) between the Narasimha myth and the Varaha myth in the Visnudharmottarapurana
(VDhP 1.53), which is the only other text that also speaks of restrictions to Hiranyaksa’s death and
introduces a Man-Boar as the solution (nrvaraho, VDhP 1.53.14a). In the relevant text passage,
the gods come to Visnu to ask his help. Visnu answers with the following consideration.

VDhP 1.53.13—14:

tiryanmanusyadevanam avadhyah sa surantakah |
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Although Narasimha may be the most direct predecessor of a Naravaraha, other
manifestations may have played a role in the origin of a Man-Boar as well. The most
famous Asura-slaying manifestations that were common by the time of the Skandapurana
were human or semi-human: Narasimha, Vamana, Krsna, Rama Jamadagnya and Rama
Dasarathi. The Skandapurana composers may have wanted to align the Asura-slayning
Boar with other Asura-slaying manifestations of Visnu by making Varaha semi-human'®,

Furthermore, the Skandapurana composers and its audience must have been
familiar with the numerous Naravarahas in material art. In fact, in iconography, the
anthropomorphic Varaha was both older and more common than its zoomorphic variant.
At least from the Gupta-Vakataka period (fifth to early sixth century) onwards, Varaha
imagery was popular, in particular in Madhya Pradesh'*°. Most of the exemplars represent
an anthropomorphic Varzha at the climactic moment of saving the earth from the ocean
or the netherworld'>!. One of the primary examples of this iconographic type is the Varaha
of Udayagiri Cave 5, Madhya Pradesh, from the early fifth century (see Figure 1 in

Appendix II: Figures)'*. The Boar has two arms and stands in a strong and heroic position

brahmano varadanena tasmat tasya vadhepsaya || 13 ||

nrvaraho bhavisyami na devo na ca manusah |

tirvagriupo na* caivaham~+ ghatayisyami tam tatah || 14 ||

“This slayer of the gods cannot be killed by an animal, man or god because of a boon given by
Brahma. Therefore, in order to kill him, I will become a Man-Boar, [which is] neither a god, nor a
human being, nor the body of an animal, and then, I will kill him.”

* 1 would like to thank Prof. Yuko Yokochi for suggesting to emend tiryagripena, which is
reported in the edition, to tiryagripo na.

+ The edition reads cauvaham, which is probably a typographical mistake for caivaham.

Cf. Magnone 1987, 37—38 for an alternative emendation: tiryagriipena cordhvo "ham, ““I1, standing
upright, together with an animal body”.

149 A similar alignment seems to have been (one of) the reason(s) to create an Asura-slaying Varaha
in the first place, as argued by Brinkhaus 1992 (see note 125).

150 T have adopted this time frame from Gail 1977b, who identified four phases in the development
of the iconography of the Boar manifestation, based on iconographic features, such as the position
of the earth, the number of arms of Varaha, and the absence or presence of Vaisnava attributes.
The four phases proposed by Gail are the Kusana period (second to third century), the Gupta-
Vakataka period (fifth to early sixth century), the period of the dynasties of the Rastrakitas,
Calukyas and Pallavas (mid sixth to the ninth century, under the Narmada river) and the period
from the ninth century onwards.

51 In Dokter-Mersch 2020, I show that most Varaha images have one or more Nagas under the
Boar’s feet. Based on textual parallels, I argue that these mythical serpents sometimes represent
the cosmic ocean and sometimes the netherworld, from which the earth is rescued.

152 Various studies have been done on this panel, such as Mitra 1963, Williams 1982, 43—46 and
Willis 2009, 41f.
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called alidha'>. The earth, personified as a woman, is dangling, as she holds on the Boar’s
tusk. Varaha is surrounded by numerous gods, watching how he rescues the earth.

From the Gupta-Vakataka period onwards, sculptors also made zoomorphic boars.
The Boar stands on his four bulky feet, and the earth is again personified as a woman,
hanging on to the Boar’s tusk. However, the earth plays a less significant role, because
the image primarilly displays the Boar in his Yajfiavaraha aspect instead of a particular
narrative moment where the earth is one of the main figures, as is the case in the
anthropomorphic images'>*. The fifth century zoomorphic Boar from Eran, Madhya
Pradesh (see Figure 2 in Appendix II: Figures)'>, exemplifies this characterization, for
the Boar’s body is carved with numerous rows of gods and sages. Although the
combination of gods and limbs cannot be led back to one particular textual description of

the Yajhavaraha!

, the Varaha sculpture represents the same idea. Both the
anthropomorphic and the zoomorphic Boar continue to be produced, but the
anthropomorphic variant keeps on enjoying more fame, also by the time of the
composition of the Skandapurana. The widespread presence of an iconographic Varaha
as half man, half boar may have contributed to the creation of a textual Naravaraha as
well.

Finally, there may even be one textual precursor of a Naravaraha in the Harivamsa
(HV App. 1 No. 42). As mentioned above, HV App. 1 No. 42 recounts the cosmogonic
Varaha myth first and then the Asura-slaying version. The composers created a few
characteristic features for the second Boar to make a distinction between the two Boar

manifestations. First, the Boar in the cosmogonic myth is described and referred to as

Yajiiavaraha (HV App. 1 No. 42 1. 165—79), whereas the Boar in the Asura-slaying myth

153 One leg is stretched backwards and one leg is bent in front. This position is generally used for
figures with bow and arrow, but can be applied more broadly to valiant figures expressing power,
as is the case here.

154 This has also been suggested by Haripriya Rangarajan in her study on Varaha images in Madhya
Pradesh. In this article, she argues that the zoomorphic and anthropomorphic images of the Boar
each depict a different aspect of Varaha: “the concepts of srsti (creation) and yajria (sacrifice) are
depicted on the zoomorphic images, the concept of avatara (incarnation) is brought out in the
anthropomorphic images of Varaha” (Rangarajan 1997, 103).

155 The oldest surviving zoomorphic Boar is the Varaha from Ramagiri (Maharasthra), which is
ascribed to the first quarter of the fifth century (Bakker 1997, 138—39).

156 Several scholars tried to identify the figures on the zoomorphic Boar, like Williams 1982, 129—
30 and Becker 2010.
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is called “Mount Varaha” (HV App. 1 No. 42 1. 564a). Second, typical features of the
cosmogonic Varaha are not applied to the Asura-slaying Boar. For instance, the latter’s
limbs are not connected to sacrificial elements. If the composers had one and the same
Varaha in mind, then they could have used the same terminology as well. Third, the Asura-
slaying Varaha is said to hold two of Visnu’s attributes, the conch and the cakra, which
is not said of the cosmogonic Boar. It gives the impression that this Boar is closer to Visnu,
the divine god in human form. He is even said to be “standing like a man” (samsthitam
purusam yatha, HV App. 1 No. 42 1. 586b) and one “whose raised hands have a conch
and a discus” (Sankhacakrodyatakaram, HV App. 1 No. 42 1. 587a). The term Naravaraha
is not used, but based on these descriptions, the composers may have had a Man-Boar in
mind. The parallels with the Man-Boar of the Skandapurana are nevertheless too scarce
and uncertain to draw firm conclusions on a possible intertextual relationship between the
Skandapurana and HV App. 1 No. 42 on this particular point.

There is, however, one clear parallel between the two texts, viz. that the composers
of both texts gave the Asura-slaying Boar a different appearance than the cosmogonic one,
of which the former is closer to the “human” Visnu, in order to make a distinction between
the two Varahas. Although the audience may have been familiar with the Asura-slaying
version of the Varaha myth and were aware of other Asura-slaying manifestations that are
(semi-)human, they may still have expected to hear about the Varaha they knew, a
Yajfiavaraha. Besides giving the Varaha a different appearance, the Skandapurana
composers even created a narrative explanation of the (relatively) new appearance of
Visnu’s manifestation as a Man-Boar, viz. Hiranyaksa’s near immortality, prohesized at
birth. The structure and the outcome of this prophecy have such striking similarities with
Hiranyaka$ipu’s boon in the Narasimha myth that it would not be surprising if the
composers expected the audience to recognize them. Whereas the (relatively) new
description of the Naravaraha may have initially caused confusion based on what is known
from other retellings, the similarities with an external narrative may have created clarity

and stability after all.
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2.3 The Vamana myth
Some of the core elements of the Vamana myth have their roots in the Vedas'’. Already
in the Rgveda, it is told that Visnu strode the universe three times for mankind (e.g. RV
6.49.13)!*8, and that he helped Indra slaying the Asura Vrtra by striding three times (e.g.
RV 8.12.26—27)'%. Visnu’s manifestation as a Dwarf appears for the first time in the
Brahmanas'®. For example, in the Maitrayani Samhita (MS 3.7.9)'°! it is said that, after
Visnu had become a Dwarf, he came to an agreement with the Asuras that whatever he
would cover in three steps, would be for the gods. He then strode on “this, that here and
that there”, i.e. the earth, sky and heaven. The only element of the core Vamana story that
is missing in this and other Brahmana accounts is Visnu’s opponent Bali.

Bali makes his entrance as Vamana’s enemy in the epics. Although the
Mahdabharata only refers to the story, the references include the most essential narrative

elements: Visnu becomes a Dwarf in order to conquer Bali and to regain power over the

157 For studies on the three strides of Visnu in the Vedas, see Macdonell 1895, Kuiper 1962, Gonda
1954/1969, 55ff., Tripathi 1968, 2ff., Rai 1970 and Soifer 1992, 15ff.

138 RV 6.49.13:

Y6 rdjamsi vimamé parthivani tris cid vispur manave badhitdya |

tasya te sarmann upadadydmane rayd madema tanva tand ca || 13 ||

“He who measured out the earthly realms three times exactly, for Manu, who was hard-pressed—
Visnu—in this shelter of yours (still) being offered might we rejoice with wealth, with life and
lineage” (translation by Jamison and Brereton 2014, vol. 2: 843).

IRV 8.12.26—27:

yadd vrtram nadivitam savasd vajrinn avadhih |

ad it te haryata hart vavaksatuh || 26 ||

yada te visnur 0]asa trini pada vicakramé |

ad it te haryata hdart vavaksatuh || 27 ||

“When, o mace-bearer, with your vast power you smashed Vrtra who was blocking the rivers, just
after that your two beloved fallow bays waxed strong. When Visnu strode his three steps by your
might, just after that your two beloved fallow bays waxed strong” (translation by Jamison and
Brereton 2014, vol. 2: 1053).

160 For references to Visnu/ Vamana in Brahmana literature, see Tripathi 1968, 27ff. and Gonda
1954/1969, 145ft.

161 MS 3.7.9:

visnum vai deva anayan vamandm kytva |

yavad ayam trir vikramate tad asmdakam iti |

sa va idam evagre vyakramatatheddam athadds |

tasmat trikapalo vaisnavah |

“[Die Gétter wollten von den Ddmonen ihr Reich zurilick haben]. Sie machten Visnu zu einem
Zwerg und brachten ihn [zu den Dédmonen]. “Was er dreimal ausschreitet, das ist unser [und der
Rest soll euch gehoéren].” Er schritt zuerst eben dieses, dann dieses und dann jenes (=die Erde,
Luftraum und Himmel). Deshalb besteht der Anteil Visnu [am Soma-Opfer] aus drei Bechern
[Soma]” (translation by Tripathi 1968, 35).

73



universe'®?. The Ramayana gives one of the oldest full accounts of the myth (Ram 1.28).
Versions of a similar length are found in the Harivamsa (HV 31.68—92) and in two text
groups of the Puranapaiicalaksana'®. The story is extended in another account of the
myth in the Harivamsa (HV App. 1 No. 42B) as well as other Puranas, such as the
Visnudharmottarapurana (VDhP 1.21 and VDhP 1.55) and the Matsyapurana (MtP
244—46).

The Skandapurana follows the main story of the Vamana myth quite faithfully,
making relatively small changes. An example of a minor adjustment concerns Vamana’s
request. Vamana usually asks for a humble piece of land covering three steps!®*, but in the
Skandapurana, he asks for “a big house measuring three steps of mine” (mahagrham |
mama kramais tribhir yuktam, SPgn 116.61bc). The request has a humorous undertone in
it because a house measuring three steps of a dwarf can hardly be “big”. Additionally,
assuming that the audience knew that Visnu would leave his Vamana form and become
so big that he covers the entire universe, the adjective mahd may also allude to that
moment, creating a special relation between the composers and the audience. Another
subtle change concerns Visnu’s three steps: when Visnu leaves his dwarfish form, he does

not simply traverse earth, sky and heaven'®

. The first step is most innovative, as it is much
richer than the one in other texts. It is usually simply qualified as “the earth”, but it may
be specified with a particular place on earth, as the Visnudharmottarapurana did,

according to which the first step is “on the top of Naubandha”, i.e. the Himalaya

162 For example, MBh 3.100.21:

avadhyah sarvabhiitanam balis capi mahasurah |

vamanam vapur asritya trailokyad bhramsitas tvaya || 21 ||

“The great Asura Bali, who was invulnerable to all beings, was thrown out of the three worlds by
thee in the form of a dwarf” (translation by Van Buitenen 1975, 420).

163 PPL vamsa 2A.142—45 (text group IA: Brahmandapurana and Vayupurana) and PPL
manvantara A.31—34 (text group lII: Kiarmapurana and Visnupurana).

164 According to many texts, Visnu simply asks for “three steps”, but some texts make explicit that
Visnu means a piece of land by this, such as the Harivamsa in HV App. 1 No. 42B 1. 2815:
praticcha dehi kim bhiimim kimmdatra bhoh padatrayam, “[Bali said:] ‘Accept [a gift].” [Vamana
said:] ‘Give.’ [Bali said:] “What?’ [Vamana said:] ‘Land.’ [Bali said:] “What size’ [Vamana said:]
‘Three steps.’

165 This is the case in, for example, the Harivamsa, which reports the three locations as bhiimim
(“earth”, HV 31.89a), nabhas (“sky”, HV 31.89¢) and param (“the other [realm]”, HV 31.90a).
For the location of Visnu’s steps in other texts, see Rai 1970, 135—37.
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(naubandhasikhare, VDhP 1.55.42b'%%). The Skandapurana is even more explicit,
indicating the places where Visnu’s feet are placed to cover the entire earth: “[one] foot
on [Mount] Udaya” (padam udaye, SPgn 117.7a) and “the second [foot] on the lord of the
rivers [i.e. the ocean]” (dvitiyam saritam patau, SPgn 117.7b). Mount Udaya is the Eastern
mountain, from where the sun and the moon rise, and the ocean may be associated with
the West, since Varuna, the god of the ocean, is also the god of the western cardinal
direction. In this way, the horizontal extent of Visnu’s first step is identified: from the far
East to the far West. Both examples are cases of dramatic visualization: basic narrative
elements being presented in an appealing and scenic manner; in this case, with an insider
joke and cosmographical details'®’.

For the study of intertextuality in the Vamana myth, the final scene of the main
story—viz. after Visnu has stridden three times and has returned the power over the
universe to Indra—is particularly interesting. The length of this concluding part varies
significantly, depending on the presence or absence of the following three components.
First, according to most texts, Visnu sends Bali to Patala to live there. The element is
included already in one of the Mahabharata references to the myth (balim caiva karisyami
patalatalavasinam, “and 1 [i.e. Visnu] will make Bali live at the bottom of Patala”, MBh
12.326.76ef) and continues to be adopted by a vast number of early and late Puranas. The
second element concerns Visnu’s promise to Bali that he will become king in the next
Manvantara, which means that Bali’s exile to the netherworld is limited to a particular
timeframe. This element is found throughout the Puranic corpus. In the
Visnudharmottarapurana, for example, Visnu promises Bali: “and in the second
Manvantara, you will achieve great kingship” (manvantare dvitiye ca mahendratvam
karisyasi, VDhP 1.55.49ab). The third optional component is Visnu’s binding of Bali.
This element is present already in the Ramayana (niyamya balim ojasa, “having bound
Bali with energy”, Ram 1.28.11b) and continues to appear in several Puranas. Early texts,
such as the Ramayana, the Vayupurana and Brahmandapurana, do not explain why Bali

is bound. Those later Puranas in which Visnu is not always able to complete his third step

166 The edition has a typographical error naurbandhasikare.
167 Retellings that simply report that Visnu asked for three steps and crossed earth, sky and heaven
can be considered a summary presentation of the events.
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tend to make a connection between Bali’s binding and Visnu’s unfinished final step. In
one of the Vamanapurana retellings of the myth, for example, it is made explicit that Bali
is in debt because Visnu was unable to complete his strides'®s.

The final scene in the Skandapurana includes all three elements in an encounter

between Brahma and Bali.

SPgn 117.16—20:

atha brahma tadabhyetya samayam pracakara ha |

vimucya pasan devesa imam lokapitamahah || 16 ||

bale tvayakhilam rajyam devanam pratipaditam |

satye tvam samaye sthitva ma rajyam kamayeh punah || 17 ||
yavan manvantaram idam esa te samayah subhah |

paripalyah sadda vatsa gaccha caiva yathdasukham || 18 ||

idam yajniaphalam samyag avapsyasi na samsayah |

yogam ca matprasddena bhitya eva hy avapsyasi || 19 ||

saiva muktas tam aprcchya patalam samvivesa ha |

deva api tatah prapya svam rajyam mumudur bhrsam || 20 ||
“16. Then Brahma, the lord of the gods, having arrived at that
moment, made an agreement [with Bali]. Having released
[Bali’s] ties, the lord of the gods, the grandfather of the world
[said] to him [i.e. Bali]: 17. ‘Oh Bali, the entire kingdom is
given by you to the gods. Being fixed on [this] sincere
agreement, you should not wish for the kingdom again. 18. As
long as this Manvantara [lasts], this glorious agreement of yours
is always to be followed, oh son, and now go as you like. 19.
You will rightly obtain the fruit of a sacrifice; no doubt about it.
And you will obtain power again by my grace.” 20. He [i.e.

Bali], being released, having bid him [i.e. Brahma] farewell,

168 VamP 65.35ab: yndd bhavati daityendra bandhanam ghoradarsanam, “because of debt, oh lord
of Daityas, there is terrible binding”.
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entered Patala, and then the gods, having obtained their own

kingdom [again], were very happy.”

The first element that Bali is sent to Patala is reworked in Bali finally going back to Patala
(SPgh 117.20b). The second element—the promise that Bali will reign again—is framed
as a restriction for the current Manvantara (SPgy 117.17cd—18c). During this era, Bali
should not go after the kingdom of the gods, implying that in the next era, he is free to
attempt another conquest. The element of the binding of Bali is also present in the
Skandapurana, but the text only reports that Bali is released from his bonds (SPgn
117.16cd). Although it is not uncommon that the reason why Bali is bound is omitted, the
binding itself is usually mentioned. In the Skandapurana, the motif of the binding is
absent, as well as why he should be released again'®’.

In terms of intertextuality between the Skandapurana and other sources, each
element showcases intertextuality with the epic-Puranic genre as the source text. As
shown above, Bali’s exile is found in numerous texts, including one early reference in the
Mahabharata. 1t is impossible to point one particular source from where Puranic
composers, including the Skandapurana’s, would have taken this idea from. The second
element appears in no less than seven retellings across six Puranas, according to Deborah
A. Soifer in her book The Myths of Narasintha and Vamana''®, to which the retelling in

the Visnudharmottarapurana can be added as eighth. However, all these texts are

19 This is probably not a deliberate choice, but rather the result of the loss of several padas. This
is also indicated by the preceding verses which concern the scene of Visnu’s three strides (SPghn
117.6—15). Although Visnu’s first step (the earth) and second step (the sky) are complete, the
narration of his third step is not rounded off properly. During the third step, Visnu passed Svarloka
and Janaloka, and “[the striding] was not finished yet then” (na samaptam ca tat tatah, SPgn
117.12d). “And while he was striding there, Daityas with weapons and arrows in their hands
forcefully attacked [him]” (tasya cotkramatas tatra daityah Sastrastrapanayah | abhyakramanta
vegena, SPgn 117.13abc). The description of Asuras attacking Visnu continues in verses 14—15.
Then, out of nothing, Brahma arrives, and the text omits some crucial information. It, first of all,
remains unknown how Visnu’s strides end. This information is always provided, even when a text
tells that the third step was not completed. For example, the Brahmapurana says that “there is no
place for a third step here” (#rtivasya padasyatra sthanam nasty, BrP 73.49ab). Second, although
we learn from Brahma’s speech that the kingdom has been returned to the gods (SPgn 117.17ab,
20cd), the actual return of power is not reported, which is, in fact, a fixed part of the story. Third,
the binding of Bali is absent, which we would expect, since Bali is released from his ties.

170 Bhagavatapurana, Bhavisyapurana, Brahmapurana, Matsyapurana, Skandapurana
Prabhasakhanda, Vamanapurana and Vamanapurana Saromahatmya (Soifer 1992, 142 note 45).
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presumably later than the Skandapurana. The only Purana predating the Skandapurana
that has two variations on the theme is the Harivamsa (HV App. 1 No. 42B). The first
variation comes immediately after Visnu’s strides: Visnu promises Bali that he will reign
over the Asuras as soon as he goes to the netherworld and stays there (daityadhipatyam
ca sadd matprasadad avapsyasi, “you will always have sovereignty over the Daityas by
my grace”, HV App. 1 No. 42B 1. 2937). This promise concerns the near future. The
second variation comes at the very end of the myth, when Garuda releases Bali from his
ties and tells him that he should live in the netherworld for one Gavyuti, i.e. a time
indication of a very long period (HV App. 1 No. 42B II. 3037—38, see below). Since the
element is found in many sources, even though most of these are later than the
Skandapurana, this could be a case of intertextuality with the Puranic genre as the source
text. The same applies to the third element, the binding of Bali, which already appeared
in the Ramayana. Even though this may be a similar case of intertextuality, there may
even be a form of direct intertextuality because the dialogue in the Skandapurana shows
several striking similarities with a dialogue in the final scene of the Harivamsa (HV App.
1 No. 42B).

In the Harivamsa retelling, Visnu first strides three times and then he kills all the
Asuras (HV App. 1 No. 42B 1I. 2909—2913). He conquers the triple world, returns the
earth to Indra and gives the Patala called Sutala to Bali (2914—16). Visnu grants Bali
several boons, while at the same time setting rules to the boons to which Bali should
adhere, otherwise he will be bound by nagapasas, “nooses that are Nagas” (2922—40)!"!.
Bali agrees and goes to Patala (2956—58), and Visnu goes to heaven after dividing the
kingdoms (2959—67). When Visnu has gone to heaven, he binds Bali with ndgapdasas
(2970—71)'72. Then Narada goes to Bali and gives him the key to liberation (2972—
81)!73. Bali does what Narada told him (2982—3025) and as a result, Visnu orders Garuda,
his animal-vehicle, to set Bali free (3028—29). Garuda goes to Bali, and the Nagas that

17! For instance, Bali should not block Indra’s power, he should remember Visnu’s command and
honour the gods (HV App. 1 No. 42B 1l. 2932—34).

172 This implies that Bali broke (one of) the rules that came along with the boons received from
Visnu, but this is not made explicit.

173 The method is the recitation of the moksavimsaka, “twenty verses on liberation”. See Saindon
2009, 364 notes 22 and 23 for more information on this recitation.
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kept Bali captive, immediately run away (3030—33). Garuda addresses Bali with a

speech, which is remarkably similar to Brahma’s speech to Bali in the Skandapurana.

HV App. 1 No. 42B 1. 3036—41:

danavendra mahabaho visnus tvam abravit prabhuh | 3036 |
mukto nivasa patale saputrajanabandhavah || 3037 ||

itas tvaya'’ na gantavyam gavyitim api danava | 3038 |
samayam yadi bhindyas tvam mirdha te satadhd vrajet || 3039 ||
paksindravacanam srutva danavendro "bravid idam | 3040 |
Sthito 'smi samaye tasya anantasya mahatmanah || 3041 ||

“‘Oh lord of the Danavas, the very strong lord Visnu said to you:
‘Being released, you should live in Patala, together with your
sons, people and friends. Hence it [i.e. Patala] should not be
abandoned by you for exactly the time period of a Gavytti, oh
Danava. If you break [this] agreement, your head will turn into a
hundred pieces.”” Having heard the speech of the lord of the birds
[i.e. Garuda], the lord of the Danavas said this: ‘I will stay true to

299

the agreement with the glorious Ananta [i.e. Visnu].

Garuda’s speech in the Harivamsa has much in common with Brahma’s speech in the
Skandapurana. For a start, the very idea that Bali is released from his ties is relatively
unique. The only other source [ am aware of is the Bhdgavatapurana, a later text, which
tells that Visnu releases Bali from his fetters at the request of Brahma (BhaP 8.23.3¢d)!”>.
Moreover, the composition of the speeches also have some remarkable similarities. First,
Bali is released (SPgn 117.16cd) or he is told that he will be released (HV App. 1 No. 42B
1. 3037a). Then, some restrictions concerning his release are set: he should no longer go
after the kingdom of the gods (SPgn 117.17d) or he should not leave Patala anymore (HV
App. 1 No. 42B 11. 3037—38a). All this should be adhered to within the current era (SPghx

174 The critical edition reads ifasvayd, which is probably a typo for itas tvaya.
175 For other texts that include Bali’s binding (without him being released), see Rai 1970, 137—39
and Hospital 1980, 275.
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117.18 and HV App. 1 No. 42B 1. 3038b). Finally, both texts speak of a samaya, “an
agreement”, between Bali and the god in question (SPgn 117.16b, 17¢c and HV App. 1 No.
42B 11. 3039a, 3041a). As shown above, the idea that a promise is confined to a particular
era and subject to certain rules is widespread among Puranas. However, such a promise
in combination with Bali’s release and the emphasis that an agreement has been reached
is only found in the Skandapurana and the Harivamsa'’®.

The parallel word choice as well as the parallel composition of the speech are
striking, and these are not the only correspondences between the Skandapurana and the
Harivamsa identified so far. In the study on the Varaha myth above, I have demonstrated
two other correspondences: the Skandapurana and HV App. 1 No. 42 are the first
available texts that provide a complete account of the Asura-slaying version of the Varaha
myth, and both make a clear and conscious distinction between the cosmogonic
Yajiiavaraha and the Asura-slaying Varaha, who is closer to Visnu and might even have
been a Naravaraha in both texts. Bali’s release from his ties can be added as another
parallel between the two texts. However, in terms of intertextuality, the Vamana case is
different. Whereas the Varaha parallels are probably not an example of a direct
intertextual relationship and can be explained in multiple (and possibly additional) ways,
the release of Bali as part of an agreement between Bali and a god point to a case of direct
intertextuality between the Skandapurana and HV App. 1 No. 42B because the parallel is
uniquely shared between the two. Finally, there is one more parallel that speaks for a
relationship between these two texts. There are remarkable similarities between the
devasura war at the start of the Varaha myth in the Skandapurana and the devasura war
at the start of the Vamana myth in HV App. 1 No. 42B. In the next section, I discuss these

parallels more closely.

2.4 The Skandapurana and the Harivamsa (HV App. 1 No. 42B)
The corresponding passages concern SP 77.8—95.end and HV App. 1 No. 42B 1l. 47—

2462. These large sections describe the devasura war that leads to the Asuras’ power over

176 The Bhagavatapurana, on the other hand, combines a similar conversation between Visnu,
Brahma and Bali with Bali’s release, but it does not speak of a samaya (BhaP 8.22.31—36). This,
however, might still be considered the only late parallel with the scene in the Skandapurana and
the Harivamsa.
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the universe and Visnu’s subsequent intervention to manifest himself in order to resolve
the cosmic disorder. The similarities between the two war narratives are striking, but at
the same time, there are several factors that make it difficult to define the exact
relationship between the two texts. Not only do the correspondences appear in different
myths, there are also no verbatim parallels'””. The similarity rather concerns the fact that
each section includes almost the same narrative elements—viz. different stages in
warfare—and that these components are predominantly structured in the same order.
The relevant chapters in the Skandapurana include all steps taken by Hiranyaksa
in his battle against the gods: from the decision to take revenge against the gods for killing
his brother Hiranyaka$ipu'”®, to a description of the conditions in the kingdom when

Hiranyaksa has taken full control over the universe!'”

. The relevant section in HV App. 1
No. 42B describes all steps taken by Bali in his battle against the gods: from the moment

that the Asuras encourage Bali to take the kingdom back from the gods'®, to Bali’s

177 There are some verbatim parallels, but these are stock phrases that do not only appear in the
Skandapurana and HV App. 1 No. 42B, but also in the Mahabharata. For example, “[t]he phrase
Saraih samnataparvabhih (‘with arrows with bent knots”), occurs three times in the chapters at
issue [viz. SP 76—108 and SPgy 115—129], with variations [...]. It is very popular in the
Mahabharata and the Ramayana, but their concentration in the battle books of the Mahabharata
is conspicuous: 41 times in book 6, 32 times in book 7 and 16 times in book 8. It may be noteworthy
that it also occurs five times in HV App. 1 No. 42B, which narrates a version of the Vamana myth
with lengthy battle scenes between the gods and the Asuras” (SP Vol. 1V, 21—22). For other
examples, see ibid, 21—23. The fact that the verbatim parallels are formulaic phrases makes them
part of the “language” shared by the composers of these texts, instead of unique parallels. They are
therefore not taken into account in the analysis.

178 SP 77.12ab, 13:

rajyarthe sa hato devair nikrtya miidhamanasaih |

[...Jtesam kartum aham dandam sakto 'smy asuravidvisam |

bhavatam tatra balanam raksartham nodyamamy aham || 13 ||

“He [i.e. “my dear brother Hiranyakasipu” (SP 77.10a, c¢)] has been killed by the foolish gods
through fraud, for the sake of his kingdom. I am able to punish these enemies of the Asuras by
myself. [However, this means that] in that case, I cannot undertake the task of protecting you, [my]
children.”

179 SP 95.25:

yvajadhvam danavah sarve vipran pijayateti ca |

devam ca Siulinam sarve namasyata punah punah |

dharmam eva nisevadhvam iti so jiiapayat tada || 19 ||

“Then he [i.e. Hiranyaksa] ordered: ‘Oh Danavas, you should all perform sacrifices and honour the
sages, you should all continuously pay homage to Deva [“God”, i.e. Siva], Siilin [“the one with the
trident”], and you should follow the dharma.””

180 HV App. 1 No. 42B 1. 51—53:

pitamaham tu hatva te suraih suranisidana | 51 |

hrtam tad eva trailokyam sakras caivabhisecitah | 52 |
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righteous reign when he has conquered the gods'®'. I have identified ten parallel narrative

elements, each describing a step in the warfare.

Narrative element Skandapurana Harivamsa
1. | Decision to start the battle SP 77.8—40 HV App. 1 No.
42B 11. 47—59
2. | The Asuras go to war SP 77.41—end HV App. 1 No.
42B 11. 60—486
3. | The gods go to war SP 78 HV App. 1 No.
42B 11. 487—716
4. | General battle description SP 79—283 HV App. 1 No.
42B 11. 7173218
5. | The battle as a sacrifice SP 84.1—7 HV App. 1 No.
42B 11. 822—74183
6. | “Anukramanika” of individual SP 84.8—12 HV App. 1 No.
duels'®* 42B 11. 733—76

tat pitamaharajyam svam pratyahartum iharhasi || 53 ||

“When your grand-father was killed by the gods [i.e. Hiranyakasipu by Narasimha], oh slayer of
the gods, this triple world was taken [by them], and Sakra [i.e. Indra] was consecrated [as king].
Please bring this kingdom of your own grandfather back here.”

181 HV App. 1 No. 42B 11. 2436—37, 2441:

abhave sarvapapanam bhave caiva tatha sthite | 2436 |

bhave tapasi siddhanam sarvatrasramaraksisu || 2437 ||

[...] abhisikto ‘suraih sarvair devarajye balis tada || 2441 ||

“When all [sorts] of sins were absent and when there was fortitude instead, when there was fapas
for the Siddhas [“Accomplished Ones”, i.e. sages at a high stage of yogic realization], when
hermitages everywhere were protected [...], then Bali was consecrated in the kingdom of the gods
by all the Asuras.”

182 The description in HV App. 1 No. 42B is significantly shorter than the one in the Skandapurana.
183 The order starts to diverge here. First, the battles are enumerated and announced in a kind of
anukramanika, “table of contents” (HV App. 1 No. 42B 11. 733—76), then a series of bad omens
is enumerated (777—821), next the battle is compared to a sacrifice (822—74) and a general
description of the war is given (875—908), and finally the duels corresponding to the
anukramanika are told (909—2227, 2333—403).

184 The following individual duels are announced in short sentences, which are a sort of “table of
contents” (anukramanika). The element will be studied further below, including examples.
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7. | Individual duels, corresponding to SP 84.13— HV App. 1 No.

the “anukramanika” 88.10'% 42B 11. 909—
2227,2333—
403186
8. | Agni interferes SP 92187 HV App. 1 No.
42B 11. 2228—319
9. | The Asuras win SP 93.26—95.15 HV App. 1 No.

42B 11. 2404—27
10. | Description of the post-war kingdom | SP 95.16—end HV App. 1 No.
42B 1. 2428—62

As can be seen from the above table, both texts dedicate a large section of the text to the
devasura war (almost twenty chapters in the Skandapurana and over 2400 half-verses in
HV App. 1 No. 42B), sharing ten narrative elements that are more or less in the same
order. Some elements are standard for devasura wars, but elements 6—S8 are relatively
unique, as will be argued below. I found only one other myth that includes two of these

relatively unique elements: the Sumbha and Nisumbha myth in the Skandapurana'®. This

185 After the description of the individual duels, the Skandapurana adds a general battle description,
with special attention to Vayu and Soma (SP 88.11—91.end).

136 The individual duels are “interrupted” by the next element, viz. Agni’s intervention, so that the
duel between Bali and Indra is postponed.

187 After the Agni episode, the Skandapurana continues with a short general battle description (SP
93.1—-25).

188 The Sumbha and Nisumbha myth tells the story of the Asura brothers Sumbha and Nisumbha
(SP 62.50—66.end). They “are brought up by Mt. Vindhya and his wife. When they have grown
up, they head the demons and defeat the gods in the war. Sumbha courts Kau$iki through the
messenger Milka and is challenged to defeat her in battle to gain her as his wife. After consulting
other demons Sumbha decides to fight” (SP Vol. III, 9). This is where the corresponding war
narrative starts. The devasura war consists of the following narrative elements, provided with the
numbers of the table in the main text. The asterisks indicate narrative elements that do not
correspond with the Varaha myth in the Skandapurana and the Vamana myth in HV App. 1 No.
42B. 1. Decision to start the battle (SP 63.45—end). 2. Asuras go to war (SP 64.1—11). * Evil
omens (SP 64.12—14). * Asuras dare Kausiki, and Kau$iki expands herself into different
goddesses (SP 64.15—18). 3. Goddesses go to war (64.19—end). 4. General battle description (SP
65.1—23ab). 6. Anukramanika of individual duels (SP 65.23cd—25). * General battle description
(SP 65.26—29). 7. Individual duels corresponding to the anukramanika (SP 65.30—81). * General
battle description, including Kaus$iki fighting Sumbha and Nisumbha (SP 65.82—66.30). 9.
Kausiki wins (SP 66.31—end). 10. Description of the post-war kingdom (SP 67.1—17). The fifth
and the eighth narrative elements—the battle as a sacrifice and Agni’s intervention—are absent.
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narrative likewise incorporates an anukramanika and corresponding duels in its war
narrative, dealing with the battle between the Asuras and the goddesses led by Kausiki.
This section counts only four chapters, but covers eight of the ten identified steps in the
warfare: from the moment that Sumbha decides to fight with Kausiki (SP 63.45) to the
goddesses’ victory (SP 66.31—end). Despite the fairly significant overlap with the Varaha
myth in the Skandapurana and the Vamana myth in HV App. 1 No. 42B, there are
considerably more correspondences between the war elements in the Varaha and Vamana
myth, so the Sumbha and Nisumbha myth will be dismissed from the analysis itself
(2.4.1), but will be taken up again in section 2.4.2 to help explain the complexity of all

parallels involved'’.

2.4.1 Analysis
The war narrative starts with elements 1—4 that are structured in the same way. Then
there is some variation in the section with elements 5—38, either because the order of the
narrative components is different (e.g. the fifth element) or a passage is added (e.g. the
Skandapurana adds an extra general battle description after the eighth element). Finally,
the arrangement of elements 9—10 is the same. The overall structure is thus very similar
in both texts, though not identical.

As far as the content of the individual narrative components is concerned, it is
possible to make a division between those elements that appear in other war narratives

and those that seem to be (almost) unique for the Skandapurana and HV App. 1 No. 42B.

189 Although the focus is on the Varaha myth in the Skandapurana and the Vamana myth in HV
App. 1 No. 42B, I will occasionally refer to other war narratives in the notes, including the Sumbha
and Nisumbha myth. In order to show how unique elements 6—8 are and how common the others,
I will refer to other stories that include a war narrative. After all, an extensive war narrative is by
no means rare. The grandest of all is the war between the Pandavas and the Kauravas in the
Mahabharata, covering several books of the epic. Additionally, book six of the Ramayana called
Yuddhakanda (“book of the battle”) is concerned with the battle between Rama and his monkey
army on one side and Ravana and his Raksasa army on the other. In the Skandapurana, there is
another extensive war narrative, told in SPgi 130.31 to SPgi 154, which forms a part of the Andhaka
myth. It describes different steps in the warfare between Siva’s Ganas (a class of divine beings that
are Siva’s attendants in the Skandapurana) and Andhaka cum sui: from the moment that Parvatt
sends her Ganas to fight against Andhaka and his army, to Andhaka’s victory over the gods.
Although all these narratives share elements with the devasura wars in the Varaha and Vamana
myth, they do not share the exact same pattern, nor do they contain some of the more unique
narrative elements that the Skandapurana and HV App. 1 No. 42B have in common.
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Standard components include elements 1—4 and 9, for war narratives usually include the

190

decision and the reason to start a war by a certain king or people'™, scenes in which the

competing parties approach each other'!, general descriptions of the fighting!®? and the
announcement of the winner!**.

The fifth element concerns the concept of yuddhayajiia, “the battle as a sacrifice”,
in which the main members of the battle are compared to essential parts of a sacrifice. The
battle-sacrifice is known from the Mahabharata (MBh 5.57.12—14, MBh 5.139.29—51
and MBh 12.99.15—25) and is not unknown in the rest of the epic-Puranic tradition. The
Skandapurana and HV App. 1 No. 42B also share the concept, but not the actual
combinations. For example, in the Skandapurana, the Vasus are the udgaty priests for the

gods, Prahlada is the udgatr for the Asuras (SP 84.4b, 7a), and the As$vins have the

function of samity, “slaughterer” of the sacrificial animal (SP 84.5a). On the other hand,

190 As mentioned above, in the Skandapurana and HV App. 1 No. 42B, the Asura kings decide to
wage war against the gods, because of the death of their relative, a previous king of Daityas. By
comparison, in the Ramayana, Rama determines to fight Ravana because Ravana abducted Rama’s
wife Sita, and he wants her back.

191 Passages like this present, among other things, the preparations for war: putting on armour,
preparing chariots, making noise with drums, etcetera. E.g. Hiranyaksa’s chariot is made ready in
SP 77.58—65, and in HV App. 1 No. 42B 1l. 503—504, the gods mount tigers, elephants, Nagas
and bulls. A similar situation is described, for example, in the Harivamsa retelling of the
Tarakamaya devasura war with Tara and Maya as the principal figures on the side of the Asuras
and Visnu as the main figure on the side of the gods (HV 32—38). HV 33 describes the army of
the Asuras, highlighting the chariots and ornaments of the principal Asuras, and HV 34 does the
same from the perspective of the gods.

192 General battle descriptions include the sounds and actions of a battlefield: clashing swords,
shooting arrows, smashing each other’s chariots, etcetera. E.g. SP 79.32 describes how “[a]nother
cuts off the trunk of an advancing elephant, but he is hurled to the ground by the same elephant”
(SP Vol. 1V, 73), and HV App. 1 No. 42B 11. 731—32 reports how hundreds of gods roar, while
grabbing spears and trees that are set to fire. Similar descriptions are in the Yuddhakanda of the
Ramayana (see Goldman et al. 2009, 89ff. for examples of the rich style of the epic in its battle
descriptions), and in the Tarakamaya war of the Harivamsa (e.g. HV 37.20—36).

193 In SP 93.33—95.7cd, Hiranyaksa conquers the kingdom of the gods, by taking control of
important places and appointing Asuras as the regents of these areas: first Amaravati, then the
abodes of Varuna and Yama (i.e. Samyamana) and finally, Kubera’s residence (i.e. Lanka).
Hiranyaksa himself rules over the earth and takes her in captivity (SP 95.7ef—15). In HV App. 1
No. 42B 1I. 2404—2417, a bodiless voice tells Indra that Bali cannot be conquered in battle because
of a boon he had received earlier, and in HV App. 1 No. 42B 1. 2427, Bali indeed becomes indra,
“king”, of the entire universe. To compare, in the Andhaka war narrative in the Skandapurana, the
victory of the Asuras is announced by enumerating the casualties “in the battle with Andhaka”
(andhakena rane, SPpn 154.39¢, 40c, 41c, 42¢c, 43¢, 46a and 47a), such as Visnu, Pitamaha (i.e.
Brahma), Ananta (i.e. Sesa) and Satakratu (i.e. Indra, SPg, 154.39ab), as well as Gandharvas,
Guhyakas, snakes, Garudas and Mahoragas (“great serpents”, 43ab).
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in HV App. 1 No. 42B, it is Maya who is the udgatr and Sambara the Samitr (HV App. 1
No. 42B 1. 836, 860)'*. Even though not all war narratives include a yuddhayajiia, the
concept is broadly supported in epic-Puranic literature and is therefore not unique for the
Skandapurana and HV App. 1 No. 42B.

However, the elements 6—38 are, to the best of my knowledge, uniquely shared
by the Skandapurana and HV App. 1 No. 42B. The sequence starts with a kind of
anukramanika, “table of contents” (the sixth element), of the upcoming duels between the
gods and the Asuras (the seventh element). In short sentences, it is told which god fought

with which Asura, as the following verses exemplify.

SP 84.8c—f:

indrah samasadad daityam hiranyaksam mahabalam |

vayur abhyayayau tiornam vipracittim mahabalah || 8 ||

“Indra encountered the very strong Daitya Hiranyaksa. The very

strong Vayu quickly approached Vipracitti.”

HV App. 1 No. 42B 1. 733—34:

marutam paricamo yas tu sa banenabhyayudhyata | 733 |
mahabalah suravarah savitra iti yam viduh || 734 ||

“He who is the fifth of the Maruts [“Wind Gods”], whom they
knew as the very strong Savitra, the best of gods, fought with

Bana.”

194 There are only two structural parallels between the Skandapurana and HV App. 1 No. 42B: the

sacrifice is narrated from the perspective of one party of the battle, and the head of the army is the
sacrificer, the most important position during a sacrifice. In the Skandapurana, the battle-sacrifice
is first narrated from the perspective of the gods, with Indra (together with the gods) as the sacrificer
(SP 84.1cde), and then from the perspective of the Asuras, with Hiranyaksa as the sacrificer (SP
84.6ab). In HV App. 1 No. 42B, the battle-sacrifice is only narrated from the perspective of the
Asuras, with Bali as the sacrificer (HV App. 1 No. 42B 1. 859). At the same time, MBh 5.139.29—
51 and HV App. 1 No. 42B 11. 822—74 are very similar, including some verbatim padas (e.g. MBh
5.139.31ab~= HV App. 1 No. 42B 1. 834, MBh 5.139.32ab = HV App. 1 No. 42B 1. 832, and MBh
5.139.34cd = HV App. 1 No. 42B 1. 839). This may be a case of direct intertextuality.
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All announced duels correspond exactly with the duels that are narrated subsequently. For

instance, the battle between Indra and Hiranyaksa is narrated in SP 84.13—end, the battle

between Vayu and Vipracitti in SP 85.1—10'%, and the battle between Savitra and Bana
in HV App. 1 No. 42B 1. 909—935'%. There is little interference of other figures, when

195 The following table presents a complete overview of the duels in the Skandapurana.

God vs. Asura Anukramanika Duels

Indra vs. Hiranyaksa SP 84.8cd SP 84.13—end
Vayu vs. Vipracitti SP 84.8ef SP 85.1—10
Amsa vs. Sambara SP 84.9a SP 85.11—16
Bhaga vs. Vala SP 84.9b SP 85.17—28
Piisan vs. Virocana SP 84.9¢ SP 85.29—86.4
Mitra vs. Bali SP 84.9d SP 86.5—7
Varuna vs. Bana SP 84.10a SP 86.8—16
Yama vs. Andhaka SP 84.10b SP 86.17—44
Jayanta vs. Ilvala SP 84.10c SP 86.45—end
Candramas vs. Maya SP 84.10d SP 87.1—10
Ahirbudhna vs. Rahu SP 84.11a SP 87.11—17
Kapalin vs. Sataketu SP 84.11b SP 87.18—25
Ajaikapad vs. Kalanemi SP 84.11c SP 87.26—38
Jvara vs. Kartasvana SP 84.11d SP 87.39—end
Aryaman vs. Prahlada SP 84.12a SP 88.1—5
Dhara vs. Anuhlada SP 84.12b SP 88.6—8
Dhruva vs. Hrada SP 84.12¢ SP 88.9—10

196 The following table presents a complete overview of the duels

in HV App. 1 No. 42B.

God vs. Asura

Anukramanika

Duels

Savitra vs. Bana

HV App. | No. 42B 11. 733—34

HV App. 1 No. 42B 11. 909—
35

(the Rudra) vs. Ke$in

Dhruva vs. Bala 735—36 936—82
Dhara vs. Namuci 737—38 983—1030
Tvastr vs. Maya 739—40 1031—S88
Vayu vs. Puloman 741—42 1089—155
Piisan vs. Hayagriva 743—44 1156—201
Bhaga vs. Sambara 745—46 1202—71
Soma vs. Sarabha and 747—48 1272—338
Salabha

Visvaksena vs. Virocana 749—50 1339—96
Amsa vs. Kujambha 751—52 1397—455
Hari (the Marut) vs. 753—54 1456—529
Asiloman

ASdvin twins vs. Vrtra 755—56 1530—381
Ranaji vs. Ekacakra 757—58 1582—640
Mrgavyadha vs. Bala 759—60 1641—86
Ajaikapad vs. Rahu 761—62 1687—732
Dhane$vara/ Dhiimraksa 763—64 1733—385
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a duel is narrated. In the duel between the Rudra called Jvara and Kartasvana (SP 87.39—
end), for example, only these two figures feature in the battle, and the same goes for the
duel between Dhruva and Bala (HV App. 1 No. 42B 1. 936—83)!7. Although
descriptions of duels are in themselves not unique for war narratives, the fact that they
follow the enumeration in the anukramanika meticulously is only found in HV App. 1
No. 42B and the Skandapurana—this includes the Sumbha and Nisumbha myth'®®,

As far as the eighth element is concerned, Agni does not feature in a duel but he
intervenes in the devasura war. In the Skandapurana, Agni sees that the gods have fled

19 He intervenes

when all seventeen duels and some subsequent fights have taken place
by rushing to the Asuras (SP 92.1), but instead of hereby putting an end to the war, Agni
instigates another series of battles, such as the thousand-year war called Ati-Baka (SP
92.16ff.). In HV App. 1 No. 42B, on the other hand, Agni sees that the gods are defeated
after twenty out of twenty-one duels, and decides to help the gods (HV App. 1 No. 42B
1. 2228—319). As Agni is fighting, Prahrada addresses Bali and urges him to fight against
Indra and the other gods (HV App. 1 No. 42B 1l. 2320—32). This marks the beginning of

the final duel between Indra and Bali.

Niskumbha vs. 765—66 1786—832
Vrsaparvan

Kala vs. Prahrada 767—68 1833—994
Kubera vs. Anuhrada 769—70 1995—2142
Varuna vs. Vipracitti 771—72 2143—227
Sakra vs. Bali 773—74 2333—403

197 There are only a few exceptions in the Skandapurana of other gods or Asuras assisting the main
fighter. One of these is at the end of the duel between Vayu and Vipracitti (SP 85.1—10), where
Hiranyaksa steps in when Vipracitti loses power. Hiranyaksa gives Vayu the final blow. In HV
App. 1 No. 42B, there are some exceptions as well. For instance, during the duel between Amsa
and Kujamba, Kujambha also fights with other gods.

198 SP 65.23cd—25 announces eight duels between the goddesses who had arisen from Kau$ik1
and the Asuras. For example, “Sasthi advances against Meghasvana, Mrtyu against Kartasvara”
(SP Vol. 111, 128). After some general battle descriptions, all eight duels are narrated in a few verses
(SP 65.30—S81). For instance, Sasthi’s fight with Meghasvana is described in verses 30—33 and
Mrtyu’s fight with Kartasvara in verses 34—39. Although it is impossible to know whether such
an anukramanika with corresponding duels is indeed absent in other narratives and texts, I did not
come across it in other parts of the Skandapurana, nor in the epics, nor in other early Puranas. For
example, in the Ramayana, there are various descriptions of battles with one main figure (like the
Raksasa called Dhumraksa in Ram 6.42), but these duel-like fights are not announced in an
anukramanika.

199 For example, the Asuras are challenged by Vayu (SP 89.20—end) and Soma (SP 90—91).
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Even though Agni acts differently, he has an interventionist role in both texts, putting, as
it were, a halt to the all-encompassing devasura war for a moment. It is remarkable that
both texts reserve this special role for Agni, who, unlike other primary gods—Indra,
Soma, Varuna, Vayu and Yama—, does not fight in a duel against an Asura. I am not
aware of a similar intervention by Agni in the epics*® or in other early Puranas®'. It seems
therefore a unique parallel between the Skandapurana and HV App. 1 No. 42B.

Finally, the Skandapurana and HV App. 1 No. 42B both conclude the war
narrative with a description of how each Asura king rules. They both rule according to
law and the rules of a king, take care of their subjects, ensure that dharma,
“righteousness”, prevails, etcetera (see notes 179 and 181). In the case of HV App. 1 No.
42B, Bali’s righteous ruling is an intrinsic part of the Vamana myth. He is repeatedly
described as dharmic and pious. Already at the beginning of the narrative, when he was
consecrated as the king of the Asuras and the netherworld (and when Indra was still the
king of the gods and the heavens), Bali is, for example, “having dharma as his highest
priority at all times, speaking the truth [and] having his senses in check” (dharmaparam
nityam satyavakyam jitendriyam, HV App. 1 No. 42B L. 35). Further on in the story, Bali’s
good character is reflected in the way he rules over the entire universe. This
characterization continues to be applied in other Puranas, including the Skandapurana.

Hiranyaksa, on the other hand, is not known for his honest and pious character,

but in the Skandapurana, these qualifications are attributed to him. Other good qualities,

200 T found several references to the involvement of fire in the Mahabharata, but none of these are
in the eighteen-day war itself. For example, in MBh 1.215—25, a Brahmin who identifies himself
with Fire (pavaka) burns the Khandava Forest (Van Buitenen 1973, 412—31); and in MBh 1.124—
38, Duryodhana has the Pandavas led to a highly inflammable house, made of lacquer, to burn
them to death, but the Pandavas find a way to escape (ibid, 7 and 274—93). Agni’s absence in the
war may be due to the fact that the war is waged by people, instead of gods. One of the warriors is,
however, an incarnation of Agni: Dhrstadyumna (MBh 1.57.91 and MBh 1.155). Dhrstadyumna
becomes the general of the Pandava army and kills, for example, one of the generals of the Kaurava
army, Drona (MBh 7.165.52cd). Even though this is a big success, Dhrstadyumna’s action is in the
midst of the vast war and cannot be considered a distinctive moment.

201 For instance, in the Andhaka war narrative in the Skandapurana, Agni does not play a role, nor
in the Sumbha and Nisumbha myth in the same text. This may be due to the fact that these battles
are not fought by the gods, but by Ganas and goddesses instead. In the Tarakamaya war in the
Harivamsa, on the other hand, there is a story about a fire, but this is not the god Agni, but a fire
called Aurva. It is employed by the Asuras to counter an attack by Indra (HV 35).
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at least from the perspective of the Skandapurana, is that he is a devotee of Siva®*? and
knows, for example, the mandatory rites at the victory of a battle?®>. In other words,
Hiranyaksa is a good Saiva king. The Asura-slaying Vardha myth in HV App. 1 No. 42
does not characterize Hiranyaksa as a dharmic king, nor do later Puranas. The
Skandapurana composers probably added this new component because they believe that
no matter what creature—god, human or Asura—every king should follow the
rajadharma, “rules for a king”, which includes taking care of one’s subjects. The Varaha
myth has several other parallels with routines of kings on earth as well. For example, the
way in which Hiranyaksa conquered the universe, viz. by taking over the most important
places and assigning his own people to important ruling posts, resembles a king’s
digvijaya, “conquest of the directions”. Even though Hiranyaksa is an Asura, who should

follow the dharma of the Asuras, he should also adhere to the dharma of a king?*,

2.4.2 Hypothesis

The parallels show both differences and similarities. On the one hand, the parallels appear
in two different narratives, there are no verbatim parallels, and there is some variation in
the narration of the identified narrative elements. On the other hand, the overlap of the
narrative elements constituting the devasura war, as well as the correspondences in
structure nevertheless suggest some form of relationship between the Skandapurana and
HV App. 1 No. 42B. I would like to propose two possible explanations of this complex
combination of differences and correspondences, and hence two possible relationships

between the two texts.

