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PREFACE

This  volume entitled Devata-Rupa-Mala is the result of the project
‘Devata-Dhyana-Malika’ undertaken by the Kalpatharu Research Academy,

Bangalore, sponsored by National Archives of India, Govt. of India, New Delhi.

The publication is based on Sanskrit manuscripts bearing on Iconography. The book
‘Devata-Dhyana-Malika’ of the former ruler of Mysore, Maharaja Krishnaraja
Wodeyer Il has been the main material as regards the dhyana-slokas. Illustrations have
been provided from several sources. It is hoped that the publication will be received

enthusiastically by artists and scholars, as also by craftsmen.

We are grateful to the authoritics of National Archives of India, and to

Prof. S.K. Ramachandra Rao who has prepared this volume for the Academy.

The Academy is deeply beholden to the revered Jagadguru Sri Sri Sri Bharatitirtha
Mahaswamiji of Sri Sringeri Sharada Peetham, who is also the chief patron of the
Academy, for his munificent blessings. It is also grateful to Shri V.R. Gowrishankar,
the Chairman of the Academy and the Administrator of Sri Sringeri Sharada Peetham

for the keen interest he has evinced in the publications of the Academy.

M/s. Omkar Offset Printers who have done an excellent job in producing this book

merit our sincere appreciation and thanks.

Bangalorc DAIVAJNA K.N. SOMAYAJI
Sri Svabhanu Samvat CHIEF EDITOR AND DIRECTOR
Shankara Jayanti KALPATHARU RESEARCH ACADEMY

Date : 6th May, 2003
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INTRODUCTION

The present volume focuses its attention on Indian Iconography
as prescribed by the Silpa-Sastras and Agama manuals. The
basic material has been rearranged and presented in a new
perspective. The book is based on the traditional framework of
Pafichayatanapuja : the worship of Ganapati, Sirya, Devi, Siva
and Vishnu. While these are the major deities, the forms
assumed by them and the retinue-divinities associated with them
are also dealt with. The volume is copiously illustrated so that
the craftsmen engaged in preparing icons for worship in temples

are also benefited.

The author is grateful to Sri Daivajna K.N. Somayaji, Director
and Chief Editor of the Kalpatharu Research Academy for the
opportunity provided to prepare this volume, to the revered
pontiff of Sri Sringeri Sharada Peetham, Sri Sri Sri Bharathi-tirtha
Swamiji, to Shri V.R. Gowrishankar, the Chief Administrator of
Sri Sringeri Sharada Peetham and to his friends Shri Venkatesh
Babu and Shri Nagendra of the Omkar Offset Printers for their
uniform and unfailing courtesy during the preparation of this

volume.
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CHAPTER ONE

IMAGES AND VISUALIZATIONS

Polytheism is for all appearances the characteristic feature of Hinduism.
But it is a fact that no Hindu seriously would believe in a multiplicity of Gods.
He is fully aware that each of the many gods that he worships is merely an
aspect of the One God, who is also the God of other religions. Sectarian
strife is thus a non-issue with the Hindu population, which is divided into
an almost infinite variety of sects, creeds, castes and cults. It is not merely
a question of tolerance; but a positive conviction that God 1s one, whatever
the name or form in which he is conceived or invoked, underlies the religious

life of a Hindu.

But the devotee finds delight in multiplying the images of the one God,
who, he knows, is really beyond imagination and above all images. He invckes
in a thousand names the One God, whom speech cannot reach. He makes
icons of the One God, who can never be adequately represented. And he
houses in a temple the One God who envelops the entire universe and rises
above it by ‘ten inches’. The God that transacts with man intellectually and
emotionally is never mistaken for the God who is the abstract source of all

existence, animate as well as inanimate in the three realms.
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The God that the devotee chooses to worship is in fact only an approach
to the God who has need neither for worship, nor for the devotee. The God
is worshipped for material gains, health, security and happiness; the God is
also worshipped to cleanse the human constitution so that the light of God
may shine through it. The latter worship, of course, is the highest form of
worship. But it appeals but to a few; the larger section of the population is

content to seek from the gods appropriate benefits.

When human beings are in need of gain or comfort, they invent gods
according to their own needs, and temperaments. The group-mind then
stylizes the forms as well as the rituals connected with these several gods
who are but creatures of human need. This is the framework of polytheism.
There are gods of diverse shapes, moods and modes of appearance; they

are specifically related to the variety of human needs.

The devotee knows that the image of a god is a mere artefact and toy,
unless it is properly consecrated. And consecration involves the investment
of the devotee’s devotion and passion, and getting the devotee effectively
related to the particular god invoked in the image. Rituals are naturally
important for transforming an artefact into an icon. The icon is meant to
accommodate the rituals, so that human devotion can flower out in the light

of God that is reflected through the icon.

Rituals are acts done by the devotee’s body, speech and mind. The icon
is seen and handled. But it is the first step. The icon must evolve into a verbal

image, a concept. This is aided by descriptive hymns, mnemonic words strung
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into an articulated garland or repetition of power-laden epithets or god. God
as a verbal concept (mantra) is subtler than the material icon (marti). But
subtler still is the thought-complex (yantra) in which speech is transformed
into essential ideas that ultimately merge in a ‘point’ (bindu), where God’s

presence is focussed.

Thus the icon by itself is incomplete; it should be accompanied by its
effective verbal counterpart (mantra) as well as the appropriate ideational
representation (yantra). This is an important detail of Indian iconography that
is often ignored by writers on the subject. The god suitable for worship is
both iconic and graphic; what binds the two aspects is the involvement of

stylized articulation.

The craftsman whose job is to fashion icons to fulfil the needs of

devotees must naturally be acquainted with the relevant mantras and yaniras.
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But more importantly he must be familiar with the descriptive mantras, known
as dhyana-slokas, which specify the posture, the mood, the number of hands,
the weapons, decorations and other formal details of the particular icon meant
for worship. Many of these mantras are mnemonic in character. The training
of the traditional sculptor necessarily included committing of these dhyana-
slokas to memory, so that he would be ready to translate any stylized verbal

image into an equally stylized icon in stone, metal or wood.

The 1deal procedure is claimed to be this. When a sculptor is
commissioned to fashion the icon of a particular deity for purposes of worship
in a temple, he prepares himself elaborately and meticulously by rituals and
regimen. He undertakes to give up the ordinary routine, eschew common
company, and withdraw into a sort of serene isolation. He continuously
contemplates on the dhyana-sloka of the deity (the image of which he is to
fashion) so as to crystallize the image in his mind. He eats his food with
this preoccupation, goes to sleep with this thought, and allows no distraction
to interfere with this constant and intense contemplation. When the image
in the mind is perfectly and enduringly formed, he takes up his tools and
gets ready to translate this image into an icon. It is only then that the icon

becomes worthy of worship.

The sculptor pours into his work not only the skills of the craft he has
acquired, but his spiritual fervour in a sort of penance immediately before
he undertakes the work. During this period of preparation, he is so constantly
absorbed in the descriptive hymn of the deity that he begins to see the deity

all around him and all the time. He can vividly discern the form of the deity
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in the block of stone or wood that he has selected. He has only to free this
form from the block by chopping off the unwanted and obscuring masses,
and by chiselling the finer details. The form occurs to him as a revelation,

and he is but an instrument in its hands to get itself materialized.

There are numerous texts in Sanskrit which incorporate such descriptive
verses relating to several deities. The Tantrik manuals of Vajrayana Buddhist
persuation are especially replete with dhyana-$lokas, for they are props for
visualization during sessions of contemplation. They serve the purposes of
the meditator as well as the icon-maker. And, true to the intent of the verses,
the meditator or icon-maker tends oftentimes to identify himself with the form
that he can readily and vividly project. There is a familiar saying that the
devotee who is not a deity himself must never worship the deity (‘na-sivo-
bhutva Sivam pujayet’). This applies equally well to the icon-maker: unless
he becomes one with the form of the deity, he can never fashion the form

well enough.

This phenomenon explains why some icons exude a compelling power
about them, even when their aesthetic quality is not considerable. There are,
on the contrary, icons which are very pretty are nevertheless spiritually flat.
Jcons acquire power to the extent their makers pour themselves into their
handiwork. Texts insist that making of icons for worship must always follow
a period of ritualistic preparation of the icon-maker as well as the material
chosen for making the icon. Convention again insists that the icon-maker
($ilpin) must be ceremoniously honoured before the worship for the icon

begins, for he is in a sense ‘‘the parent of the deity’’.
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The custom of manufacturing icons for sale is also an old one. Even
in the centuries before Christ, icons were being made as commercial

13

propositions. Panini (5, 3, 96) mentions ‘“‘prati-krti’’ in this sense; Patafijali,
the great commentator on this remarkable grammarian, records that Mauryas
manufactured icons (‘archa’) only for procuring gold (hrranya) (Mahabhashya,
5, 3, 99). But the ancient grammarian also knew that all icons were not made
for money (5, 3, 99). Some were not meant to be sold (apanya), but they
served as a means of livelihood (jivikarthe). Some icons that were especially
well-made and contained some power, were exhibited before the devotees,
who made gifts to the owners of these icons. Sometimes, the priests carried

such icons from door to door, collecting fees from the householders for

viewing them.

These were obviously small icons, possibly metallic ones, not designed
for installation in a temple. The later expressions used for these ‘worshipful
ones’ (archas), viz. ‘body’ (vapu, tanu, vigraha) and ‘form’ (rapa) indicate
that the icons were no longer regarded as just symbols or reflections (pratima,
bimba), or representations (pratika, pratikrti, sandrs), but as divinities in their
own right. A mere look at them was believed to confer great benefits. The
owners of such icons would also arrange to get copies made of them, of course

for a consideration.

Mathura, which was situated on the trade routes of the country and
was therefore a busy commercial metropolis, became the place where icon-

makers also gathered. Traders and political agents, who belonged to different
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religious groups (Buddhists, Jains, the Bactrian bhdgavatas, sun-worshippers,
$aivas and the followers of folk cults) visited Mathura and dwelt there for
protracted periods. Icon-makers carried on a flourishing business, catering
to their religious needs. There was need to manufacture icons and ritualistic

implements and utensils on mass basis.

Art, pressed for a commercial end, naturally departs from the traditional
norm, and seeks to adapt to the prevalent fashion. The aesthetic quality also
degenerates to an extent, when duplication becomes the frequent need. The
craftsman involved in this enterprise can ill afford to devote his time for
ritualistic preparations or for visualization of the dhyana-sloka; his
motivations are different. The icons that he made thus were not longer
‘spiritual products’, but pieces conforming to a dull and stereotyped
convention. A large number of icons that we find now in the country belong
to this class of uninspired artefacts. And most of them are very faint and
distant reflections of the relevant dhyina-slokas, because the acquaintance

of the craftsman with the textual prescriptions was meagre or secondhand.

If the craftsman was clever, and the need of the patron unusual, the
craftsman would evolve his own style of making an icon, entirely outside the
framework of dhyana-slokas. And numerous minor divinities and folk-deities
which became popular in course of time and in different parts of the country
did not have dhydna-§lokas any way; and the craftsman had to follow his
own genius and inclination. The custom of making the icons altogether
independent of the dhyana-slokas has continued to this day. The craftsmen

do not feel the need to be guided by the canonical texts any more.
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There is, however, a provision made in the texts that the icons should
conform to the regional styles of dress and decoration (Brihatsamhita). It is
also laid down that the craftsman must bring into play his own taste and skill
while making an icon, within the broad traditional framework. The dhyana-
§loka specifies the number of hands and the nature of the weapons held in
them; but it leaves the artist free to mould the hands, portray the weapons
and invent the manner of the hands holding the weapons, in the way he
chooses. The dhyana-s§loka of a deity may indicate that the icon must be
represented in a dancing posture; but it does specify what the precise posture
should be like. The artist has to decide upon the postures depending on his

own familiarity with dance-postures.

Simplistic stylization which obviated the necessity of dhyana-slokas is
best illustrated in the images of Buddha and the Jina. While both Buddhist
and Jaina icons conform in general to the traditional framework in which the
classical deities were represented, there were some unique features about
them. The icons of the Buddha and the Jinas are to be found only in two
postures, sitting and standing. Seated icons of both persuations are in the
conventional lotus-posture (padmasana). The Buddha images are shown either
as engaged in contemplation (dhyana) or as teaching (or chakra-pravartana
‘turning the wheel of dharma’), as offering comfort (abhayaj, or as calling
the earth below as witness for his own integrity (bhami-sparsa). The position
of the hands vary in these situations, while rest of the body remains rigidly
alike. While standing, the Buddha is represented ecither as preaching

(vyakhyana), or as on his begging round.
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The images of Jinas are always shown as absorbed in contemplation
(dhyana), whether seated (in padmasana) or standing in an upright posture
known as Khadgasana the position of a drawn sword). While seated, his hands
are poised on his locked legs, the right palm over the left; but while standing,
his arms hang down on the sides. The standing posture is commonly known
as kayotsarga, or pratima-yoga, which expression actually refers to a practice
undertaken by the Jain ascetic for heightening the rigour of his austerities

(tapovrddhr) and for abandoning the effects of karma (nirjarana).

The images of Jinas are altogether nude (although some images of the
white-robed sect are shown wearing a strip of cloth covering the genitals),
whereas the Buddha is invariably shown as wearing an upper cloth {samghati)
in addition to the normal under-robe. Neither the Buddha nor the Jina,

however, is shown as wearing any ornaments whatever.

The differences among the Jina icons become important in view of the
fact that twenty-four Jinas (tirthankaras) are recognized, the last of whom
was Mahavira, contemporaneous with the Buddha. The simplistic stylization
would represent all the tirthankaras as exactly alike (with the exception of
Par$vanatha, the twenty-third Jina, whose head is shown as sheltered by a
many-hooded serpent). But they are differentiated by the emblems
appropriate to the Jinas (like bull for the first Jina, Vrshabhanatha, conch
for the 22nd Nemi-natha, snake for the 23rd, ParSva-natha, and lion for the

24th, Mahavira), carved on the pedestal.
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The Bahubali or Gommata images, which are usually huge monoliths
(as the one in Sravanabelgola in Karnataka) are invariably free-standing, with
no shelter over them. They are similar in posture to the standing Jina images,
except of course for the emblems which are absent in the images of Gommata.
On the other hand, the Gommata image is identified by the madhavi-creeper
that gracefully entwines the legs, thighs and arms; ant-hills are also shown

about the legs.

Icons are usually classified into four general categories: painted on
canvas, paper, wall or pot (chitraja), moulded in clay or any other plastic
material like sandal-paste and rice-flour (lepaja, mranmayi, or paishti); cast
in metal (pakaja, lohaja, dhatdttha); and carved in stone, wood or precious
stone (Sastrotkirpa: Sailaja, daravi, or ratnaja). Early icons were made in clay
or carved in wood. And the images so prepared were covered by layers of
paint, often bright and variegated. This was necessary to preserve the image
for a length of time. Stone icons did not need this treatment, although

instances of painted stone icons are not rare.

Painting is an early form of art that man mastered, and employed for
religious ends. Besides the prehistoric cave-paintings, there are also the
painted funerary jars, urns and pots which belong to a distant past.
Iconographic elements may be traced even in these early paintings. But
painted pots (ghata) and cloth or canvases (pata) are wdrshipped in India
from every early times. It is not strange, therefore, that drawing and painting

are fundamental to iconography.
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The icon (pratima) is actually described in the early texts as what is
painted on a piece of cloth, on a wall, or on a vessel, clay or metallic (‘pate,
kudye, patre cha chitraja pratima smrta’). The expression was later extended
to clay, stone or wooden icons, because painting (/epa/ continued to be an

important aspect of the icon installed for worship.
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Several early texts on art and architecture (like Vishnu-dharmottara,
Chitra-lakshapa of Nagnajit which is available only in its Tibetan translation,
Silpa-ratna, the ‘pata-vidhana’, section of Arya-Manjusri-mila-kalpa and
Hayasirsha-samhitd) contain detailed information about the painted icons.
Hayasirsha-samhita even goes to the extent of insisting that Vishnu must be
worshipped only in a painting on cloth or canvas (‘patasthah pujaniyas tu
devo Narayanah prabhuh’), for it is only in a painting that charm (kanti),
ornaments (bhishana) and expressions (bhava) can vividly be portrayed
(sphutam); Vishnu's presence in the painting is constant (‘lepye chitre Harir

nityam sannidhanam upaiti hi’).

