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INTRODUCTION

The present publication is the first of the three volumes that have
been planned to be brought out by the Kalpatharu Research Academy,
Bangalore. The volumes follow the Sanskrit alphabetical order (akaradi) to
facilitate translation into Indian languages. The entries include not only the
classical Hindu gods and goddesses, but also divinities worshipped by Jains
(both Digambara and Svetambara divisions) and by the Buddhists of Nepal
and Tibet (Mahayina and Vajrayana). The details given in the volumes are
relied entirely on the Silpa-sastras (such as Brhatsamhita, Manasara, Kasyapa-
§ilpa, Sakaladhikara, I$ana-Sivaguru-deva-paddhati and the Vaishnava
texts of Paificharitra and Vaikhanisa pursuations), and texts like Sadhana-
mala (for Mahayana deities) and Rapa-mandana (for Jaina images). Most of
the entries are illustrated by line-drawings of images in temples, basadis and
museums. Topics of marginal interest (e.g. : temple-construction, image-
making and worship rituals) have also been included here.

The first volume covers the words beginning with vowels in Sanskrit
alphabet. The second volume will cover those with mute consonants in
five groups, and the third volume those with the rest of the consonants.
Among various and synonymous names of gods and goddesses, the
better-known ones have been selected for providing detailed information,
while cross-references have been indicated for others (e.g. : VAIVAHIKA-MURT),
see KALYANA-SUNDARA : ANANGA, See KamA) ; wherever necessary, background
stories for particular iconographical representations have been given.

Many of the illustrations in the volume have been reproduced here
with the kind courtesy of the Director, All India Handicrafts and Design
Development Centre (Government of India), Bangalore. | am indebted to him
as well as to the design artists of the Centre, Sri Appukuttan Achary, Sri K.V.
Bhandari and Sri M. S. Raman. The other line-drawings appearing here were
made by myself. The Superintending Archaeologist of the Archaeological
Survgy of India, Mid-Southern Circle, Bangalore, Dr. B. Narasimhayya, has
kindly allowed me to consult the valuable library of the Survey Office, for
which | remain grateful.



| am grateful to Sri Daivajna K. N. Somayaji, Director of
Kalpatharu Research Academy, Bangalore, who has provided me an opportu-
nity to prepare the volumes of Pratima-Kosha for the Academy, and has
extended to me all co-operation and courtesy in this work.

My grateful thanks are due to my friend Sri G. K. Ananthram of the
IBH Prakashana, Bangalore, for kindly undertaking to print and publish this
volume for the Kalpatharu Research Academy and also to Sri H. S. Narayana
Rao of IBH Prakashana Printery for the excellent manner in which the book

has been printed.

S. K. RAMACHANDRA RAO
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PRATIMA - KOSHA

Descriptive Glossary of Indian lconography
(VOLUME ONE)

AKSHAMALA

A string or rosary (mila) of beads (aksha,
lit. seed or berry like rudraksha, indriaksha)
used in rituals like japa. Three varieties of
rosaries are distinguished : (1) varpa-maila
(representing the fifty phonemes or letters of
the Sanskrit alphabet) from ‘a’ to 'ksha’, the
latter consituting the ‘meru’ (the final letter) ;
(2) aksha-mala : made up of beads, seeds or
berries like the seeds of the lotus plant
(kamalaksha), seeds of the grass known as
kusa, seeds of putra-jiva, berries of rudraksha,
beads made from the tulasi-plant, sandal
wood, conch-shell, elephant’s tusk or from
precious stones (ruby, coral, gem etc.) ; and
(3) kara-mil3 : finger-joints or parva of the
right hand being employed in lieu of beads.

The number of beads in a rosary is prescri-
bed to be 108 for success in all endeavour
(material and spiritual), 54 for fulfilment of
desires, or 27 for success in practical under-
takings. A rosary with beads less than 27 are
considered inefficacious. A rosatry is required
to be consecrated properly before it can be
used effectively.

The mantra for consecration of the rosary
is: ‘male male mahamaile, sarva-tattva-
svariipini ; chaturvargas tvayi nyastas tasman
me siddhida bhava’ (Varahi-tantra). The bead
representing the ‘memu’ is regarded as repre-
senting the very form of the deity (devata-
svariipa), and is specially consecrated with the
mantra "ham sauh’.

The representation of rosary in icono-
graphy indicates the essential spiritual orienta-
tion of the deity, such as involvement in
penances and austerities (tapas), study of
sacred texts (vidya), and bestowal of wisdom

AKSHA-MALA

(prajiia). It can be seen in the right hand of
icons like those of Siva (especially in the form
of Dakshipamiirti), Brahma, Sarasvati,
Gayatri, Ucchishta-ganapati, Ashta-bhuja Vira-
lakshmi, Tripura-bhairavi, Bala-tripura-sundari,
Brahma-§asta, Vajra-prastarini, several yoginis
and sages. Often, the hand carrying the rosary
will also be in the gesture of exposition
(vyakhyina-mudra) or imparting the liberating
wisdom (chin-mudra). Sometimes the rosary
is stylized as an ayudha, a circular implement,
with a handle.

AKSHOBHYA

"Imperturbable’’, name given to one of
the most popular divinities in the Mahayina
pantheon, especially in China and Tibet.
Sometimes, he is identified with the primordial



and transcendenta! reality, Adibuddha (see
Adibuddha), but more often as an emanation
thereof (a jina or dhyani-buddha). As an
emanation, he represents the transcendental
reality reflected in the phenomenal world as
consciousness (vijiiana-skandha) (see Dhyani-
Buddha for the idea of the five-fold family of
divinities called Kulas).

He is placed in the eastern quarterin the
mandala pertaining to the pentad of emana-
tions ; his abode is the ‘land of great delight’
(abhi-rati), and he is said to originate from the
seed-syllable ‘him’ (blue in colour), situate
within the solar orb. He represents the winter
season, noon-time, pungent-taste, power of
audition, the phenomenal dimensions of aka<a
and sound, and the palatal group of letters in
the Sanskrit alphabet (cha-varga). He s
symbolized by the thunderbolt (vajra). His
consort is Mamaki, who however is rarely
represented, and his offspring is Vajrapani
(‘wielder of the thunderbolt’), who is popular
in Tibet and China.

AKSHOBHYA

Iconographically, he is represented as a
Buddha (Tathagata), having two arms, the left
hand resting on the lap, sometimes holding
the wish-fulfilling jewel (chintimani), and the
right hand in the ’‘earth-touching gesture’

(bhimi-spar§a-mudri) (see Mudra). Rarely,
he has four arms, carrying in his free hands
(viz., besides the normal right hand which
assumes the characteristic bhi-spar§a-mudra),
thunderbolt (vajra), discus (chakra) and lotus
(padma) ; or six arms, carrying the additional
weapons, bell (ghantd) and the wish-fulfilling
jewel (chintimani). He is seated in the
posture called ‘vajra-paryanka’ (see Asana),
crossed legs with soles of the feet turned
upward. Often, he is represented alone, but
sometimes he is shown united with his consort
Prajiiiz-sparsa-vajra in the ‘yuganaddha’ (or
Yab-Yum) posture.

His vehicle (vahana) is a pair of elephants.

His icons are frequently found in Nepal, Tibet
and China.

(For details see account in Advaya-vajra-
samgraha).-

AGASTYA

One of the most eminent sages, especially
associated with the spread of culture in South
India. Son of Mitra-Varuna, the twin Adityas
(see Aditya), he is also called Kumbha-
sambhava (because he was born of the pot
into which the semen of the Adityas fell when
they were excited by the beauty of the cele-
stial nymph Urva$i). Va$ishtha, another eminent
sage, is said to have been his half-brother. A
variant legend makes him the son of Pulastya
and Havirbhuk (daughter of Kardama-Brahma).
He is reputed to have drunk the entire oceanin
order to expose the demons known as Kileyas
who had hidden in its depths. He is also said
to have eaten up the wicked asura Vatapi,
who was tormenting the mankind (Arthasastra,
1, 6, 11 also Mbh. Vanaparvan). He was
responsible for depriving the impatient and
arrogant Nahusha of his position as the chief-
tain of the celestial realm, having cursed him
to become a serpent for ten thousand vyears.
He married Lopimudra, daughter of the ruler
of Vidarbha. The place of marriage is said to
be Pafichavati, near Nasik (in Maharashtra).

Agastya is celebrated to have made the
Vindhyan ranges (which separated the Arya-
varta, viz. the northern tracts of india, from
Dakshinapatha, viz. southern tracts) bend low.
Legends relate that the Vindhya mountain was
growing to great heights, aspiring to become
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as tall as the mythical Meru and that Agastya
snubbed effectively this attempt (hence the
name Agastya, which means ‘one who subdued
the mountain’, agam vindhyam styayati
stabhnati).

The episode (related in Devi-Bhagavata,
10), however, refers to his crossing the
Vindhyan ranges to enter into the southern
region. He is said to have come down south,
and stayed for some years in Paiichavati, near
Nasik, on the northern outskirts of the Danda-
karanya forests, and later on the Malakiita
mount near Vatapi (the present-day Badami in
Karnataka), before he moved over to Podiyil
hill (Malayam, one of the southern-most hills
in the Western ghit ranges), which was there-
fore named ‘Agasthiyar-kiitam’.

He is mentioned in the Tamil classics
(like Paripadal of 6th cent.) as the patron-saint
of the Tamil country. He was the member of
the first Tamil Sangam. The origin of the

AGASTYA
(Stone, Punjai temple in Tamil Nadu)
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AGASTYA
(Stone, temple at Tiruvaduturai in Tamil Nadu)

Tamil language, at any rate the first grammati-
cal work in Tamil (Agattiyam), is ascribed to
his authorship. The author of Tolkappiyam,
the earliest known grammar in Tamil, is said
to have been a disciple of Agastya. Many
Tamil works on magic, medicine and mysticism
are likewise to ascribed him. From the Tamil
country, he is said also to have visited Malaya,
Indonesian islands, Java and Cambodia.

He is held in high esteem as one ‘who
brought peace to the world’. After his death,
he is said to have become a celestial body
(nakshatra). South India has many icono-
graphical representations of this sage, and
there are a few shrines also exclusively for
him. The Natarija temple of Chidambaram



(Tamil-nadu) has an excellent sculpture of
Agastya-muni, in a relaxed standing posture.;,
ghort of stature (hence called Kuru-muni,
dwarf), right hand in the wisdom-gesture
(chinmudrid) and the left hand carrying a
water-pot (kamandala), and with a prominent
belly.

There are shrines associated with Agastya
along the banks of theriver Kaveriin Karnataka
as well as in Tamilnidu, because according to
Skanda-purana (Kaveri-mahitmya), the river
owes its origin and course to this sage.
There is a linga called Agastye$vara even at
the source of the river (Brahma-giri) in Kodagu
(Coorg). The Vishnu shrine at Kurtalam (in
Tamil-nadu) was transformed by Agastya into
a Siva shrine, according to Skands-purana
(Asura-kiapda).

AGASTYESVARA

There are many Siva shrines in South-
India associated with the sage Agastya, as in
Anangir (Mayiiram taluk of Tanjore district in
Tamil Nadu) orin Perungudi (Tiruchy district
in Tamil Nadu). But it is usual that the earlier
names of these shrines were different, like
‘Tirukkarali Mahadevar’ or the stone shrine of
Mahadeva) for the Anangiir shrine, and
‘Tirupperumudi Parameévarar’ for the Perungudi
shrine suggesting that the association with
Agastya was a later event.

AGNI

Agni (literally, ‘one who moves upward’,
angati irdhvam gacchati) is one of the most
prominent of the Vedic gods, who is described
as the bearer of the oblations to all other
gods (havya-vihana), the sanctifier of the
worshipper (viti-hotra), the resplendent one
(bhiiri-teja), the bright one (Sukra), the all-
pervader (vaisvdnara) and the all-knower
(jatavedas). He is also pictured as burning
(jvalana), flaming (kréinu), the ‘seven-
tongued’ one (sapta-jihva, saptirchi), with
smoke as his banner (dhiima-ketu, or krshpa-
vartma, ‘'whose path is dark’) and having wind
as friend (vayu-sakhi). His status in the Vedic
pantheon is as the mediator between human
devotees and the divine protectors : “‘only

AGNI
(Stone, National Museum)

through Agni are the gods reached’’. He s
not only ‘swiftest among messangers’ but
‘divinest among sages’. He protects the
humans, purifies the devotees and guards the
elements (vasu). His physical form is that of
fire on earth, lightning in the mid-region,
and sun in the heaven.

His origin is variously given: as the son
of the sky (dyaus) and earth (prthivi), and
called 'proud’ (abhimini); as one of the sons
of KaSyapa and Aditi, and hence included
among the ‘ddityas’; as the son of Angiras,
the ruler of the ancestral spirits, as the eldest
son of Brahma, as one who issued forth from
the mouth of the Cosmic Man (virat-purusha).
His wife is Svaha, which is the standard
expression for the offering of oblations in the
fire. His three children are Pavaka (‘the puri-
fier’), Pavamina (‘the purifying’) and Suchi
(‘purity’). He is also celebrated as the guardian
of the south-eastern direction (dikpala), and
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AGNI
(Stone, Patna Museum, originally from
Mundesvari Hills in Shahabad district)

as ‘the forward light’ (puro-jyoti) (Hari-vamsa).
He is said to be nourished by the offerings of
clarified butter during sacrifices.
lconographically, he is represented in
human form with two faces, four horns, six
eyes, seven arms (or tongues), and three legs.
His body-colour is golden red or tawny (pinga),
and eyes ysllow, but his robes are black, and
smoke is his helmet or standard. He carries
in his hands rosary (aksha-siitra), burning
javeline or pestle (tomara), pot filled with
water (pirpa-kumbha), sacrificial laddle (srk),
sprinkler (prokshapa), lotus (abja), and
flaming spear ($akti). His vehicle (vihana) is
shown as ram (chhaga). But he is also repre-
sented as seated in a chariot drawn by
four parrots, with wind (Viyu) as the
charioteer. Alternately, he is shown as riding
the chariot drawn by golden steeds. Heis,
according to Mayamata, seated on a half-moon
seat (ardhachandrasana), placed in the sacrifi-
cial pit (quadrangle). He is frequently repre-
sented as an old man (symbolizing his great
antiquity), strongly built but with a large belly,
adorned with flames, or with a halo of light
around his head (for he is the counterpart of

the Sun). He is also shown “as flanked by his
two wives, Svaha (expression for offering
oblations to gods) and Svadha (expression for
offerings made to the manes). Aditya-purana
gives the following dhyana-§loka—

pinga-bhrii-§masru-kesikshah

pinianga-jatharo ‘runah
chhiagasthah siaksha-siitro’gnih
sapatrchih §akti-dharakah.

*Agni has tawny eye-brows, mustaches, hair
and eyes ; he is large-made with prominent
belly, and is red in body-colour; he rides a
ram, and carries a string of beads (rosary) and
the flaming spear called $akti; he is resplen-
dent with seven flames’’.
Prapanchasara-sangraha has another dhyana-
§loka :

§akti-svastika-pa§ankusa-varadibhayan

mukutadi-vividha-bhiiso’avatac chiram

Pavakah prasanno vah.

Agni has three faces (tri-mukha), and six
hands, carrying the flaming spear ($akti), a
weapon shaped in the form of a Greek cross
whose arms are bent in the same direction
(svastika), noose (pasa), elephant-goad
(antku$a) in his four hands, and the remaining
hands being in the gestures of boon-bestowing
(varada) and protection-offering (abhaya).
There is still another dhyana-§loka given in
the same text which makes him carry besides
sakti and svastika, a sheaf of sacred grass
(darbha), rosary (aksha), sacrificial wooden
laddle (stk), another laddle shaped like a
spoon (srava) (See also Dik-pala).

AGNI-KESA

An iconographic detail of representing the
hair on the head in the shape of flames of fire
(in Tamil, sudar-mudi). This may be seen in
the images of fierce deities such as Kali,

Pratyangira, Bhairava, Virabhadra and
Sudar§ana.

AGNI-DURGA

A form of Durga, represented as having
three eyes (trinetri), and moon adorning her
head. She is resplendent like a column of
lightning ; she is seated on the back of a lion,
and is brilliant like lightning and fierce of
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aspect (bhishana). She is flanked by two
damsels each of whom carries a sword (kara-
vala) in one hand and club (kheta) in the
other. She herself has eight hands, carrying
discus (chakra), sword (asi), club (kheta),
small arrow (viS§ikha), bow (chapa), elephant
goad (ankuséa), and a flame of fire (anala) in
her hands ; the eighth hand (the normal right
hand) assumes the boon-bestowing gesture
(varada). This is the prescription given in the
dhyana-$loka in Sarada-tilaka-tantra. Other
texts substitute flame of fire with the gesture
of warning (tarjani-mudra) in the normal right
hand, the left hand assuming the gesture of
boon-bestowal (varada). Her body-colour is
golden yellow.

AGNI-MANTRA

The iconographic representation of Agni
has evolved from the mantra specific to that
deity. The sage (rshi) to whom the mantra was
revealed is Bhrgu, the metre (chandas) of the
mantra is gayatri; and the power ($akti) of the
mantra is “‘svaha’’. The aspects of Agni
focussed in the mantra are thousand-rayed
(sahasrarchi), beneficient (svastipiirna), in-
dwelling (purusha), smoke-pervading (dhima-
vyapi), seven-tongued (sapta-jihva) and bow-
wielding (dhanurdhara). The mantra itself is
*‘Om bhir-bhuvas-svaha’".

PRATIMA KOSHA

AGNI-KESA

AGHORA

Literally meaning ‘‘not terrific’’ (saumya
or mild and benevolent), one of the two forms
of Siva (Rudra), the other being ‘terrific’’
(ghora). Actually, however, the  expression
signifies “‘exceedingly terrific’’ (cf. the Vedic
hymn, aghorebhyo the ghorebhyo ghora-ghora-
tarebhyah). Aghora is one of the five faces of
Siva (others being T¢hana, Tatpurusha, Vima-
deva, and Sadyojata); itis regarded as the
southern face (dakshinasya). The five faces
represent the five elements, Aghora represent-
ing fire.

There are many forms of Aghora, three of
which are iconographically significant: one with
eight arms, another with ten arms, and still
another with thirty-two arms. All the forms
of Aghora, however, are terrible in aspect
(ghora), dark-blue in body-colour, wearing live
serpents as ornaments and a garland of live
scorpions round his neck; his body, resem-
bling a dark cloud, (ka/a-megha), is draped in
blood-red garments, and his hair takes the
form of flames (jvala-kesa) rising from his
head ; his mouth is awesome with terrible
fangs (ugra-damshtra). He has three eyes, and
the third eye emits fire (krsanu-nayana). His
eyes are tawny red (pingaksha). A garland of
short daggers (khadga-mala) hangs from his
neck. His forehead is adorned with ash (from
burnt corpse) in the form of crescent moon
(cf. Uttara-karanagama)
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AGHORA

(Stone, Minakshi temple at Madurai,

in Tamil Nadu)



The form with eight arms (ashta-bhuja)
carries battle-axe  (para$u)  kettle-drum
(damaru), sword (khadga), club (kheta).arrow
(bana), bow (ishviasa), spear (§iila), and human
skull (kapala). Another account replaces spear
with a flaming trident (tri§ikha). The descrip-
tion given in Ripa-mandana specifies that his
right hands must carry trident, battle-axe,
sword and staff (danda), while his left hands
carry khatvanga, skull, club and lasso (pasa).
The text also prescribes that he must be shown

as valiant and strong (virya-bala) and full of
great enthusiasm (mahotsiha). Near the

Aghora of this form, a bull must be shown,
according to Uttara-karanagama.

The form with ten arms, has the above
weapons in the eight hands and the remaining
two hands are in the gestures of protection
(abhaya) and boon-bestowal (varada). Accord-
ing to the account in La/itopakhyana, this form
must be shown as embracing Kali, with drunken
eyes, seated on a lion-seat (simhasana). The
form is worshipped for the obtainment of all
prosperity (sarvai$varyabhivrddhi), victory in
war (yuddha-jaya), and riddance of all sin
(pdtaka-doshaghna).

The form with thirty-two arms is represen-
ted as joyous in appearance (sadananda), and
as wearing a garland of severed heads (runda-
mald). He must be shown as standing on the
head of the god of death, and as offering pro-
tection from all ill (sarvabhayaprada). The
large number of hands carry, beside the above
ten, several gestures (like Jfidna mudra and
kati-hasta), weapons, like khatvanga, war-bell
(ghantd), snake-lasso (naga-paa), goad
(ankusa), fire (agni). mace (gada), mallet
(mudgara), plough-share (musala), and
symbolic objects like book (pustaka), pot
(kumbha), rosary (aksha-mali), lotus (padma),
blue lity (kumuda), antelope (mrga) and jewel
(ratna).

Karanagama mentions a form with four
faces, and eight arms, carrying hammer
(kuthara), club (kheta), goad (ankusa), lasso
(pasa) spear (Sula), skull (kapila), drum
(dhakka) and rosary (akshaguna).

He is shown as eating up the evil spirits
(enemies. dragons and wicked beings). Despite
the terrific form, he offers protection to the
devotee, tearing asunder his fears and ob-
stacles and granting fulfilment of his desires.
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The eight aspects (kala) of Aghora are
darkness (timasi), intelligence (medha),
hunger (kshudha), sleep (nidra), death (mrtyu),
delusion (maya), fear (bhaya) and fever
(jvara). He is related to deities like PaSupati,
Khadga-raivana and Sarabha-siluva (Kalagni-
rudra), which are involved in magical rites.
There is a composite deity known as Aghora-
nrsimha. There are variant representations of
Aghora with four faces (Karapagama), ten
arms (Paficharatra texts), or thirty-two arms
(Siva-tattva-ratnakara).

There is a temple, large and splendid, to
Aghoregvara in lkkeri (Shimoga district in
Karnataka) built by the Keladi king Sanganna-
nayaka (1540-1559).

ANKURARPANA

The ceremony of ’‘sprout-offering” which
marks the commencement of a five-day, seven-
day or a nine-day temple-festival (especially
the festival stretching for nine to fifteen days,
known as ‘Brahmotsava’) (see Utsava). Prepa-
ratory to this ceremony (which is t6 be per-
formed at night, for moon who is the lord of
the plants, oshadhisa, should be the witness),
the processional image (utsava-bera) is bathed
(snapana) in the morning ; and in the after-
noon mud is ritualistically collected from a
garden or a river-bed (mrtsangrahana) and
brought in procession to the temple after
going round the township; a ritual diagram
(mandala) with 64 cells is drawn in cow-dung
and decorated with various coloured powder
in front of the processional image ; the ten
kinds of seeds, viz. rice (vrihi), kidney-bean
(mudga). gingelly (tila), millet (§yamaka), a
bean-legume (simba), mustard (sarshapa),
tail-pepper (priyanka), blackgram (masha), a
variety of pulse known as kulattha (Dolichos
uniflorus) and cleaned corn (nishpava) are
washed in milk, duly worshipped, tied in cloth
and sown in metal or earthern palikas, filled
with mud, to the accompaniment of mantra-
recitation ; and the spirits in the eight direc-
tions are invoked with offerings to protect the
seeds from harm (bhita-kriira-bali).

The festival which commences with this
ceremony is said to bring about plentiful
wealth of all kinds (sarva-sampatsamrddhi).
There are festivals which commence with the



beating of the drum (bheri-tddana), to invite
the gods to participate, or with hoisting of the
flag (dhvajiérohana) to signify welfare of the
kingdom (See Utsava). More often, however,
all three details are involved in the inaugu-
ration of a temple-festival. In such an event,
the textual prescription is that ankurarpana
should precede dhvajarohana which should be
accompanied by bheri-tidana (also called
bherika-ghosha).

ANKUSA

Also called srni, it means an elephant-
goad, a sharp hooked instrument employed in
controlling the elephant. In iconography, it is
carried by several deities, principally Ganpapati
and many forms of Sakti (like Tripura-sundari,
Raja-rije$vari, Sarasvati, Bhuvanesvari, Kamesi
and Chamundi). It can also be in a few forms
of Siva, like Aghora, but seldom in the incono-
graphic representations of Vishnu. It is usually
accompanied by lasso (pa$a), both stylistically
portrayed. The goad symbolizes suppression
while the lasso represents binding, the former
symbolizing will while the latter sensory
restraint.

ANKUSA
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ANGA

The major limbs (avayava) or members of
the body represented in an icon: the head, the
torso, the arms and the legs. They are distin-
guished from the minor parts of the limbs (like
the eyes, mouth, nose and ears in the head, or
the fore-arm, and hand in the arm), called
‘upangas’ (See Upanga and Pratyanga). The
expression is sometimes used as a general
term for the body.
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In Saiva agama, the expression ‘anga
(division) refers to head ($iras), mouth (vaktra)
and heart (hrdaya), while ‘pratyanga’ includes
chest (vaksha), neck (kantha), breasts (stana)
arms (bahu), navel (nabhi), genitals or vulva
(guhyanga), stomach (udara), eyes (netra),
nose (ndsika), mouth (isya), ears (karna).
hands (pani), feet (pada) and fingers (anguli)
(See Anga-Bhiva)
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ANGA-ALAYA

A shrine (often separate) attached to the
sanctum (garbha-grha) of a temple as its limb
or member. Usually several of these limb-
shrines are built around the sanctum, as for
instance seven of them in the Kailasanatha
temple in Kafichipuram. Architecturally, they
are meant to support the vimana (superstruc-
ture atop the sanctum). These shrines are
distinguished from shrines or niches to atten-
dant-divinities (parivira-devatas) (See PARI-
VARA-DEVATA) in that they (the limb-shrines)
house only different forms of the deity in the
sanctum (as Samhairatindava, Somaskanda,
Bhikshdtana, Gangadhara and Tripurari forms
in the limb-shrines in the Kailasanatha temple,
above mentioned).

ANGADA
A thick golden ornament worn on the

upper arm (bihu-bhiishana), an armlet. Itis
also called ‘keyiira’.
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ANGA-BHAVA

The expressionr“bhava’ is used in the texts
of Saiva-agama in the sense of mental disposi-
tion, contemplation or the act of relating.
More specifically, it suggests the reciprocal
involvement of the two principles, one indis-
tinct, inarticulate, and devoid of details
(nishkala) and the other distinct, articulate
and having details (sakald). The formeris the
pure, undifferentiated, and incorporeal Abso-
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lute, technically called Siva-tattva, (a unitary
principle), “while the latter is the divine mani-
festation of the glory of the former in terms of
the phenomenal universe (called Mahes$a-
tattva) illustrated iconographicaily in the
twenty-five ‘lila-mirtis’ of Siva.

The combination (viz., mutual projection)
of the two principles is called Sadasiva-tattva,
expressed in five aspects : Siva, I$a, Brahma,
Isvara and Isana. Each of these aspects
appearing in an act of contemplation is a
‘bhava’ ; and each of the aspects, articulate as
they are when impregnated with the inarticu-
late Siva-tattva is known as ‘sida’ (attempt
at articulation).

This is five-fold : Siva-sida (purity),
amirta-sada (incorporeality).,  miirta-sada
(corporeality), kartr-sada (purity) (agency in
action), and karma-sdda (action). The last
four constitute the body (deha) while the first
sida is the soul (dehi). The relation between
the body and the soul is also suggested by the
expression ‘bhava’. The last 'sada’ (viz- karma-
sida) manifests itself in terms of the aniconic
linga (See LINGA) as well as the humanized
forms of Siva (lila-mirti).

The contemplation of the visible, huma-
nized form having parts, divisions or members
of the body is technically known as ‘anga-
bhava’. Contemplation on the divisions is
regarded as four-fold : (1) ‘anga’., (2) ‘pra-
tyanga’, (3) ‘sanga’ and (4) ‘upanga’.

(1) ‘anga’, the three major organs of the
iconic representation ; head ($iras), mouth or
face (vaktra) and heart (hrt) ;

(2) 'pratyanga’, minor organs of the icon,
viz. chest (vaksha), neck (kantha), breasts
(stana), arms (bahu), navel (nabhi), genital
organ or vulva (guhyanga), stomach (udara),
eyes (netra), nose (nisika), mouth (dsya), ears
(karna), hands (pani), feet (pada) and fingers
(anguli).

(3) ‘sanga’, dispositions of the iconic
forms characterized by weapons and emblems
like trident (trisula, representing the three
gunas of prakrti, /.e., sattva, rajas and tamas),
battle-axe (parasu, representing power or
sakti), sword (khadga, representing valour
or pratdpa) etc. (See AYUDHA) ; and

(4) ‘upanga’, minor details of the icon
like dress (vastra), necklaces and garlands
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(mala), ornaments (abharana) etc. (See
UPANGA).

Further, the Mahes$a-tattva manifests itself
in several iconic forms of Siva, each of which
illustrates a legend glorifying Siva. These are
called ‘lila-mirti's (sportive forms’) and
twenty-five of them are counted : Chandra,
$ekhara, Uma-sahita, Vysharidha, Nrtta-mirti-
Viviha-ripa, Bhikshatana, Kamari, Kalari,
Tripurari, Jalandhara-vadha, Gajasura-samhara,
Virabhadra, Harihara, Ardhanari, Kiratarjuna,
Kankila, Chande$anugraha, Vishapaharana-
Chakra-diana, Vighnesa-prasida, Somaskanda,
Ekapida, Ananda, Dakshinamirti and Lingod,
bhava (See SIVA). The organization of the
several ‘angas’ and ‘pratyangas’ is also techni-
cally known as ‘anga-bhava’.

ANGARAKA

The planet Mars (also called Mangala),
after whom Tuesday is named in India, is one
of the nine-planets (nava-graha) extensively
worshipped. Personified, Angaraka is regarded
as the offspring of Earth (hence called Bhauma,
Bhimija, Dharitmaja and Kuja). His_birth is
variously narrated in the Puranas. Brahma-
vaivarta-purana (9) describes that when the
Earth-goddess looked at Upendra (a form of
Vishnu), she became love-lorn and begat
Angaraka. Padma-purana (Svarga-khanda, 11),
narrates that when Vishnu was traversing the
three realms, he was fatigued, and a drop of
his sweat fell on the earth, and thus Angaraka
was born. Matsya- and Vamana-purapnas make
Siva responsible for the birth of Angaraka. The
former text tells us that the terrible Virabhadra
was born from the sweat of Siva, who was
furious with Daksha, as it fell from Siva's fore-
head on the earth. After the destruction of
Daksha, Virabhadra continued to be a terror to
the world, and Siva thereupon pacified him
and made him a planet, named Angiraka. The
latter text, however, associates the birth of
Angiraka with Siva’s killing of Andhakasura.
Because the sweat of Siva, which fell from his
face upon the earth, assumed the form of a
cluster of live coal (angira-puiijabha), the
deity born thus was named Angaraka.

In worship and iconology, Angiraka is
always represented as one of the nine planets.
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He is made to face the Sun. He is described
as reddish hue in form but cruel in looks. He
rides a ram (Aries of the Zodiac), and frequents
the forests. He is especially powerful during
after-noons. He is fond of bitter or pungent
taste. He resides in the southern direction ;
he belongs to the warrior-caste (kshatriya),
and his personality is dominated by tamo-guna.
He is worshipped for the elimination of
diseases and for getting rid of indebtedness.

The image of Angaraka is prescribed to be
four angulas in height (chaturangula-pramana).
He is represented as four-armed, carrying a
spear called Sakti (his distinguishing weapon)
and a mace (gada) in his two upper hands, his
two lower hands showing 'boon-bestowing’
(vara) and ‘protection-offering” (abhaya)
gestures (See Navagraha).

ANGULA

A unit of measurement in Indian sculpture,
iconography and architecture, its employment
has been very ancient. We find references to
the expression even in Rgveda (e.g. 'Purusha-
siikta’, in the 10th mandala), and other early
religious literature (e.g. Satapatha-brahmana,
10, 2, 1, 2). Altars for sacrifice were construc-
ted, and implements were fashioned in terms
of this unit. Strictly, the expression means
"finger’’ or “‘finger’s breadth’’. Probably, this
was the smallest unit of measurement in early
times.

In iconography, it is closely associated
with ‘tila’ (meaning ‘short span’), twelve
angulas constituting a ‘tala’ (see Tdla). An
early description of an angula is thatitis the
one-fourth part of ones own fist (sva-sva-
mushtes chaturthamso hy angulam* Sukra-niti-
sara, 4, 4, 82). A similar account elsewhere
(Pratima-mana-lakshanam) defines the measure
in terms of the palm of ones hand (pallava).
the palm and the fist being interchangeable in
terms of width (‘pallavinam chaturbhigo
mipanangulika smrta’). It also specifies that
the finger-breadth is the lowest measure of
man (‘tasyaishavama matra yad angulam”).

Indian artists and sculptors (especially
icon-makers) conceive of two broad varieties
of angula : ‘manangula’, which is the absolute
measure, and the ‘matrangula’, which is a
relative measure.
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‘Manangula’ is the standard unit of
measurement. According to Brhat-samhita
(57, 1), when the sun’s rays pass through a
close net-work (jala, lattice), the breadth of a
single beam of light, which is extremely minute
(anutara) is identified as a "paramanu’. This,
of course, is not discernible by the human eye.
although it is conceded that adepts (yogins)
can develop the power to perceive it. |If eight
of such ‘paraminu’ measures are lined up, the
area covered would be a ‘rajas’ (lit. ‘a speck
of dirt’) or ‘trasa-repu’. Eight of these would
constitute the measure of the tip of the single
strand of hair (valagra or romagra), and eight
of these latter would make the measure known
as a ‘liksha’ (lit. "the egg of a louse’). Eight
‘likshas’ would constitute a ‘yika’ (lit. ‘the
louse’), and eight 'yiikas’ together would be
the measure of a standard grain of barley
('vava’). And eight ‘yavas’ placed side by
side would be the measure of a standard
‘angula’.

But there are three alternative measures in
an ‘angula’': eight ‘yavas’' constituting the
‘superior’ measure of angula (uttama-manan-
gula), seven ‘yavas’ constituting the ‘'middling’
measure (madhyama-manangula), and six
‘yavas’ constituting the ‘inferior’ measure
(adama-manangula). If, instead of the barely-
corn, a grain of the kind of paddy known “§ali’
is used, then the three varieties would have 4,
31 and 3 grains respectively. However, when-
ever the expression "angula’ is used, it usually
refers to the “superior’ measure.

Twelve of these ‘angulas’ constitute one
‘span’ (vitasti), which, according to the
Brihmapa and Smrti texts, is the measure
between the thumb and the little finger when
the palm is extended. There are references to
the 'hasta’ being an equivalent of two vitastis
(e.g. Markandeya-purana, 49, 39 ’'dve vitasti
tatha haste’), and measuring twenty-four
‘angulas’ (Bharata and Kalika-purana quoted in
Tithyadi-tattva.  '’adirgha-yojitair hastai$
chaturvims$atibhir angulaih’’). There are other
derivatives of "angula’, like kishku (‘fore-arm’),
cubit, 24 angulas), ‘prajapatya (25 angulas),
‘dhaurgraha’ (26 angulas),and ‘dhanur-musthi’
(27 angulas). Four ‘dhanur-mushtis’ consti-
tute a ‘danda’ (‘rod’, 108 angulas).

These derivatives of the "angula’ measure,
however, are not employed in iconography or
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sculpture. Their use is more frequent in
architecture and town-planning.

‘Mitrangula’ or the relative angula
measure is more widely employed, especially
in iconography. There is a textual prescription
that the icons for use in household worship
should be made only in this .measure (e.g.
Sakaladhikara,1,24"' matrangulairgrharchanam
pratimianam tu nanyatha’’). This measure is
defined as the length (dirgha) or breadth (tata)
of the middle digit (parvan) of the middle
finger of the right hand of the man for whom
the icon is made. There are two alternatives
in this measure according to the ‘length’ or
‘breadth’ of the digit.

There is another measure known as ‘deha-
labdhangula’. It is derived from the length of
the icon’s body (in the vertical plane). For
instance, in the ‘nava-tila’ images (See Tila),
the proposed height of the image (‘abhipreta-
pramapa’) is divided into nine parts, each part
in turn being further divided into twelve parts
(totalling 108 parts). Each one of these latter
twelve parts is regarded as the icon’s ‘own
angula’ (svangula, ‘pratimayah svam afmiyam
angula-pramanam’). This ‘angula’ is entirely
relative to the bodyof the icon (‘deha-labdha’)
(Karanagama).

The ‘angula’ measure, is closely associ-
ated with ‘tala’ (Tala), for the angula here is
defined as one part of the entire height of the
icon according to its “tala’. If the image is in
‘ashta-tala’, the angula is one of 96 parts ; if
in ‘nava-tala’, one of 108 parts ; or if in "dasa-
tala’, one of 120 parts (Vaikhanasagama, 22).

There is also a measure known as ‘golaka’
or ‘kala’, which is equal to two angulas, which
is employed in figuring out the relative sizes
of the major and minor ‘limbs’ of an icon
(Naradiya-Samhita, 13, 128, ‘anepaiva tu
manena anga-pratyanga-kalpana’).

ANGULI

The finger of the hand or member of the
foot. The five fingers are: ‘angushtha’ (thumb),
‘pradesika’ or ‘tarjani’ (fore-finger), ‘madhya-
ma‘ (middle finger), ‘anamika’ (ring-finger)
and ‘kanishthika’ (little finger). The length
of the finger, especially the middle finger, is a
unit of measurement (see Angula). The
distance between the tip of the thumb and the
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ANGULI
tip of the fore-finger when the palm is fully

extended is known as ‘pradesa’; hence the
expression ‘prade§ika’.

ANGULIYAKA

Ring on the finger, usually made in gold
and studded with jewels (hence ratnan-
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ANGULIYAKA

ANGUSHTHA

The thumb, especially of the hand.

