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INTRODUCTION

This is.the second of the five volumes that have been planned to be brought out
by the Kalpataru Research Academy, Bangalore. The volumes follow the Sanskrit
alphabetical order (akaradi) to facilitate translation into Indian languages. The en-
tries include not only the classical Hindu gods and goddesses, but also divinities wor-
shipped by Jaina (both Digaribara and Svetambara divisions) and by the Buddhists
of Nepal and Tibet (Mahayana and Vajrayana). All iconographical terms (including
measurements, postures, varieties, ornaments, weapons etc.,)are also explained and
illustrated here. The details given in the volumes have been derived entirely from the
Silpa-Sastra and Agama manuals such as Brhat-sarvhita,  nasira, Kasyapa-Silpa,
Karanagama, $5kagigama, isana-siva-guru-deva-paddhati and the Vaishnavatexts
like Sadhana-mala for (Mahayana deities) and Riipa’mandanau (for Jaina im-
ages). Most of these entries have been illustrated by line-drawings of images in
temples, basadisand museums. Topics of marginal interest (eg. temple construc-
tion, image making and worship ritials) have also been included here.

The first volume, which was published last year, covered all the vowels of the
Sanskrit alphabet. The present volume covers the first two groups of consonants,
beginning with ‘ka’ and ‘cha’. Among various synonymous names of gods and god-
desses, the better known ones have been selected for providing detailed information,
while cross-references have been indicated for others.
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 Appukkuttan Achary,
Sri K.V. Bhandari and Sri M.S.Raman. The other line-drawinas appearing here
were prepared by myself. The Superintending Archaeologist of the Archaeological
Survey of India, Mid-Southern Circle, Bangalore, has kindly allowed me to consult
the valuable library of the Survey Office, for which | remain grateful.

| am indebted to Daivajna K.N. Somayaji, Director of the Kalpataru Research
Academy, Bangalore, who has provided me an opportunity'to prepare these volumes
of Pratima Kosha for the Academy and has extended to me all co-operation and
courtesy in this work. | am grateful to m/s Giri Trading Agency who have printed
this book neatly and published it for the Kalpataru Research Academy.
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20-3-1989 S.K.Ramachandra Rao
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KAKSHA-SUTRA

The arm-pit (kaksha) is defined as the base of the
arm (bahumila), and an imaginary line drawn through it,
parallel to the central line (bisecting the body into two
equal parts, brahma-siitra) by the sides of the body, is
kaksha- siitra. It is one of the five major plumb-line guides
for the artjst for drawing the human body (the other four
being the brahma-siitra or the axis, the madhya-siitra or
the medial plumb-line, the par§va-siitra or the side plumb-
line, and the bahu-sitra or the shoulder plumb-line).
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KAKSHA-SUTRA

KANKANA

Also called ‘valaya’ or ‘kataka’, it is an ornament
indicating auspiciousness worn on the hand, especially on
the wrist (bangle, bracelet). Several of them (two, three,
four or seven) are-worn on each hand. The bangle is in
the circular shape (hence called ‘valaya’), made of metal
(usually gold, suvarna-kahkana) or conch shell ($arikha-
valaya), studded with pearls (mani-kaikana) or shaped
like a lotus-stem (mrnala-valaya). The word kankana is
explained as ‘that which expresses auspiciousness (‘kam
subham kanati’, kana $abde).
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KANKANA
KANKA-PATRA

The arrow at one end of which are tied feathers of
a heron, facilitating the swift gliding of the arrow, when
shot. ’

KANKALA

Skeleton (sarirasthi) of the human body, especially
the long bones of the arms and legs, from which flesh has
been completely removed (nirmarisa), and the blood on
which has dried and blackened. Parts of these bones are
used as magical weapons (like the long bone of the fore-
arm as  khatvanga), and the bones are tied to a stick,
which is employed in sorcery and witchcraft.

KANKALA-DANDA

A long stick to which are tied the long and dried
bones of the murdered person's skeleton, especially the
arms and legs, is prescribed to be carried by the mur-
derer for a period of twelve years, while he is also re-
quired to beq his food, in expiation of the sin resulting



from murder. The murderer of s saintly and scholarly
person is visited by a terrible sin in the shape of a de-
moness (brahma-hatyl). The dharma-flstras prescribe
that the murderer should stay slone outside the village or
township and enter the village only to get alms. While
on his begging rounds, he should carry in his hand, the
murdered man's skull (ksp3la) in which food is to be col-
lected, and also on his shoulders the stick to which the
murdered man's skeleton is tied (kahkila-danda). The
period of this life of expiation is twelve years. (for details
cf. Rg-Vidhana, Siyans on Rg-Veda, 10, 9, 1) (See
KANKALA-MORTI).

KANKALA-MALA.

Necklace made by bits of skeleton, worn by some
fierce dieties.

KANKALA-MUSALA

A magical weapon (mace or club) from a human
bone especially of a person who has died violently.

KANKALA-MURTI

A form of Siva in which he is shown as carrying
the kahkala-danda and begging alms in a skull. The
puranic story which provides the background for this rep-
resentation relates that Siva cut off one of the heads of
Brahma (who was originally five-headed) to cure him of
his haughtiness and arrogance, and acquired in the bar-
gain, the sin of 'brahma-hatyd (murder of a wise and

-virtuous man). In order to expiate this sin, he had to
wander about the world as a beggar carrying the skull
of the severed head of Brahma. But, the kahkila-danda
he carries on his shoulder is said to be that of Vishnu
or of his commander Vishvaksena whom (according to
Kﬁrma-PurEt)a)éiva killed in a fight. The legends
are obviously sectarian, and are confined to South India
(more especially Tamil Nadu).

Among the sportive forms (lila-mirti) of Siva in
South Indian temples are included two which are closely
allied together: Kankala-mirti and Bhikshatana-marti.
Fine stone and bronze specimens of these forms are to be
seen in many temples with variations in details. Kankila-
mirti is distingpished by the kank3la-danda that he carries
on his shoulders, while Bhikshatana-miirti has the skull in
his hand prominently.
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(from Kaildsanatha temple,)
(Kaachipuram)

The kahkila-danda, as said above, is a long stick
which supports the skeletal bones (of Vishnu or Vish-
vaksena). But some texts like Uttara-Kamikagama
and Silpa-Ratna) prescaribe two sticks, kahkila-danda
and Kila danda bound together and placed on the shoul-
der ('Ubhayadandayor miilam skandha milopari stitham’).
The kahk3la-danda is said to be adorned by pea-
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cock feathers (Skhipiccha, hence also called pificcha-
dandaka’) and tmkiing bells. The skeleton that is tied
to the stick has two arms and two legs and is black
n colour (Amsumadbheda). The form is said to
have been assumed in order to get free from the sin,
which in the shape of Kahk3la, stuck to him ('kahkila-
mochanirtham’, Silpa-Ratna).

PRATIMA-KOSHA

The form is three-eyed and four srmed. In one of the
upper hands (usually the left), the kahkils-dends which
rests on his shoulder is held in the Katakas pose; while with
the other, he is seen feeding his pet animal, the black
antelope. The two normal hands are engaged in beating
the hand-drum (dhakka), the left holding the drum and
the right holding the rod to beat it with (praharaka or
bana).



Siva is, in this form, represented always in the
standing posture, with the right foot firmly planted on
the ground and the other slightly fifted up as if he is
about to move away ( savya-pidam ishat samuddhrtam,
gamanapekshaya). On the feet are shown wooden san-
dals (padukau). He may alternatively be represented in
a standing posture which is balanced (sama-bhanga), ac-
cording to Uttara-Kamika.

of Durdhura (Datura) stuck as also a snake, tall crown
(jata-makuta, or Kaparda); to the left are flowers of dur-
dhura (datura) stuck as also a snake, and to the right is
the crescent moon.

Siva is handsome in this form, bedecked with
all ornaments, pure- white in body colour (Suddha-
$vetanibham-varnam) and with red garment tied round
his loins.  He is tranquil ($anta) in -his counte
nance, and is seen smiling (hasitam), with the front
teeth in the upper row slightly showing (‘kifichit-
prakasitantahstha-dasanamsuvilasitam’).  Some texts
(like Arnsumadbheda) prescribe that his lips must
be parted as if he is singing a love-song ('geya-§rigara-
samuktam asyam’). The right ear is adorned by ear-ring
(karna-kundala), while on the left is an ear-piece made of
conch-shell (sarhkha-patrika) ( Uttara-Kamika). On
the head, the braids of hair are worn in the shape of a tall
crown (jata-makuta, or kaparda); to the left are flowers

4

The other details of the Kaakala-miirti's body in-
clude, a short dagger ("abaddha-kshurikari'), made of gold
with a silver handle, tucked on his girdle (to the right
side, S‘:ilpa-Rntna). the entire body being daubed with
ash ("bhasmoddhiilita-sarvangam”, Sakaladhikara),
the silken robes at the loins (‘kshaumarnbara’, Uttara-
Kamika), the customary sacrificial cord hanging from
his left shoulder ('sayajna-siitram’).

PRATIMA-KOSHA
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The pet deer (black antelope, krshna-harini) is
shown on his right side, with its tongue stretched out and
licking the right hand of $iva. To the left of Siva is shown
an accompanying dwarf goblin, holding aloft with both
of his hands a large bowl, containing the alms offered to
his master (’bali-patra-dharam bhita-devam’, Uttara-
kamika and Amsumadbheda).

PRATIMA-KOSHA

Siva in this form is described as surrounded
by lovely ladies in amorous mood eager to offer
alms (‘'madartah chaiichalaprekshah sa-lajji manda-
hasakih; niyukta bali-danesya....", Sakaladhikara; also
Amsumadbheda), by goblins and dragons of many
kinds (Uttara Kamika ), and by sages and celestial
beings who are singing, dancing and playing on instru-
ments( Amsumadbheda).
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This form is said in Silpa-ratna to have been
assumed by Siva for conferring benefit on all human-
ity (sarva-lokopakirakam’). This is actually a form of
Bhairava, which has been projected on Siva because of
its iconographic similarity with the Bhikshitana form of
the latter.

KANKALI

Short for 'Karhsa-Kik (‘terrar to Kartsa’), a form
of Durga who appeared as the seventh child of Devaki
(sister of the wicked Karisa, who had vowed to kill all
her children), to announce the birth of Krsna (who would
eventually kil Karisa). When Karfsa seized the newborn
babe to dash it against a rock, the babe assumed the
terrible form of Kak, and Karrsa fell back in fright (See
DURGA).

She is one of the sixty-four yoginis, and in this form,
she wears a garland of bones (kahkila-mila) and rides on
a lion. Her seat i said to be a place named after her as
"kahkali-1ia, in Madhu-puri in the northern region (See
YOGINI).

KANCHUKA

Bodice; cdose-fitting garment covering the upper
part of the body; also armour or mail.

KATAKA

Bracelet or bangle, decorating the hand, especially
the wrist (See KANKANA). It is akso a posture of the
hand (mudrd or hasta), where the thumb is joined to
the fote-finger and middle finger, and the other two fin-
gers are stretched out. The posture is also called ‘siwhha-
tarna-mudrd’, because, it resembles the ears of a bon.If
both the hands are in this posture, and they are crossed
to assume the shape of a svastika, the resulting posture

6

is known as kajaka-vardhana (or katakivarta), a familiar
dance posture.

KATAK]
One of the sixty-four yoginis (See YOGINI).
KATAKESVARI

The Goddess presiding over Kataka, one of the sec-
ondary centres (upa-pitha) of Sakti-worship.

KAT-BANDHA

The girdle or the waist-band. If the girdle is a strip
of cloth, it is called kati-vasa. If it is a band, shaped Eke
a chain and fitted with small jingling bells, it is called
kati-$rnkhala. If it is a plain thread that goes round the
loins, it is kati-siitra.

PRATIMA-KOSHA
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arm itself slightly bent to bring the hand to the level of

KATYAVALAMBITA the loins. The position of the fingers in this posture also

Itsa postme of the land, placed on, or nez the shows great variation. The hand is sometimes made to

t, while standing. There are many variations in this hold the girdie or the ends of the loin-cloth, or to hold a
posw . It is usual for the left normal hand to assume weapon like the bow (in icons of Rama),mace (in icons

this posture. The arm is brought down straight and the of Vishnu) or conch (in icons of Vitthala). More usually,
band is mned upwards with paim on the thigh or the however, it is a free hand indicating dignity of bearsing.
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KATU-MUKHI

A form of the Mother-goddess(matrikd), who
emerged from Siva's lustre. A story in Matsya-
Puréana relates that the great Asura Andhaka, who had
grown mighty by his penances, attacked Siva and tried to
carry away Parvati. Siva fought with him in the Maha-
Kila-Vana in Avanti. Every time Siva struck Andhaka's
body, blood oozed out, and each drop of blood that fell
on earth got transformed into numerous rakshasas. Siva
thereupon created from his own lustre the mother god-
desses to devour the blood from Andhaka's body before

it fell to the ground. More than one hundred and ninety
goddesses appeared on this occasion, and Katu-mukhi

was one of them.
KﬁTERi

A folk-goddess of South India who is worshipped in
a pot or in a diagram. Herself a ferocious divinity, her
help is sought in protecting the devotees, especially the
pregnant women, from the evil influences emanating from
other spirits.

KANDI
A small water-pot held in the hand.
KANTHI

The ornament for the neck (kantha) or bejewelled
clasp round the neck. If it is a plain gold chain with
a precious stone in front, it is known as kantha-bhiisha-
mani.

KANNAPPA-NAYANAR

One of the sixty-three Saiva saints celebrated in

(bronze in South Indian Temple)
10
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(bronze, Thanjavur Art Gallery)

South Indian lore. He was a hunter chieftain around
Tiru-Kalatti (Kala-hasti), and was a fervent devotee of
Siva. He offered one of his eyes to replace a traubled eye
of Siva's icon that he was worshipping.

KANAKA-DURGA

A well-known shrine to this divinity is in Vijayawada
in Andhra Pradesh, along with a form of Siva known as
Mallesvara. The icon here is eight-armed and is repre-
sented in the act of killing Mahishasura. '

KANAKA-PRAJNA-PARAMITA

A form of the well-known Mahayana divinity, Prajia-
paramita (see PRAJNA-PARAMITA), distinguished by
its golden colour (kanaka). Two armed, the goddess as-
sumes with her hands the posture of 'setting into mo-
tion the wheel of dharma’(dharma-chakra-mudra). On
either of her sides is a lotus, on which the scriptural text
(Prajna -Paramita) is placed.

PRATIMA-KOSHA



KANAKA-MUNI

One of the seven 'human' (manushi) Buddhas
that are enumerated in the Pali scriptures as well as
in the Mahayana texts. They are Vipasyin (Vipassi
in_ Pali),Sikhi, Viévabhi, Krakucchanda (kakusanda),
Kanaka-muni (Konagamana), Kasyapa (Kassapa), and
Gautama (Gotama, the present Buddha). The last four,
along with the coming Buddha, Maitreya, are said to
belong to the Bhadra-Kalpa, the great period of auspi-
cious time, when five human Buddhas appear. There is a
reckoning of four other time-periods: §aramar_1(_ia-KaIpa
(when four Buddhas appear), Vara-Kalpa (when three
Buddhas appear), Manda-Kalpa (when two Buddhas ap-
pear), and Sura-Kalpa (when but one Buddha appears).

When counted among twenty-four Buddhas, Kanaka-
muni is the one who immediately precedes the present
Buddha ('Sakya-muni). He appears to have been a his-
torical figure, for the emperor Asoka is recorded to have
visited the stipa erected in honour of the saint. But he
is counted in Mahayana schools to represent the dhyani-
buddha Akshobhya and bodhisattva Vajra-pani. (See
DHYANI-BUDDHA).

KANDARPA

One of the names of Manmatha (See KAMA).
KANDARPA

A Jaina Yakshini (also called Manasa or Pannaga-
devi) who is worshipped by the Digarbara division as well
as the Svetarbara. The Svetarmbara texts describe her
as fair-complexioned (gaura-varna), four-armed (chaturb-
huja), and riding upon a horse (asva-vahana). She car-
ries in two of her hands lotus flowers (padma), and goad
(afikusa) in the third hand, while the fourth hand shows
the gesture of protection (abhaya) or carries a blue lotus
(utpala). The scholiast Hemachandra gives her vehicle as
fish (matsya).

The Digarnbara version of the Yakshini (also called
N.anasi) has six hands, carrying in them lotus (armbuja),
bow (dhanu), the gesture of boon-bestowal (dana),goad
(ankusa), dart(sara) and blue lotus (utpala). She rides
upon a tiger (Vyaghraga). The texts of this division men-
tion that Kinnara is her consort (yaksha), who is said to
ride upon a fish (mina-vahana).

KANNAGI

Also called Pattini, she is celebrated as the virtuous
and valorous wife of Kovalan of Kaveri-Pampuhar. The
Tamil classic §ilappadik§ram(composed by llango-
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Adigal), tells her great story, which is of abiding inter-
est to the people in Tamil Nadu and Sri Lanka. She
came along with Kovalan to Madurai,where the Pandya.
ruler unjustly ordered the execution of Kovalan. Kannagi
became furious and cursed Madurai, which was promptly
consumed by flames. She then retired to the Western
Ghats and killed herself. People who were fascinated by

her remarkable life and adored her uncommon personality,
deified her. The Chera King Sengiittuvan built a temple

in her memory, and she began to be worshipped in the
Tamil country as a form of the mother-goddess.

KANYAKA-PARAMESVARI

Also known as Vasavi, she is the tutellary deity of
the Vaisya community in Andhra Pradesh and Karnataka.
The story related in Kanyaka-purana refers to the
request made by the creator Brahma to Jayanta, the son
of Indra, to fight with the asura, Satajihva, who was tor-
menting Gods and men. 1t is related that the mother,
Sachi devi, out of concern for her son, prevented Jayanta
from setting out against the asura. Brahma in anger

.cursed Sachi Devi (Vasavi, wife of Vasava, another name

for Indra) to be born among human beings. She took
her birth as the daughter of a Vaiéya chieftain, Kusuma-
Sreshthi in Raja-mahendra-varam in the Telugu coun-
try. The ruler of the region, Vishnu-vardhana, wanted
to marry her; but the kinsfolk of Vasavi objected. When
the king forced his will, all the members of the community
along with Vasavi immolated themselves in the burning
fire. Vasavi revealed, before she jumped into the fire, her
identity, She has been since then worshipped as a divinity.
The name of the king has been given as Vishnu-vardhana,
and is said to have been a scion of the family of the great
Harsha-vardhana of Sthanesvar. )

Another legend associates this event with a war that
is said to have been fought between the Vaisyas and
the Mlecchas (barbarians), in which the Vaisyas were
worsted. They appealed to the Mother-goddess, Parvati,
and she was born in the community as a beautiful maiden.
Hence, she was called Kanyaka Paramesvari. She was
deified after she immolated herself in the fire.

KANYA-KUMARI

A form of the mother goddess as the eternal virgin,
ten years in age ('dasama kanyaka prokta’) worshipped in
the Southern extremity of the country in a place known
after her as Kanya-Kumari, otherwise known as Kany3
Kshetra, on the seashore. The place has a celebrity of
over two thousand years, being mentioned by the Greek
historian Herodotus (in the third century B.C.). The well
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known geographer, Claudius Ptolemy (about 130 A.D.)
is sad to have visited this pilgrim centre; he knew it as
'Komaria Akron’. It continued to be popular even during
the days of the traveller Marco Polo (about 1243 A.D.)
it has retained its popularity to this day. The devotees
are mostly from Tamil Nidu and Kerala.

The temple overlooking the sea houses a splendid
icon of the two-armed Goddess, in a standing posture,

holding in her hand, a rosary (aksha-mald). On the
pedestal is carved the figure of a lion suggesting that
the image is that of Devi. A background story, nar-
tated in the Skanda-purana,explains the presence of
rosary in her hand. She s identified in this story with
Punya-keéi, daughter of the Asura - Maya. She is said
to have performed rigorous penance in Kailasa, and when
Siva, pleased with her devotion appeared before her, she
begged of him the boon of inseperable union with him.
Siva promised to fulfil this request at the end of the
present aeon, but suggested that she should, till that
time, engage herself in austerities in the places where
the seas met. While accordingly, she was residing in this
place, immersed in contemplation, a certain asura, Biana
by name, who was terrorizing the three worlds, sought
to marry her. Upon her refusal, he attempted to carry
her away. A terrible battle ensued, and Bana was killed
by her-discus (chakra). She resumed her austerities; and
the belief is that she is still in the midst of her penance,
waiting for the promised union with Siva.

The deity is also identified in Padma-Purana
with the baby-daughter born to Devaki in prison. When
the wicked Kamsa, brother of Devaki, attempted to dash
this babe on the rock, it escaped and flew into the sky,
assuming the form of Durga. She disclosed to Kamsa
that the baby Krshna, his would be Killer, is growing up
elsewhere.

In the gayatri hymn specific to Durga,. Kanya-
Kumari's name is mentioned with that of Katyayani (See
KATYAYANI): Katyaynaya Vidmahe )

Kanya-Kumari Dhimahi

Tanno Durgi prachodayat’

KAPARDI

Name of Siva as the wearer of the braided or knot-
ted hair on his head (kaparda, so called because the
braids purify the waters of the Ganga held in them, 'kasya
ganga-jalasya para piiranena d3payati suddhyati '). The
word 'kaparda’ also means Cowrie-shells, which adorn the
braids of hair. Kapardi is one of the eleven Rudras (see
EKADASA-RUDRA and RUDRA).

12

KAPALA

Skull (‘'which protects the head’, cranium - ‘kam
mastakam p3layati); or part of an earthern pot used by
beggars to collect alms (ghata-khanda, karpara). In the

iconography of Siva (especially in the Aghora and Kahkila
forms), the deity is represented as carrying the skull of

Brahma as a begging-bowl. The background story is that
Brahma was punished by Siva for his arrogance by loss
of one of the five heads he had. Although Brahm3 was
humbled, Siva became afflicted with the sin of murder of
Brahma (brahma-hatya), and the skull of Brahma's sev-
ered head stuck to his palm . In order to expiate the sin,
Siva was obliged to wander about the three worlds for
twelve long years as a beggar collecting alms in that skull
(see BHIKSHATANA- MORTI).

The: skull also figures in the iconographic represen-
tations of some ferocious forms of Devi (like Kili). It is
the bow! from which the Goddess in these forms drinks
the blood of the slain demons. The skull in the hand
distinguishes vampires and cemetary spitits like Vetala,
who drink blood from the body of the dead person (See
VETALA). .

KAPALA-BHAIRAVA

One of the ferocious forms of Siva or of his atten-

(from Tiruvannamalai Temple)
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dant, known as Bhairava, distinguished by the skull-cup vaivarta-purana (Ganapati-Khanda,41). Tantra-
he holds in one of his hands. This form of Bhairava is wor- ‘sara also counts him among the eight Bhairavas (See
shipped during the worship of Durga in $aran-nava-ratri, BHAIRAVA)

along with seven other forms according to Brahma-

(with Indrani)
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KAPALA-MALA

Th.e garland of skulls worn round the neck of some
fierce forms of gods and goddesses, like Bhairava, Kili
and Kshetrapala.

KAPALA-MALINIT

A minor form of the Mother-Goddess who is de-
scribed in Vishnu-dharmottara 3,13,30-32) as fierce
(bhima), wearing a garland of skulls (hence her name),
and as fox-faced ($rgalavadana). She is four armed, car-
rying in her hands a bowl of blood (asrk-patra), sword
(khadga), spear (siila) and a ball of meat (samisha). She
is shown in the alidha posture.

KAPALI

Name of Siva, as bearer of Brahma's cranium as his
begging bowl (See SIVA).

KAPALINIT

Also called Bhima-riipa, she is the deity worshipped

in the Kali temple in Vibhasha (Midnapur district in Ben-
gal), along with her Bhairava, Sarvananda by name.

KAPILA

In.Bhagavata, he is recognized as an incarnation
of Vishnu, as born of Deva-hiiti and Kardama-prajapati.
The word means red or tawny in colour, and has been
given as one of the names of Agni in Rg Veda (as
for instance in 10, 27, 16, etc. also in Mahabharata
3,211,21). It is also one of the names of Brhaspati. (See
BRHASPATI).

Kapila is the name given to the human face in
the four-faced Vaikuntha form (also known as chatur-
‘mirti) of Vishnu(the other faces being those of Varaha,
Narasimha and Garuda). This face faces west, ac-
cording to Vishnu-dharmottara (44,9-13, 'Kapilam
paschimam vaktram’). )

A form of the Goddess worshipped at Mahalinga-
kshetra which is regarded as one of the 108 centres of
Sakti worship (Sakti- pitha).

KAPILESVARA

The male consort (Bhairava ) of Mangala-Chandi,
the form of the Goddess worshipped in Ujjaini.

KABANDHA

Name of a deformed giant, without head or legs,
with mouth in his belly and with extremely long arms.
Ramayana relates that Rama killed him. Many of the
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folk deities in South India have been modelled after Ka-
bandha. It is also the name of Ketu, one of the nine
planets, and who is the counterpart (viz. the belly por-
tion) of the dragon-demon Rahu (viz. the head portion).

The story regarding Kabandha is that the Gand-
harva, Visvavasu, was cursed to become a giant named
Danu. He worshipped Brahma and obtained from him
the boon of immortality. True to his nature, he became
arrogant and raided the celestial capital, Amaravati. In-
dra, the chief of gods, in an encounter with him brought
down on his head the powerful vajrayudha. Owing to the
impact of this weapon, the head of the giant sank into his
chest, and the thighs went into his belly. He could not,
however, die, for he had secured the boon of immortal-
ity. But he suffered much because he could not breathe
or eat food (for his head had disappeared into his chest),
and could not move about (for his legs had gone into his
belly). He begged Indra to forgive him and help him out.
Indra provided him with a mouth in his chest, equipped
with strong fangs, and made his arms extremely long, so

that he could stretch his arms and catch wild beasts in
the forest for his food. The curse was lifted when Rama

cut off his arms and the Gandharva returned to the ce-
lestial region.

Texts on iconometry prescribe that the icons of this
class of beings must be made in eka-tala (twelve angulas
in height).

KABARI
The plaits of a lady’s hair done up artistically.
KAMATHA

Tortoise, especially the form assumed by Vishnu in
the second of his ten incarnations (avataras) (See KAC-
CHAPA, KURMA).

KAMANDALU

The earthern or wooden pot containing water carried
by hermits. It is characteristic of some satvika icons like
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those of Brahma, the sages, Dattatreya and Sarasvati.
Among the Mahayana divinities, the four-armed
Bhrukuti (emanation of dhyani-buddha Amitabha) is dis-
tinguished by the Kamandalu which she carries in
her left normal hand (the other normal hand showing
tive gesture of boon-bestowal or varada-mudra, and the
two extra hands carrying rosary, aksha-siitra, and triple
staff (tri-dandi). Another divinity, Mayajala-Kurukulla
(six-armed) also carries Kamandalu in one of her hands.

KAMANDALU-LOKESVARA

A form of Avalokitesvara, popular in Nepal. He is
represented as standing,with six arms, four of which carry
the weapons - vajra and discus (chakra), war-bell (ghanta)
and water-pot (kamandalu), the other two arms being
engaged in drawing a bow.

KAMALA

The lotus, "ornament of water” (kam jalam alati),
perfectly circular in shape and pale red in colour, is a
common motif in Indian sculpture and architecture. Its
petals, reputed to be one thousand in number, suggest
the idea of myriad creation. Lotus has been a traditional
symbol of fecundity and opulence. Mythology has it that
from the navel of Vishnu as recumbent on the principle
of primordial time before creation, a lotus emerged, and
seated on the lotus was Brahma, the creator of the worlds.
It is the emblem of plenty and prosperity, and in this
sense, it represents the Goddess Lakshmi (Sri, Siri). It is
also a symbol of purity and beauty, and
is frequently represented as a seat (asana) for the deities
(padma-pitha). The lotus is also involved in magical and
protective devices like ‘chakrabja-mandala’ and padmaka-
mandala.” Elaborate designs of lotus are to be found in
the carved ceilings of many temples.

In iconography, lotus is held in the hand by Vishnu,
Lakshmi, some forms of Parvati and some forms of
Ganapati. Lotus in sculpture is stylized in many ways:
open, half-open and closed. It is often represented with
a stalk, and sometimes with broad, round leaves. In the
pedestal, the upper part is shown with petals turned up-
ward and the lower part with petals downward.

KAMALA-NAYANA

Name of Vishnu, whose eyes are charming like a
lotus flower.

KAMALA

Name of the Mother-Goddess, more frequently of

PRATIMA-KOSHA

Lakshmi. Kamala is one of the twelve Sarasvatis and she
is identified with Rukmini. She is four-armed and carries
in her right hands the gesture of boon-bestowal (varada)
and rosary (aksha-mala) and in her left hands, lotus-
flower (kamala) and scripture (pustaka). She is repre-
sented as youthful (yauvananvita), graceful (suprasanna),
pretty (suriipa), bright (su-tejaska) and magnificently at-
tired (vastralankara-samyukta).

Kamala is also one of the ten tantrik goddesses
(dasa-mahavidya), and is identified with Matangi. She
is also identified with Lakshmi seated on a lotus and car-
rying flowers in her hands, attended by a pair of ele-
phants (Gaja-lakshmi). She is in this context described (in
Kamala-tantra) as golden coloured, bathed in nectar
from the golden pots by four white elephants, and four-
armed, carrying lotus flowers in two hands and showing
gestures of protection and boon-bestowal in the other two
hands. As a form of the Mother-Goddess, she is reqarded
as the female counterpart of Sadasiva (who is identified
with Vishnu).

Interestingly, the ten Tantrik Goddesses are identi-
fied with ten incarnations (avataras)of Vishnu, and Ka-
mala is, in this context, identified with Lakshmi seated
on a lotus and carrying lotus flowers, associated with the
Buddha (as Dhumavati with Mina, Bagala with Kiirma,
Bhairavi with Varaha, Chhinnamasta with Nrsimha, Bhu-
vanesvari with Vamana, Sundari with Parasu-rama, Tarini
with Rama, Kalika with Krishna, and Durga with Kalki).

Kamala, the Jaina Goddess of prosperity, rides an
elephant (Gajaridha).

KAMALAKSHI

A tantrik goddess worshipped in rites for charming
(akarshana), is three-eyed, two armed and adorned with

crescent-moon on her head. She carries in her hands,
lotus flower and rosary.

KAMALALAYA

‘Residing in lotus’, a name of Lakshmi.

KAMALASANA

Name of Brahma, the creator, as he is seated on the
lotus, which springs from the navel of Vishnu.



KARAGA

A Dravidian word of uncertain origin, used for the
form of the Mother-Goddess represented in a consecrated
and decorated pot which is carried in colourful proces-
sion on the head of a priest dressed as a woman, and ac-
companied by "heroic attendants”  (Virakumapas) with
drawn swords. This form is especially associated with
Draupadi, the celebrated wife of the five Pandava heroes
in Mahabharata. And the legends relate that the
Goddess was worshipped by the eldest of the Pandava
brothers, viz. Dharmardja, and hence the usual descrip-
tion of the event as "Dharma-rdja’s Karaga.” The God-
dess is identified with Agni-Durga.

KARANDA-MAKUTA

A form of the crown worn usually by female divini
ties, and also by deities of the Yaksha type like Ganapati.
The word “"karanda”refers to the round baskets made
out of bamboo strips (vamsadi-rachita-bhanda-visesha).

16

The crown in this form usually has these round basket-
like shapes in three, five or seven tiers. The lower one is
bejewelled and has a golden band studded with precious
stones (ratna-patta). The topmost one is surmounted by
a crest-jewel (sikhamani).

KARA-PALA

A short sword made of wood, meant to guard the
hand.

KARA-MALA

The word denotes a method of performing 'Japa’,
keeping the count on the finger-joints of ones own right
hand, instead of on.the beads of a rosary (See AKSHA-
MALA). In this method the middle digit of the ring fin-
ger marks the beginning of counting , and moving in the
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right direction, (pradakshina) till the bottom-most digit
of the fore-ringer is reached, thus giving a count of ten.
The word also, infrequently however, refers to the rosary
(mala) carried in the hand (Kara).

KARALA

Meaning 'Terrible’, 'Violent’, 'Fierce’, she is one of
the Goddesses worshipped in occult rituals meant to cause
harm, distress or destruction. It is one of the names of
Chandi, the Mother-Goddess, who has a temple on top
of one of the hills in the Aravali range in Rajasthan; her
devotees are warriors. In the Kamakhya temple (Assam),
she is regarded as one of the four attendants of the God-
dess (others being Bhaga, Subhaga and Chamunda); she
is here also called Bhishana. She is black in colour and
carries in her hands weapons of destruction.

KARALINT

One of the sixty-four Yoginis.

KARKOTAKA

The dragon-spirit (Naga) born of Kadri and

Kasyapa, he is regarded as one of the eight dragon-
chieftains (N3ga-raja) (others being Ananta, Vasuki,
Padma, Maha-Padma, Takshaka, Kulika, and Samkha).
He is represented iconographically as an ornament on the
body of Garuda (see GARUDA and ASHTA-NAGA).

KARNA-TARA

An attendant (or an aspect) of the Mahayana deity
Kurukulla (eight-armed) who is seated on a lotus with
eight petals. On the petal in the northern direction is
seated Karna-Tara, in the Vajra-paryanka posture. She is
red-complexioned, and has four arms, carrying in them,
bow and arrow (dran to the ear), the utpala flower and
gesture of boon-bestowal.

KARNA-BHUSHANA

The ear-ornaments on Indian icons are of several
designs: usually, however, they are circular in shape
(hence called ‘kundala’), resembling a coiled serpent
(sarpa-kundala), a twisted rope (karna-veshtana) or a
ring (vrtta-kundala). Other designs include those of the
palmyra-leaf (tala-patra-kundala or patra-kundala), in
the form of a lion's head(siiha-kundala), the shape of
an elephant’s head with its trunk lifted up (gaja-kundala),
the form of a mythical crocodile (makara-kundala or nakra
kundala), or the shape of a fish (matsya-kundala)(See
KUNDALA).

The ear-ornaments are inserted in the wide lobes
bored into the hanging ears (larhba-karpa). They are
made of gold and set with gems (ratna-kundala), or
carved out of sections of conch shells (Sarhkha-patra).
The crocodile-shaped ear-pieces flow out of the ear-lobes
on to the top of the shoulders. The ear-ornaments are
circular, ovoid or pot-shaped.

There are some peculiar ear-ornaments. Kili in one
of her forms, for instance, wears a corpse hanging down
from one of her ears (preta-kundala), while an owl is de-
picted on the other ear. In another form, she wears a babe
in the ear-lobes ($iSu-kundala). Some icons are shown
with flowers or dried grass for ear-ornaments (pushpa-
karnik3, karnik3).

KARNA-PISACHI

The name of a tantrik goddess, who when propiti-
ated is believed to whisper into the ears of the devotee in-
formation about the normally unknown things or events.
Her iconographic representation involves wearing gar-
land of human heads (nara-munda-mala) and necklaces

"of bone (asthi-mala), being seated under a Badari tree

near the burning pyre (chitasanastha), having her hands
decorated with beads carved out of bones (vibhiishitam
asthi-manin karabjaih), and wearing dirty and torn gar-
ments (dadhatim kuvastram). She is also imagined as
short, red-eyed and dark-bodied. She has a large belly,
and her tongue, red in hue, is thrown out. She is
four-armed, carrying skull-cups (kapala) in the two up-
per hands, her normal hands showing the gestures of pro-
tection {abhaya) and boon-bestowal. (varada). She may
be represented also as seated on a corpse (savasana) (cf
Sri-vidyarna-tantra).

-

KARTARI-HASTA

Kartari (or Kartri) is any cutting instrument (from




"keti chhedane’), but often refers to scissors or short
sword. There is a hand-pose (mudrd) known as ‘kar-
tari-hasta’, where the fore-finger and the middle finger
are crossed to resemble the scissors.

KARPARA

Earthern bowl or pot; potsherd; also a human skull.
KARPURA-TILAKA

One of the eight attendants of Durga (others being
Mirjari. Malaya-gandhini, kaumudikd, bherunda, Matal,
Niyati) Also one of the sixty-four yoginis.

KARMARCHA (KARMA-BIMBA)

Name for smaller metallic images (archa) in a tem-
ple, belonging to the Paficharatra system and used for
some ritual sequences (technically known as Karma),
which are distinguished from the main (stone) im-
age installed and fixed permanently in the sanctum
(bence called mila-kautuka, miilarcha or  sthapanarcha)
(cf. Sanat-kumara-samhita 6,17-18)  Along with
Karmarcha, there will be other metallic inmages used for
various purposes like processions (Utsavarcha), presiding
over the distribution of food to the attendant divinities
within ‘the temple enclosure (Balyarcha), receiving cer-
emonial bath daily or occasionally (snapanarcha, tirtha)
and representing the main deity in the final ritual for
the day known as 'putting to bed’(sayanarcha). These
are also called 'Anga-biribas’, for they derive their power
and authority from the primary, immovable icon (See
DHRUVA-BERA and CHALA-BERA).

Texts prescribe that the temple may have, besides
the main image, one, three, five or six of these Karma-
Bimbas (cf. Vasishta-sarmhita 5, 35). To have six
icons (bahu-bera, multiple images; karma, utsava, bali,
tirtha-snana or nimitta-snapana, snapana and $ayana) is
best and meritorious; to have three(karma,utsava, bali)is
midling in merit (madhyamam trinirbani) ; and to have
but one icon for worshup is | ast meritorious (charamam
tveka-piijanam) (Sri-prasna- -samhita, 14,3).

The Karmaccha is called in Vasishta sarnhita
( 5, 36) ‘kaubera’, meaning small or less important
(kutsita) icon (bera), and in Naradiya-samhita
( 13,184) 'jangamarcha’, meaning mobile icon. The latter
text also specifies that such images are especially meant
to fulfil mundane desires of ordinary folk (ﬁiéeshalas
sakamanam aihikanam apekshaya, op. cit.)

KALA-VIKARNIKA

A minor goddess, who is worshipped to remove fear.
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She is said to be bluish in body-complexion, and two-
armed, carrying skull and the weapon called Sakti.

KALASA (1)

Water-pot which is sacred in character. It is also oc-
casionally worshipped, and not only water-divinities but

also other major Gods and Goddesses are invoked in it.
An account in Kalika-Purana relates that the celes-
tial architect Visvakarma prepared the first pot during the
churning of the milky ocean in order to collect the nec-
tar (piyasha) that would emerge from the ocean; hence
the other name ‘Dharaka’(the bearer) for the pot. He
prepared this pot gathering the aspects (kalas) of all the
Gods severally, and hence the pot was called ‘Kalasa’
(‘kalah kalastu devanam api tastah prthak prthak, yatah
krtastu kalasah tatas te parikirtitah’).

AL

Tantra-sara prescribes that a Kalasa must at its
best be fifty angulas (about 40 inches) in circumfer-
ence of the belly, sixteen afgulas (about 12.8 inches)
in height and eight angulas (about 6.4 inches) in diame-
ter at the mouth. Or it could be thirty-eight angulas in
belly-circumference, which is next best; and next in order
would be sixteen angulas, but in any case not less than
twelve afigulas.

41 qzTagt

The Kalasa is regarded as a composite divinity. In
its mouth (mukhe) is Brahma3, in its neck ( Grivayam)
Rudra, at the bottom ( tale) Vishnu, and in the mid-
dle, the Mother-Goddess( madhye-matr-ganah’); the
guardians of directions surround the pot from all the sides
(‘dikpala-devatah sarve veshtayanti diéo  dasa’), within
the belly of the pot are situated the seven seas and the
seven islands (‘kukshau tu sagaras sapta sapta-dvipas cha
samthitah). And in the Kalasa are all the stars, plan-
ets, sacred mountains, sacred rivers and scriptures. While
worshipping the Kalasa the deities must thus be imagined
to reside in these several parts (‘teshu tani vichintayet’).

Nine varieties of Kalasa are enumerated: (1) gohya
(kshitindra); (2) upa-gohya (jala-saribhava); (3) maruta
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(pavana); (4) mayikha (agni); (5) manoha (yajamana);
(6) keshi-bhadra (kosha-sarhbhava); (7) vijaya (soma); (8)
tanu-§odhaka (aditya); and (9) indriyaghna (vijaya). The
last variety is a pot with five mouths (paficha-mukha) and
is said to represent the five-faced Mahadeva (viz.Siva). It
is prescribed that this pot must be placed in the centre of
the mandaia, and the other eight in the eight directions:
the pot named Kshitindra (gohya) in the East, the pot
‘Jala-Sambhava’ in the West, 'vayava’ in the North-West,
‘Agni-sambhava’ in the South-East, 'Yajamana' in the
South-West.'Kosha-sambhava’ in the North-East, ‘Soma’
in the North and Aditya’ in the South.

The eight guardians of directions (dikpalas) are also
requved to be worshipped in pots, and likewise the
nine planets (grahas). Pots are also made to represent

mother-goddesses, especially Durga (during whose wor-
ship ‘ghata-sthapana’ is an important sequence). In fact,

texts (like Kalika-purana, chapter 87) prescribe
that all gods must be worshipped only in pots and assert
that each god has a specific pot (sarve deva ghate pizjya,
ghatas tesham prthak prthak)

While worshipping the pot as deity, the articles that
must be put in the water inside include precious stones,
flowers, fruits and herbs. Pots are to be made in metal
(gold, silver, or copper) or in clay ('haima-rajata-tamra
vd min-maya lakshananvita'’ Devi-puranaj. The in-
stallation of pots on occasions of pilgrimage, marriage,
consecration of idols and sites, and fire-rituals (yatra-
vivaha-kale va pratishtha-yajiia-karmani') are especially
commended, as it secures all desires and eliminates all
obstacles.

KALASA(2)

An important member of the superstructure over
the sanctum of a temple. It is made of copper, silver
or gold. Inside the kalasa a 'golden-person’ (suvarna-
purusha) is installed as the vital point of the temple (jiva-
sthana) in an elaborate ritual known as ‘hrdaya-varnaka-
vidhi’. The iconographic form of this image is given as
two-armed carrying in the left hand the gesture of triple-
banner (tripataka) and the right hand holding a lotus is
placed on the chest (‘hrdistham dakshinambujam'). A
small urn made of gold or silver filled with clarified but-
ter (ghrta-patra) must be placed near the image, which
is placed on a small cot made of red sandal wood (rakta-
chandana-paryanka), covered with silken cloth (til). (cf.
Prasada-mandana, 4, 35, Aparajita-prceha,
153, 34; Diparnava , 9).
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KALA

One of the sixty-four Yoginis.
KALI

The personification of the evil times (known as Kali-
Yuga), which, according to tradition, began 5089 (or
5097) years ago. The Kali age is the last of the four
great periods of time (the other three being Krta, Treta
and Dvapara), and is said to be of 4,32,000 years’ dura-
tion.

Kali's ancestry is traced to Adharma (unrighteous-
ness, born out of the back of Brahma, the creator) and his
charming consort Mithya (‘falsehood’, who has cat's eye)
(marjaralochana). The son born of them was Daribha
(‘arrogance’), who from his wife Maya (lllusion) begot
Lobha (‘greed’). From Lobha and his wife Nikrti (‘ob-
stinacy'), Krodha (‘anger’) was born who became wed-
ded to Himsa(‘cruelty’) and brought forth Kali (‘the evil

.one’). Kali married Dumkl.i (‘harsh speech’) and begot

Bhaya (‘fear’) who from his consort Mrtyu (‘death’) be-
got Niraya (‘hell') (cf. Kalki-purana, chapter 1).

The iconographic fepresentation of Kali (or Kali-
Purusha) is extremely rare but some texts (like Kalki-
purana) provide some details: with his left hand he sup-
ports his bottom.(‘vama-haste-dhrtopasth3’); he shines
like black collyrium bathed in oil ('tailabhyaktanjana-
prabha’); his belly is that of a crow (‘kakodara’); his
face is terrible ('karalasya’) with his tongue lolling out
('lola-Jihva); he inspires terror (‘bhayanaka’); he stinks
(‘piti-gandha’); and he resides in gambling, liquor, wan-
ton women and gold. )

After the passing away of Krshna (marking the end
of the Dvapara age), the Kali-purusha began troubling
the mother-earth and was seen by the descendent of the
Pandavas, the King Parikshit, in the act of kicking and
belabouring Dharma ('righteousness’). When Parikshit
proceeded to punish Kali-purusha, the latter begged for
giveness, and the monatch banished him from his king
dom ( Bhagavata, 1, 17).

KALKI

The tenth incarnation (Avatara) of Vishnu on earth,
to uphold 'Dharma’(righteousness) and eliminate evil.
When in the Kali-age, unrighteousness (adharma) in-
creases, and under its weight, the earth-goddess totters,
she begs Vishnu to come to her aid. Thereupon, Vishnu
will be born as Kalki, in the household of a Brahmin
named Vishnu-yasas in the Sarmbhala country. He flour-
ishes a mighty sword in his right hand, rides a splendid



horse, and wanders about the earth restoring righteous-
ness and destroying evil. This will mark the end of one
Yuga-cycle :‘ringing out’ of the Kali age and ‘ringing in’
of the Krta age. Kalki will vanquish the Kali-Purusha.
The tenth incarnation of Vishnu (see VISHNU and
AVATARA) which will herald the end of the present age
of increasing unrighteousness (viz. Kali-yuga) and the re-
establishment of the age of righteousness. It is yet to

S

(an old drawing from Mysore)

appear; as we are still in the dispensation of the ninth in-
carnation (Buddhavatara). Kalki is iconographically visu-
alised as red-complexioned (raktabha) or tawny coloured
(pinga), with reddish hair and beard, round and wide eyes
(suvrttaksha) and yellow garments (pita vastra). He has
matted hair coiled up as a crown (jata-makuta) flowing
in all directions (jata-makuta-virajita). He wears  the
vanamala garland, which is characteristic of Vishnu icons.
Markandeya-purana, Padma-samhita (18,38-
39) and Haya-sirsha-samhita (23,38) describe him
as two-armed, holdinga sword in the right hand and shield
(khetaka) in the left.

Hayas;rsha-san']hiti (23, 381) says that Kalki
may be represented with four arms, carrying in the upper
hands conch (Sarikha) and discus (chakra), and in the
normal hands, sword (khadga) and bow (dhanus). He
must be shown as having a quiver at his back (bahu-
tinam). According to Padma-sarnhita (18, 38-39),
he should carry in the principal hands, sword and shield
(mukhyabhyam khadga-khetakau) and in the other two
hands, conch and discus (aparabhyam sarmkha-chakrau),
or alternately gestures of protection (abhaya) and boon-
bestowal (varada). Another text makes him carry conch
and discus in the upper hands, and black-coloured noose
(pasam krshna-nibham) in the normal left hand and
an inverted death-dealing cudgel (kala-dandam tvadho-
mukham) in the normal right hand.
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All the texts prescribe that he must be shown as
riding a horse (‘vahanam turagam’, ‘hayaridham’) and
must wear garments of hide (charma-vasana). Padma-
samhita (op.cit) insists that to his right must be shown
the sage Yajnavalkya or Narada as the officiating priest
(‘purohita’). Kalki is visualised as victorious in battle
(‘yuddha-virajitam’). Sometimes Kalki is represented only
by a horse with a sword standing bolt upright on its back.

KALPAKA

A Buddhist divinity, also called Visva-sarikalpa, with
two arms, carrying conch (Sarhkha) and lotus flower
(padma), and with the body-colour of a ruby.

KALYANA-SUNDARA-MURTI

Also called Vaivahika-miirti, it represents Siva as the
bridegroom, with Parvati, his bride. ‘Parvati’ is described
in this representation as ‘svayamvara’ in Si}pa-ratna.
The legend related in the Puranas , in Ramayana
and in the well-known epic-poem Kumara-sambhava
of Kalidasa provides the occasion of this iconographic rep-
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resentation. After the wife of Siva, Dakshayani, humili-
ated by her father Daksha, immolated herself in the sacri-
ficial fire, she took birth as Parvati, daughter of the mount
Himalaya and his consort Ména. Parvati, as a young girl,
resolved to marry Siva and none else, and performed se-
vere penances for the purpose in the vicinity of Siva's
hermitage on the Himalayan foot-hills. $iva had become
an ascetic following the loss of his wife (Dakshayani), and
his indifference to the worldly cares had emboldened the

VISHNU

wicked asura, Taraka (who had obtained a boon from
Brahma that he would not be killed by any god or hu-
man being that was in existence), to terrorize the three
worlds. The gods conferred and resolved that Siva's
austerity must be broken so as to make him marry again
and beget a child who would vanquish the asura Taraka.

PRATIMA-KOSHA

The god of love, Kama, was urged to proceed to Siva's
hermitage and attempt to make Siva lovelorn. When
Kama went to Siva's hermitage and found an opportune
moment in the presence of the lovely Parvati (who had
come there to help Siva in his austerities), he struck Siva
with his amorous arrow. Siva saw Parvati with longing
eyes, but immediately recovered his composure and burnt
down Kama with the fire of his third eye. But, Kama's
mission had succeeded, and Siva discovering how fervent
and single-minded Parvati's devotion to himself was, con-
sented to marry her. The marriage was celebrated with
the creator Brahma as the officiating priest, with Vishnu
(Parvati's brother) as the ‘giver away’ of the bride, and
in the presence of all the denizens of the celestial realms.

While it is usual to represent Vishnu and Lakshmi
in the role of bestowing Parvati on Siva, some texts pre-
scribe that Himavan (the personified mount) and his con-
sort Menaka must be shown to assume this role as parents
of the bride.Siva and Parvati occupy the focus of atten-
tion, when the sculpture is in the narrative relief style (as
in Elephanta and Ellora) depicting the largely attended
festive scene of wedding. Texts prescribe that the icono-
graphical representation of Kalyana-sundara must be sur-
rounded by the guardians of directions (dikpalas),gods
(devas) with their consorts (saktis), and demi-gods like
siddhas, yakshas, nagas and kimnaras, sages like Nirada
and the seven mother-goddesses (matrkas). All of them
are to be shown as happily marvelling at the unique occa-
sion ('sarhbhranta-manasopetah’) and joining their hands
in supplication (anjali). Sculptural treatment of the wed-
ding scene is calculated to inspire awe and delight.

More often, however, the iconographic representa-
tion of this form of Siva in stone-pillars and narrow panels,
and in bronze involves, besides the bride and the bride-
groom, only Vishnu with Lakshmi and Bhii, and Brahma
as the priest solemnising the wedlock (purohita). Some-
times, it is a group of three figures, Parvati in the centre,
with Vishnu to her right a little at the back, and Siva to
her left, all of them standing and facing East.

Siva is represented here, according to texts
like Sakaladhikara ( chapter 12). Uttara-
kamikagama (chapter 58), Pirva-karana(chapter
11) and Silpa-ratna ,as a handsome (‘sundara’) person,
in the first flush of youth (‘prathama-yauvanam') and with
a face illumined by romance ($rngara-vadananvitam'). He
is bedecked with all ornaments and looking auspicious
(‘mangalyam cha krtam vapuh’). His body-complexion
is of the coral hue (‘pravala-sahkasam’). He stands with
his left leg firmly planted (susthitham vamapadam) and
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KALYANA-SUNDARAMURTI

(marriage scene)
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the right leg slightly bent ('dakshinarihkuiichitam’). One
of the texts (Sakaladhikara) prescribes that he must
be shown as intending to move on ('gamanapekshitam
ripam’). He is shown in the 'three bend' (tribhanga)
stance.

He is four-armed, carrying the black antelope
(krshna-mrga) ir his left upper hand and battle-axe
(parasu) in the right upper hand; his normal right hand
is stretched out to hold Parvati's right hand, while in
his normal left hand he shows the gesture of boon-
bestowal(varada). On his head is the tall crown made
up of the braids of hair,- adorned with the crescent
moon. He has thre eyes, and wears necklace (hara),
arm-let (keyira) and wrist-let (kataka). According to
Piirva-karanagama, the three serpents, Vasuki, Tak-
shaka and Pushkara are his thiee ornaments: ear-piece
(Kundala), waist-band (kafichi) and necklace respectively.
His lower body is draped in silken garments (‘kshauma-
vastra-dharam’).

Parvati, the bride, is described as-dark in body-

(bronze)
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colour (‘syama-nibha'), well-decorated (‘sarvibharal.]a-
bhiishita’) and draped in silken robes ('dukiila-vasana').
She is two-armed, her right hand grasped by Siva
(sarnbhor hastena sangrahyam'),and the left hand car-
rying a blue-lotus (utpala). Her head must be slightly
bent, with coyness (‘salajja’, 'lajja-larhbanana’).

She is accompanied ('anugata’) by Lakshmi and
Bhi (the two consorts of Vishnu, her brother), both of
them bedecked with all ornaments and their hands placed
on the waist of Parvati (‘hastyabhyam samspriedete
Gauryayas tu kati). Lakshmi in particular, must
be in an auspicious and festive attire (Sobhanarhbara-
sampanna’)with broad hips (Sronivipuld'); her arms are
graceful, like the elephant-trunk and adorned with
bracelets (kataka) and armlets (keyiira).

Vishnu, who is represented to function as the cus-
tomary ‘giver-of-the-bride’ (‘kanya-data), is distinguished:
by his tall crown (kirita), ear-ornaments shaped like
crocodile (makara-kundala) the ‘srivatsa’ on his chest
and the usual conch (Sarikha) and discus (chakra) in
his two upper hands. His two normal hands carry a
golden pot (suvarna-kalasa), and he is seen in the act of

pouring water into the joined hands of Siva and Parvati
for confirming the gifting of the bride to the bride-

groom (jala-dharonmukham). He is dark-complexioned
and stands by the side of Parvati to the north of the
sacrificial altar (homa-kunda) and facing the Southern
direction (‘homasyottaratah, dakshinabhimukhah’). His
stance is described as one of equipoise (sama-bhahga)
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in Amsumadbheda, but as that of "three-bend’ (tri-
bhanga) in sakaladhikara.

Brahma the creator (prajapati), is seated in front of
the group, tending the fire in the sacrificial altar before
him. He is four-armed, carrying in his two upper hands,
water-pot (kamandalu) and rosary (aksha-mala). His two
normal hands hold the ritual ladles ‘sruk’ and ‘sruva’,
which are required to pour libation into the fire. Alter-
nately, texts suggest that his right hand must hold the
sruk and the left assume the flag-pose (pataka or siici-
patiki) (piarva-kamika), or the two hands must show
the gesture of boon-bestowal and protection (va&-bhaya)
Uttara-kamika). His body-complexion is reddish (Piva-
kirana), He is adorned with the sacrificial cord (upavita),
the waist-band of the muiija grass (maunji-mekhala), an
upper cloth (uttariya) and crown of matted hair (jata-
makuta). He sits on a lotus seat (padma-pitha), facing
North, and in front of the sacrificial altar. The sacrificial
altar (More properly pit or homa-Kunda bound by three
broad tiers, Tri-Mekhala) must contain the fire with five
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flames (viz.'tongues’).

Regarding the measurements of the figures involved,
Siva's eye, chin or chest height is taken as the standard.
Parvati’s height is required to reach Siva's eye, chin or
chest. Likewise, Vishnu's height is prescribed to be three-
fourths or two-thirds of Siva's height; if it reaches the
level of Siva's nose, it is superior (uttama), if it is at the
level of the chest, it is inferior (adhama), or if it is at the
level of the shoulder, it is midling (madhyama).

Brahma's height must be less than Vishnu's, one-
sixth, or one-seventh or one-eighth less, While in the
standing position, he must be as high as Siva's chest. .
Lakshmi must be as tall as Vjshnu's chin or shoulder.
The height of the fire on the altar must be one-fourth of
Brahma’s height.

Sakaladhikara describes this iconographic form
as 'securing peace on all sides’ (sarva-santhi-kara) while
Silpa-ratna calls it ‘all-auspicious’ (sarva-mangalam).

KALYANT
One of the names of Tripura-devi, one of the sixty-

four yoginis, and one of the minor mother-goddesses
(matrka).
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KAVACHA

Armour (coat of mail), made of metal, wood or hide.
Among its desirable qualitics are that it must cover the
whole body ($ariravaraka), be light(laghu), firm (drdha),
and unbreakable (durbhedya). The metal armours are
considered the best and gold, silver, copper and iron are
the metals mentioned as suitable.

Even as the material armour protects the warrior’s
body, the occult armour consisting of mantras for paci
fication guard the spirit of the devotee. This is also
known as ‘kavacha .

KASYAPA

Son of Marichi (and his consort Kala), who was
in turn the offspring of the creator Brahma. He mar-
ried the daughters of Daksha-prajapati and begot the
gods (adityas, from Aditi), the demons (daityas, from
Diti), the giants (danavas, from Danu), the intelligent
animals (from Kashta), the celestial minstrels (gandhar-
vas, from Arishta), the fiends (rakshasas, from Surasa),
the vegetable kingdom (from [13), serpents (sarpas, from
Krodha-vasa), the birds (from Tamra), the beasts of bur-
den (from surabhi),the dogs ( from Sarama), the drag-
ons (nagas, from Kadri), the insects (from Patangi) and
so on ( Bhagavata).

KAKA-PAKSHA

Meaning literally " crow’s wing”, it refers to the side-
locks in children, either grown only on the temples, (the
rest of the hair being shaved), or the uncut long hair
tied into a knot on one side of the head. It is especially a
characteristic of young boys. The images of infant Krshna
(Bala-Kishna) are shown as having this style of wearing
the hair.

KAKINI

One of the Yoginis, represented as having four faces,
three eyes and two hands, draped in yellow garments and
showing the gesture of protection (abhaya) in one hand
and carrying a skull-bowl! in the other.

KAMSYA

The so-called bell-metal (brass, amalgam of zinc and
copper) out of which some icons, vessels and utensils are
made.

KATYAYANI

A form of the mother-goddess, so called because
she appeared as an offspring in the Kata family in one of
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her major manifestations. One of the nine Durgds (see
NAVA-DURGA), whose body-colour is that of the atasi
flower, who rides a lion (sirhha-vahini), and who is three-
eyed. Texts prescribe that she must be represented in a
three-bend stance (tri-bhafiga). She may have four, eight
orten arms. Vamana-purana provides her with eigh-
teen arms. When she has four arms, she carries a sword
(khadga), shield (kheta), lotus(kamala), and the gesture
of protection (abhaya). When eight-armed, she carries a
trident (trisdla), sword (khadga), bow (dhanus) arrow

(bana), goad (ankusa), noose (pasa) and the weapon
known as Sakti. When she has ten hands, she carries in
addition, the battle axe (parasu) and bell (ghanta). Sri
tattva-nidhi says that she is distinguished by her sword
('chandra-hasojjvala’), and that she rides on a $ardila
(the mythical animal regarded as the mother of tigers).

It is usual, however, to provide ten arms for
Katyayani (cf. Agni and Matsya-puranas, Ripa-
mandana, Silpa-ratna and Aparajita-priccha.
While different weapons are suggested in different texts,
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the more widely accepted weapons are trident (tri-sila),
sword (khadga), discus (chakra), bana (arrow), and sakti
in the hands on the right side and shield (khetaka) lu-
nar disc (piirna-chandra), noose (pisa), goad (ahkusa)
and bell (ghanta) or battle-axe (parasu) in the hands
on the left side. According to Vamana-purana,
the weapons of this goddess were presented by several
gods and demi-gods. She is said there to have taken
shape from the combined indignation of Brahmag, Siva
and Vishnu.

Matsya-purana describes her as three-eyed,
youthful and bedecked with ornaments. She wears on her
head the crown of matted braids of hair (jata-mukuta),
with the crescent-moon stuck in it. Her body colour Is
said to be that of the atastflower.

The goddess is said to have assumed this form to de-
stroy the wicked giants (‘danava-ghatini’) and bring hap-
piness to the good folk (ubhada) (Sri-tattva-nidhi).
Some texts (like Matsya-purana) specify that it is
Mabhishasura that she destroys, and regard Katyayani as
but another name for Durga, Mahishasura-mardini. The
right leg of the goddess in this form is placed on the lion,
heneath which lies prostrate the asura, baring his terrible
fangs. The big toe of the left foot of the goddess is séen
to be pressing him down.

Katyayani appears to have been a folk goddess of
considerable popularity, during the days of Mahabharata

in the region where Krshna spent his boyhood days. We
have many references to this goddess being ritualisti-
cally worshipped by the cowherd girls (virgins) and boys
(gopalakas) of Gokula, especially when there was drought.
A rough and huge image of the goddess would be fash-
ioned out of wet sand on the banks of the river Yamun3
and worshipped for a month with sandal-paste, flowers
and fruits. The devotees prayed 'Katyayani mahamay3
mahayogini isvari’ to favour them with rains, and young
maidens sought the blessings of the goddess to secure
good husbands. This was known as ‘Katyayani-vrata’
(‘Margali-nombu’ in Tamil), at the end of which the icon
would be immersed in the river.

KANCHI
An ornamental band worn by the women on the
waist. It is made of gold and has tassels and strings

of pearls.
KAMA

Literally meaning ‘desire’ or the principle which
makes one desire (kamyate anena), the word refers to
the god of love (Eros). There are several legends re-
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garding the birth of this god and his exploits. According
to Brahmanda-purana Ch.43),the creatar was med-
itating on the Absolute Reality for ability to create the
worlds and the beings in them, when sensuous thought
crowded his mind. At once, Sarasvati in the shape of a
lovely girl emerged out of his mind. Overcome by lust,
Brahm3 made the girl his wife, but when he soon realized
the incestuous nature of the relation, he became angry
with the thought of sensuous love that arose in his mind
( and was personified as Kama). He cursed Kima that
he be burnt down to ashes by the fire of Siva’s third eye.

According to Kalika-purana, after Brahmi
brought forth the ten ‘prajapatis’, a daughter named
Sandhya was born to him. She was so exceedingly charm-
ing that Brahma became enamoured of her. At that mo-
ment, a handsome youth emerged from Brahm3’s mind,
holding in his hands a bow and flower-tipped darts. Be-
cause he was attractive, he was called 'Kama'; because
he stirred the mind of Brahma by his lovely form, he
was called '"Man-matha’(mind agitator). As soon as he
was born, he asked Brahma who should be made proud
or humble; ('Kam darpayami?’); hence, he came to be
known as ‘Kandarpa’. Brahma blessed him and asked
him to make the minds of all creatures the object of his
attack. Because, as the god of love, he was born from
the mind of Brahma and gets born in every human be-
ing’s mind, he is called 'Manasi-ja’.

The story in Mahabharata (I—\di-pawa 66,31-
33) relates that he was the son of Dharma (who came
forth breaking open the breast of Brahm3). Dharma
was the benefactor of the entire mankind(sarva-loka-
sukhavahah’). He had three sons, who were ‘fascinating
for all human beings ( sarva-bhiita-manoharah):Kama (lit.
‘desire’ or ‘love’ who married Rati or ‘enjoyment’), Sama
(‘peace’, ‘discipline’, who married Prapti or ‘achieve-
ment’), and Harsha (‘happiness’ who married Nanda or
‘pleasure’). On-those three offsprings of Dharma, all the
worlds are founded (‘yasii lokah pratishthitah)

Siva-purina (‘Sati-khanda’ contains the well
known story of the destruction of Kima by Siva. Taraka,
an asura (son of Vajringa, according to Matsya-
purana, 145, 5-11) grew powerful and began torment-
ing the worlds of gods and human beings. The gods
approached the creator, Brahma3, and sought his coun-
sel. Brahm3 foresaw that the asura would be killed by
the boy that would be born-to Siva. But Siva at that
time was engaged in severe penances having lost his wife
Dakshayani in the sacrificial pit of her father Daksha (See
DAKSHAYANI, VIRABHADRA, SATI, SAKTI-PITHA),
and was in no mood for family life. He was indifferent
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even to the presence of the lovely daughter of mount
Himavin, Parvati, who was in reality Dilshiyar_ii.. reborn
only to wed Siva. The task of diverting the mind of Siva
and making him attentive to Parvati who daily attended
on him was entrusted to Kama. He succeeded in his mis-
sion, but became the victim of Siva's wrath. When Siva's
amorous impulses were roused, $iva became furious and
burnt Kama down with the fire that gushed forth from his
thitd eye. Upon the pleading of Kama's wife Rati, Siva
resuscited Kama but bereft of his physical body (hence
Kama came to be known as Ananga devoid of body ).

Later Kama is said to have been born as Pradyumna
son of Krshna and Rukmini, and to have married Rati,
who had been reborn as Mayavali.(See also KAMA-
DEVA)

KAMA-KALA

A tantrik ideology of representing the Mother-
goddess (Tripura-sundari) in tesms of three dots (bindu)
arranged in a triangular form. The dot at the apex is said
to be the face (mukham) of the deity, and the two dots
below the breasts (kucha- yugam adhah). The three dots
separately delineated indicate the triad of powers (kriy3,
iccha, and jnana) with their corresponding gunas (tamas,
rajas and sattva) and presiding gods (Brahma, Vishnu

and Siva). Kamakald may also be represented graph-
ically as a triangle. The conception is highly esoteric

and mystical (cf. Saundarya-lahari, and texts like -

Bhavanopanishat and Varivasya-rahasya). See
also TRIPURA-SUNDARI.

The ritualistic detail known as Kamakal3-nyasa con-
sists in meditating on the verbal icon of the Moather-
goddess, ‘im’, identifying the top dot with the Devis
and ones own face ('im-karordhvagatam bindum devi
ripasyatmané vaktram prakalpya’), the two dots be-
low as the breasts ('saparardhaka- bindu-dvayam stana-
yugmam dhyatva’), and the single dot below in line
with the top dot (or the apex of the inverted triangle)
as the navel ('saparamardhabhi-vyaiijaka-rekham yonim
prakalpya’). This emphasizes the identity of Kamesvara
and Kamesvari (viz. the male and female aspects) in the
form of the mother-goddess.

KAMAKALESVARI]

A form of Tripura-sundari, whose iconographic
details include reddish body-complexion (rakta-varna),
crescent moon on the crown (kala-dhara), and eight
arms, carrying lotus (pankaja), noose (pasa), sugar-cane
stalk as bow (ikshu-dhanu), branch of Butea Frondosa
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(from an old drawing in Mysore Palace)

('kims’uka), bunch of paddy stalks ($alyagra) and five ar-
rows (paicha-bana), and showing gestures of protection
(abhaya) and boon-bestowal (varada).