The yantras associated with icons, were always painted in bright colours,
although this custom was gradually given up. It survived only where Tantrik
rituals were involved. The extensive use of colourful mandalas in the Sakta
cults as well as in the Vajrayana aspect of Buddhism is well-known. When
the Tantrik hold weakened, the yantras became mainly line-drawings, and
as a rule were inscribed on metallic sheets or drawn on paper. The inner
spaces of these diagrams were left unfilled so that the appropriate maniras

(or seed-syllables, bijaksharas) could be written in them whenever desired.

Occasionally, the stone or metallic icon would be installed on such
yantras, with the supposition that the icon would thus acquire greater power;
and the worship rituals would involve the articulation of the relevant maantras.
The three (pratima, yantra and mantra) together constitute the theme of Indian

iconography.
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Iconography strictly means "‘drawing’’ or etching of an icon. It refers
to a sculptural representation only by an extension of this meaning. The earlier
practice was to draw in lines, sometimes filled with colours also, the image
of the deity for purposes of meditation, adoration or worship. Before sculpture
in stone or wood appeared, the practice was to draw in outline or sketch
on the material. Paintings and drawings to serve an iconographic purpose were

in the nature of natural evolutes.

There is a legend that Narayana, the great God, drew on earth (Urvi)
with mango-juice the drawing of a charming feminine form, and infused life
into it. Thus was the nymph ‘Urvasi’ born. Then Narayana composed texts
on painting and iconography and handed them over to the celestial architect/
sculptor Visvakarma. Narada-silpa classifies painting into ‘those on the
ground’ (bhaumika), ‘those on the walls’ (murals, and frescoes, bhitti), and
‘portraits’ (bhava-chitra). The first two were stationary, while the last was

meant to be portable.

Portraits and wall-paintings were involved in iconography, the former
being regarded as ‘mobile’ (chala) and the latter ‘immobile’ (achala). The
wall-paintings were done in four stages. White-washing the surface of the
wall (dhauta), mounting a coat of boiled rice on it {ghattita), drawing of the
outline in charcoal (/arichita), and finally filling in the colours (varna-ranjita).
The same procedure was followed when, instead of wall, cloth (pata) was
employed as the medium. The manner in which portraits were prepared was
slightly different. It was done in the following stages: initial outline drawing
(rekhapata), modulating the light and shade, and finalising the sketch

(vastava), arranging decorative details (alarkara), and colouring (varnpa).
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An old verse mentions that masters are attentive to drawing, experts
to modulations, women to decorative details and common people to bright
colours. The import of this verse is that outline sketches are regarded as
possessing a relatively high artistic value. Differentiation of forms (ripa-
bheda), accommodation of proportions (pramana), projection of feelings and
aspects- of beauty (bhava — lavanya-yojanal, bringing out the resemblance
(sadrsya) and putting the colours on (varnikd-bhanga) are regarded as the
‘six limbs’ of drawing, according to Yashodhara's gloss on Kama-suira.
Among the six details that are here enumerated, it is the last one alone that

makes the sketch a painting; the other five relate to drawing.
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The importance of line-drawing is to be gleaned from numerous
medieval treatises on painting 1ike Vishnu-dharmottara, Samarangana-sitra-
dhara (Bhoja), Abhilashitartha-chintamani (Somesvara), and Hara-Vijaya
(Ratnakara). And the application of this outlook is to be found in the wall-
paintings of Ajanta, Bagh, Badami, Sittanavasal, Hampi Viriipaksha temple,
the Anegondi palace, Lepakshi Papanasa temple and Vardhamana temple,
Tanjore BrihadiSvara temple, Sravana-be}agola Jaina-matha and Seebi-

Narasimha temple.

A strong iconographic style evolved frlom these wall-paintings in two
principle divisions: the Jain style in 'Gujarat (principally in illustrated
manuscripts) and the Tanjore style of painting icons on pots and paper. It
is the impetus provided by the Tanjore style that contributed to the
iconographic development in Karnataka, especially under the patronage of
the ruler of the erstwhile Mysore State, Krishnaraja Wodeyar III (1794-18638).
This king, who was himself an author of no mean merit, got many
iconographic manuals written and also got them profusely illustrated. Sri-
tattva-nidhi is an encyclopaedic work in Sanskrit that he got compiled, and
this work contains a profuse collection of iconographs. The names of the
artists who were responsible for such icono-graphic studies in the Mysore
court have come down to us: Veeranna, Yellayya, Sundarayya, Tafjavur

Kondayya, Nagunalli Naranappa and Alasingrayya.
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CHAPTER TWO

PANCHA-DEVATA FOR UPASANA

Mention has already been made of polytheism being an essential
characteristic of Hinduism, and thus being fundamental to Indian Iconography.
Innumerable are the deities that receive worship from the Indian masses, from
earliest of times to the present day. In fact, the number of deities that merit
adoration is increasing over years. Besides the major gods and goddesses that
have scriptural sanction and are of national status (like Vishnu, Siva, Ganesa,
Durga, Hanuman), numerous heroes, saints and benefactors of regional
significance are periodically accorded divine or semi-divine status; and people
look upon them as incarnations or emanations with peculiarities of their own.

Cultic and folk deities form the bulk of Indian polytheism.

Generally, however, five deities constitute the normal or core pantheon
of Hinduism: Vishnu and Siva (both of whom have a Vedic background), Devi
(the mother-goddess who goes back to a more remote past), Ganesa (the
folk god of universal appeal in our country), and Sarya (the solar divinity,
whose cult has been popular all over the world at some time or other). The
Sun (Surya) is often regarded as an aspect of Vishnu (Stryanarayana), and
is represented by Fire (Agni), especially the sacrificial fire. Thus, in effect,

there are four major divinities.
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But the custom of pentadic worship (parichopasana) has gained currency
in the country. It is difficult to ascertain when exactly this custom commenced,
but we find it recommended in the Puranas and the smrti-texts. Sankaracharya
(early 7th century) is supposed to have been responsible for its prevalence.
But we find nothing about it in any of his authentic works; and from what
he says about worship, it appears unlikely that he encouraged this pentadic

worship.

The custom is closely associated with the concept of monotheistic
primacy of the deity of the devotee’s choice (ishtadevati). The arrangement
of the five gods on a common platform would signify their equal status. At
the four corners and the centre of a square base (vedi) would be located
the five deities. But a $aivite, for instance, would place Siva in the centre
and the other four deities in the four corners. A Vaishnavite, on the other
hand, would make Vishnu occupy the central position. There is thus a

sectarian involvement in the arrangement of the five deities.

The presupposition is that the central deity is in fact the only deity
receiving worship, the other four being only aspects of this central deity. There
is thus a monotheistic tendency even in the pentadic worship. There were,
during the middle ages, five sects that had become important: the Saivites
worshipping Siva, the Vaishnavites devoted to Vishnu, the Saktas given to
the cult of Devi (Sakti), the Ganapatyas adoring Ganapati, and the Sauras
worshipping the Sun. Each sect looked upon its object of adoration as the

God, but accepted the gods of other sects also.
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The devotee given to the pentadic worship does not actually worship
. five different and distinct gods; he worships only one God, but accepts the

other gods as belonging to the same family (parivara) or as different aspects

of the same god. The texts explain that, in accordance with the five elements
(paiicha-bhita) that ultimately are the stuff of which the entire universe, is
made, human beings are of five types: the earth type, the water type, the
fire type, the air type, and the akasa type. Although the elemental
| predominance is the distinguishing feature, no eclement can possibly do
without the other. In due consideration of the elemental types '(‘pratyeka
tattva-prachuryam vimrsya vidhi-parvakam’), the pentadic worship 1is

instituted.

The association of the five elements with the five deities is variously
given. However, the commonly accepted correspondences are: Ganapathi
earth; Siva-water; Devi-fire; Sarya-air; and Vishnu-ether. There is another

i account where Siva corresponds to the earth element and Ganapati to water.
They are represented by distinctive yantras in order; square (chatursra),

crescent moon or hexagon (shatkona), triangle (trikona), circle (vrtta) and

1 dot (bindu).

The five deities are represented on the platform either by these
geometrical designs, or by icons. More frequently, however, they are
represented by five natural objects: Ganapati by a red stone (rakta-prastara-

‘ khanda), Siva by white quartz from rivers like Narmada (bana-linga), Devi
by metallic stone (dhatupatra or yantra), Surya by crystal (sphatika), and

Vishnu by ammonite from Gandaki river (Salagrama).
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The positions of the four deities with respect to the central deity are

specified in the texts. The deities being on the same platform, worship offered

to the central (main) deity is shared by the other deities. Each deity has a

gayatri formula of its own, and the sectarian worshipper will utter the gayatri

of the central deity during worship.

[ §S]

Ganapati : “Tat purushaya vidmahe, vakratundaya dhimahi, tan no
Dantih prachodayat’.
qeqeorg fomre | Shquerd efmfe | d@ 3 e |

Siva : ‘Tat purushaya vidmahe, Mahadevaya dhimahi, tan no
Rudrah prachodayat’.
deqeur T | wRar ffimfy ) qE ' TEEAr ol

Devi : ‘Tad ganga-gauryaya vidmahe, Girisutdya dhimahi, tan no
Gauri prachodayat’.

deeirta foere | fifgara sfimfe | @t M S=EETd

Surya : ‘Tad bhaskaraya vidmahe, Prabhakaraya dhimahi, tan no
Bhant prachodayat’.
ag et fom | fifegam efiwfz ) o M0 gl

Vishnu : ‘Tat KeSavaya vidmahe Narayandya dhimahi tan no
Vishnuh prachodayat’.
TRy feR | Ao diafg | aw e s )
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The philosophical interpretation of the pentadic worship has been given
in some texts. Ganapati, as the lord of the group of fourteen worlds, signifies
the phenomenon of bondage, which obstructs the dawn of enlightenment
(hence called Vighne$vara). Surya is the principle behind creation (from the
root ‘st’ to pfoduce). Vishnu is responsible for the preservation of the created
world, and Siva for its destruction. Devi is the principle of the power of
wisdom (jAana-sakti) which liberates the devotee from phenomenal bondage.
It is well-known that Ganapati is worshipped for worldly success, Strya for
health, Vishnu for wealth, Siva for dispassion, and Devi for the liberating
wisdom. Further, the five elements that are represented by the five deities
are translated into the five details of the inner constitution of man: earth-
ego fahamkara), water-object awareness (chitta), fire-primary consciousness
(buddhi), air-mind (manas), and ether-‘the heart’ (Ardaya, the seat of
consciousness). Thus, this mode of worship is sought to be integrated into

conceptual and symbolic framework.

Each of the five deities has many iconic forms in which it is worshipped.
Examples are Rama, Krishna, Narasimha, Trivikrama and Hayagriva (among
the forms of Vishnu), Virabhadra, Bhairava, Dakshina-marti and Nataraja
(among the forms of Siva), Kali, Tripura-sundari, Lakshmi, Mahisha mardini
and Kanya-kumarl (among the forms of Devi), Siddhi-Viniyaka, Heramba,

Sakti—Ganapati and Haridra-Ganapati (among the forms of Ganapati).

Surya, however, does not appear in many forms. Usually he is
represented as standing with two hands holding lotus flowers, drawn in a
chariot to which several horses are yoked and driven by Aruna (“‘the drawn”’).

He is often represented as the chief among the nine planets (grahas).
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When the deity has iconic variénts, there is usually a legend to justify
the iconic details like the posture, number of hands, weapon and expressions.
The puranas, some of which are sectarian (like Siva-purapa for Saivas,
Vishnu-purana for Vaishnavas, Markandeya-purdna for Saktas, Mudgala-
purana for the Ganapatyas) contain these legends. And as part of the worship,
these legendary accounts are read in order to crystallize the iconic form of

the deity that is worshipped.

The pentadic worship is current among the followers of the Smrti-texts
(the Smartas), who owe allegiance to on¢ Or the other of the monastic
institutions claiming to have been founded by the great Sankaracharya. The
Vaishnavas or the Saktas, however, do not recognise this mode of worship,
although they do honour and worship the other four deities (besides their
own chosen deities viz. Vishnu -or Devi), separately and on different

occasions. Their daily worship is conducted exclusively to Vishnu or Devi.

Whether Saivas, or Vaishnavas, the Devi is invariably worshipped along
with Siva or Vishnu. She becomes some form of Durga when associated with
Siva, and of Lakshmi when associated with Vishnu. Ganapati is also
commonly worshipped, though exclusive worshippers of Ganapati (the
Ganapatyas) are extremely rare now. The sun is adored during the sandhya-

ritual, but not in any iconic form except as onc of the nine planets.

Jconic differences are usually indicated by the posture (bhangi), the
number of hands (hasta), weapons (ayudha), ornaments (bhashana), hand-
gestures (mudra) and facial expressions (bhava). The postures can be seated,
standing, reclining or mobile. Vishnu as Krishna is often shown as a child
on all fours (Bala-Krishna), or as an infant lying on its back on a leaf of the
banyan tree (Vata-patra-$ayin). We find Ganapati also being represented as
a child moving about on all fours, but rarely. No other deity is represented

in this posture.
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Seated and standing are common positions in which icons of all deities
arc represented. But there may be variations in these postures. While seated,
the posture may be easy and relaxed (maharaja-lifa, e.g. Ganapati, and Para-
vasudeva), alert lotus-like (padmasana, e.g. Mukambika, Lakshmi, Sarasvati,
Brahma, tirthankara and Buddha), riding an animal (vahana, e.g. Garga on
the alligator), in a Yogic stance (yoga-patta, e.g. Yoga-Narasimha,
Dakshinamirti and Sastd), or with one of the legs bent (kuichitapada, e.g.
Sadasiva, Samhara-Dakshinamurti, Lakshmi-Narayana, Lakshmi-Narasimha

and Lalita).

While seated or standing, it is usual for the Vishnu and Siva images
to be accompanied by their consorts in the same posture (Lakshmi and Parvati
respectively). Rama with Sita, Siva with Gaari, Strya with Chhaya, Ganesa
with Lakshmi, Narasimha with Lakshmi, Nataraja with Sivakami, are common
examples. There are some gods who have consorts on either side of them:
Vishnu, for instance, with Bhi-devi (the goddess of earth) and Sri-devi (the
goddess of wealth); Subrahmanya with Deva-Sena (personified army of gods)
and Valli (a human spouse); Ganapati with Siddhi (success) and Buddhi

(wisdom); and Krishna with Rukmini and Satyabhama.

If the god is alone, it is called ‘kevala’. Several Vishnu and Siva icons
answer to this descriptions: Para-Vasudeva, Yogéd-Narasimha, Bala-Krishna,
Venu-Gopala, Kevala-Hayagriva, Sﬁnivﬁsa, Dhanvantari, Bhairava,
Virabhadra, Bhikshatana, Dhakshinamarti, Dattatreya, Sasta  and

Sarabhe$vara. It is usual for Ganes$a images to be represented alone, although
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in some forms (e.g. Sakti-Ganapati, Lakshmi-Ganapati and Ucchishta-
Ganapati) he is shown with one, two or eight consorts. Bala-Subramanya 1is
likewise a loner, but in some forms he has two consorts. Hanuman and Garuda

are invariably single icons, and so is Sudar$ana.

The standing posture involves the delineation of flexions or bends
(bhangi). When the plumb-line passes through the navel (nabhi) from the tip
of the crown ($ikhamani) to a point between the two heels on the pedestal
(pitha), it is ‘samabhanga’; upright, symbolising perfect poise. This position
is devoid of any bends and the body is held erect, firm and even rigid. The

images of the tirthankaras in the kayofsarga posture are excellent illustrations.

However, to heighten the aesthetic effect, bends are delicately
introduced. If it is only a slight bend in both the upper and lower parts of
the body, it is abhanga; if the bend is conspicuous and great it is atibhanga.
If there are three bends noticeable (the plumb-line passes through one of the
eye-pupils and descends to the middle of the chest, and then it passes through
one side of the navel, right or left, and finally comes down to the heels) it
is tri-bhanga (head, trunk and lower limbs). When the sweep of the curve
in this posture is imphasized (“‘like a tree caught in a storm’’), it becomes

atibhariga.
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Feminine and dancing deities are shown in abhanga and tribhanga
postures. The atzbharigais a rare posture, especially in sculpture. But drawings
of Vajrayana divinities in Tibet frequently employ this posture, the excessive
flexion being suggestive of violent passion (krodha).

