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PREFACE

The Kalpatharu Research Academy Bangalore, is happy that it is bringing out the fourth
part of Devata-Rupa-Mala, under the project on Bharatiya Samskriti-Sarvasva-Kosha,
a comprehensive and extensive project. This part deals with the important divinity

Siva, in his various forms.

This collection of iconic representations and the introduction were as in the previous
parts prepared by Vidyalankara, Vachaspati Prof. S.K. Ramachandra Rao. We are
grateful to him for this significant contribution. We are humbly grateful to the
munificent blessings of His Holiness Sri Sri Sri Bharati Tirtha Swamiji, the Jagadguru
of Sri Sharada Peetham of Sringeri, and we also acknowledge the help of Sri V.R.

Gowrishankar, the Administrator of Sri Sringeri Sharada Peetham and our chairman.

The Academy acknowledges the generous financial assistance from the Ministry of
Human Resources Development, Govt., of India, New Delhi and the Ministry of

Education Govt. of Karnataka for this noble task.

We thank M/s. Omkar Offset Printers for their efficient printing and production
of this book.

Bangalore DAIVAJNA K.N. SOMAYAJI
Sri Tarana Samvat ‘ CHIEF EDITOR AND DIRECTOR
Chandra Ugadi KALPATHARU RESEARCH ACADEMY

Date : 21st March 2004



KALPATHARU RESEARCH ACADEMY
INSTITUTION FOR

Promotion of Research Oriented Studies in Veda, Vedanga, Agama, Jyoutisha,
Vedanta, Yoga and Ayurveda

Study of Sanskrit language in particular and other related languages
Propagation of Vedic Phonetics

Establishment of Veda Patashalas in Guru Kula System

Running of Oriental Libraries (Prachya Granthalaya)

Collection, Preservation and Publication of Old Manuscripts

R




INTRODUCTION

This is the fourth part of Devata Ripa Mala which has been designed
to be of help to the artistes and the craftsmen, engaged in the
preparation of icons for worship in temples and at homes. The icons
illustrated here by drawings and photographs are also excellent
specimens of our sculpture. The reproductions of photographs from
South Kanara District of Karnataka, here are from the late Dr. P.
Gururaj Bhatt (cf. his definitive volume on studies in Tuluva History
and Culture, 1975). He was my good friend, and he very kindly
provided me with numerous photographs. My indebtedness to him
has already been acknowledged in the previous part (Part II,
page. 101). The discussions I had with him on several occasions

brought out the distinctive features of sculptural work in that area.

This volume deals with the iconic representations of Siva in his
sportive forms (lila-murti) like Natardja, Dakshinamurti, Vaivahika-

murti-, Devyardha (ardha-nari) and so on.

I am grateful to Sri Daivajna K.N. Somayaji for providing me this
opportunity, to the Jagadguru of Sringeri who is the chief patron of
Kalpatharu Research Academy, and to Sri V.R. Gowrishankar who
is the Chairman of the Academy, I am also indebted to my friends
Sri Venkatesh Babu and Sri Nagendra of Omkar Offset Printers, for

their courtesy and co-operation while this work was in the press.

S.K. RAMACHANDRA RAO
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SIVA

One of the two most popular
and widely worshipped gods in
India (the other god being Vishnu),
Siva has an interesting conceptual
context. The worship of Siva goes
back to a distant prehistoric past
and has survived till our own day.
The appeal of Siva has been strong
and persistent among all sections

of the population.

It is difficult trace the stages
through which the worship of Siva
has assumed the present position.

The seals of the Indus valley

civilization portray Siva as the lord

of the beasts (pasupati), as an
ascetic (yogi), as a medicine-man
(bhata-bhishak), and as involved in

serpent and tree cults (naga and

vrksha). The earliest passages in

Rgveda (as for instance 1, 114)
describe Rudra as a fierce deity of
the stormy winds and deafening
thunderbolts, devastating floods and
raging epidemics. But there was
also a pacific aspect to him: he was
benevolent, he reassures the
frightened folk and cures diseases.
As a later texts says: Two are the
forms of ’this god known o the
wise-one terrible and the other
benevolent (‘dve tant tasya devasya

brahmana vedajia viduh; ghoram

anyad Sivam anyam tetant bahudha

punah’).

The early Brahmana texts (e.g.
1,6,10,
12,6,2,

Taittiriya-brahmana

Satapatha-brahmana,
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Devata-Rapa-Mala
Vajasanayi-samhita, 3,57-63)
describe a popular, magical but
inauspicious ritual known as
‘tryarhbaka-homa’, which involves
Rudra as a cruel deity and also his
sister Ambikda, who too is a cruel
goddess. The priest prepares on
the garhapatya-fire the purodasa-
cakes, takes a fire-brand from the
dakshina-fire, deposits in a place
where four roads meet and offers
parts of the cakes to Rudra and
Ambika with the mantra ‘esha te
rudra bhagah saha svasrambikaya
tam jushasva’. This offering is made
so that Rudra may go away to the
Miujavat mountains, (‘etat te
rudravasam tena paro miujavato
atthi’). It is a ritual to ward off evil,
and Rudra here personifies all evil
spirits. Further sequence of the
same ritual, involves depositing an
additional cake (from which no

parts were taken off) on a molehill

SIVA

(from Tiruvarar Temple)

or on earth dug up by rats, with

the mantra ‘akhus te rudra paSus



tam jushasva’; the rat (also an evil
spirit) is visualized as the vehicle
(or stake-beast) of Rudra. The
previous sequence is intended to
free the children of the yajamana
from the powers of Rudra, while
this sequence is intended to deliver
even the unborn children of the
yajamana from Rudra’s hold. It is
interesting to note that both Rudra
and his sister Ambika were
considered cruel deities and evil
spirits working in unison for
destructive purposes (cf. comm. on
3,57:

Vajasaneya-sambhita, ‘yoyam

rudrakhyah krura devas tasya
virodhinam hantum icchha bhavati,
tadanaya bhaginya krira-devataya

sadhana-bhutaya tam hinasti’).