KAMAKOTI

A form of Siva-Sakti, who is either an aspect of
Brahma, when she is two-armed, carrying lotus flower
(radma) and small water-pot (kundi), or an aspect of
Sakti, when she is four-armed, carrying lotus (padma),
and rosary (aksha-mala) in two of her hands, showing the
gesture of protection (abhaya) in the third, and placing
her Tourth hand on her chest (uro-hasta). ]

KAMA-DEVA

Kama (See KAMA) as the god of love to be

contemplated (dhyeya-riipa) is represented as an icon.
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He is extremely attractive in features, with a bright
face, bul eyes indicating intoxication (‘'madakudichita-
lochanah’). He must be shown with two arms, carry-
ing conch and lotus (‘kama-devas tu kartavyah samkha-
padma-vibhishanah’). His bow is the stalk of sugar-cane
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(stone relief)

(ikshu), and the arrows are flowers. It is specified that
his arrows are five in  number (viz. five flowers : ar-
avinda, asoka, chiita, nava-mallika, and nilotpala). Hence
his name,'Paiicha-bana’. His arrows are also named af-
ter stages of the love-lorn condition: unmadana (excite-
ment), tapana (heat), Soshana (drying up), starmbhana
(arrest of normal functions), and sammohana (infatua-
tion). His vehicle is a parrot ($uka), and his banner has
fish represented on it (mina-ketana), or alternately, the
mythical crocodile ( ketus cha makarah karyah).

He must be represented as engaged amorously with
four consorts , who are lovely in form ('rdpa-manoharah’),
Rati (‘enjoyment’), Priti (‘affection’), Sakti (‘power’),
Ujivala (‘brightness’). His four hands are shown on the
breasts of these damsels ('bharya-stanopagah’).
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In the tantrik ritual known as 'Manmatha-vidhana’,
his body-complexion is regarded as ruddy (aruna) and his
garments of the same colour (aruna-vasa). He wears a
crown studded with precious stones, and is seated on a
ruddy-coloured lotus (aruna-nalina-saristha). He is four-
armed, and he carries a lasso which he spreads ('sva-kara-
kalita-pasam’), a goad, arrows and the sugar-cane stalk as
bow. In this ritual, a gayatri hymn specific to Kama-deva
is recited:

Kama-devaya vidmahe,
pushpa-banaya dhimabhi,
tanno’ nangah prachodayat.

The purpose of the ritual is to attract people and
obtain wealth.

KAMADHENU

The celestial cow which is regarded as capable of

(stone relief)
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fulfilling all desires ("kamada dhenuh’). According to the
account given in Kalika-purana, from Daksha came
forth Surabhi, which is the mother of all cows (gavam
mata) and benefactor of all mankind. From Surabhi came
forth Rohini, the pure one ('subhra’),and fulfiller of all de-
sires of humans (‘sarva-kama-dugha ninam'’). And from
Rohini came forth Kamadhenu, sndowed with all aus-
picious characters (‘sarva-lakshana-samyukta’). She is
white like the clear sky (sitabhra-pratikasa), and her four
legs are the four Vedas ('chatur-veda-chatushpada’).
She has four breasts from which emerge the four values
of life: dharma, artha, kama and moksha.

KAMAKSHI

An ancient deity presiding over one of the major
centres of Sakti worship in the country, Kaiichipuram.
The name means ‘one who has eyes which are charm-
ing' (kamam sundaram akshi yasyah'), but, the original
name of the deity appears to have been 'kama-kottam'
(which in Tamil means 'temple in the mango grove’,
(kama-maram).  According to  Devi-bhagavata
(7,30), Kamakshi is the name gqiven to the form
of Durga worshipped in the Sakti-pitha of Gandha-
madana; this text mentions Ekamra-kshetra (the present
Kaiichipuram), but knows the presiding deity here as
Kirti-mati. Tantra-chiidamani gives the name of the
deity in this pilgrim-centre as Deva-garbha.

The word 'Kamakshi' appears to be a Sanskritized
29
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version of the Tamil ‘Kama-Kanni';and ‘Kanni’ in Tamil
means both ‘eye’ and Durga.

The early description of the iconic form of this god-
dess occurs in Praparicha-sara-samgraha under the
name Kameévari (see KAMESVARI). Answering to this
description is the present Adi-pithesvari (meaning, 'the
original goddess of the centre’), in the shrine which is
among the oldest structures in the town (viz. by the
side of what is now called Kanda-Kottam or Subrahmanya
temple). This deity is seated in the 'half-lotus posture’
(ardha-padmasana), and is four-armed, carrying in the
two upper hands noose (r 15a) and goad (ankusa), show-
ing the gesture of protection (abnaya) in the normal right
hand and holding a cup (kapala) in the left hand.

In front of the sanctum containing this icon is a cir-
cular bowl-like depression, which probably housed a mys-
tical diagram, even as a similar depression in front of the
deity in the present Kamakshi temple contains $r-yantra.

The icon of Kamakshi that is now famous is a form
of Rajarajesvari or Lalita (see LALITA).
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KAMAKHYA

One of the fifty most celebrated centres of Sakti-
worship in the country, it is in Assam (Gauhati). The leg-
end that has made this place celebrated is that the main
shrine in the ancient temple here represents the vulva
(yoni-mandala) of the Mother-goddess. The puranic story
(as recounted Kalika-purana, ch.61) is that Siva was
distraught with grief when his loving wife Dakshayani im-
molated herself in the sacrificial fire of her father Daksha
and became Sati, and carried Sati's dead body on his
shoulders and wandered about like a mad man (moham
apannah) for long years. Vishnu, in order to mitigate his
sorrow, cut the dead body into pieces so that they ali fell
off as Siva wandered about. The spots where the parts
of Sati's body fell are revered as centres of Sakti-worship
(Sakti-pitha) (see SATI).

Kamakhyd is the spot where the wvulva (yoni
or bhaga) of Sati fell and got transformed into a
rock (Silatvam agamat), in which the wvulva is rep-
resented by a depression twelve angulas in breadth
('vitasti-matra-vistirna') and twenty-one afigulas in length
('ekavimsatyaiigulayata’). The cave (guha} containing
this rock is said to have been made by Kama himself
(‘'manobhava-vinirmita’). The divinity abiding in this cave
is"also known as Kama (Kama ity akhya’), because, she
fulfils the desires of the devotees (bhaktanam kamam
piirayati ).

The legend also relates that the vulva of Sati fell
on a rock, which was really Siva who had assumed that
form, and as soon as the vulva fell on it, the rock turned
blue (nila-varnahh $ailo-bhiit patite yoni-mandale'). This
is how Sati became united with Siva. The rock which is
triangular in shape with a depression in the centre has
since become known as ‘Nila-kiita' or 'Nila-giri.' The
centre is celebrated as Kubjika- pitha, and the object of
worship is the yoni-mandala in.the centre of the depres-
sion of the triangular rock, which is identified with Siva
(nila-$ailas trikonah, madhye nimnah Sadasivah, tanmad-
hye mandalam charu'), and where the sixty yoginis are
imagined as abiding ( shashti-sakti-samanvita).

The mother-goddess is said to reside here in her five
forms: Kamakhya, Tripura, Kamesvari, $arada and Siva
(pancha-riipa nitya tishthati kamini, mahamay3 jagad-
dhatri miila-bhiita sanatani). Lakshmi and Sarasvat; abide
in her limbs as Lalita and Matagi respectively. The eight
names by which the centre has become sacred represent
the eight yoginis: Gupta-kama, Vindhya-vasini, Kativari,
Dhanastha, Pada-durga, Dirghesvari and Bhuvanesvari.

Although the main shrine has only a rock for object
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of worship, the texts provide an iconographic picture of
the form known as Kamakhya. According to Kalika-
purana , she has a youthful body (nava-taruna-¢arira),
her body complexion is yellowish-red (kumkumapita-
varna) , her ear ornaments are sun and moon (ravi-$asi-
yuta-karna), she is three-eyed (trinetra), she is seated
on a ruddy lotus (aruna-kamala-sarnstha). Her hair is
let loose, and she is adorned with lovely garland. Her
hands show gestures of protecction and boon-bestowal
(abhaya-varada-hasta). Her large breasts are placed on
the heart of Siva (Siva-hrdi prthu-tunga-stanya-yugma),
and she represents yoni-mudra (yoni-mudram Iashanﬁ).

The bhairava associatied with Kamakhya is Uma-
natha.

KAMARI

Also called Kamantaka, it is one of the names of
Siva as the vanquisher of Kima. The background leg-
end is that Kama was enjoined by the gods to disturb
the penance of Siva, and that he was burnt down by Siva
in the process (see KAMA). This is one of the ‘samhara’
aspects of Siva _and is counted among his twenty-five
sportive forms (lila-mirtis).

There are iconographic descriptions about this form
in several texts. Uttara-kamikagama (57th patala)
prescribes that Siva in this form must be seated in the
contemplative posture (yoga-nishtha) as Dakshina-mirti.
Pirva-karana suggests that he must be in the pos-
ture of a teacher (vyakhyana-mirti), with, however, his
right hand in the banner-pose (pataka-hasta) and his feft
in pointer-pose (siichika). He must be three-eyed, four-
armed and fierce in his gaze (ugra-drshti); he must wear
on his head braids of hair done up like a crown (jata-
makuta-mandita). Suprabheda would have the whole
figure of Siva as fierce (ugra-riipa).

According to the first text, Kama must be situated
right in front of Siva (‘agre’), as if he was felled down
instantaneously by the very gaze of Siva (‘patitam drshti-
patad eva tat-kshanat’). Another text (Suprabheda)
would have him on one side of Siva ('paréive’). Kama
must be represented as exceedingly handsome (atisun-

dara), as possessed of celestial charm(divyriipasamanvita),

and as wearing all ornaments (sarva-bhiishana-bhiishya).
He must carry in his left hand, the sugar-cane stalk
as bow(ikshu-karmuka), and five flowers as. arrows
(pushpa-paficheshu) in the right. Uttara-kamika
gives the names of arrows as Larnbhini('obtaine:’),
Tapini('heater’), Vedini(’tormentor'), Dravini('driver’),
Marini (‘killer’).  The names given in  Parva-
karana are Tapini (‘heater’), Dahini (‘burner’), Visva-
PRATIMA-KOSHA

mohini (‘world-deluder’), Visva-mardini (*world-beater"),
Madini (‘intoxicator’). Kima must be facing Siva
(‘devasyabhimukham’) as he falls down. Either he must
be shown alone or with friends like Vasanta (’spring'),
Mada (‘intoxication’) and Raga (‘passion’).
KAMEST

A form of the Mother-goddess red in body-colour,
three-eyed and six-armed, carrying in her hands noose
(paga), sugar-cane stalk as bow (ikshu-chapa), liquor-
bowl (sura-bhanda), goad (ankusa), flower-darts (pushpa-
bana) and the gesture of boon-bestowal. In the Sr-
Chakra complex, she is one of the rahasya-yoginis and

the eight vagdevatas in the seventh enclosure called
'sarva-roga-hara’ (vasu-kona). (see SRI-CHAKRA)

KAMESVARA

The form of Siva which is the male counterpart of
the tantrik goddess Kamesvari (see Kamesvari), especially
in the ritualistic worship of Sri-Chakra (see $ri-Chakra).
In the tantrik lore, Kamesvara represents the phenom-
enal world as the field of wakefulness (Jagradabhimani
visvah), and the principle of governing our conscious de-
sires and intentions (kama, from the root 'kan diptau’.)
Kamesvara is symbolized by the first consonant in San-
skrit alphabet, viz. 'Ka', which actually is a symbol of
individual self ('ka-karasya atma-vachitvat’). 'Ka’ is con-
stituted by the union of the sound 'k’ with the vowel
'a’(iva- sakti). The expression 'kama’ in the name sug-
gests the cosmic urge to find expression and fulfilment.

KAMESVART

The expression means the goddess who governs and
grants the objects of our desires ('kamyante iti kamah,
vishayah; tesham pradayitvena isvari’). She is one of the
five forms of Kamakhya (see KAMAKHYA). According
to Kalika-purana (ch.63), her iconographic form is
as follows: dark in complexion like collyrium, she has six
faces, eighteen eyes, and twelve arms, carrying scripture
(pustaka), siddha-sutra, five flower-darts (paficha-bana),
sword (khadga), Sakti and spear ($ula) in the hands on
the right side, and rosary (aksha-mala), lotus (padma),
bow (kodanda), gesture of protection (abhaya), shield
(charma), and spear-bow (pinaka) in the hands on the
left side.

Her six faces are of different colours and repre-
sent six divinities: white (Mahesvari), red (Kamakhya),
yellow (Tripura), green(Sarada), black (Kamesvari) and
mixed (Chiandra). On each head is the hair biue-black
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in colour (nila-snigdha-Siroruha) arranged in dhammilla
shape, and adorned with crescent moon. She wears multi-
coloured garments, and also a tiger's skin around the
waist. She is seated,slightly smiling(ishat-prahasitinana)on
the red lotus, which is situated on a white corpse placed
on a lion ('simhopari sita-pretam’).

Worship of Kamesvari is prevalent in the Sri- Chakra
complex. She presides over the eighth enclosure (triangle)
called 'Sarva-siddhi-prada’, and symbolizes unmanifest
matrix (avyakta-prakiti). It is when Siva is united with
this aspect of the goddess that he becomes Kamesvara
(‘the lord of desires’). If the first consonant 'ka’ in the
Sanskrit alphabet represents Kamesvara, the vowel 'e’
represents Kamesvari. If 'ka’ also means the creator (viz.
one who transforms the unmanifest state into the mani
fest), the ‘e’ is the power inherent in the creator.

KAYOTSARGA

The posture (usually standing) assumed by the
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(Parsva-nitha)

tirthahkaras for the performance of customary austeri-

ties, especially on the eve of the attainment of liberation;
firm planting of the feet on the ground, and keeping the

body perfectly erect, arms hanging down like rods and
the head held high and unshaken. The gaze is settled
and unwavering. The legends speak of the wicked be-
ings and animals striving in vain to disturb the meditative
posture of the tirthahkaras (technically called 'upasarga’).

It is one of the two postures, iconographically rele-
vant, for the portrayal of tirthahkaras (the other posture
being seated in the lotus posture, with crossed legs and
hands joined on the lap).

KARAIKKAL-AMMAI(YAR)

One of the sixty-three Saiva saint-bards of the
Tamil country (see ARAVATTU-MUVAR), she is well
known for her fervent devotion to Siva and her Muttu-
tiruppadiyams. In her lay life, she was known as
Punita-vati and wife of Parama-datta, a prosperous mer-
chant of Karaikkal in the Chola country. Her devotion
to Siva rendered her domestic life unhappy and led to
her separation from her husband. She felt disgusted with
worldly life and wandered about as a demented spirit
(or as a demon), in the eyes of the common people.
She visited all the holy places and her pilgrimage took

Y Uhiiia -,
d )

(bronze image in South Indian temple)
PRATIMA-KOSHA



her also to Kailasa. And disinclined to set her foot on
the holy soil, she moved about in Kailisa on her head.
And when she returned to the earth rolling down, she ar-
rived in Tiruvalangadu (Vataranya now in Tiruttani taluk
of Chingleput district of Tamil Nadu state), the place
celebrated for the ‘Grdhva-tandava’ form of Siva (see
URDHVA-TANDAVA). She disappeared into the feet of
this deity (known as Devar-Singapperumal). She has
since been venerated as Karaikkal-ammaiyar in Tamil
(Karikalamme in Kannada).

She has been represented as an emaciated and hag-
gard figure with deep-set eyes and sunken cheeks, all the
bones of the body jutting out prominently, seated in an in-
formal and easy posture and singing with abandon praises
of Siva to the accompaniment of metal cymbals. Her
figure suggests the mood of unworldly absorption.

KARTAVIRYA

Originally a king of the Haihaya dynasty, Arjuna
by name, ruling over Mahishmati, and son of Krta-
virya, he was a folk hero, later deified. And his inter-
vention was sought to recover stolen goods, to with-
stand the attack of enemies, to vanquish the wicked and
to secure the fulfilment of desires. He was regarded
as Vishnu himself who had descended in human form

(-an old drawing from Mysore)

("avatir no Haris sakshat’) or as an incarnation of discus,
the weapon of Vishnu('chakravataro hareh’, Mantra-
mahodadhi, 17, 12). He was celebrated as one very
dear to the composite god Dattatreya (Dattatreya-priya-
tama') (see DATTATREYA). His sport on the banks of
the river Reva and his victory over the evil-minded kings
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have become themes of numerous songs. He humbled his
great contemporary Ravana, the king of Lahka.

His iconographic imagery has been mainly verbal, and
there is hardly a representation of his form in scult-
pure or painting. However,there are yantras wchich are
meant to invoke his presence and grace,and which were
widely used (cf.Mantra-mahodadhi,17,22;p.527).
He is looked upon as exceedingly fierce in appearance
(‘krurakara-pradipta), extraordinarily powerful{mahabala-
vijrrnbhita). His outstanding feature is that he
has a thousand arms(sahasra-bahu) carrying bows in
the five hundred hands and arrows in the other
five hundred (kara-sahasrardhaattananasana, banattardha
sahasra-bahu). But,there is a textual prescription
(cf.Prapancha-sara-samgraha) that he carries in
the thousand arms, various weapons fike sword(khadga),
noose(pasa),goad(ankusa), bow(dhanu),pestle(musala),
and discus(chakra). He wears a golden garland, red gar-
ments and an impressive turban(cf. Uddamaresvara-
tantra).

He wears a tall crown set with jewels (ratnakirita),
and there is a prominent protuberance on the head
(ushnisha). He wears brilliant circular ear-rings (kundala)
which hang on his shoulders. Around his neck are gold
necklaces (svarna-srak-parivita-kandhara). He is draped in
garments which are red in colour (’'raktarbara’). His loud
voice fills the entire universe ('brahmandam pari-piirayan
sva-ninadaih’). He moves about in a chariot ('syandana-
stha’), surrounded by spirits like bhita, bhetala (also
vetala) and vyala, and by sages and scholars.

There are eleven varieties of Kartavirya images, like
the one which shows him as manarch of Mahishmati, an-
other showing him sporting in the river Reva,stull another
as capturing Ravana, and yet another as seated on a jewel
throne (ratna-simhasana). He is also shown as riding a
black elephant, or riding a chariot drawn by a thousand
horses, and surrounded by an army of heroes. In some
representations, he carries in each hundred of his thou-
sand arms: arrows, bows, ploughshares, swords, discuses,
axes, nooses, shields, conches and prasa.

KARTIKEYA

One of the names of Skanda {(or Subrahmanya, see
SKANDA, SUBRAHMANYA), who was once worshipped

extensively all over the country but now mainly in the
southern states, especially Tamil Nadu and Karnataka.

The images of Skanda and Visikha are mentioned by
Patanjali, and the Chhandogya-upanishad 7,26)
identifies Skanda with Bhagavan-Sanatkumara (short-
ened later as Kumara). Bhagavad-gita (10) claims
that Krshna is Skanda among generals of the army or
'senanis.” Thus the worship of this deity goes back to
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KARTIKEYA
(stone image from Thiruvapgamalai temple)

PRATIMA-KOSHA

34



5 Ve
) _dad T\
(Paﬁchalingesvara temple,Barkur)

centuries before Christ. As early as the first two cen-
turies of the present era, the coins of the Yaudheyas and
the Kushanas present this divinity as a hero, as having
a cock-crest and being six-headed, and describe him as
'Svami’, 'Kumara,’ and 'Brahmanya-deva’.

. Varaha-mihira’s Brhatsamhita (57, 41) in the
fourth century A.D. provides iconographical details of
Skanda: being a strappling youth, 'kumara-riipa’; car-
rying the characteristic javelin-like weapon Sakti (Sakti-
dhara); having the peacock for his standard 'barhi-ketu'.

Vhe early Vajrayana work, Nishpanna-yogavali,

mentions Kartikeya as red in body-colour, six-headed,
riding a peacock, and four-armed carrying $akti and Va-
jra in two of his hands, and holding a cock in the other
two hands.

Vishnu-dharmottara-purana (3, 77, 3-6)
knows him as six-headed, draped in red garments, riding
on a peacock and endowed with four-hands, holding in the
two hands on the right side a cock (kukkuta) and a war-
bell (ghanta) and in the two hands on the left, a banner of
victory (vaijayanti-pataka) and the characteristic spear
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(early bronze)

called Sakti. He is further described as having side-locks
done up in an ornamental knot ($ikhandaka). The text
calls him Shanmukha (six-faced), Kumara (youthful), and
Deva-senani (commander of the army of gods); and men-
tions his variant names or forms: Skanda, Vi§akha and
Guha which are neither six-headed nor peacock-riders.

There is a suggestion by Dr. Bhandarkar that orig-
inally there were four distinct divinities, viz. Kumara,
Skanda, Visakha and Mahasena, and that later they were
fused into one composite deity celebrated as Skanda (see
SKANDA). However, the popularity of this god as an in-
dependent object of worship (svayam-pradhana) waned in
the northern parts of the country, although it has con-
tinued in the South till today. But the origin of this
god in the South is folk in character and goes back to a
very distant past. He was a hill-god, worshipped by the
hunter-farmers and warriors of several hill-tribes like the
Kurifichis (see MURUGA).

In the North too, he was mainly a warrior-god, and
it was the class of princes and chieftains in the war-torn
tracts (like the Kushanas, Sakas, Guptas and Yaudheyas)
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that was devoted to him. An inscription of the great
$aka commander (Mah3a-danda-nayaka) Sridhara-varman
(about 279 A.D) found at Kanakhera (near Sanchi in
Madhya-Pradesh) describes him as the commander of the
army of gods (‘tridasa-gana-senapati’) and as the mas-
ter of the mighty army (‘svami-mahasena’). The name
Maha-sena for him was both ancient and well-known.

images of him were made from early times. The
earliest extant image is the one (now preserved in the
Mathura museum) carved in red sandstone (with white
spots), bearing an inscription on its pedestal which gives
its date as 89 A.D. It is two-armed and in standing pos-
ture; and has all too human an appearance. The right
hand is held up in the gesture of protection (abhaya) and

(Mathura Museum,earliest stone icon)
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(National Musuem, Delhi)

the left hand holds a long spear (Sakti). Seated or stand-
ing images of this sort are numerous, and date back to
the first few centuries of the Christian era. When seated,
he is often shown as riding a peacock; and whether seated
or standing, he invariably carries the spear (or javelin,
Sakti), which has become the distinguishing feature of
the Kartikeya icons.

The earliest independent shrine (svayam-pradhana)
for him in the South is the one dedicated to Bala-
Subrahmanya in Kannanore (Pudukkottai, presently the
headquarters of a large district in the state of Tamil
Nadu), built by Rajakesari or Aditya-Chola (871-907
A.D). But much earlier than this period, the Pallavas,
the Chalukyas of Badami and the early Cholas had been
ardent devotees of this god (styled as Kartikeya or Svami-
Mahasena) and installed his images in the temples that
they built for other gods.

Regarding the legends connected with Kartikeya,
they are numerous and varied. And such was the case
even during the days of the great epic Mahabharata,
for we read there (9, 46,98-9): "according to some he is
Sanat-Kumara, the first-born son of the creator Brahma,
according to some others he is the son of Mahesvara
(Rudra); according to some, he is the son of fire-god
Agni (Vibhavasu); others view him variously as the son
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of Parvati (Uma), of the Krttikas, or of Ganga”. (cf.
Adi Parvan 136, 13). In a similar vein, Varaha-
purana (25, 34) claims that his births (utpatti) were
various as also his forms ('bahu-riipa vyavasthita’). The
accounts found in Mahabharata, Ramayana and
the puranas (like Brahmanda, Bramha-vaivarta, Vayu,
Siva, Matsya, Bhavishya and Skanda puranas) lack una-
nimity or correspondence.

However, some stories have become more popular
than others (cf. Kanchana Sinha:  Kartikeya in
Indian Art and Literature , Sundeep Prakashan,
Delhi 1979). One of them is that he was born as the
offspring of the union of Siva and Parvati; that the sem-
inal fluid (retas) of Siva was discharged into Agni, who
unable to bear it, transferred it into the river Ganga;
and that Ganga in turn washed it to a thicket of reeds
(saravana), where the effuijent babe was born. The six
krttikas (the Plaidas) not only discovered the baby, but
suckled it. To accomodate himself to the six surrogate
mothers, the babe grew six heads (shan-mukha). And
because he was reared by the Krttikas, he came to be

known as Kartikeya. As he was born in the thicket of -

reeds, he was Sara-janma or‘Saravana-bhava.’

This child was sought after by -the gods to

help them in vanquishing the enemies like Taraka."

When the child was only six days old, he success-
fully led the army of gods (deva-senad) against the
enemies. He was, therefore, known as Senani

("the commander”), ‘Deva-sena-pati’ (" the leader of the
army of gods”) or 'Maha-sena’ (“the great chieftain”).
And as he became celebrated while he was still a very
young boy, he came to be known as 'Kumara' or ‘Bala’.

Skanda-purana and its Tamil adaptation Kanda-

puranam composed by Kacchapa-Sivacharya in the
twelfth century gives details of the exploits of this young
war-hero. The three asura brothers, Sura-padma, Simha-
mukha and Taraka obtained boons from Siva and be-
gan terrorising the worlds. Siva became furious, and five
sparks of terrible fire came out of his five heads, and an-
other spark {from the inside. These six sparks wafted
across by the wind-god Vayu, were carried by the fire-
god Agni, and contained by the river Ganga. And Ganga
deposited these sparks on a lotus in a pond and the child
was born by the fusion of all these six sparks. The krttikas
were asked to suckle the child, and because the krttikas
were six in number, the child split into six babes; and
later the six babes fused and became one child, but with
six heads and twelve arris. Because Agni and Ganga had
roles to play in the birth of this god, he was known as
Agni-jata (or Agni-bhii) and Gangeya. Later he killed the
PRATIMA-KOSHA

three asuras.

His fight against the asura, Taraka by name, is es-
pecially celebrated. He not only killed Taraka but also
split the mountain Krauficha(in which the asura had hid
himself),with his spear(Sakti or Vel). He then became
known as Tarakari, Krau ncha-bhetta,and Sakti-dhara(or
Velayudha). When the god went in pursuit of Siira-
padma, the younger brother of Taraka the asura trans-
formed himself as a mango-tree in the midst of the vast

(from Patna M-useum)

waters of an ocean. The god struck the tree with his
spear, and split it into two parts. One of the parts again
changed into a peacock and was running away. But the
god caught it, mounted on it and went round the world on
it. He, thereupon, became known as Sikhi-vihana. The
other part of the split tree changed into a cock (kukkuta),
and the god secured it in one of his hands, and since then,
it has become the god's emblem (ketu).

Another story (narrated in the Mahabharata)
makes Agni directly responsible for the birth of this god.
Agni, while on his daily errand of conveying the sacrificial
oblations offered by the seven great sages (saptarshis),
fell in love with the wives of the sages; but they did not
reciprocate. But Svih; who was already in love with Agni,
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played a trick on him. She assumed the forms of the wives
of the six sages (barring Arundhati, wife of Vasishta, re-
puted for her chastity), and consorted with Agni on six
days. Each day, however, she took the form of a hawk
(garudi) after the union, flew to the top of a well-guarded
mountain, and deposited the seminal fluid of Agni in
a golden pot. Thus, at the end of the sixth day after
the pratipat of the Kartika month, Kartikeya was born.

(from Adikeshava temple, Thiruvattar)

Because he was born from the seminal fluid which was
dropped into a pot (skanna), he was known as Skanda on
the day of his birth. The second and third days, he grew
into boyhood and was called Kumara. On the fourth day,
when he was an adult, with all the limbs perfectly formed,
he was known as Guha. On the sixth day, he fought with
the asuras and killed them. Hence, the day is celebrated
as the 'sixth day of Skanda, (Skanda-shashthi).

38

It is interesting that the number six is intimately as-
sociated with Kartikeya. He was born from the six sparks
of fire (from Siva), or from the six drops of seminal fluid
(of Agni); he was suckled by the six krttikas; tended by
the six wives of sages(rshi-patni), he grew into maturity in
six days, and became a victor on the sixth-day. He has six
heads, and was adopted by six malevolent deities (causing
trouble to newborn-babes and their mothers). He had six
parents:Brahm3, Rudra, Agni, Svah3, Gahga, and Uma.
It was on the sixth lunar day (shashthi-tithi) that the god
killed the asura.

But, according to Kasyapa-Samhita, shashthi
was an attendant of a form of Skanda. Shashthi is actu-
ally one of the malevolent deities, who is worshipped and
placated on the sixth day after child-birth. Krttika, the
mythical foster-mother of this god, is in fact the third
constellation (nakshatra) of the traditional twenty-seven,
and it comprises of six stars, arranged in the shape of the
flame of fire. And Agni is the deity presiding over this
constellation. This explains the association in legends of
Agni with six Krttikas and with Kartikeya.

In South India, the sites connected with the ex-
ploits and events in the life of Kartikeya are also counted
as six: Palani, (where he abides as a young ascetic,

‘Dandayudhapani)Tirucchendur (where he fought with the
asura Siira-padma and subjugated him), Tiruttani (where
he courted the rustic girl Valli, taught Tamil to Agastya
and expounded the Saiva-siddhanta), Tirupparan-kunram
(where he married Deva-sena or Deva-yanai bestowed
upon him by Indra), Svami-malai (where as a small
child he taught his own father Siva and also Brahma
about the significance of 'pranava’) and Kunradal (ev-
ery hill in the Tamil Country where he is said to dance)
SeeDANDAYUDHAPANI,AGASTYA, DEVA-SENA and
GURU-GUHA.

The iconographic representations of this god are as
numerous as the legends concerning him. He is rep-
resented as seated. (asina) or standing (sthanaka), and
seldom as moving (yanaka), but never as recumbent
(Sayana). The early icons are with one head and two
arms; one of the arms holds a javelin or spear called
Sakti (see SAKTI). Agni-purana (50, 27) prescribes
sakti in the right hand and a cock (kukkuta) in the left,
even as Matsya-purana (260, 47) does. But texts
ke Vishnu-dharmottara-purana ( 3,77 3-5) and
Siva-samhita(’Kailasa-samhita’, 11, 19-21) suggest a
four-armed image: the former text provides spear (sakti)
and the banner of victory (vaijayanti-pataka) in the left
hands, and cock (kukkuta) and war-bell (ghanta) in the
right ones; the latter text, however, prescribes spear and
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KARTIKEYA fighting
(stone relief)

cock in the two extra hands, and the gestures of boon-
bestowal (varada) and protection(abhaya) in the two nor-
mal ones. Matsya-purana suggests $akti and noose
(pasa) in the hands on the right and sword (asi) and ges-
ture of boon-bestowal in the hands on the other side.

Matsya-purana (260, 46-47) suggests that this
god when installed and worshipped in large towns must
have twelve arms, carrying Sakti, noose, sword, arrow, tri-
dent and gesture of protection or boon-bestowal in the
six hands on the right side, and bow, banner (pataka),
fist (mushti) , gesture of threat and warning (tarjani),
shield (khetaka) and cock (kukkuta) in the six hands on
the left side; that when in smaller towns, he must have
four arms (as mentioned above); and if the installation
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Taraka

is in a village or forest retreat, he must have but two
arms, carrying spear (éakli) in the right hand, while the
left hand is placed on a cock (‘vamassyat kukkutopari').
Samarangana-sitradhara , however, prescribes six
arms for an image of this god installed in a large village
(khetaka). And while this text also agrees that the im-
age installed in a town must be twelve-armed, the de-
tails given are slightly different. The hands on the right
side, according to it, carry Sakti, arrow, sword, fist, ham-
mer (mudgara) and the gesture of wonderment (vismaya),
while those on the left, bow, banner, war-bell,(ghanta),
shield and the gesture of growth (samvardhana).

The ancient Tamil classic bearing on the Kartikeya
cult in the South, Tirumurugar-uppadai describes
39



the twelve arms in a different manner. The twelve hands
ate: (i) that which protects the devotees (viz.abhaya)
(¥) that which is placed on the loins(viz.katyavalarhbita);
(¥i) that which carries the goad (ahkusa); (iv) that which
rests on the lap; (v) that which holds the discys (chakra);
(vi) that which holds the lance or spear (Sakti or Vel);(vii)
that which is held on the chest;(viii) that which touches a
garland on the breast; (ix) that which threatens (tarjan);
(x) that which sounds a war-bell (gbanta); (xi) that which
causes rainfall (varshana) and (xii) that which hugs his
consort (afihgana).

While the early icons of Kartikeya have only one
head, it became usual even in the centuries following the
birth of Christ to describe him as possessed of six heads.
The images with six heads appear to have become more
common after the 9th century A.D. While the background
for this unusual detail is the legend of the six kittikas
suckling him as a baby , the Tamil classic mentioned
above (Thirumurugar-uppadai) explains that the
six faces have six functions to discharge: to shed light
on the world’s darkness, to view favouiably the call of the
devotees, to watch and protect the priests as they per-
form the rituals, to enlighten the sages, to frown upon and

destroy the foes of gods and men, and to flook
amorously at his charming consort, Valli (cf.also

Fred.W.Clothey: The Many faces of Murukan, Mo

uton Publishers, The Hagque, 1978).

With six heads, the possession of twelve arms be-
came normal and frequent. The icons with six heads
and twelve arms became popular especially with the Chola
sculptors, and riding on a peacock,but there are also icons
of Kartikeya with six heads and six arms, carrying Sakti,
vajra, noose (pasa), discus (chakra), and the gestures
of protection (abhaya) and boon-bestowal(varada) in the
hands. Images in stone and bronze of Kumara (boyish in
appearance) with one head and four arms are very com-
monly seen in South India. And in this case, the textual
prescription of cock (kukkuta) in the upper left hand is
often ignored, and Vajra (the characteristic weapon of
Indra) is shown instead of the cock.

He is invariably described as having peacock for his
vehicle (sikhi-vahana or mayiira-vahana), although he is
frequently represented without this bird. Infrequently,
however, he is represented as riding on an elephant (gaja-
vahana). When in a standing posture, he is always in
equipoise (sama-pada), and when sitting he is mostly re-
laxed (sukhasana).

Almost all the South Indian texts on Silpa-
§astra and Agama contain elaborate accounts of
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the images of this god and his worship, espe-
cially Suprabheda, Amsumadbheda, Uttara-
kamika, Pirva-karana and Sri-tattva-nidhi.
The most important among them is Kumara-tantra
which is exclusively devoted to the details of this divin-
ity, mythological as well as iconographic. There are six-
teen forms of this god that are enumerated and described

(early Chola temple image)

here. According to this text, he is to be represented
in one of three postures: standing, (sthanaka), seated
(asana), and moving (yana). The principal or immovable
image (dhruva-bera) in the sanctum is required to be in
the seated posture, and is said to be suited for contem-
plation (dhyana). While seated, he may be on the pea-
cock, lotus or elephant ('mayura-padma-gajariidham’).
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The processional image (utsava-miirti) is required to be
standing.

He may be shown as having two arms (when he is
regarded as the sittvika type), four arms (when he an-
swers to the rajasika type) or six, eight or twelve arms
(the tamasika type). The first two types are meant
to be worshipped by the devote:s who seek some ful-
filment (siddhi). The image must be made, accord-
ing to Amsumadbheda , in the superior variety of
paiicha-tala measure. He may be shown alone (kevala),
as a handsome boy after the investiture ceremony (brah-
machari), slightly smiling (manda-hasitam), dressed as a
boy (bala-vesham), auspicious in his appearance as well
as in his looks (Sobhanangam, Subhekshanam), and wear-
ing either the type of crown known as 'karanda-makuta’
(see KIRITA and KARANDA-MAKUTA) or the hair-
style known as 'Sikhandaka’ (side-lock, or hair tied up in
a knot on the top or at one side). (see SIKHANDA)

He may be shown with one consort (Saktyaika-
sahitam); devasena) personified army of the gods), or

with two consmts(sakli-dvaya-yuktam). Deva-sena and-

Maha-valli). When he is the principal deity in the
temple (svayam-pradhana) he is surrounded in the
eight directions by eight semi-divinities as his ret-
inue (parivara-devatas): Yakshendra, Rakshasendra,
Pisachendra, Bhuta-rat, Gandharva, Kinnara, Daitya-
nayaka, and Danavadhipa. Each of these may be two
armed (carrying the sword and the shield) or four-armed,
(showing in addition gestures of protection and boon-
bestowal); they must be all dark in complexion and fe-
rocious in appearance. There must also be in the eight
directions, eight body-guards (sarira-palakas), who may
be one-faced or six-faced and two-armed or four-armed,
shown in an attitude of supplication (anjali-mudra). The
four armed guards will carry in the upper hands, vajra
and lotus (padma). Their names intriguingly are names
of Kartikeya himself: Shanmukha, Sakti-pani, Kartikeya,
Guha, Skanda, Mayura-vahana, Senani and Sakti-hasta.

According to  Armsumadbheda (49,) the two
armed icons may carry cock in the left hand ('kukkutam
vame') and the spear known as Sakti in the right($aktir
dakshina-hastake’), or lotus in both hands ('dvibhujam
padma-hastam’), or vayra in one hand and sakti in the
other. Alternately, the right hand may show the gesture
of protection (abhaya) and hold a staff (danda), while
the left hand rests on the hip (‘katyavalarmbita). The
same toxt prescribes for the four-armed image gesture
of protection (abhaya) and sakti in the two hands on
the right side, and cock (kukkuta) and rosary (aksha-
mala) in the hands on the left. And for the six armed
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(Huchchamalli temple, Aihole)

* form, the text suggests the gesture of protection (ab-
haya), sword (khadga), and sakti in the three arms to the
right and shield (khetaka), rosary (aksha-mala) and
cock (kukkuta) in the arms to the left. The eight-armed
figures carry in addition to the above, bow (dhanus), and
dart (bapa) or vajra and lotus (padma). The twelve-
armed variety has, besides the eight weapons mentioned
above, banner of victory (pataka), mace (gada), javelin

590 e
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(sandstone, Bharat Kala Bhavan, Varanasi)
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($ala) and gesture of boon-bestowal (varada).

There are some wel-known forms of Kartikeya,
which are described in the texts like Kumara-tantra
and Sri-tattva-nidhi:

(1) Agni-jita: Like Agni, he has two faces (dvi-
mukha), but has eight arms, carrying sdarificial ladle
(sruva), rosary (aksha-mals), sword and svastika sign (on
the right side), cock, shield, vaja and the bowl contain-
ing the oblations to be poured into the fire (3jya-patra)
(on the left Side). He may be fair complexioned or black-
throated (syama-kandhara). In this form, he is repre-
sented as the off spring of Agni, and as the very form
of fire-god engaged in the fire-ritual (*agni-hotra-vidhim
devam agni-jata-svarupakam’).

(2) Kartikeya: With six faces, charming like the lo-
tus flower, the form resembles the ruddy glow of the ris-
ing sun (‘taruna-ravi-samabha’). It has six arms (accord-
ing to Kumara-tantra) which carry the boon-bestowal
(varada),vajra (kulisa) and shield (kheta) on the left side,
and the gesture of protection (abhaya), Sakti and sword
(khadga) on the right side. But Sri-tattva-nidhi pro-
vides this form with one head, ten hands, and three-eyes.
The hands carry Sakti, javelin (sula), discus (chakra),
goad (ahkusa) and gesture of protection (abhaya) on the

right side-and the gesture of boon-bestowal (varada), iron

club (tomara), noose (pasa), conch ($amkha) and vajra
on the left side.
(3)Kumara (see KUMARA)

(bronze)

(8) Krauficha-bhetta (see KRAUNCHA-BHETTA)

(5) Gaja-vahana (see GAJA-VAHANA)

(6)Gangeya (see GANGEYA).

(7) Guha (see GUHA)

(8) Tarakari (see TARAKARI)

(9) Deva-senapati (see DEVA-SENAPATI)

(10) Desika (see DESIKA-SUBRAHMANYA)

(11) Bala-svami (see BALA-SUBRAHMANYA)

((12) Brahma-chari: This form represents Kartikeya
as a young celibate, immediately after the customary cer-
emony of upa-nayana for the twice-born. He has one
head, two eyes, two arms, and a fine figure, brilliant like
the rising sun (‘bala-siirya-dhara’, ‘divya-riipa’). He car-
ries in his right hand the staff (danda), characteristic of
a celibate Vedic student and vajra in his left hand; or his
left hand may rest on his thigh (Gru-hastakam). He is in
a standing posture, with his right foot being crossed to
the other side ('savyapasavyapadam’), or with one of the
legs slightly bent (‘akuiichitam va'). He stands upon a
red lotus (‘rakta-padmopari sthita’). He is distinguished
by a tuft of hair (Sikha) sacred cord (yajiiopavita), waist-
cord made of twisted muiija-grass (mauiiji), and a nar-
row strip of cloth covering his genitals (kaupina).

(13) Brahma-sasta (see BRAHMA-SASTA,

DESIKA-SUBRAHMANYA)

(14) Valli-kalyana-murti:  This form represents
Kartikeya in the act of marrying Valli, the tribal damsel
(see VALL!). The storyin Skanda-puranarelates that
both Arivta-valli (Devasena) and Sundara-valli (Valli)were
daughters of Vishou in their previous births. Aﬁ[la-vallf
performed severe austerities and was adopted by Indra,
who got her married to Kartikeya. Sundara-valli, how-
ever, was born under a creeper and was adopted by a
hunter-chieftain called Narnbi-raja. Kartikeya is said to
have courted her and took her to Tiruttani among the
hillocks (about seventy miles from the present Madras
City), where he married her. Vishnu formally presented
the bride to him. '

The iconic representation of this form is very similar
to Siva's own form as Kalyana-sundara(see KALYANA-
SUNDARA-MURTI). The seated Brahma with a sacred
ladle (sruva) in his hand officiates as the priest, and the
well-adorned Vishnu, with a golden pot of consecrated
water held in both of his hands, stands to represent the
bride’s father. The bridegroom is two-armed, carrying in
his arms the gesture of protection (abhaya) and rosary
(aksha-mala), or alternately a small water-vessel(kundika)
in one hand and the other hand resting on the hip ('sroni
bandha’). All the gods praising him are seen surrounding
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the bridal couple ('sakala-suraganais stuya-manam ).

(15) Sakti-dhara: Although most of the forms of
this god carry this characteristic weapon, this form is
specially distinguished by this detail. (See SAKT!, for
the story concerning the fabrication of this weapon).
Sakti represents power,especially the three-fold powers
of desiring (iccha), knowing (jiana), and acting (kriya).
Sri-tattva-nidhi specifies this form as Jiana-Sakti-
Subrahmanya, and describes it as of the nature of the
power of knowledge (jnana-sakti-svaripakam ).

The iconrc form has one head (eka-vaktram), two
eyes (dvi-netra) and four arms (carrying the gesture of
protection, sakti, cock and vajra). He wears on his head
matted braids of hair coiled up as a crown (jata-mukuta),
and around his neck a garland of white cactus flowers
(Svetarka-pushpa-mala). He is of fair complexion ($veta-
varna) and his body is daubed with fine sandal paste
('divya-gandhanuliptanga’). He wears the sacred cord of
white colour ($ukla-yajiiopavita)-

(16) éaravaqa-bhava (see ‘SARAVANA-BHAVA)

(17) Sikhi-vahana (see SIKHI-VAHANA)

(18)Shanmukha(see SHANMUKHA)

(19)-Senani: The form of this god as the leader
of the hosts of gods and other denizens of the celestial
realms in the battle against the asuras like Taraka, Siira-
padma and Simha-mukha. The story related in the epics
and the puranas makes the birth of Kumara serve the
purpose of rescuing the world from the terrors caused by
these asuras. The gods, unable to overcome these asuras
on their own, felt the need for a competent commander,
and that is how Kartikeya was born comprehending the
powers of Brahma, Siva, Vishnu, Agni and Sakti. He was
formally installed as the leader of the hordes by Indra
himself.

This form is distinguished by its warrior-like appear-
ance. He has six heads and twelve arms, carrying in hands
various weapons of warfare: sword, discus, goad, $akti,
javelin, as also the gesture of protection (on the right
side); vajra (kuli$a), noose (pasa), lotus (padma), cudgel
(danda) and mace (gada) as also the gesture of boon-
bestowal (on the left side).

There is a slightly variant form, named Senapati
and enumerated separately in some texts. According
to Kumara-tantra, he is six-headed and twelve-eyed
(shanmukha, dvi-dasa-nayana), but Sri-tattva-nidhi
provides him with a single head and two eyes (eka-vaktra
and dvi-nayana). The former text describes him as em-
bracing the consort seated on his lap to the left and hold-
ing a lotus in her hand (‘vamanga susthitayah sarasi-ruha
dhrtalingitayah). The latter text makes him alone, be-
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(Gaja-vahana)
(from Tiruvasalisvarar temple)

decked with all ornaments (’sarvabharana-samyukta) and
dark-complexioned ($yama-varna).

(20) Subrahmanya (see SUBRAHMANYA)

(21) Saurabheya: This form is a unique form of
Kartikeya in that it has four heads (chatur-vaktra), eight
eyes (ashta-nayana), and eight arms (bhujashta), carrying
in his right hands, gesture of protection, $akti, blue lotus
(utpala), and flower-darts(pushpa-bana), and in his left
hands, gesture of boon-bestowal, vajra, sugar-cane stalk
as bow (ikshu-dhanu) and javelin (sdla). He is standing on
a lotus (kamalasana), with his right leg firmly planted and
his left leg slightly bent (kufichitam vamapadam, susthi
tam dakshina-padam’). His body-colour is given as pale
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SOME FORMS OF KARTIKEYA
(from an old sketch-scroll
of a Mysore Palace artist)

1. Bala-Subramanya
2. Skanda

3. Kartikeya

4. Saurabheya

5. Sharphukha

6. Guha
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1. Agni-jata

8. Kumara

9. Gangeya -

10. Saravaha-bhava

11. Tarakari (Gaja-vahana)

12. Dé&sika (swami-natha)
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red (p3tala, padma-pushpa-nibha).

(22) Skanda (see SKANDA)

There is another form of Kartikeya represented as a
small child, holding lotus flowers in his two hands, stand-
ing between the seated figures of Siva and Parvati (see
SOMASKANDA).

K3rtikeya is also included in the Mahayana Buddhist
pantheon among the group of deities known as '‘Dharma-
dhatu-vigivara-mandala’ (headed by Brahma ), as  de-
scribed in Nishpanna-yogavali. He is here red in
complexion (raktah), six-faced and riding a peacock. He
has six arms, three on each side; he carries in two of his
tight hands sakti and vajra, and in the two of -his left
hands holds a cock ('vamabhyam kukkutam dadhanah’).

The remaining two holds are folded in the attitude of
supplication ('dvabhyam krtanjalih’). Kartikeya also finds
a place in the Jaina pantheon of minor gods.

According to Amsumadbheda , the icon of
Kartikeya is best when it is made in the superior five-
tala measure (‘paicha-talottamenaiva Skandam kuryat
viseshatah’).

Some texts prescribe that Kartikeya must be shown
with five attendants: Kunda, Kusuma, Kumuda, Darnbara
and Adambara (cf. Mahabharata, Salya-parva, 45,
39).

KALA

' Meaning both time and death, Kala is personified
as fierce in aspect (karala-vadana) and striking terror
in the heart of those who look at him (vibhishana).
He is represented as having noose in his hands (pasa-
hasta), with which he collects the souls of those who
die. And he is imagined as having snakes and scorpions
- for his bodily hair (sarpa-vrschika-roma-van) f. Vishnu-
dharmottara, 3, 51, 39

KALACHAKRA

The deity (called in Tibetan Dus-hkhor-lo) of Indian
origin (probably from Andhra Pradesh) of the Mahayana
Buddhism, it is popular in Nepal, Tibet and China.
The Sanskrit text known by the name Kala-chakra-
tantra marked a significant phase in the development
of Mantrayana into Vajraydna and Sahajayana, and her-

alded the formation of a new tantrik sect which em-
phasised the highest form of spiritual discipline known
as Atiyoga (cf. Nishpanna-yogavali and Vimala-
prabha on Kalachakra tantra).

Meaning literally "the wheel of time"”, it signifies an
esoteric field (mandala), the focal point of which is the
deity known as Kala-chakra which is widely and elab-
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orately worshipped. Actually, the symbolism of Kila-
chakra is the conjoint operation of ‘prajiia’ (wisdom) and
‘updya’ (compassion). But the iconographic description
provided in Nishpanna-yogavali is rather ‘grotesque’
(as Benoytosh Bhattacharya rightly points out). The de-
ity is four-headed, with three-eyes in each head (‘dvadasa-
netra chatur-mukhah’); he has three necks (tri-grivah),
six shoulders (shat-skandhah), three on each side; and
each shoulder has two arms, thus having six arms on each
side and twelve in all (or it may be twelve arms on each
side, totally twenty-four arms). Two of the six arms on
each side are blue (nila), two red (rakta) and two white
(ukla). There are for each of the arms, subsidiary arms,
two thousand in number; thus there are in all, twenty-four
thousand subsidiary arms.

In the blue-coloured hands on the right side, he
carries vajra-sword (vajra-khadga), trident and chopper

(from a Tibetan Xylograph)

(khatraka). In the same coloured hands on the left
side, he carries vajra-bell (vajra-ghanta), Khatvanga and
skull-cup filled with blood (rakta-piirna kapala). In the
red-coloured hands, he carries fire (agni), dart (bana),
and Vajra-goad (vajrankusa), on the right side,and bow
(kodanda), noose (pasa) and jewel-in-lotus(mani-ratnam
pundarikam cha) on the left side. In the white-coloured
hands he carries discus (chakra), sharp lance (kunta), staff
with axe (danda-parasu) on the right side, and mirror
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(darpana), vajra-chain (vajra-srnkhala) and the severed
head of Brahma (brahma-irah).

As regards the number of arms, there is a draw-
ing from Nepal (reproduced in Bhattacharya’s book,
The Indian Buddhist Iconography on page 268,
Fig.134), which shows him as having twelve arms on each
side; and Bhattacharya also gives this description while
translating the Tibetan Sanskrit text from Nishpanna-
yogavali (cf. ibid page 187). The drawing from Ti
betan sources reproduced in Buddhist Iconography
(vol.2, p.640, ed. by Lokesh Chandra, Aditya Prakashan,
New Delhi 1987, Kalachakra Section, Folios 494-512) also
has twelve hands on each side. The figure in yab-yung
stance is four-headed. It is clothed only by a tiger-skin
at the loins. The two normal hands are crossed on the
chest in the vi$va-vajra posture. Other hands carry vari-
ous weapons, most of them of tantrik significance.

KALA-DUTI

A minor goddess in the Mah3ayana Buddhist pan-
theon, she is one of the seven who attend on Mahakila
(see MAHAKALA). She is situated in the western direc-
tion, and has four arms, in which she carries skull-cup
(kapala) and cow's head (go-Sirah) on the right side and
mallet (mudgara) and trident (tri-Siila) on the left. She
stands in the alidha posture (see ALIDHA), is red in body-
colour, and has her hair spread out (vikirna-kesa). She
has a horse for vehicle. She is fierce in countenance, and
is adorned by snakes ( cf. also Bhattacharya, op.cit.
p.347).

KALA-PURUSHA (KALA-NARA)

Time, which is responsible for all phenomenal
changes, is imagined as a person. The body of this per-
sonalized Time comprehends the twelve zodiacs as limbs:
Head (Mesha), Mouth (Vrshabha), Arms (Mithuna),
Chest (Karkataka), Belly (Simha), Loins(Kanyi), Be-
low the navel (Tula), Pubic region (Vrschika), Thighs
(Dhanus), Knees (Makara), Legs (Kuribha) and Feet
(Mina) (cf. Brhajjataka).

KALA-BHAIRAVA

One of the fierce forms of Siva, Kala-bhairava is
reputed to be the guardian-deity of the sacred city of
Varanast. Varaha-purana and Kiirma-purana
relate the story of how the creator Brahma was punished
for his arrogance by Siva: the fifth head of Brahma was
nipped out by Siva's nail, but that head stuck to Siva's
palm. Siva had to expiate this sin by wandering about
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KALABHAIRAVA

(from Tiruvapnamalai temple)
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for twelve years as an itinerant beggar, and the spell was
broken when he bathed in the pool in Varanasi, which has
since become famous as 'Kapiia-mochana—ﬁnha' (‘the
waters which made the skull fall off’).

This form of Siva, which is also known as ‘Brahma-
Sirascchetr-mirti (in Sri-tattva-nidhi), is required to
be white in complexion (gaura-varna) and three -eyed
(trinetra) and have the braids of hair done up atop the
head (jata-maulika). One of his ears (the right one) must
be decorated with rolled leaf(patra) or tatafika),and the
other with the ear-piece in the shape of the mythical
crocodile (makara-kundala). His body must be draped
with the tiger's hide. He must carry.in his four hands,
battle-axe (parasu),vajra, spear(sila) or trident- trisila)
and Brahma’s skoll (Brahma-karotika). According to
§ilpa-ratna,he holds in his hands,sword,trident kettle-
drum (damaru) and skull (kapala). His face is tertible and
fangs are shown in his mouth. His sacred cord is described
as made of hair; and his necklace is made of the beads
carved out of bones. A large piece of the skull is stuck
on top of his head as an ornament. A girdle of small bells
adorns the loins.

He is distinguished by the accompaniment of a dog,
suggesting that he is the guardian deity (Kshetra-pala) of
sacred sites. In some icons, the dog is shown as biting
the human head that Kala-bhairava holds in his hand.
The name Kala-bhairava is explained as one who puts
to fright (bhairava) even the god of death (Kala). He is
also called'papa-bhakshana’ (one who devours sins’) (see
also BHAIRAVA).

KALA-RATRI

One of the minor goddesses, she is said, in
Mahabharata (Sauptika-parva, 9), to preside over the
night when death occurs.  She is dark in complexion
(keshna ), fierce in appearance (bhayankari) ; and cruel
laughter (chandatta-hasini) resounds like the death-knell
(kala-twpa). Her body is bathed in oil (tailabhyakta-
s’aﬁrilﬁ). and she rides an ass (gardabha-vahana, khara-
sthita), wearing red garments and garlands. Alternatively,
she is naked (nagna).

She has a single plait of hair (eka-veni), and her
ears are decorated with red hibiscus flowers (karnika-karni
or japa-karnapiira). Her lips are swollen and hang down
(larhboshthi). Her left leg is adorned with an anklet of iron
spikes (‘vama-padollasat-loha-lata- kantha-bhiishana’). A
skull is her banner (miirdha-dhvaja). She has four hands,
carrying in them sword, (khadga), trident (trisdla), noose
(pasa, for dragging the souls of the dead away), and the
gesture of protection (abhaya).
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According to a dhyanasloka in Mantra-mahodadhi
ch.18), she is brilliant like the glow of the ris-
ing sun, dishevelled hair (vigalita-kabari), draped in
black-coloured garments (krshna-vastrayrtangi), and
four-armed, carrying a cudgel (danda), lihnga, ges-
ture of boon-bestowal (varada) and bhuvana; and
three-eyed (trinetra); she has a smiling face (smita-
mukha-kamala); and her body is smitten by darts
from the bow of the god of love (manobhi-$ara-
vikala-tanu). She is also worshipped in a yantra
( ibid. p.548). Sri-Vidyarnava-tantra (Sec-
tion 8) describes her as intoxicated with her youth
(yauvanonmatta-vigraha), terrible looking (bMthana),
and seated upon. a corpse (pretasana-samasina). She
holds in her hand, a cudge! dripping with blood (rakta-
danda-dhara). Her head is adorned with peacock feath-
ers. She is imagined as lustful (madanatura).

Kalaratri also figures in connection with the
Mahayana deity Saribara ( a form of Hevajra, see HEVA-

(from an old drawing from Mysore)

IRA), who is described as riding upon Kalaratri (kalaratri-
samariihah')in the Sadhana-mala text. The consort
of Sambara, Vajra-varahi is described as trampling upon
Kalaratri and her male consort Bhairava (‘padakranta-
bhairava-Kalaratrikam') , in another text of the same col-
lection.

KALAGNI
The fire of destruction at the end of the aeon

(yuganta, pralaya). Skanda-puriana identifies this
fire with the five-headed Rudra (painicha-vaktrah svayam
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Rudrah kalagni-nimatah).
KALAGN!-RUDRA

A form of $iva in one of his terrific aspects, denoting
the destructive fire or the ‘fire of death’(kalagni). Accord-
ing to Kasyapa-silpa , heis four-armed, and carries in
his hands sword (khadga), shield (kheta), bow(dhanus)
and arrow (bana). He wears garmets of red hue.

He is counted among the sixty-four Bhairavas,
included in the seventh group (see BHAIRAVA,
ASHTASHTA-BHAIRAVA). He is in this context red in
body-colour, and four-armed, carrying water-pot (kunda),
shield (khetaka), iron club (parigha) and hand-javelin
(bhindi-pala).

Among the thirty-six principles (tattva) of Saiva-
siddhanta, Kalagni represents the last of the one
hundred and eight bhuvanas (regions) of the Earth-
element (prithvi-tattva), belonging to the Nivrtti-kala
group (see SAIVA-SIDDHANTA) of the Vidyesvaras
(see VIDYESVARA).

KALANTAKA

A form of Siva as the vanquisher of the god of death

(Kala), also known as Ka3lari, it is one of the most im-
_portant ‘sportive and iconic forms ' (ila-mirtis) of $iva.
Stone images of this form are found in most of the larger
temples in South India.

The background story in the puranas relates-that when
Yama, the god of death came to take away the spirit of

KALARI
(from an old drawing from Mysore)
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youthful Markandeya (the pious devotee of §iva), whaose
life-span had got exhausted, the boy was engaged in wor-
shipping the linga of Siva. Yama would not wait till the
worship was completed, and began dragging away the
boy's soul even as the boy hugged the linga in despair.
Siva thereupon burst forth from the linga and punished
Yama for his irreverence towards a devotee. Markandeya
was given a long lease of life staying as a sixteen year old
boy for all time.

There are detailed and closely similar descriptions of
the iconic representations of this form in several agama
texts (like Amsumadbheda, Kamika, Suprab-
heda, Karana, Piirva-karana, and Silpa-
ratna). This is a situational representation of Siva van-
quishing Yama (viz. Kala), and the two figures are invari-
ably involved in the iconic form ; optionally the figure,
that of Markandeya, who occasioned this situation is
also represented by the side of Siva. According to some
texts(eg. Uttara-kamika),the aniconic linga is to be
shown and the figure of Siva as emerging from it, like
‘lingodbhava-mirti’. (see LINGODBHAVA).

Siva is to be shown as usual with one head , three
eyes, and braids of hair done up as a crown on the
head (jata-makuta). His body-colour is to be lustrous
like coral (vidruma); and he must wear all arnaments
(sarvabharana). ‘He may have four or eight arms (the
latter according to Amsumadbheda). When eight-
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KALARI
(stone relief)

armed, he carries in the hands javeline ($ila), battle-axe
(parasu), vajra and sword (khadga) on the right side, and
shield (khetaka), noose (pasa) and the gestures of won-
derment (vismaya) and pointing (siici) on the left. More
common, however, is the four-armed icon. The normal
right hand, which is lifted as high as the ear, (‘karnantam
adhomukham’) holds the javeline, with its spike facing
down (silamadhomukham) and directed towards Yama.
The extra (back) hand on the same side holds battle-
axe (parasu) or assumes the posture of the boon-
bestowal (varada). On the left side, the normal (first)
hand is in the gesture pointing downward (sichayadho-
mukha) at the level of the navel (nabhi-simantam), and
the other (upper) hand is in the gesture of wonderment
(vismaya), with the top of the ring finger(anamikagra) in
level with hair-line of the head (ushnishantam). The lat-
ter hand alternately holds a battle-axe (parasu) or stone
mason’s hammer (taika), the hand being at the level of
the shoulder (hikka-siitra-samam tanka-karam).

If this is the prescription in the Amsumadbheda
(76th patala) and Silpa-ratna (22nd patala), hands on
the right side hold javeline (Sdla) and battle-axe (parasu),
while those on the left carry the gesture of poirting
(siichi) and antelope (mrga) or snake-noose (naga-pasa),
according to Uttara-kamika (57th patala). This text
also prescribes that the spike of the javeline must be
placed on the chest of Yama.

The left leg is placed on the ground, and is slightly
bent (kufichita-vama padam), and the right teq is lifted up
(vddhrta-dakshanghti), according to Uttara-kamika
and Pirva-karana; but Silpa-ratna prescribes that
the right foot is firmly placed on the ground (susthitam
dakshinam padam), and the other foot is lifted up. The
leg that is lifted is to be placed on the chest of Yama
according to Suprabheda (34th patala, ‘padam kalasya
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hrdaye’). The upper portion of the leg that is placed on
the ground must be shown as covered by the tiger’s skin
( Piirva-karana).

The side-glance of Siva must be directed towards
the body of Yama (‘kataksha-dishtir devasya Kala-deha-
vyavasthitah’, Amsumadbhedha; ‘dishtir vai Kala-
dehake ', Piirva-karana). The nose of Siva must
be sharp and the mouth must show tusks (‘tikshna
nasogra-damshtrakam ; Piirva-karana and Uttara-
kamika).

That Kala (viz. Yama) must be made in the
nava-tala measurement, and that his height must reach
no higher than the navel of Siva are the prescrip-
tions of Uttara-kamika ('devasya nabhimanena nava-
talena kérayet‘).. He must wear karanda-makuta and
be two-armed, carrying noose (pasa) while the hands
are placed on the chest in an attitude of supplication
(Amsumadbheda). In one of the texts
(Uttara-kamika), Kila's two hands carry spear (Sila)
and noose (pasa).

He must be shown as fallen on the ground
(patita), with great fright writ on his face (maha-bhaya-
samayukta); and his legs must be thrown apart (vikirna-
pada-dvaya)(Amsumadbhedha). His body is cov-
ered with blood,and his hair and moustaches are red in
colour;his eyes are blood-shot(rakta-lochana);and his face
is terrible and deformed , with sharp fangs in his mouth
(‘darishtra-karala-vadana’, ‘vikrtanana'). He must be
locking at Siva piteously begging for mercy. Uttara -
Kamika says that he might also be represented as hav-
ing fainted (mircchita).

Uttara-Kamika also suggests that Markandeya
must be shown by the side of the aniconic linga from
which Siva emerges. He must be seated or standing in
the three-bend posture (tri-bhafhga): his face must hang
down (adhomukha), and his hands must be in the pose
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KALARI
(from Gangaikondacholapuram temple)

of supplication, also holding flowers as offering (baddha-
pushpanjali). karapagama prescribes that along with
Siva, Gauri must also be seen.
KALARI
Sec KALANTAKA
KALIKA

One of the minor forms, or an attendent, of the
mother goddess, often distinguished from, but sometimes
identified with, Kali. (see KALI). According to Kalika-
purana (uttara-tantra, ch.60), she appeared as a
matanga-damsel in the hermitage of the sage Matanga
on the banks of the river Ganga at its source in the Hi-
malayas, in response to the prayer of the gods, who were
terrorised by asuras like Suribha and Nisurnbha. From
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the body-of this Matahga-damsel, Kalika manifested
herself, dark in body-colour like collyrium (bhinnanjana-
nibha krsna), and terrible in appearance. She had a single
plait of hair (eka-jata), was four armed, carrying sword
(khadga) and lotus flower (indivara) in her right hands.
She wore round her neck and on her head garlands of
human heads (munda-mala-Sirsha grivayam api); and on
her chest snakes coiled like necklaces (‘vakshagra naga-
haram’). Her eyes were blood-shot (rakta-lochana); she
was draped in datk garments; around her loins was tiger’s
skin. Her left foot was placed on the chest of the corpse,
and her right foot on the back of a lion.

The iconographic variant of this form is eight-armed

figure, carrying in the right hands spear (Sala), hand-drum
(damaru), sword (khadga) and small sword (kara-vala)
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and in the left hands skull (kapala), shield (kheta), bell
(ghanta) and gesture of wonder (vismaya). She wears the
braids of her hair as a tall crown (jata-makuta).

She is worshipped in Kali-pitha (either the famous
Kali temple at Calcutta or the Bhadra-Ka3ii temple in Tol
lygaiija, Calcutta), at Kali-Mata on the Himalayas (near
Kedarnath), and in Piirnagiri on the banks of the river
Sarada (Nepal border).

Kalika is one of the seven goddesses who surround
the Mahayana Buddhist deity, the sixteen-armed(shodasa-
bhuja) Mahakala. Her place is in the south-east corner,
and she stands in the alidha posture on a corpse. She
is two-armed, and carries in her hands skull-cup (kapala)
and chopper (kartrn). Her body-colour is blue.

KALIKA-TANDAVA

One of the well-known seven or nine forms of Siva
as a dancer (nrtta-marti) (see NATARAJA), this is dis-
tinguished by two-eyes (dvi-nayana) instead of the usual
three-eyes, and by eight arms (bhujashtaka), instead of
the usual four. Unlike in the familiar Ananda-tandava,
the braids of hair here are tied up in the shape of a tall
crown (jata-sankirna-mastaka). The right leg is lifted up
(‘savya-padam samuddhr tam’); the left leg is bent (‘sa-
vakram vama-padam’) and is placed on the apasmara-
purusha (see APASMARA). One of his right hands in
front is in the gesture of protection (abhaya) and the cor-
responding hand on the left is stretched out to the right
in the form of an elephant’s trunk (‘gaja-hastopamam
hastam prasrtam dakshinanugam’). The other six hands
hold spear or trident (sila or trisiila), noose (pasa), hand
drum (damaru)skull cup (kapala), vessel containing fire
(agni-patra) and bell (ghanta or mani) on the left side.

This dance pose is sometimes referred to as
‘chatura’. While ‘chatura’ is the textual name given to
a.dance-style, Kalika-tandava is not mentioned by that
name in the books. In fact, Kalika is more often associ-
ated with what we know as ‘Grdhva-tandava’ where the
right leg is lifted bolt upright (see URDHVA-TANDAVA).
The story connected with Tillai (viz.Chidambaram) is that
before Nataraja arrived there in response to the desire
of the sages Patanjali and Vyaghra-pada, Kalika was the
goddess who was the guardian-spirit of the place. She
would not allow Siva to dance there. Arguments ensued,
and finally it was agreed that both Siva and Kiliki would
ccmpete with each other in dance styles and whoever was
the winner would reside in Tillai and the other would leave
the place. All the dance sequences that Siva demon-
strated, Kiliki could readily imitate, and Siva was almost
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driven to a corner. At last, Siva had to take recourse to
this unusual posture, Grdhva-tandava (lifting one of the
legs to reach the head in a straight line), which Kikk3
owing to womanly modesty, could not be expected to im-
itate. Another version of the story is that while Siva was
dancing, at one stage, his right ear-ring (karna-kundala)
fell down, and Siva very dexterously picked it up with
his right foot and replaced it on his ear without any one
noticing it, or without interrupting the dance sequence.
Siva was declared the winner in the contest, and Kalika
retired to the outskirts of Tillai and continued to guard
the place (‘tillaikkali ellaik-kappal’).

