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INTRODUCTION

This is the third of the five volumes that have been planned to be brought out by
the Kalpatharu Research Academy, Bangalore. The volumes follow the Sanskrit
alphabetical order (akaradi) to facilitate translation into Indian Languages. The entries
include not only the classical Hindu gods and goddesses, but also divinities
worshipped by Jaina (both Digambara 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-Samhita, Manasara,
Kasyapa-silpa, Karanagama, Saktagama, |sana-siva-gurudeva-paddhati and the
Vaishnava textsLlike Sadhana-mala for (Mahayana deities) and Rupa mandana (for
Jaina images). Most of these entries have been illustrated by line-drawings of images
in temples, basadis and museums. Topics of marginal interest (eg. temple
construction, image making and worship rituals) have also been included here. -

The second volume, which was published last year, covered the consonants of
the first two groups (beginning with ‘ka’ and ‘cha’). The present volume covers the
groups of consonants begining with ‘ta’ and ‘ta’. Among various synonymous names
of gods and goddesses, the better known ones have been selected for providing
detailed information, while cross-references have been indicated for others.

Many of the illustrations in the volume are reproduced here with the kind
courtesy of the Director, All India Handicrafts and Design development Centre
(Government of India), Bangalore. | am indebted to him as well as to the design artists
of the centre, Sri Appukuttan Achary, Sri K.V. Bhandari and Sri. M.S. Raman. The
other line-drawings appearing here were 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. Somayaiji, Director of the Kalpatharu 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 Payonidhi Printers Pvt. Ltd., who have
printed this book neatly.

Bangalore. S.K. Ramachandra Rao
20.05.90
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PRATIMA-KOSHA

ENCYCLOPAEDIA OF INDIAN ICONOGRAPHY
VOLUME Il

TANKA
Hatchet or stone-cutter's chisel (grava-
darana) is one of the weapons held by Siva and his
attendants as also by other gods and goddesses
with a fierce aspect. The iconographic model is an
artistic stylization of the original weapon used for
cutting stone.

Tanka

DAMARU

A folk or tribal musical instrument belonging
to the percussion family used extensivly in the
countryside by acrobats, street- dancers, priests
and shamans, especially of the Tantric persuation.
it is a sort of kettledrum, but very diminutive in
size, and held in the hand. It is made of two in-
verted bowls (gutika-dvaya) of wood or clay,
joined at the bottom and the open ends being
covered with parchment or membrane. Strings
with beads at their ends are attached to the
slender middle portion (kshina-madhya, where
the two inverted bowils are joined). When the drum
is turned on the hand, a rattling sound is produced
in rhythmic patterns, as the beads strike the
membrane on the open ends alternately.
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It is usually held in the right upper hand of the
dancing Siva (see NATARAJA), and a variation of
this instrument (having one end open and the
other covered by parchment or membrane, and
the sound being produced by using a thin strip of
wood which is rubbed against the membrane) can
be seen in the hand Bhikshatana form of Siva (see
BHIKSHATANA MURTI and SIVA).
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DAKINI

It is a group of female spirits or imps, who at-
tend on major goddesess of the fierce aspect like
Kali and whose function is to assume terrible
forms to instil fear in the hearts of enemies and
devotees alike (daya, bhaya-danaya, akati,
kutilam vrajati). However, they can also be
benevolent spirits and guide the devotees along
the right path. In Vajrayana, the dakinis are spe-
cially invoked for assistance in spiritual practice.

Dakinis are classed among Yoginis (see
YOGINTI) of the tantrik cults. There is an ideology
of yoginis presiding over the eight groups of let-
ters, beginning with ‘a’, the initial letter of the
Sanskrit alphabet. The first group beginning with
‘a’ and comprehending all the vowels is repre-
sented by Dakini; the third (beginning with ‘ka’),
by Rakini; the third (beginning with ‘cha’) Kakini



and so on. Each of these goddesses is regarded
as the concrete form of the seed-syllables
(matrka-stha-rupinah).

The legendary origin of the minor goddess
with this name who is worshipped by Indian
t@ntriks is ascribed to Sivaditi. When Siva, in in-
dignation, beat the ground with his matted hair,
Siva-dlti sprang up to devour the whole world.
However, she retired to the Blue Mountains for
austerities and she was persuaded to come out
when gods and men were tormented by the
demon Ruru, a descendent of Hiranyakasha.
Sivadti gave a laughter of derision, and from this
laughter burst forth Dakini and Sarhkhini who
wrestled with the hosts of demons, while $iva-diti
attacked Ruru (see SIVADUTY).

A tantrik goddess of wide popularity, Chhin-
namasta is represented as flanked by two atten-
dants, Dakini and Varnini. Chhinna-masta herself
is called Para-dakini (see CHINNA-MASTA).
Another deity of Vajrayana of Chakra-samvara-
tantra lineage is Vajravarahi who is also called
Dakini (see VAJRA-VARAHI).

A ritual known as Pithori-devi-vrata, per-
formed during the dark night (amavasya) of the In-
dian month Sravana involves the worship of
yoginis. One of the major yoginis invoked on the
occasion is Dakini.

According to Sri-vidyarpava-tantra tradition,
Dakiniis a goddess, seated on a lotus with sixteen
petals; she has four hands holding trident (tridTla),
cup (patra) filled with sweet rice-pudding (payasa)
or blood (rakta), the magical cudgel known as
Khatvanga, and shield (charma). She is three-
eyed, and she wears a garland of severed heads.
Her body-colour is given as red (rakta). Her wor-
ship is done for pacific (saumya) ends or for
violent (ghora) purposes. In the former case, she
is visualized as drinking payasa, while inthe latter
she is imagined as drinking human blood.

In the Tibetan lore, the dakinis (mKHah-
hGro-ma, pronounced khadoma) represent wis-
dom (daka, jiana) and are helpmates to the
spiritual practitioners. Five goddesses of wisdom
are recognized: Buddha-dakini, Vajra-dakini,
Ratna-dakini, Padma-dakini, and Karma-dakini.

Each of them is believed to have a hundred
thousand attendent-dakinis, all with extraordinary
faculties and powers. Iconographically, a dakini is
shown as a bewitching fairy, well- decorated and
two-armed; usually she stands in an alidha pos-
ture (see ALIDHA). The dakinis are said to be
guardians of dharma. The tantrik adept looks upon
a specific dakini as his wise sister, and looks for
periodical guidance from her; she is his guardian
angel and patron-fairy.

DAMARA

An attendent of Siva and guardian of the holy
precincts (kshetra- pala), he is included in the
forty-nine classes of Kshetrapala (see KSHETRA-
PALA). Heé holds a hatchet (tahka) in his hand.
Varahi-tantra (sixth chapter) enumerates six
Damaras. Yoga-damara, éiva-gimara, Durga-
damara, Sarasvata-damara, Brahma- damara and
Gandharva-damara. Associated with Damara is
the goblin, who invariably accompanies him, and
hence the expression ‘bhuta-damara’.

DIMBHA
A name of Ucchhushma-jambhala (see
UCCHHUSHMA-JAMBHALA) in his fierce aspect.

I?OMB?

One of the eight forms of Gauri (see GAURI)
incorporated in the Vajrayana pantheon, and
popular in Tibet. She is represented as two-armed,
holding a banner (pataka) in one hand, and as-
suming the gesture of tarjani (see TARJANI) in the
other. She wears round her neck a garland of
severed heads. She is multi-coloured in body
(vidva-varna).

The other seven forms are also two-armed,
and the tarjani gesture is shown in one of the
hands. The body-complexion and the weapon
held in the other hand vary: (1) Gauri (fair-com-
plexion; goad); (2) Chauri (yellow-complexion:
noose); (3) Vetali (red-colour; Khatvanga); (4)
Ghasmari (green; warbell); (5) Pushkasi (blue;
water-pot); (6) Sabari (white; mount Meru); and (7)
Chandali (dark-clour; pot of fire).
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DHALA
Broad shield, used in warfare, to cover the
entire body (dhaukate avrnoti $ariram), it is seen
in the hands of divinities like Virabhadra, Anna-
purna and Durga.

DUNDHI
More properly Dhundhi (from dhaudha an-
veshane, “to seek out, to search"), it is a form of
Ganapati (see GANAPATI) worshipped in
Varanasi, especially on the fourth day of the bright
_half of the Indian month Magha. His worship is said
to secure for the pilgrim the tull benefits of the visit
to the holy place (kshetra- siddhi). It is customary
for all pilgrims to have a look at this Ganapati
before they visit the main shrine of Vidvanatha;

hence the name TAKSHAKA

Dhundhi, the one who is sought after
(dhundhyate bhaktaih)

Dhundi Ganapati

TAKSHA (KA)

The word, derived from the root ‘taksh’
(meaning “to reduce by cutting, paring or plan-
ing"), generally denotes carpenter (takshnoti
kashtham). The expression is as old as RgVeda
where it signifies the work of a cartwright
(rathakara) (‘takshan.ratham", 1, 3, 1). But the
word is often employed to refer to any craftsman
or sculptor, working in stone, wood or metal. In
early literature, it is synomymous with Tvashta as
creator and all- maker (Brahma, Vi§va-karma), and
as the maker of all things with form (rupa-krit) (see
TVASH'[K).
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Inthe geneology givenin puranic works, Tak-
sha (ka) is the son of Manu by the daughter of
Nala. He is one of the four legendary master-
craftsmen, who were progenitors of all the
craftsmen in the world. From the four faces of the
primordial “all-maker”, these four master-
craftsmen known as Silparshis emerged: Viéva-
karma in the East, Maya in the south, Manu in the
West and Tvashta in the North. Viéva-karma mar-
ried the daughter of Indra and begot Sthapati
(chief architect and designer); Maya married the
daughter of Surendra and begot Sutra-grahi
(master of measurements and planning); Manu
married the daugher of Nala (another celebrated
craftsman), and begot Taksha (ka) (sculptor,
skilled stone-cutter and carpenter); Tvashta mar-
ried the daughter of Vai$vanara, and begot
Vardhaki (joiner and carpenter).

Another account makes Taksha (ka) one of
the five sons of Vardhaka, who was the son of
Sanatana (viz. Maya), who in turn was the off-
spring of Viévakrma (see TVASHTA for details)

TAKSHAKA

One of the eight legendary dragons (naga,
serpents) (see ASHTA- NAGA), residing in the
netherworlds (patala) or in the forest known as
Khandava. Friend of Indra, Takshaka was one of
the sons of Kadru from Kagyapa (grandson of
Brahma and son of Marichi). He is famous as one
responsible for the death of the pious monarch
Parikshit (grandson of Arjuna), and as one who
received the spirit of the folk-hero and demi-god
Bala-rama (see BALA-BHADRA) in the nether-
worlds (cf._Mahabharata, Mausala-parva, 4, 15).

Takshaka is represented as one of the orna-
ments on the body of Garuda (see GARUDA). He is
also worshipped in stone-effigy in some of snake-
shrines of Kerala.

TANDU

A door-keeper and attendant of Siva in
Kailasa, he in reputed to have taught the art of
dance to Bharata (hence the name of a dance-
form, tandava).



TATTVA

The word (literally ‘that-ness’. ‘'such-ness’)
means truth, reality. principles of existence and
metaphysical categories. Inthe context oficonog-
raphy. the daiva-agama texts and Paficharatra
texts deal extensively with this philosophical prob-
lem in so far as it relates to image-making, con-
templation and worship. The $aiva-agama
position in this regard. for instance, has been ade-
quately and excellently summarized in Bhoja's
Tattva-prakda. which has been ably annotated
by $ri-Kumara and Aghora- $ivacharya, the latter
on the basis of Mrgendragama (for details cf. S.N.
Dasgupta: A History of Indian Philosophy, Vol V,
pp. 159 fn). The Paficha-ratra texts like iSvara-
sarhhita, Ahirbudhnya- sarhhita and Parame$-
vara-samhita deal with this problem with a
Vaishnava outlook; and Madhva's Tantra-sara
which prescribes deities for meditation on the
basis of tattvas, also followed the Pancharatra
tradition.

The tattva-ideology in all these texts is heavi-
ly indebted to the Samkhya doctrine of twenty-
four (excluding purusha) or twenty- five (including
purusha) tattvas. But the Saiva-dgama enu-
merates and describes as many as thirty-six tat-
tvas. The basic tattva in Saiva or Vaishnava texts
however is but one (Siva or Vishnu); and all other
tattvas are derivative and secondary in character.

In the Saiva-agama tradition, the categories
of reality (tattva) are broadly regarded as three-
fold on the basis of ‘kala’ (meaning limbs, forms,
aspects, members): (1) nishkala, formless,
transcendental, suble and undifferentiated. called
Siva-tativa; (2) niskhala-sakala, both subtle and
gross (sukshma- sthula), with and without form,
transcendental as well as immanent called
Sada$iva-tattva (also called Prabhava) with five
pure emanatory aspects ($aktis; para, adi, icchha,
jhana and kriya, to be explained later); and (3)
sakala, gross and immanent, with forms and
aspects, called Mahe$a-tattva (Vatulagama, 1, 15-
22, $ivas sadasivad chaiva mahedas tridha).

The most important category in this tradition
is Siva, the supreme and exceedingly subtle tat-
tva, all pervasive and devoid of boundaries. The
word Siva is irregularly derived to suggest fulfil-

ment of desires of devotees (vaé kantay ). The
category is described as chid-ghana, pure con-
sciousness which has assumed substantial form,
involving the ability to know and the ability to act
(chaitanyam drkkriya-rupam iti chid eva ghanam
deha- svarpam yasya sa chidghanah). It is,
therefore, that the category became responsible
for creation, maintenance and dissolution of the
world, as well as for binding the individual souls
and liberating them. These five aspects of
phenomena are collectively called ‘paficha-krtya’
of $iva: srshti, sthiti, pralaya, tirodhana and mukti.