202 For example, Hiranyaksa practices fapas for the sake of a son, by meditating upon Siva (SP

73.68); and as part of the festival to celebrate the Asuras’ victory, Hiranyaksa orders his subjects
to worship Siva and offer him various sorts of offerings and presents (SP 75.31a—d).

203 For example, in SP 75.26, Hiranyaksa orders that “Brahmins must be fed and everywhere Vedic
recitations and proclamations of an auspicious day must be made” (SP Vol. IV, 63).

204 1 ikewise, Asura priests have to navigate between the dharma of the Asuras and the dharma of
their position, as Wendy Doniger O’Flaherty has shown in The Origin of Evil in Hindu Mythology.
“In Vedic times, the demon priests follow their svadharma [“own dharma’] as priests rather than
demons [...]. Finally, in the bhakti myths, the demon priest acts either as priest (advising the demon
devotee to worship the god) or demon (advising the demon devotee to try to destroy the god)”
(O’Flaherty 1976/1988, 99).
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A case of direct intertextuality would be most straightforward. This seems to be the
situation for the final scene of the main story of the Vamana myth in HV App. 1 No. 42B
and in the Skandapurana, as argued in section 2.3. The texts are, in other words, closely
related to each other, and the Skandapurana composers seem to have known the Vamana
myth in HV App. 1 No. 42B. If we would accept a similar relationship for the devasura
wars studied in section 2.4, then the differences should be understood as the
Skandapurana composers’ tendency not to copy passages verbatim but to tell them in their
own characteristic style.

Although this possibility cannot be ruled out, especially since there are more
parallels between the Skandapurana and the Harivamsa, there is a second option which
fits the situation better. For this possibility, the Sumbha and Nisumbha myth should be
brought into the discussion because this myth has the same complex situation of some
significant differences, as well as similarities in structure. The differences concern the
repetition of some of the narrative elements and the exclusion of two of the ten identified
components: the yuddhayajiia and Agni’s intervention. The similarities, on the other hand,
are found in the structuring of the war narrative and in the inclusion of two of the three
(relatively) unique parallel components: the anukramanika and the corresponding duels.
With the presence of these two elements in the Sumbha and Nisumbha myth, the total
number of myths that include them adds up to three. Not only that, the total number of
groups of composers adds up to three as well. After all, based on the usage of particular
formulaic phrases and other features, the editors of SP Vol. IV have argued that the part
where the Varaha myth appears was probably composed by a different (group of)
composers than the part of the Skandapurana where the Sumbha and Nisumbha myth
occurs, viz. in the Vindhyavasini cycle?® (SP Vol. IV, 23, see note 135 for other arguments
for this hypothesis). In other words, the relatively unique anukramanika and the
corresponding duels appear in three different narratives, composed by three different

groups of people, at three different moments.

205 1 have adopted the terms “cycle” and “myth cycle” from the critical editions of the
Skandapurana, where it is used “in a loose sense to indicate a more or less complete narrative unit
that centres around a main character or group of characters with a storyline that has a beginning
and an end. Individual cycles may be included in other cycles” (SP Vol. IV, 3 note 1). The
Vindhyavasini cycle covers SP 34.1—61 and SP 53—69 and narrates multiple myths. For an
overview of the narratives included, see SP Vol. III, 5—9.
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If we would, then, conjecture a case of direct intertextuality, we would have to assume a
situation in which two war narratives are modelled after one, or that one narrative
influenced the others. I find this scenario too speculative and propose an alternative
situation, in which the three groups of composers belonged to the same literary milieu,
drawing upon the same pool of narratives, using the same language, and employing the
same compositional techniques. One of these compositional techniques may have
included a format on how to describe a war narrative, including what kind of narrative
elements could be used for a war description and the order that would be suitable for these
individual components. The status of a format, readily available for Purana composers,
could explain why there are both similarities and differences between the three narratives.
On the one hand, a format provides composers with guidelines—thus explaining the
corresponding elements, such as war preparations, an anukramanika and the
announcement of the winner—as well as room for modifications—thus explaining the

differences in the final decision on choice and order of narrative elements.

2.5 Conclusions

The aim of this chapter was to explore how the Skandapurana relates to the epic-Puranic
tradition that retells Visnu’s manifestation myths, for which I have referred to different
forms of intertextuality. Looking at the general storyline, the Skandapurana generally
follows the majority of texts and hereby places itself in the midst of a vibrant epic-Puranic
landscape. The Varaha myth forms an exception, since the Skandapurana does not tell the
cosmogonic version of the myth but its Asura-slaying version. Although the latter must
have been known by other epic and Puranic composers, based on references to this event
in the Mahabharata and the Puranaparicalaksana, the Harivamsa (HV App. 1 No. 42)
and the Skandapurana are the first to tell the story in full.

The Harivamsa is furthermore the text with which the Skandapurana shows the
closest parallels, one of them possibly being a case of direct intertextuality. The
Skandapurana and HV App. 1 No. 42B share some remarkable details in the final scene
of the main story of the Vamana myth. When Visnu has stridden across the universe and

has returned the kingdom to Indra, both texts tell that at some point, Bali is released from
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his ties. Although the binding itself is present throughout the epic and Puranic corpus®®,
I found Bali’s liberation only in the Skandapurana, HV App. 1 No. 42B and the
Bhdagavatapurana. Since the Bhagavatapurana is later than the other two texts, it is less
relevant for the present study. The similarities between the Skandapurana and HV App.
1 No. 42B, on the other hand, are all the more significant. There are some striking parallels
in word choice and composition. This suggests a case of direct intertextuality, in which
the final scene in the Skandapurana seem to have been modelled on the one in HV App.
1 No. 42B.

The other parallel between the Skandapurana and HV App. 1 No. 42B that has
been discussed in detail concerns the devasura war of the Varaha myth in the
Skandapurana and the devasura war of the Vamana myth in HV App. 1 No. 42B. Since
these war narratives do not only show striking similarities in the order and choice of
narrative elements, but also some undeniable differences, I have argued that this does not
point to direct intertextuality. Rather, the composers of these texts belonged to the same
literary milieu, having, among others, the same compositional techniques at their disposal;
one of these being a format on how to compose and order a war narrative.

I have drawn a similar conclusion in the case of Hiranyakasipu’s boon in the
Narasimha myth. In the Skandapurana, the boon contains a loophole. Even though some
other Puranas likewise include a loophole, none of these represent the same situation as
the Skandapurana. Instead, Hiranyakasipu’s boon shows close parallels with the boons of
other Asuras in other narratives in both the Skandapurana and the Mahabharata. This
type of intertextuality with narratives other than the one in question shows that the
Skandapurana composers shared a stylistic repertoire with other epic-Puranic composers.

I have furthermore identified cases of intertextuality where the epic-Puranic genre
must be considered as “the source text”. Two narrative elements that show this kind of
intertextuality appear in the final scene of the main story of the Vamana myth, just before
Bali is released from his ties. At this point in the story, the Skandapurana recounts at least

two widespread components. First, Bali is sent to Patala. This narrative component is

206 Since Bali’s binding is so widespread among the epics and the Puranas, I have argued that this
is a form of intertextuality with the epic-Puranic genre as “the source text”. More examples of this
type of intertextuality are given below.
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found in almost all retellings, from the epics to the late Puranas, and is therefore
considered a case of intertextuality with the epic-Puranic genre as the source text. Second,
Bali’s exile to Patala is said to be limited to the current era. When the next era comes, he
is free to attempt another conquest of the universe. This element is widespread in the
Puranas, be it mainly in Puranas that postdate the Skandapurana. The only other early text
that includes this element is HV App. 1 No. 42B. I have argued that since the element is
so widespread, it may have been known at the time of the Skandapurdana and HV App. 1
No. 42B already, which makes it another case of intertextuality with the Puranic genre as
the source text.

Finally, the origin of the remarkable representation of the Boar manifestation in
the Skandapurana is more complex. On the one hand, the Skandapurana composers
followed other Puranas with regard to their description of the Boar’s limbs, viz. each limb
is connected to an external element. There is, in other words, intertextuality with the epic-
Puranic genre as “the source text”. The specification of Varaha’s limbs in the
Skandapurana, as well as the elements connected to them, reveal, however, that we are
not dealing with a Yajfiavaraha, as in other Puranas, but with a Naravaraha. This
qualification is relatively new in a textual context, and I have argued that the component
has been modelled after the Narasimha myth because there are striking similarities
between Hiranyakasipu’s boon and Visnu’s solution to become a Narasimha on the one
hand, and Hiranyaksa’s prophecy at birth and Visnu’s solution to become a Naravaraha
on the other. Besides this textual explanation, I also identified several other explanations
for the origin of a Man-Boar. First of all, the Asura-slaying Naravaraha may be an attempt
to align him with other Asura-slaying manifestations of Visnu that are generally (semi-
)human, instead of animals. Second, the most frequent iconographic representation of the
Boar is anthropomorphic, and it seems but a small step to create a textual anthropomorphic
Boar. Third, although HV App. 1 No. 42 does not explicitly call the Asura-slaying Varaha
a Naravaraha, it makes a clear distinction between the Asura-slaying Varaha and the
cosmogonic Yajiiavaraha, just as the Skandapurana.

To conclude, the Skandapurana is positioned in the middle of a vast landscape of
epics and Puranas that tell and retell Visnu’s manifestation myths. The composers of the

text were certainly familiar with other texts and display a special relationship with the
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Harivamsa (in particular HV App. 1 No. 42B). In the current chapter, I have focussed on
parallels with other texts and the possible origins of certain narrative elements in order to
determine the position of the Skandapurana in the literary landscape of its time. In the
next chapter, however, I will examine the retellings in full swing, taking into account not
only the preservations in the Skandapurana retellings of Visnu’s manifestation myths, but

also the changes and innovations.
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muktvainam daityardajanam cakrena vinisiudaya |
mahesvarena vaikuntha tato mrtyum avapsyati ||

“Having let him go, you should kill the king of the Daityas
with Mahegvara’s [“the Great Lord’s”, i.e. Siva’s] cakra,
oh Vaikuntha, so that he will find death.”

Skandapurana 107.23

3 Limits to the permissible: Visnu in the Skandapurana

Visnu the king. Visnu the preserver. Visnu the sage. Visnu the sacrifice. Visnu the saviour.
These are just some of the numerous characterizations of Visnu. In the manifestation
myths, he is the saviour in optima forma. He rescues the earth, the universe and the gods
from evil, and restores the cosmic order. In the Skandapurana, he has this role as well and
is successful in his task. This is, however, not the only characterization in the text. Visnu’s
portrait is a complex combination of having great success and needing serious help. On
the one hand, Visnu is the great saviour who kills the king of the Daityas who has become
too powerful and has taken control of the universe. He returns the power over the universe
to Indra and is lauded for this great deed. On the other hand, to reach this point, he needs
to be empowered by the gods in general and by Siva in particular.

This is just one of the transformations that Visnu has undergone in the
Skandapurana. Many of these changes maintain, however, a key element that Visnu is
known for, just as in the saviour example. It is, for instance, Visnu’s cakra, his standard
attribute, that kills Hiranyaksa. At the same time, we learn that the cakra is in fact Siva’s.
And although Narasimha needs just one slap of his claw to kill Hiranyakasipu, Siva is not
the least hurt by that very same claw when he is hit. Moreover, whereas the manifestation
myths are entirely about Visnu, he is also structurally presented as a devotee of Siva. And
when Visnu is eulogized by the gods at the moment he assumes the form of Varaha, they
use a remarkably large number of Siva-related epithets. In other words, the Skandapurana
presents an intricate combination of known and new elements, a balance between

Vaisnava and Saiva characteristics.
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This combination can be explained with the help of a narrative technique that I call
“narrative consistency”, inspired by the narratological theory of “the unreliable
narrator”?*’. What I mean by narrative consistency is that composers attempt to write a
narrative that is in line with what is already told in the narrative itself, with the rest of the
text (such as its ideology, its characterization of figures, and its ideal universe), with fixed
knowledge (about the story itself and its main characters), and with literary conventions®%,
I have conceptualized these different types of consistency into a fourfold categorization,
which has been adapted from an article on the unreliable narrator by Per Krogh Hansen,

‘Reconsidering the unreliable narrator’ (2007)*”. Each category is employed in this

207 The concept of “the unreliable narrator” was coined by Wayne C. Booth in The Rhetoric of
Fiction. According to Booth, a narrator is “reliable when he speaks for or acts in accordance with
the norms of the work (which is to say, the implied author’s norms), unreliable when he does
not” (Booth 1961, 158—59). In other words, this definition entails the consistency between
statements of the narrator (i.e. “the one who narrates as inscribed in a text. [...] Distinct from the
author or implied author” (McQuillan 2000, 325)) and statements or the discourse of the rest of the
work. For an overview of scholarship on the (un)reliable narrator, see Shen 2011/2013.

208 The subject and object of my research differs from those in the theory of the unreliable narrator.
If I would study the narratologist’s narrator and narration (i.e. that which is narrated by the
narrator), then Sanatkumara and that which he narrates to Vyasa would be the subject. However,
since I am interested in the narrative techniques and motives of the anonymous composers of the
text, instead of the narration by a fictional narrator, I study the composers (viz. the Skandapurana
composers) and the narrative (viz. Visnu’s manifestation myths of Narasimha, Varaha and
Vamana).

Another deviation concerns what is put to the test. Instead of testing the Skandapurana composers’
unreliability, 1 rather test their consistency for reasons of objectivity. Whereas (un)reliability can
be subjective (after all, who is reliable and who is not may be judged differently), consistency is
verifiable with actual textual records within the text itself and other texts. Moreover, by examining
the consistency of the Skandapurana composers, instead of their inconsistency, 1 take a positive
approach to the topic, assuming that the composers were not intentionally creating inconsistencies.
In fact, it is not unlikely that during the composition of the text, an “editor-in-chief” (Bakker 2014,
16) was assigned to guarantee “the unity of literary style and the quality of the Sanskrit, but this
could not prevent minor differences remaining. He also took great care that the arrangement of
stories, the complex narrative structure of the text, remained consistent and logical” (ibid.).

209 According to Hansen, a narrator can become unreliable on four different levels: intranarrational,
internarrational, intertextual and extratextual (Hansen 2007, 241). A narrator is unreliable on the
intranarrational level, when there are internal contradictions in his narration. A narrator is
unreliable internarrationally, when his account is in contrast with an earlier version he narrated or
with the account of another narrator (ibid, 241—42). Both levels of unreliability “rest on textually
observable issues, which are manifested as conflict. They are therefore both to be considered as
intratextual relations™ (ibid, 242). The other two categories consider matters outside the text itself.
There is intertextual unreliability when the narrator himself is described in such a way that the
audience immediately becomes alerted whether the narrator is reliable or not, based on what they
know from other texts about this character type. Expectation and knowledge about a typical
(stereotyped) character are key in this sub-category (ibid, for a study on such “character-narrators”,
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chapter to explain why the Skandapurana composers made certain choices in their

portrayal of Visnu in the manifestation myths.

1. There is intranarrational consistency, when Visnu’s depiction in a particular
text passage is in line with his depiction elsewhere in the manifestation myth.
Since we may expect the Skandapurana composers to generally present a
consistent image of Visnu within one narrative, I will only deal with
intranarrational consistency when it displays the hand of the composers and
demonstrates their skills and ambitions, or when it contributes to
understanding a new characterization.

2. Internarrational consistency arises when particular characterizations agree
with those in other narratives or reflect the text’s ideology. For example, there
is internarrational consistency on the narrative level, when specific aspects of
Visnu’s character are consistent with what is told elsewhere in the text; and
there is internarrational consistency on the ideological level, when an
alteration of Visnu’s character agrees with the Saiva ideology of the
Skandapurana.

3. There is intertextual consistency when the Skandapurana composers adopt
features of Visnu that are well-known from other texts and intrinsically linked
to his personality. These features do not only cover Visnu’s characteristics or
appearance, but also topics like his preferred weaponry and how he kills his
main opponent*'°,

4. When a narrative element cannot be found in the Skandapurana itself
(intranarrational or internarrational), nor in another retelling (intertextual), it

may still be consistent on the extratextual level. “[E]xtratextual frames of

see Riggan 1981). Finally, a narrator is unreliable on the extratextual level, when his “values or
knowledge in the textual world” do not correspond with the reader’s (ibid, 243). Whether the
narrator is reliable or not is not based on the text itself, but on factors transcending the text. It is
often the case, Hansen concludes, that two or more types coincide in one text and that combinations
are made (ibid, 243—44).

210 This category supplements the study of intertextuality in chapter 2. Whereas the focus of chapter
2 was on the relationship between the Skandapurana and other texts, the focus of this chapter is
why intertextual consistency is important.
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reference”, as Ansgar Niinning calls it in a study on the unreliable narrator
(Niinning 1999, 66), include general world-knowledge, cultural codes and
moral norms, but also literary conventions and conventions of literary genres

(ibid, 67—68)*!1.

To test the Skandapurana composers’ narrative consistency and to explain the choices for
Visnu’s representation, I study five characteristics of Visnu along this four-fold
categorization. First, I examine the fact that Visnu is the saviour, but at the same time
needs the other gods to help him conquer the Asuras (3.1); then, I study the fact that
Visnu’s primary weapon, the cakra, is, in fact, Siva’s cakra (3.2); thereafter, I focus on
the fact that Visnu’s weapons are powerful enough to kill the Asura king, but do not
triumph in a battle against Siva or Siva’s attendants (3.3); then, I lay out the fact that Visnu
is a devotee of Siva (3.4); and finally, I examine the fact that Visnu is praised by the gods
with a long eulogy including carefully selected epithets (3.5). In the conclusions (3.6), I
will turn to the question what goal the different types of narrative consistency have, in

particular the combinations of internarrational and intertextual consistency.

3.1 The saviour who needs to be saved
The first characterization of Visnu concerns the Narasimha and Varaha myth. In these
myths, the Skandapurana presents a combination of factors. On the one hand, Visnu helps
the gods by defeating the Asuras, and on the other hand, he needs the gods to help him.
The first component of the combination is consistent on different levels. First of
all, Visnu’s portrayal as the saviour, who triumphs over the Asuras, is known from other
sources and is thus intertextually consistent. The fact that Narasimha and Varaha conquer
the Asuras in general and Hiranyakasipu and Hiranyaksa in particular is a fixed part of

the storylines, and the fact that it is Visnu who fights the Asuras and slays their king is

2T follow Hansen in applying Niinning’s definition of extratextuality to this fourth category. It
should be noted, however, that Niinning himself does not make a fourfold division. Instead, he
distinguishes between “innertextual signals [of reliability... and] extratextual frames of reference
in his or her [i.e. the reader’s] attempt to gauge the narrator’s potential degree of unreliability”
(Niinning 1999, 66).
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one of his standard characterizations?!2. This portrayal also fits the Skandapurana, for in
each myth where Visnu has the leading part, he has the task of fighting the Asuras and he
is successful in it?!3. It is, in other words, also consistent on the internarrational level if
we look at the content of Visnu’s narratives in the Skandapurana. 1t is furthermore
consistent on the internarrational level if we take the text’s ideology into account, for the
characterization matches the Saiva universe as it is presented in the Skandapurana. In
sections 1.2 and 1.2.1, I have shown that in this universe, the gods generally keep the role
that they are known for and execute the great (cosmic) tasks that they also have in other
texts. Just as Indra remains the king of the gods and Brahma is the creator of the universe,
Visnu likewise maintains the role as saviour of the gods, being the true Asura-slayer®'*.

The second component of the combination, viz. that Visnu needs the gods to help
him in return, is a new element, introduced by the Skandapurana composers. It is part of
a larger idea that Visnu is dependent on the other gods, which has far-reaching
consequences: we are presented with a new image of Visnu, one in which Visnu needs the
gods so badly that without their help, he would not even succeed in conquering the Asuras.
Before I demonstrate how Visnu’s dependency fits in the Skandapurana from an
ideological level, I will first concretize how Visnu’s dependency is given shape in the
narratives themselves. The sort of help that Visnu receives in the main story of the
Narasimha and Varaha myth can be divided into two groups, each having their own origins
and interpretations®'>.

The first type is found in the Varaha myth, where Visnu physically needs to be
revived several times during his battle with Hiranyaksa. The first instance occurs
immediately after Hiranyaksa’s very first attack on Varaha with bow and arrow (SP
105.24). When Varaha is hit by arrows, “he stood paralyzed” (vistabdhah samatisthata,

SP 105.25d). The gods come to the rescue, releasing him from the arrows by using special

212 See sections 2.1 and 2.2 for references to Sanskrit texts that narrate the manifestation myths of
Narasimha and Varaha.

213 See section 1.3 for an overview of the myths in which Visnu is the main character.

214 This task is furthermore narratively explained in the afterlife of Narasimha, when Visnu receives
the boon of daityaghna, “slaying Daityas” (SP 70.72b). See section 4.2.1 for a study of this boon.

215 In this chapter, I focus on Visnu’s dependency within the main story of the manifestation myths.
The most extreme form of dependency is, however, found in the afterlives of Visnu’s
manifestations, where Visnu needs Siva to leave his manifested form and become Visnu again.
This will be discussed in section 4.1.
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mantras (SP 105.26—27)'¢. The other cases have a similar construction: when Varaha is
bound by Nagas, he is liberated by Garuda (SP 105.32)*'7; when he is struck by
Hiranyaksa’s arrow, he is strengthened by the gods and the sages (SP 105.39—40)*!8; and
when he is hit by moha, “stupefaction”, he returns to his senses thanks to the gods using
mantras (SP 106.25)*"°.

In the fifth and final case where Visnu is dependent on the other gods during the
battle, it is Siva himself who empowers Vardha (SP 107.2ff.). When Varaha falls on the
ground because Hiranyaksa’s spear has hit him almost fatally (SP 107.2), Brahma pays
homage to Siva and calls him to mind (sasmara, 5d). Or perhaps rather he “remembers”
(another meaning of the verb smy-) that earlier, Siva had promised the gods and the sages,

including Brahma, that his own fejas, “energy”, would enter Visnu at the right moment,

216 SP 105.26—27:

tam stambhitam tada vyasa drstva deva mahabalam |

visalyakaranair mantrair visalyam abhicakrire || 26 ||

sa visalyas tada devaih krto mrgapatir mahan |

punar vegam mahat krtva jagama ditijam prati || 27 ||

“Having seen him being paralyzed then, oh Vyasa, the gods made the very powerful one free from
arrow-heads through mantras that free someone from arrow-heads. Then the great lord of animals,
being made free from arrow-heads by the gods, having made great speed again, went to the son of
Diti [i.e. Hiranyaksa].”

217 SP 105.32:

tam baddham vadhyamanam ca patitam nandivardhanam |

garutman bhujagendrebhyah ksipram eva vyamocayat || 32 ||

“Garuda* immediately released Nandivardhana [Varaha]+, who was bound, beaten and had fallen
down, from the lords of serpents [i.e. the Nagas].”

* The fact that Garuda frees Varaha from the Nagas fits Garuda’s characterization as Visnu’s loyal
assistant and as the enemy of serpents, because he loves to eat them (for references to both
characterizations, see Gonda 1954/1969, 101—3).

+ For the usage of Nandivardhana as a name, see note 340.

218 SP 105.39—40:

tatas te daivatah sarve rsayas ca tapodhanah |

tapasa svena tam devam sarva evabhyapiirayan || 39 ||

tasya tv apyayamanasya rsibhir daivatais ca ha |

babhau riapam yugantagnikalamytyusamaprabham || 40 ||

“Then all the deities and the sages, rich in austerities, all of them, filled the god [i.e. Varaha] with
their own fapas. And being strengthened by the sages and deities, [Varaha’s] body shone like the
fire at the end of a yuga, time and death.”

219 SP 106.25:

mohah samavisac caiva tam devam nandivardhanam |

devair mantraprabhavena nastamohah punah krtah || 25 ||

“And stupefaction entered god Nandivardhana [Varaha], [but] the stupefaction was again destroyed
by the gods through the power of mantras.”
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so that Visnu would quickly kill Hiranyaksa (SP 98.30—31)*?°. When Brahma invoked

Siva, the following event takes place.

SP 107.6—7:

tato vitimiram sarvam abhavat pirvavac chubham |
prakrtistham jagac cabhid varahas codatisthata |

tejo mahesvaram divyam vivesa madhusidanam || 6 ||

so ‘pyayitatanus tena Silam niskrsya madhavah |
sahasranalasamkaso babhiiva sa mahabalah || 7 ||

“Then everything became free from darkness and bright like
before, the world reached its natural state, Varaha stood up and
Mahesvara’s [“the Great Lord’s”, i.e. Siva’s] divine tejas
entered Madhusiidana [“the Slayer of Madhu”, i.e. Visnu].
Madhava [i.e. Visnu], whose body was strengthened by it [i.e.
Siva’s tejas], having pulled out the spear, immediately became

powerful like a thousand fires.”

The strengthening is effective, for Visnu is not harmed anymore after this intervention.
However, Siva’s promise that as soon as his tejas would enter Visnu, Visnu would quickly
kill Hiranyaksa, does not come to fruition because the battle continues for many years to
come and only then, Varaha kills Hiranyaksa.

Visnu’s need for help during a battle is found in at least one other myth in the
Skandapurana. In the battle between Visnu and Prahlada in SPg, 172, Visnu is unable to

conquer Prahlada, so he calls Siva to mind and praises him. This gives him the strength to

220 SP 98.30—31:

uktah pranamya deveso vispum apyayaya prabho |

tejasa svena sarvesa yatha hanyat suradvisam || 30 ||

bhagavan uvdca |

tasmin kale suresanam Sarvam tejo 'vyayam harim |

praveksyati tato daityam ksipram eva nihamsyati || 31 ||

“Devesa [“the Lord of the Gods”, i.e. Siva], having bowed down, was spoken to [by the gods and
the sages (SP 98.29¢d)]: ‘Oh lord, please strengthen Visnu with your own tejas, oh lord of all, so
that he shall kill the enemy of the gods.” The lord said: ‘At the right moment, Sarva’s [i.e. Siva’s,
i.e. my] tejas will enter the lord of the gods, the imperishable Hari [i.e. Visnu], then he will quickly
kill the Daitya.””
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fight again (SPgy 172.39cd—45ab). There is, in other words, internarrational consistency
for this particular narrative element.

The second type of Visnu’s dependency in the main story of the Narasimha and
Varaha myth is expressed just before Visnu assumes the form of Narasimha and Varaha.
At that moment, he tells the gods that he cannot kill the king of the Daityas on his own
and that he needs their help.

When, in the Narasimha myth, the gods go to Visnu to ask him to kill
Hiranyakasipu (SP 71.19—21), Visnu gives the following response (SP 71.23—26)*!.
He first promises the gods that everything will be fine, but admits, at the same time, that
Hiranyakas$ipu is extremely strong (SP 71.23). Therefore, the gods should enter his body,
so that he becomes sarvadevamaya, “consisting of all the gods”, and then he will kill
Hiranyakasipu (SP 71.24). The gods comply with Visnu’s request and enter his body (SP
71.25ab). Having made a powerful, awe-inspiring body of a Narasimha, Visnu takes off
to Hiranyakasipu’s city (SP 71.25¢d—26).

The Varaha myth has a very similar construction. When the gods ask Visnu to kill

Hiranyaksa (SP 97.30), the following scene is narrated (SP 97.35—39, SP 98.1)?*%. Visnu

21 SP 71.23—26:

evam astu surasresthah sarvam kartasmi vo vacah |

mahabalah sa daityendro yato yusman vadamy aham || 23 ||

avisantu bhavanto ’pi Sariram mama suvratah |

sarvadevamayo bhiitva drptam hamsyami vo ripum || 24 ||

tato devas tada sarve vivisur vaisnavim tanum |

sa capi balavan bhiitva ripam krtva bhayanakam || 25 ||

narasimham mahdteja nakhadamstravibhisanam |

Jjagama vilasan visnur hiranyakasipoh puram || 26 ||

“23. ‘Let it be so, oh best of gods; I will do everything you said. [However,] the king of Daityas is
very strong, therefore, I tell you: 24. you all (api) should enter my body, oh very pious ones. Having
become consisting of all the gods, I will kill this arrogant enemy of yours.” 25. As a result then, all
the gods entered Visnu’s body. And he, being empowered, having made the terrifying body 26. of
a Man-Lion, frightening because of [his] teeth and fangs, the very glorious Visnu playfully went
to the city of Hiranyakasipu.”

2228P 97.35—39, SP 98.1:

hatah sa daityo durbuddhir devadvid vighnakarakah |

kriyatam ripam abhyetya™ varaham ma vicaryatam || 35 ||

mahdtmd sa ca daityendro balavan dharmikas ca ha |

na ca Sakyo mayaikena hantum satyam bravimi vah || 36 ||

sarvadevamayam rilpam varaham nandivardhanam |

tat samasthdaya hantasmi daityendram tam mahdabalam || 37 ||

tena ripena sarvesam yusmakam devasattamah |

mahim Sakyam punas tasmad ihanayitum ojasa || 38 ||
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first tells the gods that they should kill the evil Daitya, after having created a boar-form
(SP 97.35). The reason for Visnu’s request is that Hiranyaksa is so powerful and virtuous
that he cannot kill him on his own (SP 97.36). However, once Visnu will consist of all the
gods, being thus empowered, he will be able to kill the enemy of the gods (SP 97.37—
39)*3. The gods act accordingly and make Varaha’s body (SP 98.1), by taking their

yusmadarthe tam adyaham danavam dharmapalinam |

vadhisyami yatha simham sarabhah sumahabalah || 39 ||

[...]atha te surasardilas tasya rilpam pracakrire |

visvakarmanam adaya brahmanam lokakaranam |

saptalokamayam tasya sariram cakrur isvarah || 1 ||

“35. ‘After having obtained a boar-form, you should kill [lit. “you should make dead” (hatah [ ...]
kriyatam)] the evil Daitya, the enemy of the gods, the creator of obstructions; do not hesitate. 36.
This lord of Daityas is great, strong and virtuous, and it is not possible to kill [him] on my own, to
tell you the truth. 37. Having assumed this boar-form, consisting of all the gods, increasing joy, |
will kill the very strong lord of Daityas. 38, With this body and with the strength of all of you, oh
best of gods, it will be possible to bring the earth back here from him/ it [i.e. Rasatala]. 39. For
your sake, I will kill this Danava, the protector of dharma, today, just like a very strong Sarabha
[kills] a lion.”+ [...] 98.1. Then the tiger-like gods made his [i.e. Visnu’s] body. Together with
Brahma, the creator of the world, as the architect, the lords [i.e. the gods] made his body, consisting
of the seven worlds.”

* The manuscript evidence for ripam_abhyetya is poor, because none of the oldest Nepalese
manuscripts, given the siglum S in the critical editions of the Skandapurdna, can be consulted for
this passage due to the loss of several folios, and the R and A manuscripts give different readings.
For a short discussion on the manuscript transmission and other possibilities for the passage, see
SP Vol. V, forth. For an overview of the available manuscripts, divided into three recensions
(Nepalese (S), Revakhanda (R) and Ambikakhanda (A)), their script, dating and location of
production and preservation, see SP Vol. I, 31—38 and SP Vol. IIA, 10—12.

+ This is a beautiful comparison because Visnu himself was defeated in the form of Narasimha by
Siva in the form of a Sarabha in the afterlife episode of the Narasimha myth (see section 4.1.1 for
an analysis of Narasimha’s afterlife as well as more information on the Sarabha).

223 The fact that the gods’ entering is a prerequisite to kill the king of the Daityas is supported by
two statements uttered by Hiranyaksa in the Varaha myth. First, in SP 104.54ab, Hiranyaksa says
that “out of fear for me, this Varaha is steered by all the gods” (madbhayat sa varahas ca
sarvadevair adhisthitah). Then, in SP 106.15, he expresses his disdain again, by making the
difference between Varaha and him explicit. Varaha had to resort to the gods (and is, therefore,
considered weak) and Hiranyaksa can rely on his own strength (and is, therefore, considered
strong).

SP 106.15:

tvam lokamayam dsthdya sariram tair adhisthitam |

sarvair apyayitas caiva samyuge mam updagatah |

aham tu svena tapasa balena ca samanvitah || 15 ||

“You, having resorted to a body that consists of the world[s], being steered by them [i.e. the gods],
and being strengthened by all of them, have approached me in battle; I, on the other hand, am
furnished with my own fapas and power.”
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positions in his limbs (SP 98.2—19)??*. The result is a powerful, awe-inspiring body, as
becomes clear later in the story, when the Asuras Prahlada (SP 100.54)**° and Vipracitti
(SP 104.40)**® separately warn Hiranyaksa about this unnatural Boar.

The passages do not only show great similarity in structure, but also in the
implementation of the concept of sarvadevamaya. Whereas, as 1 will show below, the
concept is widely known from other sources as a positive character trait of various
entities—from Narasimha to Siva’s chariot—, the way in which it is used in the Narasimha
and Varaha myth in the Skandapurana is new and unique. Namely, as I will also
demonstrate below, in these passages, an exceptional connection is made between
Narasimha and Varaha being sarvadevamaya (i.e. a sign of strength) and them being
otherwise unable to kill their enemies (i.e. a sign of weakness).

First of all, there are many examples of sarvadevamaya in other texts, where the
compound has a positive meaning. It is sometimes applied to gods, such as Visnu?*’ and

Siva??%, and sometimes to other entities, such as Siva’s chariot in the Tripura myth?%.

224 The gods’ entering is described in SP 98.2—18, where each limb is connected to a god, natural
element or sacrificial element, as shown in section 2.2.

225 SP 100.54:

yadrsam tad varahasya tasya riupam tvaya srutam |

sarvadevamayam rdjan varaho ‘prakrto matah || 54 ||

“In as much as this body of this Boar has been heard about by you [namely, as] consisting of all
the gods, oh king, the Boar is considered unnatural.”

226 SP 104.40:

tasyange munayah sarve dysyante saha devataih |

krtyd seti matam me ‘dya tava hetor vinirmita || 40 ||

“All the sages, together with the deities, are seen in his limb[s]. Now I think: ‘this is sorcery, created
for your sake [i.e. for the sake of your destruction]’.”

227 For example, MBh 6.61.54—56 is an enumeration of Visnu’s body parts, which are identified
with gods. His two feet are the goddess earth, his arms are the cardinal directions, his head is
heaven (MBh 6.61.54ab), his ears are the two A$vins, his tongue is the goddess Sarasvati (MBh
6.61.56ab), ctcetera.

228 For instance, in the Anusasanaparvan of the Mahabharata, a eulogy of the 1008 names of Siva
(MBh 13.17.30—150ab) includes: sahasramiirdha devendrah sarvadevamayo guruh, “the one
having 1000 heads, the lord of the gods, the one consisting of all the gods, the master” (MBh
13.17.129ab). Since a namastotra is by definition an act of worship, sarvadevamaya should be
interpreted as a venerable epithet (for a definition and overview of sources of namastotras and
other eulogies, see Stainton 2010). In a hymn in the Skandapurana, Siva is also called
sarvadevamaya (SP 28.54).

229 For example, in the Mahdabharata version of the Tripura myth, the gods make a chariot for Siva
that he can use during the battle for Tripura (MBh 8.24.67—76). Each part of the chariot is a divine
being or an element on earth. For instance, the sun and the moon become the chariot’s two wheels
(MBh 8.24.71ab) and the lords of Nagas become its pole (MBh 8.24.72ab). Although the word
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Even Narasimha’s body occasionally consists of all the gods because the gods have taken
their positions in his limbs. In one of the Narasimha retellings in the Harivamsa (HV App.
1 No. 42A 11. 199—214)*°_ for example, it is said that when Prahlada sees Narasimha, he
warns Hiranyakasipu that such a Man-Lion has never been seen before. Prahlada says that
“the gods, as well as the oceans and rivers reside in his [i.e. Narasimha’s] body” (asya
devah sarirasthah sagarah saritas tatha, HV App. 1 No. 42A 1. 207) and he enumerates
a long list of other entities inhabiting Narasimha’s body (HV App. 1 No. 42A 1I. 208—
214), like gods (such as Kubera and Pasupati), creatures (such as Gandharvas and Nagas),
natural phenomena (such as the Himavat and other mountains) and other items (such as
sacrifices and desire). Although Narasimha is not literally qualified as sarvadevamaya,
the concept is certainly there, as is its positive meaning. Since Prahlada sees the entire
universe residing in Narasimha’s body, he tries to convince Hiranyakasipu that the form
is divine and terrifying, and will be the Daityas’ destruction (HV App. 1 No. 42A 11. 205—
6). In other words, the fact that Narasimha is made up of all the gods is a sign of strength
and extraordinary power.

This positive connotation of sarvadevamaya also finds expression in the
Skandapurana. For example, in the story of how Vrsabha, “the Bull”, became Siva’s
vehicle, it is told that all the gods “took up their own positions and Siva became the owner
of the bull” (jagmuh svani ksayani sma devo 'pi vrsavan babhau, SP 33.116cd). Each
deity then resorted to a limb of Vrsabha (SP 33.117—28)?!. The concluding verse
describes the final positive result: Vrsabha became endowed with the highest supremacy

and consisting of all the gods (SP 33.129)>*. What is particularly interesting about this

sarvadevamaya is not used here, the concept is the same. The Skandapurana follows the
Mahabharata version of the Tripura myth closely and also includes a passage on the chariot’s
arrangement. Here, it is made explicit that the gods made a chariot that is sarvadevamaya (SPgp
169.19c¢, 27¢) because the gods (such as Indra and Agni), the Vasus, the Rudras, the season, the
months, etcetera are arranged in the chariot (SPgn 169.20—26).

230 The Matsyapurana and the Padmapurana Srstikhanda share the same passage almost verbatim
(MtP 162.2—9 and PdP Srstikhanda 42.85—92).

231 For instance, “Brahma resorted to his head” (brahma miirdhdanam asritah, SP 33.117d) and
“Varuna [was] in his tongue” (jihvayam tasya varuno, SP 33.118a).

232 8P 33.129:

evam sa bhagavan devah paramaisvaryasamyutah |

saurabheyo mahadevah sarvadevamayo ’bhavat ||

“This is how this son of Surabhi became master, god, endowed with the highest supremacy, the
great god, consisting of all the gods.”
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example is that there is a possible explanation why Vrsabha is entered by the gods. In the
verses preceding the gods’ entering (SP 33.114), Siva created a Ganesa (lit. “Lord of

Ganas”, an assistant of Siva)**?

called Prabhakara and ordered him: “you must contain the
Bull’s impetuousity” (SP Vol. IIB, 64). Even though it is not explicitly stated how
Prabhakara followed Siva’s command, the entering of the gods could be his solution to
control Vrsabha?**. What the Bull had too much, Narasimha and Varaha had too little:
strength and power.

This brings us to the unique situation in the Narasimha and Varaha myth. The
Skandapurana composers reworked this well-known concept of sarvadevamaya as
strictly a sign of strength into a characterization that has an additional sign of weakness
of Visnu. Without the gods’ entering, Visnu would not be able to complete his task. He is
thus presented as dependent on the gods. Whereas the positive outcome of being
sarvadevamaya is consistent on the intertextual (and internarrational) level, the “negative”
reason to become sarvadevamaya is consistent on the intranarrational level. After all, the
portrayal agrees with the rest of the Skandapurana from the perspective of the content of
various narratives. | have already shown other cases in which Visnu needs the gods in
general and Siva in particular during battles (both in the battle between Varaha and
Hiranyaksa and in the battle between Visnu and Prahlada), and I will show Visnu’s
dependency on Siva during the afterlives of his manifestations in section 4.1.

With this new interpretation of sarvadevamaya, the Skandapurana composers are
not only consistent on the internarrational level from the perspective of the narratives, but
also from the perspective of the ideology of the text. Visnu’s dependency gives expression
to the text’s belief that Siva is the highest god and superior to everybody, including Visnu.
Visnu may still be the heroic and successful Asura-slayer in the manifestation myths in
the Skandapurana, there are several moments in the story that he desperately needs the

other gods. The examples given so far mainly concern Visnu’s dependency on the gods

233 The Ganas, Gane$as, Ganapas (‘“Protectors of Ganas™) and Ganes$varas (“Lords of Ganas”) are
classes of beings who are Siva’s attendants.

24 Alternatively, there are some pddas lost, in which it is narrated how Prabhakara fulfilled Siva’s
command. This could then also explain why the transition from Siva’s command to the gods’
entering does not run smoothly (SP Vol. IIB, 19). However, according to the editors of this part of
the text, “there is no trace in any of the MSS [i.e. manuscripts]” (ibid, 64 note 206) of a possible
loss of padas.
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in general, and to a lesser degree on Siva. However, Siva’s help in the battle between
Varaha and Hiranyaksa is just a tip of the iceberg of his role in the manifestation myths

for the success of Visnu, as will become clear in this and the next chapter.

3.2 From Visnu’s cakra to Mahes§vara’s cakra
The second characterization concerns Visnu’s weapon, the cakra, “discus”. At least by
the times of the Mahabharata, the cakra is identified as one of Visnu’s weapons®. It is
generally described as a fiery weapon®®, adorned with one thousand spokes®’. It is also
known to always return to its owner, as expressed in one of the origin stories of the cakra
in the Mahabharata. At the moment that Agni gives the cakra to Krsna, he tells that it
will return to his hand, every time he has thrown it at his enemies (MBh 1.216.24)*%,
The cakra is also the weapon that Varaha uses in his war against Hiranyaksa. One

of the first texts that incorporated this element is the Harivamsa (HV App. 1 No. 42).

235 In his book Visnu'’s Flaming Wheel, Wayne Edison Begley argues that in the Vedas, the cakra
belonged to Indra instead of Visnu (Begley 1973, 8). Although not all provided references are
convincing (such as RV 2.11.20cd, cf. the translation by Brereton and Jamison 2014, vol. 1: 415),
RV 8.96.9 seems indeed to connect Indra not only with his vajra, “thunderbolt”, but also with the
cakra.

RV 8.96.9:

tigmam dyudham mariitam anikam kds ta indra prati vajram dadharsa |

andyudhdso dsurd adevas cakréna tam dpa vapa rjisin || 9 ||

“[Maruts:] “Sharp is the weapon, the vanguard of the Maruts. (And) who dares venture against
your mace, Indra? The lords lacking gods are weapon-less. With your wheel [=discus?] scatter
them, possessor of the silvery drink” (translation by Brereton and Jamison 2014, vol. 2: 1201; the
additions in round and square brackets are the translators’).

236 For example, MBh 3.23.32:

riapam sudarsanasyasid akase patatas tada |

dvitiyasyeva suryasya yugante parivisyatah || 32 ||

“And the shape of Sudarsana [cakra] as it flew in the sky was that of the haloed sun at the end of
the Eon” (translation by Van Buitenen 1975, 266).

27 For example, HV App. 1 No. 42 11. 566—67:

atas candrapratikasam so ‘grhndc chankham uttamam | 566 |

sahasraram ca tac cakram cakraparvatasamsthitam || 567 ||

“Then he [i.e. Varaha] took the great conch, which resembles the moon, and that cakra, which is
thousand-spoked and resembles Mount Cakra.”

38 MBh 1.216.24:

ksiptam ksiptam rane caitat tvaya madhava Satrusu |

hatvapratihatam samkhye panim esyati te punah || 24 ||

“Whenever thou hast hurled it in battle at thy foes, O Madhava [i.e. Visnu], and hast slain them
with it unobstructed, it shall return to thy hand” (translation by Van Buitenen 1973, 417).
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HV App. 1 No. 42 1. 599—602:

tato bhagavata cakram avidhyad ity asamnibham | 599 |
patitam danavendrasya Sirasy uttamatejasah || 600 ||

tatah sthitasyaiva Siras tasya bhiimau papata ha | 601 |
daityendrasyasanihatam merusrngam ivottamam || 602 ||
“Then the incomparable cakra was thrown at the head of the
lord of the Danavas [i.e. Hiranyaksa], of great tejas [“lustre™],
by the lord [i.e. Visnu], thinking: ‘may it pierce [Hiranyaksa]’.
Then the head of that lord of the Daityas standing [there] fell on
the ground, like the highest top of [Mount] Meru struck by
lightning.”

The cakra is also Visnu’s weapon in the Skandapurana. Visnu uses the cakra in a fight
against Kalanemi during the Tarakamaya war (SPgh 122.3cd—5)**, and to kill Hiranyaksa

as Varaha.

SP 107.35, 40—41:
tad yugantanalaprakhyam ksurantam sphotayan nabhah |
jagama danavam ksipram disah sarva dahann iva || 35 ||

[...] tah sarvas tat tada cakram mahad bhimam andsayvat |

gatva tasya Sirah kayad unmamatha yathdacalam || 40 ||

tat tena krttam sumahac chiro 'gryam
vyattananagnipratimogranetram |

damstralam atyadbhutabhimanadam papata meror iva Syngam

uccam || 41 ||

239 SPgp 122.3¢d—35:

sa ratham mahad asthaya satanalvordhvaketumat |

abhidudrava vegena kesavam prati danavah || 4 ||

tasyapatata evatha cakram apratigham mahat |

sasarja kesavo vyasa sa tad vyastambhayat tadd || 5 ||

“Having mounted [his] big chariot, furnished with an erect flag [measuring] 100 nalvas, the Danava
[i.e. Kalanemi (SPgn 122.3¢)] quickly rushed towards Kesava [i.e. Visnu]. When he approached
him, Kes$ava discharged the great, unobstructed cakra, oh Vyasa, but he [i.e. Kalanemi] then
stopped it.”
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“The sharp-edged [cakra], resembling the fire at the end of an
era, splitting the sky, quickly went to the Danava, as if burning

all directions. [...] Then that big, terrifying cakra destroyed all

these [magical spells sent by Hiranyaksa (SP 107.38—39)].
Having gone to his [i.e. Hiranyaksa’s] head, it cut [it] off from
[his] body, just like a mountain. This very large, foremost head,
being cut by him [i.e. Varaha]/ it [i.e. the cakra], with its mouth
wide open and eyes fierce like fire, with tusks, with an
extremely extraordinary and terrifying roar, fell, like the high

top of [Mount] Meru.”

The passage does not only contain one of the common characteristics of the cakra that it
is fiery, it is also remarkably similar to the description of Hiranyaksa’s death in other texts,
so we can speak of intertextual consistency. First of all, the very fact that Visnu kills
Hiranyaksa with his cakra, beheading him, agrees with other texts?*’. Second, the
comparison of Hiranyaksa’s head with the top of Mount Meru is also found in HV App.
1 No. 42.

The Skandapurana composers, on the other hand, added a particular feature to the
cakra that is not seen in the previous examples: the cakra comes from Siva, as a bodiless

voice told to Visnu.

SP 107.21—23:

Srnu deva varahedam Srutvd caiva samdcara |

asakyo 'yam tvaya hy evam hantum daityo mahabalah || 21 ||
abalo ’yam krtah kriiro dhruvam mahesvarena hi |

tejasa pasya caivainam esa kalo ’sya vartate || 22 ||
muktvainam daityarajanam cakrena vinisudaya |

mahesvarena vaikuntha tato mytyum avapsyati || 23 ||

240 Besides the Harivamsa, the Visnudharmottara, for instance, also speaks of Hiranyaksa being
beheaded (VDhP 1.53.36).

110



“Listen, oh god Varaha, and having listened to this, execute [it],
for this very strong Daitya cannot be killed by you like this.
Since this cruel one has certainly been made weak by
Mahesvara’s [“the Great Lord’s”, i.e. Siva’s] tejas—Ilook at
him—, his time has come. Having let him go, you should kill
the king of the Daityas with Mahes$vara’s [“the Great Lord’s”,
1.e. Siva’s] cakra, oh Vaikuntha [i.e. Visnu], so that he will find

death.”

In other words, the voice tells Varaha that if he keeps on fighting the way he does, he will
not be able to kill Hiranyaksa. The Daitya has already been weakened by Siva’s rejas®',
and now, Varaha should use Siva’s cakra to give him the final blow. Although it is not
new that the cakra originally comes from another god than Visnu himself, as the

Mahabharata example with Agni above has shown?*?

, it is new that this god is Siva®*.
And this is not the only case in the Skandapurana that Siva is involved in Visnu’s

cakra. In SP 68.10, it is said that after Visnu had propitiated Siva, Siva granted boons to

Visnu. One of the boons is the Sudar$§ana cakra (SP 68.10—11ab)**. Later, in the

Tarakamaya myth, it is said that the cakra was made by Rudra, i.e. Siva (SPgy 122.11)*.

241 The voice’s statement is not based on a well-definable event in the text, but seems to refer to
the moment that Siva’s fejas enters Varaha in order to empower him (see section 3.1).

242 Another example is the Vispupurana, where the creational “architect” Vi§vakarman granted the
cakra to Visnu (ViP 3.2.10—11ab).

23 Tt is, however, found in later Saiva Puranas, which according to Begley, is a sectarian
development: “in certain other Puranas the creator of the discuss is said not to be Visvakarman,
but Siva—suggesting overtones of a deep-seated sectarian rivalry between the two great deities of
Hinduism” (Begley 1973, 20). The Puranas quoted by Begley are the Padmapurana and the
Sivapurana, to which the Lingapurana can be added as well (LiP 2.5.43).

244 SP 68.10—11ab:

kasyacit tv atha kalasya svarnakse hi mahatapah |

yatra visnur varaml lebhe devam aradhya samkaram |

cakram sudarsanam nama dvisatam antakopamam || 10 ||

rsir aste mahabhagah saradvan nama gautamah |

“And at some moment then, there was indeed a very pious and illustrious sage called Saradvat
Gautama [SP 68.11ab] in Svarnaksa, where Visnu, after having propitiated Deva [“God”, i.e. Siva],
Samkara, received boons [including] the cakra called Sudaréana, which is like death for [one’s]
enemies.”

245 SPgy, 122.11:

sa tada dyam bhuvam caiva vyapya ripena sarvasah |
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Each time the cakra, Visnu’s weapon pur sang, is mentioned, it is made explicit that it
ultimately stems from Siva. There is, in other words, internarrational consistency from the
perspective of the narratives told in the Skandapurana.

It is furthermore internarrationally consistent from the perspective of the Saiva
ideology of the text. In section 1.2.1, I identified several cases of Saivizations in the text,
where a narrative element is changed or a new component is introduced, so that the
narrative matches the Saiva teaching. One of the examples concerns Brahma’s task in the
Saiva universe as it is presented in the Skandapurana. Even though Brahma fullfils the
same task as the one he has in other texts, this task of creation is assigned by Siva. Brahma
is not the only example. In fact, it is Visnu who officially obtains the task of Asura-slayer
because Siva granted him this as a boon in the afterlife episode of the Narasimha myth, as
I will show in section 4.2.1. In the Saiva universe of the Skandapurana, the gods maintain
their original roles, but Siva assigns the tasks and actions to them. The result of this
Saivization is that Siva is presented as being in full control of everything that happens in
the universe. The same idea is behind the distribution of weapons. Although Visnu
remains associated and successful with his cakra in the Skandapurana, this weapon is
granted to him by Siva. Thanks to this Saivization, the Skandapurana composers are able
to give Siva control over the cakra. With this subtle addition to Visnu’s cakra, Siva
becomes its agent, and, we may add, he becomes responsible and thus laudable for the
great deeds performed with it>*°. Just as Siva is the mastermind behind the tasks and
actions of the gods, he is likewise the mastermind behind Visnu’s weapon par excellence.

In other words, distribution becomes a form of taking control.

cakram tad abjam sasmara yat tad rudrena nirmitam || 11 ||

“Having completely pervaded heaven and earth with his body then, he [i.e. Visnu] called to mind
the water-born cakra, which was created by Rudra.”

246 Visnu’s cakra is not the only weapon that is associated with Siva. The afterlife episode of the
Varaha myth tells about the battle between Varaha and Skanda, when Visnu did not give up his
Boar manifestation. Towards the conclusion of the battle, Skanda uses the Samvartika spear that
makes Visnu leave his boar-form. This spear is given to Skanda by Siva, which makes Siva its
agent (SP 109.30, see section 4.1.2 for more information on this weapon).
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3.3 “The Sarabha did not even budge”
The innovation that Visnu’s cakra comes from Siva is not the only addition to the
representation of Visnu’s weapons in the Skandapurana. Another new component to his
weapons features in the afterlife of Narasimha and Varaha, where it becomes clear that
whereas the weapons proved successful against Hiranyakasipu and Hiranyaksa
respectively, they are not powerful enough in Visnu’s fights in his afterlives.

In the case of Narasimha, Visnu continues to live in this manifested form, and the
gods ask Siva to do something about this (SP 70.11—14). Siva assumes the form of a
Sarabha, a mythical being®¥’, and approaches Narasimha (SP 71.48—50). As soon as
Narasimha notices the Sarabha, he strikes him with the palm (tala) of his claw, the exact
same weapon he used so effectively against Hiranyaka$ipu, needing just one hit**3, The

situation is different when he fights against Siva in the form of a Sarabha.

SP 71.51—52:

atha simhas tada drstva sarabham samupasthitam |

krodhena mahatavisto talenainam atadayat || 51 ||

sa hatas tena simhena Sarabho naiva cuksubhe |

tatah sarabham ahatya vajradeham mahabalam |
atmanaivagamat kycchram sparsat tasya mahatmanah || 52 ||
“Then the Lion, having seen the Sarabha standing nearby, being
filled with great anger, struck him [i.e. the Sarabha] with the
palm [of his claw]. The Sarabha, hit by the lion, did not even
budge. Having struck the very strong Sarabha then, whose body
was [hard] like diamond, he himself felt pain by the touch of the

great-minded one.”