This ‘Grdhva-tandava’also portrays Siva with eight-
arms, but the dance pose is obviously different from the
one described above. The latter dance is described as a
dance of creation (one of the paficha-kityas shown in the
dance of Siva, see NATARAJA ), and how it came to be
associated with Kalika is not known.

KALIYA

A progeny of Kadri and Marichi and one of the
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more mmportant serpents; it had one thousand hoods.
When Garuda threatened to devour all the serpents in
the Ramanaka island, the serpents made a truce with the
great bird, and promised to send a serpent each day as
food. When it was the turn of Kaliya, the serpent fled
and hid itself with its family in one of the depths of the
river Kalindi (viz. Yamuna), where Garuda could not en-
ter owing to a curse by the sage Saubhari. Because of
the copious venom from Kaliya and its family, the wa-
ters of Yamuna in this area became poisonous. When
once Krshna came theie along with his cowherd compan-
ions(gopalakas) some of his companions who drank from
the river fell down dead. Krshna thereupon jumped into
the river from a tree, and danced upon Kiliya who rushed
to attack him. Kaliya was hard-pressed and began vom-
itting blood. He begged Kishna to forgive him, as the
wives and the children of Kaliya also did. Krshna spared
Kaliya's life and sent him back to the Ramanaka island,
assuring the serpent that Garuda would not harm it, see-
ing Krshna's foot-prints on its hood (cf. Bhagavata-
purana, skandha 10). Kaliya is said to be an incarnation
of Kala-nemi, anasura and grandson of Hiranya-kasipu.

KALIYA-TANDAVA

An iconographic representation of Kishna dancing
on the hoods of the serpent Kaliya (see KALIYA) in the
waters of the river Kalindi (viz. Yamuni). One of the
god’s foot is placed firmly on the serpent’s head, and
the other foot is lifted in a dancing pose. Krshna is rep-
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(modelled after Nataraja)
(bronze)
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(stone relief from Lepakshi)

resented as being in his early youth, and two-armed. He
holds his right hand in the gesture of protection (abhaya)
and with his out-stretched left hand holds the tail of the
serpent. On Krshna’s head is the arrangement of hair as
a decorated knot (Sikhanda), or a karanda-makuta. He is
well bedecked with ornaments but is shown as nude.

KALT

Kali, one of the major forms of the Mother-goddess,
is so called because (1) she is the very creative principle
(‘kalanat’); (2) she activates the universe by the power
of time (‘kala-$aktya pari-chalayati'); (3) her body colour
is black (‘kalah-krshna-varnah asyah’); (4) she is the pri-
mordial nature of all things ('kala-sankalanat sarvesham-
adi-tipini’); (5) she is the consort of Siva who is called
Kala (Kalasya stri’); and (6) she is the supreme energy
(‘Kali nama para saktih ).

C



KALI

(stone)
(Padmanabhasvami temple)

(Kulashekarapuram)

PRATIMA-KOSHA
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Stories about the origin of this form are numerous
and varied: the occasion of the struggle between the
Great Mother (Jagadamba) and the asuras Chanda and
Munda (Markandeya-Purana, 87, 5); the need to
vanquish the asura Daruka, who had obtained the boon
that he would not be killed by any male being ; and the
poison in Siva's throat taking the form of Kili (Linga
purana 39, 72); emanation of Maha-maya (Kalika-
purana); the first manifestation of Maha-kili in or-
der to help the gods win their battle against the asuras

(stone)
(Padmanabhasvami temple)
(Kulashekarapuram)

PRATIMA-KOSHA

(Clay)

(from Tiruvakkarai)
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(wood carving)l
(Ambalapadi, Udupi)

N

(Karkala)

Q

(stone)

.(B‘z;hannﬂa-tantra. 42); and the emanation of Siva
during the fight between Siva and " Sarikha-chiida (the
husband of Tulasi (see TULASI)) (Brahma-vaivarta-
purana), 3) (cf. Devi-kosha, ed. by Prabhu-datta
Desai, vol. 2, pp. 127-128).

Her origin has always been regarded as anger (of
Jagadarnba or Tripura), stress occasioned by the victory
of the wicked asuras in the battle-field, and the ferocious
venom which had settled in Siva's throat. Hence her form
is extremely fierce (bhayanaka), and is meant to destroy
evil and protect the good folk. The severed human head
that she holds in one of her hands is symbolic of ignorance
(ajiana), and the demon that she destroys is infatuation
(moha). The garland of heads around her neck is symbolic
of the fifty letters of the alphabet, for she is the origin of
sound, from which the universe came to be formed (cf.
Kamadhenu-tantra).

Whatever the symbolic significance of the unusually
violent and exotic details of her form, the texts provide her
with a form of great ferocity. The textual iconographic
accounts also are various, and more varied are the actual
specimens of her form that are iconically extant. The
Kali-tantra has a ‘dhyana-sloka’ which describes her as
greatly fierce (maha-bhima), with terrible fangs (ghora-
darishtra), smiling broadly (hasan-mukhi),mounted on a
corpse ($avarudha), four-armed (carrying sword, human
head, and gestures of protection and boon bestowal),
adorned by a garland of human heads (munda-mala-
dhara), naked (digambara), tongue lolling out (lola-jihva),
and residing in the burning grounds ($masanalayavasini).
Despite all these unsavoury details, she is adored as aus-
picious ($iva). '
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(from Visvanatha temple)
(Tenkasi)
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(bronze icon)

According to Bhavishya-purana her body colour
is jet black (ghana-Syama), like the dark clouds of
the rainy season, but her face is copper-red (tamra-
rakta). She is two-armed, and carries a ‘karnika’ flower
in one hand, and a severed human head in the other.
Markandeya-purana (817, 5), which ascribes her ori-
gin to the forehead of the angry Arbika (mother goddess)
describes her face as terrible (karala-vadana).

Kalika-purana (uttara-tantra, ch.60) makes her
complexion blue-lotus-like (n?lotpala-dala-s’yimé'), and
her body emaciated (kréangi), extremely long and
intensely frightening (ati—dirghilibhfshar_ﬁ); she wears
round her neck a garland of heads, and around her waist
the tiger's skin. Her tongue is thrust out dripping with
blood (lola-jihva). Her eyes are blood-shot, and her
voice striking terror (nada-bhairava). She has four arms,
and carries in the right hands, a magical dagger called
Khatvanga and sword called Chandrahasa, and in the left
shield (charma) and noose (pasa). She rides upon a dead
body without its head (kabandha-vahana).

Tantra-sara, which quotes from Kala-tantra,
adds that she is naked (digaribari), that she has
terrible fangs (ghora-darishtra), large and high breasts
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(pinonnata-payodhara), hair let loose (mukta-kesa), and
four arms, carrying a human head severed just then
(sadyaschinna-sSirah) and a sword in the left hands and
the gestures of protection and boon-bestowal in the right
ones. She stands upon the chest of Siva who lies prostrate
like a corpse (sava-riipa-mahadeva-hrdayopari-saristhita);
and she is surrounded on all four sides by cruel jackals
(Sivabhih ghora-riipabhischaturdikshu samanvita).

Among other details provided in the texts are: three
eyes like fires; ears being adorned by the bodies of two
asuras; waist-girdle made of fingers (or hands) cut ofl
from the bodies of the asuras killed; jewelled throne
(ratna-simhasana) for a seat; red-coloured garments
(rakta-vastra); snake ornaments (nagabharana); babies
for ear-rings (Sisu-kundala); and trident (tri-$iila), hand -
drum (damaruka), skull-cup (kapala) and noose (pasa)
in the four hands. Sri-tattva-nidhi makes her eight
armed, carrying conch (Sarikha), discus {chakra), mace
(gada), water-pot (kuribha), pestle (musala), elephant-
goad (ankusa), noose (pasa) and vajra.

Tripura-rahasya explains the rather intriguing
detail of Kali, her tongue thrust out, trampling upon Siva
(her husband) under feet. The occasion is the fight be-
tween Siva and Sarikhachiida (see TULASI). When Siva
was losing, he prayed to Tripura for help. She produced
Kali by her ejaculation ‘Hiiriv’. Kali, terrible in aspect and
violent in conduct, drank liquor and lusted for a male

(Lakshmi temple)
(Doddagaddavalli)
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consort (‘manunartham samarabhe’). At the behest of
Tripura Siva took the form of Mahi-kala (see MAHA-
KALA), and became inebriated like Kali. Then he copu-
lated with Kali (‘taya saha maithunam samarabhe’). Kali
thereafter attacked the asuras who helped Sarkha chiida,
and killed them all. Excited by. the victory, she began
a wild dance, which was even more destructive than the
troubles caused by the asuras. In order to bring her back
to senses, Siva lay prostrate on the ground, and K3l dur-
ing the course of her dance stepped on Siva, and stood
on his chest. Suddenly, however, her eyes caught the eyes
of Siva and she was overcome by amazement (ascharya)
and shame (lajja). An expression of her sudden realiza-
tion of the impropriety of the proceeding was her tongue
lolling out.

There are several variant forms of Kaili, like Bhadra-

(bronze icon)

kali, Dakshina-kali, Guhya-kali, Siddhi-kali, Kama-kali,
émasana-kali, Dhana-kali, and Raksha-kali. Dakshin3-kali
is one of the forms that is well known and popular in Ben-
gal. Dark in colour, she is four-armed, and she dances
gleefully on the corpse (siva) with a sword in one of the
hands and a severed head in another. Bhadra-kali is de-
scribed as ravenously hungry all the time. Guhya-kali is
draped by black garments and seated on a serpent-couch.
émacina- kali is emaciated in body, three-eyed, naked,
and engaged in drinking blood (or liquor).
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(stone)

(from Chidambaram temple)

The Jaina pantheon includes Kali as a yakshini, a
¢asanadevata and vidyi-devi. As Mahakali, she is the
yakshini of the fifth tirthankara, Sumati-natha,accord-
ing to the Svetarmbara faction. She is golden coloured,
seated on a lotus, and four-armed, carrying the gesture of
boon-bestowal, noose, goad and fruit in her hands (in the
pradakshina order). The Digaribaras assign the yakshini-
Kali to the seventh tirthainkara, Suparévanatha. She is
64

fair complexioned, has a bull for her vehicle and is four-
armed with the gesture of boon-bestow al, rosary,axe and
fruit in her hands. They assign Mahakali to the ninth
tirthankara Suvidha-natha (Pushpa-danta): she is dark in
body-colour, rides a tortaise, and carries in her hands ges-
tare of boon—bestowal, club (mudgara), vajra and fruit.

There is Kali also among the sixteen vidya-devis.
She is seventh in the list; she is seated on lotus, and
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(stone)
(from Karnataka)

dark in complexion. She carries in her four hands rosary,
mace, vajra, and gesture of protection. There is another
form in the same group, who bears the name Mahakili
(the eighth): she is dark blue (tamala) in complexion,
rides on a human being and carries in her hands rosary,
vajra, bell and the gesture of protection.

KAVERI

The South Indian river which flows in Karnataka
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(old drawing from Mysore palace)
PRATIMA-KOSHA

and Tamil Nadu (taking its rise in the Talakaveri in the
Kodagu district of Karnataka and joining the sea at Pum-
puhar in Tamilnadu), personified as the daughter of sage
Kavera and wife of the celebrated sage Agasthya. The
story in Skanda-purana makes the river flow out of the
water -vessel (kundika) of Agasthya. (See AGASTHYA).
The texts, however, do not prescribe any iconographic
form to this river goddess, although in recent  years
images of Kaveri are set up. These images show a lady
with two arms, holding a pot of water in both the hands.
Mahabharata (‘Sabha-parva’, 9, 20) regards the river
Kaveri as a goddess who lives in the court of Varuna.

KINKINT

A jingling ornament, especially for the anklet; a gold
chain fitted with tiny bells (kshudra-ghanta).

KINNARA

A celestial and mythical class of beings (deva-yoni),
distinguished by a human body and horse’s head (asva-

(Mallikarjuna temple )
(Sni-Saila)
mukha), or by the horse's body with a human head. The
expression ‘kinnara’ (kiirnara) literally means a curious
specimen of the human species. Kinnaras are celestial
musicians (svar-gayaka) and they are depicted in Agni-
purana (51) as playing musical instruments like lute
(vina) or as singing. They are usually seen with their
sorts (kinnaris) and are amorous by temperament. They
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are closely affied o the yakshas, apsaras, gandharvas and
vidhyadhdras. In the early Buddhist texts like Lalita-
vistara, Kinnaras belong to the yaksha group.

They are reputed to be denizens of the Himalayan
heights. According to Jaina ideology, they live in the
‘vyantara', viz mid-region between earth (bhuvana) and
the heavens (jyotiksha). Kinnaras are distinguished from
Kirmpurushas, who also live in this region, along with
the great serpents (mahoraga), gandharvas, yakshas,
rikshasas, bhitas and pisachas.

. The iconographic representation of Kinnara, who
is the yaksha ot the fifteenth tirthankara, Dharma-natha,
has a tortoise for his vehicle (kirma-ratha); he is coral
complexioned, three-eyed, three-headed,and six-armed;
he holds in his hands citron (matulinga), mace (gada),
gesture of protection (abhaya), mongoose (nakula), lotus
(padma), and rosary (aksha). i this is according to the
Svetarnbara faction, the Digarmbaras represent him as car-
rying in his six hands gesture of boon-bestowal (varada),
club (mudgara), rosary (aksha-mala), disc (chakra), vajra
and goad (ankusa).

KINNARA-SIVA

A rare form of Siva, represented as dwelling in the
crematorium ($masanastha), silent (maum), with matted
hair piled up on his head (kapardi), garmented only by a
narrow strip of loin - cloth (kaupina), and the whole body
daubed with white ash {susita-basmoddhiilita-tanuh) He
is surrounded by many kinds of ghosts and goblins(bahu-
vidha-pisachaih parivitam). He holds in his hands a tri-
dent (trisiila) and a skull containing fire (kapalagni) (cf.
Silpa-ratna, 198).

KINNARESA

= One of the names of Kubera, the lord of the yakshas.
Kinnaras are often included in the yaksha-kula, and even

when they are not, they are closely associated with the
yakshas.

KIRATA-MURTI

One of the twenty-four sportive forms (lila-miirti) of
Siva, and included in the benevolent forms (anugraha-
miirti). The composition of the sculpture w\hich is quite
common in South India follows the story as told in
Mahabharata (vana-parva, ch. 167) and redacted by
the celebrated poet Bharavi in his Kiratarjuniyam.
When the Pandavas were in exile, residing in Dvaita-vana,
the sage Vyasa came and initiated Arjuna into the mantra
concerning ‘pasupatastra’ (see PASUPATASTRA). Ar-
Juna retired to the Indra-kila mountain and engaged him-
66
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(bronze)

self in severe .penances in order to propitiate Siva and
obtain from him the pasupatastra. A danava, Mika by
name, assumed the form of 3 wild boar and tried to scare
Arjuna away. Siva thereupon appeared on the scene as a
wild hunter (kirata) to kill the danava. Even as the hunter
struck the wild boar with an arrow Arjuna also pierced
the boar’s body with an arrow from his bow. The boar
died, but there ensued an argument between Arjuna and
the hunter (viz.Siva in disquise) as to who really killed
the boar. The argument led to a fight between the two
and pleased with the valour and might of Arjuna, Siva re-
vealed himself and bestowed the ‘pasupatastra’ upon him.

The iconographic representation of the episode
makes Siva look like a hunter and Arjuna as a hermit.
A boar also may be represented near them. Arjuna is
shown as two-armed and standing; his hands are joined in
supplication (aijali); his braids of hair are tied in a bunch
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(bronze)

on top of his head (jata-makuta), to signify that he is
engaged in austerities. In his arms is tucked up a bow,
and at his back a quiver of darts.

Siva is represented as a wild hunter of the moun-
tanous regions in the Himalayas, in order to test the de-
votion of Arjuna, the Pandava hero. This form of Siva is’
three-eyed and four-armed. Sometimes, he is also shown,
as two-armed. The head-dress is matted hair done up as¢
a crown (jata-makuta). His body posture is erect (sama-
bhanga), and he is bedecked with the usual ornaments.
His hands carry in addition to the characteristic battle-axe

(parasu) and antelope (mrga), bow and arrow (to signify
the hunter's form). To his right must be shown Arjuna,
and to his left Gauri.

. Lo
KIRITA [YORAN
. ”' (TC) a
The crown, ornamentatl crest or diadem worn on the 2 {‘ImL.

head, signifying power and glory. A variety of ‘makuta’
(see MAKUTA) is also called as Kirita-makuta (distin-
quished from other forms like jata-makuta).
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Kirita is usually tall and tapering. It is bedecked with
many jewels (hence called ratna-kirita), and has distinct
parts like ‘band’ (patta), ‘central motif of a large gem’
(mukha-mani), ‘body with varied designs’ (gatra) and
‘crest-jewel'($ikha-mani). It is usual for Vishnu icons to
wear this form of crown. Kubera, the lord of the Yakshas,
is also prescribed to wear this crown, but with a slant to
the left (vama-kirita).
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The Kirita is a development of the idea of ushnisha
as a natural protuberance on the top of the head of a
great man (see MAHAPURUSHA-LAKSHANA). and the
stylistic representation of ushnisha as an ornamental and
detachable head-wear of a royal personage or a celebrity.
Early illustrations of kirita are like inverted baskets, flat
and broad at the base, and gradually becoming narrower
until it reaches the crest- jewel (Sikha-mani). The resem-
blance of this to the superstructure (Sikhara) on top of
the sanctum in a temple is marked.

The kirita may be plain, like a conical cap, as it is
usually represented in the Pallava icons, or decorated with
fine designs and studded with precious stones. The top of
the kirita-makuta is dome-shaped, surmounted by a jewel
(called sikha-mani or sometimes chuidamani).

KIRTTA-M(A)UKUTA
(See KIRTTA)
KISHKU

A measure described as the length of the fore-arm,
span (hasta), cubit (vitasti), or a measure of twelve,
angulas (see ANGULA).

PRATIMA-KOSHA



KIRTI-MUKHA meant for worship; it is a popular and ancient device. Its
employment in sculpture dates back to the second cen-

The main member of the ornamental arch : . . . ;
tury A.D., and includes Buddhist deities. It is a stylised

(prabhavali or prabhi-mandala) shown behind the icons




leonine face shown with protruding eyes, open mouth with
fierce fangs at the sides, and tongue lolling out. From its
Jjaws on either side of the tongue issue forth mythi-

cal crocodiles (makaras), chains of pearls and garlands of
flowers.

The origin of this motif is uncertain, and the signifi-
cance of the expression ‘kirti-mukha’ (which means "the
face of glory ") is also not very clear.

But a story in Padma-purana (uttara-khanda,
Ch.  50) mentions that Kirtimukha was a member of
Siva’s retinue (gana). It had a grotesque body with
three faces, three legs, seven arms and three tails. The
same text gives another story involving Kirti-mukha

The wicked asura, Jalandhara by name, fell in love
with Parvati, and sent his emissary R3hu to Siva demand-
ing Parvati. Siva became furious and from his matted
locks of hair Kirti-mukha flashed forth and began devour-
ing Rahu. Rahu got panicky and begged Siva to forgive
him, for he was only an emissary (diita). Siva saw his
point, and asked Kirti-mukha not to harm Rahu. But the
curious and ferocious monster had an insatiable hunger,
and Siva asked it to devour itself. Obedient to the com-
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mand of its master, it consumed its own body, and only
the head remained. The mouth wide open could not pos-
sibly swallow the head in which the mouth was located.
Siva was pleased with the obedience of his gana, and be-
stowed a boon on this bodiless head of the monster that
it should be represented and worshipped in all temples
along with the icons (see PRABHAVALI).

KUKKUTA

The wild cock with a flaming crest, symbolizing a
fire-brand or flames of fire, is the emblem of Kartikeya
(see KARTIKEYA). It is usual to represent Kartikeya
holding a cock in one of hands on the left side, or holding
a banner (patika) on which the cock’s figure is painted.

sKukkuta is also'the name of one of the mother-goddesses
in the retinue of this god.

Kukkuta, also called ‘charanayudha’(” one whose
legs are its weapons”), is also personified as a deity: with
neck and legs adorned with all ornaments (sarvalankrti-
dipti-kantha-charanah), with golden coloured body
(hemabha-deha-dyutih), exceedingly clever in flapping the
wings (paksha-dvandva-vidhiinanetikusalah),
red crest resembling the lotus in Gauri's hand (Gaurr-
hasta-saroja-go-runa-sikhah)and bright red beak (raktam
chaiichu-putam).

Kukkuta is the name of one of the eight atten-
dant door-quardians (ash;a—praﬁhﬁra-dvira-pilakas)of the
temple of chandika. He is stationed on the left side of the
western entrance, caiiyiiig in his four hands staff (danda),
gesture of protection (abiiaya), vajra and the gesture of
warning (tarjani).

Kukkuta is the vehicle of Padmavati (see PAD-
MAVAVATI) who is the yakshini of the twenty-third
tirthankara, Parvanatha, in the Jaina pantheon (cf,
Ripa-mandana, ch.6,21, ‘Padma kukkutasthd’).

with pale

KUCHA-BANDHA )
Breast-band of different types used in feminine icons.
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KUJA

The Indian planet Mars (also called Mangala or
Angaraka), regarded to be the offspring of Earth (Ku-
ja, Bhauma), and a progeny of the race of Bharadvaja.
For details see ANGARAKA.

KUNCHITA-PADA

Name of Siva as a dancer, because both his legs are

(Kali,Siva and Krshna)

bent(_kuii(.:hila)in some dance poses.
KUTTI-CHATTA
The ‘young $asta’ is a popular folk deity in South

India, especially in Tamil Nadu and Kerala. He is repre-
sented as riding a buffalo and as two-armed, carrying a

PRATIMA-KOSHA

cudgel or sword in his right hand, and holding a bowl in
the left. His most celebrated shrine is at Avanagode in
Kerala. His help is frequently invoked by magicians and
sorcerers; and all untoward happenings and intriguing
episodes are ascribed to this spirit. He is a cultic ob-
ject of worship, and is the central figure in occult rituals
involving possession and dance.

KUTHARA

A hatchet or axe held in the hand of some fierce
forms of Siva, especially Bhairava with multiple hands.

KUNDALA

Literally meaning ‘circular ornament’, ‘valaya’, it
is however more specifically an ear-ring, ear-drop or
pendent, (sometimes also called Karna-kundala) or ear-
piece of any shape. Sculptural representations illus-
trate many types of ear-ornaments, most of them hav-
ing round shape, and hence answering cowrectly to the
original meaning of kundala: kanchana-kundala (made of
pure gold), ratna-kundala (inset with jewels), tatanka or
chakra-kundala (wheel-shaped), mani-kundala (set with
precious stones), trikarna (three circular rings joined to-
gether ), karna-piira  (a round ear~drop), patra-kundala
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KUNDALA
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(shaped like a leaf), sirhha-kundala (rounzi in shape, but
with the -head of a lion in the ‘centre), sankha-patra-
kundala (carved out of a piece of conch), kamala-kundala
(shaped like a lotus flower), sarpa-kundala (shaped like
a coiled serpent), vrtta-kundala (round shaped), karna-
valaya (circular ear-drop), makara=(or nakra)=kundala
(shaped like the mythical crocodile), matsya-kundala
(shaped like a fish), SiSu-kundala (with a design of ba-
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bies), and preta-kundala (with a corpse inserted in the
ear-lobe).

The last two unusual varieties of ear-ornaments
are to be seen in fierce forms of gods and goddesses
like Kili, Bhairava, Pratyangira, and Aghora. Sarpa-
kundalas are worn by Siva, Bhairava and Ganesa. Nor-
mally, the icons of goddesses are shown as wearing Vrtta-
kundala, Kamala-kundala, Tatanka and Trikarna. Images
of Vishnu have makara-kundalas . Siva often has two
dissimilar ear-pieces, karna-kundala on the left ear and
makara-kundala on the right ear.

PRATIMA-KOSHA

KUNDIKA

Small water-vessel, with a round belly and narrow

mouth, held in the hands of Brahma, Sarasvati or sages.

KUNDODARA

Pot-bellied goblin (bhiita), who accompanies Siva
as Bhikshatana-miirti or Kankala-marti (see SIVA,
KANKALA-MORTI, BHIKSHATANA-MORTI). Stand-

(accompanying Bhikshatana-miirti)

ing, or seen as moving, on the left side of Siva, he car-
ries a platter on his head for the alms collected to be put
in.The figure is two-armed, short, squatty, and has fangs
in his mouth.

KUNTA

A lance or spear with thorns on the staff, carried in
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the hands of multi-armed gods and goddesses, especially
those represented as fighting with asuras.

KUNTHU-NATHA

Also called Kuntha-nitha, he is one of the twenty-
four tirthankaras of the Jaina pantheon, the seventeenth.
He was born in. Gaja-pura as the son of the king Siira-
sena and Sri-kanta-devi. His birth constellation is Krttika
and zodiac sign taurus (visha). He obtained omnisdence
while meditating under the Tilaka-tree. His body-colour
is golden, and his emblem goat (chaga). His chauri-bearer
is the chieftain Kunala. His chief disciple (gana-dhara) is
Svayarhbhu. The name of his yaksha is Gandharva, and
of his yakshini Jaya (or Vijaya according to Digaribara
tradition) or B?li or Achyuta (according to Svetiribara
tradition). (se¢ GANDHARVA and BALA).

KUBERA

Also known as Vaisravana, Dhanada, Nidhi-pati, Ku-
bera is the guardian spirit oi the northern direction, mas-
ter of the riches and lord of the yakshas and kinnaras
(hence called Kinnaresa, Yakshadhipathi). His images are
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(Govi, Museum, Mathura)
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among the earliest specimens of icons for worship in the
country, and his cult has been popular in Hinduism, Jain-
ism and Buddhism.

The expression Kubera (or its variant form Kupira)
is of uncertain origin. It has been suggested that the word
means that which ‘covers’ (from root ‘kub’) (Hopkins ), or
the hero that dominates the earth (ku-vira, kurtwiseshena
irayati) (Cunningham). The puranic legends explain that
the word refers to his deformed body (kutsitam beram
sariram yasya), which was a result of Devi's curse.

According to the Bhagavata-purana (10, 9-10),
he was the son of the sage Visravas (who was the son
of Pulastya, who in turn was the son of Brahma, and his
wife Deva-varnini or llabil3). Viéravas had his hermitage
in Avanti on the banks of the river Narmad3, and Ku-
bera was born in this hermitage. Kubera's wife is Rddhi
(or Bhadra), from whom he had two sons Nalakiibara
(who was reborn as Yamalarjuna during Krshna's career
on earth) and Manigriva. Vayu-purapa knows of an-
other son to Kubera, Paiichika (or Paiichalika) by name,
who was a devotee of Siva. While the latter was engaged
in austerities on mount Kailasa subsequent to the death
of  Sati this Paiichika served him. It is said that when
Siva suffered as a result of K3ma striking him with flower-
arrows, Paiichika transferred the suffering to himself and
became smitten with love.

Kubera was originally the guardian of the north-
ern direction, the friend of Siva, lord of rakshasis and
thus malefic in character. He ruled over Lanka, and en-
joyed a delightful chariot named Pushpaka. All these were
gifts of Brahma to him . But his cousins, Ravana and
Kuribhakarna, seized this chariot, and drove him out of
Lanka. Kubera's father Visravas had also three rakshasa
consorts: Pushpotkata (from whom he got Ravana and
Kuribhakarna as sons ), Rika (from whom were born
Khara and Sirpanakh3) and Malini (who was the mother
of Vibhishana). Kubera's early carreer was thus closely
connected with the rakshasas; and Mahabharata (3,
158, 57) mentions a rakshasa, Manimat by name, who
was a friend of Kubera. Asvalayana-srauta-siitra
makes him the overlord of raw-flesh=consuming gob-
lins (pisachas); and San khayana-grhya-siitra asso-
ciates him with 13na. He ruled over Lanka, which was
the city built by the divine architect Maya for Indra on top
of the mountain, Trikita, in the midst of the southern sea.

After leaving Lanka, he is said to have performed
penance at the confluence of the rivers Kaveri and
Narmada ( the present Orkaresvara near  Khandwa in
Madhya-Pradesh), and was made the lord of yakshas by
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Siva (according to a story in Padma-pur#ina). Siva be-
stowed upon him lordship over the yakshas and residence
in Kailasa. The celestial architect Visvakarma built for
him a palace in a lovely garden kidown as Chitra-ratha,
which contained the wish-fulfilling tree (kalpa-vrksha). It
was in this garden that he was consecrated as the lord of
riches (dhana-pati, vittesa), and the master of the eight
treasures (‘nidhis’, viz. Padma, Maha-padma, Makara,
Kacchapa, Kumuda, Sarikha, Nila and Nandana). His
palace was on the banks of the sacred Alanka—nanda
river in the Himalayan heights. The city in which he lived
and ruled over the yakshas was Alaka, and his palace was
known as Mahodaya. v

He was distinguished by the possession of a mace
(9ada) which was made of nails and thorns (bahu-
kantaka). The earliest iconographic description of Ku-
bera, however, is in the ‘parisishta’ to Asvalayana-
grhya-siitra: he is described as golden-coloured in
body,riding a horse, and carrying in his hands a spear
($iila) and dart (Sara). He is the lord of riches (nidhi).
Vishnu-dharmottara (Ch. 53) contains a more de-

tailed account of his form and nature. He has a round -

and protruding belly (larnbodara), moustache and beard
(§masru-dhari), and two fangs in his mouth sticking out
(dve darishtre mukhe tasya), signifying in his malevalent
and benevolent nature (nigrahanugraha). He is said to
wear the garments which are customary in the northern
areas (udichya-vesha), and also a coat-of- mail (kavachi).
He is four-armed, carrying in his right hands mace (gada)
and <akti and in his left a jewel-pot (ratna-patra) and a
pot of riches.

He is seated, and on his left lap sits his two-armed
consort Rddhi, who has her right hand behind -his back,
embracing him, and carrying a jewel-pot in her left hand.
At the feet of Kubera are the two treasures (‘Sarkha-
padmau nidhi'). Kubera's left eye has a tawny hue (vama-
pingala-lochanah), which is explained in another text as
due to the curse of Parvati. Kubera looked at Parvati with
lust , and Parvati cursed him to become blind. Later she
mitigated the severity of the curse by making one of his
eyes tawny (pingalaksha or eka-pingala) to remind him of
his act of impropriety.

Riipa-mandana,which also provides Kubera
with four arms, prescribes mace (gada), treasures
(nidhi), citrus fruit (matulinga) and pot (kurhbha).
Amsumadbheda and Suprabheda, however, make
him two-armed, holding a club in one hand (according to
the latter text), or showing the gestures of protection (ab-
haya) and boon-bestowal (varada) (according to the for-
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"(Lus Nanpo)
(Tibetan Xylograph)

mer text). Both the texts desc-ibe him as having a fierce
and powerful appearance {‘bhiitakaram mahabalam’).

Texts differ regarding his vehicle (vahana): man
(nara-vahana, according to Pirva-Brhat-sarhhita
and Ripamandana ),elephant (gajaridha according
to a variant ‘reading of fhe last text), horse (ac-
cording to Asvlayana-srautasiitram), ram (accord-
ing to Amsumadbheda), and chariot drawn by men
according to §ilpa-ratna). About the manner of his
sitting, texts presciibe bhadrasana (squatting with both
legs tucked up), pralarnba-padasana (both legs dangling)
or lalitasana (seated at ease on a couch). Among what
he is said to carry in his hands are cup of wine, goblet or
purse of money, vessel filled with nectar, mongoose(held
by its neck), lotus, staff, and pomengranate (bija-pira).

He is given elaborate and decorated head-dress
(ushnisha). When he wears a tall crown, it should,
according to Brhat-samhita, incline slightly to the
left (pSrsva-mauli). He is also well adorned with neck-
laces (hara), ear-rings (kundala), armlets (keyira), wrist
-lets (kafikana), and white garments (sitaribara). Silpa-

ratna and Matsya-purana prescribe that Kubera
should be sorrounded by ‘eight treasures’ (ashta-nidhi)
and the class of beings known as guhyakas.

In the tantrik lore, he is pictured as a corpulent dwarf
(tundila), with extremely short arms and legs (kharva-
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(9ilt, copper)
(Calcutta Art Gallery)

(Khajuraho)

kara-pada), seated on a jewel-throne under the banyan
tree (vatidhastad-ratna-pithopavishta). He is two-armed
and carries a gold pot with riches (dhana-plirga-svarna-
kurhbha)and a vessel full of jewels ((ratna-karandaka)
He has a smile on his face (susmitinana) (cf. Mantra-
mahodadhi, ch9).

{Kubera is regarded as the yaksha of the nineteentn
tithahkara Mallinatha. The Jain texts describe that his
body colour is like that of a rainbow (‘indrayudha-dhyuti’,
‘surendra-chapa-sadréa’),that he is four faced (chatur-
mukha) and that he rides on an elephant. Hemachandra
gives him eight hands, carrying the gesture of boon-
bestowal (varada), axe (parasu), spear ($ila) and the
gesture of protection (abhaya) (on the right side), sakti,
club (mudgara) pomegranate fruit (bijapiira) and rosary
(aksha-mala). The Digarmbara texts, which also pro-
vide him with four faces and eight arms, prescribe fruit
(phala), bow (dhanus) cudgel (danda), lotus (padma),
axe (parasu), noose (pasa) and gesture of boon bestowal
(vara-prada)in his hands.

Kubera has been included in the Mahayana Buddhist
pantheon, and his representation is quite frequent in T
bet. According to Nishpanna-yogavall , he resides
in the northern region, he is deep yellow in his body- colour
(su-pita), and is two-armed, carrying goad (ankusa) and
mace (gada): man (nara) is his vehicle (vahana).

KUMARA(-SVAMI)

One of the names of Kartikeya, which highlights his
early adolescence, when he killed the asuras like Taraka
and secured the welfare of gods and human beings. See
KARTIKEYA for details.

Kumara is one of the early names of this god, for
there is an inscriptional evidence of a place set apart for
him ("karitoyam-kumara-sthanam”) by Kadambaresvara-
dasa, a king in Abbottabad (Inttazara District, now in
Pakistan) in the third century A.D.

.'I?x;-hat-sarizbita(sa,dl) prescribes that Skanda |
should be represented as boyish in appearance (kumara-
ripah), holding a spear (Sakti-dharah) and hav-
ing peacock as his banner (barhi-ketuh).  Vishnu
dharmottara-purana (3, 77, 3-5) describes Kumira
as six-headed, riding on a peacock and holding in his
right hands cock (kukkuta) and bell and in his left hands
banner of victory (vaijayanti-pataka) and sakti.

But later iconographic specification of Kumara as
one of the forms of this god, provides for a single head
(eka-vaktra) and four arms (chaturbhuja). He carries in
the right hands, according to Kumara-tantra, sharp
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spear (nisita-sakti) and sword (asi) and in the left hands
the cock that is dear to him (abhimata-kukkuta) and
shield (khetaka). Sri-tattva-nidhi provides the ges-
ture of protection (abhaya) and sakti in his right hands
and the gesture of boon-bestowal (varada) and vajra in
his left hands. This text also describes him as a boy in ap-
pearance (‘bala svariipakam'), red-complexioned (rakta-
varna) and wearing-round his neck a garland of lotus
flowers (padma-pushpa-dhara). According to Kumara-
tantra, he is engaged in bestowing welfare on his devo-
tees (kalyana-dana-nirata).

Kumara is included in the Jaina pantheon as the
yaksha of the twelftl tirthankara,Vasu“pijya. He is in
the Digaribara tradition white ($vetd) <in body colour,
good looking (suriipa), three-headed (tri-mukha) and six-
armed (shadbhuja), carryiny the gesture of boon-bestowal
(ishta-dana), mace (gada) and dart (bhabhrii) in his right
hands, and bow (dhanus), mangoose (nakula) and fruit
(phala) in his left hands; and he rides a swan (harisa-
ratha). The Svetarnbara texts provide bull as his vehicle
(vrisha-yana) and four hands carrying citrus (m;lulihga)
and mace (gada) in his right hands, and mangoose
(nakula) and rosary (aksha-siitra) in his left hands; some
texts substitute mace and rosary with arrow ($ara) and
bow (dhanus).

KUMARIT

The form of the Mother-goddess as a young girl.
According to Kubjika-tantra (7th patala), begin-
ning with the fifth year till the twelfth, the form
is known as Kumari and will manifest fully the na-
ture of the mother-goddess(‘parichamabdat samarabhya
yavaddvadasa-varshiki, kumari sa bhaved devi nijariipa-
prakasini’). Texts like the Yamalas and Yogini-tantra,
prescribe that actual girls answering to the descrip-
tion of Kumari must be worshipped, regardless of the
caste to which they belong ('jati-bhedo no kartavyah
kumari-piijane’). But while worshipping, there is an
iconographic projection. Kumari is to be visualised
as white in complexion, like conch, kunda flower or
moon ($arhkha-kundendu-dhavalam), two-aimed, show-
ing gestures of protection and boon-bestowal (dvibhujam
varadabhayam), well-bedecked with numerous ornaments,
smiling sweetly (charuhasam), and with heart filled with
great delight {mahananda-hrdaya); she is to be regarded
as young in years (bala-riipa) but as a great beauty
(trailokya-sundari) (cf. Mantra-maharnava, 14, 3).

She is regarded as a yogini, and as the supreme god-
dess (para-devata). She is identified with Sukla-saraswati,
Chandika, Kubjika, and Vagvadini.

PRATIMA-KOSHA

. \
KUMUDA

Water-lity, white in colour, blossoming at the sight
of moon.

One of the eight retinue-gods (parivara-devata) in
a Vishnu temple to be set up in the ‘vimina’, the
‘dhvaja’, inside the ‘torana’; the first and third enclosures
(avarana). He is counted as the first of the eight, and lo-
Cated in the East.These eight retinue-gods (viz.Kumuda,
Kumudaksha, Pundarika, Vamana, Saﬁka—karrga, Sarpane-
tra, Sumukha and Supratishthita) are regarded as lords of
spirits (bhiita-pati or bhiitesa) , and are located in the
eight directions . They are all represented as two-armed
(dvi-bhuja), with glistening tusks (sa-darishtra), and-
round-eyes (vitta-chakshu). They carry cudgel (danda)
in one of their hands. They are giant-bodied (brhat-
kaya) and fierce-looking (bhayaiikara), but well adorned
with crown and other ornaments (alankstah, mukutadi-
vibhishitah). (cf. Naradiya-samhita, 13, 335-
vibhishitah) (cf. Naradiya-Sambhita, (see PARIVARA-
-DEVATA). They differ in their physical complexions. Ku-
muda is of pale red (aruna) colour. '

KUMUDKSHA

One of the eight retinue gods (parivara-devata) in a
Vishnu temple, he is located in the south-eastern direction
(agneya). He is two-armed and his body-colour resembles
the flames of fire (agnyabha). (see PARIVARA-DEVATA
and KU.MUDA)

KUMBHA

Water-pitcher or pot, made of clay or metal -(pre-
ferably gold) used especially in temples to collect conse-
created water for bathing icons.

KUMBHA-YONI

One of the names of sage Agastya, who is reputed
to have taken birth in a pot (into which the semen of
Mitra-Varuna was cast) (see AGASTYA).

KURUKULLA

A goddess probably of folk origin and involved in
magical rites, she became an important goddess in the
middle ages, worshipped specifically by traders and trav-
ellers who sailed to other countries. She was identified
as a form of Durga, and her place in Mahayana Buddhist
pantheon was high. Ther are numerous sadhanas for
her; and she became popular in Tibet and China.

The origin of the name is not certain. Kurukulla is
explained as the name of the mountain on which she re-
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sides. Kuru-kulya is explained as a water-route (kulya)
near Kusinagara (where the Buddha passed away) in Ut-
tar pradesh, on the banks of which this cult of the local
Kali as Kurukulya may have first taken root. It is said that
the Buddha himself worshipped her and recommended her
‘worship to his disciples.

In the tantrik lore of the éiklas, Kurukulla is described
as greenish dark in complexion (tamalasyamalakara),
as wearing a bodice which is dark in colour(syama
kafichuka-dharini) and as enjoying wine and meat(ullasan-
madhu-marisala). She is the chief of all boats and
rafts (naukesvari) and is imagined as seated on a boat
of jewels (mani-nauka). She has one face and two
arms,carrying jewel(ratna) and rudder(aritra) in her hands
(cf.Lalitopak hyana).

In Mahayana Buddhism, particularly in Vajrayana,
she figures in’many iconic forms. She is two-armed (when
she is called Sukla—Karukulla), four-armed (in four forms
as Tarodbhava-kurukulla, Uddiyana-kurukulla, Hevajra-
krama-kurukulls and Kalpakta-kurukulla) or eight armed
(Ashta-bhuja-kurukulla). The first two forms are ffequenlly

represented in metallic icons in Eastern India,in Tibet and
in China.

The two-armed Kurukulla is white in body-colour,
one-faced and three-eyed. She carries rosary (mala) in

her right hand and a bowl of nectar and blue lotus (ut-
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palameta-kundi) in her left hand. She wears on her head
the matted hair done up as a crown, decorated with
flowers of various kinds and adorned by a small icon of
the bodhisattva, Amitibha (whose emanation she is).
She is amorous in her expression ($rhgara -rasopeta) and
full of tender mercy (karunardra-chitta): nectar seems
to flow out of her body (sravad-amrta-vigraha). Her
head is slightly inclined to her right side, her gaze set-
tled on the rosary which her right hand holds (kinchit-
savya-pani-pallava-sthaksha-siitram- alokamana). She is
bedecked with all ornaments and she is seated upon a lo-
tus which is white like the ocean of milk (kshirambodhi-
$veta-varnabja-stha).

Her distinguishing feature is the employment of the
‘ashta-naga’ (eight serpents) as her decorations: Ananta
for tying up the braids of her hair, Vasuki as her necklace,
Takshaka as her ear-ring, Karkotaka as her sacred cord,
Padma as her girdle, Maha-padma as her anklet, Sarkha-
pala as her bracelet, and Kulika as her armlet. These
serpents have their own colours, which render the form of
the goddess variegated and impressive: blue (nila), milk-
white (piyusha-varna), red (rakta), grass-green (diirva-
syama), white (sukla), lotus-stalk hue (mtnala), yellow
(pita), and smoky grey (dhimabhravat) respectively.

The four-armed Tarodbhava-Kurukkulla is youthful,
amorous and red-complexioned, and wears red garments.
In her hair on top of the head are stuck five skulls; she has
fangs in her mouth, and the tongue is stretched out. In
her four hands she carries the gesture of protection (ab-
haya), dart ($ara), bow (dhanus) and red lotus (padma).
She sits in vajra-paryaika posture (sce PARYANKSANA)

: s
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(old Mysore drawing)

upon the god of love (viz. Kama) and his consort (viz.
Rati). She has a smile on her face.
The Uddiyana-Kurukulla, who is also red-complexioned,

four-armed, is fierce in aspect, with terrible fangs in her
mouth and her hair standing upright like flames of fire.

(Calcutta Art Gallery)

She wears on her loins tiger-skin, and is seated in the
ardha-paryaiika posture (see ARDHA-PARYANKA) upon
a corpse (preta). With two of her hands she is shooting
an arrow (held in her left hand),through a bow (in her
right hand). In the other two hands, she carries a goad
made of flowers and a red lotus. She is three-eyed, and

. her eyes are red and round.

(bronze)
(Orissa)

The eight=armed Kurukull3, is also visualised
in the sun in the form of a lotus with eight red petals
(raktashta-dala-padma siirye). She is red in complexion,
and sits in vajra-paryanka posture. Two of her hands
are joined in the gesture of conquering the three worlds
(trailokya-vijaya-mudra) (see MUDRA). The other six
hands carry goad (ankusa), dart (bana), gesture of boon-
bestowal (varada), noose (pasa), bow (dhanus) and blue
lotus (utpala).

KULA-SUNDARI

The form of the mother-goddess, known also as
Bila, is one of the ten Maha-vidyas (see DASA-
MAHA-VIDYA). According to Sri-tattva-nidhi, she
is red in complexion (like the rising sun, ‘baladitya-



nibharuna'), three-eyed and well-bedecked with all orna-
ments (‘akhilanga-bhiishana-dhara’). She wears on her
crown crescent moon ('balendu-chiida’), and she has a
pleasant countenance (su-smitd). She is four-armed, and
carries in her two upper hands rosary (mala), and scrip-
ture (pustaka), the normal hands showing the gestures of
boon-bestowal (abhishta) and protection (abhaya).

Kula-sundari (otherwise called Kaulini) is also one of
the sixteen Nitya-divinities (or vag-devatas), located in
the south-eastern corner of the seventh enclosure (sarva-
roga-hara) of Sri-Chakra (see SRI-CHAKRA).

KULIKA

One of the eight celebrated serpents (see ASHTA-
NAGA); and its residence, according to Bhagavata’
(5.24,31), is Patala, where Vasuki is the chieftain of
the great serpents( maha-bhoginah) like Sarikha, Ku-
lika, Maha-sarikha, Sveta, Dhanaiijaya, Dhtarashtra,
Sarkha-chiida, Karmbala, Advatara and Devadatta.
Hemadri's account of its iconography includes crescent
moon on his head (ardha-chandra-mauli) and complexion
like the dark smoke of fire (jvald-dhiima-sama-prabha).

KULISA

The characteristic weapon of Indra, it is also called
'Vajra (see VAJRA). The weapon is also seen in the hands
of Indrini, Kartikeya, Bhairava, and some forms of Devi.

KULISANKUSA

Otherwise called. Vajrankusa, she is one of the six-
teen vidya-devalas of the Jaina pantheon. She is also re-
garded as the $asana-devati of the tirthankara Ananta-
natha. She is golden coloured and four-armed, carrying
according to one account the gesture of boon-bestowal
(vara), discus (chakra), goad (ankusa) and pomegranate
(bijapira), or according to another account sword, vajra,
shield and spear. She rides an elephant.

KULOTTIRNA-YOGINi

A class of ten yoginfs (sarva-siddhi-prada, sarva-
sampat-prada, sarva-priyankari, sarva-mangala, _sarva-
kama-prada, sarva-duhkha-nivarini, sarvanga-sundani and
sarva-saubhagya-dayini) who attend on Lalita in Sri-
Chakra (see SRI-CHAKRA). They are also minor forms of
the mother-goddess,and cach of them is represented witlt
four arms, carrying mace (gada), bell (ghanta-mani), axe
(parasu) and noose (pasa). They are crystalfine in com-
plexion (sphatika-sarikasa), and fierce in the face with
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knitted eye-brows (bhrukuti-kutilanana), for they are in-
dignant with the foes of the gods and of the good folk.

KUSUMA

Also called Pushpa, he is the yaksha of the sixth
tirthankara, Padma-prabha. He is dark blue (nila,’
éyamanga) in body-complexion and rides on an antelope
(kurahga-vahana, migadhi-riidha). Four-armed, he car-
ries the gesture of boon-bestowal, spear (kunta), shield
(kheta) and the gesture of protection in the Digarnbara
tradition; or fruit (phala), gesture of protection (abhaya),
mangoose (nakula) and rosary in the Svetarbara tradi-
tion.

KURCHA

Also called Kiirpa, it is the midpoint between the

"eye-brows (bhruvormadhya); the name Kircha is also ap-

plied to beard and moustache.

KURMA

‘Tortoise’ (kacchapa, Kiirma), is connected with the
Sun (aditya) in Atharva-veda (13, 3,10and 17, 1, 28)
and Satapatha-brahmana (7, 5, 6); and symbolizes’
the life-sap of the universe. One of the avataras of Vishnu
(see AVATARA), it is the form assumed by him in order
to provide the firm ground for the mountain Mandara
in the midst of the ocean. The context given in the
puranas is the churning of the ocean by the devas and
asuras to obtain ambrosia (amrta), during the first of the
aeons (viz. Satya-yuga) (cf.Bhagavata, 8, 7, 10). (see
VISHNU).

lconographically, the form is either entirely that of
a tortoise or the lower part only being represented as a
tortoise and the upper part being that of Vishnu carrying
in the right hand, a mace (gada) and in the left, conch
(sarikha).

The tortoise is the vehicle or emblem (lanchhana) of
the twentieth tirthankara Muni-Suvrata (according to the
Digaribara tradition, Muni according to the Svetarnbara
tradition) of the Jaina pantheon. Dharana, the yaksha of
the tirthankara Parévanatha, has tortoise as his vehicle
(kiirma-ratha).

KOSHMANDA

A class of attendants of Siva (Siva-gana), who have
bloated bodies resembling pumpkin (cf.Bhagavata,
2,6,42). They are associated with spirits, goblins, and
genie like bhita, preta,pisacha, yado-mrga, vinayaka and
yatu.
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KUSHMANDA-DURGA

A form of Durga (see DURGA) who, according to
Sri-tattva-nidhi is four-armed and carries in one of
her hands a pot filled with liquor (sura-sarhpiirna-kalasa)
or with blood (rudhiraplutam eva va). It is counted
among the nine forms of the mother-goddess (see NAVA-
DURGA).

KOSHMANDA

Or Kishmandini, is a form of Durga (see DURGA)
or Mother—goddess (Ambika), so called because she is
said to be fond of pumpkin-offering (kiishmanda-bali).

YAKSHINI
(from Chavunda-raya basadi)
(Sravanabelagola)

In this form, she rides on a tiger (vyaghra-or $ardila-
vahana), and has eight arms, carrying in them sacred
water-pot (kamandalu), bow(dhanu), arrow (bana), lo-
tus (kamala), discus (chakra), rosary (mala), trident (tri-
$ala), mace (gada) and sword (khadga). She is also rep-
resented sometimes with two additional hands carrying a
bowl of ambrosia (amrta-kalasa). However, in the smrti-
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texts(like Vasishtha-smrti, for instance) a class of
female spirits is called Kiishmandini (or Kiishmandi), for
whom 'japa’ and 'homa’ are prescribed.

There is also a Jaina goddess with this name
who is golden-coloured (kanaka-varna), riding on a lion
(sirmhartdha), and four-armed, carrying a noose (pasa),
citrus (matulinga), a goad (ankusa) and a child (putra).
According to the Digarhbara tradition, she is the yakshini
of the twenty-second tirthankara, Nemii-nitha, and is as-
sociated with the yaksha Sarvahna by name. However,
the Svetarhbara tradition knows this yakshini as Amra or
Aribika. She is shown under a celestial mango tree. She is
two-armed holding a branch of mango (divyamra-stabaka)
in one hand and a child in the other.

KRTANJALI-LOKESVARA

A form of Avalokitesvara, standing on a lotus and
with two arms, showing thie gesture of supplication
(aijali) in tne hands.

KRTTI-VASA

‘Clothed in elephant’s hide” is one of the names of
Siva. The backround story has it that when Gajasura

- (viz. the asura who had assumed the form of a fero-

cious elephant ), the son of Mahishasura (who was killed
by Durga), began harassing the attendants of Siva, Siva
had to kill him, and that the asura, before he died, begged
Siva to don his hide as a favour to his devotee (see
GAJASURA-SAMHARA).

Varaha-purana, however, has a different version.
Even as Siva was engaged in the fight with Andhaka,
another asura, Nila, took the form of an elephant and
planned to kill Siva. But Virabhadra took the form of
a lion and killed the elephant-demon. He presented the
elephant’s skin to Siva, who donned it %as his upper gar-
ment.

KRTYA

A violent and malevolent goddess ifvoked in magic
and sorcery for countering ihe evil forces and influ-
ences and for destroying the enemies (abhicharika-
devata). Atharva-veda regards her as born when
sorcery or black magic is practised, and when cast-
ing evil spell on those against whom she is directed.
She is visualized in a dhyana-sloka as burning with
anger (krodhajjvalantim), emitting fire from her mouth
(jvalanam vamantim), burning up the creation (stshtim
dahantim), gobbling up the gods (divijan grasantim),
roaring fiercely (ghoram nadantim), and smitten by in-
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satiable hunger (roriyamanam kshudhaya). She is iden-
tified as Rudra-Kal.

According to an account in Sri-tattva-nidhi
(Graha-nidhi, 458) she is black in body-colour, wears
a garland of human bones (narasth-mali) and a gir-
dle of serpents (pannaga-mekhala); her ears are adorned
by skulls (kapila-kundala). She has hanging breasts
(tarhbamana-stana), and her hair is let loose and dishev-
elled (mukta-miirdhaja). Her tongue, bright with blood,
is smacking out of her mouth. She rides on the shoulders
of a human being (nara-skandham adhiriidha), and laughs
loudly and cruelly (prahasantiva bhayanakam).

She is fierce with seven arms and three feet (hastais
saptabhis tribhir anghribhih). She carries in her hands
staff (danda), bell (ghanta), winnow-basket (sdrpa),
broom (marjami), noose (pasa), water-pot (kundika) and
trident (trisdla).

She is also regarded as the divinity of sacrifice (yajia-
devata).

KRSHNA

An incarnation of Vishnu (see VISHNU) widely

(bronze)
(National Muscum Delhi)

(Art Gallery, Thanjavur)

worshipped in the country Krshna is the most popular
theme for poetry, play, painting and sculpture. His great-
ness and glory are described in great detail in numer-
ous works, including Mahabharata, Bhégavata and
other puranas.

Krshna in his human form belonged to the Yadava
tribe and was born ,as the son of Vasudeva {son of the
chieftain Sirasena) and Devaki (sister of Karisa, who had
usurped the throne of Mathura, after imprisoning his fa-
ther Ugrasena). He was hence known as Vasudeva. Va-
sudeva had another wife, Rohini, who became the mother
of Sarkarshana (also called Bala-bhadra or Bala-rama).
Fearing that Vasudeva's son would be his killer, Kamsa
imprisoned both his sister Devaki and _his brother-in-law
Vasudeva, and took charge of the babies that were born
to them. The first-born (Kirtiman) was not harmed, for
it was predicted that he would not be Kariwsa's killer. The
five babies that were born subsequently were put to death
soon after their birth. On/the seventh occasion, Devaki's
womb was miraculously _fransferred (by Vishnu-maya or
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BALA KRSHNA
(Trivandram Museum)



VENU-GOPALA
(Padmanabha-svami temple)
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Mayadev?) to the womb of Rohini (and was born as Bala-
bhadra); and Mayadevi (Vishnu-maya) herself took birth
as the daugther of Yasoda and Nanda, who werz friends
of Vasudeva and Devaki in Gokula (and hence came to
be known as Nand3, one of the names of Durga). Vishnu
incarnated himself as the eighth child. And immediately
after delivery, (viz. at midnight on the eighth day of
the dark half of the Sravana month) Vasudeva took him
across the river Yamuna and placed him by the side of
Yasoda in Gokula, who had given birth ¥ a baby-daughter
at the same time as Krshna was born. He brought back
Yasoda's baby with him, for Karhsa would kill only his sons
and not daughters. The next morning, when Karmsa
came to the prison and took the baby to examine, the
baby miraculously slipped from his hand and flew to the
sky assuming the form of the eight-armed Durga. She
warned Karisa that his killer was growing up elsewhere,
and that he would surely kill Karisa.

Krshna (so called because he was dark in complex-
ion) and Bala-bhadra grew up together in Gokula, and had

A

NAVANITA-KRSHNA
(stone)
(Padmanabha-svami temple)
(Kulashekharapuram)

PRATIMA KOSHA

BALA-KRSHNA
(from an-ivory door
in Mysore palace)

many exploits during their boyhood days. Krshna’s killing
of numerous asuras are recounted in the Bhagavata-
purana.Pitana (who came to suckle the baby Krshna
with her poisoned breasts), Sakata (who came-like a ter-
rible cart running over the baby), Trnavarta (who came
like a whirlwind), Vatsa (who came like a calf), Baka (the
brother of Piitana, who came like a huge crane with a
fierce mouth), Agha (another brother,who came like 2
venomous serpent), Dhenuka (in the Kadali-forest on the
banks of Yamuna). Kaliya (see KALIYA), Pralamba (who
came disquised as a cowherd), Arishta (who came like a
bull), Kesi (who came like a serpent) and Vyoma (who
disguised himself as a goat).

Among other exploits, which have become themes
for graphic, plastic and literary representation, are the
abstraction of garments of the cowherd damsels who were
bathing in the river Kalindi (gopiké-vastrépaharar_la)
and the lifting up of the Govardhana hill to shield the
people and cattle of Gokula from the torrential downpour
caused by the wrath of Indra (Govardhanoddharana)

Iconographically, Krshna as a baby delighting in
breaking the pots of curds and butter, as dancing with a
ball of butter in his hand (navanita- tandava), as crawling

7]

4
)



about or moving on fours (Bala-krshna), as being fondled:
or fed by his foster-mother (Yasoda-Krshna),and as danc-

VENU-GOPALA
(Padmanabha-svami temple)
(Kulashekharapuram)

ing on the hoods of the Kaliya serpent in the waters of
the river Yamuna (Kaliya-damana or  Kaliya-tandava)
are popular,

After leaving Gokula, Krshna along with Bala-
bhadra,went to Mathura, where he met the good-natured
Sudima, favoured the crooked-backed Trivakra, broke the
bow in the sacrificial hall of Kamsa, tamed the violent ele-

S6

phant Kuvalayapida and finally killed Karisa and restored
the throne to Ugrasena. —

Later the brothers went to the hermitage of
Sandipani and had their schooling. They met Kuchela
during this period. Then they went to Dvaraks,
where they cultivated friendship with their cousins, thc
Pandavas. Krshna's association with the Pand ava broth-
ers, especially with Arjuna, was eventful. If Krshna
was regarded as an incarnation of Narayana, Arjuna was
Nara reborn. Mahabharata is full of Kishna's help
in numerous ways to the Pandavas, and of his effort to
undo evil and support righteousness. Bhagavadgita is
Kishna's teaching delivered to Arjuna on the battle-field
on the eve of the celebrated fight which gave the epic
its name. This is iconographically represented as Partha-
sarathi.

Bala-bhadra married Revati, and Kishna Rukmini
(daughter of Bhishmaka, chieftain of Vidarbha). Their
son was Pradyumna, who married Rukmavati (daughter
of Rukmi, son of Bhishimaka),and Aniruddha was his son.

Krshna also married seven others, Jambavati
(daughter of the rksha chieftain Jarmbavan), Satyabhama
(daughter of the Yadava chieftain Satrajita), Kalindi,
Mitravinda, Satya (daughter of Nagnajit), Bhadra (or
Kaikeyl, daughter of Srutakirti, sister of Vasudeva,
Krshna's father) and Lakshana (daughter of the king of
Madra). These eight wives of Krshna are collectively
known as ashta-mabhishi, and are worshipped sepalat;ely
in‘the'mandala’ worship of Krshpa )

After the Mahabharata war, Krshna returned to
Dwaraka, and witnessed the destructicn of his entire tribe
(viz. Yadava) in an internal strife. Soon after, his elder
brother, Bala-bhadra, gave up his life, and Kishna too
was killed accidentally by a hunter Jara by name.

According to Vaikhanasagama, the icono-
graphic forms of Krshna ate countless (Krshna-
ripanyasarikhyani) and can hardly be enumerated.
Therefore, the text suggests, the devotee may vi-
sualize Krshna's. form in whatever way he desires
(yatheshtariipasu karayet). However, some forms have
been stylized and iconographically represented more of-
ten than other forms.

The general textual prescription is that images of
Krshna must be made in the ‘Madhyama-dasa-tala’ mea-
sure (viz. one hundred and twenty angulas in height) and
shown in the three-bend stance (tri-bhangi). The im-
age must be two-armed (dvi-bhuja), dark complexioned
(Syamabha), bedecked with all ornaments (sarvabha-

PRATIMA-KOSHA



(AS RAJAGOPALA)
(stone)
(Vis'vanétha temple, Tenkasi)
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(AS VENU-GOPALA)
(Four-armed)
(stone)
(Nilakantha temple,
Padmanabhapuram)
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(with RUKMINT and SATHYABHAMA)

rana bhashita), and draped in red garments
(rakta-vastra-dhara). On his head may be a crown
(kirita), or hair done into a top=knot (kesa-bandha).
His right hand holds a stick for sport (kridayasthi), and his
left -hand bent at elbow and lifted up (vamodyata-kara-
kiipara-hikka-sitra-dhara).

“On his right must be shown Rukmini, golden-
coloured and two-armed. She must carry red lotus
(padma) in her left hand, and her right arm must hang
down straight (prasarita-dakshina-hasta). To the right of
Krshna must be shown Satya-bhama, dark-complexioned
and two-armed. She must carry blue lotus (utpala) in her
right hand, her left asm hanging down. Both of them
may wear karanda-makuta (see KARANDA-MAKUTA)
on their heads, or the hair dressed into a ‘dhammilla’
(see DHAMMILLA).

The Vaikhanasagama which gives the above de-
tails prescribes that the processional metallic image (kau-
tuka) of Krshna must be that of the four-armed Vishnu,
carrying the usual emblems (conch, discus, lotus and
mace; or conch, discus and the gesture of protection or
boon-bestowal).

In Vishnu-dharmottara-purana (3, 85, 74),
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Kishna is prescribed to be distinguished by the discus .
that he carries (Krshnas chakra-dharah karyah), and to

be represented as dark like the blue-lotus (nilotpala-dala-

cchavi). Apparently, he is two-armed and he holds the

discus in the right hand. Rukmint dark in complexion,

($yama), and holding a lotus in her hand, (indivara-kar3),

and Satyabhama, lovely in her form, (suriipini)are to be

shown with Krshna.

The Parnicharatra texts, however, mention that

Krshna may be represented with two arms or four, alone or
with consorts (Rukmini and Satyabhama), seated (asina),
standing (sthanaka) or moving (yanaka). His complex-
ion must be that of dark clouds (megha-syama), his eyes
must be large (viéalaksha), and his garments must be yel-
low in colour (pita-vastra). If he is shown as standing, his
left leg must be slightly bent (ishatkuiicha-vamanghrti)
and the other leg firmly planted on the ground (susthi-
tataram). When he is seated, he must have Rukmini and
Satyabhama by his sides. He must be shown as wearing
vanamala (see VANAMALA).

Among the iconographic forms that are popular are:

(1) Bala-Krshna: represented as in infant lying on
the lap of his mother or on the leaf of the banyan tree
(vata-patra-$ayin), with one of his feet brought near the
mouth; or as moving on all fours with the right hand
holding a ball of butter (this is sometimes known as
Santdna-gopala-krshna); or as standing in a three-bend
posture with the right hand holding a stick for sport
(krida-yashti), and the left hand placed on his hip. He is
blue in body-colour, and among the ornaments the tiger's
claw (vyaghra-nakha) is prominent.

(2) Navanita-tandava: represented as a three-
year ‘old boy standing on his left leg which is slightly
bent (akuichita) in a dance posture; the right hand
holds a ball of butter (navanita), while the left arm is
stretched across- (prasarya); his body is devoid of any
clothes (arhbara-hinam) but decorated with ornaments
(sarvabharanabhiishita). The right hand may show, in-
stead of the ball of butter, the gesture of protection (ab-
haya) (cf{. Vaikhanasagama).

(3) Kaliya-mardana (or Kaliya-tandava):
sented as a boy dancing (nrtyantam) on the hoods of the
Kaliya serpent, the right hand being shown in the 'pataka’
gesture (see PATAKA), and the left arm stretched across
but holding the tail of the serpent (‘vama-karena ahi-
puccham sangrhya').

(4) Govardhana-dhara: shown as a boy holding aloft
with his right little- finger the mountain, Govardhana by
name, in Gokula. He is seen standing in an easy posture
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with the right hand lifted up and the left arm hanging
down, surrsunded by cowherds, damsels, and cattle.

(5) Madana-qopala (also called Venu-qopala): rep-
resented as a cowhesd boy (go-pala) playing on flute and
entertai..ing his companions and cattle. He may be repre-
sented with two, four,eight or ten arms. When he has only
two hands, both holding the flute (venu) across touch-
ing his lower lip, the form is called Venugopala. His fin-
gers must be placed on the holes of the flute (afguiishu
venu-vivaran saryojya), and he must be shown as singing
also (gayantam). He stands in a three-bend posture (tri-
bhanga-bhainga), and on his head must be a bunch of
peacock feathers (barhi-pida) stuck into the top-knot of
his hair.

When he has four hands, the upper hands hold the
discus and conch. However, he is celebrated as Madana-
gopala (viz. comprehending the form of the god of
love, Madana, Manmatha, or K3ma) when he has. eight
hands, while playing on the flute, carrying besides the
usual emblem of Vishnu (discus, conch, mace and lotus)
sugar-cane stalk (ikshu-dandaj and flower-darts (pushpa-
bana); or ten hands, carrying in addition to the above,
noose (pasa) and goad (ankusa). He may be seated
on a hexagon (shat-kona) on a lotus with eight petals,
and surrounded by cowherd damsels. He must be be-
decked with all ornaments (sarvalan kara-bhiishita), and
his lotus-like face lit up with a charming smile (manda-
smita-mukharhbuja).

Venu-gopila, while standing, is shown as erect with
the left foot firmly planted on the ground, the lower part
of the right leg crossing the left leg either in front or at
the back, touching the groind with his toes.

(6) Partha-sarathi: representing Krshna as a teacher
of Arjuna on the battle-field. Krshna and Arjuna, both
two-armed, are shown here alongside a chariot (ratha).
Krshna is shown as about to get into the chariot; his
right leg planted on the ground (daksha-padam sthitam),
and the left leg lifted up and placed on the rampart of the
chariot (vamam-uddhrtya rathabhittau samsthapya). He
has his right hand in the posture of teaching or exposition
(vyakhyana-nirnayahguli-mudra). Or he may be shown as
holding the whip in one hand and the reins of the horses
in the other (yashti-pasan grhitva).

Arjuna is shown as standing on the ground with his
hands in the gesture of supplication; a bow is tucked up in
his arms (partham sachapam praiijali-krtya adhah-sthale
sthitam).