We find the word Siva in the
Rgveda, but it is not the name of
any god; it is only a quality found
in many gods. But Rudra is the

proper name of a deity, but the

Devata-Rupa-Mala

expression also is a collective one:
there are several rudras, providing

a background for the eleven Rudras

SIVA
(from Tiruvarir Tyagarajasvami temple)
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SIVA

(as Nataraja)
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of the purdanas (see RUDRA).
Rudra’s identification with a single
god, whose other name was Siva

was achieved in the Svetasvatra-

upanishad and Yajur-veda
(Taittiriya-sarmhita, 4,5,1, ‘Sata-
rudriya’ section), Vajasaneya-

samhita’ (3,63) also identified Siva
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SIVA
(from a sculpture in Egmore Museum, Madras)
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SIVA with PARVATHI

with Rudra (‘tam sivanamasi’). Ashtadhyayayi (1,49; 3,53; 4,100;
S‘atapatha—bréhmana knew that 5,3,99) also knew that Rudra was
Rudra-Siva was also called variously Mrda, Bhava,
called Bhava, Mahadeva, Sarva, Sarva, Giriéa, Mahadeva and

PaSupati, Ugra and I$§ana. Panini’s Tryambaka.
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Patafjali’s Mahabhashya
provides us with the information
that there was already a group of
devotees affiliated to Siva, the
‘Sivabhagavatas’, and that there
were also icons made of Siva for
purposes of worship, along with
those of Skanda and Visakha. Siva’s
character as a god must also have
been crystallized by then: we read,
for instance, in the Satarudriya
hymns that Siva was celebrated as
‘aghora’ (benevolent), ‘kapardi’
(matted hair on his head), girisa
(lord of the mountains), bhima
(terrible), nilagriva (blue-throated),
tryammbaka (three-eyed), sabha;pati
(master of the assembly), gana-pati
(leader of the hosts), senani
(commander of the forces), Samkara
(doer of the good) and s$ambhu

(appearing for the welfare of all).

The puranas wove legends to

explain all these characteristics and

in the classical age we find Siva a
full-fledged god with myths and a
cult round him. The Saiva agamas
also helped to crystallize the cult
of Siva. But the worship of Siva in
the form of a linga was not known
to the Vedas, the Brahmana texts,
or even to Patafijali. The first
occurrence of the idea of linga
meant for worship is to be found
in Brhat-samhita (57, 53-54); we
also find here the mention of the
linga stem being divided into three
units after the three gods, Brahma,

Vishnu and Siva.

The early lingas also involved
iconic representations. The well-
known (so-called Parasu-rames$vara)
linga at Gudimallam in Andhra-
Pradesh (about the first century
B.C.) has the entire human
representation of Siva, while the
linga at Bhita (a little later) has a

bust and also four human heads
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SIVA
(bronze, utsava miurti)
below it. In both of them, the

phallic association has been
realistically shown, but the idea of
a linga is not exhausted by it.
Linga-purana (20, 16,1) says that
linga is Mahe§vara, and that he is

called linga because the mortal eye

Devata-Ripa-Mala

cannot perceive him, and all things
ultimately dissolve themselves in it
(‘lingas sakshan mahe$varah; layanal

lingam ity uktam’).

It is important to realize that
Siva is called a lingin (who bears
or sustains the linga); linga (which
is another word for the Samkhyan
prakrti or $akti) is an attribute of
Siva (who symbolizes purusha,
lingin). The idea of the generative
organ (phallus) is little more than
symbolic. More important is the
conception that pradhana

(fundamental creative urge) is linga,

and that Paramesvara is the lingin.

The early lingas (as those of
Gudimallam and Bhitd) are actually
lingins; the suggestion of phallus
(realistically moulded in the first
case, and drawn by lines in the
the

second case) is only in

background. Later lingas, however,
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contain the two distinct units: the
pedestal or yoni and the shaft that
rises above it. The pedestal is
feminine in aspect while the shaft
is masculine. The former is identified
with Parvati or Sakti and the latter
with Siva (‘linga-vedi mahadevi
lingam sakshan mahesvarah’). In
the Agama-texts, the shaft-portion
of the linga is more often known
as the Rudra-bhaga, and the portion
beneath it covered by the yoni
Vishnu-bhaga (Vishnu being
identified with Devi); the portion
below the Vishnu-bhaga, hidden
under the ground is the Brahma-
bhaga, neuter in aspect and
unmanifest in nature (avyakta). The
expression Siva comprehends all
the three parts of the linga; the

word is more inclusive than Rudra.

Mahabharata
17,13-14)

The epic
(anusasana-parva,

narrates that Siva appeared before

Asévatthama first as a golden altar
and later as a resplendent deity
upon it (‘purastat kafichani vedi
pradurasin mahatmanah; tasyam
vedyam tada rajan chitrabhanur
ajayata’). In ‘vana-parva’ of the
same epic, Arjuna, when defeated
by the hunter (kirata, Siva in
disguise), worshipped Siva on an
earthern altar (‘sthandilam
mromayam krtvda malyenapujayad
bhavam’). In such and other
references, it is hard to see any
phallic associations with the idea of

a linga.

The early Ujjain coins (3rd to
2nd century B.C.) portray Siva in
the linga form as well as in the
theriomorphic (as bull) and
anthropomorphic forms. The phallic
representations, however, are not
common. And it is to be noted that
whenever the linga is shown, trees

are also shown alongside (as the



SIVA
utsava murti)

(bronze,

uninscribed cast coin, which has a
linga on a square pedestal, with a
tree in railing on its left, cf. J.
Allen: Coins of Ancient India, p.85,
no.2, plate XI). The linga is more
naturally aligned to the cult of trees
(sthalavrksha) than with the phallic

associations.

Devata-Riapa-Mala

Quite frequently the early Ujjain
coins show Siva in  his
anthropomorphic aspect, as a two
armed hero standing, carrying club
in one hand and water-vessel in the
other (danda and kamandalu).
Sometimes the club takes the form
of a trident or a battle-axe. Some
coins show Siva holding trident in
one hand and club in the other.
Bull as an emblem of Siva occurs
frequently in the coins belonging to
the early Kushana period (around
the first century A.D.). The gold
coins of Wema

and copper

Kadphises (the Kushana monarch
who ruled after the Indo-parthian
Gondophares, early first century
A.D.) show the trident bearing Siva
along with the bull. The legend on
the coins describe Siva as the ‘lord
of all the world” (‘sarva-loga-
isvarasa’) and the ‘great lord’

(‘mahisvarasa’).
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The expression Siva (from ‘s’

with the suffix ‘van’, meaning

‘auspicious’) signifies ‘auspicious’
(‘sivam kalyanam vidyate asya’) or
‘averting the inauspicious’ (‘Syati
asubham’). The early iconographic
manuals like Tantra-sara describe
several aspects and forms of Siva,
all of which are anthropomorphic
in character. Several details like
three eyes (signifying sun, moon
and fire), crescent moon on crest,
matted hair as crown, serpents as
ornaments, tiger-skin as garment,
and battle-axe and deer in the
hands are all brought out in these
descriptions. Half of Siva’s body
being identified with Sakti is also

an old concept.