247 For more information on the Sarabha, see section 4.1.1.

248 SP 71.44:

grhitva sa tada simho hiranyakasipum sakyt |

talendhatya tam pranair vyayojayata satvaram || 44 ||

“Then the Lion, having grabbed Hiranyakasipu, having struck [him] with the palm [of his claw
only] once, immediately took away his life.”
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Even though the same weapon is used, the Sarabha is not the least injured. The same word,
tala, is used deliberately, for it perfectly contrasts the power of Visnu’s weapon against
Hiranyakasipu on the one hand, and its ineffectiveness against Siva on the other®.

The same situation occurs in the Varaha myth. As shown above, Varaha uses the
cakra to cut off Hiranyaksa’s head (SP 107.40), and he uses it again in the afterlife
episode. When Visnu does not want to give up his boar-form, he eventually ends up in a
fight with Skanda and one of Skanda’s Ganapas (lit. “Protectors of Ganas™) called

Kokavaktra, throwing his cakra at Kokavaktra®.

SP 110.6—9:

tatas cakram sahasraram yugantagnisamaprabham |
silagrahanavyagraya gandya vyasrjat prabhuh || 6 ||

tad antakapratikasam cakram sarvasurariham |

vivesa na ganam tiirnam tatas tad vyanivartata || 7 ||

tan nivrttam punas cakram akrtva karyam ujjvalam |

na jagraha tada visnur avamene ca tat tada || 8 ||

tat tadanarcitam tena cakram danavaghatind |

visnund prayayau ksipram svam eva bhavanam prati || 9 ||

“6. Then the lord discharged the thousand-spoked cakra, which
is like the fire at the end of a yuga, at the Gana [i.e. Kokavaktra],
who was focussed on catching a rock. 7. [However,] that cakra,
resembling death, the slayer of the enemies of all the gods, did
not quickly enter the Gana, [but] it returned then. 8. Visnu did
not take up the blazing cakra again, which had returned, without
doing its job, and disregarded it then instead. 9. Being
disrespected by this Danava-slaying Visnu then, the cakra

quickly went to its own abode.”

249 This difference has been noted by the editors of the Skandapurana: “This contrasts with the
earlier blow delivered to Hiranyakasipu. While Narasimha was able to kill Hiranyakasipu with a
single blow (talena), this blow has no effect on the Sarabha” (SP Vol. IV, 44 note 90).

250 The reason why Varaha ends up in this fight is that he is informed by Narada that his son, Vrka,
having wrecked Skanda’s palace garden, is kept in captivity and is being tortured by Skanda and
his Ganapas. When Varaha wants to release his son, he encounters Skanda and his entourage.
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Whereas Varaha’s cakra instantly cut off Hiranyaksa’s head from his body, it does not
even reach Kokavaktra. This is, I would argue, because Kokavaktra is the Ganapa of
Skanda, who himself is the son of Siva. He therefore falls within the realm of Siva’s
company. There is an analogy with the Narasimha myth: Visnu’s weapon (claw or cakra)
does its job in a fight against the Asuras, but it does not when it is used against Siva or
one of his attendants.

This contradiction in the afterlife episodes is, just as the afterlife episodes as a
whole, an innovation in the Skandapurana®'. It shows once again a balance between what
is known and what is new; a balance between elements with a Vaisnava background and
elements with a Saiva background. On the one hand, the elements that Narasimha kills
Hiranyaka$ipu with his claw and that Varaha kills Hiranyaksa with his cakra are known
facts and fixed elements of the storyline. By being faithful to these components, the
Skandapurana composers are consistent on the intertextual plane. On the other hand, the
inclusion of the contradiction in the afterlife episodes can be explained from the
perspective of internarrational consistency on the ideological level. Siva’s
indestructability (and that of his entourage by proxy) matches his superiority to anybody,
including Visnu who is otherwise a successful fighter. This new narrative element is, in
other words, in line with the changes and innovations discussed in this chapter thus far
that express a coherent Saiva message of Siva being the supreme god on top of the

universe.

3.4 Visnu as Siva’s devotee
Another noteworthy characteristic of Visnu in the Skandapurana is the fact that he is
presented as a devotee of Siva. This is done twice in the main story of the Varaha myth.

First, Varaha pays respect to Rudra, i.e. Siva, muttering the rudramantra (SP 98.50)*%2,

25! The idea that a weapon is unable to fulfil its task is not new. For example, Kalidasa’s

Kumarasambhava contains a passage of all the weapons of the gods that were unable to kill the
Asura called Taraka. One of the unsuccessful gods with ditto weapon is Visnu with his cakra (KS
2.49). The inclusion of this element in the Kumarasambhava is not prompted by ideology, but
probably rather by the aspiration to embellish the narrative.

252 SP 98.50:

tatah siddhir iti proktva krtva rudraya vai namah |

Japari jayavaham rudram prayayau varunalayam || 50 ||
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and later, he pays homage to Pinakin, “the one with the Pinaka bow”, i.e. Siva (SP
107.26)*. The passages that showcase Visnu as Siva’s devotee most explicitly are,
however, in the afterlife episodes of the Narasimha, Varaha and Vamana myth.

When, in the afterlife of Narasimha, Narasimha hits the Sarabha without any
effect, he realizes that it is Siva. He bows down to Siva and starts praising him with a long
stotra, “hymn of praise” (SP 71.54—64). Some epithets refer to Visnu and his relationship
with Siva specifically, such as naranarayanesaya, “[homage] to the master of Nara and
Narayana™* (SP 71.58¢), and yogadaya namo mahyam tathaivaisvaryadaya ca, “homage
to the one who grants union and supremacy to me”?* (SP 71.63ab). A eulogy is by
definition an act of worship, so it shows Visnu’s devotion to Siva.

When Visnu has taken on his own form again in the afterlife episode of the Varaha
myth, he goes to Siva’s dwelling to see Siva and praises him (SP 110.22—24). In this
stotra, Visnu puts emphasis on the theological notion that everything is dependent on Siva
and exists thanks to him, such as “oh god, you [will] always [be] the cause of creation and
destruction” (tvam deva karanam nityam sambhiiteh pralayasya ca, SP 110.22ab). Siva is
pleased with Visnu’s devotion and grants him a boon. Visnu asks for a boon that is
typically related to Pasupata Saivism: he wants to learn the pasupatavrata. This suggests
that Visnu is entirely devoted to Siva within a specific Pasupata context?*°.

The Pasupata theme continues in the afterlife of Vamana, where Visnu, after
having left his dwarfish body, praises Siva for 1,006 years and six months (varsaih
sadbhis tu sahasrena [...] masaih sadbhis ca, SPen 121.14a——c). As aresult, Siva appears

with his full entourage (Parvati, Nandin and the Ganas) and offers Visnu a boon (SPgy

“Then, having said ‘Success’, having paid homage to Rudra, muttering the rudra/mantra], which
is the vehicle to victory, he [i.e. Visnu] set out to Varuna’s abode [i.e. the ocean].”

253 SP 107.26:

bhagavan api dipyantam sriya daityam samiksya tam |

sasmara tat tada cakram namaskrtva pinakine || 26 ||

“And the lord [i.e. Visnu], having seen the Daitya [i.e. Hiranyaksa], shining with lustre,
remembered that cakra then, after paying homage to Pinakin [“the one with the Pinaka bow”, i.e.
Sival.”

2% Nara and Narayana are aspects of Visnu in the form of two sages. By calling Siva “the master
of Nara and Narayana”, Narasimha acknowledges Siva’s superiority over himself,

255 At the end of the afterlife episode of the Vamana myth, Siva grants Visnu supremacy and union
(SPgn 121.19d, 20cd). This passage will be discussed in section 4.2.3.

25 This boon will be examined in section 4.2.2. For a short introduction to Pasupata Saivism, see
note 35.
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121.15). Visnu wants to know how he will not be contaminated by sin or tapas (SPgn
121.16). Siva tells him to perform the mahdavrata, “the great observance”, which is
qualified as a pasupatavrata (SPsn 121.17). Visnu practices it for twelve years (SPgn
121.18—19). This is one more clear instance in which Visnu is presented as a devoted
Pasupata worshipper of Siva>’.

It is not entirely new that Visnu praises Siva. As shown by John Brockington in
his book The Sanskrit Epics, Krsna worships Siva in at least two stories in the
Mahabharata. The first story appears in the Dronaparvan, in “the account of the killing
of Jayadratha to avenge Abhimanyu’s death” (Brockington 1998, 252). It enumerates
various acts of worship towards Siva by Krsna and Arjuna (MBh 7.57). For example,
when they visit Siva, “they recite Vedic litanies to him (39—45); Siva asks why they have
come and is praised again (49—58) with litanies more specific to Rudra-Siva” (ibid, 253);
and later, they recite the Satarudriya, one of the key mantras to Rudra (MBh 7.57.71).
Another episode in which Krsna is presented as Siva’s worshipper is in the
Anusasanaparvan (MBh 13.14—18) within the framework of “Krsna’s worship of Siva
in order to get a son, Samba” (ibid, 254). According to Brockington, this account “may
broadly be seen as a Saiva equivalent of the Narayaniya [i.e. the Narayanivaparvan of the
Mahabharata]” (ibid.). One of Krsna’s most prominent acts of Siva worship is his
recitation of the Sivasahasranama, “[the hymn of] the thousand names of Siva”, which
takes up most of MBh 13.17.

Although these two examples predate the Skandapurana, this characterization is
not broadly supported. It can, in other words, not be seen as intertextual consistency.
Rather, the Skandapurdana composers are consistent on the internarrational level. There
are various passages besides those in the manifestation myths, in which Visnu praises
Siva. Sometimes he worships Siva by himself, as is the case in SPgy 172 during the fight
between Visnu and Prahlada. When Visnu realizes that he is unable to kill Prahlada, “he
called Mahadeva [“the Great God”, i.e. Siva] to mind and bowed down [to him] again and
again” (atha dhyatva mahadevam pranamya ca punah punah, SPgy 172.42cd). There are
also instances in which Visnu praises Siva together with the other gods, as is explicitly

stated in the following verse in a short Mahatmya on the holy place of Kedara.

257 This boon will be analyzed in section 4.2.3.
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SPgh 167.40:

brahma sakras tatha visnuh somo yaksaganadhipah |
arcayanti sthitam tatra bhaktitah paramesvaram || 40 ||
“Brahma, Sakra [i.e. Indra], Visnu, Soma and the lord of the
Yaksas and the Ganas [i.e. Kubera] praise Paramesvara [“the

Highest Lord”, i.e. Siva] who is present there with devotion.”

There are also countless examples of “the gods” in general praising Siva, to which Visnu
should be counted®*®. Not only the gods are devoted to Siva, sages, Asuras and people are
as well>. In other words, in the Saiva universe as it is presented in the Skandapurana,

260 The portrayal of Visnu in the manifestation myths

everybody is a worshipper of Siva
as Siva’s devotee fits this scheme perfectly. The fact that Visnu receives a boon after each
act of worship also contributes to one of the text’s core messages that Siva is a benevolent
god and that worship to him is highly beneficial and can even lead to final liberation. As
I have shown in section 1.2, the benefits of Siva worship are expressed in the theological
parts of the Skandapurana that deal with the performance of Pasupata practices, such as
the pasupatayoga and the pasupatavrata (SPsn 174—381), as well as in narratives on

Siva’s devotees, such as the story of the sage Jaigisavya (SP 29.96—124). Visnu’s

258 For instance, in SP 13, Visnu and the other gods go to Parvati’s svayamvara (the ceremony
during which a woman chooses a husband). Indra arrives on his elephant called Airavata, Visnu
arrives on Garuda, etcetera (SP 13.7—24). The gods hope to be chosen by Parvati as her husband
and become angry, when Siva in the form of a child is elected. As soon as Brahma realizes that the
boy is Siva, he solicits Siva to have mercy on the gods and urges the gods to resort to Siva (SP
13.39—50). “The immobilized gods bow to Sarva [i.e. Siva] in their hearts and he pardons them
and restores them to their normal state. He assumes his highest form possessed of three eyes, the
splendour of which makes the gods ask for a transcendent eye. This is given to them, whereupon
they see the supreme god himself. They bow to him [(SP 13.51—55)]” (SP Vol. I, 87). Since Visnu
is explicitly stated to have arrived at the svayamvara, he must be one of the gods bowing down to
Siva.

259 For example, the sage Upamanyu takes refuge with Siva by practicing tapas (SP 34.69—72),
and the Daitya Hiranyaksa expresses his devotion to Siva at several occasions, for instance when
he boasts that he will offer Visnu as an offering to Pasupati, i.e. Siva (SP 100.60).

260 One exception is king Ksupa, who is a devotee of Visnu. His story is told in SP 31.48—1135,
which deals with the enmity between Dadhica, who is a Brahmin and a Saiva, and Ksupa, who is
a ksatriya and a Vaisnava. The story “revolves around a dispute about the superiority of brahman
over ksatra and of Siva over Visnu. Dadhica’s victory proves the superiority of brahman and Siva”
(SP Vol. 1IB, 5). The fact that Dadhica is the winner is consistent with the overall message of the
Skandapurana.
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devotion to Siva and the subsequent boon-granting by Siva are another confirmation of

the efficacy of Siva worship.

3.5 A Saiva eulogy of Visnu

Even though Siva is generally the object of devotion, other gods are sometimes eulogized
with a stotra as well. For example, in SP 32.113—7%¢!, Parvati is praised with a large
number of epithets, from those concerning her marital status to Siva (mahddevapatnim,
“the wife of Mahadeva [“the Great God”, i.e. Siva]”, SP 32.113) to those related to her
appearance (visaleksanam pitakauseyavastram, “the wide-eyed one who is dressed in
yellow silk”, SP 32.113). In SP 24.49—57, Nandin is praised by Visnu. He is eulogized
with epithets showing, for example, his devotion to Siva (rudrabhaktaya devaya,
“[homage] to the god who is a devotee of Rudra [i.e. Siva]”, SP 24.50c) and his familial
relationship (umdaputraya devaya, “[homage] to the god who is the son of Uma [i.e.
Parvati]”, SP 24.52c). The fact that Parvatt and Nandin are eulogized can be easily
explained, for they belong to Siva’s entourage and are two key Saiva figures.

Although this is not the case with Visnu, he is nevertheless eulogized in a long
stotra in the Varaha myth (SP 97.15—29cd). When the gods want to ask Visnu to help
them find a solution to the troublesome Hiranyaksa, they first honour him with a stotra.
Since the Skandapurana is designed to promote worship to Siva, a hymn to Visnu may
seem at first sight to be out of place from an ideological perspective. It is moreover the
only Visnustotra in the entire Skandapurana. The eulogy is therefore not included for the
sake of internarrational consistency on a narrative level. The eulogy is not consistent on
the intertextual level either, for it is not a standard element in the Asura-slaying Varaha
myth?*? (as opposed to the cosmogonic Varaha myth)?%. If the stotra is not compliant with

the rest of the text—neither on the ideological plane, nor on the narrative plane

261 The hymn “is in the Dandaka metre, a sort of rhythmic prose” (SP Vol. IIB, 48 note 130),
resulting in long verses containing a large number of epithets and characteristics of Parvatt.

262 Sometimes this can be explained from the perspective of the narrative. For example, in HV App.
1 No. 42, Visnu himself decides to intervene, and the gods do not play a role here (HV App. 1 No.
42 11. 562—63).

263 For instance, in the cosmogonic Varaha myth in the Vispupurana, there are two hymns
addressing Visnu. The first is sung by the earth, asking Visnu to lift her from the netherworld (ViP
1.4.12—24) and the second is sung by the sages, watching Varaha as he saves the earth (ViP
1.4.31—44).
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(internarrational)—nor with other versions of the story (intertextual), the question raises
why the Skandapurana composers added it. The answer may partly lay in the extratextual
sphere.

To recapitulate, forms of extratextual consistency are general world-knowledge,
cultural codes and moral norms, but also literary conventions and conventions of literary
genres. The inclusion of the Visnustotra appears to be a literary convention for the context
in which the eulogy appears: a request for help. When epic-Puranic composers wanted to
describe a scene in which the gods approach another god for aid, they could follow a
pattern of narrative elements. I will demonstrate this pattern on the basis of a comparison
with another example from the Skandapurana, the Tripura myth, in which Siva conquers

the Asuras by destroying the city of Tripura (SPgn 168—69).

1. The Asuras take control of the triple world. In the Varaha myth, this is done by
Hiranyaksa (SP 93—95) and in the Tripura myth, by Maya (SPgx 168.28—31).

2. The gods go to Brahma for help (SP 97.1 and SPg;, 168.32).

3. Brahma tells the gods that the king of the Daityas cannot be killed in certain
circumstances, as determined by birth in the case of Hiranyaksa (SP 97.5), or as
a result of a boon from Brahma himself in the case of Maya (SPgn 168.33).

4. However, there is a solution and the gods should go to god X, who will help them.
This is Visnu in the Varaha myth (SP 97.6) and Siva in the Tripura myth (SPgs
168.34).

5. The gods go to god X: Visnu (SP 97.14) and Siva (SPg; 168.35) respectively.

6. The gods praise god X and ask for help. In the Varaha myth, the gods sing a hymn
of praise to Visnu and ask him to kill Hiranyaksa (SP 97.15—30). In the Tripura
myth, the gods sing a hymn of praise to Siva and ask him a favour (SPg; 168.36—
51cd).

7. God X replies that he will help them and tells them the solution. Visnu says he
will kill Hiranyaksa in the form of a Boar (SP 97.34—39) and Siva says that he
will kill Maya by destroying Tripura with one arrow (SPgn 169.14—15).
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A praise of the god who is requested for help is a standard element of such narrative
constructions, even when the god being praised would usually not be the object of worship
according to the text’s ideology. Looking at the Visnustotra from this narratological
perspective as a literary convention, the stotra is stylistically appropriate for this particular
passage.

Even though there is extratextual consistency, the praise of the gods can also be
implemented differently. For instance, the Narasimha myth in the Skandapurana shows
the same pattern, but when the gods ask Visnu for help and praise him, they do so without
an actual stotra. It is simply stated that the gods were “praising Janardana [i.e. Visnu]”
(samstuvanto janardanam, SP 71.18d). We may therefore assume an additional reason to
include the Visnustotra in the Varaha myth. This reason can be unveiled when we look at
the content of the eulogy, for it can be shown that the epithets in the stotra have been
carefully selected by the composers of the text.

Many epithets show the hand of the composers because they perfectly match the
context of the eulogy, viz. an Asura-slaying manifestation myth in the Skandapurana. In
other words, the context is reflected in the choice of epithets. I have classified all 67

epithets in eight categories, some of which are analyzed in detail in the sections below.

1. Visnu as warrior: sarvaripughna-*%*, “slaying all enemies” (SP 97.15a),
danavantaka-, “killer of Danavas” (15b), gjita- deva-, “invincible god” (15c¢),
yama- deva-, “god Yama” (17a), jaya-, “victory (17b), sira-, “hero” (23c),

2. Visnu as Brahmin: nirdhiitarajas-, “by whom dust is shaken off’ (16a)*®,

dhaman- suvedhas-, “pious abode” (16d), yogin-, “Yogin” (25c), yajamana-,

264 In this enumeration, I give the stem of the epithet, but in the text, the epithets are in the dative
paring with namah, “homage”.

265 The seven dotted epithets in SP 97.28cd—29¢d do not survive in the oldest surviving recension
because the folios of all three S manuscripts are lost for this part.

266 T ynderstand this epithet to mean a “pure”, sinless person and associate it with a Brahmin.
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“sacrificer” (25¢)*®’, danta-, “restrained” (26¢), brahmasatpathadarsin-,
“showing the true path of brahman” (28b)*®.

3. Visnu as deity: sadhya- deva-, “Sadhya god” (16¢), adityaputra-, “son of Aditi”
(17¢), adityanam vara-, “best of Adityas”?** (26b).

4. Visnu’s manifestations: vamanaripa-, “with the form of a Dwarf” (18c),
krsnadvaipayana-, “Krsnadvaipayana” (18d), rama-, “Rama” (19a), rama-,
“Rama” (19a)*"°, dattatreya-, “Dattatreya” (19b), narasimha-, “Man-Lion” (19¢),
damodara-, “with a rope around the waist”, i.e. Krsna (20b), kapilaripa-, “with

2

the form of Kapila” (21a), Saurin-*"', “grandson of Siira”, i.e. Krsna (264d),

5. Mythological references®’  Sakunihantr-, “slayer of Sakuni” (20a),
nagasayyapriya-, “delighted in lying on a Naga” (20d), dhundhumara-, “’killer of
Dhundhu” (23c¢), madhukaitabhaghatin-, “slayer of Madhu and Kaitabha” (23d),

(25d), purasvagrivandsa-, “destroyer of Asvagriva in the past” (27a),

267 1 have considered grouping yajamana- under the category of Visnu as warrior because the
yajamana is the patron of a sacrifice, with the king being the yajamana of the grandest of rituals,
such as a horse sacrifice. However, since the context in which the yajamana operates is a religious
one, I have concluded that it matches the epithets of the category of Visnu as Brahmin better.

268 This reading is a conjecture of the editors of the text because of the poor manuscript transmission
for this pada.

2% The Adityas are a class of deities.

270 In section 3.5.2, I specify the two Ramas.

271 The text reports Saurine, with the root Saurin-, but the regular form of Krsna’s epithet as
“grandson of Siira” is Sauri-. However, such a shift of the ending -i- to -in- also appears elsewhere
in the Skandapurana (SP Vol. 1V, 26).

272 Some epithets apply to Visnu and some to Krsna.

273 The four underscored epithets in SP 97.24cd—25ab are omitted by Si, the only surviving S
manuscript for this passage. Concerning this specific epithet, I have considered to classify
trivikramaviyatstha- under the category of Visnu’s manifestations, referring to Vamana. However,
the category of mythological references fits the epithet better for three reasons. First, Vamana is
already mentioned with the epithet vamanaripa-. Second, trivikramaviyatstha- refers to a specific
moment in the story of Vamana. Third, Visnu’s three strides goes beyond the Vamana myth. As
shown in section 2.3, in the Vedas, the three strides are not associated with Visnu’s Dwarf
manifestation but, among others, with his battle against Vrtra together with Indra (RV 8.12.26—
27).
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saubhasalvavighatin-, “slayer of Saubha and Salva” (27d), padmanabha-, “from
whose navel a lotus [emerged]” (28a)*"*.

6. Epithets related to Siva or the Skandapurana®: salile tapyamana-, “practicing
tapas on water” (20c), jimitaripa-, “with the form of a cloud” (2lc),
mahddevapriya-, “dear to Mahadeva [“the Great God”, i.e. Siva]” (21d),
rudrardharipa-, “whose body is half Rudra [i.e. Siva]” (22a), umaripin-, “with

the form of Uma [i.e. Parvati]” (22b), mahesvaragana-, “Gana of Mahes$vara

7. Physical features: cakramudgarahasta-, “having a cakra and hammer in his hand”
(22¢), $rivatsadharin-, “wearing the Srivatsa” (23b), caturbhuja-, “four-armed”

(24a), krsna-, “dark” (24a)*’°, ratnakaustubhadharin-, “wearing the Kaustubha

8. Others?””: vaikuntha- mahatman-, “great Vaikuntha” (15d), satya-, “truth” (16b),
narandarayana-, “Nara and Narayana” (17d), sumati-, “benevolent one” (18a),
visnu-, “Visnu”?’® (18b), dhaty-, “supporter” (19d), mahat- purusa-, “great Man”
(21b), Sivipista-, “bald-headed” (23a)*”°, vrsaripa-, “with the form of a bull”

274 I have considered categorizing padmanabha- under Visnu’s manifestations as the equivalent of
Visnu’s manifestation known as Pauskara, “the one related to the lotus”. This manifestation is
connected with the story in which Visnu slays the two Asuras Madhu and Kaitabha (e.g. HV
31.14—20 and HV 42.14—33). However, since padmanabha is also used in other contexts than
that of manifestations, I consider it to be a mythological reference. The doubling with
madhukaitabhaghatine, “slayer of Madhu and Kaitabha” (SP 97.23d) is, however, undesirable.

275 Some of these epithets can only be understood if the entire Skandapurana is taken into account,
which is done in section 3.5.3.

276 I have considered categorizing krsna- under Visnu’s manifestations as Krsna, but since he is
already represented three times—damodara- (SP 97.20b), saurin- and vrsnibandhu- (SP 97.26d)—
I take krsna- as an external feature.

277 Either the epithets in this category have a more general character, or they are difficult to file
under one of the other categories.

278 Alternatively, vispu- can be translated as “pervader”.

279 T have considered to classify Sivipista- under ‘epithets related to Siva or the Skandapurana’,
because the Skandapurana may be the first available text that gives a mythological explanation of
the epithet. The text reports that during Parvati’s svayamvara, Siva immobilized various gods,
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I will not deal with each category individually. Instead, I choose those categories from
which it is possible to recognize the hand of the composers. Categories 1, 4, 5 and 6 are
particularly useful for this, so most epithets in these categories are discussed below?®!.
Since the other categories are either limited in number (2 and 3) or contain general
qualifications of Visnu that show little innovation (7 and 8), they are left out of the

discussion.

3.5.1 Visnu as warrior and mythological references
Two of the eight categories include epithets that focus on Visnu as an Asura-slayer, viz.
Visnu as warrior and the majority of mythological references. The former speaks for itself:
they celebrate Visnu in his heroic aspect with epithets such as sarvaripughna-, “slaying
all enemies” (SP 97.15a), and sira-, “hero” (SP 97.23¢). Other epithets are less directly
linked to this characterization, but are nevertheless related, like yama- deva-, “god Yama”
(SP 97.17a). I understand the comparison with Yama, the god of death, as referring to
Visnu’s role as slayer (of Asuras).

Most mythological references also qualify Visnu as Asura-slayer. Nine out of the

ten epithets in this category refer to stories in which Visnu or Krsna fights with the

when they became angry with him in the form of a child (SP 13.32—38). Visnu is one of them (SP
13.36), who “shakes his head in anger, but Siva makes his hair fall out” (SP Vol. I, 86). There are
two other references to this story in the form of epithets of Siva, who is described as the cause of
Visnu’s baldness: krsnakesapaharin, “the seizer of Krsna’s hair” (SP 14.9), and sipivistakrte
visnor, “[homage] to him who made Visnu bald” (SP 32.55, sipivista is a variant of sivipista).
Because the latter two seem to refer to this particular story, Visnu’s epithet sivipista- may too. At
the same time, the epithet is already known from the Rgveda (RV 7.99.7b, RV 7.100.5a, 6b, 7b)
and the Narayaniyaparvan of the Mahabharata (MBh 12.330.6—38); both of which do not give an
explanation of the epithet. Since it is apparently an old Vedic epithet, I categorize it under “others”.
280 1 follow the editors of this chapter in their interpretation of the bull as Dharma (SP Vol. V,
forth.). Elsewhere, the editors of the Skandapurana already noted that “[t]he idea that Dharma is
embodied in or personified by a bull is old (see e.g. MaS [Manusmyti] 1.81: catuspat sakalo
dharmah [“the entire Dharma has four feet”], and MaS 8.16: vrso hi bhagavan dharmas [“for the
bull is lord Dharma”]” (SP Vol. IIB, 65). For Visnu’s identification with Dharma, see Gonda
1954/1969, 171.

281 Many epithets have been identified in SP Vol. V, forth., to which I occasionally refer, and which
I expand where needed.
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Asuras®®. The main opponent is generally mentioned in the epithet, as the following cases

exemplify.

= Sakuni in Sakunihantr-, “slayer of Sakuni” (SP 97.20a). When Krsna was still a
baby, he killed the female bird (sakuni) called Piitana, “Stinking”, after she had
offered him her milk (HV 50.20—25)**°.

= Madhu and Kaitabha in madhukaitabhaghdatin-, “slayer of Madhu and Kaitabha”
(SP97.23d). Visnu killed the two Asuras Madhu and Kaitabha on his thighs, when
they woke him from his cosmic sleep (MBh 3.194.6—end). The story is often
connected to Visnu’s manifestation called Pauskara**.

= Aévagriva (“Horse-necked”) in purasvagrivanasa-, “destroyer of Asvagriva in
the past” (SP 97.27a). There are brief allusions to this story in the Mahabharata
(MBh 5.128.49)*5 and the Ramayana (Ram 4.41.22)*%. The Agnipurana (AgP
1.2.16cd—17ab) and the Bhdagavatapurana (BhagP 8.24) connect the myth to

Visnu in his manifestation as a Fish (Matsya)*®'.

282 The epithet of nagasayyapriya-, “delighted in lying on a Naga” (SP 97.20d), which refers to

Visnu sleeping on the cosmic ocean before a new era (e.g. ViP 1.2.60—66), is the only epithet that
does not refer to a war myth.

283 For a summary of this and other versions of the story (e.g. ViP 5.5.7—23), see Couture 2015b,
242—45.

284 For other references to Madhu and Kaitabha, see for example, Bock 1987 and Couture 2009.
On Pauskara, see note 274.

285 MBh 5.128.49:

ekarnave sayanena hatau tau madhukaitabhau |

Janmantaram upagamya hayagrivas tatha hatah || 49 ||

“When sleeping in the one vast ocean he slew Madhu and Kaitabha, and in another birth slew
Hayagriva*” (translation by Van Buitenen 1978, 427).

* Haya- in hayagriva- is a synonym of asva- in asvagriva-, both meaning “Horse-necked”.

286 Ram 4.41.22:

tatra paricajanam hatva hayagrivam ca danavam |

djahara tatas cakram Sankham ca purusottamah || 22 ||

“There [i.e. on Mount Cakravan (Ram 4.41.21)] Visnu, the Supreme Being, killed Paficajana and
the danava Hayagiiva and took that discus and a conch” (translation by Goldman and Lefeber
1984/2007, 148).

27 According to Vettam Mani, in Puranic Encyclopaedia, the Devibhagavatapurana tells about a
story of the Asura A$vagriva who can only be killed by someone with a horse neck. To circumvent
this boon, Visnu becomes A$vagriva himself and kills the Asura (Mani 1975, 183—84, 311).
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Visnu’s Asura-slaying aspect does not only become clear from the vast number of epithets
of both categories together, but also when they are contrasted with their “counterparts”.
First, the nine war-related mythological references outnumber the one reference that is not
related to war. Second, the category of Visnu as warrior can be set against the category of
Visnu as Brahmin, among which the former outnumbers the latter?®.

The emphasis on Visnu’s warrior aspect can be explained on two levels. First of
all, it fits Visnu’s task as slayer of the Asuras in the Skandapurana as a whole, so it creates
internarrational consistency. It also specifically fits the context in which the eulogy takes
place. After all, the gods approach Visnu to ask him to put an end to Hiranyaksa, so they

invoke Visnu in his warrior aspect. This intranarrational consistency shows that the

Skandapurana composers carefully selected epithets that particularly fit the Varaha myth.

3.5.2 Visnu’s manifestations

Another well-represented category is the one referring to Visnu’s manifestations. I have
identified  ten  manifestations,  besides the  all-encompassing  epithet
nastadharmapravartin-, “establishing dharma, when it has perished” (SP 97.29b). All ten
manifestations are known from other early sources. In order to find out whether it is
possible to know if the Skandapurana follows a standard list of manifestations, I have

made a survey of various early sources.

288 Warriors and Brahmins have different duties in life and ditto qualifications and laws to adhere
to. This difference can be observed in the Vamana myth, where Visnu says that he has adopted
Brahminhood and no longer follows the dharma of the warriors. This theme will be discussed in
section 4.1.3.
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Manifestations?®’ Narayaniyaparvan of | Harivamsa®® and Puranapaiicalaksana
the Mahabharata Brahmapurana®' (BdP, MtP, VaP)
Vamana (SP 97.18c) | MBh 12.326.74—76, | HV 31.68—92, BrP | PPL vamsanucarita
12.337.36b%* 213.80—104 5C.73
Krsnadvaipayana MBh 12.334.9a—d HV 31.147*%479.1— | PPL vamsanucarita
(SP 97.18d)% 4% HV App. 1 5C.79
No.42B 11. 3014—15
(not in BrP)
Rama Jamadagnya MBh 12.326.77 HV 31.100cd—109, | PPL vamsanucarita
(SP 97.19a)%5 BrP213.113—23 | 5C.77

289 Because of the ample textual evidence of all manifestations quoted below, I do not agree with
the designation “minor manifestations” for Krsnadvaipayana, Dattatreya and Kapila, as employed
by several scholars. T.A. Gopinatha Rao, for instance, lists Kapila (Gopinatha Rao 1914, 247—
48), Vyasa, i.e. Krsnadvaipayana (ibid, 250), and Dattatreya (ibid, 251—56) under the category of
“minor avataras and manifestations of Vishnu” in his work on Hindu iconography. More recently,
Knut A. Jacobsen (2008) also uses the term in his book on Kapila. This terminology does not do
justice to the wide range of textual sources in which the manifestations appear, and it even has a
negative connotation, for it suggests that these manifestations are less important than others.

20 The Harivamsa has various manifestation lists (see Brinkhaus 2001), but I focus on the
manifestations given in HV 31, which I only supplement with manifestations from other parts of
the text, when they are not narrated here.

21 One expects the manifestation list that is shared by the Harivamsa and the Brahmapurana to be
included in the Puranaparicalaksana, but I did not find it in Kirfel 1927.

292 MBh 12.326.71—92 is a list of six manifestations of Visnu, starting with Varaha. Vamana is
not mentioned explicitly, but the actions of Visnu’s Dwarf manifestation are described (MBh
12.326.74—76). MBh 12.337.36ab is a list of four manifestations, which also starts with Varaha.
23 Krsnadvaipayana and Kapila are discussed below.

294 Most manuscripts include these four half verses between the manifestation myths of Krsna and
Kalkin. Only manuscripts S1, G2.3 and M; 3 do not have these verses, but since the editorial policy
demands S; and M;_; to include a given verse in order to be adopted in the critical edition, the
verses are categorized as a star passage. According to the editor of the Harivamsa, these star
passages are later additions. Although this is generally true, the manuscript evidence shows that at
some point Krsnadvaipayana became a manifestation of Visnu in the Harivamsa. In an article on
Krsnadvaipayana, Marcelle Saindon tries to explain how this variation in the Harivamsa came into
existence, by highlighting the two most significant developments of the manifestation in early
Puranas. On the one hand, the Brahmandapurana, Matsyapurana and Vayupurana include
Krsnadvaipayana as one of Visnu’s manifestations. On the other hand, the Brahmapurana does not
include Krsnadvaipayana. Since the Brahmapurana borrows heavily from the Harivamsa, it is
telling that it has not borrowed these star verses. Saindon proposes that at some moment, there
were two coexisting Harivamsa versions: one without Krsnadvaipayana, from which the
Brahmapurana borrowed its list, and the other with Krsnadvaipayana, as suggested by the lists in
the Brahmandapurana, Matsyapurana and Vayupurana (Saindon 2004—05, 313—14).

25 1 identify the two Ramas as Rama Jamadagnya and Rama Dasarathi for intertextual reasons.
They both feature in numerous manifestation lists, including the Narayaniyaparvan and Harivamsa
passages referred to in this table. For references to other texts, see Saindon 2004—05, 313. There
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Rama Dasarathi (SP | MBh 12.326.78—281 HV 31.110—42, PPL vamsanucarita
97.19a) BrP 213.124—58 5C.78

Dattatreya (SP | — HV 31.93—100ab, PPL vamsanucarita
97.19b)>¢ BrP 213.105—12 5C.75

Narasimha (SP MBh 12.326.73¢c—f, HV 31.31—67, BrP | PPL vamsanucarita
97.19¢) 12.337.36a 213.43—79 5C.71cd—72
Krsna (damodara-, MBh 12.326.82—92, | HV 31.143—47, PPL vamsanucarita
SP 97.20b%7, MBh 12.337.36b BrP 213.159—63 5C.80 (not in MtP)*”
Saurin- and

vrsnibandhu-, SP

97.26d*®)

Kapila (SP 97.21a)

MBh 12.326.64,
referring to Kapila as
the founder of

Samkhya

HV 10.48—49, BrP
8.55—56, referring
to Kapila as the
slayer of the sons of

Sagara

PPL vamsanucarita
2B.55¢d—573%
(same text as HV and
BrP; not in MtP),

referring to Kapila as

the slayer of the sons

of Sagara

is a third Rama, Balarama, who is also one of Visnu’s manifestations. Balarama seems to be meant
in the Ambikakhanda recension of the Skandapurana, for the A manuscripts read nagaya,
“[homage] to the Naga”, and Balarama is often equated with the mythical serpent Sesa. For
example, in the Harivamsa, Janameya wants to learn about Balarama (called Baladeva here, HV
90.1b), “whom they know as the Naga Ananta [i.e. Sesa]” (anantam yam vidur nagam, HV 90.3cd).
2% Dattatreya is a complex figure with different roles and identities in different traditions. One of
these is that he is a manifestation of Visnu. According to the Harivamsa (HV 31.93—100), Visnu
was born as the Brahmin Dattatreya in order to bring back the cosmic order, by, among others,
restoring the Vedas with their sacrifices and rituals, and the dharma. For an elaborate study on
Dattatreya, see Rigopoulos 1998.

27 For an analysis of Damodara as one of Krsna’s names, see Couture 2015a.

298 Both epithets relate to Krsna’s genealogy. The epithet Saurin- is a patronimycum of Krsna,
referring to Krsna’s grandfather Siira. The epithet vrsnibandhu- refers to Krsna, being the son of
Vasudeva and therefore born in the Vrsni clan.

2% The Matsyapurana has the Buddha as the ninth manifestation instead.

300 This manifestation is present in a different section of the vamsanucarita than the other
manifestations. The verse appears in text group I. the Brahmandapurana, Brahmapurana,
Harivamsa, Sivapurdna Dharmasamhita and Vayupurana.
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As the table shows, all manifestations are well-supported. Two of these, however, have a
relatively limited distribution and appear in a different context than the other
manifestations: Krsnadvaipayana and Kapila.

According to various texts, Visnu manifests himself as Krsnadvaipayana to divide
the Veda into four parts. He is also known as (Krsnadvaipayana) Vyasa or Vedavyasa®®'.
Among the texts shown in the table, only PPL vamsanucarita 5C.79 lists Krsnadvaipayana
(where he is called Vedavyasa) among other manifestations of Visnu. The
Narayaniyaparvan, on the other hand, only qualifies Vyasa as a manifestation of Visnu
when it happens to mention Vyasa, and not in a structured manifestation list. The
references either speak of Vyasa as born from (a part of) Narayana, i.e. Visnu**?, or equate
him with Narayana (MBh 12.334.9a—d)’*. Even though the situation in the
Narayaniyaparvan is different from the one in the Puranaparicalaksana, there is enough
textual evidence that Krsnadvaipayana has been one of Visnu’s manifestations from an
early epic-Puranic period onwards.

Kapila is considered to be a manifestation of Visnu throughout the epic and
Puranic genre as well, but there are at least two different Kapilas that qualify as such.
There is one Kapila who killed the sons of Sagara. This narrative is found in the
Puranapaiicalaksana (PPL vamsanucarita 3.55cd—57), represented by a large number

of texts (see note 300), including the Harivamsa and the Brahmapurana®®. There is a

301 Besides the surveyed texts, the Vispupurana is significant here as well because it features
Krsnadvaipayana in two manifestation lists. First, in ViP 3.2.54—end, Visnu’s functions in the
four yugas are described. In the Krtayuga, Visnu has the form of Kapila (ViP 3.2.56), in the
Tretayuga, the form of a king (ViP 3.2.57), in the Dvaparayuga, the form of Vedavyasa (ViP
3.2.58), and at the end of the Kaliyuga, he has the form of Kalkin (ViP 3.2.59). Another passage,
ViP 3.3.4—21, places Krsnadvaipayana in a list of Visnu’s manifestations as different vyasas,
“compilers”, of the Vedas, in different eras. Parasara, one of the interlocutors of the Visnupurana,
explains that “after having seen that the heroism, energy and power of the people have diminished”
(viryam tejo balam calpam manusyanam aveksya ca, ViP 3.3.6ab), Visnu “creates the portions of
the Vedas” (vedabhedan karoti sah, ViP 3.3.6d). Parasara then lists all the Veda-compilers
(vedavyasa, ViP 3.3.10a), concluding with the 28", being Krsnadvaipayana (ViP 3.3.19b).

302 MBh 12.337.4, 14ff. and 55. For an overview of Narayaniyaparvan passages with Vyasa, see
Griinendahl 1997, 238—39.

303 MBh 12.334.9a—d:

krsnadvaipayanam vyasam viddhi narayanam prabhum |

ko hy anyah purusavyaghra mahabharatakrd bhavet |

“Know that Krsnadvaipayana Vyasa is lord Narayana, for who else can be the creator of the
Mahabharata, oh tiger-like man?”

3% The Aranyakaparvan of the Mahabharata also refers to this story (MBh 3.45.25—27).
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second Kapila, who is the founder of the Samkhya system. One of the earliest attestations
of this Kapila is in the Narayaniyaparvan (MBh 12.326.64)*% where he is listed among
other philosophical founders*®.

It is difficult to say which of the two Kapilas is referred to in the Visnustotra of
the Skandapurana. In fact, both Kapilas appear elsewhere in the text, though never as
manifestations of Visnu®”’. In the eulogy, Kapila is nevertheless Visnu’s manifestation,
just as Rama Jamadagnya is also a manifestation in the eulogy, but not in a narrative
narrated elsewhere in the text’®. Since both Kapilas are known in the Skandapurana, the
text itself does not provide a conclusive answer to the question which Kapila is meant in
the stotra. However, based on the content of the myth in which the eulogy appears and on
the comparison made with the other sources, I conclude that Kapila the slayer is more
probable. After all, this Kapila fits the warrior-oriented content of the Varaha myth and
the Skandapurana corresponds exactly with the Puranaparicalaksana passage quoted in

the table.

395 MBh 12.326.64:

vidyasahdayavantam mam adityastham sanatanam |

kapilam prahur acaryah samkhyaniscitaniscayah || 64 ||

“The teachers who are convinced of the design of Samkhya call me ‘Kapila’, endowed with
wisdom, whose base is the Adityas, the eternal one.”

396 See Oberlies 1997, 128ff. for a discussion of the manifestations in this passage and see Jacobsen
2008, 31ff. for an overview of Puranas that contain manifestation lists with Kapila.

397 The myth of Kapila as the slayer of the 60,000 sons of Sagara is told in SPg, 126—27. It follows
the Mahabharata version of the myth (MBh 3.104—38) rather closely, where he is not a
manifestation of Visnu either. Kapila as the founder of Samkhya features in SPg, 172, where
Prahlada becomes a Samkhya teacher. When Prahlada decides to dedicate his life to this
philosophical system, he officially becomes a pupil, as stated in the following passage.

SPgh 172.59¢d—60ab, 61cd—62ab:

saksad bhagavatah sisyam kapilasyasurim munim || 59 ||

Sisyatvenopasamgamya moksavidyam avaptavan |

[...] moksavidyapararthajiiah samkhyasiddhantaparagah || 61 ||

siddhah paricasikhah namna so "bhavad munisattama |

“Having publicly approached the sage Asuri, the pupil of lord Kapila, in order to become [his]
pupil, he [i.e. Prahlada] reached knowledge [that shall lead to] liberation. [...] Knowing the highest
goal of knowledge [that shall lead to] liberation, mastering Samkhya-Siddhanta, he became the
Siddha (“Accomplished One”) called ‘Paficasikha’, oh best of sages.”

The Skandapurana follows the classical line of Samkhya leaders. Kapila is the founder, Asuri is
his first disciple and Pafica$ikha is Asuri’s pupil. See Bakker 2014, 8—9 for a short discussion on
why the Samkhya tradition is included in the Skandapurana.

308 In section 1.3, I have argued that in SPp, 121.23—124.end, Rama Jamadgnya is not a
manifestation of Visnu.
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Since the Skandapurana has the closest parallels with the Puranaparicalaksana,
represented by the Brahmandapurana and Vayupurana (and for a large part by the
Matsyapurana), it is tempting to assume that an early form of these Puranas was the source
of inspiration for the Skandapurana composers. However, as the table also shows, the
epithets are well-distributed among the other texts too. The wide range of textual sources
indicates the general popularity of these manifestations. Each time a new Purana was
composed, these manifestations were at the disposal of Puranic composers, ready to be
included in manifestation lists. The adoption of such standard manifestations in the
Skandapurana eulogy can be understood as intertextually consistent because they are
intrinsically linked to Visnu.

The reason why the Skandapurana composers included such a large set of
manifestations is again probably related to the intranarrational level. Just as the eulogy is
set in the context of slaying an Asura, it is also set in the context of Visnu manifesting
himself to re-establish the cosmic order. The large number of manifestations in the eulogy
is in line with the topic of the Varaha myth and can be seen as a deliberate choice of the

Skandapurana composers.

3.5.3 Epithets related to Siva and the Skandapurana
Eight epithets can be grouped together because they have a link with Siva, Parvati or the
Skandapurana. Some examples are given here to illustrate how these epithets can be

interpreted and how they reveal the hand of the composers.

»  The epithet mahddevapriya-, “dear to Mahadeva [“the Great God”, i.e. Siva]” (SP
97.21d), expresses Visnu’s devotion to Siva®®, which is a theme throughout the
Skandapurana, as shown in section 3.4.

= The epithet salile tapyamana-, “practicing tapas on water” (SP 97.20c¢), generally
refers to Siva®'?. For example, in a hymn of praise to Siva in the Mahabhdrata

(MBh 7.5.49ff.), Siva is invoked as tapyamanaya salile, and elsewhere in the

399 The epithet mahesvaragana-, “Gana of Mahesvara [“the Great Lord”, i.e. Siva]” (SP 97.22d),
also shows Visnu’s devotion to Siva. )

310 Another epithet that usually involves Siva is Sarva, “Sarva” (SP 97.28c¢), for it is one of Siva’s
names.
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Skandapurana, the epithet is likewise applied to Siva (SP 14.16a and SPgy
122.36¢). It goes back to the Sthanu myth, in which Siva practices fapas in water
(see for example MBh 10.17)*!!. The epithet is not known as Visnu’s, and I did
not find a narrative in which Visnu practices fapas on water. Instead, the
composers may have intended Visnu’s “yogic sleep” (voganidra) on the cosmic
ocean before a new era®'?. The following epithet, nagasayyapriya- (SP 97.20d),
should probably be connected to salile tapyamana-, for they both involve water.
Furthermore, the similarities between this epithet being used for Siva in the
context of the Sthanu myth and it being used for Visnu in the context of his cosmic
sleep may have also contributed to the transposition from Siva to Visnu: Siva
practices tapas before the (re)creation of the universe, and Visnu lies on Sesa
before creation; Siva’s tapas is done on water, and Visnu lies on the water.

=  The epithet rudrardhariipa-, “whose body is half Rudra [i.e. Siva]” (SP 97.22a),
refers to Visnu’s body that is associated with Siva in the form of Harihara.
Harihara is a type of imagery where Siva and Visnu are combined into one icon,
each forming one half*'®. This is a widespread iconographic phenomenon, which

has been visualized textually in the Skandapurana at the end of the Vamana myth,

311 When Siva practices tapas in the water for a long time, Brahma mentally creates a second
creator, Daksa (MBh 10.17.11). Brahma helps Daksa feeding all creatures. The population grows
so fast that Siva becomes angry and emerges from the water. He makes clear that in fact, all food
has been produced through his tapas. After this speech, Siva leaves and starts practicing tapas on
a mountain (summary based on Shulman 1986, 103).

312 There are numerous examples of Visnu’s yogic sleep (see Couture 2015d). For instance, in the
Varaha myth of HV App. 1 No. 42, Visnu sleeps before the creation starts.

HV App. 1 No. 42 11. 62—63:

tatah svapiti dharmatma sarvalokapitamahah | 62 |

kim apy amitavikranto yoganidram upagatah || 63 ||

“Then the righteous grandfather of all the worlds [i.e. Visnu], of such immeasurable might, sleeps,
having gone to a yogic sleep.”

313 The epithet umarapin-, “with the form of Uma [i.e. Parvati]” (SP 97.22b), has a similar
compound construction and may be understood in the same sense. However, | am not aware of any
narrative or image in which Visnu merges with Parvati. Alternatively, Uma may be understood as
the all-encompassing goddess, who represents all women. In that case, the epithet could refer to
Visnu’s form as Mohini, an enchanting woman who stole the amrta back from the Asuras in the
Amrtamanthana myth. Another alternative has been suggested by the editors of this part of the
Skandapurana that uma- should rather be interpreted as “flax”, a blue flower (SP Vol. V, forth.).
Uma- then refers to Visnu’s blue skin: “with the colour (r#pa) of a flax”. If Visnu’s colour is indeed
meant, then the ambiguity with Uma as Siva’s wife must still have been intended, for the audience
of the Skandapurana would immediately associate uma- with Parvati.
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where Siva grants half of his body to Visnu (SPs, 121.20), and Visnu reaches
yoga, “union”, with Siva®'4.

= The epithet jimitaripa-, “having the form of a cloud” (SP 97.21c), refers to a
story in the Skandapurana, in which Yajiia, “Sacrifice”, once had the form of a
cloud (SP 31.38—46)'°, It is common practice to identify Visnu with the sacrifice
(see Gonda 1954/1969, 77—S80).

The epithets in this category display the hand of the Skandapurana composers most
clearly, in particular those referring to stories that are only known from the text itself, as
well as those epithets that demonstrate Visnu’s devotion to Siva. After all, these are new
elements that are not found in texts prior to the Skandapurana. By introducing these new
designations, the composers integrate the Visnustotra within the rest of the text,

establishing internarrational consistency.

3.5.4 Which narrative consistency prevails?
I started this analysis of the gods’ eulogy to Visnu with a comparison with other requests
for help. In this textual context, it is a literary convention that the gods praise the requested
god. Even though the Visnustotra can thus be explained as consistent on the extratextual
level, there are also cases in which a similar request for help follows the same pattern, but
without an actual stotra. It is then simply stated that the god in question is praised by the
gods. This raises the question why the Skandapurana composers did not opt for this
second possibility.

To answer this question, I have taken the content of the eulogy into consideration.
Most epithets appear to fall into well-definable categories that moreover fit the context of
the eulogy. The many epithets that are related to Visnu as warrior and as a deity who
manifests himself fit the context of the stotra perfectly, since the eulogy appears in the

context of the Varaha myth, which celebrates Visnu as Asura-slayer and in his

314 The iconography of Harihara and its textual representation is discussed in note 388.

315 The epithet rudradattavara-, “whose body is half Rudra [i.e. Siva]” (SP 97.22a), probably also
refers to specific moments in a myth in the Skandapurana. In SP 68.10, Siva grants Visnu various
boons, including the Sudar$ana cakra, and also in each afterlife episode of Visnu’s three
manifestation myths, Siva grants Visnu a boon (see section 4.2).
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manifestation of the Boar. Thanks to this intranarrational consistency, the eulogy is
stylistically blent into the rest of the narrative. However, stylistic writing does not seem
to have been the only concern of the composers. The epithets that are specifically related
to the Skandapurana and Siva reveal an additional reason to include a Visnustotra. Some
of the epithets in this category make a unique connection with other narratives in the
Skandapurana, and others appeal for Visnu’s characterization in the Skandapurana as
Siva’s devotee. In this way, the Visnustotra becomes a Saiva variant of such a eulogy to
Visnu. With this new version, the Skandapurana composers were able to take control of

how Visnu should be worshipped from a Saiva perspective.

3.6 Conclusions

The way in which Visnu is portrayed in the Skandapurana is unprecedented. His character
shows both Vaisnava elements that are known from other sources and Saiva elements that
are innovations. To explain this new, composite image of Visnu, a four-fold categorization
of different narrative consistencies has been introduced. To prevent unnecessary
repetition, a few examples of each type of consistency should suffice in order to

demonstrate the composers’ attempt to use different mechanisms of consistency.

= Intranarrational consistency can be observed in the choice of epithets for the
Visnustotra in the Varaha myth. By selecting a large number of epithets referring
to Visnu as an Asura-slaying warrior and his manifestations, the Skandapurana
composers create consistency with the rest of the Varaha myth being a story on
Visnu manifesting himself to conquer the Asuras.

= Internarrational consistency becomes particularly apparent in cases where
Visnu’s characteristic traits have a Saiva disposition. The idea that Visnu’s cakra
stems from Siva and does not work against Siva’s attendants can be understood
from the text’s ideology that Siva is superior and the ultimate saviour. Such
innovations reflect the Skandapurana’s core principles found in the rest of the
text.

= Intertextual consistency concerns those narrative elements and character traits

that are known from other texts. The main storyline is, for a start, maintained in
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the Skandapurana. The same goes for some of Visnu’s key features, such as the
cakra being one of his principle weapons.

= Extratextual consistency has been identified as one of the reasons to include a
Visnustotra in the Skandapurana, as it appears to be a literary convention to add
a praise to a request for help. The Skandapurana composers actively engage with

this literary standard, by narrating an extensive stotra to Visnu.

The majority of the case studies show a combination of different levels of consistency.
For example, the Visnustotra displays all four levels. Its inclusion can be explained from
an extratextual perspective, and its content displays intranarrational, internarrational and
intertextual consistency. Most combinations of narrative consistency are, however, one of
intertextual and internarrational consistency. These concern characteristics of Visnu
which are a mix of features that are known from other texts, mainly with a Vaisnava
background, and features that agree with the Saiva ideology of the Skandapurana. The
reason why the Skandapurana composers often chose this kind of characterizations can
be explained with the help of a theory developed in the field of Greek and Latin literature,
namely ‘anchoring innovation’.