There are of course few iconic representations of
this form in sculpture, although as a theme for painting
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KRSHNA WITH RUKMINI

the form. has been popular. Some Krshna figures known
as Partha-sarathi however do not answer to the tex-
tual specifications. The well-known Parthasarathi, tem-
ple at Thiruvellikkeni in Madras has in the sanctum a
two-armed figure of Vishnu with conch in the right hand,
the gesture of boon-bestowal (varada) being shown with
the other. The image of Krshna here is surrounded by
those of Rukmini, Satyaki, Bala-bhadra, Aniruddha and
Sarhkarshana.

Sometimes, Krshna is represented along with his
brother, Bala-bhadra, with the form of Durga known as
Ekanamsa standing betwixt them; she is their sister (see
EKANAMSA).

According to Sri-vidyarnava-tantra, Kishna is
represented differently according to the worship conduted
in three periods: morning, afternoon and evening. fn
the morning worship he is seated on a jewel throne
(ratna-sirbhasana) in the lotus posture (padmasana); he
is then shown as a small boy, blue in body-colour, and
holding a ball of butter in hand; he is surrounded by

cows, cowherds and maidens. In the afternoon, he is
a grown-up boy, wearing peacock-feathers on his crown

(sikhi-pifichha) and bejewelled ear-rings (ratna-kundala);
his body is draped in yellow-coloured silken garments
93



KRSHNA WITH RUKMINT
(stone, Chidambaram temple)
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(pitarhbara), and decorated by the vanamala garland. He
holds a flute in his right hand, and a conch (or a stick, ve-
tra) in his left. In the eventide, he is the crowned monarch
of Dvarak3, seated in an elegant pavilion surrounded by
water . He wears on his head a crown, and his body is
adorned with all ornaments. He is four-armed, carrying
the usual weapons of Vishnu: conch, discus, mace and
lotus. He is surrounded by damsels and sages.

Frequently, young Krshna is shown as holding a ball
of butter in one hand and a bowl of sweet rice-pudding
(payasa) in the other, either standing on a lotus or
seated in a swing under the wish-fulfilling tree (kalpa-
vrksha). There are representations as Gopala, seated on
a yoga-pitha and red lotus of eight petals. He is playing
on flute, regaling cowherd maidens who surround him. He
is decorated with the kaustubha jewel and $ri-vatsa mark
on his chest, and svastika mark on his feet

Or, he may be seated with Rukmini on his lap, or he
may stand with Rukmini to his right. In this form, he may
carry in his hand a gol&en rod or conch. in some forms,
he is shown as fouf-armed (carrying the usual weapons
of Vishnu), seated on a jewel-throne, or standing, with
Rukmini to his right and Satyabhdama to his left, both of
whom he is embracing. The four hands may alternatively
be shown as playing on the flute with his two normal
hands, and carrying conch and discus in the two upper
hands. He may also have eight hands.

in the form known as Jaganmohana(or Jagatsammo-
hana), he is seated on a jewel-throne in Vrndavana with
his left foot on the shoulders of Garuda. Lakshmi is seated
on his feft lap. He has eight hands, carrying in them
discus, conch, elephant-goad, noose, flower-arrow, sugar-
cane bow, fotus and mace. Lakshmi is shown as embrac-
ing Kishna with her right hand and holding a sugar-cane
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bow in her left.

The Trailokya-mohana form may have eight or six-
teen hands, the additional hands carrying sakti, pot,
(kuribha), horn, ($riga), pestle (mushala), arrow and
gesture of boon-bestowal; the two remaining hands being
joined in the meditative posture on his lap (yoga-mudra).
Riipa-mandana (3,62), which describes this form also
suggests a variant form with four faces. Madana-gopa
is red in body-colour and his garments are also red. He
is seated on a red lotus. He has four hands, in which he

® carties noose (pasa), elephant-goad (ankusa), sugar-cane
bow (ikshu-chapa) and flower-arrows (pushpa-bana).

KRSHNA-MRGA
Spotted deer, held in the left upper hand of Siva.

The background story is that once when Siva appeared as
a charming mendicant (see BHIKSHATANA), the wives

of the seven great sages fell in love with him. Incensed by
this, the sages produced a magical tiger as a ‘krtya’(see
KRTYI—\) from the sacrificial pit and set it against Siva.
Siva killed the tiger and wore its_skin on his loins. Then
the sages produced a magical deer, again as a monster,
and set it against Siva. Siva caught hold of the deer and
held it firmly with his left hand.

In the Bhikshatana form, the deer is shown promi-
nently as playing about Siva‘s figure, and being fed by
him. In the other forms of Siva, however, the deer is held
as one of the characteristic emblems, the other one being
the battle-axe (parasu) held in his right upper hand.
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KRSHNA-YAMARI

A tantrik divinity of Mahayana Buddhism (especially
of Vajrayana), he is popular in Tibet. He may be rep-
resented as (1) one-faced and two-armed when he is
standing alone, blue-black in complexion (nila-varna) and
holding in his right hand the vajra-staff and keeping his
left hand on the chest and holding a noose and showing
the gesture of warning (tarjani), (2) three-faced and four-
armed, when he is in. the yuganaddha (yab yum) posture,
exceedingly fierce (ati-bhishana), deep blue in complex-
ion (like the peacock's neck, barhi-kantha), the face to
the right being red and the face to the left white: and
(3) thgee-faced and six-armed, carrying vajra, sword and
ploughshare (musala) in his right hands, and the vampire
(vetala), battle-axe and noose in his left hands.

There is yet another form in which he has six
faces, six arms and six legs, and rides upon a buffalo
(mahishariidha), sitting in the ‘pratyalidha’ posture (see
PRATYALIDHA). He wears on his loins the skin of a
tiger, and on his body garlands of human heads (nara
munda). On his crown is the image of the dhyani-buddha
AksHobhya.

The consort of Kishna-yamari is Prajna, who is de-

scribed in the Sadhana as his own manifestation (sv-
abha).

KRSHNA

One of the twelve Gauris (see GAURI), accord-
ing to Apargajitaprccha), four-armed and' carrying
rosary (mala), gesture of protection (abhaya), scrip-
ture (pustaka) and sacred water-pot (kamandalu), She
is surrounded by five sacrificial pits with fires in them
(‘pafichagnayah kundeshu’).

KETU

One of the nine planets (grahas) (see NAVA-
GRAHA) it is regarded as the body of another planet,
Rahu (see RAHU), which is but the head (e.g. ‘Rahoh
sirah’). It is generally malefic in its influence, and sev-
eral forms of Ketu are recognized (like Dhruva-Ketu
Sveta-Ketu, Chala-Ketu, Dhiima-Ketu, Mani-Ketu, and
Kumuda-Ketu) with different portents. Usually regarded
as the descending node of Indian astronomy, he is visual-
ized as the dragon's tail.

In the worship of the nine planets, Ketu is person-
ified as ugly and dark (keshna) in complexion, or varie-
gated in colour (chitra-varna), bedecked with excellent
ornaments (varabharana-bhiishita); he is two-armed, the
left hand placed on his knee (janustha-vima-hastadhya)
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(old Mysore drawing)

and the right hand showing the gesture of protection (ab-
haya) (cf.Praparnicha-sara-sara-sangraha, 2, 213),
or holding a club (mudgara) in one hand and showing the
gesture of boon-bestowal (varada) in the other.

In another account, the ketus (viz. the different
forms of Ketu) are smoky-grey in complexion (dhimrah),
deformed in face (vikrtananah) and bringers of happiness
(sukhavahah). They ride on pigeons (kapota-vahanah),
or on eagles (grdhra-prshtha-samariidha,) according to
Jaya-samhita , and hold in their two hands mace
(gada) and gesture of boon-bestowal (varada).

Like other planets, Ketu must be made in nava-
tila measure (see NAVATALA and TALA-MANA), and
must wear crown on his head (kiritinah), jewelled ear-rings
(ratna-kundala), arm-lets (keyiira) and necklaces (hara).
A éiidra from Kuéa-dvipa, he is in legends considered-a
danava, son of Brhaspati and Sirnhika. He is said to ride
on a vulture (grdhra). In the Jaina pantheon of lesser
gods, he is imagined as a serpent. In Vajrayana, he is
blue-coloured and two-armed, carrying sword and noose.

KEDARANATHA

One of the twelve celebrated sacred sites of $iva wor-
ship (dvadasa-jyotirlinga), it is perched on the Himalayan
heights. The object of worship here is regarded as the
natural linga covered by snow on three sides, in a sanc-
tum that is dark. The processional image of this cave-
shrine is the human form of Siva with five heads, and it
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is taken away to Ukhi-inatha in winter. The five heads of
Siva are here associated with the five limbs of Siva in the
buffalo-form (mahisha-riipa) which Siva is said to have as-
sumed h'ere (hence ‘paiicha-kedara’): Kedara-natha (the,
back of Siva), Madhyamesvara (the navel), Tunga-natha
(the arms), Rudra-natha (the head), and

Kalpesvara
(the braids of hair).

KEYURA

Armlet; an ornament, made of gold or silver worn on
the arm above the elbow.




&/

KEVALA-MURTI

The lone image of any god or goddess, withoyt con-
sorts or retinue, is known as ‘kevala” (meaning ‘solitary’
‘alone’) image. It may be seated (asina) or standing
(sthanaka). Usually, it is bedecked with all ornaments;
and the aspect is benign (saumya), except in the case
of Kevala-Narasirmha (see KEVALA-NARASIMHA). If the
image is standing, it is generally in some bhanga posture
(see BHANGI), and if in a seated stance ‘sukhasina’style
(with one of the legs dangling and the other tucked up)
is adopted.

While any image that is alone can technically be
called a ‘kevala-miirti’, the expression is more often em-
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ployed in the case of Siva as Chandrasekhara and in
the case of Vishnu as Narasirhha, in order to empha-
sise their solitary representation (as distinguished from
images like Uma-sahita-Chandrasekhara and Lakshmi-
narasithha). Sometimes, the texts speak also of Kevala-
Ganapati (in contra-distinction to Sakti-Ganapati)

KEVALA-CHANDRASEKHARA

Texts like Silpa-ratna distinguish three varieties
of Chandrasekhara images (see CHANDRASEKHARA),
one of which is Kevala-Chandrasekhara (the other two
being Alingana-Chandrasekhara). The image is more usu-
ally in the standing posture, perfectly erect and with
no bends (sama-pada sthanaka). He is represented
as coral coloured (pravila-sadrsa), youthful (a youth of
sixteen years, according to Silpa-ratna, 22nd patala),
handsome, bedecked with all ornaments, benign in aspect
(saumya), blue-throated and three-eyed. As usual with
images of Siva, he wears the braids of hair done up as a
crown (jata-makuta), on the right side of which is stuck
a crescent-moon (ardhendhu). The texts, however, pro--
vide for the crescent-moon being on the left side in the
alternative.

He is draped in yellow-coloured garments (pita-
mbara),the folds of which are tucked between the thighs
and the ends hang at the sides, and reach the knees
(‘vastragrau nalakantagau ubhayoh parévayoraribaram tu
dru-madhyagau). According to Uttara-kamika, his
left ear is adorned with jewelled-ear-ring (ratna-kundala)
or the ear-ring made of conch-shell (Sankha-patra), while
the right is adorned with the ear-piece shaped like a
crocodile (makara-kundala).

He must be shown as four-armed, the normal right
hand showing gesture of protection (abhaya), and nor-
mal left hand the gesture of boon-bestowal (varada).
When the left hand'is in the gesture of boon-bestowal,
Amsumadbheda (63rd patala) prescribes that the
wrist of that hand must be on level with, and touch-
ing, the hip (‘tala-milam-kati-sprshtam’), the tips of
the fingers reaching the pubic line (medhragrantant).
Uttara-kamika, however, says that the normal right
hand may assume the ‘sirhha-karna’ or ‘kataka’ posture
(see KATAKA), and the normal left, the ‘katyavalaribita’
(‘holding the hip’) posture.

The upper right hand should hold a hatchet (tanka),
and the upper left an antelope (harini). Uttara-
kamika prescribes that both these hands must assume
the ‘kartari-hasts (see KARTART) and must not reach
higher than the shoulder-line (hikka-siitra), the upper lim-
its of the weapons in these hands (viz. hatchet and an-

PRATIMA-KOSHA.



telope) should not be above the ear-line (karna-siitra).
Further, the head of the hatchet should always be turned
away from Siva‘s head, while the antelope may either face
the head of Siva or turn away from it (‘bahya-vaktram-
vabhyantaram mukham’).

The image should be standiang on a lotus-seat
(padma-pitha).

KEVALA-NARASIMHA

Also called Girija-Narasirhha (viz. Narasirhha in the
act of rushing out of the mountain-cavern), it represents
the man-lion form of Vishnu, as a lone image (viz. without

(bronze)

his consort Lakshmi, vehicle Garuda, the demon Hiranya-
kaéip‘u or devotee Prahiida). He may be shown standing
(sthanaka) seated (asina) or moving (yanaka). More of-
ten, however, the seated posture is preferred. He may be
seen in the utkutiksana (see UTKUTIKA), on a lotus
(padma-pitha), or in the yoga-pané (when he is called
Yoga-narasirhha.) ‘

He is described in the texts as white (Sveta) or crys-
talline (sphatika) in colour, wearing red garments (rakta-
vastra), and having a crown of the karanda-makuta variety

PRATIMA-KOSHA
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KEVALA-NARASHMHA

(see KARANDA-MAKUTA). He is four-armed, and the
upper hand always carry conch (left) and discus (right),
the other two hands may hold the lotus and mace or (in
the case of Yoga-narasiriha) stretched across or forward,
supported on the raised knees.

While standing, the normal right hand may assume

the gesture of protection (abhaya) and the left the ges-
ture of boon-bestowal (varada). The normal left hand

fmay alternatively be in the posture of holding the hip
(katyavalaribita). The upper hands hold, as in all cases,-
conch and discus.

KESA-BANDHA

Hair-dressing, in general, and different styles of tying
1p into ornamental knots (bandha) the strands or braids
of hair in particular, have been of considerable interest
among the Indian population since very early times; and
naturally our sculptors and painters have interested them-
selves ip portraying the different styles, which are artistic
and elegant, among both men and women. Iconogra-
phy has borrowed many of these models, and has styl
ized them. But the involvement of formal and elaborate
crowns (kirita,mauli) on the heads of gods and goddesses
has minimized the display of coiffure. And crowns, al
though actually worn by kings in ancient times on formal
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occasions, were highly and imaginatively stylized for gods
and goddesses, so that the hair-treatment was subdued,
and confined to minor goddesses and human or quasi
human representations.

Images of gods like Brahma, Siva and Bhairava, are
seen with braids of matted hair coiled and arranged in the
shape of a tall crown (see JATA-MAKUTA) or in the
shape of shell (kaparda). Some goddesses who partake
of the nature of these gods are also shown in the same
kind of hair-treatment. Juvenile gods like Bala-Krshna
and Bala-Subrahmanya are shown with top-knots (kuﬁra
or crest) or side locks (Sikhanda or kikapakshal, embel
lished with flowers (pushpa), peacock-feathers (barhi) or
jewelled bands (ratna-patta)
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In the goddesses who wear crown which are known
as karanda—makuta (see KARANDA-MAKUTA), curled
locks (alaka), curly rimglets (chirna-kuntala) and tiny
curls arranged on the forehead (bhramaraka) are\dis—
played, strands of loose hair or braids dangling at the
back. In the goddesses who do not wear crowns, the
hair-arrangement becomes important. Several types like
hair rolled into a round bun secured by jewelled bands
(dhammilla), single but elaborate plait (eka-v&ni), hair
tied into a crest on top of the head (mauli, kurira), curled
hair parted in the middle and arranged in locks falling at
the sides (alaka-chiidaka) and dome-like (or ovaLéhaped)
knots on one side of the head (as seen in images of
Rukmini or Goda-devi, also called Andal) are seen.

PRATIMA-KOSHA

While most of these styles are borrowed from ac-
tual models which were at one time prevalent among the
people, artistic imagination has also played a role. The
hair-arrangements are often tied with ribbon-like bands
(patta), composed of flowers strung together (when it is
called pushpa-patta), or in the shape of vines and leaves
(patra—patta), or gold bands studded with jewels (ratna-
patta). Fierce goddesses like Mari have serpents to se-
cure their hair coiled on top of the head (niga-bandha).

KESAVA

One of the names of Vishnu, and one of
the celebrated twenty-four forms of Vishnu (see
CHATURVIMSATI-MURTI). The name is derived from
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the legend that Vishnu killed the asura named
Kesi (cf.Mahabharata, Vana-parva, 134, 20 and
Naradiya- sambhita, 25, 371). In this form, Vishnu
stands erect without bends (samabhanga sthanaka), is
benign in aspect (saumya) and has the usual attributes
of Vishnu (like kirita, vanamala, $ri-vatsa, and makara-
kundala) (see VISHNU). He carries in his four arms the
characteristic emblems in this particular order, according
to Hayasirsha-sambhita (19. 4-5): lotus (pankaja)
in the normal right hand, mace (gada) in the normal left
hand conch (paiicha-janya) in the upper right hand, and
discus (chakra) in the upper left hand. The mace in this
form is kept with its head downward (adho-mukha).

Kesava is golden coloured (suvarnabha), but wears
white garments (Sukiarhbara); his consort is the form of
Lakshmi known as Sridevi.

Kesava is the name of the presiding deity in Dvaraka
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(‘dviravatyim' of. Naradiya-sambhita, 9, 152)
KESAVARDHA-MURTI

(see HARI-HARA)
KAITABHARI

A name of Vishnu, derived from his having killed
the asura, Kaitabha by name. Kaitabha, along with his
brother Madhu, were born, according to one legend (cf.
Harivarisa, 52 and Devi-Bhagavata, 1 and 10)
from the ear-wax of Maha-Vishnu as he was lying down
in yoga-nidra in the midst of the undifferentiated ocean
(ekarpava) during Padma-kalpa, at the end of the eon;
or (according to Mahabharata, Santi-parva, 348) from
the two drops that fell from the lotus flower that emerged
from the navel of Mah3-Vishnu as he lay down in yoga-
nidra. The latter legend has it that one of the drops was
sweet in taste like honey and intoxicating (hence called
Madhu) while the other was hard (Kaitabha); and the
two symbolized the tamas and rajas respectively, as dis-

tinguished from Vishnu, who personified sattva.

Vishnu had to kill them, as they became terrors to
the creator Brahma, and snatched away the four scrip-

tures (Veda) that came forth from him for the benefit
of creation. And Vishnu was woken from his slumber to
accompalish this task by Devi, to whom Brahma had ap-
pealed (cf. Markandeya-purana, Devi-mahatmya,
81).

Madhu and Kaitabha are represented as two-armed
and carrying clubs in the vicinity of the recumbent form of
Vishpu (see VISHNU and YOGA-SAYANA) in its superior
(uttama) and midling (madhyama) varieties.

KAITABHESVARI

The goddess of the sacred site known as Kaitabha
(cf.Devi-purana, ch.85).

KODANDA

One of the names of bow (dhanus), especially the
bow of Rama. The significance of the expression .is that
it is a stick (danda) which makes a terrible noise (‘kau
§abde’) when strung.

KODANDA-RAMA

The most familiar representation of Rima as a two-
armed figure standing and holding his bow in his left hand,
and an arrow in his right. Rama is required to be made in
the madhyama-dasa-tala measure (viz. one hundred and
twenty afgulas in height), and his stance must have three
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(stone)

’(Kulashekhara'pu‘ram) —

bends (iri-bhafga). Aecordinig to Vaikhanasigama,
his body-colcur must be black ($yamabha) and his gar-
ments rust be red (raktambaradhara) (see RAMA).
The bow is usually shown to be of the same height as
Rama. In dthe metallic icons, the bow is cast seperately
and inserted into the left hand which is held in stylized

posture. KAUTUKA-BERA

The temples will usually have two kinds of icons, one
which is permanently fixed to the pedestal in the sanc-
tum (called dhruva-bera), and the other which is taken
out during festive occasions and  deputizes for the for-
mer (called chala-bera). The movable image is made in
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metal, usually bronze, and is a replica in small size of the
main (viz. immovable) image, especially in the Vishpu
temples. Because it officiates in festivities and proces-
sions it is called kautuka-bera (the expression ‘kautuka’
being a synonym of ‘utsava’). Texts prescribe that this
icon must be installed in the ‘brahm3-part’(viz.the cen
tral area) of the seat of worship (archani-pfgha). and the
power must be invoked into it from the main image (cf.
Naradiya-samhita, 13, 347 and 2, 68).

The word ‘kautuka’ also signifies the thread of con-
secration and vow (diksha-pratisara) that is formally tied
round the wrist of the right hand of the processional im-
age, on the night prior to the commencement of festivi-
ties (‘utsavararnbhadivasat pirvedyur nisi kautukam bad-
dhvd’, op.cit., 18, 94.). The kautuka-bera is probably
so called because of this detail.

KAUBERT

The goddess who is the counterpart of Kubera
(see KUBERA and ASHTA-DIKPALAS). She is counted
among the goddesses presiding over the cardinal di-
rections substituting the usual Yogini of the Malini-
tantra (31, 4).

Kauberi figures in the Mah3yana Buddhist pantheon
(vajrayana) as an attendant divinity of Buddha-kapila, a
form of Heruka. She is in the southern direction of the
middle enclosure of the mandala of this god. She is blue
in complexion, and wears ornaments made of bone. Her
hair stands erect like flames. She is two-armed, carrying
in her hand a chopper (kartri) and in her left a skull-cup
(kapala). She is shown in the ardhaparyahka posture.

KAUMARI

One of the seven mothei-goddesses (see MATRKA
and SAPTA-MATRKA) she is the feminine aspect of

(old Mysore drawing)
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(stone)
(MinZkshi temnple)
(Madurai)
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Kartikeya or Kumara (see KARTIKEYA). She is rep-
resented as having six heads, six or twelve arms, and
twelve eyes. She is red-complexioned (patalavarna, ac-
cording to Sri-tattva-nidhi), benign in aspect, and
draped in red garments (rakta-vastra-dhara). She is
youthful in appearance (kumara-riipd) and rides on a
peacock (mayiirariidha). The twelve-armed form car-
ries in the hands the gestures of boon-bestowal (varada),
spear known as $akti, banner (pataka), staff (danda),
bell (ghanta), bow (dhanus), dart (bana), lotus (ka-
mala), cock (kukkuta), shield (khetaka), axe (parasu)
and bow! (patra) (cf Sri-tattva-nidhi, according to
Lalitopakhyana. In Sri=Vidyarnava-tantra, she
is beetle-blue (indra-gopa) in body-colour and is four-
armed, carrying in her hands goad and mace (right),
noose and khatvanga (left). .

KAUMODAKI

The name of the mace (gadd) which Vishnu car-
ries in one of his hands. According to the account in
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Mahabharata (Adi-parvan,224, 23), it was presented
to Krshna by the god of waters, Varuna, during the burn-

ing down of the Khandava forest (see GADA).
KAUSIKT

One of the names of Durg3 or Katydyani. She is so
called because she was born from the very physical body
of Parvati ('éat'l'ra-koéid yas tasyidh Parvatyd nihsria’,
Markandeya-purana, 82,43) or of Kili (Kalika-
puréna). She made her appearance to kill the terrible
asuras, Surhbha and Nifurhbha (Devi-bhagavata), 5,
23). She is identified with the goddess of the Vindhya
mountains (Vindhya-visini), worhsipped by the tribes,
Nishida, Kirata, Bhilla and Sabara. She is visualised as
twelve-armed, charming (chéru-riipa manohara), and rid-
ing a lion (sithharddha). She is also regarded as one of
the five attendants of Ugra-chanda (the other four being
$iva-doti, Sakarhbhari, lsvari and Mahodaﬁ)

" Kausiki-durga is an attendant-goddess - (parivara-
devatd) in the temples of Siva, to be located in the North,
according to Rauravagama, instead of the more usual
Vishnu.

KAUSTUBHA

The legend in Agni-purana relates that Kaus-
tubha was the divine jewel (divya-mani, ratna, padma-
taga), shining like a million suns, which emerged from
the ocean of milk, when it was churned by the devas
and asuras for the obfainment of ambrosia (amrta). It
is said to have been made up of clarified butter (ghrta-
sarhbhava), and it lodged itself on the chest of Vishnu.
Its radiance illuminated the four directions and was hence
known as ‘Kaustubha’ (meaning ‘that which pervades the
entire universe’, kum bhuvam stubhnati). It has since
become one of the characteristic emblems of Vishnu (cf.
also Mahabharata, Adiparva, 18, 36)

KRATU-PURUSHA

The Vedic sacrifice (kratu) is imagined in Bhaga
vata purana)3, 11, 35-38) to constitute the per-
son of Vishnu, when he as Vardha (see AVATARA,
VISHNU, VARAHA) appeared before the contemplat-
ing creator, Brahma, as a tiny being covering not
more than the top of the thumb (angushtha-siro-matra)
but who in a moment pervaded the entire existence in the
form of sacrifice (yajia-purusha). The several aspects
of the standard sacrifice are identified with the different
limbs of Vishnu, whose body is regarded as of the nature
‘of sacrifice (adhvaratmakam).
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KRIYA-SAKTI

(stone)
(Darasuram temple)

A concept (also iconographically represented) of the
Southern Saiva philosophy, to describe the divine agency
responsible in all individuals for the good and bad actions
done by them to bear fruit (karma-phala). The con-
cept is incidental to the doctrine of five-fold sequential
emanations of power ($akti) from Sadaéiva: Para-$akti,
Adi-sakti, lccha- §akti, Jiana-akti and Kriyd-sakti. The
first two powers are formless (amirta), while the lat-
ter three represent Sadyojata or Brahma (the creator),
Tévara (kart{=sadakhya) and Tsana (karma-sadakhya) re-
spectively. The fhree eyes of Sadasiva (according to
Linga-purana) symbolize the three powers with form
(mirta), viz. lcchd-SaktiJiiana $akti and Kriya $akti. The
weapon known as Sakti (frequently seen in one of the
hands of Kartikeya) also symbolizes these three powers.

ft is usual in South India to represent the three
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Saktis in iconic form in the deva-koshthas (niches) of
Devi temples. Kriya-$akti is shown as a goddess with
four arms, standing in the katyavalarhbita posture (see
KATYAVALAMBITA). The right normal hand is in the
gesture of protection (abhaya), and the two upper hands
carry vajra and trident  (see also ICCHA-SAKTI and
JNANA-SAKTI).

KRODHA-BHAIRAVA

One of the eight forms of Bhalrava (see BHAIRAVA
and ASHTA- BHAIRAVA) with incorporation of the en-
ergy of Vishnu. He is dark-blue complexioned, three-
eyed and four-armed, carrying in the upper hands conch
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($arhkha) and discus (chakra), and in the lower hands
mace (gad3) and bowl of liquor (pana-patra). He is rep-
resented (despite his name) as perfectly tranquil ($anta),
youthful (kumara) and nude (digarhbara). He has as his
vehicle the sacred eagle (garuda), which is Vishnu's vehi-
cle.

KRAUNCHA-BHETTA

A form of Kartikeya (see KARTIKEYA) as the split-
ter of the Krauiicha mountain. In Vamana-purana
(ch.57) and Skanda-purana (Asura-khanda), we read
that Krauiicha was an asura, who assumed the form of
a mountain and attempted to block the path of sage
Agastya (who was returning from Kailasa to the South);
the sage cursed him to remain a mountain for all time.
There is another legend which makes Krauiicha mountain
the off-spring of Maindka (cf. Hari-varmsa, 18).

Mahabharata (Salya-parva, 46) relates that
when Kartikeya pursued the asura Bana (son of Mahabali)

to kill him, the asura concealed himself in the Krauiicha
mountair. Kartikeya, split the mountain with the arrow

that was presented to him by Agni, and killed the asura
who was thus exposed.

The iconographic representation of this form in-
volves the six-headed (kamala-vadana-shatka) figure of
Kartikeya, who is eight-armed (ashta-bahu), and who
leads the army of gods (amara-sen3-nayaka).

He carries in his right hands the gesture of protection
(abhaya), sword (krpana), sakti and arrow (bana), and
in his left hands the gesture of boon-bestowal (varada),
vajra (kuliéa), bow (chapa) and shield (kheta). He is in
the standing posture (sthanaka) and alone (kevala, viz.
without consorts).

KSHANTI-PARAMITA

Paramita in Mahayina Buddhism is the expres-
sion denoting the achievement of the ideal or the per-
fection of the virtues of the bodhisattva (see BODHI-
SATTVA). The twelve paramitas (see PARAMITA), tra-
ditionally enumerated, are also represented as human
forms. Kshanti (meaning Forbearance) is yellow in body-
colour and two-armed, carrying in one of the hands a
white lotus (sitabja) and in the other chintamani-banner.

KSHITI-GARBHA

One of the well-known bodhisattvas (see BODHI-
SATTVA) representing the containment of the earth,
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and emanating from ihe dhyani-buddha Vairochana (see
VAIROCHANA). He is included in the eight attendant di-
vinities of Lokanatha (see LOKANATHA), a form of Ava-
lokitesvara, and is represented in one of the eight petals
of the ‘mandala’ His complexion is visualized as yellow
(pita) in- Nishpanna-yogavali and sky-blue (nabhah-
§yama) in Sadhana-mala. According to the former
text, he is two-armeéd; he sits with his right hand in the,
‘earth- touching’ gesture (‘dakshinena krta-bhi-sparso’).
The latter text provides the gesture of protection (ab-
haya) in one hand and a water-pot (kalasa) in the other.

He is also regarded as identical with the Lokesvara
form of Avalokitesvara, when he is represented as two-
armed and seated on a lotus in the Vajra-paryanka pos-
ture, carrying in his right hand a bowl! of jewels (ratna--
bhajana) and in his left the gesture of boon-bestowal
(varada).

KSHIPRA-GANAPATI

One of the thirty-two familiar forms of Ganapati, this
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form is red-complexioned (‘like the hue of the bandhiika-
flower’) and four—armed, holding his own tusk (danta)
and goad (ankusa) in the right hands, and noose (pasa)
and wish-fulfilling creeper (kalpa-lata) in his left hands.
He carries a pot of jewels (ratna-kuribha) in his trunk.

KSHIPRA-PRASADA-GANAPATI

One of the thirty-two forms of Ganapati, he is
described as ruddy pink (aruna) in body-colour, three-
eyed, (tri-lochana), bedecked with lustrous ornaments
(bhasura-bhiishana-dipta), big-bellied (brhad-udara) and
seated on a lotus in bloom (padma-vishtara). He wears
on his head crescent-moon ($asikald-kalita-mauli). He
is four-armed, carrying in his hands noose (pasa), goad
(ankusa), wish fulfilling creeper (kalpa-lat) and his own
tusk (sva-danta). He holds in his trunk a pomegranate
fruit (bija-pira).

KSHEPANA-MUDRA

One of the hand-postures (see MUDRA), rarely seen
in icons other than those belonging to the Vajrayana
ideology, indicating the sprinkling (kshepana) of nectar
(amrta) by the right hand from the vessel held in the left

hand. -
KSHETRA-PALA

Literally meaning "the guardian of the site”,
Kshetra-pala is regarded as the chief guardian of the tem-
ple of Siva, and is stationed in the south-eastern cor-
ner of the temple. Custom requires that he be wor-
shipped first by the devotee, and his permission taken
to visit the shrine. He is imagined as' manifesting an as-
pect of Siva (‘isvarasyayutaréena kshetra-palodbhavam’,
Suprabheda). His shrine s required to be located in
the north-eastern quarter of the village for the good of
the people (loka-rakshartham).

The general iconographical details of Kshetra-pala in
Piirva-karana include complexion like the dark cloud
(kala-megha-varna), eyes round in shape, blood-shot and
severe (raktogrekshapa), nude (nagna-riipa), sharp fangs
in the mouth (tikshna-darishtraka), red or yellow hair
dishevelled, spread out and erect (vistrtordhva-rakta-
kesa), eye-brows knit with excitement (kufichita-bhrii-
savibhrama), and a garland of severed human heads (Siro-
mala-bhishita). His eyes, according to Suprabheda,
are round and protruding (suvrttiksha); and his body
is decorated with serpents as ornaments (nagabharana-
bhiishita). He wears a girdle of bells or a serpent. He
stands on a red lotus.

He may, according to Piirva-karana, be repre-
sented as two-armed, carrying a skull (kapala) and spear
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($@la), or as four-armed, carrying in addition bell (ghanta)
and noose (pasa). He may also be shown as having eight
arms, and carry, in addition to the above, fire (agni),
hatchet (tanka), khatvanga and the gesture of protec-
ticn (abhaya). Suprabheda adds that he may be
three-eyed and six-armed, carrying trident (tri$ala), skull-
cup (kapila), sword (khadga), shield (khetaka), serpent
(naga) and javelin (tomara). The four-armed image is
often seen carrying the hand-drum (damaru) and chop-
per (kartgka) in his right hands, and trident (trisila) and
skull-cup (kapala) in his left hands.

Amsumadbheda classifies the images of
Kshetra-pila into three varieties: (1) ‘sattvika‘, white in
complexion, two-armed or four-armed, and tranquil irr as-
pect ($anta); in the four-armed type the two normal hands
show gestures of protection (abhaya) and boon-bestowal
(varada), while the extra hands carry sword (khadga) on
the right side and bell (ghanta) on the left; (2) ‘rajasika’,
red in complexion, six-armed, and fierce in aspect (ugra);
the three hands on the right carry spear (Sila), sword
(khadga), bell (ghanta), and the three hands on the left
shield (khetaka), skull-cup (kapala) and serpent (naga),
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(Tibetan Xylogiaph)

or noose (pasa); and (3) ‘tamasika’, black-complexioned
and eight-armed, carrying in the two additional hands bow
and arrow (dhanur-bana); has red hair, spread out in a cir-
cle behind his head, and his eyes are stern (ugra-drshti-
samayukta); he is three-eyed, naked and bedecked with
various serpents, and is also accompanied by a dog.

All the images of Kshetra-pala are required to be in
a stance of equipoise (sama-pada).

The Sri-vidyarnva-tantra mentions that the
kshetra-pala is attended by eight ‘kimkaras’, who are
also represented iconographically in some panels: Anala,
Agnikesa, Karala, Ghantika-ravi, Mahakopa, Pisitasa,
Pingiksha and Urdhva-kesa. These expressions in fact
suggest so many details of the Kshetra-pala form. The
Jaina pantheon also includes images of Kshetra-pila, as
the protectors of fields. While most images are six-
armed, there are images with twenty hands carrying nu-
merous weapons. He is three-eyed, and rides upon a dog
(kukkura-vahana). His sacred cord is the serpent Vasuki,
and he has on his head a tall crown of matted hair. He
is also described as seated upon a corpse (pretdsana),
surrounded by the eight bhairavas(Ananda-bhairava and
others) (see BHAIRAVA) and sixty-four yogints (cf. YO-
GINI).
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KSHETRA-MUNDA

The name of this goddess is- of obscure origin, but
the goddess is often identified with Tripura. She is de-
scribed as having three heads and six arms, carrying spear
($ula), hand-drum (damaru) and sword (khadga) in the
right hands and skull-cup (kapala), noose (pasa) and
shield (kheta) in the left hands. Her braids of matted
hair are done in the form of a crown.

KSHEMANKART

She is regarded as one of the nine forms of Durga
(see NAVA-DURGA), and is a four-armed figure, carry-
ing in her hands the gesture of boon-bestowal (varada),
trident (trisdla), lotus (kamala) and bowl of liquor (pana-
patra).

KHAGENDRA

Garuda, the chief of birds (see GARUDA).
KHAGENDRA-DHVAJA

Vishou, who has Garuda for his banner or emblem

(see VISHNU).
KHATVANGA

An unusual weapon held in the hand of some forms
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of Siva, and of variant and violent forms of $iva like
Bhairava. It is described as the osseous shaft of the hu-
man forearm, surmounted by a skull. It is prescribed that
the murderer of a learned and pious person must wander
about without rest, and naked, holding this weapon in
his hand, and beg his food in a human skull every day
for twelve years. Siva had to carry this weapon, in order
to expiate the sin for having cut off one of the heads of
Brahma (see KANKALA-MURTI )(cf. Manu-smrti,
11, 1-5). Carrying this weapon announces a law that must
never be transgressed anywhere or any time (‘sarvatra
anullanghya-s§asana’); and the weapon itself is of invin-
cible power (amogha-virya) for it can help remove the
gravest of sins.It is also used in magic and sorcery.

KHATVANGI

One of the sixty-four yoginis (see YOGINT), so called
because of the magical weapon Khatvanga which she car-
ries in her hand.

KHADGA

Sword as the weapon that cuts or smashes (khadati
bhinatti). It has various shapes and sizes, three of which
are well-known: (1) scimitar (kara-vira-patra); (2) spear-
pointed (Sulagra); and (3) round-edged (mandalagra).
Other varieties include chandrahasa (the sword of
Ravana), krpana (the sword of Kali), kara-vila (hand-

. protecting sword, short in size), and nistriméa (heavy and

long sword).

There is a’legend in the Mahabharata that
the first -sword appeared from the fire which the cre-
ator, Brahma, was propitiating. It was long and golden
coloured, with a touch of blue; and was slender in body
(kréodara). It had a sharp and surrated blade (tikshna-
darmshtra), and. shone like the god of death. This
sword was given to Siva for the purpose of warding off
vice (adharma-varana); and Siva presented it to Vishnu,
who was the protector of virtue (dharmasya gopta), and
Vishnu gave it to the Pandava brothers.

KHADGA-RAVANA

The folk and tantrik deity worshipped in the magical
tites, especially to restrain the activity of the evil spirits,
is a form of Siva as Bhairava (Aghora). He is visualized
as one-faced or five-faced, with ten arms, carrying in them
war-bell (ghanta), skull-cup (kapala), goad (stni), severed
head (munda), sword (krpana), shield (kheta), the mag-
ical staff known as khatvahga, spear ($dla), hand-drum
(damaru), and the gesture of protection (abhaya). He
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wears on his waist the skin of tiger (vyaghra-charma);
his body is red in colour (raktahga) but daubed with ash
from the burning ground (smasana-bhasmaiichita- §arira).
Round his neck is a garland of skulls (kapala-mala), and
he wears a black serpent as his sacrificial cord (krshna-
sarpa-yajiiopavita). He is fierce in aspect, and he dances
with wild excitement, driving away the evil spirits (bhiita).

He is surrounded by eight attendants: Raudra,
Pingala (in the eastern direction), Smasanahka, Bhishana
(in the southern direction), Drdha-kantha, Bhengi-rita (in
the western direction), Amamarda and Mahakala (in the
northern direction); and the square field in which he is
invoked is guarded by Kurhbhakarna, Asoka, Bhallataka
and Jataharaka at the four corners.

KHADGA-VARA

Yakshini in the Jaina pantheon of the Digaribara
tradition, who attends on the fifth tirthankara, Sumati-
natha. She is also called Purusha-datta or Mahakali in
the Svetarmbara tradition. She rides an elephant and is
four-armed, showing the gestures of protection (abhaya)
and boon-bestowal (varada) in the two normal hands (left
and right respectivély), and carrying in the other hands
citron fruit (matuluhga) and vajra (left) and discus or
wheel (chakra or rathanga, right). In the Svetambara
tradition, the weapons that she carries are goad (afkusa)
and noose (pasa), and she is seated on a golden-hued
lotus (svarna-ruk-padma-vahana).

KHANDA-PARASU

Name of Siva, as the bearer of the battle-axe
(khanda-parasu).
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KHANDA-ROHA

A minor goddess of the Vajrayana pantheon, attend-
ing on Vajra-Varahi. (see VAJRA-VARAHI), she is one of
the group of four (others being Dakini, Lama and Ripini).
She is red in body-colour, three-eyed and four-armed.
She carries in her hands skull (kapala), khatvangd, hand
drum (damaru) and chopper (kartrka). She has flowing
hair (mukta-kesa), and she wears five ornaments made of
bone. She stands naked in the alidha posture.

KHANDOBA (KHANDA-NATHA)

. A popular diety worshipped (as an incarnation of-
Siva) in several shrines in Maharashtra (as Khandoba)
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and Karnataka (as Mailari). The legend in medieval texts
like Jayadri-mahatmya and Martanda-vijaya
describe that Siva had to assume this form to vanquish
the terrible demons, Mani and Malla, who were offsprings
from the two carcasses of the two demons Madhu and
Kaitabha (who were killed by Vishnu). Mani and Malla
who were devotees of Siva, performed severe penance and
obtained from Siva the boon of invincibility except at the
hands of Siva himself. They began tormenting the three
worlds, and the gods and sages sought Siva's intervention.
Siva assumed a fierce form known as Martanda-Bhairava,
and set out on a white charger with a big sword in hand.
All the gods formed his army, and Skanda was the com-
mander. A severe battle ensued and finally Mani and
Malla were killed. Malla, before he died, begged Siva
to associate his own name with that of the god. Hence,
Siva came to be known as Maltari (in Kannada, Maitari).

The event is commemmorated in the holy and
celebrated shrine of Jejiri (Jayadri), near Pupe in
Maharashtra. This is the principal site of the worship
of this deity, and the sanctum of the temple houses the
aniconic form of the god (linga) as well as an iconic repre-
sentation. The western wall of the sanctum (in the temple
in this place known as Karhe-pathar) has the stone im-
age of his deity about three feet in height, seated with
legs crossed, and four-armed. The bowl (bhanda) in one
of the hands is a stone one, but the other three hands
carry metallic weapons: sword (khadga) (made of steet),
trident (trisila) and hand-drum (damaru) (made of brass,
and detachable). On the pedestal of the deity are carved
two heads, representing the two demons that were killed
by this god, Mani (to the right) and Malla (to the left).

On either side of the deity is a female atten-
dant, Balai on one side and Jogesvari on the other.
Bili is also regarded as a consort or wife, along with
the better-known Mhalasa, who invariably appears with
Khandoba (who is on this account called Mhalasa-
kinta). In front of Khandoba's iconic representation
in the sanctum of the Jejdri (karhe-pathar) temple, are
two lingas, one representing Khandoba and the other
Mhatasa.

The dhyana-sloka of the deity describes him as
having a golden coloured body (kanaka-giri-nibha),
daubed with turmeric powder (naiSa-chirnabhirama),
and seated cross-legged (yuktinghri) on a white horse
(Svetasva), with his consort Mhalasa on his lap
(Mhalasabhiishitanka). He is here described as two-
armed, holding a sword (khadga) in one hand and the
hand-drum in the other. He is said to be surrounded by
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hosts of dogs ($va- gana-pariveta). The legend has it that
the gods, seven crore of them in number (&lu-koti), who
constituted his army appeared in the guise of wild hunt-
ing dogs. The god is therefore called Efu-koti-Mah3deva.

Besides the names of the deity mentioned above,
current among the people are other names like Mairila
Bhairoba (Bhairava) and Ravala-natha. It is said that the
Mughal monarch Aurangzeb was a devotee of this deity,
whom he called Ajamat-khan. The most celebrated name,
Khandoba3, is explained as the Marathi version of Khanda-
natha, the expression ‘khanda’ meaning sword. The char-
acteristic weapon of this god -is the sword. Khanda is
sometimes explained as the vernacular form of Skanda,
son of Siva and commander of the army of gods.

His consort Mhalasa is said to have been a human
being before she was deified: daughter of a kshatriya
chieftain of Nevasa called Timma-Setti. She is repre-
sented as two-armed, carrying in the right hand a water-
lily (utpala), and the left hand in the ‘elephant-trunk
posture’ (gaja-hasta-mudra). She is also called Dvaraki-
bai, Gautama-bai, or Bana-bai. Khandoba's other consort
(more properly attendant), ‘Balai is said to have hailed
from the Dhangar community. .

Khandobd's appearance on-top of the hill at Jejiri
(Jayadri) to kill the demons is commemorated on the the
full-moon day of the Hindu month Chaitra, and his mar-
riage with Mhalasa on the ful-moon day of the month
Pausha. Khandoba is worshipped by the masses for the
fulfilment of various worldly desires.

KHADIRAVANI-TARA

One of the well-known aspects of the Vajrayana di-
vinity Tara, this deity is popular in Tibet and China, where
her numerous iconic representations are found. She is
counted among the nine Taras of green-colour (harita),
others being Vasya-Tara, Arya-Tara, Mahattara-Tara,
Durgottarini- Tara, Varada-Tara, Dhanada-Tar3, Jaaguli-
Tara, and Parpa-Sabari. (see TARA).

Also called Syama-Tara, she is two-armed, showing
with her right hand which also holds a jewel the ges-
ture of boon-bestowal (ratna-samyukta-varada-mudra),
and holding a blue-lotus (utpala), in her left hand. She
is seated on a lotus in the vajra-paryanka attitude and
carries on her crown the image of the dhyani-buddha
Amogha-siddhi. She is attended by Asoka-kanta Marichi
who stands on her right side, and by Eka-jat3, who stands
on her left.

She is worshipped in Tibet.
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KHASARPANA

One of the forms of the popular bodhi-sattva Ava
lokiteévara, celebrated in Mahdyana Buddhism and wor-
shipped in Tibet, China and Nepal. There are numerous
ritual texts (sadhana) dedicated to this form.

He is said to reside within the heart of the Pota-
laka mountain (Potalakachalodara). His body—colour is
bright white (like the glow of a «crore of moons, hima-
kara-koti-kirana), and he is seated in the ardha- paryanka
posture on a double-lotus (viva-nalina) inside the lu-
nar orb ($aéi-mandala). He is bedecked with all orna-
ments: he has compassion in his eyes (karuna-snigdha-
vilokana); he is exceedingly tranquil in aspect (ati-Santa)
and looks amorous ($rngara-rasa-paryupasita). He wears
on his head matted hair coiled up as a crown (iirdhva-jata-
makuta), and the image of the dhyani-buddha Amitabha
adorns it.

He is youthful in appearance (‘sixteen years of age’),
and is two-armed. He holds his right hand in the ges-
ture of boon-bestowal and holds in his left the stalk of
a lotus flower (sa-nala-kamala). From his hand flows

out a stream of ambrosia (kara—vigalila—p?yﬁshadhir5).

He is resplendent with numerous auspicious marks (nana-
lakshanalankrta).

" This form of Avalokitesvara is distinguished by four
attendant divinities arranged round him: Tara in front of
him, Sadhana-Kumara on his right, Bhrukuti behind him,
and Hayagriva on his left. Alternately, these divinities are
located in the eastern, southern, western and northern
directions respectively.

_ The sadhana of this deity also provides iconographic
details of these four attendant divinities. Tara is green
coloured ($yama), youthful (abhinava-yauvani). She
‘holds the stalk of a blue lotus (utpala) with bath of
‘her hands, the flower blossoming on her right hand.
Sadhana-kumara is a bejewelled prince in appearance,
and stands joining his hands in obeisance (krtafjali-puta);
his left arm-pit clutches the sacred scripture. Bhrukti
is four-armed, three-eyed, gold-hued and adorned with
the matted-hair done up as a halo. She holds in two
of her hands a triple-staff (tri-danda) and a water-vessel
(kamandalu)(on the left side), and her other hands (on
the right side) carry the gesture of obeisance (van-
danabhinaya) and rosary (aksha-siitra). Hayagriva is red
hued and short in stature (kharva), with large belly
(lambodara). His tawny hair stands erect like flames of
fire (Urdhva-jvalat- pingala-ke$a). He wears a serpent
as his sacred cord (sarpa-yajiiopavita). He has exceed-
ingly red moustaches (kapila-tara-$masru), and his three
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eyes are red in colour and round in shape (rakta-vartula-
tri-netra). His eye-brows are knit in anger (bhrukuti-
kutila-bhri). He wears the skin of a tiger as his garment
(vyaghra-charmambara),and holds aloft in his hand a cud-
gel (dandayudha). His right hand shows the gesture of
obeisance (vandanahhinaya).

KHECHARA

Name for a class of celestial beings who are 'sky-
wanderers’, viz. the Vidyadharas (see VIDYADHARA).

KHETA(-KA)

Literally, any weapon that strikes terror into the
heart of the enemy (khetaki bhayam utpadayaty anena)

but the usually the word means a shield which is a weapon
for self-defence. It is also the name of the club wielded by
Balarama, the elder brother of Krshna (sce BALARAMA).

In the texts for ritual worship of Durga during au-
tumn (Saradiya-Durga-pija-paddhati), the kheta is of-
fered special worship. In the prayer on the occasion
(astra-piija), it is described as the weapon in the hands of
the Goddess (Devf hasta-sthitan), which is of the form of
a cudgel (yEashgi-rﬁpa) and the vanquisher of enemies(ari-
samharakaraka). The kheta is here invoked to protect the
devotees ('mama-raksham kurushva’). From the descrip-
tion, it would appear that kheta was a sword as well as
a shield. The only iconographic representation that ap-
proximates to this is the ‘phalaka’ that Virabhadra holds
in his hand (see VIRABHADRA).

KHETA
One of the minor mother-goddesses (matrka).
KHENDRA

The yaksha of this name attending on the eighteenth
tirthankara, Ara-natha, of the Jaina pantheon is known
to the Svetarmbara tradition as Yakshendra. He is six-
headed (shanmukha), twelve-armed, three-eyed (tryak-
sha) in each head, dark in complexion ($yama); and he
rides on a conch ($arnkha-ratha) or on a peacock (accdrd-
ing to Pratishtha-saroddhara ).

He carries in his hands on the right side the ges-
ture of protection (abhaya), citrus fruit (matulunga),
bow (dhanus), swofd (khadga), mallet (mudgara), noose
(pasa) (according to the Svetarmbara account, but ac-
cording to the Digarnbara version, gesture of pratection,
rosary, garland, citrus, lotus and arrow), and in his hands
on the left side mangoose(nakula),arrow (ishu) sheild
(charma), spear (sula) goad (ankusa) and rasary (aksha)
(according to the Svetarbara account, but according to
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the Digarhbara version, bow, vajra, noose, goad,club and
gesture of protection).

GANGA

The most celebrated among Indian rivers , Gahga
has been personified as a goddess, and is widely wor-
shipped by the masses all. over the country. It is a
Himalayan stream, which has played a significant role in
the social, economic, religious and cultural life of the peo-
ple from very ancient times.

There are several legends connected with this holy
river, which is invoked to ward off evils and sins. The river
is visualized as the daughter of Himavan (the Himalayan
mountains personified) and Menaka (the daughter of
mount Meru). Himavan is said to have presented the

(stone)
(from Dodde€vara temple,) (hemavathi)
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(old Mysore drawing)

river to the gods whe sought for it. The gods took the
river to the celestial regions, and since then the river came
to be known as ‘sura-nadi’ (divine stream).

Another account ( in Bhagavate) connects the
origin of the river to the second stride of Vishnu as
Vamana (or Trivikrama) (see TRIVIKRAMA). After cov-
ering the entire earth with one stride, Vishnu lifted his left
leg upward to measure out the celestial regions with this
second stride. The toe-nail of his foot struck the heavenly
vault (brahmanda-kataha) and made a big hole therein.
The river that was above this region (viz. Gahga) flowed
down through this hole and washed the foot of Vishnu;
the river came to be known as Vishnu-padi, and acquired
great merit through its contact with Vishnu's foot. Thea
the stream descended along the path of the gods (deva-
marga) and fell on the Sumeru mountain.

The descent of the holy river to the earth has been
explained in Ramayana as the result of the austeri-
ties performed by Bhagiratha, who desired to purify the
ashes of his ancestors (the hundred sons of King Sagara,
who were cursed by the sage Kapila and were reduced to
ashes) by washing them with the celestial river. The river
is hence known as Bhagirathi.

As it_fell from the high heavens, in answer to
Bhagiratha's penances, it was such a terrific torrent that
it threatened to wash away the very earth. Bhagiratha
sought Siva’s help, and .Siva went to the Himilayan re-
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gions and spread out his matted hair. The mighty river
that fell down on Siva's head was at once secured within
braids of his hair. This is how Siva became Gahgadhara,
and Gahg3 became Hara-Sekhara (see GANGADHARA).

Seeing that not a drop of water from the holy river
escaped from Siva's crown of matted hair, Bhag?ratha'
did penance again and propitiated Siva. Thereupon, $iva

_(bronze)
(Nepal)

let out a stream of the river by loosening a braid of his
matted hair (see GANGA-VISARJANA-MURTI).

Owing to the river’s legendary associations with
celestial regions, Vishnu's foot and Siva's head, Ganga
is regarded as exceedingly sacred by the Hindus of all
classes and in all ages. And all the rivers in the country
are supposed to contain the presence of Ganga, and are
hence held sacred. Like Sarasvati of Vedic period, Gahga
also is regarded .as dua) in form: as a river (nadi-riipa)
and as a googddess (devata-vat).

As a goddess, she is visualized as a fair-complexioned
and charming lady (Sukla-varna-surupa), with a
beaming countenance (hrshtasya), exceedingly beneva-
116

lent and compassionate (suprasanni, karunardra). She
is four-armed, three-eyed and bedecked with ornament§.
She carries in her-upper hands a pot of jewels (ratna-
kurhbha), white lotus (sitdrhbhoja) and shows with the
normal hands the gesture of boon-bestowal (varada) and
protection (abhaya). She is seated or standing on a
mythical crocodile which is white in colour (sita-makara-
nishannd). She wears white garments ($veta-vastra-
paridhana) and has moon on her head ($asi-sekhar3).

Another dhyana-§loka gives her body-colour as ruddy
(aruna-prabha), and makes her carry in her four hands
noose (pasa), goad (ankusa), and the gestures of boon-
bestowal (vara) and. protection (abhiti). Still another
sloka gives in her four hands red lotus (kamala), blue
lotus (utpala) and the gestures of protection (abhiti) and
boon-bestowal (abhishta).

It was usual for the medieval temples to have rep-
resentations of the two river-goddesses, Gahg3d and Ya-
muna, sculptured on the door-jambs or on the outer walls
of the sanctum, when they would be shown as only two-
armed damsels, carrying in their hands nothing specific,
and standing in alluring postures on their characteristic
vehicles (vahana),mythical crocodile (makara) for Gahga
and tortoise (kirma) for Yamuna.

GANGADHARA-MUORT!

One of the sportive forms (fila-mirti) of Siva, high-
lighting the presence of the river-goddess Gahga in his
braids of matted hair (jatid). The background story is
told in several texts like the Ramayana, Bhagavata
and Vishnu-purana. The monarch, Sagara, intended
pesforming a horse-sacrifice, and let loose according
to custom the consecrated horse for wandering about
unchecked over the entire earth. 'But Indra stole the
horse and concealed it deep within the bowels of the

earth, where the sage Kapila was engaged in austerities.
The arrogant and cruel sons of Sagara (sixty thousand in

number!) went in search of the horse, dug into the her-
mitage of Kapila and finding the horse there set out to
punish the sage whom they mistook for the thief. The
sage, however, burnt them all down by the power of his
penance. Sagara's grandson Arisumat went in search of
the horse as well as of his uncles, and came to Kapila's
hermitage. Finding the horse there, he sought permission
of the sage to take back the horse. The sage permit-
ted him, and also told him how his uncles were reduced
to ashes. He asked the prince to get the celestial river
Gafga to wash the ashes, so that his uncles would ascend
to the heavens.

Arfsumat's grandson (Dilipa’s son), Bhagiratha, un--
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dertook to bring the celestial river down, and performed
severe austerities. Pleased with him, Gainga agreed to
visit the earth, but warned him that her descent would
be so mighty that the earth stood in danger of being
washed away. Bhagiratha thereupon begged Siva to con-
tain the tremondous torrent of the celestial river before
it touched the earth. Siva went to the Himalayan peaks,
and stood with his matted hair spread out. Gahga impu-
dently rushed on Siva's head, but lo, the god locked her
up in the braids of his matted hair, which he coiled up in-
stantly. Not a drop could trickle out.

This is how Siva became the ‘wearer of Gahga on
his head’ (Gainga-dhara). The story continues that Bha-
giratha had to beg Siva again to release the waters of
Ganga. Siva then loosened a single braid of his matted
hair, so that Ganga could come out in a tiny rivulet. This
sequence is known as ‘Ganga-visarjana’ ("letting Ganga
go") (cf. GANGA-VISARJANA-MURTI).

(stone relief)
(fate Pallava petiod)
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(stone relief)  (Kailasanatha temple)

Siva as Gangadhara is always in a standing posture,
with his left leg slightly bent (vama-padam tu kuiichitam),
with his right leg firmly planted on the ground (susthitam
dakshinam padam). The face is slightly inclined to the left
(vamaridavanatananam), looking at his consort Parvati,
who is sfanding to his left.

The god is three-eyed and four-armed. Accord-
ing to Pirva-karanagama (11th patala), the right
normal hand shows the gesture of protection (abhaya)
and the left is in the ‘kataka’ posture (see KATAKA-
HASTA); the other two hands carry the black antelope
(krshna) and battle-axe (parasu). The right upper hand
(that holds the battle-axe) is lifted as high as the ear
and touches the matted hair done up as a crown (ka-
pardopetahasta). Silpa-ratna (22nd patala) suggests
that the normal right hand must show the aspect of boon-
bestowal (varada), and the corresponding left arm must
go round the Devi in embrace; the upper left hand holds
the antelope while the corresponding right hand is raised
to the level of the top of the head to touch Gangi in
the matted hair (uddhrtya ushnisha-simakam, spréed jata-
gatam Gangam).

According to this text and Kamikagama, the fig-
ure of Dewvi should be to Siva's left, and the figure of
Bhagiratha (the royal sage who was responsible for the de-
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(stone)
(Lalitdnkura temple)
(Tiruchirapalli]

scent of Gafga) to his right . Bhagiratha's image should
be made in the eight-tala measurement (see ASHTA-
TALA), and as it stands must not be higher than the level
of Siva's neck; it may reach upto Siva's neck, chest or
navel. Bhagiratha must be shown as wearing as his gar-
ment the bark of trees (valkalarhbara), and with his mat-
ted hair hanging down (pralambaka-jatopeta). He must
be two-armed , with the hands in the supplicating pos-
ture held either on the chest or on the head (hrnmastaka-
krtanjalim ), Uttara-kamikagama, 63rd patala)
and two eyed (although the Piirva-karanagama 11th
patala speaks of ‘tri-netram’, which must be a mistake
for ‘dvi-netram’ as the Uttara-kamikagama has it.

The Devi must be shown standing on the left side
of Siva. Texts like Piirva-karanagama and Uttara-
Kamikagama do not provide any more details for the
Devi image. But Silpa-ratna prescribes that her left
foot must be planted firmly (susthitam) while her right
118

leg must be slightly bent (kuiichitam), and that her right
arm must be stretched out dangling (prasarya) while the
left hand holds a flower (pushpa-dhrk).

If the Gangadhara-miirti is represented in a panel,
other sages may be shown to accompany Bhagiratha.
Gods like Brahma and Vishnu may also be shown.

GANGA-VISARJANA-MORTI

This is a variant form of Gangadhara-marti, and
the texts do not mention this- form separately. But
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GANGA VISARJANA

(stone)
{ Anantesvara temple)

(Chidambaram)




the description of Gahgadhara form in texts like
Ams$umadbheda strongly suggest the validity of this
variant form as distinct from the usual Gangadhara form.
It relates to another detail in the story of Ganga's de-
scent to earth in response to Bhagiratha's penance (see
GANGA and GANGADHARA-MURTI). When Gahga was
confined to the braids of hair on Siva's head, Siva's con-
sort Parvati grew naturally jealous and indign:fnt at the
presence of another woman on the head of Siva. Did
not $iva receive this woman on his head, suggesting his
abject submission to her? Siva had not only to reassure
Parvati that his love for her was complete, undivided and
supreme, but also had to let Gafga go away (visarjana).

In any case, Ganga had to be released for Bhagiratha's

benefit.

$iva in this variant form is shown in the act of releas-
ing Ganga from the braids of his matted hair while also re-
assuring Parvati. Ammsumadbheda (66th patala) pre-
scribes that the Devi must be shown standing to the left
of Siva, with a disconsolate countenance (virahitanana)
(also Kasyapa-silpa, 10, 7 and Silpa-ratna, 22nd
patala). Anger and jealousy may be shown on her face.
_S’iv_i i,sfshown caressing her, embracing her with his normal
left armi (devim alinganam) and stroking her chin with
his right hand (devyananasritam) (Amsumadbheda,
op.cit.).

His upper hand in the kartari posture is raised to the
level of his head, and is shown taking out a single braid
of hair from his crown (jata-mukuta), with the image of
Ganga coming out along with it (param tu dakshinam
hastam ushnishantam tathoddhrtam; jatam cha jahnavim
bibhrat aparam kartari bhavet, Kasyapa-silpa, 10,5-

GAJA-LAKSHMI

One of the popular forms of Lakshmi (see LAK-
SHM]), usually found in sculptural panels on the lintels
of shrines and on doors. This form is distinguished by
the presence of a pair of decorated elephants in close
vicinity. The Parficharatra texts prescribe that this
form must have snow-white garments ($uklarhbara deﬁ)
and four-hands, carrying a long-stalked lotus (brhan-nalam
kamalam) in hgr normal right hand, the pot of nectar
(amrta-ghata) in the corresponding left hand, and the
bilva fruit and conch ($arikha) in the two upper hands.
She is seated on a lotus with eight petals, placed on an
auspicious throne (sirhhasane $ubhe). On either of her
sides, at the back, is an elephant with its trunk raised in
120

(stone relief)
(Varaha-mandapam)
(Mamallapuram)

(Kailasanatha temple)
(Kafichipuram)
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(wood carving)
(Tiruvattiir)

adoration and holding a lotus to be placed on the head
of the goddess.

GAJA-VAHANA

A form of Kartikeya (Subrahmanya), in which he
appears riding an elephant, instead of a peacock as is
usual (see KARTIKEYA). in this form, he represents
Indra, the leader of the host of gods. .This form is pre-
scribed to be worshipped for the fulfilment of ones desire
(ishta-siddhi).

The iconographic particulars of this form given in
texts like Kumara-tantra are one head, two eyes and
four arms. The god in this form is said to be resplendent
like a million suns (tapanayutabha). He carries in his hand
the gesture of protection (abhaya), sharp spear known
as Sakti, cock (kukkuta) and gesture of boon-bestowal
(varada) in the 'pradakshina’ order. And his mount is an
elephant.

GAJA-HASTA

The posture of holding one of the arms dangling
down by the side, or holding it across the chest, like the
trunk of an elephant. The left arm of the Devi illustrates
the former stance, while the left normal arm of Nataraja

PRATIMA-KOSHA

the latter stance.
GAJAHA-MOURTI

One of the sporting forms (lila-mirtis) of Siva as the
killer of the elephant-demon (Gajasura), it is also called

(Airavatesvara temple, Dharasuram)
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Gajasura-sarnhara-miirti. The background story as told in
Suprabheda relates that once when.Siva, naked, was
wandering about the foothills of mount Sumeru, the wives
of the seven sages were enamoured of him. Enraged at
this, the sages resorted to black magic and let some spir-
its in the form of wild animals attack Siva. But Siva
overpowered all of them. One of the animak was the
elephant, which Siva killed. The event is represented in
this form of Siva.
$iva is shown trampling on the head of the elephant
with his left foot, and tearing out the skin of the elephant
with two of his hands. The elephant’s skin is spread be-
hind him in the shape of an aureole (prabha-mandala).
The tail of the elephant is seen above the crown of Siva.
Amsumadbheda (70th patala) suggests that
this form of Siva may be represented with four or eight
arms (chatur doschashta eva va). When the arms are
four, the two upper hands hold the elephant’s skin (gaja-
charma); the right normal hand carries the noose (pasa)
and the left the elephant-tusk (gaja-Stnga). When eight-
armed, the three hands on the right side carry tri-
dent (trisala), hand-drum (damaru), and noose (pasa),
three hands on the left side carry the skull-cup (kapala),
elephant-tusk and the gesture of wonderment (vismaya),
and the remaining two hands hold the elephant-skin aloft.
Another dhyana-éloka, which provides this form
with eight-arms prescribes different weapons: trident
(triéila), sword (asi), hatchet-(tanka), ‘gesture of warn-
ing (sichi), elephant-tusk (vishana) and black antelope
(krshna-harina). Siva's left leg is firmly planted on the
head of the elephant and the right leg is bent and raised
above the thigh of the other leg in a dancing stance.
Siva is bedecked with all ornaments (sarvabharana-
sariyukta), and wears the tiger’s skin round his waist
(vyaghra-charmaribaropeta).  His body-colour in this
form is given as deep red. The texts prescribe that to
his left must be standing Uma (viz. Parvati), terror-
stricken (bhayanvita), camrying the baby Skanda in her
arms (Skandoddhrtapy Uma-devi).

GAJANANA

The elephant-faced god (see GANAPATI). The
Brahma-vaivarta-purana (Ganesa-khanda,
6th chap.) relates that when Parvati insisted that the
malignant spirit Sani should have a look at her pretty
baby-boy, $ani much against his desire looked at the
baby, and at once the head of the baby fell off. It was
suggested that the head of a living being which had just
then breathed its last should be procured and joined to
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the torso of the headless baby. An elephant’s head was
on this occasion secured. This is how the son of Parvati
got an elephant’s head on a human body.

GAJASURA-SAMHARA-MURTI

The form of Siva as the killer Gajasura, a demon

who appeared in the form of a wild elephant and rushed
on Siva (see GAJAHA-MURTI).

GAJENDRA-MOKSHA

One of the acts of Vishnu which is exceedingly pop-
ular among the devotees of Vishnu. The episode, which
occurs principally in bhagavata-( :8th skanda ), is told
and retold times without number in Sanskrit and in the
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(stone relief)
(Sarhgapani temple)
(Kumbhakonam)




(stone panel)
(Mallikarjuna temple)
($risailam)
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(wood)
(Kaviyiir temple)

dialects of the country; it is also rendered in painting and
sculpture all over India.

The story concerns an elephant (gajendra), which
was rescued (moksha) by Vishnu from the jaws of a
crocodile. The elephant, in its previous existence was In-
dradyumna, ruler of the Pandya realm and a great devo-

tee of Vishny. It so happened that he was cursed to be-
124

come an elephant by sage Agastya, whom the king (‘en-
gaged in penance in the Malaya mountain') inadvertently/
slighted. Becoming an elephant, he rcamed about the
forest as léader of a large herd. When he arrived at the
lake in mount Trikiita to appease his thirst, a crocodile
(which was in reality a gandharva Hii-hii by name, who
had been cursed to become a crocodile by sage Devala)
caught hold of his leg and began dragging him into the
lake. Unable to extricate itself from the powerful jaws of
the crocodile, the elephant raised its trunk and offered a
prayer to Vishnu. Vishnu at once appeared and killed the
crocodile with his discus (chakra). The God thus removed
the curse which haunted the royal sage Indradyumna, and

(stone relief)
(Brhadiévara temple)
(Tanjaviir)
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also the curse that had befallen the gandharva.