It is usual for Siva to be
visualized as having five heads and
ten arms. The five faces have

different colours: (‘mukta-pita-

13

payoda-mauktika-japa-varnair
mukhaih’), and the ten hands carry
spear, (sula), hammer (tanka), sword
(krpana), fire

vajra, (dahana),

serpent (nagendra), bell (ghanta),
goad (ankusa), noose (pasa) and
the gesture of protection (bhiti-

hara).

The Saivagama texts enumerate
several sportive forms, each of
them associated with a legend,
which are represented in the Siva
temples (see LILA-MURTI and

individual entries).

The cult of Siva recognized

eight forms (ashtamurti)

corresponding with the five primary

elements (‘pafncha-bhiti’), sun,

moon and soul (yaja-mana or

jivatma, kshetrajia): Sarva (earth
Bhava Rudra

element), (water),

(fire), Ugra (air), Bhima (akasa),
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Isana (su)n, Mahadeva (moon) and
Pasupati (soul). Eight centres of
Siva-worship are also recognized:
Siva-kafchi (Ekémranz‘itha in

Kanchipuram, Tamil Nadu),
JambukeS$vara (near Srirangam, in
Tamil Nadu), Arunachala
(Tiruvannamalai in Tamil Nadu),
KalahastiSvara (on banks of river
Svarnamukhi in North Arcot district),
Chidammbaram (in Tamil Nadu), the
visible solar disc (pratyaksha-
devata), Somanath (in Saurashtra)
and Pasupati-natha (Khathmandu

in Nepal).

Vishnudharmottara provides

iconographical details of these
eight forms. The all have matted
hair done up as a crown (jata-
makuta), crescent moon on head,
four-armed, two of the hands
assuming gestures of protection

and boon-bestowal and the other

Devata-Rupa-Mala

two holding trident and khatvanga.
Sarva, Mahadeva and Pasupati are
similar: white-complexioned like
conch, pacific of aspect, standing
on lotus seat, and carrying in the
four hands sword and shield and
gestures of protection and boon-
bestowal. Bhava and Bhima are
alike; red in complexion, matted
hair done up as crown, tusks in
mouth, and carrying in the four
hands and

spear and noose

gestures of protection and boon-

bestowal. Bhima, however, is
terrible in aspect while Bhava
is pacific.

According to Parva-karana, all
of them (excluding sun and moon)
are three-eyed and draped in

silken garments. Bhava is white
coloured, Sarva black, Isana red,
blue,

dark

Pasupati Ugra pale pink,

Rudra brown (musk
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Bhima coral red and

The eight

coloured),
Mahadeva deep blue.
forms constitute the eight legs of

Sarabha (see SARABHA).

Texts like Siata-samhita

describe five aspects of Siva

(pancha-brahma): Sadyojata
(representing earth, and pervading
and

Vamadeva (water

ego),
manas), Aghora (fire and buddhi),
and

Tatpurusha (air and maya),

Isana (akasa and soul). Srikantha-

Sivacharya identifies the five
aspects with Brahma, Vishnu,
Rudra, Iévara and Sadasiva

respectively (Brahma-mimamsa
bhashya). These five aspects not
only pervade the wuniverse but
help the devotees cross the sea

of transmigration.

Aparajita-sitra enumerates five

iconic forms of Siva:

(1) Ahirbudhnya:

armed; carrying on the right side

(sixteen-

mace, serpent, discus, hand-drum,
club, trident, goad and rosary, and
on the other side tomara, pattisa,
shield, skull-cup, bell, $akti, axe

and gesture of warning and threat.

(2) Bahu-rupa-sadasiva
sixteen-armed hand-drum, discus,
serpent, trident, goad, pot, mace
and rosary on the right side, bell,
skull-cup, khatvanga, gesture of
warning, small water-pot, bow, axe

and pattiSa on the left side.

(3) Virupaksha : sixteen-armed,
sword, trident, hand-drum, goad,
serpent, discus, mace and rosary
(right), shield, khatvanga, $akti,
axe, gesture or warning, pot, bell

and skull-cup (left).

(4) Tryambaka : sixteen-armed,

discus, hand-drum, club, bow,

trident, goad, shield, and rosary
(right), mace, khatvanga, bowl, bow,
gesture of warning, pot, axe and

pattisa.
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(5) Vaidya-natha : the form of
Siva as he drank up the terrible
poison that came ‘up when the
milky ocean was churned, white-
complexioned, pacific in aspect,
the lotus

seated in posture,

decorated with all ornaments,
serpent as the sacred chord (naga-
yajiiopavita), three eyed, resplendent
like a million suns, matted hair on
head to which crescent moon is
stuck, draped in tiger-skin and
four-armed, carrying trident, skull-
cup, rosary and gesture of
protection; he is invoked of strength

and health.

There are twelve principle forms
of Siva, which are popularly
worshipped and clelebrated in
legends and myths; they include
the five aspects (paiicha-brahma)

and have stylized iconic forms.

(1) Sadyojata white-
complexioned, three-eyed, matted

hair and bunch (jata-bhara), pacific

Devata-Rupa-Mala
countenance, crescent moon on
crest; two armed, the hands showing
gestures of protection and boon-

bestowal.

(2) Vamadeva

complexioned, three-eyed, matted

red-

hair and crescent moon and head,

~ straight nose; two-armed, carrying

sword and shield.

(3) Aghora blue-lotus

complexioned, terrible tusk in
mouth, serpent on head, three-
eyed, garland of severed heads,
serpents as ear-rings, sacred chord
and girdle, yellow hair; eight armed,
carrying in the hands on the right
shield

and bowl, and in the hands on the

side khatvanga, skull-cup,
other side trident, axe, sword and

cudgel.

(4) Tatpurusha yellow-
complexioned, a sacrificial chord,
two-armed, holding in the right

hand rosary, and in the left fruit.
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(5) Isana : white-complexioned
like crystal, matted hair and
crescent moon on head, three-

eyed, and two-armed, -carrying

trident and skull-cup.

(6) Mrtyuiijaya exceedingly
white in colour, crown of matted
hair to which crescent-moon is
stuck, draped in tiger-skin; four-
armed, carrying trident and rosary

(right) and skull-cup and posture

of yogic meditation (left).