Vishnu i1s shown in the dance stance only as Krishna (Kaliya-Krishna,
dancing on the hood of the dragon Kaliya, Navanita-Krishna, dancing with
balls of butter in one hand or in both hands). A pillar in the temple atop
the Tirumalai hills shows Narasimha dancing; and this is altogether a rare
depiction. Siva as Nataraja is a celebrated image. But there are several variant
postures in this, which are not so well known as the famous Tiruvalangadu
icon. Ganapati and Sarasvati are also shown sometimes as dancing. Several
Devis with Tantrik background, like Kali and Aparajita, are also shown in
dancing postures, or in semidancing (a/idha) postures.

Reclining is a posture that is almost exclusive to Vishnu. Ranganatha
in Srirangam, Ananta-$ayana in Trivandrum, and Seshasayana (terra-cotta in
the Sth century temple at Bhitargaon and relief in stone from Deogarh, 6th
century) are familiar examples. Rama is occasionally depicted in this posture,
with Lakshmana sitting at his head and Hanuman standing at the feet as in
the Viyayanagar panel. This panel may alternately be an illustration of the
episode of Lakshmana fainting during the great war, and Rama deputing
Hanuman to bring the Sanjivani drug.

Mobile postures include Vishnu as Varaha rescuing the Earth, as
Trivikrama measuring the upper regions, as Narasimha rushing out of the
pillar to slay the demon, and as Venugopala playing the flute (in a standing
posture); Siva as the conqueror of the three realms (Tripurari), as the ascetic
on his begging round (Bhikshatana), and as Virabhadra destroying Daksha’s
sacrifice; and Devi as Durga setting out to kill the buffalo-demon, Mabhisha,

and as Tara shooting arrows.
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For main worship, however, the seated and standing postures of the
deities are preferred: it is usual, therefore, to find such postures in the
sanctum of the temple (with some exceptions like Srirangam). Vishnu is
usually represented as standing, and Sakti as seated, either on a seat (pitha)

or on lion.

For seated figures, texts like Ahirbudhnya-Samhita, prescribe as many
as eleven variant postures; ‘lotus’ (padma), ‘tortoise’ (kdrma), ‘peacock’
(maydira), ‘cock’ (kukkuta), ‘lion’ (simha), “heroic’ (vira), svastika, ‘firm’
(bhadra), ‘free’ (mukta), ‘cowhead’ (go-mukha), or in a tantrik diagram

(chakra). Usually, however, the lotus-posture is employed by sculptors.

The seats on which the iconié representations are lodged also figure
in various forms: circular (padmasana), rectangular (simhdsana), triangular
(anantasana), octagonal (yogdsana), hexagonal (vimalasana) and so on. It 1s
also customary to use detachable seats of different forms in different stages
of the worship ritual like simhdsana for bathing, yogasana for invocation,
anantasana for witnessing amusements, and vimalasana for receiving the

offering made.

Speaking of the geometrical forms, we need to remember that all icons
have their graphic representations (yantras) as well as verbalizations
(mantras). During the worship, the yantras arc preparéd and employed, and
mantras are chanted. The Devi is often worshipped in the ‘Sri-chakra’, either
as a linear diagram (rekha-yantra) or as an aniconic image (meru). This is
regarded as the most powerful of the yantras. It is also most intricate in its

design, and the worship involves an elaborate ritual.
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CHAPTER THREE

GANAPATI

Sukla-Yajurveda (Madhyandina, 16,25) speaks of numerous Ganapatis:
T MO TorafasreE 9 T FE e graafasaed ar Au: |

Mahidhara commenting on this line explains that the word gana refers
to distinct troops of celestial beings who attend upon the gods, and that the

gana-patis are the leaders or protectors of these troops:

I ATAIET MO:, TOET ATETehT: O |

Mahabharata in a significant passage (3, 150, 25) identifies the lords
of the troops with ‘great leaders’ (vinayakas), who are also rulers of also

worlds :

SYad]: FATRMT TOgEfSTIehT: |

And the epic speaks of the Vinayakas as essentially trouble-makers, who
however refrain from mischief if they are first properly propitiated (3, 65,
23, ‘na puja vighnakartrnam athava prathamam krta’). They are grouped along

with malevolent spirits like demons, fiends and goblins (12, 284, 131):

T e A fuemen 9 sqar 9 oA |
foed e a9 799 vgEd WA ||
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Hari-vamsa also gives the
same list of trouble-shooters
(‘rakshasas cha piSachas cha
bhitani cha vinayakah’).
Bhagavata (10th skandha, episode
of Putani-vadha) enlarges the list
to include other evil spirits like
dakinis, yatudhanis, kishmandas,
arbhaka-grahas, pretas and

yakshas:

SifR ATeTRRE TS
AsHEFTET: |
ASA TSI JERE AT ||

They are all responsible for
our misery, misfortune, loss,
defeat and infamy. And the Smrti
manuals  prescribe  that  the
Vinayakas among them must be
propitiated before undertaking any
‘work of importance. Practicl
considerations must have weighed
when the nﬁmber of vinayakas
(really a legion) was fixed at four

or five. Manava-grha-satra
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(2, 14), for instance, enumerates only four of them as worthy of worship:
Sala-katankata, Kiishmandarajaputra, Usmita and Deva-yajana. Baijavapa-
grhya-satra also speaks of four vindyakas, but names them differently: Mita,

Sammita, Sala-katankata and Kashmanda.

These spirits cause lose, obstacles, ill-luck and dangers; they also seize
people and trouble them. YajAavalkya-smrti (1, 271-294) (around 300 A.D.),
which mentions the four vinayakas, explains that they were the offspri.ngs
of Ambika (mother-goddess) and that they were appointed by Brahma and
Rudra to preside over the groups of vinayakas; The text further points out
that the four names belonged to the same vindyaka; and that in actuality there
is but one Vinayaka. As offerings to this deity, the text mentions fish, meat,
cakes wine and radish (ibid, 287-289). Baudhayana calls this Vinayaka
Bhitanatha and describes him as elephant-headed (hasti-mukha) and lord of
obstacles (vighne$vara); he also prescribes ‘apipa’ and ‘modaka’ as suitable
offerings to this Vinayaka. Gobhila-smriti (1, 13) calls this vinayaka
‘Ganadhipa’, and insists that he must be woré.hipped along with the matrkas

before any rite 1s undertaken.

Baudhdyana-kalpa calls this Vinayaka king, lord of the worlds, master
of all beings and the very personification of obstacles, and describes him as
courageous, fierce, terrible, elephant-headed and bestower of boons; he is

surrounded by male and female attendant-deities of obstacles.
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This Smrit text prescribes that delicious sweet cakes (modaka) and

another sweet preparation known as ‘apipa’ must be offered to Vinayaka.

In the context of the smrits, worship of Vinayaka (or Ganadhi-pati) is
usually resorted to while the mother-goddesses (matrkas) are propitiated.
Gobhila-smyit (1, 13), for instance, insists that ‘matrka-paja’ and ‘ganadhipa-
pja’ must precede all other rites. It is not accidental therefore that the earliest
representations of Ganapati are in the panels of the seven mother-goddesses
(sapta-métrkﬁ) all over the country. Ganapati is shown at one end of the group
while Siva or Virabdhara is shown at the other end (see ‘Saptamatrkas) in

Pratima-kosha by the author, Vol.6).

Anush;béna—prakéja (Paddhati—kénqla, p. 59) gives the following details

of ‘matrka-puja’, in which the worship of six vinayakas forms the first.
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A

Vinayaka in Vishnumarti temple of

Attavara near Managalore

An ancient Vinayaka icon from temple in

Udyavara, (Karnataka)

OJHAR

Ancient Icon of Vindyaka in the temple at
Kigga (near Srngeri)
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S ARG | T AT, T ash s |
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The six Vinayakas (Moda, Pramoda, Sumukha, Durmukha, Avighna and
Vigna-karta) are here required to be invoked in heaps of grains, wheat etc.,
even as the matrkas (Gauri, Padma, Sachi, Medha, Savitri, Vijaya, Jaya,
Devasena, Svadha and Svaha), who are described as ‘mothers of the world’
(‘mataro loka matarah’), are invoked in heaps of unbroken rice-grains or in
betel-nuts (‘akshata-pufjeshu pugi-phaleshu vanive$yah). Along with these
‘loka-matarah’, three ‘kula-devatas’ are also mentioned and propitiated:
Hrshti, Pushti and Tushti. The worship with sixteen services (shodasopachara-
puja) is first offered to the six vinayakas reciting their names, even before
the matrkas are invoked in the grain-heaps. Curiously, the Smrti manual
mentions that the matrkas are superior in status to Gane$a, who apears to
be different from the vinayakas (‘ganeSenadhika hyeta vrddhau pijyascha’),
although before the names of the matrkas are recited Gane$a receives homage

thus:

3% TOTIT ;| TONTHTSEAT |
3% ME 99 | TREERy |
3% YR 99 | GEIHEEANH | etc.

Gauri, who heads the list of matrkas and who is associated with Ganesa,
is an independent mother-goddess, not to be mistaken for Parvati, the wife
of Siva in the Purédnic age. However, this Gauri was later not only identified

with Parvati but was looked upon an Gane$a’s mother. It is important to note
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Early Vinayaka

Svayambhu-Vinayaka, Belur, Kundapura
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that the Smrti texts distinguish between Vinayakas (who are multiple in
number) and Ganesa as they do between the matrkas and Gauri the immediate
association of the matrkas is not with the vinayakas but with Gane$a (or
Ganadhipati) through Gauri. It is probable, however, that Gane$a was the
lord of the Vinayaka-gana (who are described as ‘vighna-nayakas); and came
to be recognized as the Vinayaka, (who was Vighnesvara rather than one
of the vighnanayakas), even as Gauri was conceptualized not only as the main

representative of the matrkas but as Ambika, the mother of the matrkas.

The Smrti texts recognize sixteen mother-godesses headed by Gauri

(‘gauryadi-shodasa-matrbho namah’):
1-10  the ten ﬂmétﬂrkﬁs (Gauri and others) individually;

11 the ten matrkas collectively (‘matrbhyo namah’);

12 the ten matrkas regarded collectively as mothers of the world
(‘loka-matrbhyo namah’):

13-15 the three Kula-matarah (Hrshti, Pushti, Tushti) individually;

16 the three above deities collectively (kula-matrbhyo namaha).

These are distinguished from the familiar sapta-matrkas (Brahmi,

Mahesvari, Kaumari, Vaishnavi, Varahi, Indrani and Chamunda) who are here

regarded as ‘gross’ in nature (sthila-matrkas).
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Probably the earliest representation of
Ganapati, relief panel from Western Iran,
several centuries before the Christian era.

Svayarhbhii-vinayaka Udayadri
Padubidure (Karnataka)

Svayambhii-vinayaka at Hebri temple,
Karkala
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In the Smrti manuals, it is usual to find an entire section devoted to
the pacification of vinayakas as evil spirits (vainayaki $ant). Yajnavalkya-smrti
(acharadhyaya) tells us about the indications of the vinayakas possessing the
human beings. A person seized by the vinayakas will dream that he is being
drowned or swept away in water; he will dream about shaven heads, people
wearing red or black garments, riding on carnivorous birds, being pursued
by enemies or being surrounded by outcasts, donkeys and camels. He will
be absent-minded or depressed without a reason is whatever he sets out to
do will fail. The prince will not get the kingdom that he is he is to; the girl
will not get married, a married woman will remain childless. The teacher
will get no student, a student will not be able to study, the merchant fails

to make profit; the farmer will be unable to cultivate to his satisfaction.

formasiogee @t faeiq |
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The ritual involves the placing of two icons, one of Vindyaka and the
other of Ambika, on a prepared and consecrated seat with the svastika sign

inscribed on it. The two gayatris to be recited while worshiping them are:
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An early icon of Vinayaka
(from Sri-lanka)

Most ancient image of Vinayaka (found in
Fategarh district, carved in spotted stone
peculiar to Mathura, V.P., 20" high
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1. For Vinayaka:
I TIEE R Imquen dmfe | qo ety )

2. For Ambika (Gauri)
3 g fome s imfe ) qet M weieam )

According to Apararka and Hemadri, the vinayakas to be invoked on
the heaps of rice and worshipped.as surrounding these two deities are twenty-
one in number: (1) Mita; (2) Sammita; (3) Sala; (4) Katamkata; (5)
Kushmanda; (6) Rajaputra; (7) Vyomakeéa; (8) Parvati; (9) Bhimaja; (10)
Krshnasya-pita; (the father of Krshna); (11) Arka; (12) Ara; (13) Sita; (14)
Dhishana; (15) Kleda-putra; (16) Kona; (17) Lakshmavanta; (18) Vidhim-
tuda; (19) Ketu; (20) Bhahuleya and (21) Nandakasya-dhari (the bearer of
the sword called Nandka). The association of Ganapati with the number

twenty-one goes back to this ritual, where it is prescribed.
et fiar @efiinsfwfs 5= v&+ aquanafiter e

But during the subsequent ritual, the six vindyakas (Mita till Rajaputra) -
are distinguished from the remaining fifteen vinayakas (Vyomakses$a till
Nandakasyadhari). Apararka prescribes four offerings for the first six
vinayakas together (samasangikarena ahuti-chatushtayam ity apararkah). this

is the background for the view that the Vindyakas are four in number.

The ritual involves at the final stage offering of food on a winnow-basket,
which 1s placed upon the kusa-grass spread on the ground where four roads

meet  (‘chatushpathe astirna-kuseshu sarpenihitam upaharam’): the list
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includes not only rice pounded but once, rice mixed with sesaum and dough,
but boiled fish, cooked and uncooked meat, three kinds of liquor, milk mixed
with jaggery, honey and dough, radish, curds-rice, sweet pudding, and

preparations like pirika, apupa, underaka-sraja and laddukas:

AeFAEEATEvS T AR iae: Tee: Y ANl 9 IEHE
Hig ArguHTs fe) a1 fo g seAfegnt s il gu remyfrefa
TRy BT it T e it AU SUSTRES!: S TR efhiud
qUgeefyE TEH: T I

This rich, delicious and variegated food-offering is made to Vinayaka
and Arnbika separately. A prayer is finally addressed to Vinayaka, for the
granting of good appearance, celebrity, wealth, progeny and fulfilment of all

desires.
& 2y A 3 v w2 A wH R e R waly wmim 2Rk A

A similar prayer is addressed to Ambika (according to Brhat-parasara)
who is addressed as the mother of Gane$a, and also as Gaurl.

e 3 i wd Ao w1 R e FEiE @ w9 AR A
O e Afefereifaiay |t aefa 3 MR s

There is an interesting myth regarding the origin of the Vinayakas {cf.
dialogue between Prajapala and Mahatapa in Varaha, cited Sabdakalpadruma,
Vol. 4, pp.401-2). The gods and the sages were once greatly concerned about
the obstacles that abound for the good people, while the wicked accomplish

their evil designs with ease and facility. They approached Siva and begged
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An early icon of Vindyaka (metal) now in
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Vinayaka (wood-carving) from Durga
temple at Kemmannu near Udipi
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him to create obstacles for the wicked folk. Siva thereupon looked intently
at Parvati; and while he was doing so a thought passed across his mind: the
four elements (earth, water, fire and air) that make up the world have each
of them forms, but the fifth element (akasa) which provides support for the
other elements has no form. The thought caused a smile on his face. And
from the flash of smile, a lovely boy issued forth illumining the four quarters
and verily like another Rudra. As soon as he appeared, all the womenfolk
assembled there were enchanted by him; even Parvati looked at him with
a love-lorn glance. This made Siva indignant and curse the boy to become
elephant-headed, pot-bellied and decorated with serpents. His anger still
unabated, he shook his body and there appeared around him countless
vinayakas, all elephant-headed, dark-complexioned, terrible-looking and
carrying a variety of weapons in their hands: the world was at once shaken

and troubled by them.
fomash: &mn egfyrar ava |

Brahma, the creator, saw sense in this curious and marvellous
occurrence, and explained that now akasa also had acquired a form. Siva
then addressed the boy who had sprung forth from his face (viz., smile): “‘Be
thou the chief of these terrible vinayakas. Let your name be Gane$a and your
function to create obstcales in all undertakings, sacred and secular, unless

you are propitiated first.”’

farmaret el T T g e O 1)
Ud 9 w6 @A Yol AR g J=veT: ||
JogWeHIe faggasn: wrarars Fiaaea=a: ||
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It was on the fourth day of the month (chaturthi) that GaneSa was
consecrated as the chief of the Vinayakas; and hence it is the day that is

dear to this deity.