On this basis, the categories are three-fold:
Pati (the Godhead diva, including his energy or
akti, cf. Bhoja; Tattva-prakada, éiva-$akteh pati-
padartha etc.,), PaSu (the individual souls, subtle
or ‘anu’ in form, but dependent upon the Pati
category). and Pasa (the five bondages which af-
flict the individual soul and prevent him from
reaching the Godhead). The Bondages are: (i)
malam (stain, which is beginningless and nonspir-
tual, which is responsible for our present physical
forms and our surroundings, and which serves to
obscure our power to know and the power to act),
(i) maya (some sort of substantive entity, which is
the material cause for the phenomenal world, and
which is the original and primal cause of-bondage,
and which has products known as ‘mayeya’); (iv)
mayottham akhilam jagat (entire phenomena
which has arisen on the basis of maya); and (v)
tirodhanakari gaktih (the power to bind and veil).
These five are called in Bhoja's Tattva-praka$a,
‘artha-panchaka’ (or five objects).

Another classification of categories is in ac-
cordance of purity or otherwise (Suddhi). There
are three main groups: (i) the pure categories
($uddha-tattva), consisting of Siva and his energy
(Sakti) together called ‘Siva-tattva’, and three
other categories (together called vidya-tattva) that
have evolved from this tattva, viz. Sadadiva, Is-
vara, and Vidyeévara (or $uddha-vidya); (i) the
pure and impure categories (Suddhasuddha-tat-
tva) seven in number, which include maya (the
veiling power), kala (time), kala (action), vidya
(knowledge), niyati (destiny), raga (attachment)
and purusha (person, pure in himself but stained
by the above categories); and (iiij the impure
categories (a$uddha- tattva), which include
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avyakta (the unmanifest equipoise of gunas), bud-
dhi (consciousness which is individuated), aharn-
kdra (ego), manas (mind), jhanendriyas (five
faculties of perception viz. vision, audition, olfac-
tion, gustation and tactation), karmendriyas (five
faculties of action, viz. speech, prehension,
locomotion, elimination and reproduction), tan-
matra (five primary elements, earth, water, fire, air
and akasa) mahabhuta (four gross elements, viz.
excluding earth), and prthvi (earth).

Altogether, the list has thirty-six categories.
Trilochana-  §ivacharya's Siddhanta-saravali
regards the first two categories (Siva and Sakti) as
‘Siva-tattva’ (the principle of Godhead), the next
three (Sadaéiva, I$vara and Vidyeévara) as 'vidya-
tattva’ (the principle of knowledge) and the rest of
the list (from maya to prthvi) as atma-tattva (the
principles of individual existence).

In the three-fold classification of categories
basd on kala (meaning forms, members, aspects,
details), already given, the first (viz. nishkala) is
known as ‘tattva’, the second (viz. sakala-nish-
kala) as ‘prabhava’, and the third (viz. sakala) as
‘murti’, the groups consisting of one, five, and
twenty-five categories respectively (altogether
making thirty-one categories in this enumeration).
The five categories included in the second group
are in the nature of pure emanations from the first
group (hence called ‘Siva-srshti). From the
supreme, subtle, all-pervasive and inscrutable
Siva emerges the transcendental energy (called
para-éakti), as the one, thousandth part of Siva. As
one thousandth parn of this transcendental energy
comes forth original and primal energy (called adi-
4akti). In the same manner, th volitional energy
(icchha-dakti) comes from the primary energy,
and from that the energy of knowledge (jnana-

dakti), and from that the energy of action (kriya-
4akti). -

These five emanative energies are also
called ‘$antyatita’ (the original source enabling the
individual souls attain the sat- chit-ananda of God-
head), ‘éanti’ (for it pacifies mala, maya and
karma), ‘vidya' (for it serves to understand maya),
‘pratishtha’ (for it establishes the purusha
category in the welter of inert matter), and ‘nivrtti’
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(for it facilitates the individual souls to experience
the effects of their actions).

The doctrine of tattvas in Saiva-siddhanta
has another dimension to the emanatory forms.
From one-tenth part of the transcendental energy
(para-$akti) arises the first Sadasiva-tattva (the .
third in the list of thirty-six categories), also called
Siva-sadakhya or Vamadeva. It is in effect Siva,
pure and all-pervasive subtle light, without from
(nishkala). From one-tenth part of the original and
primal energy (adi-$akti) arises the second
Sadadiva- tattva, also called 'amurta-sadakhya’
(formless) or iéana. It is like an effulgent pillar of
light, whose brilliance is like unto the light shed by
a crore of suns arisen at once. This pillar is techni-
cally known as ‘divya- linga' (divine symbol) or
‘mula-stambha’ (primal pillar).

From a tenth part of the volitional energy
(iccha-4akti), the third tattva comes into being,
and this has a concrete form (hence called smurta-
sadakhya). It is visualized as a brilliant pillar of fire
with flames rising from the top of it. It is also im-
agined to assume a human form with one face,
three eyes, and four arms, showing in the normal
hands the gestures of protection (abhaya) and
boon-bestowal (varada), and holding in the extra-
hands axe (paradu) and antelope (mrga). This is
sa-kala, also called Brahma.

From a tenth part of the energy of knowledge
(jhana-sakti) evolves the fourth tattva, called
‘Kartr-sadakhya;’ (so called because it is the
ability of the doer to know what he is doing) or Is-
vara. It is visualised as a ‘divine symbol’ (divya-
linga) of immeasurable dimensions and perfectly
translucent, on top of which is a human form of
Siva, four-faced, twelve-eyed, eight- eared, eight-
armed, and two-legged. The eight arms hold
spear (§Ula), axe (parasu), sword (khadga) and
the gsture of protection (abhaya) (in the four
hands to the right), and noose (pasa). serpent
(naga), bell (ghanta) and the gesture of boon-be-
stowal (varada) (in the four hands to the left).

Thefifthtattva springs from a tenth part of the
energy of action (kriya- 4akti); it is called ‘karma-
sadakhya' or I$a. It-is the divine symbol (divya-
linga) on a pedestal (pitha). Siva here is visualizd
in the iconic form, perfectly white in colour like



unto the jasmine (kunda) flower. He has five

heads. each facing a direction, called 143na -

(facing east). iévara (facing south), Brahma
(facing west) and 14a (facing east), and Sada$iva
(facing upwards).

The rituals of worship, installation, consecra-
tion and so on are relevant only for the 1$ana
aspect; the other aspects are meant for con-
templation by ascetic adepts and occult prac-
titioners. Each of the faces has three eyes, and a
jatd- makuta on the head. The icon in this aspect
has ten hands, holding spear, axe, sword, vajra
and gesture of protection (on the right side). and
serpent, noose, bell, fire (agni) and goad (afkuéa)
(on the left). The figure is imagined as standing on
a lotus (padmasana), splendidly attired and well-
decorated; the face beaming with a smile, and
peaceful of countenance (see éIVA).

From one-thousandth part of karma-sada
evolves the maheéa-tattva (also called ‘murti’,
short for ‘sakala-murti’), the aspect of Siva directly
involved in creation, maintenance and dissolution
of the universe, and becomes manifest to the
devotees in different sportive forms’ (I1a), twenty-
five of which are enumerated. The basic form of
Mahe€a is one-faced, three-eyed and four-armed.
There is jata-makuta on the head; and the hands
carry the gesture of protection, axe, antelope and
the gesture of boon- bestowal (in clock-wise
direction). The icon is shown as standing on a
lotus (padmasana). The sportive forms may be
seated (asina), standing (sth@anaka), mobile
(yanaka), pacific (saumya) or ferocious (ugra).

The twenty-five sportive forms (see éIVA) are
grouped into four types according to the tattva-
ideology: creation (srshti), maintenance (sthiti),
disappearance (tirodhana) and grace (anugraha).
From the Mahe$a-tattva, Rudra evolves; and from
the right side of Rudra, Brahma takes shape, and
from the left Vishnu; from Rudra's eyes sun and
moon, from his forehead Agni, from his nostrils
Vayu, and from his faces the four Vedas. Gane$a
emerges from his navel. All the sages and gods, all
the mountains and rivers, and all details of the
phenomenal world came out from the different
limbs of his body (see élVA).

It may be mentioned in connection with the
three energies (of volition, icchha; knowledge,
jnana; and action, kriya) as emanatory categories,
that the basic ideology is that of the three gunas,
viz. sattva, rajas and tamas, the concatenated ef-
fect of all three being knowledge and action.
When impulses to knowledge and action are equi-
potent and balanced, it is designated as ‘icchha-
$akti'. When, however, the knowledge element is
more prominent than the other, it is jnana-$akti
and when the action element predominates, it is
‘kriya-$akti’. (see $IVA-SIDDHANTA).

TATTVESA

The doctrine of tattvas as categories of exist-
ence forms the basis of the Pafcha-ratra,
Bhagavata and other Vaishnava systems. The
commonly accepted number is, as in Samkhya,
twenty-four (cf. Mahabharata 12, 11840 and 14,
984), although some texts enumerate twenty-
three (as in Bhagavata, 3,6,7, ff) and some twenty-
four (as in_Mahabharata 12, 11242; and
Harivam$a, 14840). When the list has twenty-five
tattvas, it includes Purusha as the Godhead, im-
manent in all the other twenty-four tattvas. Each of
the tattvas (excluding Purusha) has an aspect of
divinity presiding over the functions specific to
that tattva, and this aspect is known as ‘tattvesa’
(or tattvabhimani-devata, the deity of that
category). And immanent in each tattveda,
prompting him or her to discharge functions
relevant to that tattva, is a form of the Godhead
(bhagavad-rupa). Thus there are twenty-four
forms of the Godhead, recognised in this tradition
as Vishnu, encompassing the universe of tattvas
(see CHATURVIMSATI-MURTI).

The twenty-four tattvas are (1) the un-
manifest and undifferentiated ground (avyakta);
(2) the individualized consciousness (buddhi or
mabhat); (3) ego as individual identity and aware-
ness (aharmkara); (4) the mind (manas); (5-9) the
five organs of cognition (jianendriyas); (10-14)
the five organs of action (karmendriyas); (15-19)
the five basic elements (tanmatras); (20-24) the
five gross ingredients of the material world (maha-
bhitas). Tantra-sara provides this list, accom-
modating the tattvesas (the presiding deities) and
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the bhagavad-ripas (forms of Godhead) in the tat-
tva:

1. avyakta (unmanifest): the presiding deity
is Lakshmi (Rama); the form of Vishnu in Ke$ava.

2. mahat or Buddhi (individualized con-
sciousness): Brahma, Vayu and their consorts
Sarasvati and Bharati; Narayana

3. ahamkara (ego): Garuda, Sesha and
- Rudra with their consorts Sauparni, Varuni and
Parvati-and the eight consorts of Krshna; Mad-
hava

4. mapas (mind): Indra and Kama with their
consorts Sachi and Rati; Govinda

5. érotra (ears): the guardians of directions
(digdevata); Vishnu

6.tvak (skin); Ahamkarika-Prana; Trivikrama

7. chakshu (eyes): Sun (Surya) and Moon
(Chandra); Madhusudana.

8. nasika (nose): the Avins; Sridhara
9. jihva (tongue): Varuna; Vamana
10. vak (speech): Agni; Hrshikeda

11. pani (hands): Daksha-praje$vara; Pad-
manabha

12. pada (feet): Jayanta; Damodara

13. payu (organ of elimination): Surya
named Mitra; Samkarshana

14. Upastha (organ of reproduction):
Svayambhu-manu; Vasudeva

15. dabda (sound): Brhaspati-prana;
Pradyumpa

16. sparsa (touch): Apana; Aniruddha
17.rupe (form). Vyana; Rurushottama

18. rasa (taste): Udana: Adhokshaja

19. gandha (smell): Samana; Nrsimha

20. prthvi (earth): dhara-ani; Krshna

21. ap (water): Varuna; Hari

22 tejas (fire): Agni; Para$u-rama; Upendra

23. vayu (air): Vayu, Janardana
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24. akada: Gapeda; Achyuta

TATPURUSHA

Also called Purusha (in some texts like
Purva-karana, 65, 1-6 and_Mrgendra, ‘charya’),
this is one of the five aspects of Siva, described as
the five ‘faces’ (paficha-mukha), representing the
five quarters or directions. Tatpurusha is the east-
ern ‘face’, Aghora the southern, Vamadeva the
northern, Sadyojata the western and 14ana the
north-eastern. These five forms are said to be
emanations of the absolute, formless and un-
manifest Siva (nishkala). Each of the forms has
distinct and characteristic iconographic details
(see PANCHA-BRAHMA). Each of them is also
said to have five faces and ten arms, holding
sword, shield, bow, arrow, water-pot, rosary,
spear, lotus and gestures of protection and boon-
bestowal (according to Vishnu-dharmottarg).

Tatpurusha, however, has four faces and
four hands (according to Karanagama and gri-tat-
tva-nidhi), and holds in the hands the gestures of
protection and boon-bestowal (varabhiti), book
(vidya) and axe (kuth@ra). He is three-eyed, ac-
cording to the same texts, and is lustrous like bur-
nished gold (pradiptavid yut- kanakavabhasa). He
is white in body colour (according to Vishnu- dhar-
mottara), or golden yellow (according to Sri-tat-
tva-nidhi). He faces East, and represents the
air-element (vayus- tatpurusham’, Vishpudhar-
mottara 48, 2). Rupa-mandana describes the deity
as clad in yellow garments (pitambara-dhara) and
as hoiding in the right hand rosarv (aksha-mala)
and in the left the matulunga-fruit.

In the context of the scriptural distinction be-
tween Rudras and Sivas (see SAIVAGAMA), Tat-
purusha is classed among the Rudras (along with
Aghora and 14ana), in contradistincition to
Vamadeva and Sadyojata (who are Sivas). Rupa-
mandana enumerates Tatpurusha among the
eleven Rudras (see EKADASA- RUDRA). Among
the celebrated twenty-eight Samhita texts of
Saivagama (see AGAMA and SAIVAGAMA), five
are said to issue forth from Tatpurusha, and are
classed under Rudra-bhaga: Raurava, Mukuta,
Vimala, Chandra-jnana and Mukhabimba (texts



numbered sibxteenth to twentieth in

Mrgendragama, ‘charyd section).

The Vatulagama (7th, Brahma-patala) gives
“Om Herm Purushaya namah’ as the formula
specific to Tatpurusha. This form of Siva has four
aspects (kalds): Nivrtti (withdrawal), Pratishtha
(foundation), Vidya (knowledge) and $anti (tran-
quility): their complexions being red, black, white
and yellow respectively;and residential quarters
being east, west. south and north respectively.
The principle governing this form (tattvabrahma)
is [4vara, and the seed-syllable for the form is ‘ya'.