(7) Vijaya : resplendent form,
three-eyed, matted hair and crescent
moon, four-armed with trident and
lotus and gestures of protection

and boon-bestowal

(8) Kiranaksha white
complexion, (maha-

bahu),

great arms
three eyes, four hands
carrying book, rosary and gestures

of protection and boon-bestowal.

(9) Sri-kantha : well decorated
and draped in garments of varied
colour, sacrificial chord, four-armed,
with sword, bow, shield and arrow

in the hands.

(10) Sadasiva : three-eyed and

four-armed, two normal hands
holding a pot filled with nectar
(pirnamrta-kurmba), and the other

hands carrying pot and rosary.

(11) Dvadasa-kala-yukta

Sadasiva : five faces, three eyes
(representing icchha, kriya and
jiana) and ten hands, seated in
lotus posture; two normal hands
joined in yoga-mudra and ‘carrying
gesture of protection, sakti, trident
and khatvanga (right) and serpent,

rosary hand-drum and fruit."

(12) Aghorastra : appearing as
if in great indignation (like fire
flames), two hands, carrying trident

and sword.
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Siva-linga (Mukha-linga)
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Early Siva Linga (Parasu-ramesvara)

Gudi-mallam, 1st century A.D.
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Siva (Pallava)
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Siva (Pallava)
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Tripurari (Pallava)
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Tripurari
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(Stone)

ipurari
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Tripurari
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Tripurari (Pallava)
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Tripurari
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Mahadéva

Paficha-mukha Sené$vara Temple, Baindaru.
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Siva-Bhairava
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Chandra-$ekhara
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Chandra-$ekhara (sukhasina)

33



14 Devata-Ripa-Mala

§ 3 2

2 BOSTE N Gogsse ‘7:;%‘;%

gL

S e |

5
s

b £ " B ‘
W AR &Vga\ "
A NS NI L
2 \ u»/ < V<l
N

2D

\M‘_';;

g Vit /| ‘;\o}
i G

Sportive forms of Siva



Devata-Ripa-Mala

~ Gajasura-Samhara
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Vina-dhara (bronze)
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Vina-dhara (bronze)




39

Devata-Ripa-Mala

Vrsharadha
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Chandrasekhara, Mahaling€svara Temple, Puttur.
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Chandra-Sekhara, Mahalingésvara Temple, Puttur.
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Sada$iva (Bronze), Siva Temple, Temple, Udipi.
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Sadasiva (Bronze),

Chandramauli$vara

Temple, Udipi.
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Sadasiva (Bronze), Siva Temple, Katyaru, Belthangady.
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Sadasiva (Bronze) Arehole Temple, Arehole,

Coondapura Taluk.
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Sadasiva (Bronze)

Mahalingesvara Temple, Suralu.
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Mahadeva

(Bronze), Somanathe$§vara Temple

Midukeri, Barakiru.
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Chandrasekhara

, Pafichalingéévara Temple, Barakiru.




Devatﬁ-Rﬁpa-Mﬁlﬁ

Sadasiva (Bronze), Siva Temple, Madhuru.
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Chandramauli$vara (Bronze) Chandré$vara Temple, Udipi.
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Chandrasekhara, Siva Temple, Agrahara

Brahmavara, Udipi.
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Mahadéva (Bronze) Somanathé$vara

Miudukéri, Barakiru.

Temple,
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Mahadéva (Bronze) Ananté$vara Temple, Udipi.
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Chandra-sekhara
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Chandra-Sekhara
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Chandra-sekhara
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Vrshariudha



60

Devata-Ripa-Mala

Vrsharidha
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Vrsha-ridha (bronze)
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Bhikshatana
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Bhikshatana
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Bhikshatana-murti
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Bhikshatana-murti
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Gajaha-maurti

Devata-Ripa-Mala




Devata-Ripa-Mala

Uma-mahesvara
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Kankala-murti
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Bhikshatana
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Kankala-maurti
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Dakshinamirti

(wood),

Pafichalinge$vara Temple, Barakiru.
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Daskhinamurti (Bronze), Chitrapura Matha,

Sirali.
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Vinadhara
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Vrsha-ridha
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Sadasiva (Bronze), Mahalingésvara Temple, Puttur, South Kanara.
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Kerala

(mural),

arti

m

a

Dakshin
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Dakshinamirti

(Pallava)
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Dakshina-mirti
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Kalyana-sundara (Vaivahika)
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Kalyana-sundara (Vaivahika-miurti)
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Kalyana-sundara (Vaivahika-murti)
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Kalyana-sundara (Vaivahika-mirti)
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Siva-Sakti

(Rajarajeswari Temple, Polali)
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Umamahésvara,

Umamahésvara Temple, Padu

Panambiru.
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Uma-sahita (stone)
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Uma-sahita
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Vrshantika
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Vrsharidha

Trisulésvara Temple, Mangalore.

Devata-Ripa-Mala




Devata-Rupa-Mala

Umamahé$vara,

Mahalingésvara Temple, Surilu,

Udipi.
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Uma-mahésvara

-~
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Umamahé$vara, Umamahésvara Shrine, Vittala,

South

Kanara.
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Umamahe$vara (Bronze), Subrahmanya Temple, Subramanya.
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Umamaheévara (Bronze), Sarabhe§vara Temple, Savaru.
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Siva-Sakti (Bronze), Mikimbika Temple, Kollaru.
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Somaskanda-maurti
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Ganga-visarjana-murti
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Uma-mahe$vara




Devata-Rupa-Mala 105

Alingana-murti
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Uma-mahesvara (parivara)
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Uma-mahesvara (Vrshabharudha)
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(Alingana)

Uma-mahes$vara
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Uma-mahesvara (Vrshariadha)
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Uma-mahesvara (Vrsharadha)
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Uma-maheévara (Alingana)
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Uma-mahe$vara (Vrsharudha)
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Uma-mahe$vara
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Bhairava-Bhairavi
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Siva-Sakti
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Uma-mahesvara (Vrsharadha)



Devata-Ripa-Mala 119







121

Devata-Riapa-Mala

Sankara-Narayana
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Ravananugraha (Hoysala)
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Para$u-rame$vara
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Sarabha-mirti
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Chandike$vara



Chandikesvara
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Bhairava-maurti
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Virabhadra (stone)
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Kala-Bhairava
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Vira-Bhadra
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Bhairava
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Bhairava
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Bhairava, SénéSvara Temple, Bainduru.
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Virabhadra, Virabhadra Shrine, Basariru, South Kanara.
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Virabhadra, Virabhadra Temple, Suratkal.
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Virabhadra, Virabhadra Temple, Kalyanapura
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Virabhadra,