ACHALA-BERA

The immovable image in the temple (also
called sthavara or stationary), usually made of
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ANGULIYAKA

stone or wood, sometimes in brick and mortar
(stucco), located in the inner sanctum (garbha-
grha). Itis fixed to a stone pedestal which in
turn is fixed to the ground. The fixture of such
images is done in an elaborate ritual known
as pratishtha involving burying of nine kinds
of jewels in a pot (nidhi-kumbha) beneath the
image. The image is subsequently not moved
from its location or taken out of the sanctum.
The main worship in the temple is conducted
only for this image.

It is usual to have movable metallicimages
(chala-bera or jangama) for various purposes
like daily bath (snapana), processional rounds
(utsava), or food-offering to the other deities
within the temple-precincts (bali-harana).
These images, however, derive their authority
only from the immovable or original image in
the sanctum, and in fact deputize for the latter
(cf. Silpa-ratna, 2, 5)-

The immovable image in the sanctum may
be self-manifest (svayam-bhia), in which case
great sanctity is attached to it, or installed by
revered sages in the distant past, or got made
and installed by human beings (royal patrons
or pious folk) in the recent past. The sanctity
attached to the images installed by sages is
more than that attached to those which are
installed by human beings. Legends also relate
that some immovable images have been
installed and worshipped by gods like Indra,
Yama, Agni, Varuna and Vayu. The installation
by gods or sages would not have necessitated
elabarate rituals (pratishtha-vidhi), whereas
installation by human beings would be invalid
without them.
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The immovable images are usuaily large in
size (sometimes even eight to nine feet in
height), in contradistinction to the movable
ones. There is a prescription that the movable
images must be within nine angulas in height
(from the soles of the feet to the hair-line on
the head), and that any image taller than nine
angulas must be regarded as immovable. But
Aparajita-precha recommends that the wooden
images (daruja) must not be below sixteen
angulas or above one hundred and forty-four
angulas in height. It also says that no stone
linga is to be made below one’ hasta’ (twenty-
four angulas) in height.  Isana-siva guru-
deva-paddhati allows the crystalline linga
(sphatika-linga) to be as tall as eighteen
angulas. If the linga is below six angulas in
height, it is regarded as ‘inferior’, if between
seven and twelve ‘midling’, and if between
thirteen and eighteen, "superior’.

ACHYUTA

The ‘un-fallen’ (viz. one who never slips
from his original state) is one of the names of
Vishnu, and is included among the twenty-four
forms (chatur-vim§ati-mirti) of Vishnu (See
Vishnu). Iconographically, he is represented
as a standing image (sthanaka), having four
arms, carrying lotus (padma) in his upper right
hand, discus (chakra) in his upper left hand,
mace (gada) in his lower right hand and conch
(sankha) in his lower left hand (Agni-purana,
‘achyutas §ri-gadi padmi chakri §ankhi’, the
emblems in clockwise or pradakshina order).
His body-colour is like that of the rising sun
(reddish hue) ; and his consort is Sukha-devi,
a form of Lkakshmi.

AJA

‘Un-born’, one of the eleven forms of
Rudra (See Ekadasa-Rudra). He is also called
Maha-Rudra, and is iconographically represen-
ted with sixteen arms, carrying spear ($ila),
goad (anku$a), human skull (kapala), kettle-
drum (damaru), snake (sarpa), mallet (mud-
gara), discus (Sudarsana) and rosary (on the
right side), gesture of warning (tarjani),
khatvanga, mace (gada), spike (patti§a), war-
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bell (ghantd), spear called Sakti, battle-axe
(parasu) and pitcher (kundika) (on the left).

AJITA
‘Unconquered” er ‘unsubdued’ (by the
phenomenal forces and natural events like

birth, growth, decay and death) is one of the
names of Vishnu, recounted in the celebrated
Vishnu-sahasra-nama (53rd name). The name
Ajita is employed in some Paficha-ratra texts
(like Lakshmi-tantra,” 25, 14, 33, 40 etc) as
symbolizing the letter ‘ja’ in the Sanskrit
alphabet. It is also involved in the anga-
mantra “jvah dhvajaya namah’ (ibid. 33, 94).

AJITA-NATHA

The second among the twenty-four great
‘ford-makers’ (tirthankaras) of the_present
period, of the Jaina pantheon. He was born
in Saketa as the son of JitaSatru and Vijaya-
devi, and after a course of events common to
all ‘ford-makers’ became a 'Victor’ (jina) and
teacher of mankind. He is regarded as one of
the ‘satata-devatas’ (divinities). As a divinity,
his characteristic colour is golden, and
emblem elephant. All the ’ford-makers’ are
represented iconographically in identical
forms, two-armed and naked, standing in the
contemplative pose (kayotsarga) or seated in
padmasana, but each of them has a distin-
guishing symbol (usually an animal, but some-
times a bird or a plant). Ajita-nitha is identi-
fied by the elephant, carved beneath the image
in the pedestal. He is also accompanied by
the attendant guardian-spritits Mahayaksha
and Rohini-yakshi. The leader of he community
(gana-dhara) during his dispensation was
Simha-sena.

AJAIKAPAT

The ‘un-born’,’one-legged’ god is regarded
as the highest god even in the earliest hymno-
logy (e.g. Rgveda, 6,50,14; 10,64,4 and
10,66,11). He has been regarded as a god to
whom worship is due (cf. Taittirlya-samhita,
4,4,10,3, ‘aja-ekapad devata’ ; and Tajttirtya-
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braihmana 3,1,5,10, ""ajayaikapade svaha’). In
later literature he is variously identified with
the sun, the serpent (ahir-budhnya), the wind,
Rudra and Vishpu. He is regarded in Maha-
bharats, Harivams$a and Vishnu-purana as one
of the eleven Rudras (See Rudra) cf. Maha-
bharats, sambhava-parva, 1,123,65, and as
intimately associated with Ahir-budhnya (See
Ahirbudhnya). In Vishnu-samhita, he is
identified with Vishnu (‘‘chatur-atma chatur-
bhavaé cha chatur-veda-vid eka-pat’).

The exact significance of ‘one-legged’
(eka-pat), however, is not clear. The “un-born’
and ‘one-leg’ are together interpreted as signi-
fying Primordial Nature (prakrti), which is
unique and undifferentiated in its aboriginal
condition, and which is a mosaic of three
colours (standing for the three constituent
gunas of prakrti), viz. red (rajas), black (tamas)
and white(sattva) (Taittiriya-aranyaka, 10, 10,1
‘ajam ekam lohita-krishna-§uklam’, also in
Svetdsvatara upanishad, 4,5 and Maha-nara-
yanlya, 9). The expression "aja’ also means in
Sanskrit ‘goat’, and the expression ‘ajaika-
pat’ is explained as “‘having one leg in the
form of a goat’s leg’’. The ‘goat’ is also a
figurative expression for ‘prakrti’. Brennhofer
has suggested that ‘ajaikapiat’ in RgVeda is
really a term denoting Pole-Star. For details,
see A. A. Macdonell, Vedic Mythology, Strass-
burg 1897, pp. 73-74.

In South Indian temples a one-legged form
of Siva known as Eka-pada-miirti can be seen,
having his upper part of the body flanked by
Brahma and Vishnu (The three gods denoting
the three gunas). This is an iconographic
representation of Ajaikapat (See Eka-Pada-
Muarti).

a

d¢
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ANJALI-MUDRA

A gesture in dance, worship and sculpture
where both open hands are folded and joined
(samyukta-hasta) to form a slight hollow or
cavity, to mark a reverential attitude or suppli-
cation. The iconographic representation of
this gesture can be seen in minor divinities
(like Hanuman, Garuda, and Nandi) in the act
of attending on major gods (like Rama, Vishnpu
and Siva respectively) or in sages (like Pataiijali
and Vyaghrapada in the temple of Natarija at
Chidambaram) or in human devotees (like the
Vaishnava Alwairs or Saiva Nayanmars, royal
patrons and donors).

ATI-CHANDI

Considered in some texts as one of the
nine Durgas (See Nava-Durga), this fierce form
of the goddess is more often seen among the
nine-fold retinue (parivira) of Chandi (See
Chandi), as for instance in Skanda Yamals.
Chandi is surrounded by the forms Rudra-
chanda, Prachanda, Chandogri, Chanda-
nayikd, Chanda, Chandayani, Chandaripa,
Ati-chandi and Ugra-chanda. Ati-chandi has
sixteen arms, and is of the colour of champa
flower (viz. yellow).

ATI-BHANGA

One of the four ‘flexions’ or bodily atti-
tudes in which the standing icons (sthinaka)
are represented (See Bhanga). Itis a variety
of the ‘three bend’ (tri-bhanga) attitude,
employed to depict superhuman vigour and
action. The upper part of the body (the
torso) is made to swing to the right or left,

ANJALI-MUDRA
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ATIBHANGA

with an arm forcefully stretched out, clutching
a weapon (like bow or sword). The attitude
can be seen in deities engaged in fight, or in
deities roused to anger. Some forms of the
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dancing Siva (See NATARAJA) and some other
forms like Kirita-mirti and Tripura-samhara-
miirti are instances of this posture.

ADBHUTA-RUPA

The form of the god or goddess that
inspires awe, and wonderment (ascharya). It
remainds one of the unusual and portentious
sights like the fall of a meteor, rainbow on a
clear sky, earth-quake, fire in the four quarters
and a shower of blood or of live coal. It is
calculated to produce excitement, confusion,
paralysis ; and it signifies a superhuman
achievement. Instances are the forms of
Vishpu like Ugra-Narasimha (with eight or
sixteen arms bursting out of the pillar or tear-
ing open the bowels of the demon), Trivikrama
(measuring the three realms with his own
strides and breaking open the heavenly vault
by his uplifted foot) or Bhii-vardha (rescuing
the earth), the forms of Siva like Urdhva-
tandava (with one of his legs turned up in a
marvellous dance-posture) or Gajasura-
sammhara (tearing the body of the elephant-
demon), and the forms of Sakti like Chamunda,
Mahisha-mardini (in the act of killing the
buffalo demon), or Pratyangira (lion-faced
goddess, riding a lion).

ADHAMA-DASA-TALA

A measure prescribed for the images of
minor male divinities like Sirya, Chandra,
Karttikeya (Subrahmanpya), Chande$a, Indra
and Kshetra-pila. The total height is divided
into one hundred and twelve parts (digits,
angulas, See ANGULA and TALA-MANA as below:

From the top of the headgear
(ushnishat) till the hairline
(ke$a-paryantam)

The length of the face, from
the hairline till the jawline

(ke$antadi hanvantam)

The height of the neck

(gala-tungakam)

From the bottom of the neck
till the lower limit of the
heart-region (galantad-
dhrdayantah)

4 parts

12} parts

4 parts

12} parts
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The belly till the navel

(udaram nabhi-simakam) ... 124 parts
From the navel till the penis

(madhrantam) ... 12} parts
The height of the thigh,

till the knee

(arudairghyam) 25 parts
The shank (jangha). same

height as thigh ... 25 parts
The height of the foot (pada) .. 4 parts

Total height 112 parts

ADHAROSHTHA

The name of the lower lip.

ADHIKARA-NANDI

Nandi (Nandikesvara), the vehicle, devotee
and attendant of Siva (See NanDI), is known
as Adhikiara-Nandi, when he is entrusted with
authority to guard the apartment of Siva and
to screen the devotees before they are ushered
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ADHIKARA-NAND! (Bronze, Govindaputtur Temple, Tamil Nadu)
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in to Siva's presence. He is represented in
human form, showing the gesture of suppli-
cation (adjali-mudra) and also carrying a rod
or stick (vetra-yashti) of authority. He is, in
the available iconic representations, shown as
having four arms, and carrying battle-axe
(parasu) and antelope (mrga) in his two
hands, the other two being in a gesture of
supplication (afijali). But for the latter detail,
the icon resembles the form of Siva known as
Chandraéekhara. The resemblance is further
emphasized by the jata-makuta on the head,
along with the crescent-moon stuck on it.

Vishnudharmottara prescribes that this
form must have four hands, carrying trident
(trisiila) and javeline (bhindipala) in his two
hands ; the third hand must be laid on his own
head (§irogatam); and the fourth must assume
the gesture of warning (tarjani). His gaze
must be far away, as if he is looking at
devotees of Siva coming from afar (‘alokayan-
tam dirad agaminam janam’).

This form has also a consort, standing to
his left, resembling greatly Parvati by the side
of Siva. The iconographic representation of
Adhikara-Nandi appears to have been borrowed
from the model of Uma-sahita Chandra$ekhara.
For legends concerning this detail, see NaNDI,
and for the circustance in which Nandi was
invested with authority (adhikara) by Siva,
$60 ANUGRAHA-MURTI.

ADHI-DEVATA

The deity presiding over an event, an
organ, a place, or an image. It is an abstract
concept, of which the event and so on are
concrete representations.

ADHIVASA

Literally meaning ‘residence’, the term
refers to the ritual of consecration of an icon
for worship ; the ‘godhead’ or divine presence
is thereby invoked to dwell in the icon during
the period of worship if the icon is of the ‘chala’
(movable) or ‘kshanika’ (temporary) variety,
or for all time if the icon is of the ‘achala’
(permanent) variety. The ritual of consecration
involves the employment of several items like
mud (mrttika), sandal-paste (gandha), stone
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(sila), grains (dhanya), the diirva grass,
flowers, fruits, curds,clarified butter, svastika,
red lead (sindira), conch (§amkha), collyrium
(kajjala), yellow pigment (rochana), white
mustard (sarshapa), gold, silver, copper, fly-
flap (chamara), mirror (darpana) and light
(dipa). These materials are first brought into
contact with the forehead of the icon to be.
consecrated and then into contact with the
ground on which consecration is to be con-
ducted, and placed in a large bowl or platter
(prasasta-patra) specially meant for this
purpose. During this preliminary ritual, mantras
from Yajurveda are recited. The actual cere-
mony of consecration consists of the formal
presentation of these items in due order and
with appropriate mantras. It is only after this
ritual is complete that the icon becomes fit for
worship.

The expression refers more specifically to
the ritual of preliminary consecration, prior to
the main event of installation of the icon
(pratishtha). Details of this ritual are given
in Brhatsamhita (59). A pavilion is erected in
the southern or eastern quarter, and equipped
with four ornamental arches (torana), the top
of the pavilion being covered by leaves of
certain sacred trees. An altar (sthandila) is
erected and ku$a grass is ceremonially spread
over it. Then, the icon specially meant for
this consecration is placed onit. The icon
may be made of wood, clay, some precious
metal, gold, silver, copper or stone. After
worship, the icon is taken from the pavilion to
the sanctum. When the icon meant for the
preliminary consecration is retained in the
pavilion and a temple is erected over it (diffe-
rent from the shrine over the icon duly and
finally installed), the temple is called ’bala-
laya’ (ilan-koil in Tamil). But the icon may be
discarded after the preliminary consecration, or
it may be buried under the sanctum. Texts
prescribe that the icon for final installation
(pratishtha) should be different from the icon
for preliminary consecration (adhivasa).

ADHISHTHANA

Base or ‘seat’ of a shrine, especially the
foundational tier (tala) of the ornate super-
structure over the sanctum known as vimana.
The images of deities that must find a place in
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this tier are also specified in the texts. In a
Vishnu temple of the Pdficha-ratra persuation,
for instance, Ganpesa must be in the south-
eastern corner, Siva in the southern quarter,
Viéva-ripa in the western quarter, Brahma in
the northern quarter and Devi in the north-
eastern corner.

ADHOKSHAJA

A name of Vishnu ('‘one who never slips
down from his own nature’* or ‘‘one who is
beyond sensory perception’’), and one of the
twenty-four forms (See CHATUVIMSATI-MURTI).
In this form, Vishnu carries lotus (padma),
mace (gadi), conch ($aihkha) and discus
(chakra) in his four hands in the pradikshina
(ot clockwise) order. His body-colour is given
as dark-blue (§yamala), and the form of
Lakshmi as his consort in this form is Subha-
devi.

ADHOVARMA

The name for the lower eye-lid.

ANANGA

Meaning ‘Devoid of body’, it is one of the
names of Kima-deva, the Indian god of beauty
and love. The origin of this particular name is
the episode of Siva, with the fire of his third
eye, burning him down when he dared disturb
the penance he was engaged in, after Parvati
(as Dakshayani) immolated herself in the sacri-
ficial fire of her father Daksha. Kima's wife
Rati (lit. "‘enjoyment’’) prayed to Siva, where-
upon Siva granted the boon that Kima conti-
nued to live, albeit without a physical body.
Kama lives in the heart and mind of all living
beings. For the iconography of this minor
divinity see Kama.

ANANTA

Meaning ‘‘endless’’ (or infinite) it is one
of the names of Vishnu (Adi-Sesha), and also
a name of the mythical dragon, Sesha. This is
Vishnu’s timasic form, which resides in Pitila
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ANANGA (lvory door in Mysore)

(netherworld, thirty thousand yojanas wide).
He has a thousand heads, carrying a thousand
gems which illumine the three worlds. His
eyes constantly revolve and keep a watch over
everything in the universe. His form is syncre-
tic, human and serpentine. He has two arms,
carrying a ploughshare (lingala) and a pestle
(or club, musala). He wears garments which
are blue in colour, and a garland of white
gems. He also wears the sacred svastika-mark
as an ornament. The entire earth rests on his
head like a crown. Sri-devi and Varuni-devi
(both forms of Lakshmi) serve him in this form.
He is identified with Samkarshapa. At the
time of the great deluge (pralaya), Rudra is
believed to emanate from the mouth of Ananta,
and consume the three worlds. Krshna’s half-
brother, Bala-rima, is regarded as a partial
incarnation of Apanta.

In the form of the mythical dragon, he is
among the sons of Ka$yapa-prajapati and
Kadru (these sons being the progenitors of the
snake-world, like Vasuki, Takshaka, Karkotaka
etc). He supports the entire universe, along
with six others (Dharma, Kiama, Vasu, Vasuki,
Kapila and Takshaka). He is pictured as
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possessed of a thousand hoods(phana-sahasra).
An account in Kalika-purana (ch. 27) relates
that he approached Vishnu, reclining on the
waters of Kshira-samudra and offered his
services to the great god. He employed his
body as a cot for him, and spread his hoods
on his head as a cover. Vishnu then went into
deep trance.

Kirma purana (ch. 48) distinguishes
between two forms of Ananta : Vasudeva,
whose nature is transcendental wisdom and
who is beyond the gunas, and Sesha or Kala
(the principle of Time), which is the tamasic
counterpart of Vasudeva, and which devours
all things.

Bhavishya-purana has provided an icono-
graphic account of Ananta, as a form of Vishnu:
*With a thousand hoods, he is four-armed
and carries conch, lotus, discus and mace
(emblems of Vishnu) ; he wears a splendid
crown, agrand yellow garment, and several
ornaments ; His eyes and hair are tawny red.
He resides in the middle of the Kshirabdhi (the
legendary Ocean of Milk)'".

Ananta is also one of the forms of Siva
(See Siva). He is in this form represented as
tranquil (§anta), pleasant (saumya), seated on
a red lotus and bedecked with all ornaments
(sarvabharana-bhishita). He has a tiered
crown (karanda-makuta) on his head. He has
three eyes and four arms, carrying in his two
hands hatchet (tanka), and spear (§ila) and
showing in the other hands the gesture of
protection (abhaya) and boon-bestowal
(varada).

ANANTA-NATHA

One of the twenty-four tirthankaras of the
Jain pantheon (See TiRTHANKARA), he was born
in Ayodhya as the son of Simha-sena and
Jaya-Syama. He is distinguished by the Bear
emblem ; otherwise his iconography is similar
to that of the other tirthankaras (viz. nude,
short curls on the head, standing in the kayot-
sarga posture or seated in the dhyana aspect).
He is attended by the yaksha named Patala
and his female counterpart named Ananta-
mati. The leader of the community (gana-
dhara) during his dispensation was Jaya.

PRATIMA KOSHA
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ANANTA-MUKH]I

One of the twelve dharani divinities of the
Mahayana Buddhist pantheon, belonging to
the family of the ‘dhyani-buddha’ Amogha-
siddhi. They are all of them personifications
of so many magical spells (dharani). Ananta-
mukhi is, like the other dharanis, two-armed,
and carries the symbol of crossed thunderbolt
(vi§va-varja) in her right hand. Distinguishing
her from the other dharanis is the pot of in-
exhaustible treasure  (akshaya-mahanidhi-
kalasa) which she carries in her left hand. Her
body-colour is green, like the priyangu flower,
and she is seated on a red lotus.

ANANTA-SAYANA

Meaning ‘Reclining on Ananta’, thisis the
recumbent form of Vishpu ($ayana-mirti),
which is rather a rare form, even for \/jshnu,
and almost non-existent for other gods and
goddesses (except for the Tantrik forms of Siva
under the feet of Kali, or serving as a cot for
Rajarajes§vari, and for Ganapati under the feet
of Ganapati-samakranta, a vajrayana deity).
Ananta here symbolizes the principle of Time
and the operation of tamas (See ANANTA).

Iconographically, Vishnu is here repre-
sented as reclining on the coils of a five-or
seven-hooded serpent (Ananta, Sesha, or Adi-
Sesha) ; the hoods of the serpent are spread
over the head of Vishnu as a canopy (chhatra).
He may be two-armed, or four-armed ; and
carries the usual emblems of Vishnu, viz.,
conch, discus, mace, and lotus. From his
navel, a long stalk of lotus emanates, and on
the lotus is seated Brahma, the creator. Hence
the name Ananta-padmanabha (Ananta, viz.
Vishnu, whose navel has the lotus). Seated
at his feet is his consort Sri-devi (Prosperity),
sometimes with Bhii-devi (Earth-goddess).
Represented below the recumbent Vishpu in
some sculptures (for instance, the terra cotta
plaque in the Indian Museum at Calcutta or in
the Deogarh stone relief) are the demons,
Madhu and Kaitabha (whom Vishnu killed after
battling with them). It is the encounter with
these demons that fatigued Vishnu, and made
him lie down.
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ANANTA-SAYANA  (Stone, on Jahangira rock, Sultanganj, Bhagalpur dist.)

ANANTA-SAYANA (Stone, Shore temple, Mamallapuram, Tamil Nadu)
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ANANTA-SAYANA (Stone, Salar Jung Museum, Hyderabad)



While the recumbent form of Vishnu is
extremely rare in North India, South India has
many shrines where the main icon in the
sanctum is in this form. The most celebrated
are Ranganitha temple at Sriraﬁgam (near
Tiruchirapalli in Tamil Nadu), the Ananta-
padma-nabha temple at Trivandrum (Kerala)
and Ranganatha temple at Srirangapattana
(Karnataka). Some other temples where Vishpu
is worshipped in this form are at Karambanir
(near Srirangam), Chidambaram (Tillaitiru-
cchitrakitam, Govinda-raja Perumal), Tiruppu-
langudi (near Tinnevelly), and Kapisthalam
(Champakaranya), all in Timil Nadu. A spendid
representation of this form can be found in the
shore temple at Mahabalipuram, thirty seven
miles from Madras.

ANAMIKA

‘The nameless’, this is the name for the
ting-finger. |t is so called because the literary
critics could not name a poetimmediately next
in eminence to Kalidasa (who was counted on
the little finger). The story refers to an
ancient custom of enumeration by counting on
the fingers.

ANIRUDDHA

‘Un-obstructed’ is one of the names of
Vishnu and also one of the four ‘Vyiihas’
(aspects) of Vasudeva. The Paficharatra-
Agama represents Aniruddha (symbolizing
‘power’ §akti and ‘splendour’, tejas aspects)
as an emanation of Pradyumna (symbolizing
‘lordship’, ai§varya, and valour, virya), who, in
turn, is an emanation from Sarkarshana
(symbolizing ‘wisdom’, jiana and ‘strength’
bala). Legends make Aniruddha the grandson
of Krishna (being born to Pradyumna, who is
the son of Krishna and Rukmini), learn the
science of archery from Arjuna, and marry
Usha, the daughter of the asura chieftain Bana.

He is one of the twenty-four iconic repre-
sentations of Vishnu (see CHATURVIMSATI-MURTI
and Visunu). He is distinguished by the order
of the emblems: discus (chakra), mace (gada),
conch ($amkha) and lotus (padma), in the
pradakshina (or clockwise) order. His consort
in this form is Ananda (a form of Lakshmi),
and his body-colour is that of fire.

PRATIMA KOSHA

ANUGRAHA-MURTI

The ‘grace’ is one of the five ‘powers’
($akti) or ‘activity’ (krtya) of Godhead that
Paficharatra and Saiva agamas speak of (others
being. causation, preservation, destruction and
veiling) (cf. Lakshmi-tantra, 13, 1-15). The
‘grace’ is manifested in releasing the individual
soul, bound by karma. It involves compassion
for the unfortunate mortals caught up in the
inexorable wheel of transmigration, and desire
to save them from sorrow and misfortunate.
The symbolism behind the iconic representation
of the dance of Siva (viz. Nataraja) is said to
be the five-fold “activity’ of the Supreme Being
(cf. Unmai-vilakkam, 36).

Among the five varieties of the iconic or
anthropomorphic images of Siva (viz. §anta,
anugraha, samhara, ugra and nrtya, See Siva),
the ‘anugraha’ (or the icon representing
bestowal of grace) isillustrated by (1) Chande-
§anugraha (bestowing grace on his door-keeper
and attendant Chandes$a), (2) Chakra=dana
(gifting discus or chakra to Vishnu), (3)
Vighne§anugraha (bestowing grace on Gana-
pati), (4) Ravananugraha (giving pardon to
the Lord of Lanka, Ravana, who was a great
devotee of Siva), (5) Kiratirjuna (offering the
boon of Pasupatistra to Arjuna, who performed
penance in the Himalayan region) and (6)
Nandiéanugraha (bestowing grace upon his
devotee and attendant, Nandji).

(1) Chandesanugraha-miirti is a variation
of the Umi-sahita Chandrasekhara form (See
UMA-saHITA and Siva). Siva here is accompa-
nied by Uma, seated to his left. Siva, seated,
has four hands, his right normal hand being in
the gesture of boon-bestowal (varada) (instead
of the gesture of protection in the Uma-sahita
form), and the left normal hand placed on the
head of Chande$§a (instead of it being in the
kataka pose). Uttara-kamikagama prescribes
that Siva must be shown in the act of deco-
rating Chande$a’s head with a garland.
Chandesa must be shown as folding his hands
in devotion ("’hrdaye aiijalisarhyukta’); he
may be standing or seated in a relaxed posture
(sukhasana). The figure of Chandes$a (See
CHANDESA) is required to be made in the lower
dasa-tila measure. Si/pa-ratna describes this
form of Siva as similar to Somaskanda form

(See Somaskanpa and Siva) but without
Skanda.
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(2) Chakra-dana-murti, also called
Vishnvanugraha, shows Siva seated with his
right leg dangling down, and accompanied by
Uma (who is seated to his left), presenting
discus (chakra) to Vishnu (who sought Siva’s
help in vanquishing the asuras). Siva is tran-
quil (§anta) three-eyed, and four-armed, carry-
ing antelope and battle-axe in his two hands,
the third hand being in the gesture of boon-
bestowal (varada) and the fourth-hand shown
in the act of presenting the discus (Sri-tattva-
nidhi). Alternately, he carries in his four
hands hatchet (tanka), antelope (krshna-mgga),
the gesture of boon-bestowal (varada and
discus (chakra to be presented to Vishnu).
There is a temple in Tamil Nadu (Tirumalperu
near Kafichipuram) which celebrates this form
of Siva.

Vishnu who stands in front of Siva, facing
him, must be to his left. The text prescribes
that he must be dark-complexioned, wearing
yellow silken garments, and having four hands
two of which are folded in the gesture of
supplication (afijali) and the other two carry-
ing conch-shell (Saihkha) and discus (chakra).
The Kaustubha must adorn his chest. Uttara-
karanagama suggests that to the left of Siva
must be Gauri and to the right Parameshthi
(viz. Brahma).

The background story is that Vishnu had
undertaken the vow of worshipping Siva daily
with a thousand lotus flowers. One day, there
was a single flower wanting to complete the
number, and without hesitation, Vishnu
proceeded to pluck out one of his eyes (which
was lotus-like) to make up the required
number of flowers. Siva was pleased with this
devotion and presented him with the invincible
discus (chakra).

(3) Vighnesanugraha, also called Vighne-
§vara-vara-danamiirti, is similar to the above
forms, but featuring Ganes$a, the lord of obsta-
cles. Siva is tranquil, three-eyed and four-
armed, carrying antelope and battle-axe in
his two hands, his right hand placed on
Ganesa’s head, and the left being in the gesture
of boon-bestowal. Alternately the three hands
must carry goad (anku$a), rosary (aksha-mala),
the gesture of boon-bestowal, the fourth
being placed on Ganeéa’s head. Siva is seated
with his right leg pulled across and left leg
dangling down. Seated on the same pedestal
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is the Goddess to his left, two-armed, carrying
the water-lily in her right hand and the gesture
of boon-bestowal in her left. She is seated in
the same manner as Siva. Sri-tattva-nidhi
prescribes that the goddess must be shown as
smiling (prahasita), and that she must be
three-eyed. Ganes$a should be standing to
the right of Siva, in the posture of suppli-
cation ; four-armed, his other two hands must
carry lasso (pafa) and goad (ankusa). He
must be red-coloured and must wear the
kirita-makuta variety of crown. Uttara-
karanagama commends the worship of this
form of Siva for getting rid of all obstacles
(sarva-vighna-vinasartham).

(4) the legend explaining the situation
of Ravananugraha is as follows : Ravana, the
King of Lanika, was returning in his air-chariot
‘pushpaka’ to his capital after defeating Kubera
in an encounter. On the way, he beheld a
lovely mountain resort known as Saravana, but
his air-chariot was unable to proceed further
in that direction. Riavana alighted on-the foot-
hills, and attempted to climb the mountain.
But Nandi, the tawny bull-faced attendant of
Siva, forbade him to enter the premises, as
Siva and Parvati were sojourning on the
mountain. Ravana, arrogant and mighty as
he was, made fun of him and threatened to
uproot the mountain. He put his twenty hands
to the bottom of the mountain and attempted
to lift it. The mountain shook, and Parvati
was frightened. Siva thereupon pressed his
thumb, and the mountain stood still, and the
hands of Rivana were caught underthe weight
of the mountain. The mighty monarch of the
rakshasas wailed in agony for a thousand
years and beseeched pardon from Siva. Siva
took pity on him and bestowed his grace on
him. Since then Rivana became a staunch
devotee of Siva.

(5) Kiratarjuna-mirti, also called Arju-
nanugraha-miirti relates to the incident in
Mahabharata, when Arjuna, the Pindava hero,
obtained from Siva, the invincible Pasupata
weapon. During the period of the Pindava
residence in the forest, Arjuna did penance for
a long time on Mount Kailas, seeking Siva’s
grace. To test the fervour of his devotion,
Siva appeared in the guise of a hunter (kirata)
and drew Arjuna into an argument and en-
counter. Finally convinced of Arjuna’s devo-
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tion. §iva presented him with the Pasupata-
astra, against which even the great gods
would flounder. There is a famous literary
work in Sanskrit entitled Kiratarjuniyam by
Bhiravi. And the story became popular among
the folk. There are numerous sculptural repre-
sentations of this episode in South India.

Iconographical representations are also
frequent in South Indian temples. Textual
prescriptions too are available. Sri-tattva-nidhi,
for instance, suggests that Siva (as hunter)
must be red in body-complexion, three-eyed,
four-armed (carrying antelope, battle-axe, bow
and arrow), with braids of hair done as a
crown (jata-makuta), and bedecked with orna-
ments. He must have by his side (to the left)
Parvati, and must be in the erect, balanced
stance (samabhanga). Arjuna (as hermit)
must be shown to his right, in an attitude of
supplication (krtaiijali-puta). He too must
have his hair done up as a crown (jata-
makuta). He must be shown as receiving the
arrow (paSupatastra) from Siva.

(6) Nandiéanugraha shows Siva in the
act of conferring on Nandi the authority over
the ganas. For details and legends concerning
Nandi, See NANDI and ADHIKARA-NANDI.Sculptu-
ral representations of this situation follow the
prescription in Uttarakaranagama, a south
Indian text of Saiva pursuation. According to
this text, the image of Siva must be exactly
like the one prescribed for Chakradana-mirti
(Vishnvanugraha) (See above). Nandi must
be represented as one-faced, two-eyed, two
armed and in an attitude of supplication
(krtafijati-puta) ; his face must be tranquil
($anta) and his hair must be done up in elabo-
rate braids (suvikirpa-jatopeta).

ANTAKA

‘The ender’, is one of the names of Yama,
the god of death (see Yama).

Some iconic representations of Siva are
described as ’‘antaka’ sports (lilas), like
Tripurintaka ("’the vanquisher of the three
citadels’’), Kalantaka (""the vanquisher of the
god of death’” for the sake of the sage
Markandeya), Gajantaka (''the killer of the
demon Gajasura’’) and Kiamantaka (’‘the killer

of Kima-deva, the god of love”, prior to the
birth of Skanda).
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ANTARIKSHA

The intermediate region between the sky
(dyaus) and the earth (prthivi), the expression
figures prominently in the rituals connected
with the building sites (vastu). Antariksha is
personfied as an evil spirit (rakshasa).
According to Bhagavala (10,59,19), he was
the son of the asura, Mura ; after Mura was
killed by Krshna, Antariksha fought with
Krshna and was killed by him. The Paficaratra
texts (like Naradiya-samhita, 14, 42) prescribe
that the ground-plan for the temple must
include a cell (the eighth) for Antariksha, who
must duly be worshipped. The architectural
manuals like Manasara (15,300) prescribe that
sacrifices must be offered to eight rakshasas
(of whom Antariksha is one), after propitiating
the guardians of the quarters (dikpalas).

ANTARIYA

The lower garment, especiallyfound in the
South Indian bronze icons of goddesses, tied
at the loins, covering the thighs and reaching
down the knees. The ends of this garment
receive artistic treatment by the Chola
sculptors.

ANTARYAGA

There are two modes of worship (upa-
sania) : the external (bahir-yaga) and the
internal (antar-yaga). The former is the actual
employment of Vedic or tantrik rituals, with
physical implements and materials, whereas
the latter is symbolic and abstract, dispensing
with the actual performance of rituals. Further,
the external mode of worship involves the
effort of a number of participants, while the
internal mode is entirely individual, private.

Iconic worship can be both external and
internal. [f done in a temple or in a house-
hold on special occasions, it is external. If,
however, an individual devotee (sadhaka)
utilizes the iconic form of the divinity for his
own spiritual progress and benefits, then the
worship is internal. The form of the icon is,
in this context, highly symbolic. The aspects,
flexions, gestures, weapons, ornaments and
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other details are meant to unfold to the
devotee meanings and suggestions that would
facilitate his more intimate approach to
divinity.

ANDHAKA

A titan (asura), who fought with Siva and
was overpowered by him. QOne of the sportive
forms of Siva (lilamirti) relates to this
‘vanquishing of Andhaka’ (Andhakasura-
samhara). Andhaka (so called because he
behaved blindly, although he was not physi-
cally blind) was born out of the darkness
caused by closure of Siva's eyes by Parvati in
a playful mood. He was given as a foster-child
to the asura Hiranyiaksha, who at that time
was engaged in penance on the Himalayan
heights. Andhaka looked upon Parvati with
lust, and fought with Siva. Siva worsted him
in the battle, and upon the asura’s begging
for mercy, Siva pardoned him, spared his life
and freed him from the asura-nature. Vamana-
purana makes Andhaka take a later birth as
Bhriigi, one of the most ardent devotees of
Siva (see BHRNGI).

ANNAPORNA

A form of Sakti (mother-goddess) as the
provider of food for ali living beings. This form
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ANTARIYA

of Sakti is in legend associated with Siva’s
form as a nude begger (bhikshatana-mirti)
(see BHIKSHATANA-MURTI) ; Parvati offers him
food. But Annapiirna appears to be an inde-
pendent form of Sakti, although separate
shrines for her are rare. Karanagama describes
two of her forms, two-armed and four-armed.
The former, red in body complexion, is pictured
as three-eyed, having moon on her crown, and
carrying in her left hand a jewelled pot
(manikya-patra) filled with honey (madhu-rasa)
and in her right hand a laddle fitted with gems
(ratna-darvi). The latter form carries in her
four hands the gesture of protection (abhaya),
goad (ankusa), noose (pasa) and the gesture
of boon-bestowal (varada) in the pradakshina
(or clockwise) order. The details for the latter
variety include red ornaments and sky-travel
(khechari).