The gayatn for this form is ‘‘Tatpurushaya
vidmahe - (representing Santi, according to
Prapancha-sara-samgraha), Mahadevaya
dhimahi (Vidya), tanno Rudrah (Pratishtha)
prachodayat (Nivrtti)

TATHAGATA

Name of Buddha, the perfectly enlightened
one, and the saint who is utterly emancipated from
phenomenal involvement. But it also signifies the
incorruptible, inexplicable, immutable, and eter-
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nal dharma from which the human Buddha
emerged (tatha agata) and into which he passed
(tatha gata), without sutfering any change or loss.
In the Mahayana ideology. especially in China,

there are three adorables: (1) éikya. the human
Buddha who descended among mankind in order
to communicate the eternal and absolute dharma,
(2) Amita, the immeasurable and untathomable
principle of dharma (tattva); and (3) Tathagata,
the means for the preservation and propagation of
this eternal dharma.

In Vajrayana, the definitive and early text
which crystallized the esoteric thought-complex is
named after the Tathagata aspect of the Buddha.
Itis called ‘Tathagata-guhyaka’ (‘the secret teach-
ing concerning Tathagata), and is more popularty
known as Guhya-samaja-tantra, as the text deals
with the esoteric (guhya) integration (samaja) of
the body, speech and mind aspects of Tathagata.
The Tibetan practices include the preparation and
worship of ‘Tathagata-mandala’, a mystical
diagram wherein several emanative and repre-
sentative deities are arranged.

TANTRA

The word is as old as Rg Veda, and has been
used there in a vocational context. Derived
variously from the root ‘tan’ (“to spread out” vis-
tarayanti) and ‘tattri’ (“to help coordinate the fami-
ly", kutumbadharane), the word has several
meanings: loom, warp (tantu-vaya), doctrine
(4astra), system (siddhanta), book (grantha),
prescriptions (iti- kartavyata), rules (niyamadi),
and so on. $abara employs the word in the sense
of “what is performed but once serving many pur-
poses even as a lamp lit up in the midst of stu-
dents' (PUrva-mimamsa-stra, 11, 4, 1, yat
sakrt-krtam bahlinam upakaroti, yatha brah-
mananam madhhye krtah pradipah). The expres-
sion is also used to refer to two ends being
accomplished by one act (ubhayartha- prayojika).

Generally, however, the word refers to a sys-
tem of thought, a body of practices or a collection
of books, all pertaining to a single tradition. In the
early employment of the expression, there was
nothing to suggest esoteric or mystical ideas or
outlandish practices, although at a latet date
tantrik tradition stood out independenly of, and
even antagonistic to, the Vedic tradition. There
was also an attempt at reconciliation of the two
traditions, recognizing at the same time that the
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tantra was a means of procurement of mundane
satisfactions here and now while the Veda was
concerned with the hereafter (‘sarva-kama-
pradam punyam tantram vai veda-sammitam’,

Varahi-tantra).

Thetantra is primarily a collective expression
for practical discipline, derived originally from
numerous folk practices and tribal cults, and
therefore its philosophy was never crystallized or
systematized. Indeed the need was never felt, for
the instuctions were oral and their relevance situa-
tional; they also varied according to the attitudes,
needs, inclinations and abilities of the prac-
titioners. The bractical aspect of the Tantra teach-
ing was adapted to Saiva, Vaishnava, $akta,
Buddhist and Jaina ideological frameworks. Thus,
we now have tantrik traditions which are regional
and sectarian.

But some basic ideas appear to prevail alike
in all these traditions: the idea of energy ($akti);
correspondence between the structure of the
universe and that of the individual (brahmanda-
pindanda-samarasya); the tripartite division of
volition (icchhd@), cognition (jn@na) and action
(kriya) in spiritual practice; the serpentine form of
human energy dynamics (kundalini); the role of
the several psychic complexes (chakra) the
dichotomy and integration of male and female
aspects (Siva- $akti, Purusha-Prakrti, yab-yum,
yuganaddha); the supreme importance of the
master (guru) who provides initiation (diksha) and
guidance; the role of mind-control(yoga) and at-
tainment of supernatural power (siddhi); the value
of mystical formulae (mantra); mystical diagrams
(yantra); esoteric postures (@sana) and gestures
(mudra); the visualization of divinities (devata) for
spiritual and material benefits; the classification of
practitioners into sattuika, rajasa and tamasa
types; and collective worship (mandala-puja). The
employment of sex imagery with mystical over-
tones is also common, as also the use of an enig-
matic language (sandha-bhasha, ‘mystery
language’ or ‘hidden saying’).

The tantra means more frequently a book or
collection of texts, expounding a tradition of
spiritual practices and secret teachings. Not infre-
quently the two terms ‘tantra’ and ‘agama’ (see
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AGAMA) are used interchangeably. Sometimes
tantra as literary material is looked upon as four
fold: Agama, Damara, Yamala and Tantra. Tantra
is also sometimes distinguished from Agama in
the sense of being 8akta in sectarian affiliation
while Agama is Saiva or Vaishnava.

The tantrik texts in general are said to focus
attention on seven details (according to Varahi-
tantra): (1) creation (srshti); (2) dissolution
(pralaya). (3) worship of -gods (devatanam ar-
chanam); (4) spiritual practices for normal satis-
faction (sadhana); (5) magical practices for occult
and violent purposes (shat-karma); (6) ac-
complishment of mystical formulae (mantra-
purascharana); and (7) methods of contemplation
(dhyana-yoga). But they also treat of various mat-
ters incidentally, like description of holy places
(tirtha), purificatory rites, legends (puranak-
hyana), duties of a king (raja- dharma). the ehar-
acter of the times in which we live (yuga-dharma),
propriety of transactions (vyavahara), philosophi-
cal implications, mystical diagrams, rituals con-
cerning initiation (diksha) and consecration
(abhisheka). caste arrangements (var-
nasamsth@na) and stages of life (@srama).

The texts are important for us here, as most
of them contain sections dealing with iconic repre-
sentation of divinities both for worship and for
contemplation. The preparation of the images
(bimba, murti), their consecration and installation
(pratishtha), worship rituals (puja-vidhi). ap-
propriate formulae for visualization of the deities in
iconic form (dhyana-$loka), and the observances
relating to the worship (niyama) are dealt with in
most of the tantrik texts, and elaborately in some
of them.

Although the tantra is characteristically an
approach to Sakti and therefore properly
described as $akta, there are tantrik texts purport-
ing to extol Siva, Vishnu or Sakti in particular. Ac-
cordingly, they are described as Saiva, Vaishnava
or Sakta tantras. In the texts belonging to these
persuasions, tantras which are Buddhist or Jaina
in orientation are refered to as ‘upatantras’ (viz.
secondary or derived tantras); and it can be seen
that they heavily involve daiva or $akta presup
positions.



The tantrik works which are Saiva include
pure Saiva. Padupata. Kalagamana Kapalika out-
looks They are twenty-eight in number, according
to traditional reckoning (see AGAMA and $AIVA-
AGAMA). The Vaishnava-tantras are traditionally
one hundred and eight in number. grouped into
two major divisions, Vaikhanasa and Pancharatra
(see AGAMA, VAISHNAVA-AGAMA, PANCHA-
RATRA, and VAIKHANASA).

The $akta tantras, which indeed are tantras
proper. are given as sixty-four in number. The list
given in Maha-siddha-sarasvata includes: Sid-
dhidvara, Maha- tantra, Kali-tantra, Kularnava.
Jranamava. Niatantra, Phetkari-tantra,
Devyagama, Sri-krama, Siddhi-yamala, Matsya-
sukta, Siddha-sara, Siddha- sarasvata, Varahi-
tantra, Yogini-tantra, Nitya-tantra,
Ganesa-vimshini, Chamunda-tantra, Munda-
mala, Hamsa-maheévar, Niruttara-tantra, Kula-
prakasaka, Gandharvakalpa, Kriya-sara,
Svatantra-tantra, Sammohana-tantra, Tantra-raja-
tantra, Lalitha-tantra, Radha- tantra, Malini-tantra,
Rudra-yamala, B;hat-éri- krama, Gavaksha-
tantra, Viduddhegvara-tantra, Malini-vijayatantra,
Samayachara-tantra, Bhairavi-tantra, Yogini-
hrdaya, Bhairava-tantra, Sanat-kumara-tantra,
Kulachudamani-tantra, Bhava-chudamani-tantra,
Kamakhyatantra, Kamadhenu-tantra, Bhuta-
damara, Maha-kalatantra, Brahma-yamala, Viéva-
sara- tantra, Kulamrta-tantra, Kubijika-tantra,
Kali-vilasa-tantra, Maha-china-tantra and Kulod-
diéa- tantra.

Agama-tattva-vilasa adds to the above list
other tantrik texts like Vira- tantra, Kumari-tantra,
Tarini-tantra, Kali-narayani- tantra, Balatantra-
Vamake$vara-tantra, Pingala-tantra, Chintamani-
tantra, Trailokya-sara-tantra, Tri$akti-tantra, Raja-
rajeSvari tantra, Maha-moha-svarottara-tantra,
Trailokya-mohana- tantra, Mantra-raja- tantra and
Tararnava.

Most of these works have astonishingly been
preserved in manuscripts in the families given to
tantrik practices and are being studied to this day;
and quite a few among them have also been
printed.

Besides these major tantrik texts, there are
numerous major works, subsidiary in nature and
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explanatory in intent, which are widely used by the
tantrik practitioners all over the country as guide-
books. Important among them are Vishnu-dhar-
mottara (which is reckoned as a purana),
Tattva-bodha, Tara- pradipa, Bhakti- mafjari,
Prayoga-sara, Kama-ratna, Kriya-sara, Tantra-
chidamani, Sarada-tilaka, Siddhanta-¢ekhara,
Tantra-kaumudi, Mantra-tantra- prakasa, Pura$-
charana-chandrika, Sara-samucchaya, Deva-
prakasini, tantraranava, Krama-dipika,

Tara-rahasya, Prapancha-sara, Tantra- ratna,

Tantra-sara and Ratnavali.

TARUNA-GANAPATI

One of the thirty-two forms of Ganapathi (see
GANAPATI), it represents Ganapati as a youth. In
this form, his body-complexion is that of the early
morning sun (viz. red, ‘tarunarunabha’), and he
has eight hands, holding in them noose (pasa),
goad (anku$a), sweet-cake (apuUpa), wood-apple
(kapittha), rose-apple (jambu), tusk (sva-danta),
paddy-corn ($3ali) and sugarcane stalk (ikshu)

TARJANI

A hand-gesture (mudra), in which the tore-
finger is raised upright to indicate a threat or ad-
monition (tarja bharstane); the other tingers are
tolded over the palm. This is usually a posture of
the right hand in the representation of some gods
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or goddesses in their ferocious aspect (like Durga,

éiva, Subrahma nya). The posture of the hand can

also be see in the images of door- guardians

(scivara-pﬁiakas) and of Nandi (the attendant of
iva)

TATANKA

An ear-ornament, circular in shape, usually
seen on the icons of goddesses. Also called
Tadanga, it is tribal in origin, and originally con-
sisted of small-sized palmyra leaf (tada-patra)
rolled and inserted into the hole made at the lower
end of the ear. Later, the ornament was stylized.
The description of the folk goddess Manasa, for
instance, emphasizes the ‘tatanka’ as her prin-
cipal ornament and also mentions that she
belongs to the wild hunter clan (Kairati), (dhyana-
dioka, given in Sabda-kalpa- druma).
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TANDAVA

Vigorous and masculine dance. performed
by $iva (see NATARAJA), and taught by his atten-

-

Kanchipuram)
dant Tandu to the progenitor of art in India,
Bharata (and hence called Tandava). This is dis-
tinguished from Lasya, which is essentially a
feminine and delicate dance- form, and which is
said to have been first performed by Parvati (‘tan-
davam Nila-kanthah, Sarvani lasyam’). The story
is that during a session of sandhya-tandava, Siva
taught ‘tandava’ to his attendant Tandu, and Par-
vati taught ‘lasya’ to her devotee Usha, daughter
of the asura Bana (cf. Abhinaya-darpana).

The distinction between them is described in
texts as one of ‘angaharas’ in dance where rhythm
(tala-laya) is of primal importance (viz. nrtta). The
basic element in all dance is synchronization of
the movement of hands and feet, technically
called ‘karana’ (hasta-pada-samayoga). Where a
number of ‘karanas’ combine, it is called ‘anga-
hara' (altered inclinations of the major and minor
limbs of the body). it involves postures, turns and
steps. When the 'anga- haras’ are vigorous, swift
and excessive, the dance is known as tandava,
when however, the ‘anga-haras’ are delicate,
graceful and more suggestive than explicit, it is
‘lasya’ (‘madhuroddhata-bhedena tad-dvayam
dvividham punah; lasya-tandava-rupena
natakadyupakarakam).

There are many varieties of tandava.
Agastya’s Bharata-sutra enumerates as many as
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108 varieties The Agama texts of the $aiva per-
suasion describe only fifteen of them. Important
among them are said to be but seven:

(1) Kalita (Lalita)-tandava: graceful dance

signifylng creation of the universe (srshti). Siva in
this form has eight arms, holding in the extra
hands hand-drum (damaru), trident (triéTdla).
noose (pasa), skull (kapala), fire (agni) and bell
(ghanta). Of the two normal hands. one assumes
the gesture of protection (abhaya), and the other
arm is stretched across in the manner of
elephant’s trunk (gaja-hasta).

(2) Uma-tandava: signifying preservation
(sthiti) of the universe. Siva here has six arms,
holding in the right hands hand-drum (damaru),
trident (triéDla) and the gesture of protection (ab-
haya), and in two of the left hands skull (kapala, or
according to another account a staff crowned by a
bunch of peacock feathers, pincchadanda), and
the gesture of wonderment (vismaya); the remain-
ing arm is held in the posture of ‘gaja- hasta’. The
left leg is planted upon the apasmara-purusha
(see APASMARA), and the right leg is stretched
toward left. Parvati is shown standing on the left,
witnessing the dance.