(Wood),

Virabhadra

Temple,

Udyavara
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Virabhadra, Sivalli




S

Devata-Riapa-Mala 159

Virabhadra, Virésvara Temple, Barakiru.
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Chandikesvara
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Uma-mahe$vara
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Siva-dvara-pala
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Narada (celestial musician)
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NATARAJA

Nataraja is among the most fascinating and popular representations
of Siva in his sakala-aspect (meant for visualization). It is called the
dancing-form (Nrtya-marti) among the sixteen forms enumerated in
Kadyapa-silpa (others being sukhasana, Umaskanda, Chandrasekhara,
Vrsha-vahana, Gangadhara, Tripurari, Kalyanasundara, Sardhanari,
Gajaha, PaSupata, Kankala, Harihara, Bhikshatana, Chandesvara-prasada
and Dakshinamarti; Kaladahana and Lingodbhava being added in some
texts). The origin of this form appears to be in Kasmir Saivism. The
soure-book, Siva-sitra of Vasugupta, describes Siva (atma) as a dancer,
the consciousness (chit) as the platform on which he dances and the

senses turned within as the spectators (prakasa 3, sttras 8, 9 and 10),

Tdeh STcAT ||
THSATAT |

prcauiizonull

Varadardja’s commentary (vartika) on the above text explains that

Siva dances in the theatre of our very body as the innermost self

Rsw WA

Fd: Waed ||
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According to another gloss on the same text by Bhatta-Bhaskara,
the world itself is the dance (jagan-natya) and the dance is in two streams:
the external manifestations (bahir-unmesha), and the internal
manifestation (antarnimesha). The classical dance tradition of Bharata-
muni associates the three gestural presentations (abhinaya) in dance,
mentioned by Bhatta-Bhaskara (vag-anga-aharya-sattva-yuk), with Siva as

the very personification of the universe and its spirit:

ek gdaTgHa |
e TgEamIte
q 9 aifaes fRem)

The yogis are said to search within their own hearts for the divine
dancer whose true nature is consciousness (chaitanya or chit). This search
is technically known as ‘anu-sandhana-purvaka-svaripa-paramars$a’,
which in fact is the $akti-prasara (the extension of Siva in terms of his

power) of Siva. The power is five-fold:

1. chit (light, consciousness)
2. ananda (freedom, bliss)
3. ichchha (intention, unimpeded expression)

4. jiiana (differentiation of apprehender and the apprehended,
grahaka-grahya-bheda)

5. Kiriya (power to assume all forms)




e

Devata-Riapa-Mala 173

And the yogis recognize that these powers of Siva are associated
with the five-fold manifestations of the universe: (1) srshti (creation,
evolution), (2) sthiti (preservation), (3) samhara (dissolution), (4)
tirodhana (veiling; illusion leading to bondage), and (5) anugraha (grace,
release from bondage). These are represented by the five divinities,
Brahma, Vishnu, Rudra, Maheévara and Sadasiva, respectively. Siva is

therefore called pafichakrtya-murti.

: REE 9qd IR |
TR ||

The five aspects of the Divine presence in the phenomenal
appearance are represented in the dance-form called Nrtya-marti or
Nataraja, and also in the five-lettered mantra specific to Siva
(pafichakshari): (om) na-mah-$iva-ya. There is a correspondence of the

five letters of the mantra with the five acts (powers).

Pafichakshari Paficha-krtya

Si srshti  (creation)

ya shiti (preservation)

na samhara (dissolution)
va tirodhana (obscuration)

ma anugraha (grace)
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There is a further correspondence of the five letters of the mantra
and the five divine acts with the five dance-forms of Nataraja, and the

significance of the five limbs of the iconic representation of Nataraja:

Paiichak Paificha Paiicha- Paiichanga
shara krtya tandava
1 Si srshti Kalita-tandava damaru (hand-drum)
(udukkai)

2 ya sthiti Gauri-tandava abhaya-hasta (hand of
preservation)

3 na samhara Samhara-tandava agni(fire)

4 va tirodhana Tripura-tandava  Gajahasta (arm thrown
aside)

5 ma anugraha Urdhva-tandava utthita-pada  (leg lifted up)

This is according to the Tamil classic, Unmai-vilakkam (Umapati-
Sivacharya. All the five forms of dance are coalescend into one form
known as Ananda-tandava in Chidambaram. There is also an explanation
provided in  Chidambara-nummani-kovai  (Tirumalar) about the

significance of the five details of the iconic representation:

1. damaru - creation of the worlds
2. abhayahasta - protection affords to all beings
3. agni - transformtion of the worlds

4. planted foot - abode for the tired souls, caught in

transmigration
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5. raised foot - granting of liberation; and grace.

The mantra known as chidambara-pafichakshara which is specific

to Nataraja takes the following form:

3% g off 7u: fam of & %

This is primarily the mantra which secures emancipation from
phenomenal fetlers and profects the devotee (moksha-raksha-pradhana).

The details are:

TeTRE HiY: | AEforie, B<: | § 9| ¥: with: | Wsg Hreaa Il

Bl &l
Rrarem: | I

T e 71 R
T9:R1E™ | FeEe |
g 99 f¥mar| )
I T {11 sl
=T ||

oY Ffgeed = fgdid =won qun
e wreesd 9 =g oW Rl
NG qFH =9 qved wEAq gt ||

(The five letters are represented by the hand that holds the fire,
the two feet, the arm thrown aside, the hand-drum, and the gesture

of assurance of protection respectively)
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s (]
qEEASY dfg ARIGRY
H gl Facasa |
YRR Y SHEIHIR
I g T aH|
T e EeafesHT-
TR H YT
TFAEEE @ Weid 8
EiCREpREUEEIE]

The variant readings of the mantra are employed for different magical

accomplishments:
Rem 79: | (akarshana)
prelNcil (stambhana)
iy 7| (mohana)
AR (samhara)
T5: BEm| (uchchatana)