The Tantrik texts like Praparicha-sara-
samgraha prescribe that she should be repre-
sented as watching with happiness the dance
of Siva, (Siva-nrtya-krtimoda), engaged in
gifting food uninterruptedly (sadanna-dana-
nirata), ridding the worldly ills of the devotee
(bhava-duhkha-hantri), brilliant like a thousand
suns just arisen (udyad-bhanu-sahasrabha),
clothed in bright and variegated garments
(vichitra-vasani), wearing moon on her crown
(chandra-chida), having three eyes (trinetra),
and seated on a lotus with six corners (shat-
kona-padma-madhyastha). She is attended by
two other forms of Sakti, which are also food-

PRATIMA KOSHA



ANNAPURNA

gifting, Bha (mother-earth) and Sri (prospe-
rity). Vaisravana (viz. Kubera, the god of
wealth) is said to be the sage who visualized
her form. Her mantra is ‘‘'om namo bhagavati

PRATIMA KOSHA

mahesvari Anna-piirne svaha'’.
§loka is:
‘rudra-tapdava-vilokana-lolam
bhadra-vaktra-nayanam bhava-kantam,
anna-dana-niratam jananim tam
samsmaram japatu chitra-dukiilam’’

Her dhyana-

< APARNA

A name of Parvati, Siva's consort. The
name is derived from the extreme form of
penance, abandoning even the few leaves that
she was taking as food, which she undertook
for winning Siva as her husband. Sometimes,
she is represented iconically in the state of
performing penance (See PARVATI, SAKTI).

f APARAJITA

"The unvanquished one’ is a form of-Sakti,
in classical Hinduism, Mahayana Buddhism
and Jainism. In classical Hinduism, it is
synonymous with Durga. Skanda-purana pres-
cribes that Aparajita must be worshipped for
the sake of victory (jaya) on the tenth day
(during the Navaratri festival), when the ninth
has not completely disappeared. Aparajita
here is a form of Durga. In the worship of
mother-goddess, in Assam and Bengal, Apa-
rajita is one of the nine minor forms of Sakti
(kuladevi along with Narasimhi, Chaimunda,
Varuni, Kurukulla and Parijita), and is wor-
shipped as such, after worship is offered to
the seven principal mother-goddesses (sapta-
mitrka). Worship to her is an ancient one.
Kautilya (Arthasastra, section on Durga-nivesa)
prescribes that in the centre of the township
(‘pura-madhye’) shrines (‘koshthakan’) for
Aparijita and other deities (like Apratihata,
Jayanta, Vaijayanta, Siva and Vaisravana)
must be established ; and Aparajita heads the
list of the eight deities mentioned there.

Aparajita is also a form of Lakshmi, along
with Suddhi, Nirafjana, Nitya, Jiana-§akti,
Shashthi, guarding the six directions (cf.
Lakshmi-tantra, 8, 24).

In the Mahayana Buddhist pantheon, she
is associated with the eight-armed divinity
Kurukulla (See KurukuLLa). She is iconographi-
cally represented as yellow in body-complexion,
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APARAJITA

with an exceedingly ferocious face, but
bedecked with various jewels, and as having
four arms. She has on her crown the image
of the ‘dhyani-buddha’ Ratna-sambhava (well-
known in Nepal, Tibet and China), whose
emanation she is supposed to be.

The most significant detail in the Vajrayana
iconography of Aparajita is that she is seen as
trampling upon the elephant-faced Ganapati;
and hence she is also known as Ganpapati-
samakranta. Her right hand is raised in the
attitude of administering a slap (‘chhapeta-
dana’), and the left hand is held in gesture of
threatening or warning (with raised index-
finger, tarjani-mudra) ; a noose (pasa) is also
held in the left hand. The account in Sadhana-
mala describes her as the vanquisher of all
wicked beings ('a$esha-mara-nirdalani’). When
she is represented as an attendant of eight-
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armed Kurukulla, she has four-arms, carrying
in her hands staff (dapda), elephant-goad
(anku$a)., noose (pasa) and bell (ghanta) in
the pradakshina (or clockwise) order.

In the Jaina pantheon, Aparajita is regar-
ded as a four-armed yakshini, greenish-yellow
(haridvarna) in complexion, riding on a lion,
and carrying in her hands a fruit (phala),
sword (asi), shield (kheta) and the gesture of
boon-bestowal (varada).

APASMARA

Also called Apasmaira-purusha, he is the
personification of wickedness, a demon of
darkness and confusion (tamah-prave$iddhata-
smrtih) ; he is also known as Muayalaka. A
dhyana-S§loka of ‘chidarmhbara-pafichakshara-
mantra’ (cf. Prapaficha-sara-samgraha) des-
cribes him as the illusion of ego (‘atma-
moha’), which is trampled upon by Siva’s
right foot, and explains that this suppression
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APASMARA (under Dakshninamurti)
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APASMARA

of evil (nigraha) is symbolized by the syllable
‘ma’ in the five-syllabled mantra of Siva (viz.
Om siviya namah) (see NATARAJA), as the
other syllables signify the divine benevolence
and protection (anugraha). The Tamil work
Unmai-vilakkam, explains that Miyalaka is
actually the karma that defiles the individual’s
soul (mala).

This Apasmara-purusha is to be found in
two iconic representations of Siva: Nataraja
and Dakshipa-miirti. The form of Nataraja has
nine varieties (see NaTARAJA), and the varieties
known as ‘Ananda-taindava’ and ‘Urdhva-
tandava’ have invariably the ‘Apasmara-purusha
represented under one of the feet of the
dancing Siva. In other varieties, the represen-
tation is optional, but is_usually omitted ; in
the variety known as ‘sandhya-tandava’, how-
ever, texts prohibit the inclusion of Apasmara-
purusha.

The figure is required to be made in 4-tala
pramana (See TaLa) or 36 angulas in length by
the angula unit of the Nataraja's height (cf.
Sakaladhikara, 9,32) as the form is that of a
demon (asura) (cf. Silpa-ratna, 41). It is
usually that of a dwarf with a frightened
chubby face, dark complexion, and red hair
and a ‘jatabhara’ arrangement of hair on his
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(under Dancing Siva)

head, wearing a broad neck-lace (kanthi),
armlets and bangles, a waist-band (udara-
bandha) and anklets ; he has a pot-belly. He
is shown as lying prostrate on his stomach
with his face lifted up, on the lotus-pedestal
(padma-pitha), with his head towards the right
of Nataraja. He holds a serpent in his left
hand, and his right hand stretches out in the
gesture of a snake (sarpa-mudra). On his
back is planted firmly the right foot of
Nataraja (in the Nadanta-nrtya) which is
slightly bent (akufichita). In some iconic
representations of Natardja, as for instance at
Nallur in Tanjore district (Plate XXIV in
Bulletin of the Madras Govt. Museum’,
‘‘Bronzes of South India’’, NS, Vol. VIil, 1963),
Apasmara-purusha is shown seated crouching
under the foot of Nataraja. There is a similar
representation of Apasmara-purusha under the
standing Siva in the Gudimallam linga.

APSARAS

A term, in Sanskrit always used in the
plural number, refers to a large number of
mythical ‘'maidens of water’’ (nymph), who
are reputed to have emerged out of the ocean
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APSARAS

when it was churned by gods and titans for
the sake of ambrosia. Thirteen of them are
described as the daughters of Kasyapa and
Arishtha (as also the four gandharvas, Haha,
Huahi, Atibahu and Tumburu) : Rambha, Urvasi,
Tilottama, Menaka. Kesini, Misra-ke$i, Alam-
busha, Manorama and so on.

They are classed as semi-divine spirits

(vyantara-devatas), and are usually associated
with another group of spirits belonging to the
same class, gandharvas (See GANDHARvA).They
are iconically represented as lovely danseuse
in Indian sculpture of Hindu, Buddhist and
Jain traditions. The earliest representation
probably is to be found in the Bharhut sculp-
tures, where four of these mythical beings are
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represented in a scene depicting the defeat of

Maira by the Buddha: Miéra-keéi, Alambusha,
Subhadra, and Padmavati.

Texts like Suprabhedigama and Silpa-
ratna prescribe that the apsaras must be repre-
sented as pretty damsels, with slender waist,
and rotund breasts, wearing fine garments and
bedecked with all ornaments. Silpa-ratna
mentions that they must be shown as slightly
smiling (kifichit-prahasitinana) and must have
a balanced posture (sama-bhanga.)

The north Indian texts of Silpa not only
mention the names of thirty-two of these cele-
stial damsels but describe their iconographic
representations (cf. Prabhasamkar Sompura’s
Bharatiya-Silpa-Sambhita, 1975, Section 15).
The thirty-two apsaras are required to be
depicted in the porch efc. of the temple of
Siva or Vishnu: Menaka (carrying sword and
shield), Lilavati, Vidhichita (holding a mirror),
Sundari (dancing), Subhingi (shown in the
act of removing thorn from her foot), Hamsa-
vali (tying an anklet to her right foot in prepa-
ration for dance), Sarvakala (dancing), Karpiira
maiijari (engaged in bathing in nudity),
Padmini (dancing with a lotus in her hand),
Giadha-sabda (with a baby, and showing the
gesture of protection), Chitrini (dancing, and
in the act of touching the top of head with her
left hand), Chitra-ripa (carrying a baby in her
arms), Gauri (in the act of slaying a lion),
Giandhari (dancing), Devajiia (dancing in a
circle), Marichika (shooting an arrow from a
bow), Chandrivali (dancing, and showing the
gesture of supplication), Patralekhi (engaged
in writing a letter), Sugandhia (dancing, hold-
ing a discus), Satru-mardini (dancing, flourish-
ing a short sword with which to kill an enemy),
Manini (dancing, with a garland in her hands),
Maianahamsa (dancing, showing her buttocks),
Susvabhava (dancing in a variety of poses),
Bhavachandra (dancing, showing vyogic
gestures), Mrgakshi (accomplished dancer),
Urvasi (holding the head of a demon in her
hand, and shown in the act of severing his
head with a sword), Rambha (dancing, hold-
ing short swords in both hands), Maifijughosha
(dancing, holding short swords in both hands),
Jaya (dancing, with a pot balanced on her
head), Mohini (dancer embracing her lover),
Uttana (dancing, with one of her legs lifted

up), and Tilottama (one who can assume any
form at will, Kimaripa).
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The celestial damsels are also shown as
playing many musical instruments : Sarita
(playing on vinid), Mohana (flute), Gargi
(drum), and Mugdha (conch). Some carry
pet-birds (like Suka-§ariki, parrot) or babes
(like Matr-bhiiti), or fly-whisk (like Chamara).
Most of them are celebrated as skilled dancers,
and many of them are nude (cf. Prabha-samkar
Sompura’s book for illustrations).

ABJA-YONI

‘The lotus-born’ is a name of Brahma, the
creator, who was born from the navel-lotus of
the recumbent Vishnu (padma-nabha), on the
coils of Ananta (see ANANTA). This detail is
included in the iconograph of Ananta-fayana
(see ANANTA-SAYANA).

ABHANGA-VITTHALA

A form of Vishnu called also Vithoba, this
is the central deity in the famous temple at
Pandharpur in Maharashtra, and the focal point
of the widespread cult of devotion, the anti-
quity of which goes back to 1217 A.D. (the
time of the devotee Dasavanta). The cult was
popular in Maharashtra, Karnataka and Andhra.
The deity is also called Panduranga-Vitthala
from Pandarige (a village in the Kannada
country) where the cult originated. The
Hoysala King Some$wara was probably respon-
sible for the early shrine to this god in
Pandharpur (as his village-grant of 1236
suggests).  Pundalika, who probably lived
during the reign of Some$vara’s successor
Bitti-deva (Vishnu-vardhana) was the devotee
who firmly established the Vitthala-cult. The
celebrated Maharashtrian saint, Namadeva
(born 1270), popularized the cult.

The iconographic details of the deity at
Pandharpur are available only in the accounts
of the priests of the temple. The image is
three and a half feet tall, carved roughly in
black stone, and standing on a squarish block
of stone (said to be the brick provided by the
devotee Pupdalika for the god to stand on,
until the devotee finished giving bath to his
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aged parents). The image is two-armed, and
the hands rest on the hips, the right one
holding what appears to be a lotus stem, and
the left a conch. The waist band and cloth
are indicated. There is a tall and plain topee-
like headgear (which is described by the
priests as a §iva-linga), a single necklace
(kanthi) with a pendant (which is recognized
as kaustubha, the characteristic emblem of
Vishqu), plain bangles on both wrists, and
large ear-pieces which suggest ‘makara-
kundalas’.
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ABHAYA-MUDRA

A hand-pose usually of the right hand
indicating protection ("'no-fear’’). The entire
palm with straightened fingers is held in front
of the devotee, assuring him that he will be
taken care of. There are artistic modulations
of the fingers and also the position in which
the palm is shown. This is generally seenin
the benevolent forms of deities; and it is often
associated with another hand-pose called
‘Varada-mudra’ (indicating that a boon is being
bestowed on the devotee), assumed by the
other (usually left) hand. This is also called
‘abhaya-hasta’.

ABHINAYA

Gesticulations (especially by the hands
and fingers) ; expressions of feelings and
emotions. There is an ancient and widely
accepted classification of abhinaya, primarily
in the field of dance and drama (nitya), into
four varisties : ‘angika’ (gestural, conveyed by
bodily actions), ‘vachika® (vocal, conveyed by
words of speech), ‘dharya’ (extraneous,
conveyed by dress, ornaments, decoration and
weapons), and ‘sattvika’ (internal, manifesta-
tion of thoughts and feelings, mainly by
changes in the facial expressions, especially in
the eyes) (cf. Sahitya darpana).
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In iconography, the three varieties, exclu-
ding 'vachika’, are adapted. The disposition
of the hands and fingers (like protection-
giving, abhaya, boon-bestowing, varada, slap
administering, chapetiki-dina or warning,
tarjani-mudrd), the flexions and movement-
suggestions illustrate the first variety. The
peculiar ornaments (like lotus for benevolent
deities, khatvinga for terrible forms, discus-in-
action or prayoga-chakra, uplifted sword or
utthita-khadga or trident or trisiila for indignant
forms), illustrate the second variety. The
‘sattvika’ variety, however, is not often in
evidence. The facial expressions of Indian
icons are highly stylized and do not admit of
readily recognizable mental states. The stan-
dard expression is tranquil or ‘$§inta’. But we
do find icons where smile (smita), bemuse-

ment (vismaya) or anger (krodha) are shown,
mainly in the eyes and in the lips.

ABHISHEKA

Literally *'sprinkling-over’* or bath, it is
the procedure of giving the ceremonial bath to
a king during his coronation (miirdhibhisheka),
to a tantrik devotee during the several stages
of his initiation (§aktibhisheka, mahabhisheka),
or to an icon (bimbabhisheka). The ritual bath
is given to an icon on many occasions : when
it is being got ready for installation (adhivisa),

ABHAYA-MUDRA
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when it is installed (pratishtha), when the
eyes are delineated (netronmilana), when it is
being formally worshipped (archana). when it
is purified after a defilement (pavitra), when
the processional image is about to return to
the temple after a sojourn round the town
(vatra), or when the festival undertaken for the
icon is completed (avabhrta).

The materials that are employed for giving
the ceremonial bath to the icon vary according
to the occasions. Forinstance, during instal-
lation of the icon, the waters from the river,
rivulet, ocean, mountain-stream and rain are
used along with the ‘five sweet ingredients’
together (pafichamrta, viz. milk, sugar, ghee,
curds and honey), the mixture of "five products
of the cow’ (paiichagavya, viz. milk, curds,
ghee, urine and cowdung), kusa grass, horse’s
hoof, elephant’s tusk, mud from the anthill,
sesamum oil, distilled water of five herbs,
some fruits, some flowers, §ami leaves, tulasi
leaves, hot water and so on. Water with
these ingredients is collected in 108 (or 54
or 20) pots and poured over the icon to be
installed and consecrated.

During special ceremonies (like Durga-
pija), the following are among the things
used for giving a bath to the icon: pure
water, water in conch, water from a sacred
river, water in which sandal paste (gandha) is
mixed, the ‘five products of the cow’ separa-
tely (in this order, urine, cow-dung, milk,
curd, and ghee), water in which ku$a-grass is
immersed, the ‘five sweet ingredients’
(pafichamrta), dew-water ($isirodaka), honey,
water from flowers (pushpodaka), sugar-cane
juice (ikshu-rasa), cocoanut water (phalodaka),
eight kinds of mud (ashtamrttika), hot water,
and water from eight jars specially consecrated
(kalasa) (cf. Brhan-nandikesvara-purana).
There are also regional and sectarian diffe-
rences in the ingredients used for ritual bath
given to an icon-

There is a custom in many shrines to use a
large plate with a thousand holes which is
held over the icon’s head and water poured
into it so that the water falls on the icon in a
thousand streams (sahasra-dhara). It is
common to use a large conch for administering
a bath in the Vaishnava temples. Water is
made to trickle down continuously upon the
Siva-linga, through a vessel held on top of the
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linga. Water is also poured over the linga
through a long horn (§raga).

Sometimes, ingredients like camphor
(karpiira), sandal paste (chandana), agallo-
chum (agaru), saffron (kuinkuma) and go-
rochana are also mixed with the water. Grains,
five plants, silver, gold and gems are also
put into the water. For cleaning the icon,
before a bath in pure water ($uddhodaka-
sniana) is given, turmeric powder (haridra),
sugar ($arkard), flour dough (pishta), or
myrobalan (amalaka) is used.

ABHYARCHANA

Ceremonial worship offered to an icon.
This is of three varieties : “superior” (uttama),
‘'midling’ (madhyama) and ‘inferior’ (adhama).
The first variety involves sixteen items (called
upacharas) in the worship ritual : offering seat
(asana), invocation (ivahana), offering water
of welcome and honour (arghya), offering
water for the feet (pidya), offering water to
sip (achamaniya), giving a bath (snina),
presentation of garments (vasana), offering of
ornaments (abharana), applying sandal paste
(gandha), decorating with flowers (pushpa),
burning incense (dhiipa), waving lights (dipa),
offering of consecrated food (charu-nivedana
or naivedya), performance of a brief fire-ritual
(agni-karya), prostrations with circumambula-
tions (namaskara), and worship in thought
(japa). The second variety has only ten items
(upacharas) : offering water of welcome and
honour (arghya), water for the feet (padya),
water for sipping (achama), bath (snana),
applying sandal paste (gandha), decorating
with flowers (pushpa), burning incense
(dhipa), waving light (dipa), presenting food
(naivedya) and prostrations (namaskara). The
last variety has only five items: offering sandal
paste (gandha), flowers (pushpa), incense
(dhupa), light (dipa) and food (naivedya)
(cf. Isana-siva-guru-deva-paddhati, 8, 5-9).

AMITABHA

Meaning ““immeasurable light’* he is one
of the most prominent divinities of the Maha-
yana Buddhist pantheon, popular in Japan (as
Amida), in China and in Tibet. The ideology
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of five ‘dhyani-buddhas’ all originating from
the primordial Buddha (Adi-buddha), repre-
sents five families (kulas) of gods and
goddesses and the five aggregates of primor-
dial elements (skandhas), one of whom is
Amitabha (others being Ratnasarhbhava,
Amogha-siddhi, Vairochana and Akshobhya).
According to Sadhana-mala, Amitabha is red
in colour (originating from the red syllable
‘hrih‘’) and symbolizes deep contemplation
(dhyana). He is (as the other dhyani-Buddhas
are) seated on a full blown lotusin acontemp-
lative attitude, legs crossed with soles of the
feet turned upward. The hands rest on the
lap in the samadhi-mudra (gesture of medita-
tion). He presides over the “lotus’* (padma)
family, and among the five skandhas, he
represents ‘samjiia’ (identification of objects
by verbal labels). His material appearance is
indicative of attachment (raga). His $akti is
Vajra-dhatvisvari. His bodhisattva is Padma-
pani-Avalokitesvara (see AvALOKITESVARA). He
is said to reside in the land of pure bliss
(sukhavati). In Nepal, he has a shrine in
Svayaihbhi-chaitya ; he is regarded here as
the Adi-buddha himself. In China, he receives
special adoration by the adherents of the Pure
Land sect. In Japan, he is also celebrated as
““immeasurable life”’ (amitayus). He isexten-
sively worshipped in Tibet.

There are two texts in Sanskrit which deal
with Amitabha : Sukhavati-vyiha-sitra (Trans-
lated into Chinese in the 2nd cent. A.D.)
and Amitayur-dhyana-sitra. His iconic des-
cription is to be found in Advaya-vajra-
sangraha, where he is located on the western
petal of the solar orb (‘paschima-dale ravi-
mandalopari’). When he is represented on
stiipas, he is made to face the western
direction.

There are two gods and three goddesses
who are said to be emanations from Amitabha.
The two gods are Mahabala (four-armed,
fierce in aspect, clad in tiger-skin, decorated
with snakes and standing in the pratyalidha
posture) and Sapta-$atika-Hayagriva (also
terrible-looking, red in complexion, angry in
aspect, wearing a garland of skulls, two-
headed one of the heads being that of a horse,
blue in colour, neighing without a break). The
three goddesses are Kurukulla (see KuRukuLLA),
Bhrkuti (yellow in complexion, four-armed,
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AMITAYUS (Copper gilt, Tibet)

carrying the triple-staff or tridandi, the water-
vessel or kamandalu, rosary or akshamila and
the gesture of boon-bestowal or varada) and
Mahasitavati (red in complexion, four-armed,
carrying rosary, the gesture of boon-bestowal
or varada-mudra, the goad-thunderbolt or
vajrankusa and the scripture or pustaka held
near the heart-region, seated in the ardha-
paryanka attitude).

AMITAYUS

"Immeasurable life’, is another name for
Amitibha (see AMITABHA).

AMBA

Literally “‘mother’’, it is the general name
for the mother-goddesses. In northern parts
of India, the expression becomes ‘Ma’‘ and in

the southern parts “amma’. It usually occurs
as a suffix in the names of folk-goodesses

(like Santoshi-Ma, Mariyamma and Mutya-
lamma).
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The form of Aniba is prescribed to be of
the complexion of a water-lily, and four-
armed, carrying lasso (piasa), red lotus
(padma), vessel (patra) and gesture of
protection (abhaya).

According to a text ascribed to Visva-
karma (Visvakarma-sastra), she is four-armed
(carrying sword, shield, mirror and gesture of
boon-bestowal), and three-eyed, and rides a
lion. Some other texts describe her as red-
complexioned, smiling and six-armed (carrying
lasso, goad, bow, arrow, water-bowl and
fruit). In some texts, she is shown with a
baby in arms.

AMBIKA

Meaning ‘‘the mother’’, the expression
has been in use for the mother-goddesses
since great antiquity. In Vajasaneyi-Samhita
(3,57) and Taittiriya-brahmana (16,10,5-5),
Ambika has been described as the sister
(svasr) of Rudra (viz. Siva), but in Taittiriya-

arapyaka (10, 18) she figures as the wife of
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Rudra. She receives worship both as a form
of Parvati (the consort of Siva) as well as an
independent Sakti. She is identified in the
Tantrik texts variously with Bhuvane$vari,
Mahalakshmi, Visalakshi, Vajra-prastari,
Savitri (the deity of sandhya), Durga, and
Kaumari (the spirit of Karttikeya).

in the 'Aihbika-dhyiana’ section of Tantra-
sara, she is pictured as either two-armed
or four-armed, either seated in ‘lalitasana’ or
standing with her left foot on a jar of gems.
Her vehicle is lion (sithha-vihini), as she is a
form of Durga. She has three-eyes, and wears
the moon on the crown. She has a smile on
her face, and her breasts ‘are well-developed.
She carries in her hands a drinkingbowl (pana-
piatra) and a red lotus. According to Devi-
mahatmya (8.14-21), she has the form of

Kaumari, when she carries a magic spear
(§akti) in her hand, and rides on a peacock

(mayira-vahana). She sets out in this aspect
to fight against the demons ('yoddhum daityan
ambika guha-ripini‘). Brahma-vaivrata-purana

AMBIKA (Stone, Chaundaraya basadi, Sravanabelgola)
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AMBIKA (Bronze, Egmore Museum. Tamil Nadu)
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AMBIKA (Stone, Kambadahalli Basadi)

mentions that Ammbika is the benign form of
Durga.

Her iconic representation is also to be
found as a ‘'vimana-devata’ (a goddess repre-
sented on the vimana on top of the sanctum
in a temple). Her location in the vimana is in
the north-eastern direction (which is the
quarter of Durga). Naradiya-samhita (14,110)
prescribes that she should be represented as
standing on the head of the buffalo-demon
(‘mahishe $irasi sthitam’).

She is also worshipped as Kishmandini
by the Jainas as a yakshini attending on the
twenty-second tirthankara Nemi-nitha (see
ARISHTA-NEMI), and also as an independent
domestic divinity (grha-devata). In the latter
aspect, she is shown with a baby, suckling her
or playing around her. She is associated with
lion as vehicle or emblem.
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AMRTA-MRTYUNJAYA

A rare form of Siva in which he is repre-
sented as seated in e lotus-posture, with two
of his hands brought together in a yogic
gesture (dhyana-mudra), and the other two
hands together carrying a golden jar of
ambrosia (amgta-pﬁrna-kanaka-kalasa). He
wears on his head the crescent moon, from
which trickles down divine nectar (sravad-
divyamrta-chandra-kala). His body too shines
like the moon. His three eyes symbolize the
sun, the moon and the fire. The matted-hair
tied on his head is tawny (pinga) in colour.
The sacred thread on his body is made of the
serpent ; and serpents are also his ornaments.
He is clad with a tiger-skin, and his body is
smeared with ash. We find this description
in Karapnagama.

In Prapaficha-sara-samgraha, (26th patala),
he is described as seated on a full-blown
water-lily (‘sphutita-nalina-samstham’), the
whole body wet with the nectar oozing out of
the moon tied to the locks of hair on his head,
carrying in two of his hands lasso (pasa), and
rosary (akshamili). The mantra specific to
this divinity is given as ‘om vam jum sah’.
Kaholaka is said to be the sage who visualized
this form.

ARA

The eighteenth of the twenty-four
‘tirthankaras’ in the Jaina pantheon (see
TiIRTHANKARA). Also called Ara-natha, he was
born in Rajapura as the son of King SudarSana
and his wife Sumitra. He is recognized by the
fish emblem. Kumbha was the leader of the
community (ganadhara) during his dispensa-
tion. Attending on him are the yaksha called
Mahendra and the yakshini called Vijaya.

ARAPACHANA

A popular divinity in Tibet and China, he
is a form of Maiijusri (see MaNJUSRI), also
called Sadyonubhava-Maiijus$ri. The expres-
sion A-Ra-Pa-Cha-Na is explained as the
group of divinities emanating from the five
syllables in the Sanskrit alphabet. Along with
Maiijuséri the chief of the group (originating
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from the first syllable), who is seated in the
centre, the group consists Siryaprabha (or
Jalini-kumara, from the second syllable),
seated in front of Maiijusri ; Chandra-prabha
(from the third syllable), seated behind
Mafijusri ; Ke§ini (from the fourth syllable)
seated to the right ; and Upake$ini (from the
last syllable) to the left of Maifjusri. All of

them are white in complexion and similar in
appearance.

Because Maijusri is the chief of the
group, the five divinities are together called
Arapachana-Maifjusri. He is seated in the
adamantine double lotus posture called ‘vajra-
paryankisana’ ; his face, shining like the full
moon. has a smile on it. He carries in his
hands a sword (khadga) or a bell (ghanta) and
a scriptural text (pustaka, viz. the Prajiia-
paramita-sitra). The sword is held aloft with
his right hand, and the book is held close to
the heart with his left.

ARAVATTU-MUVAR

In Tamil ‘Arupatti-miivar’, this Kannada
expression refers to the ‘‘group of sixty-three’”’
Saiva saints of South India, whose icons are
adored in many of the Siva temples. While
almost all Siva temples in Tamil Nadu contain
the stone images of these saints, fine bronze
images (processional) are to be found in afew
temples like those in Avanaéi (Coimbatore
district), Kalahasti (Chittir district) and
Mylapore (in Madras city). In the Darasuram
temple (near Kumbhakonam, Tanjore district),
there are full bas-reliefs of the lives of these

saints over the outer wall of the sanctum in
the central shrine.

An account of these sixty-three saints
(called Nayanmars or “’great devotees’’) is to
be found in Sekkirar’s classic in Tamil, Periya-
puranam, composed in the great temple at
Chidadbaram. The group includes devotees
from all castes, and also two women saints
(Pandya-maha-devi--and I$ai-naniyar). They
belong to a period prior to the tenth century
A.D. They composed soul-stirring hymns in
Tamil, and they have been collected in twelve
books, called ‘Panniru-tirumorai’.

The compositions of three celebrated
saints among them (viz. Appar, Sambandar,
and Sundarar) are popular as ‘Tevaram’ songs.
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Usually, the icons of these saints receive
worship in the temples on the days which are
remembered as the days on which they passed
eway. More famous among them are
Tirunilakantar, Appar (also called Tirunav-
akkarasu or Vagiéa), Kannappa (the hunter),
Sundarar (called in Karnataka Nambiyanna),
Sambandar (Tirujfiana sammbandha) and Tiru-
milar. In Virasaiva shrines of Karnataka, the
sixty-three saints are symbolized in so many
pillars, or in so many niches. They are wor-
shipped together in a ritual known as
‘mantapa-pija’.

Chandesa, who was one of the ’sixty-
three’ is said to have received special grace
from Siva, and to have been crowned by Siva
as the head of all the devotees. This event is
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KANNAPPAN (Bronze from Tiruvengada, Tamil Nadu)

commemmorated in an iconic representation
of Siva, Chandesinugraha-miirti (see CHANDESA
and Siva), an excellent specimen of which is
to be found in the temple at Gangaikonda-
chola-puram (in Tiruchirapally district).
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ARISHTA-NEMI

Also called Nemi-natha, he is the twenty-
second of the twenty-four tirthankars in the
Jaina pantheon. He is a historical figure,
inasmuch as references to him and his teach-
ings are available in several texts, besides the
Jaina. His name is mentioned in a Vedic hymn
and he was a contemporary and cousin of
Krshna. He wasborn in Harivams$a (the lineage
to which Krshna also belonged) in Dviraka as
the son of Samudra-vijaya (who was the ruler
of Dviraka or Sauri-pura and who was the
elder brother of Vasudeva, the father of
Krshna) and his wife Sivi-devi. Before he was
born, his mother dreamt a wheel studded with
jewels of dark hue; hence, he was named
Arishta-Nemi. He is of dark colour, and is
identified by conch, which is his emblem. He
is said to have taught the original Gita to
Krshna. He is attended by the yaksha Sarviahna
(or Gomedha) and the yakshini Kushmandi (or
Ambikid). Ugra-sena, the father of Karhsa (the
maternal uncle of Krshna) is represented as
standing by his side, fanning him. Varadatta
was the leader of the community (ganadhara)
during his dispensation.

ARUNA

The mythical charioteer of the Sun-god
(Sdrya), represented as devoid of the lower
part of the body (aniiru, “‘without thighs’'),
seated at the feet of the Sun-god, and driving
seven horses. He is also seen sometimes with
two male attendants of the sun-god, viz.
Dandi and Pingala, or with two female atten-
dants Usha and Pratyiisha (See Surva)

The legendary background of Aruna is that
he was the son of Kasyapa and Vinata, and the
elder brother of Guruda (who is the vehicle of
Vishnu) both of whom were laid as eggs.
When the first egg was still premature, the
mother impelled by curiosity hatched it, and
out came Aruna in a half-developed form. This
explains how he became bereft of the lower
limbs. The Sun was blazing fiercely at that
time and the gods were unable to bear it.
Brahmi sent Aruna to stand in front of the
Sun so that the intensity of the solar heat
might be partially obstructed. Thus began the
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ARUNA from Bengal

association of Aruna with the Sun-god (Maha-
bharata, Adi, 24, 15-20). Arupa married
Syeni (“‘the she-hawk’’), and begot Sampati
and Jatayu (who figures in Rimayana as the
benefactor of Rama).

There is also an Aruna, who is one of the
attendant divinities and lords of elements
(bhita-pati). He is represented as two-armed,
round-eyed (vrtta-chakshu), with fangs (sa-
damshtra), fierce-looking (bhayarkara),
gigantic in proportions (brhat-kiaya) and carry-
ing a staff (danda-hasta). He should be
represented along with others of the same
class, Kumuda, Pundarika, Sanku-karpa and
Sumukha (cf. Naradiya-Samhita, 13, 335).
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ARUNA, the Charioteer of Surya

ARUNACHALESVARA

The name of the aniconic lingam in the
famous temple at Tiruvannamalai (Tamil Nadu)-
But there is an iconic form which goes by this
name, where Sivais represented as a Yogi,
with his two front hands joined in a contem-
plative gesture, and his other hands carrying
the usual emblems of Siva, viz., battle-axe and
antelope (See illustration, next page).

ARKA-GANAPATI

A form of Ganapati, specially in use in
Tantrik rites. Arka is the name for the Indian
plant Calotropis gigantea, which has numerous
medicinal and magical properties. It grows
extensively in burning grounds and wilder-
ness. The roots of the white variety of the
plant ($vetiarka), when very old, is said to
develop into the form of Ganapati. A fine and
large specimen of this can be seen in the
temple of Mikambika in Kollir (Karnataka).
While this is obviously a rare occurrence, the
texts (like Mantra-mahodadhi, 2, 40-41)
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ARUNACHALESVARA (Kadabavanesvara temple, Erumbur)

prescribe that an icon of Ganapati (the
Ucchishta Ganapati form, See UCCHISHTA-
GANAPATI) may be fashioned out of the main
root of the white arka plant, and that the
image so made should be of the size of the
worshipper’s thumb. This icon is said to be
effective in the six-fold magical rites (§anti,
va§ya, akarshana, vidvesha, ucchitana and
marana), many of which answer to the
description of witchcraft and sorcery.
However, there is a form of Ganpapati,
known as Arka-Ganapati without any reference
to the plant arka, although its employment is
still magical (for purposes of securing the
attention and adoration of all people, 'vasya’).
The textual prescriptions of the iconic details
of this form are general: he is four-armed,
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carrying in his hands tusk (vishina), lasso
(pasa), lotus (kamala) and sweet cake
(modaka) ; adorned with numerous ornaments
made of gems and pearls; with a serpent as
his sacred thread, seated on the ‘bhadrasana’
or riding an elephant (Prapasicha-sarasam-
graha). However, the mantra specific to this
form involves an appeal for magical attraction:
"Om gam ganapate arkaganapate vara varada
sarva-janam me va$am anaya, svaha’’. Arka-
Ganapati is one of the fifty-two forms of
Ganapati to be found in Varanasi (Banaras)

and enumerated in Skanda-purana ('Kasi-
Khanda’, ch. 57)

ARCHANA

Also known as ‘pija’, ‘saparya’, ‘seva’ or
‘aradhana’, the expression means worship of
an icon (more specifically ‘pratimarchani’ or
‘bimba-paija‘’), Itis of two major varieties :
worship done at home (grhirchani), and
worship done in a temple (dlayarchani). The
scriptural prescriptions for the two_ differ
considerably, the former being described as
‘worship for ones own benefit or for the bene-
fit of ones own immediate family’ (atmar-
chana) while the latter is ‘worship for the sake
of others’ (pararchana). The latter is naturally
more instituionalized than the former, and the
procedure in the latter case is more or less
standardized.

The most evident difference between the
two varieties of worship is in the size of the
icons worshipped at home and in the temples.
There is a prohibition for the worship at home
of icons which are bigger than ten (or fifteen)
angulas (see ANGuULA, what is meant here is the
‘matrangula’), according to Kapila-paficharatra
and  Hayagriva-pasicharatra (‘'matrangula-
pramanena dasa-pafichadasangulam ; grhe tu
pratimi pijya nadhika tu praSasyate’). This
restriction is of course not applicable to icons
in the temple. Worship at home is also simpler
and shorter than worship in a temple; it has
far fewer details, and does not require periodic
festive observances (naimittika-utsavas) or the
daily procession in connection with food-
offering (bali-yatra).

Worship in a temple (devayatana), which
is public in character, is again distinguished
from worship in a monastic establishment
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(gurvayatana), which is both public and
private. The latter is an extension of the
household worship, but it is meant for a larger
audience. The temple, being a public institu-
tion, is open to all classes of people, regard-
less of sect, creed or caste. But in a monastic
institution, admittance is restricted to people
who owe allegiance to a particular sect or
caste.

Worship in a temple involves an elaborate
ritual, and it is repeated several times during
the course of the day. It is usual for most
temples for arranging worship three times a
day (called ‘trikala-piija’) : morning (pratah),
noon (madhyandina) and eventide (siyam).
There are temples where the worship is con-
ducted six times a day (‘shatkila-pija), viz. in
addition to the above, early dawn (pratyisham,
about 5 a.m.), pre-noon (upa-sandhi, about
9 a.m.), and late in the night (ardha-yama,
about 10 p.m.).

The texts of the Paiicharatra school
prescribe worship as many as twelve times.

The worship sequence involves numerous
details (called upachiras). Some texts (like
Tantra-sara, Siddha-yamala) give as many as
sixty-four ofthem ; some others content them-
selves with eighteen or sixteen. The sixteen-
detailed worship (shoda$opachaira) is more
frequently resorted to: water for the feet
(padya), water of offering (arghya), water for
sipping (ichamana), bath (snana), offering of
garments and ornaments (vasana-bhishane),
presenting fragrant unguents (gandha), offer-
ing flowers (pushpa), burningincense (dhipa),
waving light in front of the icon (dipa),
presenting food (naivedya), water for cleaning
the mouth and sipping (punar-ichamana),
presenting post-prandial delicacy (tirbila),
worsip by invoking names (archana), singing
hymns and laudatory verses (stotra), oblations
(tarpana) and prostrations (namaskriya).
Tantra-sara insists that worship must involve
at least five details (pafichopachira); unguents
(gandha), flowers (pushpa), incense (dhiipa),
light (dipa) and food-offering (naivedya).

In household worship, the sequence of
five details would take the form of inviting
the deity (avahana), seating (sthiapana),
materializing the presence (sannidhi-karana),
worship (with the above five details) and
dismissal of the deity after worship (visarjana).

The deity as the icon in a temple is perma-
nently ‘alive’ and ‘present’, and therefore the
details of inviting, seating, materialising the
presence and dismissal become irrelevant and
unnecessary.

Among the details of worship, offering
water for honouring is intended to delight the
god (deva), unguents like sandal-paste to
delight the creator (brahma), flowers to secure
growth (vrddhi-prada), burning incense to
delight the cosmic fire (vai$vanara), placing
light in front of the deity to delight the divi-
nity presiding over ritualistic action (karma),
waving light (arati) to secure victory (jaya),
offering food to secure abundance (sarnrddhi),
and presentation of tarmbiila to secure prospe-
rity (§ri).