This form is sometimes known as Gauri-tan-
dava but some texts (like Maya-mata) describe
Gauri-tandava as ‘bhujanga-ialita’, very similar to
Ananda-tandava to be described later. Maya-mata
prescribes that Nandi must be shown on the right
and Vishnu onthe left; itis more usual, however, to
have Parvati instead of Vishnu on the left. One of
the hands holds a serpent (naga), and the locks of
hair are spread out in several strands

(3) Sandhya-tandava: so called because the
dance was performed in the eventide (sandhya)
before a large gathering headed by Parvati.
Karanagama prescribes that gods must be shown
as providing musical support to the dance: Brah-
ma keeps time with cymbals (tala), Vishnu plays
on pataha, Sarasvati plays'on lute (vina), Surya
and Chandra play on the fiute (venu), Nandi and
Skanda beat the drums (mrdafhga). Tumburu and
Narada sing songs. According to_Maya-mata,
Vighne$a, Kala and the seven matrkas also must
be represented in the group witnessing the dance.
The dance is performed in the shade of an aévat-
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tha-tree. according to Maya-mata and Silpa-
samgraha. There is no apasmara-purusha in this
form. This dance signifies protection (rakshana),
another aspect of preservation (sthiti).

(4) Samhara-tandava: signifying destruction
or dissolution of the universe (sarhara). Siva in
this form is three-eyed and eight- armed, some-
times sixteen-armed: When eight-armed, he holds
in his right hands the gesture of protection (ab-
haya), trident (triéila). noose (pa$a), and hand-
drum (damaru) and in his left skull (kapala), bowl
of fire (agni), the gesture of wonderment (vis-
maya) and the gesture of gaja-hasta. Theleftlegis
planted upon apasmara-purusha, and the right leg
is raised. To the right of the dancer is Nandi, and to
the left Parvati. When sixteen- armed, he holds in
eight of them the same weapons and gestures as
in Kalita-tandava; and in addition he holds Vajra,
hatchet (tanka), cudgel (danda), snake (naga).
disc (valaya), sword (khadga) and banner
(pataka). One of the hands is in the kataka- pos-
ture. Siva wears round his neck a garland of skulls
(kapala- mala).

(5) Tripura-tandava; signifying disap-
pearance or absorption (tirodhana) of the
universe. Siva here has sixteen hands and only
two eyes. His hands carry the same weapons and
gestures as in the previous variety. Parvati Is
shown to the left of the dancer and Skanda to the
right (see TRIPURA-TANDAVA).

(6) Urdhva-tﬁr_\c_iava: signifying the principle
of grace (anugraha). Siva in this form lifts one of
his legs bolt upright (hence called Grdhva), and
the other leg is placed on the apasmara purusha
(see URDHVA-TANDAVA).

(7) Ananda-tandava: signifying the combina-
tion of all five aspects of Siva (pancha-krtya, viz.
srshti, sthiti, samhara, tirodhana and anugraha).
This is the most frequently represented form, and
is expressive of divine ecstasy (ananda). He has
here four hands, the two normal hands being in
the posture of protection (abhaya) and the pos-
ture of gaja-hasta (right and left respective ly).
There is an iconic representation of Ganga
(Ganga-bhattaraki) on the braided hair, and the
locks of hair are spread out in nine strands. Parvati
(called Siva-kami or Uma- paramedvari) is shown
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on a separate pedestal. Sages Patanjali and
Vyaghrapida may also be shown (see ANANDA-
TANDAVA). Siva dances with his right leg planted
On apasmara-purusa.

Besides these seven forms, there are other
two which are frequently represented in sculpture.
Kalika-tandava form was said to have been as-
sumed in a dance-contest with Kali at Tillai
(modemn Chidambaram).

$iva here is two-eyed and eight-armed. Inthe
three hands on the right side, he holds trident
(tri§Ma), noose (pasa) and hand- drum {damaru);
and the remaining hand is held in the gesture of
protection (abhaya). The three hands on the left
side hold skull (kapala), fire (agni) and bell (ghan-
ta). and the fourth hand is held in gaja-hasta pos-
ture.

The other form is known as Bhujanga-trasa
(or trasita): there is on the body of Sivaa huge ser-
pent, Karkotaka which seems to frighten Siva
and engage him in a dance pose (see BHUJARN-
GA- TRASA). (see NATARAJA).

TAMASA-MURTI

A classification of icons is based on the as-
sumed temperament and function of the divinities
they represent. If the icon shows the deity as
pacific, as standing or sitting in perfect equipoise,
and as having two or four hands carrying
weapons and gestures which are symbalic, then
the icon is sattvika. If on the otherand, the icon is
shown as setting out to protect the devotee, orin
love and in the act of embrace, and if the icon has
eight hands carrying weapons of warfare then it is
rajasa. If, however, the icon is shown as fierce,
angry and violent and has hands more than eight
in number, carrying weapons of destruction, then
the icon is tamasa. The posture of the tamasa icon
may be atibhanga or alidha or yanaka. All ugra
and samhara murtis belong to the tamasa-type.
The abhicharika-murti also is tamasa, while vira
and bhoga-murtis are rajasa; and yoga-murti is
sattvika. In the classification of icons into uttama,
madhyama and adhama, the uttama images are
sattvika, the madhyama ones are rajasa and the
adhama are tamasa.

TAMRA-GAURI

The form of Parvati, worshipped in the well-
known pilgrim-centre Gokarna in Karnataka. The
legend narartes how, when Brahma was engaged
in deep contemplation, his two palms came
together, and out of them issued forth a female
form. Brahma directed her to wander about in the
sky and look for a suitabie place for propitiating
Siva. As she was doing so, the reddish (copper-
coloured) mountain (tamra-parvata) in Gokarpa
caught her fancy, and she alighted here and set-
tied down to an ascetic life. Siva (Mahabaledvara,
the presiding form of Siva here) rewarded her
devotion by marrying her on the fourteenth day of
Aévina-vadya. She is also said to have trans-
formed herself into a river at this place. Her iconic
form is two-armed, holding in her two hands a
balance, to ascertain which place is holier, Gokar-
na or Varanasi.

TARAKARI

One of the sixteen well-known forms of Sub-
rahmanya (see KARTIKEYA). He is represented in
this form as the foe and vanquisher of the asura
named Taraka. The story is related in Matsya-
purana (Chapters 145-159). Son of the daitya Vaj-
ranga, Tarakasura is said to have performed
severe austerities and secured the boon of invin-
cibility from the extant gods. Then began his evil
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career. He drove the gods from their abodes,
banished Indra from his capital, dispossessed the
chief of the gods of his eight-headed horse,
snatched the wealth from Kubera, robbed the
mighty sages of their Kamadhenu, and struck ter-
ror into the hearts of all the denizens of the earth
and heaven; the Sun sank in fright, the moon hid
himself, the wind was too scared to move, and the
fire lost its brilliance and heat. The gods thereupon
went to Brahma and sought his help. He reas-
sured them that a son who would be born to Siva
would kill Tarakasura. Accordingly, the seed of

iva-was borne first by the fire-god (Agni), and
then nourished by the Krttikas on the banks of the
river Ganga on a bed of Sara-grass (‘sarid-vare
$ara-kanane'). When the baby-boy took shape, he
was lustrous like a thousand suns. He was named
Kartikeya. Even as a baby of seven days, he
engaged Tarakasura in a fierce battle, and killed
him (‘'sa sapta- divaso balo nijaghne
Tarakasuram'). The gods hailed the boy-hero as
Tarakari.

Kartikeya-Subrahmanya in this form is
described in Kumara-tantra as resplendent like a
million solar orbs (aruna-koti-sannibha). He has
twelve hands, the six to the left holding (from bot-
tom upwards) the gesture of boon-bestowal
(varada), goad (ahkusa), flag (dhvaja), shield
(kheta), bow (chapa) and vajra, and the six to the
right holding (in the same order) the gesture of
protection (abhaya), noose (pasa), discus (chak-
ra), sword (khadga), ploughshare (mu$ala) and
Sakti. His body-colour is given as red like the
rising sun. In a variant form, he is one- faced,
three-eyed and six-armed. In his right hands are
held the posture of protection, sword and Sakti,
while in the left hands shield, rosary and cock
(kukkuta). He may also be shown as sitting on the
back of an elephant (Sri-tattva-nidhi). Alternately,
he rides a peacock.

TARA
A tantrik deity of great popularity in India,
China, Tibet and Mongolia, she is worshipped
under many names and in many forms. She is
decidedly Indian in origin, although her original
home was the Tibetan frontier. One of her sad-
hanas in Sanskrit contains a mention that it was
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recovered from Tibet (bhoteshu uddhrta) by
Nagarjuja. The word Tara (a variant of which is
Tarini) means "‘one who ferries us across (the sea
of suffering)".

éri-vidvérnava-tantra mentions eight forms
of Tara: Tara, Ugra- tara, Mahogra, Nila, Sarasvati,
Vajra, KAmesvari and Bhadrakali. But the sadhana
texts identitfy Ugra-tara with Nila-sarasvati (one
form and not two forms as given in Sri-vidyarnava-
tantra) and Eka-jata(see EKAJATA). While Kame$-
vari and Bhadra-kali were forms widely
worshipped on the Indian mainland, Ugra-tara
had decidedly a Vajrayana overtone. Even the in-
digenous tantrik texts like éakti-s@,ama tantra
and Tantra-sara indicate that this deity is an
emanation of the dhyani-buddha, Akshobhya
(whose miniature icon is borne on the deity's
crown).

Tara is usually depicted as one-faced, two-
armed and three-eyed, and dark-green in body-
colour; she holds in her hands lotus flowers. The
dhyana-sloka for the ten-syllabled mantra of Tara
given in Tantra-sara describes her as: dark-green
in complexion ($§yamavarna), three-eyed (tri-
nayana), two-armed (dvi-bhuja), holding an excel-
lent lotus flower in each hand (varapankaje
dadhana), a laughter lighting up her countenance
(smera-vadana), decorated with brilliant pearls
(smera-mauktika-bhtishana), wearing on her feet
the gem-set sandals (ratna-padukayor nyasta-
padambuja-yuga), and surrounded by female
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spirts in many forms and many hues (bahu-var-
nabhir-bahu-rtipabhir-avpta $aktibhih).

Tara is also represented as the feminine and
spiritual consort of the Buddha (Buddha-Sakti),
signifying the ability of the Buddha to take the
devotees across the sea ot samsara. Texts like Ad-
vaya-vajra-samgraha describe her as the emana-
tion of the dhyani-buddha. Amogha-siddhi, who
belongs to the Buddha family, known as Karma-
kula. which is symbolized by green colour and is
said to represent the emotion of jealousy (irshya-
rakta) There is also a mandala specific to this
dhyani-buddha, and Tara is located in the north-
eastern comer of the lunar orb which is signified
by the mandala (aiéanyam chandra-man-
dalopari); she is dark-green in colour (§yama-
varna). and carries as her emblem the dark-blue
lotus (§yama-nilotpala-chihna). She is described
as the very form of the air element (vayu-dhatu-
svurapad). She takes her torm from the golden-
coloured seed-syllable ‘Tam' (‘kanaka-§yama-
tam-kara-parinata). She is here called Tarini, and
described as belonging to the karma-family.

Tara is more popularly imagined as the con-
sort of the great bodhisattva Avalokite$vara. And,
therefore, she accompanies several forms of
Avalokite$vara like Loka-natha, Kha-sarpana and
Padma-nartte$vara. Lokanatha (see LOKA-
NATHA) is usually represented as solitary, but
sometimes he is accompanied by Tara (to his
right) and Hayagriva (to his left). Tara in this case
is pacific in aspect (saumya) and two-armed, car-
rying blue lotus in one hand, and assuming the
posture of boon-bestowal in the other (varadot-
pala-kara). As a companion to Khasarpana, she is
represented as charmingly young (abhinava-
yauvana) and pleasantly ornamented
(nanalnkara-vati). She holds in her left hand the
lotus stalk, and her right hand is engaged in
making the lotus flower blossom forth (dakshina
karena vikasayanti).

In the eight-petalled mandala of the two-
armed Padma-narttedvara, the petal to the south
is occupied by Tara, who is two-armed and carries
in one of the hands the palada flower, and in the
other lotus. Other divinities accompanying Tara in
this mandala are Vilokini (on the petal to the east),
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Bhurini (west), Bhrukuti (north), Padma-vasini
(north-east), Viéva-padmesévari (south- east),
Vifva-padma (south-west), and Vidva-vajra
(north-west).

The forms of Tara distinguished by their
colours are also specified for the five tdhyani-bud-
dhas and their Saktis: (1) Subhra-tara (white) for
Vairochana and Vajra-dhatvidvari (located in the
centre and representing the akasa-element); (2)
Nila-tara (blue) for Akshobhya and Lochana (east,
air-element); (3) Pita-tara (yellow) for Ratna-
sambhava and Mamaki (south, fire- element); (4)
Rakta-tara (red) for Amitabha and Pandara (west,
water-element); and (5) Harita-varna-tara (green)
for Amogha- siddhi and Tara (north, earth ele-
ment). Tara as the $akti of Amogha-siddhi has al-
ready been mentioned. Nila-tara is sometimes
identified with Eka-jata, Pita-tara with Vasudhara
and Rakta-tara with "Kurukulla (see EKA-JATA,
KURUKULLA and VASUDHARR).

There are also varieties in each one of these
forms (based on colours). The white Tara has
varieties like Maha-maya, Mrtyu- vanchana,
Chatur-bhuja, Shad-bhuja, Vidva-mata, Kurukulla
and Janguli. The blue Tara has forms like Eka-jata
and Maha- china-tara. The yellow Tara forms are
Vaijra, Janguli, Parpagabari, Bhrukuti, and Prasan-
na-tara. The red Tara has only one form, and that
is Kurukulla. The green Tara has the following
forms: Khadiravani-tara, Vadya-tara, Arya-tara,
Mahattari-tara, Varada- tara, Durgottarini, Janguli
and Parna-$abari.

In China, Tara is worshipped as Kuan-Yin
(Kwan-Yin), and is regarded as an associate of
Avalokitedvara. In Japan, she is adored as Kwan-
on and as a companion to Amida (Amitabha, an
aspect of Avalokitedvara), or as his manifestation.
In these two forms Tara is sometimes represented
as a male deity and sometimes as a female deity.
In both forms, however, Tara is a deity of compas-
sion, mercy, healing and solicitude for the
devotees. In Tibet, Tara is represented by the
tamous mantra, *Om Mani padme him", which is
an invocation for Avalokite$vara.