Of the five forms of the linga corresponding to the five primary
elements (bhata), chidambaram has the akasa-linga, Kalahasti has vayu-
linga, Tiruvannamalai has tejo-linga, Tiruvanaikku has apa-linga, and
Kafichipuram has prthvi-linga. In chidambaram, the sanctum does not
contain the linga representation; because it is akasa-linga, it is empty

space. The wall is decorated with a garland of bilva in gold. When the
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iamp is waves, the space gets illumined. This is the formless aspect of
Siva (nishkala or ariipa). But facing south is the sacred pavilion known
as chitsabha (ponn-ambalam in Tamil, ‘maha sadasi sauvarne’); it houses
the sph'atika—linga, which is regarded as having form as also formless
(sakala-nishkala, ripa-rupa). It is this crystal linga - which receives
worship-details (aradhana, abhisheka etc.). Behind this linga is the image
of Nataraja (nrtya-marti), which is the visible representation of Siva
(sakala, rupa). These are the two sacred spots in the temple: the
enclosure housing the akasa-linga (guhya), and the enclosure containing

the image of Nataraja:
TSR 53 Tl faoned gaed |

However, the earliest object of worship in the shrine is in the second
inner enclosure (prakara) of the temple; this is known as ‘tiru-mulat-
tane§varar’. Natardja is accompanied by the form of Devi known as Siva-
kama-sundari (Siva-kami). Because the dance is in the chitsabha, the
dancer (known in Tamil as Adavallan, ‘‘one who can dance’) is called

Sabhesa.

AIHMIET T, SHEHIHa -
T |

e fafa e woravEeR
HiFd urquay |
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SGY FerRhter TRy
T T |
q: G qETE: ||
Chit-sabha symbolized the space within the heart, and the dancer

is beyond space (vyomatita). The dhyana-§loka describes him as the

dancing point of eternal light within this space:

Jeasae 9 faged gawem |
[IETE TeAIfd: Jegd 9 e |
FATRIA TEHTE TATUR &I |
foIcREs & SfaErETea |
GHAS TR JERIHTa ||
TS ATeTE g faTureeR e |
TETIT HETI P TR T Hgae ||

All around the dancing figure extends the aureole or circle of
effulgence (prabhamandala, agni-torana; tiruvasi in Tamil), which is
variously described as the solar orb (ravi-mandala), as the sphere of
the fire element (agni-mandala), or as the space of pure consciousness
(child-akasa), viz. the chit-sabha. It symbolizes primordial nature
(prakrti); the dance is that of mother nature (Kali), prompted by Siva
the Purusha. Siva is the pillar of great light (maha-jyoti-stambha), ever
dancing (sada-nrttam) in order to protect his devotees and preserve the

order Iin the universe (palanartham). The aureole signifies the space in
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which the entire universe is contained as well as the space within the
heart of every being.

eRchifetfas Fivee sftargrsTe |

e et

Ifs AT e T el T |

TR TIHHYH HICHT Id AU WS ||

This dhyana-$loka specifies the iconographical details of the Nataraja
image. He has three eyes, and wears on his head noon and Ganga.
His right leg is firmly planted on the ground, and the left leg is bent.
He dons the tiger-skin as his loin-garment. His right hand assumes the
gesture of providing protection for all his devotees, and his left arm
is in a swinging act (dola). His right His extra right hand holds the hand-
drum, while the corresponding left carries fire. The dancer in the hall
of consciousness has his consort on his side and she is dark in hue

and holds a parrot in her right hand, the left hand being on her hip.

Another dhyana-$§loka brings out his incomparable, subtle, pure,
persistent and pervasive form, which is also transcendental. The form
is beyond space, and is altogether unoriginated, although he abides in
the

I 9 geH 9 e wET |

Yoo, fafies wgesd gt ||

Tl | ggH el SwRoea: |

fUedTq, FaT Tih S HcTeyE=ad ||
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THEE | A8 SAugRATaad |
SiAUTERAT I TeTTa®ysy |
TEAUTHEE AIGEY I |
dedugd ARr fogEd gavedd |
T GRS SRS T2 ||

The dance is really the dance of wisdom. Significant in this context >

is the presence of Apasmara-purusha (Miyalaka), on whom Siva dances.

This demon who lies prostrate under the right foot of Siva (in the act
of trampling on (him), is the personification of ignorance (ajfiana, avidya),
evil (anava-mala) which binds the soul in the phenomenal fetters. Siva

represents enlightenment, illumination. Dhyanaratnavali has this verse:

TR fErqUe -

foeag amggE deq |
SATATATATIAE TG UTHH

TR WA |
TG T IgAT

TEATITETIRY |
afe SATHRE SHES ATl 4 WS |

And yet another dhyanasloka is even more descriptive and

iconographically lucid:

et e
e BT AT gvTHUSEH TS |
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i gierd e amare g i)
Tgq aWEN © SeREdITey ||
Imee R afg 3f&m eae qun
aRUEgh ATERITR e |
aw e T =l

The particular bodily posture or flexion assumed by Nataraja is said
to be ‘atibhanga’. The details given in AmsSumadbheda-agama are as
follows, and the figure is prescribed to be in the superior variety of

dasa-tala:

The dance form is known as Ananda-tandava or Nadanta-nrtya.
Kamikagama calls it Bhujanga-trasita (or Bhujanga-trasa). In this form,

the bent leg is lifted up, in fright at sighting a snake:

FHiFd Tegfae s faadad)
Hfe Tgfeadt o sereid gl

The icon is in uttama-daSa-tala. It has four arms: the left extra

hand carries fire with three flames (agni, trisSikha) either on the bare
palm (karaputa) or in a container (patra); the left normal hand is thrown
across like the trunk of an elephant (gajahasta or danda); the right extra
hand holds the hand-drum (damaru), and the right normal hand assumes
the gesture of protection and reassurance (abhaya) (the top of this hand
held upright is prescribed to touch the hikka-satra). The right arm is

decorated with an encircling snake (bhujanga-valaya.)
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The right leg is slightly bent (ishat-kufichita) but planted firmly on
the Apasmara-purusha (Muyalaka). This dwarfish demon is required to
be made in chatus-tala (four-tala measure, 36 inches). He lies prostrate
on the ground with his belly flat on the ground, and his head to Siva’s
right and legs to Siva’s left. He may turn his head upwards (trdhva-
mukha), or he may keep his head down (adhomukha). He is dark in
complexion. And he holds in his hands a cobra with extended hood,

or he assumes the snake gesture (naga-mudra) in his right hand.

The left leg is lifted up and bent sidewards (Grdhva-sthita). His
head is adorned by the strands of matted hair tied into a crown-like
form (jata-mukuta). The strands of hair that are spread out (visankirna)
may be five to thirty in number, and the colour of these strands are
said to be tawny (pingala). In between the spread out strands of hair
on the right side are to be seen the durdhara and arka flowers, while
on the left side the strands are decorated by a snake (naga), grinning

skull (hasita-kapala) and crescent moon (ardha-chandra).