Daily worship ritualsare collectively known
as ‘karma’, as distinguished from processions
(utsava), food-offering (bali), or ceremonial
bath in a tank (tirtha). It is a custom in many
temples to use different icons for different
purposes. The icon employed in daily worship
is the permanent and immovable one (mila-
kautuka) and the smaller replica of it in metal
is known as ‘karmarcha’.

ARCHA-MURTI

The icon meant to be worshipped, also
called ‘archa’, 'bera’, ‘bithba’ or ‘pratimi’, is
distinguished from images and figures of gods
and goddesses, which are only of decorative
significance, or which constitute only the
retinue (parivira) of the icon to be worshipped.

The custom of making icons in metal for
purposes of worship appears to be very ancient
in India. Even Rgvedic hymns contain refer-
ences to images of Rudra (2,33.9), Indra
(4,24,10), Varuna (1,25,13), Agni (1,21,2 ; 4,
58,3) and to temples (7,56,14) in which icons
were housed.

We find references to this practice even
in Panini (5.3,96 and 5,3,99 ‘jivikarthe
chapanye’) dating 5th cent. B.C. Pataiijali,
who commented on Panini uses the expression
‘archa’ jn the sense of icon, or object of
worship, and informs us that such objects
were fashioned by the ‘mauryas’ who made
money by exhibiting them before the pious
folk (‘'mauryair hiranyarthibhir archi prakal-
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pita‘, on 5,3,99) ; and such images could not
be bought and sold (‘apanya’).

The Besnagar inscription (2nd cent B.C.)
suggests the image of Vishnu on a pillar
(garuda-dhvaja) ; the Mora Well inscription
(about the same time) mentions the icons
(pratimi) of the five heroes of the Vrshniclan;
the Ghosundi inscription (1st cent. B.C.)
refers to the icons of Sankarshana and Vasu-
deva in a temple; the inscription on the
Pawaya sculpture (Gwalior) (about the same
time) mentions the icon of the spirit named
Mani-bhadra. Kautilya's Arthasastra (about
the 8th cent. A.D ) also mentions cells for
placing the images of divinities like Aparijita,
Apratihata, Jayanta, Vaijayanta, Siva, Vaisra-
vana and the Asvins.

Manu’s Smrti (4,39) (about the 2nd cent.
A.D.) prescribes circumambulation of icons
(pratimi). Early icons were small and portable
(chala-bera); they were usually made in metal.
They were meant for worship in households ;
temples were a later institution. Each time
worship was conducted, it was preceded by a
ceremonial invitation accorded for the divinity
(avihana) and a ritual to bestow animation to
the icon (prana-pratishtha) ; without these
two preliminaries, worship was regarded as
useless. In a temple, however, the icon is
permanently installed (achala-bera) in an
elaborate ritual and duly consecrated (prati-
shtha). The divine presence in a temple-icon
is said to disappear in rare and unusual circum-
stances, such as mutilation of the icon,
defilement of the sanctum, discontinuance of
daily worship over a period, earthquake, and
so on. The temple-icons were more usually in
stone or in wood, and were of relatively
large size, as they were meant for worship in
public.

The custom of having metal replicas of
these icons in the sanctum for purposes of
occasional processions and other ceremonial
details (like bathing) was a later one, and was
necessitated when the temple-worship became
a complicated ritual. The metal images were
smaller in size and were portable in character,
and hence were called ‘chala-beras,” in
contradistinction to the permanently fixed
stone icon in the sanctum, which was called

PRATIMA KOSHA

‘achala-bera’ or ‘dhruva-bera’. Most of the
temples following Paficha-ratra school have a
group of five icons (paficha-bera), viz. the
immobile or main icon and four secondary and
movable ones, each of them being empleyed
in a worship detail (like procession or utsava,
bathing, or snapana, food-offering or bali and
assembly or koluvu). The four latter icons
derive their power and authority only from the
immovable icon in the sanctum.

Texts do not fix a limit to the number of
icons that a temple may employ (bahu-bera)
in addition to the main one in the cella or
sanctum (called mila-kautuka). Sri-prasna
(14, 2) suggests five icons: one to receive
routine daily worship (karmarchi), the second
to be carried round in processions (utsavarcha),
the third to be taken out during food-offering
(balyarcha), the fourth to receive the cere-
monial bath (tirtha-snana) and the fifth to be
put to bed in the night (§ayanirchi). Isavara-
sambita (17, 238-248) calls them ‘anga-
birmbas’.

In the temples to Siva, the sanctum invari-
ably houses an aniconic linga, and worship is
offered only to this. But there willbe a metallic
icon, representing Siva in human form, for
purposes of procession and so on. There are
instances of temples to Vishnu or Sakti, where
the main image (mila-miirti) in the sanctum is
aniconic, somewhat in the form of a linga, but
the processional image (utsava-bera) will be
in human form.

The icon for worship in a temple may be
fashioned by a sculptor and installed by priests
in comparatively recent times (in which case it
is called ‘'manusha’ or human). It may, alter-
natively, have been set up in very early times
by a sage (in which case it is called ‘arsha’ or
related to a sage). Or it may be related ina
legend to have been set up by the gods to
honour the overlord of all of them (in which
case it is called ‘daiva’ or divine). Finally, the
icon may have appeared on its own (svayam-
bhi).

The last variety is of course the most
potent and sacred, and the divine presence in
itis never lost. The icons set up by human
beings is the least potent ; and to be effective
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they require not only proper installation, but
regular worship by a competent priest. There
are also prescriptions and prohibitions in the
conduct of priests and devotees. The icon

may lose the divine presence with the omisgion
of a ritual or the commission of a prohibited

act. The temples containing this variety of
icons also need periodical purifications
($uddhi), and renewal of consecrations.

The power in an icon (especially the one
belonging to the "human’ variety) is said to be
derived from the austere devotion of the priest
(‘archakasya tapo-balat’), from the perfor-
mance of correct worship rituals (‘pijanasyati-
§ayitvat’), and from the clarity and beauty of
the icon (‘abhiripyac cha bimbanam’,
‘birhbasya’ saushthavit’). The sculptor who
fashions it is required to contemplate on the
appropriate ‘dhyina-§loka’ to visualize the form
of the deity, before he sets outto carve or
sculpt. ‘Dhyina-§lokas’ are verses in Sanskrit
(contained in the dgama texts), which describe
the iconographic details relevant to the ‘ava-
taras’ of Vishnu, ‘lila-martis’ of ‘Siva, forms of
Sakti, Ganesa and other major deities in
worship. The icon made by a sculptor who is

ignorant of these verses is regarded as unfit
for worship.

Icons for worship are of five varieties,
according to Sanatkumara-samhita (7, 1-2):
carved in stone ($aill or §ili-mayi), cast in
metal (loha-mayi), fashioned in precious stone
(ratna-mayi), carved in wood (kishtha-mayi
or darvi), and made in clay (mrpmayi).
Bhargava-tantra (4, 7) adds a sixth variety vi/2.
drawn or painted on cloth or wall (chitra-ja or
rekhd). Hayasirsha-tantra (15, 1-2) adds the
icons made from sandal-paste (gandha-ja) or
from flowers (kausumi) ; but these are strictly
temporary in character (for tat-kala-pija).
Visvamitra-Samhita (22, 1-2), however, says
that the icons carved in stone (saila), fashioned
in precious stone (manija) or cast in metal
(lohaja) are the best.

The texts contain detailed accounts of
wood or stone that is suitable for icon-making
and also procedures for their collection
(dravya-saihgraha). Wood that has become
dry of its own, is torn, has lost its bark, struck
with an instrument, or has many crevices must
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be avoided. Trees that grow on cemeteries or
where four roads meet, or in a8 temple are also
unsuitable to collect wood for carving icons.
Likewise, trees on which birds have built nests
or in the shade of which animals rest, or
which grow on the roadside giving shelter to
travellers or on tank-beds or near a well must
not be cut down for wood. Trees which
support creepers and climbers must likewise
not be cut down. Trees which are struck by
lightning or have caught fire are also unsuitable.

The trees, the wood of which is suitable
for icon-making are in order of preference,
khadira (catechu Acacia), Devadiru (Cedrus
deodara), Badari (zyphus jujuba), the two
varieties of Chandana (sanatalum), Sithéipa
(Dalbergia sissoo, Rose-wood tree), Bilva
(Aegle maxmelos), Madhika (Bassia lati-
folia) Syandanalohita, Charhpaka (Michelia
champaka), Sialmali (Bombax Malabaricum, red
silk cotton tree), Sila (shorea robusta), Bakula
(Mimusopa elengi), Sirisha(Mimosa sirissa)and
Amalaka (Emblic myrobalan) (cf. Vishvaksena-
samhita, 3, 7-12).

The wood has to be cut and brought to
the site of consecration in an elaborate ritual,
and there are procedures for the sculptor to
prepare the wood prior to carving (for details
see  Purushottama-tantra, 6; Kapinjala-
tantra, 11, 18-19; Sakaladhikara, 22).

Likewise, stone for making icons is also
to be carefully selected, treated and conse-
crated before the sculptor sets to work. Stones
to be avoided are those which contain cavities
(garbha), which are on the banks of a river, or
in the centre of a village, or in cemeteries, or
in a place devoid of water and grass, or full of
thorny thickets ; stones which are in a desert,
near a temple, or where four roads meet are
also unsuitable. Stones from mountains are
the best, and only if they are not available,
stones from level ground have to be selected,
but satisfying the above conditions. Stones

which are at the bottom of a tank are also
suitable.

Stones are classified into three types :
(1) masculine (pum-§ild), suitable for making
linga and images of male divinities, (2) femi-
nine (stri-§ild), suitable for making images of
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female divinities, or the pedestal (pithika)
above the ground for the images of the first
variety ; (3) and neutral (napurhsaka-§ild),
suitable for making the base (pada-pitha) or
foundation-stone below the ground-level
(‘ratnanyasiad adhah’). It is only the immova
ble images (achla-bera) that are carved in
stone, and have fixed abodes inside the
sanctum (cf. Vasishtha-tantra, 4, 30; Puru-
shottama-samhita, 5, 63).

Mobile images (chala-bera)- are cast in
metal or carved in precious stones. Of the
metals, gold (suvarna), especially the ‘jataripa’
variety, is best for making images. Nextin
order is silver (rajata); and next to it is copper
(tamra). But more commonly found are images
made in brass (paittala) or bronze (kitsya).
These five are regarded as auspicious metals
(cf. Isana-siva-guru-deva-paddhati, 36).
Images made of iron (dyasa), lead (saisaka)
and tin (trapusha) are used only in magical
rites and witchcraft, and they have an evil
influence.

For temporary purposes,images for worship
may be made in sand (saikata), cow-dung
(gomaya), rice-flour (paishta), butter (nava-
nita), sandal-paste (gandha) and so on. But
no pedestal (pindika) is to be made for such
images, nor any standard measurements to be
adopted. Worship must be conducted soon
after the images are made, and must immedi-
ately thereafter be abandoned.

There is another classification of icons for
worship into four kinds, given in Gopaila‘s
Haribhakti-vilasa : line-drawings, or colour
paintings (chitraja) done on a wall (bhitti),
canvas (pata) or earthern pot (patra); clay
frescoes (lepaja); cast in molten metal
(pdkaja) ; and carved by sharp implements
($astrotkima) (cf. also Vishnu-dharmottara-
purana, 3, 2, 27 etc.). Bhoja's Samarangana-
sutra-dhara (GOS, Il, 1.1) enumerates icons
made in gold (suvarna), silver (ripya), copper
(tamra), stone (as$ma), wood (daru), clay
(lepya), and drawings (chitra).

Stone icons for worship are either sculpted
in the round (called ‘chitra‘’) or in bas or
middle relief (‘ardha-chitra’ or ‘chitrirdha’).
The former can be seen alround (‘chitram
sarvanga-drshtam’), but the back portion of
the latter is left plain and not to be seen
("ardham ardhinga-darsanam’). The third
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variety of icons is painting (‘chitrabhisa‘’) on
cloth or wall. The sculpture in the round is
considered best, and the painting the least
meritorious in worship (cf. Sakaladhikara,
1, 4-5).

For making icons meant for worship,
knowledge of iconographic prescriptions is
indispensable (Vishnudharmottara-purana, 3,
2, 1-9). The sculptor must be well-versed in
the art of sculpture in the round, bas-relief,
and drawing, must be skilled 'in delineating
the gestures (mudra), postures (bhangi).
ornaments (ibharana), weapons (iyudha) and
other details appropriate to different deities.

ARJUNA

A hero of Mahabharata and one of the
Pindava brothers (the third son of Kunti, born
as a result of her invoking Indra), he was a
friend of Krshpa. In iconography, Arjuna is
depicted in two situations : one associated
with Vishnu and the other associated with
Siva. Krshna offered to be a charioteer of
Arjuna in the battle, and is hence known as
Partha-sarathi. Vishnu is represented in this
role as carrying the usual discus (chakra) and
conch ($amkha), but also a whip in hand. In
some images of this type, he is seen with a
moustache. Arjuna, however, may not always
be shown with him. One of Siva's forms is
described as ‘bestowal of boon to Arjuna’
(Arjuna-vara-pradana) (see ANUGRAHA-MURTI).
The reference is to the performance of penance
by Arjuna in the Himalayan foothills and the
consequent gifting of a weapon (called
‘pasupatastra’) by Siva. There are sculptural
narrative representations of this event, especi-
ally the sequence of Siva in the guise of a
hunter testing the sincerity of Arjuna’s penance.
The event, which forms the subject-matter of
several literary works in Sanskrit, is known as
"kiratarjuniya’.

ARDHA-CHANDRA

Half-moon or crescent moon as an icono-
graphic detail is worn by Siva on his matted
ocks of hair (jatd). In the form of Natarija,
Siva carries fire in one of his hands, and while
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ARDHA-CHANDRA

doing so the palm assumes the form of half-
moon (ardha-chandra-mudra). Some forms of
Devi (like Durgi. Parameévari, Bhuvanesvari,
Rajaraje$vari, Raja-mitangi, Dhumavati, and
varihi) also have crescent-moon on their
crowns.

ARDHA-CHITRA

Also called ‘chitrirdha’, it is one of the
three varieties of icons (the other two being
‘chitra’ and ‘chitrabhasa’), where the icon is
sculpted in relief and hence the name ‘half-
sculpture’ ("half of the icon being sculpted
and made visible’). The rear portion is left
plain and is not meant to be seen ($ila-gatiya
yasyas tu prshtha-bhago na driyate’, Agastya-
sambhita ; ‘ardham ardhanga-dar§anam’, Saka-
ladhikara, 1,5). This is regarded as inferior to
sbulpture in the round (viz. ‘chitra’), but
superior to painting (viz. chitrabhasa), from
the point of view of worship. This is described
as ‘'middle-relief’, as distinguished from ‘low
relief” (which is ‘chitribhasa’). There is a
prescription that relief sculptures must be
made in stucco ('chitriroham’, saudhajam’,
Sakaladhikara, 1, 4).

ARDHA-DAIVA

Deities with semi-divine status, invoked
occasionally for specific, and minor, benefits.
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They are sometimes represented as attendants
or in the entourage (parivira) of major gods
and goddesses. The class of such divinities
include deified hermits (rshi), ancestral spirits
(pitr), serpents (niga), demons (asura),
goblins (pisacha), vampires (vetala) and folk
heroes (vira). The bhiitas, worshipped exten-
sively in the coastal regions of South India
answer to the description of ‘ardha-daiva’
(See BHuTA). An illustration of the ‘ardha-
daiva’ receiving worship is the Mahishasura in

ARDHA DAIVA-VYAGHRAPADA
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PRATIMA KOSHA

62



: @ &\/ m
g : P
: 2 Q)
m .v/.\ 4 . M

A
e
(= 2N

=
(=
) O
jv
~— —
- e e
‘=::-ér=,t/¢
GARUDA
)
F’\
nf
RSHI

A~ ~ =D L = j\\
I TR SETRNN > =
Jj \y f).trr%\\Jﬂ.\ML : >
. I O

63

ARDHA DAIVA

PRATIMA KOSHA



AAAAAAAAA

AAAAAAAAAA

NNNNNNN

AAAAA

AAAAAAAAAAAA



KSHETRAPALA

|
SIAN

SAINT APPAR

ARDHA DAIVA

the form of a buffalo combating with Durga ;
in the worship sequence, the ‘asura’ also
receives the devotee’'s reverence, as also the
lion on which Durga rides. Another illustra-
tion is the Sesha (serpent) on which Vishnu is
depicted as recumbent (Sesha-§ayana), or the
image of Garuda on the pedestal of Vishnu's
icon.

The hermits or sages are represented as
bearded and with their matted hair done in the
form of a crown (jata-mukuta). They are two-
armed, carrying the mendicant’s staff (dagda)
and water-pot (kalasa or kamandalu) or rosary
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(aksha-siitra) and book (pustaka). They wear
the sacrificial cord (yajiia-siitra) and the upper
cloth (uttariya) (See RsHi).

The ancestral spirits (pitrs) are visualized
as seated in comfort, yellow-complexioned
(pita-varna), two-armed, one hand resting on
the lap and the other holding the sacrificial
laddle (sruk), and wearing the sacred cord
(upavita). The balls of rice (pinda) offered
by their progeny are seen placed in front of
them.

The serpents as worshipful spirits (naga)
are pictured with the human body above and
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the coils of the snake below. Over the human
head will be three, five or seven hoods
(phana), each showing the slit tongue lolling
out. They are two-armed, and carry rosary
(akshamala) and small water-pot ; (kundiké)
alternately, the hands will be joined in the
gesture of supplication (afijali-mudrd) (See
NAGA).

The sylvan spirits of five types are usually
represented in icons : the yakshas, kinnaras,
gandharvas, vidyadharas and apsaras. The
Yakshas are shown as short-statured and
stout, with protruding belly (tundila), carrying
a pot or bag of treasure (nidhi) (See YAKSHA).
The kinnaras are celestial minstrels ; they are
shown as flying in the air and playing on the
lute (vini). Sometimes, their body is a
composite one, half human and half beast or
bird (See Kinnara). The gandharvas are
youthful and handsome, and well-bedecked
with ornaments, and they are shown as flying
in the air, playing on the lute (vina) (See
GanDHARvA). The Vidyadharas are depicted
like the gandharvas, but carryingin their hands
a garland of flowers (mala-dhara). The
apsaras as celestial damsels, and thirty-two of
them are named. They are shown as lovely
girls in delightful postures ; standing or more
usually dancing, two-armed and carrying
flowers, garlands, or gestures of endearment
(See APSARAS).

The wicked and hideous spirits like the
asuras, danavas, rakshasas, vetalas and bhiitas
are also classed among the ‘ardha-daivas’.
The asuras are usually two-armed, with
gigantic body (bhima-kaya) and frightening
aspect (bhayankara), with terrible fangs
(tikshpa-damshtra). They carry numerous
weapons of destruction (nana-$astra-dhara),
and wear on their heads crowns, and in their
ears circular-ornaments (kirita-kundalopeta)
(See Asura).

While the body of an asura is well-propor-
tioned, the body of a danava is huge (maha-
kaya) but deformed (vikrtakara) ; the eyes are
knit in a crooked manner (bhrukuti-kutila) ;
the face expresses ferocity (karala-vadana).
The rakshasas are dark in body-colour, and
hideous and terrible in appearance (ghora-
ripa). They wear red garments (rakta-vastra-
dhara), and hold in their hands destructive
weapons ; they have sharp and long nails on
their fingers (dirgha-nakha).
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The vetilas are hungry and cruel spirits,
and are described as fond of devouring-human
flesh. They are pictured (as attendants of
$iva as Bhairava or of Sakti as Chandi) with
elongated and emaciated body (dirgha-deha,
kr§odara), devoid of flesh (nirmamsa). They
are terrible in aspect and deformed in body
(raudra-vikpta) (See VET ALA) (See also BHUTA).

ARDHA-NARISVARA

The ‘half-feminine form of Siva’ (ammai-
appan in Tamil) is an illustration of the syncre-
tic image, where two dissimilar but comple-
mentary aspects are represented in a unity. In
the iconic representation of Siva known as
Ardha-nari§vara or Ardhayuvatisvara(in Assam),
the right half represents the male principle
(purusha) or Siva while the left half
represents the female principle (prakrti or
shakti) or Gauri. The androgynous symbolism
in iconography is characteristic of Siva (later
adapted to the representation of Vishnu as

ARDHANARI at Mamallapuram, Dharmaraj ratha
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ARDHANARISVARA

‘ardha-Lakshmi-Hari’), and is an artistic elabo-
ration of the idea involved in the aniconic
‘linga’ form of Siva (which also is a unity of
linga or male aspect and yoni or female aspect).
It is interesting that this form is enumerated
among the forms of Siva, and not among the
forms of Devi. This is derived from the Vedic
description of Siva as having two forms:
malevolent and benevolent (‘dve tani tasya
devasya ghoram anyam §ivam anyam’). The
violent and destructive aspect (ugra) is repre-
sented by the male form, and the tender and
creative aspect (saumya) by the female form.
In the Khonamukhi grant (Assam) of Dharma-
pala of Pragjyotisha, dating back to the fifth
century A.D., where this composite form is
eulogized, we read that the form was assumed
“*as if to symbolize the creation where the
amorous and fierce elements are coalesced’.
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=7
s

ARDHANARISVARA, Kandiyur

Classical iconographic texts like Si/pa-
ratna and the Saiva-igama texts like Karana,
Kamika, Amsumadbheda and Suprabeda, give
details regarding the differential delineation of
the two forms brought into a unity. lcono-
graphic representations in stone are available
in the northern parts of India as well as the
southern since at least the sixth century A. D.,
Siva in this form is represented with two arms
(in several places), three arms (as in the
Kailasanatha Temple at Kafichipuram or in the
Brhadi$vara temple at Tanjore), four arms (as
in the rock-cut temple at Badami), or eight
arms (as in the temple at Darasuram). The last
mentioned icon (at Darasuram in Tamil Nadu)
has also three faces, while the others have
only one. There is a dhyiana-sloka which des-
cribes Ardhanari§vara with four faces and
eight arms (“ashtabahum chaturvaktram....... ‘)
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ARDHANARISVARA

The accommodation of the attributes
characteristic of the male and female principles
in the two halves of the body (dehirdha-
ghatana) is variously done. But itis always
the right half that represents the male, and the
left half the female ('dakshinirdhe Haram
chaiva vamardhe Parvatim tatha’). If theicon
is two-armed the right hand is shown holding
the human skull (kapala) or is seen in the
gesture of protection (abhaya-mudra), and the
left hand hangs down gracefully or holds a
flower or a mirror. The right hands will have
trident and bow (pinaka) according to Brhat-
samhita. If the icon is three-armed, the male
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half has two hands and the female half has
only one hand (holding a mirror or flower or
parrot). If the icon is four-armed, the right
hands are shown carrying Siva’s weapons like
battle-axe (para$u), trident (tri§ila), mallet
(tanka), or rosary (akshamala), and the left
hands carrying the attributes of a female
divinity (like the blue-lily or dangling arm).
According to Vishnudharmottara, the hands
must have rosary and trident on the right side,
and mirror and blue-lotus on the left.

The iconographic differentiation of the
two halves further involves the upward braid
of matted hair (jatimali), crescent-moon
(ardha-chandra), coiled ear-pieces (kundala),
tiger-skin at the waist and above the knee
(vyaghrajina), the serpent-girdle (sarpa-
mekhala), and ash-besmeared body (bhasma-
bhasita) for the right half (viz. Siva), and the
crown known as karanda-makuta, the ear-piece
known as Vilika, coloured silk saree reaching
the ankles, the triple-girdle (kati-sitra-traya),
a breast and saffron-smeared body (kumkuma-
lepa) for the left half. On the forehead, the
right half wears half of third eye (‘lalatam
nayanardhena samyuktam’, characteristic of
Siva), while the left half wears the tilaka. The
left eye is painted with collyriam (kajjala).
The right eye has a fierce sight while the left
eye is cool (viz. compassionate) (‘dakshine
rudra-drshtis syad vama-pardve tu $italam’).
The right arms are manly and strong, but the
left arms are tender and graceful.

Some icons of Ardha-nari§vara are repre-
sented as playing Vina. And as the playing
of vina requires the use of two hands, both the
halves of the body are represented as engaged
in this common activity- In the early icon at
the rock-cut temple at Badami, we find that
the four-armed icon carries in the right hands
the battle-axe (para$u) and Vina, and one of
the left hands is shown as carrying a blue-lotus
and the other playing on the Vipa. In some
of the icons, Siva’s vahana, the bull (Nandi)
is also shown, to the right of the icon. In the
Badami icon, described above, along with
Nandi, Siva's devotee Bhrngi also is repre-
sented.

Brhan-naradiya-purana prescribes that one
half of the icon (female) must be black and
the other (male) yellow; one half must be
clothed with a silken garment while the other
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be naked ; on one half must be shown a garland
of lotus-flowers and on the other half a garland
of skulls. The female half must be bedecked
with gem-set armlets, wristlets and rings,
while the male half must be left bare.

There are various accounts in the puranpas
concerning Siva’s assumption of this peculiar
form. One of them is that the creator Brahma
brought forth the primordial father-figures
known as Prajapatis, and assigned to them the
task of producing all things in the world.
They, however, could not discharge this duty,
because they were only male principles and as
such lacked the productive power. Thereupon
Brahma performed penance and invoked Siva
for help. Siva appeared before him in the
form of Ardha-nari§vara,half-feminine and half-
masculine. Then all things in the universe
could be created, and each thing contains
within it the unity of masculine and feminine
principles (Siva-purana).

Another story is that Pirvati, the consort
of Siva, wished that she should reside with
Siva always, embracing him limb by limb.
This wish was fulfilled by Siva by assuming
the form of ArdhanariSvara (Skanda-purana,
47, 54 ft). 'Still another is that while all the
gods and sages reverentially went round both
$iva and Parvati seated on mount Kailds, the
fanatical devotee of Siva, Bhrngi, resolved to
go round Siva only, much to the annoyance
of Parvati. Parvati cursed Bhrigi to be reduced
to a mere skeleton covered by skin. In the
condition, Bhrigi could not support his body
on his two legs, and Siva taking pity on him,
provided him with another leg. But to correct
his devotee’s error, Siva assumed the form of
Ardhanarisvara to show that in truth Siva and
Parvati were one and inseparable.

Vishnudharmottara (3, 55, 1-5), Brhat-
Sambhita (58-43) and Sakaladhikara (13, 1-70
contain iconographic prescriptions concerning
this form of Siva. According to the last text,
the figure (whether two-armed or four armed)
must be made to plant its right leg firmly and
vertically on the ground while the left must be
shown as slightly bent (kufichita). The right
hands (if four-armed) must carry the battle-axe
(parasu) and the gesture of protection
(abhaya) ; the upper left hand in the kataka-
mudra will carry a flower, and the front hand
on the same side will rest on the bull's head
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(‘vrshasya eva §irasi nyasta-kiirparam’). [f the
figure has only two arms, the right hand will
assume the gesture of boon-bestowal(varada),
or in the alternative carry a trident, and the
left hand will carry a flower (blue-lotus).

The Brhatsambhita prescribes that the bull
(which is the vahana of Siva) must be shown
at the back of the Ardha-narisvara form. |t is
usual for the standing representations of this
form to include a bull, on whose head one or
the other hand of Siva will rest. Some repre-
sentations will portray bull on the right side
and lion (which is the vahana of Devi) on the
left.

This form was in worship all over India
during the first few centuries of the Christian
era; it was especially wide-spread in the
northern regions of the country. The earliest
stone images of this form may be traced to the
Kushiana period (first and second centuries
A.D.), and numerous stone and terra-cotta
representations of this deity that have been
discovered in the North belong to the sixth
century. The northern representations are
four-armed, while the early Southern represen-
tations are three armed (two of Siva and one
of Devi). The crown in both representations
are half jata-mukuta and half karanda-mukuta
(See Mukuta). The South Indian figures,
especially the bronzes ones, are usually in the
three-bend (tribhanga) stance.

There are variations in textual prescrip-
tions, and the iconographic texts of South
India are particularly elaborate in the delinea-
tion of this form. Uttara-Kamikagama, for
instance, prescribes that the left ear must be
adorned with leaf-ear piece (patra or kalika),
must have the gaze settled on the mirror
(‘darpanaskta-lochani’), must wear a fine
garment of variegated design (‘chitra-vastra-
paricchada’), must have the toes of the foot
(which is firmly planted, ‘susthita’) adorned
with rings ‘niipurena alathkrtam’); it also speci-
fies that the hair on the head on this side must
have curls andringlets (‘alakena samanvitam®).

According Silpa-ratna, it is the right foot
that must be firmly planted, and the left slightly
bent (kufichita), whereas Amsumadbhedigama
would have it the other way about, and a
treatise attached to it, Kasyapa-silpa, provides
a choice in this regard. Vishnudharmottara
prescribes that the Siva’s side must show
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erect penis turned upright (irdhva-linga), that
the right side must be daubed with ash
(bhasmoddhillita) while the left side must be
smeared with red saffron (kuiihkuma-bhishita).

Amsumadbhedagama suggests that the
garment on the right side (elephant’s hide or
tiger skin) must reach half-way down the
thigh (‘Gru-madhyastham’) while the garment
on the left (silken garment) should reach the
ankle (gulpha). Uttara-Kamikagama enjoins
that the entire form must closely resemble the
Kevala-chandrasekhara-murti, except for the
male-female differentiation. Suprabhedagama
prescribes that the right half must be red in
colour (rakta-varna) while the left half must be
dark (Syama-varna). Silpa-ratna would have
the left hand carry a flower in the kataka
posture (‘pushpadhrkkatakam’), but Supra-
bheda would have a parrot (’prakoshthe §uka-
samyuktam’) instead of the flower. According
to Vishaudharmottara, the loin on the right
side must have a serpent as girdle (‘sarpa-
mekhala-mandita‘’), whereas on the left side
there must be a girdle set with diamonds and
lapis lazuli (‘vajra-vaidurya-bhiushita-
mekhala’).

The variations relate, in the main, to the
number of hands and the weapons or objects
carried in them. Texts (like Kasyapa-silpa,
69, 1) provide that the form of Ardhanarisvara
may be two-armed, four-armed or six-armed.
The three-armed images are not frequently
mentioned in the texts, although they are
common in the South. The two-armed image
shows the gesture of protection (abhaya) in
the right hand and holds a flower in the left
(‘vama-haste pushpa-dhrk’) ; or skull (kapala)
in the right hand, the left arm being held in a
swing (prasiarita). The weapons of Siva that
are to be displayed in the other varieties
include battle-axe (para$u), fire (vahni), and
spear ($ula). Kasyapa-silpa (op. cit. 6)
mentions book (pustaka) in this context,
which is rather unusual and unintelligible.

ARDHA-PADMA

The asana or seated stance, known as
‘half-lotus posture’, is assumed in meditation,
or by deities invoked in meditation. The legs
in this posture are crossed while squatting,
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but one of the legs is seen above the other,
and the sole of the foot that is on top is
turned upward.

ARDHA-PARYANKA

An asana or seated stance, described as
'half seated on the hams’ is assumed by the
kings in a relaxed mood (hence also sometimes
called ‘maharija-lila’) or by ascetics while
practising meditation. Many deities are
represented in this stance, where both legs are
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on the same pedestal but one of the knees is
raised while the other rests on the ground.
Sometimes, there is a band (patta or bandha)
going round the loins, back and knees to
soecure firmness of the posture while medi-
tating. The arm on the side where the knee is
raised is made to rest on the knee.

ARDHA-YOGASANA

Variation of the posture of regal relaxa-
tion (maharaja-1ila) where the right thigh is
lifted up and the bent leg is secured by ‘the
chord of meditation’ (yoga-patta) which goes
round the loins. The other leg is sometimes
let down in a dangling stance. The 'chord of
meditation’ is a device for facilitating stability
of the body during meditative absorption (See
YOGA-PATTA).

ARDHA YOGASANA

ARDHALAKSHMIHARI

A form of Vishnu which is modelled after
ArdhanariSévara (See ARDHANARISVARA). It is
an androgynous representation of Vishnu and
Lakshmi in unison, the right half being Vishpu
and the left Lakshmi. However, it is a rare
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representation of Vishpu, for even when
Vishqu is a lone icon, his consort Lakshmi is
assumed to reside in his chest.

Tantra-sdara has this dhyana-§loka for this
form, which however, is of little iconographic
significance :

udyat pradyotana-$§ata-ruchim
tapta-hemavadatam,
paréva-dvandve jaladhi-sutaya
visva-dhatrya cha jushtam ;
nana-ratnollasita-vividha-
kalpamapita-vastram
Vishnum vande dara-kamala-
kaumodaki chakra-panim.

o ARDHENDU

See ARDHA-CHANDRA.

o ARHAT

Meaning the ‘adorable’, ‘worship-worthy’,
the term refers chiefly to the enlightened saint,
whether Buddhist or Jain. The Biiddha is
usually described as ‘arhat’ (arahi, in Pali,
rohan or Lohan in the Far East), for he has
conquered the passions, freed himself from
mundane fetters, attained to supreme and
perfect enlightenment (samyak-sambodhi),
and, therefore, honoured by gods and men
alike.

The Jaina pantheon enumerates twenty-
four ‘ford-makers’ (tirthankara), who are all
arhats (arihanta), for they have got rid of the
four kinds of deluding and obstructing (ghati)
karma, have obtained endless wisdom (ananta-
jiana), endless vision (-dar§ana), endless
energy (-virya) and endless happiness
(-sukha), have freed themselves from eighteen
blemishes of life (like hunger and thirst), and
have reached the stage of utter isolation from
mundane involvement (kevala). They are the
saints who are entitled to provide supreme
instruction, and they are the ones who ferry
the individual souls across the ocean of trans-
migration.

Counted first among the five worthy saints
(parameshthi, the others being the perfected
ones or the siddhas, the masters or dchiaryas,
the instructors or upiadhyiyas, and all the
saints in the world or sadhus), they receive
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the highest honour in Jaina worship. lcono-
graphically, they are represented as human
beings with two arms, engaged in deep
contemplation ; they are naked and devoid of
ornaments. They are shown either as standing
(kdyotsarga posture) or squatting (padmasana
posture). Their body colour is said to be light
green (like the plantain-leaf). But philosophi-
cally, their body is pure, luminiscent and
devoid of the seven constituents (dhatu, like
blood, muscle. bone etc.) that characterize
the normal body.

The twenty-four ford-makers of the Jaina
pantheon in the present time are Vrshabha,
Ajita, Sarbhava, Abhinandana, Sumati,
Padma-prabha, Suparsva, Chandra-prabha,
Pushpa-danta, Sitala, Sreyamsa, Vasu-pijya,
Vimala-natha, Ananta-natha, Dharma-natha,
Santi-natha, Kunthu-natha, Ara-natha, Malli,
Muni-suvrata, Nami-natha, Nemi-natha,
Parsva-natha and Vardhamana (Mahavira). Of
them, Vrshabha, Par§va, and Vardhamana are
popularly worshipped ; temples to them are
numerous in the country, and iconic repre-
sentations also frequent. Sometimes, all the

twenty-four saints are represented together
and worshipped.

The standard iconographic representation
of all of them is the same ; but each of them
is distinguished by an emblem (lafichhana)
peculiar to each arhat and carved on the
pedestal (as bull for Vrshabha, buffalo for
Vasupiijya, deer for Santi-natha, pot for Malli,
blue-lotus for Nami-nitha, conch for Nemi-

natha, serpent for Parsva-niatha and lion for
Vardhamina).

ALAKSMI

Also called Jyeshtha, Nirrti, Kalakarni
and Kalivallabha, she is the goddess of misery,
misfortune and evil. Born out of the mythical
milky ocean, when it was churned by gods
and demons for the sake of nectar (amrta-
manthana), she appeared even before Lakshmi
(the goddess of good fortune and happiness)
appeared ; hence she is known as ‘elder to
Lakshmi® (jyeshtha). The legend in Padma-
purana (uttara-khanda) continues that she
inquired of the gods, as soon as she was born,
""What is to be done by me? and where do |
reside ?*° The gods replied that she should
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ALAKSHMI (Muvar Koil)

reside in homes where quarrel is rife, where
the householders are wicked, where dirt
abounds, and where no virtue is practised,
and that she should bring about poverty, ill-
will, jealousy, strife and disease in that house-
hold. She is therefore described as the spouse
of the Spirit of Evil (kali-vallabha)

She is worshipped in some parts of India
on the new-moon day of the ASvin month,
when a rude image of hers is made out of
cow-dung, and black flowers are offered with
ones left hand. She is then begged to depart
from the village and told never to come back ;
she is beseeched to visit ones enemies and
cause untold grief to them. The old winnow-
baskets are beaten loudly when the image is
taken out of the village and abandoned. Her
dhyana-§loka on the occasion gives some
iconographic features of this strange goddess:
she is two-armed, dark in body-colour, and
wears black (or blood-red) garments; she
wears ornaments made of iron and lead ; she
carries a broom (grha-sammarjini), with which
the house is cleaned) in her hand, and rides
an ass. Sheis fond of discord, quarrel and
enmity. (See JYESHTHA)

ALAMKARA

Meaning ‘decoration” or ‘ornament’ (and
also called bhishana), it is one of the essential
aspects of Indian iconography, and it extends
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to sculpture and architecture. The merit of an
icon is said to consist in the beauty of the
image as well as in the proper decorations
(proper to the variety of the image, to the
occasion of worship, to the sequence of
worship ritual, and to the season). There is
an elaborate lore concerning the ornaments
for the different organs of the body and the
decorative details thereof. The ornaments
commonly found in the icons include those of
the head (mauli or mukuta), hair (kesa), ears
(karna), neck (kantha), chest (uras), arms
(bahu), hands (hasta) (wrist and fingers). loin
(kati), and legs (pada).