According to Brahma-vaivarta-purana (Ganapati-khanda, chap. 44)
Vinayaka was given eight names on the occasion: (1) Ganes$a (the lord of
the troops; the master of wisdom and salvation); (2) Eka-danta (one-tusked;
exceedingly strong); (3) Heramba (the protector of the orphans); (4) Vighna-
nayaka (the remover of obstacles); (5) Lambodara (the full-bellied one,
consuming all offerings made by Vishnu and Siva); (6) Sarpa-karna (ears like
winnow-baskets; fanning away obstacles); (7) Gaja-vaktra (elephant-faced);
and; (8) Guhagraja (elder brother to Guha or Kartikeya, son of Rudra

worshipped before all other gods are worshipped)

MO o B a9 |
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Thus, it was during the Smrti period that the form and nature of Ganapti
as Vinayaka were crystallized and that his names (which are familiar today)
were standardized. He emerged as the lord of obstacles (vighnesvara), both
the cause of them when not propitiated (vighna-kartr) and the remover of
them when favourably disposed (vighna-hartr). And he was the leader of the
troops who also had their origin in Siva’s anger. The idea of groups of gods
and deities was not unknown to the Vedic pantheon: there were twelve
adityas, ten visvedevas, eight vasus, thirty-six tushitas, sixty-four abhasvaras,
twelve sadhyas, eleven Rudras and two hundred and twenty maharajikas.

These were all known as ‘gana-devatéds’ (cf. Jatadhara):

feea fvaaeaeiiar wreie: |
TSR ETEAYE $89vE Tuieadl: ||

If Brhaspati (or Brahmanaspati) was the ‘ganapati’ of the Vedic period,
Siva (Rudra) became the gana-pati (leader of the pramatha-ganas) in the epic
period. The troops were described as Siva-parishadas, and were known to
be 36 crores in number (‘shat-trimsat-koti-sarnkhyakah pramathah’); They
moved about in various forms (‘ndna-ripa-dhardh); some were passionate
(‘kaminah’); some dressed themselves in strange ways (‘vichitralankrtah);

some were hermophrodities (‘ardha-nari-$arirah’); some carried weapons of
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Ancient Vingyaka icon recovered in
Sriigeri (now in the College Museum)
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Ancient Viniayaka from Krishna
temple, Kundapura (Karnataka)

Anient icon of Ganapati as Yaksha
(now in the Bombay Museum)
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various descriptions (‘nana-$astra-dharih’); some were great Warriors
(‘yuddhesu yuddhyamanan maha-balan’), while others danced, sang or
played on a musical instrument (‘nrtyanti vadyam kurvanto gayanti’). Some
were deceitful (‘mayavinah’) whereas some were scholars (‘Sastrartha-
paragah). Some specialized in causing obstacles (‘vighnam kurvanti’), while
others were engaged in removing obstacles from the path of the yogins
(‘vighnarhécha satatam hanti yoginam prayatatmanam’), (cf. Kalika-purana,

ch. 29).

Now during the epic period, the leadership of these troops was
transferred to Ganapati, who became associated with Siva as his offspring
albeit unnatural. The early association of Vinayaka with Ambika (or Gauri)

was extended to include the later consort of Ambika, viz. Siva.

The smrti period also witnessed Vinayaka emerging as the deity of first
importance and as a deity worthy of worship before any ritual begins. But
he still retains here his sinister character, if we may judge from the names
of his associates or attendants and from the nature of the food offered to
him (meat, fish, liquor and intoxicants). He is not quite different from the
other vindyakas (who share the character of the pramatha-ganas of Siva),

although he is the leader of them all.

But it is important to note that during the Smrti period, like Ganapati,
Gauri, Siva, Sorya and Vishnu also rose to importance. Distinct and other

belligerent sects devoted to the worship of each of these deities exclusively
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(Ganapatya, Sakta, Saiva, Saura and Vaishnava) were also formed; However,
worship of all the five deities together became a more feasible proposition
and ‘pafchdyatana-p{ija’ became popular among householders. On the same
square pedestal, all the five deities were represented. four in the four corners
and the fifth in the centre. The central deity was regarded as the principal

one, and the pafichayatana was known after this deity. If for instance Ganapati

was in the centre, then it was ‘Ganes$a-pafichayatana’.

anfee oY | 2t ®E | ke |
TASTAtegh ARy o ||

The original idea, however, was that all the five deities are to be treated
on the same footing, for they represent and control the five primary elements,

of which the entire world is composed:

sTTRTErEATTeral fasveT mevet |
T Fﬁ: feraden g monfim: |
aTTieremfrereRt fawo] TomTY HRYET |
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Earth is represented and controlled by Siva, water by Ganapati, fire by
Sakti, air by Surya and akasa by Vishnu. But the sectarian affiliations
prompted the prevalence of one of the deities over the other four, which
were sometimes regarded as variant forms of the main deity and sometimes

as attendants of the main deity (parivara).

We are told in Ganesa-gita (1, 21) in the words of Ganapati himself
that Ganapati is not different from the other four gods; the proper approach

is to regard all five as essentially one deity only:
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There was also a notion of six seats, adding the worship of Skanda to
the above.
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Even as rain-waters drain into the ocean ultimately, the cultic devotees
all reach the same divinity. The one god assumes five forms in accordance
with names and functions; even as the same person is son, brother, father,

husband etc.

But conceding the needs of sectarian preferences, the forms of the five
deities are differently imagined and they are allotted different places on the

pedestal.

The Ganapatyas naturally place Ganapati in the centre, and arrange the

other four deities thus:

o FeT e A H9E A9 |
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And they insist that Ganapati must be worshipped first, (for water was
the first element to be evolved ‘apa eva sasarjadau’); then Surya, Sakti, Siva

and Vishnu in order:

famrt e S fopeada
ST I YA g R |

The Smrti texts of the medieval period recommend the pafchayatana-

paja for householders and suggest that the ritual must begin with.

MorgTTfe g2Ras T9: |

Even the Smrti texts like Raghunandan’s Ahnika-tattva recognize the
initial character of Ganapati worship. And Ganapati is to be invoked with

the Vedic vyahrtis, even as Durga and the ASvins are

(et D)
formaes aun gt argEEREEE = |
K |Gl LRI R PENRCE el

Tantra-sara of Agama-vagiSa extols the worship of Ganapati as best-

suited for the fulfilment of all desires:

3y Fed MUgAHA waidfateEH
Fe(een "Han fe weaf= e |

Further, if Ganesa is not worshipped before any other god is

worshipped, the worship becomes futile:
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The paficha-devata worship necessiated small iconic representations of
the five deities which constituted a complex. Alternately, natural objects of

religious significance were made to represent the deities:

Salagrama (ammonite from Gandaki river) placed on the pedestal
represented Vishnu, bana-linga (white quartz obtained in Narmada river) Siva,

metallic stone Sakti, crystal Sarya, and red stone (Sona-linga) Ganesa.

The necessity of worshipping Ganapati before all undertaking is

recognized by all the cults:

Nweadidy JwEve yrhve @iy wded |
A AfFwafes ¥ @HaHE: YUH e ||

(GaneSa-purana 1,45, 10-11)

Of interest to us here is the emergence of the Ganapatya cult. The
ganapatyas were devoted exclusively to the worship of Ganapati. While it
is difficult to trace the early development of this cult, its involvement with
tantrik practices, both benign and malevolent, is indubitable. The tantrik texts
invariably invoke Ganapati’s name in connection with the six magical rites
(shat-karma), especially with the practices related to charming for sex and
profit (vasikarna). This is in keeping with the vinayaka background in the
Smrti manuals. It is possible to discover an earlier strand of similar beliefs

and practices relating to Ganapati in the Vedic complex. In Sukla-yajurveda
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(Madhyandina recension, 23, 19), we have a hymn which suggests that
Ganapati was not only a horse-deity but guardian of a horde of damsels. The
hymn is prescribed to be uttered during the a$vamedha ritual by the queen
of the king who perfoms it, as she lies down beside the slain horse feigning
copulation with the animal:

MO & ot gameR | fEn e freefd g |
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The ‘ganapatim’ here is explained as ‘stri-gananam palakam’.

The ‘ganapati’ cult was probably affiliated in the early stage with some
folk and tantrik groups. According to Dr. Ramakrishna Bhandarkar, its origin
was around the fifth century A.D., and the cult was widely prevalent till about
the ninth centuray. The ganapatyas are active to this day in Maharashtra, as
evidenced by the Yogindra-matha in Morgoan. The ganapatyas are by
definition exclusively and lovingly devoted to Ganapati, and engage
themselves in the worship of this deity in all seriousness and in accordance

with Vedic tradition:

TR G G |
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The group is distinguished by four features: worship by the darva blades
of grass, recitation of Gane$a-mantra, wearing on the forehead pundra-mark
with red sandal-paste (rakta-chandana), and observance of the fourth day of

the lunar month as especially sacred to the deity.
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The adherents ot the ganapatya sect count Grtsamada, the Vedic sage
and the seer of the celebrated hymn ‘gananam tva ganapatim’ (2, 23, 1),

as the first ganapatya, followed by Mudgala (the descendent of Angirasa and

N ees——

author of the purana of that name), Bhrusundi (the sage of Dandakaranya
and disciple of Mudgala) and Varenya (the King of Mahishmati and associated

I with the popular Ganesa-gita).

Sri-vidyarnava-tantra (1, 248-262) provides a list of gurus who

propounded and popularized Ganapati-worship.

I Nine kula-gurus: (1) Gane$vara, (2) Gana-krida, (3) Vikata,
(4) Vighna-nayaka, (5) Durmukha, (6) Sumukha, (7) Buddha, (8)
Vighna-raja and (9) Ganadhipa;

I  Nine vidyavataraka-gurus: (1) Surananda, (2) Pramoda,
(3) Heramba, (4) Mahotkata, (5) Samkara, (6) Lamba-karna, (7)
Meghanada, (8) Mahabala and (9) Ganafjaya;

III' Five divyaugha-gurus: (1) Vinayaka, (2) Virupaksha, (3) Buddha, (4)
Stura and (5) Vara-prada;

—

IV Nine manavaugha-gurus: (1) Vijaya (Durjaya), (2) Jaya, (3) Kavi$vara
(Brahmanya), (4) Nidhisa (Siddha), (5) Gajadhiraja (Duhkari), (6)
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.Sadyoje'lta (Sukhavaha), (7) Paratma (Sarva-bhutatma), (8) Mahanéanda

(Subhanana), and (9) Bala-chandra.

Twenty-one gurus of lineage : (1) Kapila, (2) Atri, (3) Vasishtha, (4)
Sanaka, (5) Sanandana, (6) Bhrgu, (7) Sanatsujata, (8) Vamadeva, (9)
Narada, (10j Gautama, (11) Saunaka, (12) Sakti, (13) Markandeya, (14)
Kau$ika, (15) Parasara, (16) Suka, (17) Angiras, (18) Kanva, (19)
Jabali, (20) Bharadvaja and (21) Veda-vyasa.

Other gurus who bestow on the devetee accomplishment (siddhi) :
(1) Ganaka, (2) Subhaga, (3) Nitya, (4) Nityalarba, (5) Sasvata, (6)
Parnananda, (7) Parananda, (8) Subhakta, (9) Padmalochana, (10)
Kamapala, (11) Buddha who is Sreshtha, (12) Gajavaktra, (13)
Ganapriya, (14) Bhatesa, (15) Bala-lila, (16) Kumara, (17) Bodhana,
(18) Hara, (19) Satyalila, (20) Sulila, (21) Vikata, (22) Dhimra-
varnaka, (23) Nandi-priya, (24) Nandihasa, (25) Devi-putra, (26)
Dhaneévara, (27) Visvambhara, (28) Visalaksha, (29) Vighnaharta, (30)
Vinayaka, (31) Kashmandesa, (32) Kapardi, (33) Siva, (34) Kala, (35)
Mahidhara, (36) Gauda-pada, (37) Pavaka, (38) Para$ara, (39)
Satyanidhi, (40) Ramachandra, (41) Govinda, (42) Sarnkara.
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The two groups of nine manavaugha gurus and forty-two gurus of lincage
(gurusantati) together make sixty-three (‘trishashti-sammitah’), and these
gurus are to be honoured and remembered. It may be seen that many of the
names occurring in this list are now regarded as variant names of the deity

himself, and that the descriptive elements in many of the names have
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contributed to the present torm of the deity. The list has helped the deity
to be identified as the son of Parvati (devi-putra), lord of the treasure
(nidhisa), lord of obstacles (vighna-nayaka), elephant-faced (gaja-vaktra), big-
eared (lamba-karna), bestower of boons (vara-prada), intoxicated and fierce
(madotkata), wearer of cescent-moon (bala-chandra), leader of the troops of
imps (bhitesa), remover of obstacles (vighna-harta) and Siva himself (hara,

viripaksha).

It would appear that there were several sub-sects even among the
ganapatyas, probably differentiated by the guru-lineage. Anantananda-giri’s
Samkara-vijaya refers to six of them, which however, are derived from the
types of Ganapati: Maha-ganapati, Haridra-ganapati, Navanita-ganapati, and
Unmatta-ganapati It is important to note that from very early times vinayakas
or ganapatis were recognized as numerous, and even when one Vinayaka or
Ganapati stood out as prominent, variant forms continued to flourish. Suk/a-
yajurveda (Madhyandina recension 16, 25) has this familiar formula for

invocation:

| o orfasgs ot a9 |
JA grautasava af JH7 |

TH TS TeEdtaITd 91 Fh |
T fosten favasderve T6 W |

The commentary makes the idea of groups more emphatic.
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The commentary on another hymn in the same text (23, 19) explains
that the real nature of the ganapati is the group over which he presides:

T SrTee sAgarETdA ufd areres, T Sad 9 ZR, SO e 9 9 .
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The idea of ‘group’ is the further expanded to include the host of our

desires, treasures, the loved posessions and dear ones; Ganapti lords over

them all and protect them:

formon SHTeE ggaeTRTEAT 9fd weis, 7 9 A9 SR, A s |t Wi |
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Uvata in his gloss upon the same hymn in Sukla-yajurveda (29, 19)

explains:

ger: T wfefeq sveam | ot -momen med o gaq Tomfd gamR STeE: |
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When several vinayakas or ganapatis were transformed into one
collective or principle Vinayaka or Ganapati, the vighnas (obstacles and
troubles personified) which were numerous and variegated also became one
Vighna. Thus the smrtis prescribe that during the punyaha-vachana ritual, the
Vighna (‘viseshena jagat-samarthyam hantiti’) and the Vinayaka are to be

appeared with the formula:
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The ritual requirement of worshipping the god with two blades of durva

! grass (dorva-yugma) is derived from this detail.

Vighna and Vinayaka in due course coalesced into a single deity: but
the two are regarded as distinct aspects of the deity. Baudhdyana-grhya-sesha-
satra (3, 10, 1 and 2) for instance speaks of placating Vinayaka alone but

he 1s described as the obstacle and the master of obstacle:

segead: fafgem.... wear fFmem 9@ s
o faevar=s faueda Twra sifeam e w1, )

Yajnavalkya-smrti  (‘acharadhyaya’, 293) distinguishes between
Vinayaka and the grahas which are also feared as evil agents:

wd o o mEed fauma: |

FHOT HemTia By |

According to Vayu-purana (61, 54), Atharva-veda which is principally

concerned with pacifying the evil forces has five divisons:
(i) Nakshatra-kalpa : worship and pacification of stellar boddies.

(ii) Vaitana-satra : perfomance of pacificatory rites like darsa,

paurnamasa, agnyadhana etc.