On the right side of the head is Ganga, the river personified. The
upper portion is in the form of a lady in afijali-posture, and the lower
portion is the in form of a flowing river. Her height is prescribed to

be equal to the length of Siva’s face.

The neck is adorned by necklaces of naga, bakula flowers, pearls,

conch-shells and boar’s sabre-teeth (varaha-damshtra); there is also a
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tiger’s claw (vyaghra-nakha) prominently displayed. There may also be
a pendant made of tortoise-shell (kirma-$amkha-nirmita-padaka). On the
left shoulder is seen the tiger’s-skin (vyaghra-charma), orantelope’s skin
(harina-charma). The body is adorned with a sacrificial thread
(yajiopavita) and waist-band (urah-sitra). According to Pirva-Karana the

eyes of Siva musk be like a Kurari-bird.

The Saiva saints called Nayanmars conceived the image of Nataraja
as a union of prakrti (woman) and purusha (man) (‘pennu-mayanumagi’).
This is illustrated by the left ear being adorned by patra-kundala (typical
for the feminine deities) and the right ear by makara-kundala
(characteristic of male deities). The shape of the hand-drum held in the
right hand signifies the union of yoni (vulva) and linga (penis). The three

eyes represent the union of the S$aktis: sum, moon and fire.

Parvati is prescribed to be placed by his side on a lotus-seat (padma-
pitha). Known as Siva-Kami, she holds in the right hand the kataka-
mudra, and her left arm is dangling (dola). To the right of Nataraja

may be shown the sage Bhrngi or the goddess Bhadrakali.

The hereditary priests in the Chidambaram shrine, known as
dikshitars recognize in Nataraja the agamic idea of Sadasive-tattva. This
tattva, which comes after Siva-tattva (pure and transcendental Brahman)
and before Mahes$va-tattva (iconographical manifestation of Siva in

twenty-five forms, arranged in four groups: srshti, samhara, anugraha
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and nrtya), abounds in the five energies or powers of manifestation of
Siva: (1) primordial and formless power (adi-sakti, amurta-sada); (2) the
energy of intentionality (ichchha-$akti, murta-sada); (3) the energy of
knowedge (jiana-Sakti, Kartr-sada), and (4) the power of manifesting
in all things and in all ways (kriya-$akti, Karma-sada). All the sporting

forms of Siva are but manifestations of this last power:

The dikshitars invoke this sadasiva aspect in fire:

wRRd ety g admfe )
sficae 7l g Ao guidisan|
TR qged g Sfaumpaw=ig ||

Nataraja, their tutellary deity is seen as transposed upon this

Sadasiva-tattva GETRTENGR THY ATETEA ).

He may be conceived as having a form or as formless but seen
on top of the linga or in the centre of the great mirror in the sanctum

of the shrine:

TEredumed o1 foem a1 TeveRy |
ITEIHTY TR FiarorgrReivay ||

A Tamil poem of sacred significances, Tiruk-kiittu-darisanam (the
vision of the sacred dance) explains that ‘“‘the Tillai (another name for

chidambaram) dancer is everywhere; his benevolent energy is pervasive.

X
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Chidambaram too is everywhere; and his dance is also everywhere. His
dances are in sakala as well as nishkala forms. His dance is five-fold
(pafichakrtya), the sacred dance is the expression of his grade. He dances
ar in sakala as well as nishkala forms. His dance is five-fold (pafichakrtya),
the sacred dances is the expression of his grade. He is Uma-sahaya.
The united bliss (ananda) is Uma’s body; and from this sakala arises
the energy. His body is space (akasa); and the dark cloud in the space
is Miuyalaka. The eight directions constitute his eight arms; and the three
lights are his three eyes. Our body itself is the arena in which the divine
dance occurs. If is indeed the sabha (the assembly hall). His dance takes

place in our hearts, in our own self.”

‘The dancing foot, the sound of the tinkling bells, The
songs that are sung and the varying steps. The forms assumed
by our Dancing Gurupara. Find out these within yourself, and

then shall your felters fall away!
Sivajiiana-siddhiyar (supaksha, sutra 5) says:

“The Lord dances with actions five, in order to secure for countless

souls both kinds of rewards: here (iham) and hereafter (param).”
L Unmai-vilakkam (32 etc.):

“The sacred dance is designed to remove our sins. By dancing,

the Lord scatters away the darkness of Maya, burns the fetters of Karma,
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and stamps out Mala (avidya, anava), showers on us his grace, and

lets our souls plunge in the limitless sea of bliss (ananda).”

The same text explains that the aureole (prabhavali, tiruvasi) is in
fact the pranava (omkaka), and is identical with the dance. ‘““The hook
or arch (kombu) symbolizes ideographically the mystic syllable. The arch
over Natardja is omkara, and the akshara which is never separate from
omkara is the contained splendour. This is the dance of the Lord of
Tillai (chidambaram).”” Tiru-arul-payan (9,3) regards the aureole as itself
the dance of nature (prakrti) ‘‘the dance of matter (prakrti) proceeds
on one side, and the dance of wisdom (jidna) on the other side. We
must fix our mind in the centre of the dance of wisdom’. The first
dance refresents the material power, individual energy. This is the aureole;
it is the dance of Kali. Thq second is the dance of Siva, of the akshara

(ardha-matra, the turiya, the chaturtha) inseparable from the omkara.

Ananda K. Coomaraswamy sums up: ‘““The essential significance of
Siva’s Dance is threefold. First, it is the image of the Rhythmic Activity
as the source of all movement within the cosmos, which is represented
by the Arch. Secondly, the purpose of his Dance is to release the
countless souls of men from the snare of illusion. Thirdly, the place
of the Dance, Chidambaram, the centre of the universe, is within the
Heart”. He further explains that Siva dancing within and touching the
arch (aureole) with head, hands and feet, is the universal and omnipotent

Purusha. Between these two stands the soul, even as in the pafnchakshari
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‘ya’ is between ‘Siva’ and ‘namah’.

The paiichakshari-mantra itself has been variously interpreted.
Unmai-vilakkam (33-35), for instance, says that in the divine dancer’s
feet is ‘na’; in his navel is ‘ma’; in his shoulders ‘6i’, in his face ‘va’,
and in his head is ‘ya’. The hand that holds the hand-drum is ‘Si’;
the arm that is thrown across is ‘va’; the hand that assumes the abhaya-
mudra is ‘ya’; the hand that carries fire is ‘na’; and the foot that tramples
down Muyalaka is ‘ma’. ‘‘The meanings of the five letters are God, Sakti,
soul, tirobhava and Mala, respectively. If this beautiful five-lettered mantra
is meditated upon, the soul will reach the land where there is neither
light nor darkness; and it is there that the Sakti will make it one with

Sivam.”’