Different kinds of head-gear are to be seen
on the icons : long or short crowns conical in
shape ending in an ornamental top or chiada-
mani (kirita-mukuta, usually for Vishnu icons),
short crowns, basket-like in shape, and tiarred
(karanda-mukuta, usually for Ganesa and Devi
icons), braids of hair made up to look like a
crown (jata-mukuta, usually for Siva icons).
In some forms of Siva, the hair is braided in
elaborate and heavy knots (jatd-bhara) or in
circular shape (jata-valaya) (See Mukuta).
Devi icons are shown in different kinds of
coiffure, kuntala, keda-bandha, dhammilla,
alaka-chidaka and so on. Ears are decorated
with ornaments of five different kinds: ear-
pieces (kundala) shaped like a leaf (patra),
crocodile (nakra or makara), serpent (sarpa),
or cut-sections of conch ($§armkha). Or the

ear-piece may be heavily bejewelled (ratna-
kundala) (See KunpALA).

The neck-ornaments include different types
of clasping or hanging decorations: kanthi,
graiveyaka (encircling the neck), nishka
(necklace made up of gold coins), hara
(necklace of pearls, ratna-hira), pralaihba-hara
(hanging down) and several types of garlands.
On the chest, the ornaments are, besides the
above necklaces which hang down, upavita
(sacred thread), chhanna-vira (a bejewelled
flat disc), kucha-bandha (breast-band for Devi-
icons), Sri-vatsa (peculiar to Vishnu) and,
mangalya-stitra (auspicious thread).

At the waist are ornamental bands (udara-
bandha, kati-bandha, mekhala etc.), often be-
jewelled and with the head of the mythical lion
(simha-mukha) in front.

The arms are decorated with armlets
(angada, keyira), the wrists with bangles and
bracelets (kankana, valaya etc.) and the
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fingers with rings (anguliyaka). The feet also
have anklets and chains flowing above the
feet (pada-saras), sometimes with small tink-
ling bells attached (kinkini).

The ornaments mentioned above are
elaborately and minutely worked, and many
of them have floral decorations, prongs,
tassels and festoons. They are prescribed to
be fashioned out of precious metals: ruby
(padmaraga), diamond (vajra), gem (gomeda),
pearl (muktd), lapis lazuli (vaidirya) and
emerald (marakata), in order of preference.
They must be set in gold. There are regional
variations in the stylization of these ornaments,
and the textual prescriptions are often vague.
Classically, the ornaments are eight: head-gear
(Sirastra), crown (mukuta), necklace (hara),
ear-rings (kundala), armlets (angada), brace-
lets (kankana), finger-rings (balaka), and
waist-band (mekhala).

Some deities have characteristic orna-
ments, iconographically delineated. Vishpu
has §rivasta on the chest and a hanging
garland of flowers (vana-mala). Siva has his
braids of hair tied up like a crown (jata-
mukuta) and wears a garland of severed heads
(munda-mala). Gane$a has an upavita made
of a serpent. Devi in her ferocious form has
for her breast-band snakes (niaga-kucha-
bandha) and wears a garland of severed
heads. Minor deities (yakshas, gandharvas
etc.) have turban-like headgear ($irastra).

T ALAPALLAVA

A posture of the hand (hasta-mudra),
when the five fingers are separated and bent
forward, making a hollow of the palm, resemb-
ling a flower in bloom. Itis a gesture indi-
cating offering of flowers. Itis illustrated in
the disposition of Nandike$vara when he is
attending on the dancing Siva (nrtta-mirti).

AVATARA

Literally meaning ‘descent’, ‘coming
down’, the expression refers to the divine
appearances amidst mankind to extricate good
folk from the misery caused by the wicked
ones. The belief is that whenever virtue suffers
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and vice flourishes, God will manifest himself
in some form to set things right (Bhagavad-
gita, 4, 7-8). The idea of such manifestation
involves (1) complete divine presence in the
form (parnavatara), (2) partial or fragmentary
divine presence (améavatara), or (3) divine
possession of humans (avesa). Vishvaksena-
samhita classifies avatira into two main varie-
ties : principal (mukhya), where Vishpu's
nature remains unchanged in the appearances,
even as the light that lights up other lights;
and subsidiary (gaupa), where Vishnu's tran-
scendental nature (aprakrta) chooses to be
associated with a mundane physical frame
(prakrta) and appear for practical purposes
ordinary and human in nature. The latter
appearances may also be described as human
beings divinely possessed (avishta). Instances

given in the text are Brahma, Siva, Buddha,
Veda-vyasa, Arjuna, Parasurama and Kubera.

While the divine manifestation may be of
any god or goddess, it is usual to associate
the idea of ‘avatara’ with Vishnu. It may be
because the conception of avatira got
crystallized in the Vaishpavite Bhagavata
religion, a text-book of which was 8hagavata-
purana; Bhagavad-gita too is a book belong-
ing to this cultic ideology. The Bhdgavata
(18, 7) asserts that the avataras of Vishnu are
really innumerable (‘avatara hyasankhyeyah
Hareh’), but important among them are
twenty-two, according to this text (1,3,6-22):
Brahma (Purusha), Varaha, Narada, Nara and
Narayana, Kapila, Dattatreya, Yajfia, Rshabha,
Prthu, Matsya, Kiirma, Dhanvantari, Mohini,
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Nrsimha, Vamana, Parasu-rama, Veda-vyasa,
Rama, Bala-rama, Krshna, Buddha and Kalki.
Among these, the more important and
widely celebrated are ten : (1) Matsya (fish),
for recovering the Veda, which the horse-
headed demon had stolen and hid in the
depths of the ocean (Bhagavata, 8, 24);
(2) Kirma (tortoise or turtle), for supporting
the Mandara mountain which was used as a
churning-rod by the devas and asuras, who
desired to get nectar out of the milky ocean
(Bhagavata, 8, 7); (3) Varaha (boar), for
extricating Varuna, the god of the waters from
the clutches of the wicked demon Hiranyaksha,
who was tormenting all the gods (Bhdgavata,
2,7 and 3, 18); (4) Narasiththa (man-lion) for
saving his devotee Prahlada and the world
from the terrors of his father Hiranyakasipu,
the demon-brother of Hiranyaksha (Bhagavata,
7, 8); (5) Vamana (dwarf), for subduing the
daitya, Bali by name, who, although virtuous,
was so powerful that he conquered the realm
of the gods and drove them into wilderness
(Bhagavata, 8, 19) ; (6) Parasu-Rama (the
hero wielding the axe), for punishing the
Haihaya king Kartavirya, who had offended
the sage Jamadagni (Bhagavata, 9, 16);
(7) Rama (Rama, the son of Dasaratha, the
king of Ayodhya), for saving the world from
the troubles caused by the demon-king Ravana
of Lanka (theme of the great epic Ramayana) ;
(8) Krshna (the Yadava prince who aided the
Pandavas in the Mahabharata war) for ridding
the world of wicked rulers like Kamsa and
helping virtue to overcome vice (the theme of
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the epic Mahdabhdrata and of Bhagavata) ;
(9) Buddha (the prince of the §ikyas who
became an ascetic mendicant), for clearing
the world of evil practices in the name of
religion and for re-establishing dharma (Bhags-
vata, 1, 3) ; and Kalki (the warrior god of the
dark age) for destroying the lawless (Agni-
purana, 16).

The incarnations of Rama, Krshpa and
Buddha are shown as historical human beings,
and the time-periods when they appeared are
given as Treti, Dvapara and Kali (the present
yuga) respectively. We are now living in the
dispensation of the Buddha incarnation of
Vishnu. Kalki is expected to appear at the end
of the present (viz. Kali) yuga. The puranic
account of the Buddha incarnation, however,
is at variance with the historical details con-
cerning the founder of Buddhism.

Of the ten avatiras of Vishnu, the most
widely celebrated and popularly worshipped
all over the country are those of Rama and
Krshna. There are temples to these forms,
and ritualized worship in both cases are
stylized. Next in importance and popular
appeal is the avatira of man-lion, known as
Narasithha (or Nrsithha), of which several
forms are iconographically significant. Worship
of the other avataras., with the exception of
Kalki, are not non-existent, but are rare. All
the avataras are frequent themes for temple
structure in the country, especially of the
Vaishnavite pursuation.

In the temples of Vishnu, it is customary
to observe with special worship and festivity
the ‘days of appearance’ of the ten avataras
(‘avatara-jayanti-tithi’) : the third day of the
bright half of chaitra (in the afternoon) for
Matsya, the full-moon day of Vaisakha (in the
evening) for Kiarma, the third day of the bright
half of Bhadrapada (in the afternoon) for
Varaha, the thirteenth day of the bright half of
Vaisakha (in the evening) for Narasimha, the
twelfth day of the bright half of Bhadrapada
(at noon) for Vimana, the third day of the
bright half of Vaisakha (at noon) for Parasu-
Riama, the ninth day of the bright half of
Chaitra (in the afternoon) for Rama, the eigth
day of the dark half of Sravana (at midnight),
for Krshna, the tenth day of the bright half
Advin (in the evening) for Buddha, and the
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sixth day of the bright half Srivapa (in the
evening) for Kalki.

That Bhagavata-purana enumerates twenty-
two avataras has already been mentioned.
The same text in another context (2, 7,1 f)
enumerates twenty-three avatiras, and at
still another place (11, 4, 3 f) only sixteen.
All the three lists, it is interesting to note,
include Rshabha (the first tirthankara of the
Jaina pantheon) and Buddha (the founder of
Buddhism). Matsya-purana (47, 5, 46) holds
that Vishnu had to appear seven times amongst
human beings, in order to expiate the sin of
killing Bhrgu's wife ; and he appeared as
Dattatreya, Mandhati, Para$u-rama (Rama of
the axe, son of the sage Jamadagni, hence
Jimadagnya), Rima (son of Dasaratha),
Veda-vyisa, Buddha and Kalki.

Vayu-purana (98, 71 f) speaks of ten ava-
taras, three of which are ‘celestial’ (Yajiia,
Narasithha and Vamana),and others tefrestrial.
Among the latter are enumerated Dattatreya,
Pafichama, Jimadagnya (Parasu-Rama or
Rima the son of Jamadagni), Rama (son of
Dasaratha), Veda-vyasa, Visudeva-Krshna and
Kalki. It is interesting that from this list are
omitted Matsya, Kirma and Varaha, which
indeed must have constituted the original
nucleus of the avatara-ideology.

The ancient texts Satapatha-brahmana
and Tattiriva-samhita describe these three
avataras as the forms assumed by Prajapati on
different occasions. If the early texts mention
only these three avataras, Mahabharata in one
place (Narayaniya section, 12, 349, 37) also
lists only three avataras, but they are Varaha,
Vamana and Nrsimha. In another context
(389, 77-90), the epic mentions three human
avataras : Vasudeva-Krshna, Bhargava-Rama
(Parasu-rima or Rama of the Bhrgu clan) and
Rama (the son of Dasaratha). In still another
place, the epic makes a mention of ten ava-
tiras: Hamsa, Kiarma, Matsya, Varaha,
Nrsithha, Vamana, Bhargava-Rama (Parasu-
Rima), Rama (son of Da$aratha), Sattvata
(the scion of the Sattvata clan, probably refer-
ring to Krshna), and Kalki. It may be noted
that in the epic list as well as in the Vayu-
purana list, Buddha is omitted. His place is
taken by Harisa in the former list, and by
Dattatreya in the latter.
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The avatara ideology figures prominently
in the Paficharatra school of Vishnu-worship.
This school holds that Vishnu, the great god,
has five distinct aspects : para (the transcen-
dental, abiding in his own original glory, and
not oriented towards the world or the devo-
tees), vyiiha (emanatory forms, four in number,
Vasudeva, Sariikkarshapa, Pradyumna and
Aniruddha, (See CHATUR-MURTI), later expan-
dedinto twenty-four forms (See CHATURVIMSATI-
MugTi), Vibhava (appearances in specific
circumstances, v/z. avatara, incarnations),
antaryami (inner-controller in all living beings)
and arccha (iconic representations, as Venka-
tesvara in Tirumala, Ranganatha in Sri-ranga,
Varada-raja in Kafichipuram and so on). While
the Para and the Antaryimin are beyond
human approach, the vyiiha, vibhava (avatara)
and arccha aspects are amenable to beinvolved
in the worship-context. The early Vaishnava
iconography concerned itself with making
representations of Vasudeva and Samkarshana
as numerous inscriptions reveal, but the focus
was subsequently shifted to the sculptural
and pictorial representations of the avatara
aspects of Vishnu (See Visunu).

AVALOKITESVARA

‘The lord who looks down (viz. with
compassion) upon the suffering folk’, is the
most popular and celebrated bodhisattva (See
BODHISATTVA) in the Mahayana pantheon. He
is reputed to have defered the nirvipa (that
he was eligible to enter) until all the living
beings were ferried across the ocean of
transmigration. His role is, therefore, to be
ever watchful and to enlighten mankind. He
is said to have evolved from the dhyani-
buddha, Amitabha (See AmiTaBHA), and his
consort (Sakti) Pandara ; and he is the bodhi-
sattva of the present period of time known as
Bhadra-kalpa- His dispensation began when
Gautama the Buddha (Sakyamuni) passed away,
and will endure until the appearance of the
future Buddha, Maitreya.

According to Sarva-tathagatadhishthana-
vyiha (Gilgit MSS, Vol. |, Srinagar, 1939), he
resides in mount Potalaka in the Andhra
country. The Dalai Lama of Tibet is believed
to be an incarnation of this bodhisattva, and
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it may be noted that the official residence of
the Dalai Lama in Lhasa, is known as Potala.
The most prevalent mantra in Tibet ‘om mani
padme him’ is specific to Avalokitesvara.

Avalokiteévara is the lord of the universe,
and has infallible mystic powers to save human
beings from all forms of misery. And in this
role as savior, he assumes the forms of all the
gods in all the religions and also the forms of
all the benefactors, including human fathers
and mothers ; the rivers that flow from his
fingers are capable of cooling the fires of the
hells. He is, therefore, regarded as the ‘jewel
of the Sangha or the assembly of Buddhist
masters’ (Sangha-ratna). An account of his
benefactory role is to be found in a work called
Karanda-vyaha. The first mention of this
bodhisattva, however, occurs in Sukhavati-
vyitha, a Mahayana work composed around
the first century A.D. ; it was translated into
Chinese between 148 and 170 A.D.

AVALOKITA, Bronze gilt, Nepal
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AVALOKITA, Bronze gilt, Tibet

It is said that the Mahasanghika sect of
Mahayana Buddhism was responsible for the
crystallization of the concept of this bodhi-
sattva ; and the period of the crystallization is
given as the days of Asoka (around the third
century B.C.). The 'avadana’ text of this sect,
Mahavastu, describes him as the bhagavan
who takes the form of a bodhisattva, looking
around and eagerly looking forward for an
opportunity to guide the people along the
road of welfare and happiness. In the Maha-
ydna ideology, the complementary principles
of enlightenment are wisdom (prajia) and
compassion (karuna). If Maifijuéri represents
the principle of wisdom, Avalokite$vara repre-
sents compassion.

In accordance with the account in
Karapda-vyiina, Avalokite§vara has as many as
108 iconic forms, which are painted on the
walls of Macchendar-Vahal at Kathmandu (in
Nepal). About fifteen forms are more popu-
larly worshipped in Nepal, Tibet and China.
(cf. Benoytosh Bhattacharyya, The /ndian
Buddhist Iconography, 1968, pp. 124-144).

As Padma-pani (holding lotus in hand), he
figures in the Ajanta paintings. His images in
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AVALOKITA, Nagapattam, Tanjore

bronze appear to have begun to be made prior
to the second century A.D., and they were
popular about the fourth century. The cult of
Avalokite§vara was prevalent in India till about
the eighth century. His images (especially in
the forms of Aryavalokitesvara, Lokaniatha and
Simha-nidda Avalokita) bear distinct resemb-
lance to those of Siva : coiled up braids of
hair (jata-makuta), white complexion of the
body, five faces (paficha-mukha), three eyes
(trinetra), naked body (nagna), weapons like
trident with entwined snake (phani-veshtita-
trisila), kettle-drum (damaru) and skull-cup
(kapala).

He is identified by the presence of the
dhyani-buddha, Amitabha, in miniature on the
head, indicating the source from which the
bodhisattva emanates. Usually he is pictured
as seated, or standing, alone. But he is
sometimes accompanied by his consort (§akti),
Sveta-Tara (Kwan-lin or Kwannon in the Far
East). In the Lokanatha form, he is accompa-
nied not only by Tara but also by Hayagriva,
carrying a staff and bowing to the bodhisattva.
In the Khasarpana form, he is surrounded by
four divinities, Tara, Hayagriva, Sudhana-
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Kumara and Bhrkuti. In the Sukhdvati-
Avalokita form he is surrounded by Vajra-Tara,
Viéva-Tara and Padma-Tara. It is usual for his
face to be benign and compassionate (maha-
saumya), but in some forms (as Aryavaloki-
tegvara) he is fierce-looking, with terrible
fangs ('darmshtri-vadana’) and wears bone-
ornaments.

He is usually shown as having one face,
but sometimes he has three (Sukhavati-Ava-
lokita) or five faces (Aryavalokita). He may
have two arms (Sihhaniada and Khasarpana),
four arms (Shadakshari-lokeévara), six arms
(Sukhavati-Avalokita),or twelve arms (Aryava-
lokita). He may be seated in easy and relaxed
posture on a lotus (lalitisana) (as in -the
Simhhanada and Sukhavati-lokeévara forms), in
the ‘bound lotus’ posture (baddha-padmasana)
(as in the Manipadma-loke$vara form) ; or he
may be standing (as in Vajroshnisha-lokesvara,
Mahavajranatha-lokeévara or Harihara-loke-
§vara forms) ; or in a dancing stance with the
right leg slightly bent and left leg stretched
out (pratyilidha) (as in the Aryavalokite$vara
form).

The most popular form of Avalokite§vara
is Shadakshari-lokesvara (symbolizing the six-
lettered mahavidya, ‘orh mani padme ham’
inscribed on the petals of lotus to his left).
He has one head and four arms. He carries in
his left upper hand lotus and in his upper right
hand a rosary ; the two other hands are joined
in the ‘sambputarnjali’ gesture on the heart. He
is white in complexion and is accompanied by
his attendant Manidhara, who is seated, or
standing, on a lotus to the right of the bodhi-
sattva.

Another popular form (especially in
Tibet and China) is Siihha-nada-lokes$vara,
who is seated in a relaxed posture (maharaja-
lila) on a lion. He has no ornament on his
body, and is clad in tiger-skin. To his right is
a white trident entwined by a snake, and to
his left is a lotus-bowl (padma-bhajana) con-
taining sweet-smelling flowers. From his left
hand rises a lotus, on which a flaming sword
(jvalat-khadga) is placed.

Still another form popular in India is Loka-

natha, who is lustrous like moon and who
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springs from the mystic syllable ‘hrih’. He is
invoked for getting rid of all ailments, physical
and mental (‘a$esha-roga-nasanam’). His right
hand assumes the gesture of boon-bestowal
(varada), while his left hand carries a lotus.
An iconographically interesting form is that of
Aryavalokite§vara, who has five faces (two
faces to the right being white and red, and
two to the left, being yellow and green). He
is dark in body-colour and is regarded as
abiding in the lunar orb (chandrasana). He
carries in his twelve hands kettle-drum
(damaru), khatvanga.(weapon made of bone
with a skull surmounted), elephant-goad
(ankusa), lasso (pasa), vajra, arrow ($ara) (to
the right) and raised forefinger (tarjani),
skull-cup (kapala), red lotus (rakta-kamala),
magic jewel (mani), discus (chakra) and bow
(chapa) (to the left).

AVYAKTA -

‘Non-manifest’ form of divinity, as
distinguished from ‘vyakta’ (‘manifest’, or
having an iconographic form) and ‘vyakta-
vyakta’ (‘partly manifest and partly not so’, or
having an aniconic form). The illustration of
‘vyakta’ form of the divinity is the humanized
iconic shape assumed by Vishgu in his
descents or avatira-aspects or by Siva in his
sportive forms (lila-marti), and fashioned by a
sculptor, often in accordance with a dhyana-
§loka (See DHvANA-sLokA). The vyaktavyakta
form, on the other hand, is exemplified by the
linga (made by man or self-manifest)represent-
ing Siva, or by the §alagrama stone, represent-
ing Vishnu (never fashioned by human hand,
but occuring naturally in the Himalayan river
Gandaki). Sometimes, the yantras and
mandalas are described as illustrations of
vyaktavyakta form of divinity. But the texts
speak of them as representing the avyakta
form of divinity.

ASOKA

A yakshini, also known as Manavi, associ-
ated with the tenth tirthankara Sitala-natha of
the Jaina pantheon, symbolizes dawn. The
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dvetabara sect of the Jainas identifies her as
the consort of Brahma, the yaksha of the same
tirthankara. !n this capacity, she is pictured
as the goddess of learning (vidya-devi), seated
on 8 blue lotus, carrying in her four hands
lasso (pasa), elephant-goad (ankusa), fruit
(phala), and gesture of boon-bestowal
(varada). In the texts of the Digambara pursu-
ation, she is visualized as Mainavi, riding a
chariot drawn by dark-hued hogs.

ASOKA-KANTA

A form of the Mahayana Buddhist goddess
Marichi, (See MaRricHl), probably associated
with the early rays of the morning Sun. When
this goddess holds in her left hand a branch
of the ASoka tree, she is called Asoka-kanta.
She is described in the Sadhana-mala texts,
as riding on a golden-hued pig (‘hemabha-
siikarariidhd’), and as residing in the moon
over a lotus (‘chandra-bimbambhoruha-
saristhita’). She carries on her crown the
image of the dhyani-buddha Vairochana, whose
emanation she is. And she is invoked for
safety and well-being (abhaya).

ASVAKLANTA

A form of the mother-goddess popular in
Assam.

ASVA-GRIVA

The horse-headed form of Vishnu, who
rescued the Veda from the demons,Madhu and
Kaitabha (See HAYAGRIvA).

ASVATTHA

The celebrated ‘pippal’ tree, which is held
in great reverence all over the country. [t is
sacred, for it is regarded as the abode of all
the gods, and it is said to contain within itself
all the pilgrim-centres (tirthas) in the country,
and the three sacred streams (Ganga, Yamuna
and Sarasvati). In particular, it is regarded as
a form of Vishnu ("a$vattha-ripi Janiardanah’).
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Padma-purana (uttara-khanda, chapter 160)
narrates the story of how Parvati cursed the
three gods, Vishnu, Rudra and Brahma, to
become trees, and how Vishnu took the form
of ‘aévattha’, Rudra that of °‘vata’ (banyan)
and Brahma that of ‘palasa’ (flame of forest).

The tree is also celebrated as symbolic of
the world of transmigration (sarhsara-vrksha)
and of the eternal Brahman (’’esho$§vatthah
saniatanah”). It is reputed as the ‘king of
trees’ (vrksha-rija), and the very sight of it is
said to eliminate all sins, and going round it
with piety secure longevity.

The tree is celebrated among the Buddhists
as the ‘bodhi tree’ for it was under this tree in
Gaya that he obtained perfect enlightenment
(sathbodhi). The Jainas also hold this tree in
high regard, as the emblem of the tenth
tirthankara Sitalanitha and as associated with
the fourteenth, Apanta-nitha, of their
pantheon.

The tree is represented sculpturally and
pictorially in the context of Buddha’s life, and
as a form of Vishnu. There are traditional
paintings in which this tree is treated as an
icon, as Aévattha-nariyana or as a composite
icon of several gods.

ASVATTHA-NARAYANA

(See ASVATTHA)

. ASVARUDHA

A minor divinity riding on a horse (and
hence the name), regarded as a form of, or as
an attendant of, Durga. She is iconographi-
cally represented as two-armed, holding a
golden staff (‘kanaka-mayi vetra-yashti‘) in the
right hand and the horse’s bridle (khalina) in
the left ; her braids of hair are adorned with
moon, and she has three eyes. Her body-
colour is red (Sri-tattva-nidhi, ‘Sakti-nidhi’,
95).
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ASVARUDHA

ASVINS

The twin gods (also called Aévini-devas
and Aévini-kumaras) who are reputed to be
proficient physicians and surgeons for the
gods and humans (‘devinam bhishajau,
chikitsa-vidhiyinau’). The name of one of
them was Nasatya and that of the other,
Dasra. They are the twin sons of the Sun-god
(Sirya), who had assumed the form of a horse
and begot them by Samjia who was in the
form of a mare. Revanta was another son born
of Samjiia (See RevanTa). (cf. Mahabharata,
Anu$asana-parvan, 150, 17 and 18, Aranya-
parvan, 123, 12; Vishpu purana, 2, 3). The
exploits of Asvins ars lauded in several places.
Iconographically, they are seldom represented.

However, texts like Silpa-ratna, Amsumad-
bhedagama, Vishnu-dharmottara and Pirva-
karana provide several details for the sculptor.
The two gods must be represented as reddish
hue in body-complexion (‘dadimipushpa-
sarmkasau, ‘shining like a pomegranate flower*)
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ASVINS, (Stone, Chidambaram temple, Tamil Nadu)

wearing garlands of yellow-flowers and white-
coloured garments (‘pita-srag-§ukla-vastra’),
with braids of hair done like 2 crown (‘jata-
makuta-dharinau’), and seated or standing on
the same pedestal (‘ekdsanasinau’). They
must be handsome to look at (“suriipau’),with
eyes especially beautiful (‘vi§eshac-ccharu-
lochanau’) ; and must be bedecked with all
ornaments (‘sarvibharana-sampannau’). They
must be two-armed, and must carry in their
hands the gesture of protection (abhaya) and
a book (pustaka, in the left hand). If this is
thedetail in Amsumadbheda,Vishpudharmottara
would have herbs (oshadhayah) in the right
hand instead of the gesture of protection.
Suprabheda suggests a turban on the head



(ushpisha) and an upper cloth (uttariya) over
the shoulders; they must also wear sacred-
threads (‘sopavitinau’) ; when they are seated,
the right leg must be dangling down (lahbita)
and the left tucked up for sitting on the hams
(utkutikdsana).

Vishnudharmottara prescribes a pretty
damsel to the right of one of the gods and
another to the left of the other god (‘nari-
yugam charu-daréanam’). Their names are
given as Ripa-sarpat and Akrti. They are to
be shown as wearing moon-white garments
(chandra-§uklarmbara) and as carrying jewel-
pots (ratna-bhanda). Amsumadbheda adds
that to the left of the gods, the physician-
deity Dhanvantari and the physician-sage
Atreya must be represented. They are said to
have yellow and red body-complexions, wear
black-garments (‘pita-rakta-nibhau, krshna-
visasau’), and carry in their hands sword
(khadga) and shield (kheta). The Asvini-devas
are sometimes represented as horses (asva-

ripinau’).

ASHTA-GRAHA

Eight planetary divinities : Sirya (Sun),
Chandra (Moon), Mangala (or Kuja, Mars),
Budha (Mercury), Guru (or Brhaspati, Jupiter),
Sukra (Venus), Sani (Saturn), and Rahu. The
last is a composite divinity (actually a dragon
with a human head). But itis more usual to
regard it as two distinct forms (Rahu’s human
head and Ketu’s dragon-body), thus counting
the grahas as nine (See NAVAGRAHA).

The eight grahas are also regarded as 'dik-
patis’ or regents of the eight directions : Sun
in East, Sukra in South-East, Kuja (Mangala)
in South, Rihu in South-West, Sani in West,
Chandra in North-West, Budha in North, and
Guru (Brhaspati) in North-East (cf. Jyotis-
tattva).

ASHTA-TALA

The textually permissible measure to be
adopted for making human beings (sages and
others) of the 'hamsa’ type, whose height is
calculated to be 96 angulas (¢f. Brhatsamhita,

68, 7) (See ANGuLA). Some goddesses are.

also fashioned in the same measure. It is one
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of the two principal measures (the other being
navatila, See NavaraLa) employed for making
images, the gods being in navatala and the
goddesses in ashtatila (See TaLamMANA).

ASHTA-DIKPALAKA

The concept of ‘guardians of cardinal
directions’ (dik-péila or loka-pila) is an ancient
one, as old as the Vedic texts. The directions
were originally counted as four and associated
with the ruling chieftains. Ramayana, for
instance, holds that the ruler of the realm will
receive greatness from Indra who guards the
Eastern direction, restraint from Yama who
guards the Southern direction,comeliness from
Varuna who guards the Western direction, and
wealth from Kubera, who rules over the
Northern direction. Early Buddhist texts also
enumerate four divinities in the four directions:
Dhrtarashtra, the gandharva chieftain in the
East; Viridhaka, the kumbhanda chieftain in
the South; Viripaksha, the naga-king in the
West; and Vai§ravana (Kubera), the yaksha
king, in the North.

Later, with the addition of two directions,
one above and the other below, the directions
became six. We find in Atharva-veda and
Krshna-Yajurveds, the concept of over-lords or
guardians (adhipati or rakshita) of six direc-
tions : Agni in the East, Indra in the South,
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ASHTA-DIKPALAKAS

Varupa in the West, Soma in the North,
Vishpu (,Krshna-Yajurveda has Yama instead of
Vishnu) below (called ‘fixed” direction), and
Brhaspati above (‘upward quarters’). There
were also six wardens associated with these
directions: Asita, Tiraschi-raja, Pradaku,
Svaja, Kalmasha-griva and Svitra respectively.

It became more usual to count eight
directions, four major directions (dik) and four
inter-directions (vidik), and to Vvisualize
guardians of these directions as sovereigns
ruling over their realms.

Direction Guardian Capital
East (parva) Indra Amaravati
South-East (agneya) Agni Tejovati
South (dakshina) Yama Samyamani
South-West (Nairtya) Nirrti Krshnafjana
West (Paschima) Varupa Sraddhavati
North-West (Vayavya) Vayu Gandhavati
North (Uttara) Kubera Mahodaya

North-East (isanya) Jsana  Yasovati

It can be seen from the above table that
the names of the four intermediate directions
(vidik) are derived--from the names of the
respective guardians (igneya from Agni,
nairrtya from Nirrti, viyavya from Vayu and
isanya from I$ana), and therefore suggest a
later ideology. To these eight, the upward
direction(irdhva) and the downward direction
(adha) were added to make ’‘ten directions’
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(dasa-dik) in all. There were also two divini-
ties named as guardians of these directions:
Brahma (the creator) and Ananta (or Niga the
thousand-hooded dragon).

(1) Indra (or Sakra), the guardian of the
eastern region is a celebrated Vedic god, and
is regarded as the chief of all the gods, resid-
ing in the heavenly region. lconographically
he is represented as four-armed, wielding a
thunderbolt (vajra) in one of them, witha

INDRA

third eye on the forehead, mounted on a white
elephant (called Airavata, and which has four
tusks) (Brhatsamhita, 57, 42). According to
Amsumadbhedagama, he has only two hands,
carrying the thunderbolt (vajra) (or alternately
a weapon called Sakti), and blue-lotus (nilot-
pala) (or alternately elephant-goad, ankusa).
When he is four-armed, the two upper hands
are made to carry thunderbolt and elephant-
goad, and the two normal hands are shown in
the gestures of protection (abhaya) and boon-
bestowal (varada). Vishnu-dharmottara-purana
(2, 50, 1-13) prescribes that he be shown
along with his consort, Sachi, who is also
four-armed. If he is standing, the consort is
shown to his left, being embraced by him; if



he is seated, she is seated on his left lap (See
INDRA).

(2) Agni, the guardisn of the south-
eastern region, is also a Vedic god of great
repute. His images visualize him as a bearded
figure, having four fangs protruding from his
mouth and with a third eye on his forehead ;
he is four-armed, carrying flames (archi),
trident (trisila) and rosary (akshamaila).
(Vishpu-dharmottara-purana. 3, 56, 10). He
is also shown along with his wife, Svaha,

AGNI

As the god of the sacrificial fire, he is
pictured as having seven red-tongues or
flames (sapta-jihva or saptarchi) ; sometimes
he is shown as having seven arms ; or he rides
on a chariot drawn by seven red-coloured
horses (Mahabharata). The chariot he rides
on is drawn by four parrots and driven by
wind (vayu), according to Vishnu-dharmottara.
Mahabharata describes that the chariot has
wind as wheels. Alternately he rides a ram
(chhaga), on which he sits in paryankisana
(See Asana). He is normally bearded, and has
an angry state. He has three eyes, four arms
and four fangs. He carries in his upper hands
a flaming spear ($akti) and a sacrificial ladle
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(sruk) ; his normal hands are in the gestures
of boon-bestowal (varada) and protection
(abhaya). Alternately, he carries trident (tri-
§ila), rosary (akshamala), or water-pot (kalasa).
He is shown as pot-bellied (pindngajathara)
(See AGNI).

(3) Yama rules over the southern region.
lconographically, he is four-armed ; he rides a
buffalo and carries stick (danda), sword
(khadga), flaming spear ($akti) and rosary
(akshamald). Sometimes, he is made to carry
a lasso (paSa) instead of rosary. Heis also
pictured as two-armed, carrying a club and
lasso. He is accompanied by his consort,
called Dhamrorna, seated on his lap, and his
attendant, Chitragupta. He is invariably identi-
fied by his vehicle (vahana), v/z. he-buffalo
(mahisha) (See Yama).

YAMA

(4) Nirrti, who rules over the south-
western region, is rarely represented in icono-
graphy. Nevertheless, Vishnudharmottara (3,
57) describes him as terrific in aspect (viri-
paksha), and as the chieftain of the hordes of
evil spirits (rakshodhipa). He is identified
with the all-devouring time (kala) and death
(mrtyu). He is shown as riding on the
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shoulders of a man (nara-vihana) ; and he
carries in his two hands a stick (danda), or
sword (khadga), and shield (charma).

NIRRITI

(5) Varunpa, who rules over the western
region, is the Vedic god of waters. But in later
literature, he is identified with Pradyumna
(Kamadeva), and he carries the serpent-lasso
(naga-pia), which is his characteristic
emblem, and the gesture of boon-bestowal
(varada). According to Vishnudharmottara
(3. 52, 1-21), he is four-armed, carrying lotus
(padma), lasso (pasa), conch ($amkha) and
pot of jewels (ratna-kurmhbha). He must be
shown with slightly protruding belly (kifichit-
pralamba-jathara), and in a chariot drawn by
seven swans (representing the seven seas).
Alternately, he is described as riding a royal
swan (rajahamsaridha). But in sculpture, he
is usually shown as standing on a crocodile
(makara). Texts prescribe that he must be
accompanied by his consort Gauri, and with
the two river divinities Ganga and Yamuna to
his right and left (See VARUNA).
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VARUNA

(6) Vayu, who rules over the north-
westetn region, is also a Vedic god, represent-
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ing wind. lconographically, he is usually
represented as having two hands carrying
banner (dhvaja) and stick (danda) or alter-
nately elephant-goad (ankus$a). His characteri-
stic emblem is stag (harina), on which he is
shown riding, or by whose side he is shown
standing. Some texts, however, prescribe for
him four arms, carrying banner, water-pot and
gesture of boon-bestowal (e.g. Ripa-mandana).
According to Vishnudharmottara (58, 1-6), he
holds in his two hands the ends of along strip
of cloth ; his mouth is wide open, and his hair
and garments are disturbed by breeze (See
Vavu).

(7) Kubera, who rules over the northern
region, is celebrated as the chieftain of the
Yakshas (aclass of sprites inhabiting mountains
and jungles) and the lord of riches. He is also
called Vai§ravana. His usual iconographic form
is that of a pot-bellied demon (‘tundila bhiita’)
with a mouth from which fangs protrude, and
two hands, holding club or mace in one hand
and the gesture of protection or boon-
bestowal in the other. According to Ripa-
mandana, however, he has four hands, and he
carries in them club, treasure-trove (nidhi), a
fruit, and water-pot (kalasa). His consort,
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KUBERA

Rddhi is seated on his left lap (according to
Vishnudharmottara). Two personified treasures
(nidhi), Sarhkha and Padma, are also to be
seen with him (Amsumadbhedagama). He rides
an elephant or ram (according to some texts)
or a man (according to others) (See KuBERA).

(8) Isana, who rules over the north-
eastern region, is identified generally with
Siva, or is regarded as an aspect of his. And his
form is modelled after the human representa-
tion of Siva, e.g. three-eyed, with coils of hair
done up as a crown, holding in his hands
trident and skull, wearing tiger-skin and
characteristically mounted on, or accompanied
by a bull (vishabha). (See Isana and Siva)

Sy

SEEBETHTOT

ISANA

The eight guardian-divinities are frequently
represented together in a mandala, positioned
in their respective directions. This can be seen
in many temples of South India. They are
often symbolized by their characteristic
weapons, Vajra for Indra, Sakti for Agni, staff
(danda) for Yama, sword (khadga) for Nigrti,
lasso (pasa) for Varunma, goad (anku$a) for
Vayu, mace (gada) for Soma (when he substi-
tutes for Kubera, who has no distinct weapon
of his own) and spear ($iila) for I§ina. The
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guardian-deities, their vehicles, their weapons
or their seed-syllables are invoked in the
worship of the enclosure of divinities
(avarana-piija) attending on the major god.