(1) Samhita-vidhi (Kausika-sutra): rituals of magic and sorcery like
ucchhatana, bhita-preta-pisacha-balagraha-$anti, papa-nakshatra

jananasanti, abhichara-nivarana (kryd), counteracting the effects of
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black magic, evil portends and bad dreams.
(iv) Angirasa-kalpa : details of black magic and witchcraft.
(v) Santi-kalpa : pacification of the grahas and of the vinayakas.

The early grhya-sttras which prescribe ‘ganeSadi-pja’ before any ritual
is begun derives its sanction from the last of these above divisions. This initial
act is otherwise known as ‘abhyudaya’, ‘svastika’ and svasti-vachana’.
Atharva-veda (19, 9, 10) invokes the grahas and Vinayaka (called here
Dhiima-ketu, ‘dhimra-ketur ganadhyakshah’):

I A TEEEHET: YHTGeTyE g |
ﬁﬁﬂiﬂ%:ﬂm:ll

Ganapti’s association with the svastika-diagram, and with the

pacificatory rites goes back to this ‘svasti-vachana’.

Baudhayana-grha-parisishta-satra (3, 10) calls the initial worship of
Vinayaka as a collection of rituals (‘athato vinayaka-kalpan vyakhyasyamah’),
involving, according to Baudhiyana-dharma-satra not only Vinayaka but

Skanda, Jayanta, Mahasena and Shashti.

That there were several vinayakas who actually received popular
worship is evidenced by the multiplicity of vindyakas ine each of the pilgrim-
centers that become celebrated during the midle ages, when the smrti-texts

were also crystallized.



Devata-Rupa-Mala

90

P

MADHU-KAITABHA-VARADA OF SIDDHATEK

TRIPURARI-

VARADA OF SIDDHATEK

-



Devata-Rapa-Mala

91

BALA-GANAPATI

1. Bala-ganapati :

FEIFIA AU FACHE |
AT g4 79 ST |
Silpa-ratna gives this description:
ael: WaETE s et |
sAfafert TemaEl feEr Wy ||

aveh gt fergegfomTe FEd |

EIT Shouetdl 21%d glerad, Warqufi ||

Red in body-colour and shining
like the rising sun (bala-stirya), he
has four hands, carrying in them a
plantain fruit (kadali), a mango
fruit (chata), a jack-fruit (panasa)
and a stalk of sugar-cane
(ikshuka); in his trunk he holds a
sweet-cake (modaka).



92

Devata-Rupa-Mala

TARUNA-GANAPATI

2. Taruna-ganapati :

TICITTCATE AT Taged: |
U HEl FEARITEONY:
T gETRET T ||

Also red in colour, like the ruddy
morning, the youthful Ganapati

(taruno  ganeSah) has eight
hands, carrying in them noose
(pasa), goad (ankusa), round
cake of flour (apupa), wood-
apple fruit (kapittha), rose-apple
fruit (jamba), his own tusk
(svadanta), paddy-grain stalk
(sali) and sugar-cane stalk

(ikshu).
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BHAKTA-GANAPATI

3. Bhakta-ganapati :

ATt earRaLTioy |

IR Sl ARSI, ||

Shining like the autumnal moon ($aracchandrabha-vapusham) (viz. while in
colour), he has four hands in which he carries a coconut (nalikera), a mango
fruit (arhra), a plantain-fruit (kadali) and a bowl full of jaggery-porridge (guda-
payasa).



I
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4. Vira-ganapati :

JATCTA R THF o Ee g RFUTATE AT |

YA ¥ FAeASgaE-ay dR TONES gad JAg |

Pale red in body colour (aruna), the valiant Ganapati has sixteen hands, and
carries in them a vampire (vetala), magic spear known as Sakti, arrow ($ara),
bow (karmuka), dislcus (chakra), sword (khadga), magic weapon known as
khatvanga, mallet (mudgara), mace (gada), goad (ankusa), serpent (naga),
noose (pasa), lance ($ula), barbed dart (kunta), battle axe (parasu) and banner

of victory (dhvaja).

A form known as Vira-vighne$vara is also mentioned. He is three-eyed and
decorated with a crescent-moon on the head. His body-colour is that of red-
lead (sindura). He is either four-armed or ten armed. In the former variety,
he is shown with. his consort Pushti, sitting on his left lap. He left normal
hand holds the goddess in embrace, while the corresponding hand on the
right side touches the vulva (yoni) of the goddess. The other two hands carry
goad and noose. In the latter variety, he is represented alone, and his hands
carry pomegranate (bijapura), mace, bow, discus, rosary (on the left side)
lotus, noose, arrow, tusk, and jewel-bowl (ratna-patra) (cf. 5‘1‘1‘—w'dye?n_mvzz—

tantra).
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5. Sakti-ganapati :

anfagma 3 efamEafyy sweautesfiagyy |
AT IR FE-qH, HATIE IIRETORTETE |

Mantra-maharnava has this verse:
fersToTSRaaEE 9 9T 9 BiHiE TR |
LECIECRIE AN

Another dhyana-$loka omits Sakti in the form:
qefled TTEW AT T I L |

g Fa g e i |

QR T fas b |

This form whose colour is that of the ruddiness of the sky in eventide
(sandhyaruna), is represented as four armed, embracing with two arms a
feminine consort (devi or S$akti) who is greenish yellow in body-colour
(haritidnga-yashti) and who is seated on his lap on the left side, and holding

a noose (pasa) and goad ($rni) with his two other hands.

According to Sara-samgraha (comm. on Sri-vidyarnava-tantra), Ganapati
must be shown as surrounded by eight feminine companions whose names
are given as Tivra, Jvalini, Nanda, Bhogada, Kamartpini, Ugrd, Tejovati,

Satya and Vighna-nasini.
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DVIJA-GANAPATI

6. Dvija-(or Dhvaja-) ganapati :

4 QeI USRS TR T igaviy |

T AASEAITHT, & 4 Tiegeroniadd ¥ a=3: ||

Bright, white like the full moon in body-colour (indu-varna), he is four-headed

(anana-chatushtaya) and four-armed, carrying in them book of scripture

(pustaka), rosary (akshaguna), mendicant’s stafl (danda) and holy water-pot

{(kamandalu).



J—
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SIDDHI-GANAPATI

7. Siddhi-ganapati :

| AR - deRvesfaanies: e |
IgegAEq d 6 ftemfegga wmftsa |

Tawny gold in body-colour (hema-pingala), and accompanied by two consorts

representing prosperity and plenty (§ri - samrddhi-yuta), he has four hands
in which he carries ripe mango fruit (pakva-chuta), bunch of flowers (pushpa-
mafjari), sugar-cane stalk (ikshu-danda), and sesamum sweet-cake (tila-
modaka), He also carries a battle-axe (presumably with his trunk) (para$um
udvahan). Some drawings make the trunk hold the sweet-cake.
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8. Ucchishta-ganapati :

CIKIEE IS CIMINIRINESI R e

TYg=a I O U e |

Also

foryTon sesTehellSTqLeRTTaT GrdagaT: |Hy. |
forgron wfvrpremferRiy we = gty |
TRIE™T SFRRfa=gaan e aarnfds: |

T WHTAAIG WedT fed Torn mEe |l

Dark coloured (mechaka), his form is four-armed, carrying in them blue lotus
(nilabja), lute (vina), paddy grain stalks ($ali-gufija) and rosary (akshasttra).
He holds in his trunk a pomegranate fruit (dadima). In some representations,
he is shown as amorously enjoying stroking with his trunk the vulva of a
feminine consort seated on his left lap (nari-yoni-rasasvada-lolupam kama-
mohitam).

Ucchishta-ganapati in the Uttaramnaya tradition is to be fashioned in the root
of the Svetarka plant or from a markati-kashtha. He is sculpted as naked.
As an unmatta, he is seated on a red lotus, with a body red in colour and
three eyes. He carries in his four hands noose, goad, bowl of sweet cakes
(modaka-patra) and his broken tusk.

Uttara-kamrkagama (45th patala) prescribes that the feminine consort in this
case must be well decorated with all ornaments but nude (digambara),
exceedingly pretty and two-armed, holding a noose (pasa) in the left hand,
and with the right hand touching the penis of Ganapati (guhyam dakshinena
karena sprSanti devam). Ganapati must be four-armed and three-eyed, dark-
coloured and nude (Syama-varna, digambara), carrying in three of his hands
noose (pasa), goad (anku$a) and sugar-cane stalk (ikshudanda). His left hand
or his trunk (vamena, pushkarena pi) must be stroking the vulva of his consort
(devim guhyakam spr§antam).
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VIGHNA-GANAPATI

9. Vighna-ganapati :

Y

T TG ST FH eI GG (UTHoSTEhTI : |

mifera: afrfifzamoeifiest fasmd aoemi: |

Burnished gold in body-colour (tapaniya-gaurah) and well decorated with all
ornaments, he has ten arms in which he carries conch ($armkha), bow of sugar-
cane stalk (ikshu-chapa), flowers as arrows (kusumeshu), axe (kuthara),
noose (pasa), discuss (chakra), his own broken tusk (svadanta), goad (srni),
bunch of flowers (mafjarika) and reed-shafts (Saraugha).
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KSHIPRA-GANAPATI

10. Kshipra-ganapati :

e I IEINIE E 2  ERIEC R
SRR LT, farsonera ||

Red in body-colour like the bandhiika flower, he is four-armed, carrying in
them tusk (danta), the wish-fulfilling creeper (kalpa-lata), noose (pasa) and

a pot of jewels (ratna-kumbha).



HERAMBA-GANAPATI
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11. Herarmba-ganapati :

HYIIGLGEEd: TIRIG-AIETHTAT

HiRY] qUH g HieE = |
HEAH T HE: TATHTARaH
TrorafeRfeTi: AT ST |

And another : given in PuraScharyarnava :

TREfd e Ea e |

TheE TR 9 wErERieye ||
aqus meTErE fsad afedem |
I 9 AUV AW T R

TN | TEAAT ATHUSTAHUSH |
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Resplendent with five heads (pafichamatanga-vaktrah) and ten hands, he is

exceedingly white in body-colour (ati-gaura) and rides on a lion (adhigata-

simhah). He carries in his hands the gestures of protection (abhaya) and boon

-bestowal (varda), noose (pasa), tusk (danta), rosary (akshamala), goad (srni),

battle-axe (parasu), mallet (mudgara) and sweet cakes (modaka).

Fre QIffEY Suaaays Aigyl HighHl -
TEIECHTT  YSTTEEH, Ui FIGAUSH |
e weaes g feeraseymg
R el TofquiaerEatds wefaseq ||
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LAKSHMI-GANAPATI
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12. Lakshmi-ganapati :

IEC LA EEIEEICIER EINCR e T EMICE
qrel Foqodl ° ETaaasartd: e |
TR Afed daigd =ieh

T sHeHeEqargal dedt Torensaard ||

Fair-complexioned (gauranga), the form resembles a flow of nectar (jyotih-
sudhajarijahara). He has ten hands, and seated at his sides are two feminine
consorts (devidvayam chantike). He carries in his hands a parrot (Suka),
pomegranate fruit (bija-puraka, pot of jewels (mﬁnikya-kﬁrhbha], goad
(anku$a), noose (pasa), wish-fulfilling creeper (kalpaklatﬁ], sword (khadga)
and the gesture of boon-bestowal. His two remaining arms are engaged in
embracing the feminine consorts, each of whom carries in one of her hands

a lotus and puts the other arm round Ganapati.

In another form of Lakshmi-ganapati, he is three-eyed and four-armed. His
trunk holds a golden pot (svarna-kalasa). His normal right hand is in the
posture of offering protection (abhaya), and the corresponding left hand holds
his broken tusk. The other two hands carry discus and concf]. Lakshmi i1s
seated on his lap on the left side, holding the god in embrace with her right

arm and carrying a lotus in her left.
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13. Maha-ganapati :

FE g qeaev=ar o wmertigs fiern
HYTRIT HETEEIIT "HddH |
G| R S CAL BN L E A E L M

FRIRA YR gEdda-d W ||

This is one of the better known forms, and among the sects exclusively
devoted to the wdrship of Ganapati collectively known as ganapatyas, the
devotees of this particular form of Ganapati are largest in number. The body-
colour in this form is reddish hue (aruna-cchaya); the head is decorated by
the crescent moon (indu-chida), and there are thre eyes (trinetra, the third
eye on the forehead). He is embraced by a feminine consort who is seated
on his lap and who holds a lotus in her hand (aslishtam priyaya sa-padma-
karaya). He is ten-armed, and carries in his hands a pomegranate (bijapira),
mace (gada), the bow of sugar-cane stalk (ikshu-karmuka), discus (chakra),
noose (pasa), blue lotus (utpala), paddy-stalks (vrihyagra), his own broken
tusk (sva-vishana) and pot of jewels (ratna-kalasa); the remaining arm holds'

his consort in embrace.

According to Sara-sangraha on Sri-vidydrnava-tantra, Maha-ganapati is seated
on a bejewelled throne (ratna-simhasana) under the Parijata-tree in the island
known as Ratnadvipa surrounded by the waters of the sugar-cane-juice ocean
(ikshu-rasa-sagara). On the throne is a six-petalled lotus spread out, and in
the middle of the lotus is a triangle (trikona) which is the seat of Maha-

ganapati.
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VIJAYA-GANAPATI

14. Vijaya-ganapati : (also called Vighna-raja-ganapati)

EIMIERIS PRI EIRICCIRE R

forei e 7 wd whET fAE:

Red in body-colour, the form is distinguished by the ﬁount, which is the
mouse (akhu-vahana). It is four-armed, carrying in the hands noose (pasa),
goad (ankusa), tusk (danta) and mango-fruit (amra-phala). Ganapati here sets
out on a victorious march against the host of obstacles. He is also called

Bhuvane$a-ganapati.
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NRTTA-GANAPATI

15. Nrtta-ganapati :

RN NI N E T Ce R B [ ARG e E NI RCO LY
ATy Heddliaeyy, Y Jaade 7o ||

Ganapati here is yellow in body-colour (pita-prabham), and is seen dancing
under the wish-fulfilling tree (kalpa-taror adhastham). He has four hands,
and carries in them noose (pasa), goad (ankusa), battle-axe (kuthara) and
tusk (danta). He holds in his trunk the round cake made of dough (apupa).

There are also some representations where he is shown to have six hands.
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URDHAVA-GANAPATI

16. Urdhava-ganapati :

AN S eI IR e A RE S LIRS LR
SAferATerdoRll ERATRAEAT 3 g urEaTonfa H ||

Golden-coloured (kanakojjvalanga), he is shown in the company of a feminine
consort (of light green colour), whom he embraces fast (alinganodyata-karo
haritanga-yashtya devya). He has eight hands, carrying in seven of them
kalhara flower, paddy stalk (8ali), lotus (kamala), bow of sugar-cane stalk
(ikshu-chapa), arrow (bana), tusk (danta), and mace (gada); the remaining

arm is wound round the feminine consort.