2316

In the position paper ‘Anchoring Innovation: A Classical Research Agenda’>*®,

Ineke Sluiter has defined anchoring innovation as follows (emphasis in italics mine).

“Innovations may become acceptable, understandable, and
desirable when relevant social groups can effectively integrate
and accommodate them in their conceptual categories, values,
beliefs and ambitions. This is the case when they can connect
what is perceived as new to what they consider familiar, known,
already accepted, when, that is, innovations are ‘anchored’”

(Sluiter 2016, 23).

316 Anchoring Innovation is an NWO-funded project, studying innovations in Greek and Latin
society. More information can be found in the position paper by Sluiter 2016 and on the project
website https://www.ru.nl/oikos/anchoring-innovation/.
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In other words, innovations of any kind—from new architectural constructions to new
policies or new literary genres—should contain a familiar component in order to be
accepted by the prospected users, voters or audience. The same applies to most of Visnu’s
new characteristics in the Skandapurana version of the manifestation myths. Visnu’s new
features should contain elements that are familiar, known, already accepted, in order to
become acceptable. In order to demonstrate that this process is present in the
Skandapurana, 1 will revisit some of the characteristics that I have identified as
internarrational and intertextual consistency and as a combination of the two.

Visnu’s characteristics discussed in the category of internarrational consistency
can be seen as what is new, the innovations. Many internarrational elements have a Saiva
nature and contribute to the text’s ideology that Siva is superior to all. This does not only
innovate the myth, but it also contributes to the integration and accommodation of Visnu’s
manifestation myths in the Skandapurana. Thanks to these innovations, the intrinsically
Vaisnava myths become integrated and accommodated in the Saiva text. Hence, the words
‘integrate’ and ‘accommodate’ in Sluiter’s definition is, at least in the case of the
Skandapurana, not limited to the audience’s “conceptual categories, values, beliefs and
ambitions”, but can also be applied to the text of the innovators. In order to be accepted,
the innovation should comply with the context in which the innovation takes place.

Integration and accommodation also takes place in the sense that the new Saiva
characteristics are integrated in and accommodated to the known Vaisnava characteristics.
Those features that fall under intertextual consistency are what is defined in the theory of
anchoring innovation as familiar, known, already accepted. Innovations should be
accommodated to known characteristics of Visnu because they are already in the
audience’s conceptual categories, values, beliefs and ambitions. This means that
innovations cannot be taken too far. For instance, if Brahma, who is well-known as the
god of creation, would be portrayed as the god of destruction, the composers might lose
their credibility. After all, according to the general worldview of that time, Brahma is the
creator god and not the one who causes the end of the universe. Composers had to
acknowledge certain general notions, including those related to Visnu. Some of his
features simply cannot be changed, such as the fixed narrative element that Visnu is the

one who conquers the king of the Daityas.
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According to the theory of anchoring innovation, the goal of such combinations of the
known and unknown is to become acceptable, understandable, and desirable. The
Skandapurana composers probably had a similar aim. Their version of the manifestation
myths had to become accepted by their audience. Being accepted is crucial for retellings,
in particular those that have been radically changed, because they do not yet belong to the
established order. The greatest chance at acceptance is when there is a balance between
the known and the unknown?”.

Whereas the Skandapurana composers carefully weighted innovations and fixed
knowledge for the main story of the manifestation myths, they took a different approach
in their narration of the afterlives of Visnu’s manifestations. These afterlife episodes are
unknown from earlier sources and replace Visnu’s heroism with strong Saiva believes.

How can we explain this alternative narrative approach?

317 In chapter 6, the Conclusions, 1 will argue that a dramatic visualization of those retellings that
have been changed radically from an ideological point of view can additionally contribute to their
acceptance. Since the new, Saiva retellings of Visnu’s manifestation myths did not belong to the
established order yet, it seems important that they were told in an appealing, scenic and rich style
of writing, instead of in a more static, straightforward summary presentation.
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tubhyam visno maya dattah punyo hy esa varah subhal |

ayonau sajjamanasya svayonau pratipadanam ||

“Oh Visnu, I have given you this auspicious and glorious boon:
the return to your own birth, when you cling to an unnatural birth.”

Skandapurana 71.68

4 And they lived happily ever after... or not? A new ending for Visnu’s

manifestation myths

All three manifestation myths of Narasimha, Varaha and Vamana revolve around the
central problem that the cosmic order has been disturbed, because the king of the Daityas
has taken over control of the universe, and the gods have lost their homes and power. The
solution is provided by Visnu, by manifesting himself as Man-Lion, Boar or Dwarf and
conquering the Daitya king in question. The manifestation myths generally end here; that
is, with Visnu’s heroic deed of conquering the king of the Daityas, returning the power
over the universe to Indra, and, although not always stated explicitly, Visnu leaving his
manifested form and taking on his own divine body again®'®.

In the Skandapurana, on the other hand, the story does not end there. Visnu
continues to live in his manifestation, twice voluntarily, once against his will. This creates
a new problem: as long as Visnu does not return to his normal self, the cosmic order is
not entirely restored. This new problem demands a new solution, provided by Siva or one
of his attendants. Since these new endings, containing an afterlife of Visnu’s
manifestations, are the topic of this chapter, a summary of each of them is in place.

Narasimha myth. As soon as Narasimha kills HiranyakaS$ipu, all remaining
Daityas flee to Rasatala, Indra regains power, and the gods return to their own kingdoms
(SP 71.47). Everything is back to normal, except for one thing: Visnu does not give up his
Narasimha form, so Indra goes to Siva to ask him whether he can make Visnu leave this
body (SP 70.11—14). As a solution, Siva becomes a Sarabha, a mythical being, and
approaches Narasimha (SP 71.49—51). Narasimha attacks the Sarabha, but the latter does

318 Although the Varaha myth is sometimes followed by a myth of creation (as demonstrated in
section 2.2), the latter is a separate story that can be read individually.
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not even flinch, which makes Visnu realize that the Sarabha is Siva and he starts praising
him (SP 71.52—66). Siva is pleased by this and tells Visnu that he will always help Visnu
“to return to his own birth” (svayonau pratipadanam, SP 71.68). The Sarabha steps on
Narasimha and reunites Visnu with his divine body (SP 71.71). Before departure, Siva
gives Visnu the boon of “slaying Daityas” (daityaghnam, SP 71.72).

Varaha myth. When Varaha has beheaded Hiranyaksa (SP 107.41) and has
rescued the earth from Rasatala, carrying her back to her original place (SP 108.14—16),
Varaha returns the power over the universe to Indra and promises that he will kill other
Asura kings whenever needed (SP 108.17—18). The gods ask Varaha: “having resorted
to your own form [again], please become like before” (svam mirtim asthaya yatha pirvam
tatha bhava, SP 108.19cd). Varaha replies that he wants to enjoy this boar-form a little
longer but that he will become a god again after some time (SP 108.20—21). The gods
return to their kingdoms, and Varaha holds a victory festival (SP 108.22—end).
Meanwhile, Varaha and his wife Citralekha get a son called Vrka (SP 109.1). Vrka goes
out roaming around and arrives at Skanda’s palace, where he wrecks the entire garden (SP
109.2—6). Since Skanda is at Mount Mandara to visit his father Siva, he appoints one of
his Ganapas, called Kokavaktra, to watch over the palace. Kokavaktra finds Vrka and
catches him (SP 109.21). As soon as Skanda returns, he orders Kokavaktra, on the advice
of his father, not to release Varaha’s son (SP 109.27—31). Narada, the messenger of the
gods, sees this and goes to Varaha to inform him about the situation (SP 109.34—38).
When he finds out what is done to his son, Varaha gets furious and sets off to Skanda’s
palace (SP 109.39—end). When Varaha arrives, a big fight takes place between Varaha
and Skanda with the help of Kokavaktra (SP 110.4—10). Skanda finally takes his
Samvartika spear, which he had received from Siva during his visit earlier, and pierces
Varaha’s heart with it (SP 110.11—14). As a result of this hit, Varaha leaves his body and
“stands with another body” (dehenanyena tasthivan, SP 110.15d), taking on his “old
body” (deham [...] pauranam, SP 110.16ab). Visnu goes to Siva (SP 110.16¢cd), who is
pleased with Visnu’s devotion and achievements and wants to grant Visnu a boon (SP
110.26). Visnu asks Siva to teach him and the gods the pasupatavrata, “the Pasupata

observance”, so that they become victorious in battle against the Asuras (SP 110.27—28).
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Siva consents to Visnu’s request and goes to Mount Meru to instruct the vrata (SP
110.29—end).

Vamana myth. When Bali has returned to Patala, and the gods have regained their
kingdoms thanks to Visnu’s trick to become Vamana (SPgy 117.20), the gods praise Visnu
(SPgn 117.23—27). Because of this eulogy, Visnu becomes exceedingly proud and
therefore loses his highest yoga, “power” (SPgn 117.28—29), and a Papma, “Sin”, enters
him (SPgx 117.30). Papma turns Visnu into a Dwarf again (SPgy 118.1). Since Visnu is
unable to kill enemies in this state, he should bathe in firthas, “holy bathing places”,
perform a horse sacrifice together with the gods and visit Siva, who will purify him and
release him from Papma (SPgy 118.12—14). The gods take Visnu on a pilgrimage (SPgn
118.15—119.105) and make him perform a horse sacrifice on the top of the Himavat (SPgx
119.106—7). Siva arrives there and grants the gods a boon (SPg, 120.21). The gods ask
Siva to complete the sacrifice and to release Visnu from sin (SPgy 121.4). Siva consents
to their wish: he concludes the sacrifice and splits Mount Himavat with his lance, so that
streams of water start flowing that purify Visnu, releasing him from Papma (SPgn 121.5—
7). The gods return to their homes, but Visnu stays on the mountain to praise Siva for
1,006 years and six months (SPgn 121.13—14). Siva, being pleased with Visnu’s devotion,
tells Visnu to ask for a boon (SPgy 121.15). Visnu wants to know how he will not be
contaminated by sin or tapas (SPsx 121.16). Siva tells Visnu to perform the mahavrata,
“the great observance”, which is qualified as a pasupatavrata (SPgn 121.17). When Visnu
has performed the mahavrata for twelve years, he obtains “supremacy” (paramaisvarya),
and Siva gives half of his body to Visnu. Visnu thus reaches union (yoga) with Siva, and
his body becomes “Visnusamkara” (SPgy 121.18—20).

Whereas each manifestation and each storyline demand a different approach?®',
all three manifestation myths follow the same pattern for the two parts in which the
afterlife episodes can be divided. The first part concerns the above-mentioned new
problem that arises when Visnu clings to his manifestation. The cosmic order is only truly

restored when he has taken on his own form again. The solution is provided by Siva or

319 For example, whereas Visnu simply continues to live as Narasimha and Varaha, this is not
possible for his Vamana manifestation. After all, it is a fixed part of the general storyline that Visnu
leaves his dwarfish body. Therefore, the Skandapurana composers designed an alternative
implementation of the new problem with Visnu returning to his Vamana manifestation.
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one of his attendants by proxy, Skanda in this case. Siva (or Skanda) makes him return to
his original body or provides Visnu and the gods the right solution how this can be
effectuated. This new problem-solution pattern is in each manifestation myth
implemented differently, adjusted to the requirements and characteristics of the
manifestation in question. I start this chapter (4.1) by examining this pattern and exploring
which choices are made per manifestation. I take a comparative approach by looking for
the origins of particular narrative elements and the reasons to include them. Why, for
instance, is a Sarabha chosen as the appropriate opponent of Narasimha; why does Skanda
fight with Vrka and Varaha instead of Siva himself; and why should Visnu be taken on a
pilgrimage to expiate Papma? It should not come as a surprise that across all these well-
chosen opponents and practical solutions there is one consistent factor: Siva is behind all
solutions and he is the ultimate saviour here.

The second shared part of the afterlife episodes is the fact that Visnu receives a
boon from Siva. First, he obtains the important cosmic task of being the slayer of the
Daityas and then, he receives the pasupatavrata twice, the highest teaching for Pasupata
Saivas. How does this task fit Visnu’s character; and what does it mean that Visnu
performs the vrata twice, both in a practical sense (is there a difference between the two?)
and in a theological sense? These questions are addressed in the second part of this chapter
(4.2).

Besides these content-related questions, I will also address the question why the
Skandapurana composers changed particularly the endings so radically. Whereas changes
and additions are common practice in the retelling of the manifestation myths, as
demonstrated in the previous chapters, such radical innovations as the afterlife episodes
show are unknown from earlier and contemporary retellings in the epics and the

320

Puranas’®. As I will argue in the introduction to section 4.1, based on the structure of the

320 To the best of my knowledge, only three other later Puranas add an afterlife to Visnu’s
manifestations. The Sivapurana (SiP Satarudriyasamhita 10—12) and the Lingapurana (LiP
1.95—96) add an afterlife to Narasimha and allude to an afterlife of Varaha. The Kalikapurana
(KaP 29—30) adds an afterlife to Varaha, within which Narasimha has an afterlife as well. Since
these are the only Puranas with an additional episode, I give a summary of them, highlighting some
details that are relevant in light of the Skandapurana.

SiP S'atarudrz'yasamhitd 10 and LiP 1.95: When Narasimha has killed Hiranyakasipu, Visnu does
not return to his own body. He stays in his Man-Lion form, causes terror among the gods and is a
real threat. Brahma and the gods go to Siva for help. Siva promises the gods that he will take care
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Narasimha myth, it is possible to see that the Skandapurana composers put much
emphasis on the story told in the afterlife episode. I will argue that the composers made

the deliberate choice to convey this message at the very end of the narrative, because it is

of Narasimha. SiP Satarudrivasamhita 11 and LiP 1.96.1—59: Siva calls Virabhadra to mind, who
immediately appears before Siva. Siva orders Virabhadra to make Visnu return to his original form.
Virabhadra tries to convince Narasimha to give up his manifested form; for example, by reminding
him of Siva’s glorious deeds and his attendants’ victories. One of the arguments is that “the enemy
of Taraka” (tarakari), i.e. Skanda, had slain Visnu in his Varaha form (SiP S'atarudrl’yasamhitd
11.50 and LiP 1.96.47cd—48ab). This is a clear reference to an afterlife of Varaha, which above
all includes the same conclusion as Vardha’s afterlife in the Skandapurana. SiP
Satarudriyasamhita 12 and LiP 1.96.60—end: Virabhadra’s speech only makes Narasimha even
more angry, and Narasimha attacks him. Virabhadra leaves, and Siva arrives in his turn, having
become a Sarabha. By the sight of the Sarabha alone, Narasimha becomes weak, and the Sarabha
starts a fight. Narasimha then praises Siva and asks for mercy. The Sarabha does not listen and
kills Narasimha. The gods go back to their abodes, and the universe and the distribution of power
returns to normal.

The afterlife of Varaha in the Kalikapurana is an intricate story with many cross-references and
(parts of) myths combined. KaP 29: Siva tells Varaha that it is time to leave his boar-form because
he has completed his task—returning the earth to her original position—and because it is a harmful
body. Visnu as Varaha promises to cast off his boar-form, and both Varaha and Siva leave.
However, Varaha continues to live in the mountains and starts a sexual relationship with the earth,
who is in “the form of a boar” (potriripa, KaP 29.26a). They get three sons: Suvrtta, Kanaka and
Ghora. The boys are wild animals and wreck the earth, but Varaha does not try to stop them. Nor
does he show any sign of abandoning his manifested form. KaP 30: the gods take refuge with
Narayana (KaP 30.2d; apparently, the Boar manifestation is separate from Visnu-Narayana). They
complain about Varaha and his three sons. Visnu asks Siva to make him abandon the boar-form
because he is not able to do it on his own (KaP 30.32) and asks him to kill Varaha (samkaro hantu
potrinam, ‘“may Samkara kill the boar”, KaP 30.33d). To accomplish this, Siva becomes a Sarabha
(the form that in the Skandapurana fights with Narasimha instead) and starts a battle with Varaha
and his three sons. The entire world is destroyed, and the three sons and the Sarabha are on the
verge of death. Brahma goes to Varaha to beg him to leave this boar-form. Visnu then assumes the
form of a Fish to carry the seven sages and the Vedas, as they have sunk into the water along with
the entire earth. Then Visnu, called Varaha again (KaP 30.86¢), sees the Sarabha still fighting with
his sons. Varaha calls his earlier Narasimha form to mind. Narasimha arrives and gives his tejas to
Varaha. The fight between the Sarabha and the boars continues with more boars joining the fight.
In reaction to that, the Sarabha creates numerous Ganas. Varaha’s party of boars is on the losing
side, so Vardha decides that it is time to leave his Varaha body and at that moment, the Sarabha
splits Narasimha into two. Nara arises from his human part, and Narayana from his lion part (KaP
30.124—26). Visnu, in the form of Varaha, asks the Sarabha to kill him as well (KaP 30.132). In
his speech, he further announces to become Varaha (again) when the earth has sunk (again), and
then, Siva’s son (te sutah, “your son”, KaP 30.139b), i.e. Skanda, will make Varaha leave his form,
as soon as Varaha’s job is done (KaP 30.138—39, N.B. this has again a parallel with the
Skandapurana). After this speech, the Sarabha kills Varaha and his three sons. Siva’s Ganas fight
with Varaha’s attendants and kill them all. KaP 31: each part of Varaha’s body is cut, and the parts
become various sacrifices and sacrificial elements.

It would go beyond the scope of this dissertation to study the possible influence of the
Skandapurana on the Sivapurdna, Lingapurana and Kalikapurana; for this topic, see Granoff
2004.
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the most defining part of a story. It is what lingers in the minds of the audience and what
is remembered most vividly. If one changes the end of a narrative, one can essentially
change the message of the entire story. Composers can therefore take most control of a
narrative, when they put their most important message—i.e. the message they want the
audience to remember—at the end. I call this “the principle of end weight”. I adopted the
term “end weight” from the field of grammar, where end weight refers to the principle
that the new, heavier, longer and more important part of the sentence is placed at the end.
This principle will be central in this chapter to identify the reason why the Skandapurana
composers changed the end in a much more radical fashion than the main story*?!.

The principle of end weight, in particular the idea that one can take control of a
narrative by taking control of its end, may additionally provide one of the reasons why the
manifestation myths were incorporated into the Skandapurana in the first place. This
possibility is based on one of the few systematic studies on the importance of endings of
narratives, by Timothy S. Miller in his doctoral thesis called Closing the Book on

Chaucer*®. Miller addresses the same questions on both the importance of endings and

32 This is in addition to the theory of anchoring innovation. As explained in section 3.6, for the
sake of acceptance, the content of a retelling should not be removed too far from what the audience
knows. There is, in other words, a limitation to the amount and size of innovations, in particular,
so it seems, in the main story of a narrative.

322 Most studies on endings deal with the definition of “end” (e.g. McQuillan 2000, 318), the
importance that a story has an end (e.g. Kermode 1967/2000), or the formal devices on how to end
a story, such as formulae, morals, prayers or deviating meter (e.g. Zeelander 2011). An exception
to these works, besides Miller 2014, is Closure in the Novel by Marianna Torgovnick. She
acknowledges the importance of the end by stating that “an ending is the single place where an
author most pressingly desires to make his point—whether those points are aesthetic, moral, social,
political, epistemological, or even the determination not to make any point at all” (Torgovnick
1981, 19). One of the reasons for this, she argues, is the fact that “[i]n long works of fiction, [...]
it is difficult to recall all of a work after a completed reading, but climatic moments, dramatic
scenes, and beginnings and endings remain in the memory and decisively shape our sense of a
novel as a whole” (ibid, 3—4). This confirms my assumption that the end is remembered most
vividly. Nevertheless, this work by Torgovnick will be not used otherwise because it deals with
new novels that are not based on earlier versions. This differs from my comparative approach to
retellings.

Within the field of Indology, the issue seems to be little raised as well, with the exception of A.K.
Ramanujan. In his article on the many tellings of the Ramdayana, he notes various differences,
including the fact that “there are two endings to the story. [...] Each of these two endings gives the
whole work a different cast. The first one celebrates the return of the royal exiles and rounds out
the tale with reunion, coronation, and peace. In the second one, their happiness is brief, and they
are separated again, making separation of loved ones (vipralambha) the central mood of the whole
work. [...] With each ending, different effects of the story are highlighted, and the whole telling
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the importance of changing endings on the basis of a comparative study of the works of
Chaucer. The works of Chaucer do not always have an ending, and this void was
occasionally filled by later authors. Miller notices that “[t]his study [on endings] will
confirm our intuitive but rarely theoretically-articulated sense that the ending stands as
the primary site of control in narrative, or rather the locus of attempts to control a given
narrative, the place where competing voices and discourses struggle to regulate the
reception and future use of the text” (Miller 2014, 9). Since the ending is the place of
control, Miller continues, this also means that “[tJo change an ending will change what
the text means in a given time and place; to reinterpret an ending can have the same effect”
(ibid, 10). This was done, for example, by Scottish authors who “completed” those works
of Chaucer that had no ending. Miller calls the result of this completion “a “Scotticization”
of the Chaucer tradition effected through rewritings of the poet’s endings. [...] Through
the mediation of the endings, Chaucer becomes the property of the Scots” (ibid, 46). By
adding Scottish endings to Chaucer’s works, the Scots try to claim the works as their own.

This study on Chaucer does not only confirm my assumption that the endings are
the most defining parts of a narrative and that changing those narrative parts can have a
great effect, it may also shed a light on why Visnu’s manifestation myths were
incorporated by the Skandapurana composers. If Chaucer’s works became the property
of the Scots through Scotticization of the works in general and their endings in particular,
could it be the case that Visnu’s manifestation myths likewise became the property of the
Saivas through Saivization of the myths in general and their endings in particular? In order
to be able to answer this question, it is important to know what the core message of the
afterlife episodes is, what the role of Siva is exactly, and whether we can qualify the
endings as a process of Saivization. The answers to these questions will be presented in

the final part of this chapter (4.3).

alters its poetic stance” (Ramanujan 1991, 39—40). Ramanujan’s conclusion that the ending can
have an effect on the telling as a whole fits my argument expressed in the main text. However,
unfortunately, Ramanujan does not investigate the effect and the role of endings further or in a
more systematic manner and continues instead with how the beginnings of the various tellings of
the Ramayana can set the tone for the rest of the text (see note 323).
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4.1 An additional problem and solution

The Narasimha myth is the first of the three manifestation myths that introduces an
afterlife of Visnu’s manifestation. The audience does not know yet that the text will
present a new, alternative account of the manifestation myths. Since the Skandapurana is
the first text with an afterlife episode, this may even be the first time the audience hears
about an afterlife of Visnu’s manifestations at all. The Narasimha myth seems to have
been used to determine three constants that feature in all three manifestation myths, either
by setting them straight right at the beginning of the narrative or by presenting it as a given
all along. First, the Narasimha myth introduces the new problem and stresses its
importance by introducing the afterlife episode before the main story. Second, it includes
the underlying solution that was present all along. Third, of all three manifestation myths,
the Narasimha myth puts Siva most clearly forward as the problem solver. Since these
constants are applicable to all three myths, they are surveyed here first, before each
individual manifestation myth is examined further.

The Narasimha myth immediately introduces the first constant, viz. that a new
problem has arisen, by starting with an announcement of the afterlife episode before the
myth itself has even begun. This “foreshadowing”, as it is called in narratology, is a
narrative technique to let the audience know what significant future event can be
expected®?. This announcement can be therefore considered as what the story will

essentially be about.

323 “Foreshadowing: A technique whereby a significant event in the future is hinted at in advance”
(McQuillan 2000, 318). Foreshadowing is a common technique in epic and Puranic literature.
When foreshadowing is used in different retellings of the same narrative, it is occasionally possible
to determine the main differences between those different versions right at the beginning of the
story. This has been shown by A.K. Ramanujan in the case of some of the tellings of the Ramayana.
For example, Valmiki opens with a frame story in which a hunter kills “one of a happy pair of
lovebirds. The female circles its dead mate and cries over it. [... TThe incident of the death of a
bird and the separation of loved ones becomes a leitmotif for this telling of the Rama story”
(Ramanujan 1991, 40). This start can be contrasted with the beginning of the Tamil telling of the
Ramayana by Kampan. “It describes the waters as they are gathered by clouds from the seas and
come down in rain and flow as floods of the Sarayii river down to Ayodhya, the capital of Rama’s
kingdom. Through it, Kampan introduces all his themes and emphases, even his characters, his
concern with fertility themes (implicit in Valmiki), the whole dynasty of Rama’s ancestors, and his
vision of bhakti through the Ramayana” (ibid, 43). In other words, “the opening sections of each
major work set into motion the harmonics of the whole poem, presaging themes and a pattern of
images” (ibid, 40). The difference between the beginnings of the examples provided by Ramanujan
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The foreshadowing is done in the form of a request from Indra, Sasanka (“Moon”) and

Vayu to Siva, with Indra asking the following®**.

SP 70.11—14:

hiranyakasipum hantum asurendram mahabalam |

yac cakara vapur visnur narasimham bhayanakam || 11 ||

tam hatvapi sa daityendram visnuh parabalardanah |

tad rilpam naiva samtyajya svam vesam akarod vibho || 12 ||
tena rilpena devesa kriirenapi pisitepsund |

na vayam nirvrtda bhitva trasat tisthama samkara || 13 ||

sa yatha simharipam tam parityajati madhavah |

prasadam nas tatha kartum arhasi tvam surottama || 14 ||

“11. In order to kill the very strong Hiranyakasipu, the lord of
the Asuras, Visnu made that terrifying body of a Man-Lion. 12.
However, having killed the lord of the Daityas, Visnu, the
destroyer of the army of the enemies, did not give up this body
and did not take on his own form, oh lord. 13. Because of that
cruel body, which longs for meat, we are not at ease because of
fear, oh Samkara [i.e. Siva]. 14. Please do us a favour, oh best

of gods, so that Madhava [i.e. Visnu] will leave his lion-form.”

The fact that the afterlife is introduced right at the beginning of the narrative suggests that
the Skandapurana composers added much value to it: this future event is so new and
important that it should be made clear immediately. Two problems are central in this
future event. First, specific for Narasimha, he forms a threat to the universe. He is
pisitepsuna, “longing for meat”, which suggests that he devours all kinds of living

creatures, even though this is not made explicit anywhere in the rest of the narrative. This

and the start of the Narasimha myth in the Skandapurana is that the former introduce recurrent
themes across the entire work and the latter announces one specific future event.

324 The other two gods make a request for themselves. Vayu does not want to be “bodiless” anymore
(aSariro, SP 70.16¢), and Siva instantly makes him “corporeal” (mirtiman, SP 70.17d). Then
Sasanka wishes to become “free from consumption” (yaksmahinah, SP 70.18¢), and Siva promises
that he will become free from consumption, as soon as Sasanka has done tapas (SP 70.19).
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specific problem and its solution is discussed below in section 4.1.1. The second problem
is the very fact that Visnu does not give up his manifested form. From a theological
perspective, this is a problem because it means that if Visnu does not give up his form, he
is unable to manifest himself again in other times of crisis in another form. Already in the
first occurrences of Visnu’s ability to manifest himself, like in the Bhagavadgita of the

), Visnu’s

Mahabharata (the oft-quoted “definition” of Visnu’s manifestations
manifestations are presented as a continuous process. This implies that Visnu gives up his
manifested form before he takes on another one. This is also a few times suggested in the
Skandapurana itself. First of all, the very fact that Indra makes explicit that Visnu became
Narasimha to combat Hiranyakasipu, but did not give up his form after his success,
suggests that he considers this a problem (SP 70.12). Second, the connection between
Visnu’s completed task and the fact that he should return to his own form again is
reiterated later by Siva twice; first, in the form of a simple statement (SP 71.70)*2¢ and
then, in the form of a boon, which suggests that the problem and its solution were present
all along. This brings us to the second constant, namely that it has long been destined that
Siva will rescue Visnu from his manifestation if he clings to it.

Just before Siva releases Visnu from his Man-Lion form, he addresses Visnu as

follows.

325 BhG 4.7—38:

yvada yada hi dharmasya glanir bhavati bharata |

abhyutthanam adharmasya tadatmanam srjamy aham || 7 ||

paritranaya sadhunam vinasaya ca duskrtam |

dharmasamsthapanarthaya sambhavami yuge yuge || 8 ||

“For whenever the Law languishes, Bharata, and lawlessness flourishes, I create myself. I take on
existence from eon to eon, for the rescue of the good and the destruction of the evil, in order to
reestablish the Law” (translation by Van Buitenen 1981, 87).

326 SP 71.70:

krtam karyam tvaya sarvam hiranyakasipur hatah |

ehi gaccha subham yonim atmanah paramadbhutam || 70 ||

“The entire task has been accomplished by you: Hiranyakas$ipu is slain. Come on, go to your own
glorious and perfectly wonderful base.”

147



SP 71.68—69:

tubhyam visno mayd dattah punyo hy esa varah subhah |
ayonau sajjamanasya svayonau pratipadanam || 68 ||

sa tvam visnur mahateja matto labdhavarah sada |

velayam tvam samudrasya tirvagvonim asita vah || 69 ||

“Oh Visnu, [ have given you this auspicious and glorious boon:
the return to your own birth, when you cling to an unnatural

birth. You, who brought an animal form into being at the shore

of the ocean [viz. that of a Man-Lion]*?’, are the glorious Visnu

who has always received boons from me.”

It had always been Siva’s intention to help Visnu whenever he would be stuck to a
manifested form because this promise was given as a boon sometime in the past (note the
usage of the past participle dattah). Since Visnu is now clinging to his Man-Lion form,
Siva is there to help him return to his own body again.

Besides Siva’s role in the form of this promise, Siva also turns out to be the one
who actually solves this new additional problem himself by making Visnu return to his
own form again—the third constant. In fact, in the Narasimha myth, Siva is most
prominently and most actively responsible for this, so that, one may add, there is no doubt
about his involvement in the other two manifestation myths either. This has already been
articulated in the preamble to the Narasimha myth, when, after Indra’s request for help,
Siva promises that he will take care of it (SP 70.15¢—f)*?%. In this way, Siva’s role as
ultimate saviour is immediately clear. The way in which he saves Visnu is, however,

different for each manifestation.

327 The idea that Narasimha is born at the ocean shore also appears in the Brahmandapurana:
sagarasya ca veldyam ucchritas tapaso vibhuh, “at the shore of the ocean, the lord had arisen
through tapas™ (BdP 2.5.27cd). According to the Harivamsa (HV App. 1 No. 42A), on the other
hand, Visnu left his Narasimha form at the Northern shore of the Ksiroda ocean (HV App. 1 No.
42A 11. 579—381).

328 SP 70.15¢—:

simhariipam yathda Sakra visnus tyaksyati bhisanam |

karisyami tathd sakra vyetu te manaso jvarah || 15 ||

“Oh Sakra [i.e. Indra], I will do that thing so that Visnu will abandon his frightful lion-form. Oh
Sakra [i.e. Indra], your mind’s distress should go.”
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4.1.1 Narasimha vs. Sarabha

The Narasimha story as we know it from other sources ends in SP 71.46—47. These verses
report that when Hiranyakasipu has been killed, the remaining Asuras flee to Rasatala,
Indra regains his kingdom in heaven, and the gods get their homes back. However, Visnu
does not give up his Narasimha form. The text does not give a reason for this, nor what
trouble he causes exactly. Instead, when the main story has ended, the scene directly
moves to Siva’s intervention (SP 71.48—50, see below). There are nevertheless two hints
that Narasimha forms a threat to the universe because he is a cruel being. First, as
mentioned above, the gods are afraid of this “cruel and meat loving” (krirenapi
pisitepsuna, SP 70.13b) Man-Lion. There seems to be nothing harmless about Narasimha.
Second, Narasimha’s cruelty is also observable in the way in which he kills
Hiranyakasipu. The killing is more brutal than necessary, as can be read from the

following death scene.

SP 71.44—45:

grhitva sa tada simho hiranyakasipum sakyt |

talenahatya tam pranair vyayojayata satvaram || 44 ||
simhanadam mahat krtva nakhair vajramayair vibhuh |

uro bibheda daityasya mahasailopamam harih || 45 ||

“Then the Lion, having grabbed Hiranyakasipu, having struck
[him] with the palm [of his claw only] once, immediately took
away his life. Having made a loud lion-sound, lord Hari [i.e.
Visnu] tore open the Daitya’s chest, which was like a big

mountain, with his nails, hard as diamond.”

The actual kill is done by just one slap of his claw, so Narasimha could have left it by that,
but he tears Hiranyakasipu’s chest open. This suggests that the Man-Lion shows no mercy
and one wonders what other harm he could do to other creatures. There is no doubt about

it: Visnu must leave his Narasimha form®?’.

329 With this conclusion, I hold a different position than Phyllis Granoff in her article on the
afterlives of Narasimha and Varaha, ‘Saving the Saviour: Siva and the Vaisnava Avataras in the
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Siva’s solution to this problem is to become a Sarabha (SP 71.48—50)*: “a very strong
[creature] with four feet on its back and sharp teeth™ (caturbhih prsthajaih padais
tiksnadamstro mahabalah, SP 71.50ab). With this description, the Skandapurana follows
the popular image of a Sarabha as a ferocious, mythical beast that particularly kills lions.
According to Walter Slaje, in an article on the Sarabha, this characterization starts in the
Mahabharata (Slaje 2017, 342—A43). For example, in a conversation between Bandin and
Astavakra, a list of entities that are known for a specific number is given. The Sarabha is,
among other creatures, characterized by the number eight: tathastapadah sarabhah
simhaghatt, “and the eight-legged, lion-slaying Sarabha” (MBh 3.134.14b). According to
Slaje, this is the only occurrence of the adjective simhaghati in the entire Sanskrit corpus
(leaving Sanskrit commentaries aside), and he argues that it may be built on another verse
on Sarabhas, viz. MBh 12.117.34%" (ibid, 343). In “The Story of the Ungrateful Dog”

(Fitzgerald 2004, 457), various animal duos that are known to combat each other are

Early Skandapurana’. According to Granoff, “[t]he Man-lion, as awesome as it may be, is described
here as a playful lion cub. [...] Siva’s purpose in becoming the Sarabha is made explicit: it is not
to put a stop to an avatara that has gone wild, but to help Visnu return to his own divine birth (the
term yoni is used), from an undesirable, animal birth and to give him a special boon” (Granoff
2004, 123). In other words, “the objection to the Man-lion in the early Skandapurana is more to
his form than to anything that he does” (ibid, 124). I would like to argue, however, that both
problems are the case.

330 SP 71.48—50:

athagatya tato devah Silapanir vrsadhvajah |

visnos tyajayitum ripam simham adbhutakarmanah |

Sarabhah sa tada bhiitva himavacchikharopamah || 49 ||

caturbhih prsthajaih padais tiksnadamstro mahabalah |

narasimhasamipam tu gatvagarjat samahitah || 50 ||

“Next, having arrived then, Deva [“God”, i.e. Siva], the one whose hand [holds] a trident,
Vrsadhvaja [“Bull-Bannered one”], being informed by the gods about what I had told you, oh
Vyasa, having then become a Sarabha, equal to the top of the Himavat, very strong, with four feet
on its back and sharp teeth, in order to make Visnu, whose deeds are miraculous, leave his lion-
form, having come near Narasimha, he roared in a composed manner*.”

* For this translation and a note on samahitah, see SP Vol. IV, 44 note 89.

31 MBh 12.117.34:

astapad urdhvacaranah sarabho vanagocarah |

tam simham hantum agacchan munes tasya nivesanam || 34 ||

“[D]enizen of the forest, an eight-legged sarabha (with some of its feet directed upwards) [...]
came to the seer’s dwelling to kill the lion” (translation by Fitzgerald 2004, 461).

For Slaje’s discussion of this passage, see Slaje 2017, 343—44.
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enumerated. One of the duos is the Sarabha and the lion, of whom the Sarabha approaches
the lion to kill him.

The choice to make Siva a Sarabha as the opponent of the Lion is thus
intertextually supported. It is also in line with the rest of the text, for there are various
comparisons in which Sarabhas fight against lions and win. For example, in the devasura
war in the Varaha myth, the Asuras say that they are not afraid of the gods, just like
Sarabhas are not afraid of lions (SP 77.35cd)**?, and elsewhere in the same battle,
Hiranyaksa is said to grasp the earth, just like a tiger catches a female deer, the king of
Sarabhas catches a lioness, etcetera (SP 95.10—11)*®. This standard combination of
Sarabha versus lion (both in the Skandapurana and outside) may well have contributed to
the idea that Siva becomes a Sarabha to fight Narasimha®**.

Despite the Sarabha’s violent characterization®>, Siva in the form of this mythical
creature does not fight with Narasimha. As soon as Narasimha notices that the Sarabha is
not the least hurt by the slap of his claw, and he himself is hurt instead (SP 71.51—52,
see section 3.3), he realizes that the creature is Siva and starts praising him (SP 71.55—

66). There is no need for Siva to fight.

332 QP 77.35cd: katham bibhema tesam vai simhanam Sarabha iva, “why should we be afraid of

them [i.e. the gods], similarly [why should] Sarabhas [be afraid] of lions?”

333 8P 95.10—11:

tam mygim iva Sardilo bhujamgim iva paksirat |

sardiillim simha iva ca simhim sarabharad iva || 10 ||

hamsim kaka iva ksudro mayirim madgurad iva |

tatha tam sa diteh putro jagraha rusitananah || 11 ||

“Just like a tiger [catches] a female deer, the king of birds [catches] a female snake, a lion [catches]
a tigress, the king of Sarabhas [catches] a lioness, a vile crow [catches] a female goose, [and] the
king of diver-birds [catches] a female peacock, just like that the angry-faced son of Diti [i.e.
Hiranyaksa] caught her [i.e. the earth].”

Other comparisons with a Sarabha and a lion are found in SP 89.48cd, SP 98.24b, SP 104.6b and
SPg; 148.42b. There are also a few comparisons that include Sarabhas fighting with elephants (e.g.
SP 90.24b and SPgx 135.4d).

334 Granoff has furthermore shown that it is not uncommon for Siva to take the form of an animal
(Granoff 2004, 125). For example, in a eulogy on Siva, he is referred to as srgalariipa, “having the
form of a jackal” (MBh 13.17.44c), mrgaripa, “having the form of a deer” (MBh 13.17.45¢) and
simhasardilaripa, “having the form of a lion and a tiger” (MBh 13.17.47¢). In the Skandapurana,
Siva also occasionally takes on the form of an animal. For instance, in SP 29.48, he takes on the
form a jackal (jambuka) in order to kill those Asuras that thanks to a boon can only be killed by
jackals; and in SP 60.57—58, Siva appears before Parvat as a deer (mrga).

335 Sarabha is also the name of an Asura. In the Mahabharata, for example, Sarabha is born in the
lineage of Danu, (MBh 1.59.26a), and both in the Harivamsa (e.g. HV 31.72¢) and in the
Skandapurana (e.g. SP 76.26d), Sarabha is listed among the Asuras.
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The actual return to Visnu’s own body also runs peacefully. The Sarabha merely steps on

Narasimha with his feet.

SP 71.71:

tatas tam akramat padaih simham sarabhasattamah |

ayojayac ca dehena punar divyena kesavam || 71 ||

“Then the best of Sarabhas stepped with his feet on the Lion and

united Kesava [i.e. Visnu] with his divine body again.”

The brevity of the description of the actual return shows that the method is of little concern
here. What is more important is who solves the problem that Visnu was still a Narasimha.
Siva’s role in solving this problem comes to the fore with the causative ayojayat, “he
caused to unite”. The verb form shows both Siva’s active role in solving the problem and

Visnu’s dependency on Siva to be saved.

4.1.2 Varaha vs. Skanda

The same problem arises in the Varaha myth when Visnu does not want to give up his
boar-form. The difference with the Narasimha myth is that the text provides a reason why
Visnu does not want to leave his Varaha manifestation. In answer to the gods’ request to

return to his own form (SP 108.19)°%, Varaha says:

SP 108.20—21:

iyam mirtir maya devah prapta paramavarcasa |

na canaya ratih kdcit prapta me sadysi bhuvi || 20 ||
so "ham kamcid vihrtyeha kalam mirtyanaya sukham |

bhavisyami punar devah satyam etad bravimi vah || 21 ||

336 SP 108.19:

tatas tam rsayah sarve devatas ca savasavah |

ilcuh svam mirtim dsthaya yatha purvam tatha bhava || 19 ||

“Then all the sages and gods, including Vasava [i.e. Indra] said: ‘having resorted to your own body,
please become just like before.””
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“Oh gods, I, of ultimate energy, have obtained this body, but I
have not [yet] received any proper form of pleasure with it on
earth. Having roamed around happily for some time with this

body, I will become a god again; I tell you the truth.”

Visnu does not want to give up his form because he has not been able to fully enjoy it
yet3’. The gods seem to accept this because “they all went to their abodes” (jagmuh
sthanani sarvasah, SP 109.22b), and Varaha enjoys being a boar to the fullest,
entertaining himself with Apsarases in the form of female boars®*® and celebrating his
victory with a festival (SP 108.23—end). Citralekha was probably one of the Apsarases,
for she becomes his wife, and the two of them beget a son called Vrka (SP 109.1)**. 1t is
Vrka who eventually leads to Varaha’s destruction. When Vrka arrives at Skanda’s palace
after a walk, he wrecks the garden and is punished for this by Skanda, by keeping him
hostage. Varaha hears about this from Narada and goes to Skanda. Varaha starts a fight
with Skanda to save Vrka, but, in fact, this very battle leads to Visnu’s liberation from his

boar-form.

337 A similar idea is found in the Kalikdpurdna version of Varaha’s afterlife (see note 320).

338 SP 108.24:

tasya tatropatisthanta mrgyo bhiitva sahasrasah |

vaidikyo ‘psarasah subhras tabhih saha rarama sah || 24 ||

“Thousands of beautiful Vedic Apsarases, having become female boars, served him there, and he
enjoyed himself with them.”

339°SP 109.1:

tasya kalena mahata ramatah Saktinandana |

bharyayam citralekhayam vrko namabhavat sutah || 1 ||

“When he had enjoyed [his Varaha form] for a long time, oh son of Sakti [i.e. Vyasa], a son called
Vrka was born from [his] wife Citralekha.”

Both Citralekha and Vrka are known from other sources, but neither of them is related to the Varaha
myth. Citralekha is known, for example, from the Visnupurana and Brahmapurana (ViP 5.32 and
BrP 205), but she is not Varaha’s wife. Vrka, on the other hand, is occassionally mentioned as
Visnu’s son (e.g. ViP 5.32.4a and BrP 205.4a), but not as Varaha’s son specifically. Instead,
according to these texts, Varaha’s wife is the earth, and the two get a son called Naraka (ViP 5.29
and BrP 202, see Gonda 1954/1969, 141—43 for a study on Naraka).
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SP 110.13—16:

tam apatantim vegena bhagavan nandivardhanah |
Jjaghandastrair bahuvidhair nadayan simharad iva || 13 ||

tani sa bhasmasat krtva saktih samvartika subha |

vivesa hrdayam tasya kaminiva drdham priya || 14 ||

sa taya bhinnahrdayo yogena paramena ha |

yogiva deham samtyajya dehenanyena tasthivan || 15 ||

so ‘nyad deham samdsthaya pauranam surasattamah |

devaih sarvaih parivrto jagama bhavamandiram || 16 ||

“13. The lord, Nandivardhana [Varaha]**°, attacked [the spear
(SP 110.12d)] that was quickly approaching, with many
different arrows, roaring like the king of the lions. 14. Having
reduced them [i.e. the arrows] to ashes, the beautiful Samvartika
spear entered his heart, like a beloved female lover resolutely
[enters the heart]. 15. He, whose heart was broken by it, having
abandoned his body through supreme yoga like a Yogin, stood
there with another body. 16. Having assumed another body,
[his] old one, the best of gods [i.e. Visnu], surrounded by all the

gods, went to Bhava’s [i.e. Siva’s] abode.”

340 The epithet nandivardhana, “increasing joy”, occurs 22 times in the Skandapurana, which all
except for one appear in the Varaha myth. It is applied twenty times to Varaha himself (from SP
97.37 until SP 110.13b) and once to Varaha’s victory festival that is celebrated after Hiranyaksa’s
defeat (SP 108.33). The only other occurrence of the epithet outside the Varaha myth is in SP
112.80, where it refers to the Asoka tree that is adopted by Parvati. The distribution of the word is
thus very limited and may point to the hand of a particular group of composers. The epithet’s
application to Varaha is unique for the Skandapurana and its grammatical usage is uncommon as
well. It generally goes with a genitive, indicating for whom someone increases joy, or
nandivardhana is compounded with the one for whom joy is increased. For example, gopanam
nandivardhana, ‘“oh [Krsna], increasing joy for the cowherds” (HV 56.27b), and
kaikeyinandivardhanah [ ...] bharato, “Bharata, increasing joy for Kaikey1”, i.e. “Bharata, the son
of KaikeyT” (Ram 6.116.1b—c). In the Skandapurana, on the other hand, the epithet stands on its
own. The editors of SP Vol. V, forth., therefore, understand Nandivardhana as a personal name of
Varaha, which I follow in the case of nandivardhana qualifying Varaha himself. For a possible
historical understanding of the name, see SP Vol. V, forth.
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Whereas in the afterlife episode of the Narasimha myth, Siva released Visnu from his
Man-Lion form, in the present episode, Siva’s son Skanda releases Visnu. The choice for
Skanda fits, however, the context of the myth. First of all, the initial conflict in the afterlife
episode was between the sons of the two main gods: Skanda being the son of Siva and
Vrka being the son of Varaha**!. The “son” theme moreover fits how the Andhaka myth
cycle in which the Varaha myth is embedded originally started, viz. with the story of
Andhaka, the son of Siva and Parvati, who was handed over to Hiranyaksa as his son**.
Choosing Skanda—or to be more precise, not choosing Siva—also matches the
rest of the Skandapurdana. Siva usually stays behind the curtains and only designs the plans

343 This is also the position allotted to Siva

that are executed by the other gods thereafter
in the afterlife episode of the Varaha myth because Skanda’s spear is in fact given by Siva,
as reported earlier in the same episode. When Vrka arrived at Skanda’s palace, Skanda
was not present because he had gone to Mount Mandara (kumdaro mandaram yatah,
“Kumara [i.e. Skanda] has gone to [Mount] Mandara, SP 109.12a), where he visited his

father. Skanda reports the following back to Kokavaktra.

SP 109.29—30:

ukto gatas caham adya sthanund paramatmanda |

ma ksamethd varahasya tanum tvam so hvayed yudhi || 29 ||
iyam ca mama tenadya Saktir dattatibhasvara |

samvartiketi vikhyata sarvastrabalanasant || 30 ||

341 Tt may be furthermore relevant that there is at least one short Mahabharata episode that tells
about a contest of power between Skanda and Visnu. In the Santiparvan (MBh 12.314.7¢d—17),
Skanda plants his spear in a mountain and challenges the gods to pull it out or to shake it (9—
10ab). The gods are troubled by this, and Visnu thinks about “the right thing to do” (sukrtam
karyam, 11e). He shakes the spear with one hand, and as a result, the earth starts to tremble (12—
13). Then Prahlada, Hiranyakasipu’s son, tries to pull it out, but the spear does not move at all, and
Prahlada falls on the ground (16—17). Although this is not a clash of arms, the story does represent
a contest of power. According to Richard D. Mann, in his study on Skanda, “[t]his short narrative
from the Santiparvan may allude to an early sectarian rivalry” (Mann 2012, 15 note 1).

342 The Varaha myth is part of a larger myth cycle, the Andhaka cycle. The Andhaka cycle runs
from SP 73 until SPgy 157. Its main narrative concerns the Andhaka myth, but it includes several
other myths and myth cycles, such as the Narasimha and Varaha myth. For an integration of the
different myths and myth cycles within the Andhaka cycle, see SP Vol. V, forth.

33 Siva’s active role in the Narasimha myth is therefore rather the exception than the rule.
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“I, who had gone today, was spoken to by Sthanu [i.e. Siva], the
highest soul: ‘Do not show mercy with the body of Varaha,
should he challenge you in battle’. And this spear, exceedingly
shining, called Samvartika [“Destroying”], demolishing the

power of all weapons, was given to me by him.”

Skanda received the Samvartika spear**, which ultimately causes Visnu to return to his
own body again, from Siva. In light of Visnu’s cakra in the Skandapurana, 1 have argued
in section 3.2 that when a weapon is given by Siva to someone else, Siva becomes its
agent. Even though the cakra is intrinsically linked to Visnu and the spear to Skanda®*°,
Siva takes control over the weapons by distributing them to the respective gods. In the
case of the afterlife episode of the Varaha myth, the Samvartika spear is the only weapon
in the battle with Varaha that is truly successful and it is the only weapon that Skanda has
to employ against Varaha**. Since this weapon is given by Siva, Siva once again becomes

the mastermind behind the plan and ultimately saves Visnu from holding on to his

manifestation.

4.1.3 Vamana on a pilgrimage

In the Narasimha and Varaha myth, Visnu continues to live in his manifested form.
However, this narrative layout is not possible for the Vamana myth because it is a fixed
part of the main story that Visnu leaves his dwarfish body. In order to nevertheless create
an afterlife for Visnu in this myth that moreover has the same parameters as the other

manifestation myths, the Skandapurana composers had to design a different storyline.

34 The name Samvartika comes from the adjective samvartaka. It often appears in combination
with words meaning “fire” (anala, agni, vahni, etcetera), in which case it denotes the all-destroying
fire at the end of an era. The connotation with final destruction fits the situation in the
Skandapurana, for Skanda’s spear puts an end to Visnu’s Boar manifestation.

345 Already in the Mahabharata, Skanda’s primary weapon is the spear; for example, in MBh
3.214.22d: saktim canyena panina, “and with [his] other hand a spear”.

346 The spear is the final weapon that is used in the battle. Varaha starts with a rock (SP 110.4—5)
and then uses his cakra (SP 110.6—9). Whereas his cakra killed Hiranyaksa immediately, it is now
easily averted by Kokavaktra. As a last resort, Varaha hits Skanda with a tree (SP 110.10—11ab).
Infuriated by this, Skanda takes his Samvartika spear that enters Varaha’s heart (SP 110.11cd—
14). Skanda thus only needs one weapon and one attempt to defeat Varaha.
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When the main story has finished in SPgn 117.20 with Bali returning to Patala and the
gods having their kingdom back, Vyasa asks Sanatkumara: “what was lord Visnu like,
after he had given up his own mighty dharma?” (kidrk sa bhagavan visnus tyaktva svam
dharmam drjitam, SPgy 117.21ab). Sanatkumara replies that when Visnu became big
enough to conquer the triple world back, the gods were happy and praised Visnu (SPgn

117.22¢d—27). As a result of that praise, Visnu becomes excessively proud of himself.

SPgy 117.28—118.1:

tasyaivam stilyamanasya tridasaih sarngadhanvanah |

abhiit tustis tadatyartham bahumanas tathatmani || 28 ||

tato "bhimanatas tasya sa yogah paramo mune |

abhrasyata yatha vahnih salilena samuksitah || 29 ||

tatas tadantaram labdhva papmd sa hy asuri mune |

prahysta samprahasyaiva-m** avivesa janardanam || 30 ||

sa tayd papmaya vyasa avisto visnur avyayah |

na babhau diptimams tatra santah prapyeva darunam || 31 ||
sanatkumara uvaca |

tatha sa papmaya vydasa asuryd samgatas tada |

tad eva riipam samprapto vamanam devasattamah || 118.1 ||
“28. When he, who has the Sarniga bow [i.e. Visnu], was praised
like that by the gods, satisfaction as well as great pride of
himself arose exceedingly. 29. Because he was [so] proud, [his]
highest power (yoga) disappeared, oh sage, just like fire
[vanishes] when it is sprinkled by water. 30. Having found his
weak spot (tadantaram), oh sage, having broken into laughter,

the delighted Asuric**® Papma [“Sin”] entered Janardana [i.e.

347 1 diverge from the emendation done by Bhattaral in his edition, samprahrsyainam, “being
delighted with him”, because it is redundant together with prahrsta, both referring to Papma.
Instead, I follow the majority of the manuscripts here (S| reads samprahasyevam; S», Sz, and R
read samprahasyaivam; the A manuscripts omitted this verse) and take -m as a hiatus breaking -m
between final -a of eva and initial a- of avivesa.

348 < Asuric” here means that Papma comes from the Asuras. This is made explicitin SPg; 118.11cd:
sasuran samparityajya kesavam samvivesa ha, “having left the Asuras, she entered Kesava [i.e.
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Visnu]. 31. The imperishable Visnu, being entered by this
Papma, did not shine brightly [anymore] there, just like good
people, when they suffered a harsh fate. 118.1. Sanatkumara
said: Being entered by the Asuric Papma like that, oh Vyasa, the
best of gods [i.e. Visnu] then attained that same Vamana body

[again].”

As a result of the gods’ praise, Visnu becomes so excessively proud of himself that a
personification of sin (Papma) enters him, who turns him into Vamana again®**°. The
notion that pride is a sinful act is known from numerous other sources. According to the
Arthasastra, for example, there are six sins that should be avoided: “lust, anger, greed,
pride, madness and overjoy” (kamakrodhalobhamanamadaharsa, AS 1.6.1). In an article
on sins and vices in Sanskrit sources, H.W. Bodewitz remarked that these sins “are not
purely ethical, but are bad qualities which have to be avoided by a king [...] who wants
to be successful” (Bodewitz 2007, 322). The relationship between the six sins and kings,
the highest ranking among the class of ksatriyas, “warriors”, may have been intended in
the Vamana myth of the Skandapurana, since in this narrative, Visnu pretends to be a

Brahmin, but in fact he is a ksatriya®’.