ASHTA-DIGGAJA

The mystical mastadons who are said to
stand in the mid-region and support the world
from eight directions: (1) Airavata in the
East, (2) Pundarika in the South-East,
(3) Vamana in the South, (4) Kumuda in the
South-West, (5) Aifjana in the West,
(6) Pushpadanta in the North-West, (7) Sarva-
bhauma in the north and (7) Supratika in the
North-East (cf. Amarakosha). They are also
said to accompany their consorts (dik-karinis):
Abhra, Kapila, Pingala, Anupama, Tamra-karni,
Subhra-danti, Ahgana and Afijanavati, respec-
tively. Ramayana (1,40) mentions additional
four elephants which stand below the nether-
world and hold the world on their heads:
Viripaksha in the East, Maha-padma-sama in
the South, Saumanasa in the West and Bhadra
in the North. The world-supporting elephants
are frequently represented in temple sculpture.

ASHTA-NAGA

Eight dragons (serpents) : (1) Vasuki,
(2) Takshaka, (3) Karkotaka, (4) Sarhkha,
(5) Gulika, (6) Padma, (7) Maha-padma and
(8) Ananta. They are the chief among the
thousand children of Kadrii(daughter of Daksha,
a Prajapati, and wife of Kasyapa), all serpents.
Vasuki is the lord of the realm of the nagas
(Naga-loka or Patila), and Ananta (Adisesha)
provides the couch for Vishnu. The others are
guardians of treasures buried under the earth.

The iconographic representation of Garuda
in Vaishnava shrines (See Garupa) involves
these eight serpents as his ornaments : Vasuki
as his upavita, Takshaka as his girdle, Ananta
as his armlet, Karkotaka as his necklace, Padma
and Mahapadma as his ear-pieces, Gulika as
his stomach-band and Sankha as his crest-
jewel.

ASHTA-PADA

Eight-legged mythical animal, also called
Sarabha (See $ARABHA).
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ASHTA-PARIVARA-DEVATA

Eight attendant divinities of Siva, housed
in separate shrines built in the enclosure-wall
(madil in Tamil) inside the Prikira of the Siva
temples of the Chola period. Each of them
generally is an eka-tala structure, with an
assembly-hall (ardha-mandapa) in front. The
textual prescription of the deities to be housed
in these shrines are Vrsha-deva (Nandi), Agni,
Durga, the seven Mitrkas together, Virabhadra,
Vindyaka (Ganpesa), Shanmukha (Subrah-
manya), Jyeshtha-devi, Vishnu (or in the
alternative Katyayani, a form of Durga), and
Siirya (according to Kasyapa-$ilpa, 46) ; or,
Vrshabha (Nandi), Ganapati, Brahma, the
seven Mitrkas, Guha (Subrahmapya), Arya,
(a form of the Sun-god), Achyuta (Vishpu) and
Chandesa. However, in actual practice, the
early Chola temples do not include either
Vishnu or Brahma among the attendant-divi-
nities. An early temple at Tirukkattalai (in
Tamil Nadu) has eight subsidiary ™ shrines
housing Sirya, the seven Maitrkas, Ganpapati,
Subrahmanya, Jyeshtha-devi, Chandra,
Chandesvara and Nandi (See PARIVARA-DEVATA).

A Siva temple in Tiruverurhbar (Tamil-
Nadu) was specially built in 935 A.D. as
‘ashta-parivara’ temple. Most of the Siva
temples built subsequently house the eight
attendant divinities of Siva who, according
to Rauravagama are, : Vrshabha in the East,
the seven Matrkas in the South, Subrahmanya
(Kumara) in the West, Vishnu (or Durgd as
Kausiki) in the North, Sirya (or Chandefa
according to Yogajagama) in North-East,
Jyeshtha in North-West, Ganpe$a in South-
West, and Brahma (or Durgd according to
Diptagama and Yogajagama, or Agastya
according to Karandgama) in the South-East.

ASHTA-BANDHA

An adhesive paste or glue specially
prepared with eight ingredients, employed to
fix a stone icon to a spot. This is the proce-
dure adopted to make the image made by a
sculptor worship-worthy (arccha) in a formal
ceremony known as ‘installation’ (pratishtha)
within the sanctum. Unless this is done, the
icon will not acquire the character of immovabi-
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ASHTA-PADA—SHARABHA MURTHY (Stone, Airavatesvara temple, Dharasuram, Tamil Nadu)
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lity (achala-bera), and hence cannot be wor-
shipped in a temple, The icon will have a
stump (called $iila) beneath the pedestal, which
will be inserted into the seat or platform, and
fixed with this plaster.

The adhesive ingrediants are (1) a sweet
smelling resin called Gumcopal (Sri-veshtaka),
(2) another fragrant gummy resin called liquid
amber (kunduru), (3) the resin known as
bedellium (guggulu), (4) sugar-cane jaggery
paste (guda), (5) fragrant resinous exudation
of a tree called Sala (sarjarasa), (6) red ochre
(gairika), all compounded in clarified butter
from cow’'s milk (ghrta) and (8) gingelly oil
(taila) (cf. Sakaladhikara, 24, 1-2, Tanjore
Saraswati Mahal Library, 1973). An alternative
list of ingredients has conch-shell powder
(sarhkha), powdered yellow myrobalan (hari-
taki), powdered emblic (amalaki), some resino-
us exudation, powdered rock known in the
South as Kolipparal, sand frcm river-bed, lac
(laksha) and cotton-fibre. These are mixed
and ground for forty-one days before the
plaster is ready for use.

ASHTA-BHUJA

The eight-armed form of Vishnu, wor-
shipped in a temple at Kafchipuram (Tamil-
Nadu) (See VisuNu). Several forms of Vishnu
(like Trivikrama, Narasimha and Raja-gopila)
have eight arms ; especially so are variant
delineations of Krshna as a flute-player and
cowherd (Venu-gopila). The eight-armed
Vishpu (standing) in the Deva-rajasvami shrine
in Kafichipuram carries in six of his hands arrow
(bana), sword (khadga), discus (chakra),
conch ($§armkha), shield (charma) and bow
(chapa) ; the two front hands are in the prote-
ction (abhaya) and boon-bestowal (varada)
gestures. Another image (seated), in the
Archaeological Museum at Hyderabad, shows
mace (gada), an object that looks like arrow,
lotus (padma), elephant-goad (ankusa), lasso
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(pasa), conch (§armkha), an object that looks
like bow (or a part of it) and discus (chakra).
When Venu-gopila (a form of Krshna) is repre-
sented with eight arms, he carries the usual
attributes of Vishnu (viz. discus, conch, mace
and lotus) in his four hands, and two hands
are engaged in playing flute, the other two
being held together in a dhyana-posture.

ASHTA-BHUJA-SVAMI (Stone, Kanchipuram temple)
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ASHTA-BHUJA

The goddess with eight arms. There are
forms of Kali, Lakshmi, Kurukullda and Vajra-
Tara with eight arms. For details, see under
these topics.

ASHTA-BHUJA

ASHTABHUJA-KALI

Karanagama describes this deity as of
gigantic body (maha-kaya), ‘like unto. a dark
cloud’, with eight arms, carrying in her hands
conch-shell (§amkha), discus (chakra), mace
(gada), pestle (musala), elephant-goad
(ankuéa), lasso (paéa), weapon called vajra
(thunderbolt) and water-pot (kutmbha) (See
KaLl) .

3

ASHTA-BHUJA-VIRALAKSHMI

The Paficharatra-agama speaks of valiant
and golden coloured form of Lakshmi with
eight arms, carrying in her hands lasso (pia$a),
elephant-goad (anku$a), rosary (aksha-siitra),
mace (gada), lotus-flower (padma), bowl of

PRATIMA KOSHA
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VIRALAKSHMI

liquor (patra), and the gestures of protection
(abhaya) and boon-bestowal (varada). There
is a variant form of Viralakshmi with only two
arms, showing in her hands the gestures of
protection (abhaya) and boon-bestowal
(varada) (See LAKSHMI).

Vi ASHTA-BHAIRAVA

Eight attendants of Siva, each of whom is
terrible of aspect and is associated with a
specific consort (bhairavi or vyogini):
(1) Asitinga-bhairava with Brahmi; (2) Ruru-
bhairava with Mahe§vari; (3) Chanda-bhairava
with Kaumiri; (4) Krodha-bhairava with
Vaishnavi ; (5) Unmatta-bhairava with Varahi ;
(6) Kapala-bhairava with Indrinpi; (7) Bhishana-
bhairava with Chimunda; and (8) Sambara-
bhairava with Mahilakshmi. The first seven
consorts are celebrated as ‘matrkas’ or
mothers. (See MaATRkA) (See BHAIRAVA)
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KAPALA BHAIRAVA

UNMATTA BHAIRAVA

SAMHARA BHAIRAVA

BHISHANA BHAIRAVA
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ASHTA-MANGALA

Eight articles which are regarded as
auspicious, as heralding good fortune:
(1) mirror(darpana), (2) lamp (dipa), (3) water-
pot (kalasa), (4) garment (vastra), (5) sacred
grains of rice (akshata), (6) gold (svarnpa),
(7) flower (kurava, amaranthus), and (8) woman
(angana).

There are variant lists of eight auspicious
details (animals, human beings and inanimate
things). The list in Brhan-nandikesvara-purana
has lion (mrga-raja), bull (vrsha), elephant
(ndaga), water-pot (kalasa), fan (vyajana),
flower-garland (vaijayanti), drum (bheri, or
alternately trumpet or turya), and lamp (dipa).
The list in Suddhi-tattva enumerates a Brahmin
(brahmana), cow (gauh), fire (hutasana), gold
(hiranya), clarified butter (sarpi), sun (aditya)
water (apa) and king (raja).

These are represented in sculptured panels
in temples in a variety of contexts. The
Buddhists (especially in Tibet) also have a
group of eight auspicious objects regarded as
the ‘'blessings of the Buddha’*, which are
worshipped either as pictorial representations
or as sculptured articles : the protective parasol
(chhatra), the eye of knowledge (jiana-
chakshu), the flower of mercy (daya-pushpa),
the conch-shell of dharma (dharma-$§amkha),
the vase of immortality (amrta-kalasa), the
knot of eternity (amrta-granthi), the wheel of
truth (dharma-chakra) and the banner of
victory (jayapataka).

The Jaina religion also has a group of
eight auspicious things called ‘ashta-manga-
lika": the svastika diagram, §rivatsa sign on

JAINA ASHTA-MANGALA (from a clay tablet)
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the chest, nandyiavarta motif, vardhamanaka,
royal seat (rajasana), mirror (darpana), fish
(mina) and water-pot (kalasa). These are
associated with tirthankaras and other
divinities.

ASHTA-MATRKA-PUJA

Although the mother-goddesses are
usually counted as seven (See SAPTA-MATRKA),
during the preliminary worship ritual of any
deity (avarapa-piija), actually eight mother-
goddesses receive adoration. The eighth one
is Mahilakshmi, and the textual prescription
is that her iconic form in this context is four-
armed ; carrying in her hands rosary (aksha-
mala), skull-cup (kapala), pomegranate (bija-
pira) and lotus-flower (For the iconographic
details of the other seven goddesses ; See
SAPTA-MATRKA).

The number eight with regard to the
mother-goddesses (the primordial progenitors)
refers to the ideology of eight-fold prakrti
(‘prakrtir ashtadha’ or puryashtaka) : the five
tanmatras (elements, earth, water, fire, air and
akasa), aharmkara (the ‘I-maker’), mahat (in its
two aspects, buddhi or fundamental conscious-
ness and prina or vitality) and avyakta (or
mila-prakrti, the unmanifest, primordial
prakrti). In fact, this is the background idea
of the eight-syllabled (ashtakshara) mantra.

ASHTA-MUKHA-GANDABHERUNDA

NRSIMHA

A rare form of Narasimha (See AVATARA,
NRsIMHA and VisHnu), who is seen in the act

of vanquishing Sarabha (See SarRABHA). This
form has eight heads, the heads of the
mythical two-headed ganda-bherunda (See

GANDABHERUNDA), lion (sithha), tiger (vyaghra),
horse (haya), boar (kroda viz. varaha), monkey
(vinara, viz. Hanuman), the chief of birds
(garuda) and bear (bhallika). There are
thirty-two arms, carrying conch-shell, discus
etc. The dhyana-§loka, however, does not
give details of the weapons the form carries.
The major head is that of lion (maha-simha),
and the entire form is described as lustrous like
a crore of suns (‘koti-siirya-sama-prabham’),
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end terrific like the world-devouring fire
(‘kdlanala-sama-prabham’). The iconic repre-
sentation also includes Lakshmi sitting on his
lap.

The mantra of this deity has Sarkarshana
as the seer (gshi) trishtup as the metre
(cchandas), and proficiency in all branches of
learning (samasta-vidya-parangata-siddhi) as
the purpose (viniyoga). The mantra is also
employed in the magical rites meant to over-
come the enemies.

ASHTA-MURTI

The eight forms of Siva, comprehending
_the entire universe : (1) Sarva (representing
earth element), (2) Bhava (water), (3) Rudra
(fire), (4) Ugra (air), (5) Bhima (akasa), (6)
PaSupati (the individual soul, jivitma), (7)
1éana (sun) and (8) Mahiadeva (moon). The
background idea is that Siva himself has
assumed these forms, and in him all things
endure as beads in the thread (‘tasmin vyapya
sthitam viSvam siitre mapigana iva’). The
individual soul is the devotee (yajamina) ; the
sun and the moon are visible divinities
(pratyaksha-daivata) ; the others are elements
which constitute the basic structure of the
universe.

Each of these forms is assigned a spouse
(Sakti) and offspring: (1) Usha and Sukra
respectively for Bhava; (2) Sukesi and
Angaraka for Sarva ; (3) Siva and Hanuman for
Isana ; (4) Svaha and Skanda for Pasupati;
(5) Dik and Svarga for Bhima ; (6) Diksha and
Santana for Ugra ; (7) Rohini and Budha for
Mahideva ; and (8) Suvarchali and Sani for
Rudra. It can be seen that among the off-
springs, four are planets (Sukra, Angaraka,
Budha and Sani), and two are well-known
gods in their own right (Hanuman and Skanda).
The spouses are so many forms of Adi-Sakti.

In India, the eight forms are said to be
represented and celebrated in distinct shrines,
Sirya is the visible god. Chandra in celebrated
in Somnath (Saurashtra) and Chandranath
(Bengal). The individual soul (Yajamana) in
Pasupatinith (Nepal), where Siva is repre-
sented not in the linga form but iconic human
form above the loins ; Sarva (kshiti-linga) in
Ekarhranatha (Siva-Kaiichi) ; Bhava (ap-linga)
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in Jarhbukesvara (Tiruchirapally) ; Rudra (tejo-
linga) in Arupachala (Tiruvannamalai) ; Ugra
(vayu-linga) in Chidathbaram (Tamil Nadu).
They are all in the aniconic linga form.

Also called ‘miirtyashtaka’, iconographical
details are given in texts like Vishpu-dhar-
mottara, Purva-karanagama and Amsumad-
bheda. All the eight forms must alike bear the
characteristic features of Siva, like three eyes
(trinetra), braids of hair done up like a crown
(jatd-mukuta), the crescent moon on the head
(chandra-$ekhara), draped in silken garments
(kshauma-vastra) and having four hands.
They carry the gesture of protection (abhaya)
and the gesture of boon-bestowal (varada) in
the two front hands. The two hands at the
back normally carry the terrible weapon called
Khatvanga (bone of the fore-arm capped with
a skull), and trident (trisila). But the form
Sarva is made to carry sword (khadga) and
shield (kheta) in the hands at the back, and
Bhima spear (§iila) and lasso (pasa). Pasupati,
Mahiadeva and Sarva look alike; Bhava
appears to be the pacific (§inta) counterpart of
Bhima who is fierce (ugra). Bhima has an
angry look, deep red complexion, and his
mouth bares terrible fangs (Amsumadbheda).

The account given in Pirva-karapagama
distinguishes the eight forms by their body-
colours : white, black, red, dark blue, pale
pink, dark brown (the colour of musk or
kastiiri), coral red and deep blue respectively.
However, these eight forms of Siva are seldom
represented in sculpture or painting.

ASHTA-YOGINI

The eight attendants of Durga, described
as Yoginis or hermit-maidens : (1) Marjati,
(2) Karpira-tilaka, (3) Malaya-gandhini, (4)
Kaumudiki, (5) Bherunda, (6) Matali, (7)
Nayaki, and (8) Jaya (Subhichiri). They are
all in fact so many minor forms of Durga,
assumed to complete the divine act of destruc-
tion. Hence they are iconographically repre-
sented as angry in their looks, and inducing
terror in the onlookers. They are shown as
dancing in a state of intoxication (‘drunk’,
madyapa) in the battle-field or in crematorium;
they hold in their hands severed human heads.
There is a legend that Siva ordered them to
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drain the blood out of the body of the demon
Jilandhara (who had held Vishpu captive)
end eat up his flesh (Padma-purana, chap.3
to 5). Another legend associates them with
§akti's encounter with the demon Rakta-bija
(the father of Mahishasura) ; the yoginis were
created by Sakti to drink the blood of Rakta-
bija (Devi-Bhagavata, 5th chapt.)

ASHTA-RAKSHASA

Eight chief ‘nocturnal wanderers’ (raksha-
sas) who inhabit the trees in the wilderness :
(1) Myga; (2) Aditi; (3) Udita; (4) Vitatha;
(5) Antariksha; (6) Bhgéa; (7) Pashan, and
(8) Mukhya. They are worshipped at night in
the tree that is selected for icon-making, along
with dragons (suras), demons (asuras), hordes
of spirits (ganas), chieftains of spirits
(vinayakas) and tree-spirits (vanaspatis) (cf.
Brhatsamhita, 58, 10-11 and Bhavishya-purana,
‘pratima-vidhi’, 1, 131).

ASHTA-LAKSHMI

The eight forms of Lakshmi, representing
her various powers and espects : (1) Dhairya-
Lakshmi (valour) ; (2) Kirti-Lakshmi (celebrity);
(3) Vijaya-Lakshmi (victory) ; (4) Sthairya-
Lakshmi (steadfastness) ; (5) Dhana-Lakshmi
wealth ; (6) Dhanya-Lakshmi (grains, abund-
ance) ; (7) Santina-Lakshmi (progeny) and
(8) Bhigya-Lakshmi (prosperity). They are
represented together in shrines called ‘Ashta-
Lakshmi-alayas’. There ere iconographic
distinctions introduced, but there is no textual
basis for them. (See LAKkSHMI)
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BHAGYA-LAKSHMI

ASHTA-VAKRA

One of the sixty-four yoginis (See YOGINI)
mentioned in Skanda-and-Kalika-purana. She
has eight heads and is said to symbolize the
group of eight-mothers (See ASHTA-MATRKA)

ASHTA-VIDHA-PRATIMA

Eight kinds of icons meant for worship,
according to the material out of which they
are fashioned. Sukra-niti-sara (4, 4, 72) enume-
rates: (1) the images made out of sand
(saikati), (2) images made out of flour and
dough (rice-powder) (paishti) ; (3) drawings
made on wall or paper (lekhy3) ; (4) images in
relief made of plaster (lepya) ; (5) images
made in clay (mrpmayi) ; (6) images carved in
wood (varkshi); (7) images in stone (pashana);
and (8) images cast in metal (dhatu). Each
of these is regarded as more permanent than
the preceding one. Another text (Hari-bhakti-
vilasa, 18) classifies the images according to
are method of making: (1) drawing (on
canvas, wall or jar) (chitra) ; (2) clay or stucco
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(lepaja) ; (3) molten metal (pakaja) ; carved
by metal instruments (§astrotkirna), including
(4) wooden images (daru-ghatita), (5) images
carved in precious stones (ratnaja) ; (6) stone
images ($ailaja) ; and images for temporary
purposes, including (7) images made in sandal
paste (gandhaja) and (8) images made by
flowers (kausumi). (See ARCHA)

ASHTA-VIRASTHANAS

Eight places in Tami] Nidu which
commemmorate the valour of Siva, according
Saiva purinas. These are places where Siva
conferred protection upon gods and humans
from the evil designs of the arrogant and the
wicked-minded. The arrogant include Brahma
(whose fifth head was cut off by Siva at
Tirukkandiyar), Kama (or Cupid, who was
vanquished at Tirukkurukkai), Yama (or the god
of Death, who was worsted in a fight at
Tirukkadaviir), and Daksha-Prajipati (whose
head was cut off at Tiruppariyalir) ; the
wicked-minded asuras who were killed by Siva
include Andhaka (at Virattinesvaram), Tripura
(at Tiruvadigai), Gajasura (at Valuvar), and
Jalandhara (Tiruvirkudi).

ASHTA-SAKTI

The renowned Minikshi temple in Madurai
(Tamil Nadu) has a porch called ‘Ashta-Sakti-
mandapam’, which contains iconic representa-
tions of eight forms (all four-armed) of the
mother-goddess. Thé forms are : (1) Manon-
mani (with matted hair done up as a crown,
and carrying lotuses in the upper hands, and
rosary in the lower right hand, and a bunch of
flowers in the lower left ; the hand holding
the rosary is in the gesture of spiritual unity,
and the hand that holds the bunch of flowers
also supports a parrot) ; (2) Mahe$vari (with a
tall crown, and carrying goad, lasso, gesture
of boon-bestowal in her hands) ; (3) Syamala
(with a tall crown, and carrying red lotus,
blue lotus, gesture of protection and gesture
of boon-bestowal in her hands) ; (4) Yajiia-
ripini (with matted hair done up as a crown,
and carrying sacrificial ladle and gestures of
protection and boon-bestowal in her hands) ;
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(5) Kaumari (with a crown and carrying the:
weapons Sakti and Vajra and the gestures of
protection and boon-bestowal in her hands) ;
(6) Raudri (with a terrible aspect, matted hair
done up as a crown, and carrying small kettle-
drum, lance, serpent and human skull-cup) ;
(7) Vajshpavi (with a crown, and carrying
conch, discus and gestures of protection and
boon-bestowal) ; and (8) Mahilakshmi (with
a crown, and carrying lotuses and the gestures
of protection and boon-bestowal).

ASHTADASABHUJA-BHADRAKALI

The Sakta dagama texts mention a form of
Bhadra-kali (See KaLi), with eighteen arms.
They prescribe that the posture of this deity
must be ilidha (right leg outstretched and the
left slightly bent) and that the deity should be
shown as riding in a chariot drawn by four
lions. She must carry in her hands rosary
(aksha-mali), trident (trisala), sword (khadga),
shield (charma), bow (chipa), arrow (bana),
conch-shell (§amkha), Lotus-flower (padma),
two sacrificial ladles (sruk and sruva), a water-
pot (kamandalu), staff (danda), spear known
as §akti, hide of the spotted deer rolled
(kgshnidjina), fire (hutisana), jewelled bowl
(ratna-pitra), and gestures of protection
(abhaya) and boon-bestowal (varada).
Although a terrific form of Kali, her visage
must be austere and peaceful.

v:H ASHTASHTA-BHAIRAVA

A scheme of accommodating the eight
forms of Bhairava (See ASHTA-BHAIRAVA) in
each of another eight groups, to make up
sixty-four Bhairavas as male consorts of sixty-
four yoginis. (See YoGini). Each of the eight
major forms of Bhairava heads the list of the
eight Bhairavas in each group.

The first group consists of Bhairavas,
handsome and impressive in aspect, golden-
hued and carrying trident, kettle-drum, noose
(pdsa) and sword in their hands. In the second
group the eight Bhairavas are bedecked with
jewelled ornaments, and carry in their hands
rosary, elephant-goad, lute (vina) and scripture
(pustaka). The third group is distinguished by
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the weapons fire-flame (jvdla), spear called
$akti, mace, and lance (kunta) and by the
blue body-colour. The fourth group has
Bhairavas who carry in their hands sword,
shield, battle-axe and spear called patti§a, and
whose body-colour is ash-grey. In the fifth
group ara Bhairavas who are beautiful in
aspect, fair-complexioned and marked with the
weapons lance (kunta), shield, iron-tipped
stick (parigha) and javelin (bhindipala). The
other groups carry the same weapons as the
fifth, but are distinguished by the yellow, red
and lightning-bright (tatit-prabham) body-

colours respectively.

The eight groups are headed by Asitanga,

Ruru, Chanda,

tattva-nidhi,

Krodha,
Bhishapa and Samhara,
which text also provides a

Unmatta, Kapala,
according to Sri-

complete list of names of the sixty-four
Bhairavas :
Group ] Group V
1. Asitanga 1. Unmatta
2. Visalaksha 2. Vatu-nayaka
3. Martianda 3. Sarhkara
4. Modaka-priya 4. Bhiita
5. Svacchanda 5. Vetala
6. Vighna-santushta 6. Trinetra
7. Khechara 7. Tripurantaka
8. Sachariachara 8. Varada
Group 1 Group VI
1. Ruru 1. Kapila
2. Kroda-damshtra 2. Sasi-bhiishapa
3. Jatadhara 3. Hasti-charmambara-
dhara
4, Visva-ripa 4. Yogiéa
5. Viriipiksha 5. Brahma-riakshasa
6. Para (?) 6. Sarvajiia
7. Vajrahasta 7. Sarva-devesa
8. Mahikaya 8. Sarva-bhiita-hrdi-
sthita
Group Il Group Vil
1. Chapda 1. Bhishana
2. Pralayintaka 2. Bhaya-hara
3. Bhiimi-kampa 3. Parvata-visa
4. Nilakaptha 4. Kalagni
5. Vishnu 5. Maharaudra
6. Kula-pila 6. Dakshina
7. Munda-pala 7. Mukhara
8. Kama-pila 8. Asthira
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Group IV Group VIl
1. Krodha 1. Samhara
2. Pingalekshapa 2. Ati-riktanga
3. Abhra-riipa 3. Kalagni (?)
4. Dhara-pila 4. Priyankara
5. Kutila 5. Ghora-nada
6. Mantra-nayaka 6. Visilaksha
7. Rudra 7. Yogisa (?)
8. Pitimaha 8. Daksha-samsthita

ASITANGA-BHAIRAVA

One of the sixty-four Bhairavas (See
BHAIRAVA), each of whom is associated with a
Yogini (See YoGINt), enumerated as the fore-
most among the eight major bhairavas (See
ASHTA-BHAIRAVA). He is iconographically
represented as young (kumara), three-eyed
(trinetra), well-bedecked with ornaments
(subhiishana), dark-blue in body-colour (nila-
varna), and naked (digarmhbara). He is made
to have four hands, carrying in them bowl of
liquor (pana-patra), sword (khadga), a water-
pot (kamandalu) and rosary (aksha-mala). The
dhyina-§loka prescribes that despite his
terrible nature, he must be visualized as
peaceful (§anta) and as a bestower of boons
(varada). He must be accompanied by his
consort, Brahmi (See BRAHMI).

ASURA

A general term for the evil spirits, demons,
enemies of gods (sura). Butin the early Vedic
context, the term (cognate with the Avestan
‘Ahura’) meant bright and benevolent ; it was
applied to such gods as Indra, Agni and Varupa
in Rgveda. Legends relate that the asuras
were originally good, peaceful, law-abiding
and compassionate ; for they were then defe-
rential to Sri, the goddess of prosperity. But
in due course they became arrogant, vain and
ready to fight ; they became jealous of the
gods and began to torment them. That was
when Sri, the goddess of prosperity, left them.

The clan of asuras is said to have been
brought into being by Kasyapa, through two
of his wives, Diti (whose children were
‘daityas’) and Danu (whose children were
‘danavas’). The clan of asuras includes
numerous sub-groups, the chief among which
are (according to Mahabharata): daitya (genii),

PRATIMA KOSHA



ASURA (Padmanabha temple, Trivandram)

danava (giants), naga (dragons), dasyu (bar-
barians), khali (threshers), pisacha (devourers
of raw flesh) and rakshasa (nocturnal
wanderers). They were all anti-gods, and the
major gods like Vishnu, Siva and Sakti had
encounters with them and killed them. There
were also asuras who were devotees of these
major gods (e.g. Prahlada), but some of them
had to be vanquished for the sake of the
welfare of mankind and the host of divinities
(e.g. Bali, Bana and Bhasmasura).

Important among the asuras are Prahlada,
Sarmhlada, Sibi, Bashkala, Kes$i, Durjaya,
Sudibha, Ni§umbha, Mahishasura, Ravana,
Hiranyaksha, A§va, Asva-§iras, Hiranyakasipu,
Sanku, Mahabala, Ekapad, Viriipaksha, Vrsha-
parva, Ajaka, Salabha, Mura, Madhu and
Kaitabha. Many asuras chose to assume
beastly forms to torment the world; as
Mahishasura the form of a buffalo, Gajasura
the form of an elephant, and Asva the form of
a horse.

Iconographically, the asuras are repre-
sented only as being vanquished by the major
gods and goddesses, as for instance Mahisha
being killed by Durga, Gajasura by Siva,
Madhu and Kaitabha by Vishnu, and Hiranya-
kasipu by Nrsirmha (an avatara of Vishnu). The
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texts prescribe that the measure (tila-mana)
to be adopted for representing "asuras’ should
be nava-tila (viz. 108 angulas), whereas
‘daityas’ and ‘nagas’ (as distinguished from
asuras) should be in uttama-nava-tila (viz. 112
angulas) (See TaLamana). In contrast, the
major gods should be in uttama-da$a-tila (124
angulas), and human beings in ashta-tila (96
angulas). Some texts prescribe ashta-tala
for the human sagas ekiada$a-tila for the gods
and dvada$a-tila for the asuras.

According to Silparatna, the asuras must
be shown as gigantic figures (maha-kaya),
wearing crowns and ear-rings, with a face
terrible with sharp fangs (darmshtra-karala-
vadana), with twisted and knit eye-brows,
and wielding a variety of weapons (nana-
§astra-dhara). -

22 ASTRA

The expression means weapon in general,
but more specifically the missiles, or weapons
which are thrown from a distance (from ‘asyate
kshipyate’). There are two varieties of astras
(according to Yukti-kalpa-taru) : those which
are ordinary (nirmaya, or non-magical), and
those which are magical (mayika). Examples
of the former are the arrows or the spears
hurled in the normal course of fight. The
latter refer to the weapons (usually darts)
endowed with some magical power as a result
of which they can burn the spot they touch
(dahana), or shower live coal, or pour hot oil.

Ramayana refers to numerous magical
astras like agneyastra (which burns up),
varupastra (which floods), Varshanastra
(which rains down) and so on. The purdpas
mention the gods, when propitiated, bestow-
ing these empowered astras to their devotees.
In Iconography, Siva handing over the dart
called ‘Pasupatastra’ to Arjuna is celebrated.

ASTRA-DEVATA

In temples dedicated to Siva in South
India, the trident (trisiila), which is a weapon
in one of the hands of the iconic forms of
Siva, is employed as an independent deity
(called astra-devata), officiating in some ritual
sequences (like food-offering to subsidiary
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ASTRA DEVATA

deities, bali). In this form the trident has a
pedestal (pitha) ; the top of the shaft has a
platform on which the trident rests, and in
front on the trident on the platform will be
seen a standing, four-armed figure of Siva
along with Gauri, and the bull (vysha) at the
back. In the Vaishnava temples, Vishnu's
weapon chakra (discus) is likewise represented

as an astra-devati (See SUDARSANA, AYUDHA-
PURUSHA).

ASTRA-PRADANA-MURTI

The form of Siva, representing the episode
in which Arjuna propitiates him and receives
from him the divine arrow known as ‘pasu-
patastra’. PaSupata is the name of the missile,
dazzling in its brilliance and fatal in its effect.
Siva used that missile on his celebrated bow
‘pinaka’ (which has seven terrible heads, each
of which exudes deadly poison without a
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break) to vanquish Tripura. The missile spares
none, not even the major gods, Brahma or
Vishpu. This was presented to Arjuna, and it
made him invincible (cf. Mahabharata, vana-
parvan, ch. 37-41). This episode, alsoknown
as ‘Kiratarjuniya’ (because Siva tested the
devotion of Arjuna by coming in the disguise
of-a wild hunter or kirata), is frequently repre-
sented among the ‘lila-miirtis’ of Siva. There
is a beautiful example of this form of Siva in
the Pushpagiri temple (See ANUGRAHA-MURTI).

Another form of Siva is ‘chakra-pradana-
murti’ in the act of bestowing the weapon

discus (chakra) to Vishnu (See ANUGRAHA-
MURTI),

ASTRA-MANTRA

The mantras relating to the ten guardians
of directions (See DikpALA), recited during the
preliminary worship (ivarana-piiji or worship
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offered to the deities of the enclosures,
usually the third or the fifth). The guardians
are symbolized by the weapons (astra) they
characteristically hold in their hands. Some-
times the mantras for each of them contain
the names, vehicles, weapons and jurisdiction:
(1) Indra, elephant, vajra, gods; (2) Agni,
ram, spear known as Sakti, light; (3) Yama,
buffalo, staff or danda, the departed spirits or
pretas ; (4) Nirrti, disembodied spirit or preta,
sword, the rikshasa group of spirits;
(5) Varupna, crocodile, lasso, the waters;
(6) Vayu, antelope, goad, the vital currents;
(7) Soma, rabbit, mace, the stars; (8) Isana,
bull, trident, the vidyas ; (9) Ananta, tortoise,
discus, the nagas: and (10) Brahma, swan,
lotus the lokas.

But more frequently they are worshipped
through their weapons :

(1) varh vajriya namah; (2) $am §aktyai
namah ; (3) dam dandiaya namah; (4) kharm
khadgiya namah; (5) pah pasiya namah;
(6) am ankusiya namah ; (7) gam gadayai
namah; (8) trith tri§ildya namah; (9) cham
chakraya namah ; and (10) narh nalinaya namah.

The expression ‘astra-mantra’ is more
usually employed for the ejaculation of ‘Hurh
phat’, which signifies the magical extirpation
of all obstacles and inimical forces. This
ejaculation is accompanied by the snapping
sound made by the middle finger and the
thumb of the right hand. Each sect has its own
appropriate ‘astra-mantra’, like Sudar$ana (Om
Sahasrara hurh phat), Pasupata-Siva (Om slim
pasu hurh phat), and Brahma (Om tapas-
satyatmane astraya phat), for Vaishpavas,
Saivas and other sects respectively.

ASTRA-MURTI

The characteristic. weapons of the gods
and goddesses are sometimes iconographically
represented as two-armed divinities carrying
their characteristic weapons and this is more
readily seen in the images of Vishnu of the
Eastern Indian regions.

In Pirva-karanagama (14th patala) ten
weapons are enumerated foriconic representa-
tion : vajra, S§akti, danda (stick), khadga
(sword), pasa (noose).ankusa (elephant-goad),
gada (gada), tri§iila (trident), chakra (discus)
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and padma (lotus). All these are required to
be made in human form having two arms and
two eyes, and bedecked with all ornaments.
They must be shown in a posture of suppli-
cation (krtaijali-putopetah), and wearing the
variety of headgear known as karanda-makuta.
The particular weapons, of the size of the
head, must be borné by them. Their body-
colours are variegated (nana-varna-sama
yukta), deep blue (nila), cloud-hue (jimita-
varnaka), indigo (nilaka), ruby-red (padma-
riga), snow-white (tushira), sapphire-colour
(Indra-nila), lotus-white ($aradabhra), and
blood-red (rakta) respectively; only nine
colours, however, are mentioned in thc text.

Of the ten weapons, §akti and gadi are
regarded as feminine (jiye), pisa and padma
as neuter, and others as masculine.

(See AYUDHA-PURUSHA).

ASTHIRA-MURTI

Icons meant only for short-time worship
rituals are fashioned in cow-dung, sandal-
paste, dough or flowers; and they are
discharged immediately after the worship is
over. These are known as ‘non-permanent
icons’ (asthira-mirtis), or ‘kshanika-murtis’, in
contradistinction to wooden, stone or metallic
images which endure for years. The ‘non-
permanent’ images must be fashioned afresh
for each worship-ritual ; and once the worship
is over, they lose ‘their spiritual character.
Isana- siva-guru-deva-paddhati (uttarardha, 36,
1-26) mentions that temporary images made
of sand (saikata) may be worshipped by those
who desire salvation, images in cow-dung
(gomaya) for health, images in dough (paishta)
for wealth, images invoked in a berry (like
myrobalan, amalaka) or in a fruit (phala) for
nourishment, and images made of butter
(navanita) for magical prowess. These images
should not have a pedestal (pindaka), and do
not follow any standard measure (tila-maina) ;
nor do they require ritualistic preparations
which are indispensable for permanent icons.

AHIRBUDHNYA

Meaning "the dragon of the deep waters’,
this word refers to. a form of Rudra. The
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expression is as old as the Rgvedic hymns
(e.g.1,186,5;6,49,14; 7,634,116 ; 7, 35,
13 and 10, 93, 5). where the ‘lord of the
waters’ is associated with Aja-Ekapad, another
form of Rudra. He is reputed to have appeared
as one of the five sons of Vi§vakarma and his
wife Surabhi (the others being Aja-Ekapat,
Tvashta, Rudra and Barhishman). He is repre-
sented as a serpent and explained as the
benevolent aspect of the Vedic Ahi-Vrtra), the
Dragon of draught. There is also a suggestion
that he may be “an atmosphere deity dwelling
in the atmospheric ocean’’ (Hillebrandt, A.,
Vedic Mythology, Vol. |, 82 and Vol. ll, 192 {.)

In iconological texts, he is regarded as
one of the eleven Rudras (See EKADASA-RUDRA).
It is prescribed that he must be represented
with sixteen arms, carrying mace (gadi),
discus (chakra), sword (asi), kettle-drum
(damaru), mallet (mudgara), spear (§ila),
goad (anku$a), rosary (aksha-mild) (on the
right side), javeline (tomara), three-pronged
spear(patti§a), shield (charma), skull (kapala),
gesture of warning (tarjani), pot (ghata),
spear known as Sakli, and axe (parasu) (on
the left side).