There is an intersting sculptured panel in the fifth
century Gupta temple at Deogarh, which is the earli-
est available representation of this theme.The four-armed
Vishnu, wielding the discus, is seen seated on the shoul
ders of Garuda (whose form is entirely human) and arriv-
ing at the lake full of lotus flowers to retrieve the elephant.
The elephant has raised its trunk and offering a bunch of
lotus flowers to the God. But"the elephant seems harassed
not by a crocodile but by a dragon which has wound its
coils round the legs of the elephant. In front of the ele-
phant rises the supplicating Naga with seven hoods, and
by his side to the left is a Nagini in dimunitive size.

GANA

Hordes of mythical beings regarded as demi-gods or -
inferior deities, mostly in distorted human form, attending (Sikkil temple)
on a major deity, especially Siva (hence the more common expression ‘Sivagana’’). It is possible that the idea of
'marud-gana’ (troops of hurricanes, torrents and breezes)

£ it— ($atavahana-period)

S
\ / (Pithalkhor, West India)

following Rudra as the god of thunder and storm provided
the model for 'Swa-gana' In any case, Siva is visualized in
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GANA
(Kailasanatha temple)
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the Puranas as surrounded by multitudes of these beings
in diverse bizarre form and attire, dancing and singing.
And it is a motley group: it consists of several categories
of beings, all, however, in a state of abandon and high

glee.

«(Avudayarkoil)
are of multitudinous form, and wear matted hair on their
heads; they are holy ascetics, and spend their time in
contemplation like their master, all seated around him’

The most frequently mentioned among them are
the ‘pramatha-ganas’, who attend on Siva in his sev-
eral sportive forms. According to a legend in Kalika-
puripii (chap.29) they were caused to emerge in or-

der to combat the large troop of wicked and destructive -
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swines that were let loose un earth by the demon Varaha.
After this task was accomplished, they were assigned to
Siva's service.

The total number of these mythical beings is given
as 36,000 (or in a variant reading 36 crores). Sixteen
thousand among them attend on Siva when he is en-
gaged in contemplation on the Himalayan heights. They
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(dhyanavastham Mahadevam parivarya tishtanti dhrta-

vratah).
Some others (eight thousand in number) are pos-

sessors of supernatural powers (animadi-siddhi); at-

(stone)
(Egmore Musuem)
(Madras)

tired in romantic garments, they engage themselves in
amorous dalliance with their consorts (kaminah...srngara-
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vesabharana.... pramadabhih sah), even as Siva sports A third group consists of beings who are half-male
with Parvati. Their genital organs are large and erect

(Sikkil) (Sikkil)
(vrshabha-dhvajah). They also assume the forms of wild vate apartment of Siva when he is with Parvati, and at-
animals like lion and tiger at will. tend on the Ardhanarisvara form of Siva. Still another
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(stone relief)
(Mahisha-mardini-mandapa)
(Mamallapuram)

group (nine thousand in number ) is made up of valiant
heroes (maha-bala $iira) who help Siva when he fights
with the asuras. They flourish various weapons of war-
fare. -

In sculpture, the most frequently depicted group of
gana-attendants is that .of dancers and musicians (nrtyanti
vadyam kurvantah gayanti). They are of various forms
and wear diverse attires, and are bedecked with several
unusual ornaments and garlands. They hold in their hands

(Brhadisvara temple)
(Tadjaviir)
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(from Darasuram temple)

musical instruments like cymbals (tala), drum (mrdanga),
horn (panava) and so on. They are also depicted in the
act of singing, and their dance postures are ecstastic. The
number of Siva's attendants belonging to this group is
said to be three thousand .

The Ganpa attendants are generally representated in
the sculpture as short and rotund in stature, pot-bellied
and thick-necked. They are two-armed, and the body is
contorted in unusual shapes. It is more usual to represent

(_ Darasuram temple )
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(wodd)

(Anantesvara temple)
(Chidambaram)

them as entirely human in appearance, albeit ugly and
bizarre Sometimes they are endowed with animal-heads
(fion, tiger, bull, elephant or horse).

In the folk context, these attendants of the gods
are regarded as more easily approachable, more readily
appeased and quicker in conferring benefits than their
masters, and therefore the worship of the gana-deities
has been both widespread and persistent. They are also
considered vengeful and wicked, and therefore, they are
feared. They are invoked by people not only to help them-
selves but to harm enemies, to cause or cure ailments, to
ward off or usher in misfortune, to impede or facilitate

They were imagined to belong to different classes,
and in the early texts they are mentioned in groups.
Bhagavata (10, 6, 28), for instance, speaks of dakinis,
yatudhanas, kiishmandas, bhitas, pretas, pisachas, yak-
sha, rakshas, and vinayakas. Cultic worship was offered to
them in groups or to the imagined leaders of these groups.
Hence we read in Taittiriya-samhita, 4, 5-4,1: ‘namo
ganebhyascha, gana-patibhyas cha vo namah’. It has to
be noted here that the expression ‘gana-pati’ occurs here
in the plural number,

PRATIMA-KOSHA

GANAPATI

Ganapati is undoubtedly the most widely worshipped
god in India, in folk as well as sophisticated settings, and
the celebrity of this god goes back to a very distant past,
possibly to pre-Vedic periods, and has continued to this
day with unabated fervour. There is hardly a village in
India which does not contain a shrine for Ganapati, and
a town will generally have several of them. He has also
achieved world-renown, partly by his bizarre shape but
partly also by the compelling appeal which his symbolism
has for people of all cultures. Some of the forms of this
god are popular in Nepal, Tibet, Burma, Sri Lanka, Java,
Indo-China, China and Japan.

Ganapati is also the most frequent theme of leg-
ends and myths in- Puranas and related literature which
mostly belong to the medieval period. Thus there
are stories which are various, and which are not in-
frequently conflicting, to explain the several details of
the unusual form of Ganapati, like elephant-head (gaja-
mukha), pot-belly (larnbodara), ears like the winnowing
basket (Sdrpa-karna), twisted trunk (vakra-tunda) and
solitary tusk (eka-danta). - Chief among the Puranas
‘Wwhich relate stories concerning Ganapati are Brahma-
vaivarta (46 chapters in Ganesa-khanda), Mudgala
(9 khandas), Siva (chap. 13-21), Brahmanda (chap.
1-5), Ganesa (Upasana and Krida khandas), Varaha
(chap. 29), Bhavishya (chap. 31-33), and Skanda
(chap.11).

Many of these stories are too well-known to need
recounting here. Besides explaining the background of
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TRIPURARI-VARADA
(Raiijangaon)
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DHUNDHI GANAPATI
(VARANASI)

some of the forms of Ganapati, they provide an insight
into the iconographic peculiarities. Although the idea of
Ganapati is very ancient and his worship equally ancient,
the representation of Ganapati in sculpture is not earlier
than the fourth or fifth century A.D., the tinre when the
stories concerning this god also began to crystallize.

While no satisfactory theory has so far been offered
to unravel the origin of the Ganapati image or of the cult
of this god, the development of the cult has a few dis-
cernible stages. The earliest stage appears to have been
the simple worship of the malignant spirits, collectively
known as ‘vinayakas' or ‘gana-patis’ (leaders of hordes of
misfortune, calamity, disease, loss and obstacle) by peo-
ple at large with ritual offerings of meat, fish, wine and
cakes. Texts like Yajnavalkya-smrti(1, 279-289),
which are designed primarily to inculcate on people so-
phisticated religious norms and ideas but contain inciden-
tally information about the prevalent folk religious prac-
tices mention more than two hundred and eighty of these
130

_ YAKSHA GANAPATI
(Bikkavolu,Andhra Pradesh)

vindyakas. But practical considerations singled out about
four of them (Manava-grhya-siitra, 2, 14): called
$3la-katahkata, Kiishmanda-raja-putra, Usmita and De-
vayajana (the latter two being called in Baijavapa-

"MADHU-KAITABHA GANAPATI
(Siddhatek)
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HERAMBA-GANAPATI
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(Ancient stone image in bold relief)

(Fathepur Sikhri)

MAYURESVARA-GANAPATI
(Morgaon)
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GANAPATI
(Gokarna)

grhya-siitra Mita and Sammita). The precise signif-
icance of these names cannot be deciphered, nor the vi-
sualization of their distinctive forms. It was believed that
these vindyakas, a"'iough essentially malevolent would,
when appeased, favour the devotee with benefits and
blessings. In course of time, the four vinayakas fused
into one, wha was the Vinayaka, and whose variant form
or name each of the four was.

The idea of a leader of the horde (or troop) of spir-
its was more ancient. Even in Rgveda (10, 112, 9
and 2, 23, 1). we read of the ‘gana-pati’ of the ganas
(gananam tva gana-patim), who, however, in that context
was Brahmanaspati (or Indra) and not the Ganapati of our
conception. But it is only in the Baudhayana-grhya-
siitra (about the fourth or fifth century, A.D.}, that the
leader of the horde is described as ‘elephant-faced’ (hasti-
mukha), ‘lord of obstacles’ (vighnesvara) and ‘master of
the evil spirits’ (bhiita-natha). The first epithet, however,
may not have actually meant a human form with the head
of an elephant, for in a variant reading we have ‘hasti

varchas’, which only means ‘one having the lustre of an
elephant’.

However, Brhat-samhita (58, 57) is acquainted
with this god as elephant-faced (gaja-mukha), lord of the
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hordes of Siva (pramathadhipa), having protruding belly
(pralarhba-jathara), one-tusked (eka-vishana), and carry-
ing an axe (kuthara-dhari), and a radish (milaka) in his
hands. It is to be noted that the description of Ganesha
comes at the very end of the section on gods, and imme-
diately after the treatment of the yaksha Kubera (who in
turn comes after the lord of death, Yama). Ganesa was
obviously a minor deity with but two hands and belonged
to the yaksha-class of folk-divinities (see YAKSHA).

It cannot be gainsaid that the early images of
Ganapati (as the ones in Mathura and Bhimara) are
strongly sugc=stive of the yaksha-character. Seated or
standing, he is plump and short with thick-set limbs, dec-
orated with jingling ornaments, equipped with a promi-
nent belly, and carrying some delicious article of food or
a pot of wine. He may also be shown as dancing with

GANAPATi
(Guptha Period)
(Mathura)
PRATIMA-KOSHA

BALAGANAPATI
(South Kanara)
(Karnataka)
abandon. The mouse as his emblem (dhvaja, which later
became his mount, vihana) had the model of the man-
goose in the hand of Kubera; and the mangoose signified
the aspect of plentiful wealth.

When the Baudhayana-kalpa prescribes a ritual
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BALAGANAPATI
(modelied after infant Krishna)
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GANAPATI
(sandstone)
(Kailasanatha temple)
(Kafichipuram)
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VARADA-GANAPATI
(Nepal)

for the worship of this god, it specifies that he is princi-
pally the lord of the spirits (‘Om vinayakdya bhiita-pataye
namo'), and that the customary offerings for him are to
be made in the names of ‘the obstacle’ (‘Vighnaya svaha’),
‘the leader of the hordes’ (‘vindyakiya'), ‘the valiant’
(‘Viraya’), ‘the courageous’ (‘Sliraya’), ‘the ferocious’
(“dgraya’), ‘the terrible’ (bhimaya’); ‘the elephant- faced'
(‘hasti-mukhaya'), ‘the boon-bestowing’ (‘Varadaya’),
‘the one who has obstacles as his male associates’
(‘vighna-parshadebhyah’) and ‘the one who has obstacles
as his female associates' (‘vighna-parshadibhyah’).

It is also significant that in Ganesa-purana
(1, 46, 21) this god is described not only as the
‘lord of elephants’ (gaja-pati) but as ‘the lord of the
wicked spirits in the shape of wild elephants’ (hasti-
piéachisa). And the same text (1, 46,72-73) high-
lights the intimate connection this god originally had
with the cultivation of sugar-cane (cf. epithets like
‘ikshu-chapa-dhara’, ‘ikshu-sagara-madhyastha’, ‘ikshu-
bhakshana-lalasa’, ‘ikshu-chapa-nishevita’ and so on).
Many of the forms of Ganapati continue to carry sugar-
cane stalk in one of the hands. It is probable that this
spirit was invoked to protect the sugar-cane fields from
the destructive visitations.of wild elephants. The charac-
teristic weapons that this god carries in his hands are also
suggestive of the same detail: elephant-goad (ankusa)
PRATIMA-KOSHA

and noose (pasa).

One of the well-known legends related in several
puranas concerns Ganapati's encounter with an asura
named Sindiira or Gajasura, and who had an elephant’s
head (and hence called Gaja-mukhasura). The god too is
said to have assumed the head of an elephant (Skanda-
purana, chap.11), and while engaged in the fight, he
got his right tusk broken. This is how according to
the legend, Ganapati became one-tusked. Another story,
however, ascribes this fact to the god’s encounter with
Parasu-rama (the Rama of the battle-axe). A late Up-
anishad with a tantrik orientation, Varada-tapaniya,
describes Ganapati as ‘appearing in the guise of an ele-
phant’ (gaja-riipadhaa).

Gobhila-smrti (1, 13) prescribes that
Ganapati must be worshipped, alongwith the seven
‘mother-goddesses’ (matrkas, see MATRKA), before the
commencement of any undertaking. This is with a view
to appease the spirits that are likely to obstruct and cause
harm. Like the mother-goddesses, Ganapati was also in-
voked especially to protect the childeen from the usual
infirmities and ailments. Suprabhedagama suggests
that Ganapati must be visualized as standing when in the

SAKTHI-GANAPATI
(Khajuraho)
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UCCHISHTA-GANAPATI
(Darasuram temple)

GANAPAT|
(Nepal)

company of the mother-goddesses. Ganapati’s presence
at one end of the row in the sculptured panels of the seven
mother-goddesses, to the left of the goddess-Chamunda,
is a well-known detail all over the country. The earliest
representation, however, appears to be the one at Ellora
(dating back to about the fifth or sixth century), where
Ganapati is seen seated, even as the mother-goddesses
are. Isana-siva-guru-deva-paddhati explains that
the initial worship of Vighna-raja would protect children
from the evil influence of the ‘mother-goddesses’ by se-
curing their good-will. H2 must be worshipped, according
to this text, even before the mother-goddesses are wor-
shipped, in order to transform their normally malevolent
influence into benevolent.

The procedure of the worship of Ganapati before all
other ritual sequences is motivated solely by the eagerness
of the devotee to put the obstacle-throwers into good hu-
mour and secure their cooperation (Mahabharata, 3,
65, 23; ‘piija vighnakartrnam athava prathamam krta’).
He was clearly vighna-raja (or Vighnesvara), the lord of
obstacles. Lalitopakhyana has an interesting sto.y
which deals with this aspect of the god. When the god-
dess Lalita killed Bhandasura in a fight, tne asura’s min-
ister Visukra inscribed on a rock the magic circle of obsta-
cle (jaya-vighna-yantra), consecrated it and clandestinely
left it within the camp of Lalitd. Owing to the power of
this magic, the members of Lalita's army became slug-
gish and weak. Visukra marched into the enemy’s camp

EAAS
A1

.

. (A rare composite image of Ganapats
incorporating the heads of Hanuman and

Garuda,(clay), Kotaramma teriple,Kolar
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and began the offensive. The lady commander of the
army Danda-nitha, and Lalitd’s minister Sachi-kesi re-
ported the position to Lakita, whereupon she smiled and
looked at the face of her husband Maha-kamesvara. At
once a brilkaat god, Gajanana, elephant-headed and ten-
armed and intaxicated, took shape; he was embraced by
two consorts, Siddhi (achievement) and Lakshmi (pros-
perity). He entered Lalita’s camp; discovered the magic
rock and smashed it to bits. Th® msgic spell was thus
broken.

Gajinana thes attacked and routed the army of
Bhandasura. Lalta, pleased with his success, granted
him the boon that his worship should take precedence
over all other ritmal sequences. The text mentions
that accompanyimg Gajanana on this mission were six
“lords of obstacles’ (vighna-vinayakas); Amoda (pleasure),
Pramoda (enjoyment), Durmukha (evil oraen), Sumukha
(good omen), Vighna-karta (obstac!c-maker)and Vighna-
hasts (obstacle-remover); and nine powers (Saktis): Tivra
(sharp), Jvalew (Haming), Nand3 (delight), Sarmbhogada
(provider of sex enjoyment), Kama-riipini (assumer of

STHANAKA-GANAPATI|
PRATIMA-KOSHA

NATANA-GANAPAT!

Vindyaka
(Tibet)
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forms at will), Ugra (terrible), Tejovati (lustrous), Satya
(truthful) and Vighna-vinasini (destroyer of obstacles).

Devi-purana (114, 2-4) adds that when Gajanana
set out to vanquish Vighna, the magic spirit of obsta-
cle, the various gods equipped him with their own pow-
ers: Siva gave him the crescent-moon (ardha-chandra);
Brahma the white girdle (mekhala); Vishnu the conch
(¢arikha) and discus (chakra); Indra the thunderbolt (va-
jra), Varuna the noose (pasa), and Yama the cudgel
(danda). Thus Gajanana had a distinct advantage over
all the other gods.

And the character of Ganapati as the destroyer of
obstacles’ when worshipped and as the producer of ob-
stacles when ignored, has led to many stories which re-
lated that even the great gods worshipped this enigmatic
spirit: Siva when he set out to kill the demon Tripura,
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Vinayaka Buddha
(from Cham)
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‘(Early icon of Ganesa indo China)

Rama when he attacked Ravana, indra when he began
his fight with Vrtra, Parvati when she launched her at-
tack on the demon Mahisha, Krshna when he was smitten
by the columny that he murdered Satrajit for the sake
of the Syamantaka-jewel, and the thousand-hooded Se-
sha before he undertook to carry the burden of the whole

world on his head.

Mudgala-purana (1, 17 ‘ashta-avatara’), men-
tions eight vinayakas partaking of the nature of Ganesa
(ashtau ganesarisavinayakah) representing the eight
asuras in the form of human passions whom Ganesa van-
quished: (1) Eka-danta (one tusked) vanquished Mada
(arrogance); (2) Vakra-tunda (twisted trunk) Matsara
(jealousy); (3) Mahodara (big belly) Moha (infatuation);
(4) Gajanana (elephant-headed) Lobha (greed); (5) Lam-
bodara (protruding belly) Krodha (anger); (6) Vikata
(grotesque) Kama (love); (7) Vighna-raja (the lord of
obstacles) Mamata (ego); and (8) Dhiinsa-varna (smoke-
coloured) Abhimana (selfregard).

As early as the fifth or sixth century A.D., the
iconographic form of Ganapati was fairly well crystalfized.
Varaha-purana, for instance, prescribes as a gen-
eral rule: " The elephant-headed god (gajanana) must be
made four-armed (chaturbhuja) and three eyed (trinetra);
he must wear the serpent as the sacrificial cord (n3ga-
yajiiopavitaicha), and donn on his head the cescent-
moon (Sasanka-kita-Sekhara). His right hand must hold
a tusk (danta), the second hand rosary (aksha-siitraka),
the third battle-axe (parasu) and the fourth sweet cake
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(modaka)”. The earliest iconographic text Vishnu-
dharmottara (3, 71) provides the same details, but
adds protruding belly (lambodara) and garment of tiger-
skin (vyaghra-charma-dhara); and imstead of the tusk

GANAPATI
(stone icon) (Borneo)

PRATIMA KOSHA

in the right hand, spear (SGlaka, trident) is suggested.
Suprabhedagama (43rd patala) would have him carry
in the fow hands froit (phala), his own horn-tusk (sva-
$mgaka), noose (pasa) and goad (ahkusa). and his trunk
holding a sweet delicacy known as ladduka, round m
shape.

Brhatsamhita (58, 57), one of the ealy texts
bearing on images of gods and goddesses, provides for
Ganapati a sigle tusk (eka-danta) which detail became
charactesistic im later yeass. The ‘single tusk’ probably
suggests an assodation with the plough-share, and the
origin of the deity m the context of cultivation. There

(VINAYAKA)
(China)

are of course legends about how he came to have one
of his tusks broken (in a fight with Gajasura or with
Parasu-rama). But he i often represented as holding
this broken tusk im his right hand. Amsumadbheda,
for mstance, prescribes that in his normal right hand he
must bold his own tusk (sva-dantam dakshime haste),
while the corresponding left hand holds the wood-apple
fruit (kapittha). The other two hands, according to this
text, carry elephant-goad (aikusa) and noose (pisa) or
serpent (ndga) or rosary (akshamilika). The goad and
the noose have obvious associations with the elephants.
The underlymg symbolsm involves the idea of obsta-
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cles (vighna) being represented as the monster-elephant
(Gajasura). Isana-siva-guru-paddhati continues to
describe this deity as ‘Vighna-nayaka’ (the master of ob-
stacles), viz. one who both causes and removes obstacles.

Another detail given in Brhat-sambhita is that the
deity carries in his hand a radish (miilaka). This particular
has survived only in a few sculptures from Bengal, Nepal
and Tibet; otherwise, it has almost been forgotten. It
is probable, however, that the frequent representation in
Cambodian and Khmer images of Ganapati with a stylus
in hand is a change from the original radish. The images
of Ganapati in greater India are found generally to have
both tusks intact, and the idea of ‘eka-danta’ does not
seem to have reached that far. The stylus, therefore, may
not be the transformation of the broken tusk.
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(CHINTAMAY! VIGHNESVARA)
(old Siamese manuscript)

Ganapati's identification with Siva (who is also re-
ferred to as ganesvara, ‘the lord of the hordes’), more
particularly the Bhairava aspect of Siva, has resulted
in some details like three-eyes (trinetra, which also be-
speaks a tintrik influence), the crescent-moon on the

head (phala-chandra), serpent-ornaments (nagabharana),

tiger-skin (vyaghra-charma), trident or spear (triula or
$iila) and battle-axe (kuthara).

Texts mention sixteen characteristics (shodasa-
guna) which are typical of the images of Ganapati: dwarf
in stature (kharva), rotund body (maha-kiya), hidden
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(GANESA)
(China)

ankle (giidha-gulpha), pot-belly (lambodara), grotesque
in appearance (vikata), curved trunk (vakra-tunda),
elephant-head (gaja-mukha), bald head (khalvata), large
flapping ears (Siirpa-karna, like a ﬁinnow-basket), ex-
tremely small eyes (hrasva-netra), elongated nose (viz.
trunk, larhba-nasa), black-teeth (Syama-danta), smoky
grey in complexion (dhiimra-varna), longing ever to eat

(GARBHA-DHATU-VINAYAKA)

CHINA
PRATIMA-KOSHA
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(stone)
(Thali)

(charvanalalasa), nude (digarhbara), and carrying a water-
pot (kamandaludhara). It can be seen that no specifi-
cation has been made either with regard to the number
of hands, or with regard to the weapons the hands must
carry. It is not clear if the water-pot is to be held in the
hand or by the trunk.

This god is distinguished by having the largest num-
ber of variant forms. There is a verse in Ganesa-
purana which says that Ganapati's form changes accord-
ing to the time-period in which he manifests. In the first
yuga (viz. Krta-yuga), he is ten-armed (dig-bahu), pink in
colour (teja-varna) and tides upon a lion (siftha-gata). In
the second yuga (viz. Treta-yuga), he is six-armed (shad-
bahuka) and rides upon a peacock (mayiira-vahana); he
is white in body-complexion (Sukla-varpa). In the third
yuga (viz. Dvapara), he is four-armed (chatur-bhuja) and
red in body-colour (rakta-varna). His vehicle is not spec-
ified, but it is apparently a rat (3khu or miishaka). In the
final yuga (viz. Kali-yuga), he is two-armed (dvi-bhuja)
and his body-colour is smoky grey (dhimra-varna).

The immense multiplicity of the forms of Ganapati is
hard to explain. The legends in the Puranas are probably
responsible for the variety of weapons in his hands. But

" the artists’ fancy has also played a significant role. Ritu-

alistic needs, especially under the tantrik influence, have

(wood)
{chariot of Anantesvara temple)
(Chidambaram)






SIXTEEN FORMS OF GANAPATI

BALA-GANAPAT!

conjured up rather unusual visions of Ganapati's form and
nature. As a rule, the forms with one or more female con-
sorts are all tantrik in orientation. We will have occasion
to deal with them later.

Sarada-tilaka-tantra enumerates fifty forms of
Ganapati, on the ideology of the fifty letters of the
Sanskrit alphabet (paiichasad-varna), each letter being
regarded as a matrka, and a consort (Sakti) of Ganapati.
All the forms are described as elephant-headed (gaja-
vaktrah), three-eyed (tri-lochanah), ruddy in colour like
the rising sun (taruparupa-sankasah), carrying in their
four hands noose (pasa), goad (ankusa) and the ges-
tures of boon-bestowal (vara) and protection (abhiti),
and accompanied by their feminine counterparts (Sakti-
§amanvil§h). The feminine counterparts are-all brightly
decorated with all ornaments (sarvalankaranoddiptih),
seated upon the lap of their dear ones (priyankasthah),
auspicious in their looks (su-Sobhanah), having pale red
body-colour and wearing red-coloured garments and gar-
lands (rakta- malarbararunah), and carrying in their
hands a red-coloured lotus (raktotpala-kara).

PRATIMA-KOSHA

The names of these forms of Ganapati are given be-
low together with the names of the respective feminine
counterparts: (1) Vighnesa and Hrih; (2) Vighna-rija
and Srih; (3) Vinayaka and Pushti; (4) Sivottama and
Santi; (5) Vighna-kit and Svasti; (6) Vighna- harta and
Sarasvati; (7) Gana and Svaha; (8) Eka and Medh3; (9)
Dvi-sudantaka and Kanti; (10) Gaja-vaktra and Kamini;
(11) Nirafjana and Mohini; (12) Kapardi and Napi;
(13) Dirgha-dhvaja and Parvati; (14) Sankha-karna and
Jvalini; (15) Vishabha-dhvaja and Nanda; (16) Gana-
niyaka and Suyasa; (17) Gajendra and Kama-riipini;
(18) Sirpa-karna and Uma; (19) Tri-lochana and Tejo-
vati; (20) Lambodara and Satya; (21) Mahananda and
Vighnesani; (22) Chatur-mirti and Suriipini; (23) Sada-
$§iva and Kamad3; (24) Amoda and Mada-jihva (25) Dur-
mukha and Bhiti; (26) Sumukha and Bhautiki (27)
Pramodaka and Sita; (28) Eka-pada and Rama; {29) Dvi-
jihva and Mahishi; (30) Sura-vira and Samkhini; (31)
Shanmukha and Vikarnapa; (32) Varada and Bhrukuti;
(33) Vama-deva and Lajja; (34) Vakra-tunda and Dirgha-
ghon3; (35) Dvirandaka and Dhanur-dhara; (36) Senani

[2] TARUNA-GANAPATI
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and Yamini; (37) Gramapih and Ratri; (38) Matta
and Kamandha; (39) Vimatta and Sasi-Prabha; (40)
Mattta-vahana and Lolikshi; (41) Jati and Chafichal3;
(42) Mundi and Dipti; (43) Khadgi and Subhaga; (44)
Varenya and Durbhaga; (45) Visha- ketana and Siva; (46)
Bhakshya-priya and Bharga; (47) Ganesa and Bhagini;
(48) Megha-nada and Bhogini; (49) Vyapi and Kala-ratri;
and (50) Ganesvara and Kalika.

Mudgala-purana, however, has a list of thirty-

[3] BHAKTA-GANAPATI

two forms of Ganapati which are iconographically var-
ious and more or less stylized. We have the same
fist in several other texts, including Sri-tattva-nidhi,
which also provides illustrations for all these forms besides
the dhyana-slokas. The first sixteen of these forms are
more popularly worshipped and are collectively known as
Shodasa-ganapati.

It may be seen that only nine of these forms are
accompanied by their feminine powers (saktis) and the
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others are solitary images, answering to the description
of ‘kevalaganapati’. And two of the nine have two of
these Saktis, each of the others having.only one Sakti.
Uttara-kamikagama (45th patala) distinguishes be-
tween Kevala-ganapati and Saktyanvita-ganapati forms.

When there is a single Sakti, she is called Pushti
or Lakshmi. When she is amorously engaged she is
called Vighnesvari (the lady of obstacles). When how-
ever, there are two Saktis, they are called Bharati (learn-
ing) and Sri (prosperity); some texts (like Siva-purana,
Rudra-samhita, 4, 21) designate them as Siddhi (ac-
complishment) and Buddhi (wisdom), while others (like
Matsya-purana, 260, 54) call them Rddhi (growth)
and Buddhi. Silpa-ratna calls them Buddhi (wisdom)
and Ku-buddhi (cunning). There is a form of Ganapati,
where he is surrounded by eight consorts (ashta-mahishi),
who are identified with the eight supernatural pow-
ers, ‘anima’. ‘ ‘mahima’, ‘garima’, ‘laghima’, ‘prapti',
‘prakamya’, ‘isitva’, and ‘vasitva’ (ashta-siddhi). Gener-
ally, however, Ganapati is regarded as an austere celibate
(vatu, brahma-charin), and is represented as a lone image.

Most of these forms have a single head. There is a
two-headed form (Dvi-mukha), a three-headed form (tri-

" mukha), a four-headed form (Dvija) and a five-headed

form (Heramba). As a rule the head is that of an ele-
phant, but there is one form which has a lion's head
(sirmha-mukha). A large number of forms (as many as
twenty-one) have only four hands; four forms, however,
have eight hands, and four others ten arms; there is a
sixteen-armed form (Vira), and another form with twelve
hands (Uddanda). As a rule, Ganapati has two eyes; but
two of the thirty-two forms are three-eyed. Body com-
plexion appears to be an important detail. Fifteen of the
thirty-two forms are bright-red (rakta), four white (Sveta),
faur golden-coloured (kanaka), two blue (nila) and oth-
ers yellow (pita), black (Syama), or the colour of red lead
(sindiira).

The dhyana-$lokas of some of the forms specify the
mount on which the god is to be shown. It is usual to
regard the mouse (mishaka, akhu) as Ganapati's mount
(vahana). But of the thirty-two classical forms, only two
(Vijaya-ganapati and Stshti-ganapati) are described as
riding the mouse, while one (Heramba) is seated on a
lion. The forms of Ganapati are customarily seated on
a lotus (padma). How the mouse came to be associated
with Ganapati is not clear. The early texts, however,
are silent about Ganapati's mount. N\latsya-purana
(260, 54), for the first time, prescribes that below the
image of Ganapati must be shown a mouse (2dhastan
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mishikinvitam). Ganapatyupanishad (2, 134) re-
lates a story. Krauncha, a gandharva, was cursed by
the sage Vama-deva to become a mouse, and began a
career of endless mischief in this shape. Another sage

Parasara, who was troubled by him, sought the help of
Ganapati, who subdued the mouse and made it his mount.

Another story makes the elephant-headed demon (Gaja-
mukhasura) change his shape into that of a mouse, which
Ganapati used as his mount.

However, Yajurveda (3, 57) which identifies
Ganapati with Siva, mentions that in a ritual the mouse
is Siva's share of animal offering (‘esha te Rudra bhiga
dkhus te pasuh’); the offering was made in the shape of a

distinguishing details are chiefly the number of hands,
weapons in the hands, body-colour and the mount; some-
times the number of heads and the stance assumed also
become relevant.

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

(2) Taruna-ganapati: Also red in colour, like the
ruddy morning,the youthful Gapapati (taruno ganesah)
has eight hands, carrying in them noose (pasa), goad
(ankusa), round cake of flour (apiipa), wood-apple fruit

[4] VIRA-GANAPATI

mouse out of dough (purodasha) and buried in the earth.
It is also suggested that the mouse which symbolized the
Vedic god Agni was adapted by the later deity Ganapati,
who was essentially identical with Agni (cf. Taittiriya-
brahmana, 1, 1, 3, 3; ‘Agnir devebhyo nilayate; akhu-
ripam ketva prthivirpravisat’). The mouse which bur-
rows into the earth is also a detail of the solar myth,
Ganapati being identified with the Sun (Siirya-ganapati).

The thirty-two forms of Ganapati, which are icono-
graphically significant, have each of them a suggestive
dhyana-sloka. And there are in some South Indian tem-
ples sculptural representations of these forms; and paint-
ings and drawings of these forms are also available. The

PRATIMA-KOSHA"

[5] SAKTI-GANAPATI

(kapittha), rose-apple fruit (jambi), his own tusk (sva-
danta), paddy-grain stalk ($ali) and sugai-cane stalk (ik-
shu).

(3) Bhakta-ganapati: Shining like the autum-
nal moon ($arac-chandrabha-vapusham) (viz. white in
colour), he has four hands in which he carries a cocoanut
(nalikera), a mango-fruit (amra), a plantain-fruit (kadali)
and a bowl full of jaggery-porridge (guda- payasa).

(4) Vira-ganapati: Pale red in body colour (aruna),
the valiant Ganapati has sixteen hands, and carries in
them a vampire (vetala), magic spear known as Sakti,
arrow ($ara), bow (karmuka), discus (chakra), sword
(khadga), magic weapon known as khatvanga, mallet
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SAKTI-GANAPATI
(a variant form)

(mudgara), mace (gada), goad (ankusa), serpent (naga),
noose (pasa), lance ($iila), barbed dart (kunta) battle-
axe (parasu) and banner of victory (dhvaja).

- K form known as Vira-vighneévara is also mentioned.
Hé is three-eyed and decorated with a crescent-moon on
the head. His body-colour is that of red-lead (sindira).
He is either four-armed or ten-armed. In the former va-
riety, he is shown with his consort Pushti, sitting on his
left lap. His left normal hand holds the goddess in em-
brace, while the corresponding hand on the right side
touches the vulva (yoni) of the goddess. The other two
hands carry goad and noose. In the latter variety, he is
represented alone, and his hands carry pomegranate (bi-
‘japlira), mace, bow, discus, rosary (on the left side) lo-
tus, noose, arrow, tusk, and jewel-bowl (ratna-patra) (cf.
Sri- vidyarnava-tantra).

(5) Sakti-ganapati: This form, whose colour is that
of the ruddiness of the sky in eventide (sandhyaruna),
is represented as four-armed, embracing with two arms
a feminine consort (devi or sakti) who is green in body-
colour (haritanga-yashti) and who is seated on his lap on
the left side, and holding a noose (pasa) and goad (sni)
with his two other hands.

According to Sara-sarngraha (comm.on Sri
-vidyarnava- tantra). Ganapati must be shown as
surrounded by eight feminine companions whose names
are given as Tivra, Jvalini, Nanda, Bhogada, Kamariipini,
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Ugra, Tejovati, Satya and Vighna-nagini.

(6) Dvija - (or Dhvaja-) ganapati: Bright white
like the full moon in body-colour (indu-varna), he is
four-headed {anana-chatushtaya) and four-armed, carry-
ing in them book of scripture (pustaka), rosary (aksha-
guna), mendicant’s staff (danda) and holy water-pot
(kamandalu).

(7) Siddha-ganapati: Tawny gold in body-colour
(hema-pingala), and accompanied by two consorts rep-
resenting prosperity and plenty (Qr'l-sam[ddhi-yuta'), he
has four hands in which he carries ripe mango fruit
(pakva-chiita), bunch of flowers (pushpa-maijari), sugar-
cane stalk (ikshu-danda), and sesamum sweet-cake (tila-
modaka). He also carries a battle-axe (presumably with
his trunk) (parasum udvahan). Some drawings make the
trunk hold the sweet-cake.

(8) Ucchishta-ganapati: Dark coloured (mechaka)
this form is four-armed, carrying in them blue lotus
(nilabja), lute (vina), paddy grain stalks ($3li-guiija) and
rosary (akshasitra). He holds in his trunk a pomegranate
fruit (dadima). In some representations, he is shown
as amorously enjoying stroking with his trunk the vulva
of a feminine consort seated on his left lap (nari-yoni-
rasasvada-lolupam kama-mohitam).

Ucchishta-ganapati in the Uttaramnaya tradition is
to be fashioned in the root of the §vétarka plant or from
a markati-kashtha. He is sculpted as naked. As an un-

[6] DVIJA-GANAPATI
PRATIMA-KOSHA



matta, he is seated on a red lotus, with a body red in
colour and three eyes. He carries in his four hands noose,
goad, bowl of sweet cakes (modaka-patra) and his broken
tusk. Alternatively, his hands cany bow and arrow instead
of bowl and tusk.

Uttara-kamikagama (45th patala) prescribes
that the feminine consort in this case must be well-
decorated with all ornaments but nude (digarnbara), ex-
ceedingly pretty and two-armed, holding a noose (pasa)
in the left hand, and with the right hand touching the
penis of Ganapati (guhyam dakshinena karena spréanti
devam). Ganapati must be four-armed and three-eyed
dark-coloured and nude ($yama-varna, digarnbara), carry-
ing in three of his hands noose (pasa), goad (ankusa) and
sugar-cane stalk (ikshu-danda). His left hand or his trunk
(vamena, pushkarena pi) must be stroking the vulva of

N\

[7] PINGALA(SIDDHI)-GANAPAT]

his consort (devim guhyakam spréantam).

heads (paficha-matafhga-vaktrah) and ten hands, he is
exceedingly white in body-colour (ati-gaura) and rides on
a lion (adhigata-sirhhah). He carries in his hands the ges-
tures of protection (abhaya) and boon-bestowal (varada),
noose (pasa), tusk (danta), rosary (aksha-mala), goad (st
ni), battle-axe (parasu), mallet (mudgara) and sweet cake
(modaka).

(12) Lakshmi-ganapati: Fair-complexioned (gaur-
anga), the form resembles a flow of nectar (jyotih-sudha-
hivjhala). He has ten hands, and seated at his sides are
two feminine consorts (devi-dvayam chantike). He car-
ries in his hands a parrot ($uka), pomegranate fruit (bija-
piiraka), pot of jewels (manikya-kurnbha), goad (ankusa),

[8] UCCHISHTA-GANAPATI

noose (pasa), wish-fulﬁlling' creeper (kalpa-lata), sword
(khadga) and the gesture of boon-bestowal. His two re-

(9) Vighna-ganapati: Burnished gold in body-colour
(tapaniya- gaurah) and well decorated with all ornaments,
he has ten arms in which he carries conch (sarhkha),
bow of sugar-cane stalk (ikshu-chapa), flowers as ar-
rows (kusumeshu), axe (kuthara), noose (pasa), discus
(chakra), his own broken tusk (sva-danta) goad (srni),
bunch of flowers (majarikd) and reed-shafts ($araugha).

(10) Kshipra-ganapati: Red in body-colour like the
bandhiika flower, he is four-armed, carrying in them tusk
(danta), the wish-fulfilling creeper (kalpa-lata), noose
(pasa) and a pot of jewels (ratna-kurmbha).

(11) Heramba-ganapati:

maining arms are engaged in embracing the feminine con-
sorts, each of whom carries in one of her htnds a lotus
and puts the other arm round Ganapati.

In another form of Lakshmi-ganapati, he is three-
eyed and four-armed. His trunk holds a golden pot
(svarna-kalasa). His normal right hand is in the posture of
offering protection (abhaya), and the corresponding left
hand holds his broken tusk. The other two hands carry
discus and conch. Lakshmi is seated on his lap on the left
side, holding the god in embrace with her right arm and
carrying a lotus in her left,
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(13) Maha-ganapati: This is one of the better-
known forms, and among the sects exclusively devoted to
the worship of Ganapati collectively known as ganapatyas,
the devotees of this particular form of Ganapati are largest
in number. The body-colour in this form is reddish hue

. (aruna-cchaya); the head is decorated by the crescent
moon (indu-chiida),- and there are three eyes
(trinetra, the third eye on the forehead). He is em-
braced by a feminine consort who is seated on his lap
and who holds a lotus in her hand (aslishtam priyaya
sa-padma- karayd). He is ten-armed, and carries in his
hands a pomegranate (bijapiira), mace (9ada), the bow of
sugar-cane stalk (ikshu-karmuka), discus (chakra), noose
(pasa), blue lotus (utpala), paddy-stalks (vrihyagra), his

[9] VIGHNARAJA-GANAPATI

own broken tusk (sva-vishana) and pot of jewels (ratna-
kalasa); the remaining arm holds his consort in embrace.

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

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

(15) Nitta-ganapati: Ganapati here is yellow in
body-colour (pita-prabham), and is seen dancing under
the wish-fulfilling tree (kalpa-taror adhastham). He has
four hands, and carries in them noose (pasa), goad
(ankusa), battle-axe (kuthara) and tusk (danta). He
holds in his trunk the round cake made of dough (apiipa).
There are also some representations where he is shown
to have six hands.

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

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

(18) Vara-ganapathi: Red in body-colour like bright
red lead (sindiirabha), three-eyed, decorated with a moon
on the head (indu-mauli), he has four hands, carrying
in two upper hands noose (p3sa) and goad (ankusa).
His trunk holds a jar of wealth (atta-vasumat-Latrollasat-
pushkara). He holds in embrace a feminine consort,
Pushti, who carries a banner in one hand and lotus in
the other. Ganapati‘s normal right hand is held in the
gesture of boon-bestowal (vara) while holding a cup of
liquor (madhu-mat-kapala). His normal left hand strokes
the vulva of the consort (tad-yonyahita-panim).

(19) Tryakshara-ganapati: Golden-coloured (hema-
varna), and with large fanning ears (chalat-karna-
suchamara), Ganapati in this form is four-armed, carrying
noose (pasa), goad (ankusa), gesture of boon-bestowal
(vara), his own tusk (sva-danta) and a mango-fruit (amra-
phala). In his trunk he holds a sweet cake (modaka)
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(20) Kshipra-prasida-ganapati: Pale red in body-
colour (aruna), Ganapati in this form is three-eyed (tri-
lochana) and wears on his head .crescent moon ($asi-
$akala-kalita-mauli). He has a large belly (brhad-udara),
and is seated on a mat of lotus (padma-vishtara). He
has four hands, carrying noose (pasa), goad (ankusa),
wish-fulfilling creeper (kalpa-lata) and his own broken tusk
(sva-danta). His trunk holds a pomegranate fruit (bija-
pura). He is the storm that drives away the clouds of
obstacles (vighna-payodhara-pavana).

(21) Haridra-ganapati: Turmeric yellow in colour
(haridra), he is four-armed, carrying in them noose
(pasa), goad (ankusa), tusk (danta) and sweet-cake
(modaka).  He offers protection to his devotees
(bhaktabhayapradata).

Haridra-Ganapati, according to the Dakshindmnaya
texts, is yellow in body-colour and wears yellow-coloured
garments. He sits on jewelled throne, and is six-armed.
He carries in his three hands on the right side goad,
krodha-mudra and gesture of protection and in his hands
on the left side noose, axe and the gesture of boon-
bestowal.

(22) Eka-danta-ganapati: Dark-coloured (Syama-
tanu), he has protruding belly {larhbodara) and assumes

[10] KSHIPRA-GANAPATI
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[11) HERAMBA-GANAPAT!

@ standing posture (iirdhva-gatra). He has four hands,
and seen in them are axe (kuthara), rosary (aksha-sraja),
the sweet delicacy known as ladduka and tusk (danta).

(23) Stshti-ganapati: Red in body-colour (ona) and
riding on 4 rat (3khu-vahana), this Ganapati who is skilled
in creation (stshti-daksha) has four hands carrying noose
(pasa), goad (ankusa), his own broken tusk (sva-danta)
and mango-fruit (amra-phala).

(24) Uddanda-ganapati:  Red in body-colour
(Sonanga), he is seated, embracing a fair-complexioned
feminine consort who is seated on his lap and who
holds a lovely lotus in hand (gaurangya chiraravinda--
karaya devya samalingitah). He has twelve hands, and
he carries in them a kalhara flower, lotus flower (am-
buja), pomegranate fruit (bija-piiraka), mace (gada), tusk
(danta), sugar-cane stalk (ikshu-chapa), another flower
(suma), pot of jewels (mani-kumbha), stalks of pady-
grain ($ali-sakala), noose (pasa), goad (stni), another lo-
tus (abjaka).

(25) Rna-mochaka-ganapati: This form of Ganapati
is worshipped by devotees to free themselves from indebt-
edness. He is four-armed, carrying in them noose (pasa)
goad(ankusa), tusk(danta) and rose-apple (jambu). He
is crystal white (sphatika-prabha) in body-colour.

(26)Dundhi-Ganapati: The form known as Dundhi is
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a special form present in Viriqasi', and worshipped to
remove obstacles in the worship of Visvanatha. He is
red in colour, and is four-armed, carrying in them rosary
(aksha-mala), axe (kuthara), pot of jewels (ratna-patra)
and his own broken tusk (sva-danta).

(27) Dvimukha-ganapati: The Ganesa in this form is
two-headed, and his body colour is greenish blue (harinila-
gatra). He wears red garments (raktariguka) and be-
jewelled crown on his head (ratna-kirita-mauli). He has
four hands, and carries in them his own tusk (sva-danta),
noose (pasa), goad (afkusa) and bowl of jewels (ratna-
patra).

(28) Tri-mukha-ganapati:  This form is distin-
guished by having three heads and being seated one
a splendid throne in the shape of a golden lotus
(pithe svarnamayaravinda-vilasat-karnika-bhasure svasi
nah). His body-colour is bright red like the palasa-flower.
He has six arms, and he carries in his hands a goad
with the sharp point (tikshna-sikhankusa), rosary (aksha),
noose (pasa), jar full of nectar (amra-piirna-kumbha),
and the gestures of boon-bestowal (varada) and protec-
tion (abhaya)

(29) Sirmha-ganapati: In this form, Ganapati has
the lion's head but with a trunk (Sunda-danda-lasan-
mrgendra-vadana). He has a body which is bright-white
like conch or moon ($ankhendu-gaura). He has eight
arms, carrying lute (vina), wish-fulfilling creeper (kalpa-

lata), discus (ari), gesture of boon- bestowal (varada),
lotus (tamarasa), pot of jewels (ratna-kalasa), bunch of
flowers (maijari) and gesture of protection (abhaya).

(30) Yoga-ganapati: Ganapati in this form is seated
in the meditative stance with crossed legs which are se-
cured by a band (yogariidha, yoga-pattabhirama). He is
ruddy in body- colour like the rising sun (balarkabha), and
wears blue garments (nilriéuka). He has four hands in
which he carries noose (pasa), sugar-cane stalk (ikshu),
rosary (aksha) and the yoga-staff (yoga--danda) .

(31) Durga-ganapati: with a corpulent body (mahat-
tanu) and with the body-colour like that of burnished
gold (taptakanchana-sankasa), and clad in red garments
(raktarisuka), Ganapati has in this form eight hands. He
carries in them the flaming goad (diptéﬁkuéa), arrow
(Sara), rosary (aksha) and tusk (danta), on the right side,
and noose (pasa), bow (karmuka), wish-fulfilling creeper
(lat3) and rose-apple (jambii) on the left side.

(32) Sankata-hara-ganapati: also called Sankashta-
hara ganapati, he is resplendently ruddy like the morn-
ing sun (balarkaruna-kanti) and seated on his left lap
is a damsel, fair-complexioned, wearing deep-blue gar-
ments (nilafmsuka), decorated with jewelled ornaments
and holding a splendid lotus in hand (lasad-indivara-

[12] LAKSHMI-GANAPAT]
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[14] VIJAYA-GANAPATI
hastam gaurangim ratna-Sobhadhyam).
hands, and carries goad (ahkusa) and gesture of boon-
bestowal (vara-dana) on the right side, and noose (pasa)
and bowl of sweet rice-pudding (payasa--patra) on the
left side. He is seated on a pink lotus (pithe padmarune).
He is sometimes represented as standing on a lotus.

He has four

One of the Saivaigamas, Chintyagama,enumer-
ates sixteen forms of Ganapati, which are identical with
the first sixteen in the above list. Another text belong-
ing to the same class, Yogajagama, has suggested
eight forms which are regarded as especially meritorious:
Vighneévara, Maha-karna, Gaja-vaktra, Mahodara, Eka-
danta, Maha-kaya, Vighnesa and Ganadhipa. But these
are more names than distinct forms.

Some of the other forms mentioned in texts like
glosses on .érf-vidyirqava-tantra include Bijapiira-
ganapati (ten-armed, carrying pomegranate, mace,
sugar-cane stalk, trident, discus, conch, noose, bfue fo-
tus, paddy-corn and his own broken tusk, and hold-
ing a jewel-pot with his trunk), Subrahmanya- ganapati
(meant to be worshipped by celibates and on the sixth
day of the Hindu fortnight; red in body~colour, draped
in red garments, and four-armed, carrying Sakti, lotus,
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cock and gesture of protection), Vakra-tunda-ganapati
(red-complexioned, three-eyed, seated on red lotus, and
four-armed, carrying in his hands the gestures of pro-

‘tection and boon-bestowal, and noose and goad, ‘), and

Trailokyamohana-ganapati (white in body-colour, three-
eyed, four-armed, carrying the gesture of boon-bestowal,
sugar-cane bow, noose and goad; also represented with a
consort seated on his left lap, his trunk touching her vulva,
and she holding with her right hand the penis of the god).

The Puranas mention twenty-one forms of Ganapati
which are justified in the context of legends and sit-
uations. But we do not find iconographic description
of these forms. The forms are: Sumukha (benign
looking), Paiichasya (five-headed), Gajisya (elephant-
headed), Dhira (valiant), Vira (victorious), Kandarpa-
hara (vanquisher of Eros), Sakti (power), Vishvaksena
(the commander of Vishou's army), Amoda (delightful),
Pramatha (the commander of Siva's troop), Rudra (an as-
pect of Siva), Vidya (the god of learning), Vidhyadhara (a
celestial being), Durita—hara (remover of sins), Bhakta-
vatsala (dear to the devotees), Kamitartha-prada (one
who grants the objects of desire), Sammohana (ravisher),

[15] NARTANA-GANAPATI



[16) URDHVA-GANAPATI

Brahma (as the creator), Vishnu as the pieserver), Tsa

(as the destroyer) and Sarva-siddhi-prada (as one who
who makes all attainments possible).

Ganapati also figures in the Buddhist Vajrayana pan-
-theon. His character and form are taken from the Silpa-
sastra accounts prevalent in the northern parts of India.
He is described in Sadhana-mala as twelve-armed, car-
rying axe (kuthara), arrow ($ara), goad (ankusa), va-
jra, sword (khadga) and lance (Siila) on the right side,
and ploughshare (musala), bow (chapa), magical weapon
known as Khatvanga, bowl of blood (asrk), skull-cup
(kapala) and broken tusk (phatka?). He is represented in
the ardha-paryaika-tandava posture, viz. dancing having
assumed the ardha-paryanka attitude. He is red in body-
colour, and wears on his head the matted hair coiled up
like a crown (jata-mukuta-kiriti). He is threc-eyed but
single-tusked (trinetram api eka-dantam).

In the tantrik texts, worship of Ganapati is prescribed
in several occult rites, and the forms assumed in such wor-
ship vary. In the rites for capturing elephants, destroy-
ing enemies (marana), in subjugating people (vasikarana)
and so on (kamyakriya), he is worshipped in fire, and is
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imagined as golden-coloured, three-eyed, four-armed and
seated on lotus. While invoked for overcoming obstacles,
he is dark-complexioned, fierce-looking, and ten armed,
His ears are like fly-whisk (chamara-karpa), and his gar-
ments bright red in colour. He has serpents for orna-
ments. He carries in his hands lotus, noose, tusk, Sakti,
mace, sugar-cane stalk, goad, bow and arrow, and gesture
of protection. Ganapati's body-colour is yellow in magi-
cal rites causing arrest and paralysis (starnbhana), red in
rites for attraction and subjugation (vasya), black in the
sorcerer’s act of killing (marana), and smoky (dhimra)
in the magical rites for driving away (ucchatana); in the
benevolent magical rites, he is reddish coloured for giv-
ing strength and nourishment (pushti), golden-coloured
for bestowing gold (viz. wealth), and white for granting
liberation (moksha). In the last-mentioned detail, he is
also pictured as a sage (muni).

GANAPATI-SAMAKRANTA

Descriptive name of Aparajita, the feminine deity
of the Buddhist Vajrayana pantheon (see APARAJITA).
She is represented as trampling upon Ganapati (hence
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called Ganapati-samakranta) who probably signifies the
host of obstacles. Relevant in the context is the Bud-
dhist deity popular in Nepal, Vighnantaka. The back-
ground story is that a scholar from the tantrik center
Uddiyana was engaged in penance on the banks of the
Bagmati river in Khatmandu (in Nepal). He was intent
on acquiring some supernormal powers. But Ganapati
as the leader of the host of obstacles interfered with his
rites and attempted to prevent his acquisition of super-
normal powers. The scholar thereupon meditated upon
Vighnantaka, who overcame Ganapati and removed the
obstacles. Aparijita may be the feminine counterpart of
Vighnantaka.

Aparajita is yellow in body-colour (pita), two-armed,
and has her right hand in the attitude of administering a
slap (chapeta—danabhinaya), while in the left she carries
a noose along with the gesture of warning (grhita-pasa-
tarjanika). She is ferocious- looking (ati-bhayafikara), and
she is invoked to destroy the host of temptations (aSesha-
mara-nirdalani) (cf. B. Bhattacharya, op.cit.).

There is another diety in the Vajraydna pantheon,
who is similarly represented as trampling upon Ganapati,
viz. Krshna-maiijusri (emanation of Akshobhya), who is
regarded as 2 dhyani-bodhisattva. Three-eyed,the third
eye of this divinity is ferocious.

GANAPATI-HRDAYA

A Buddhist divinity of the Vajrayana pantheon, who"

is regarded as the feminine aspect of Ganapati (see
GANESAN! While the description in Dharma-kosha-
samgraha provides for her only two hands assuming the
postures of boon-bestowal and protection, the miniature
painting said to have been in possession of W.Y. Evans-
Wentz has twelve-arms, carrying in them various objects
of unknown identification except for sword, tusk, arrow
and the gesture of boon-bestowal. The text prescribes
that she must be shown in a dancing posture (nrtyasana),
while in the miniature painting the deity is seated.

GANESA
See GANAPATI.
GANESAN!

A rather unusual form of Ganesa in his feminine as-
pect. There are no textual prescriptions for this form,
although several icons are available in the northern as
well as the sauthern parts of the country. It is probable
that this form came to be conceived and worshipped in
the medieval period when the Ganapatya cult was heavily
influenced by tantrik ideas.
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VYAGHRAPADA GANESANI
(wood)
(Nelliyappan temple)
(Tirunelveli)
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Silpa-ratna describes a feminine form of
Ganapati, which in that work is called Sakti-ganapati.
According to the dhy3na-Sloka given in this text, it
is a male deity (‘naumi devam’) with the elephant’s
head above the neck (kanthad drdhvam karindram) and
the torso being that of a youthful damsel (yuvati
maya-madhastalam). He is short and stout (tundilam)
and has prominent breasts and buttocks (stana-bhara-
namitam ..... sannitambam). His body-colour is that
of ruddy evening (sandhya- sindiira-varnam). He is de-
scribed as having ten arms (dasa-bhuja-lalitam). In two
of the hands he holds a great chain fashioned out of
molten gold (dvabhyam vibhrijamanam druta-kanaka-
maha- §(hkhalibh.y5m karabhyam). What he holds in
the other hands is not clear, except for the mention of
pomegranate fruit (bija-piira) in one hand.

The name Ganeéani is not found in any of the
classical texts of Silpa or Agama, but the name of
Vainayaki occurs in some Jaina texts (like Vidhi-

(woqd,Government Museum, Madras)
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prapa). Skanda-purana (Kasi—khanda, 45, 34)
mentions a Gdjanana (elephant-headed) among the sixty-
four yoginis. The list of yoginis given here include
many animal-headed damsels, like Sirhha-mukh3a (lion-
headed), Grdhrasya (eagle-face), Kiaka-tundika (crow-
beaked), Ushtra-griva (camel-necked), Haya-griva (harse-
necked), Sarabhanani (with the face of the mythical
animal Sarabha), and Mrga-$irsha (deer-headed). Thus
the Gajanana mentioned here may not be identical with
Ganesani.
The name Vainayaki occurs in several lists of Yoginws
(cf. B.N. Sharma, Iconography of Vainayaki, Ab-
hinav Publications, New Delhi, 1979), but the inscribed
yogini sculptures in the Chatué-shasti yogini temple at
Bheraghat (near Jabbalpur) does not include Vaindyaki.
However, one of the sculptures there called Aiagini is
identified with Vainayaki.
A Buddhist deity known as Ganapati-hrdayd is
intimately associated with Ganapati (see GANAPATI-
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(stone relief)
(Madurai temple)

HRDAYA).

There are several sculptures in the country rep-
resenting what may be identified as Ganesani. She is
usually four-armed and carries battle-axe, water-pot and
noose. There is also in South India a variant form of
standing or moving Ganesami with legs of tiger (vyaghra-
‘pada-ganesani), the significance of which cannot be as-
certained.

The relief sculpture of this form in the Madu-
rai temple (near the door-keeper of Sundaresvarar, in
Kambattadi-mandapa) is two-armed, carrying a lotus in
one of the hands, the other arm dangling down. Another
reliof sculpture of the same form in the Government Mu-
seum at Madras has four hands, carrying sword, goad,
shield and flower.

GANDA-BHERUNDA

Double-headed eagle which is a mythological bird
of exceedingly great prowess. In the Puranas, Vishnu
is said to have assumed this form to vanquish Sarabha
(which in turn was the form assumed by Siva to vanquish
the Narasirmha form of Vishnu, when all the gods were
terrorized by it) (see §ARABHA).

The bird is said to be mentioned in Rg-Veda as
160

' the golden winged bird (suparna), and we have a repre-

sentation of this bird in the Mohenjo-daro finds. The bird
was the emblem of several royal dynasties in South India,
especially in Karnataka from about the eleventh century
A.D. Pillars were raised with the Gandabherunda motif.

Among the - sculptural representations of Gan-
dabherunda, the most important is the one at Balligamve
(in Shikarpur, taluk, Karpataka). The Bherundesvara
pillar was got carved and erected in 1047 A.D. by
Chavunda-raya, the governor of Banavase under the
Western Chalukyan emperor. Another representation is
to be found in the ceiling of the Virabhadra temple at
Keladi (Ikkeri), also in Karnataka.
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(old Mysore Palace drawing)

There is a curious representation of Narasirmha
(an avatara of Vishnu) who is called Gandabherunda-
Narasirtha with eight heads. The eight heads are
those of Ganda-bherunda, lion (sirtha), tiger (vyaghra),
horse (asva), boar (kroda), monkey ($akha-mrga), ea-
gle (khaga-rat), and bear (bhallika). It is a composite
icon of Bherundesvara, Narasirha, Hayagﬁva, Varaha,
Hanuman, Garuda and Jarhbavan. The god is exceedingly
fierce in aspect (kriira—ghora), and has ‘thirty-two crores
of arms’ (dvatriméat-koti-bahu), carrying weapons like
plough-share (hala), pestle-club (musala), mace (gada),
conch ($armkha), discus (chakra) and sword (heti). He
has terrible fangs, and is shown swallowing Sarabha (see
SARABHA), birds and elephants.

GADA

The mace of Vishpu named Kaumodaki, fashioned
out of the bone of an exceedingly strong asura named

8
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Gada. Vayu-purana (Gaya-mahatmya. chap.5) re-
lates that Brahma sought the bone of the asura’s
body (sva-$arirasthi), and asked the celestial arti-
san Visvakarma to make a weapon out of it (also
Mahabharata, 9, 57, 20). The mace is usually made
of iron or wood, and is used in direct encounters.
Vishnu's mace is personified as a lady (Gada-devi),
standing by the right side of Vishnu (dakshine); she has
slender waist (tanu-madhy3) and fine-eyes (sulochana);
she is innocent-looking (mugdha), well-bedecked with all
ornaments (sarvabharana-bhiishana) and gazing at Vishnu
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(pasyanti deva-devesam). (cf. Vishnu-dharmot.-
tara, 85, 11-12).

GADA-DHARA

Name of Vishnu, who wields the mace, called Kau-
modaki (see GADA). This mace, made out of the bone
of an asura by Viévakarma, was presented by the gods
to Vishnu when he set out to kill the rakshasa named
Heti, who had obtained a boon that no known weapon
of the gods or demons should hurt him ( Vayu-purana,
chap.9).

Vishnu holds the mace in his hand for the protection
of the world-(dharayan loka-rakshartham). The mace in
his hand symbolises the principle of deliberate conscious-
ness (buddhi-tattva).

" The particular form of Vishnu presiding over the holy .

spot known as Gaya (in present-day Bihar) is called Gada-
dhara (or Adi-gada-dhara), for he was the wielder of the
first mace.

GANDHARVA

A class of celestial beings distinguished by their de-
votion to music and dance. They are said to be denizens
of a world above that of the Guhyakas (another class of
celestial beings) and below that of the Vidyadharas (still
another class of celestial beings). That world is described
as sky, air or heavenly waters. Kasi-khanda describes

the gandharvas as of pure conduct (Subha-vratah), and
as the musicians for gods (devanam gayaka hyete); they
are also said to entertain great kings and wealthy folk
with their music, for they are inordinately fond of money
(dhana-lobhena mohitah).

Jatadhara names the following gandharvas:
Haha, Hiihi, Chitra-ratha, Hamsa, Vivavasu, Gomayu,
Tumburu and Nandi. Agni-purana enumerates eleven
groups (ganas) of gandharvas. The gandharvas are said to
be principally of two classes: mortal gandharvas (martya-
gandharvas) and celestial gandharvas (deva-gandharvas).
The former are those whose merit has ripened during
this very Kalpa (great period of time) (asminneva kalpe
punya-paka-viseshatah) and have taken birth as men and
women especially proficient in music and dance. The lat-
ter are those whose merit acquired during the previous
Kalpa ripened even at the commencement of the present
Kalpa (kalpadau eva), and therefore are no longer mortal
(Mahabharata).

They are guardians of Sorga, and also regulate the
movement of the Sun’s horses. The expression gandharva
also signifies horse (ghotaka), and some of the gandharvas
(like Tumburu) assume the form of horses. According to
Aitareya-brahmana (3, 31, 5) they are one of the six
classes of beings, the other five being the gods (deva), the
mortals (manushya), celestial damsels (apsaras), dragons
(sarpa) and manes (pitr). Apsaras are reputed to be wives
of the gandharvas, and they are often mentioned together
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as ‘gandharvapsaras’. The gandharvas exert mysterious
fascination over mortal women. Varuna rules over the
gandharvas even as Soma rules over the apsaras. Chitra-
ratha is reputed to be the chieftain of the gandharvas
(gandharva-raja).

The Jainas count the gandharvas among the
Vyantara-devatas (see VYANTARA-DEVATA).

There is a Yaksha named Gandharva, who attends
upon Kunthu-natha, the seventeenth Tirthankara. He is

(stone panel)
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four-armed, dark blue in complexion ($yama or sunila)
and rides on a bird (pakshi-yana). The Digaribara ac-
count identifies the-bird as swan (harisa). Hemachan-
dra provides in the four hands of this yaksha the gesture
of boon-bestowal (varada), noose (pasa), goad (afikusa)
and citrus fruit (matulunga-phala), while according to
the Digaribaras the two upper hands carry noose (pasa),
the normal right hand arrow (ishu) and the corresponding
left hand bow (dhanus).

The Vajrayana pantheon also includes a gandharva
chieftain (gandharva- r3jendra), who is named Paiicha-
éikha. His body-colour is yellow (pita) and he is repre-
sented as playing on a lute (vina).

GANDHA-HASTI

A bodhisattva of the Vajrayana pantheon, attend-
ing on the future Buddha, Maitreya, He is two-armed
and dark-complexioned (Syama). His right hand holds a
conch ($arikha) or strokes the trunk of an elephant that
is standing ona lotus(kamalastha hasti-kara-dhari), while
his left hand is clenched in the posture of boon-bestowal
(varada) placed on the waist (kati-stha vamamushtih).

GARUDA

This goiden eagle of Vedic celebrity is known by
several descriptive epithets like ‘the chariot of Vishnu’

(Vishnu-ratha), ‘carrier of nectar’ (amrta-harana),
‘golden bodied’ (suvarpakaya), ‘the lord of the skies'
(gaganesvara), ‘quick-moving' (rasayana), ‘long-lived’
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(chirad), ‘dwelling on earth at pleasure’ (kamayu),
‘serpent-devourer’ (uragasana), ‘the lion among birds’
(pakshi-sirhha), ‘the winner over Indra’ (surendra-jit),
‘one who assumes all forms’ (vi§va-r Gpa-dhara), ‘the
king of birds’ (pakshi-raja, vihagesvara, khagendra),

)
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PRATIMA-KOSHA

. (bronze)

‘great hero’ (maha-vira) and ‘dweller on the Salmali tree
(Salmali-stha).

The legends concerning him in the epics Rama
yana(Aranyakanda, 15th canto) and Maha-
bharata (Adi-parva, 16 and 13) make him the son-of
Kasyapa_ (son of Marichi, and grandson of Brahma) and
Vinata (daughter of Daksha). Kasyapa had two wives,
Kadrd and Vinata. Kadri became the mother of one
thousand serpents (naga). Vinata layed two eggs, one of
which did not hatch. She broke open the egg in haste, and
out came a half-developed baby (vikalanga), Aruna, who
later became the charioteer to the Sun-god, Siirya (see
ARUNA). Aruna cursed his mother for his misfortune, and
she had to serve as a slave to her co-wife Kadrii. The sec-
ond egg was allowed to hatch in due course, and Garuda
was born.

As soon as Garuda was born, he was fully grown
(pravrddhah sahas3); he was possessed of extraordinary
power, and he illumined all the directions by his brilliance.
He could fly anywhere at will, and assume any form that
he desired. He shone like a heap of fire (agni-rasi), and
was terrible of aspect: When he learnt that his mother

was in slavery, he resolved to bring nectar from the celes-
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tial regions to liberate her, for that is what the children of
Kadrii wanted as price for Vinata's release. He flew to the
heavens with great might and blazing light, and covered
the solar orb with his wings; his own body shone like the
sun. He fought with the guardians of nectar (Soma) and
brought the pot to where the children of Kadrii resided.