—
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EKAKSHARA-GANAPATI

17. Ekakshara-ganapati :

Th! TR TGRS aR A LZHi e |
Tk ATy TERERT di R gum:
EEATITFCAITITEIRGG ANTEH SR |
o9 TETEE] Ay gEE qad faes: |

Red in body-colour, daubed with unguents, clad in red garments decorated
wi‘th flowers, corpulent (tundila), three-eyed and wearing moon on the head
(chandra-mauli), Ganapati here has exceedingly short legs and hands
(vamana-kara-charana). He has four hands carrying noose (pasa), goad
(ankusa), tusk (rada) and the gesture of boon-bestowal (varada). His trunk
holds a pomegranate fruit (bija-poira). He has snakes as ornaments (ahi-

bhiusha). He sits on a lotus seat (padmasanastha).
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VARA-GANAPATI

18. Vara-ganapati :

farguuafyua free ewd =0 aramgE |
foramol myAeRTemiAy EnfeagEe Wl |
qEATiEay TSR TG EeEdd |
TR g H e sh T ||

Red in body-colour like bright red lead (sindtrabha), three-eyed, decorated
with a moon on the head (indu-mauli), he has four hands, carrying in two
upper hands noose (pasa) and goad (ankusa). His trunk holds a jar of wealth
(atta-vasumat-patrollasat-pushkara). He holds in embrace a feminne consort,
Pushti, who carries a banner in one hand and lotus in the other. Ganapati’s
normal right hand is held in the gesture of boon-bestowal (vara) while holding
a cup of liquor (madu-mat-kapala). His normal left hand strokes the vulva

of the consort (tad-yonyahita-panim).
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TRYAKSHARA - GANAPATI

19. Tryakshara-ganapati :

TSIEaed AT eI gEHT]
gHal TgAly TR 9 |
a0 ST B Hed cgwe au

Isht Hies: dd TRI-aHTER ||

Golden-coloured (hema-varna), and with large fanning ears (chalat-karna-
suchamara), Ganapati in this form is four-armed, carrying noose (pasa), goad
(ankusa), gesture of boon-bestowal (vara), his own tusk (sva-danta) and a

mango-fruit (amra-phala). In his trunk he holds a sweet cake (modaka).
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20. Kshipra-prasada-ganapati :

P REINIENETS RIS ERCI B G

(25 iy Sy

P INMETREINGL NI RIECINSUE RICCEC

WTEOEUEH gege: Tfasighaa: |
freaaTead: FYTHA: arg § Hed |l

Sarada-tilaka has this verse

AT el o, g4, FgUeedHisy: |
TR TR eae SiEagalsadrs: ||

Pale red in body-colour (aruna), Ganapati in this form is three-eyed
(trilochana) and wears on his head crescent moon ($asi-Sakala-kalita-mauli).
He has a large belly (brhad-udara), and is Seated on a mat of lotus (padma-
vishtara). He has four hands, carrying noose (pasa), goad (anku$a), wish-
fulfilling creeper (kalpalata) and his own broken tusk (sva-danta). His trunk
holds a pomegranate fruit (bijapura). He is the storm that drives away the

clouds of obstacles (vighna-payodharapavna)
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HARIDRA-GANAPATI
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21. Haridra-ganapati :

giEm Igatg sfEeed T
JIETEER ¢ HidHh EqHd 9|
TeRIWINETaR = fareafermemg ||

Mantra-ratnakara gives a variant verse :

| Qg HIHHFEd QU FARETEH |
f S Bt o e

Also

giETd aqate sridas fasg |
URITEYER 49 WigHh &-aud = ||

Turmeric yellow in colour (haridrd), he is four-armed, carrying in them noose
(pasa), goad (ankusa), tusk (danta) and sweet-cake (modaka). He offers

protection to his devotees (bhaktabhayapradata).

1 Haridara-Ganapati, according to the Dakshindmnaya texts, is yellow in body
colour and wears yellow-coloured garments. He sits on jewelled throne, and
is six-armed. He carries in his three hands on the right side goad, krodha-

mudra and gesture of protection and in his hands on the left side noose, axe

and the gesture of boon-bestowal.
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EKA-DANTA-GANAPATI

22. Eka-danta-ganapati :
.- .
HSTHETAST LT |

qAEH GaHg: HAY
AT I SHHHTE ||

Also

THIGHTATIR] & 3 9&d 9 S gitdr quHg |

ST TIeel e SFEel SetE AT ||

Dark-coloured (Syama-tanu), he has protruding belly (lambodara) and
assumes a standing posture (Odrdhva-gatra). He has four hands, and seen in

them are axe (kuthara), rosary (aksha-sraja), the sweet delicacy known as

ladduka and tusk (danta).

N

i
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SRSHTI-GANAPATI

23. Srshti-ganapati :

EINIERI S CEI PRI EITIE CIEE
foe freeg = wior: giten fome: |

Red in body-colour ($ona) and riding on a rat (akhu-vahana), this Ganapati
who is skilled in creation (srshti-daksha) has four hands carrying noose (pasa),

goad (ankusa), his own broken tusk (sva-danta) and mango-fruit (amra-

phala).
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UDDANDA-GANAPATI

24. Uddanda-ganapati :

g ehTTeTe-deard gad |

fergmon wftreprremererers oo g =reseh |
T e e amfatE: |
IO YT ASTaTgEveiarea: |

Red in body-colour ($onanga), He is seated, embracing a fair-complexioned

feminine consort who is seated on his lap and who holds a lovely lotus in
hand (gaurangyachiraravinda-karaya devya samalingitah). He has twelve
hands, and he carries in them a kalhara flower, lotus flower (arhbuja),
pomegranate fruit (bija-puraka), mace (gada), tusk (danta), sugar-cane stalk
(ikshu-chapa), another flower (suma), pot of jewels (mani-kumbha), stalks

of paddy-grain ($ali-$akala), noose (pasa), goad (srni), another lotus (abjaka).




p——r
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RNA-VIMOCHAKA-GANAPATI

25. Rna-vimochaka-ganapati :

TSR EsTrg 3UTH: THITEHYT: |
TEhIYMh! TTOTafEe FATgUEEE: ||

This form of Ganapati is worshipped by devotees to free themselves from

123

indebtedness. He is four-armed, carrying in them noose (pasa), goad (ankusa),

tusk (danta) and rose-apple (jambu). He is crystal white (sphatika-prabha)

in body-colour.
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DUNDHI-GANAPATI

26. Dundhi-Ganapati :

AeFATAT FIX ° AU TG |

o e giveamn qaseg T |

The form known as Dundhi is a special form present in Varanasi, and
worshipped to remove obstacles in the worship of ViSvanatha. He is red in

colour, and is four-armed, carrying in them rosary (aksha-mala), axe

(kuthara), pot of jewels (ratna-patra) and his own broken tusk (sva-data).



r
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DVI-MUKHA-GANAPATI

27. Dvi-mukha-ganapati :

TGS, heel gRHTera: |

THIYH! TeAfertienTell oed wer | fagan o ||

The Ganesa in this form is two-headed, and his body colour is greenish blue
(harinila-gatra). He wears red garments (raktams$uka) and be-jewelled crown
on his head (ratna-kirita-mauli). He has four hands, and carries in them his

own tusk (sva-danta), noose (pasa), goad (ankusa) and bowl of jewels (ratna-

patra).
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TRI-MUKHA-GANAPATI

28. Tri-mukha-ganapati :

&0 RIETEeaateH a8 auH: & |

TR STAUIEETAYS 9T 39 T |
RER P ERINEEHE R e e ca i ico ol

~

FEAETE: TRl ArTEE: 91g 7: ||

This form 1s distinguished by having three heads and being seated on a
splendid throne in the shape of a golden lotus (pithe svarnamayaravinda-
vilasat-karnika-bhasure svasinah). His body-colour is bright red like the
palasa-flower. He has six arms, and he carries in his hands a goad with the
sharp point (tikshna-sikhankusa), rosary (aksha), noose (pasa), jar full of
nectar (amrta-purna-kumbha), and the gestures of boon-bestowal (varda) and

protection (abhaya).
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SIMHA-GANAPATI

29. Simha-ganapati :

FoT Federami 9 otE 8 faum wam
AHE 9 TAdeyl GHssil =9y |
YPERUESAESaad: g Y |
g Tl AT T |

In this form, Ganapati has the lion’s head but with a trunk ($unda-
dandalasanmrgendra-vadana). He has a body which is bright-white like conch
or moon (Sankhendu-gaura). He has eight arms, carrying lute (vina), wish-
fulfilling creeper (kalpa-lata), discus (ari), gesture of boon bestowal (varada),
lotus (tamarasa), pot of jewels (ratna-kal$a), bunch of flowers (mafijari) and

gesture of protection (abhaya).
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YOGA-GANAPATI

2

30. Yoga-ganapati :

FrTEer ATMTUETRAE! Tk H e |
qrilEgeH ATeve Fuwl g AT A 1 |

Ganapati in this form is seated in the meditative stance with crossed legs
which are secured by a band (yogadrudha, yogapattabhirama). He is ruddy
in body-colour like the rising sun (balarkabha), and wears blue garments
(nilarhéuka). He has four hands in which he carries noose (pasa), sugar-cane

stalk (ikshu), rosary (aksha) and the yoga-staff (yoga—-dar_lc_la].




|
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DURGA-GANAPATI

31. Durga-ganapati :

AHRTATHRINATIEE] HEw: |
ETHTEY W A& I & TE B |
I 9T I 9 Sl ST sHeE: |
THRS: el qgniorfds |

With a corpulent body (mahat-tanu) and with the body-colour like that of
burnished gold (taptakafichana-sankasa), and clad in red garments
(raktamm$uka), Ganapati has in this form eight hands. He carries in them the

flaming goad (diptankus$a), arrow ($ara), rosary (aksha) and tusk (danta), on

the right side, and noose (pasa), bow (karmuka), wish-fulfilling creeper (lata)

and rose-apple (jambu) on the left side.
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32. Sankata-hara-ganapati :

ATATHIEUFI - Al TeAS |

A fe-aIatEsdl w1 TAsoTgad ||
THSFIEAEH aH Ul = qFE G |
Hreamsereaedde v fas |

LT T, UG, TSl Hea |

Also called Sankashta-hara ganapati, he 1s resplendently ruddy like the
morning sun (balarkaruna-kanti) and seated on his left lap is a damsel, fair-
complexioned, wearing deep-blue garments (nilammsuka), decorated with
jewelled ornaments and holding a splendid lotus in hand (lasad-
indivarahastam gaurangim ratna-Sobhadhyam). He has four hands, and carries
goad (ankusa) and gesture of boon-bestowal (vara-dana) on the right side,
and noose (pasa) and bowl of sweet rice-pudding (payasa-patra) on the left
side. He is seated on a pink lotus (pithe padmarune). He is sometimes

represented as standing on lotus.
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Details of thirty-two forms of Ganapati with colour, and other details

are given below :

Colour | No. of | No. of | Seat With or
Hands | Faces without Sakti

1. Bala-ganapati Red 4 . Lotus
2. Taruna-ganapati Red 8 1
3. Bhakta-ganapati White - 1 .
4. Vira-ganapati Red 16 1 -
5. Sakti-ganapati Lead-red . 1 Sakti

(Sindara)
6. Dvija-ganapati White - e
7. Siddhi-ganapati Yellow 4 1 2 Saktis
8. Ucchishta-ganapati Blue 4 or 6 1 1 Sakti
9. Vighna-ganapati Golden |10 or 8 1
10. Kshipra-ganapati Red 4 1 .
11. Heramba-ganapati White 10 5 Lion 1 Sakti
12. Lakshmi-ganapati White 10 1 - 2 Saktis
13. Maha-ganapati Red 10 1 1 Sakti
14. Vijaya-ganapati Red 4 1 Rat
15. Nrtta-ganapati Yellow | 4 or 6 1
16. Urdhva-ganapati Golden 8 1 : 1 Sakti
17. Ekakshara-ganapati Red B 1 Lotus
18. Vara-ganapati Red 4 1 - 1 Sakti
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Colour | No. of |no. of | Seat With or
Hands | Faces without Sakti
19. Tryakshara-ganapati | Golden 4 1
20. Kshipra-prasada-
ganapati Red 4 1 Cushion -
21. Haridra-ganapati Yellow or
' Green 4 1 -
22. Eka-danta-ganapati |Dark Blue 4 1 - -
23. Srshti-ganapati Red 4 1 Rat
24. Uddanda-ganapati Red 12 or 10 1 -
25. Rna-vimochaka-
ganapati White -+ 1 -
26. Dundhi-Ganapati Red 4 1
27. Dvi-mukha-ganapati Blue 4 2 -
28. Tri-mukha-ganapati Red 4 3 5 -
29. Simha-ganapati White 8 1 . B
30. Yoga-ganapati Red or
Green 4 |
31. Durga-ganapati Burnished
Gold 8 1 - -
32. Sankata-hara-
ganapati Red 4 1 Lotus
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Arbhaka-Ganapati (Pillaiyar-patti, Tamil Nadu)
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Maha-Ganapati
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Srshti-Ganapati
(Anante$vara Temple Chariot, Chidambaram wood)
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Heramba-Ganapati
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Akhu-vahana Ganapati
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Hoysala-Ganapati
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Dvibhuja-Ganapati
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CHAPTER FOUR

SURYA
THE LORD OF PLANETS

ARYAMA
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The significance of Surya in Indian thought is not only as one of the
nine grahas or even as the lord of the grahas, but as identical with the supreme
godhead Vishnu. The worship of Surya, both as a pratyaksha-devata and as
parama-purusha, goes back at any rate to the early Vedic period; probably
its antiquity reaches the remotest past. The first visible manifestation of the
inscrutable power, inordinate effulgence, awe-inspiring glory and
unfathomable mystery of godhead was perhaps intirﬁated to the early man

through the solar arb, which he looked at with abiding wonder.

It has been estimated that a little over fifteen per cent of the Rgvedic
corpus is dedicated to Surya. There are in this hymnology ten full suktas
concerning Surya; and there are sixty ‘rks’ and a half rk eulogizing this god,
and they are collected together in what is known as ‘Saura-sukta’, which is
employed to this day in the formal worship of Sturya (Suryopasana) as well
as in the praxis of exercise called ‘Strya-namaskara’. The worship of the Stn
has been a continuous detail in Indian religion ever since the Vedic period.
It has been referred to in our epics Ramayana (which in its Yuddha-kanda
section contains the well-known and oft-used text called ‘Aditya-hrdaya’),
and Mahabharata, and in the early puranas like Markandeya (where Surya
is 1dentified with the transcendental and immanent Brahman, and described
as the very body of the three gods Brahma, Vishnu and Siva), Bhavishyat
(where the pratima-vidhi or a set of rules concerning the making of the icons
of Surya is given, Agni and Garuda. In fact, there is a purana known as ‘Surya-
purina’, no doubt a later work, following the pattern of Saiva puranas, a

‘Saura-upanishad’ and a ‘Saura-samhita’, a work of the fifth century A.D.
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The author of Brhat-Samhita, Varaha-mihira, (about 550 A.D..) was a
devotee of Sitirya, and his work contains an iconographic account of Surya,
as also later puranas like Vishnu-dharmottara, Skanda, Agni and Varaha.
Some of the non-classical unpanishads like Hamsa, Mandala-brahmana, and
Arunpika also suggest the prevalence of Sun worship. Sculptural manuals like
An$umadbhedigama and Silpa-ratna contain iconographic particulars of the

Strya image.

The worship of Strya has been in evidence at the latest from the first
century A.D. The Kushanas also were Surya-devotees, as were the later
Guptas. Surya relief in the Khand-agiri caves, the numerous iconic
representations of Sirya found in the Gupta and Pala periods, the Sun-temples
at Multan in North-west India, Khajuraho, Modhera; all in Rajasthan Martand
and Konark in Orissa evidence the popularity of the solar cult in the early
Christian centuries (around the fifth century). It was around this time that
the worship of five gods in a group (called panchayatana-puja) became
widespread and accepted in the traditional milieu. Among the five gods was
Surya, others being Vishnu, Siva, Gane$a and Devi. Bhavishya purana
(1,48,21) regards the worship of Surya in this pentad as most meritorious,

for he is the most obvious god available to all of us in a concrete form:

& Sgdl Al Sragfaarht |
TEITESG(hT hTfaeadr ATEd Imeed! ||

In the Pafichdyatana shrines in North India, especially Gujarat, only four

icons were installed, leaving out Surya, for he was all too evident in the sky.
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There were also, around the seventh, eighth and ninth centuries, syncretic
images of Vishnu and Sirya (Surya-narayana). During the reign of Kulottunga-
chola (1060-1118), there appeared a temple to this sycretistic deity in the
Chola country (Sarya-narayanar-koil). The famous temple at Konarka, built
by the eastern Ganga monarch Narasimha I of Orissa (1138-1164), was also

intended to be a place of worship for Surya-Vishnu.