More frequently described in texts and more
often worshipped by the tantrik devotees in India
and Tibet is the form of Tara known as Ugra-tara
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(identified with Eka-jala. Vajra-yogini, Nila- saras-
vati, Manimekhald and Samudri-devi in Sri-Lahka
and Siam). Sakti-safgama-tantra has a dhyana-
dioka which describes Ugra-tara as four-armed,
three-eyed, dark-complexioned ($yama-varna)
and adomed by a garland of severed heads
(munda-maa-vibhushita). Her hair is let loose
(mukta-kedi). She carries in her hands sword
(khadga). lotus (indivara). skull-cup (kapala) and
short knife (kartrk3). She is seen in the act of be-
stowing boons (vara- dana-parayana). And she is
in the pratyaiidha-posture (cf Sabda- kalpa-
druma, Vol. 1i).

Another dhyana-$§ioka prescribes that she
must be seated on a lotus (kamalasana) or on a
corpse ($avasana); and that there must be a
canopy of serpent-hoods on her (naga-phana). it
is also suggested that on the crown of her head,
the deity Akshobhya should be shown.

Tantra-sara ,white agreeing with the above
iconic description of Ugra-tara, adds that she is
short in stature (kharva), that her belly hangs for-
ward (lambodari) and is exceedingly terrible in ap-
pearance (maha-bhima). Her hair, according to
this account, is tawny red, terrible and one-strand
(pingograika-jata). She is to be shown as fresh
and youthful (nava-yauvana-sampanna), but her
mouth is open showing the horrible fangs (ghora-
darhshtra) and with her long tongue lolling out
(lalajjihva). She is seated on a white lotus in the
midst of all-pervading waters (vi$va-vyapaka-
toyantah-dveta-padmopari-sthita), or she is
visualized as seated in the centre of a raging fire
burning a corpse (jvalachita- madhyaga).

Another version of Ugra-tara is Maha-china
tara. The description of this goddess is givenin ex-
tracts from_Maha-china-tantra_in_Sadhana-mala
texts (cf. IBl, pp. 189-190). It is aimost the same as
the above account concerning Ugra-tara in Tatra-
sara .The additional details are: her body-colour
being that of the blue lotus (nila-niraja-rajitam),
her loud and horrible peals of laughter (ghorat-
tahasa-bhasura) and the aspect of uncontrollable
glee (suprahrshta), standing upon a corpse
(savarudha), red and round eyes (rakta-vartula-
netra), her braids of hair being decorated by eight
serpents (nagashtaka-vibhushita). And she as-
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sumes the pentad of tantric signs (pafhcha-mudra-
vibhTshita): mani (jewel on head), kundala (ear-
ornament),  kanthika  (necklace) ruchaka
(bracelet) and mekhala (belt), representing the
five paramitas: striving, forbearance, generosity,
virtue and insight,respectively. She stands in the
alidha posture.

There are some other forms of Tara which
are popular in the lands where Mahayana Bud-
dhism prevails. Arya-tara may be one-faced, or
two-headed. She is white in complexion. seated
on a lotus in relaxed posture (lalitasana); or she
may ride a lion (Dharmakosha-samgraha). She is
two-armed, the right hand assuming the gesture
of boon-bestowal (varadam), and the left hand
being placed on the chest in the gesture of protec-
tion (hrdi abhayam); and both hands supporting a
blue lotus flower (hasta- dvayenotpalam dad-
hana).

In another variant form, the right hand is
placed on the thigh in the gesture of boon-be-
stowal (savya-bhujam janupradese varadam),
and the left hand holds the stalk of a blue ilotus
flower (vame sanala-nilotpalam). She is bedecked
with all ornaments, and a bejewelled crown
adorns her head ; her breasts are high and heavy
(samuttunga-kucha-yuga); and she is clad in
colourful garments (vichitrambara). Some texts
prescribe that her complexion must be dark-
green, and that she must be shown as youthful,
and sitting in ardha-paryanka posture. On her
crown must be represented the dhyani-buddha,
Amogha-siddhi, in a miniature icon.

Vajra-tara is also one-faced and two-armed.
The right hand holds a lotus together with noose
(sa-pagam kamalam). She is white in body-colour,
and she sits in an easy posture on a lotus (padme
saralasana). ASoka-kanta-tara is one-faced and
two-armed. She is lustrous with precious stones
on her body (ratnojjvala). The two hands are
joined in the gesture of offering flowers in sup-
plication (pushpa-mudra); two lotus flowers with
stalk are held by the hands, the one oriented to the
right having numerous petals and the other (to the
left) being a network of nine jewels (nava-ratna-
jalika). Prajna-paramita, the best known
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Mahayana goddess, is also con_sidered asaform
of Tara (see PRAJNA PARAMITA).

In Indian tantrik lore, the feminine deities are
broadly grouped into two families: Kali-kula and
Sri-kula, the former emphasizing the wisdom- ap-
proach (jhana-marga) while the latter the ritual ap-
proach. Tara is included in the Kali-kula (along
with Kali, Rakta-kali, Bhuvana, Mardini, Tripura,
Tvarita, Durga and Pratyangira). The deities in-
cluded in Sri-kula are Sundari, Bhairvai, Bala,
Bagala-mukhi, Kamala, Dhumavati, Matangi,
Madhumati and Svapna-vati.

In the folk context, Tara is said to preside
over diseases; especially Ugra-tara. Some iconic
forms involve a cup held in the right hand, signify-
ing all the diseases of the three worlds (‘jadyam
nyasya kapalake trijagatam hanty Ugra-tara
svayam’, Tantra-sara).

TARAVATI

Sometimes also called Tara, she is the yak-
shini of the eighteenth tirthankara, Ara-natha of
the Jaina pantheon. She is called Taravati in the
Digambara tradition, and is described as golden
coloured (hema-varna), and as riding upon a
swan (hamsa-vahana). She is four-armed and car-
ries in her hands snake (sarpa), vajra, deer (mrga)
and gesture of boon-bestowal (varada) (Pratistha-
sara-samgraha). The Svetambara tradition knows
her as Dharani (sometimes also as Vijaya), dark
blue in body-colour (nilangi or krshna-varna),
seated on a lotus (kamalasana) and four-armed.
She carries in her hands the Matulunga fruit, blue
lotus (utpala), lotus (padma) and rosary (aksha-
maTa) (Hemachandra:_Trishashti$alaka-purusha-

charita).

TARINI

Another name for Tara (see TARA), she is
distinguished by a special form, where she is
sgated on a corpse ($avasina), with a garland of
severed heads round her neck (kanthavali-nr-
karoti- parilasat), three eyed, and dark in body-
colour like gathering clouds
(navambhoda-§yama); she is four-armed. carry-
ing in her hands skull-cup (kapala), sword, (asi),
blue lotus (S§yamotpala), and short knife which is
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beautiful to behold (ruchira-kartri). She has large
breasts (prthu-kucha), and is fierce-looking with
teeth showing (prakata-rada-bhima) (cf. Karpura-
tarini-stotra by Maha-Kala).

In the ideology that associates the ten incar-
nations (avatara) of Vishnu with the ten great
feminine Vidya-devis of Tantrik tradition (dasa-maha
vidya). Tarini corresponds with Rama, with son
of Da$aratha (like Dhumavati with Matsya, Bagala
with KUrma, Bhairavi with Varaha, Chhinna-masta
with Nrsimha, Bhuvanegvari with Vamana, Sun-
dari with Rama the son of Jamadagni, Kalika with
Krshna and Durga with Kalki),

TARODBHAVA-KURUKULLA

A variety of Kurukulla (see KURUKULLA),
she is represented as red-coloured (rakta-varna),
and seated in vajra-paryanka posture. She is also
shown as standing, trampling upon two minor
divinities, Rahu and Kamadeva (see KAMADEVA);
She has always a smile on her face (hasan-
mukha). She is four-armed and carries in her
hands the gesture of protection (abhaya), bow
(dhanus), arrow (bana) and lotus (kamala). She
wears on her crown the miniature icon of Amitab-
ha-buddha.

TARKSHYA

Name of Garuda (see GARUDA), as the son

of Trksha (another name for Kadyapa).
TALA

The iconometric unit in Indian sculpture
based on the ‘hand measurement’ or span of the
artist or the patron (hasta-manam cha talam
yajamanodayena cha’). It is usually taken as the
distance between the tip of the thumb and the top
of the middle finger, fully stretched out (Brahman-
da-purana, 7, 97 and Suprabheda, 3, 22,).
Synonyms of tala are ‘vitasti' and ‘mukha’. The lat-
ter expression refers to the length of the face from
the top of the forehead (viz. excluding the
cranium) to the bottom of the chin. According to
Brhat-samhita (58, 4) the length and breadth of the
face are each twelve angulas in one’s own
measure (‘svair ahgula- pramanaih dvada$a vistir-
nam ayatam cha mukham’) although there is a ref-
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erence 1o the view of Nagnajit, an ancient
authority. that the length of the face is fourteen an-
gulas while the breadth is only twelve angulas,
(vistimam dvadada mukham, dairghena cha
chaturdada’).

The measure of the face (or span is sub-
divided into twelve equal parts, and each part is
designated as an angula (‘dvadasangutitalam cha
vitastir mukham eva cha’). Tala is generally
defined as the equivalent measure of twelve an-
gulas (see ANGULA) (‘talam vai dvadaéangulam’,
Naradiya-sarmhia, 13. 128). However, there are
three separate bases for the measure known as
angula:

(1) The standard unit (called manangula),
being the length of a prescribed number of paddy
or barley grains. Texts like Brhat- samhita (57, 1-
2) start with the basic unit of a ‘speck of dirt’ (rajas,
also called trasa or ratha-renu) which is com-
posed of eight ‘atom’s (paramanu, described as a
mote in the sun-beam filtered through a lattice,
and which is imperceptible for the normal eye and
also indivisible) and build up a scale:

8 paramanus make 1 rajas (speck of dirt)

8 rajas make 1 valagra (tip of a single hair)
8 valagras make 1 liksha (egg of louse)

8 likshas make 1 yuka (louse)

8 yukas make 1 yava (barley corn)

8 yavas make 1 angula (of superior variety)

(7 yavas making 1 angula of middle variety
and

6 yavas making 1 angula of inferior variety)

12 angulas make 1 vitasti (distance between
tips of the fully extended thumb and the little
finger)

12 ahgulas make 1 kishku (fore-arm or cubit)

The further measures like praja-patya (25 an-
gulas), dhanur-graha (26 angulas), dhanur-mushti
(27 angulas) and danda (4 dhanur- mushtis) are
not used in iconometry. Even the kishku is used
for architectural purposes; and the ‘danda’ is used
exclusively in town-planning. o
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(2) The relative measure (known as matran-
guia), being the length of the middle digit (parva)
of the middle-finger of the right hand of the
scupltor or the patron.

(3) The measure (called mula-berangula) ob-
tained by calculating the total height of the icon
(pratima-pramana). Texts like Brhat- sarhhita (57)
indicate that the finger’s length (or breadth) of the
icon itself is to be taken into consideration for as-
centaining the dimensions of the face, and then for
fixing the tota! height of the icon (‘pratimayah svair
atmiyair angula- pramanair mukham vadanam
dvada$angulani vistimam vipulam ayatam’
Comm).

It must however, be noted that the length of
theface is not a fixed measure, nor is it a standard,
it varies according to the particular tala-scale (see
TALA-Mana) that is adopted. In the ten-span
(dasa-tala) of the ‘normal’ variety the angula
would be the (1/120)th part of the icon’s total
height, and the length of the face would be twelve
of such angulas. If, however, the variety is ‘supe-
rior (uttama), the angula would measure
(1/124)th part of the icon’s total height; and if
‘inferior’, it would only be (1/116)th part. The
length of the tace would accordingly vary.

TALA-MANA

Analogous to ganya-mana used in architec-
ture (height of the building from the ground-level
to the pinnacle, ‘janmadi-stupi- paryantam
ganya-manam ihocyate’, Manasara), tala-mana is
used in sculpture. It is a system of measurement
based on tala or ‘span’ (see TALA), providing a
scale ot proportions between the several limbs of
the icon, and also between the several limbs and
the total height of the icon. This system is
designed to facilitate differentiation (in form as
well as status) between icons representing several
deities, major and minor, principal and subsidiary.

The system is said to be based on the
measure of the face (mukha- mana) (viz. height
from the top of the forehead to the bottom of the
chin) which provides the scale for all the other
limbs of the icon’s body (Matsya-purana, 258, 19,
‘mukhamanena kartavya sarvavayava-kalpana’).

PRATIMA KOSHA



I L A

'
T

‘>

\

v

\\
AN

PRATIMA KOSHA

More usually, however, the handspan (hasta-
mana) is taken as the basis (see TALA).

Brhat-sarhhita (68, 7) classifies the human
beings in terms of their height (and other relative
proportions) into five types:

1. hamsa... 96 angulas in height -
2 $aéa... 99 anhgulas in height

3. ruchaka...102 angulas in height

4. bhadra... 105 angulas in height

5. malavya... 108 angulas in height
(for ahgula, see ANGULA and TALA).

The first type, corresponding to the‘eight-
span’ with twelve angulas in each (ashta-tala
measure, to be explained later), is said to be rep-
resented by the average man, the man below
average being about 84 angulas. ‘The last type
{viz. malavya) is said to be the ‘best’ (pravara) (cf.
ibid, 57. 30) and it corresponds to the ‘nine-span’
(nava-tala) measure (cf. also Matsya-purana, 145,
10: ‘apada-mastakam nava-talo bhavet tu yabh;
samhata-janu-bahug cha devatair abhipujyate’).
Iconographic representation although based on
this five-fold division of human beings (paficha-
manushya-vibhaga). stylizes the measure to suit
the deities. For the icons meant for worship or
adoration must not only be well- proportioned but
must be impressive in aspect (ramya). It must,
however, be noted that the iconometric prescrip-
tions are applicable only to icons meant for wor-
ship or adoration, and not to other images. In
other cases, the artist is “‘free to follow his own art-




instinct (Abanindranath Tagore. Some Notes on
Indian Antistic Anatomy, p. 3).