Visnu]”. A similar idea can be found in the Bhagavadgita below, where it is stated that sins,
including pride (Sanskrit darpa and atimana; cf. bahumana and abhimana in the Skandapurana),
belong to the Asuras.

BhG 16.4:

dambho darpo 'timanas ca krodhah parusyam eva ca |

ajnanam cabhijatasya partha sampadam asurim || 4 ||

“Deceit, pride, too much self-esteem, irascibility, harshness, and ignorance are of him who is born
to the demonic complement, Partha” (translation by Van Buitenen 1981, 133).

On evil created by Asuras, including asura papman, see O’Flaherty 1976/1988, 70ff.

3% Concepts are often personified as (female) entities. For example, in Ram 7.77.10, brahminicide
is personified as Brahmahatya.

330 There are some additional indications elsewhere in the three manifestation myths that Visnu is
more than just any ksatriya, but a king. In the current section and in section 4.2.3, it is noted that
Visnu performs a horse sacrifice, which is a royal ritual and as such the preserve of kings. In section
4.2.1, I will demonstrate that Visnu’s official task as Asura-slayer fits Visnu’s characterization as
protector of the universe and king. In section 4.2.2, I will argue that the pasupatavrata performed
by Visnu in the afterlife episode of the Varaha myth is specifically targeted at kings who wished
to be initiated in Saivism.
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The text repeatedly emphasizes that Visnu has abandoned his own dharma of the ksatriyas
and adopted the dharma of the Brahmins instead in order to be allowed to come begging
at Bali’s horse sacrifice and to accept gifts from him. For example, during a dialogue
between Vamana and Bali (see Appendix I: Summaries for more details), Bali becomes
aware that Visnu is disguised as a dwarfish Brahmin, having abandoned the dharma of
the ksatriyas (SPgn 116.57)°%1.

In the afterlife episode of the Vamana myth, the theme is once again referred to,
when the sages report what Brahma has advised them on how Visnu can be released from

Papma. They first recapitulate what happened.

SPgi 118.9—11:

yad anena parityajya svadharmam devabandhund |
pratigrahah krto rajyam vaikunthena mahatmana || 10 ||

tatah papmasuranam ya sarvapranibhayamkarf |

sasuran samparityajya kesavam samvivesa ha || 11 ||

“Since, after abandoning his own dharma, the kingdom was
accepted as a gift by that friend of the gods, the great Vaikuntha
[i.e. Visnu], consequently, the Papma of the Asuras, who
frightens every living being, having left the Asuras, entered

Kesava [i.e. Visnu].”

The sages’ speech contains two messages. First, the sages confirm that Visnu had
abandoned his own dharma, i.e. the dharma of the ksatriyas, and had accepted the
kingdom as a gift. So far, this is in accordance with Brahma’s announcement at the
beginning of the narrative (fam gatva vipraripena visnur esa praydcatu, “having gone to
him [i.e. Bali], this Visnu should beg [from him]”, SPgy 116.21cd) and it corresponds to

the fixed general storyline. However, the second element appears to be the sages’

351 SPg;, 116.57:

bhavan visnur vipraripi chadmand mam praydcase |

ksatradharmam samutsrjya karpanyam ca prabhdsase || 57 ||

“You are Visnu in the form of a Brahmin. You are begging me [for something] under a disguise.
Having abandoned the dharma of the warriors, you speak of poverty.”
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interpretation of what happened next: Papma has entered Visnu, since (yad, SPgh 118.9a)
Visnu left his dharma and accepted the kingdom is a gift. Pratigraha “acceptance of
gifts”, is a privilege of Brahmins and it is not allowed for ksatriyas, as is, for instance,
made clear in the Arthasastra (AS 1.3.5—6)**? and the Manusmrti (MaS 1.88—89)**.
This did not seem to have been an issue for the gods. After all, the acceptance of the
kingdom as a gift was done through the disguise of a dwarfish Brahmin; in other words,
as long as Visnu was in his Vamana manifestation, pratigraha must have been allowed.
The sages, on the other hand, seem to hold a stricter position: the disguise should not be
a reason to transgress the prohibition of pratigraha, for Visnu was still was a ksatriya at
that moment. According to the sages at least, this violation of dharma is a sin, and Visnu
is therefore entered by Papma.

The result of Papma’s entry into Visnu is that he becomes a Dwarf again and
hence, the same problem arises as in the other two manifestation myths: Visnu remains

354

stuck to his manifestation>>*. However, the sages know a way out after consulting Brahma.

32 AS 1.3.5—6:

svadharmo brahmanasya adhyayanam adhyapanam yajanam yajanam danam pratigrahas ca || 5
I

ksatriyasyadhyayanam yajanam danam Sastrajivo bhiitaraksanam ca || 6 ||

“The specific Law of a Brahmana consists of studying, teaching, offering sacrifices, officiating at
sacrifices, giving gifts, and receiving gifts. That of a Ksatriya consists of studying, offering
sacrifices, giving gifts, obtaining a livelihood through the use of weapons, and protecting creatures”
(translation by Olivelle 2013, 67).

353 MaS 1.88—89:

adhyapanam adhyayanam yajanam yajanam tatha |

danam pratigraham caiva brahmananam akalpayat || 88 ||

prajanam raksanam danam ijyadhyayanam eva ca |

visayesv aprasaktim ca ksatriyasya samadisat || 89 ||

“To Brahmins, he assigned reciting and teaching the Veda, offering and officiating at sacrifices,
and receiving and giving gifts. To the Ksatriya, he allotted protecting the subjects, giving gifts,
offering sacrifices, reciting the Veda, and avoiding attachment to sensory objects” (translation by
Olivelle 2004, 91).

See also MaS 10.74—=80ab, which is an elaboration of the duties of the Brahmins and ksatriyas.
33 When Visnu in the Kiirmapurana (KuP 1.16.59) and the Skandapurana Mahesvarakhanda (SkP
Mahesvarakhanda 1.19.18ef and 36ef) has stridden the entire universe, he also becomes a dwarf
or a boy again (batu in the Skandapurana Mahesvarakhanda). Although it remains unclear why
this happens, there is no doubt that it is Visnu’s own choice to become small again, and it is not a
punishment for a sin, nor is it a preamble to an afterlife episode. The situation is therefore different
from the one in the Skandapurana studied here.
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SPgh 118.13—14:

sa esa yadi manyadhvam tirthesu susamahitah |
snatvasvamedhena punar yajatam daivataih saha || 13 ||

tatah pinakinam drstva tena pitas ca sarvasah |

bhavita papmaya mukta evam aha pitamahah || 14 ||

“If you agree, he [i.e. Visnu] should perform a horse sacrifice
together with the gods, after having bathed in holy bathing
places with great attention. Then, after having seen Pinakin
[“the one with the Pinaka bow”, i.e. Siva], being entirely
purified by him [i.e. Siva], he will be released from Papma. This

is what Brahma said.”

The gods take the advice at heart and start their expedition. The gods’ contribution appears
to be essential, for they make sure that Visnu completes all prerequisite steps. They take
Visnu on a pilgrimage along various holy bathing places, tirthas, and make him bathe in
each of them (from SPg; 118.15). Some places are specified by name (Susumna, Krmila
and Krtya), and a story is told about each of them. The final bathing place is remarkably
enough not mentioned by name (tam dgamya tato, “having arrived at that [place]”, SPghx

119.1052)3%.

355 Each story is summarized in Appendix I: Summaries. | have discussed the stories in a paper at
the Eighth Dubrovnik International Conference on the Sanskrit Epics and Puranas (Dokter-Mersch
2017). In this paper, I argue that these stories stand out from the rest of the Skandapurana in general
and the Vamana myth in particular because they have various specific features in common that
deviate from the rest of the text. 1) The narrative frame structure is different. In addition to the
common dialogue structure between Vyasa and Sanatkumara which primarily contains narratives
told in the third person, the stories also show a more colloquial conversational style, in which the
first person is used. This is, for example, found in the story that I refer to as the Conversation
between Indra and the Parrot (SPgn 118.31—end). 2) The main characters and the content of the
stories are not inherent to the primarily Saiva framework of the Skandapurana. The stories do not
deal with Siva, nor with Saiva topics, such as pasupatayoga. Instead, they deal with the gods and
the sages in general and Indra in particular and with the more general subjects of dharma and
karman, often infused with a moral teaching. 3) Each story has a parallel in the Mahabharata and
at least one additional text, mainly Buddhist Pali Jatakas. I found a parallel of the Story of the
Stealing of the Lotus (SPgy 118.21—30) in MBh 13.96, Jataka 488 “Bisajataka” and Jatakamala
19 “Bisajataka”. The Conversation between Indra and the Parrot (SPgn 118.31—end) is found in
MBh 13.5 and in two Jatakas telling the same story: number 429 “Mahdsuvajataka” and 430
“Culasuvajataka”. The Story of the Hunter and the Snake (SPgn 119.2—48) has a parallel with
MBh 13.1 and Jataka 354 “Uragajataka”. The Story of the Seven Brahmins and Yatudhani (SPghx
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It is a classical pilgrimage, firthayatra, involving bathing as a means for expiating sin,

3% Visnu is dependent on the

just as it is known from other sources and actual practices
gods to help him?®*’ because he is possessed by evil and possibly also because of his size.
This matches his dependency in the other manifestation myths in the Skandapurana as
demonstrated in section 3.1. The description of the gods taking Visnu on a pilgrimage
may be understood as to represent the way in which priests would have taken kings on a
pilgrimage. The possibility that Visnu represents a king here is furthermore supported by

Visnu’s next task. He is instructed to perform a horse sacrifice (SPgn 119.106)**%, which

119.51—104) is found in MBh 13.94—95, the Padmapurana Srstikhanda (PdP Srstikhanda
19.225—end) and the Skandapurana Nagarakhanda (SKkP Nagarakhanda 32). 4) The transitions
between the stories display some inconsistencies. Whereas the Skandapurana is generally well-
composed with little ungrammatical discrepancies, the firthayatra is conspicuous on this point.
Based on these shared features, I have argued that these individual stories form a coherent whole
and have been written by a different (group of) composer(s), and may even have been added later
to the Vamana myth. The composers tried to blend the stories with the outer frame, but were only
partly successful. If we would leave out the stories between the problematic transitions, the text is
smooth, but the pilgrimage would consist of only one firtha, viz. Susumna. This is therefore the
bathing place where Visnu took his final (and only) bath (zam in SPgy 119.105a). Earlier in the
myth, Susumna is richly described (SPgy 118.16—19). For example, it is “resounding with
delighted birds” (prahrstandajandaditam, SPgn 118.16d), its surroundings have “sand [resembling]
fine gold” (sitksmakaricanavalukam, SPgy, 118.17d), and it even has a Visnu temple
(Sriniketananiketanam, “a temple for him whose temple is Sri [i.e. Laksmi, Visnu’s wife]”, SPgn
118.19d). It makes it the perfect place for Visnu to take his final (and only) bath.

3% In Pilgrimage in the Hindu Tradition, Knut A. Jacobsen notes that “[m]any pilgrimage places
are associated with water and taking sacred baths is a key ritual. The purification of papa [“sin”]
by using water combines the physical experience of the cleansing property of water with the salvific
property of sacred water” (Jacobsen 2013, 82). This notion appears at various occasions in the
Mahabharata (see for example, Vassilkov 2002 and Jacobsen 2013, 51) and continues in the
Puranas.

357 Visnu’s passiveness and the gods’ active role in deciding in what Visnu should do during the
pilgrimage are expressed at different occassions. At the start of the pilgrimage, for example, it is
stated that the gods “did a pilgrimage after having taken the imperishable Visnu [with them]”
(tirthayatram akurvan tam grhitva visnum avyayam, SPgy 118.15cd); and later during the
pilgrimage, the gods “made Visnu bathe in the firtha that is honoured by groups of sages” (visnum
tam snapayam™ cakrus tirthe rsiganarcite, SPgn 119.105¢d).

* Bhattaral reads snapayam, but all manuscripts read snapayam.

358 SPgy 119.106:

tatas te himavacchailam samagamya mudanvitah |

ayajayan tada visnum asvamedhena suvratah || 106 ||

“Having gone to the top of the Himavat then, those virtuous ones [i.e. the gods and sages], filled
with joy, made Visnu perform a horse sacrifice.”

Later in the same narrative, Visnu performs another horse sacrifice (SPpy 121.14a: asvamedham
tada yastva, “having then performed a horse sacrifice”).
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is a ritual that, like the rajasiiya sacrifice, is reserved for kings (see e.g. Steiner 2010,
370).
Since the gods fulfilled all requirements—take Visnu on a pilgrimage and make

him perform a horse sacrifice—Siva arrives.

SPgi 119.107:

tasmin yajati devesas tryambakah saganesvarah |

yajiiam prati mudda yukta ajagama vihayasa || 107 ||

“As he [i.e. Visnu] was sacrificing, the lord of the gods,
Tryambaka [“Three-Eyed One”, i.e. Siva], together with the
Ganesvaras [“Lords of Ganas”], filled with joy, went to the

sacrifice through the sky.”

The gods ask Siva to complete the sacrifice, release Visnu from sin and give all the gods

their strength back (SPsn 121.4)*%. Siva consents to the gods’ wishes.

SPgh 121.5—38:

tesam tad vacanam Srutva bhagavan hrsitananah |
samapya yajiiam Silena girim tam samadarayat || 5 ||
tasmad bhedat tato hy apah sudhasankhendupandarah |
nihsrtas tatra te visnum snapayam>*’ cakrire tada || 6 ||
tasyatha snatamatrasya Sarivad abhinihsyta |
papmasuri mahdghora vikrta vikrtanana || 7 ||

devan abhidruta hantum niruddhd devabandhund |

3% SPgp 121.4:

samapyatam ayam yajiiah papmand mucyatam harih |

svam urjam pratipadyantam devah sarve savasavah || 4 ||

“This sacrifice should be completed, Hari [i.e. Visnu] should be released from [his] sin, [and] all
the gods, including Vasava [i.e. Indra], should get [their] own strength back.”

360 Bhattarai reads snapayam, but all manuscripts read snapayam.

361 Bhattaral suggests the loss of two pddas. Perhaps even more padas have gone lost during the
transmission, because not only a main verb is missing, Visnu leaving his dwarfish body is not made
explicit either. The latter is, however, at least implied by Papma leaving Visnu’s body.
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“Having heard that speech of theirs, the lord with the smiling
face [i.e. Siva], having completed the sacrifice, split the
mountain with his trident. From that breaking then, streams of
water emerged that were white as plaster, conch-shells and the
moon. Thereupon, they [i.e. the gods] made Visnu bathe there.
As soon as he bathed, the Asuric, very terrifying, disfigured
Papma with her disfigured face, who had come out of his body,
who was about to attack the gods to kill [them, but] was stopped
by the friend of the gods [i.e. Siva]...”

The pilgrimage and the horse sacrifice have led to the climactic moment where Siva
purifies Visnu with water from the Himavat. Even though it is not made explicit, we
expect that with Papma leaving Visnu’s body, Visnu left his Vamana form and reunited
with his former body (see note 361). Siva’s role in this process has once more proven
vital. As the highest god of all, he finalized the pilgrimage and the horse sacrifice, and
thereby effectuated Visnu’s purification, causing Visnu to return to his divine self. Only
through the intervention of Siva, the cosmic order is truly restored. Siva has once again
accommodated with his age-old promise of “the return to your own birth, when you cling

to an unnatural birth” (ayonau sajjamanasya svayonau pratipadanam, SP 71.68cd).

4.1.4 Visnu’s problem or Siva’s solution?

The shared structure in the first part of Visnu’s afterlife episodes is the additional problem-
solution structure. Although each problem is implemented differently and has different
consequences, the general problem is that Visnu holds on to his manifested form. This is
a radical innovation in the Skandapurana and has been noticed and made a central topic
by Phyllis Granoff in her article on the afterlives of Narasimha and Varaha, ‘Saving the
Saviour: Siva and the Vaisnava Avataras in the Early Skandapurdna’ (2004). As already
mentioned in section 1.3, Granoff argues that the afterlife episodes of these two

manifestations show that the Skandapurana composers felt uncomfortable with animal
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manifestations, and possibly even with the concept of manifestations in general**>. From
the perspective of the content of the narratives, I agree with the first statement, viz. that
the text shows a discomfort towards Narasimha and Varaha, because they form a danger
to the universe. They are wild, and at times even brutal, and need to be annihilated.
However, I would like to challenge the second statement for two reasons.

To start, the central problem in the afterlife episodes is not that Visnu manifests
himself in the first place, but rather that he remains in his manifested form, either wanted
or unwanted. The fact that Visnu manifests himself is, from the perspective of the
storyline, the only way to conquer Hiranyakasipu, Hiranyaksa and Bali, and the
Skandapurana composers knew that very well. Visnu manifesting himself is not only a
fixed part of the general storyline that cannot be changed, it is also intrinsically connected
to Visnu’s character. If the composers would tamper with the basic storyline or with some
of Visnu’s core features, the chance that the audience would accept the retellings would
decrease, as shown in chapter 3. Since the Skandapurana composers seem to be aware
which elements could be changed and which not, it seems implausible that they would
want to challenge Visnu’s ability to manifest himself.

In addition to that, elsewhere in the Skandapurana, Siva also manifests himself
on earth. In a narrative about the holy place of Karohana (SPs 167.110—38)*®, Siva
descends to earth four times in the form of a human manifestation, each in a different
era*®. If the Skandapurana composers had a problem with the very concept of
manifestations, they would not project it on Siva.

The central message of the afterlife episodes, I argue instead, is not the problem

but the solution, viz. Siva saves Visnu from being stuck to his manifested form. Already

362 “[F]or the story-teller, these animal incarnations are somehow not entirely divine; they border

on the demonic and need to be ‘saved’ from themselves. It seems possible to go even further and
see in the stories of the early Skandapurana a discomfort with the very idea of incarnations, that
is, of the birth of a god on earth, whether in an animal or in a human form” (Granoff 2004, 128).
363 The siglum SPs refers to the Nepalese manuscripts and is used here, because the S recension
differs greatly from the RA recension, see Bisschop 2006, 5ff.

364 In the Krta yuga, having become Bharabhiiti, Siva took away the burden of Brahmins and threw
it into the Narmada river (SPs 167.115a—d). In the Treta yuga, having become Dindimunda, Siva
cut offheads (SPs 167.116ab). In the Dvapara yuga, having become Asadhi, Siva favoured through
dancing (SP 167.116¢d). In the Kali yuga, having made a body with white limbs, Siva favoured
the world through various deeds. For example, he teaches the Pasupata doctrine to four disciples
(SPs 167.124—30).
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in the Narasimha myth, the Skandapurana composers make clear that it has always been
Siva’s intention to help Visnu when he clings to an unnatural birth. In this and the
following two manifestation myths, this is indeed what he does. He sometimes actively
makes Visnu return to his own body, and he sometimes remains more at the background,
rather facilitating the return. Whether active or passive, Siva becomes the ultimate
saviour. Since each manifestation myth conveys this same message, which is much more
important than Visnu’s own problem from the perspective of the ideology of the
Skandapurana as a whole, I conclude that this is the key message that the Skandapurana

composers wanted to convey with this part of the afterlife episodes.

42  Siva’s boons to Visnu

Siva continues to play an important role in the last scenes of the afterlife episodes. In the
second shared part, Visnu realizes that it was Siva who released him from his manifested
form, starts praising Siva and receives a boon from the benevolent god. Although the boon
is different in each manifestation myth, the element unites the three manifestation myths.
Not only because each narrative finishes with this component, but also because, as will
become clear, the boons become more religious, and hence grander from the ideological

perspective of the Skandapurana.

4.2.1 Slayer of Daityas
Immediately after Siva has re-joined Visnu with his own body after his Narasimha

manifestation (SP 71.71), he grants him the following boon.

SP 71.72:

visnave ‘tha varam dattva daityaghnam sa vrsadhvajah |
prakrtistho bhavety uktva tatraivantaradhivata || 72 ||

“Then, Vrsadhvaja [“Bull-Bannered One”, i.e. Siva], having
given Visnu the boon of slaying Daityas, [and] having said, ‘you

should stay in your natural form’, disappeared from that place.”
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By granting Visnu “the boon of slaying Daityas”, Siva gives Visnu a specific task in the
Saiva cosmos. The Skandapurana presents a Saiva universe in which the gods generally
maintain the tasks which they are known for. The same holds true for Visnu’s task as the
destroyer of the enemy of the gods, for this is in line with texts as old as the Vedas, in
which Visnu already functions as protector and king of the universe. Visnu’s primary tasks

have been explored by Jan Gonda, for example, in Aspects of Early Visnuism.

“There is a striking parallelism between the special emphasis
laid already in Vedic texts upon Visnu’s protecting activities
and his intimate relations with kingship, the first function of
which is to protect the world and its inhabitants and to defend
the dharma, to punish the wicked. Visnu indeed is a

protector® (Gonda 1954/1969, 164)3¢

Visnu’s role in the Skandapurana to slay the Daityas, the enemies of the gods, conforms
with this notion that Visnu, as a king, should protect the world and its inhabitants. The
most important difference with other texts is, however, just as in the case of Brahma, that
Siva assigns the task to Visnu. This makes Siva once again the ultimate decision-maker
and makes Siva in control of and accountable (and thus laudable) for all actions in the

universe.

365 Gonda gives several Vedic examples, such as TS 3.1.10.3, SB 1.3.4.16, and several examples
from the Mahabharata: “Mbh. 2,24,34; 3,249,26 where he is stated to look after the celestials;
8,45,34 where he protects all creatures; 12,48,70 etc.” (Gonda 1954/1969, 164).

36 In the chapter called “Mythology’ in Hinduism in India, Greg Bailey connects Visnu’s task as
king and protector to Visnu’s manifestations specifically. “A Visnu cycle of myths is more difficult
to locate than a Siva cycle, in part because Visnu as a deity is often reflected in the activities of his
avataras and there has always been a tendency to see his role in mythology as a palimpsest of their
activities. One principal theme in his mythological persona, emerging even from the early Vedas,
is his primary association with kingship and the protection of the Earth, especially through the
preservation of dharma understood as cosmic and class “law.” Such activities become very highly
profiled in the two Sanskrit epics and the Puranas, especially where Visnu and his wife Laksmi are
seen as models of a functioning king and queen” (Bailey 2017, 96).
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4.2.2 Pasupata initiation

When Visnu has left his Varaha form, he goes to Siva’s abode and starts praising Siva (SP
110.16—24). Siva is pleased with Visnu’s “devotion and the effort [he made] for the task
of the gods” (bhaktya [...] devakaryodyamena, SP 110.26ab), so he tells Visnu that he
can choose a boon (SP 110.25—26). Visnu asks the following.

SP 110.27—28:

yadi tusto si no deva yadi deyo varas ca nah |

tatah pasupatam divyam vratam adestum arhasi || 27 ||

yad asritya vayam sarve sasakrah sarvakamikam |

yuddhe jesyama daiteyan dubkhasokavivarjitah || 28 ||

“If you are pleased with us, oh Deva [“God”, i.e. Siva], and a
boon should be given to us, then please teach the divine
pasupatavrata, so that, after having taken refuge to [that vow],
which fulfils all desires, we all, together with Sakra [i.e. Indra],
will be victorious in battle against the Daityas, being free from

suffering and pain.”

In other words, Visnu wants Siva to teach him and the gods the pasupatavrata, so that

they will conquer the Daityas in battle. Siva promises to teach them the vrata.

SP 110.29:

aham vah kathayisyami guhyam etat sandatanam |

vratam pasupatam divyam yena kaman avapsyatha || 29 ||

“I will tell you this secret, eternal, divine pasupatavrata,

through which you will obtain [all] desires.”

Siva goes to Mount Sumeru to teach the vrata (SP 110.30—end), but the reader does not
get to hear the actual teaching.
Despite the limited information provided about the vrata, it is clear that the vrata

is the Pasupata observance and is requested by Visnu with a particular goal in mind, viz.
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to conquer the Asuras. This goal is different from what is known about the observance
from other instances of the pasupatavrata in other parts of the Skandapurana and from
one of the foundational texts for Pasupata Saivas, the Pasupatasiitra, and its fourth-
century commentary by Kaundinya called Paricarthabhasya. There, we learn that one of
the key customs is to bathe in ashes in order to reach union with Siva, as proclaimed in
the Skandapurana (SPsn 180.17b—d)*’ and the Pasupatasitra (PS 1.2 and PS 5.32)®,
For Pasupatas, reaching union with Siva is the highest goal in life and essentially means
to reach liberation (moksa), to escape from the continuous cycle of rebirth. The observance
was, in other words, directed to Pasupata ascetics, because liberation is the goal in life of
ascetics in particular’®.

This goal is very different from the worldly goal expressed by Visnu. He wants
to take the Pasupata observance in order to conquer the Asuras instead. The goal is not
only different, it also fits a different class of people, viz. the ksatriyas—i.e. kings, warriors,
etcetera—, precisely the class to which Visnu belongs in the Varaha myth and other
devasura war myths. The ksatriya-related goal of this pasupatavrata therefore suits
Visnu’s cosmic role as “slayer of the Daityas” granted after his Narasimha manifestation.
In fact, if Visnu would have intended the ascetics’ goal of moksa, then this would not only
mismatch Visnu’s warriorhood and kingship, it would also cause a problem with the
devasura wars that are still to come in which Visnu plays an important, fighting role (these
wars include the battle in the Vamana myth). If Visnu would observe the vrata of the
Pasupata ascetics, as, for instance, prescribed in the Pasupatasitra, then Visnu would
have to give up his life as a ksatriya and become an ascetic. Consequently, he would not

be able to fulfil his task as Asura-slayer®’’.

367 SPg, 174—281 is a theological section of the Skandapurana that includes the practice and goal
of the Pasupata observance. For example, SPgn 180.17b—d reads: yah snanam bhasmana caret |
bhasmana sivayogena mucyate pasabandhanat, “he who performs [the practice of] bathing with
ashes, he will be liberated from the binding of fetters, through ash and union with Siva”.

38 PS 1.2: bhasmana trisavanam snayita, “at dawn, noon and sunset, one should bathe using
ashes”.

PS 5.32: labhate rudrasayujyam, “one obtains union with Rudra [i.e. Siva]”.

3% See, for example, Acharya 2011, 459: “[i]n the paiicartha system, all initiates were ascetics,
and all practice was aimed ultimately at liberation”.

370 T would like to thank Prof. Yuko Yokochi for this observation. She remarked that, taking the
Vamana myth into account, it is not possible that Visnu takes on the life of a Pasupata ascetic.
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Based on these differences in task and goal in life, I suggest that we may be dealing with
a different kind of vow; one to officially become a Pasupata devotee through initiation,

while remaining a ksatriya and observing the rules of the warriors®’!

. This may reflect the
medieval practice of initiation of kings into Saivism. In ‘The Saiva Age’, Alexis
Sanderson shows that from the seventh century, there is epigraphical evidence for granting
the king “Saiva initiation (Sivamandaladiksa)” (Sanderson 2009, 254). Whereas the
initiated Saiva usually has to adhere to severe rules, “early in the development of the
Mantramarga, the Saivas, no doubt in order to extend their recruitment and hence their
influence, admitted a category of initiates who in consideration of the fact that they were
incapable of taking on these onerous duties were exonerated from doing so” (ibid.).
Initiated kings generally adopted an initiation name, and names ending in -gana were
reserved for ksatriyas (ibid, 291 note 695). At the time of the Skandapurana, Saiva
initiation was thus not exclusively for ascetics, but kings from the ksatriya class were also
able to be officially initiated as Saivas®’>. The pasupatavrata performed by Visnu, with
the ksatriya-related goal, could be an allusion to this royal practice. In that case, Visnu,
being a king, becomes a Pasupata Saiva and at the same time, obeys his obligations as

ksatriya in general and as protector and Asura-slayer in particular®”.

37! Instead of becoming a Pasupata ascetic, who has to follow the rules of an ascetic.

372 I should stress that Sanderson’s examples come from a different strand of Saivism than the one
followed in the Skandapurana. At the time of the Skandapurana, Saivism was divided into two
main branches: the Atimarga and the Mantramarga. The Pasupatas belonged to the former and
focussed primarily on the attainment of liberation. The Mantramarga type of Saivism was the
tantric branch, which “promised not only liberation but also, for those initiates consecrated to
office, the ability to accomplish supernatural effects (siddhih)” (Sanderson 2014, 4). Sanderson
furthermore gives several examples, starting from the tenth century, of kings seeking initiation for
the sake of victory over one’s enemies (ibid, 258—59). The Skandapurana, with its focus on
Pasupata Saivism, belonged to the Atimarga branch, whereas the examples provided by Sanderson
2009 belonged to the Mantramarga branch. To project practices of the Mantramarga onto those of
the Atimarga may be problematic, but the correspondences with Visnu’s ksatriya-related goal of
the pasupatavrata are nevertheless remarkable. In addition, Hans Bakker noted similar initiatory
names ending in -gana for kings associated with Pasupata Saivism. In The World of the
Skandapurana, Bakker mentions a sixth century Pasupata king from Ujjain, whose name
“Samkaragana may itself have been a Saiva initiation name ending in gana” (Bakker 2014, 205).
This may point to a practice of the initiation of kings into Pasupata Saivism.

373 1t should be noted that Visnu performs the pasupatavrata together with the gods. It is unlikely
that this particular royal type of observance also applies to them, since they have no special
relationship with kingship. From the perspective of the storyline, this does not present a problem
though, because the Skandapurana composers were not so much concerned with the other gods,
but rather with Visnu, and to him, the parallel with Saiva kings applies. Cf. Sanderson 2009 gives
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4.2.3 Final liberation

The pasupatavrata appears once more in the afterlife episode of the Vamana myth. When
Visnu is freed from Papma, he realizes that this was brought about by Siva and he goes to
Sivakita to perform a horse sacrifice and worship Siva for 1,006 years and six months
(SPgh 121.13cd—14). From his performance of the horse sacrifice, we can tell that Visnu
is still a king. However, after Siva offers Visnu a boon because of his devotion to him
(SPsn 121.15), Visnu’s wish and religious activities indicate his ambition to become a
Pasupata ascetic and to renounce his worldly life. Each step in the process of becoming
an ascetic shows close parallels with the teaching in the Pasupata section of the
Skandapurana and the Pasupatasiitra, both of which target Pasupata ascetics, as shown

above. Each step is discussed below, starting with the boon that Visnu asks for.

SPgy 121.16%74:
bhagavan papmand@” vapi tapasa vapi lokapa |

lepo®”® na me yatha syad vai tan mamacaksva kalahan || 16 ||

an example from the Brhatkalottara in which the Saiva teacher also initiated “the horses, elephants,
chariots, and soldiers of the army [...] “in order to remove all obstacles and to ensure victory in
battle”” (Sanderson 2009, 259). Although it is tempting to consider the gods as similar participants
in the battle and thus suitable for initiation, the Brhatkalotara is not only several centuries later
than the Skandapurana (“some time after the 9th century and before the 12th” (Sanderson 2018,
“Saivism” section, para. 19)), it belongs to the Mantramarga type of Saivism (viz. the Saiddhantika
Saiva tradition (ibid.), hence posing the same problems as indicated in note 372.

374 The manuscripts show some variation for verses SPgy, 121.16 until SPg;, 121.19 (quoted below),
and Bhattara1 has introduced several emendations. The most significant variants are given in the
notes below.

375 Papmana is the reading of S;, R and the A manuscripts and is thus well-supported. Since the
afterlife is about sin, papmana suits the context of the myth. The combination of papman-/ papa-
and lepa-/ lip- (see pada c) is furthermore well-attested in the Mahabharata (e.g. MBh 1.7.4 and
MBh 12.185.16), so it is a common phrase. On the other hand, S, and S; read karmana, “by action”.
I do not follow this reading, not only because its manuscript support is limited, its combination
with lepa-/ lip- is less common as well (cf. MBh 5.43.1). Furthermore, karmand matches tapasa
better because both are actions, so I consider karmana to be the lectio facilior, and hence as
secondary. Even though tapasa is found in all the manuscripts, I have not found it combined with
lepa-/ lip- elsewhere. It may have been included here because it fits Visnu’s ambition to become a
Pasupata ascetic, as I argue in the current section.

376  follow the reading of the S manuscripts for lepo; cf. the R manuscript reads niya- (i.e. niyamena
with the following two syllables), while the A manuscripts have lopo, which is also Bhattarai’s
reading. The parallels with the Pasupata section of the Skandapurana and the Pasupatasiitra
discussed in the main text, which have the verb lip-, furthermore support the reading lepo.
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“Oh lord, oh protector of the world, oh slayer of time, tell me

how there may be no contamination by sin or tapas for me.”

Visnu asks Siva to instruct him in a teaching (implied by taf), thanks to which he will not
be contaminated by sin or by fapas. The verse has a close parallel with both the Pasupata
section of the Skandapurana and the Pasupatasitra. In the former, it is first stated that
the Yogin “may not be contaminated by actions that are bound by ignorance” (na lipyeta
karmabhir mohabandhanais, SPgn 179.17ab), and then that “the Yogin is not
contaminated by sins either” (yogi tatha papair na lipyate, SPgn 179.19ab). In the latter,
it is reported that “the accomplished Yogin is not contaminated by action, nor by sin”
(siddhayogt na lipyate karmana patakena va, PS 5.20)*"7. Visnu’s request not to be
contaminated thus shows close parallels to the teaching of these doctrinal passages.
Similar parallels show up in the means to realize non-contamination as ordered
by Siva in the next verse: “perform the mahavrata” (cara mahavratam, SPgy 121.17d).
This observance is further explained in the following verses, where we learn that Visnu

indeed performs the vrata.

SPgn 121.18—19:

paiicartham krtaraksam tam®”® sarvadharmavaham subham |
yogam yantram vratam caiva paramaisvaryasadhanam || 18 ||
yat tat pasupatam divyam vidhanam sarvakamikam |

tac cirtva dvadasa samah paramaisvaryam aptavan || 19 ||

377 The concept of Siddhas, “Accomplished Ones”, will be taken up again below.

378 This pdda has been conjectured by Bhattarai into sa catha krtaraksas tam, “and then he [i.e.
Visnu], by whom a raksa [i.e. protection ritual] was done, [having performed (cirtva, SPgn
121.19¢)] it [i.e. the vrata]”. Even though this is a good verse, it is possible to stay closer to the
readings in the manuscripts. S; reads saiicartha krtaraksantan (underscored syllables are
uncertain), S, reads paricartham krtaraksantam, and S; reads paricartham krtaraksantam. R reads
yat papam harate nityam, and the A manuscripts read yam{A4: pam ‘}canukrta piurvam vai. The
readings of R and A are corrupt, but nevertheless support a reading parica® because pa and ya look
very similar and can be easily misread.

I have furthermore decided to divide krtaraksantam into krtaraksam tam. The change from -n- to
-m is merely orthographical and does not influence the case. The reading fam could refer to vratam.
The correct case would be tat (neutral, instead of masculine), which under the influence of the
endings in -am might have become tam. Confusion of fat and tam is common in the Skandapurana
(see SP Vol. 1V, 26).
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“Having performed for twelve years that divine, wish-fulfilling
Pasupata practice (vidhana, 19b), which is [known as]

37, which protects, which is the vehicle of all

paricartha
dharmas, glorious, which is the [ultimate] yoga [“practice”],
[ultimate] yantra [“instrument”] and [ultimate] vrata
[“observance”’®® and leads to supremacy, he [i.e. Visnu]

obtained supremacy.”

In light of the Varaha myth earlier, it is most striking that the mahavrata is also qualified
as “pasupata”. Having already performed a pasupatavrata together with the gods in order
to be victorious against the Asuras, Visnu now performs another pasupatavrata. This
time, he performs it alone and with the ascetic goal of non-contamination. The
qualifications of the vrata as well as its results again have parallels with the Pasupata
section of the Skandapurana and the Pasupatasiitra.

To start with the mahavrata itself, elsewhere in the Skandapurana (SPsn 180.10—
11), it is qualified as “the totality of practices [related to] ashes™®!
(bhasmasadhanamatram, SPpn 180.10c), and “by abiding to it, [its practitioners] are
released” (sevandd yasya mucyante, SPpn 180.11c). This is reminiscent of the
Pasupatasutra’s description of the pasupatavrata. The Pasupatasiitra prescribes practices
involving ashes, including bathing (PS 1.2, see note 368), sleeping (PS 1.3, bhasmani

Sayita, “one should sleep in ashes”), and bathing again (PS 1.4, anusnanam). These are

379 This refers to the five categories in the Pasupata teaching as defined by Kaundinya in the
Paricarthabhasya: “(1) Karya: effect (= worldly existence); (2) Karana: cause (= God); (3) Yoga:
union (with God); (4) Vidhi: prescribed regimen (= ritual praxis); (5) Duhkhanta: end of suffering
(= the goal)” (Bisschop 2014, 28). The Pasupata practice described here thus belongs to the
paricartha system.

380 T understand the three nouns to refer to the main object of the sentence, in the sense that the
Pasupata practice is “the best of all yogas, the best of all yantras and the best of all vratas™.

381 Hans Bakker has translated this pada differently in The World of the Skandapurana, viz. that it
“merely consists of taking baths in ashes” (Bakker 2014, 153). However, in the following verses,
various practices with ashes, including their beneficial results, are enumerated. For example, “by
just grasping ashes, there is the release of all bondages” (bhasmagrahanamatrat tu
sarvabandhapramocanam, SPg 180.14ab). Additionally, the Pasupatavrata also mentions more
practices than just bathing, as shown below.
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all done for the sake of liberation, which is understood as complete union with Siva (PS
5.32, see note 368)*2,

The result of Visnu’s performance of the mahavrata has a further parallel with
the two discussed text portions, viz. he attains paramaisvarya (SPgy 121.19d). This state

is often described as involving “the eight qualities™*%*

, such as being very small or very
big®, and is obtained by the Siddhas, “Accomplished Ones”. The Parcarthabhasya,
Kaundinya’s commentary on the Pasupatasiitra, glosses the word siddha in siddhayogt in
PS 5.20 quoted above as someone who has reached supremacy®®’. And the Pasupata
section of the Skandapurana refers several times to paramaisvarya, of which SPg;, 180.8
is a suitable example here, for it places the attainment of supremacy between the practice
of the pasupatavrata and final liberation®®, exactly corresponding to the moment of
Visnu’s attainment of paramaisvarya in the Vamana myth. After having reached

paramaisvarya, Visnu namely reaches final liberation, as can be deduced from the

following verse.

SPgh 121.20:

tasya devah svayam sult tustah preksya tathavidham |
Sarirardham dadau tasmai tad abhid visnusamkaram || 20 ||
“Deva [“God”, i.e. Siva] himself, Salin [“the one with the
trident”], being pleased with him [i.e. Visnu], having watched

[him] in that state [i.e. having obtained paramaisvarya), gave

382 For a possible connection between the mahavrata and the Kapalikas, another Saiva group, see
Bakker 2014, 153.

383 For example, the Skandapurana speaks of astagunam aisvaryam, “eightfold supremacy” (SP
29.116¢c and SPg;, 114.67c¢).

384 The complete list is: animan (“minuteness”), mahiman (“bigness”), laghiman (“lightness”),
gariman (“heaviness”), prapti (“obtaining [everything one wants]”), prakamya (“irresistible will”),
isitva (“superiority”) and vasitva (“subduing to one’s own will”). For references to the “eightfold
supremacy” in other sources, see SP Vol IIA, 198—99.

385 For example, PBh 5.20:6 reads siddho nama darsanadyaisvaryam praptah, “he who has reached
supremacy, such as clairvoyance, is called Siddha”.

386 SPgy 180.8:

vratam pasupatam prapya sadmdasaj jianam apnute |

yogaisvaryam mahad vyasa yad avapya vimucyate || 8 ||

“Having received the pdsupatavrata, one obtains knowledge after six months [and] having
obtained great supremacy in yoga, one is released.”
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half of his body to him. [As a result] that (tad) [body of Visnu]

became Visnu$amkara [i.e. Visnu-Siva]*®7.”

As stated above, according to Pasupata Saivism, final liberation has the form of union
with Siva (see PS 5.32). The penultimate verse of the Vamana myth represents this highest
goal of the Pasupata ascetics through Siva giving half of his body to Visnu®*®. The result
is that Visnu’s body becomes a combination of Siva and Visnu, a merged entity that
should be worshipped, according to the phalasruti, “reward for listening [to the

narrative]”, in SPgy 121.213%. Visnu’s final liberation is, in other words, the climactic

387 Pada d is elliptical because it is not clear what tad refers to. The most straightforward answer
would be Visnu, referred to earlier with fasya and fasmai, but this does not agree with the neuter
form fad. One option, therefore, is to supply a neuter word, among which a word like ripa or
Sarira, “body”, fits the context best. From a theological perspective, it cannot refer to Siva’s body
because Siva is not subject to change: he will always remain the ultimate lord Siva. Instead, I
understand it as Visnu’s body that becomes a combination of himself and Siva. Alternatively—or
perhaps additionally—a separate form arose, viz. a merged entity that consists of both gods,
representing the concept of Harihara (see note 388), which should be worshipped as stated in SPgy
121.21c (see main text below and note 389).

38 The image sketched here also suggests the concept of Harihara. Harihara is a combination of
Visnu (Hari) and Siva (Hara), each forming one half of the body (see Figure 3 in Appendix II:
Figures). The composite icon becomes popular in material art from the Gupta period (Agrawala
1970, 348). From the viewer’s point of view, Siva is usually on the left, recognizable by his trident
(trisiila), his matted hair (jatamakuta) and the abhayamudra (the hand gesture not to fear) and
Visnu on the right, recognizable by his cakra, crown (kiritamitkuta) and conch. Harihara is often
seen as the primary example of syncretism, where the gods are worshipped on an equal level and
are considered to solve sectarian rivalry and complement each other. For example, according to the
Skandapurana Nagarakhanda 247.8—13, Brahma tells the gods that once upon a time, Siva put a
halt to a sectarian battle between Saiva devotees and Vaisnava devotees by making a form that is
half Siva and half Visnu and was called Harihara (Adiceam 1966, 84). It should be noted, however,
that it is Siva who creates the form, so there is still a hierarchy between the two gods. The idea that
the two gods complement each other is found in various Sanskrit sources on art, which describe
Siva as ugra, the “terrible” aspect of the god, and Visnu as sitala, the “gentle” aspect of the god
(ibid, 84—85). However, not all instances of Harihara are an example of non-sectarian syncretism.
For example, in Cambodia, as studied by Paul A. Lavy, Saiva kings used Harihara images to
expand their political control, where Visnu was the deity of the royals. “These northern [Saiva]
rulers consequently employed an icon that represented the union of both deities and the concurrent
conceptions of authority represented by each, in order to symbolise and legitimise their own
territorial and political aspirations” (Lavy 2003, 23). According to Lavy, this mechanism was used
more often by Saivas than by Vaisnavas, both in Cambodia and in India (ibid, 39).

389 SPgp 121.21:

ya imam Synuyan martyah sada parvasu parvasu |

arcayec chivavisnum ca sa gacchet paramam gatim || 21 ||

“The man who always listens to this [story], chapter by chapter, and worships Sivavisnu, he would
go to the highest state.”
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state of his adherence to the ideal path of the Pasupata ascetic, which starts with complete
devotion to Siva (SPgp 121.14), continues with the attainment of aisvarya (SPg, 121.19d)
and concludes with union with Siva, which is granted by Siva himself (SPgy 121.20).

4.2.4 From ksatriya to Visnusamkara

We can observe that the boons gain a more religious character as the text progresses. In
the Narasimha myth, Visnu receives the boon to be the slayer of Daityas. This boon does
not have a religious character, but rather gives Visnu a specific, active task in the Saiva
universe. The boon fits Visnu’s characterization both in the Skandapurana and in other
sources as protector of the universe and king. Since Siva grants him this task, Siva remains
in control.

Visnu fulfils his task with success in the Varaha myth. At the end of this narrative,
Visnu receives another boon, this time with a religious character: the teaching of the
pasupatavrata. Being one of the most important teachings in Pasupata Saivism, the
pasupatavrata is usually directed to those who wish to become Pasupata ascetics.
However, Visnu does not want to become an ascetic, but specifies the goal he envisions
with his initiation, viz. he wants to be victorious in battle against the Daityas together with
the gods. This matches his character as active ksatriya in general and Asura-slayer in
particular, but it does not, at first glance, match the goal of the pasupatavrata. 1 have
argued that the pasupatavrata with Visnu’s ksatriya-related goal might have a parallel
with Saiva initiations of kings. At the time of the Skandapurdana, it was possible for kings
to become official Pasupata initiates, while at the same time adhering to the rules of a
king. In this way, kings could both participate in religious (non-violent) activities and
participate in worldly (violent) activities. In the same way, king Visnu could both become
an official devotee of Siva and continue his task as Asura-slayer.

This task is once again fulfilled in the Vamana myth, and his devotion to Siva
reaches its zenith. After performing another pasupatavrata, viz. the mahavrata with the
sole intention on becoming a Pasupata ascetic, Visnu attains supremacy. After
worshipping Siva for another 1,006 years and six months, he is granted the highest reward
according to Pasupata Saivas: union with Siva. In various Pasupata texts, including its

foundational Pasupatasiitra, union with Siva means final liberation, moksa, the goal of
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every Pasupata ascetic. While in the Varaha myth, Visnu was still a ksatriya, performing
a royal type of pasupatavrata with the ksatriya-related goal of victory over the Asuras, in
the Vamana myth, he becomes a Pasupata ascetic, by performing the pasupatavrata with
the ascetic goal of union with Siva. Visnu even reaches this state of final liberation®.

To summarize, just as each manifestation myth in this set of three narratives
demanded a different interpretation of the new additional problem-solution structure in
which Visnu did not give up his manifested form, each manifestation myth also speaks of
a different boon from Siva to Visnu. The boons get more religious with the absolute
climax in the Vamana myth. There is, however, one consistent factor to which all boons
can be led back: devotion to Siva. Siva and devotion to him are once again at the centre

of Visnu’s afterlife episodes. In the final part of this chapter, I will explore which

objectives the afterlife episodes might serve and return to the principle of end weight.

4.3 Conclusions

As demonstrated in chapters 2 and 3, the composers made several changes to the core
myths of Visnu’s manifestation myths. Some of these can be explained from the
perspective of Saivization, where typical Vaisnava elements gain a Saiva character. This
is often done in a subtle manner. I have argued that this combination of known Vaisnava
features and new Saiva additions increases the chance that the retold myths will be
accepted by the audience. If the story would differ too much from the one the audience
knew from other sources, they could find it difficult to believe the new version. This

explains, for example, why the general storyline is kept intact, with the original problem-

3% 1t should be noted that Visnu’s liberation forms a potential problem for the narratives that
follow, in which Visnu is again one of the (main) participants in a devasura war. In fact,
immediately after the Vamana myth, the Tarakamaya war is told, in which Visnu kills Kalanemi.
There is no doubt that Visnu is back in his Asura-slayer role, which does not agree with his state
as liberated soul. This forms precisely the problem that we were able to solve in the Varaha myth
by assuming a Saiva initiation of king Visnu, but it is impossible to circumvent the problem here
from the perspective of the narratives. Perhaps it is possible to explain this from the perspective of
the composition instead. Even though the three manifestation myths are not told immediately after
one another, there are several characteristics that make them appear as one set of narratives, a
trinity. They show the same structure and similar adjustments like a new portrayal of Visnu, Visnu
living an afterlife and receiving increasingly religious boons. The three manifestation myths build
up to the climax of liberation in the Vamana myth, and this section is therefore, in a way, concluded.
What follows might still be connected on other thematic levels (as I will demonstrate in chapter 5),
but Visnu’s manifestations end here.

177



solution structure of a Daitya king who has become too powerful and taken over control
(problem) and Visnu who manifests himself and conquers the king of the Daityas
(solution). Each main story is well-balanced, with Visnu as the saviour of the universe,
and—one may add—with Siva remaining absent from the narrative.

However, the Skandapurana composers introduced entirely new endings for each
manifestation, leaving any balance between Vaisnava and Saiva elements aside. This
results in three rich afterlife episodes that follow the same structure, yet aligned with the
demands and specifics of the manifestation myth in question, and introducing the god who
was absent in the manifestation myths so far: Siva.

As demonstrated in this chapter, the afterlife episodes can be divided into two
parts. The first is the introduction of an additional problem and solution. A new problem
arises when Visnu does not or cannot free himself from his manifested form. As
Narasimha, he forms a threat to living creatures; as Varaha, he gets a troublesome son;
and as Vamana, he is unable to protect the universe from evil. The cosmic order is, in
other words, still not entirely restored. This critical situation is solved by Siva, who makes
Visnu return to his former body. Even when Siva is not actively involved in releasing
Visnu from his manifested form, as is the case in the Varaha myth where Skanda puts an
end to Varaha with a spear that he had received from Siva, it is clear that Siva is the
mastermind behind every solution.

From that moment, Siva does not leave the stage, which brings me to the second
part. As soon as Visnu realizes that Siva has released him from his manifestation, he starts
praising Siva. As a reward for Visnu’s devotion, Siva grants Visnu a boon. He first
officially becomes the slayer of Daityas, then he is taught a royal type of pasupatavrata
and finally, he is taught the mahavrata of the Pasupatas. I have argued that the boons gain
a more religious character as the text progresses. The reward for devotion to Siva becomes
bigger and bigger, resulting in the highest goal in the life of the Pasupata ascetic: liberation
in the form of union with Siva.

Both parts shift the focus from Visnu to Siva. T would like to argue that it is a
deliberate choice of the Skandapurana composers to introduce this major change
specifically at the end of the manifestation myths because it is the most defining part of a

narrative, following the principle of end weight. Besides the what Miller called “intuitive
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but rarely theoretically-articulated sense that the ending stands as the primary site of
control in narrative” (Miller 2014, 9), the importance of the concluding afterlife episodes
can also be observed from the structure of the Narasimha myth. This narrative starts with
an announcement of the afterlife, which functions as a foreshadowing to this important
future event; an event in which Siva is presented as the ultimate saviour and sole devotion
to him as the right means to liberation. This is the message that will linger in the minds of
the audience and will be remembered most vividly.

To conclude, what effect does this strong Saiva message have on the endings and
on the manifestation myths as a whole? Can we speak of a Saiva appropriation of the
myths**'? The endings with the new Saiva message can be seen first of all as reflecting a
Saivization of the endings. The myth turns from a narrative ending with the heroic deed
of Visnu into a narrative ending with Siva saving Visnu and granting him fabulous (Saiva)
boons. This effectuates a Saivization of the entire myth, precisely because the endings are
such a defining part of a narrative. By making the right changes at the right places in the
myths, the Skandapurana composers took control of Visnu’s manifestation myths.

Whether the composers wanted to appropriate the myths is difficult to say because
itis a fine line between integration and accommodation on the one hand, and appropriation
on the other. On the one hand, the first two processes aim at incorporating Visnu and his
myths in such a way that they establish a connection with the audience, by reaching
agreement with their theological and mythological expectations of the Skandapurana.
This, as I have argued in section 3.6, was probably attempted by the Skandapurana
composers. Appropriation, on the other hand, has a different goal. It aims at making Visnu
and his myths Saiva property, claiming them and disjoining them from the predominantly
Vaisnava culture where they came from. It is hard to believe that the Skandapurana
composers would have thought that after the composition of their text, Visnu and his
manifestation myths exclusively belonged to the Saiva community, being disjoined from
the Vaisnava tradition. Rather, the composers would have wanted to tell their version of

the story, which is characterized by a Saiva ideology but does not ignore its underlying

391 Comparable to how Miller has shown that Chaucer’s works became Scottish property through
Scotticization of the endings (see the introduction to the current chapter).
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roots; and this is, in fact, what I have argued with the help of integration and
accommodation in section 3.6.

At the same time, it is important to note that Visnu holds a different position from
the other gods in the Skandapurana. Brahma, for example, although his task as creator
god underwent a similar Saivization—viz. Siva granted it to him—and although he is also
presented as Siva’s devotee just like almost all figures in the Skandapurana, as shown in
section 3.4, he remains relatively independent. Visnu, on the other hand, does not only
undergo a Saivization of his task as protector of the universe and he is not just presented
as a devotee of Siva, but his dependency on Siva to fulfil his tasks in the Saiva cosmos is
continuously emphasized in various narratives, and he is even presented as the ideal
Pasupata Saiva, who attains liberation through sole devotion to Siva. It is the most

effective means to incorporate Visnu into the Saiva universe and Saivism at large.
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devasuranam yad vrttam bhavisyam kathitam Subhah |

tad vayam Srotum icchamo yadi vo 'nugrahe matih ||

“We wish to hear that which was told about the future affairs of the gods and the Asuras,
oh glorious ones, if you would like [to do us] a favour.”