While bringing nectar from the high heavens he
caught and devoured on the banks of the lake Alarhba, a
large elephant called Supratika and a huge tortoise called
Vibhavasu. He saved also the Valakhilya sages who were
engaged in severe austerities. Vishnu was pleased with
valour and made him not only his mount (vahana) but
crest on his banner (dhvaja).

The golden-winged eagle (suparna,
éyena) bringing Soma down to earth is a Vedic leg-
end(cf. Rg-Veda, 4, 26-27), and the bird is the sym-
bol of the Sun. The expression Tarkshya, the name of
Garuda, is also to be met with in Rg-veda (1, 89, 6).
The expression refers to the lineage of the sage Trksha
(Trksha-muner-gotrapatya) and the offspring of Tarksha,

- wiz. Kasyapa. The word Garuda means one who soars in
the sky with his wings (garudbhyam pakshabhyam dayate
uddiyate).

it_is usual to represent Garuda as a human be-
ing with powerful and outstretched wings. There are
some sculptural representations with a human torso but
with a bird’s head with prominent beak and the legs of
a kite. In the Vishnu temples, the image of Garuda
is installed in a separate enclosure, in front of the
sanctum, facing the main icon (miilarchabhimukham,
Sri-prasna-sambita; ‘$éammukham deva-devasya’,
Isvara-sambhita, 9, 25). He is then in the stand-
ing posture, usually two-armed, the hands being folded
in the attitude of supplication, and wearing on his head
the karanda type of crown (see KARANDA-MUKUTA)
(‘pranjalim dvibhujam viram karandamakutanvitam’, Sri-
prasna, 15, 15). Or, he may be represented on the
pedestal (pada-pitha) of the Vishriu's image, when he
is shown as seated, kneeling on the left knee, and
the other leg drawn back (‘savya-jinu-gato bhiimau’,
Sri-tattva-nidhi: ‘akufichitam savya-padam aparam
prshthatas sthitam’, Sri-prasna, 33, 7), asif he Is ready
to fly (‘gamanoddyuktam’, ibid). He may be installed in

a pavilion in the first or second enclosure surrounding the
sanctum.

According to Vishnu-dharmottara (3. 54, 2-5),
Garuda has the body of the colour of emerald (marakata-
prakhya), with a prominent eagle’s nose (kausikakara-
nasikd), a slightly bulging belly (kifchit larhbodara), be-
decked with all ornaments (sarvabharana-bhiishita), and
eyes and face perfectly round (vrtta-netra-mukha). His
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(Tibetan drawing)

form has the eagle’s breast, knee and legs (grdhorrujanu-
charana). He may be shown as four-arared, carrying in
his upper arms a parasol (chhatra),a ceremonial pot filled
with nectar (piirna-kurihbha), his two normal hands be-
ing joined in supplication (rachitafijali). When, however,
Vishnu is seated on his back, Garuda’s two normal hands
support Vishnu's feet (deva-pada-dharau ubhau).

The Pancharatra texts prescribe that he should
be white like snow (tuhinabha) in body-complexion
and standing on a white lotus (‘Sveta-varnam Sveta-
padmopari sthitam', Sesha-sarhita, 49, 8) or molten
golden in lustre (‘tapta-kafichana-sannibham; I$vara
-sambhita, 9, 22), tranquil in aspect (saumya or
§anta), wearing red garments and garlands of red flow-
ers (Paramesvara-sarmhita,11,116). The body must
be human (nara-tulyam bhaved angam)and two-armed
(nara-tulyam, dvibhujam) but the nose shaped like a beak
(nasika-chanchu-sannibha); the hair on the head must
be wavy (mastake kutilam kesam), and the eyes round
(netre vartule); he must wear serpents as ear-ornaments
(sarpa-kundala) and there must be fine wings perched
behind the arm pits (Haya-sirsha-samhita, 18, 1-
5). Paramesvara-samhita (11, 115-117), how-
ever,. prescribes that he must be shown as fierce-looking
with terrible fangs in his mouth’ and with knitted eye-
brows (subhishana, darishira-karala-vadana, bhrukuti-
kutilekshana), with a long tail and spread out wings
(dirgha-puccha-paksha-mandala-mandita).

His head wears a crown decorated with serpents
PRATIMA-KOSHA

(maulau malayitam nagam), and the eight celebrated
serpents are used by him as ornaments. The red
serpent Padma adorns his right ear as the kundala;
Mahapadma, tawny-coloured serpent, appears as the
kundala of the left ear. The cloud-hued Gulika is his neck-
lace (kanthabharana). The red-hued Vasuki, the terrible
serpent, is the sacrificial cord (brahma-siitra) on his body.
The smoke-coloured Karkotaka is-a garland (hara) round
his neck. The yellow Takshaka is the girdle (katisatra).
Ananta, silken-textured serpent, is the bracelet (kataka)
on his right wrist, and Mah3-$veta, the white serpent, is
the bracelet on the left wrist (Sri-prasna, 33, 8-17).
Silpa-ratna contains a curious account of Garuda
as multi-coloured. From feet upto his knees, he is golden
yellow (tapta-hema-prabha); from knees till his navel
snow-white (hima-prakhya); from navel till his neck scar-
let (kumkumabha); from neck upwards he is black like a
swarm of bees (bhramara-kula-sama-éyamala). His eyes

. according to this text is yellow, but beak blue (niligra-

n3sa). Paramesvara-samhita, (11, 115-117) how-
ever, prescribes that his beak must be red in colour (rakta-
tunda).

in most of the texts, Garuda is two-armed, and the

hands are in the attitude of supplication (aijali). But

Silpa-ratna describes an icon of Garuda which is eight-
armed, and specifies what six of the hands must carry:
the pot of nectar (amuta-ghata), mace (gada), conch
(Sarikha), discus (chakra) and sword (khadga). The other
two hands are presumably joined in supplication (afjali).
Iévara-samhita (5, 11) describes a four-armed icon
of Garuda, the two normal hands joined in supplication
and carrying flowers of offering (pushpaijali-dhara), and

«

(old Mysore drawing)
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(Lepakshi temple)

the other two hands carrying the pot of nectar (sudha-
kuribha) and a serpent (phanisvara).

The representation of Garuda on the flag must
also be two-armed, the palms joined in supplication
(dhrtanjali-puta, dvibhuja). The figure must be drawn
in five colours in the central portion of the banner
(dhvaja-madhye likhet paficha-varnena), and must be
shown as flying about in the sky with wings spread
out (gagane gamanararibha-paksha-vikshepa-sobhitam)
(Aniruddha-sambhita, 20, 38-40).

In the Jaina pantheon, there is a Garuda who is the
yaksha attending upon the sixteenth tirthaiikara, Santi-
natha. He is altogether different from the classical Hindu
Garuda. The Jaina Garuda has the face of a boar
(krodasya) which is also crooked in shape (vakra=vak-
tra), dark in body-colour (asita, syama) and four-armed.
According to the Svetaribara account, he rides upon
elephant (gaja-ratha), whereas according to the Digam-
baras he rides upon a boar (varaha- vahana). Hemachan-
dra prescribes that he must carry in his hands to the right
pomegranate fruit (bijapiira) and lotus (ahja) and in his
hands to the left mangoose (nakula) and rosary (aksha).
The Digaribara texts, however, provide lotus (padma)
and discus (chakra) in his right hands and vajra and fruit
(phala) in his left hands.

GARUDA-DHVAJA

Name of Vishnu, who is distinguished by the banner
containing the representation of Garuda. Krshpa's char-
iot is said to have been surmounted by a flag bearing the
image of Garuda. When Garuda flew to the celestial re-
gions and procured the pot of nectar to free his mother
Vinata from bondage, Vishpu was pleased with him and
offered to grant him a boon. Garuda asked to be accepted
as Vishnu's mount (vahana). Vishnu not only agreed, but
promised to have Garuda on top of himself, viz. as his
banner flying aloft (dhvaja) (see GARUDA).

More often, however, the expression refers to the
flag that is hoisted in Vishnu temples on ceremonial oc-
casions (utsava). Naradiya-samhita (18, 22-29) pre-
scribes that the flag must be hoisted in front of the tem-
ple on the very day the utsava begins. The cloth that is
used for the flag must be fresh and clean, and in ex-
tent it must be equal either to the door of the sanc-
tum (prasada-dvara-matram va) or to the height of main
icon in the sanctum. The figure of Garuda, two-armed
(dvi-bhuja) equipped with wings (paksha-bhiishita), sharp
fangs (tikshna-darshtra), big body (brhat-kaya) and blue
coloured and hooked beak (nila-kufichitanasika) must
be drawn on the flag, so that Garuda's height reaches
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the navel or the tip of the arms of the main im
age in the sanctum (miila-bimbasya nabhyanto bahvanto
garudocchrayah). Garuda must be shown as kneeling on
his left knee, with the right leg on the ground. The hands
must be folded in an attitude of supplication (krtadjali-
putam); he must be calm of aspect (saumya) and a slight

smile must be shown on the face(ishat-prahasitanana). The

colour of Garuda must be that of burnished gold (tapta-
kafichana-sahkasa), and the measurement for drawing his

image must be in terms of nine-tila (see NAVATALA,

and TALA-MANA).
GARUDASANA

Name of Vishnu as seated on the shoulders of

Garuda, with Garuda supporting with his hands Vishnu's

PRATIMA-KOSHA

(wood)
(temple chariot, Suchindram)

feet. The iorm is also known as Srikara-murti. And it.is
usual to show Vishnu on Garuda as accompanied by Lak-
shmi.

GARUDASYA

One of the eight minor feminine divinities in the
Kila-chakra-mandala of the Vajrayana pantheon. All
these eight are animal-headed, one of them having the
head of the holy eagle, Garuda. Like the other deities,
Garudasya is: fierce in aspect, nude and two-armed, carry-
ing in the hands a chopper (kartri) and skull-cup (kapila).
She dances on a corpse, and wears a garland of severed
heads (cf. B. Bhattacharya, op.cit., p.319).

GARBHA-GRHA

The sanctum or cella in a temple, which houses the
main and immovable icon (dhruva-bera) for wotship. The
central-most cell of the temple , it is held very holy, and
is regarded as the very architectural form of the deity.
Admission into this apartment is restricted to the conse-
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crated priests, and even for them only after their bath and
routine rites. And the main icon is duly installed in the
central-most portion of the sanctum, known as brahma-
sthana, and the entire area of the cella is said to be peo-
pled by the attendant divinities. The sanctum thus sym-
bolizes the divine presence (hence also called sannidhi).

GANDHARI

She is the yakshini attending on the twelfth
tirthankara Vasu-piijya. She is also known as Chandi or
Prachanda in the Svetarmbara accounts. She rides upon
a crocodile (makara) in the Digarnbara tradition, and on
a horse in the Svetarmbara tradition. She is dark-green
($yama) in body-complexion and is four-armed. She car-
ries in her hands the gesture qf boon-bestowal in the nor-
mal right hand, and the weapon known as Sakti in the
corresponding upper hand; a flower (pushpa, prasiina)
and mace (gada) (or pestle, musala, in the Digarbara
account) in the hands on the left side.

Gandhari is one of the names of Durga (cf.Devi-
bhagavata, 12, 6, 40).

GAYATRI

A celebrated Vedic meter (chhandas) of twenty-four

(old Mysore manuscript)
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letters (aksharas) in three lines (padas), it came espe-
cially to signify a hymn in that meter addressed to the
Sun-god, Saviti(RV, 3, 62, 10); the hymn is, therefore,
called Savitri. Satapatha-brahmana (c.1.3, 19)
identifies this hymn as well as the meter with Agni. The
Gayatri meter was regarded so holy that it was described
as ‘the mother of the Vedic metérs' (chhandasam mata,
Taittiriya-upanishad 4,15). In due course Gayatri
was regarded as the " mother of the Vedas” (Veda-
matd). Aitareya-brahmana (5, 27), while narrating
the story of bringing Soma (symbolic of Sun’s brilliance)
down to the eaith, symbolizes speech (vak) as a pretty
lady, identified with the hymn (cf. Chhkandogya-
upanishad; vag vai gayatri). Thus Gayatri, Savitn
and Sarasvati were visualized as triple divinities associ-
ated with the Sun-god, as the three forms of the Sun
during the course of a day.

There are two varieties of the Gayatri hymn: with
the vyahitis (mystic ejaculations Om, bhiih, bhuvah and
suvah) and without the vyahitis. The seer of the for-

‘mer variety is Visvamitra while the seer of the latter is

Brahma. Padma-purana relates a story to explain
how Gayatri became associated with Brahma. During
a sacrifice, when the appointed time for initiation drew
near, the priests beckoned to Brahma (who was the chief
performer) and his wife Savitri to hurry. Brahma acrived
at once, but Savitri tarried. In order to perform the rit-
ual of initiation at the prescribed time, Brahma had to

(old Mysore drawing)
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sit with another woman brought by Indra. Brahma for-
mally imarried by gandharva rite this woman, who was a
cowherd maid (abhira-kanya) selling milk on the streets.
After marrying Brahm3, she became Gayatri, and the pu-
rifier of the whole world (jagatdm eva pavani).

The Gayatri.hymn is eulogized as comprehending all
the Vedic gods. Agni issthe entrance (mukha), Rudra
is the top-knot (Sikhd) Vishou is the heart (hrdaya),
and Brahma the armour (kavacha) (cf. Yajiavalkya's
Rahasya-Sangraha). The three padas of the hymn
are identified with the morning sun (Gayatri, the fem-
inine counterpart of Brahma), the midday sun (Savitri,
the feminine counterpart of Vishnu), and the evening sun
(Sarasvati, the feminine counterpart of Rudra).

All three are visualized as iconographic representa-
tions:

(1) the morning Gayatri, representing RgVeda.

and Brahma, is a red-complexioned young girl (kumari)
who is two-armed, carrying rosary (aksha-siitra) and rit-
ual water-pot (kamandatlu), and riding upon a swan
(hamsa); (2) the midday Savitri, representing Yajur-
Veda and Vishnu, is a dark-complexioned young woman
(yuvati), four-armed, carrying discus, conch, lotus and
mace, and riding upon Garuda; and (3) the evening
Sarasvati, representing Sama- Veda and Rudra, is a fair-
complexioned old woman (viddha), four-armed, carrying
trident (trisila), kettle-drum (damaru), noose (pasa) and
bowl (patra), and riding upon a bull (vishabha).

There is also a familiar iconographic representation
of Gayatri as a goddess. The dhyina-§loka (Devi-
bhagavata, 12, 3) prescribes five faces and ten arms
for this goddess. Each of five faces has a different colour;
the colour of pearl (mukta), the colour of coral (vidruma),
golden colour (hema), blue (nila) and white (dhavala).
Each face has three eyes (trikshanaih). She carries in
her hands two lotuses (aravinda-yugala), discus (chakra),
conch ($armkha), trident (guna), skull-cup (kapila) and
boon-bestowal (varada). She is bedecked with all or-
naments, and her bejewelled crown is decorated with
crescent moon (indunibaddha-ratna-makuta).\, Another
dhyana-§loka mentions that her body-colour is bright red
(rakta), and that she wears garlands of fresh red
flowers (rakta-nava-sraja). She is seated on a lotus (ka-
malasana). Yet another dhyina-éloka describes her as
fair-complexioned ($veta) and wearing red-coloured silken
garments (vasan3 vasane kshaume rakte).

GIRVJA

Name of the goddess who took birth as the daughter
PRATIMA-KOSHA

of the mountain (giri, viz. the Himalayas), m order to wed
Siva who was residing on the mountain engaged in auster-
ities. In her previous manifestation, she was the daugh-
ter of Daksha (hence called Daksh3yani), but unable to
bear the humiliation her father caused to her husband
Siva, she immolated herself in the sacrificial fire which
her father was tending. Distraught by grief, Siva became
an ascetic, and retiring to the depths of the forest on a
Himalayan mountain, engaged himself in comtemplation
(see PARVATI). '

GIRIJA-NARASIMHA

The form of Narasihha (the man-fion avatara
of Vishnu, see NARASIMHA), as he darts out of a
mountain-cave (like an infuriated lion) i a flash of blind-
ing light to seize the demon Hiranya-kasipu and tear him
to pieces. In this form he is represented alone (hence
also called Kevala-Narasiritha) without the usual Lakshmi
on his lap, Prahlada by his side or Hiranya-kasipu in the
act of being slain. He may be two-armed or four-armed
(when conch and discus, the characteristic emblems of

Vishnu, are held in the upper hands, and the other two
arms thrown forward to seize Hiranya-kasipu), when he

is standing (sthanaka) or rushing out (yanaka). When
standing, the normal right band may assume the pos-

"ture of protection or boon-bestowal, while the left one

may be held at the waist (katyavalaribita). If the pos-
ture is a seated one, the normal hands are kept on the
thighs. According to Silpa-ratna however, the four
hands carry the four emblems of Vishnu, discus, conch,
lotus and mace. )

The complexion of this form of Narasirhha is pre-
scribed to be white, and the garments he wears must be
of red colour. The crown on the head should be of the
karanda-makuta variety.

GIRTSA

One of the eleven forms of Rudra (see EKADASA-
RUDRA) according to some lists. The dhyana-sloka vi-
sualizes him as of dark blue complexion (nila-varna), and
as situate in the centre of a bejewelled pavilion on top
of the Kaildsa mountain (kailasa-Sikhara-prodyan-mani
mandapa-madhyagah) along with Girija who is dear to
him. (see SIVA).

GUHESVARI (GUHYESVARI)

Name of the mother-goddess, who is said to reside
in the depths of a cavern (symbolic of the heart’s cave).
She is a popular deity worshipped in Nepal, along with
the form of Siva known as Pasupati-nitha. The local
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legends relate that when Siva was carrying about the body
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" the name is due also to the fact that within the temple to
this goddess is a secret tank in the middle of which the
goddess manifested herself in a copper pot. The image
of the goddess is eight-armed.

GUHYA-KALI

One of the nine forms of Kali (see KALI), sometimes
identified with Guhyesvari, she is fierce in aspect with
terrible fangs in her mouth and with her tongue lolling
out; she wears black garments, and reclines on a bed of
serpents. She is inebriated with liquor.

GUHYA-SAMAJA

GIRISA
(old Mysore drawing)

(from Tibetan Xylograph)
A divinity of Mahayana-Buddhism.

GRDHRASYA

One of the minor goddesses of the Vajrayana pan-
theon, she has the face of a vulture. She is fierce in as-

pect, nude and dancing on a corpse. She is two-armed,
carrying in her hands a chopper (Kartri) and a skull-cup
(kapala). From her shoulder hangs the magical weapon
known as khatvafiga (cf.B. Bhattacharya, op.cit.).

GRHARCHA

Worship of icons at home is characteristically differ-
’ ] ent from worship of icons installed in temple (alayarcha).
GUHYESVARI Icons in worship at households are small in size, their
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height generally not exceeding the breadth of the wor-
shipper’s palm. Each time they are worshipped, they are
duly infused with life (prana-pratishtha) and after the wor-
ship their presence is dispensed with (visarjana). And
the worship sequences are not so numerous or elaborate
as those in a temple. The main reason for the differ-
ences is the fact that worship at home is conducted by
a member of the household and is strictly for the welfare
of the individual worshipper and his family, while worship
in a temple is conducted by a professional priest (hired or
otherwise) for the good of the public, for the welfare of
the village, town or country (see ARCHANA).

GUHYAKA

A class of celestial beings, who are entrusted with
the responsibility of guarding hidden treasure (giihati
nidhim rakshati) and also protecting the wealth of
people here on earth acquired by righteous means
(nyayenoparjita-yittani gishayanti ye bhuvi). They are at-
tendants of Kubera who is the lord of the yakshas (and
who is therefore called Guhyakesvara). They carry on
their shoulders the palace of Kubera in the sky. They
are known as rakshasas among the yakshas (see YAK-
SHA). They are staunch devotees of Siva, and are free
from anger, hatred and jealousy. They are righteous in
their conduct, and they enjoy their power and wealth by
sharing them with others (sariwibhajya bhoktarah). They
are also proficient in magic. Some accounts describe them
as children of Mani-vara (a yakshini) and Devaja-mani (a
yaksha).

GOMUKHA

He is the yaksha of the first tirthankara, Rshabha-

(from Gwalior Museum)
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natha (Adi-natha). He is golden coloured (suvarn3bha)
and has the head of a cow (go-mukha) according to the
Digarhbara account, but that of a bull (visha-mukha) or
of an elephant (gajinana) according to the Svetarhbaras.
He rides on a bull (according to Digaribaras) or on ele-
phant (gaja-ratha, according to §vet5dtaras). He is four-
armed, carrying in his hands, axe (parasu), pomegranate
fruit (bija-piira), rosary (aksha-siitraka), and the gesture
of boon-bestowal (vara-dana). His head is adorned with
the wheel of law (dharma-chakram cha mastake) (cf. Va-
sunandi’s Pratishtha-saroddhara).

GOMEDHA (GOMEDA)

He is the yaksha of the twenty-second tirthafkara,
Neminatha. The Digarhbara accounts know him as
Sarvahna-yaksha. He is three-headed (tri-vadana), dark
blue in complexion (Syama-varpa), and has a man
for his mount (purusha-vahana). However, he sits
on a flower (pushpa-yana, lotus according to the
Digartbaras). He is six-armed (shad-bhuja)carrying in his
right hands.pomengranate fruit(bija-phiira), axe(parasu),
d¥cus (chakra) and in his left hands mangoose (nakula),
trident (triGla) and the weapon called Sakti (according
to Nemi-natha-charita). The Digaribaras prescribe
for his right hands gesture of boon-bestowal (varada),

* vajra, and fruit (phala), and for his left hands a club (dur-

ghand), axe (kuthara) and stick (danda).
GOMMATA

The popular name in South India, especially in
the Kannada country, for Bahubali, younger son of the
first tirthahkara Rshabha-dea (Adi-natha), who distin-
guished himself as a saint engaged in severe penances
(see BAHUBALI). The precise meaning of the expression
Gommata, which occurs for the first time in a Kannada
poem ‘Gommata-stuti' by Boppana-pandita (around 1180
A.D) remains uncertain. This poem was composed in
praise of the monolith statue of Gommata (Gomatesvara-
jina) on top of the bigger of the two hills in Sravana-
belgola in Karpataka. This statue was got carved in 981
A.D. by Chamunda-raya, who was the general and minis-
ter of three Gahga monarchs in succession; Marasirhha
11(961-974), Racha malla IV(974-977)and Rakkasagahga
(977-984).

The statue is carved in the round out of an immense
granite boulder on top of the hill, facing north. The height
of the colossus is estimated to be fifty-eight feet (thirteen
‘man-lengths’ according to the details given.by $antirsja-
pandita’s poem in 1820). Gommata is standing utterly
naked, in the conventional k3yotsarga (or pratim3-yoga)
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(bronze image, Jaina Monastery)
($r5var_la—bc!go!a)

posture (see KAYOTSARGA), erect and unbending, with
arms hanging down straight at the sides, without, how-
ever, any suggestion of stiffness. Entwining his thighs
and arms are the madhavi creepers (Gaertnare race-
mosa) with berries and flowers. It is doubtless a perfect
and grand work of art. The majesty of the entire figure
is crowned by the serene and charming face: of the saint.

There are three other celebrated monolith statues of

Gommata in Karnataka: one on the hill in Karkala (1431-
176

1432) which is 41 feet and five inches in height, another
in Veniir (1604) which is 35 feet tall, and still another at
$ravanagudda (or Gemmata-giri) (date uncertain), which
is 20 feet in height, all of which .were inspired by the
colossus at Sravana-belgola. In recent years, a 39 foot-
tall image of Gommata has been erected near Dharma-
sthala. The Jaina matha in $ravanabelgola contains some
fine heonze icons of this saint.

The distinctive features of the Gommata icon are the:
madhavi creepers entwining the arms and thighs, and the
presence of ant-hill around the legs, which suggest his to-
tal absorption in austerties for long years without chang-
ing his bodily posture or shifting his position; otherwise
the image accords with the usual tirthahkara model in
the standing posture (for details see S.K. Ramachandra
Rao’s monograph, The Gommata Colossus, IBH
Prakashana, Bangalore, 1981).

GOPALA(-KRSHNA)

Name of Kishpa (see KRSHNA) in his role as a
cowherd (goh palayati) in his boyhood. The name sig-
nifies also that he is the guardian of the Vedic lore (gah,
meaning scriptural speech ) or he is the one who has
control over his sense-organs (gauh, also meaning sense-
organ, indriya).

Bhagavata (10th skandha) relates numerous sto-
ries of the boyhood of Krshna relating to the protection
he offered to the cows and cowherds of Gokula: subdu-
ing the venomous snake Kiliya in the river Kilindi; slay-
ing Aghasura, Vatsasura and Bakasura, saving the cows
and cowherds from the wild fire on the banks of Kilindi,
and from the deluge caused by Indra, who was annoyed
because the customary worship was denied to him (see
GOVARDHANA) and by killing Kartsa, his wicked uncle
and tyrant monarch of Mathura.

Padma-purana (Patila-khanda) relates that
Gopala-kishna must be visualized as a cowherd-boy
(balam gopam), laughing along with cowherd boys (has-
antam gopa-balakaih), and surrounded by cowherd maid-
ens (gopa-kanyavrtam). He must be imagined to be
seated or standing under the Kadamba tree (kadamba-
milam 3sinam), and wearing yellow garments (pita-
vasasam). The grove in which he sports is known as
Vindavana, full of fresh sprouts on trees and plants
(nava-pallava-manditam) and delightful with the cooing
of the kokila-birds and the humming of bees (kokila-
bhramararava-manobhava-manoharam). He plays on
flute and brings happiness to the cows and cowherds (go-
gopala-sukhavaham).

According to Kiirma-purana Vasudeva (viz.
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Vishnu) assumed the role of a cowherd boy on the eighth
day of the bright half of the month Kartika (tad-dine
Vasudevobhiid gopah). And this day is celebrated by the
Vaishpavas as Gopashtami, when cows are worshipped
(go-pija), fed sumptuously (go-grasa), circumambulated
(90-pradakshina) and followed (gavam anugamanaﬁ).

The significance of Gopala-krshpa image is sug-
gested in Vayu-purana (98, 100-102), Hari-vamsa
(58,76-78), and Bhagavata(2,7).Bhagavata pre-
scribes that the body of this form of Krshpa must be
dark blue like the rain-bearing cloud (abhra-vapu), and
he must be draped in flashy golden-coloured garments
(tatidarhbara). His head must be adorned with the pea-
cock's feathers, round which the guiija-seeds are strung
(guiijavatarhsa-sikhi-piccha). He wears round his neck,
garlands of wild flowers (vanya-sraja). He is four-armed,
carrying a ball of rice (kabala), a small stick (vetra), a
horn (vishana) and a flute (venu) in the hands. He is sur-
rounded by cows, cowherds and cowherdesses(go-gopa-
g0pi).

It is usual for Gopila-kishpa to be represented
as standing ir the three-bend stance (tri-bhangi): the
head to the right, the torso to tie left, and the waist
to the right.  (‘vaktram dakshinato bhage; madhya-
kdayam tu vamatah; kati dakshinato bhage bhanga-trayam
udahitam:’ Vishvaksena-sambhita, 11,122-123).

There are several varieties of Gopala-kishna, of
which Venu-gopila, Raja-gopala, Santina-gopila and
Madana-gopala are well known. Venu-gopila (also called
Gana-gopala) is distinguished by the flute which is held in
two of his hands near his mouth, in the act of making mu-
sic. Krshna in this form may be two-armed,four-armed, or
eight-armed. He is engaged in entertaining with his music
the cows and cowherds,who surround him. He stands with
his left leg firmly planted on the ground,while his right
leg below the knee is thrown across,usually in front of the
other leg, but sometimes behind,so that the toes of the
right foot touch the ground in a graceful posture.

Raja-gopala is a variant of the above form, but with
eigl‘l arms, two of the normal hands playing the flute, and
other hands carrying lotus (padma), axe (parasu) and
discus (chakra) on the right side, and the sugar-cane
stalk (ikshu-danda), noose (pasa) and ‘conch ($arikha)
on the left side. He is represented here as the ‘prince’ of
cowherds.

In the Santana-gopala form, Krshna is represented
as an infant on the lap of his foster-mother Yasoda (see
SANTANA-GOPALA), according to Sri-tattva-nidhi.
But he is also represented as a small baby with a ball of
butter in one of his hands.

PRATIMA-KOSHA
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Madana-gopala is described as red in complexion
(rakta-varna) with ten arms (dasa-bhuja), bedecked with
all ornaments (sarvalahkara-bhiishita), and with an en-
chanting smile on his lips (manda-smita-mukharhbuja).
The form is distinguished by Krshna's role as the god
of love (madana, or Kama-deva), carrying the usual em-
blems of that god, viz. sugar-cane stalk as the bow
(ikshu-chapa) and flowers as arrows (pushpa-bana). In
two of his hands, he holds the flute (venu). He is
shown as casting a spell on the cowherd maidens who
flock round him, gazing at him intently (gopibhiradarad-
ikshitah). In his other hands, he carries conch (Sarikha),

discus (chakra), mace (9ada) lotus (padma), noose, (pasa)
and goad (ahkusa).

GOVARDHANA-DHARA

This is actually a form of Gopala-krshpa as the pro-
tector of cows and cowherds (go-pila). The background
story is-told in Harivamsa (76, 1) and Bhagavata
(10th skandha). Govardhanagiri (so called because cows
were nourished by that hill, ‘gavo-var.hante atra’), was
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(stone, Padmanabhasvami temple, Trivandrum)

a mountain in the neighbourhood of Vindavana (Gokula),
the township of cowherds, where Krshna spent his boy-
hood days. The townsfolk used to worship Indra, the
god of rains, for success in agricultural operations. But
Krshna dissuaded them from worshipping Indra, and sug-
gested they offered adoration to the mountain Govard-
hana, which was beneficial to them in various ways, in-
cluding making the rain-bearing clouds hang over the set-
tlement of cowherds and pour down. Indra thereupon
grew indignant and caused a heavy and torrential rainfall
with thunderstorms an Gokula. The people and cattle be-
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came panic-stricken; and Krshna lifted the mountain with
his little finger and held it as a parasol over the cowherd
settlement so that not a drop of rain fell on the township.

This episode in which Kishna protected the resi-
dents of Gokula is represented in the form known as
Govardhana-dhara. Krshna is shown here as standing
gracefully with one of his hands, according to Padma-
puriéna (patila-khanda) with his left hand, lifted up sup-
porting the mountain on a finger-tip. Around him are
gathered cows,calves, cowherds and cowherd maidens,
happily sheltered from the downpour of Indra’s anger.
Krshna in this form is always represented as two-armed
and as boyish in appearance.

The time and day on which the event occurred are
given as the morning of the first day of the bright half of
the month kartika (suklapratipadi pratah kartike).

GOVINDA

The expression is synonymous with Go-pala, a
form of Krshna (see GOPALA). But more importantly
it is one of the twenty-four forms of Vishpu (see
CHATURVIMSATI-MURTI). The form is described in
sevéral texts.(like Agni-purana, Skanda-purana,
Tantra-sara and Nirnaya-sindhu) as moon-




complexioned ($asi-varna, viz. white) and four-armed.
The hands carry the usual weapons of Vishnu as follows in
the circumbulatory order beginning with the right normal
hand (adharam dakshina-hastam arabhya pradakshipam):
discus (chakra), mace (gada), lotus (padma) and conch
($arhkha).

The form of Lakshmi accompanying this form
is called Padmidevi. According to HayaSirsha-
samhita, the form known as Govinda is a variant
(bheda) of Sarrkarshana (see SAMKARSHANA).

The expression ‘Govinda’ is explained in Brahma-
vaivarta-purana (Prakiti-khanda, chap. 24) as one
who recovers and protects the Vedic lore, which gets lost
in every age (yuge yuge pranashtam gam vindati tatt-
vatah), and in Mah&abharata (21, 12) as the god who
is the object of all scriptural texts (vedanat gavam, §astra-
mayinam vaninam).

GAURI

Name of Parvati, and form of the goddess wor-

(bronze image)
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(bronze image)

shipped in the center (pitha) at Kanya-kubja (cf. Devi-
bhéagavata, 7, 30, 58). She is visualized as a girl of ten
years (dasa-varsha bhaved Gauri).

She is worshipped along with Siva (in his form as
Chandrasekhara), as his consort, and as an independent
deity. K aranagama prescribes that when Gauri is rep-
resented along with Chandrasekhara, she must be stand-
ing on a lotus-seat by the side of Chandra-Sekhara to
his left (devasya vima-sthita-pada-pithe); she & dark-
blue in complexion (sydima), three-eyed (tri-netrd) and
two-armed (dvi- bhuja); and her body must be in three-
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bends (tri-bhaigi). The right leg is firmly planted on the
ground, while the left one is slightly bent (savyapasavya-
sthita-kufichitahghrim). She holds a blue lotus in her
right hand.

Gauri is also one of the four ‘powers’ (Sakti) of the
main image of Siva in the sanctum (viz. in the form of
linga), the other three ‘powers’ being Yoga-sakti, Bhoga-
$akti and Vira-Sakti (see SAKTI). All the four are repre-
sented in characteristic iconic forms. Gauri as a ‘Sakti’
is youthful (su-yauvana), two-armed and two-eyed. She
wears on her head the ctown of the kirita-mukuta type,
and has large breasts. Her right hand is in the kataka-
posture (see KATAKA-HASTA), while the left arm is
stretched out beside her body (larhba-hasta). She stands
on a lotus-seat, with -her left leg slightly bent.

As an independent deity, she is emerald-complexioned
(marakata-varna), four-armed and seated on a throne
supported by lions (sithhasane). The throne has a eight-
petalled lotus on which she sits like Ganapati (Vindyaka
vadasina). She holds in her normal right hand a fotus with
a long stalk (brhannilam kamalam), and in the corre-
sponding left hand a splendid pot of nectar (vame amyta-
ghatah). The upper hands carry the bilva-fruit and conch
“(Sarikha). According to Sri- Vidyarnava-tantra, she
carries in her two right hands stylus for applying collyrium
(afijana-$alaka) and noose (pasa), and in her two left
hands mirror (darpana) and goad (ahkusa).

Gauri may be shown as seated or standing, two-
armed or four-armed. When she is four-armed she gen-
erally carries in her hands rosary (aksha-mala), goad
(ankusa), noose (pasa) and citrus fruit (matuluhga).
Or, she may carry the usual emblems of Siva or Chan-
dradekhara, deer (mrga), axe (parasu) and the ges-
‘tures of boon-bestowal (varada) and protection (abhaya).
Vishnu-dharmottara, however, specifies that the
two-armed form (showing gestures of boon-bestowal and
protection) is always preferable (‘dvibhuja sreyase sadd’),
and that when she is shown as four-armed she must be
seated on a lotus (gauryah mirti§ chaturbahi kartavya
kamalasand); the four hands in this case carry rosary and
lotus in the upper hands, and the gesture of protection
and water-pot in the lower hands.

In texts like Aparajita-siitra and Devata-
miirti-prakarana, twenty-four forms of Gauri are
mentioned, twelve of which are described in detail
(dvadasa-gauri). According to Brahma-vaivarta-
purana (Prakrti-khanda), all of them assume the pos-
ture of standing erect with both feet firmly planted on the
ground (sama-pada-sthanaka); and they are four-armed,
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carrying lihga with rosary (aksha), triple-staff (tri-dandi),
holy water-pot (kamandalu) and the gesture of boon-
bestowal (varada). She wears on her head braids of hair
coiled up like a crown (jatamukuta), and on her body the

sacrificial cord (yajiiopavita). She has the nature of an
ascetic, and exudes the air of piety.

The Aparagjita-sitra, mentions as the general
features (sdmanya-lakshana) of Gauri the following: she
must be four-armed, three-eyed and bedecked with
all ornaments (chaturbhujd trinetrd cha sarvabharana-
bhiishita); and she must be seated on a creeping iguana
(godhdsanopari sthitd). Ripa-mandana also pre-
scribes that the form of Gauri worshipped at home must
be seated on the iguana (godhasanasrita miirtir grhe
piijya).

The names given to the twelve Gauris, and the
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weapons in the hands (right lower, right upper, left upper
and left lower in order) are as follows:

(1) Uma: rosary (mala), lotus (kamala), mirror
(darpana) and holy water-pot (kamandalu).

(2) Parvati (Parvatodbhava): rosary, linga, Ganesa
and water-pot. (Riipa-mandana adds that there
must be a pot carrying the sacrificial fire on either of
her sides (paksha-dvaye. agni-kundau cha).

(3) Gauri (Siva-¢alini): rosary, the gesture of protec-
tion (abhaya), lotus (kamala) and water-pot.

(4) Lalita: rosary, lute (vina), mirror and water-pot.

(5) Sri: rosary, gesture of protection, gesture of boon-
bestowal (varada), and water-pot. Rapa-mandana
substitutes water-pot with lotus (padma),”and says that
this form must be seated on iguana (godhasanaérita).

(6) Krshna: rosary, gesture of protection, scripture
(pustaka) and water-pot: five fires must surround her in
pots (pafichagnayah kundeshu).

PRATIMA-KOSHA

(7)-Haimavati ($aila-raji): lotus, mirror, gesture of

"protection and hga.

(8) Rambha: water-pot, rosary, lotus and goad
(ahkusa); she is seated upon an elephant (gajasanopari
sthitd). Ripa-mandama substitutes lotus with vajra.

(9) Savitri: rosary, scripture (pustaka), lotus and
water-pot; she has four faces (chatur-vaktrd), and her
worship is beneficial in households where Vedic study is
kept up (Srotriyanam grhe hita).

(10) Trikhanda: rosary, vajra, sakti and water-pot.

(11) Totala: spear (Sila), rosary (mala), club
(danda) or shield (kheta) and white fly-whisk (Sveta-
chamara); she has white body-colour (Sveta-deha) and
rides upon a swan (harhsa-vahana).

(12) Tripura: noose (pasa), goad (ahkusa), ges-
ture of protection and lihga; she is seated upon a corpse
(pretasana). Ripa-mandana specifies that the noose
must be naga-pasa, and substitutes linga with the ges-

ture of boon-bestowal.

In a shrine that is dedicated to Gauri (gauryayatana),
to the left of Gauri must be shown Sri, to the west Savitri,
to the south- west Sarasvati, to the north-west Bhagavati,
to the north-east Ganesa and to the south-east Kartikeya.
-And at the four entrances to the shrine must be shown the
guardian-deities (dvara-palikas): at the eastern entrance,
Jaya (carrying, in circumambulatory order beginning with
lower right hand, gesture of protection, goad, noose and
club) on the left and Vijaya (noose, club, gesture of pro-
tection and goad) on the right; at the southern entrance,
Ajita (gesture of protection, lotus, noose and club) on
the left and Apardjita (noose, club, gesture of protec-
tion, and lotus) on the right; at the western entrance,
Vibhakta (gesture of protection, vajra, goad and club) on
the left and Mahgala (goad, club, gesture of protection
and vajra) on the right; and at the northern entrance,
Mohini (gesture of protection, conch, lotus and club) on
the left and Starhbhini (lotus, club, gesture of protection
and conch) on the right.

Gauri also figures in the Jaina pantheon, as the
yakshini of the eleventh tirthahkara, Sreydhsa-nitha; she
is also a vidyd-devi. According to the Digarhbara ac-
count, this yakshini is golden-coloured (kanaka-prabha,
suvarnabh3), rides upon an antelope (mrga-vahini), and
has four arms. She carries in her right hands the ges-
ture of boon-bestowal (varada) and water-pot (kalasa),
and in her left hands mallet (mudgara) and lotus (abja)
(cf. Pratishtha-sara-sarigraha). The $vetarbaras
tegard her as fair-complexioned (gaurangi), riding upon a
lion (sirhha-vihani), and carrying in her right hands ges-
ture of boon-bestowal (varada) and mallet (mudgara),,
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and i her left hands vajra (kuliéa) and goad (ahkusa)
(cf. Nirvana-kalika and Hemachandra).

As a vidy3-devi, she is golden-coloured and rides a
horse. She is four-armed and carries in her hands the ges-
ture of boon-bestowal (varada), plough-share (musala),
lotus (kamala) and rosary (aksha-mal3).

In the Vajrayana cult, Gauri is an important mother-
goddess. She has eight forms, called by different names.
All the forms are two-armed, one of the hands carrying a
weapon, and the other assuming the gesture of warning
(tarjani-mudr3), and decorated with garlands of severed
heads (munda-mal3). Each of the forms, however, is dis-
tinguished by a characteristic complexion and weapon in
the hand: (1) Gauri: white-complexioned, carrying a goad
(ahkusa); (2) Chauri: yellow (pita), noose (pasa); (3)
Vetaii: red (rakta), spear (Sila); (4) Ghasmari: green
(harita), bell (ghant); (5) Pushkasi: ‘blue (nila), bowl of
fire (agni-kunda);(6)Sabari: white (sita), Meru mount;
(7)Chandaii: blue (nila), fire-pot (vahni-kunda); (8)Dombi:
variegated colours (viSvavarna), banner (pataka).These
are described as ‘mothérs of the universe’(loka-mata) and
the ‘eight rulers’(ashtanayika).

GAURT-TANDAVA

One of the nine forms of the Dancing Siva (see
NATARAJA), this is distinguished by the presence of
Gauri (see GAURI) to the left of Nataraja (vime
Gauri-samayuktam) and to the right Nandi (avime
Nandikesinam). Siva here is red-coloured (rakta-varpa),
tranquil ($anta), smiling (smitanana) and four-armed.
The braids of matted hair on his head are decorated by
crescent-moon (bala-chandra-jatijita), skull(karoti) and
by several flowers like baka (mandara), dhuttiira and arka;
the matted hair is spread alround his head (suvikirna-
jatanvita). His wrists are adorned by serpent- bangles
(sarpa-kahkapa), and his hands carry the gesture of pro-
tection (abhaya) and hand-drum (damaru) on the right
side and, serpent (vy3la) and bowl of fire (vahni-patraka)
On the left. He dances on the apasmara-purusha
(see APASMARA), placing his right foot, bent slightly
(dakshinam kufichitam padam) on him, while the
left 100t is raised (vama-padam tad-iirdhvagam).

GAULISVARA

A rare form of Siva, locally called Gauliévara, found
in a shrine named in inscription after Padarhpakka-niyaka-
deva in the second enclosure of the Adi-puriévara temple
at Tiruvatriylir, near Madras. The date of this shrine is
184

(stone, Adi-puriévarar temple, Tiruvottriyiir)

around 1067 A.D., during the reign of the Chola king Vira-
rijendra. T.A. Gopinatha Rao identifies it with Yoga-
dakshin& miirti. But there is no other image of Dakshina-
miirti answering to the iconographic details of this im-
age. It has been suggested that this is a representation
of Lakulisa of Kiydvarohana, who is regarded as an incar-
nation of Siva.

The stone figure called Gauliévara is four-armed and
seated in svastikdsana (see ASANA). On top of the head
is the braids of matted hair coiled up as a crown (jata-
makuta). There are in the two upper hands the shaft of
trident (triéila, the head of which is missing) and bowl
(kapala). The right normal hand is hreld at the chest in
chin-mudr3 (see MUDRA). while the corresponding left
hand, also in a yogic posture, is held across the lower
portion of the chest.

In the sanctum of the shrine to this god is a stone
sculpture of Sahkaracharya.

GRAHA

Celestial bodies (planets) which ‘take hold of‘(graha)
the affairs of human beings, influencing their destinies
and producing benevolent or malevolent experiences for
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them. Early texts like Mahabharata (6,4566 cf.)
and Ramayana (1,192) speak of five grahas only:
Mangala (Mars), Budha (Mercury),Brhaspati (Jupiter),
Sukra (Venus) and Sanaiéchara or Sani for short (Sat-
urn). But later, the grahas- were enumerated as seven,
adding to the five mentioned, two inauspicious grahas
Rahu and Ketu, the two nodes, one ascending and the
other descending (cf. Mahabharata, 7,5626). Still
later, Ravi (Sun) and Soma (Moon) were added to the
list, making altogether nine grahas (Brhat-sambhita,
* chaps 3-10). They are collectively known as Nava-graha.

Becaqse of the belief that they confer benefits when
placated and worshipped, even when in the normal course
their influence may be unwholesome, the grahas are fre-
quently worshipped by all devout folk. It is usual for
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all the nine to be worshipped together (nava-graha-piija,
graha-yaga),which mostly takes the form of pacification
of planets which are likely to influence adversely (graha-
anti).

While independent temples to the planets are not
seen anywhere in the country, the temples dedicated to
Siirya (Sun-god) will often contain shrmes to the eight
other planets (as, for instance, in the Siiryanar-koil near
Tiruvidaimarudir in Tamil-nadu). In many of the tem-
ples of comparatively recent times there will be a shrine
with a high platform on which iconic representaticns in
stone of the nine grahas are set-up with that of the Sun
in the centre; and dcvatees walk round this platform in
pradakshina. lconic representations include characteris-
tic geometric foiris with colours which either enclose the
PRATINA-NOSHA

SURYA

iconic representations or which the seats of the grahas as-
sume: red circular orb for Sarya, white quad-ilateral figure
for Soma, red triangular shape for Mangala (Kuja), green
arrow-head or spade-shaped form for Budha, golden-
coloured rectangular throne for Brhaspati (Guru), pen-
tagonal form of Sukra, black bow or crescent shape for
Sani, winnow-basket shape for Rahu and multi-coloured
banner shape for Ketu.

(1) Siirya (Ravi, Aditya) is regarded as the primor-
dial graha (grahanam adih) and as the scurce and sus-
tenance for the other grahas. That is why in the iconic
constellation, Siirya is in the centre, and the other eight
surround him. Siirya is distinguished also by being most
beneficial to the world of living beings. He moves in
a chariot with one wheel (symbolizing the year) with
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CHANDRA

twelve spokes (months), three navels (ni'bhi. representing
three four-month periods known as chaturmasya), and six
bands (seasons). The chariot is drawn by seven horses
(chhandas: Gayatri, Brhati, Ushnik, Jagati, Anushtup,
Trishtup and Pankti), restrained by seven reins (rajju),
and is managed by Aruna (ruddy dawn). The chariot
has three speeds: fast (Sighra-gati),even (sama-gati) and
slow (manda-gati).

The sun is rosy-red, hibiscids-hued (japa-kusuma,
patala or lotus red, padma-garbha-dyuti) in complex-
ion, and is regarded as a kshatriya in caste, belonging
to the lineage (gotra) of the sage Kasyapa, and resident
of the Kalinga country; his iconic form is said to be twelve
‘ahgulas’ (see ANGULA). He is two-armed, holding lo-
tus flowers in the hands (padma-hastadvayam). He is
186
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shown as seated or standing on a lotus (padmasana),
and his mandala is circular with eight petals (vartulam
mandalam ashta-patra-samanvitam). The presiding de-
ity (adhi-daivata) of Siirya is Siva, and the tutellary deity
(pratyadhi-devata, meaning the deity that stays close-by)
is Agni. Siirya is invoked to cleanse the sins.

(2) Soma (Chandra) is the lord of the constella-
tions (asterisms) (nakshatra) and is figuratively spoken
of as the husband of the twenty-seven lunar asterisms,
Rohini etc. He exudes ambrosia in his rays (sudha-
marti), and his face is that of fulkmoon (purnendu-
bibanana). His' body is white like camphor or crys-
tal (karpiira-sphatikavadata),and wears white garments
(sitambara). He is born out of the ocean and resides
in the ocean (samudra) or the mythical milky ocean
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(kshirodarnava); his caste is that of vaisya, and lineage
that of sage Atri; and his figure is a cubit in height (hasta-
matra).

He is two-armed, his right hand being in the posture
of boon-bestowal (varada) and the left hand holding a
mace (gada). Another account makes him hold night-
lily (kumuda) flowers in his hands. He is seated on a
white lotus ($veta-padmastha), on a chariot which has
three wheels and which is drawn by ten splendid horses,
white in colour like jasmine flowers. The presiding deity
of Soma is Uma, and the tutellary deity is Water (jala).

(3) Mangala (Kuja) is regarded as the son of Earth
(bhiimiputra, ku-ja), and as potentially capable of terror-
izing mankind (jagatam bhaya-krt). He faces the Sun,
and rides on a ram (mesha). Another account makes
him ride a golden-coloured chariot drawn by eight white-
coloured horses. He is a kshatriya by caste, and belongs
to the lineage of Bharadvaja. He resides in the Avanti
country. His figure is four angulas in height. His lustre is
like a bunch of lightnings (vidyut-pufija-sama-prabha).

He is red in complexion (raktabha, lohitanga) be-
decked with all ornaments (vara-bhiishana), and dressed
in red garments (raktambara- dhara). He is youthful
(kumara), four-armed, carrying in his upper hands the
spear known as Sakti ($iila), and mace (gada), the lower
hands assuming the posture of boon-bestowal and protec-
tion (varabhaya). He faces the Sun. The presiding deity
is Skanda, and the tutellary deity is Earth (kshiti).

(4) Budha is regarded as the son of Soma (Chan-
dra) and as moving close to Siirya. He resides in the
Magadha country, and belongs to the vaiya caste, and
to the lineage of the sage Atri. He is variously described
as dark-complexioned like the priyangu bud (priyaigu-
kalika-syama), yellow-complexioned (pitabha) or golden-
coloured (kanaka-varna); and wears silken garments of
yellow colour (pitarbara). He is peaceful of aspect
(saumya), according to one account, but according to an-
other, he is of the nature of all terrible portents (utpata-
ripo jagatam). He rides on a lion (sirhhastha), but is
extremely handsome (riipena apratima).

He is four-armed, and carries in his hands sword
(khadga), shield (charma), mace (gada), and gesture of
boon-bestowal (varada). The presiding deity is Narayana
(viz. Vishnu), and tutellary deity Vishnu. His figure is
two angulas (dvyangula)in height. He rides on a golden-
coloured chariot made of fire and wind, and drawn by
eight horses, swift like breeze.

(5)Brhaspati (Guru) is celebrated as the precep-
tor and chief priest of the gods (deva-guru). He is a
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brahmin by caste, belonging to the lineage of the sage
Angiras, and his body-colour is given as golden-yeliow
(pita, svarna-gaura). He is attired in yellow garments
(pitaribara). He is intent always in doing good to the
world (sada loka-hite ratah). He is the resident of the
Sindhu country.

He is seated on a lotus which shines like gold

BUDHA

(svarnapaiikaja-saristhita), and rides on a golden char-
iot drawn by eight horses, white in colour (ashtabhih
pandarair yukta vajibhih kafichane rathe). He is four-
armed, carrying in his hands rosary (aksha), the gesture of
boon-bestowal (varada), water-pot (karaka, kamandalu)
and staff (danda). His presiding deity is Brahm3, and
tutellary deity Indra. He is six-ahgulas in measure
(shadangula), and faces Sirya.
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(6) Sukra is reputed to be the preceptor and minister
of the daityas (daitya-quru, daitya-mantri),but he is intent
on securing the welfare of the good folk in the world. He

is fair-complexioned ($ukla-varna) and wears white gar-
ments ($ukia-vastra). He is a brahmin, belonging to the

lineage of sage Bhrgu (hence the name Bhargava), and
resident of the Bhoja-kata country. He is seated on a lotus
(padmastha), and rides a large chariot which is white in
colour (mahan rathas suklah), and drawn by eight horses
born from earth (bhii-sambhavair hayaih). The chariot
has a white flag fiying aloft. Another account makes him
seated on dragon named Saikha.

He is four-armed, carrying rosary (aksha), water-
bowl (karaka), gesture of boon-bestowal (vara) and staff
(danda). His figure is nine angulas in height (navangula).
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GURU(BRHASPATI)

His presiding deity is Indra (Sakra) and tutellary deity
Sachi (Indra’s consort). He never moves far from Sirya.

(7) Sani (Sanaischara) is regarded as the son of
Stirya (sauri) by Chhaya, the favourite of Siva (Siva-priya)
and peaceful of aspect (prasannatma). He is slow in
his movements (manda-chara, sanais-chara); he has elon-
gated body (dirgha-deha) and wide cyes (visaliksha). He
has fangs showing in his mouth (damshtra). He is dark
in body-colour (krshna) like sapphire (indra-nila-nibha)
or like the blue collyrium ( nilanjana-sama-prabha) and
wears dark garments (krshnaribara). He is four-armed,
carrying bow (dhanus), arrow (bana), spear (siala) and
gesture of boon-bestowal (vara) in his hands; or he may
carry sword (khadga) instead of spear.

He rides on a vulture (grdhra-vahana), or mounts a
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SANI

chariot drawn by horses which are of multifarious colours,
and which are born out of the sky. He is a $udra by caste,
belonging to the lineage of sage Kasyapa, and resident of
Saurashtra country. His figure is four angulas in measure
(chaturahgula). Yama is the presiding deity and Prajapati
the tutellary deity (see $ANI).

(8) Rahu is a sudra, of the Paithina lineage, who
resides in the Malaya country, and is the son of Sirhika.
He is of the complexion of dark-blue cloud (nila-megha-
varna), and wears dark-coloured clothes (keshnaribara).
His face is ferocious (karala-vadana), and he has a big
mouth and long fangs (maha-vaktra, dirgha-darishtra),
and with hair on the head standing erect (ardhva-kesa).
He is inauspicious.

Some accounts describe him as only the human head
mounted on a dragon’s body. But other accounts make
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RAHU

him half-bodied (ardha-kaya), dragon-faced and four-
armed, carrying sword (khadga) shield (charma), and ges-
tures of boon-bestowal and protection (varadabhaya). He
rides on a blue lion (nila-simhasana-gata),or rides upon an
ash-coloured chariot drawn by eight horses, the colour
of which resemble black beetles. His figure is twelve-
angulas in height (dvadasaigula). Kala is the presiding
deity and Serpent (sarpa) the tutellary deity (see RAHU).

(9) Ketu is also a $udra, of the Jaimini lineage, re-
siding in kua-dvipa.He is said to be the son of Rudra
(Rudratmaja). His body-colour is smoke-grey (dhiamra)
and his face is grotesque (vikrtanana); he wears gar-
ments which are of his body-colour. He rides on a vul
ture (grdhra-gata), or on a chariot drawn by eight horses,
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swift like breeze. Alternately, he is seated on a corpse
($avasana).

He is imagined as the counter-part of Rahu, having
only the dragon's tail (puccha-riipi) supporting a human
head. But some accounts make him four-armed, carry-
ing sword (khadga), shield (charma), mace (gada) and
arrow (bana). Or, he is two-armed, carrying mace in one
hand, and the other hand assuming the posture of bogn-
bestowal (varada). His figure is six angulas in height
(shadangula). Chitragupta (attendant of Yama) is his
presiding deity, and Brahma the tutellary deity.

Although Ketu is worshipped in the nine-graha group
as a single deity, the texts enumerate several Ketus, and

KETHU
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often the expression Ketu is used in the plural number.
All the Ketus are said to be smoke-coloured (dhimrah)
and distorted in face (vikrtanana); all of them carry mace
(sarve gadinah) and ride upon doves (kapota-vahana) (see
KETU).

There is also the textual prescription that all the
grahas (excepting Siirya) must be represented as seated
and two-armed,the right hand in all cases showing the
gesture of protection and the left hand resting on the knee
(ianustha-vama-hastadhyam sabhayetara-paninam). (cf.
Graha-yaga, Tithi-tattva, Vyasa's Nava-graha-,
stotra, Kalika-purana, Chap. 80-81 and Garuda-
purana, Chap.60).

When all the nine grahas are set up in iconic forms
in the stone or metal on a common platform, or inscribed
on metal plates, or drawn on paper, a square of nine
square-cells (viz. three rows of three cells each) will ac-
commodate the grahas, Siirya being in the central cell.
THe other grahas will be located in the eight cardinal
points, Soma in the north-eastern corner, Brhaspati on
the western side, Mangala on the eastern side,Budha on
the north-western corner, Sukra on the northern side, Sani
on the Southern side, Rahu in the south-eastern corner
and Ketu in the south-western corner. The grahas also
have their specific dispositions. Siirya faces east, Chan-
dra west, Mangala south, Budha north, Brhaspati north
Sukra east, Sani west, Rahu and Ketu south.

iconographic details of the nine grahas, however, are
not uniform; variations are seen in actual specimens. The
illustrations given here are from images in Nelliyappan

temple, Tirunelveli.
GHATA

Cerentonial pot, especially made of earth, in which
the divine presence is ritualistically invoked. Also called
Kuribha or Kalasa, it is one of the four receptacles of d
vinity, others being fire (agni), icon (vigraha) and conse-
crated platform (sthandila). The worship of Durga during
the nine nights of the autumnal season ($aran-nava-ratri)
involves’ the installation of a pot ceremonially (ghata-
sthapana) to represent the goddess Durga.

GHANTA

Ritual bell made of bronze (kafsya), employed dur-
ing” worship of deities, especially in some sequences
like administering bath (snapana), offering incense
(dhdpa), waving lights (nirajana) and presentation of food
(naivedya). The sound of bell is said to be dear to
the gods, and also to dissolve all demerits (sarve doshah
praliyante). The bell, when sounded, beckons the gods
to come, and drives away evil spirits that abound in
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and an asura by that name.

’# In Bengal, he is a minor deity worshipped in the
2 } Hindu month of Chaitra for health, for this deity, is be-
O lieved to preside over mental and physical ailments (adhi-
E &‘5 f}j} vyadhi). He is also regarded as a great hel? (maha.-

& vira) and as very powerful (mahabala) (cf. Tithyadi-
&S{/} %%_’)‘)) tattva). He is invoked in an earthern pot (ghatatmaka),

The tantric rites include a magical diagram (yantra)

smeared with cow-dung, and decorated with cowrie-shells.
S~————

— ¥ .

< in the name of Ghanta-karpa. In the Jaina pantheon,

Q ‘( ~ 3 ‘@ g\, Ghanta-karna receives worship as a great hero and pro-

Z - q,f <_:_‘ tector of all living beings;he is believed to ward off obsta-

= cles for penances(upasarga). He is visualized as eighteen-

armed, carrying weapons like vajra, sword, cudgel, discus,

' - Q, @@QX%
VAJRA-GHANTA =

7:
the atmosphere (3agamartham tu devanam gamanartham l = @
tu _ra_lkshasém; kurve ghanta-ravam tatra devatahvana- v
lafictihanam). \
Ritual bells are usually surmounted with the icons
of Garuda (see GARUDA), (Vainateyankita, nagari- —
chihnita), Hanumaii(see HANUMAN), or with a shaft
on the top which is the representation of Vishnu's
discus (ghanta-dandasya Sikhare sa-chakram sthapayet;
rathangena samanvita), in the Vaishnavite sects. They

N~~~
are surmounted by a bull (vrshabha, Siva's vahana) sit-
ting on top of the shaft, in the Saivite sects. )
In the Vajrayana sects of Nepal and Tibet, ritual \,

bells are very important and quite frequently employed. \_,,.,

The bells carry the representation of Visva-vajra (see

VISVA- VAJRA) on their top. The bells, elaborately dec-

/

orated, are called Vajra~ghanta, and are regarded as en-
dowed with magical powers.

Some deities. fierce in aspect (rajasa), like the ten-
armed Durga and Bhairava carry bell in one of the arms.
Many Vajrayana deities (two-armed; hold Vajra-bell in
one hand and Vajra in the other.

GHANTA-KARNA K
The name meaning ‘bell-eared’, he is one of the
four attendants presented to Skanda (see KARTIKEYA)

by Brahma (others being Nandi-sena, Lohitaksha and
Kur’nuda-mz‘ali). Another story makes him an attendant
of Siva (gana), and of Kubera. There are also a pisacha
192
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(stone, Mathura Museum)
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plough-share, goad, mallet, arrow, shield, Sakti, serpent-
noose, bow, bell, battle-axe, spear and trident; one of
the hands holds a human head, and another assumes the

gesture of warning (tarjani).
GHANTA-PANI

A bodhisattva attached to the sixth dhyani-buddha,
Vajra-sattva (see VAJRA-SATTVA). He is described as
white in colour, and is distinguished by the bell (ghanta)
that he carries in one of his two hands.

GHANTA-RAVA

A minor mother-goddess (matrka), also counted
among the sixty-four yoginis (see YOGINT).

GHASMARI

A tantrik goddess of minor significance. She is one of
the eight Gauris in the Vajrayana cult (see GAURI). She
is two-armed, one of her hands carrying bell (ghanta) and
the other showing the gesture of warning (tarjani). Her
body-colour is green (harita) (cf. B.Bhattacharya, op.cit.,
p.311).

GHRTACHI

One of the seven celebrated apsaras (see AP-
SARAS), others being Menaka, Raribha, Urvasi, Tilot-
tama, Suke$i and Maiijughosha. She has the emblem of
fish (matsyi). She is known for her skill in spoiling the
penances of sages; and she became the mother of many
famous children by sages, like Suka by Vyasa, Drona by
Bharadvaja,Ruru by Pramati and Chitrahgada by Visva-
karma.

GHORA-RAKTAKSHI

One of the Yoginis (see YOGINT).

GHORA

One of the nine Tara-yoginis (others being Maha-
bali, Rudrani, Bhaya, Bhima, Bhramari, Maha-ratri, Sap-
tami, Ashtami and Bhairavi) that receive worship in Va-

Jjrayana.
GHORANGIRA

A form of the goddess Angira,
from Atharvangira,
PRATYANGIRA).

GHORA-CHANDI

The seven-syllabled (Saptakshara)form of the cele-

PRATIMA-KOSHA

distinguished
also called Bagala-mukhi (see

T
3,

u':ﬂo‘\/

Q i -
9 [
= ‘ ‘ ,t\
RS
I~ Iy

» @ ” ~—

-
-

S

GHORANGIRA
(old Mysore drawing)

btated Vajrayana deity Heruka (see HERUKA), embraced
by his consort Vajra-varahi, is described as staniding upon
the solar disc, which has seven spokes, and on one of
the spokes is located the minor goddess called Ghora-
chandi (others similarly located are Heruki, Vajra-varahi,
Vajra-bhaskari, Vajra-raudri and Vajra-dakini). She is red

“in body-colour, terrible in aspect, three-eyed and naked.

She is four-armed, in two of which she carries hand-drum
(damaru) and bell (ghanta), two others holding human
skin. On ber head are stuck gaping skulls. She is in the
alidha posture (see ALIDHA).

CHAKRA

The antiquity of the wheel and its symbolism goes
back to the Vedic period. The Sun was said to move on
a chariot with a single wheel (representing the time- prin-
ciple, and more especially the year), with twelve spokes
(representing the months). The wheel that moves with-
out rest and without changing its speed or direction was
identified with the ever-recurrent and uniform aspect of
the phenomenal universe. The wheel is symbolic of life,
ever-renewing itself in a cycle (bhava-chakra) of time as
producer and consumer of everything (kala-chakra), of
invariable law governing matter and energy in the nerve-
channels (nadi-chakra), of the cyclical progression of zo-
diacs (rasi-chakra), and of the fortunes of human beings
(bhagya-chakra).

The idea was represented sculpturally and iconically
in several ways: the wheel of dharma that the Buddha
sets into motion, the wheel of the Sun transformed into a
temple, the wheel of the radiance that surrounds a deity
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(with Sudaréana, Egmore Museum, Madras)

(prabha- chakra or prabha-mandala), the small ornamen-
tal wheel that turns round behind the head of the deity

(Siras-chakra) and the wheel personified as the person
(chakra-purusha).

The wheel was also a weapon used in warfare
(ayudha), and it may be seen in the hands of deities who
are multi-armed. 1t is a weapon especially carried in one of
the hands (usually the upper right hand) of Vishnu, along
194

with another weapon, viz. mace (gada). The other two
hands carry conch (Sarnkha) and lotus (padma) which are
strictly not weapons (see AYUDHA). The early represen-
tations of the wheel in the hand of Vishnu are large in size,
suggesting the weapon actually used in battles. But later,
the wheel was stylized into a small, ornamental weapon,
gracefully carried in the hand or held with two fingers
(the fore-finger and the middle-finger, cf. prescription
in Naradiya-samhita, 13, 179; ‘tarjan madhyama-
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COIODB D)

(as independent icon)

madhye kuryac chakram susobhanam’).

Vishnu's weapons have special names, like Su-
darsana for the wheel (discus), Paficha-janya for the
conch, Kaumodaki for the mace, Nandaka for the
sword, and $5rr’|ga for the bow (see VISHNU). The
chakra in the hand of Vishnu is described as beauti
ful of aspect (hence the name Su-dar§ama), and ex-
traordinarily powerful (maha-bala); it has flames alround
(jvala). It has twelve spokes, three concentric rings,
a design with six corners and an inclination to the
right (dvadasaram shat-konam valaya-traya-samyutam,
chakram syad dakshinavartam......).

In icons of Vishau, the disposition of the chakra heid
in the upper hand is either facing the viewer fully on its
flat surface, when it is called ‘sama-sthithi’(viz.stationary
position), or the edge of the wheel facing the viewer, when
it is called ‘prayoga-chakra’ (viz. ready to be hurled at
the enemy).

It is wauval for Vaishnava temples to have inde-
pendent icons of chakra, either as mere wheels or
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wheels with human representation of the deity represent-
ing the weapon called Chakra-purusha (see'CHAKRA-
PURUSHA) or Sudariana (see SUDARSANA). In Sri-
Vaishnava temples, a metallic image of chakra mounted
on a shaft and resting on a pedestal is sometimes used as
bali-bera (see BALI-BERA), as the representative deity
presiding over the ritual of offering food to the attendant
divinities within the temple premises and is used also to
officiate in the ceremonial bath after a festival (avabhrta-
snana) in a tank. In Vaishnava temples of northern parts
of the country, it is customary to set up a metallic chakra
on top of the finial of the superstructure above the sanc-
tum.

Besides Vishnu, the images of Durga too have
chakra in the upper right hand, and conch (Sarikha) in the
corresponding_ left hand. Durga is believed to be an as-

(in the hand of seated Vishnu)

pect of Vishnu (vaishnavi-sakti). Several forms of Durga
with multiple hands always carry chakra in one of the
hands (see DURGA). Multiarmed images of Ganapati,
Bhairava, Sarabha and Devi carry chakra along with other
weapons of warfare.