It may be recalled that in the Rgvedic hymns, there are about a hundred
references which identify Sirya with Vishnu, especially in his three strides
(e.g. 1, 22, 20 ‘tad vishnoh paramam padam’, 1, 22, 17 ‘idam vishnur
vichakrame’, 1, 154, 5 etc). Yaska (12, 19) mentions that according to
Sakapini the three steps of Vishnu refer to the earth, the midregion and the
heavens, which are traversed by Surya; according to another authority,
Aurnavabha, the reference is to the rising sun (samarohana or Udaya-giri),

the midday sun (vishnu-pada or akasa), and the setting sun (gaya-S$iras).

afee fra afgwad fawpfaen fom weq
yitreamaeateer feefifa smergfor: |
quriey) fawme mafirEEy: |

Yaska himself appears to subscribe to the former view (viz. the view
of Sakapuni). The three regions represent the three forms of Surya: as
‘parthivagni’ (fire) on earth, as ‘vidyut’ (lightning) in the midregion, and as
Sarya (sun) in the heavens. The expression “Vishnu' means etymologically
the one that pervades (‘vyapanad vishnuh’), that is to say pervades the three

regions with his splendour. This, according to Yaksha, is how Vishnu is




i

—————

Devata-Rapa-Mala 159

identified with Strya:

1. 319 gigfiar wafq afgepdafa |

Surya when he pervades in all the realms becomes Vishnu

2. fowfdraat |

When Surya enters everything with his rays, he is Vishnu.

3. gyl |

Surya is Vishnu when he permeates all the realms with his rays.
It 1s further explained thus (12,19):

71 fofvd: =ardisada gt denfifafs qar fawpdafa ) et oo fae: sfye: wda
denfasfafa qar fawpdafa | et foqder ar ger dwfinfaETm =m wefy
sreifa a1 feafne od qar fawmfeer yafq |

Another Rgvedic hymn (1,155,6) brings out the identify of Vishnu with
Sarya, in terms of the time-wheel. Vishnu is said to set the wheel of time
rolling, prompting the ninety-four limbs of time: Samvatsara (year 1), ayanas
(2), rtu (seasons, 5), masa (months, 12), ardha-masa (fortnights, 24), aho-
ratri (solar days, 30), yama (8), lagnas in each day (12). There is also a
reference to the ‘chakra’ in the hands of Vishnu beings the solar splendour
(5,63,4, ‘jyotis charati chakram ayudham’). And Sarya himself is viewed as
the immense orb or mandala burning bright like Agni (10, 7,3 ‘agner anikam

brhatah’)
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Yaska (Nirukta, derives the word Strya from the three possible roots
dhatus).

. wdal el et

(i) Teads g-wifa i@ () 3fa w3 )|
Siirya is so called because he traverses in the midregion or sky.

This derivation also suggests that the Sun moves forward, after

the Bhaga’s period (dawn) is over.

(i) SRomeE g
Strya is so called because he enlivens and prompts everything to

activity (prerana) as soon as he arises.

(iii) gyds TeadH T (FH)

Sarya is so called because he is made to move brilliantly or

descend on the earth, through air (Vayu).

The period of Sirya is said to follow that of Bhaga, another solar

( divinity, who is described as ‘blind’ or ‘invisible (ibid, 12, 14,13)

ST W SIS | gl 7 gwd |
S WM Tesfa 3fa faewEd |

4 Tegded e |

Bhaga is not blind in the sense that he is devoid of eyes. The passage

makes it clear that because as early dawn he is indistinguishable from Surya,
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he cannot see them. But Bhaga means wealth, treasure, or fortune, and people
therefore seek him out; and he goes out to the people. But it is Aditya (as
the sun that has arisen) that reaches the people. Bhaga is unseen when the

Sun has not yet arisen.

People engage themselves in their work only when the Sun appears in

the eastern horizon (Rgveda, 7,63,4)

T SET: T FEaei FoeEiy |

Surya is in fact the eye of the world (1,50,2, ‘Stryaya visva-chakshase’)
and nothing can be hidden from him (10,37,7 and 10) and he sights afar
(7,35,8, ‘Surya uru-chakshah’). He is the sight of the gods and brings
prosperity (7,77,3, ‘devanam chakshuh subhaga vahanti’). He makes day and
night (1,50,7, aha-minano aktubhih), and eliminates disease, indolence and
the effect of bad dreams (5,37,4). He is the witness of all actions good or

bad done on earth (7,60,2).

%ﬁ@%ﬂ@#ﬂﬁ@%wﬁa‘{mam“

The Rgvedic hymns speak of Indra or Vishnu as responsible for the birth
of Surya (7,99,4). Indra and Soma are said to have set him up above (6,72,2),
elsewhere, Indra and Varuna (7,82,3), Mitra and Varuna (4,13,2), or Agni
(10,3,2) are described as having accomplished this feat. Dhata is credited
with having set the sun and moon in their pristine and normal courses (10,
190, 3, ‘Sturya-chandramasau dhata yathaparvam akalpayat’). Ushas (the
deity of dawn) is said to give birth to Sarya each day (7, 78, 3 and 7, 80, 2).

T
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ADITI

Aditi is the mother of Strya and all the Adityas, according to some hymns
(e.g. 1, 50, 13, 8, 101, 11 and 10, 88, 11). Sarya’s father is said to be
Dyauh or the sky (10, 37, 1, ‘divas-putra’). According to Atharva-veda, Surya
is born out of the enveloping clouds (4, 10, 5, ‘vrtraj-jato divakarah’). It can
readily be seen that many of these descriptions are allegorical, symbolical

or poetical.

In later myth, Strya is made the son of Prajapati KaSyapa, son of Brahma
(sometimes given as the grandson of Brahma, being the son of Marichi, who
was the son of Brahma), and his consort Aditi. Adityas, the solar deities of

Vedic anitiquity, are so called because they are the offsprings of Aditi. In
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Rgveda (2,27,1) they are six in number (Mitra, Aryama, Bhaga, Varuna,
Daksha and Ams$a), or seven (9,114,3) or eight (10,72,8); although ‘their
number swelled to twelve in .fatapatha—bra’hmaya (11,6,3,8) and remained
so in later literature. The twelve Adityas in the Brahmana-texts are Vishnu,
Sakra, Aryama, Dhata, Tvashtr, Pushan, Vivasvat, Savitr, Mitra, Varuna,
Améa and Bhaga; the same list is found in Mahabharata (Adiparvan, 65, 15).
But Agni-purana (chapter 51) has a different list: Varuna, Sahasramsu, Data,
Tapana, Savitr, Sarya, Gabhasti, Ravi, Parjanya, Tvashtr, Mitra and Vishnu.
It may be seen that these are merely variant names of Surya, or different
aspects of Strya. Vishnu-dharmottara-purapa, while giving the iconographic
details of the adityas, prescribes that all of them should have the same form
as that of Sarya. The twelve Adityas together are said to constitute Sarya

of Aditya.

The following table provides the details of the twelve forms of the Sun,
presiding over the twelve months of the year; attended by the sages,
gandharvas, apsaras, yakshas, sarpas and asuras in each of the months, as
mentioned in Vishnu-purana, 2, 8). The sages eulogize the Sun, while the
gandharvas walk in front of the chariot singing, accompanied by the apsaras
who dance; the yakshas hold the bridle of the horses, while the Sarpas prepare
the chariot; the Asuras guard the Sun:

Taittiriya-aranyaka (anuvaka 7, Arunopanishat’) mentions that there are
eight forms of Strya; Seven forms representing different latitudes of earth

varying from the North Pole to the South Pole as the regions under the control
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PUSHA

of Surya in his seven forms; and the eighth form, known as Kasyapa, is said
to be on top of the central mountain Mahameru. It is this form that produces
the other seven forms and withdraws them into itself ultimately; it is also

the stuff of which the other seven forms are made.

In the puranas, the ten incarnations of Vishnu are associated with Surya.
The variant names of Strya found in the Puranas are significant; like the eye
of the world’ (Jagacchhakshu), the ‘all-pervader’ (Vishnu), the vivifier’
(Savitr), ‘light-maker’ (Bhaskara), ‘the wanderer in the sky’ (Kha-ga), ‘the
radiant one’ (Arka), ‘the nourisher’ (Pusha), ‘the resplendent one’ (Visasvat),
‘the red one’ (Rohita), ‘the craftsman’ (Tvashtr), ‘the jewel of the sky’
(Dyumani), ‘the chivalrous’ (Aryama), ‘the variegated coloured one’ (Chitra-

bhanu), ‘the skilled one’ (Daksha), ‘the friendly spirit’ (Mitra) and so on.
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He is also called ‘the twelve-natured’ (Dvadasatman), referring to a form of
this presiding over one of the twelve solar months that censtitute a year

(samvatsara).

Among the names mentioned above, Vivasvan is described as the
ancestor of the human race; he represents the rising sun, and the Vedic hymns
call him the first sacrificer. Bhaga is the presiding deity of the forenoon.
Pushan represents the nourishing or beneficent power of the sun; it is seen
essentially as a pastoral deity. Mitra and Aryama are Indo-Iranian in nature.
Strya in essence is the visible celestial deity of great importance all through

the ages.

Strya is also the ‘lord of the planets’ as already mentioned. Among the
names of Strya are ‘the best among planets’ (grahottama), ‘monarch of
planets’ (graha-raja, graha-pati, grahesvara), ‘the first among the planets’,
(‘grahanam adih’, Navagraha-pida-hara-stotra), and ‘the lord of planets, stars,
and all other celestial bodies’ (‘nakshatra-graha-taranam-adhipah’, Aditya-
hrdaya, 61). All the planets and other celestial bodies are said to go round
the sun in reverential circumambulation, and depend entirely on him (Sidrya-

gita, 1, 17):

I T 3 yer fawn: adewETE A
ﬁﬁﬁw@mﬁéﬁmﬁw:ll

According to Skanda-purana (5, 1, 33, 13), Strya is Brahma in the
morning, red in complexion, Rudra during midday, white in colour, and

Vishnu in the evening, dark in complexion.
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SR TG HETRf |
Y AeAfed &% vam fowy feqem o)
(ToFaYl: YITEUT Yad: HIeHEad: |)

He is said to ride on a chariot with a single wheel (cf. Rgveda, 2, 26,
2), the wheel symbolizing Time (kalachakra) (cf. Aditya-hrdaya, 159, ‘eka-
chakro ratho yasya’; Bhavishya-purana, 1, 153, 52, ‘eka-chakra-rathaya’).
This is identified with the solar year (samvatsara), the twelve spokes
representing the twelve months. The day is said to be the ‘nave’ (nibhi) of
this wheel. The following may be quoted from the Purdnic-Encyclopedia (ed.
by Vettam Mani, Motilal Banarasidas, Delhi, 1979, P. 770).

““The sun rises in the east and sets in the west, in consequence of which
days and nights occur. The Puranic assumption is that the sun travels in a
very big chariot. The chariot of the sun is nine thousand yojanas long. The
wheel is fixed to this. The great wheel of time with three centers, five tyres
and six spokes, is fixed on that indestructible year. It has seven horses, which
are the seven Vedic metres, called by the names Gayatri, Brhati, Ushnik,
Jagati, Trishtubh, Anushtubh, and Pankti. Another axle used for the chariot
of the Sun is forty-five thousand five hundred yojanas long. The length of
each half of the yoke is proportionate to the length of the axle. The short
axle of the chariot with the small half of the yoke is fixed on Dhruva. The

wheel fixed on the other axle rests on the mount Manasottara.”

The three parts of the wheel symbolize the three divisions of the day
mentioned above. The seven horses symbolize the seven divisions of time

like kshana, kala, kashtha etc. (ishadanda, yuga-kila, ghona etc). There are
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Rgvedic hymns which speak of only one horse, but with seven names (e.g.
7, 63, 2, ‘eko a$vo vahati sapta-nama’); and also (1, 164, 2) which speak
of green horses, their number not being specified (e.g. 1, 115, 3 ‘bhadra
a$va haritah stryasya’), and which enumerate the horses as seven in number
(e.g. 1,50,8) ‘sapta tva harito rathe vahati deva strya’). The number seven
in widely accepted in later literature (like Vargha-purana, 26, 11,
‘saptaSvayukte cha rathe sthitas tvam’), and they are also named (as in Aditya-

hrdaya, 121):

Sseave foasa Sauon fSasm: |
WW@W:W%:H

The seven horses are said to signify, as mentioned in the citation above,
the seven Vedic metres (Gaguda-purana, 58, 6 ‘chhandamsi harayo raveh’
Matsya-purana, 106, 67 ‘chhandobhir a$va-rupaih’). Kidrma-purana (chapter
40, however, takes the seven horses to represent the seven principal solar
rays; Sushumna, Harikesa, Visva-karman, Vi§va-vyacha, Sampadvasu, Arvag-
vasu and Svarat. Bhavishya-purana (1,169,4) has only four horses for the

Sun’s chariot, signifying the four acons (yugas) or the four directions (dik).
On this subject, Rgveda (1, 164, 2) says:

TH goulf~d TUHEHTHES! Aval Frfd qEamT |
Frfsrasrrermad wm fawar goft @y )

The chariot has but one wheel; and the chariot is yoked to but one

horse. The one horse, however, has seven names. In this wheel are all the
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worlds centered; and this wheel with three naves 1s immortal and firm. Yaska
(Nirukta, 4,27) interprets the chariot as the very form of Sirya. The sun is
called the chariot (ratha) with a single wheel because he along moves all the
while in the sky filled with his rays and filling all beings with his rays, without

a moments’ break (Durgacharya):

1 Eumifecd Jee gEmETeel eRiisrd urvend! qedawraTetie |
THEE U U9 FEE-AHE qUd | TRIsYE: Il ST HaaE ||

Sayana also explains that the one horse yoked to the Sun’s chariot is
in reality Vayu, who although one is known as seven-named (sapta-nama),
and because Siurya depends upon Vayu for his travelling in the midregion
(vadyu adhinatvad antariksha-saficharaya), the seven named horses is Vayu,
which is also bright and luminous. We have in Satapafha—bréhmapa (8,3,2,.1)

justification for this view:

W fovesafauguentfa ) agd  wew  fovesafraly  doafeds favd
SOlfoatquadguaentd | amA-diedr favam Iueata fae a1y st aeaTcaaty foy
CIRE

According to Yaska (4,27), the three naves of the wheel (which
represents the year) are the three seasons, Grishma (summer), Varsha (rains)

Hemanta (winter):

oo JuF IesHEfEiEs =g gan Wien 9w 3fa)
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Sayana, however, interprets the seven names (or rays) of the horse (viz.
Vayu) as standing for the seasons: familiar six seasons (shadrtu) of two months

each, along with an extra-month (adhika-masa) (on Rgveda, 1, 164, 2)

FAUTENTET YA : RIS STRTHTROT: ERTAsIv: gHad: | ATHgdTcHH 9e |
AT HAlFHECh: A9 THdAl Yo | TaEy HE At ||

He takes the three naves of the wheel as the three sandhyas (morning,

noon and evening).

The wheel of time (kala-chakra) is ever turning. Tarsttiriyva-brahmana (1,
4, 10, 1) speaks of five reckonings of the year, which the wheel represents:
samvatsara (associated with Agni), Pari-vatsara (associated with the sun) Ida-

vatsara (associated with the moon) and Anu-vatsara (associated with Vayu).
Hfiata Gaeat: | fee: UiEedt: 3aTEeEt: | STgeet: ||

Taittiriya-samhita, however, recognizes only three reckonings: the solar

and the lunar along with that of the fire:

SEIEE TNEcEHUd S FILAT ;|

Saz‘apaz‘ba-brébmaga (6, 2, 2, 8) speaks of the samvatsara as consisting
of twelve months, five seasons (taking Hemanta and Sisira as one), and as

“identical with Prajapati.
TE9 THEY] AIHE: | G99l gIeYHIET Uddd: HaodL: TSIid: |

Prajapati, Samvatsara and Ratha are synonymous expressions, meaning

the wheel of time. The number seven (for the horses or names of the one
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horse) signifies one of the two divisions of the year, season, month, fortnight,

day, night and moment (as so many wheels):

GRSt T6 =TT T 9 SHHATONN dIge Heeeted 1o i)

The Sun’s chariot in another account has one wheel (the year
samvatsara), twelve spokes (months, masa), three axles (nabhi, the three
chaturmasyas) and six bands (seasons, rtu). The height of the chariot is thirty-
six lakh yojanas, and the width eight yojanas on the inside. The horses yoked
to the chariot are the Vedic metres, as said earlier, but they have different
names and complexions: Géyatﬁ (Rochika, orange), Brhati (Mochika, violet),
Ushnik (Pita, yellow), Jagatl (Sukla, white), Trishtup (Rakta, red), Anushtubh
(Nila, green), and Pankti (Indra-nila, blue). These are the names and colours

given to the horses in the sun-temple at Konarka.