Skandapurana 112.112

5 Royal succession and divine wars: the textual context of Visnu’s

manifestation myths

The three manifestation myths of Visnu come across as one unit. They present a coherent
new image of Visnu being dependent on Siva, introduce an afterlife that has the same
problem-solution structure and add a boon that becomes more religious as the text
progresses. However, the manifestation myths are not told in one sequence. The
Narasimha myth is told in SP 70—71 and the Varaha myth in SP 76.14—110.end. In
between, the Skanda myth is introduced (SP 72) and the Andhaka myth starts with the
birth of Andhaka (SP 73ff.)**2. There is also a large gap between the Varaha myth and the
Vamana myth, because the latter only starts in SPgn, 116.13cd. In between, there is a
section on the teaching of vratas by Parvatt (SP 111.1—112.72), the Andhaka myth
continues (SP 112.73—end), and several narratives on wars between the gods and the
Asuras are told (SPsn 113ff.). Each manifestation myth is thus surrounded by other
narratives and has its own textual context*.

Since the three manifestation myths are so closely connected thematically, it
would make sense to tell them in one sequence, in particular for the sake of highlighting
the increase of Siva’s boons to Visnu. This raises the question why the present situation
is different. Is it a deliberate choice of the Skandapurana composers to separate the myths?
If so, what are their objectives? How do the manifestation myths fit into their textual

context? These questions will be addressed in this chapter.

392 Both myths continue later in the text: the Skanda myth continues in SPpy 163—65 and the
Andhaka myth in SP 112.73—end and SPgy 130—57.

393 I make a distinction between the fextual context, which concerns the narratives surrounding the
myth in question and the context of the text as a whole, which addresses adjustments in the
manifestation myths that align them with the Saiva ideology of the Skandapurana.
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As I have shown in the previous chapters, the manifestation myths in the Skandapurana
are full of innovations and alterations that have a well-definable rationale behind them,
whether ideological or tradition-driven, are structurally employed and follow a repeated
pattern. The choices can therefore often be seen as deliberate choices of the composers®*,
We may assume that this is also the case with the position of the manifestation myths in
the text. In a forthcoming article on the content, composition and narrative structure of the
Skandapurana, Yuko Yokochi (forth.) gives examples of narratives whose place in the
text seems illogical at first glance—from the perspective of chronology for instance—but
can be explained nonetheless. One of the examples is the myth in which Parvati adopts an
Asoka tree (SPgn 158—62) because she is aputra, “without a son” (SPgn 162.69a). The
story is told immediately after the Andhaka cycle, in which Skanda, the son of Siva and
Parvati, in fact already featured (for example, in the afterlife episode of the Varaha
myth)***. From a chronological point of view, it is therefore not possible that Parvati is
aputra. However, according to Yokochi, this chronological inconsistency can be
explained as the continuation of a shared theme: “it continued the motif of the adoption
of a son, which motif also concluded the Andhaka Cycle when Siva adopted Andhaka and
Uma too accepted him as her son (SP 157). The Asoka tree episode is also appropriate in
this place since it foreshadows the birth of Skanda as told in SP 163” (Yokochi, forth.).
The decision to place the ASoka tree narrative in this particular place can be hence
explained from its textual context, which deals with the adoption and the birth of a son.
Similarly, we may expect the Skandapurana composers to have had their reasons

to separate Visnu’s manifestation myths, which from the perspective of their unifying

3% In chapter 3, I have demonstrated that the composers followed various layers of consistency to
compose a coherent, trustworthy and acceptable retelling of Visnu’s manifestation myths. The
study in chapter 4 has shown that the composers placed the most significant message at the end of
the narratives. By looking for narrative techniques and choices of style and structure in the
Skandapurana version of the manifestation myths, it is possible to unveil some of the intentions
and ideas of the anonymous composers.

395 As mentioned in note 205, I generally use the term “(myth) cycle” in the same way as the editors
of the Skandapurana do, viz. “in a loose sense to indicate a more or less complete narrative unit”
(SP Vol. IV, 3 note 1). However, in the present chapter, there are cases in which stricter criteria to
define the textual context of the manifestation myths are needed. Therefore, I try to refer to a
specific narrative as much as possible, instead of a complete myth cycle. In this particular case, it
is nevertheless relevant to mention the Andhaka cycle, instead of the Andhaka myzh (which happens
to end in SPgy 157 as well), because the argument involves the Varaha myth which is part of the
Andhaka cycle according to the editors’ definition of the term.
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themes seems illogical at first sight. In order to understand the rationale behind this
decision, I will investigate “the immediate context” of these myths, a term borrowed from
Tamar Alexander-Frizer in The Pious Sinner (1991)*°°. I make a distinction between the
direct immediate context and the relative immediate context™’. The direct immediate
context concerns the narratives that directly precede and follow the manifestation myth
under discussion. To decide which narratives belong to the direct immediate context, I
look for shared content that connects the narratives. The example of the Asoka tree
episode above (SPgn 158—62) is linked in its direct immediate context to SPgy 157 with
the adoption of Andhaka and, to a lesser degree, to SP 163 with the birth of Skanda,
because each involves the adoption and birth of a son. The direct immediate context of
the manifestation myths in the Skandapurana are discussed in section 5.1, along with the
shared themes that connect them.

The relative immediate context concerns narratives that are told relatively close
to the manifestation myth under discussion. It is likewise determined on the basis of shared
topics. The main difference with the direct context, however, is that the relative context
could consist of narratives that do not directly precede or follow the narrative in question.

I will examine which narratives belong to the relative immediate context of the

39 In The Pious Sinner, Alexander-Frizer studies different versions of Jewish narratives in the Book
of the Pietists. Since there is little known about the method of transmission of this text, “in studying
the stories one can draw only limited conclusions about the social context of the telling as an event
or the audience’s reactions. Hence context will be treated in a way that differs somewhat from the
foregoing [i.e. context as “the specific and social situation in which that particular item is actually
employed” (Alexander-Frizer 1991, 30)], and two aspects germane to the present study will be
discussed: the immediate context (the micro-context), which is the location of a given story with
respect to the passages preceding and following it; and the wider context (or macro-context), which
is the story’s significance in the ethical and theological doctrine of German-Jewish Pietism [i.e. the
religious strand promoted in the Book of the Pietists]” (ibid, 31). In the case of Visnu’s
manifestation myths in the Skandapurana, the immediate context concerns the narratives preceding
and following the manifestation myths—not necessarily directly preceding and following them—
and the wider context concerns the religious ideology of the Skandapurana as a whole, studied in
the previous chapters (e.g. in chapter 3 in relation to the internarrational consistency of the
composers).

397 Alexander-Frizer does not make this differentiation, but she applies both subtypes
indiscriminately. For example, in her study on “The Tale of the Pious Sinner”, she shows that the
tale, told in paragraph 80, is “a continuation of discussions in paragraphs 76, 77, 78 and 79”
(Alexander-Frizer 1991, 102), which would be a case of direct immediate context in my wording.
In her study on “The Blood Test” Tale, however, she notices a shared topic between paragraphs in
the relative immediate context, namely paragraphs 281, 286, 289, 290 and 291, which is the tale
itself (ibid, 52).
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manifestation myths and the themes that link them in section 5.2. It will become clear that
the manifestation myths, despite the gaps between them, are closely connected to each
other, based on their relative immediate context.

In section 5.3, I will return to the question what the composers’ intentions may
have been to separate the three manifestation myths. [ will approach this question from
two angles. First, [ will explore how the chosen situation contributes to the compositional
unity of this part of the Skandapurana. Then, I will examine whether the findings can tell
us something about the ambitions of the Skandapurana composers for the text as a whole,
focussing particularly on the reasons why the composers did not only tell the

manifestation myths, but addressed larger topics instead.

5.1 Direct immediate context

The direct immediate context of the manifestation myths is determined by the fact whether
the narrative(s) preceding and/ or following the manifestation myth share the same topic.
The topic can be easily recognizable, when the main characters of the main story are the
same, as well as the setting of the main story (for example, the heavens or the netherworld)
and its subject. When the main characters do not agree, and there is not a clearly shared
subject, the narrative could still be connected on a thematic level. The Asoka tree episode
mentioned above is an example of the second situation. This episode deals with Parvatt as
the main character, it is set in a heavenly realm, and the subject is the acquirement and
adoption of a son. It is through this final theme that the narrative can be connected most
clearly with its preceding narrative, the Andhaka myth. The latter features Andhaka and
the Asuras, among whom he is brought up, as the main characters, and Siva and Parvati
only appear later as his adopting parents. The setting in which the myth takes place is both
heaven and the netherworld. Furthermore, the most prevalent topic of the main story is
the battle between Andhaka and the Asuras on one side and Siva’s Ganas on the other
side. However, there is one more underlying theme in the myth, viz. the adoption of a son.

It is this topic that connects the Andhaka myth with the ASoka tree episode’®.

3% As mentioned above, the acquirement of a son furthermore connects the A$oka tree episode
with the following narrative on Skanda’s birth. In this case, the setting is the same as well, viz. the
heavenly realms, and although the main character in the latter is primarily Skanda, Siva and Parvati
also play an important role.
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In order to identify a shared topic, one might look for linking verses that refer to the mutual
topic. This is frequently used as a compositional technique to make the transitions between
narratives smoother and to unify a section. It is important to make a distinction between
verses that connect narratives on the level of the main fopic and those that make a bridge
with less central story elements that the narratives have in common. Examples of the first
are, for instance, studied by Horst Brinkhaus in the context of the Harivamsa. In his article
‘Ascaryakarman and pradurbhavas in the Harivamsa® (2001), Brinkhaus shows that each
list of Visnu’s manifestations and deeds, appearing in the Harivamsa, has a different aim,
from which the composers’ intentions can be deduced. For example, HV 31 forms one set
of Visnu’s nine manifestation myths that includes both human and animal manifestations.

d*» and concluded*® by reiterating the main topic of

The sequence is clearly introduce
this chapter, viz. Visnu’s pradurbhavas (‘“manifestations”). Each myth is furthermore
connected through a linking verse, emphasizing the shared subject*”!. I would identify
such a section as constituting one coherent direct immediate context. In his article,
Brinkhaus tries to find a reason for the inclusion of the section on Visnu’s pradurbhavas.
At the time when this enumeration was added to the Harivamsa, the text was primarily
concerned with lists dealing with either human or animal manifestations and did not

contain lists that combined the two types of manifestations. According to Brinkhaus, the

composers wanted to fill this void, by adding a comprehensive list of Visnu’s

9 HV 31.13:

hitartham suramartyanam lokanam prabhavaya ca |

bahusah sarvabhiitatma pradurbhavati karyatah |

pradurbhavams ca vaksyami punyan devagunair yutan || 13 ||

“For the sake of the welfare of gods and men, as well as for the sake of the control over the worlds,
[Visnu] whose essence [consists of] all beings, manifests himself many times according to his
duties. Now I will tell about these auspicious manifestations, which are filled with divine qualities.”
400 Visnu’s manifestations of the past are concluded in HV 31.148ab: ete lokahitarthaya
pradurbhava mahatmanah, “these are the manifestations of the noble one for the sake of the
world”.

401 Almost each myth is connected with the previous one by a connecting sentence. The myths are
either connected through the word bhiiyah, “furthermore”, or by a sentence referring back to the
previous manifestation and announcing the next. For example, the Narasimha myth starts by
referring to the previous myth about Varaha.

HV 31.31:

varaha esa kathito narasimham atah srnu |

yatra bhiitva myrgendrena hiranyakasipur hatah || 31 ||

“This Varaha [manifestation] has been told; now listen to [the manifestation] of Narasimha, in
which Hiranyakasipu is killed by the lord of animals [i.e. Narasimha].”
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manifestations that “are indiscriminately described as being on one and the same level,
1.e. as being theologically equivalent, be they non-human or human” (Brinkhaus 2001,
36).

The second type of linking techniques has been studied by Yokochi (forth.). She
identifies different ‘narrative layers’, “based on two criteria: 1) a sequence of events, and
2) the main character(s) of these events” (Yokochi, forth.). In other words, a narrative
layer consists of narratives that follow the same timeline and the same figures. The
timeline also often takes place in the same place, but this is not taken into consideration
in the article. This approach results in a division into several layers, of which layer A is
the main layer, where “Siva is the principle character, since the ultimate aim of the
composition of the SP, as we understand it, is to show that this world is his universe”
(ibid.)*?. The timeline, place and main characters are occasionally stressed by the
Skandapurana composers with the help of linking verses. The shared elements of time,
place and main characters are taken up at the beginning of the following narrative; for
instance, in the form of a question of Vyasa to Sanatkumara about what Siva did when he
had returned home to Mount Mandara. Although verses like this provide insight into the
timeline of the narrative and its main characters, they do not necessarily provide
information on the main topic of the narrative—which, conversely, the linking verses in
the Harivamsa examples do. Since in the present chapter, I focus on the content of the
individual narratives and look for a relationship between narratives on the level of main
topics, rather than on the level of narrative layers, I make a distinction between linking
verses related to the main topic and linking verses related to the timeline and main

characters. The latter are not of concern here.

5.1.1 The Narasimha myth
The Narasimha myth (SP 70—71) is preceded by a Mahatmya on the holy place of
Gaurisikhara (SP 69). The Mahatmya ends with the statement that Siva and Parvati

402 Yokochi continues: “Since Siva is absolute, however, he keeps a distance and cannot act as the
leader who propels the story. In the first part of the narrative (SP 3—38), it is Brahma who propels
the story” (Yokochi, forth.). This is why it happens that there are narratives in layer A in which
Siva does not play an active role.
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returned to Mount Mandara, after Siva had blessed Gaurisikhara (SP 69.77)*. The
Narasimha myth continues this final event in the form of a question from Vyasa to
Sanatkumara: what did Siva do when he returned to Mount Mandara with Parvati (SP
70.1)**? Sanatkumara answers that Siva and Parvati roamed around on the mountain (SP
70.2)*%5, when Indra, Sasanka and Vayu came by to make some requests (SP 70.3—20).
The elements that connect the end of the Mahatmya with the start of the Narasimha myth
are the main character (Siva), the time (when he returned) and the place (Mount Mandara).
The elements link the two narratives on the level of timeline and main characters, so the
myths may be placed in the same narrative layer. However, the linking verses do not
connect the two narratives on the level of the main topic. In order to know whether there
is a shared main topic, we have to take the full stories into account.

To start with the GauriSikhara Mahatmya, this constitutes the final chapter of
“Parvati’s myth”4% (SP 34.1—61 and SP 53—69). The myth starts with a scene in which
Siva repeatedly calls Parvati krsnd, “the dark one”. Parvati is saddened by this and wants
to cast off her dark complexion and obtain a fair complexion instead, and—she adds—

she also wants a son (SP 34.11—12)*"’. Siva wants to give her these boons immediately,

403 SP 69.77:

evam nagendram sa tadanugrhya munindra sardham girirajaputrya |

devaih sasiddhair anugamyamanah Sarvah punar mandaram ajagama || 77 ||

“Having thus favoured the lord of mountains [i.e. Gauri$ikhara] then, oh master of sages, Sarva
[i.e. Siva] went back to [Mount] Mandara together with the daughter of the king of the mountains
[i.e. Parvati], accompanied by gods and Siddhas [“Accomplished Ones™].”

404SP 70.1:

vydsa uvdca |

sa gatva mandaram bhiiyo giriputryd saha prabhuh |

yac cakara mahadevas tan me brithi mahamune || 1 ||

“Vyasa said: Having gone to [Mount] Mandara again together with the daughter of the mountains
[i.e. Parvati], what did lord Mahadeva [“the Great God™, i.e. Siva] do? Tell me that, oh great sage.”
405 8P 70.2:

mandaram girim agatya parvatyd sahito harah |

reme hiranmaye divye sarvaratnavibhisite || 2 ||

“Having reached Mount Mandara, Hara [i.e. Siva] roamed around together with Parvati on the
golden, divine [mountain], which is adorned with all kinds of jewels.”

406 | borrow the name of this myth from SP Vol. 11, 5. The myth forms a part of the Vindhyavasini
cycle that furthermore consists of “the Kausiki-Vindhyavasini myth with a prologue and a
supplement” in SP 60.14—21, SP 60.72—132 and SP 61—68 (ibid, 6), and “[o]ther episodes” in
SP 56—57, SP 60.1—13 and SP 60.22—71 (ibid, 7).

407 SP 34.11—12:

yada yada vadasi mam krsneti vadatam vara |

tada tada me hrdayam vidiryata iva prabho || 11 ||
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but Parvati wishes to practice fapas to earn them. With Siva’s permission, she goes to a
peak in the Himalayas to practice fapas (SP 34.1—61). After a while, Siva gives Brahma
his consent to stop Parvati’s tapas and to grant her the boons of a fair complexion and a
son. Brahma does accordingly (SP 53—055). Parvati becomes gauri, “the white one”, and
her embodied dark complexion is sent to the Vindhya mountains to live there (SP 58).
When Parvati has returned home (SP 59), she takes Siva back to the peak where she
became gaurt, and Siva calls it “Gaurisikhara” (SP 69)*%. In short, Parvati’s myth centres
around Parvati, the tapas she performed and the boons she received.

The Narasimha myth, on the other hand, is concerned with the deeds of Visnu’s
manifestation as Man-Lion and how Siva releases him from this form. At first glance, the
two narratives seem unrelated because the main characters are different and the topics of
the main stories also seem unconnected. There seems to be, therefore, no reason to place
the Narasimha myth in this particular direct immediate context. However, both Parvati’s
myth and the afterlife episode of the Narasimha myth, which I have identified in chapter
4 as the most important part of the myth, revolve around a major, positive change of the
body. Parvati casts off her dark complexion and becomes gaur?, and Visnu casts off his
Man-Lion form and becomes a god again. This shared underlying theme could be the
reason why the Narasimha myth was placed at this particular position in the text.

Although it is possible to find an underlying shared theme with the narrative
preceding the Narasimha myth, this is not the case with the narrative following it, which
is concerned with the birth of Skanda. The Narasimha myth ends in SP 71.73, where it is
stated that Siva “went back to his own abode” (dhama svakyam [ ...] jagama, SP 71.73d),
which is Mount Mandara. In the next chapter, SP 72, the Skanda myth starts with Vyasa’s
question what Siva did after he had removed Visnu from his Lion form and had gone to

Mount Mandara (SP 72.1—2). This is again a compositional technique to make the

etadartham aham padau pranamya tava samkara |

vijidpayami sarvesa gauravarnam anuttamam |

vijiapavami putras ca yathd mama bhaved iti || 12 ||

“Every time you call me ‘dark’, oh best of speakers, it is as if my heart breaks, oh lord. For that
reason, I, having bowed down to your feet, oh Samkara [i.e. Siva], request an unsurpassed white
complexion, oh lord of all, and I request that I will have a son.”

408 The summary of the main narrative of the Vindhyavasini cycle is based on SP Vol. III, 7—9,

where one can also find a summary of the intermediate narratives.
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transition between two unrelated narratives smoother, continuing the timeline and main
character(s). It shows that the two narratives should be placed in the same narrative layer.
However, it does not tell us anything about a shared main topic. The Skanda myth (SP 72,
SPgn 163—65) is concerned with the conception and pregnancy of Skanda, his
consecration as the leader of the divine army and his slaying of Taraka. Neither the main
character, nor the main topic of the Narasimha myth and the Skanda myth are thus related.
Even underlying themes, such as a change of the body or the acquisition of a son, are not
found. The Narasimha myth is therefore not related to the narrative that follows it, and its
direct immediate context ends there. It should be noted, however, that the Skanda myth
does in fact take up Parvati’s myth again. After all, one should recall that Parvati had two
objectives with her tapas (SP 34.11—12): the first was to obtain a fair complexion, which

is realized in the same narrative in SP 58.74%°

, and the second was to obtain a son, which
is effectuated only in the Skanda myth starting in SP 724!°, Both the Narasimha myth with
the underlying theme of “change of the body” and the Skanda myth with the promise of a
son are thus connected to Parvati’s myth, but the Narasimha myth is not related to the

Skanda myth.

5.1.2 The Varaha myth

In the previous chapters, I focussed on the Varaha myth from the moment that the gods
ask Brahma for help to counter Hiranyaksa, and that Visnu becomes a Boar to solve this
problem (SP 96ff.). However, the reason for Varaha to come into being starts already in
SP 76.14, when Hiranyaksa decides to challenge the gods for battle as revenge for killing
his elder brother Hiranyakasipu.

409 Sp 58.7:

vigahamand vyajahat krsnam kosim tadanagha |

sa vireje taya mukta kalevendor ghanatyaye || 7 ||

“Plunging [into the pond created by her tears of joy (SP 58.4—5)], the sinless one then cast off her
dark skin. Being released from it, she shone like the digit of the moon in autumn.”

410y okochi has studied Parvati’s wish for a son in SP Vol. Il and argued that in fact, “the primary
object of her fapas is to obtain a son. In the beginning of chapter 72, where the main story resumes
after the end of the Vindhyavasini Cycle, it is told that Parvati asked Siva to realize her wish to
bear a son comparable to him and that Siva consented to this, referring to the fact that she had once
wished for a son before going to practise tapas (72.17), precisely as related in 34.12ef. Hereafter,
Siva and Parvati embark on a project to give birth to Skanda, which starts the myth cycle of
Skanda” (SP Vol. III, 23—24).
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As the fact that the Varaha myth does not start at the beginning of a new chapter already
suggests, the myth is hardly discernible from the one preceding it: the Andhaka myth.
Right at the beginning of the Andhaka myth in SP 73, the connection between the two
narratives becomes clear, viz. their main characters are closely related to each other. The
Andhaka myth starts with Vyasa’s question to Sanatkumara who the father of Andhaka is

and how Andhaka was killed (SP 73.1)*!". Sanatkumara’s answers start as follows.

SP 73.3—4:

kaSyapasya sutau dityam daityau tau sambabhiivatuh |
hiranyakasipur jyestho hiranyaksas tato 'nujah |

Jyesthas tatrabhavad raja hiranyakasipus tada || 3 ||

tasmin vinihate vire narasimhena dhimata |

hiranydkso ’bhavad raja sarvadaityanamaskytah |

aputrah sa tapas tepe putrahetor iti Srutih || 4 ||

“Two sons were born from Kasyapa and Diti: Hiranyakasipu
was the elder and Hiranyaksa the younger. The eldest among
them, HiranyakasSipu, became king then. When that hero [i.e.
Hiranyakasipu] was killed by the wise Narasimha, Hiranyaksa
became king, being honoured by all the Daityas. It is heard that

he, being childless, practiced tapas for the sake of a son.”

These introductory verses both look back to a previous narrative and pave the way for the
following one. By referring back to Hiranyakasipu and his killing by Narasimha, the
Andhaka myth is linked with the Narasimha myth, even though the start of the Skanda
myth is told between them. This is a logical connection because the two Daityas are

brothers, which was also already mentioned in the Narasimha myth in a similar verse (SP

“ISP73.1:

vydsa uvdca |

andhako kasya putro ‘sau kimviryah kimparakramah |

katham ca nihatah samkhye sarvam etad vadasva me || 1 ||

“Vyasa said: Whose son is this Andhaka, how powerful is he, how strong is he and how was he
killed in battle? Tell me all that.”
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70.22)*2, and Hiranyaksa succeeds his elder brother when he died. In this way, the lincage
of the Daityas is continued*!>.

Family ties are also the means to connect the Andhaka myth with the next
narrative, the Varaha myth. It is immediately made explicit that Andhaka and Hiranyaksa
are father and son, and this automatically lays the foundations for telling the story of
Hiranyaksa later. It is, however, also clear that at this point of the text, we are still in the
Andhaka myth because the main concern of the first few chapters is Andhaka. They
recount how Andhaka came into being through Hiranyaksa’s tapas, why he was born
blind, how he received eyesight through tapas and how Hiranyaksa celebrated Andhaka’s
successful tapas with a Kaumudi festival*'* (SP 73.4ef—76.13).

Directly after the description of the festival, the Varaha myth is told in one breath,
starting with the entry of the Asuras into Hiranyaksa’s palace (SP 76.14—15)*5, In SP
76.42ef, it becomes clear that they entered the palace “for the sake of revenge on the gods™

(suranam viprakarartham). The council for war, the battle itself, Hiranyaksa’s victory and

412.8P 70.22:

ditir namabhavat patni kasyapasya prajapateh |

daksasya duhita vyasa sa jajiie tanayadvayam |

hiranyakasipum jyestham hiranyaksam kaniyasam || 22 ||

“Prajapati Kasyapa had a wife called Diti. She was the daughter of Daksa, oh Vyasa, [and] gave
birth to* two sons: Hiranyakasipu was the elder, Hiranyaksa the younger.”

* 1 follow the editors of this part of the Skandapurana in understanding the perfect jajiie with a
causative meaning (SP Vol. IV, 38 note 67).

The mentioning of Hiranyaksa has a compositional function of foreshadowing to the Varaha myth,
which will be demonstrated in section 5.3.

413 The link with the Daityas’ succession will become a central element in the study of the relative
immediate context in section 5.2.

414 “The Kaumudi festival, as its name indicates, celebrates the light of the full moon [for kaumudi
means “moon light”]. It is associated with royalty” (SP Vol. IV, 62 note 153). For secondary
literature on the festival’s date on the ritual calendar, see ibid. The rituals and customs performed
at Hiranyaksa’s festival are provided in the synopsis of SP Vol. IV (ibid, 63—64).

415 SP 76.14—15:

evam samabhavad vyasa bahucitras tadotsavah |

danavanam tada pritisaukhyavisrambhavardhanah || 14 ||

tasminn uparate bhiiyah piirvavat sampratisthite |

prakrtisthe jane vyasa danavas te samagatah |

vivisur bhimasamhradah sabham divyam manoramam || 15 ||

“Thus the lovely festival took place then, which increases joy, happiness and intimacy among the
Danavas, oh Vyasa. When it stopped and everyone was established in their own form like before
again, the Danavas, having assembled, entered the divine and beautiful assembly hall with
terrifying noises.”
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finally Visnu’s intervention as Varaha follow logically hereafter. The direct immediate
context of the Varaha myth therefore includes the Andhaka myth, which starts in SP 73,
and the connection between the two narratives is the familial relationship between
Hiranyaksa and Andhaka as the main topic.

When the Varaha myth reaches its conclusion in SP 110, Siva goes to Mount
Sumeru to teach the pasupatavrata to Visnu (SP 110.31)*'®. In the next narrative (SP
111.1—112.72), Parvati teaches the Mother Goddesses various vratas, “religious
practices”. It starts with Vyasa’s question what Parvati did when Siva had gone to heaven
to teach the pasupatavrata (SP 111.1)*'. It is the same compositional technique of linking
the elements of timeline and main character as identified in the transition from the
Narasimha myth to the Skanda myth: what happened at the moment that Siva (main
character) was teaching the pasupatavrata (time) at Mount Sumeru, a divine mountain in
heaven (place)? Although these elements link the Varaha myth and the section on vratas
in the framework of timeline and main character, and thus place them in the same narrative
layer*'®, the narratives are unrelated concerning other factors. The main topics are
different (the lineage of the Daityas and the war between the gods and the Asuras vs.
vratas), as well as the main characters related to these topics (Visnu and the Asuras in
general and Hiranyaksa in particular vs. Parvati). The direct immediate context of the
Varaha myth is thus limited to the Andhaka myth preceding it and does not include the

section on vratas following it.

416.8P 110.31:

atha himagiritulyacarumiirtim vrsabhavaram bhagavams tadabhiradhah |

suraganasahitah prabhuh sumerum vratam upadestumana jagama Sarvah || 31 ||

“Next lord Sarva [i.e. Siva], the master, having mounted the best of bulls then, whose form is as
beautiful as Mount Himavat, went to [Mount] Sumeru to teach the vrata, being accompanied by
gods and Ganas.”

H7SP111.1:

vyasa uvaca |

gate divam mahadeve vratam adestum uttamam |

ekakini mahdadevi kim cakre tadanantaram || 1 ||

“Vyasa said: When Mahadeva [“the Great God”, i.e. Siva] went to heaven to teach the highest
vrata, what did Mahadev1 [“the Great Goddess”, i.e. Parvati] do in the meantime, while she was
alone?”

418 We even see a link between the topic of the final verse of the Varaha myth and the topic of the
next episode: they both involve the teaching of vratas. However, since Siva’s teaching of the
pasupatavrata is just one small element of the Varaha myth, it is not an argument to connect the
myth with the next episode.
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5.1.3 The Vamana myth
The Vamana myth essentially deals with how Visnu as a Dwarf defeats Bali, the king of
the Daityas, during a (peaceful) battle between the gods (represented by Visnu) and the
Asuras (represented by Bali). The myth preceding it (SPsn 116.1—13ab) tells how Bali’s
father Virocana, the king of the Daityas, is killed by Indra during the devasura war called
Atibaka. The two myths are unmistakably related to each other because they share two
main topics: a devasura war and the succession of Daitya kings. The succession is stressed
by the first verse of the Vamana myth that links the two narratives, stating that when
Virocana died, Bali was consecrated as the king of the Daityas (SPpn 116.13cd—14ab)*'°.
The Atibaka myth is therefore the Vamana myth’s direct immediate context. And, in fact,
the direct immediate context reaches further back until SPgy 113, which marks the start of
a series of devasura wars and is already announced in the Andhaka myth, in the
concluding verses of SP 112.

At the end of this chapter, it is told that Andhaka arrives in a forest and sees seven
sages assembled there. He overhears their conversation with three other sages: Dhatr,

Vidhatr and Krtanta. The seven sages ask the other three to tell them the following.

SP 112.112—15:

devasuranam yad vrttam bhavisyam kathitam Subhah |

tad vayam Srotum icchamo yadi vo ‘nugrahe matih || 112 ||
kim ca vijiiapita devi yusmabhih surasattamah |

kathayadhvam ca tat sarvam yady anugrahyata hi nah || 113 ||
tesam tad vacanam Srutvd trayas te devasattamah |

tvam dcaksva krtanteti vakyam iicur mahabalah || 114 ||

tatah sa tesam bahucitrakaranam yathabhavisyam kathayam

cakara |

49 SPg, 116.13cd—14ab:

hate virocane brahma balim tesam mahasuram || 13 ||

abhyasecayad indratve sa ca rdja babhiiva ha |

“When Virocana was killed, Brahma consecrated the great Asura Bali into kingship, and he [i.e.
Bali] became king.”
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surdasuranam jayatam ca karanam purd vidhatra vihitam
yatharthavat || 115 ||

“112. ‘If you would like [to do us] a favour, we wish to hear that
which was told about the future affairs of the gods and the
Asuras, oh glorious ones. 113. If we are entitled to be favoured,
may you also tell everything about what Devi [“Goddess”, i.e.
Parvati] was told by you, oh best of deities’**°. 114. Having
heard that speech of theirs, the three very strong, best of deities
said this speech: “You should tell, oh Krtanta.” 115. To them
[i.e. the sages], he [i.e. Krtanta] then started telling about the
details of the future affairs (yathabhavisyam) that have various,
wonderful causes (bahucitrakaranam), as_well_as about the

reason for the victories of the gods and the Asuras

[respectively], precisely as it was determined by Vidhatr [i.e.

Brahma] before*!.”

The stories about “the future affairs” that follow from SPgy 113 to SPgi 129 involve seven

different devasura wars.

1. The Amrtamanthana war myth (SPgy 113—15) contains several storylines.
a. SPgn 113. The gods and the Asuras churn nectar from the milk ocean. The
Asuras steal the nectar, but it is taken back by Visnu in the form of an
enchanting woman (mohini).
b. SPg 114. Siva swallows the poison that arose from the churning and
becomes Nilalohita, “the one with the dark neck”.

c. SPgn 115. Prahlada, Hiranyakasipu’s son, is defeated by Visnu in battle.

420 The editors of SP Vol. V, forth. note that this request is not followed up.

421 Brahma is meant here and not the sage Vidhatr, because in the passage preceding these verses,
itis told that the three sages were instructed by Brahma to tell the Prajapati Kasyapa “what happens
between the Devas [“Gods”] and Asuras, about their mutual friendship, the production of the
Amrta, and the rule of their kingdom” (SP Vol. V, forth.).
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In the Atibaka war myth (SPgy 116.1—13ab), Virocana, Prahlada’s son, is killed
by “the lord of the gods” (devendrena, SPgy 116.3d), i.e. Indra.
The Vamana war myth (SPgn 116.13cd—121.22) contains two storylines.

a. SPgn116.13cd—117.20. Bali, Virocana’s son, is defeated by Visnu in the
form of a Dwarf.

b. SPgn 117.21—121.22. Visnu becomes a Dwarf again and is rescued from
this form by Siva.

The Tarakamaya war myth (SPgn 121.23—124.end) contains several storylines.

a. SPpn 121.23—end. The Asuras seek refuge with Taraka and Maya, two
Danavas. They start a war against the gods, but Rama Jamadagnya
intervenes by killing the Saimhikeyas.

b. SPgn 122.1—16. As Rama Jamadagnya leaves the battle ground, the
Tarakamaya war continues with Visnu killing Kalanemi, and Taraka and
Maya retreating to Patala. Sanatkumara announces the next devasura war
called Dhvaja (SPgy 122.16).

c. SPgh 122.17—124.end. Vyasa wants to hear about the Dhvaja war (SPgs
122.17), but he also wants to know what Rama Jamadagnya did after
killing the Saimhikeyas (SPgn 122.18). Sanatkumara first answers the
second question, by telling a relatively long story on Rama, including him
destroying the ksatriyas twenty-one times (SPgy 123.19—22).

The Dhvaja war myth (SPgi 125—28) contains several storylines.

a. SPgn 125. The Danava called Vipracitti is killed by Indra with his
thunderbolt.

b. SPpn 126—28. Vyasa wants to know more about the place called
Bhastrapada, where Vipracitti practiced fapas, and Sanatkumara tells
about it.

In the Halahala war myth (SPgn 129.1—18), a bad Gana called Halahala starts a
war against the gods, but the gods kill all Asuras.

In the Andhakaraka war myth (SPgn 129.19—end), a Danava called Devatantaka,
“the Slayer of Deities”, together with the Asuras, harasses the gods with maya,
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“sorcery”. Apsarases are sent to stop them by tricking them. The trick works

because the Asuras start fighting each other and kill one another.

The Vamana myth is embedded in this series of devasura wars. It concludes the wars with
the successive Daitya kings—because from the Tarakamaya war, the main Asura is a
Danava—but the series of battles continues to SPgn 129. Both elements—the succession
of the Daitya kings and the series of devasura wars—are stressed by means of linking
verses. For example, the Atibaka war myth starts by referring back to the Amrtamanthana
war, after which Prahlada “the lord of Asuras handed the kingship over to [his] son
Virocana” (putre virocane rajyam pradadav asuresvarah, SPgn 116.2cd)**2. When the
succession of the Daitya kings ceases, the narratives only refer to the shared topic of
devasura wars. For instance, in the transition from the Tarakamaya war to the Dhvaja war,
the linking verse speaks of “another” war (param, SPpn 125.1a)*%3.

The Andhakaraka myth does not only conclude this section in SPgy 129, but also
the direct immediate context of the Vamana myth because the next chapter, SPgn 130,
takes up the Andhaka myth again. Instead of referring back to the stories just told, Vyasa
somewhat abruptly asks how Andhaka was killed by Siva (SPgy 130.1)***, and
Sanatkumara continues the story about Andhaka, starting with a boon that Andhaka had

acquired earlier. This marks the continuation of a narrative that is unrelated to the

422 SPg, 116.1—2:

evam tad abhavad vyasa amytasyavamanthanam |

yuddham ca sumahaghoram prahladena sahaiva tu || 1 ||

sa tu kalena mahata krtva yuddhasatany uta |

putre virocane rajyam pradadav asuresvarah || 2 ||

“In this way, the churning of the nectar and the very horrible battle with Prahlada took place, oh
Vyasa. And after a long time, he [i.c. Prahlada], the lord of the Asuras, having fought hundreds of
battles, handed the kingship over to [his] son Virocana.”

423 SPgp, 125.1:

atah param pravaksyami dhvajasamgramam irjitam |

devanam asuranam ca pranayogavinasanam || 1 ||

“Next I will tell about another great war between the gods and the Asuras [called] Dhvaja, which
destroys [any] connection with life.”

424 SPg;, 130.1:

vydsa uvdca |

andhako sa katham daityo harena vinipatitah |

yasya trailokyam akhilam bhayat sarvam vase sthitam || 1 ||

“Vyasa said: How was this Daitya Andhaka destroyed by Hara [i.e. Siva], in whose power the
entire triple world has fallen out of fear?”
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devasura wars that had been recounted just now. The direct immediate context of the
Vamana myth as one of the devasura wars therefore starts in SPgy 113 and ends in SPgh

129.

5.1.4 Differences between the three myths

The manifestation myths of Narasimha, Varaha and Vamana have their own direct
immediate context. The Narasimha myth can be connected with Parvati’s myth in which
Parvatt becomes gauri. Even though the myths are concerned with different main
characters and different main topics, there is one shared theme, which in fact can explain
why the Narasimha myth is placed there: in both myths, the transformation of the body of
the main character is central. By the grace of Siva, Parvati casts off her previous black
complexion and obtains a white complexion, and Visnu casts off his Man-Lion
manifestation and obtains his own divine form thanks to Siva. Both myths revolve around
a major change of the body, which connects the two. There is no such shared theme or
main topic with the start of the Skanda myth that follows the Narasimha myth in SP 72,
so the direct immediate context of the Narasimha myth does not continue in the next
narrative.

The Andhaka myth forms the direct immediate context of the Varaha myth for
two reasons. First of all, the start of the Varaha myth is almost indiscernible from the
Andhaka myth, since the description of the Kaumudi festival dedicated to Andhaka
seamlessly flows into the announcement that the Asuras go to war for revenge on the gods
for killing Hiranyakasipu. Second, at the beginning of the Andhaka myth in SP 73, the
familial relationship between Hiranyaksa and Andhaka is made explicit: they are father
and son. This is such a strong connection that it creates the direct immediate context. The
direct immediate context does not, however, continue after the Varaha myth. In SP 111,
the text shifts to Parvati teaching the Mother Goddesses on vratas. This is a new topic,
with ditto main characters, and there is no underlying shared theme with the Varaha myth.

Finally, the Vamana myth appears in a series of devasura wars in SPgp 113—29.
Being the third in this sequence, the narratives preceding and following the Vamana myth
are its direct immediate context, and the shared topic is devasura wars. The Vamana myth

furthermore particularly relates to the previous two devasura wars on the basis of the
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succession of the Daityas, which starts with Prahlada in the Amrtamanthana myth, is
continued with Virocana in the Atibaka myth and concluded with Bali in the Vamana
myth. Both main topics often occur in the first verses of the next narrative that function
as linking verses.

The present study has shown that each manifestation myth has its own direct
immediate context. However, the Varaha and Vamana myth are connected to each other
if we take their entire direct immediate context into consideration. They are both related
to the Andhaka myth: the Varaha myth because it is told directly after the start of the
Andhaka myth, and the Vamana myth because the series of the devasura wars is overheard
by Andhaka. The Narasimha myth, on the other hand, is not linked to the Andhaka myth
and is, as such, most disconnected from the other manifestation myths in terms of the

direct immediate context*?.

5.2 Relative immediate context
Although the manifestation myths have their own direct immediate context, in the present
section, I will demonstrate that they do belong to the same relative immediate context.
This is based on several factors that connect these and other myths told in SP 70—71, SP
74.16—110 and SPsn 113—29 on a stylistic, referential and thematic level: the use of
unique epithets and stock phrases, references back and forth, and shared underlying
themes. Some of the first two connecting factors have been studied in other publications,
and will be summarized in the following lists; the third factor I will explore below.

First of all, the language used in this text portion has some characteristic features

in common.

= As shown by the editors of the Skandapurana, it is only in this part of the
Skandapurana (SP 71.46b—SPg; 126.4b) that Vyasa is called saktinandana, “son
of Sakti*?® (SP Vol. IV, 18).

425 After addressing the relative immediate context of the three manifestation myths, I will turn to
question why the Narasimha myth is disconnected from the other manifestation myths in section
5.3.

426 For references, see SP Vol. IV, 18 note 44.
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= The editors also demonstrate that several stock phrases used for the battle
descriptions in SP 76—108 and SPgn 115—29 only appear there and not, for
instance, in battle scenes of the Skanda cycle, nor in the description of the battle

between Andhaka and Siva’s Ganas (SP Vol. IV, 23).

Second, in the devasura war myths in SPgn 113—29, there are several references to earlier

kings and wars that do not fall into this section.

= In the Amrtamanthana myth, the Daityas address Visnu who has just stolen the
amrta back from the Asuras, referring to his earlier actions against Hiranyakasipu
and Hiranyaksa (SPpn 115.4)*7.

= In the Vamana myth, Bali is said to be much greater than Hiranyakasipu and
Hiranyaksa (SPgn 116.75)%.

= A few verses later in the same myth, a connection is made with four of Bali’s
predecessors: Hiranyakasipu, Hiranyaksa, Andhaka and Prahlada, omitting only

Virocana (SPgn 116.86—87ab)**’.

427 SPpy, 115.4:

tvaya nikrtya nihato hiranyakasipuh purd |

hiranyaksas ca daityendro 'mrtam cedam apahrtam || 4 ||

“Earlier, Hiranyakasipu and Hiranyaksa, the lord of Daityas, were killed by you with deceit, and
[now] this amrta was stolen [by you].”

428 SPgh 116.75:

hiranyakaSipiu raja hiranyaksas ca danavah |

tava rajiah kalam putra narhatah* sodasim api || 75 ||

“King Hiranyakasipu and the Danava Hiranyaksa are not worthy even a sixteenth portion of you
as a king, oh son.”

* Bhattarai reads nardhatah, which I consider a typo of narhatah.

429 SPgy, 116.86—87ab:

hiranyakasipii raja natyantam sukham aptavan |

hiranyaksas tatha caiva andhakas caiva tatsutah || 86 ||

bhavan pitamaho smakam tatha krivena karmand |

“King Hiranyaka$ipu did not obtain infinite bliss, nor [did] Hiranyaksa, nor his son Andhaka, nor
you [i.e. Prahlada], our grandfather, because of bad deed[s].”
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Besides these references in the Amrtamanthana and Vamana myth, most references to an

earlier narrative appear in the Varaha myth that recalls events of the Narasimha myth**°.

=  Yokochi, forth. points out that the story of Hiranyaksa presupposes a story of his
elder brother, because he succeeds Hiranyakasipu, and this is explicitly mentioned
at the beginning of the Andhaka myth (SP 73.4a—d, quoted in section 5.1.2).

= Yokochi, forth. also notices that the motive of revenge is a recurring theme in the
Varaha myth. Hiranyaksa wants to avenge the gods for killing his brother*!,

= Other textual references to the Narasimha myth in the Varadha myth are the
following.

o Hiranyaksa repeatedly states that Hiranyakasipu was killed by the gods
(e.g. SP 81.5ab)**, as do his fellow Asuras (SP 77.20)*.

o The gods refer to Hiranyaka$ipu’s death by Narasimha (SP 97.44cd)**.

430 Similar references also appear in the SPgy, 172, where, among other events, Visnu fights with
Prahlada. This has been shown by Martine Kropman in her article ‘The consecration of Kumara.
The role of Thanesar and King Harsa in the composition of the Skandapurana’ on the composition
and growth of the Skandapurana. In the section on “internal coherence and interrelation” in the
text, she connects “the stories of Hiranyakasipu, Hiranyaksa, Andhaka and Prahlada” (Kropman
2019, 113). In the latter, all four Daityas are mentioned in one breath (SPgy 172.49cd—51), and
Kropman argues that this does not only confirm “the association between the mentioned asuras in
the minds of the composers [but also,] it puts up a divide between these and the other important
asuras in the SP: primarily Taraka, Sumbha, Nisumbha and Mahisasura — all of whom are part of
the main story” (ibid.). Although this reference can be considered a connecting factor with
Narasimha etcetera, I do not take SPgi 172 into consideration because it is not in the vicinity (i.e.
relative immediate context) of the manifestation myths.

431 There are several references to Hiranyaksa’s wish to take revenge on Visnu for slaying his
brother, including the following verse.

SP 78.19:

hiranyaksas tu daityendro hiranyakasipor varah |

sa ninam bhratur anvicchan hatasya pratikaritam || 19 ||

“And Hiranyaksa, the great lord of Daityas, now sought revenge for the killing of his brother
Hiranyakasipu.”

432 SP 81.5ab: te yityam nydayam utsrjya hatva me bhrataram punah, “having abandoned the law,
you killed my brother then”.

433 SP 77.20:

hiranyakasipii raja bhrata no jyestha uttamah |

so 'pi Sakto "ham ity eva ekaki devatair hatah || 20 ||

“King Hiranyakasipu, our great elder brother, also thought ‘I can [do it] alone’ [but] he was killed
by the gods.”

434 SP 97.44cd: hatah sa daityo narasimhariipind yatha pura tasya gurur mahabalah, “the Daitya
[i.e. Hiranyaksa] is [considered] dead, just like his mighty elder brother [was killed] by the one
with the Narasimha form before”.
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o Visnu boasts that he has killed Hiranyakasipu in the form of a Man-Lion

(SP 106.9ab)**,

Besides these linguistic features and references on the level of individual verses*®, there
are two topics that contribute to the unity of the Narasimha, Varaha and devasura war
myths on a thematic level. First of all, the first five myths in this section meticulously
follow the succession of the Daitya kings according to their lineage. Second, all myths
deal with devasura wars. Both topics are discussed next.

The Narasimha, Varaha, Amrtamanthana, Atibaka and Vamana myth follow the
chronological succession of the Daitya kings. The same order is found in the vamsa
section of the Puranaparicalaksana, and the Skandapurana composers seem to have

followed this standard list*?’.

* Hiranyakas$ipu is the eldest son of Diti and Kasyapa**s.

» Hiranyaksa succeeds his brother HiranyakaSipu*°.

435 QP 106.9ab: hato ’sau narasimhena maya daityah pratapavan, “that mighty Daitya [i.e.
Hiranyakasipu] was killed by me as Narasimha”.

436 Based on these textual and stylistic similarities, it has been recently proposed by Kropman
(2019) and Yokochi (forth.) that this section was composed by the same group of composers.
According to Kropman, the Narasimha myth and the Andhaka cycle as a whole are probably later
additions than, for example, the Skanda cycle. Yokochi makes a further distinction and argues that
the Andhaka myth is earlier than the Narasimha, Varaha and devasura war myths, of which at least
the Narasimha and Varaha myths were written by the same group of composers. In personal
communication, she added that probably most of the devasura war myths (SPgn 113—29) were
written by that same group as well.

437 The relevant verses are PPL vamsa 2.66, 68—69a, 70a and 70b (text group 1: Agnipurana,
Brahmapurana, Garudapurana, Harivamsa, Sivapurdna Dharmasamhita and Visnupurdna) and
PPL vamsa 2C.3, 26—27a, 31,a and 35ab (text group IA: Brahmandapurana and Vayupurana).
438 SP 70.22—23ab (Narasimha myth), see note 412.

439 SP 73.3—4cd (Andhaka myth), see section 5.1.2.
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* Prahlada is the son of Hiranyaka$ipu**’. He seems to succeed Andhaka,

Hiranyaksa’s son, but this is not explicitly mentioned*!. It is, however, clear that

440 SPy, 113.2 (Amrtamanthana myth):

bhavisyaty asuranam tu hiranyakasipoh sutah |

indro mahabalo vidvan prahlado “surapumgavah || 2 ||

“The son of Hiranyakasipu, the mighty and wise Prahlada, the bull among Asuras, will become the
king of the Asuras.”

41 As Yokochi 2009 shows, Andhaka is a relatively new figure in the Puranic corpus. He does not
appear in the list of descendants of Kasyapa and Diti in the Puranapaiicalaksana. Instead,
according to some texts, Hiranyaksa has four sons and according to others, five (see PPL vamsa
2.72—73ab for text group 1 (Agnipurana, Brahmapurana, Garudapurana, Harivamsa, Sivapurana
Dharmasamhita and Visnupurana) and PPL vamsa 2C.23—24ab for text group IA
(Brahmandapurana and Vayupurdna)). The Skandapurana replaces the four or five sons of
Hiranyaksa by one son, Andhaka.

Since Andhaka is new in the lineage of the Daityas and since the Andhaka myth is probably earlier
than the section under discussion here, I exclude him from this enumeration, but a few words on
the line of succession is in place here, in order to know who succeeded Hiranyaksa: his own son
Andhaka or the son of his brother, Prahlada. Despite Andhaka’s major role in the Skandapurana,
it is nowhere made explicit that he becomes the king of the Daityas. There are only a few hints that
suggest that he succeeds his father Hiranyaksa and becomes king before Prahlada. He seems to be
already king when he reaches the forest, overhearing the sages’ conversation at the end of SP 112.
This can be deduced from the following references and compositional decisions. 1) The
Amrtamanthana myth (with Prahlada as the main character) starts with Sanatkumara’s summary
of the story, including the introduction of Prahlada as the king of the Asuras, and Sanatkumara uses
the future tense for him (SPgn 113.2, see note 440). The use of the future tense shows that Prahlada
did not succeed his uncle Hiranyaksa, but someone else must have. Although it is not made explicit
that this was Andhaka, we may assume that he was next in line after Hiranyaksa’s death. 2) If we
take the order of the stories in the Skandapurana into account, then Andhaka is the logical next
king after Hiranyaksa because first the Andhaka myth is partly told and later the Amrtamanthana
myth. In fact, Andhaka himself overhears the Amrtamanthana myth in the forest. 3) In SPgx
130.2ab, which is the continuation of the Andhaka myth, it is broadly stated that “in the beginning,
there was a king of the Daityas called Andhaka, the enemy of the triple world” (andhako nama
daityendra adau trailokyakantakah). Although daityendra can also have the more general meaning
of “supreme Daitya”, the chapter continues with similar references to Andhaka as king. 4) Namely,

further on in SPgy 130, it is Prahlada himself who addresses Andhaka as danavendra, “oh king of
the Danavas” (SPgy 130.8a), danavanam adhipate, “oh overlord of the Danavas” (SPgy 130.12¢)
and danavesvara, “oh lord of the Danavas” (SPgy 130.13b). The fact that precisely Prahlada uses
this terminology is significant because it makes him explicitly not the king of the Daityas. 5)
Finally, in SPgy 172, Prahlada is king the Daityas (e.g. SPgn 172.24a: daityardjena, “by the king of
the Daityas”), and his power is compared to the power of previous kings, as the following verse
shows.

SPgh 172.50cd—>51ab:

hiranyakasipur nasid rdja tatsadrso mahan || 50 ||

nandhako na hiranyaksah prahladasadyso bale |

“In terms of power, Prahlada is not like the great king Hiranyakasipu, Andhaka and Hiranyaksa.”

It is not made explicit that Andhaka is also a previous king, but since he is mentioned in one breath
with Hiranyakasipu and Hiranyaksa, who are definitely previous kings by that time, Andhaka can
be understood as such as well.
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he will become the king of the Daityas some time in the future, as stated in SPgy
113.2 (see note 440)*2,
* Prahlada, being defeated, hands kingship over to his son Virocana**.

* Finally, Bali succeeds his father Virocana when the latter was killed**.

By including Hiranyakasipu into this list, the lineage of Kasyapa and Diti’s offspring until
Bali becomes complete. Based on this lineage of the Daityas, the Narasimha myth fits
thematically in the relative immediate context of the Varaha, Amrtamanthana, Atibaka
and Vamana myth.

The relative immediate context can be further expanded with the Tarakamaya,
Dhvaja, Halahala and Andhakaraka myth based on the fact that all nine narratives, from
Narasimha to Andhakaraka, deal with devasura wars. Just as the lineage of the Daityas
was known from the Purdanaparicalaksana and was probably followed by the

Skandapurana composers, all nine battles would have been known from a list of twelve

42 Since Andhaka is a relatively new character, the succession differs here from other Puranic
sources. Usually, Prahlada succeeds Hiranyakasipu and/ or Hiranyaksa because he is the eldest son
of the eldest son. For example, in the Visnupurana, Prahlada succeeds his father Hiranyakasipu,
after he was killed by Narasimha.

ViP 1.20.32:

pitary uparatim nite narasimhasvariupind |

vispund so 'pi daityanam maitreyabhiit patis tatah || 31 ||

“When [Prahlada’s] father was led to death by Visnu in the form of Narasimha, he [i.e. Prahlada]
became the lord of the Daityas then, oh Maitreya.”

Cf. SPgy 172.2—4cd:

purd simhavapuh krtva visnuna paramaujasa |

daityadanavandathe tu hiranyakasipau hate || 2 ||

prahradas tatsuto daityo vispum prati cukopa ha |

hate pitari sa sSriman mahadaityapatisvarah || 3 ||

bahuny abdasahasrani cakarogram mahatapah |

“Earlier, when Hiranyakasipu, the lord of the Daityas and the Danavas, was killed by the powerful
Visnu after he had made the body of a Lion, the Daitya Prahrada [= Prahlada], who is his [i.e.
Hiranyakasipu’s] son, got angry with Visnu. When his father was killed, the glorious great overlord
of the Daityas performed severe great fapas for many thousands of years.”

The connection that is made between Hiranyakasipu and Prahlada in the Skandapurana is similar
to the connection made in the Visnupurana. The verses seem to suggest that the two events follow
each other directly and perhaps even that Prahlada became king of the Daityas, when
Hiranyakasipu was killed. However, at least Hiranyaksa became the king of the Asuras first and
possibly Andhaka as well.