Vairochana, a dhyani-buddha in Mahayana Bud-
dhisim, is distinguished by the chakra emblem in white
colour ($ukla-chakra-chihnah) Two of the sixteen Vidya-
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STHITHI-CHAKRA
(hand held position)

PRAYOGA-CHAKRA
(hand held position)

devis in the Jaina pantheon. (Vajrankusi and Chakresvari)

_carry chakra in their hands. The latter is especially
recognized by the chakra-emblem (see CHAKRESVARI).
'Among other goddesses in this pantheon, twenty-four-
armed Padmavati carries chakra in one of her hands (see
PADMAVATI). The yaksha Gomeda also holds a chakra
(see GOMEDA).

CHAKRA-DANA-MURTI

One of the sportive forms of Siva (described in
Uttara-kamika, Uttara-karana and Sri-tattva-
nidhi)in which he is shown presenting the weapon dis-
cus (chakra) to Vishnu. The background story in the
§aiva—put5r_ia is that Vishnu, in order to obtain the power
t’o vanquish some asuras, prayed to Siva. He worshipped
Siva with one thousand lotus flowers: but finding that the
number fell short of one flower, he immediately plucked
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out one of his own eyes (which were likened to lotus) and
offered it in lieu of the flower (padma-pushpam samabh-
yarchya harina netra-pajitam). Siva was pleased, and pre-
sented the invincible chakra to Vishnu; and thenceforth
chakra became the characteristic weapon of Vishpu. This
is obviously a story illustrating sectarian prejudices, and
the strife that was evident in South India between Saivites
and Vaishpavites. The story is meant to suggest Siva's
supremacy over Vishnu.

The representation involves Vishnu standing to
Siva’s left (or in front, according to Uttara-kamika)
with folded hands in supplication (vame Vishpum
krtanjali-putam); his eyes are prescribed to be settled
at Siva's lotus-feet (devasya padabjayos sarinsthapyakshi-
lasat, Uttara-kamika, 55th patala). Siva is shown
as seated with the left leg flexed and resting horizon-
tally on the seat and right leg dangling down (vama-
padam sayanam larmbitam savya-padakam). He is tran-
quil ($anta), three-eyed and four-armed. On his head
is the crown-fike arrangement of braided hair (jata-
makuta). He holds in his upper hands (right and left
respectively) stone-mason’s chisel (tanka) and the black-
antelope (krshna-miga); his lower right hand holds the
discus (chakra) and is in the act of presenting it to

(old Mysore Palace drawing)

Vishnu (dakshine chakra-samyuktam datr-riipam), the
corresponding left hand is also in the posture of boon-
bestowal (varada).
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(stone relief, Kailasnatha temple)
(Kafichipuram)

Vishnu is dark in colour (S§yama-riipa), wears fine
garlands (sumalya), yellow silken garments (pitarhbara)
and the characteristic Kaustubha gem on his chest. He
is four-armed two normal ones are joined in supplication;
the upper right hand is stretched out to receive the dis-
cus from Siva, while the upper left hand holds the conch
(Sarikha). Alternately, the hands that are joined in sup-
plication also hold the discus already presented by Siva
(according to Uttara-kamika, op.cit., sa-chakraiijali-
hastam), and the other two hands hold conch and lotus
($arkhabjapara-hastakam).

CHAKRA-GADA-DHARA

Vishnu as distinguished by two weapons in his hads,
discus (chakra) and mace (gada). The form is significant
as much as the weapons are symbolic of the principle of
mind ( manas-tattva) and the principle of deliberate reflec-
tion (buddhi-tattva). And it is said that Vishou (who is
the divinity whose function is preservation of the universe,
(sthiti) carries these weapons to protect the world and
that he is hidden from the view of the mortals (dharayan
loka-rakshartham guptas-chakra-gada-dharah).

CHAKRA-PURUSHA

Vishnu's characteristic weapon and emblem, discus
(chakra), is represented sometimes as a two-armed, or
multi-armed divinity in human form, known as Chakra-
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purusha (see CHAKRA) or Sudarsana. In the early sculp-
tures of the northern parts of the country, especially Ben-
gal and neighbouring areas, Vishnu's back hands are seen
resting on the mace personified as Gada-devi and discus
personified as Chakra-purusha. These weapon-persons
(see AYUDHA-PURUSHA) are two-armed, -standing in

( »arty stone)
from Bihar)
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posture, sometimes in the attitude of supplication; they
are shown as bearing the weapons they represent. The
mace is feminine, but discus masculine.

In South India, the deity representing discus is mul-
tiarmed, and in a moving posture. He is accommodated
within the rim of the discus (see SUDARSANA for de-
tails). When, however, the discus is held in the hand
of Vishpu, it is never personified. The discus-person
(chakra-purusha) is always an independent icon. In the
North, on the other hand, the weapon and the weapon-
person are aiways parts of the Vishnu icon.

There is an interesting representation of Vishnu as
Chaturmiirti (see CHATUR-MURTI) from Kashmir, now
preserved in the Berlin State Museum (indische Kun-
stabeilung, Staatliche Museen). This is said to be a work
of the late Gupta period (fifth or sixth century). Vishnu
has placed his ieft upper hand on the Chakra-purusha,

PRATIMA-KC

(in Vishou's hand)
(stone of Kashmiri origin, now in Berlin Museum)

who is shown as a two-armed yaksha (short, stout and
pot-bellied), round whose head a large discus is seen as
a sort of Siras-chakra. It is of interest to note that the
crown on Vishnu's head is surmounted by a discus which
is prominent (instead of the usual kirifa-mukuta). The
normal right hand holds d lotus, while the upper right
arm hangs down (like the upper left arm, which is placed
on the Chakra-purusha), probably placed oo the mace,
which is now missing. The normal left hand holds a conch
(sarhkha). The figure, which is evidently influenced by the
Gandhara model, may represent Vishnu as Chakradhara.

CHAKRA-SAMVARA

A Vajrayana divinity, who is regarded as omniscient
(sarvajiia), and as marvellous like the wish-fulfilling gem
(chintamanirivadbhuta). He pervades the entire universe,
resides in the spirit of every living being (vyapya visvam,
sarviatmani sada sthitam), and works out the welfare of
the world (jagadartha-prasadhaka). He combines in him-
sell mercy (krp3) and anger (krodha).
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He is four-faced and twelve-armed. His face in front
(miilamukha) is dark blue (krshna); the face to the left is
greenish blue (§yama); the face at back is red (rakta) and
the face to the right is yellow (pita). In each of the faces,
the three eyes are red and round (rakta-vartula- trinetra),
and the face is fierce and out of shape (vikrtanana). The
mouth has terrible tusks; and there is a crown of matted
hair on the head (jata-makuta), to which is stuck on the
left side crescent moon (kalitardha-chandra-dhara); and
on the right side dried head (sushka- munda). Five skulls
adorn his head. He wears a garland of severed heads
(Siro-mala).

Of his twelve hands, the first pair embrace his
consort Vajra-varahi, holding vajra and bell (ghanta).
The second pair hold the garment of elephant skin
(gaja-charmaribara). The third pair carry hand-drum
(damaru)and Khatvanga; the fourth pair chopper (Kartri)
and skull (kapala); the fifth pair axe(parasu) and noose
(pasa); and the sixth pair trident (trisila) and the head of
Brahma (Brahma-siras). He dons tiger-skin on his loins.

He is adorned with the six magical emblems
(shan-mudrita): torque (kanthi), ear-ring (kundala),
armlet (keyiira), head-gem (Siro-mani), sacrificial cord
(yajiiopavita), and ash (bhasma). On the right side at
his feet lies prostrate Bhairava, and on the left side Kala-

(from Tibetan Xylograph)

ratri; and he is seen trampling upon them (cf. Vajrayana-
pijja vidhi and chakra-samvara-sadhana).
He is also represented as having four arms and one
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face, and in the yuganaddha (yab-yung) posture. Two of
his arms clasp the $akti, the hands holding the vi§va-vajra.
The upper hand holds a vajra-chhurika (chopper) and the
corresponding left hand the bowl of nectar (kapala).

CHAKRABJA-MANDALA

A consecrated magical and colourful diagram, em-
ployed in several Vaishnava rituals, like ‘initiation’
(diksha), ‘sanctification’ (pavitrarohana) and ‘flower-
sacrifice’ (pushpa-yaga). (for details of preparation cf.
Naradiya-sambhita, 8,33-45).

CHAKRESVART

The yakshini of the first tirthankara, Rshabha-deva
(Adi-natha), she is frequently worshipped by Jaina devo-
tees. She is also called Aprati-chakra (Hemachan-
dra). She is of golden complexion (hema-varna)  lus-
trous like sun (siiryabha); and she rides upon Garuda
(Tarkshyaridha). In the Svetarmbara account, she is
eight-armed (ashta-bahuka), carrying in her right hands
the gesture of boon-bestowal (vara), arrow (ishu), discus
(chakra) and goad (aikusa) (cf. alse Riipa-mandana,
6, 18). Alternately, she carries discus in all of her eight
hands (chakrainka-hastashtaka).
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In the Digarhbara accounts, she may have four, six
or twelve .hands. When she is four-armed, she carries
discus in all of-them, or in two of them,the other two
hands catrying vajra. When she is six-armed, she carries
vajra in two hands, and discus in the other four. When she
has twelve hands, eight of them carry discus, and two of
the other hands hold vajra; the two remaining hands carry
the citrus fruit (matulunga) and the gesture of boon-
bestowal (varada) (cf.Pratishta-sara-samgraha).

CHANDA-KHANDA-DURGA

A form of Durgid (see DURGA), mounted upon
Garuda (andaja-pravararudha) and thundering with ter-
rible anger (chandakoparbhata-yuta). The dhyana-sloka
does not provide any other iconographic detail. She is
counted as one of the nine forms of Durga (nava-durga)
in Sri-tattva-nidhi; and Devi-Kavacha knows this
deity as Chandra-ghanta. (see CHANDRA-GHANTA).

CHANDA-NAYIKA

One of the eight personified powers (Sakti) of
Durga (others being Ugra-chnda, Pra-chanda, Chan-
dogra, Chanda, chandavati Chamunda and Chandika).
The ‘Durgotsava-paddhati’ section of Devi-purana
describes her as dark blue-complexioned (nila-varna)
and sixteen-armed (shodasa-bhuja). She carries in her
right hands mallet (mudgara), spear (Siila), vajra, sword
(khadga), goad (ankusa), arrow ($ara), discus (chakra)
and sharp rod ($alaka), and in her left hands skull-
cup (kapala), shield (khetaka), bell (ghanta), mirror
(darpana), bow (dhanus), flag (dhvaja), noose (pasa),
and the lance known as Sakti.

CHANDA-PRACHANDA

The pair of guardians (dvara-palaka) in Vaishnava
shrines. According to Naradiya-sarhhita (13, 320-
322) they are fierce-looking (bhayanakau), and red and
white in complexion (rakta-Suklau). They are two-armed
and carry cudgels (danda-hastau). They are exceed-
ingly powerful (maha-balau) and decked with various
ornaments, especially crown and armlet (kiritahgada-
chitrangau). One of them (Chanda) bears on his
crown the emblem of discus (chakranka-makutd and the
other (Prachanda) the emblem of conch-shell ($arkha-
chihnita). Their images are prescribed to be made in the
eight-tala measure (see ASHTA-TALA).

CHANDA-ROSHANA

Included in the Vajrayana pantheon, he is regarded
as an emanation of the dhyani-buddha, Akshobhya and as
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lustrous like the Sun (siirya-prabha-malinam, viz. wear-
ing like a garland the brilliance of the sun). He is two-
armed, and has a fierce countenance with protruding
tusks (darishtra-karala-mahaghora-vadana). His eyes are
red and crooked (@rakta, kekaraksha). He wears a gar-
land of heads. He has two hands, in one of which he
carries a sword and in the other hand, pressed against
his heart region and assuming the gesture of warning, a
noose (tarjani-pasa-hrdaya-stha-vama-kara). A white ser-
pent adosns his body like the sacrificial cord (sita-sarpa-
yajiiopavita); and tiger-skin covers his body (vyaghraha-
charma-vasana). On his head is a crown studded with
jewels (ratna-mauli), and on his body various ornaments
of jewels (nana-ratna-virachitabharana).

He is in a standing posture, with his left foot
firmly planted on the ground and the right leg
slightly raised(bhiimi-lagna-vama-charana; ishad unmata-
dakshina-charana). (cf. B. Bhattacharya, op.cit. p. 154-
155).

CHANDA

One of the eight personified powers (ashta-Sakti) of
Durga, white in body-colour (Sukla-varna), and sixteen-
armed. The weapons carried in the hands are the
same as those carried by Chanda-nayika (see CHANDA-
NAYIKA)

Chanda (or Prachandai) is the name given in the
Svetambara accounts to the yakshini (known as Gandhari
to the Digarnbaras) of the twelfth tirthankara, Vasu-
piijya. She is dark in complexion (§yama) and rides upon

~ a horse (turagasana) or upon a crocodileﬁn the Digarhbara

version). She is four-armed, her right normal hand as-
suming the gesture of boon-bestowal (varada) and the
corresponding left hand holding a fresh flower (prasiina),
while her upper hand on the right side carries the weapon
known as $akti, and corresponding hand to the left holds
a mace (gada) (cf. Achara-dinakara ).

CHANDALI

Included in the Gauri group of eight goddesses (see
GAURI) who sorround the god Vajra-dika in the Va-
jrayana pantheon, she is blue in body-colour (nila) and
two-armed, carrying a bowl of fire in her right hand (vahni-
kunda-bhrt), the left hand assuming the gesture of warn-
ing (cf. B. Bhattacharya, op.cit. p. 312)

CHANDIKA

One of the familiar names of Durgd (see also
CHANDI), she is one of the eight personified powers
(ashta-sakti) of Durga. She is described as white com-
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(CHANDIKA)
(Tibetan Xylograph)

plexioned(éveta-varna), benevolent of aspect (Siva-riipa)’
three-eyed (tryaksha), and mounted on a lion (sirhha-ga).
She is six-armed, and she carries in her hands cn the
right side the gesture of boon-bestowal (varada), chop-
per (kartrika), and spear ($ila),and in her hands to the
left, the gesture of protection (abhaya), bowl (patra) and
noose (pasa). She wears on her head matted braids of
hair (jatild) (Sri-tatttva-nidhi).

" "She is celebrated as terrible in her prowess
and valour (chanda-vikrami), and as wearing nu-
merous multi-coloured garlands ~(chitra-vichitra-malya-
bhiishita;, ¢f. Markandeya-purana, 92,29 and
Dev;-bhEgavata, 12, 6, 47), She is the form of
the goddess that killed the demons Chanda and Munda.
Some texts (like Vishnu-dharmottara-purana,)
provide her with twenty arms holding several weapons,
and prescribe that she must be shown with corpse as
her mount (savariidha). According to Riipa-mandana
(5,40-42) she is fierce-looking (kruira-riipa),dark in com-
plexion (krshna), with hair of tawny red colour (pinga-
keéa), and belly emaciated (kréodari). She dons tiger-
skin and wears serpents as ornaments (vyaghra-charma-
paridhana bhujahgabharananvita). Hanging from her
neck is a garland of severed skulls (kapala-malini), and
she strikes terror in the hearts of beholders (bhayavaha).
She has sixteen arms and rides on a corpse ($avariidha).

She is in some texts counted as one of the nine forms
of Durga (nava-durga). (see CHANDI).

CHANDI

The well-known name of Durga, whose exploits are

202

described in detail in the ‘Devi-mahatmya’ section
of Markandeya-purana (and hence the text also is
known as Chandi, short for Chandi-patha). Of
the three aspects of the goddess described in this book,
the second one (viz. rajasi, in Madhyama-charita) is
called Chandi (see DURGA), according to Katyayani-
tantra.

She is visualized in this tantra as having white face
($vetanana), blue shoulders (nila-bhuja), extremely white
breasts (su-veta-stana-mandala), a red torso (rakta-
madhya), and red body (rakta-deha). She is thousand-
armed in battle (sahasra-bhuja rane) but eighteen-
armed otherwise.  She carries in her hands (when
eighteen-armed) rosary (aksha), ploughshare (musala),
arrow (bana), sword (asi), vajra (kulisa), mace (gada),
discus (chakra), trident (tri-$iila), battle-axe (parasu)
conch (Sarnkha), bell (ghanta), noose (pasa), weapon
called - 3akti, cudgel (danda), shield (charma), bow
(chapa),bowl of liquor (pana-patra) and sacred water-
vessel (kamandalu).

In other texts, she is described as golden-coloured,
young, and three-eyed, having large breasts and twenty-
hands, carrying in her hands on the right side trident
(trisala), sword (khadga), $akti, discus (chakra), noose
(pasa), mallet (mudgara), gesture of protection (abhaya),
hand-drum (damaru), another sakti, and arrow (bana),
and in her hands on the left side serpent (n3ga-pasa),
shield (kheta), battle-axe (kuthara), goad (ankusa), bow
(dhanus), bell (ghanta), vajra, mace (gada), banner
(dhvaja), severed head (Siras), skull-cup (kapala).

Sri-tattva-nidhi counts Chandi as the third of
the nine forms of Durga, and describes her as fierce of
countenance and as riding on the sacred eagle (Garuda).

(CHANDI)
(old Mysore drawiig}
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The temple dedicated to Chandi is prescribed to be
guarded by eight male attendants (ashta-pratihara), each
of them four-armed. At the eastern entrance, to the right
stands Vetala, having hands carrying (in the pradakshina
order) beginning with the normal right hand the gesture of
warning (tarjani), magical weapon known as khatvanga,
hand-drum (damaru) and cudgel (danda); and to the left
Karata carrying hand-drum cudgel, sword and khatvanga.
At the southern entrance, to the right stands Pingalaksha
(gesture of protection, sword, mace and cudgel), and to
the left stands Bhrkuta (mace, cudgel, khatvanga and
gesture of protection). At the western entrance, to the
right stands Dhiimraka (gesture of warning, vajra, goad
and cudgel), and to the left Kukkuta (cudgel, goad, vajra

(stone, Bengal)
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and gesture of warning). At the northern entrance, to
the right stands Raktaksha (gesture of warning, trident,
khatvanga and cudgel) and to the left Tri-lochana (or
Sulochana) (khatvanga, cudgel, gesture of warning and
trident). ’

CHANDESA

Aiso called Chanda-natha, Chandesvara or Adi-dasa-
chandesa, he is a great devotee of Siva, and regarded as

(bronze, Salem)

the commander of Siva's troops (gana). His images are
invariably found in the temples dedicated to Siva in South
India. It is usual to have small, separate shrine or niche
to house Chandesa’s icon within the temple-complex. In-
dependent temples to this deity are uncommon, although
some texts do recommend such temples to be built in
the middle of the village or ir any of the cight quarters
(Uttara-kamika, 65th patala).

It is customary for the devotees to visit Chandesa’s
shrine, before leaving the temple precincts, and place on
the head of Chandesa a part of the flowers which they
have received from the main shrine as prasada. They also
clap their hands in front of Chandesa to report their visit
to Siva's temple. This is because Chandesa is believed to
receive the devotees and admit them to Siva's presence.
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He is the manager of Siva's temple and the superinten-
dent of functionaries on behalf of Siva (Sivajiadharaka).
He carries in himself an aspect of Siva (Rudrarhéa).

It is related that he was originally a brahmana,
named Vichara-éarma, son of Yajia-datta of Kasyapa-
gotra, from Seynaliir on the banks of Manni river in the
Chola country (presentday Tamil Nadu). As a boy, he saw
a cow being ill-treated, and undertook to tend all the
cows in his village. Since then, the cows yielded more
milk and .were healthier. And the boy, who was pious
by nature, made lingas out of sand and worshipped them,
while he looked after the cows. Some of the cows emp-
tied their udders of milk over the lingas he had made,
and thus helped the boy in his worship. When it was
reported to the boy's father that the boy was neglect-
ing his duty and wasting milk over sand-mounds, the fa-
ther rushed in anger to where the sand-lingas were and
kicked them, berating the boy who was sitting there lost
in contemplation. When the boy opened his eyes and
saw a leg reducing the lingas to dust, he cut off, with
an axe that was 'Iying nearby, the leg that dared to dese-
crate the sacred emblem of Siva. Siva, pleased with the
boy’s fervent devotion, and impressed by his violent tem-
per that made him cut off his own father’s leg, decorated
the boy's head with a garland that he himself was wear-
ing and appointed him the commander of his troops (see
CHANDESANUGRHA-MURTI).

Texts like Uttara-kamikagama (65th patala)
suggest a variety of iconographic forms for Chandesa. In
one of the forms, he is seated in lotus posture (baddha-
. padmasana), having four faces, twelve eyes and four arms.

He carries in his right hands rosary (aksha-mala) and tri-
dent (trisiila), and in his left hands stone-mason's chisel
- (tafnka) and sacred water-pot (kamandalu). He is fierce-
looking (durdar$a-bhishana), and black like collyrium in
body-colour (karala-kajjalabhasa). He appears to emit
wild fire from his mouth (mukhodgirna-mahanala). He
has serpent as the sacrificial cord; and he wears matted
hair like a crown with crescent moon tucked in.

In another form, his body-colour is conch-like
($arnkha-varna). He has a single head, but three eyes,
and four arms, carrying the bow called Pinaka and ar-
row called Amogha in his upper hands, the normal hands
assuming the postures of boon-bestowal and protection.
He wears the crown made up of braids of matted hair,
decorated with crescent moon. The elephant-hide forms
his garment (krtti-vasa).

The third form mentioned in the text has only two
arms, the hands being folded in supplication (ajali-puta),
or the left hand placed on the left thigh and the right hand
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(brenze)

holding the stone-mason’s chisel (tafka). The body-
colour is shining black like collyrium (afijana-prabha), and
he wears white clothes (Sukla-vastra); he has three eyes
(tryaksha). He may be standing, or seated (with the right
leg stretched down and the left resting on the seat)..

In still another form, he is four-armed, carrying in
his hands the stone-mason's chisel (taika), noose (pasa),
lance ($ila) and the gesture of protection (abhaya). He
may be represented also with his consort, named Dharma-
niti, two-armed, well-bedecked and carrying a blue lotus

(nilotpala) in one of the hands. Both of them are dark in

complexion.

Suprabhedéagama (47th patala) prescribes that
Chandesa, when installed in a subsidiary shrine within the
temple of Siva, must face the southern direction; and his
shrine must be located in the north-eastern corner of the
first enclosure. According to Karanagama, he must be
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adorned with all ornaments, but terrible looking (bhima).

He must be clad in white garments;and the crown of
matted hair must be shown on his head. He must be
four-armed, carrying in his normal hands noose(pasa) and
boon-bestowal and in his upper hands noose (pasa) and
battle-axe (parasu). Alternately, he may be two-armed,
carrying the stone-mason’s chisel (tanka) in one hand,
the other hand assuming the gesture of boon-bestowal.

A variety of Chandesa known as Tejaschanda is red-

(stone, Arumbavur temple)

complexioned (rakta) and fierce-faced (karalasya) with
terrible tusks (darishtra-karala). He has matted hair on
his head (jatila) and wears red garments (rakta-vasa). He
is two-armed, carrying the gesture of protection and lotus
in the hands (abjabhaya-kara-dvaya).

More popular is the form known as Adi-chandesvara.

PRATIMA-KOSHA

His body is lustrcus like gold (pitabha); he is three-eyed
(gunalochana), and wears on his head crescent-moon.
His ears are adorned by brilliant ear-rings (divyat-kundala-
manditdnana). He sits with the left leg in the lotus pos-
ture (vamas tu padmasanam) and the right leg dangfing
down (savye lariba-padam). He has four hands, the nos-
mal right hand carrying a battle-axe (parasu), the upper
left hand holding a bell (ghanta) and the normal left hand
carrying a trident (triSula).

(Sembakesvarar temple, Paramesvaramangalam)

The variety of Chandesa usually found in the Siva
temples is known as §iva-char_1da; and he s shown as two-
armed, the hands folded in supplication to Siva (sivanjali-
krta), and as engaged in unbroken contemplation on Siva
($ivadhy5na—par5yaqa). He is visited by the devotees who
gather at Siva's shrine, because he is said te grant the

205



benefit of worshipping Siva (Sivarcha-phala-data).

There is also a tradition that each of the four
great time-divisions (yuga) has a characteristic form of
Chandesa. In the first of the divisions (viz. Krta-yuga),
he is‘ .ﬁerce and angry in aspect, with sixteen arms; and
he rides on an elephant (gaja-vihana). He is called
Prachanda in this form. In the next yuga (viz. Treta),
he has a smiling countenance, and has eight arms. His
braids of hair are spread out (vikirna-jata). He is known
as Chanda. In Dvapara-yuga, he has four arms, carry-
ing trident (tri$dila),stone-mason’s chisel (tanka), noose
(pasa) and goad (ankusa). He rides on a lion, and has a
terrible face with tusks in his mouth. His braids of hair
are like a halo round his head (jata-mandala). In the final
age (viz. Kali-yuga) he is two-armed, carrying the usual
stone mason’s chisel (or a battle-axe) in his right hand,
the left hand being in the posture of boon-bestowal. He
is tranquil in mood, and he rides on a bull (visha-vahana);
or he stands erect (sama-bhanga).

The images of Chandesa are required to be made
in the madhyama or adhama measure of dasa-tala (see
TALA-MANA).

CHANDESANUGRAHA-MORTI

" One of the sportive forms (fila-mirti) of Siva, rep-
resenting the god in the act of bestowing his grace (anu-
graha) on Chandesa (see CHANDESA). Pleased with the
zealous, violent and singleminded devotion, $iva named
him Chanda-natha (Chandesa), and honoured him by ty-
ing round his head a garland of flowers in the presence
of Parvati and all the attendant deities. This sequence is
shown in several sculptured panels in South Indian tem-
ples.

o According to some texts (like Amsumadbheda,
15th patala, Uttara-kamika, 55th patala, and
Sakaladhikara, chap. 18), this is a, variant of
the Uma-sahita-Chandrasekhara form (sce UMA-SAHITA
and CHANDRASEKHARA-MURTI), while others (like
Kasyapa-Silpa, T6th patala) regard it as a vari
ant of Somaskanda form (see SOMASKANDA-MURT!).
Siva is seated in ‘sukhasana’, along with Parvati on
the same -pedestal; and Chandesa stands or sits at a
lower level, either to the right or to the left of Siva
(virpe dakshine va pi, Uttara-kamika) or in front
of Siva (devasya purobhagam) Chandesa is prescribed to
be equal to Siva's arm-length’ (devasya bahu-matrena
Chandesdyamam, Piirva-karana) or reach upto the
knee, navel, breast or neck of Siva.

Siva is three-eyed and four-armed and wears on his
head braided hair in the shape of a crown. In his up-
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(stone, Gangaikondachozhapuram)

per hands he holds the usual axe (parasu) and ante-
lope (mrga). The right hand, according to Uttara-
kamika and Sakalagama, assumes the posture of
boon-bestowal, while the other hand is placed on
Chandesa’s head (dakshinam varadam hastam, anyat
Chandesamirdhani). Alternately, Siva is in the act of
winding a garland of flowers round Chandesa’s head
with his two normal hands, the left one in the posture
of boon-bestowal holding one end of the garland and
the right one assuming the-kataka posture (malagram
varada katakenetarena, devas $irasi Chandasya mailaya

pariveshtayet, Amsumadbheda).
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Chandesa, who is prescribed to be made in the ad-
hama variety of dasa-tala, has a body of golden colour
(svarna-varna), and is bedecked with all ornaments. He
must be standing or sitting, joining his palms in suppli-
cation and devotion (bhaktgsamyutah kitahjali-putah).
Siva's head is slightly inclined towards him.

Parvati, dark in complexion (§yamabha), is seated
to the left of Siva, looking at Chandesa.

CHANDESVARA

A form of Siva distinguished by reddish complexion
(raktatanu) and three eyes (trinetra).

CHANDESVART

An attendant divinity oi Mahakala, a popular god
of the Vajrayana pantheon. When Mahakala is conceived
as eight-headed and sixteen-armed (see MAHA-KALA),
he is surrounded by numerous goddesses. At the north-
western corner is Chandesvari, who is yellow in body-
colour and two-armed, carrying a sheaf of grass and an
antelope in her hands. She stands in the dlidha posture
(see ALIDHA), upon a corpse. She is a tantric divinity
who is invoked in rites releating to black magic.

CHATURANANA
Name of Brahm3, who is four-faced (see BRAHMA).
CHATURBHUJA

Although any god with four arms can be called by
this name, the expression is especially assoctated with
Vishnu (see VISHNU).

CHATURBHUJANNAPURNA\

A form of the mother-goddess in her role as the
bestower of food to all living beings (see ANNA-PURNA).
This form is distinguished by the four arms of the goddess
(while other forms of Annapiirna are only two-armed) and
is described in Karanagama.

The goddess has the body-complexion of red lead
(sindiirabha) and is three-eyed. On her head shines
the nectar-like crescent moon (amrta-Sasi-kald). She
moves in the sky (khechari), and wears red garments
(rakta-vastrd). She is attractive with the first flush
of youthfulness (abhinava-nava-vilasad-yauvanararibha-

ramya), and has large and high breasts (pinottufga-
stanédhyi), She is adorned with various ornaments, and
her eyes are like lotus-flowers. In her two upper hands,
she carries noose (pasa) and elephant-goad (ankusa), and
her two normal hands assume the postures of protection
and boon-bestowal (abhaya-vara-kara).

PRATIMA-KOSHA
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CHATURMUKHA

The four-faced Brahma (see BRAHMA) is also four-
armed, carrying sacred water-pot (kamandalu) in the nor-
mal feft hand, and rosary (aksha) in the corresponding
right hand. The upper right hand holds the sacrificial
ladle (sruva) and the corresponding left carries the scrip-
ture (pustaka).

His body-colour is rosy red like the tips of the lotus
petals (padma-patra-dalagrabha). He is seated in the lo-
tus posture on a lotus (arhbujasana asina),-and his eyes
are closed in contemplation (dhyana-sammilitekshana).
On his head is the crown made of his matted hair, and
on his body are the sacrificial cord and an upper cloth
(yajiia-siitrottariyam cha).

In the Jaina pantheon, Chaturmukha or Brahma is
the yaksha of the tenth tirthankara, Sitala-natha. He is
four-faced, three-eyed (tryaksha), white in body-colour
(Sveta-varna) and eight-armed. His hands on the right
side carry the gesture of protection (abhaya), sword
(Khadga), axe (parasu) and arrow (bana) (according to
Digaribara accounts), or citrus fruit (matulunga), mal
let (mudgara), noose (pasa) and gesture of protection
(according to Svetaribara accounts), and the hands on
the left side carry bow (dhanus), cudgel (danda), shield

.(kheta) and vajra (Digaribara), or mangoose (nakula),

mace (gada), goad (ankusa) and rosary (aksha-sitra)
(Svetarnbara).

There is another Chaturmukha who is the yak-
sha of thé thirteenth tirthaiikara, Vimala-natha (in the
Digaribara account). The Svetarnbaras know the yaksha

of this tirthainkara as Shanmukha, and he accords more
with Kartikeya (see KARTIKEYA). The Digambara de-
scription of the yaksha is that he is four-faced and green
in body-complexion, and has twelve arms (and rides on
a peacock) (agreeing with the Shanmukha details of the
Svetarmbaras).

In the Digarnbara version, he carries axes (parasu)
in six of his hands, and sword (khadga), rosary (aksha-
siitra), shield (kheta), and cudgel (danda), and the
gestures of boon-bestowal and protection. (For the
Svetambara description, see SHANMUKHA).

CHATUR-MURTI

The four primordial forms of Vishnu (see VISHNU)
extolled in the Pafcharatra texts as significant and em-
anatory aspects of Vishpu (Vyilha). The philosophical
context of these forms consists of the six divine qualities
(shad-guna): knowledge (jnana), lordship (aisvarya), po-
tency (sakti), energy (bala), valour (virya) and splendour
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from Kashmir, now in Berlin Museum,

(tejas). The six qualities are grouped into three sets: the

“first set comprising the first three qualities, the second set
the remaining three qualities, and the third set formed of
three pairs, knowledge and energy, lordship and valour,
potency and splendour. All the six qualities are manifest
in the first of the four forms, known as Vasudeva. The
three pairs of qualities making the third set are manifest
in three other forms respectively known as Sankarshana,
Pradyumna and Aniruddha.

The Paicharatra texts declare that the four forms

are in fact four aspects of the same Godhead, and suggest
‘a sequence in the four emanatory forms in the context
of creation: first Vasudeva, then Sankarshana, followed
by Pradyumna and finally Aniruddha (cf. Naradiya-
sambhita, 1,33 cf). Piercing the dense darkness that ex-
isted prior to creation, from Vishnu emanated Vasudeva,
white in body-colour and complete in all the four aspects
(kald). He had four arms, representing the four dimen-
sions of the created universe: emergance (srshti), main-
tenance (sthiti), dissolution (sarhhara) and emancipation
(mukti). From Vasudeva’s own body, another body was
dragged out (akishya tu svakad dehat), viz. Sankarshana.
Red in body-colour, he too was complete in all the four as-
pects (chatushkala). Based on Vasudeva, he performed
severe penance and produced Pradyumna, the third em-
anatory form. He was the universal soul (viévatma),
and was four-armed, carrying conch, discus, mace and
I
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lotus, symbolizing the four dimensions of the created

"universe (see CHATURVIMSATI-MURT!). Pradyumna in

turn contemplated and produced from half of his own
body (dehardhat) Aniruddha, the lord of the universe and
master of yogins.

All four of these forms are indeed one with Vasudeva
(Vasudevatmaka). And they were ritualistically named
Paramaharisa (or Purusha), Vyoma (or Satya), Nada (or
Achyuta), and Hamsa (or Nairayana), respectively. They
were also said to represent the four great time-periods,
viz. Krta- yuga, Treta-yuga, Dvapara-yuga and Kali-yuga
respectively (Naradiya-sarhita, |, 50-51). Theit
feminine counterparts were forms of Lakshmi: Santi for
Vasudeva, $ri for Sankarshana, Sarasvati for Pradyumna
and Rati for Aniruddha (ibid, 52-55).

The ten incarnations (avatara) of Vishnu (see
AVATARA) are accommodated within the four emana-
tory forms: Vamana and Krshna are manifestations of
the Vasudeva form; Matsya, Kiirma,the two Ramas
(Jamadagni and Dasarathi) and Kalki of Saikarshana;
Buddha of Pradyumna; and Vardha and Nisirtha of
Aniruddha (ibid, 1, 57-60).

The texts prescribe that icons of these four
forms must be installed separately (chatasro miirtayah
pratishthapya prthak prthak). and that they must assume
four bodily postures: Vasudeva, standing (sthanaka);
Sankarshana, seated (asina), Pradyumna, recumbent
(Sayana); and Aniruddha, in the moving posture (yana-
karmani).

(1) Vasudeva may be represented either as two-
armed or as four-armed. This primal divine form (adyam
bhagavad-ripam) is white in complexion like snow.
He is pacific in aspect (saumya-vaktra), and wears yel-
low silken garment (pita-kauseya-vasana), according to
Lakshmi-tantra , or red garments, according to
Vishvaksena-samhita . It is more usual to show him
as four-armed. His normal right hand assumes the gesture
of protection (or holds a lotus), the corresponding left
hand holds the conch (sarikha), the upper right hand car-
ries the discus (chakra), and the corresponding left hand
carries the mace (gada) or a scripture (pustaka) ( Lak-
shmi-tantra , 10, 29-30). Vishnu-dharmottara
(3, 85, 11-12) prescribes that the mace must be shown
in a lady's form and the discus as a man. His chest is
marked by the $ri-vatsa gem.

When represented on the Vimana (superstructure
over the sanctum), he faces the western direction.

(2) Sankarshana (also known as Bala-bhadra) is
lustrous like the morning sun (bala-siirya-pratikasa, viz.
pink), or white like snow (tushara-nichayikara), and wears
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blue garments. He wears ear-ornament only for one
ear (kundalaika-vibhiishita). He is four-armed and car-
ries in his hands plough (13ngala) instead of discus, pes-
tle (mus$ala) instead of mace ( Vishnudharmottara,
op.cit.22 and cf. Hayasirsha-sambhita, 21, 5).
Some texts substitute plough with arrow (astra) and pes-
tle with sword (khadga).

When represented on the Vimana, he faces the
southern direction.

(3) Pradyumna is red in body-colour or dark-green
like sprouts of grass (dirvankura-syama) according to
Vishnu-dharmottara, op.cit.), and wears red silken
garments ( Lakshmi-tantra, 38. 56). He is dis-
tinquished by his crocodile-banner (makara-dhvaja). He
may be two-armed or four-armed. When two-armed, he
holds a bow and an arrow in his hands(Hayasirsha-
samhita), 21, 9), and when four-armed he holds dis-
cus (chakra) and bow (dhanu) in his right and left upper
hands respectively, and his normal hands assume the ges-
tures of boon-bestowal and protection (varadabhaya). Al
ternatively, he holds in his four hands conch, discus, mace
(danda) and lotus. He may also hold sword (khadga) and
spear ($iila) in his hands. Vishnu-dharmottara pre-
scribes that bow must be substituted for the usual discus,
and arrow for the mace; and the other hands must hold
plough and pestle (op.cit., 24-25).

When represented on the Vimana, he faces the west-
ern direction.

(4) Aniruddha is dark-blue like cloud in body-colour
(nila-jimiita-sankasa) and wears yellow garments. He is
alternatively pink like lotus=petal in body-colour and he
wears red garments (Vishnu-dharmottara op.cit.,
26). He is accompanied by his consorts, Sridevi and
Bhiidevi. He is four-armed and carries in his hands the
bow called Sarhga, arrows, and the gestures of boon-
bestowal and protection. According to Vishvaksena-
sambhita (11, 25-26), however, he carries in his upper
hands conch (left) and discus (right), and in his normal
hands the mace (left) and gesture of protection (abhaya).
Vishnu-dharmottara suggests that he must have
shield (charma) instead of discus, and sword (asi) instead
of mace (op.cit., 26).

This form may also be represented as recumbent
upon Sesha (anantopari éayinam), with Sri-devi to his
right and Pushti-devi to his left. In this posture, he may
be two-armed or four-armed.

When represented on the Vimana, he faces the
northern direction.

In the Agama-siddhanta faction of the Paiicharatra
adherents, importance is given to the worship of all these
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four forms of Vishnu (chatur-miirti-pradhana). In the
sanctum of the temples belonging to this faction, all the
four forms are iconographically represented in identical
shape, and on the same pedestal. They are only two-
armed, and they carry no weapons; the arms must hang
down at the sides. They are all regarded as white in com-
plexion, and wear white garments. Worship is accorded
equally to all of them. And the usual sequences of food-

offering (bali-dana), daily procession (nityotsava), rites of
sanctification (pavitrotsava) and ceremonial conducting

to bed ($ayanotsava) are omitted in the worship of these

four forms. The deities are not accompanied by their

consorts.

In the northern parts of the country, there is a rep-
resentation of Vishnu, which was very popular in the
medieval times. Known as Chatur-mirti or Vaikuntha,
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this is a composite icon of the four emanatory forms.

“ishnu-dharmottara (3, 47, 8-18) contains an elab-
orate account of the symbolism involved. The image
has four faces (symbolizing the four gupas, bala, jiana,
aiSvarya and sakti, and the forms representing them,
Vasudeva, Sankarshana, Pradyumna and Aniruddha re-
spectively), and eight arms (symbolizing the eight di-
rections). Each face has two arms (dvau dvau bhujau
prati-vaktram): Vasudeva is known by the hands carrying
discus and mace (chakra-gada, representing purusha and
prakrti, sun and moon); Sahkarshana by the hands that
carry pestle (musala, representing death or mrtyu) and
plough (representing time or kala); Pradyumna by the
hands that hold bow (chapa, representing Sarihkhya) and
arrow (bana, representing Yoga); and Aniruddha by the
hands that carry shield (charma, standing for the veil of
ignorance that brings forth the ‘world, ‘ajianavarnam
jagatseshti-prayojanam’) and sword (khadga, standing for
renunciation or vairagya that cuts asunder ihe veil of ig-
norance and its bondage).

(from Kashmir, now in Berlin. Museum)
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The same text prescribes (3, 44, 9-13) that the im-
age of Chaturmiirti must be made as mounted on Garuda,
as bedecked with all ornaments, with the Kaustubha gem
adorning the chest, and as wearing splendid yellow gar-
ments. He must have four faces, and arms twice that
number(eight). The face that is turned to the viewer (viz.
front, or the face that is to the east) is a human one,
pacific in nature (saumya); this represents the Vasudeva
from and among the gunas, bala. The face to the right
(viz. on the southern side) is that of Narasirhha, repre-
senting Sainkarshana and jiana. The face to the left (viz.
on the northern side) is that of a boar (Variha), repre-
senting Pradyumna and aiévarya. The face to the back
(viz. on the western side)is terrific (Kapila, i.e. raudra),
representing Aniruddha and sakti.

Jayakhya-samhita (6th patala, 71-76), calls this
form Vaikuntha, the creator and lord of the universe
(iagat-srashtaram isvaram), and describes it as four-faced
but four-armed (umlike Vishnu-dharmottara which
prescribes eight arms for this form). The face in front is
that of Vaikuntha (probably identical with Vasudeva), and
the other three faces are as mentioned above. Riipa-
mandana(3,52-54),which text also knows this form as:
Vaikuntha, gives it four faces and eight arms. The face in
front is that of a human being (agratah purushakaram);
the face to the right is that of Narasirha; the face at the
back is that of a woman (aparam stri-mukhakaram) and
the face to the left is that of Varaha. The eight arms
carry mace, sword, arrow and discus on the right side,
and conch, shield, bow and lotus on the left side.

When the face at the back is known as Kapila, it is
made fierce-looking and tawny-red in colour (hence called
kapila). It is identified with Agni. When the face is that
of a woman it probably represents Prakrti, even as the
face in front represents Purusha. The other two faces
probably suggest the two familiar incarnations (Narasirhha
and Varaha) (see VAIKUNTHA).

CHATURVIMSATI-MORTI

Twenty-four classical forms of Vishnu (the names of
which are daily recited by a large section of the Hindu pop-
ulation), which are distinguished from each other mainly
by the arrangement of the four characteristic weapons
of Vishnu, viz. conch ($arkha), discus (chakra), mace
(9ada) and lotus (padma) (cf. Abhilashitartha-
chint::mani, 3,726, ‘ayudhanam viparyasac chatursh-
vapi cha bahushu’). The four weapons symbolize the uni-
versal processes relevant to the divinity: lotus symbolizes
creation (stshti-bijam tatha padmam), discus preservation
(chakram sthiti-nibandhanam), mace dissolution (gada _
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KESAVA

sarnhara-bijam) and conch emancipation of the soul from
bondage (sarkham mukti-nihandhanam) ( Parama-
sambhita, 3, 17; d. also Brhat-brahma-sambhita,
1, 12, 102-103).

According to the Paiicharatra doctrine, each of the
four vyiiha or primary emanatory forms of Vishnu (see
CHATUR-MURTI) bring forth three other forms, which
are regarded as vyiihantara or secondary (and also emana-
tory): (1) From Vasudeva emanate Kesava, Narayana,
and Madhava; (2) from Sankarsahana emanate Govinda,
Vishnu and Madhusiidana; (3) from Pradyumna emanate
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NARAYANA

MADHAVA

Trivikrama, Vamana and Sridhara; and (4) from Anirud-
dha emanate Hrshikesa, Padimanabha and Damodara.
The twelve secondary emanations are together called
‘mirtyantara’ or ‘dvadasa-murti'.

From these twelve secondary forms are projected
eight other forms, which are further manifestations of
the four primary vyiiha-mirtis: Purushottama, Adhok-
shaja, Narasirhha, Achyuta, Janardana, Upendra, Hari
and Krshna. Thus, the four primary ‘vyiha' forms, the
twelve ‘mirtyantara’ forms, and the eight further em-
anatory forms together constitute the twenty-four forms
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known as Chaturvirnsati-mirti.

It is believed that each of the letters of the cele-
brated Gayatri hymn (consisting of twenty-four letters)
is represented by one of the twenty-four forms of Vishpu.
And while performing the daily ritual of sandhya, it
is customary to recite the names of these twenty-four
forms and cansecrate the twenty-four spots in the body

(cf.Tantra-sara,1,43,44).

While the adhetents of the Tantra-
sara tradition hold that the basic forms of all the
twenty-four deities are identical but for the order of
weapons held in their hands (mila-ripa-savarnakah),

GOVINDA
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and that all of them must be contemplated upon as
possessed of the colour of the ruddy dawn, several
Pancharatra texts describe the forms as varying in body-
colour and in the colour of the garments worn, be-
sides in the order of the weapons held. There are

" slight variations in the details furnished by the texts

which deal with the twenty-four forms, like (Padma-
purana (Patala-khanda), Skand-purana (Kai khanda),
Agni-purana, Narada-pancharatra, Brhat-
brahma-samhita, Ripa-mandana, Tantra-
sara and Nirnaya-sindhu. But the account that
folloOws is what is generally accepted.

The order of the twenty-four forms given here is

MADHUSUDANA
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also what is in vogue in the country. But this appears
to be based on the Agni-purana account. The ear-
lier practice, however, seems to have been different, and
rhore orderly in its enumeration. Skanda-purana and,,
following it, Tantra-sara take conch ($arikha) as the
principal weapon (for it symbolizes emancipation, which
is the goal of all worship) and which is the first among
the four weapons in the customary listing, (‘Samkha-
chakra-gada-padma’) and make four groups: sarikha in
the upper right hand, sarikha in the upper left hand,
sarnkha in the lower left hand and $aihkha in the lower
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VAMANA

SRIDHARA

right hand (in circumambulatory order, pradakshinya). In
each of the four groups, six forms are accomodated, with
varying orders of the other three weapons. The six or-
ders are: krama (serial order, omitting sarikha, the re-
maining three chakra-gada—padma); vyutkrama (reverse
order, viz. padma-gada-chakra); padmadi-krama (be-
ginning with padma, viz. padma-chakra-gada); gadadi-
vyutkrama (reverse order beginning with gada, viz. gada-
chakra-padma); ardha-krama (the first two in serial wder,
viz. $arhkha-chakra, and the other two in reverse order,
viz. gada-padma, thus omitling sarikha, the order would
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be chakra-gad3-padma); and santara (serial order from
the middle, viz. gadd-padma-chakra). Six forms in each
of the four groups would thus give twenty-four forms.

But the more usual order of the twenty-four forms
is given below. All the forms are in a standing posture
without bends (sama-sthanaka), pacific in countenance
(saumya-vaktra), and four-armed (chatur-bhuja). They
wear the characteristic emblems of Vishnu like the tall
crown (kirita), garland of wild flowers (vana-mili), the
Kaustubha gem on the chest. The forms are bedecked
with the usual ornaments (like wrist-lets, arm-lets, neck-

PADMANABHA

laces, ear-pieces, and loin-chain) and wear yellow silken
garments (pitaribara). While the actual forms are solitary
images, there is a textual association with their feminine
counterparts, who are all so many forms of Lakshmi.

The names given to the forms appear to be arbi
trary, for there is no correspondence between the mean-
ings implied in the names and the peculiar nature of the
forms. For instance, names like Trivikrama, Vamana,
Narasirhha and Krshna have no suggestion whatever of
the familiar iconographic representations of these forms of
Vishnu. It would appear that among the thousand names

"ll‘jll‘ .

DAMODARA
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SAMKARSHANA

of Vishnu, given in the ‘Vishnu-sahasra-nama’ section of
Mahabharata, twenty-four have been selected to in-

dicate the vyiiha, miirtyantara and the further emanatory
forms of Vishnu.

The major detail for the identity of the forms is,
as said earlier, the arrangement of the four weapons of
Vishnu in the four hands. While indicating the specific
weapons in each of the forms, the order known as ‘cir-
cumambulatory' (pradakshinya) is followed. Some texts
begin with the weapon carried in the normal right hand
and go on to the weapons carried in the upper right hand,
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VASUDEVA

PRADYUMNA

the upper left hand and the normal left hand in order
(dakshinadhah karat kramat). But the order given here
begins with the upper right hand, and goes on to the
upper left hand, normal left hand and finally the nor-
mal right hand. This is because the first form known as
Kesava carries the weapons in the familiar and conven-
tional order of ‘sarikha-chakra- gada-padma’ and sarikha
(the weapon with which the enumeration should begin)
is held in the upper right hand.

(1) Kesava: The order of the weapons is
$arikha-Chakra-Gada- Padma; the body-colour is golden
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ACHYUTA

(suvarna); and the form of Lakshmi associated with
the form is Sri-devi or Kirti according to Mantra-
mahodadhi (14th taranga) following Gautamiya-
tantra;

(2) Narayana: Padma-Gada-Chakra-Sarikha; dark
blue ($yama); Lakshmi (Kanti);

(3) Madhava: Chakra-Sarikha-Padma-Gad3;
crystal-white (sphatika); Kamala (Tushti);

(4) Govinda; Gada-Padma-Sarinkha-Chakra; dark
coloured (krshna); Padma (Pushti);

(5) Vishnu: Padma-Sarikha-Chakra-Gada; white
(gaura, kirjalka); Padmini (Dhrti);

(6) Madhusadana: Sarikha-Padma-Gada-Chakra;
lotus-red (arunaribuja); Kamalalaya (Santi);

(7) Trivikrama: Gada-Chakra-Sarikha-Padma;
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UPENDRA

JANARDANA

peacork-blue coloured (Sikhi-nibha); Rama (Kriya);

(8) Vamana: Chakra-Gada-Padma-Sarikha; dark
coloured (§yama); Visha-kapi (Daya);-

(9) Sridhara: Chakra-Gada-Padma-Sarikha; yellow
(haridid); Dhanya (Medha);

(10) Hrshikesa: Chakra-Padma-Sarikha-Gada; ligh1-
ning hue (tadit); Mangala (Harsha);

(11) Padmanibha: Padma-Chakra-Gada-Sarikha;
dark coloured (ghana-syama); Buddhi (Sraddha);

(12) Damodara: Samkha-Gadi-Chakra-Padma; yel
low (haridra); Indira (Lajja);

(13) Sankarshana: Sarikha-Padma-Chakra-Gads;
Red (rakta) or white ($veta); Harini (Sarasvati);

(14) Vasudeva: Sarikha-Chakra-Padma-Gads3;
white (sveta); Dakshina (Lakshnw);

(8%
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HARI

(15) Pradyumna:  Sarikha-Gada-Padma-Chakra;
golden (svarna); Nitya (Priti);

(16) Aniruddha: Gada-Sarikha-Padma-Chakra; dark
($yama); Ananda (Rati);

(17) Purushottama: Padma-Sarmkha-Gada-Chakra;
white crystal (sphatika); Sadasraya (Vasudha); -

(18) Adhokshaja:  Gada-Sarikha-Chakra-Padma;
Dark ($yamala); Subha;

(19) Narasirhha: Padma-Gad3-Sarikha-Chakra;
golden hue (hema-sannibha); Yajia (Vidhula)

(20) Achyuta: Padma-Chakra-Sarikha-Gada; golden
yellow (pﬁa); Sukh3;

(21) Janardana:  Chakra-Sarhkha-Gada-Padma:
bright red (aﬁva— rakta); Saugandhi (Uma);

(22) Upendra:  Gada-Chakra-Padma-Sarikha;
rainbow-coloured (indra-chapa) or dark (§yama); Sundari;
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(23) Hari: Chakra-Padma-Gada-Sarikha; golden yel
low (pitanibha); Vidya (Suddhi); and ]

(24) Krshna: Gada-Padma-Chakra-Sarikha;
dark-blue (krshnarmbuda-prakhya) or collyrium coloured
(aiijana); Susila (Buddhi).

Sculptural representations of all these forms are ex-
tremely rare; we find them only in some temples of the
Hoysala period. The forms of KeSava, Madhava and
Janardana are met with in South India, especially in
Karnataka, and independent shrines to these forms of
Vishnu are not uncommon.

TS
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PRATIMA-KOSHA



CHATUHSHASHTI-YOGINI

Sixty-four yoginis (see YOGINI) are recognized in
the tantrik cults and they are believed to guide the oc-
cult practitioners and bestow on them supernatural pow-
ers. They are invoked and worshipped for this benefit,
and we find independent temples in the northern parts
of the country dedicated to all the sixty-four yoginis to-
gether. Better known among them are the Chaunsatha-
yogini temple at Bheraghat, Jabbalpur (Madhya Pradesh)
and two temples in Orissa, one at Hirapur and the other at
Ranipur-Jhariyal. In these temples are interesting sculp-
tural representations of yoginis, and sometimes the names
of the images are inscribed on them.

There are different lists of yoginis (always, how-
ever, sixty-four in number) is some of the puranas
(like Kalika-purana, Skanda-purana and Agni-
purana) and some tantrik texts. The most widely acce
pted list is from Rudra-yamala, where the yoginis are
classified into eight groups with eight yoginis in each
group (ashtashtaka).

I. The first group consists of the following yoginis,
who are all golden-complexioned (suvarnabha), pretty in
all limbs (sarvahga-sundara), and four-armed, carrying in
their hands trident (trisla), hand-drum (damaru), noose
(pasa) and sword (asi):

1.  Divya-yogini (divine-yogini)

2. Maha-yogint (great-yogini)

3. Siddha-yogini (adept yogini)

4.  Mahesvan (great sovereign)

5.  Pisachini (flesh-eating
demoness)

6. Dakini (quide-spirit)

7. Kila-ratn
8. Nisacharl

(dark night)
(moving about
at night)

Il. The second group consists of yoginis who are
white in colour (su-Sveta), bedecked with ornaments and
four-armed, carrying in their hands rosary (aksha-mala),
goad (ankusa), book (pustaka) and lute (vina):

9. Kankall (skeleton-body)
10. Rudra-vetali (fierce vampire)
11. Harkarl (sound of Hiim)

(sovereign over
the universe)

(hair standing up)
(deformed eye)

12. Bhuvanesvari

13.  Ordhva-kasi
14.  Viripakshi
15. Sushkangi (withered body)
16. Nara-bhojini (man-eating)

111. The third group of yoginis who are blue in colour
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(nila) and auspicious (Subha-lakshan3) and who carry in
their four hands fire-flame (jvala), weapon called §akti
mace (gada) and lance (kunta):
17. Phat-kari (maker of

destructive ejacutation)

18. Virabhadra (valiant and

benevolent)
19. Dhimrakshi
20. Kalaha-priya
21. Raktakshi

(smoke-eyed)
(quarrel-loving)
(blood-shot eyed)

22. Rakshasi (demoness)

23. Ghora (terrible)

2%, Visva-riipa (assumer of .
all forms)

IV. The fourth group consists of Yoginis, who are
smoke-grey in body-colour (dhiimra-varna) and who carry

in their four hands sword (khadga), shield (kheta), sharp-
edged spear (pattisa) and battle-axe (parasu):
25. Bhayankari (striking terror)
26. Kamakshi (wanton-eyed)
27. Ugra-chimunda . (terrible chamunda)
28. Bhishana (fierce of aspect)
29. Tripurantaka (the vanguisher
of the demon
Tripura)
30. Vira-kaumarika (valiant damsel)
31. Chandi (the indignant one)
32, Varahi (the sow-faced)

V. The fifth group consists of yoginis who are

* white in complexion ($vetd) and charming to look at

(manohara), and who carry lance (kunta), shield (kheta),

bludgeon (parigha) and short javelin (bhindi-pala):

33. Munda-dharini (wearing skull)

34. Bhairavi (the terrible)

35. Hastini (the elcphant-faced)

36. Krodha-durmukhi (ugly and indignant-faced)

37. Preta-vahini (with corpse as mount)

38. Khatvanga-dirgha- (wielder of the

larboshthi magical weapon
khatvaiga, and with long
and protracted lips)
39. Malati {wreath-wearing)

40. Mantra-yogini (magical spell yogini)

V1. The sixth group consists of yoginis who are red-

coloured (pita) and who carry in their hands the same
weapons as those carried by the yoginis of the previous

group:

41. Asthini (bone-bodied) *
42. Chakrini (holding discus)
43. Graha (seizing all)



44. Kankali (skeleton-like)

45. Bhuvanesvari (sovereign of the universe)
46. Kantaki (the thorny one)

47. Kamuki (the lustful)

48. Subhra (the clean one)

VII. The seventh group consists of yoginis who are
red-coloured (rakt3) and who carry in their hands the
same weapons as those carried by the yoginis of the pre-

vious group:

49. Kriya-dati (emissary in ceremony)
50. Karalini (gaping mouth)

51.  Saikhidi (marked by conch-shell)
52. Padmini (residing in lotus-pond)
53. Kshira (milk-complexioned)
54. Asandha (disjoined)

55. Praharini (striking)

56. Lakshmi (full of lusture)

VIil. The last group consists of yoginis whose body
colour resembles the flash of lightning (tatit-prabha), and
who carry the same weapons as in the previous group:
57. Kakukt-lola (lustful and indolent)

58. Koka-drshti (crow-eye)
59. Adho-mukhi (downward-glance)
60. Dharjati (having heavy matted hair)

61. Malint (wearing garland)
62. Ghora (the terrible one)
63. Kapili " (holding human skull)

64 . Visha-bhojini (the poison swallower)

CHANDRA

Moon, the planet (satellite) which is celebrated as
the child of the ocean, lord of plants (oshadhisa), source
of cool, nectar-like rays of light (sudhariéu), and one
of the twin visible representatives of divinity (the other
being the Sun). He is counted among the nine plan-
ets (see GRAHA), and is also worshipped as associated
with Siva (an ornament on the head) and Krshna (during
the Janmashtami ritual). The crescent moon adorns the
heads of many divinities besides $iva, like some forms of
Ganesa and Durga.

According to the legend related in Agni- -purana,
Chandta is the child of the sage Atri. Rrahma's ‘conceptual
offspring’ (manasa-putra), Atri was entrusted with the
task of creating the living beings. He engaged himself in
severe austerities; as a result his seminal energy ascended
in his body and gushed out through his eyes and spread
in all the ten ditections. The damsels of the directions
were asked to receive the seminal energy, but when they
found it umpossnble to bear the brilliance of this eneigy,
they spilt it on the earth. The energy that was thus spilt
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in all the ten directions was gathered by Brahma and
set upon a chariot for the good of the world (ratham
dropayamasa lokanam hitakamyaya). This was Chandra,
the rejoicer (from root ‘chadi ahladane’).

Another legend makes moon one of the emergents
from the mythical milky ocean, when it was churned by
the gods and anti-gods. Thus he is the brother of Lak-
shmi, who also emerged from the ocean on the same oc-
casion.

Padma-purana (Svarga-khanda) contains an ac-
count of Chandra having married the twenty-seven daugh-
ters of Daksha, but was exclusively in love with one of
them, Rohini. Incensed by the complaint of his other
daughters, Daksha cursed Chandra to be afflicted with
consumptive disease (kshaya). Later, the curse was mod-
ified that during one fortnight in the month, he would
wane and during the other wax. An account in Kasi-
khanda tells of Chandra having performed a penance
in Avimukta-kshetra, for which Siva rewarded him with
a place on his own head. Siva thenceforth came to be
known as Chandra-sekhara.

The planet, is regarded as auspicious (subha-
graha), and bright. Personalized, Chandra is white in
colour {gaura-varna), like camphor or crystal (karpiira-
sphatikavadita), feminine in aspect (stri), youthful
(yuva), corpulent (sthiila), belonging to the Vaisya caste,
and predominantly sattva in character. He is also looked
upon as a hermit (tapasvi), who wanders about on wet
earth (ardra-bhiimi-chari), and also comes into ascen-
dance during the latter part of the day (aparahna-kile pra-
balah). He presides over the north-western direction. His
face is like the disc of full moon (piirnendu- birmbanana),
and his girdle is made of pearls (mukti-dama).

Vishnu-dharmottara (chap.68) adds that he
wears white garments (Svetaribara), and that he is ex-
ceedingly lustrous (maha-teja) and four-armed. In two
of the four hands, he carries white night-lilies (kumudau
sitau). On his right side must be represented Kanti (bril-
kance) as a damsel, and on his left Sobha (splendour),
who is incomparably pretty (riipenapratima bhuvi). He
rides on a chariot with two wheels and ten horses. His
banner bears the image of a lion (sirha-dhvaja, op.cit.,
68, 15). The two night lilies that he holds in his hands sig-
nify Vishnu's joy and grace (kumudau chandra-hastayoh
Vishnoh..Harsha-prasadau, 68,13). According to
this text, his wives are the stars, twenty-eight in number
(ashtaviigati-sarikhyakah patnyah, 68, 6) (while other
texts give the number as twenty-seven).

The dhyana-Sloka of Chandra describes the god as
two-armed, carrying in his right hand a night-lily (ku-
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muda) and in his left hand the gesture of boan-bestowal
(vara). It also mentions that his forelocks are blue in
colour (nilalakodbhasitam), and that on his lap sits an
antelope (svasyankastha-mrgoditasrayagunam).

Texts like Graha-yaga-tattva and Kalika-
purana also mention that he is white in complexion,
that he wears white garments, and that he rides on a
chariot drawn by ten horses. According to these texts,
he is two-armed. His right hand assumes the posture of
boon-bestowal (varada), while he carries in his left hand
amace (gada). Graha-yaga-tattva says that he must
be meditated upon as seated on a white lotus ($veta-
padmastha)

The Vajrayana text Nishpanna-yogavali pro-
vides swan (harisa) as his mount and makes him two-
armed, carrying in both hands lunar disks on night-lilies
(kumudastha-chandra-mandala-bhrt).

CHANDRA-GHANTA

One of the forms of Durga, which is violent. She
rides on a tiger ($ardiila) and is normally two-armed, but
ten-armed on the battle-field (dasa-bhuja rane). When
she is two-armed, she carries in one hand a bowl filled
with blood, and in the other a pot filled with arhbrosia.
She is one of the nine Durgas, mentioned in the ‘Durga-
kavacha' section of Sapta-sati.

CHANDRA-PRABHA

The eighth among the twenty-four tirthankaras of

the Jaina pantheon (see TIRTHANKARA). He was born
in Chandra-puri, as the son of Sulakshana and Mahasena.
He attained the liberating wisdom while contemplating
under the Naga-kesara tree. His characteristic colour
is white ($veta), and his emblem crescent moon ($asi).
Dana-virya was the king who became his devotee. Vi-
jaya and Jvalamalini (Jvalini) are the tirthankara's yak-
sha and yakshini (see JVALA-MALINT). Bhrukuti is the
$asana-devata of this tirthankara (see BHRUKUTI).

CHANDRA-SEKHARA-MORTI

One of the characteristic details of the Siva icons

(Kevala)

is the crescent-moon tucked on the matted locks of
hair done up as a crown. Hence, one of his popu-
lar names, Chandra-sekhara. This is also one of the
forms (lila-mrtis) of Siva, frequently represented in stone
and bronze sculptures in South Indian temples. And
many iconographic manuals contain details of this form,
Sakaladhikara (chap.7) provides the exact measure-
ments which the imag-e-mal(er should follow. The icon is
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(Kevala)

made in the superior variety of Dasa-tala measure (see
UTTAMA-DASA-TALA).

There are two major varieties of Chandra-sekhara
icon: one shown with his consort, and the other alone
(devya sahito na va). And the icon of Chandra-sekhara
shown with his consort has again two varieties: Chandra-
sekhara standing apart from the consort, or embracing
the consort (sapiha bhinna-pitho va devenalingito ‘tha
va). The latter has three varieties: the god embrac-
ing the goddess (which is more commonly seen, ‘devena
alingita), the goddess embracing the god (‘tayalingitah’),
and the god and the goddess both embracing each other
(‘anyonyalingita’). Generally, however, texts distinguish
three varieties: Chandra-sekhara alone (kevala), with his
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consort but standing apart (Uma-sahita) and emixacihg
his consort (alingana) (cI. Silpa-ratna, 22nd patala,
‘kevalam gauri-sahitam alingam cha tridha bhavet').

Of the three varieties, Kevala-Chandra-$ekhara im-
age is invariably standing in perfect equipoise, without any
bends (sama-pat sthanaka sthitah, Uttara-kamika,
48th patala). and this stance is explained as indicative of
rajas mood (Amsumadbheda, 631d patala; ‘arjavam
rajasam bhavam’). And more often than not, the same
posture is assumed by the god in the second (viz. Uma-
sahita) variety. There might, however, be a slight incli-
nation of the head to the left, where Uma is standing. In
the posture assumed in the third (viz. aliigana) variety,
there is a prominent bend of the whole figure towards left
(see ALINGANA-MURTI and UMA-SAHITA).

The details of weapons (hatchet or tanka in the
upper right hand and antelope or harina in the corre-

T —

(Kevala)
(bronze)



(from Konerirajapuram temple)

sponding left hand), gestures (of protection or abhaya
in the normal right hand and of boon-bestowal or varada
in the normal left hand), characteristic features (like
jata-mukuta, crescent-moon on the head, three eyes,
and garment of clephant hide,( krtyarhbara), and orna-
ments (like ratna-patra, sarikha-patra or padma-patra
on the left ear, makara-kundala or sirhha-kundala on the
right ear, mukta-hara, ratna-hara, padaka, yajiopavita,
channa-vira, udara-bandhana, uttariya, kati-siitra, and
padajalaka) are identical in all three varieties (cf. Uttara-
kamika, 48th patala), but for the normal left arm in
the ‘alingana’ variety which is thrown round his consort,
instead of assuming the gesture of boon-bestowal.

Texts provide alternatives to the gesture of boon-
bestowal in the normal left hand: the hand may as-
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sume the gesture of kataka or of sirmha-karna, or
of katyavalarbita (urvasérita or drusprshta- kara) (see
KATAKA, SIMHAKARNA, KATYAVALAMBITA). The
hea& of the axe or the hatchet (tanka) held in the up-
per right hand should always face outward (paranmukha
or bahya-vaktra), while the antelope (mrga, haripa) held
in the corresponding left hand may either face Siva (ab-
himukha) of turn the face away from him. Texts prescribe
that the hands that carry the axe or hatchet and the an-
telope must assume the kartari-mudra. Sakaladhikara
(7, 30) lays down that the length of the hatchet or axe, as
well as the height of the antelope as it springs on its hind-
legs, must be twelve anqulas (‘parasur mukhayatam prok-
tam tat tulya harini bhavet’). And according to Uttara-
kamika (op. cit.), the hands must not be above the
level of shoulder (hikka-sitra), and the top of hatchet (or
axe) or antelope not above the ear-line (karnantau).