Surya said to cover fifty crore yojanas in area, and the earth is removed
from the Strya by twenty-two crore yojanas. The sun keeps distinct the three
realms (sthanas: earth, midregion and the heavens) and the four directions
(dik, east, south, west, north). The course of the sun distinguishes three
periods: (i) five months from May (Uttarayana), when the Sun rises up slowly
(manda-gati), making days longer than nights; five months from November
(Dakshinayana), when the Sun quickens his movement ($ighra-gati), making
the nights longer; and the months of April and May (Vishuvat), when the
Sun moves neither slowly nor fast, but with steady gait (sama-gati), making

the lengths of nights and days equal.
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Stirya’s is chariot is said to go round the mythical mountain, Mahameru,
which is in the centre of the universe, golden coloured and more brilliant
than the Sun. This is situate according to the puranic accounts in the midst
of eight other mountains of similar splendour; Tara and Devakuta to the east,
Pavamana and Pariyatra to the west, Kailasa and Karavira to the South, and
Triériga and Makara-giri to the north. On top of the Mahameru, there are
nine settlements. The central one is called Brahma-loka (or Brahma-puri),
ten thousand yojanas square. Surrounding this in the eight directions are the
quarters of the guardians of directions (dikpalakas), each twenty-five
thousand yojanas in extent. Devadhanika or Amaravati in the East (Indra),
Tejovati in the South—east (Agni), Samyamani in the South (Yama),
Krshnanjana in the South-west (Nirrti), Nimnalochani or Sraddhavati in the
West (Varuna), Gandhavati in the North-west (Vayu), Vibhavari or Mahodaya

in the North (Kubera), and Yo$ovati in the North-east (I$ana).

While circling round Mahameru, when Sarya makes his appearance in
the Devadhanika settlement of Indra in the East, it is dawn for us. When
he moves over to Samyamani in the South (Yama's abode), it is noon. When
he arrives at Nimna-lochani (Varuna’'s settlement) in the west, we see the
sun setting. When he comes to Vibhavari (Kubera’s residence) in the North,
it is for us midnight. The Sun travels at the rate of two crores and a half
and two lakhs and a half yojanas in fifteen nadikas (roughly equivalent to

six hours).

The symbol-of Svastika deity (adhi-daivata, Siva) is interpreted as

representing the movement of the sun in the east-west direction; the four
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arms stand for the positions of the Sun at midnight, sunrise, noon and

sun-set.

Surya is also shown as a lotus which is circular (vartula) with eight petals
(ashta-patra). The description given in Ka/ika-purana (80-81) makes him sit
on a lotus, carrying in his two hands red lotuses; his complexion is that of

deep red; his chariot has seven horses, yoked by seven ropes:

T YT TEITERELG: | HES oRtyd fRyst vt gen)

Noon

Sunrise

Sunset

Midnight

Texts like Graha-yaga-tattva gives other details like his caste (kshatriya),
body-colour (red), parentage (Kasyapa), nativity (Kalinga), size (a twelve
angular), carriage (chariot drawn by seven (horses), hands (two carrying
lotuses), face (full), presiding deity (adhi-daivata, Siva) and associate deity

(pratyadhidaivata, Agni)



THE DIKPALAKAS







VARUNA (West)
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YAMA (South)
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NIRRTT (South-West)
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e S T IR gevTEe | TeEd A wRreere | fEerfied
g afescareeadd ||

We have a more elaborate description in Purascharyarnava (taranga 10):

e et s | fRife weRgt Tfted TheShT || WTEe aF 9
cfrRaT=ataiyey | JeaftRavaiy a8 I = e |l

There is a legend that at the period between night (ushas) and day
(vyushti) known as sandhya, a host of titans called Mandehas attempt to
gobble up Surya. They have a boon as a result of which they will continue
with their re-invigorated bodies although they die everyday. Thus, each day
of the year Sirya has to battle with these titans. When pious people on earth
offer arghya for Surya with the gayatri-hymn in the sandhya-ritual, the water
thus offered will be transformed into the invincible Vajrayudha, which will

help Surya burn up the titans.

Sri-tattva-nidhi, compiled by the Maharaja of Mysore, Krishnaraja
Wodeyar III (1780-1865) contains a section called Graha-nidhi, where the
details of all celestial bodies are given. The description of Sarya given here

is as follows (taken from Prayoga-ratna of Narayana-bhatta).

ST TRUY RIS HeTEesivat quri e ST d 3
TR TR SAe Rt Fa e s
eI ToTe - ST T FERTH - GATeh IR AHTTTe-shelshvl o He
et Ey e B R L bR iR I BRI EG CCERREICLIRINEIR S
HgY A9t e s |
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SURYA WITH ARUNA AND SAPTASVA
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The usual particulars are given here. In addition, Surya is said to belong
to the Kasyapa lineage and Kalinga country and that he was born under
Visakha constellation on the seventh day of the fortnight (saptami). In this
account, he i1s two-armed, carrying in one hand a red lotus and showing with
the other the gesture of protection (abhaya). His body-colour is red like the
hibiscus flower; but he wears garments, garlands and unguents of the colour
of red lead or vermi_llion (sindura). His ornaments are made of shining rubies
(manikya). He illumines the three worlds (viz. earth, midregion and heavens),
and constitutes in himself the forms of the three gods, Brahma, Rudra and
Vishnu. He 1s seated in the pericarp of a red lotus, mounted upon a chariot
which is drawn by seven horses and has but a single wheel. Along with him
are seated his presiding or tutellary deity who works within him (adhidaivata),
namely Agni, and the deity who invariably accompanies him and helps him
(pratyadhidaivata), namely Rudra. He is invoked in a copper icon; and he

faces east. His mandala i1s circular in form.

The consorts of Strya are said to be Samjiia, daughter of Visvakarman
(and from whom Manu, Yama and Yami were born) and Chhaya (shadow)

(from whom Sani and Tapati were born).

The same text has borrowed from Sarada-tilaka-tantra, another dhyana-

sloka of Strya with four heads:

TSI TR SeEeaIR 9% 9 wel gimfast semen st |
At Bagafaes gaeniim oaive seaaed anmEEge EEE J: ||
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This form of Sirya is distinguished by having four faces, with three eyes
in each face, and eight arms holding in the hands magical weapon called
Khatvanga, two lotuses, discus, noose, goad, rosary and skull-cup. He is
seated with his consort. He is golden-complexioned, and finely decorated with

a crown of jewels and necklaces of diamonds.

Another dhyana-sloka from the same source:

RIS 6 T FREASITATHg i |

TEIEAYIEN 4d eI U Mfemeomseta Fomm ||

According to this description, he has four hands, carrying lotuses in the
two upper hands, and showing the gestures of protection and boon-bestowal

with his normal right and left hands respectively. He has but one face, but

three eyes. His crown is studded with rubies, and he is seated on a red lotus.
His adhidevata is Agni, who is described thus:
frayyaserered TUsTIAEdarso: | STey: Hegaye oaiE: RRRE: |

Agni is tawny red in his eyebrows, hair and beard; he has three eyes,
all red in colour. He is seated on a ram, carrying in his two hands rosary
and the invincible spear known as sakti along with the gesture of boon-

bestowal.
Strya’s pratyadhidevata is Rudra:

YEFel guTee: Wiiad freien: | Furereezas kg @)

Rudra (Siva) is five-headed, with three eyes in each head. He rides on
a bull, and carries in his four hands a skull-cup, spear, khatvanga and bow

(called pinaka); he has on his matted head crescent moon.
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SURYA WITH CONSORTS SAMJNA AND CHHAYA
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SURYA (Bronze)
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SURYA
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SURYA (Bronze)
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SURYA (Detail)
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CHAPTER FIVE

DEVI

The feminine form of ‘deva’, the word generally means ‘goddess’. The
worship of ‘mother-goddess’, or divinity associated with the procreation of
beings, motherly care, preservation, fertility, nourishment, help in times of
difficulty and distress, love and compassion, is as old as the dawn of religious
sentiments. In India the Indus Valley civilization illustrates the prevalence of
the goddess-cult; and the earliest hymns in the Vedic corpus suggest the

adoration of goddess.
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Although it is usually thought that the Vedic preference is for the male
divinities, we do find in the Rgveda several goddesses mentioned and praised:
Aditi (mother of the gods), Apo-devi (water-goddess), Ushas (dawn), Prthvi
(carth-goddess), Vak (speech), Ratri (night), Sri (Prosperity), Nishthigiri
(Indira’s mother), Urvasi (celestial nymp'h], Sarasvati (river-goddess),
Sandhya (eventide), Sinivali (goddess of the lunar phases, especially full-moon
and new-moon), Sraddha (faith), Gayatri (mother of the Vedic lore) and
Savitr1 (solar energy). The Sarvanukramani (13th section) enumerates other
goddesses mentioned in Rgveda: Indrani, Godha, Ghosha, Juha, Dakshina,

Medhd, Yami, Sarama, Sarva-rajii, Lokshya, Romasa, Vi§va-vara and Durga.

There were also several folk-goddesses of great antiquity and forgotten
origin. Many of them continue to be worshipped till today in the countryside,
and their number is legion. Some of them are simple personifications of
diseases, some are protectors of children and women, some stand for wish-
fulfilment, some represent evil forces, some symbolize natural phenomena,
and some are human in origin but whose background nature is forgotten after
deification. Quite a large number of goddesses worshipped now were once
women, but with exceptional and unusual character or remarkable
achievement. They linger in the folk memory as major or minor divinities;

and their worship 1s prescribed and conducted in the cultic context.

Some goddesses have special powers in particular endeavours, like
Kurukulla helping the boatmen to wade through difficult water-stretches in
safety. Korraval helping soldiers to win the battle, Sitala curing small-pox,

Manasa providing antidote for snake-poison, and Pratyangira counteracting
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ill-effects of magic and sorcery. Some of the folk-goddesses were local
guardians of human settlements (nagara-devata or grama-devata). The ancient
Tamil work Si/appadikaram mentions the goddess of Madurai (the tutellary
deity of the Pandyan rulers) and Kaveri-pumpattanam (Champa-pati). Almost
every town has its own guardian-goddess, often named after the town or

village.

Many of these folk-goddesses were incorporated in the Puranas and
other legendary lore in the middle-ages along with the goddesses mentioned
in the Vedic corpus (especially in Atharvaveda and Smrti texts). The bulk
and variety of the pantheon that thus emerged in due course is truly immense.
For instance, Matsya-purana (23) has an odd assortment of details
constituting the nine-goddesses (nava-devyah) who are ‘mothers of the world’
(loka-mata): Lakshmi (goddess of prosperity), Sinivali (goddess ofldarkness),
Dyuti (light), Tushti (satisfaction), Prabha (lustre), Kuht (evil), KIrti
(celebrity), Vasu (wealth) and Dhrti (fortitude). The puranic goddesses are
synergetic and ambivalent in their character; they are benevolent and
malevolent at once; they cause and cure numerous distresses. Each of them
has acquired in the puranas not only vivid iconographic forms, but also

fascinating although fanciful legends extolling their unusual power.

The Vedic Aditi, for instance, is in Rgveda little more than a vision
and a symbol; but in the puranas she is described as a lovely woman with
four arms, carrying in her hands sword, shield, lotus and trident. The folk-
goddess Karna-pisachi, which was in the folk context only a spirit of

amorphous nature and uncertain form, was later transformed into a divinity
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evoked in magic to reveal secrets normally not accessible. In the puranas,
she acquired an iconographic status, and was represented as seated on the
funeral pyre, wearing round her neck a garland of severed heads and on her

body dirty and torn garments.

The seven mother-goddesses (Saptamatrka) are obviously creatures of
folk imagination, and they find mention in such early texts like Silappadikaram
and Brhat-samhita. There are inscriptional records to suggest that the worship
of these goddesses was prevalent as early as the fifth century. Likewise, the

sixty-four yoginis were also crystallized in the tantrik cult of Orissa, Bengal

and Assam.

DEVI D
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In the worship of goddesses, it 1s usual to consider them in groups (like
Sapta-matrka, Nava-chandi, Ashta-Durga, Paficha-kanya and Dasa-vidya).
And the group of three that became celebrated in the pur@nas consists of
Maha-Lakshmi, Maha-sarasvati and Maha-Kali. And they were associated
with the three major gods Vishnu, Brahma and Siva respectively, and they
symbolized the three aspects of Prakrti, viz. sattva, rajas and tamas. Each
of the later and popular goddesées was regarded as basically syncretic image

of all the three (like Mukambika of Kollar in Karnataka).

The goddess that was extolled more than any others in the puranas was
Durga, who was usually referred to as Devi (the goddess). She comes in for
elaborate treatment in Devi-purapa (128 Chapters), Markandeya-purana
(Devi-mahatmya, 81-93 chapters) and Devi-Bhagavata (12th chapter, 1800
verses). Although in later and lay imagination, the goddess became the consort
or feminine counterpart of Siva, the early accounts always regard her as having

an independent status.

All the three major gods, (Brahma, Vishnu and Siva) are described to
have derived their existence and powers only from her, and to be subservient
to her in their functions. She is the ‘mother of the worlds’ (Jagadarmba) and
‘sustainer of the worlds’ (Jagaddhatri). She is one without a second; and
everything in the universe is but a minute expression of her inscrutable power
(yoga-maya). The two popular divinities in the puranic age (which age infact
has continued till our own day), described as especially suited to the people

in the Kali age, are the mother-goddess and the god Ganapati (kalau chandi-

vinayakau).
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The form of the goddess generally reflects the folk background, and the
persistent and periodic needs of the tribal people for divine succour and
intervention. The goddess Durga is reputed to be worshipped by tribesmen

and forest-folk like pulindas, barbaras and $abaras.

Her southern counterpart, Korravai, is described in the Tamil Sangam
works (around the first century A.D.) as the goddess whom the warriors
worshipped before they set out for the war-field. She was especially
worshipped by forest-folk (kadavar), hunters (vaittuvar) and hill people

(kunravar).

Thus, the goddess would have many arms, carrying in them weapons
of warfare, terrifying countenance, and austere appearance, and would ride
a lion or tiger. The description of the goddess in the ancient Silappadikaram
is illustrative. She has a crown of matted hair, decorated by serpents and
moon. She covers her body with elephant-hide, while a tigers’s skin is tied
round her waist. She has three eyes, and her neck is dark blue owing to the
drinking of deadly poison. She is four-armed, and carries in her hands conch,
discus, spear and sword. She is seated on a stag whose horns are fierce, or

alternately she rides upon a male lion.

Not all goddesses, however, answer to this description. Some are pacific
and benign. The Tévdaram hymns (composed between 500 to 800 A.D.)
describe the goddess as a young damsel of golden complexion (kumari),
covered by silken garments (kosikapattu), and playing with a ball (kanduka)
and parrot (kili). She is eulogized as the primordial energy (adi-sakti) and
as the provider of wealth and grains (vasundhara). But she is also the goddess
who presides over crematoria (sudulai nari). Another version of the this
goddess is as performing penance on the banks of the river Kampa at

Kafichipuram. She is here called ‘the creeper of penance’ (mey-tavak-kodi).
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Devi (Durga)
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Devi (Durga)
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Devi (Durga)
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Devi (Durga)
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Devi (Durga)
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Devi (Durga)
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Devi (Parvati)
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Devi (Parvati)
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Devi (Parvati)
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Devi (Parvati)
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Devi (Parvati)
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Decvi (Parvati)
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Devi (Parvati)
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Devi (Parvati)
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Devi (Parvati)
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Devi (Parvati)




244

Devi (Parvati)

Devata-Rupa-Mala



Devata-Rupa-Mala 245

Devi (Parvat)
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Devi (Parvati)
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Devi (Parvati)




248 Devata-Ripa-Mala

Devi (Parvati)
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Devi (Parvati)
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Devi (Parvati)
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Devi (Annapurna)
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Devi (Annapurna)
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Devi (Annapurna)
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Devi (Kali)
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Devi (Kali)
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Devi (Kali)
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Devi (Kali)
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Devi (Kali)
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Devi (Kali)
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Devi (Kali)
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Devi (Kali)
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Devi (Raja Rajeswari)
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Devi (Raja Rajeswari)




Devata-Rapa-Mala 275

Devi (Raja Rajeswari)



Devat

276

a-Rupa-Mala

Devi (Raja Rajeswari)
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Devi (Raja Rajeswari)