Mastya-purana (258, 26-29) contains an ac-
count of the iconometric proportions of the
‘malavya’ type mentioned above, and this may be
taken as an illustration. “The entire icon must be
viewed as consisting of nine parts. in terms of the
icon's face-length (being equal to one part)
(‘pratimamukha- manena navabhagan praka
Ipayet’); the neck then will be four angulas in
height (‘chatur-ahgula bhaved-griva), and the
chest (bottom of the neck to the bottom of the
breast) one part (viz. measure equal to the face-
length, or a tala) (‘bhagena hrdayam punah’). The
navel must be located below this part, and the
space between the bottom of the chest and the
navel must be equal to one part (nabhis tasmad
adhah karya, bhagenaikena $obhana’). From
navel to the top of the phallus must be one part
(‘nabher adhas tatha medhram bhagenaikena kal-
payet). The thighs must be equal to two parts
(dvibhagenayatavuru’), and the height of each
knee-patella must be four angulas (‘januni chatur-
anguld’). The height of each leg below the knee
and above the foot must be two parts (‘'janghe dvi-
bhage’), and the foot must be two parts (‘padautu
chatur- angulau’)”.

The total height of the icon in the above ac-
count would be 108 equal parts of angulas (viz.
the total height being nine times the length of the
face, which is called a tala, equal to twelve an-
gulas); and this is regarded as the superior variety
of ‘nava- tala'. The significance of the number 108
is the distribution of the padas of the nakshatras
among the rasis (zodiac). There are twenty-seven
stars (nakshatras, ASvini etc.), each of which has
four quarters (padas); and there are twelve
zodiacs (raéi, Mesha etc.), each of which has nine
padas (each pada representing two stars, and one
quarter of the next star). Thus there are altogether
108 padas for the 27 stars distributed among the
twelve raéis. ‘

By a variation of this standard height of the
superior man (of the malavya type), several scales
of proportions are obtained. And the texts
enumerate ten (or twelve) varieties, beginning
with one-span (called eka-tala) and progressively

increasing by one span till the ten-span (da$a-
tala) or twelve-span (dvadaga-tala) is reached.
And in eachtala, there are three sub- varieties: 'su-
perior’ or big (uttama or pravara), ‘'normal’ or mi-
dling (madhyama or sama), and ‘inferior’ or small
(adhama or nyuna).

In the ten-span scale of proportions, for in-
stance, the total height of the icon would be 120
angulas (each tala representing 12 angulas, and
there being ten spans in this scale or the height of
the icon being ten times the length of the face).
This would be the ‘normal’ or ‘midling height'.
When four angulas are added to it, the ‘superior’
variety is got, and the height in this case would be
124 angulas. When, however, four afngulas are
deducted from the ‘normal’ height we get the
'inferior’ variety, the height of which would be 116
angulas. Thus, there are altogether thirty fala-
measures, when ten varieties of tala in their three
sub-dividisions are recognized.

Different talas are prescribed for repre-
sentation of different deities and their entourage.
The following list is illustrative:

1. eka-tala (12 angulas in height): for leogriff
heads (grasa or simha-lalata), headless trunks
(kabandhas), and tortoise-incarnation of Vishnu.

2. dvi-tala (24 angulas in height): for birds like
swan, dwarfish spirits like Kushmanda, and for
fishin carnation of Vishnu.

3. tri-tala (36 angulas in height): for attendant
spirits like bhutas and celestial musicians like Kin-
naras; and elephants.

4. chatus-tala (48 angulas in height): for
dwarfs among human beings and goblins.

5. paficha-tala (60 ahgulas in height): for
boys, hunchbacks and gana-spirits; also for
Ganapati, bull (vrshabha), pig (sUkara) and
Vamana.

6. shat-tala (72 angulas in height): for disem-
bodies spirits (pretas) and tigers; Gane$a, Varaha
and Kumara.

7. sapta-tala (84 angulas in height): for vam-
pires and evil spirits that drink blood and haunt
(vetalas).

PRATIMA KOSHA



8. ashta-tala (96 angulas in height): for sages
and other human beings, male or female.

9. nava-tala (108 angulas in height): for gods
like Indra, and demons (asuras and rakshasas).

[The superior human beings like the Buddha
who are godlike are prescribed to be made in sat-
tryahgula-nava-tala, viz. 111 angulas; the daityas,
yakshas, nagas, siddhas and gandharvas in ut-
tama-nava-tala, viz. 112 angulas; and grahas like
Surya and Chandra and demigods like Kubera in
navardha-tala, viz. 114 angulas]

10. da$a-tala: (i) the inferior variety (116 an-
gulas in height): for the eight guardians of direc-
tions (dik-palakas), the twelve solar spirits
(adityas), the eleven Rudras, the eight Vasus, the
seven sages, and Kartikeya,;

(i) the ' midling variety (120 angulas in
height): for goddesses like Lakshmi, Bhu, Parvati
and Sarasvati

(ii) the superior variety (124 angulas in
height): for gods like Brahma, Vishnu and Siva.

There is a variant list which says that all
human beeings must be represented in sapta-tala,
all goddesses in ashta-tala, all gods in nava-tala,
and major gods like Vishnu, Brahm3, Rudra, Rama,
Siddha and Jina in da$a-tala. Some additional tala
measures are also recommended:

11. ekadaa-tala: for Skanda, Hanuman and
Chaqgi

12. dvadada-tala: for Narasimha, Bhairava
and Vetala

13. trayodada-tala: for wicked giants (rak-
shasas)

14. chaturdaga-taia: for daityas and danavas

15. panchada$a-tala: for Rahu, Chamunda
and Bhrgu

16. shoda$a-tala: for fierce goddess
(ugradevata), and great danavas like
Mahishasura, Hiranya-kasipu and Ravana.

Texts like Aparajita-prccha prescribe as
many as 21 tala measures for increasingly fierce
icons like Svacchhanda-bhairava, (21- tala)
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Suprabheda (34, 30-34) has a slightly dif-
ferent prescription:

1-tala: for Kushmandas and pigéchas
2-tala: for fish (matsya)

3-tala: for kinnaras

4-tala: for bhutas

5-tala: for Ganesa and Vamana
6-tala: for gandharvas

7-tala: for rakshasas and asuras

8-tala: for sages and superior humans
(divyam arsha-manushyanam)

9-tala: for Sakti and gods other than those in-
dicated for the 10- tala

10-taa: for the four major gods (Tévaradi
chaturmirtm’, viz. Siva, Vishnu, Brahma and Kar-
tikeya)

The height of the icon in any of these tala-
measures is to be decided upon in one of the
eleven ways (viz. taking as basis any one of the fol-
lowing factors):

(1) linga: the dimension of the main image to
be installed in the sanctum; if it is a lifga, the part
of it that is exposed for worship (pTjarnéa):

(2) the height of the sanctum (garbha-grha);
(3) the height of the entrance-door (dvara);

(4) the height of the basic altar or dias (adhis-
thana);

(5) the height of the column supporting the
sanctum (pada)

(6) the measure of cubit (kishku), the dis-
tance between the elbow-joint and the top of the
middie finger when stretched out;

(7) the measure of span (tala), any one of the
varieties mentioned above;

(8) the height of the major priest or patron
(yajamanodaya);

(9) the standard measure of angula
(manangula);
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(10) the relative measure of ahgula in terms
of the main icon (ma-berangula).

For details cf. Sukra-niti-sara, ch.4; Brhat-
gamhita, ch.58,_Sakaladhikara. “tala-prakarana’,
ch 22; Matsya-purana, ch.258; Naradiya-sarnhita,
ch 13; HayaSirsha-pafcharatra. Suprabheda
ch.31; and Karandgama.

The relative proportions of the various limbs

of the icon are illustrated in the three varieties of
each tala measure in the following tables:

1. DASA-TALA

The uttama (superior) variety is suitable for
major deities like Brahma, Vishnu, Siva, Dat-
“itreya, Buddha, Jina and Vasudeva. The mad
vama (normal) variety is for the feminine counter-
parts of Brahma, Vishnu and Siva, the devis
like Jyeshtha, Bhu and the seven matrkas. The ad-
hama (inferior) variety is for gods like Kartikeya,
Surya, Chandra, Yama, Indra, Chandesa, Kshetra-
pala, $asta, Virabhadra, Agni, and the great sages
like Bhrgu and Markandeya, according to

Kasyapiya-Silpa.

/' N\ i3 i I
PN ;
dﬂ 3 59 13-4
AN q-3 m T,
// -
/ 133 I3 12y
e 34{
3.3 I3 24
DASA - TALA
& }
’J\ 133 i3 Iy
Ly 1 2 af
QJ g L v
) 1% 1
L 2 ¢ 7
ny  be &
ST = aew mR

32

PRATIMA KOSHA



Limbs

Uttama (Tot.ht.:) 124
angulas)

Madhyama (Tot.ht.:

120 angulas)

Adhama (Tot. ht.
116 angulas)

Angula Yava Angula Yava Aangula Yava
Height of crown of 4 3 4 2 4 0
head till the hair-line
Hair-line to bottom of 13 1 12 6 12 4
chin (length of face)
Height of neck 3 7 3 6 4 0
From neck to heart 13 3 12 6 12 4
From heart to navel 13 3 13 0 12 4
From navel to top of 13 3 13 0 12 4
phallus
Length of thigh (from 27 0 25 6 25 0
pubis to knee
Length of knee-joint 4 0 4 0 4 0
Length of lower leg 27 0 25 0 B5
(from knee to
angle)
Height of foot (from 0 4 2 4 0 -
ankle to ground)
Total 124 0 120 0 116 0

Il. NAVA-TALA (Nine-span measure)

(cf. Sakaladhikara, Chaps. 2,4,5)

The uttama variety is suitable for minor gods, all goddesses, the guardians of directions (dikpalas),
Garuda and so on. The midling variety is for-mobile icons (asthira-murti), and for representation of yakshas,
apsaras, maruts and vidyadharas. The inferior variety is for the saints who are worshipped, siddhas,

gandharvas and asuras.

(the first number refers to angula, and the number after the point to yava)

uttama madhyama adhama
Crown of the head 4.0 3.0 3.0
Hair-line to bottom of 12.0 12.0 12.0
chin (length of face) _

Neck 4.0 3.0 4.0
Neck to breast (chest) 12.0 12.0 11.0
Breast to navel (belly) 12.0 12.0 11.0
Navel to pubis (loins) 12.0 12.0 11.0
Thigh 24.0 24.0 22.0
Knee-joint 4.0 3.0 4.0
Lower leg (shank) 24.0 24.0 22.0
Foot 40 3.0 40
Total height 112.0 108.0 104.0
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IIl. ASHTA-TALA (Eight-span measure
This measure is suitable for human heroes and saints.
Uttama Madhyama adhama

Crown of the head 2.4 2.0 2.0
Face-length 110.0 110.0 10.0
Neck 30 3.0 3.4
Neck to breast 11.0 10.0
Breast to navel 11.0 10.0 30.0
Navel to pubis 11.0 10.0
Thigh 22.0 21.0 20.0
Knee-joint 3.0 3.0 3.0
Lower leg 22.0 21.0 20.0
Foot 3.0 3.0 3.0
Total height 100.0 96.0 92.0
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IV. SAPTA-TALA (Seven-span measure)
This measure is suitable for bhetalas, vampires etc.

Uttama madhyama

Crown of the head 1.0 3.0
Face-length 84

Neck 4.0 3.0
Neck to breast 7.0 10.0
Breast to navel 11.0 10.0
Navel to pubis 11.0 5.0
Thigh 220 18.4
Knee-joint 20 3.0
Lower leg 22.0 18.4
Foot 20 3.0
Total height 88.0 84.0

V. SHAT-TALA (Six-span measure)

This measure is suitable for pretas, Gane$a, Varaha and Kumara.

uttama madhyama adhama

Crown of the head 1.4 1.0 1.0
Face-ength 8.4 9.0 9.0
Neck to breast 8.4

Breast to navel 8.4 19.0 18.0
Navel to pubis 8.4

Thigh 17.0 17.0 17.0
Knee-joint 14 3.0 20
Lower leg 17.0 17.0 17.0
Foot 14 3.0 2.0
Total height 76.0 72.0 68.0

V. PAﬁCHA-'mLA (Five-span measure)

This is suitable for boys, hunchbacks and ganas, also for Gar)eéa, bull and Vamana. Only the propor-
tions of the superior variety is given.

Uttama

Crown of the head 2.0
Face-length 8.0
Neck 3.0
Neck to breast 6.0
Breast to navel

Navel to pubis 16.0
Thigh 144
Knee-joint 3.0
Lowerleg 3.0
Foot 3.0
Total height 64.0
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UTTAMA-CHATUS-TALA

TALIKA

One of the four guardian-goddesses of
Durga, according to Yogavali, her body-colour is
given as white and her emblemis lock or cymbals.
Other three guardian-goddesses are Kunchi, yel-
low complexioned; Kapata, red-complexioned
and Pata-dharini, blue-complexioned.

TlnASKAnn_qi

A minor form of the Mother-goddess, she is
visualized as blue- complexioned (nilangi), riding
a blue-colured horse (nila-vaji- samarudha), and
holding a sword in hand (khadga-dharini). She is
distinguished by her power to make all living

beings forget themselves in sleep (nidra-nimilad-
bhuvana).

TIRU-NANA-SAMBANDHAR

One of the four celebrated Samayacharyas
of $aivism in South India (other three being Appar,
Sundara-murti and Mar)'ikka-vachagar), who
demonstrated four approaches to Godhead (ser-
vice by Appar, friendliness by Sundarar, filial af-
fection by Tiru- jhana-sarbandhar, and
knowledge by Manikka-vachagar). Born in the vil-
lage Sirkali in the Chola country (near
Kurhbhakonam in TaRjavar district in Tamil Nadu),
he is reputed to have been breast-fed by goddess
Parvati herself, as a result of which he became a
fervent and inspired devotee of Siva. He is
counted as an important ‘nayanar’ in the list of
sixty-three (see ARAVATTU- MUVAR).