AKHU

Rat, mouse, regarded as the vehicle
(vahana) of Ganpapati (See GAnapaTI). In
temples to Ganapati, itis now customary to
have an independent and stylized image of a
rat in the ardha-mantapa facing the Gapapati
in the sanctum.

AKHU-RATHA

The god who rides on the rat, viz. Gapa-
pati. In sculptural representation of Gapapati
as the rider, the rat is waell-caparisoned and
the legs of the rodent are made more promi-
nent than natural; the animal almost looks
like an elephant. Otherwise, the rodent is
represented in miniature on the pedastal of
the icon of Ganapati.

AGAMA

Meaning ‘well-structured and traditionally
communicated wisdom’ (da+ ./garh), the

expression relates to the worship of iconic
and aniconic forms of Godhead, especially in
temples. The term ‘dgama’ signifies the practice
of worship rituals as well as the texts in
Sanskrit which document, reflect and explain
these rituals. Depending on the ideological
category of the iconic worship, the tradition
occurs in numerous strands. The major
divisions of the Agama are Saiva (where the
iconic form worshipped is Siva), Vaishpava
(where the iconic form worshipped is Vishnu),
Sakta (where the iconic form worshipped is
Sakti or Devi), Jaina (where the ideological
background of worship is Jaina in orientation)
and Bauddha (where the framework is
Buddhist). While distinctions do obtain
between these divisions, the general orienta-
tion of the Agama (viz. representation of God-
head in icons, and belief in worship rituals as

the royal road to salvation) is common to all
of them.

Sometimes, the Agama tradition is
distinguished from the Vedic tradition (called
Nigama), which attaches little value (if any)
to iconic worship and which lays great stress
on fire-rituals and sacrifices. Agama is even
projected as antagonistic to Nigama. It may
indeed have been so in the early stages of
religious culture in the country, but during the
course of the development and spread of this
culture there was an attemptat rapproachment.
Enthusiasts of Agama sought to provide
support to it from the Nigama (¢f. Yamuna's
Agama-pramanya). Now agama occurs almost
as a subsidiary culture within the Vedic
framework.

There is a saying in Sanskrit that conduct
must be in accordance with the Veda in the
krta-age, in accordance with Smrti texts in
the Treta-age, in accordance with the Puranas
in the Dvapara age, and in accordance with
the Agama in the Kali-age (/.e. the present
age).

There is a broad division in this context
between the Agama tradition that was inclu-
ded within the Vedic framework, and the
Agama tradition that developed more or less
independently of the Vedic framework. The
former is designated as ‘Vaidika’- agama while
the latter is described as ‘avaidika’ (non-Vedic).
That this division can hardly be justified
becomes evident when we consider the gene-
ral approach in all these so-called divisions,
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which transcends the sectarian affiliations and
involves direct contact of the human spirit
with the divine.

Nevertheless, itis usual to describe the
Agama that aligns itself closely with the Vedic
tradition as ‘'Vaidika’, and include in this
division Saiva, Vaishnava and Sakta agamas;
the ‘avaidika’ division is made to include Jaina
and Bauddha agamas. However, from an
examination of the practices and texts of
Jaina and Bauddha agamas, it becomes clear
that these agamas are only special develop-
ments of the Sikta agama (included in the
‘vaidika’ division). Saiva, Vaishnava and Sikta
agamas differ among themselves mainly on
account of the preferred form of Godhead, viz.
Siva, Vishnu, or Sakti (Devi) respectively.

The Agama texts, of whatever division
and pursuation, deal mainly with the worship
(archana) of the icons in temples (public,
parartha) and in household shrines (private,
atmdrtha). But the texts also prescribe daily
code of conduct for the temple priest or indivi-
dual worshipper (nitya-kgtya) ; discuss philo-
sophical issues like creation (sarga), disso-
lution (prati-sarga), virtue and merit (punya),
descent and forms assumed by god (mirti-
bheda) and the spirit of the age (yuga-
dharma). They also elaborate on the advan-
tages of pilgrimage and describe sacred places
(tirtha). Many of them deal with the six-fold
magic and sorcery (shat-karma), the efficacy
of the mantra, the utility of the sacred designs
called yantras, and the value of yogic practice
and meditation (dhyana). The importance of
the Agama texts for iconography consists in
the ‘dhyana-§lokas’ they contain, which specify
the nature and details of the several worship-
worthy forms (marti, arcchd). The texts also
occasionally include valuable information
concerning the method and material used for
the making of icons.

Most of the Agama texts have a four-fold
division of the subject-matter: (1) the section
dealing with the philosophical principles(jfiana-
pada); (2) the section dealing with the spiritual
practices (yoga-pada) ; (3) the section dealing
with the making and installation of icons in
temples, worship-rituals connected with the
icons, and construction of temples (kriya-
pada) ; and (4) the section dealing with the
right and appropriate conduct of the devotee

114

in daily life (charya-pada). These four sections
are arranged in the descending order of impor-
tance and evolution, the first bringing about
the highest reward (v/z. siyujya, or salvation),
the second the next lower reward (viz.
saripya), the third the next lower still (viz.
samipya), and the fourth the lowest reward
(viz. silokya) (cf. Rauravagama). Tayumanavar,
the celebrated Saiva saint, considers the four
stages in the reverse order, and describes them
as bud, flower, raw fruit and ripe fruit
respectively.

(1) Saiva-agama (which has as many as
125 major treatises) is grouped into ‘pacific’
(saumya) and ‘violent' (raudra) divisions. The
former hasten ‘collections of texts’ (samhitas),
which are claimed to have been taught by
Sadasiva to the ten Siva-forms (Pranava,
Sudha, Dipra, Karana, Susiva, 1§a, Sikshma,
Kala, DiSe§a and Arhéa) : Kamikagama,Yagaja-
gama, Achintyagama, Karanagama, Dipta-
gama, Sukshmagama, Sahasragama, Supra-
bhedagama and Amsumadbhedagama. These
texts are claimed to have been delivered

through the I$ana-face of Siva (who is five
faced, See Siva).

The other eighteen texts (belonging to the
Raudra division) were communicated by Sada-
§iva to the eighteen Rudras (Anadi-Rudra,
Dagarna-, Nidhana-, Vyoma-, Teja-,
Brahmesa-, Siva-, Sarvitma-, Ananta-, Pra-
santa-, Sili-, Alaya-, Bindu-, Siva-nishtha-,
Somadeva-, Srideva-, Devatarkhya-, and
Sive§a-,) : Vijayagama, Nisvasa-tantra, Svayar-
bhuvagama, Analagama, Viragama, Raurava-
gama, Makutagama, Vimalagama, Chandra-
Jjiiana, Mukhabimbagama, Prodgita, Lalita-
gama, Siddhagama, Santana-tantra, Nrsimha-
tantra, Paramesvara-tantra, Kiranagama and
Vatulagama respectively. These texts are
claimed to have been delivered through the
other four faces of Siva, five texts from the
Sadyojita-face, five from the Vimadeva-face,
five from the Aghora-face, and three from the
Tatpurusha-face (according to Ajitagama).

Besides these twenty-eight texts called
Samhitas, which are held in great regard by
the followers of Saivagama, there are several
later definitive treatises called Paddhatis
(eighteen in number, named after the origi-
nators of these lines of thinking, like Durvasa,
Pingala, Srikantha, Jiiana-Siva, Somasarbhu,
Aghora-§iva, I§ana-$iva-guru and Ramanitha).
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The above texts project the view that
Godhead occurs in three aspects (called
tattvas) : (1) ‘Siva’, pure and transcendental,
with five powers ($akti) which are also pure,
pervasive and devoid of form (nishkala) ;
transcending (para), primordial (adi), will
(iccha), cognition (jiiana), and action (kriya);
(2) ‘Sadasiva’, comprising of five forms
(sakala) emanating from the above five
"powers, which are devoid of form (nishkala) :
Siva, I§a, Brahma, I§vara and I$ana, thus
being both ‘sakala’ and ‘nishkala’; and (3)
‘Mahesa’ consisting of twenty-five iconic
forms of Siva (sakala), which are worshipped
in temples.

Besides these aspects, the texts also
prescribe details of the visualization of divine
forms (called ‘sada’, viz. involvement of forms
in what really is devoid of form): (1) ‘Siva-
sada’, extremely subtle and transcendental
(fantyatita or para), and self-luminous: (2)
‘amiurta-sada’, the aniconic linga form asa
pillar of light : (3) ‘'mirta-sada’, expression of
power of will (iccha-§akti), the divine nature
incorporated in concrete forms (ripa) and
qualities (kala), as in mukha-linga (See
MukHALINGA), and human forms, with weapons
involved in the aniconic linga; (4) ‘kartr-sada’,
expression of the power of cognition (jiiana-
sakti), elaborate human forms involved in the
linga ; and ‘karma-sida’, expression of the
power of action (kriya-$akti), all the twenty-
five iconic forms of Siva suggesting his best-
owal of grace on devotees (anugraha), or
destruction of evil (sarmhdra). Itis this last

‘sada’ that is relevant to iconography of Siva
(See ANGA-BHAVA)

(2) Vaishpavagama : There are two major-
divisions in the dgama pertaining to the wor-
ship of Vishnu: (A) ‘Vaikhanasa’, and (B)
‘Paificharatra‘. There is a third division, which
has branched out from Paficharatra, Tantrasara,
which was crystallized by Madhva (b. 1199
—-1279) and which is adopted in the temples

where the followers of Madhva serve as
priests.

(A) Vaikhanasa: Vaikhanasas appear to
have been a very ancient group devoted to the
cult of Vishnu. They are referred to evenin
the Vedic texts. Besides having an Agama of
their own, the members of this group have
distinguished themselves by their single-
minded and exclusive adherence to the cause
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of worship in temples. At one time, most of
the Vaishnava temples in the land utilized
their services in all details of worship.  After
the eleventh century, however, the prevalence
of the Paficharatra ideology proved a deterrent
to the universal acceptance of the Vaikhianasa
viewpoint. There are fewer temples now of

the Vaikhanasa pursuation than of the Paficha-
ratra, in South India at any rate.

The Vaikhanasa outlook is remarkable in
that it effectively reconciles the Vedic tradition
with the Tantrik. Among the ‘vaidika’ agamas,
Vaikhanasa is undoubtedly most authentically
vaidika. But its employment of Tantrik rituals
and symbolism is likewise most authentic.
And the temple-cult has been the focal point
of this as well as other agamas. The contri-
bution of the Vaikhasana priests to the crystal-
lization, popularity and spread of this temple
culture has been considerable.

The Vaikhianasa tradition claims t© have
originated from the teachings of the great sage
Vikhanasa (who was a partial incarnation of
Vishnu) to four of his principal disciples.
There Is a collection of precepts entitled
Vaikhanasa-siitra, ascribed to the authorship of
this sage, which emphasizes the value of wor-
shipping Vishpu’s icon (mirti) for salvation
(four-fold, salokya, samipya, saripya, and
sayujya). The compilation consists of thirty-
two sections (called Prasna), affiliated to Yajur-
veda (Yajiiadhikara, 51), and relying on
passages from the Vedic corpus (viz. the four
Vedas, the Brahmanas and the Aranyakas).

Vikhanasa’s four principal disciples com-
posed their own compilations, expounding the
details of Vishnu-worship. These constitute
the definitive texts for the Vaikhanasa-agama.
The four disciples were Marichi (who wrote
eight books called ‘Sarhhita’ ; Jaya, Ananda,
Samjiiana etc.,), Bhrgu (who wrote ten books
called ‘Adhikarana’, Khila, Khiladhikara,
Archiadhikara etc.), Atri (who wrote four books
called 'Tantra’, Parva, Uttara, Vishnu and
Atreya), and Kasyapa (who wrote three books,
called ‘Kanda’, Satya, Dharma, and Jiiana).
This is an immense literature running to over
four lakh ‘granthas’ (a grantha meaning a verse
in the anushtubh metre consisting of 32 sylla-

bles) ; but what is available today is a small
portion of this bulk.

It is remarkable that the agama texts of
this tradition do not contain the ‘jiiana’ and
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the ‘yoga’, sections ; they are content with
the 'kriya’ section (construction of temples,
installation of icons, worship rituals and
festivals) ; and deal cursorily with the ‘charyd’
section. The texts deal with a variety of
issues concerning temple-worship, like methods
of installation, varieties of gopura and vimana,
the construction of chariot (ratha), the
enclosures (avarana) of the temple, different
kinds of utsavas, correction of lapses in wor-
ship rituals and so on.

Further, although the tradition accepts
(with the Paficharatra) that Vishnu may be
worshipped in a pot (kuwbha), in a sacred
design (mandala), in the sacrifical fire
(homagni) or in an icon (bithba) (called
chatuh-sthanarchani), it lays stress on iconic
worship. And in the iconic representation of
Vishnu, it is rarely that the mace (gada) or the
gesture of protection(abhaya-mudra) is shown.
The icon should be duly installed at home or
in a temple before it can be worshipped. And
the icon which is less than six angulas in
height is not regarded as meritorious.

This tradition classifies worship into two
varieties : with icons (samirtarchana) and
without icons (amirtarchana). But it insists
that the former is better, as it is necessary for
all, and easy to adopt. The latter is principally
the method of worshipping Vishnu who
resides within the sacrificial fire as its inner
controller (antaryami). Of the famous temples
where the worship is conducted according to
the Vaikhanasa tradition, may be mentioned
the Venkate§vara temple on the Tirumalai-
Tirupati hills.

(B) Paricharatra : While the Paficharatra
viewpoint (also called Sittvata-dharma or
Bhagavac-chhiastra) which upho!ds the supre-
macy of Vishnu, aspects of the vyiiha doctrine
and commends devoted worship as the royal
road to salvation is at least as old as the epic
Mahabharata, the textual tradition thereof is
comparatively recent. But the texts compris-
ing the tradition are not only elaborate and
comprehensive but remarkably numerous
(totalling one and a half crore granthas). The
early Paficharatra texts are such perfect and
inspiring works that they have been allowed to
influence the Vaikhanasa and Saiva agamas.

There is some uncertainty about the
precise significance of the expression ‘paficha-

ratra’. The texts themselves give diverse
meanings. [Isvara-samhita (21), for instance,
relates that Vishnu taught five sages (who
were incarnations of the five weapons in
Vishnu's hands) during five successive days
and nights (‘divaratram’) : Sandilya (discus or
chakra), Aupagdyana (conch or S$amkha),
Mauiijydyana (mace or gada), Kau$ika (sword
or khadga) and Bharadvija (bow or chipa).
Another text (Vihagendra-samhita) gives the
names of the five recipients of this teaching
differently : Ananta, Garuda, Vishvaksena
(who are attendants of Vishpu), Rudra and
Brahma. Sri-prasna-samhita explains that
‘ratri’ (night) means ignorance, and ‘paficha’
refers to the destruction of this ignorance
(from the root pach). The five-disciplines
which are incorporated in this tradition are
also suggested : Veda, Vedanta, Purapa,
Sakhya and Yoga.

According to MNarada-paficharatra, the
expression refers to five kinds of knowledge
(‘ratra’) : cosmology (tattva), salvation
(mukti), devotion (bhakti), practices (yoga)
and principles (vaiSeshika). Elsewhere, atten-
tion is drawn to the five manifestations of
Godhead : transcendental (para), emanations
(vyiiha), incarnations (vibhava), immanent in
the individual (antaryami) and worship-worthy
(archa).

Vedanta-Desika's Paricharatra-raksha high-
lights the five periods of worship (paiicha-
kala-vyavastha) : (i) early morning when one
gets ready to worship (abhigamana, in the
first watch or prahara of the day) ; (ii) latter
in the morning (between 9 a.m. and 12 noon)
when one collects the materials required for
worship (upadiana), in the second watch of
the day ; (iii) midday when the worship is
actually performed (ijya, in the third watch of
the day) ; (iv) afternoon and evening, when
one studies the religious texts and teaches
them (svadhyidya, in the fourth watch of the
day)-; and finally (v) in the night when one
engages in intent contemplation (yoga, in
the first watch of the night).

The texts of the Paficharatra tradition are
generally classified into those which are (i)
communicated directly by Godhead (divya),
(ii)) composed by sages (arsha or muni-
bhashita), and (iii) written by human authors
(manusha). In the first group, the three texts
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which are counted (Sattvata-samhita, Paush-
kara-samhita and Jayakhya-samhita) are
undoubtedly the most important and definitive,
The second group is again divided into sattvika-
texts (like [Isvara-sarmhita, Paramesvara-
sarhita, Bharadvajs-samhita and Vaihayasa-
samhita) ; rajasa-texts (like Sanatkumdara-
sarmhita, Padmodbhava-samhita and Maya-
vaibhava) ; and tamasa-texts (like Parncha-
prasna, Suka-prasna and Tattva-sagara).
However, the basis of this division cannot be
ascertained.

There is another classification into
‘mantra-siddhinta’ (where worship of a soli-
tary icon, ekamiirti, viz. Vasudeva, is recom-
mended), ‘agama-siddhanta’ (where four
forms, chatur-mirti, viz. Vasudeva, Sarhkar-
shana, Pradyumna and Aniruddha, are recom-
mended), ‘tantra-siddhinta’ (where nine
forms, nava-miirti, viz. Narayana, Vishnu,
Hayagriva, Nrsithha and Varaha in addition to
the above four, are recommended), and
‘Tantrantara-siddhanta’ (where four-headed or
three-headed forms are recommended for
worship). However, Paficharatra tradition
recognizes twelve emanatory forms (vyiiha-
mirti), twelve ‘other’ forms (miirtyantara),
ten incarnatory forms (pradurbhavantara), and
twelve feminine powers ($aktis like Lakshmi,
Pushti, Daya etc.).

The Pancharitra texts are usually found to
treat their subject-matter in four divisions :
jiana-pada (where cosmological and psycho-
logical principles are dealt with), Yoga-
pada (where the yogic disciplines of various
types is dealt with), kriya-pada (where easier
methods of iconic “worship, construction of
temples, installation of icons, prescription for
making icons and so on are dealt with), and
charya-pada (where the details of ceremonies
and rituals connected with the daily and
occasional worship in temples, the initiatory
rites, the ceremonial postures and gestures,
sacred diagrams and so on are dealt with).

Besides details of temple-worship, some
of these texts contain information about
medicinal herbs, therapeutic procedures,
myths and legends in the puranas, mantras
and yantras used in worship as well as folk
cures, prayers and hymnology. iconometry
and architecture. Some of the texts are exten-
sive, like Padma-samhita (which has eighty-
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two chapters and 9000 slokas, 11 to 22 deal-
ing with matter pertaining to iconography),
Ahirbudhnya-samhita  (which has sixty
chapters and runs to 3800 §lokas, but contain
little information of iconographic interest) ;
Paushkara-samhita (which has forty-three
chapters and 5900 slokas, two whole chapters,
38 and 40, dealing with iconography) and
Jayakhya-samhita (which has thiriy-three
chapters and 45C0 §lokas, dealing with a wide
variety of subjects).

The most influential among the Paiicha-
ratra-samhita texts (which run to more than
two hundred in number) are Piadma, Paush-
kara, Jayakhya, I§vara, Ahirbudhnya, Vishvak-
sena, Sri-prana, Sittvata and Hayagriva.
Most of the extant Paficharatra texts are South
Indian in origin, but a few of them (like Kapila-
samhita, Atreya-samhita and Hayasirsha-
sambhita) have been popular in the North. The
popularity and prevalence of the Paficharatra
tradition in temple-worship in the South are
due to the encouragement given by Yamuna
(10th cent.), Ramanuja (1019-1139) and
Vedinta-des$ika (1269-1369).

(C) Saktagama : Inthe agama-tradition,
Siktagama (which deals with the worship of
Sakti or Devi) is sometimes included within
the fold of Saivagama (cf. the division of Saiva-
gama into Saivigama, Devyagama, Vitula-
gama and Vira-§aivigama), as the Saivagama
texts do contain details of Sakti-worship.
Sakti being the consort of, and inseparable
from, Siva. But there are texts which eulogize
Sakti and deal exclusively with Sakti-worship.
Sakti in this context is not regarded so much
as a spouse of Siva as an independent,
absolute and highest divinity, the mother of
all beings and the matrix of the universe. Siva
without Sakti is described as a corpse ($ava) ;
and Siva is regarded here as a devotee of
Sakti, even as Vishpu and Brahmi and all the
other gods are.

Probably. the ideology of Godhead as the
Mother and the treatment of womanhood as
the most supreme manifestation of Godhead
are at least as old as the earliest strata of the
Vedic corpus. They find expression definitely
in the ‘Saubhagya-kanda’ of the Atharva-veda.
Practices connected with the worship of God-
head as the Mother were (and still are)
prevalent all over the country. The textual
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tradition groups the practices into fourregions:
Kerala (from Anga upto Malava, ‘kahadi’
worship, with Tara and Nila-sarasvati as the
principal divinities) ; Kashmira (from Madra
upto Nepil, "hadi’ worship with Tripura-
sundari as the principal divinity) ; Gauda
(Assama to Sindhu, mainly Bengal, ‘kadi’
worship, with Kili as the principal divinity) ;
and Visala (all regions, with the other modes
of worship and other forms of the Goddess).

The extensive prevalence and the inclusive
nature of the practices connected with Sakti-
worship are further evidenced by the ideology
of the nine ‘seats’ or ‘centres’ (pithas) :
Vidya-, Sakti-, Saiva-, Ganes$a-, Chandra-,
Svayambhuva-, China—-, Bauddha- and Vaidika.
It may be seen that Sakti-worship has entered
into the Vedic fold,Buddhist context (especially
in Nepal, Tibet and China), and folk worship
of deified human beings of unusual excellence.

The definitive texts of the Siktigama are
numerous in number (as many as 327 are oft-
quoted works) and varied in approach. They
are generally called ‘agama‘’ (which word is
explained as the device for knowing the things
comprehensively, clearly and effectively
(““a jia vastu samantic cha gamyate’’) and
‘tantra’ (the tradition which spreads, ‘‘tan
vistare’’ and saves as it spreads ‘trayate’’).
There are said to be eighteen agama texts and
108 tantras composed by Mahadeva (cf.
Nisvasa-tantra and Meru-tantra).

The agama texts are said to deal with
creation (srshti), dissolution (pralaya), proper
worship of gods and goddesses (devatinam
yatharchanam), spiritualdiscipline and practice
(sadhani), repitition of the sacred words with
visualization (purascharana), the six magical
practices (shatkarma-sadhana), meditation and
mental culture (dhyana-yoga).

The “tantra’ texts, on the other hand, are
required to deal with iconographic stylization
(devata-samsthana), propriety of the mantra
(mantra-nirnaya), places of pilgrimage (tirtha-
varnana), conduct and duties of lay life
(adrama-dharma), the sacred diagrams (yantra),
the spirit of the times (yuga-dharma), organi-
zation of the body and its forces in terms of
the kupdalini (adhyatma-varnana) and so on.

There is another classification of texts in
accordance with their tone and approach; if
he sattva-guna predominates, the texts are
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called ‘tantra’ ; if the rajo-guna prevails, then
they are ‘yamalas’; and if the tamo-guna is
more apparent, the texts are called ‘damaras’.
There are sixty-four tantras which are held in
high regard, like Vatula—, Malini-, Chandra-
jiana-, Mahisammohini and so on. The
‘yémalas® are said to have been taught by the
eight Bhairavas (See BHaAIRAVA) : Rudra-
yamala, Skanda-, Brahma-, Vishnu-, Yama-,
Vayu-, Kubera-, and Indra~Yamala. There is
a collection of five texts which are regarded
as especially meritorious ($ubhagama-paii-
chaka) ; and they are the sarhhitas communi-
cated by Vasistha, Sanaka, Sanandana, Sanat-
kumara and Suka.

-There is a division of the land where Sakti-
worship prevails into three zones, each having
sixty-four definitive tantrik texts : a$va-krianta
(from the Vindhya ranges to Mahachina),
Vishpu-kranta (from the Vindhyan ranges to
Chattala) and Ratha-kranta (from the Vindhyan
ranges to the sea). According to Sammoha-
tantra, China (including Tibet) has one hundred
principal tantras and seven subsidiary tantras,
the Dravida region twenty principal tantras
and twenty-five subsidiary tantras, and Kerala
sixty principal tantras and five hundred subsi-
diary tantras.

The Saktagama texts, like the $aivigama
texts, treat their subject-matter in four
sections : vidya-pada, kriya-pada, yoga-pada
and charya-pada. Sakti is dealt with in these
texts in three distinct aspects : the power of
the mantras (mantra-§akti) ; the power within
the human body (kundalini-§akti) ; and the
power of the iconic forms (vidyas). On each
of these aspects there are treatises, manuals
and handbooks. One of the vidyas (viz. Sri-
vidya in the third aspect) has an extensive
literature (See SRI-CHAKRA) and a subsidiary
tradition of worship, symbolism and meditation
(See also Dasa-viDya).

AGAMA-SIDDHANTA

A division in the Paficharatra system (See
Acama and PancHARATRA), which advocates
worship of the four emanatory forms (vyiha)
of Vishpu, viz. Vasudeva, Sarhkarshapa, Pra-
dyumna and Aniruddha on equal footing. The
forms are to be represented in the sanctum
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either in a progressive (prabhava,viz. beginning
with Vasudeva and ending with Aniruddha) or
in a reverse (apyaya, viz. beginning with Ani-
ruddha and ending with Vasudeva) order (cf.
Padma-samhita, Charya-pada, 19, 116-117).
All the four forms are regarded as equally
petfect in terms of the six divine qualities (See
SHADGUNYA).

This division has been described in
Kalottara-samhita as ‘self-manifest’ (svayam-
vyakta),in contradistinction to the other three,
*Mantra siddhanta’ which is said to be divinely
transmitted (daiva), ‘Tantra-siddhanta’ which

. is regarded as ‘communicated by the adepts’
(saiddha) and ‘Tantrantara-siddhanta’, which
is taught by the sages(arsha). These four divi-
sions are called in Srikara-samhita, \leda-,
divya-, tantra- and purana-siddhantas.
Further, Agama-siddhanta is classed along
with Mantra-siddhinta in the category of
sattvika (or nagara), as distinguished from
Tantra-siddhanta which is rajasika(or dravida),
and Tantrantara-siddhinta, which is tamasika
(or vesara) (cf. Narayana-samhitd).

The contemplative icons of the four forms
are prescribed in this system to be two-armed,
devoid of weapons, white-complexioned, and
wearing white garments. They must all be
installed on the same pedestal, preferably in
the Yoga posture and there must be no atten-
dant divinities inside the sanctum. Worship
in this case precludes processions for food-
offering (bali-yatra), daily festivities as part of
worship ritual (nityotsava), and ceremonials
like putting the deity to sleep (§ayanotsava).

The eligibility for performing worship in
this system requires formal initiation (diksha),
which involves abandonment of worldly desires
and activities (karma-samnyasa), but not
giving up home-life (cf. Paushkara-samhita,
38, [Isvara-samhita, 21, and Paramesvara-
sambhita, 19)

AJANU-LAMBA-BAHU

The iconograph.i;: detail of the arm extend-
ing upto the knee, which is one of the physical

characteristics of a great person (See MaHa-
PURUSHA-LAKSHANA).
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ANJANEYA

Hanumaian ; son born to the vanara princess
Afijana and her husband Kesari, the vanara
chieftain. Afijana was the daughter of Kuiijara,
a chieftain of the vanara tribe. In her previous
life, she was a charming heavenly damsel
(apsaras) named Puiijikasthala (Mana-garva)
and was cursed for her vanity and arrogance
to be born as a monkey in the Himalayan
region. The birth of Hanuman lifted the curse,
and she returned to her heavenly abode soon
after the baby-son was born.

There is a story concerning the birth of
Hanuman to Afijana. Once Siva and Parvati
were playing about in the woods on the
southern slope of the mountain Maha-meru,
assuming the form of monkeys. Parvati
conceived, but asked the wind-god Vayu to
take away her unborn infant. Vayu received
it from Parvati and transferred it miraculously
to the body of Afijana, who was at that time
performing a penance in the woods for the
sake of progeny, and for whom Vayu had lost
his heart.

The account in Ramayana(kishkindha-kanda,
sarga 66) relates that Afijana, who had the
power to assume whatever form she liked, had
taken a human form of exceeding loveliness and
was standing on top of a mountain peak; Viayu,
the wind-god, was entranced by her beauty
and embraced her instantly. Afijana was taken
aback, andreviled Vayu for his violent and
improper advances to a married women.
Thereupon Vayu asked her pardon, but con-
fessed that his mind was set on her; and he
assured her that it was only wind that had
clasped her in its arms, and that her modesty
was not outraged in any sense. To make
amends, he bestowed upon her a boon that a
supremely valiant and intelligent son would
be born to her. (For the iconography of
Aifijaneya, See HANUMAN)

ATMARTHA-PUJA

Worship for ones one sake. Agama
distinguishes between worship by the house-
holder for his own sake at home from worship
by the priest for others in a temple (parartha-
pija). The formeris for spiritual benefit of
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the worshipper, while the latter has as its
objectives welfare of the people, prosperity
and power for the king, peace and plenty in
the land. The household worship is done
only once in a day while the temple-worship
can be done three, five or seven times during
twenty-four hours.
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Worship at home is preceded by ritualistic
purification of the ground on which worship is
conducted (bhami-§uddhi), initial worship of
Gapapati or ones guru, ceremonial assumption
of seat (asana), sanctification of water to be
used in worship (jala-§uddhi), and sanctifi-
cation of the body and the parts thereof (anga-
$uddhi). Worship follows sequences like bese-
eching the presence of the divinity in the icon
(dvahana), installation (sthapana) and orien-
tation (sannidhikaraga). The worship proper
consists of offering water of welcome (padya),
applying fragrant unguents (gandha), offering
flowers (pushpa), burning incense (dhipa)
and waving lights (dipa) in front of the icon,
and offering sanctified food (naivedya) to the
deity. These are called upacharas (See

UPACHARA).

ADI-KURMA

‘The primordial tortoise’ is the form
assumed by Vishnu to support the Mandara
mountain, which was used as the churning rod
by the gods and demons to get ambrosia from
the milky ocean (kshira-sagara) and which
was sinking under the waters. (See AVATARA,
Kurma, VISHNU)

ADI-GADADHARA

Name of Vishnu, as the first to wield the
mace (gada) (See VisHNU)

ADI-CHANDESA

(See CHANDESVARA)

ADI-JINA

Rshabha, the first tirthankara (See

RsHAaBHA, TIRTHANKARA)
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ADI|-CHANDESA

ADITYA

Meaning the son of Aditi, daughter of
Daksha-Prajapati and wife of the sage Ka§yapa
(son of Marichi), the word refers to the Sun.
Ka§yapa is said to have married all the
daughters of Daksha-prajapati, seventeen of
them according to Bhagavata and thirteen in
Markandeya-purana and Mahabharata. Aditi,
according to these accounts, was the eldest
of the daughters, and Ka§yapa begot from her
Aditya.
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ADITYA (Stone, Salar Jung Museum)
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But the expression Aditya is often used
in the plural, and there are twelve adityas who
are named. According to legend, when
Aditya, son of Aditi, grew-up, Samijfia, the
daughter of Tvashtr married him ; but she was
unable to bear the extraordinary brilliance of
Aditya (viz. the Sun-god). Her father, Tvashtr,
who was the artisan of the gods, cut up
Aditya’s lustre into twelve parts, and Sarhjiia
lived each month of the year with one of the
parts of Aditya’s lustre. Thus there came to
be twelve Adityas, one Aditya for each of the
twelve months of the year.

Twelve Adityas, thus, are the aspects of
the Sun-god, and the names of these Adityas
are all synonyms of Siirya (See Surya). Icono-
graphically, the twelve Adityas are represented
as four-armed, the two normal hands of all of
them holding lotus-flowers (which symbolize
the solar energy), and the other two hands
carrying the distinguishing weapon or imple-
ment : (1) Dhata, lotus garland (sraja) in the
right hand and water-vessel (kamandalu) in
the left ; (2) Aryaman, discus (chakra) and
mace (kaumodaki) in the right and left hands
respectively ; (4) Mitra, moon (soma) in the
right hand and spear (§ila) in the left ; (4)
Sakra,talso called Rudra, rosary (akshamaila)
and discus (chakra) ; (5) Varupa, discus
(chakra) and lasso (pa$a) ; (6) Sarya, also
called Am$a, water-vessel (kamanpdalu) and
rosary (akshamild) ; (7) Bhaga, spear ($iila)
and discus (chakra); (8) Vivasvan, spear(sila)
and garland (sraja) ; (9) Pishan, lotus flowers
in both hands ; (10) Savity, mace (gadi) and
discus (chakra) ; (11) Tvashtr, sacrificial ladle
(sruk) and curlew born of the sacrificial fire
(homaja-kalika) ; and (12) Vidhaty, also called
Vishpu and Urukrama, discus (chakra) and
lotus flower (padma).

While the twelve Adityas are more freque-
ntly mentioned and named, the early Vedic
corpus counts only six (Mitra, Aryaman,
Bhaga, Varuna, Daksha and Ams$a, RV, 5, 54)
or seven (/bid. 5, 49). It is probable that the
seven Adityas represented the seven days of
the week (in the solar calendar). It may be
recalled that the Sun-god is said to ride a
chariot drawn by seven horses. The twelve
Adityas have been for the first time mentioned
in Satapatha-brahmana, and the number has
been retained in the purigas. Satapatha-
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brahmeapa also mentions that Siirya (like Agni
and Indra) performed sacrifices and became
preeminent. All the Adityas are said to be
included in Sirya.

Iconographically, the twelve-Adityas are
seldom separately represented. The divinity
known as Aditya is generally taken to be the
unitary Sirya (Sun-god) (For iconographic
details, See Surva).

ADI-NATHA

The first Jina, or the first tirthankara (See
RSHABHA)

ADI-LAKSHMI

‘The primordial Lakshmi’, one of the forms
of Lakshmi as she appeared from the milky
ocean when it was churned. lconographically,
she is two-armed, two-eyed, seated in an easy
posture, and bedecked with all ornaments.

ADI-LAKSHMI
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She is represented as exceedingly charming
and as wearing garlands of flowers. Her right
hand is in the gesture of protection along with
a lotus flower (padmabhaya) and the left hand
in the gesture of boon-bestowal (varada).
There is an aura of brilliant light (prabha-
mandala) around her. She is also seen with
the eight auspicious things’ (Ashta-mangala)
(See AsHTA-MANGALA) (See also LAKSHMI).

ADI-LAKSHMI (Stone, Gangaikonda Cholapuram,
Tamil Nadu)
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ADI-LAKSHMI

ADI-VARAHA

Vishpu as the primeval boar. The legend
in Bhagavata is that the creator, Brahma,
wondered where the beings to be created by
him would reside, since the earth was hidden
deep within the watery mass (in the general
dissolution or pralaya). He meditated upon
Vishnu for guidance. As he was meditating,
a baby boar whose size was that of a thumb
(‘angushtha-pramano varaha-potah’) procee-
ded from his nostril out into the wide space.
In a moment, it grew to gigantic dimensions.
Brahma recognized that it was none other
than Vishpu and offered it worship. The boar
dived into the waters and lifted the earth with
its huge tusks. Then there appeared on the
earth the progenitor of the beings, Svayarh-
bhuva-Manu.

(See AvaTaRA, VARAHA, VISHNU)
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o ADI-SAKTI

(See SakT!)

ADI-SESHA

The primordial (or first-born) Serpent or
dragon, also called Ananta, (See ANANTA), is
regarded as one of the progenitors (prajapatis),
evolving from Brahma, who in turn evolved
from Vishnu. This is also considered as the
tamasic form of Vishnu, abiding in the bottom
of the netherworld (patala) and worshipped
by the gods and sages. He is iconically repre-
sented as a thousand-hooded serpent, illumi-
‘ning the entire universe by the lustrous gems
which crown his thousand hoods. He is two-
armed, and carries a plough-share (langala)
and pestle (musala) in his hands (suggesting
the kinship of the concept of Adi§esha with
that of Balarama or Sarmkarshana). He supports
the world on his head. His energy is so great
and overflowing that his eyes rotate all the
time. He wears garlands of bright and white
gems and wears blue garment. He is also
identified with the first-born child of Kadyapa
(son of Marichi) by Kadri (daughter of Daksha-
prajapati). Kadrii had one thousand serpents
as her children, of whom Sesha was the eldest;
important among the other children are
Vasuki, Airavata, Takshaka, Karkotaka, Kaliya,
Kalmasha, Nahusha, Kuijara, Kumuda and
Kumudaksha (See SESHA)

U ADYA-KURMA

(See Kurma)

ADYA-KALI

Kali (See KaLi), who appeared at the very
beginning of creation (‘adeu bhava’). She is
also called Tara, Tripura-Sundari and Bhuva-
ne§varl (Tantra-sara). She is first among the
the maha-vidyas (See Dasa-vipya) and there-
fore she is ‘adya’. Mundamala-tantra (10th
patala) relates that the first among the maha-
vidyas in the first age known as Satya-yuga is
Sundari, in the second age known as Treta-
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yuga Bhuvanesvari, in the third age known as
Dvipara-yuga Tarini (or Tara), and in the
present age, known as Kali-yuga, Kali.