43 SPgy;, 116.2 (Atibaka myth), see note 422.

444 SPgy, 116.13cd—14ab (Vamana myth), see note 419.
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devasura wars of the Puranapaiicalaksana (PPL vamsanucarita 5B.71—85)* and may
have served as a model for the Skandapurana composers. The Puranaparicalaksana
section starts with an enumeration of the names of the battles (PPL vamsanucarita
5B.72¢d—75) and continues with short descriptions of their main event (PPL
vamsanucarita 5B.76—385). The enumeration below lists the twelve wars with their base
storylines, as collected by Kirfel in the main text of the Puranaparicalaksana. There are,
however, variations among the Puranas, some of which I share in the notes, while the rest

can be found in Kirfel 1927, 489—91.

1. Narasimha war: Hiranyakas$ipu is killed by Narasimha.

2. Vamana war: Bali is bound by Vamana who traversed the triple world.

W

Varaha war: Hiranyaksa is killed in a dispute with the gods and the ocean is split
into two by Varaha with his tusk*4,

Amrtamanthana war: Prahlada is conquered.

Tarakamaya war: Virocana is killed by Indra*’.

448

Adivaka war: Jambha is killed by Visnu, being possessed by Indra

NS e

Traipura war: all Danavas are killed in the city of Tripura by Tryambaka, “Three-

eyed One”, i.e. Siva.

45 The passage is represented by the Brahmandapurdana, Matsyapurana, Padmapurana
Srstikhanda, Padmapurana Uttarakhanda and Vayupurana.

446 There is some variation for this second event, and the reading given by Kirfel only appears in
the Matsyapurana.

o  The Brahmandapurana reads: damstraya tu varahena sa daityas tu dvidhakrtah, “and that
Daitya [i.e. Hiranyaksa] was split into two by Varaha with his tusk”. Hiranyaksa is thus
the object of the splitting.

o  The Padmapurana Srstikhanda and the Padmapurana Uttarakhanda read: damstraya tu
varahena samudrastho dvidhakrtah, “and he, standing in the ocean, [i.e. Hiranyaksa] was
split into two by Varaha with his tusk”. Hiranyaksa is again the object.

o The Vayupurana reads: damstrayam tu varahena samudrad bhiir yada krta, “when the
earth was obtained from the ocean by Varaha on his tusk”. The Vayupurana thus reports
two deeds of Varaha.

47 N.B. although the Puranas agree on this event in the list, when the Tarakamaya war is told in
narrative form (e.g. in HV 32—38) or when it appears in other lists (e.g. HV 30.17), the main event
rather concerns Visnu killing Kalanemi, instead of Indra killing Virocana.

448 In the short enumeration of the battles, all Puranas mention the Adivaka war as sixth (PPL
vamsanucarita 5B.74a), but in the description of the wars that follows, only the Brahmandapurana
and Vayupurana provide further information on it (79¢—f)—with the Vayupurana eliminating the
name of the Asura.
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8. Andhakara/ Andhakarika (BdP and VaP)/ Andhaka (MtP)/ Andhakavadha (PdP
Srstikhanda and PdP Uttarakhanda) war: Asuras are killed by gods, men and

forefathers.

From the ninth devasura war onwards, the Puranas vary significantly. Although the
majority agrees on the names of the wars provided in the enumeration of the twelve wars
(PPL vamsanucarita 5B.74d—75ab), there are a number of differences in their
descriptions (PPL vamsanucarita 5B.83—=85). In the following, I only give a general

overview of the present information.

9. Dhvaja war: most texts agree on the storyline that Vipracitti was killed by Indra.

10. Vartra war: based on the name, we may assume that during this war, Vrtra was
killed by Indra together with Visnu. However, in the description section, the name
of the war “Vartra” is often omitted**® and the killing of Vrtra is instead connected
to either the Halahala war (11")*° or the Kolahala war (12%)*!,

11. Halahala war: during this war, either Vrtra was killed by Indra and Visnu (see

2

Vartra war) or the Asuras were conquered by Vrsan*? or the entire war is

omitted*>>.
12. Kolahala war: during this war, the Asuras including Sanda and Marka were

conquered either by Vrsan** or by Raji**>.

49 The name of the war is omitted in the Brahmandapurana and the Vayupurana. The latter has
the additional problem that it only speaks about Danavas being killed by Indra together with Visnu
and does not mention Vrtra by name either.

430 This is the case in the Matsyapurana.

41 This is the case in the Padmapurana Srstikhanda and the Padmapurana Uttarakhanda.

452 This is the case in the Brahmandapurana.

453 The war is omitted in the Padmapurana Srstikhanda, the Padmapurana Uttarakhanda and the
Vayupurana.

454 This is the case in the Matsyapurana, the Padmapurana Srstikhanda (which mentions the
Kolahala war twice) and the Padmapurana Uttarakhanda (which mentions the Kolahala war
twice).

435 This is the case in the Brahmandapurana and the Vayupurana.
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Nine out of twelve wars of the Puranaparicalaksana list are told in the Skandapurana
relatively close to each other (Narasimha, Varaha and the devasura war myths)*®.
According to Yokochi (2009 and forth.), the Skandapurana composers may have used
this twelve-fold list as a source of inspiration for the devasura war section (SPgp 113—
29). Since the Narasimha and Varaha war are also part of this twelve-fold list, I take all
nine myths to be thematically linked by the topic of devasura wars and to belong to the
same relative immediate context.

Besides some variation in the main characters of the stories and the names of some
of the battles, there is one difference between the Skandapurana and the
Puranapariicalaksana in particular that should be highlighted: the order of the battles*’.
On the one hand, the Puranaparicalaksana almost follows the succession of the Daityas,
with Bali in the Vamana myth as the only exception®®. On the other hand, the
Skandapurana’s order is entirely determined by the lineage of the Daityas for the first five
myths. As a result, the Varaha and Vamana wars become second and fifth. Moreover,
since in the Skandapurana, Virocana (Prahlada’s son and Bali’s father) is the main Asura
in the Afibaka war, this story takes the place of the Tarakdmaya war in the
Puranapariicalaksana®’.

To conclude, if we take the relative immediate context into consideration, then

the topic of devasura wars is one of the unifying themes. It runs from the Narasimha myth,

436 Yokochi 2009 notes that the Skandapurana also recounts the myth about Indra against Vrtra
(“the Vartra war”, SP 60.22—71), as well as the myth about Siva defeating the Asuras by
destroying Tripura (“the Traipura war”, SPgn 168—70). The only battle that is missing in the
Skandapurana then is the Kolahala war.

47 The order of the Skandapurana is 1. Narasimha, 2. Varaha, 3. Amrtamanthana, 4. Atibaka, 5.
Vamana, 6. Tarakamaya, 7. Dhvaja, 8. Halahala, 9. Andhakaraka.

The order of the Puranaparicalaksana of the same nine wars is 1. Narasimha, 2. Vamana, 3.
Varaha, 4. Amrtamanthana, 5. Tarakamaya, 6. Adivaka, [...] 7. Andhakara, 8. Dhvaja, [...] 9.
Halahala.

458 The fact that the Vamana war comes second in the Puranapaiicalaksana may be explained from
the perspective of the composition of this section. Horst Brinkhaus has argued in ‘Beobachtungen
zur Frithgeschichte der Pradurbhava-Lehre: Der Eber-mythos’ that PPL vamsanucarita 5B.71—
85 is an elaboration of the preceding verses (67—70) which only deal with Narasimha and Vamana
(Brinkhaus 1992, 63). The Vamana war thus maintained its original place.

459 The Skandapurana version of the Tarakamaya war is a collection of various smaller battles with
various victims. Although the Saimhikeyas, Kalanemi and the ksatriyas are the main opponents of
the gods, in a summary at the end of the story (SPgn 122.14—16), Virocana is mentioned as one of
the Asuras that have been slain in this battle as well. Since Virocana was already killed in the
Atibaka war, there seems to be some confusion here.
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via the Varaha myth to the devasura war section. In this way, the three manifestation

myths are connected to each other on a thematic level.

5.3 Conclusions
In this and the previous chapters, I have demonstrated that the three manifestation myths
are connected to each other on different levels. First of all, the stories themselves have
certain characteristics that connect them, such as a new portrayal of a Visnu who is
dependent on the other gods, a new structure with an afterlife episode attached to the story
with a key role for Siva, and the fact that Visnu receives a boon from Siva which becomes
more religious as the text progresses. Second, the Varaha and Vamana myth are connected
because of their respective direct immediate contexts. They are both linked to the Andhaka
myth: the Varaha myth flows out of it within one chapter, and the Vamana myth features
in a section that has been announced in the Andhaka myth. Third, some of the linguistic
features in the three myths, as well as in the other devasura wars surrounding the Vamana
myth (from the Amrtamanthana myth up to the Andhakaraka myth), are unique for this
part of the text. Fourth, there are several references in each manifestation myth that cite
other manifestations or Daitya kings. The Narasimha myth already mentions Hiranyaksa,
the Varaha myth has many references to events in the Narasimha myth, and the Vamana
myth mentions most of Bali’s predecessors. Fifth, the Narasimha, Varaha and Vamana
myth are connected thematically by the shared topics of the lineage of the Daityas and the
devasura wars. As a result, the relative immediate context runs from the Narasimha myth,
via the Varaha myth, to the devasura wars in which the Vamana myth is included.

Despite these connections, neither the three manifestation myths, nor their direct
immediate contexts follow each other directly. They are separated by non-related
narratives. Why did the Skandapurana composers adopt this structure? Let us start with
the separation of the three manifestation myths themselves. The reason to postpone the
Vamana myth after the Varaha myth is the most straightforward: the lineage of the Daityas
from Hiranyaksa until Bali demands at least the stories of Prahlada (Bali’s grandfather)
and Virocana (Bali’s father) to be told in between.

If we would extend this line to the Narasimha myth and the Varaha myth, we

would all the more expect the Narasimha myth to precede the Varaha myth (more)
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directly, since Hiranyakasipu becomes the first king of the Daityas and is succeeded by

Hiranyaksa*®

. However, they are separated by the start of the Skanda myth and the start
of the Andhaka myth. The “interruption” of the latter would not really form a problem
because the main characters and the setting of the Narasimha, Andhaka and Varaha myth
are all related. The start of the Skanda myth, however, does not seem logical at first glance,
so we expect it to have been a deliberate choice of the composers to disassociate the
Narasimha myth. The reason for this may be found in the construction of the narratives
surrounding the Narasimha myth.

As I have shown in section 5.1, the Narasimha myth is preceded by Parvati’s
myth, in which Parvati expresses two wishes: a fair complexion and a son (SP 34.12ef—
13). Whereas the former is fulfilled in the same narrative (SP 55), the latter is only realized
in the Skanda myth (SP 72). Although some narratives between SP 55 and SP 72 might
be secondary, most of the chapters are probably written by the same group of composers,
as argued by Yokochi, forth., so the gap must have been there from the beginning of the
composition. However, since the coming of a son is already announced in a different
narrative, the birth of Skanda does not come as a surprise and the announcement unifies
this part of the text. To put it more broadly, by introducing themes in one narrative that
are picked up only later by other narrative(s), it is possible to unify the text. I would like
to argue that the same holds true for the themes that are for the first time dropped in the
Narasimha myth and are picked up later in the Varaha myth and in the devasura war
section, viz. the lineage of the Daitya kings and the series of devasura wars—in other
words, the topics of the relative immediate context. This compositional technique
effectuates a unification of the composition.

The connecting themes of the lineage of the Daityas and the devasura wars do not
only help in understanding why the three manifestation myths are separated from each
other, but also why the Skandapurana composers did not just tell these myths. To
demonstrate this, let me clarify what the situation would be if there would be a “Visnu’s

Manifestation Cycle” that would only recount the Narasimha, Varaha and Vamana myth.

460 Moreover, taking into account the timeline and main characters, that determine the narrative
layer, the Narasimha myth (SP 70—71) could have easily switched places with the start of the
Skanda myth (SP 72) which now follows the Narasimha myth.
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In that case, the audience would hear about Visnu’s famous and fabulous deeds, including
the necessary Saiva additions, such as Visnu’s dependency, Siva’s help in returning him
to his former body and Siva’s grace in granting Visnu fabulous boons. These Saiva aspects
would stand out more prominently, especially since the set of three myths ends with
Visnu’s union with Siva, i.e. final liberation. “Visnu’s Manifestation Cycle” would have
certainly contributed to the promotion of the Saiva ideology of the text and would have
fit in a strictly doctrinal work.

However, the actual situation tells a different story. The Skandapurana is not just
a doctrinal work; it is much more than that. As Hans Bakker states in The World of the

Skandapurana, the text

“had no particular sectarian agenda, but aimed to provide all the
Mahesvaras of its age, in particular the uninitiated laity
(laukikas), with an exoteric, mythological account of the
cosmos as created and governed by Mahadeva [“the Great
God”, i.e. Siva]. What counted more than sectarian partisanship
was staunch Saiva faith and a sound knowledge of Sanskrit and

the Epic and Puranic traditions” (Bakker 2014, 151).

The incorporation of Visnu’s manifestation myths into the Skandapurana in general and
into the framework of Daitya kings and devasura wars in particular supports this
assumption. I would even take one step further, because we can specify the intended end
result of this undertaking: the composition of a Purana. After all, as the study in section
5.2 has shown, the myths are not only separated from each other, they are also embedded
into a larger framework of Daitya kings and devasura wars which have been likely
modelled after the Puranaparicalaksana. As 1 have demonstrated in section 1.2, the
Skandapurana does not contain much Puranaparicalaksana material, but it does not
neglect it either. The text includes such material in its own wording and style of writing.
The myth of creation is an example of Saivization of Puranaparicalaksana material, and
the elaboration on the Daitya kings and devasura wars is an example of dramatic

visualization of Puranaparicalaksana material, which itself can be classified as a
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summary presentation. Instead of simply copying the long lists of the lineage of the
Daityas as reported in the vamsa section of the Puranaparicalaksana and that of the
devasura wars as reported in the vamsanucarita section of the same text corpus—as so
many other Purana composers have done—the Skandapurana composers used them as a
basis for narrating more complex and rich myths. By recognizing the shared themes of
these narratives, one learns about the lineage of the Daityas and a series of devasura wars
in an attractive way, through the powerful force of narrative. The study of the immediate
context of the narratives shows that the Skandapurana composers did not aim at
composing a strictly doctrinal work, but had greater ambitions: they aspired to create a
convincing Purana that covered a wide range of topics, in their own vivid and elegant way

of storytelling with, needless to say, the necessary alterations to convey a Saiva message.
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ya imam Synuyan martyah sada parvasu parvasu |

arcayec chivavisnum ca sa gacchet paramam gatim ||

“The man who always listens to this [story], chapter by chapter,
and worships Sivavisnu, he would go to the highest state.”

Skandapurana 121.21

6 Conclusions

With some of their roots in the Vedas, their firm embedment in the Mahabhdarata and their
ever-growing popularity in the Puranas, Visnu’s manifestation myths of Narasimha,
Varaha and Vamana are famous narratives. We hear about Visnu in the star role of saviour
of the universe. Fighting with the Asuras, rescuing the earth and traversing the cosmos;
nothing is impossible for Visnu... until the Skandapurana. How does Visnu’s heroism fit
in this Saiva Purana which glorifies Siva as the supreme god, presents a Saiva universe
and speaks of Pasupata ascetic practices? Why did the Skandapurana composers dedicate
so many chapters and so much attention and effort in retelling Visnu’s manifestation
myths? These questions have been central in this dissertation. I have examined Visnu’s
manifestation myths from different angles—from a study of the sources in which the
narratives appear, to a survey of the alterations, preservations and innovations in the
Skandapurana. In this chapter, I will bring the observations together and reflect on the
research questions as formulated in section 1.4.

The first set of questions concerns Visnu’s manifestation myths as retellings:
where does the Skandapurana stand in the literary landscape of Visnu’s manifestation
myths? How does it relate to other (re)tellings? Whether the myths of Narasimha, Varaha
and Vamana formed a part of a section on creation or were included in an overview of
Visnu’s animal and human manifestations, they were widely spread across the epic-
Puranic genre. The Skandapurana finds itself in the middle of a vibrant epic and Puranic
landscape with its retellings, showing, per manifestation myth, a different relationship
with other texts.

In the case of the Narasimha myth, the majority of texts focusses on the battle

between Narasimha and HiranyakasSipu (see section 2.1). A notable Vaisnava exception
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to this storyline is the Vispupurana, which only briefly mentions Hiranyakasipu’s death
by Narasimha. It otherwise deals with the distorted relationship between Hiranyakasipu
and his son Prahlada, exemplifying the merits of devotion to Visnu. The retelling in the
Skandapurana understandably rather connects to the other texts.

There are two main variants of the Varaha myth: the cosmogonic story leading to
the (re)creation of the universe and the Asura-slaying story revolving around the battle
between Varaha and Hiranyaksa (see section 2.2). Although the cosmogonic version is
much more popular in early Puranas, the Asura-slaying one is also already referred to in
the Mahabharata and the Puranaparicalaksana. The Skandapurana and the Harivamsa
(HV App. 1 No. 42) are the first texts to recount it in full, making a clear distinction
between this and the cosmogonic story. In the case of the Varaha myth, the Skandapurana
therefore relates particularly to HV App. 1 No. 42. As demonstrated in section 2.4, the
Varaha myth in the Skandapurana also shows strong connections with one of the
retellings of the Vamana myth in the Harivamsa (HV App. 1 No. 42B). The
Skandapurana description of the devasura war leading to Hiranyaksa’s take-over of the
universe has significant parallels with the description of the devasura war leading to Bali’s
take-over of the universe in HV App. 1 No. 42B.

The general storyline of the Vamana myth is largely the same by the time of the
epics and the Puranas (see section 2.3) and is followed by the Skandapurana as well. It is
only towards the end of the narrative that a special relationship can be observed. In the
final scene of the main story, the Skandapurana and HV App. 1 No. 42B share elements
that do not occur in other early Puranas and appear to be unique to the two texts.

With regard to the general storyline of Visnu’s manifestation myths, we can
conclude that the Skandapurana engages with a large and vibrant epic-Puranic
community, as it is generally consistent with the majority of available texts. Additionally,
it has a special relationship with two narratives in the Harivamsa, the Asura-slaying
version of the Varaha myth in HV App. 1 No. 42 and the Vamana myth in HV App. 1 No.
42B. Whereas the correspondences in the final scene of the Vamana myth seem to point
to a case of direct intertextuality (see section 2.3), the parallels in the descriptions of the
devasura wars rather point to a situation in which the composers of the Skandapurana and

the Harivamsa (at least HV App. 1 No. 42B) belonged to the same literary milieu, drawing
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upon the same pool of narratives, using the same language and employing the same
compositional techniques (see section 2.4).

A similar conclusion of a shared stylistic repertoire has been drawn for the way
in which the Skandapurana composers described Hiranyakasipu’s boon in the Narasimha
myth and for the inclusion of a eulogy to Visnu. Both case studies extend the “literary
milieu” of the Skandapurana composers with at least the Mahabharata. As 1 have shown
in section 2.1, Hiranyakas$ipu’s boon in the Skandapurana includes a loophole. The
Skandapurana is not the only text doing so, but it has implemented it differently. First,
Hiranyakasipu asks for complete immortality. Then, Brahma says he should add a
loophole, which is adhered to by Hiranyakasipu. He makes the circumstances in which he
cannot be killed explicit—thus keeping him mortal in the remaining cases. The same
structure is found in several other narratives in the Skandapurana, where an Asura first
requests complete immortality, Brahma then replies that Asuras cannot be immortal
because this status is reserved for the gods, and the Asura finally adds a loophole to the
boon, elucidating under which circumstance(s) he can be killed. This type of boons is not
unique to the Skandapurana, but also appears in the Mahabharata. I have argued that this
is a compositional technique that can be used by epic and Puranic composers, whenever
the narrative demands a boon for an Asura.

The same explanation is more or less applicable to the inclusion of an otherwise
unexpected hymn of praise to Visnu in the Varaha myth (see section 3.5). The Visnustotra
is unexpected because it is not just the only one in the Skandapurana—which otherwise
only contains hymns to Siva or one of his closest relatives or attendants—but there is also
no Visnustotra in the Asura-slaying version of the Varaha myth in other texts. In other
words, the inclusion cannot be explained from the perspective of internarrational or
intertextual consistency, to use the terminology of chapter 3. I have suggested a case of
extratextual consistency instead, whereby the sfotra can be explained from the context in
which the scene appears, viz. a request for help. In several narratives of the Skandapurana,
a request for help consists of different steps: from sketching the problem at hand, to the
requested god offering help and providing the gods with the solution. One of the
intermediary steps is to praise the requested god. Since this structure is found in various

narratives, both in the Skandapurana and at least in the Mahabharata, it appears to be part
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of an epic and Puranic repertoire of narrative elements, used by the Skandapurana
composers as well.

However, as I have shown in section 3.5 as well, the Skandapurana composers
could have settled for a simple phrase like “the gods praised Visnu”, as they did in the
Narasimha myth. Since they included a complete stotra, | have given an additional reason
for its inclusion that the Skandapurana composers took the chance to provide the audience
with a Saiva version of a Visnustotra. The epithets in the hymn can be categorized in
different groups: from general qualifications, such as physical features, to epithets that
stress the contents of the Varaha myth, such as epithets referring to Asura-slaying stories
and Visnu’s manifestations. One category particularly stands out, viz. the one including
epithets that are related to the Skandapurana and Siva. By incorporating epithets like
mahdadevapriyaya, “dear to Mahadeva [“the Great God”, ie. Siva]”, and
mahesvaraganaya, “Gana of Mahes$vara [“the Great Lord”, i.e. Siva]”, the Skandapurana
composers were able to take control of how Visnu should be worshipped from a Saiva
perspective.

From the above considerations, we can conclude that the Skandapurana
composers do not only relate to the epic-Puranic corpus in following the general storyline
of Visnu’s manifestation myths, but also in sharing an epic-Puranic style of writing. They
must have been aware of the literary environment they worked in, adopting popular
narratives, mainstream storylines and a typical epic-Puranic language and style.

However, the Skandapurana composers did not just follow other texts in retelling
Visnu’s manifestation myths. In fact, while the general storyline may have been
maintained, the Skandapurana retellings are unlike any other. This is because an intricate
combination of preservations, alterations and innovations is made, which brings me to the
second set of research questions that are concerned with Visnu’s manifestation myths in
the Skandapurana: which narrative elements are preserved, which have been changed,
and which have been newly added? What effect do these decisions have on the rest of the

narrative? Why did the Skandapurana composers make these decisions?
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For a start, the Skandapurana composers preserved several key narrative elements in the
main story*®!. The most important preservation for the recognisability and the credibility
of the manifestation myths is the fact that Visnu remains the one who rescues the universe
from the perils of the king of the Daityas. Visnu is the warrior pur sang, the Asura-slayer
who ensures the cosmic order, and this characterization is continued in the Skandapurana
(see section 3.1). Another fixed element that is followed in the Skandapurana concerns
Visnu’s weapons and their effectivity against the Asuras: Narasimha kills Hiranyakasipu
with just one slap of his claw and Varaha decapitates Hiranyaksa by throwing his cakra
only once (see section 3.3). The cakra is, besides Varaha’s weapon, also Visnu’s weapon
in other battles. At least since the Mahabharata, Visnu uses it against all sorts of enemies
in various contexts. This intrinsic feature is upheld in the Skandapurana (see section 3.2).
The manifestations of Narasimha and Varaha show another preservation: they are
described as sarvadevamaya, “consisting of all the gods”. Many sources narrate how the
gods enter Narasimha and Varaha, by taking their positions in the limbs of the
manifestations. It gives the manifestations strength and inspires awe. The same result is
present in the Skandapurana. The Skandapurana description of Varaha’s body has a
further parallel with other texts, for it includes the characteristic feature that the Boar’s
limbs are connected with external entities (see sections 2.2 and 3.1).

In addition to these preservations, there is a large number of alterations and
innovations. They can be roughly divided into two categories, each describing a different
process: Saivization and dramatic visualization.

In section 1.2.1, I have defined Saivization as a “process of changing a narrative
(element) or introducing new narrative elements to make the retellings match a Saiva
context or teaching”. Most of the alterations and innovations of Visnu’s manifestation
myths fall under this category. The process of Saivization is particularly discernable in
the new portrayal of Visnu as (i) a Saiva devotee, (ii) who is dependent on the other gods

in general and on Siva in particular.

461 In this part of the Conclusions, I focus on the preservations in the main story, as opposed to the
afterlife episodes, because the former part has a counterpart in other texts and the latter does not.
Even though within the afterlife episodes, the composers made use of known elements—e.g. the
fact that Narasimha fights against a Sarabha represents a classical fighting duo of lions and
Sarabhas (see section 4.1.1)—these are left out of the present discussion because the afterlife
episodes as a whole are innovations.
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Visnu’s devotion to Siva occurs only twice in the main story of the Varaha myth (see
section 3.4), but it is omnipresent in the three afterlife episodes. First, when Visnu as
Narasimha sees that his attack on Siva as a Sarabha has no effect, he realizes that it is Siva
standing in front of him, and he immediately starts praising Siva with a hymn of praise.
This act of worship reveals Visnu’s devotion to Siva (see section 4.1.1). Second, as soon
as Visnu has left his boar-form thanks to Skanda, Visnu goes to Siva to honour him. Siva
is pleased with Visnu’s devotion and the effort he made for the gods, so he offers Visnu a
boon. Visnu requests Siva to teach him and the gods the pasupatavrata, “the Pasupata
observance”, the most important vow in Pasupata Saivism. Performing a royal type of the
pasupatavrata makes Visnu, the king, an official Pasupata; another confirmation of his
loyalty and devotion to Siva (see section 4.2.2). Third, Visnu’s devotion reaches its climax
in the afterlife episode of the Vamana myth. When Visnu is released from Papma, “Sin”,
he worships Siva for 1,006 years and six months. As a result, Siva yet again grants Visnu
a boon. Visnu asks Siva to tell him a teaching so that he will not be contaminated by sin
or tapas. Siva teaches him the mahavrata, “the great observance”, which is qualified as a
pasupatavrata. By accepting this observance, Visnu gives up his worldly life and becomes
a Pasupata ascetic. Having performed the vrata, he obtains supremacy and eventually
reaches union with Siva. Visnu’s trajectory is the paragon of the ideal Pasupata path: from
the utmost devotion, via the attainment of supremacy, to the highest goal in the life of a
Pasupata ascetic, liberation (see section 4.2.3).

The second telling example of Saivization of Visnu’s manifestation myths is the
fact that Visnu is made dependent on the other gods, in particular Siva, to fulfil his tasks
and to observe his role as Asura-slayer in the future. By introducing this new character
trait, the composers were able to maintain the key narrative elements as presented under
the preservations above (such as Visnu being the saviour in the manifestation myths),
while at the same time making Siva in control of Visnu’s deeds. This creates a new power
dynamic that is found at various occasions across all three narratives.

First, in the afterlife episode of the Narasimha myth, Siva gives Visnu the boon
of daityaghna, “slaying Daityas”. Through this boon, he appoints Visnu the task of
protecting the universe by fighting the Asuras. This form of Saivization is found

throughout the text. Brahma, for example, becomes the creator of the universe because
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Siva granted him this role. In other words, although the gods maintain the roles and tasks
that they are known for in other texts and execute these successfully, it is Siva who
designates them. This makes him in full control of the Saiva universe as it is envisioned
in the Skandapurana (see section 4.2.1). Visnu’s dependency is furthermore explicitly
expressed in the Varaha myth. In section 3.1, I have indicated five occasions at which
Varaha is so severely hurt that he needs the help of the gods, the sages and Siva to get
back on his feet and resume the fight against Hiranyaksa. Third, Visnu’s dependency is
intricately incorporated into the otherwise purely positive qualification of
sarvadevamaya. Visnu becomes sarvadevamaya—and therefore strong and awe-
inspiring—because he actually needs the strength of the other gods. After admitting that
he does not stand a chance against Hiranyakasipu and Hiranyaksa without the gods, Visnu
asks the gods to enter his body (see section 3.1)%2,

Siva does not only take control of Visnu’s task and success, but also of his
weapons. In fact, Visnu’s cakra, his standard attribute, has undergone the same process
of Saivization as Visnu’s task as Asura-slayer: the cakra is repeatedly framed either as
given by Siva or belonging to Siva. Since Siva distributes Visnu’s primary weapon, he
becomes its underlying agent and as a consequence, he takes ownership of the laudable
deed that is accomplished with it, such as killing Hiranyaksa (see section 3.2). Another
case of Saivization of Visnu’s weapons is found in the afterlives of Narasimha and Varaha.
Whereas Narasimha’s claw and Varaha’s cakra were successful in the battles against
Hiranyakasipu and Hiranyaksa, they have no effect on Siva as a Sarabha, nor on Siva’s
son Skanda and Skanda’s Ganapa Kokavaktra. The ineffectiveness of Visnu’s weapons
against Siva cum sui contributes to the all-encompassing message that Siva is superior

(see section 3.3).

462 Varaha’s body has undergone a second change. In most texts, the Boar is a Yajfiavaraha,

“Sacrificial Boar”, whose limbs are only those of a boar and connected to sacrificial elements (for
example, he has four feet that represent the four Vedas). In the Skandapurana, on the other hand,
the Boar is a Naravaraha, “Man-Boar”, whose limbs are both that of a boar (e.g. a tail) and that of
a human (e.g. two hands and feet in total) and are connected to sacrificial elements, gods and
natural elements. In section 2.2, [ have argued that thanks to this change, a clear distinction is made
between the more traditional cosmogonic Boar and the relatively new Asura-slaying Boar, who is
intended in the Skandapurana.
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Finally, Visnu’s dependency and Siva’s control are expressively exposed at the moment
when Visnu needs Siva to make him return to his old body because he is stuck to his
manifested form. In the Narasimha myth, it is Siva himself who actively makes Visnu
leave his Narasimha form as a Sarabha, by stepping on Narasimha (see section 4.1.1). In
the same myth, it is made explicit that Siva had once promised Visnu that he would always
make him return to his old form whenever he is stuck to a manifestation (see section 4.1).
This promise is once more acceded in the Varaha myth, where Siva is again responsible
for Visnu’s return to his own form, but in a more passive role. In this myth, Visnu is saved
from his boar-form by Skanda who threw his Samvartika spear at Varaha. Although the
actual return is thus effectuated by Skanda, the spear was given to him by his father Siva
before. In this way, Siva becomes the mastermind behind the plan and takes ownership of
the result (see section 4.1.2)*3. In the Vamana myth, the gods and the sages take Visnu
on a pilgrimage and make him perform a horse sacrifice in order to expiate Sin. Although
the necessary prerequisites are done by the gods, Siva completes the sacrifice and actually
purifies Visnu (see section 4.1.3). Whether active or passive, Siva becomes the ultimate
saviour in each manifestation myth.

To summarize, Visnu’s manifestation myths display a combination of on the one
hand, narrative elements that are well-known from other sources and on the other hand,
new Saiva characterizations. Each have their own function and are deliberately employed
by the Skandapurana composers (see section 3.6). First of all, the reason why so many
elements are preserved, especially in the main story, is to make them “acceptable,
understandable, and desirable™*%. If the composers would have eliminated key narrative
elements, the retellings might not have found connection with the audience and might not
have been accepted. Since the Skandapurana version of the manifestation myths were
markedly different from what the audience was familiar with and did not belong to the
established order, acceptance was crucial.

At the same time, since the retellings appear in the Skandapurana, there are also

ideological expectations to be met when narratives are retold, viz. the retellings should

463 Skanda’s primary weapon, the spear, hence underwent the same process of Saivization as
Visnu’s cakra.
464 The terminology comes from the theory of Anchoring Innovation, applied in section 3.6.
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match the Saiva ideology of the text as a whole. The Skandapurdna composers
accommodated in this demand through the introduction of a large number of Saivizations,
creating a new portrayal of Visnu as a Saiva devotee, who is dependent on the other gods
in general and on Siva in particular. Each characteristic can be understood from the
perspective of the Saiva universe as it is presented in the Skandapurana. First, in the Saiva
universe, everybody is devoted to Siva. As I have shown in section 3.4, there are countless
examples of gods, sages, Asuras and people who worship Siva. From Brahma to
Hiranyaksa, everybody is a devotee of Siva, and Visnu is no exception. Second, Siva
governs all creatures and actions, and everything can be led back to him. Although he
generally remains at the background and does not take an active part in grand endeavours
like the creation of the universe, he is the one who decides which god should execute
which task and who provides that god with the necessary means (like essential weapons).
In this way, the Skandapurana composers were able to give Siva full control of everything
that happens in the universe. In other words, distribution becomes a form of taking control.

By changing Visnu’s character and manifestation myths with these processes of
Saivization, they are blended into the Saiva ideology of the text. Visnu nevertheless
received a different treatment from, for example, Brahma. As I have argued in section 4.3,
unlike Brahma, Visnu is not just one of the many devotees of Siva, nor is he simply
governed by Siva because he received the task of Asura-slayer. On the contrary, Visnu is
presented as the ideal Pasupata Saiva who even reaches liberation through sole devotion
to Siva, and he is completely dependent on Siva in fulfilling his task, now and in the
future. This new portrayal of Visnu is structurally and repeatedly advocated throughout
the three manifestation myths and in particular at the end, the most defining part of a
narrative. In this way, the Skandapurana composers were able to “integrate and
accommodate™® Visnu and his manifestation myths in the Saiva universe and Saivism at
large.

Not all changes and innovations can be ascribed to Saivization. Some changes
rather concern the style of writing of the Skandapurana composers. One of the most

notable stylistic features in the case of retellings is “dramatic visualization” as opposed to

465 The terminology again comes from the theory of Anchoring Innovation, applied in sections 3.6
and 4.3.
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“a summary presentation” of the same narrative element (see section 1.2.2). Whereas the
Skandapurana composers made an effort to narrate Visnu’s manifestation myths in a rich,
engaging and appealing way, thanks to which it is easier for the audience to visualize
scenes before their eyes, other early versions of the manifestation myths can be simple,
without much attention for details. Dramatic visualization comes in different forms, such
as vivid dialogues, insider jokes and meticulous cosmographic information. The
Narasimha myth has a comic scene in which Hiranyakasipu wants to have the Man-Lion
as a pet for his wife, but the audience obviously knows that the frightful Narasimha will
kill Hiranyakasipu (see section 2.1); the Varaha myth has rich and scenic descriptions,
such as Varaha’s dive to the netherworld, showing the composers’ cosmographic
knowledge (see the introduction to chapter 2); and Visnu’s first stride after leaving his
Vamana form is elaborated with a description of the horizontal extent of the step (from
the far East to the far West), which makes it easier for the audience to visualize the scene
(see section 2.3). Humorous, emotional and scenic descriptions like these are found
throughout the Skandapurana and can be considered characteristic features of the style of
writing of the Skandapurana composers.

Another form of dramatic visualization is seen in the composers’ way of
reworking themes that are known from the Puranaparicalaksana. In section 5.2, I have
explored this phenomenon in detail in the context of the relative immediate context of the
manifestation myths. This textual context ranges roughly from SP 70 to SPgy 129, with
some interruptions of non-related narratives. The myths that are told in this section are
held together by two shared topics: the lineage of the Daityas and a series of devasura
wars. The order of the first five devasura wars is dominated by the lineage of the Daityas,
as it is known from the vamsa section in the Puranaparicalaksana. The devasura wars
continue with four additional war myths, and all nine are known from the vamsanucarita
section of the same text corpus. The Skandapurana composers seem to have modelled the
narratives after the information of the Puranaparicalaksana. The way in which the
information is presented, however, is very different. Whereas the Puranaparicalaksana
simply lists the names of the Daityas and the devasura wars, the Skandapurana tells
extensive narratives about them. In other words, the Skandapurana composers made use

of the basic information provided in other Puranic material and processed it into vivid and
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appealing narratives. It is the most noticeable form of dramatic visualization, where sheer
lists become extensive myths.

Although it is possible to identify such forms of dramatic visualization, it is
difficult to determine to what extent dramatic visualization is a deliberate choice of the
composers. In other words, is dramatic visualization an active process or should it rather
be understood as merely reflecting the composers’ compositional style (that is to say, is
this simply how they wrote)? On the one hand, the Skandapurana is full of appealing
narratives with entertaining conversations, humorous scenes and cosmographic
descriptions. This might point to the second possibility. On the other hand, since the
Skandapurana tells a radically new, Saiva version of Visnu’s manifestation myths that
was still to be accepted by the audience, it seems crucial to present an appealing and
convincing retelling. It is not unthinkable that acceptance becomes easier when the
retelling is entertaining and rich. This rather suggests that dramatic visualization was a
deliberate technique that the composers used.

To conclude, thanks to the preservations, alterations and innovations, the
retellings are recognizable (preservations) and appealing (dramatic visualization), which
enhances the chance at being accepted by the audience. The retellings show, at the same
time, radically new Saiva innovations (Saivization), the objective of which was to
integrate and accommodate Visnu and his manifestation myths in the Saiva universe and
ideology as presented in the text. Since these findings are structurally and repeatedly
employed throughout the manifestation myths, and in some cases throughout the entire
text, the decisions can be considered deliberate choices on the part of the Skandapurana
composers. By looking for structural findings, such as compositional techniques and style
of writing, it is my contention that it is possible to speak about the aims and intentions of
the composers. In the final part of this chapter, I consider which aims and intentions the
composers may have had to incorporate Visnu’s manifestation myths in the first place.
This brings me to the third and final research question: why have Visnu'’s manifestation
myths been incorporated into the Skandapurana? The answer to this question is, as [ will
argue below, twofold: (i) the Skandapurana composers’ goal with the text as a whole was
to compose a comprehensive Purana, and (ii) Visnu’s manifestation myths formed an

intrinsic part of the genre of Puranas.

221



In section 5.3, I have presented arguments for the first component of the statement. My
discussion on the relative immediate context has shown that the Skandapurana composers
embedded Visnu’s manifestation myths in two overarching Puranaparicalaksana themes.
However, based on the three narratives’ shared structure and ditto alterations and
innovations, a hypothetical “Visnu’s Manifestation Cycle” would not have been out of
place either. In that case, the narratives’ strong Saiva message would have stood out more
prominently and attracted the attention, in particular Visnu’s religious growth—from his
praise of Siva with a eulogy in the Narasimha afterlife episode, to his practice of the
mahdvrata with final liberation as a result in the Vamana afterlife episode. A separate
myth cycle would have supported the Saiva ideology of the text. The fact that the
composers chose differently suggests that they did not aim at composing a strictly
doctrinal work. Instead, the text is a combination of theological notions,
Puranaparnicalaksana narratives and themes, and other well-known epic and Puranic
myths and concepts; in other words, what constitutes a Purana. I have therefore argued
that the Skandapurana composers wanted to compose a comprehensive Purana that
touches upon topics and narratives with both a Saiva character and a more general Puranic
nature.

Visnu’s manifestation myths of Narasimha, Varaha and Vamana neatly fit this
aim because two aspects of a Purana, as identified in section 1.2, come together in the
Skandapurana version of the manifestation myths. I have identified three features of a
Purana: 1. a Purana consists of topics and narratives that are known from the
Puranapanicalaksana; 2. those Puranas that centre around a particular god contain
theological text units corresponding to the religious strand in question; and 3. Puranas tell
new narratives and retell known ones.

Given the great popularity of Visnu’s manifestation myths in the Puranas, they
qualify as well-known narratives that are retold in different contexts; in other words, they
are “retellings” (the third feature). The Varaha myth, for example, is often told within the
framework of creation (e.g. in PPL sarga 3), but it is also recounted in the context of

Visnu’s human and animal manifestations (e.g. HV 31) and in combination with the
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Asura-slaying version of the myth (HV App. 1 No. 42)*¢, Based on their omnipresence
in both early and later Puranas, I consider them to form an intrinsic part of the Puranic
genre. If the Skandapurana composers aimed at composing a comprehensive Purana that
addresses essential narratives and topics, then Visnu’s manifestation myths, being well-
known Puranic myths, would well have been deemed indispensable.

The three manifestation myths can be furthermore used to convey a theological
message (the second feature). Since even the most basic retellings of the narratives
celebrate Visnu’s great deeds, the most straightforward religious affiliation of the myths
is with Vaisnavism. Some Vaisnava Puranas have expanded this ideological character of
the narratives by including eulogies to Visnu or by reworking them more radically, as is
done, for example, by the Visnupurana with the Narasimha myth. This retelling has
become a story of devotion to Visnu by centring around Visnu’s devotee Prahlada, instead
of Visnu’s manifestation as Man-Lion. However, the manifestation myths of Narasimha,
Varaha and Vamana have proven to be a suitable vehicle for the promotion of a Saiva
message as well. By sketching a new, Saiva portrayal of Visnu, one in which he is
completely dependent on Siva and in which he is an ideal Pasupata devotee, the
Skandapurana composers found a way to integrate Visnu into the Saiva fold. In this way,
Visnu’s manifestation myths have become the perfect means to proclaim Pasupata
Saivism and to present an ideal Saiva universe, in which everything and everyone is
devoted to Siva, even Visnu.

However, theoretically, the Skandapurana composers could have chosen any
manifestation myth of Visnu to give him a new, Saiva portrayal like the one described
above. Why did they specifically select the manifestation myths of Narasimha, Varaha
and Vamana? This can be explained from two perspectives. First, the three manifestation
myths match their relative immediate context by being part of a standard list of twelve
devasura wars, as reported in the Puranaparicalaksana. Since the majority of this list is
followed by the Skandapurana composers, the three manifestation myths were a logical

choice. Second, taking in particular the afterlives into account, the three narratives were

466 Since Visnu’s manifestation myths appear in various Puranic contexts, and not just in a context
that could be qualified as “Puranaparicalaksana”, I consider them to fall under the third feature as
identified in section 1.2, instead of the first feature.
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especially suited to convey a Saiva message. As argued in section 4.1, a problem arises
when Visnu continues to live on in his manifestation. From an ideological perspective, a
manifestation should always be temporary, which means that when Visnu has fulfilled his
task, he should return to his own form again. This idea is problematized in the
Skandapurana by adding an afterlife to Visnu’s manifestations. In the afterlife episodes,
manifestation-specific problems are introduced: Narasimha and Varaha form a threat to
the universe because of their violent character, and Vamana is unable to fight the Asuras
because of his size. They are only able to fight those Asuras for which they were designed
in the first place. As a consequence, Visnu’s task in the Skandapurana as the slayer of
Asuras, protector of the universe, is in peril. It is, in other words, crucial that Visnu
abandons these manifestations. By putting forward Siva as the one who releases Visnu
from his precarious state, Siva does not only become the saviour of Visnu, but of the entire
universe.

By comparison, other manifestations would not have been as suitable for this
Saiva message. The pool to choose from is first of all limited to Asura-slaying
manifestations, given Visnu’s role in the Skandapurana. The only options remaining then
are human manifestations, such as Krsna, Rama Dasarathi and Rama Jamadagnya. If
Visnu would continue to live in one of these manifestations—in other words, if the
composers would have designed an afterlife for them—then there would still be the
problem that the premise that a manifestation should be temporary is violated. However,
the manifestations would at least be able to continue to fulfil their task as ksatriyas. In
fact, the Harivamsa is full of successive stories of Krsna fighting with different groups of
enemies, and so is the composite narrative of Rama Jamadagnya in the Skandapurana.
Staying in a human ksatriya manifestation would therefore not be a threat for humankind,
nor for the fulfilment of Visnu’s task as Asura-slayer. Since the latter problems do arise
in the case of a continuation of Visnu’s manifestation as Narasimha, Varaha and Vamana,
the myths involving these three forms were a more appropriate vehicle to convey a Saiva
message in which Siva becomes the ultimate saviour, and this seems to have been an
additional reason to incorporate them in the Skandapurana.

There are, to conclude, different reasons for the incorporation of Visnu’s

manifestation myths of Narasimha, Varaha and Vamana. First, together with nine other
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devasura wars, their battles constitute a standard list of twelve devasura wars, of which
eleven are transformed into actual myths in the Skandapurana. Second, by introducing an
afterlife of these manifestations, the Skandapurana composers were able to design a new
ending to the myths in which an additional problem presents itself and Siva is put forward
as the great saviour. Third, the manifestation myths served the aim of the composers to
create a new Purana. Since Visnu’s manifestation myths of Narasimha, Varaha and
Vamana formed an intrinsic part of the Puranic genre, they had to be included in the
Skandapurana as well. However, in order to be properly integrated and accommodated in
the Saiva ideology of the text, Visnu and his manifestation myths had to undergo major
adjustments. The end result was a rich set of engaging and convincing narratives,
permeated with Saiva elements, and hence perfectly matching the aims of the composition
as a whole: a comprehensive, appealing and compelling Purana, retelling key Puranic
material, immersed with Saiva ideology. Who would have thought to hear about so many
gods, learn about so many different topics and discover such a complex universe, after the
opening announcement of the Skandapurana (SP 1.14)*” that the siita (“the bard”) would

tell the story of Skanda’s birth, his devotion to Brahmins, his greatness and his heroism?

467 8P 1.14:

Srnudhvam munayah sarve karttikeyasya sambhavam |

brahmanyatvam samahdatmyam virvam ca tridasadhikam ||

“Listen, all you sages, to Karttikeya’s [i.e. Skanda’s] birth, his devotion to Brahmins, his greatness
and his heroism that surpasses [even that of] the gods.”
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Appendix I: Summaries

I.1  The Narasimha myth

(SP 70.1—20) Vyasa wants to know from Sanatkumara what Siva did after he had gone
to Mount Mandara with Parvati. Sanatkumara replies that Siva and Parvati enjoy
themselves in their palace, when the gods Indra, Sasanka (“Moon”) and Vayu (“Wind”)
arrive. They have three requests for Siva. The first concerns Visnu, who, after he has killed
the Daitya Hiranyakasipu in the form of a Narasimha (“Man-Lion”), does not give up this
terrifying body. Indra asks Siva to make Visnu return to his original form and Siva
promises he will do so. The second request concerns Vayu himself. He does not want to
be bodiless any longer, and Siva immediately provides him with a large body. The third
inquiry concerns Sasanka himself. Due to a curse, he has a body that is subject to
consumption and he asks Siva to release him from this state. Siva answers that if Sasanka
performs tapas, “asceticism”, he will be free from consumption. After this promise, the
gods return home.

(SP 70.21—37) Inspired by the gods’ first request, Vyasa wants to know how
Hiranyakas$ipu was killed by Narasimha. Sanatkumara starts to relate the story of
Narasimha. Kasyapa and Diti had two sons: Hiranyakasipu, the elder, and Hiranyaksa, the
younger. Once upon a time, Hiranyakasipu was consecrated by Brahma as the king of the
Daityas, Vipracitti as the king of the Danavas and Indra as the king of the gods. At a
certain moment, Hiranyakasipu decides that he wants to conquer the triple world (i.e.
netherworld, earth and heaven) and sets off to Sriparvata to practice severe tapas for two
thousand divine years. Brahma is so pleased with Hiranyakasipu’s tapas that he offers
him a boon. Hiranyakas$ipu asks for immortality, inviolability, freedom from old age, and
strength; not to be killed by a weapon, mantra (“sacrificial formula”), not by night nor by
day, not by something wet nor something dry, not by a man nor by a woman. Having
heard his request, Brahma tells Hiranyakas$ipu he should add a loophole. Hiranyakasipu
answers that in any other case, he shall die. Brahma consents to this boon and leaves.
Hiranyaka$ipu immediately takes over the triple world.

(SP 70.38—end) Vyasa wants to know more about Sriparvata and Sanatkumara

narrates the Mahatmya (“Glorification™) of this extraordinary place.
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(SP 71.1—47) As Hiranyakasipu rules over the triple world, the gods are unhappy and
seek refuge with Brahma. Brahma explains that he made Hiranyakasipu state a loophole,
so there is a solution to the problem. They should go to Visnu, who will take up the form
of a Man-Lion and kill Hiranyakasipu by striking him with one hit. The gods do
accordingly and ask Visnu to help them. Visnu is willing to do so, but he needs the gods
to enter his body to stand a chance against Hiranyakasipu. The gods enter his body, and
Visnu takes on a terrifying Man-Lion form and goes to Hiranyakasipu’s city. He slays all
the guards attacking him. The Daityas that manage to escape inform Hiranyakasipu about
Narasimha. The king of Daityas orders some of his subjects to bring the Lion alive, for it
shall be a nice pet for his queen. The Daityas set off, but upon seeing the terrifying Man-
Lion, they immediately return to Hiranyakasipu. Then the king himself takes his chariot
and rushes to Narasimha. During a fierce fight, Narasimha eventually hits him with a
single slap of his claw, kills Hiranyakasipu at once and tears Hiranyakasipu’s chest open
with his nails. All remaining Asuras flee to the netherworld, called Rasatala, Indra regains
power over the heavens, and the gods return to their kingdoms.

(SP 71.48—end) Siva, being informed by the three gods that Visnu did not give
up his Narasimha form, takes on the form of a Sarabha (i.e. a fierce, mythical animal) and
goes to Narasimha. Narasimha starts a fight with the Sarabha, but as soon as he realizes
that the Sarabha does not even flinch when he is hit, Narasimha recognizes that it is Siva
and starts praising him. Siva is pleased with Visnu’s praise and tells him that earlier he
had given Visnu the boon that he will always make Visnu return to his own body,
whenever needed. Therefore, Siva, still in the form of a Sarabha, tramples Narasimha with
his feet and joins Visnu with his previous divine body. Siva then grants Visnu the boon

that he will be a slayer of Daityas. Siva disappears and Visnu returns to his own abode.

[.2  The Varaha myth
[.2.1  What preceded
(SP 73) After Hiranyakasipu has been killed by Visnu as Narasimha, his brother
Hiranyaksa takes up the throne as king of the Daityas. Desiring a son, he practises severe
tapas and as a result, he receives Andhaka as a son, who is born from the darkness

(andhas) created by Devi and Siva. (SP 74) Being unhappy with his blindness, Andhaka
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starts practicing tapas. As a reward, Brahma does not only grant him eyesight but also a
boon. Andhaka wants to be unable to be killed, except when he does not bow down to
Parvati, and is granted this wish. (SP 75.1—76.13) Hiranyaksa organizes a Kaumudi

festival and a Devaratri festival to celebrate Andhaka’s successful tapas.

[.2.2  The Varaha myth

(SP 76.14—end) After the Kaumudi festival, all Daityas and Danavas come together in
the assembly hall, (SP 77) and Hiranyaksa addresses them: he wants to kill the slayer of
his brother. The Asuras agree, offer to help and prepare for battle. (SP 78) When the gods
hear about the Asuras approaching, they also prepare for battle. (SP 79—92) A great war
between the gods and Asuras takes place for countless years. (SP 93) After this long fight,
Hiranyaksa finally conquers the abodes of the gods, starting with Amaravati, (SP 94) then
the abode of Varuna and Yama (SP 95) and finally Lanka. Hiranyaksa proceeds to the
earth and forces her to accept him as his husband. He takes her to Rasatala, where he binds
her, guarded by thousands of Nagas (i.e. mythical serpents).

(SP 96) As Hiranyaksa rules over the triple world, the gods start to weaken.
Brahma notices the poor condition of the gods and decides to help them. He gives them
power and tells them to be patient, for Hiranyaksa’s power will perish and then Visnu will
kill him. The gods are not appeased though and ask Brahma where they should live, now
that their kingdoms have been stolen. Brahma replies that they should take their abodes
in the subjects of Hiranyaksa. In this way, they will be strengthened. The gods do as they
are told. This enrages Hiranyaksa, and he destroys everything on earth.

(SP 97) The gods suffer a lot seeing the earth being tormented like that, so they
visit Brahma again. He assures them not to be afraid because Hiranyaksa’s time has come.
They should all go to Visnu and ask him for help. Brahma explains that at Hiranyaksa’s
birth, it was prophesized that Hiranyaksa cannot be killed by a man, a god or an animal,
not on earth, in fire, space or the worlds, so Visnu will kill him as a Naravaraha, “Man-
Boar”, in Patala, “the netherworld”. The gods are pleased to hear this and go to Visnu and
praise him. After this long eulogy, Visnu tells the gods that he will take up a boar-form,
but that he also needs them to enter his body, because he is unable to conquer the Daitya

by himself.
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(SP 98) The gods prepare the boar-body for Visnu. Each of Varaha’s limbs becomes
inhabited by the gods, as well as natural and sacrificial elements. The sages illuminate
Visnu’s tejas, “energy”, with their own fejas, so that Visnu becomes strong and confident
that he will kill Hiranyaksa. Brahma, on the other hand, warns Visnu that this Daitya is
not like Hiranyakasipu. Therefore, the gods request Siva to strengthen Visnu with his zejas
as well. Siva promises that Visnu will immediately kill Hiranyaksa when his zejas enters
him. After this promise, Brahma does a protection ritual, and Visnu as Varaha takes off.

(SP 99) He enters the ocean and sees a variety of fabulous fish. He does a
pradaksina, “circumambulation”, around Haya$iras, passes various places—Mainaka,
Bhogavati, the cities of Varuna, Surabhi, Kanka, Vasuki, Taksaka and Sesa—and finally,
he reaches Rasatala, where Hiranyaksa lives.