The three varieties of Chandrasekhara images
are meant to be worshipped for different bene-
fits. Amsumadbheda suggests worship of Kevala-
Chandraéekhara image by the devotees who aspire for lib-
eration (moksha), the worship of Uma-sahita image for
freedom from fears and worries (abhaya), and the worship
of Alingana-mirti for happiness and prosperity (sukha-

saripat).
CHANDRA-PARAMESVART

A form of the mother-goddess, who, according
to Sri-tattva-nidhi, has golden coloured complexion
(suvarna-varna), and carries in her hands sword (karavala)
and lotus (aravinda). She has beautiful eyes, and her face
is fike full moon. But she is fierce-looking (karala) for
the evil-doers, although she appears as a happy damsel
like unto moonlight (chandrikinandabala) for the sages.
She is seated upon a splendid throne, and bestows gifts
(varada).

CHARMA

Shield covered with thick leather, carried in one of
the left hands of deities who carry sword (khadga) in the
corresponding right hand.

CHARMA-MUNDA

A violent form of Durga, three-eyed and eight-
armed. She carries in her hands on the right side spear
(sala), discus (chakra), vajra, and arrow (bana), and on
the left side bow (dhanus), noose (pasa), sakti and skull-
cup (kapala). She wears on her head the crown of matted
hair, and wears round her neck garland of severed heads.
She is green in body-colour, and terrible in aspect.
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CHALA-BERA

The metallic icon in the temple, which is carried
about in several ritual sequences. It is usually an ex-
act replica of the main or immovable stone or stucco im-
age (dhruva-bera) installed in the sanctum except in the
case of lingas (see BERA). Its main functions are to re-
ceive the daily ceremonial bath (snapana), to officiate as
the representative of the main image in processions (ut-
sava), to preside over the distribution of food to the minor
and subordinate deities within the temple precincts (bali-.
pradana), and to participate in the final ritual of sending
to sleep (Sayanotsava). In some temples, different chala-
beras are used for these functions (see PANCHA-BERA).

It is usual for the moveable image to be small in
size, and to be made in bronze, copper or silver (lo-
haja). Itis prescribed in Naradiya- samhita (23, 112)
that the height of the karmarcha (see KARMARCHA)
should not be less than six angulas, nor more than twelve
(shadangulan na nyinam, nadhikam dvadasangulat, puja-
birhbam tu kartavyam). This, however, may apply to icons
worshipped at home. According to Brhat-samhita
(57, 49), icons which are a hasta or twelve angulas
in height are beneficial (saumya tu hasta-matra); those
which are twice that height are conducive to prosperity
(vasuda hasta-dvayocchhrita pratima); and those that are
three or four‘hastas’ in height will bring about welfare
and plenty for the country (kshema- subhikshaya bhavet
tri-chatur-hasta-pramanayah). This appears to be appli-
cable to the movable images (see ARCHA).

CHAMARA-DHARINI
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(stone)
(Tenkasi)
Attendant damsels shown as holding the fly-whisk
(chamara), in service of the major gods.

CHAMUNDA

A fierce aspect of Durga, as the killer of the two
asuras, Chanda and Munda. According to the account
contained in Marksndeya-purana (ch.37), Devi-
mahatmya,(5, 25) Kali emerged out of the forehead
of the mother-goddess Arnbika who was engaged in an
encounter with the wicked demons, and rushing into
the battle-field, beheaded the two chief enemies of the
gods, Chanda and Munda, and presented their severed
heads to the mother-goddess. Pleased with the val
our and devotion of Kali, Ariwbika called her ‘chamunda’
(yasmat Chandam cha Mundam cha grhitvitra upagata;
Chamundeti tato loke khyata devi bhavishyati).

She is often counted among the seven mother-
goddesses (see MATRKA), and sometimes she alone
represents all the seven of these goddesses. Varaha-
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purana gives the story of Siva‘s fight with Andhaka and
the emergence of the seven mother-goddesses to help
Siva. The asura Andhaka had the power to transform ev-
ery drop of bload from his body that fell on the ground
into a multitude of demons, of strength equal to his own.
The mother-goddesses were created by Siva, Brahma,
Vishnu, Kumara, Varaha, Indra and Yama, to lap up
the blood of Andhaka before it fell on the earth (see
MATRKA, SAPTA-MATRKA). Chamunda was created
by Yama, as his feminine counterpart (Yami).

But Devi-mahatmya (8, 14-21) does not include
Chamunda in the list of seven matrkas.  In this text,

Chamunda took shape to lap up the blood of the asura,
Rakta-bija by name, for he had obtained the boon that

(stone, Senesvara temple, Baindiir

every drop of blood that fell from his body would produce
a myriad of asuras who were all replicas of himself.
Several texts (like Vishnu-dharmottara,
Pirva-karana and Amsumadbheda ) describe this
goddess in great detail. Generally, however, she is dark
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in complexion (krshna), fierce in aspect (karala-vadana)
and grotesque in appearance (vikrta). She is distinguished
by emaciated body (kshina-deha), dried flesh (Sushka-
marisa) or devoid of flesh (nirmarisa), shrunken belly
(kshama-kukshi) and sunken eyes (gartakshi). Her teeth
are bared, her tongue protrudes (jihvalalana-bhishana),
and tusks stand out (darhshtrala). She wears garlands
of severed heads (kapala-mala). The hair on her head
stands erect (uirdhva-ke$a) in strands that look like flames
(jvala-kesa); and creeping serpents adorn her head. Her
back is covered by the hide of the panther (dvipi-charma-
paridhana), while at her loins hangs tiger’s skin (vyaghra-
charma). She has hanging breasts, which are entwined by
serpents (sarpa-kucha-bandha).

She may be two-armed; four-armed (Amsuma-
dbheda), carrying in her hands chopper (kartari), spear
(sala), skull-cup (kapala) and severed head (munda); or
eight-armed. There are also images of Chamunda with
ten, sixteen or twenty hands. When she is the rep-
resentative of all the seven mother-goddesses, she is
eight-armed, carrying in her left hands skull-cup (kapala),
shield (kheta), bell (ghanta) and a serpent (naga), and
in her right hands spear ($iila), sword (khadga), vampire
(vetala) and hand-drum (damaru). When, however, she is
one among the seven mother-goddesses, she is ten-armed
(dig-bahy, Vishnu-dharmottara) carrying in her left
hands shield (kheta), noose (pasa), bow (dhanus), cudgel
(danda) and axe (kuthara), and in her right hands pestle
(musala), parasol (chhatra), fly-whisk (chamara), goad
(ankusa) and sword (khadga). The eight-armed form is
called in Agni-purana (50, 21-22) Rudra-chimunda,
while the ten-armed form is called Siddha-chamunda.

She may be represented as standing, dancing or as
seated. When seated, it is usual to provide corpse as
her mount (preta-vihana, Vishnu-dharmottara, cf
also Parva-karana, 12th patala, ‘Savariidha’). Some
images are shown as keeping one of the legs across on the
seat, while the other one is placed on the corpse, lying
below her seat. Sometimes (as in Parva-karana) owl
is made her mount (kauikarohini).

As described in Arasumadbheda (47th patala),
she is four-armed, three-eyed and red-complexioned; and
her hair stands erect (iirdhva-kesika). She carries in her
hands skull-bowl (kapala), spear (Siila) and the gestures of
boon-bestowal and protection (varadabhaya). She wears
a garland of severed heads in the form of a sacrificial
cord (Siro-malopavita) and dons the tiger-skin as a gar-
ment (vyaghra-charmarnbara-dhara). She is seated on
a lotus-pedestal (padma-pithopari-sthita), with the right
leg stretched across the seat and the left leg hanging
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down (viama-pdda-sthita, savya-pada-pralarmbiti). Her
residence is under the fig-tree (vata-vrksha-samasrita).

The account given in Piirva-karana (12th patala)
has many curious details. That she rides on an owl has
alread been mentioned. She is said to have vulture as
her banner (grdhra-ketuka). Her tusks are described as
black in colour (krshna-darishtrikd). She wears on her
head crescent moon (khandendumandita). Her mouth is
widé open (vyavita-mukhi). She holds in her left hands a

(from Sapta-matrka panel)

skull filled with bits of meat (marisakhanda-susarmpiirnam
kapilam vama-pani-bhak) and fire (vahni), and in her
right hands spear and serpent (Silahi-dakshipe). In
her ears she wears ear-rings carved out of conch-shell
($arkha-kundali).

The description of Chamunda given in Kalika-
purana (Chap.60) is that she is Tara, dark-blue in
colour, and four-armed. She carries in her right hands
the magical weapon known as khatvanga, and the sword
known as chandrahidsa, and in her left hands shield
(charma) and skull-cup (kapila). She is emaciated in
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body (ke$ahgi), but her tusks are long (dirgha-darhshtra),
and tongue stretched out (lola- jihvd). She roars fiercely
(nada-bhairava). She wears a garland of severed heads
(munda-mald) and a garment of tiger’s skin  (vyaghra-
charmarhbard). She rides a headless body (kabandha-
vahand).

She is surrounded by eight yoginis:  Tripur3,
Bhishma, Chandi, Kartri, Hantni, Vighatrka, Karild and
Slini.

Chamundi essentially symbolizes death and destruc-
tion. Her esnaments, weapons, posture, complexion and
countenance all suggest aspects of disaster and distress.
She is visualized as attended by grotesque and evil spir-
its of several kinds (bhiita, preta, pisacha, dakini, hakini).
But she is benign to her devotees, and is therefore con-
sidered worthy of worship.

D

C
Y

(Matrka group)

There are two varieties of Chamunda frequently
seen (although texts like Agni-purana and Damara-
tantra enumerate eight varieties): Varuni-chimunda
and Rakta-chamunda. The former is essentially a water-
spirit, and Vishnu-dharmottara (1, 73) provides
some iconographic particulars of this form (verses 26-28).
She is exceedingly beautiful (ati-sundari) but with pro-
tracted belly (larhbodari) and large nails (brhannakhi).
She wears red garments (raktarhirard) and carries a spear
($ula-hasta). She has many arms (bahu-bahu), although
the number of arms or the weapons held in the hands are
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not specified. It is expressly stated that she is known as
Chamunda (verse 28, ‘chamunda kathita $aiva').

The latter variety, also called Yogiévari (see
YOGISVARI), is three-eyed, four-armed, and she car-
ries in the hands sword (khadga), plough (hala), pestle
(musala) and bowl (patra)( Riipa-mandana). Accord-
ing to Matsya-purana, however, she is three-eyed,
four-or ten—armed and dark-complexioned; and her hair
stands on end (Grdhva-kesa). She rides on a vulture
(grdhra) or crow (kaka). She has protracted tongue that
laps up blood.

Chamunda figures in the Jaina pantheon as the
Yakshini of the twenty-second tirthankara, Nemi-natha.
She is (according to the Digaribaras) terrible-looking
(bhima), green-complexioned (harid-varna) and four-
armed; and she rides on a crocodile (makara-vahana).
She carries in her hands rosary (aksha), stick (yashti),
sword (khadga) and shield (kheta). The Svetarnbaras
know her as Gandhari and describe her as white-
complexioned ($vetangi) and as having swan as her
mount (harsa-vahana). She carries in her hands, ac-
cording to Hemachandra, sword (khadga), spear (kunta),
pomegranate (bijapiira) and gesture of boon-bestowal
(varada). '

CHAMUNDESVART

A popular form of Chamunda (see CHAMUNDA),

(old Mysore Palace drawing)

N
N
oo

worshipped by some royal families of the country, espe-
cially by the erstwhile Wodeyar kings of Mysore, who re-
garded this form as their tutellary deity (kula-devata).
The temple on top of the hill near Mysore is one of the
most celebrated shrines for this goddess.

Sri-tattva-nidhi, an encyclopaedic compendium
of information concerning many aspects of our cul
ture, was got prepared under the orders, and with
the patronage, of the Maharajah of Mysore, Krishna-
tdja-Wodeyar |1l (1794-1869). The work begins with
an iconograpic description of the King's family deity,
Chamundesvari. According to this account, the deity
is golden-complexioned (hemabha), three-eyed (trinetra),
youthful (yauvanastha). . She has a slender waist (kiSa-
madhya), broad eyes (visalakshi), prominent and charm-
ing breasts (charu-piny-aodhara), and a lovely neck (su-
griva).

She is twenty-armed (bahu-virsati-sariyuta), carry-
ing in her right hands lance (Sula), sword (asi), sakti, dis-
cus (chakra), arrow (bana), conch ($armkha), vajra (pavi),
gesture of protection (abhaya), hand-drum (damaru),
and knife (chhurikd), and in her left hands serpent
(naga), noose (pasa), shield (kheta), axe (kuthara), goad
(ankusa), bow (karmuka), bell (ghanta), banner (dhvaja),
mace (gada) and mirror (adaréa); or with 32 arins..

At her feet is the asura, Mahisha, fallen prostrate
with his head severed; his hand is lifted up in fright
(trastodyatakara); his neck is pierced with the devi's spear
and he is vomiting blood ($ila-bhinno vamad-raktah). He
is securely bound at the neck by noose (pasa-baddho gale
bhrsam). The Devii's right leg is bent to press down the
asura.

CHITTA-DHATU-LOKESVARA

One of the hundred and eight forms of Avalokita,
the celebrated bodhisattva, represented in Macchandar-
vahal, in Kathmandu (Nepal). Avalokita (Lokesvara) in
this form is two-armed, holding in his right hand an icon

of the Buddha, and his left hand assuming the gesture of
protection.

CHITRA

The Paficharatra text, Parama-sarihita (32,
20-25) speaks of three-fold representation of divini-
ties: chitra, achitra and chitrabhisa. The distinction
is made on the basis of three measures (1) upward
or height (irdhvam, unmanam); (2) across or width
(tiryak, vimanam); and (3) alround or girth (samantat,
parimanam). Chitra is sculpture in the round, where
all three measures become relevant (tribhih pramanair
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yat paricchinnam anjasa). Achitra is sculpture in re-
lief where, besides the first two measures, only half
of the third measure (viz. girth) becomes relevant
(parimanardha-nishpannam). Chitrabhasa is drawing or
painting where only the first two measures are valid
(parimana-vivarjitam).

The text also adds that chitra (or icon) alone is suit-
able for worship (chitram piijaniyam). Achitra may be
honoured with prostrations (achitram vandyam), but not
worshipped. Chitrabhasa, however, is only for the de-
light of the devotees (bhaktanam darsanarthaya kriyate
yan manoramam); when painted with colours on cloth
or wall, it may, when charming, appeal to all, includ-
ing children and women, and augment their devotion
(varnakaih patakudyadau tadahur bhakti-vardhanam, arb-
hakanam strinam cha hrdayarhgamam) (op. cit., 32, 24).
The text prescribes that chitra or icon must be male in
wood or stone (kashthena $ilayam api v3; op.cit., 32, 25).

CHITRA-GUPTA

One of the chief attendants of the god of death
(Yama-vahikadhikari), and is entrusted with the task of
recording the acts of merit or demerit, which each person
indulges in (dharma-lekhaka). He is said to have been
originally a human king of the solar dynasty, and to have
performed penances. Pleased with his fervour, the Sun-
god (Siirya) is said to have gifted to him the power of
omniscience. By virtue of this power, he was engaged
by Yama (the son of Siirya) (cf. Ripa-mandana).
He is iconographically represented as two-armed, holding
a scroll in the feft hand, and a quill in the right. He wears
a crown, manifold ornaments (chitrabharana), and gar-
ments of variegated colours (chitra-vastra). He is seated
on curious seats (vichitrasana).

CHITRA-RATHA

The king of the gandharvas (see GANDHARVA).
He is the son of Kasyapa and his wife Muni by name
(hence also cafled Mauneya). He is shown prominently in
sculptured panels depicting the celestial beings.

CHITRA-LEKHA

An apsaras (see APSARAS), who was dextrous in
drawing portraits of gods and other celestial beings. She
is shown in sculptured panels as engaged in writing.

CHINTAMAN!

The precious stone (ratna) credited with the ability
to bestow on its possessor whatever he desires. It is round
in shape, and has flames around it.
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In Vajraydna, chintamani represents one of the five
families (kula) of emanations of dhyani-buddhas (the
other families being Riga, Dvesha, Moha and Samaya).
It is usual to represent the Buddhas and Dhy3ni-buddhas
in Nepal, Tibet, China and Japan as holding Chintimani
in one of the hands.

Chintamani is also a form of Ardhanirisvara (see
ARDHANARISVARA): the left haff of the body is red,
and the throat is blue. The head & adorned by the ef-
figy of Gahga and crescent-moon. The left half of the
body, representing the goddess is pleasing, while the right
one representing Siva, is ferocious (ugra). This form is
either four-armed or eight-armed. In the former variety,
the two hands on the right side carry trident and skull,
while those on the left noose and lotus. In the latter va-

riety, the four hands on the right side carry axe, sword,
fire and arrow and the corresponding hands on the other

side carry snake, trident, skull and bow.
CHINTAMANI-SARASVATI

A form of Sarasvati mentioned in Praparicha-
sara-safigraha. She rides on swan (hamhsirudha),
and is four-armed. She carries in her hands book
(vidyd), lute (vina), pot of nectar (amrtamaya-ghata)
and rosary (aksha-srak). She is seated on white lo-
tus (Subhrabjastha); she has a smiling countenance
(mandasmita-yuta-mukhi), and wears on her crown cres-
cent moon (mauli-baddhendu-rekha). The ritual con-
nected with this deity provides personified languages
Sarhskrta and Praketa as her attendant divinities (parsva-
devatd).

CHINMUDRA

The hand-pose (usually right hand) (see MUDRA),
which suggests spiritual wisdom concerning the identity
of the self (atma) and the inner self (antaratma), which
is the same as the over-self (param-atma). The pose in-
volves the joining of the tip of the fore-finger with that of
the thumb (dakshihgushgha—tatjanf-yoge). The posture
of the hand is also suggestive of the exposition of the
scriptural lore to the students (vyakhyanamudra). There
are several icons prominently displaying this hand-gesture;
and these are classed as ‘sattvika’ icons. Instances are
images of Dakshina-murti, saints (like Sankarachirya,
Madhvacharya), Raja-rajesvari, Sarasvati and Kartikeya
as teacher of Siva.

CHHATRA

The umbrella or parasol stuck on the aureola
(prabhavali) of the deity as a mark of royal dignity. It
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is probable that the practice began with a single or triple
chhatra placed over the stiipa in the early ASokan pe-
riod. The Chhatra was held above the king when he sat
at court or went out in a procession, with other emblems
like fly-whisk (chamara), solar disc (siiryapana), lunar disc
(chandrapina) and banner (dhvaja) which accompanied
him.

The Chhatra is also one of the equipments of
a sage or student, others being the sacred water-pot
(kamandalu), sandals (paduka), head-gear (ushnisha) and
staff (danda). One of the avataras of Vishnu, Vamana, is
shown holding the chhatra in the right hand and water-
pot in the left.

CHHANNA-VIRA

An ornament worn on the torso in the form of a

CHHANNA-VIRA

cross-belt by deities, especially the male deities, dis-
tinguished for their valousr and war-like qualities, e.g.
Rama, Kartikeya, Tripurantaka, Sast3, Trivikrama and
Narasirhha. It is also an ornament worn by small boys, as
for instance, in the images of Krshna as Kiliya-mardana.

CHHINNA-MASTA

5 ‘The goddess with the severed head' (also called
Siraschhinna), is one (the sixth) of the ten great god-
desses- who are worshipped by tantrik rites (see DASA-
MAHA\_IIDYA). She is also known as Prachanda-
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chandika and Vajra-vairochani. Her popularity is con-
fined to some tantrik cults, especially in Tibet, and her
wocship is believed to confer magical powers. She is
classed among tamasik divinities, and her chief prowess
is destruction: ‘At the time of dissolution, she will swol-
low up all the worlds’ (pralaye samasta-bhuvanam bhok-
tum kshama tamasi). Hence, she is celebrated among the
tantrik practitioners as Para-dakini. However, she is iden-
tified with the great mother-goddess (Saktis sapi parat
para bhagavati).

" Her sculptural representations are extremely rare,
but drawings and paintings have quite frequently been
prepared and worshipped along with the magical dia-
gram (yantra) specific to her. She is visualized as ex-
ceedingly ferocious (mah3a-ghora) and bright like burning
fire (jvalat-tejo-mayi). Her form is intriguingly unusual
and grotesque; she has cut off her own head (nija-Siras-
chhinnam) with a chopper (kartrika) which she holds in
her right hand (dakshina-Fare kartanm); and she has put
the severed head in a skull-bowl (kapala-kharpara) which
she carries in her left hand (kare vame sva-mastakam).
The severed head is alive even as the headless body (ka-
bandha) is.

Blood gushes forth copiously from the neck of
the headless body in stream‘s, and the long and
stretched out tongue from the mouth of the severed
head is lapping it up avidly and gleefully (prapibad-
galat sva-rudhiram; sva-kabandha-$onita-sudha-dharam
pibantim mud3; lelihinagra-jihvika pibantim rudhiram
dharam nijakantha-vinirgatam). The headless body is
naked (digarnbara, digvastra), adorned with garlands of
severed heads(munda-mala-vibhishita), necklaces made
of bones (asthi—milﬁ—dhaﬂ); and a serpent_ is worn like
a sacred cord (naga-yajiiopavita). Her large breasts are
covered by lotus flowers. She is standing in a pratyalidha
posture (see PRATYALIDHA).

Her head, though severed and separated from the
body, is wide-eyed and luminous. Her hair which is spread
out in strands shine like fightning (vidyujjata); flowers
of various kinds adorn her hair (nana- pushpa-samanviti
vikima-kesa-pasa). And a jewel tied with a serpent is the
lone ornament on the head (naga-baddha-siro-mani). She
is three-eyed. From her mouth, the quivering tongue is
stretched out to lap up the blood from her own body.

She is visualized as ever a young lady of sixteen years
(sada- Sodhasha-varshiya), or, according to a variant read-
ing, twelve years (dvadasa-varshiya). And the vulva of
her naked body symbolizes the triangle formed by the

three gunas (sattva-rajas-tamas) as lines (rajas-sattva-
tamo-rekha-yoni-mandala).
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She is accompanied by two attendants, Dakini on
the left and Varnini on the right, and they are seen to
be enjoying the sight of Chhinna-masta drinking her own
blood (paridiSyamoda-kalitau).

JAGADGAURI

Name of Manasa-devi who is regarded as the daugh-
ter of Kasyapa—prajapati, wife of the sage Jaratkaru,
sister of the king of serpents Vasuki, and mother of
the sage Astika. Because she was the most charming
damsel in all the worlds: earth, heavens and the nether-
regions (naga-loka), she became known as Jagad-gauri
(bhrsam jagatsu gauri s3 sundari cha manohara jagad-
gauriti vikhyata). Because she saved the lives of serpents
during Janamejaya's ritual- sacrifice, she is also known as
Nigeévari (of. Brahma- vaivarta-purana, Praknti-
khanda, Ch. 45) (see MANASA).

JAGADDHATRI

A form of Durga, widely worshipped by the $akta
devotees, especially in Bengal and the neighbouring re-
gions. This special form of the goddess is regarded as
the nourisher of all the worlds; and as the provider of
the four~fold objectives for all mankind. According to
Kubjika-tantra, she pervades the three phases of the
day (tri-sandhya-vyapini), and she is to be worshipped in
three different styles: the sattvika mode of worship in
the morning, the rajasa worship in the afternoon,-and the
tamasa worship in the evening.

The background for this form of Durga is given in
Katyayani-tantra (76th patala). The gods headed by
Indra claimed, for each of them.the greatest prowess and
might, and did not recognize a power beyond themselves.
To teach them a lesson, the mother-goddess appeared
before them in the form of effulgent light, like unto a
crore of suns and a crore of moons, like a mountain of fire,
and striking terror in the heart of the beholders. The gods
were scared, and did not know what the strange mass of
light was. The story continues in much the same manner
as the one in Kena-upanishad about Um3-Haimavati
teaching a lesson to the gods who were arrogant. Finally
when the gods were humbled and puzzled, the enigmatic
light transformed itself into the form of Jagaddhatri.

According to this text, Jagaddhatri is seated on the
back of a fion (sirhha-skandhadhi-sariwiidha), bedecked
with all ornaments (sarvalahkara-bhiishitd), and four-
armed, carrying conch, discus, bow and arrow. She is
three-eyed (trinetra); she wears a serpent as the sacrificial
cord (naga-yajiopavita), and red garments (raktarhbara-
dhar3). She is auspicious in aspect ($ubha); and her body
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glows like the morning sun (balarka-sadrsi deh3). She is
regarded as Vishnu-Sakti. i

JAGANNATHA

A form of Vishpu, also known as Purushottama,
which is worshipped in the famous temple on the
sea-shore at Puri (Purushottama-kshetra) in Orissa.
The original installation of the shrine is ascribed to
an ancient monarch of Pur, Indra-dyumna by name
(Brahma-vaivarta-purana, Prakiti-khanda, Utkala-
khanda). The pious king is related to have performed
a penance, as a result of which Vishnu appeared in
his dream (or vision) in a four-fold form (chatur-miirtis
sa bhagavan): Purushottama (Vasudeva), Bala-bhadra
(Sarhkarshana), Subhadra (Katyayani) and Sudarsana. As
he contemplated getting his vision translated into iconic
representations, a huge log of madder-red (maiijishtha)
colour came floating on the sea, and there also arrived on
the scene an old sculptor-carpenter (vardhaki) who vol-
unteered to carve out of the log the images exactly as
the king saw them. The wooden images that he carved,
working in seclusion for fifteen days, were installed on a
stone platform (called ratna-vedi), and a temple was built
in due course.

The images that are now worshipped in the temple
are also wooden ones but not the original images of the
days of Indradyumna. Every twelve of nineteen years, the
old images are discarded (and buried) and new ones in-
stafled in- their place in an eleaborate ritual known as
‘nava-kalevara’, However, the new images are sculpted
and prepared for worship every time in exactly the same
manner as the original images are said to have been
sculpted and prepared. The group of images in the temple
are reproduced in cloth-paintings (pata-chitra) and minia-
ture wooden models, and made available to the pilgrims.

The descriptions of these images occur in the an-
cient texts but they differ in details from what the im-
ages are made to appear now. Brahma-purana (42,
14-15), for instance, says that the image of Jagannitha
(Purushottama) is four-armed (-the present image, how-
ever is only two-armed-) carrying conch, discus, mace and
lotus, that the image is draped in yellow silken cloth (pita-
vastra), that its chest is covered by the garland of wild
flowers (vana-malavrtoraska) and adorned by the Srivatsa
gem (éri-vatsorah-samayukta), and that the crown and
armlets can be seen (mukutangada-sobhita). More in-
terestingly, the description in Sarada-tilaka (17, 31) &
that Purushottama has Lakshmi seated on his lap and em-
bracing her, and that she holds a lotus, and that he looks
amorously and intently at her (devam srpurushottamam
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JAGANNATHA ICONS
(Balabhadra, Subhadra, Jagannatha and Sudarsana)

senting Nila-madhava). All the images face the eastern
direction.

Brahma-vaivarta-purana (op.cit.), while nar-
rating the dream (or vision) of Indra-dyumna, the four
images are described as follows: "Janardana was sta-
tioned on a divine throne (divya-simhasana-gatah) along
with Bala-bhadra and Sudarsana. He had four hands and
held in them conch, discus, mace and lotus. Bala-bhadra
also had four hands in which he carried plough (hala),
pestle (musala), discus (chakra) and lotus (abja). He
was of the form of a serpent (pannagakrti), and seven-
.‘hooded snake raised its hoods over him like a parasol
(chhatii-krta-phanas-sapta). He had gorgeous ear-rings
(vijvala-kundala) and a crown. Subhadra, pretty-faced,
carried in her hands the gestures of boon-bestowal and
protection and lotus (varabjabhaya-dharini). She was ver-
ily Lakshmi, who manifested herself as the life-force of
all beings (sarva-chaitanya-rupini). Sudarsana, the dis-
cus in the hand of Vishnu, was inside pillar (starmbha-
madhyastham).

The accounts given in Skanda-purana (Purusho
ttama-mahatmya, 27, 98 to 29, 4) identifies Jagannatha
as Vishnu, Bala-bhadra with Siva (Sesha), and Subhadra
standing between Jagannatha and Bala-bhadra (tayor-
madhye sthitam bhadraln Subhadram) with Lakshmi (or
Katyayani, Bhuvaneivari, or Ekanari§a). Subhadra, in
this account, stands separately (prthak-sthitam) is red-
complexioned (kurikumaruna), and two-armed, carrying
in the hands the gesture of boon-bestowal and lotus
(varabja-dharini)

The four images now seen in the temple are all on
a common stone platform (known as ralna-vedf). Apart
from these main images, the platform also accommodates
small metallic images of Lakshmi (to the right of the Ja-
gannatha image) and Visva-dhatri (bhi-devi) (to the left
of Jagannatha), a wooden replica of Jagannatha (repre-
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All the four images are wooden, and there are pre-
scriptions about the colour of the tree, number of main
branches the tree must have, and the characteristic marks
of identification. The wood for the Jagannatha image
must be dark red (maijistha) in colour, and the tree must
have four main branches, and marks of conch and discus.
The wood for the Bala-bhadra image must be light-brown
or white in colour, and the tree must have seven main-
branches, and marks of plough and pestle. The wood for
the Subhadra image must have an yellowish tinge, and
the tree must have five main branches, and the mark of a
lotus with five petals. The wood for the Sudaréana image
must have reddish bark, and the tree must have three
branches and mark of a wheel (Chakra).

The images are not merely wooden in nature. Al
though wood forms the main material, it is covered
with several layers of resin (niryasa) of the sala-tree,
sandal-wood paste (chandana), camphor (karpiira), musk
(kastiiri) and sandal (chandana). Red-cloth known as
Netra-pata is wound round all the parts of the images;
and the images are also painted. The texts contain the
prescription that the images must be coated with many
pastes (bahu-lepa-vilepitah).

The height of the images of Jagannatha, Bala-
bhadra and Sudaréana is the same: 84 yavas (a ‘yava'

being the length of the middle digit of the middie fin-

qger): but that of Subhadra is 52.1/2 yavas. The image

of Jagannatha, as that of Bala-bhadra, consists of a trunk
surmounted by a large head; and two arm-stumps are sep-
arately added. The image of Subhadra does not have the
arm-stumps (which are believed to be hidden); it consists
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merely of trunk and head. The head of Jagannitha is
flat on top; and there are large round eyes which domi-
nate the face. The head of Bala-bhadra, as also that of
Subhadra, is oval-shaped; and the eyes in both cases are
almond-shaped.

The image of Jagannatha which has a height of 84
yavas has arms (which project on the left, right and in
front), also 84 yavas, in length, so that the figure is said
to have the shape of a wheel or discus (chakraksti). But
the arms of the Bala-bhadra image (which is 84 yavas in
height) have a total length of 73.1/2 yavas, so that the
figure assumes the form of a conch (Sarhkhaketi). The
image of Subhadra is visualized as a lotus on a thin stalk
(padmakiti).

The height of the Jagannatha image is tradition-
ally divided into five parts each made of ‘bhagas’ of the
total height:

(i) The face ($ri-mukha,) 14 bhagas (36.3/4 yavas)
(i) The neck (griva), 5 bhagas (12 yavas)

(ii1) The heart-region (hrdaya), 3 bhagas (9 yavas)

(iv) The waist (paridhapana), 4 bhagas (10.1/2 yavas)
(v) The legs (pada), 6 bhagas (15.3/4 yavas).

The height of the Bala-bhadra image is divided into
four parts as follows:

(1)  The snake-hood on top of tht head (phaud)

and the face ($ri-mukha) together:12 bhagas (31 1/2
yavas)

snake-hood :6 yavas
forehead :1.1/2 yavas
rest of the face :24 yavas

(i) The neck (griva), 4 bhagas (10.1/2 yavas)

(i) The heart (hrdaya) and waist (paridhapana)

together, 6 bhagas (16 yavas)

(iv) The legs (pada), 10 bhagas (26 yavas)

The height of the Subhadra image is divided into four
parts as follows:

(i) The face (Sr-mukha), 12 bhagas (19.3/4th yavas)

(i) The heart (hrdaya), 2 bhagas (3.1/4 yava)

(ili) The waist (paridhapana), 12 bhagas (19.3/4 yavas)

(iv) The legs (pada), 6 bhagas (9 & 3/4 yavas)

The height of the image of Sudaréana, which stands to
the left of the Jagannatha image, and has the same height
as the image of Jagannatha, is divided into four parts,
each of the parls measuring 8 bhagas. It is a wooden
pole with clothstrips wrapped round it. There is, however,

no visible representation of discus (chakra) on it. But the
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pole is said to contain hidden inside it small discus made
in gold and weighing 16 palas. Pratishtha-pradipa,
a text used for the temple worship here, claims that this
image represents the Narasimha form of Viéhqu.

Each of these four images has a cavity in it, and a mys-
terious soul substance called ‘brahma-padartha’ is hidden
inside it in a secret ritual at the time of the installation
of the image daring the ‘nava- kalevara’ ceremony (re-
newal of images). This is said to provide continuity for
the deities despite the periodical change of images.

JATA

Matted hair worn in different ways by ascetics under
a vow and by yogis engaged in penance. In order to free
themselves from the necessity of frequent care of the hair,
they used to apply- to the hair milky exudation of some
tree like the banyan, and twist the hair into convenient
strands and coils. This would prevent dirt and lice from
settling on the head, and also keep the hair-strands always
in order. In iconography, we find matted hair associated
with Siva, some forms of Devi, some forms of Kartikeya
and $asta, and sages in general.

(in the shape of a crown)
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(JATA)
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(1) There are, in Soath Indian sculptures evidence
of several styles of wearing matted haw. One of the
most frequently seen is the strands of matted hair being
twisted and coiled up in the shape of a tall crown. This s
known as JATA-MAKUTA. Al forms of Siva, Chandesa,
Nandikeivara, Saiva dvira-pilakas, Bhairava, forms of
Devi Fke Tripura-sundari, Rija-rajesvari, Bhuvanesvari,
Siva-diiti, Brahmi, Maheévari, Manonmani, Chamunda,
Sarasvati and Gayatri, forms of Vishnu like Rima and
Sankarshana, and Brahm3a are shown with this kind of
hair arrangement.

(2) JATA-BANDHA (ako called Jati-kalapa) is the
strands of matted hair being wound round the head with a
top-knot. This can be seen in the images of sages (rshis),
$asta and some yogini forms. A variagt of this form is the
jata being wound round the head in the form of a turban
(ushntsha), as is seen in the beautiful image of Siva as
Vishantika (see #lustration).

(3) Another type of jata is where the strands of
matted haw are arranged as a ciraular halo round the
head. This is known as JATA-MANDALA, and this
may be seen in most of the eight forms of Bhaiava,
some forms of Siva kke Um3-tindava, Samhara-tindava,
Bhava, Bhikshatana and Gajaha, the Vaishnava dvara-
palakas, some forms of S$3st3, and the violent forms of
Devi.

(as a halo around the head)

(4) The long tresses of matted hair are allowed to
fly about when representing some forms of Natarija (as
in the variety known as Ananda-tindava). This is some-
times known as JATA-KALAPA, incidental to vigorous
movement of the body.

(5) The masses of matted hair may be arranged to
be tied in sections to fall gracefully on both sides of the (as bhara,valaya and mandala)
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head. This is known as JATA-BHARA, and is seen in
many of the variant forms of §iva’as Dakshina-mirti, and
in some forms of Chandesa and Sasta.

JATA-MUKUTA-LOKESVARA

One of the 108 forms ¢f Avalokitesvara (see AVAL-
OKITA and LOKESVARA) He is represented as four-
armed and standing. He carries in his hands rosary (ak-
sha), holy water-jar (kalasa), lotus (padma) and the ges-
ture of boon-bestowal (varada). He wears his matted hair
twisted into Coils in the form of a crown (hence his name).
At the base of this hair—arrangement is a miniature icon
of Amitabha, the dhyani-buddha, whose emanation this
bodhisattva form is.

JANARDANA

One .of the twenty-four forms of Vishnu (see
CHATURVIMSATI-MURTI), red in colour (rakta-varna)

or of the colour of oleander (kunda), and four-armed,
carrying lotus (padma) in the normal right hand, mace
in the corresponding left hand, discus in the upper right
hand and conch in the corresponding left hand. The
form of Lakshmi associated with Janardana is known as

Saugandhi.
JAMBHALA

A minor deity, probably of folk origin, who is re-
garded as an emanation or attendant of the lord of the

(JAMBHALA)

yakshas, Kubera (see KUBERA). He was worshipped as
a god of wealth in countries where Mahayana Buddhism
was pr.evalent (like Tibet, China and Nepal). His repre-
sentations were very similar to that of Kubera, and he
too was celebrated as a yaksha chieftain.

. There are two principal forms of Jarnbhala, one who
is shown alone, and the other with his consort Prajna
Vasudhara. When alone, he is represented as golden-
complexioned, two-armed and seated in the relaxed pos-
ture (lalitasana). He carries in his right hand a citron fruit
(matuluiga) and in his left hand a mangoose (nakula)
The mangoose was regarded as a magical animal, whosc;
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belly was imagined to be filled with gems and jewels.

Jarhbhala is shown pressing the belly of the mangoose
with his left hand, so that the animal vomits a stream of

gems and jewels, for the benefit of the devotees.

The second form is in the manner of 'yuganaddha’
(union, yab-yum) with his consort. Jarhbhala is seated
with a protruding belly in the vajra-paryanka posture,
holding in tight embrace Prajia-Vasudhara who also holds
him in embrace. In this form, Jarbhala is white in body-
colour, three-faced and six-armed. The face in front is
white in complexion, the face on the right side is red,
and the face on the left side is blue. While two of the
six arms are engaged in embracing his consort, the other
hands carry a red-coloured vajra and sword (on the right
side) and a precious stone (emarald) and lotus (on the
left side).

There is a variant of this latter form, where the con-
sort sits on the left lap of Jarhbhala. In this form also he
is three-faced and six-armed. But his right hands hold
citrus fruit (matulunga), goad (ankusa) and arrow (bana),
while one of the left hands goes round his consort, and the
other two hold a mangoose tied with a rope, and bow. He
wears on his head a crown of matted hair (jata-mukuta).

There is another form of Jarmbhala, which is vio-
lent in mood (krodha-miirti). known as Ucchhushma-
Jarmbhala (see UCCHHUSHMA-JAMBHALA). He is rep-
resented as a dark-complexioned dwarf, small boy, -or
youngster in appearance, with a frown on his face, tram-
pling upon Dhanada (viz. Kubera). He holds in his
hand, and looks intently at, a skull-cup (kapala) filled with
blood. His ears are large and bare; apd he wears round his
neck eight serpents as garlands. Dhanada, who lies pros-
trate at his feet, is shown as vomitting gems and jewels.
And the goddess of wealth, Lakshmi, stands by Jambha-
las’s side as an attendant, holding a fly-whisk (chamara).

JAYA

With Vijaya, he is the door-guardian of the Vishnu
shrine. Texts prescribe that Jaya and Vijaya are to
occupy the door-sides of the half-pavilion of the tem-
ple (ardha-mandapa-dvara-parévasthau). Jaya is red in
colour and Vijaya yellow (raktapitabhau), according to
Naradiya-sambhita-And like Chanda and Prachanda
(see CHANDA-PRACHANDA), they are two-armed (dvi-
bhujau), holding cudgel in hand (danda-hastau). Their
appearance must be fear-inspiring (bhayanakau).

In recent times, however, it is customary to represent
Jaya and Vijaya as four-armed, carrying conch and discus
in the upper hands, and mace in one of the normal hands,
the other hand being in the gesture of warning (tarjani).
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Eyes are large and round, and tusks are seen at the corners
of the mouth. Sometimes, moustaches are also shown.

JAYA-TARA

A tantrik deity of the Vajrayana panlhéon. who at-
tends upon the eight- armed goddess Kurukulla (see KU-
RUKULLA). This goddess sits on a lotus with eight petals
in the Solar orb, and Jaya-tara is situate on the petal
to the west (Prasanna-tara, Nishpanna-tara and Karpa-
tara on the petals to the east, south and north respec-
tively). She is red-complexioned, seated in vajra-paryahka
attitude, and four-armed. Her normal right hand assumes
the gesture of boon-bestowal, and the corresponding left
hand holds a blue lotus (utpala). The upper hands are
engaged in shooting an arrow (in the right hand) with a
bow (in the left hand).

JAYA-DURGA

A form of the goddess Durga (see DURGA), dark-
complexioned (kala), three-eyed and four-armed. She car-

(stone)
(Durgéparames’vaﬁ temple, Kannarapadi, Udupi)
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ries in her hands conch, discus, sword and trident. The
crescent moon adorns her crown. She sits on the back of
a lion (sirmha-skandhadhiriidha), and fills the three worlds
with her brilliance (tribhuvanam tejasa piirayanti). The
goddess in the shrine Kali-pitha in Burdwan (Bengal) is
known as Jaya-durgd. This is one of the fifty-one $akti-
pithas, where the torso of Sati fell.

JAYANTA

One of the eleven Rudras (see EKADASA-RUDRA),
according to Visva-karma-silpa. He is sixteen-armed,
carrying in his right hands goad, discus, mallet, spear,
serpent, hand-drum and arrow, and in his left hands mace,
khatvanga, axe, skull-cup, Sakti, gesture of warning, bow
and sacred water-pot.

JAYA

One of the eight attendants (ashta-pratiharini) of
Durga (see DURGA). She stands on the left side of the
eastern entrance to the temple. She is four-armed, carry-
ing in her hands the gesture of protection (abhaya), goad
(ankusa), noose (pasa) and cudgel (danda).

Jaya is also one of the four door-guardians of the
Jaina shrines. She is white-complexioned and stands at
the eastern entrance. The other three guardians are
Vijaya . (south, red), Ajita (west, yellow) and Aparajita
(north, black).

JALA-SAYI

The form of Vishnu, recumhent on the ser-
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(stone, of Aihole origin now in Bombay Museum)

pent Ananta, in the middle of the waters (see PAD-
MANABHA).

JATAVEDASI-DEVI

This form of the mother- -goddess, which is rare in
literary reference as well as in iconography, is mentioned
in the Sn-deyarnava tantra manuals as three-eyed
and eight-armed, carrying in her hands bow, discus, pot,
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gesture of boon-bestowal (on one side), conch, shield,
arrow and gesture of protection (on the other).
JANGULT

This ancient folk-goddess, invoked for curing snake-
bites, achieved some celebrity in the Mahayana Buddhist
pantheon. She corresponds largely with Manasa (see
MANASA). Two of her iconographic forms have become
popular. One of them is four-armed. She has one head,
wearing the crown of matted hair (jati-mukuta). She
is white in complexion (sarva-Sukld), wearing white gar-
ments (Sukla-vasanottariya), and adorned with white ser-
pents (Sukla-sarpair vibhiishitd). She plays on lute (vina)
with two of her hands, and carries a white serpent (sita-
sarpa) and the gesture of protection (abhaya) in the other
two hands. In a variant form, the lute is substitutad
by trident (triSiila) in one hand. and peacock’s feather
(mayiira-pichha) in the other.

The second popular form is three-faced and six-
armed. She is yellow—complexioned (pita), and has on
her head a canopy of the spread-out hood of a ser-
pent(sphita-phana-mandala-siras-stha, which expression
has been wrongly translated by B. Bhattacharya as "rest-
ing on the expanded hood of the serpent, op. cit.,
p-192). She has the splendour of a young girl (kumari-
lakshanojjvala). Her three hands on the right side carry
sword, vajra and arrow, and the three hands on the left
side noose with the gesture of warning (sa- tarjani-pasa),
serpent (visha-pushpa) and bow.

JALANDHARA-HARA-MURTI

Jalandhara was an asura of uncommon prowess,
might and magical powers. His origin has been ascribed
in 'S'iva-purﬁx_m to the entrance of the fire from Siva's
third eje into the sea where the river Sindhu joins it
(on the occasion of Siva's encounter with Tripura). He
became enamoured of Parvati's beauty and sent emis-
saries to bring her. Siva got angry and waged a war with
Jalandhara. Finally, Siva killed Jalandhara with the dis-
cus, which he had obtained from the milky ocean when it
was being churied for ambrosia.

Siva as the killer of Jalandhara is represanted as only
two-armed (dvi-bhuja). He is red-complexioned (rakta),
and three-eyed, the eyes being ferocious (ugra). He is
bedecked with all ornaments, and wears a sacrificial cord;
on his feet are sandals (padayoh paduki). He is shown
as about to move away (kifichid vai gamanonmukham).
He carries an umbrella (chhatra) in his right hand, and a
holy water-pot (kamandalu) in his left. His matted hair
is heavy and dishevelled (sarnkirnajata-bhara), and Ganga
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(old Mysore drawing)

and the moon adorn his head (ganga-chandra-samanvita).

The asura Jalandhara is represented separately. He
is yellow- complexioned (pita), two-armed, two-eyed and
bedecked with various ornaments. He wears a crown. In
his arm is tucked a sword. His two hands are joined in
an attitude of supplication (krtafjali-puta); and on the
hands is placed the discus (haste chakram dadhan), with
which Siva killed him.

JALINI-KUMARA

A minor-divinity in the Vajrayana pantheon, attend-
ing on the Arapachana form of Mafjusri. Also called
Surya-prabha, he sits in front of Arapachana (who is
seated in the Vajra-paryanka attitude). Like the main
deity, he is bedecked as a prince, and he holds a swoid in
one hand and the text of Prajria-paramita (pustaka)
in the other. He wears a pair of red garments.\ His face
is illumined by a radiant smile (smita-vikasita-vadana).

JALINI-PRABHA

The bodhisattva, often identified with Jalini-kumara
(above) and also called Siirya-prabha, is an offspring of
the dhyani-buddha, Amitabha. He is whitish-red in body-
colour (sita-rakta, or in another account, red), and he is
two-armed. In the right hand he holds a sword (asi), or
alternately he shows the gesture of boon-bestowal; and
in the left, he carries the solar disc on a fotus (abjastha-
slirya-mandalta).

PRATIMA-KOSHA

JINA

The most important divinity ip the Jaina pantheon,
the Jina is the ultimate victor over the phenomenal
fetters, and therefore worthy of worship.' Jinas are
twenty-four in number in the present time-period (see
TIRTHANKARA), and each of them is served by a yak-
sha and a yakshini; the pantheon also includes sixty-four
yoginis (see YOGINT), fifty-two viras, sixteen vidya-devis
(see VIDYA-DEVI), ten dik-palakas (guardians of direc-
tions, see ASHTA-DIKPALAKA) and nine planets (see
GRAHA), who are all subordinate to the Jinas.
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According to Riipa-mandana(6,25), the iconic repre-
sentations of Jina are countless(Jinasya miirtayo nantdh),
but four of them are especially worship-worthy (atisayair
yuktdh piijya viseshatah): Adinatha (the first in the
present time-segment), Nemi-natha(the twenty-second),
Parévanatha (the twenty-third) and Maha-vira (the last).
There are numerous icons of Adinatha, Parivanatha and,
Mahavira in  the country, in stone and bronze;
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and splendid shrines have been built to house them. In-
deed, the earliest iconic representations in india are of Ji-
nas. Hemackandra’s Abhidhana-chintamani distin-
" guishes between ordinary gods (deva) and Jinas who are
‘gods above gods’ (devadhideva). The former group in-
cludes yakshas, yakshinis, $asana-devatas and other gods

and demi-gods, wha are all in the nature of attendant- -

divinities of Jinas. The Jina's image which is surrounded
by these attendant-divinities in a shrine, is therefore
called ‘the primal leader’ (miila-nayaka). The term is
also applied to the particular Jina for whom the shrine
was built, when the shrine also accommodates other Ji-
nas, as Tor instance in the chatur-mukha basadis, where
there is a Jina facing each of the four main directions.

Brhat-sarmmhita (58, 45) prescribes that the
image of a Jina (arhatam devah) should be nude
(digvasah), youthful (taruna), handsome (riipavan), tran-
quil (prasanta-mirti), and decorated by the $ri-vatsa em-
blem on the chest ($ri-vatsanka); and the arms must reach
the knee (ajanu-lamba-bahu, explained in Pratish tha-
sara-samgraha as the tip of the middle finger of
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the hand touching the knee, janu-prapta-karagrajam).
Manasara specifies that the Jina image ‘must always
be two-armed and two-eyed, and that the Sri-vatsa em-
blem on the chest must be galden coloured (vaksha-sthale
hema-varnam $ri-vatsa-lanchhanam). Further, the im-
age must_have no ornament on any part of the body
(nirabharana- sarvangam), nor any cloth anywhere on the
body (nir-vastrangam).

Pratishtha-saroddhara (1, 62) spells out that
the Jina must neither be represented as an old man
not as a boy, but that he myst always be in the prime
of his youth, and utterly peaceful (viddhatva- b3lya-
rahitingam upeta—ééniim). This text adds that the Jina
image must be devoid of hair or nails (nakha-ke$a-hinam),
and Pratishtha-sara-samgraha (4, 1, 2 and 4) fur-
ther adds that no hair on the arm-pit or any other part
of the body, not even the moustache-line, must be shown
(kakshadi-roma-hinaihgam $masrulekha-vivarjitam).

The last mentioned text prescribes that the height
of the image of Jina (bimbam jinendrasya) must be
equal to oné hundred and eight angulas (see ANGULA)
in terms of the image’s own finger-breadth (nijangula-
pramanena-ashtangula-satayutam). The plumb-line must
pass through precisely the centre of the body of the image
making an identical division of right and left, in measure-
ment as well as appearance (sama-siitra-bhagam).

The image may either be standing (@irdhva) or seated
(upavishta); no other posture is permitted. When stand-
ing, the body must be perfectly erect (rjvakara, tju-
sthanaka), with the arms hanging straight down at the
sides (larhba-hasta-dvaya), and with no bend anywhere
in the bady. This is known as ‘drdhva-pratima’( Viveka-
vilasa, 1, 1281) or as the ‘kayotsarga’ posture (see
KAYOTSARGA). When seated, the image assumes the
lotus posture (padmasana or paryafkasana); and even in
this posture the torso is perfectly upright; the legs are
crossed and the hands are brought together without vio-
lating perfect right-left correspondence.

The mood of the Jina image is prescribed to
be one of complete renunciation (vairagya-bhishita-
gunam), and to be made as engaged in penance
(tapasi prasaktam) or absorbed in yoga (yogam
latpara atmakam) (Pratishtha-saroddhara and
Manasara ). Hemachandra mentions twenty-one su-
pernatural features (atiayas) that must distinguish the
lJina image ( Abhidhana-chintamani).

While the Jina images themselves must be left
severely unornamented and unclothed, the seat on which
they are situated, the back-drop and the attendants
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may be elaborately and tastefully decorated. The seat
(sirmhasana) may have gods and fairies, elephants and Ii-
ons (suradyair gaja-sifmhair vibhishita), and religious sym-
bols like dharma-chakra may adorn it; at the sides of the
Jina may be yakshinis (tat-parsvayos cha yakshini). Be-
hind the Jina may be the design of a spreading Asoka
tree, with celestial beings playing on musical instruments
(asokadruma-patrais cha deva-dundubhi-vadakaih). The
aureole (prabha) may be splendid, - and the back-drop
may be surmounted by triple-parasol (chhatra-traya). At-
tendants with fly-whisk (chamara-dharini) may also be
shown.

The expression Jina is taken to signify conquest
over the inner enemies like passion and hatred (raga-
dveshadi-riipan aratin jayati nirakaroti iti). And texts
like Pravachana-saroddhiara mention several types
of Jinas. There are Jinas who are so called (viz. the
tirthankaras), e.g. Rshabha, Nemi-natha, Paréva and
Mahavira (see TIRTHANKARA). These are known as
‘nama-jinas’. The images of the Jinas when cast in gold or
carved in stone, and duly installed are known as ‘sthapana-
jinas’. Some persons of spiritual eminence who possess
some qualities of the ‘nama-jinas’ and were contempo-
raneous with them are called ‘dravya-jinas’. Saints who
have been admitted into the ‘samavasarana’ audience of
any ‘nama-jina’ are known as ‘bhava- jina'.

For details concerning the first of these Jinas (viz.
‘nama-jina’), who indeed are the linas proper, See
TIRTHANKARA.

JOGESVARI

A form of the mother-goddess, known as Arnbe-
Jogai in Maharashtra. According to Sakti-sarngama-
tantra, she is three-eyed and ten-armed; she has a
fierce face with terrible tusks (darishtra-karala-vadana)
and long tongue which is thrust out (dirgha-jihva). (see
YOGESVARI)

JNANA-KETU

Name of a bodhisattva, yellow-complexioned (pita)
and two-armed, carrying in his right hand the gesture of
boon-bestowal (varada) and in his left hand the banner
of the wishfulfilling gem (chintamani-dhvaja).

JNANA-DAKINT

Dakini is the name for the feminine counterpart
of a bodhisattva (also called sakti, vidya or prajia)
(see DAKIN{). This particular dakini is the consort of
Yogaribara (see YOGAMBARA); but she is also repre-
sented as solitary. When shown with her consort, she
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is in a fast embrace in his arms (yuganaddha, or yab-
yum). She is blue—black (krshna) or white ($ukia) in
body-colour, and is decorated by yellow serpents (pita-
bhujahga-bhushana). When she is solitary, she has three
faces and six arms. Her main face is blue in colour
(milasya), while the face to the right is white ($ukla), and
the face to the left is red and amorous (rakta-srngara). In
her three right hands she carries upturned (rdhvi-krta)
khatvanga, axe (parasu) and vajra; and in her three left
hands bell (ghanta), skull filled with blood (rakta-piirna-
kapala) and sword (khadga). The divinity is regarded as
an emanation of Akshobhya (see AKSHOBHYA)

JNANA-DAKSHINAMORTI

A form of Dakshina-mirti (see DAKSHINA-MURTI)
emphasizing the aspect of personifying spiritual gnosis

(jAana). It corresponds closely with another form known
as Vyakhyana-dakshinam@rti (who is represented as im-
parting this gnosis to the sages seated around him) (see
DAKSHINAMURT!).



Siva in this form is four-armed. His normal right
hand assumes the protection along with the mark of wis-
dom (jRanamudra, abhaya), and the correspondig left
hand that of boon-bestowal (varada); or the latter may
just stretch across like a stick (dandakara). His upper
right hand carries a rosary (aksha-mala) and the corre-
sponding left hand fire (vahni) or serpent (vyala). His
body-colour is pure white (Suddha-sveta-nibha) and he is
seated in virasana (see VIRASANA): his right leg hang-
ing down, and the left leg resting on the seat, and the
left foot kept on the right knee.

~ He wears his braids of matted hair in any one of
the conventional varieties like jatd-bandha, jata-mandala,
or jata-bhara (see JATA); or he may secure the braids
with a band above the forehead (pattika-bandhana). On
his head are stuck wild flowers like dhurdhura (dhatura),
and aragvadha, and leaves known as naga-patra; there
will also be the crescent moon. He is three-eyed,
and wears tiger-skin (vyaghra-charmambara), or white
silken garment (divyambara) on his waist, and an upper
cloth. {uttariya). He wears white sacrificial cord (ukla-
'yaj'ﬁdbav’uta) and other ornaments. He is seated under
the banyan tree (adhastad-vata-vrkshasya)and on a rock
($ailad irdhvam) (cf.Amsumadbheda,75th patala,
Silpa-ratna, 22nd patala and Uttara-kamika, 51st
patala).

Vishnu-dharmottara prescribes that he must
be seated upon a white lotus (sitambujastha), and must
be shown as communicating wisdom to the sages around

“him (jianam munibhyah pratipadayantam). His normal
left hand should carry a book, which is the symbol of all
‘scriptures (vame pusiam akhilagamadyam).

~ JNANA-PARAMITA

One of the twelve ‘paramita’ (perfections of human
virtues) goddesses of the Mahayana Buddhist pantheon
(see PARAMITA). She represents spiritual knowledge
and is white-complexioned and two-armed; she is seated
in lotus posture. She carries in her left hand a branch
of the bodhi-tree, bedecked with various jewels and fruits
(n@na-ratna- phalalankrta-bodhi-vrksha-dhara) and jn her
right hand the banner of wish-fulfilling gem (chintamani-
dhvaja).

JNANA-MUDRA

The posture of the right hand (in the images of
divinities like Dakshina-miirti and Subrahmanya and in
portrait-icons of saints like Sarmkaricharya and Tiru-
inana-sarmbandha), which denotes the possession and
communication of the highest wisdom (gnosis) that lib-
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erates the beings from phenomenal bondage. The top
of the fore-finger (representing the individual or jiva) is
made to rest on the top of the thumb (representing the
cosmic spirit, God or isvara), suggesting union or absorp-
tion (sayujya) or awareness on the part of the individual
of belongina to Godhead entirely (Sesha-bhava).

JNANA-VASITA

One of the twelve vasita (‘control over obstruction’)
divinities, who are regarded as spiritual daughters of the
dhyanibuddha Amitabha (see AMITABHA). She is white-
complexioned and two-armed, carrying in the right hand
a lotus, and in her left hand a sword resting on blue lotus
(nilotpalastha-khadgadhara).

JNANA-SAKTI

One of the five ‘powers’ that successively evolve
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from Siva, symbolizing omniscience. The five ‘powers’ are
in order: Pari-éakti (transcendental), Adi-sakti (primor-
dial), lcchha-sakti (will), Jiana-sakti (gnosis)and Kriya-
§akti (emergy, action). These powers are also called
Santyatita, Santi, Vidya, Pratishtha atd Nivrtti respec-
tively. The last three are frequently iconographically rep-
resented. The three eyes of Siva are said to represent
these three $aktis (see SADASIVA). The trident (tri-
§iila) and vajra are interpreted to symbolize these pow-
ers. The jiiana-sakti aspect is personified in Jiiana-$akti-
Subrahmanya (see below).

JNANA-SAKTI-SUBRAHMANYA

One of the aspects of Subrahmanya (see KARTIKEYA,

SUBRAHMANYA). Kumara-tantra mentions a form
known as Saktidhara, and Sakti here is interpreted to rep-
tesent jiana-Sakti (see above). But Sakti is a weapon
held in the right hand of this form, which is two-armed.

(old Mysore drawing)

The vajra held in the left hand is three-pronged, and sym-
bolizes the three powers iccha, jiiana and kriya, operating
together.

Sri-tattva-nidhi describes the form known as
Jinana-$akti Subrahmanya. The god here is white-
complexioned, one-faced, two-eyed and four-armed. On
the head is the crown of matted hair (jata-mukuta) or a
golden crown studded with gems (hema-ratna-kiritinam).
He wears a garland of white ‘arka’ flowers (Svetadrka-
pushpa-mala), and his body is smeared with fine sandal
paste (divya-gandhanuliptanga). He wears a white sac-
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rificial cord (Sukla-yajiiopavitinam). In his four hands he
carries §akti, {owl (kukkuta), vajra and the gesture of pro-
tection. The text describes this form as the union of Siva,
Sakti and Wisdom (Siva- sakti-jiiana-yogam), and as per-
sonifying the power of gnosis (jAana-Sakti-svardpakam).

JNANA-SAMBANDHA

Also called Tiru-jfiana-sarhbandar, he is a celebrated

7\
s

Y

>

Saiva devotee, included among the 'sixty-three ancients’
(see ARAVATTU-MUVAR).
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JYESHTHA-DEVI

Also called Alakshmi (see ALAKSHMI), this deity
who is altogether ungainly in appearance and evil in influ-
ence, is worshipped in a corner of many temples in South
India (and hence known as Mii-devi, ‘the goddess of the

(stone, Sundaresvara temple, Pallava-rayan-pettai)

corner’, where the sweeping broom is usually kept). Her
origin is ascribed to the churning of the milky ocean by
the devas and asuras for obtaining armbrosia (amrta) (cf.
Suprabheda, 45th patala). She came out of the ocean
even before Lakshmi appeared, and therefore she is called
Jyeshtha (‘the elder’). She emerged immediately after
the all-devouring poison, Kala-kiita, emerged, and so her
colour is black like ink or collyrium (snigdhafijana- nibha:
afijana-sankasa; kalaijana-nibha). Her character agrees
with her complexion.

We have accounts of the iconographic forms of this
goddess in many texts like Vishnu-dharmottara,
Amsumadbheda (49th patala), Suprabheda (45th
patala) and Piirva-karana (12th patala). Descriptions
agree in most of the details. She is two-armed and two-
eyed, with an upturned nose (tunga-nasika), high cheeks
(pina-ganda) and hanging lower lip (larmboshthi). Her
breasts, immense but sagging, come down as far as her
navel (ana-stana-bharodarT). Dark in complexion, she
wears red garments (rakta-vasasi). She carries in her
right hand a blue lotus (utpala or kumuda), and her left
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hand rests on the seat (pithe vama-karas sthitah). She
is bedecked with all ornaments, and her hair is done up
in an elaborate knot (sa-dhammila-Siroruha): and there
are blue curls at the parting of hair above the forehead
(nilakalaka-simanta). According to Sri- Vidyarnava-
tantra, she is four -armed, carrying noose, goad and
two golden pots.

Jyeshtha is seated on a throne (bhadrapitha) or
on lotus with both her legs dangling in front of the
seat. Seated by her sides are a man (to her right)
and a woman (to her left). The man is bull-faced
(vrshasya), white-complexipned and large-bodied (Sveta-
varna—mahi-kiya), bedecked with ornaments and wear-
ing a crown (kirita-mukuta) and silken garments (dukiila-
vasana). His right leg hangs down, while the left leg is
placed on the seat in ‘utkutikasana’. He holds in his right
hand a cudgel (danda), and in his left a rope (siitraka);
or he assumes the ‘Sichi-hasta’ (pointing or warning)
with his left hand. Some texts (A msumadbheda and
Suprabheda) prescribe that a red-coloured bull also
must be shown with him (vrshabham tatha).

The damsel on Jyeshtha’s left side is pretty and
youthful (yauvananga), bedecked with all ornaments. She
is dark-complexioned (krshnafjana-nibha), and she wears
red garments. On her head she wears karanda-mukuta.
She sits, with her left leg hanging down and the right
folded and resting on the seat (utkutikasana). In one of
her two hands she holds a blue lotus (utpala). According
to Piirva-karana (12th patala), the man on the right
is the son, and the woman on the left is the daughter, of
the goddess Jyeshtha (kanyaka-putrakau devyah).

Jyeshtha is further distinguished by crow as her ban-
ner (kaka- dhvaji) (Amsumadbheda), and donkey as
her mount (khararidha) (Suprabheda). She is de-

scribed in the latter text as the wife of Kali, the evil
(Kaleh patni).

JVALJJIHVA

The form of the goddess Durgi, assumed to kill
the asura Rakta-bija. She is four-armed carrying sword
etc. (khadgadi-dharini) and red—complexioned (rakta-
varna). Her breasts are covered by entwined serpents
(vyala-kafichuka-dharini). She wears a garland of severed
heads (runda-mala-dhara). She has tiger as her mount
(vyaghraridha). She is so called because she puts out
her tongue which is flaming.

JVARA-DEVA

Fever personified is supposed to be an aspect of Siva,
and texts like Mahabharata ($anti-parva, ch.283)
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and Vishnu-dharmottara (3, 73) provide an icono-
graphic form for it. The origin of his form is ascribed to
the sweat that fell from Siva's forehead (when he de-
stroyed Daksha's sacrifice at Gaiga-dvara). The sweat
as soon as it touched the earth transformed itself into a
terrible monster who blazed forth like fire. The form that
emerged combined the appearance of a hawk (Syena) and
owl (ulika). The monster's complexion was dark and he
wore garments which were blood-red in colour. He was a
dwarf in stature, and his eyes were staring. The hair on
the head stood erect, and the green moustaches bristled.

Vishnu-dharmottara (3, 73, 40) describes the
form as possessed of three legs (tri-padah), three eyes,
three mouths (tri-netrair vadanais tribhih) and three arms
(tri-bahu); his eyes are agitated (vyakulekshana). An ac-
count in the Mahabharata provides him with three-
heads, six hands, nine eyes and three legs.

JVALA-NARASIMHA

One of the seventy-four forms of Narasirhha (see
NARASIMHA) mentioned in Vihagendra-samihita
(4, 7-15). It is also counted among the ‘nine Narasirihas’
(nava-narasimha). The form is said to be the dazzling
flame (jvala) that flashed forth from the golden pillar
(hiranya-starinbha-saribhiiti) in order to eliminate the suf-
fering of his devotee Prahlada.

This form is distinguished by the mass of burn-
ing flames that rises from the mouth (jvala-jvalaj-jatila-
mukha), which has sharp tusks (tikshna-darishtra). The
flames of fire consume as they rise the host of vampires
(jvalad-anala-sikha-grasta-vetala-varga). The three eyes
burn like hot sun (samudyat-dinakara-sadrsas-trikshana).
And the hairs bristle with excitement (sariwvarnbhoddhiita-
roma). The thundering sound coming out of him
resemble the roar of a great sea (dhvani-rachita-
maharmbodhi-ghosha) (Praparicha-sara-samgraha,
part If, p.657).

JVALA-MALINT

A form of the mother-goddess, who is represented
as garlanded by flames. She is red in body-colour (rakta-
vamna) and is dazzling like the all-devouring fire at the
end of the aeon (kalpantagni-sama-prabha). She has six
faces, all of which are smiling (smita-mukhais shadbhih),
and twelve arms. She is bedecked with all ornaments.
She carries in her right hands goad (ankusa), sword
(khadga), sakti, bunch of darbha-grass (susara), bow
(chapa) and the gesture of protection (abhaya), and in
her left hands noose (pasa), shield (kheta), lotus (kanja),
arrows ($ara), spear (Sila) and gesture of boon-bestowal
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(bronze, from Hosa-basadi,Mudabidri)

(varada). She is surrounded by vultures, according to
Sri- Vidyarnava-tantra).

Jvala-malini (also called Jvalini) is the yakshini of
the eighth tirthankara, Chandra-prabha. The Digarbara
account makes her white-complexioned ($veta) and eight-
armed. She carries in her hands on the right side
fish (kandam), sword (khadga), arrow (bana) and tri-
dent (trisila), and in her hands on the other side discus
(chakra), bow (dhanus), noose (pasa) and shield (kheta).
She rides a buffalo (mahishariidha). The Svetarnbara ac-
count, which gives her name as Bhrukuti, provides yeliow
for her body--colour (pitangi) and four arms. In her right
hands she carries sword (asi) and mallet (mudgara), and
in her left hands truit (phala) and axe (parasu). Accord-
ing to Hemachandra, her mount is swan (marala- yana),
while the text Achara-dinakara makes her ride a cat
(bidala-gamana).
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