ADHARA-SAKTI

The ‘power that supports’ is ritualistically
involved in the preliminary sequence of the
worship, i.e. worship offered to the pedestal,
or base of the icon, or the seat on which the
icon is to rest during worship (pitha). The
power that the icon will acquire is supposed
to be derived from where the icon rests. The
texts prescribe that the right and left sides of
the pedestal (or seat) be offered worship, and
then the central portion. Invoked in this area
are several levels of support, the most funda-
mental level (/. e. at the deepest level) being
the ‘adhara-§akti’, the divine power that
supports all things. On this ‘adhara-§akti’,
rests the primordial nature (mila-prakgti)
which is the source of the entire universe ; on
this is the primeval Tortoise (Adi-kiirma) (See
ApIKURMA), which bears on its back the aborigi-
nal Serpent (Ananta) (See ADISESHA, ANANTA).

ADHARA-SAKTI
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On this rests the earth (prthivi), in the central
region of which is the Ocean of Milk (kshira-
samudra) if the worship follows the Vaishpava
agama (See Agama), or the Ocean of sugar-
cane juice (ikshu-sigara) if the deity to be
worshipped is Gapapati. The Saiva agama
omits either of these details. In the midst of
the Ocean of Milk and supported by it is the
Sveta-dvipa (the abode of Vishpu). The Saiva-
agama pictures mount Kaildsa (the abode of
Siva) instead of this level, and omits the
further levels. In the Sveta-dvipa is the
jewelled pavilion (ratna-mandapa), along with
the wish-fulfilling tree (kalpa-vrksha), the
white parasol (§veta-cchatra) and white fly-
whisks (sita-chamara). In the midst of this
is the jewelled throne (ratna-simhasana),
which is identified with the portion of the
pedestal or seat where the icon actually rests.

Each one of these twelve levels is wor-
shipped with an appropriate mantra, beginning
with the ‘adhara-§akti’ (the mantra being
‘adhara-§aktyai namah’) and ending with the
‘throne’.

ANANDA

Attendant of the Jaina Svetimbara
Guardian-deity (kshetra-pala), who is a variant
of Vatuka-Bhairava. He is also said to be the
guide for the sixty-four Yoginis (See YOGINI).

ANANDA-TANDAVA

One of the seven (according to Karana-
gama and Sri-tattva-nidhi) or nine (according
to Silpa-ratna) or eighteen (according to
Kasyapa-Silpa) classical forms of dance that
Siva as Nataraja is engaged in (Ses NaTARAJA,
NRTTA-MURTI, Siva). The sculptural represen-
tation of this form is most celebrated and
more often met with, especially in South India.
Tillai (Chidambaram in Tamil Nadu) is said to
be the place where Siva danced this form
before his spouse Siva-kima-sundari, and to
please his devotees,Pataiijali and Vyaghrapada
(for the story See NaTaRAJA). This has been
most celebrated even in the literary works of
the sixth century (e.g. Tirumilar’'s Tiruman-
tiram, 2749-2803). This form of dance is also
called ‘nadanta-natana’ or ‘bhujanga-trasa’
(‘puyanigam’ in Tamil, cf. Appar’s Tevaram,
seventh century).
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This form of Nataraja's dance was adapted
to bronze modelling during the early Chola
period (about 850 A.D.) and the iconic style
reached its perfection during the reign of
Parantaka | (907-955 A.D.). Thereis a large
number of exquisite bronzes of this icon in the
Siva temples of Tamil Nadu and Karpataka.

Textual prescriptions for this form are not
only elaborate but precise. Principally,
Karspagama, Silpa-ratna and Kasyapa-silpa
deal with this at great length. There are also
Tamil works which describe the image of
Natardja as visualised by the saints, and also
explain the symbolism of the iconographic
details (See NATARAJA). Karapagama says
that this dance-form is truly marvellous for the
onlookers (‘didrkshiinam mahadbhutam’) ;
Silpa-ratna and Kasyapa-§ilpa say that the
dance was presented by Siva for the welfare
of all mankind (’sarva-loka hitavaham’).
Kasyapa-silpa adds that this vigorous dance
enthuses the devotees (‘utsaha-vardhanar-
thaya’).

The form presents Siva in a dance-pose
with the right leg planted firmly although bent
(kuiichita) on the personification of evil
(Apasmara-purusha  or Miyalaka) (See
APASMARA-PURUSHA) and the left leg lifted and
thrown across to the right side. The dancer
is four-armed, and carries kettle-drum (damaru)
and fire (agni) or bowl containing fire (vahni-
patra, according to Silpa-ratna) in his right
and left upper hands. The right lower hand is
in the gesture of protection (abhaya) ; the
other arm is thrown across (prasarita-bhuja) in
a swing (‘dolayamanam’ or dolahasta) and
the hand points downward to the left foot that
is lifted up.

Around the head, the locks of hair are
spread out (‘prasarita-jata’, Karanagama), and
the knot on the head is adorned with serpents
(Karanagama, but Silpa-ratna has ‘serpents of
many kinds’, ‘nana-naga-vichitritam’), flowers
dhattura arka (calotropis gigantea), hasti-
Sirishaka and jewelled band (koroti-ratna-ban-
dhana) above the forehead. On the right side of
the knot of hair on the head must be the crescent
moon, according to Silpa-ratna. The face is
smeared with powdered red-lead (sindhiira),
and the rest of the body is daubed with ash.
The face must show a slight smile (’kifichit-
prahasitinana’) according to Silpa-ratna and
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Kasyapa-$ilpa. The dancer must be wearing
sacred strands called ‘upavita’ or ‘Yajiiopavita’,
and the loins must be covered with tiger’s skin.
The fingers of the hands and the toes of the
legs must be adorned with golden rings with
jewels set in them (ratna-hemanguliyaka).

The two-armed dwarf apasmara-purusha
(Miyalaka) on whom Siva is dancing must be
made in ‘chatustala’ measure (See TALAMANA).
He must be lying prostrate on his belly with
the head to the right of the dancer ; the hands
and legs must be thrown about. In his right
hand he must hold a serpent (vyala), the left
hand clutching its tail. The dwarf must be
greenish dark in compexion, and must be
bedecked with ornaments.

Beneath the prostrate apasmara-purusha
should be the lotus-pedestal (padma-pitha)
starting from which thecircle of lights (prabhi-
mandala) surrounds the dancing figure. To
the left of Nataraja must be standing Uma or
Pirvati (called Siva-kama-sundari).

Kasyapa-silpa (65th patala) gives elaborate
iconometric details concerning the dancing
figure, the apasmara-purusha, the lotus
pedestal, and the circle of lights. According
to this text, Nataraji icon must be fashioned in

the superior variety of Dasa-tila measure (See
UTTAMA-DASA-TALA)

ABHANGA

A posture of the body 'in which the
plumb-line or centre line, from the crown of
the head to a point midway between heels,
passes slightly to the right of the navel”
(Abanindranath Tagore, cited in J. N. Banerjee,
op- cit). The posture is characterized by a
slight bend in the entire figure ; especially the
head is turned to a side, and the lower portion
of the torso also shows a bend.

ABHARANA

Literally meaning ‘ornament’, the expression
refers to the stylized decorations on the
icons in human form. Indian art (painting and
sculpture) regards beauty (masculine or femi-
nine) as inseparable from ornamentation, and
employs this detail invariably in the icons for
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display as well as for worship. The exceptions
are the icons of the Jaina tirthankaras and the
Buddha. Even yogis and hermits have their
characteristic and light ornaments. Most of
the forms and styles of ornaments in the icons
are adopted from the actual ornaments used
by well-to-do Indian masses, especially on
festive occasions and members of the royal
household ; but some of them are of course
derived from the artist’s imagination and
inventiveness ; and a few are meant only for
gods, goddesses, heavenly damsels, and not
to be found among humans.

Classical texts (like Manu-Smrti, 7, 22)
classify ornaments into four varieties: (1)
advedhya (worn after piercing the part of the
body) like ear-pieces of various Kinds; (2)
bandhaniya (tied round the part of the body),
like the strings of pearls or flowers tied round
the hair, or arms; (3) kshepya (slipped on to
the part of the body) like rings on the fingers ;
and (4) aropya (hung round the neck or down
the shoulders) like necklaces and garlands.

While all visible parts of the body are
considered suitable for decoration with appro-
priate ornaments, the head ($iras), neck
(kantha), chest (ura), arms (bahu), legs
(pada), loins or hip (kati) and the fingers
(anguli) of the icon are more often and especi-
ally covered with ornaments. The ornaments
are usually in aesthetically elegant designs,
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and contain sometimes mythical motifs (like
makara, sarpa, simha-lalita and vyala). In
sculpture, they resemble the actual ornaments
made in gold and set with precious stones
(pearls, diamonds, moonstone, sapphire etc.)
As said earlier, there is an unmistakable styli-
zation in the ornaments appropriate to each
organ; and the texts contain distinct and
suggestive names for each one of them.

Most of the ornaments are commeon to all
classes of gods and goddesses (including
those of Jaina and Buddhist pursuation). But
some ornaments have conventionally got
associated with some . divinities and serve to
distinguish them from others, like kaustubha
on the chest and Vaijayanti garland over the
body with Vishnu, and garland of severed
heads with Bhairava as ugra-§akti. Generally,
ornaments are decorative devices and are
meant to enhance the loveliness of the physi-
cal appearance of the icon. But ornaments
may also be used to suggest ferocity and
violence, as for instance the garland of severed
heads on Bhairava, the garland of severed
hands on Kaili, the wreath of intestinal
passages on Narasimha, creeping serpents on
the body of Siva, or the crown of writhing
snakes on Chandi.

Ornaments on the head are crowns (kirita
mukuta or mauli) of various kinds (See KiriTa),
braids of hair coiffured into a crown-like or
rolled-up shape (See Kesa-sBaNDHA, and
DHAMMILLA), and turbans ($§irastrapa). Ears
are decorated with ear-pieces of several types
(See KunDaLa). The neck-ornaments include
clasps (kanthi), necklaces (hara) made of
nishka coins, torque, pearls with jewel pen-
dants (See Hara). The torso is adorned with
ornamental upavita, cross-bands, breast-band
(kuchabandha), stomach belt (udara-bandha)
and waist-bands (kati-siitra) of several kinds
(See CHHANNAVIRA, UpARA-BANDHA, UPAVITA).
The shoulders have tassel-like ornaments
called skandha-maila (See SKANDHA-MALA). The
arms are adorned by arm-lets (keyidra, angada)
in the upper arms and bracelets (valaya,
kankana) on the wrists (See KankaNA, KEYURA)

The thighs are adorned by bound tassels
hanging from the girdle (iru-dima). The feet
are decorated by the tight-fitting anklets
(pada-valaya) and flowing jilaka.
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ABHICHARIKA-MURTI

One of the four types of Vishnu icons,
according to the Vaikhinasa-agama (the other
three being Yoga—, Bhoga-, and Vira-miirtis).
This type of icon is employed mainly for
occult benefits and is said to abound in tamo-
guna. The iconic details include emaciated
body, shrunken face, and eyes turned upward.
The icon is meant to spell ruin for the enemies.

ABHICHARIKA-MURTI
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The shrine to this form should be built only on
inaccessibe mountain-tops, or in the thick
jungles. The icon requires to be installed in
an inauspicious moment (vipan-mubiirta and
chara-lagna) ; worship is to be conducted
through magical formulae and practices of
sorcery.

AYATANA-PUOJA

‘Ayatana’ (also called “ilaya’) is ‘abode’,
‘residence’; the expression is usually employed
to signify temple as the abode of the iconic
representation of God. Worship (piija) in a
temple is distinguished from worship in the
household on several counts: (1) it is
conducted in public by a professional priest
(archaka); (2) it is elaborate, and is conducted
several times (three to six times) during
twenty-four hours ; (3) it involves periodic
processions and festive ceremonies (utsava)
during a year ; (4) it is meant for the welfare
of all the people in the region or realm, and
for the prosperity of the kingdom ; (5) it
entails occasional sacrificial rituals (yaga), and
when necessity arises the rites of purification
of the temple-premises; (6) it does not reguire
the ‘prapa-pratishthi’ (‘endowment with
life’), ‘avahana’ (formal invocation) of the
deily in the icon prior to the worship) and
'visarjana’ (dismissal of the deity after
worship) (See ARCHANA, ALAYA-PUJA).

AYUDHA

‘Weapon’, literally ‘with which the fight
is conducted’ (‘ayudhyate anena‘’, from the
root ‘yudh’, ‘to fight'). It is classified into
three types : (1) praharana (with which one
strikes, like sword or spear) ; (2) pani-mukta
(the weapons that are discharged or thrown
from the hand, like discus) ; and (3) yantra-
mukta (the weapons that are released mecha-
nically, like arrow from the bow).

The iconic representation of gods and
goddesses (in Hinduism, Jainism and
Buddhism) are made to carry weapons, to
signify the role of these gods and goddesses
as fighters against evil and defenders of the
good. Legends are legion about the gods and
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goddesses killing the asuras and riakshasas
who were tormentors of the worlds of gods
and human beings. It fact, the hardship to
the good folk caused by the wicked giants and
demons is the main reason for the appearance
of gods and goddesses in various forms. The
‘sportive forms’ (lila-marti) of Siva, the
‘descents’ (avatara) of Vishpu and the incar-
nations of Sakti are all to punish the wicked
and reward the devout.

The supernumerary arms often seen in the
icons of gods and goddesses are primarily
designed to accommodate various weapons.
The deities represented as violent (ugra-mirti)
and as engaged in the destruction of wicked
demons (samhara-mirti) usually have eight,
sixteen or thirty-two arms, most of them
carrying different weapons of destruction. The
pacific deities have usually two or four hands;
and even if the hands are made to carry
weapons, they are more often meant to
distinguish and help identify the deity, like
conch ($arhkha) and discus (chakra) in the
icons of Vishpu, trident (tri§ila), and kettle-
drum (damaru) in those of Siva, battle-axe
(parasu) or goad (ankusa) and lasso (pasa) in
those of Gapesa, spear known as Sakti (vela)
in that of Subrahmanya, the thunderbolt (vajra)
in that of Indra, lasso (pasa) in that of Varuna,
bow and arrow (dhanur-bana) in the hands of
Rama, and sword (khadga) in the hands of
Kalki.

The hands of multi-armed deities are made
to carry, besides the weapons of warfare,
objects like lotus (kamala), blue lily (utpala),
sugar-cane stalk (ikshu-danda), rosary (aksha-
maila), book (pustaka), drinking bow!l (pana-
patra), ploughshare (hala), deer (mrga), a
severed head ($iras) and human skull (kapala).
These are also sometimes reffered to (albeit
arroneously) as ayudhas. The hands may also
assume gestures of protection (abhaya) boon-
bestowal (varada), or warning (tarjani) (See
MuDRA). The ayudhas may sometimes be
accommodated within the gestures, as, for
instance lotus or rosary in the gesture of
protection (padmabhaya), or drinking bowl in
the gesture of boon-bestowal.

Apart from the legendary associations with
regard to the weapons (e. g. the bow called
Pinaka in the hand of Siva as the destroyer of
the Tripura, the bow called Kodanda in the
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hand of Rama as the killer of Riavana, the
spear in the hand of Durga as the killer of
Mahishasura, the butchering broad blade in
the hand of Virabhadra who slaughtered
Daksha, and the magical spear called Sakti
used by Kartikeya in killing Tarakasura),
weapons are symbolic of divine attributes.
Trident (trisdla) represents the conjoint
functioning of the three gunpas (sattva, rajas
and tamas). The battle-axe (parasu) is
symbolic of the invincible power (§akti) of
Godhead. The lasso (pasa) is the divine will
to project the phenomenal world and delude
souls into it (maya). The conch (§arhkha) is
the creative urge (srshti). and discus (chakra)
or fire (agni) or sword (khadga) represents
dissolution of the world (sarhhara). The sugar-
cane-stalk (ikshu-danda) is the relish (rasa)
which the individual soul experiences in the
phenomenal world. Lotus (padma) represents
bounty and plenitude (ai§varya). Elephant-
goad (ankus$a) is the principle of restraint and
regulation (niyamana). The symbolism is ex-
plained in the Agama texts, especially those
belonging to the Saiva pursuation, like
Vatul/agama.

Some weapons appear on the icons frequ-
ently in pairs, like bow (dhanus) in the left
hand and arrow (§ara) in the right; sword
(khadga) in the right hand and shield (charma)
in the left; elephant-goad (anku$a) in the
right hand and lasso (pa$a) in the left; conch-
shell (§arhkha) in the left hand and discus
(chakra) in the right.

Weapons appear in different shapes and
kinds. An ordinary cudgel (danda), the mace
or Indian club (gada), the wooden pestle
(musala), the iron club or javeline (tomara),
and the magical wierd weapon known as
khatvanga (the long bone of the human fore-
arm crowned by a skull attached through its
foramen) are variations of the same staff. The
last mentioned weapon is seen in the fierce
forms of Siva, Chamunda and Bhairava. The
legend is that Siva was required to carry this
weapon as well as human skull (kapala) and
wander about for fourteen years as a vagrant
in expiation for his sin of having severed a
head of Brahmia (cf. Sayana’s comments on
RgVeda 10, 9, 1).

The pestle is held by Sarhkarshana or Bala-
rima. Ploughshare (hala) is also used by
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Aksha-mala

Samkha

Bala-rama as a weapon. There are different
kinds of spear ($dla), like trident (triSila),
§akti, thunderbolt (vajra), and three-edged
spear (pattisa). The lasso (pasa) to bind the
opponent may occur with a variation, viz. the
magical serpent-lasso (niga-pasa). The shield
(charma) could be round in shape, or oblong ;
it may be made of wood, metal or skin. The
discus (chakra) may be stationary in aspect
(when it is called sthiti-chakra), or ready to
be despatched (prayoga-chakra). The battle-
axe (para$u) may occur in a smaller version in
the hand of Siva as ‘khanda-parasu’. The fire
(agni) as a weapon of destruction in the hand

PRATIMA KOSHA
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of Siva may appear in a bowl held in the left
upper hand, or directly as flames on the out-
stretched palm, as seen especially in the
Nataraja icons. Another weapon peculiar to
Siva icons is the stone-mason’s chisel (tanka).

Aparajita-satra (235, 10~-13), ascribed to
Visvakarma, gives a list of thirty-six ‘ayudhas’:
triSala (trident), chhurika (knife), khadga
(sword), kheta (shield), khatvanga (skull
mounted on the long bone of the fore-arm),
dhanus (bow), arrow (bana), noose (pasa),
goad (ankusa), war-bell (ghapta), rishta (a
tearing weapon), darpapa (mirror), danda
(cudgel), $arikha (conch), chakra (discus),
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gada (mace), vajra (a powerful weapon with
tridents on both ends), $akti (a magical spear),
mudgara (mallet), bhushundi (a weapon of
uncertain description), muséala (wooden pestle
or club), parasu (battle-axe), kartrika (cutting
instrument), kapala (human skull), Siras
(severed head), sarpa (serpent), horn (Sraga),
hala (ploughshare). kunta (lance), pustaka
(book), aksha (rosary), kamandalu (water-pot),
sichi (sharp-pointed instrument or gesture of
warning), padma (lotus), patraka (patra,
liquor-bowl), yoga-mudra (yogic gesture).

Besides the above, there are other weapons
like pattisa (sharp-edged spear with three
faces), tanka (stone-mason’s chisel), and
agni (fire for burning), which have been men-
tioned above. The animals and birds held in
the hand, symbolic of various dstails, are also
counted among ayudhas ; like antelope (mrga)
in the hand of Siva, cock (kukkuta) in the hand
of Subrahmanya and some devi-forms,
mangoose (nakuli) in the hand of some forms of
Kubera and other yakshas, and snake (sarpa)
in the hand of Bhairava and some Devi-forms.

Musical instruments also figure among
ayudhas : small kettle-drum (damaru), flute
(venu), lute (vind), drum (bheri) another
percussion instrument called ¢holak, and pair
of metal cymbals (karatila). Pot of water
(kumhbha), small pitcher (kundikd), some fruit
(like citron, matulunga), sweet-cake (modaka),
pen (lekhani), scissors (kartari) and banner
(patika, dhvaja) are also seen in the hands of
some icons.

The ayudhas are grouped under three
heads, (1) sattvika (like water-vessel, rosary,
lotus, book and sacrificial ladle) ; (2) rajasika
(all musical in;trumems, including conch and
bell) ; and (3) tamasika (all weapons of
destruction, stone-mason’s chisel, scissors,
fire, snake and animals or birds held in the
hand).

AYUDHA-PURUSHA

Meaning 'Personified weapon’, (also called
‘astra-mirti’) it is the human representation
of the weapons of warfare as aiding the deity
in his fight against evil. It suggests that the
weapons in the hands of a god or goddess are
in fact manifestations of divine powers. The
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Gada-devi Gada-devi Chakra-purusha

Saiva agama thinks of an aspect of divinity
known as ‘sanga’, which is constituted of the
divine qualities manifesting themselves as
weapons. The Paficharatra system also has a
similar notion and prescribes the worship of
weapons in the hands of Vishnu as distinct,
although subordinate, divinities.

There is an enumeration of ten dyudhas in
Uttara-Kamikagama and Pirva-Kamikagama
(14th Patala), each of which is prescribed to
be visualized as a person with one face, two
eyes, two arms held in the gesture of aiijali
(See AnNuALI), wearing the headgear known as
karanda-makuta and decorated with various
ornaments. These personified weapons are
required to be made in eight-talamana measure
(See AsHTA-TALA). The ten weapons to be
personified thus are thunderbolt (vajra), spear
known as Sakti, staff (danda), sword (khadga),
lasso (pa$a), elephant-goad (anku$a), mace
(gada), trident (trisila), lotus (padma), and
discus (chakra). Of them, two are feminine
(Sakti and mace), two are neuter (lasso and
lotus), and the rest are masculine. The
persons must be represented as carrying their
respective weapons on their heads (‘tesham
mirdhni’), or as attached to their crowns
('mukutopari’), or as clutched by both their
hands (‘hastayor antare’), or held in the right
hand (‘vametara-kare’).

PRATIMA KOSHA



CHAKRA-PURUSHA (Stona, Calcutta Museum)

Vishnu-dharmottara has a more elaborate
description of the personified weapons.
According to this text, the weapon called
Sakti is feminine, red-complexioned, and
riding on a wolf (‘vrkasérita’). The staff (danda)
is masculine, black-complexiond (krshna), with
red eyes and terrible appearance (ghora). The
sword (khadga) is masculine, blue-black in
complexion (§yama) and with angry eyes
(kruddha-lochana). The lasso (pasa) has a
serpent’s body with seven hoods (sapta-phana),
and with a tail (puccha). The mace (gada) is
a damsel, yellow inbody-colour and with well-
formed breasts and thighs. The trident (tri§ila)
is masculine, with blue-black body and divine
and resplendent lustre. The bow (dhanus) is
feminine, with a body of the colour of red
lotus, and carrying on her head the strung bow
(mirdhni pirita chapa-bhrt’). The arrow
($ara) is masculine, red-complexioned and with
lustrous eyes. The missile (heti), however, is
feminine. ‘The conch-shell (§arhkha), which is
blown for battle-cry, is a man, with lustrous
white as body-colour and with beautiful eyes.
The war-flag (dhvaja) is a strong man, yellow-
complexioned and with wide open mouth.
According to this text, the weapons must be

PRATIMA KOSHA

represented as resting on the shoulders of the
weapon-person (‘skandha-lagnam’), held by
the two hands.

The most important and picturesque
among the weapon-persons in the Saiva icono-
graphy is the ‘Pasupatastra’ (which was pre-
sented by Siva to Arjuna, See ARJunA). This
is pictured as having four faces, and three
eyes on each face. It has four arms, carrying
the weapon known as Sakti, conch-shell
(sarmkha), sword (khadga) and mallet (mud-
gara). It is seated in the lotus posture
(padmasana). The faces must be terrible-
looking, with fangs in the mouth, hair stand-
ing on end and mustacheoed.

However, the iconic representation of
personified weapons is most often illustrated
by the two weapons of Vishgu the masculine
discus (Chakra-purusha or Sudar§ana) and the
feminine mace (Gada-devi or Kaumodaki).
Both of them are stylized, and occur frequently
in the Gupta sculptures in North India. Vishnu
is seen in these sculptures as placing his
hands upon these two attendant-divinities,
who are represented as two-armed and in
various postures. Gadidevi is usually stand-
ing, while the Chakra-purusha is sometimes
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seen dancing. In the south, Gadia-devi is
seldom seen and Chakra-purusha is represen-
ted independently and never as a weapon
carried by Vishnu. Chakra-purusha is stylized
as Sudar§ana (See SUDARSANA), which in
temples of Sri-vaishpava pursuation is used as
a bali-bera (See BaLi-Bera), even as in the
Saiva temples Astra-deva (trident personfied)
is used.

ARADHANA

Worship or adoration of, and service to,
the deity in the temple or in the household.
The expression signifies the desire and
attempt to please the divinity by offering
various services (upachara) accompanied by
eulogy (stotra) (See ARCHANA and UPACHARA)-

ARYA

Name of Durgi. A hymn to Durgi in
Harivarmsa, 3, 3 (supplement to Mahabharata)
has been called ‘Arya-stava’. Aryda is here
identified as the daughter of YaSoda and
Nandagopa, who were foster-parents of Krshna
(‘'Yasoda-gardbha-sambhiitim’; ‘Nanda-gopa-
kule jatam’). She is described as worshipped
by several tribes such as the Sabaras, Barbaras
and Pulindas. She is also called Kausiki,
which suggests her association with another
wild tribe (See DurcA).

ARYA-JANGULI

One of the four deities attending upon
Mahasri-Tara (others being Eka-jata, ASoka-

kinta and Mahamayiri), a Mahayana goddess‘

well-known in Tibet. She is green in body-
colour, and carries a serpent in her right hand
and the gesture of boon-bestowal (varada) in
ber left.

ARYA-TARA

A Mahayana goddess, celebrated in Nepal,
Tibet and China, who is identified with Vasya-
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Tard. Her body-colour is said to be green.
She is two-armed and carries in her right hand
the gesture of boon-bestowal (varada) and
blue lotus (utpala) flower in her left hand. She
is an emanation of the dhyiani-buddha,
Amogha-siddhi, a representation of whom she
carries on her crown.

ARYA-TARA (copper gilt from Nepal)

ARYA-MANJUSRI

An important deity in the Mahayana
pantheon, and popular in Tibet, Nepal, China
and Japan. Two texts are especially devoted
to his cult: Arya-madjusri-mila-kalpa and
Svayambhu-purana. His worship is said to
confer on the devotee intellectual eminence
and eloquence. His iconographic representa-
tions are distinguished by the sword which he
carries in his right hand and by the book
(Prajiaparamita) in his left hand. (See
MAaNJUSRI)
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ARYA-MANJUSRI (Bronze from Tobo monastery in
Spiti valley in upper Himalayas)

ALAYA

Meaning ‘abode’, ‘residence’, in its
extended sense the word refers to temple, as
the abode of the iconic representation of God-
head (devidlaya). There are textual prescip-
tions regarding where and how the temples
are to be raised, cofisecrated and maintained.
There is also information in the texts about the
different types of temples, and various parts
of the temple-complex.

It is said that during the first age called
Krta (the age of perfect virtue) there were no
temples, for the gods appeared in their own
normal forms to the human beings and con-
ferred benefits directly. In the second age
when virtue diminished in its quality and
effect, Treta, the gods appeared in their own
normal forms as well as iconic forms. But
there were still no temples, for pious folk
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installed iconic forms in their own homes and
worshipped them (‘grhe pratishthi’). In the
third age, Dvapara, when virtue and vice
almost vied with each other, the sages instal-
led iconic forms in jungles and built shrines
over them for the benefit of the good folk
(‘aranyeshu rshibhih’). In the final (and pre-
sant) age,when vice predominates over virtue,
Kali, there is great need for temples in towns
and villages for people to worship, foritis
only the divine presence in iconic forms that
confers benefits during this period.

A shrine is broadly divided into two kinds :
(1) ‘svartha’ or private, inside the household
to bring benefit to the members of the house-
hold (‘svagrhe sthapito devah’); and (2)
‘parartha’ or public, built on the top of a
mountain or within the township (‘parvatagre
va nagare va pi') (Aniruddha-samhita, 12,
12-18). The former is likened to a lamp in the
house (grha-dipa) while the latter is like the
light from the Sun (Sdryajyoti). The latter is
the temple, and it is of five types: (1) ‘svayam-
vyakta’ (self-manifest, Godhead appearing
in an iconic form and enshrining himself
in a temple, for the blessing of humanity,
‘bhaktinukampaya devah yasmin avirbhavet
svayam’) ; (2) ‘daivika’ (iconic forms installed
by gods and shrines built over them by the
celestial architect Visvakarmi); (3) ‘arsha’
(shrines built by sages of yore) ; (4) ‘paurina’
(the temples built and celebrated during the
age of the puranas, each form of Godhead
having a legend associated with it) ; and (5)
‘manusha’ (temples built by human kings,
chieftains and devotees, and consecrated by
priests) (cf. Sri-prasna-samhita, 5, 3-4 and
Vishnu-tantra, 34, 4-6).

There is a further classification of temples
into two broad types : (1) ‘siddhayatana’, the
temples built in places like mountain-top
(‘parvata-mirdhani’), river-bed (‘nadi-tire’),
river-meet (‘sangame’), sea-shore (samudra-
tire’), forest (‘kanane’) and holy spot (“tirthe’),
by sages engaged in penance, and worshipped
by adepts (siddhas) ; and (2) ‘asiddhayatana’,
temples built by human kings and devotees in
villages and towns (‘grama-nagariadau’) and
worshipped by common folk. The former is
obviously most meritorious and of universal
benefit (‘sarva-§anti-kari’) whereas the latter
is of restricted value ('gramadi-sthiti-hetukam’)
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and dependent upon several factors like the
manner in which consecration has been done,
the type of worship that is being conducted,
the personal quality of the priests and the
austerity of the premises that has been preser-
ved (c¢f. Padma-samhita, kriya-pada, 1, 12-14
and Sri-prasna-sambhita, 5, 34).

The texts, however, provide that temples
may also be built in towns (‘nagare’), villages
(‘grame’), residential quarters (‘jana-vase’),
or wherever convenient (’sarvatriyatanam
§astam’) (cf.Naradiya-samhita, 14), although
some texts count temples built on mountains
as among thebest (‘'uttamam parvatagreshu’),
those built in the depths of the forests as of
midling merit (‘madhyamam vana-rajishu’),
those raised on banks of river inferior
(‘adhamam tu nadi-tire’), and those built
within the villages worst (‘grameshu adhama-
dhamam’) (cf. Silpa-samgraha,’ 10). There is
also a saying that one should not live even
for a day in a town or village which is devoid
of temples (Suprabhediagama, 23, 73).
Temples in the Kali age are said to be the only
means of salvation.

Temples in towns and villages are either
‘svatantra’ (independent) or ‘para-tantra’
(dependent). According to Paramesvara-
samhita (19, 132, ff), when the temple is built
even before the township develops, itis ‘inde-
pendent’, and it is superior in nature. |f, on
the contrary, the temple is constructed when
there is already a township, the temple is
‘dependent’, and inferior. Further, to build a
temple in a town or village, the permission of
the ruler of the realm is indispensable (‘anu-
jiam prapya nrpateh kuryat’), and the temple
is dependent on this count. To build a temple
on a hillock or forest, or to instal anicon for
worship at home no such permission is needed;
it is independent in this sense.

Temples are built in stone (§ila), bricks
(ishtikd) wood (daru) or mud (mrt). The
texts like Kapinjala-samhita (10, 3-4), Visva-
mitra-samhnita (31, 4) and Sri-prasna-samhita
(9. 3-4) take the above types of temples as
progressively inferior. Temples which are built
in only one of the above materials (‘eka-
dravya’) is called ‘pure’ (§uddha); if two
materials are employed, itis ‘'mixed’ (mira) ;
if three or more are employed itis ‘complex’
(sankirna). If the temple from its foundation
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(homa or adhara-§ila) to the pinnacle (stipi),
is built entirely either in stone or in bricks, the
temple is regarded as ‘masculine’ (puman)- If
both stone and bricks are employed (viz.
the bottom portion in stone and the super-
structure in bricks), the temple is ‘feminine’
(anigana). If the temple is built by a combi-
nation of wood and bricks. it is ‘neuter’
(shanda) (cf. Kasyapa-silpa, 28, 50-51). Alter-
nately some texts (like Vishvaksena-samhita,
34) regard the temple built entirely of wood
as ‘feminine’, and the temple where all three
materials are employed as ‘neuter’.

There is another classification made
according to one or more materials used for
the entire construction, from foundation (adhi-
sthana) to finial (stapi). If but one material is
used (whatever), the temple belongs to the
‘sanchita’ type ; if however a combination of
two materials is used, then it is “asanchita’. If
three materials are used, it is ‘upasanchita’;
and if more than three are used, itis ‘'vyamiéra’.

It is usual for temples to be classified
according to styles prevalent in different
regions. For instance, temples which are four-
sided (chaturasra) are called ‘nagara’, suggest-
ing probably that it was the style popular in
the northern regions of the country; the
temples which are octogonal!l (ashtasra) or
hexagonal (shadasra) in shape are ‘draviga’,
meaning the style prevalent in the southern
parts of the country; and the temples which
are circular in shape (vrtta) are ‘vesara’,
suggesting the popularity of this style in the
central regions. The texts, however, say that
itis the shape of the superstructure called
vimana over the sanctum (consisting of
kantha, §ikhara and stiipi) that is here taken
into account (Isana-Siva-guru-deva-paddhati,
'$§ikharasya bhedena sarvesham  bhedam
uddifet’).

Texts like Kamikagama (49, 2) mention
besides these three styles, three more : ‘sarva-
desika’ (universal), ‘kalinga’ (prevalent in the
Kalinga region) and Varata’ (prevalent in the
Varata region). Other texts (like Sri-Vishnu-
tantra) add other three types (the exact
significance of which however is uncertain) *
‘mandira’, ‘bhavana’ and ‘yoga’.

Many texts are content with enumerating
four styles : circular (vrtta), squarish (chatu-
rasra), oblong (vrttayata) and rectangular
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(chaturasrayata) (cf. Naradiya-samhita, 14,
88). The benefits for the builder or patron of
these styles of temples are said to be the
obtainment of all good things in life (sarvam)
for the first, and for others fulfilment of desires
(vaiichhitam), salvation (moksham), and peace

and nourishment (§antim pushtim cha)
respectively.
Silpa-ratna (9, 9-15) prescribes that

temple to Vishgu must be built so that it looks
upon the village from the eastern or western
direction. Siva temple must be built to the
north-east of the village, Devi temple to the
north-west, Kartikeya temple to the north,
Viniyaka temple to the south-west. However,
a temple to any deity may be built in the
central area of the village or township. The
shrine to Brahma must always be in this area.
Temples for fierce deities (like Nrsirmha, Vira-
bhadra, Virafijaneya, and Kiali) must always
face away from the village (‘ugrih parang-
mukha §asti’) while those for the benevolent
deities (like Vishnu, Lakshmi, Ganesa, Skanda
and Sarasvati) must open towards the village
(‘'saumyas tu sammukhah’).

Before a temple is built, there are various
ritualistic procedures to be gone through like
cleansing the earth (bhimi-§odhana), worship
of the ground-divinities (vastu-puija), making
of food-offerings (bali-dana), fire-rite (homa),
laying of the first brick (ishtika-nyasa), womb-
consecration (garbha-nyasa) and soon. Un-
less these rituals are gone through, the icon
installed within the temple built by human
donors will fail to accommodate divine pre-
sence. However, these rituals are unnecessary
for temples built and consecrated by divine
beings or sages of great austerity.

The expression temple (‘dlaya‘) strictly
means the sanctum (garbha-grha), and itis
only in its extended sense does it refer to the
structures around the sanctum. Vishpu-tantra
(50) says that the temple is God’s body and
the icon inside the sanctum is the soul (‘mad-
geham §ariram syat pratima jivam uchyate’).
There is an elaborate symbolism identifying
the temple with the body, for itis said that
the wise will worship in the temple with the
understanding that the temple indeed is a
person (‘prasadam purusham matva pijayet’,
Silpa-ratna, 16, 114). Texts like Vatulagama,
Isvara-samhita (3, 115), and Silpa-ratna (16,
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114-123) describe that the sanctum is the
head of the divine person; the superstructure
on the sanctum ($ikhara) is the hair on the
head done into a crown ; the porch in front .of
the sanctum ($uka-nasi or ardha-mandapa) is
the nose ; the circumambulatory path around
the sanctum (antarala) is the neck ; the assem-
bly hall in front of the sanctum (mandapa) is
the body ; the compound wall (priakara) stands
for the hands; and the entrance-tower
(gopura) is like the feet.

ALINGANA-MURTI

A form of Siva iconically represented, and
a variation of the form known as Umai-sahita
*’accompanied by his consort Parvati’’. Some-
times, it is taken as one of the three varieties
of Chandra$ekhara (wearer of the ~crescent
moon) (the other two being Kevala or ‘'alone”’,
and Uma-sahita or ‘along with Parvati’). In
Uma-sahita, Siva and Parvati stand apart, on
two different pedestals (lotus-seats or padma-
pitha), and each is oriented to the front. But
in Alingana, Siva is seen in the act of embra-
cing Parvati, who is standing to his left; Siva
and Parvati are oriented towards each other.
Siva holds Parvati in embrace by placing one
of his left hands on the left shoulder of Parvati
or just above her waist. Parvati likewise holds
Siva in embrace by putting her right hand
round him. There are also sculptures in which
Parvati does not hold Siva in embrace.

Siva in this form has four arms, and
carries in his upper hands battle-axe (parasu)
and antelope (mpga) or kettle-drum (damaru)
in the right and left hands respectively. His
normal right hand will be in the gesture of
protection (abhaya), sometimes with rosary
(akshamala) tucked in, while the left arm goes
round Parvati in embrace. Parvati is two-
armed. When her right arm goes round Siva’s
body the left one will carry a red-lotus
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