Along with Appar and Sundara-murti, he was
responsible for the fine devotional hymns in Tamil
called ‘tevaram’ (‘garlands for god’). Of the seven
principal ‘tevaram’ hymns, the first three are com-
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positions of Tiru-jiana-sarbandha (the next two
being composed by Appar,and the remaining by
Sundara-murti).

His date of birth is given as 629 A.D. He was
a close friend and associate of Appar (aiso caiied
Vagiéa or Tiru-navukkarasu).

TIRU-NAVUKKARASU

Better known in the Tamii country as Appar
(or Vagida-nayanar), he was a senior contem-
porary (having been born in 600 A.D.) of Tiru-
jhana-sarmbandha. He was a native of Tiruvamur
(in South Arcot district). He was converted to
Jainism before he became a Saiva saint. He
visited ail the places of pilgrimage sacred to Siva.
He is reputed to have had a vision of Siva in
Tirunallur (see also APPAR).

TIRU-NILAKANTHAR

One of the better known among the sixty-
three Saiva saints (see ARAVATTU-MUVAR). He is
associated with the famous shrine at Chidam-
baram (Tiliai). He is said to have been born in a
potter's famiiy in Tillai. in the story given in_Periya-
puranam, he was married to a lady who was a
great devotee of Siva. One day he returned home,
after visiting a prostitute, and his wife indignantly
forbade him to touch her. Since that moment, he
gave up all longings of the flesh, and became an
ascetic although living as a house-hoider. Siva ap-
peared before the saintly couple as Siva-yogi and
bestowed on them emancipation.

TIRUPPANA

One of the pantheon of twelve Vaishnava
saints hailed as alvars (see ALVAR). He was born
in Uriylr and lived in Sfi-rangam. He is said to be
the incarnation of the Sri-vatsa mark on the chest
of Vishnu. He is known in Sanskrit as Yogi-vahana,
and his Tamil poem Amalanadi-piran is popularly
recited in the Vishnu temples in South India.

TIRUMANGAI

Known also as Parakalan, he is another of
the pantheon of twelve Vaishnava saints known as
‘alvars’ (see ALVAR). His date is given as around
776 A.D. He is worshipped as the incarnation of
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the bow (cailed Sarnga) of Vishnu. He was a
fighter, scholar and poet, besides being a
devotee. Among his poems in Tamii, Periya-
tirumol;, Siriya-tiruvandadi, Periya-tiruvandadi
and Tirunedum- dandaham are weil-known.

TIRUMULAR

One of the sixty-three Saiva saints, he was
born in a cowherd cian near Tiruvadudurai. His
schoiarly composition known as Tirumantram is
celebrated. )

TIRUMALISAI

Known in Sanskrit as Bhakti-sara, he is said
to be a contemporary of the first three alvars
(about 770 A.D.). Born in the viliage Mali$ai, He
was brought up by a hunter; but he became a
schoiar and devotee. His two works Tiru-vandadi
and Tiru-cchanda-viruttam have become popuiar.

TILOTTAMA

An apsaras (heaveniy damsel) ceiebrated for
her incomparabie charm, which is expiained as
due to the involvement in her form of the most ex-
celient but tiny part of every precious object in the
universe (‘tilam tilam samaniya ratnanam yad-
vinirmita; tiiottameti tat tasya nama cakre’,
Mahabharata, 1, 212, 17). She is variously
described as the daughter of Pradha (wife of
Kasyapa, who was the son of Marichi, and who in
turn was the son of Brahma) and as created bdy
Vidvakarma, at the instance of Brahma, to provoke
the demons Sunda and Upasunda to fight with
each other and thus destroy themseives.

TIKSHNA-KANTA

Name of Durga, especially in vogue in
Assam; the deity is said to be an incarnation of
goddess Kamakhya. In Guwahati, she has a
temple, where the icon worshipped is four-armed,
carying in the hands sword, flywhisk (chamara),
chopper (kartri) and skull-cup (kharpara). A form
of Ugra-tara, she is described as red-eyed (tamra-
netra, hence also called Tamredvari]; she is
clothed in black-coloured garment (krshna-
vastra) with a tiger's skin (vyaghrajina) at the
loins. Her breasts are decorated with garlands of
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snakes (ndga-harapita-vakshahsthala). One of
her legs is placed on a corpse(preta) and the other
on the lion. She is sometimes worshipped as Man-
gala-chandi. She is identified with Dikkara-vasni of
Kalikg-purana. She has a variant and milder form
known as Lalita-kanta(also worshipped as Tam-
redvari- devi).

TIKSHNOSHNISHA

One of the eight 'ushnisha’ goddesses of the
Vajrayana pantheon. While the word ‘ushnisha’
normally means a ‘crown’ or ‘headgear’, it also
means a symbol. The ushpisha-goddesses sym-
bolize the eight directions (four cardinal and four
intermediary) (see USHNISHA). They are two-
armed, seated and well-ornamented. They also
wear splendid crowns. They are located in man-
dalas like the Durgati-pari$odhana (cf. Nishpan-

Tikshnoshnisha is the seventh in the series
of eight goddess (see USHNISHA for their
names), and is located in the north-western direc-
tion (vayavya). Her body-colur is sky-green
(nabha-¢dyama; in her right hand, she holds a
sword (krpana), and in her left, a scriptural text
(pustaka).

TIRTHANKARA

The word (from '‘tiryate anena’) generally
means a ‘ford-maker’, the ford (tirtha) being some
place in @ deep and dangerous river which will
allow a person to wade across to the other shore
in safety. The relevance of the imagery in religion
is to the saints who have discovered such fords in
this ocean of transmigration (‘taranti yena sam-
sara-sagaram iti titham’). The expression ‘tirtha’
also means ‘'dharma’: the titthankara (or tir-
thakara) is one who makes or shows dharma ('tir-
tham dharmam karotli prakatayati'). More
specifically, the word refers to the four- fold order
of devotees (Sangha) who owe allegiance to a
saint, the four groups in the order being monks
(sadhu), nuns (sadhvi), lay male devotees
(Sravaka) and lay female devotees ($ravika). The
basic meaning of the word occurs here in an ex-
tended sense, the teaching (pravachana) and as
distinguished from it, ‘the order'. The originators
of these orders are known as tirthankaras; (tir-

40

tham pravachanam, tad-vyatirekad eva sanghas
titham; tat- karana-Silatvat ftirtha-karah,’

Bhagavatli-sutra 1, 1,30).

Itis usual for a tirthankara to be called a jina,
although there is a technical difference between
the two expressions. A jina is a hero or victor, one
who has fully conquered the internal enemies like
anger and hatred (‘jayati nirakaroti raga-dveshadit

. Upan aratin’). While all tirthahkaras are jinas

(belonging to the class of ‘nama-jinas’), not all
jinas are tirthankaras (as for instance ‘dravya
jinas’ and ‘bhava-jinas’, see JINA). Jinas are
those who have renounced the world, engaged
themselves in severe austerities and got rid of the
karma-defilements completely. The number of
these jinas is countless. But the jinas in the fourth
aspect of time are known as tirthankaras.

In the philosophical context, a tirthafkara is
described as a soul (jiva or atma), which has suc-
cessfully accomplished sixteen bhavanas, and
got rid of the ghati-karmas (which obscure the real
nature of the soul and bind it, viz. jranavaraniya,
darganavaraniya, mohaniya and antaraya-karma),
while the tenure of the aghatikarmas (vedaniya,
ayushya, nama and gotra-karmas, which will fall
off gradually and automatically when once the
ghati-karmas are got rid of) continues. Out of the
aspect of ‘'nama-karmas (the karmas which are
responsible for individual existence), the tir-
thankara arises and the continues his mortal
career unitl the ayushya-karma (the karmas which
engenders the life-span) is exhausted, when along
with ayushya-karma, the other three karmas
(nama, gotra and vedaniya) also disappear. The
passing away of a tithankara thus signifies the
total annulment of karma.

When the first group of karmas (viz. ghati)is
eliminated, the soul becomes divine (deva) and
worship-worthy (arahanta). It then acquires ‘inter-
nal glory' (antaranga-lakshmi), viz. the acquire-
ment of a divine and phantom body full of
effulgence, and ‘external glory’ (bahiranga-
lakshmi), viz. the honour of a ‘samavasarana’
audience. Devendra and a hundred other Indras
assemble and construct for him an assembly-hall
(samavasarana- mantapa) in the heavenly firma-
ment (akasa-nagari). Not all the arahants (ie.
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jinas) will be thus honoured. It is only the tir-
thankara that merits it. He then preaches to the
audience the immutable dharma. And the gana-
dhara (the principal disciple) first receives it and
then spreads it in the world in the form of religious
scriptures.

The tirthankaras continue to reside in the
world, and out of compassion, expound dharma
(dharmopadesa), till their ayushya- karma is over
(viz. as long as they live), when they become utter-
ly pure and achieve the four-fold infinity (ananta-
jnana, ananta-dardana, ananta-virya and
ananta-sukha). Subsequently, they have no body
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at all, but continue only as ‘'jRana’, and it is as
'jdna’ they pervade the three worlds.

The tirthankara receives from gods and men
five sacramental honours (pafcha-kalyana),
marking five geat events in his mortal carreer: (1)
garbhavatarana: descent from the heavenly
regions into a human womb, cleaned and special-
ly prepared by Indra and other gods whereupon
the prospective mother has sixteen auspicious
dreams; (2) janmabhisheka: Saudharmendra and
other gods come down a second time, nine
months later, and consecrate and honour the
new-born baby; (3) parinishkramana: when, in
youth, the future tirthankara renounces worldly life
and sets out on a career of austerity and penance,
the gods come down again and honour him; (4)
kevala-jiana: when as a result of his austerities he
obtains manah-paryaya-jhana and as result of his
endurances the kevala-jhana, he becomes a pure
and perfect soul (jina, arahant);

The gods then construct for him an assemb-
ly-hall (samavasarana- mantapa, constructed by
Kubera at the instance of Indra). In the center of
the hall is the consecrated area called Gandha-
kuti, in the midst of which is an apartment known
as lakshmi-mantapa. Above that is a three-tiared
seat, on which is laid out alotus with one thousand
and eight petals. The tirthankara sits on the lotus
(without, however, touching the lotus, but leaving
a space of four fingers breadth between his body
and the top of the flower), and teaches with a
resonant and divine voice;

and (5) parinirvana: when the tirthankara
comes to the close of his motal career, he
engages himself in $ukla-dhyana and lays down
his body. The gods honour him for the fifth time on
this occasion.

The tirthankaras, who have appeared in the
present period of time (vartamana), are twenty-
four in number. But there have been twenty-four
tirhankaras in the past, and there will appear in fu-
ture other twenty-four tirthankaras.

The twenty-four tithankaras of the past are:

(1) Nirvana, (2) Sagara (3) Mahasadhu (4)
Vimala-prabha (5) Sridhara, (6) Su-datta, (7)
Amala-prabha (8) Uddhara, (9) Angira, (10) San-

mati (11) Sindhu, (12) Kusumanjali (13) Siva-guna
(14) Utsaha, (15) Jhaneévara (16) Parameévara,
(17) Vimalesvara, (18) Ya$odhara, (19) Krshna,
(20) Santa, (21) Jhanaprabha (22) Suddha-mati,
(23) Sri-bhadra (24) Ati-kranta, and (25) $Santa.

The twenty-four tithankaras of the present
are:

(1) Vishabha (Adi-natha), (2) Ajita, (3)
Sambhava, (4) Abhinandana, (5) Sumati, (6)
Padma-prabha (7) su-paréva, (8) chandra-prabha
(9) Pushpa-danta (Suvidhi), (10) Sitala, (11)
Sreyarnsa, (12) VasupGjya, (13) Vimala, (14)
Ananta, (15) Dharma, (16) Santi, (17) Kunthu, (18)
Ara, (19) Malli, (20) Muni- suvrata, (21) Nami, (22)
Nemi-natha (23) Par$va-natha (24) Vardhamana
(Mahavira)

The twenty-four tirthahkaras of the future
are:

. (1) Maha-padma, (2) Sira-deva, (3) su-
parva, (4) Svayam-prabha, (5) Sarvatma-bhuta (6)
Deva-putra (7) Kula-putra (8) Udanka, (9) Prosh-
thila, (10) Jaya-kirti, (11) Muni-suvrata, (12) Ara-
natha, (13) Nishpapa, (14) Nishkashaya, (15)
Vipula, (16) Nirmala (17) Chitra-gupta (18)
Samadhi-gupta, (19) Svayambhu, (20)
Anivritaka,(21) Jaya, (22) Vijaya, (23) devapaﬂa
and (24) Ananta- virya.

Each of the tirthankaras, having had a
human career and divine involvement, has (i) a
place of birth (ii) father, (iii) mother, (iv) charac-
teristic colour (varna), (v) distinguishing emblem
(anchhana), (vi) a ganadhara, (vli) yaksha, (viii)
yakshini, (ix)specific tree under which perfection
was obtained (kevala-vrksha), (xi) the place where
he passed away, and (xii) the traditional length of
his earthly career (@yushya). These details con-
cerning the tirthankaras of the present period
have been given below:

1. Rshabha: (1) Saketa, (i) Nabhi-raja (iii)
Maru-devi, (iv) golden-yellow, (v) Bull (vrshabha),
(vi) Vrshabha-sena, (vii) Gomukha, (vii) Chakre$-
vari, (ix) Bahubali and Bharata (sons), (x)
nyagrodha, (xi) Sammeta-Sikhara, and (xii) 84
lakhs of years ago
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2. Ajita: (i) Saketa, (ii) Jita-$atru, (iii) Vijaya-
devi (iv) golden (hema), or dyama (dark), (v)
elephant, (vi) Sirhha-sena (vii) Maha-yaksha, (viii)
Rohini, (ix) Sagara-chakri (x) saptaparna, (xi)
same as above. -

3. $ambhava: (1) Sravasti, (i) Jitari, (iii)
Sushena, (iv) golden-colour, (v) horse, (vi) Caru-
shena, (vii) Trimukha, (viii) Prajnapti (Duritari), (ix)
Satya-virya, (x) Sala, (xi) and (xii) same as above.