(SP 100) At that moment, terrifying omens appear. Hiranyaksa recognizes them
and knows that the gods have resorted to something yet unknown and that they will start
a war. Prahlada, Hiranyakasipu’s son, warns his uncle Hiranyaksa: he has seen in a dream
that someone with the body of a human and a boar defeats Hiranyaksa. His advice is to
behave properly, so that this shall not happen. Hiranyaksa answers that he knows that he
will lose his kingdom, for he too had a dream. However, in his dream, he did not see a
Man-Boar, but Siva, telling him to return his royal insignia to Indra. The dream ended
with Siva offering Hiranyaksa to always live near him. The Daityas that are present there
respond that dreams are not true, so they will fight against the gods, without Hiranyaksa.
However, Hiranyaksa replies that when death is ordained by Siva, it will come: there is
no way of escaping it, so he might as well go into battle himself. The discussion is
interrupted by a Danava rushing into the assembly hall announcing that at the sea shore,
he saw a Boar, whose limbs are inhabited by gods and sages, and that he is coming to the
city. According to Prahlada, there is no doubt that this is not an ordinary Boar, but the
bearer of the discus and the plough, i.e. Visnu. Hiranyaksa wants to take revenge with the
slayer of his brother. He sends out an army of Daityas and Danavas to inquire who this
Boar is exactly.

(SP 101) The Asuras rush to Varaha and attack him. The Boar wants to know why
they are assaulting him, for he is just a harmless boar. The Daityas ask him why he has

come here and where he is going. Varaha replies that he is just roaming around and that

253



his wife has been taken by someone else. The Daityas are not convinced: this is not a place
to roam around, so they will kill him and bring him to their king. Varaha replies that he
has done nothing wrong. If they are after his meat though, they might as well try to kill
him, but Varaha is convinced that they will not succeed. The Asuras and Varaha start to
fight.

(SP 102) Only one Asura survives and goes to Hiranyaksa. He explains that the
Boar is too strong to be conquered. Those Asuras that had stayed behind in the palace say
they will fight anyway, but Hiranyaksa should not go into war with them. The king
consents and commands for battle. At that moment, Varaha reaches Hiranyaksa’s city,
called Asmakapura. The fighting immediately begins.

(SP 103) Varaha tells the Asuras that since he is an animal, they should fight him
without weapons and one by one; only then, it will be a fair fight. Although Andhaka
agrees, Prahlada says that animals are always killed by weapons, so it is in fact a fair fight.
They should all, Prahlada continues, kill this animal who is actually the wicked Visnu
trying to deceive them. The Asuras attack Varaha and they all fight.

(SP 104) After a long battle, Varaha throws the Danava called Vipracitti towards
the city, who crashes on Hiranyaksa’s palace. Hiranyaksa asks who threw him. Vipracitti
tells him that this Boar is unequalled and remains unharmed by their weapons. The Boar
must be using sorcery and cannot be conquered. However, Hiranyaksa sees the arrival of
the Boar as a challenge and thinks himself victorious, so he prepares for battle.

(SP 105) Hiranyaksa sets off being surrounded by Daityas and Danavas. As they
reach Varaha, Hiranyaksa starts the fight. He pierces Varaha with his arrows, and Varaha
falls unconscious on the ground. The gods revive him through mantras, but Varaha is
caught again and is tied by Nagas. This time, Garuda, Visnu’s vehicle and assistant,
rescues Varaha. Once more, Varaha is attacked heavily by Hiranyaksa’s arrow, but he is
strengthened by the gods, filling him with their tapas, “austerity”. (SP 106) The battle
continues. Having used various weapons, Hiranyaksa finally resorts to his spear and hurls
it at the Boar. (SP 107) Varaha does not see the spear coming and falls on the ground
being pierced by it. At that moment, Brahma recalls Siva’s consent to help Visnu. Siva’s
divine fejas enters Varaha and strengthens him. The Boar gets up again and removes the

spear from his body. With the weapon, he attacks Hiranyaksa in the heart, but Hiranyaksa
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manages to cut out the spear and takes a sword instead to attack the Boar again, and the
fight continues for many years. Finally, the time comes that Hiranyaksa weakens. At that
moment, a bodiless voice speaks to Varaha, saying that it is impossible to kill the Daitya
king if he keeps on fighting like this. Instead, Varaha should take the “Mahe$vara cakra”,
“Siva’s discus”, in order to slay him. He does so and the cakra cuts off Hiranyaksa’s head.
The king of Daityas is dead.

(SP 108) The gods rejoice, dharma is restored, everything returns to its original
state and the cakra disappears. Then Visnu remembers that the earth is still kept hostage
and starts looking for her. He finds her bound by Nagas and drives them away. He lifts
her from the water, as she hangs on to the sprout of his fang, and he puts her back into her
own place. Varaha gives the triple world back to Indra. The gods and sages ask Visnu to
return to his original form. He says that he will do so, but not until he has enjoyed this
boar-form a little longer on earth. While the gods return to their homes, Varaha starts
roaming around, enjoys himself with other boars, deer and Apsarases in the form of female
boars, and celebrates his victory with a festival.

(SP 109) After a long time, Varaha’s wife Citralekha gives birth to their son Vrka.
Vrka is always roaming around on earth and one day, he reaches Skanda’s abode in the
Himalaya. He uproots trees and wrecks the entire palace garden. Skanda is away at that
moment, visiting his father Siva. Because of the sound of Vrka roaring and the sound of
trees breaking, one of Skanda’s Ganapas (lit. “Protectors of Ganas”, i.e. Skanda’s
attendants), called Kokavaktra, comes to size up the situation. He asks Vrka who he is
and, despite of the damage Vrka caused, Kokavaktra does not punish him because he is
impressed by his power and body. Kokavaktra will even tell Skanda not to be angry with
the little boar. Vrka, however, replies that he is not afraid of anyone and throws a tree at
Kokavaktra. They fight for some time, but Kokavaktra manages to tie Vrka down. When
Skanda comes home, Kokavaktra explains what happened. Skanda replies that he cannot
set Vrka free without punishment because Siva would think him to be weak. All of
Skanda’s Ganapas then go to the boar to torture him. Narada observes the situation and
goes to Varaha to tell him about it. This infuriates Varaha, and he sets out to help his son.
(SP 110) When he arrives, he finds Skanda playing with Vrka and immediately starts

fighting Skanda. Varaha uses his cakra, but to no avail. Skanda takes his Samvartika
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spear, which he has received from Siva when he visited him, and throws it at Varaha. The
spear destroys all arrows that are discharged at him and pierces Varaha’s heart. Thanks to
this shot, Visnu returns to his old body. He goes to Siva’s abode to praise Siva. Siva is
pleased with his devotion and grants him a boon. Visnu asks him to teach the
pasupatavrata, “the Pasupata observance”, so that he and the gods will be invincible in

battle against the Daityas. Siva consents and takes off to Mount Sumeru to teach the vrata.

[.3  The Vamana myth

[.3.1 What preceded

(SPgn 113 and 115.1—116.3) When Visnu has slain Hiranyaksa as Varaha, new wars
between the gods and Asuras are fought. First, the Amrtamanthana war takes place, in
which Prahlada, Hiranyakasipu’s son, is conquered, (SPgy 116.4—13ab) and then the

Afibaka war, in which Virocana, Prahlada’s son, is killed.

[.3.2 The Vamana myth

(SPgn 116.13cd—28) When Virocana is killed, his son Bali is consecrated by Brahma as
king. Bali conquers the triple world. As Bali rules, the gods are unhappy, so Brahma
approaches them and prophesizes that, even though Bali is righteous, well-disposed to
Brahmins, immortal and someone who has obtained a boon earlier, Visnu will conquer
the Daitya. Visnu shall beg Bali for three steps on earth in the form of a dwarfish Brahmin.
As soon as Bali grants him this gift, Visnu will cover the entire world with one step, he
will make his second step in the sky, and Brahma will give him the third step. This is how
the gods will regain their kingdom. The gods agree to Brahma’s idea and go to Visnu,
telling him that he should go to Bali immediately, since he is being consecrated in a horse
sacrifice at this very moment, and tomorrow morning the concluding ritual bath will take
place. Visnu agrees to the plan.

(SPgn 116.29—45) Meanwhile, Narada, the messenger of the gods, goes to Bali
to warn him that Visnu will approach him in the form of a Brahmin and will ask him for
three strides in order to win back the kingdom. Bali should not consent to his wish, for he
will otherwise lose his kingdom. Bali does not follow Narada’s advise though and explains

that he should always give to whoever begs. Puzzled by Bali’s reply, Narada leaves.
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(SPgh 116.46—92) When a day has passed, during the night, Visnu goes to Bali in the
form of Vamana, a dwarfish Brahmin. He finds Bali busy donating all kinds of goods to
Brahmins. Vamana approaches Bali to ask him for something as well. Bali recognizes
Visnu, who has abandoned the dharma, “rules”, of the ksatriyas, “the warriors”, to whom
Visnu actually belongs, and has disguised himself as Brahmin. Still, he will give whatever
he desires, if it can be given. Vamana admits that he is indeed Visnu, but that he has no
desire for the kingdom anymore. Instead, he asks for a house, measuring three steps of
his. At this moment, Sukra, one of the attending Asuras, steps in and warns Bali not to
give it. Bali does not listen to him either and grants Vamana the house. As Bali pours
water into Vamana’s hand, by way of making the gift official, Prahlada and other Asuras
still try to prevent Bali from giving the three strides. Prahlada explains that Asuras should
always adhere to adharma, “non-righteousness”, such as cheating and stealing sacrifices,
not to dharma, “righteousness”. According to Prahlada, Bali should follow his forefathers’
example and fight against the gods. But again, Bali does not listen to the warning. In order
to show that it is better to disobey the deeds of one’s forefathers if these are bad, he tells
the story of the sage Vamadeva and Asvatari, (SPen 116.93—127) in which three
generations of kings perform bad deeds and are therefore killed. It is only when the fourth
king in line decides to diverge from the cruel deeds of his predecessors that his life is
spared and gets great rewards.

(SPgr 116.128—117.20) Taking this story as an example, Bali continues pouring
water into Vamana’s hand. At that moment, Visnu takes up an enormous body, with which
he starts striding his three steps, while resorting to the power of Rudra and Brahma. With
his first stride, he covers the entire earth from the far East to the far West. With his second
stride, he covers the sky. And to make his third stride, he raises his foot passing the
heavens called Svarloka and Janaloka, and the step is not completed yet. As Visnu is
striding, Asuras attack him. Then Brahma comes to an agreement with Bali, who is bound

468

by Nagas, that he should give the kingdom back to Visnu**®. Bali does accordingly and

enters Patala, “the netherworld”.

468 In section 2.3, I argue that several verses may have been lost during the transmission of the text.
As aresult, the text does not explain how the third step finishes, nor how and why Bali is bound.
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(SPgn 117.21—118.1) Vyasa wants to know what happened when the triple world was
conquered back. Sanatkumara replies that the gods praise Visnu for his great deed.
Because of this praise, Visnu becomes so proud of himself that his highest yoga, “power”,
disappears, and Papma, “Sin”, coming from the Asuras, enters him, and he becomes a
Dwarf again.

(SPgn 118.2—20) The gods do not understand what just happened, so the sages
arrive to explain after having consulted Brahma. They say that since Visnu had abandoned
his own dharma of the ksatriyas and accepted the kingdom as a gift, he is entered by
Papma. Therefore, the gods and the sages should all make Visnu bathe in firthas, “bathing
places”, and make him perform a horse sacrifice. Then they will see Siva, who will purify
Visnu, and Visnu will be released from Papma. Having overheard the plan, the gods and
sages start the pilgrimage with Visnu. They first encounter the beautiful place of Susumna,
which has many lotuses, all kinds of gems and a Visnu temple. (SPgn 118.21—30) In
Susumna, Indra steals a lotus from the sage Agastya. (SPgn 118.31—end) As they proceed,
they meet a parrot in a dead tree. Indra tests the parrot’s loyalty to the tree by offering him
several boons. The parrot stands the test, and as a reward, Indra revives the tree. (SPgn
119.1—50) In Krmila, they see a female Brahmin called Gautami, whose son died because
of a snake bite. A hunter catches the snake. However, since Gautami learns from the gods
of death that one dies because of one’s own dharma, she asks the hunter to release the
snake. Thanks to this generous deed, her son is revived. (SPgn 119.51—104) In Krtya, the
story of Trnabindu is told, in which seven Brahmins are tormented by king Trnabindu for
not performing a sacrifice for him. The king sends an evil spirit to them, but thanks to a
trick by Indra, disguising himself as a wandering mendicant, Indra is able to kill the spirit.
After killing her, Indra steals lotuses from the gods and sages, but returns them when the
gods ask him to do so.

(SPgh 119.105—end) When the gods and sages have bathed Visnu at the firtha*®,
they go to the top of the Himavat and make Visnu perform a horse sacrifice, where Siva

appears. (SPpn 120.1—19) Vyasa wants to know where Siva went, when he saw the

469 In note 355, I argue that in the text as it is transmitted to us today, the last firtha is not mentioned
by name, but that in an earlier stage of the transmission of the text, the place was probably
Susumna.
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sacrifice. Sanatkumara replies that Siva and Parvati went to the cremation grounds in
Ujjayini, where a jackal and a vulture try to trick the family of a deceased boy to leave
him behind, so that they can eat him. But then Siva appears and offers the family a boon.
The family wants the boy to be revived. Siva does not only revive the boy, but makes him
a Ganesa, “Lord of Ganas”, and creates a temple at that place.

(SPgh 120.20—121.end) Having done this, Siva goes to the top of the Himavat
and tells the gods that they should request a boon. They ask Siva to complete the sacrifice,
release Visnu from sin and give the gods their strength back. Siva completes the sacrifice
and splits the mountain into two with his trident. Because of this splitting, streams of water
break out that purify Visnu, and Papma leaves his body. Siva tells her that the gods should
no longer be tormented by her, that this place will be her much-honoured abode and that
it will be more meritorious than all other firthas, destroying all sins and rescuing the seven
previous and future generations. This firtha will be known as Samdhya. Having heard
Siva’s speech, the gods make a temple there and go back to heaven. Visnu goes to
Sivakiita, performing a horse sacrifice and worshipping Siva for 1,006 years and six
months. This pleases Siva, so he approaches Visnu with his entire entourage and offers
Visnu a boon. Visnu asks him to tell him how he will not be contaminated by sin or tapas.
Siva replies that Visnu should perform the mahavrata, “the great observance”. When
Visnu has performed this pasupatavrata for twelve divine years, he obtains supremacy.
Thereafter, Siva gives half of his body to Visnu, and Visnu reaches union with Siva,

becoming Visnusamkara.
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Appendix II: Figures

Figure 1: Varaha. Udayagiri Cave 5, early fifth century CE (Udayagiri, Madhya
Pradesh, India)*”

470 All photographs are my own.
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Figure 2: Varaha. Eran, late fifth century CE (Eran, Madhya Pradesh, India)
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Figure 3: Harihara. Madhya Pradesh, seventh century CE, presently kept at National
Museum (New Delhi, Uttar Pradesh, India)
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Appendix III: Critical edition of chapters 108, 109 and 110 of the

Skandapurana

The following chapters will be published in SP Vol. V, forth. The ‘Symbols and
Abbreviations in the Apparatus’ and the ‘Sigla of the Manuscripts Used’ preceding the

chapters are extracted from this volume.
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Symbols and Abbreviations in the Apparatus

In the layer of apparatus recording lacunae, these brackets enclose ref-
erences (by pada letter and raised syllable number) to illegible or lost
syllables in the Nepalese manuscripts.

In the registers with variants, they enclose syllables of a manuscript reading
that have been cancelled.

In the layer of apparatus recording lacunae, these parentheses enclose refer-
ences (by pada letter and raised syllable number) to poorly legible syllables
in the Nepalese manuscripts.

In the registers with variants, they are used in reporting a manuscript
reading to enclose syllables that are uncertain. They are also used after a
siglum to enclose comments in English.

In the main, lowest register, only when a lemma is long, they are used
to enclose the siglum of a manuscript that supports the lemma except for
minor differences. The minor differences in the manuscript reading are
recorded separately in a layer of apparatus devoted to the readings of the
recension to which it belongs.

Used within the layer of apparatus recording lacunae to indicate that a
lacuna extends beyond the verse boundary.

Enclose syllables of a manuscript reading that have been added (usually
in the margin, occasionally between lines).

Enclose variants of individual manuscripts reported within a larger variant
of the group to save space (cf. SP I, 52).

Used to separate different lemmas within the same pada.

Represents a gap left open by a scribe.

Used to represent illegible or lost syllables in a manuscript reading when
the illegible or lost portion extends beyond the lemma.

Used only in the layer of apparatus devoted to the readings of the Am-
bikakhanda recension, to indicate that trivial individual variants within a
larger variant have been suppressed.

Used to represent illegible or lost syllables that should be assumed to be
metrically light, heavy or indifferent.

After a siglum, denotes the second occurrence of a line that is repeated.

conj. conjecture em. emendation

ac before correction pc after correction
f. folio col.  colophon

r recto v Verso

om.  omit(s) im. in the margin
sec.  second m.c. metri causa




Sigla of the Manuscripts Used

National Archives, Kathmandu, Ms 2-229. Rotographs preserved in the
Bodleian Library, Oxford, as Ms Max Miiller, Rotogr. 34. Described in Shas-
tri 1905, 141-146; Gambier Parry 1930, 22-25 (No. 22); Brhatsiicipatram
vol. 8, 278; Bhattarar 1988, prastavana p.37. Microfilmed by the NGMPP
on reel No. B 11/4. Palm leaf, early Nepalese ‘Licchavi’ script. Bhattarar’s
siglum kha. This manuscript is dated 234 (ADp 810/811). For further de-
scription see SP I, 32.

National Archives, Kathmandu, Ms 1-831. Described in Brhatstucipatram
vol. 8, 292; Bhattarat 1988, prastavana p.36. Microfilmed by the NGMPP
on reel B 12/3. Palm leaf, early Nepalese ‘Licchavi’ script. Bhattarar’s
siglum ka. Undated. For further description see SP I, 33.

Bodleian Library, Oxford, Ms Sansk.a.14 (R). Palm leaf, early Nepalese
‘Licchavi’ script. This manuscript was acquired by the Bodleian Library in
1992; it is not listed in any printed catalogue, and was not used by Bhattarar.
Undated. For further description see SP 1, 33f.

Asiatic Society, Calcutta, MS G—-3909. Paper, an early Bengali script. De-
scribed in Shastri 1928, 568-572. Dated Saka 1604 (AD 1682). Not used by
Bhattarai. For further description see SP I, 34f.

India Office Library Ms 662-663. Described in Eggeling 1899, 1321b-1323a.
Paper, Devanagar1 script. Not used by Bhattarai. See SP I, 35. On the
occasional spare use of this manuscript, see SP III, 61.

Asiatic Society, Calcutta, MS G-972. Described in Mitra 1882, 117-121;
Shastri 1928, 579 (see also the Preface p.clxxviii); Bhattarar 1988, prasta-
vana p.37. Paper, Devanagart script. This is the only A manuscript used
(or mentioned) by Bhattara1 (his siglum gha). See SP I, 35.

Sanskrit College, Varanasi, MS 14311. Paper, Devanagart script. Described
in The Pandit vol. 4, supplement (February 1, 1870), p.l; Catalogue of the
Sanskrit College Library n.d., 237; 1957, 10. Not used by Bhattarai. See SP
I, 35.

Dhakka University Library, MS 3376. Paper, an early Bengali script. Men-
tioned in the New Catalogus Catalogorum I, 362. Not used by Bhattaral.
See SP ITA, 10f.

We use this siglum to denote the above-mentioned Ambikakhanda manu-
scripts as a group, or a reading unanimously shared by them all. See SP III,
62f.
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HAETA AT S=ITH: |

HAHATT 397 |

aferfafagd T g7 99 shigeg: |
FYTT TIGHT: TSTFETF a0 91
TAGGI AT AgIgYAT: HHRTEAT: |

IATAT ST T TRiae SRTgHT il
STTHTEYAAT T5h dd: SF&IT $3: 08 |
FITET ATAIT acd 7 TgIaddll 31
sty f& @ /9 gegrerfo g9 |
framr geTeETEr: STERTSEaarerTll ¢ |
o AT gEeuTE TSireaedr yaTfear: |
Strfaa @qireq=: ferar: gTaRTameTaTi v

le °] (°&=) R 1d ~geaw Yfav ] <gfe: oor@ ¥ R 2b °vgwam: geo ] °@wamw R
2¢c cg=gA | caq @=: R 3b &==m | g=T R 4a sigaiw g ] gt R 4b
Wﬁr]g—gﬁa’Rl’c, 2@ =@ R*  4c ogagr: ] °gwe: R 4d esqgatewy |
°f TUTAaa: R (unmetrical)  Se¢ HUireEeq: | 9iA@em=q: R 5d  esreaer | eqfemar: R

1d egegw Yfav ] °gf® warfav A 2b edgreadT: | A;, HETHAT AjA,  2¢ AT ITT-
FegF ] cAFHaEH A 3b merT | gT A 3d ITF T]TITFT A da egaiw 7]
T AT A de framr ] AAY, faumr A, ffmamr A, e T@TA ] TET: A, FWT
ALA, 4d yTHRTCSTIArET | A, TlaeresaarerT AjA, 5a AT ] ALA,, far A, 5b
e | Ay, TNTe AyA,  Sc SO | & oqired=a: A 5d ferET: yreToTeeT | uT-
FOT{ o ° A, }ferareaar At

Manuscripts available for this chapter: S, photos 4.7a (f. 165Y), 4.8b (f. 166") and 4.9a (f. 166Y);
S, exposures 115b-116b (f. 150™-151Y); S, f. 165V-166Y; R f. 181V-182T; A; f. 108V-109T; A,
f. 152V-153V; A, f. 153V-154V.

3(b>-bY S, d4a'-a®(c"hS, 5@NSs,

1b g71: ] S{°RABh, g1 S{°S,S;  1c °Far: ] SI°SI'RABh, I&r Si°Sy°S; 1d Twg-
= | S°S;Bh, gsqgETy S, wsygEw Si¢ e ¥fav ] S,S:Bh, afexr S, ufex S 2¢
oAT ITME=s° | S,S:Bh, ¥ wa=z° S, 2d swrge ] S,S,RABh, S mge S; 3ab &-
THTgeEdr T ad: ] S,S,RABh, STTH F@IAT T dd+:i+ Sy 3b #: ] S,S;RA, ewaT
SBh e g7T: ] S,S,SRABh, =T: S  3d T]SS,S;R, & Bh (conj.) e TZIT ]
SiS;RABh, =g S; (unmetrical) 4a gty fg ] S,S;, - =wfw f& S,, =g =1fr Bh
e T T° ] SRABh, a&T> S, d=ge S, ¥ & S, 4b 97° ] SY°S,S;ABh, geTe Si¢
4¢ foumr ] SISISIFRAAYFBh, @nura SP¢, frEma S°Si¢ o TdATeETE: | SSYBh,
TAT+H+ FagT: S, ToTeaagl Si°S¥ 4d uraresae | SIS;A,, wTaTeETe S, WTRIL(ETe)
S, wrsess Bh (typo) 5a \War ] S,;RA,A,Bh, Wiae S,S,; 5b w=ire 1 SPS,S;RA,Bh,
TR S e waTrEET: | S,SI°RABh, waTEaT SXSK, wamfEar S 5S¢ Sffad ] S,S,R
ABh, Sfifaa S; (unmetrical) o HY4remg=: | S,S}°Bh, s¥qira— S)°, i@ S; 5d
ferar: 1 S,SI°RBh, ferar SIS, e o&aT ] S,S:AABh, o&=NT S,



R Q%9 AEALWAT SATT:

~c <

AT ST R Ay 9T |

AT SEIT=a =g H=ara—=d |l &
q gfg: gaar sf=r Icqmer = A5=g |
TSI T T gH-are-ara-ad o |l
TadT AalcdTed ara=auad |
ATHAT TR a9F T 09 Tl ol
qar fwurar TeET Ed aqqTH |

g TAAHTHTT T TAal 9T 2
S|y f&  fiaT: sTeRraeEtear: |
HIE=T qI5 O oTa=d qadri<or: i 9ol
AT sfT Tgear wgHoT T |
ATITCIIST TgT TEIATIT T &1A9: 11 99 1
Aarrrete fafersr o & wEdET )
FaEaTTaH =T I shrefamor: 920

6b -&favg saTaer: ]| ogfavar{-g R“}saem=er: R 6d °fs=a ] fa=@ R 7c¢ a7 7r-
T:]mga R 7d ofe=a] fema R 8¢ gswniw] aswmw R 9a @ar] s&r R™,
@ R* 9c gl wge R 10a sy fg ] srga=wit R 10b e&feyar: | oAtremET:
R

6a FAIRT] AA,, fTE A, 6b T AA,, TED A, e T ] A A,
A, faamaer: AY 6d cw=afa=ad | o"gfa=ad A,A;, oAqfa=aq A, (unmetrical) 7a
T afe: wdar skt | gdaifearsr T A Tc GOSTRIT | SUETRT T A e i | Tt
Ay, T AA, 7d cTafE=ad | cTqfaagd A 8b TFTETETC | FAT{°T° A,} g
A 8¢ I ] FEE A 8d WE] TR A 9c wF ] AAY, I A, wge Alf
10a o fg ] sEer =T A 10b egfeyar: | eatremEm:{o@: ALAX} A 10c =71ae-
] sraed A 11b TgmEs | TEad A 11d TemETr ] weETr A 12b g9araee |
T e {em: AP A

6(d-d%)'S, 7@% b9 S, (al-a?) S, B%) S,  8(d-d)d% S, 9W@®)S, 10(b'-b3 S,
11(d-d%) S,

6a ﬁﬂTﬁ'{] SP*S,RA;A,Bh, éﬁ"’l‘lﬁ'{ S T S, 6b °¥g ] S.S;A;ABh, °§¥T® S,
6d °fg=aa ] S,Bh, (f=ma:) S,, fa=aa: S; 7b IqTawr ] S,S,RABh, Seqm=mT S; o
T&reaT | S,S,RABh, #E=EDT SI°, =&re= Si°  7c wuerfye ] S;RBh, s+=T ¥° S,
yaeTe Sy e T w: ] S¥Bh, lmﬁq'r S,, T e S¥SY, wr owm S 7d ew-
=fa=aa ] S,S¥Bh, cT=afa=ad: S§°S§‘“, éﬁ'ﬁﬁﬁr Sk 8a @=re ] S,S;RABh, Tare
S, 8b zaTe ] S,S;RAA,, &=Te S,Bh g7 | S,SI°RABh, eguie S, o3-
e S, 8¢ =mrHETT ] S,;RBh, =rmoH: S, aTlTrFi' S; 9a Tar] S,S,S{°ABh, yar Si°
9c m?;] SPS,A;A°Bh, wrge SIS,  9d T9< ] S,S,RABh, 99=T S; 10a argm‘ﬁﬂ%’]
S.S,S;, 3T &fT Bh (conj.) e ¥@T: ] S,SI°RABh, frar S*S,  10b e&feyar: ] S,
S,Bh, c@ferar++ S; 10c sr¥a=r ] SR, sraar= S,S;Bh e = @] S,RABh, Tir
T S, 5= S; 1la Za&ae ] S,S¥°S;RABh, & @° Si° e Irg° | S;S;RABh, &F&e
S, 11b TwgwwH ]| S,SY°RBh, FwEwH: Si°S;  11lc gRET agr | S;RABh, IfET agT S,
(anusvaras possibly lost), gfudargr S, 11d wegsmm =] S,RBh, TezHmOrg S,, T&FHTOT
TS, 12b =g @] SRABh, g5 S,, Ig=T S;  12¢ T ] S,S,RABh, 3@ S,




ROkt 355 HETATAEAT GATT:
aar fagrer Am=T=nEr gfEt g T |
ST SeAT-ag 9T TaT=aTard a99r: 1l 93

T AT TFTGT ATAT TR JIET: |
FYTOTeT AT =i JuTeA| TeTerfsa il 9¢ |
T SN g1 qi=: |

FIEEAT ATAT Fald TGET T 9¥ 1|

T AN GO MAaTA=ay T |

T BT STOITHT J81 ar e (7 9% 1l
Tq: IhTT ATRIEA AR TG |

IGTT YTST oF A0 ST 7 918 aar=a 1 929 1
T 57 ofT T sv=: afasfasg—ag=T:
AYTHTT T ¥ KICHTH T gIF: 195 |

Aaeqgyd: 99 I9dry qardar: |
T T GIHTEITT TYT TF a9T AT 92 |

13¢ =g ] T &&w R 13d &r=gw=™ | ague R™, agmoaET R™ 14d 7-
uTet | JEmem R 15¢ °=dr] °&7: R 16a q<a | 9= R 17ab da: I=hd
ATRTEATTETE | & WhTT =T Ardredieaar R 18ab | o= sfw & svar o= wiasaf gvav
R 19b -] R*, &9 R™ (unmetrical) 19¢ J: &7 qfd° | Fgem gfae R

13a fagrer AmrsT | fagmams{~T=T A;} A 13¢ =g ] *=gx A 14ab &A1
g | d@ar Afei ar A 1de &7 @7l | @I { oTqT° A }@H=a=it A (unmetrical)
14d Fumett ] gomom A 15b @E=Ta ] A FEaria A,, FEaia A,, FEEM AX 162
0T aqge | anrage A 16b WEaT ] AA,, WTET A, 16c =] AA,, & A,
17ab == ] A,, B AR AA,  17¢ STE ]I T A o« T AT ST ] A, @I
AA, 17d a5 ] AA,, A A, 18a s sfora] ﬁ'ﬁ"’l“‘{q'" A;} A 18b °§|ﬁ‘8‘(‘l‘:]
AsA;, ~FEIT: A, 19d MT ] A, WT: A,, VI A,

13@% S, 15d7)S, 17(b'-b?») S,

13ab amrgT] S\RA;Bh, A= S,S;  13¢ °=@g¥T ] S,S,, °=g¥A S;, °T I Bh
(conj.)  13d w@T=Te ] S,SIA, w@RATe S, W=ATe S, w@T=° Bh (typo) 14a ar
;i‘—if] RABh, ar=gr=a< S,, dlr«iglgiw S,, @r g=i&<re S, 14ab @v=T 8] S,RBh,

T8 S, AT 8L S;  1ld4e @wH==r ] S,S;RBh, &==ar S, 14d et ] S,S;Bh,
qurefts S, 15b Fg=iTe ] S,RAYBh, gsTe S, g 91 S;  15d #&@ ] S,S,RABh,
Far oS, 16b wrar ] S;S;RAABh, AT S; 16¢ & ] S,S,S;:RAA;, &° Bh (em.?)
17ab °%-_=|°l‘-|?l‘c[] S,S¥S;ABh, °Fsﬁ3ﬁ'l‘c[ Spe 17¢ =it ] S;S,RABh, =t S, 17d
firsr =T° | S;RAABh, fas=me S,S; e camw ] SS,S,RABh, carer: S 18a 7]
S,S;ABh, T S, 18b == gETT: | SPSP°S,A A Bh, cmmgrEgYET: Si° (unmetrical),
of graeT: S 19¢ mfFe ] S,S,ABh, #fae S,




Sk L RER ATALIAT ST

T 39T |

T FIGHEAT 4T YTET IHEE: |

T JAT Tq: RAATET 7 TG0 il 201
AT 5§ @idfgacds &l JoA=4ar @ |
wigsafa gaee: goasagd T 190
HAHATT 3T |

eI qg= AT H9 24T ar9ar: |
TR ST ST 99 1R
TAY FGHYY IETA = adT: |

fasTaTe g@ O §caT S=aguad |l 23 |

T TAIAS~ 9T JodT GEE9: |
afesT ST JUTET: |8 T30 g 01 7 |
T qriafeeT—=ar JgTeaT Afead: |

TH HAr AR T SO 1Y

20a 5= gfac] @T gt R 20b smar] ymm: R 21a #f9fgeaw | fFfafggams R
23a °®9Y] °HEY R 23d °gwaw ] cawwA R 24ab -fgg=w gvav ] -faw=gwawr R
24cd | Zfasr ssaET T=T: &b 98 W g R

20 FTE 39T ] om. A 20a 3T ] T ALALAYX, T A e gl ] A,, i A,, T
A, 20b wmaET] AL, AT AFAA,  20c STHET I @A | SreEEaaiig A 20d
ggyr ] agw A 2lab ] AT § Sfufgacdys & T go9@ar §@ A 21e 7901 AA,,
9T A, (unmetrical) ~ 22b F@T: ] AJA,, T@T A,  23¢-25b ] om. A, AP written i.m.
24ab ofas=y qrar | ofgsfr qur{enr A} A 24d =: ] AAYK, T Ay 25a ofgEea ]
offgxT A 25b mETeET Af=e | AgEf=fac A e After this AY adds =T

2000 S, @) S, 23(co—c®)(d)(d2-d®) S,  24(a% chHS,  25(d%)(d%H S,

20 w397 ] SPS,S;RBh, om.S¥  20a 7] SPSKBh, & Si€S:iS, oﬁﬁ'{] S,\A,
Bh, gfF S,S, e ZaT: ] S,SFRABh, 4T SXS, 20b 5THT ] S,S:A“Bh, STE): S,
og=a: | S,S,S;RA | ea=g®rT Bh (em.) 20c ¥fa: ] SPS,S;RBh, ¥fa Si¢ (unmetrical) 20d
oA | SPS,S,RABh, °&TH S o @g¥T ] S,S,RBh, ®ZuT S,  2la #9T ] S,S:Bh,
fefgs S, 21b e geate ] S,S,SFRBh, &er geare S*  2lc g | S,RA,ABh,
gagar+:+ S,, I I@: SP° (unmetrical), I TAT Si° (unmetrical)  22b TE&T: ] S,S;RA,
ABh, zaT S, 23b wrart ] S;S,RABh, wiar S, 24a TEre | SP°S,S;RABh, =3Te
Si e ofgm=a ] Si{°Si°S:Bh, ofgm=g: SP°, ofam=ar S  24ed mTEAThT: ] S,S,SKA
Bh, spareathr Si€ 24d T:] S,A,AY¥Bh, I S,S; 25a arfafae ] S,S,RABh, athr fae
S;



TR e HEALIAr AT :

T g7 7 8 g 59 S|

CH G0 Uda 971901 R:

e (AT ®YEE a9 |

TSqTOT &f=<T gt qaata faafeemr: i v

-]

geEgEae (Aeg T8+ q=fao |
Taggvar (T &9 U =areg-I e |
TATHEIT TEATUTEAT |
Fregi~a T =4l M~ T JgTeq=: 1 2 0
THIT a8 @ AT LNTHT: |

THT: QUASTAT T T qTIT G417 Tl 30

TTTUTATT T HiTga o= g qa9: |
AT J9E9T RYIST 99 1 391

26b 9T ] ¥8eT R 26c WY | aWeEr R 27a wHETOER | HOTE R
27c¢ geqrorT wfERT gEr: | wsgmom wfeer gfE R 28a omTuv ] emTemer R 28b oF-
F] ¥ R 28d wg =aTEaq | TanEATRIT R 29b o=mwaEde | c=mEaErc R 29¢
<] om. R (unmetrical) 30a v@a=ar ] s\g=ar R 30d ¥9° ] v R 3la af¥g]
@ R 31b #Hawr: ] 919 R

26b FEET ] AA,, FTEET A, 26c-28d ] om. A 29a FE=we | A, JogmTe{edTe
A AAAYX e omIfT] o'T A 30a THg=ar ] TEI=Ar AJA,, TEIAr A, 30d
T | cvumm A 3la F1ge ] Ay, STIC A;, (DT A, 31b cgETe ] oT FEITC A

26(d% d7-d%) S, (b)) S, 27(b%, d%) S, (c2, d5-d7) S,  28(ah)(a)(@™-a®)(b')(cH) S,  29(c*,
¢ S, 30(a*-al, c!, d3>-d*, d®) S, 31(dH(d>)(d?) St°, (¢7, d>-d?) S,

26a fa= ] S,S,RABh, fear S, e fgifir: | S™S,RABh, fasthr S, fG&fir S,  26b
FrEaT | SI°S,AA,, FrEeR Si¢, FMeEw SY, e Si¢, =reeaq Bh (typo, unmetrical)
26¢c w1 ] S,S;RBh, ™ S, 26¢d dTTTET ] SP°S,S;Bh, AWT-®¥ S{¢  27a THAT-
=T ]| S,S;Bh, wHTUT S, e fag= ] S,S{°RBh, fag=w S,Si°  27c¢ FEr: ] S{°SIBh,
gE'T S¥Ss, 27d faafeerar: | SI°RBh, faafemEr: S,, (feafeerar Si¢, fegferar S,
28a ggg=Te | S\S,R, T 9T° S;, dgg=re Bh (typo) 28b °&F7] S,S;Bh, -FT Sf*
(tops lost), °¥T Si¢ (topslost) 28d @F ] S,S;RBh, AT S, e UF =@TEaq ] em., TF
=aTeaq S,, TaArgaredq S,S;, Uat=aredq Bh (em.?)  29a Ju==e ] SI°S,S;RABh,
frea=g- S e °@EIT ] SR, °mmTex SI*Bh, °®TETEX SIS, 29b e =TUTET |
SPS,S;ABh, cemmuedaT Si¢ (unmetrical)  29c¢ ameEFfa T ] SP°SFS;ABh, areT(f=) Si¢
(unmetrical), geaf~r T S 30a ¥®"=ar ] S;Bh (em.), Tmg=ar S,, w=(=N S, 30c
TaT: ] S,RABh, T&m S, T S, e °SET ] S;S,S;RA, °S9aT Bh (typo, unmetrical)
31b cyt= ] S,S;RABh, === S,  3led ] om. Si¢, SP¢ written im.  31c AT ]
RABh, #g=aT SI°S,S; e °&9 ] S,S;RABh, °Fg SP°



IS 299 AEALICAT ST

TSTT: t=aT: 99 e g9 |
TATSHL =T giaediead JHH |
TETIITHTHI TegTeAed g T 32 |

Tq T Ta T HalcH: |

IcqT: gHET <A : Todg dAf==qd-: |l 331
AaEITeaar SHT Hivaags: g7 g3 fager-g 92

Ta T Ty [amiSaT Gareaari: | 3¢ |

gfq FF=qI00 SEIALEdr ST |l 9o |l

32ab ] om. R 32cd ] FaT(TeE) fAdrer= TaeraaHAA R (unmetrical)  32f F@rereT |
Fgerer R 33a gg ] waq R 33d af=ad=: | #rersfoo: R 34a w=fvee- | =fvEge
R 34d °=7 @gre ]| -=rfT @are R Col. sfq TR=gor W@METS o= R

32b frwrarEe | famerEe A 32c¢ oWHT] AA,, o A, 32ef | IErEEEHTER-
w0 A} TEree{ced A} gET T A 33¢ o1 A, T AA, e ofger: ] omET: A
34a s@t ®mf¥e ] @G> A 34b @er gv: ] gEe: A e fage ] AAC, fafge Al
A,  3d¢ TRIEFAITe | TRIEt{ear A,}WTe A (unmetrical)  34d ®ETe ] A;, HETC AA,
Col. sfa{sfa =Te AA;} =IO THRITAHTEE=T AlgaATHEaIEUS Jracqar AT7 qer-
qwa At

32(f1-£2)(f3) S, (A3 (d*H S, 34d™?) S, d') S,

32a wrr==m: | S,S,SI°ABh, Tror=aT S e afsam: ] S,SI°ABh, arfs=m SIS, 32¢ -
FgY | S;S,A:ABh, @ s S, e ofrewar ] S,S;ABh, ofrem=ar S,  32d -=Iwd
I | ABh, ~=wH IWH S, cHIeHaw¥H SPY, o=reHEwsp: SY¢, (cEnmd M S,
32e cgmTEIOr | S,RA,Bh, °gHETEIuGe S, (anusvara possibly lost), cdHTEIvGre S emHT-
Fore i 33a e=unaggTe | S,S;RABh, cwmmsag@Te S,  33c¢ I@a: ] S,S,RABh, 3T
S; e omET=eq: ] S,S)°RBh, °HeT=ex S5, °Hmtfeem S; 34a aegicmdar] S,S,S5;RA
FeeEEr Bh (typo, unmetrical) o s@t ] SP°S,S;RBh, om. S{° (unmetrical) o °JE: ]
SPS,RABh, 9= Si°S, (unmetrical)  34b ] SI°RBh (=¥ corrected to J[=: in Sf°), -
SETETaTTaaEs Si¢ (cf. 34c), HET g¥ fagww qEr{gw Si°} S,, "@ar g¥ fageew 9w
S, 34c owrard@= | SM°S,S,RABh, evrarar® S¥ 34d og¥Fe ] S,SFS,ABh, cu¥TEe
Si¢ e mETHWNT: ] S,S;A;Bh, meTemwhv)fT S, &fa part of col.) Col. O =H-
YT FYTRICAT ATATT 9% ~ (in letter numerals) --- S,, Th=q0 +I=aET(EAT) TTH+
FELEr ST S,, O TR ATHTATA: 990 (in letter numerals) | © S,, Ifd Th=gLT0r
FIRCAT HEALwar =ara: Bh



TR 293 TEIEEr ST

T LI S=UTT: |

HAHATT 397 |

T T HgdT T0d: i< |
T FEae@ET g aEnEea g
Hq ga&l oaart=ca fagr=ghraaam
AT STHES AT a9 "7l =
YA A= fgHa=d ARTHT A |
THed T T ®TARITAT AN 3 1
TANERNATT AT aTdT 7 |
ATEATHT FHATA AR H T a1 |

I TRAR I RTHAASTATT N ¢ ||

2a gAT] @& R 3d ~gm@a ] e3a= R, eg9a R™ 4b ]85 R 4c ar=gm=r]
T9gEr R ded osgumaae | oamar=+ R

1b Wa@: ] AT A e Wihe | e A 2d Wq¥l AR | aag&aar A o After this A
adds 2 padas reading I I ATRUT: Hfeqar: wq@r qa1 £ 3¢ e ] fiffee A 4a
qESTeTe | SrawT-eaede A, (unmetrical), aSiTaede A,, Iqa=ede A,  4¢ F=IT-
T FATE e | ARAT TR o A, TATRIAT IHI T A, TARIET FAT I A, 4d
oa%‘q‘o] o%‘q—{—Gro A

Manuscripts available for this chapter: S, photos 4.9a (f. 166Y), 4.10a (f. 167), 4.9b (f. 167V)
and 4.10b (f. 168%); S, exposures 116b—117b (f. 151%-152%); S; f. 166V-168"; R f. 1821-183Y; A;
f. 109-110%; A, f. 153V-155%; A, f. 154V-156.

4(e) S,

1 "FcgaTe 3ar= ] S°S,S;RABh (8 T in Sf°S,S;), om. S{°  1b srtwe ] S,S,RBh, wrfge
S; e o=a ] RABh, °7=: S,S,S; 1c wramar ] SPS,S;RABh, wra(T:) S{¢ o f=-
F° ] SI°S,S;RABh, f= 2 S{  1d emnmEcga: | SISIRABh, emwaega: Si°Si¢, -anie
FET) 4T+ S, 2a F@ar ] S,S,;RABh, F@aT S;  2¢ st H | S°S,RABh, Tt @
SiS, 2d ﬂ?ﬂ'ﬁr] S,S;RABh, ﬂﬁTﬁP S, 3b fgga=a ] S,S;RABh, fgma= S, °
ofitftr ] S,S;RABh, fiifxr S,  3d #fx@=mea | SI°S;ABh, &faearer S, (unmetrical,
insertion mark after & ; aksara i.m. possibly lost), FIfa®(ET)FT S da oHWTAEC |
S,S¥RBh, emwmHTeme Si¢, emwraeme S; e °&nIex | S,S;RABh, caniex S, 4b
oqTfaaa_ | S,S;RABh, edrtfawra= S, 4¢ ATeETEr ] S¥S,S.Bh, FremmETr SPC 4ed 7T-
oy | S,Bh, gateguT{oTe S} S,, gHT=gyT Ta@e S;  4d eyfwarT ] RABh,
qfyar $,S,S;  de ~TSTHEWETT | S,RABh, *FH(®F)AT ST S,, TSTEAET S,



R 293 EEIRRE I

IS a e A g v T |
HEGIEERIEIEIE DI IE RN IE
ICITATCITAT T a9 FIaar TN Y |
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(unmetrical)  8d FFH° ] T A 92 TIETI T T A 9d qEaH ]| °d==: A e
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lost), smga@(f)a Si° (tops lost), StH=faT S; o A&=7 ] SY°RABh, TE=T S, (tops lost),
TE(=D S5, TE=ar S; 9d ca==H | S\RBh, eam=a: S,S;  9e =4 gF:] S,A;ABh,
FEI=gT S,, a9 ¥ S,




TR R9¥ TEIEAr ST :

FET fHE UTHr AT 2998 A |

T AN fAHae eh<ed GaHRTH: |l 90 I
T T IS I TTT |

Fd TrFaHC WOSrETY g i 99 0
FATIN =T T G9: G5 T0=L: |

THTY HqTMHE & aredTiE a4qr g au e
TEr sfeF T YT T TYNT qUT |
IITHE aF &7 F9IH gHETE |

HE HICT TSI a9T 3T f71 931
TET TG T T g GHIAT |
TUT T §Hd T Ta¢ @l ®tad T 9¢ |l
qAGHTE 3qT1H |

e g9+ FcdT g&: i |

3qTH HIdFeATHE IITEIRTI 9Y |

10a F&7 & ] gege R 10d §° ] § R 1la FF: @wewd: | geaii=9d: R 12a
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38d fawr=ag ] A,, @ faA=T AA,  39¢ &FraAT=r ] T\=T A
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Summary

Revealing Siva’s Superiority by Retelling Visnu’s Deeds
Visnu’s Manifestation Myths in the Skandapurana

This thesis deals with a Sanskrit text called Skandapurana, composed in the sixth to
seventh century. It is related to Saivism and belongs to the literary genre of Puranas.
Although the Skandapurana can be counted among the early Puranas, it exhibits several
features that are found in early as well as later Puranas: i) themes and narratives from the
Puranapanicalaksana, ii) theological text units, and iii) a combination of new stories and
retellings that are known from other sources. This thesis focusses on the latter category,
viz. the well-known myths of Visnu taking on a manifestation to conquer the king of the
Daityas, the enemies of the gods. It centres around the Skandapurana version of the
manifestation myths of Narasimha (“Man-Lion”), Varaha (“Boar”) and Vamana
(“Dwarf”). From the Mahabharata onwards, the general storyline of these manifestation
myths remains mutatis mutandis the same and is incorporated in numerous Puranas. It
includes the heroic moment that Visnu conquers the Daityas and restores the cosmic order.
At first glance, this climax of Visnu saving the universe does not seem to match the Saiva
ideology of the Skandapurana, which centres around Siva and devotion to Siva. This
raises the question how the myths are retold and why they have been incorporated in the
first place.

Compared to the many other retellings of the myths—demonstrating their fame
in the epic-Puranic period—the Skandapurana composers created their own, new version.
On the one hand, they preserved several key narrative elements, as well as key
characteristics of Visnu. These components are known and recognizable from other
sources and are incorporated for the sake of the acceptance of the retellings. On the other
hand, the Skandapurana composers also made considerable alterations and innovations.
Whereas the changes remain fairly moderate in the main story of the manifestation myths,
the composers added entirely new endings to the myths, hereby taking control of the
narratives as a whole. The new endings are the most noticeable form of a “Saivization” of

Visnu’s manifestation myths: a process whereby a narrative (element) is changed or new
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narrative elements are introduced to make the retellings match the Saiva ideology of the
text. The text presents a renewed portrayal of Visnu as being completely dependent on
Siva and his ideal devotee. By inserting Siva’s superiority and grace, Visnu and his
manifestation myths become integrated and accommodated in the Saiva ideology of the
Skandapurana. Another type of change concerns the style of writing of the Skandapurana
composers. The entire composition is full of scenic descriptions, insider jokes and
emotional speeches. In the case of retellings, including Visnu’s manifestation myths, we
can speak of “dramatic visualization™: retellings are written in a rich, engaging and
appealing way, thanks to which it is easier for the audience to visualize the story before
their eyes. Dramatic visualization goes even further, when the Skandapurana composers
use long lists on Daitya lineages and battles collected in the Puranaparicalaksana as a
basis for crafting more complex and rich myths.

All three factors—the various preservations, the cases of Saivization and a
dramatic visualization of Puranaparicalaksana themes—match the aim of the
Skandapurana composers with the text as a whole: the composition of a comprehensive
and appealing Saiva Purana. Since Visnu’s manifestation myths were an intrinsic part of
this literary genre, they were incorporated as well, even when they do not seem to fit the
rest of the text at first glance. The solution was to compose them in an engaging and
appealing style and to insert Siva and devotion to him as essential components in the story.
Through carefully selected compositional and ideological decisions, Visnu and his
manifestation myths of Narasimha, Varaha and Vamana proved to be the perfect vehicle

for the Saiva message that the composers sought to convey with this new Saiva Purana.
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Samenvatting

Verkondiging van Siva’s Superioriteit door Hervertelling van Visnu’s Daden

Visnu’s Manifestatiemythen in het Skandapurana

In deze dissertatie staat het Skandapurana centraal; een Sanskriet tekst dat is opgesteld in
de zesde tot zevende eeuw. Het is verbonden aan het Sivaisme en behoort tot het literaire
genre genaamd Purana. Hoewel het Skandapurana gerekend kan worden tot de vroege
Puranas bevat het enkele kenmerken die zowel in vroege als latere Puranas terug te vinden
zijn: 1) thema’s en narratieven uit het Puranaparicalaksana, ii) theologische
teksteenheden, en iii) een combinatie van nieuwe verhalen en hervertellingen die bekend
zijn uit andere bronnen. Deze dissertatie richt zich op de laatste categorie, te weten, de
welbekende mythen waarin Visnu een manifestatie aanneemt om de koning van de
Daityas, de vijanden van de goden, te overwinnen. Centraal staat de Skandapurana versie
van de volgende manifestatiemythen: Narasimha (“Mens-Leeuw”), Varaha (“Zwijn”) en
Vamana (“Dwerg”). De basisverhaallijn van deze manifestatiemythen blijft vanaf het
Mahabharata min of meer ongewijzigd en wordt als zodanig opgenomen in vele Puranas.
Een van de standaard narratieve onderdelen is het heroische moment waarop Visnu de
Daityas overwint en de kosmische orde herstelt. Op het eerste gezicht lijkt deze climax
waarin Visnu het universum redt niet te rijmen met de Sivaitische ideologie van het
Skandapurdna, dat voornamelijk draait om Siva en de verering van Siva. Dit roept ten
minste twee vragen op: hoe zijn de mythen herverteld en waarom zijn zij ze opgenomen?

In vergelijking met de vele andere hervertellingen van de mythen—hetgeen hun
populariteit in de episch-Puranische periode aantoont—hebben de Skandapurana auteurs
hun eigen, nieuwe versie gemaakt. Enerzijds houden zij enkele cruciale narratieve
elementen en karaktereigenschappen van Visnu in stand. Deze componenten zijn bekend
en herkenbaar vanuit andere bronnen en zijn opgenomen ten behoeve van de acceptatie
van de hervertellingen. Anderzijds hebben de Skandapurana auteurs significante
wijzigingen en vernieuwingen doorgevoerd. Alhoewel deze nog relatief gematigd zijn in
het basisverhaal van de manifestatiemythen, hebben de auteurs een compleet nieuw einde

geschreven voor elk verhaal, waarmee ze controle nemen over de narratieven als geheel.

289



Met name in dit gedeelte van de narratieven presenteren de auteurs een hernieuwde
portrettering van Visnu als volledig afhankelijk van Siva en diens ideale vereerder. De
nieuwe einden zijn de opvallendste vorm van een “Sivaitisering” van Visnu’s
manifestatiemythen: een proces waarbij een narratief (element) wordt veranderd of
nieuwe narratieve elementen worden geintroduceerd zodat de hervertellingen passen
binnen de Sivaitische ideologie van de tekst. Door Siva’s superioriteit en genade toe te
voegen worden Visnu en zijn manifestatiemythen geintegreerd in de Sivaitische ideologie
van het Skandapurana en krijgen ze een plaats hierin. Een ander type wijzigingen betreft
de schrijfstijl van de auteurs. De gehele compositie bestaat uit beeldende beschrijvingen,
humoristische vooruitwijzingen en emotionele speeches. Wanneer dit type stilistische
kenmerken wordt gevonden in hervertellingen kan men spreken van “beeldende
presentatie”: hertellingen worden op een inhoudelijk rijke, boeiende en beeldende manier
geschreven, waardoor het makkelijker wordt voor het publieck om het verhaal te
visualiseren. Deze vorm van vertellen bereikt een hoogtepunt wanneer de Skandapurana
auteurs genealogische lijsten van Daityas en opsommingen van oorlogen uit het
Puranaparicalaksana gebruiken als basis voor complexere en rijke mythen.

Alle drie de factoren—het behoud van elementen, de wijzigingen en innovaties
die gelden als “Sivaitisering” en een “beeldende presentatie” van Puranapaiicalaksana
thema’s—zijn in lijn met het doel van de Skandapurana auteurs met de tekst als geheel:
het samenstellen van een alomvattende en beeldende Sivaitische Purana. Aangezien
Visnu’s manifestatiemythen een intrinsick onderdeel vormden van dit literaire genre,
werden ook zij opgenomen, ook al lijken ze op het eerste gezicht niet overeen te komen
met de ideologie van de rest van de tekst. Dit werd vervolgens opgelost door ze op een
beeldende en aantrekkelijke manier te vertellen en door Siva en diens verering toe te
voegen als cruciale onderdelen van de verhaallijn. Door middel van kritisch geselecteerde
narratologische en ideologische keuzes bleken Visnu en zijn manifestatiemythen van
Narasimha, Varaha en Vamana het perfecte vehikel voor de Sivaitische boodschap die de

auteurs wilden overbrengen met dit nieuwe Sivaitische Purana.
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