The same text develops the symbolism of the dancing Siva: ““In
the drum behold creation (srshti) in the assuring hand preservation
(sthiti), in the fire dissolution (samhara), in the planted foot obscuration

(tirobhava) and in the foot held aloft emancipation (anugraha).

Saiva agamas enumerate and describe seven varieties of Siva’s dance
called ‘tandava’. Tandava (so called because Siva transmitted this art
to his favourite attendant Tandu, who made it popular among mortals
and gods) is the male dance, in contradistinction with ‘lasya’, which
is feminine in form. The seven canonical varieties include the five ‘acts’

of Siva (paficha-krtya); and one of the seven is an ensemble of these
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five. Tandava is also described as ‘uddhata’ or violent and aggressive

whereas lasya is gentle. The seven tandava varieties are:

1. Kalika-tandava (creation, srshti). Here the dancer has two eyes
and eight arms. The hands on the right side carry trident (trisula), hand-
drum (damaru), noose (pasa) and the gesture of protection (abhaya).
The hands on the left side carry skull (kapala), vessel containing fire
(agni-patra), and war-bell (ghantd) and one of the arms is thrown across

(gaja-hasta).

2. Gauri-tandava (preservation, sthiti). Here, the dancer has six
hands, three on the right carrying gesture of protection, hand-drum and
spear ($ila), and three on the left carrying serpent (naga), gesture of
wonderment (vismaya) and the arm thrown across. Mayamata calls this
‘bhujanga-lalita’. Gauri, $iva’s consort, stands on the left side and Nandi,

Siva’s attendant, on the right side of Siva.

3. Samhara-tandava (dissolution, samhara). Here the dancer has
three eyes and eight arms. The right hands carry the gesture of protection,
trident, noose and hand-drum, while the hands on the left side carry
skull (kapala), serpent (naga), gesture of wonderment (vismaya) and arm
thrown across (gajahasta). The left leg is planted upon Miyalaka and

the right leg is lifted upward (ardhva-pada).

4. Tripura-tandava (obscuration, tirobhava). The dancer has sixteen

hands, those on the right carrying the gesture of profection (abhaya),
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hand-drum, vajra, spear ($ula), hammer (tanka), cudgel (danda) and
serpent (naga) (alternately spear (sula), noose (pasa), sword (khadga),
hand-drum (damaru), banner (dhvaja), vampire (vetala) and gesture 6f
warning (sichihasta); and those on the left fire, arm thrown across
(gajahasta), a musical instrument with two conjoint (mithuna) heads
(dvimukha-vadya), ringlet (valaya), basner (patakahasta, dhvaja), war-bell
(ghanta), shield (khetaka), and skull (kapala) (alternately fire, arm thrown
across (gajahasta), shield (khetaka), gesture of wonderment (vismaya),
war-bell (ghanta), skull (kapala), sword (khadga) and gesture of warning

(stuchi).

His consort Gauri stands to his left, carrying her child Skanda in
her left arm. Her face shows fright, wonderment and motherly love
(vatsalya). The child is frightened and clings to his mother’s breast.
Alternately, Gauri stands to the left of the dancer, while Skanda stands
to the right of the dancer.

5. Sandhya-tandava (grace, anugraha). Also called pradosha-
tandava, this dance is performed under the banyan tree (vata-vrksha)
in the Himalayas, according to Mayamata. The dancer has four arms,
the two hands on the right side showing the gesture of protection and
carrying hand-drum (damaru), while the corresponding hands on the left
side show the gesture of wonderment (vismaya) and carries a bunch
of peacock feachers (barhi-pinchha). Miyalaka is absent. The dancer
is invoked to secure happiness and emancipation hereafter (iham and

param).
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6. Ananda-tandava (also called Nadanta, or Bhujanga-trasa)

combines all the five forms described above.

7. Uma-tandava has six hands, carrying the gesture of protection
(abhaya), hand-drum (damaru) and spear ($ula) on the right side, and
the bunch of peacock feathers (pinchha), gesture of wonderment
(vismaya) and arm thrown across (gajahasta) on the left side. The left
leg is planted upon Miuyalaka, while the right one is raised upward

(ordhva-pada). His consort Uma (viz. Gauri) stands to the dancer’s left.
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Nataraja Mahalingesvara Temple, Basaruru
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Miyalaka under Siva’s foot (Natardja)
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Nrtya-murti (Hoysala)
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Gajari-marti
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Nata-raja
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Ardha-narisvara

The forms of Siva with half of his bodyrepresenting the goddess is
counted among the more important sportive forms of Siva. Diptagama (41,
2-5), Suprabheda (1, 34, 100-104) and Ajitagama (kriyapada, 36, 247-251),
among other texts, contain iconographic details of this form. According to
Ajitagama, the form has three hands, two on the Siva side (right) and one
on the Devi side (left); the normal hand on the Siva side is shown in the
gesture of protection and the upper hand on the same side carries axe. The
hand on the Devi side is held in the kataka posture. On the forehead is
half of the third eye (on the Siva side ‘lalate chardha-netra-yuk’). The colour
of the body on the Siva-side is red, while on the Deviside it is dark blue
(‘dakshine rakta-varnam tuvame $yama-nibham bhavet’). There is only one

breast for the figure, and that of course on the Devi-side.

At the back of the figure must be shown thé bull; but this is optional.
Diptagama adds that of the two legs, the right one (Siva’s) must be slightly
bent (‘kuNchitam dakshinam padam’) and the left firmly planted on the
ground (‘vama-padam tu susthitam’). The left hand, according to this text,
holds a blue lily (utpala), while the right hands carry axe and antelope. Half
of the crown (viz. on Siva’s side) is made up of braids of matted hair
(‘harardhe tu jata-yutam’). Suprabheda prescribes that the form must have
three bends (‘kuryat tri-bhangikam’); the right side is covered by tiger’s skin
while the left has silken garments (‘vyaghra-charmambaram devam parvatim
kshauma-dharinim’). The elbow of one of the arms of Siva rests on the back

of the bull)‘harasya dakshina-haste karparam vrshake sthitam’).
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Ardhanariévara Temple, Hebri.
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Ardhanari$vara, Kanté$vara Temple, Kantavara.
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Sati-sadasiva