4. Abhi-nandana: (i) Ayodhya, (i) Sambara,
(iii) Siddhartha- devi, (iv) golden-yellow, (v) ape,
(vi) Vajra-nabhi (vii) Yakshegvara (viii) Vajra-
srnkhala (alika), (ix) Indra (x) priyala, (xi) and (xii)
same as above. '

5. Sumati: (1) Saketa, (i) Megha-prabha (-
ratha), (i) Mangala- devi, (iv) golden-yellow, (v)
red goose (krauncha or chakra- vaka), (vi)
Chamara, (vi) Tumburu, (viij Purusha-datta
(Maha- kali), (ix) Mitra-virya, (x) Priyangu, (xi) and
(xii) as above.

6. Padma-prabha: (i) Kausambi, (ii) Dharana
(Susima), (i) Sushma-devi (iv) red-colour, (v) red-
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lotus (raktabja), (vi) Vajra-chamara (vii) Kusuma,
(vii) Manovega (Syama), (ix) Yama- dyuti (x)
chhatrabha-tree, (xi) and (xii) same as above.

7. Su-pardva: (i) Varanasi, (ii) Su-pratishta,
(ifi) Prthvi-devi (iv) blue or green, (v) Svastika (vi)
Bala, (viiy Vara-nanda (Matanga) (viii) Kal
(Santa), (ix) Dharma-virya (x) irisha (xi) and (xii)
same as above.

8._Chandra-prabha: .(i) Chandra-puri, (i)
Maha-sena, (iii} Su- lakshana-dewvi, (iv) white, (v)
crescent moon, (vi) Datta, (vii) Vijaya (viii) Jvala-
malini (Bhrukuti), (ix) Dana-virya, (x) naga-
kesara, (xi) and (xii) same as above.

9._Pushpa-danta (Suvidha): (i) Kakandi, (i)
Sugriva-raja (iii) Rama-devi (iv) white, (v) dolphin
(kari-makavra), scorpion or makara (accoraing to
different accounts), (vi) Vidarbha, (vii) Ajita (jaya),
(viii) Maakali (Sutaria). (ix) Simandhara. (x) ndga
or mallika, (xi) and (xii) same as above.

10. Sitala: (1) Bhadra-pura, (i) Drgha-ratha,
(i) Sunanda: devi, (iv) golden, {v) a$vatiha-tree or
kalpavrksha (or éri- vatsa), (vi) Anagara, (vil) Brah-
ma, (vii) Manavi (ASoka), (ix) Simandhara, (x)
Bilva, (xi) and (xii) same as above.

11. Sreyarmsa: (1) Sirha-pura, (i) Vimala-
vahana (Vishpu), (iii) Vimala-devi, (iv) golden-yel-
low, (v) rhinoceros (gandaka) or double-headed
eagle (bherunda), (vi) Kunthu, (vii) 1évara, (viii)
Gaurt(Manavi), (ix) Trivipishta-vasudeva, (x) tum-
bura, (xi) and (xii) same as above.

12¥asu-pljya: () Champa-pura, (i) Vasu-
pUjya, (i) Vijaya- devi, (iv) red, (v} buffalo
(mahisha), (vi) Dharma, (vii) Kumara, (viii)
Gandhari (Chandi), (ix) Darpishta-vasudeva, (x)
Patalika (according to Abhidhana-chintamani) or
(according to Uttara-purana), (xi) and (xii) same
as above.

13. Vimala-natha: (i) Kapila-pura, (ii) Krtavar-
ma, (i) Suramya- devi, (iv) golden, (v) boar
(varaha), (vi) Mandara, (vi) Shanpmukha, (viii)
Vairoti (Vidita), (ix) SvayarbhU-vasudeva, (X)
jamb, (xi) and (xii) same as above.

14. Ananta-natha: (i) Ayodhya, (ii) Simha-
sena, (iii) Jayasyama- devi (Lakshmi-mati), (iv)
golden-yellow, (v) bear (bhalltka or rksha), (vi)
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Jaya, (vii) PRtala, (vil) Ananta-mati (Ankusi), ()
Purushottama-vasudeva, (x) aévattha, (xi) and
(xii} same as above.

15. Dharma-natha: (i) Ratna-pura, (ii) Bhanu-
raja, (iii) Suvrata (or suprabha)-devi, (iv) golden-
yellow, (v) vajra-danda, (vi) Arshta-sena, (vii)
Kinnara, (viii) Manasi (Kandarpi), (ix) Pundarika-
vasudeva. (x) dadhi-parna. (xi) 10 lakhs of years
and (xii) same as above.

16. Santi-natha: (i) Gaja-pura, (ji) Viéva-sena,
(iii) Aira-devi, (iv) golden yellow, (v) antelope
(mrga). (vi) Chakrayudha, (vi) Garuda (Kim-
purusha). (viiij Mahamanasi (Nirvani), (ix) Raja-
purushadatta, (x) nandi, (xii) same as above.

17. Kunthu-natha: (i) Gaja-pura, (i) Stra-
sena, (iii) Srikanta-devi, (iv) goiden yeliow, (v) ram
(mesha or cchaga), (vij Svayambhid, (vii)
Gandharva, (vii) Jaya(Bala), (ix) Kunala, (x) tilaka,
(xi) 95,000 years ago and (xii) same as above.

18._Ara-natha: (i) Hastinapura, (Raja-pura),
(i) Sudargana, (i) Sumitraa-devi (mitra-sena), (iv)
golden vyellow, (v) fish (nandyavarta), (vi)
Kurnbha, (vii) Mahendra (Yakshendra), (viii) Vijaya
(Dharini), (ix) Govinda-raja, (x) chita (mango),
(xi) 84,000 years ago, and (xii) same as above.

19._Malli-natha: (i) Mithila, (ii) Kumbha, (iii)
Suprabha-devi (prajavati), (iv) golden yeilow, (v)
pot (kurnbha), (vi) Viéala, (vi) Kubera, (viii)
Aprajita, (ix) Suluma-raja, (x) a$oka, (xi) 55,000
years ago and (xii) same as above.

20. Muni-suvrata (muni): (i) Raja-grha, (ii)
Sumitra, (i) Padmavati (Soma), (iv) biack
(yama) (v) tortoise (kGrma), (vi) Malli, (vii)
Varuna, (vii) Bahurtpini (Nada-rakta or Naradat-

ta), (ix) Ajita-raja, (x) champaka, (xi) same as

above, and (xii) 30,000 years.

21. Nami-natha (Suvrata): (i) Mathura, (ii)
Vijaya, (iii) Vapra- devi, (iv) goldén yellow, (v) blue
lotus (nila-kamala, indivara or nilotpala), (vi)
Suprabha, (vii) Vidyut-prabha (Bhrukuti), (viii)
Chamundi (Gandharva), (ix) Vijaya-raja, (x)
bakula, (xi) same as above, and (xii) 1,000 years.

22. Nemi-natha: (i) Dvaraka (Sauri-pura), (i
Samudra-vijaya, (iii) Siva-devi, (iv) black ($yama)
with tinge of lotus red, (v} conch ($amkha), (vi)

Vara-datta, (vii) Sarvahna (Gomedha), (vili) Am-
bika, (ix) Ugra-sena, (x) bamboo (vetasa or venu),
(xi) Girinara and (xii) 1,000years.

23. Pardva-n@tha: (i) Varanasi, (i) Visva-
sena, (i) Brahmiia- devi, (iv) blue or green
(harita), (v) serpent of three, seven or eleven
hoods, (vi) Svayambhu, (vii) Dharanendra
(Parsva), (viii) Padmavati, (ix) Ajita-raja, (x) deva-
daru (or dhataki), (xi) Sammeta-sikhara, (xii) 100
years.

24. Vardhamana (Mahavira): (i) Kaundinya-
pura, (i) Siddhartha, (jii) Tridala-devi(Priyakarini),
(iv) golden yellow, (v) lion (sirmha), (vi) Gautama,
(vii) Matanga, (viii) Siddhayani (Siddhayika), (ix)
Srenikaraja, (x) sala (shorea robusta), (xi)
Pavapuri, (xii) seventy-two years.

[Names of Yakshas and Yakshink in brack-
ets are those which are in vogue in the Svetam-
bara tradition, the other names being those of the
Digambara tradition]

These twenty-four tithankaras of the present
period of time, of whom Rshabha-natha was the
first (and hence cailed Adi-natha) and
Vardhamana (Mahavira) was the last, have direct
relevance (pratyaksha-sambandha) to us, in as
much as their teaching serves as the ‘light of lamp’
for the entire mankind. But it is only the last three
in the list that appear to belong to the historical
period.

Nemi-natha was a contemporary and close
cousin of Krishna of Hari-varhda; his name has
been celebrated in several texts of the Vedic cor-
pus, like RgVeda (named there Arishta-nemi) and
references to him occur in_Bhagavata and other
puranas. Paréva-natha belonged to the Uraga-
vamn$a, and his followers were prevalent during
the days of Vardhamana-Mahavira, and his
devotees continue to this day. Vardhamana, the
last tirthankara, was a senior contemporary of
Gautama the Buddha, and it is in his religious dis-
pensation that we live today. It is claimed in tradi-
tion that Mahavira was born exactly 250 years
after the passing away of Par§va, and that
Mahavira died in 527 B.C., (according to Svetar-
baras) or 605 B.C. (according to Digarhbaras).
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Of the twenty-four tirthankaras listed above,
the first was the promuléa'tor of all cultural values
and social norms in this world before he became
an ascetic; the sixteenth (viz. $anti-natha) was an
emperor (chakravarti) before he renounced. Five
of the tirthankars (Vasu-pujya, Malli-natha, Nemi-
natha, Paréva and Mahavira) were not married
when they took to ascetic life; there is, however,
some controversy about the marital status of
Mahavira. All the other saints were householders
until they turned to the life of austerity and spiritual
perfection.

The iconographical representation of all of
the tirthankaras is almost identical: identical in
posture and bearing, and different only in the
emblems (lafichhanz) by which they can be dif-
ferentiated (for details, see JINA). The emblems
have beenindicated in the above list of tirthankars.
In stone images, the emblems are carved just
beneaththe lotus-seat (padma-pitha) onwhichthe
image stands or sits. In the cases of two tir-
thankaras, Suparsva and Paréva, especially the
latter, the images are shown with a canopy of
three, five or seven-hooded serpents. Sometimes,
the tirthankara icons are distinguished by charac-
teristic yakshas and yakshinis (see YAKSHA and
YAKSHINI).

Otherwise, the tirthankara icons are uniform-
ly two armed, two- eyed, graceful, charming, but
nude and unornamented, tranquil in aspect as if
absorbed in deep meditation; they are relaxed in
posture, giving an unfailing impression of ‘being
at-one-ment with themselves; the gaze is invariab-
ly withdrawn and compassionate ($anta-prasan-
na). The whole body breathes an air of spiritual
absorption. They are shown neither as old nor as
very young; but they are youthful in appearance.
Nails or hairs are not shown; and the mark of
srivatsa (see $RT-VATSA) adorns their chest
(Manasara and Pratishtha-saroddhara, 1, 62). The
arms, hanging by the sides, reach the knees
(‘janu-lambi-bhuja-dvaya’, Viveka-vilasa, 1, 130).
The hair on the head is done up like a short, close-
fitting crown (‘ushnisha-yuktam’, ibid), [viz. short
hairs curling in ringlets on the crown of the head,
except in the case of the first tirhankara on whose
head matted hair (jata) is seen in strands falling on
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his shoulders. The best measure for the image of a
tithankara is prescribed to the 108 angulas in its
own fingers measure C.fhir'\gula-pramirjena
shashtangula-éata-  yutam’,  Pratishtha-sara-
sarngraha, 4, 1, 4).

Groups of tithankars are sometimes wor-
shipped together. There are several shrines where
all the twenty-four ftirthankars are installed
together, standing or seated in a row, and worship
is offered to all of them without distinction. Such
shrines are called ‘chaturvimsati-tithankara-
chaityalaya’. Sometimes, four of them (usually
Rshabha, Nemi, Paréva and Vardhamana) are in-
stalled in the same cell so that they face the four
directions and receive the adoration of devotees
from all sides (sarvatobhadra). More often, how-
ever, three tirthankaras are selected for worship in
a single shrine, and they have three separate cells
(‘tri-kuta’) usually in a row.

TIRTHA-BERA

The metallic image representing the main
image in the sanctum (mula-bera), and used in
elaborate ritual bath (known as tirthotsava) in
Vaishnava temples. This image is prescribed to
be smallin size, and made in gold, silver or copper
(Naradiya- sarnhita, 19, 88-89 ‘sauvarnam rajatam
vapi tamrajam valpa vigraham, bimbam tu tirtha-
yatratham....... ). It should have four hands, carry-
ing in the upper ones conch and discus, and the
left normal hand must be in the katyavalambita
posture (see KATYAVALAMBITA), holding the
vana-mala garland (ibid, 90), while the right hand
is in the ‘svagata’ (viz. varada, boon bestowing)
gesture. The texts allow the kautuka-image (see
KAUTUKA-BERA) to be used when a separate tir-
tha-bera is not available, and if neither of them is
available the bali-bera may be used (ses BAL!-
BERA). For details of this ritual cf. Panchaatra
texts, e.g. Naradiya-sarhita, 19, 103-110.

TIVRA

One of the four daktis of Ganapati (see
GANAPATI), mentioned in the tantrik texts (others
being Jvalini, Nana and Bhogada). At the com-
mencement of any important undertaking, it is
prescribed that the nine grahas (see GRAHA), the
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seven mother-goddesses (see MATRKA) and
Ganapati must be worshipped briefly and with
tantrik rites. The worship of Ganapati involves the
worship of these four $aktis also. Texts like

$arada-tiaka prescribe that two of these goddes-
ses must be shown nude.

TUMBURU

One of the most celebrated among celestial
musicians belonging to the class of gandharvas,
he is often in company with Narada, another well-
known musician. Turmburu was among the four
sons of Kadyapa, (son of Marichi and grandson of
Brahma) and Pradha, who were all noted for their
sweet voice and pleasant singing (the other three
being Bahu, Haha and HGhD). He was an orna-
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ment of the court of Indra in the heavenly realms,
but was a great devotee of Kubera, the lord of
riches, Tumburu's songs are reputed to be heard
by monrtals on the full-moon nights on the Gandha-
madana mountain.

Tumburu is represented among the retinue
deities (parivara- devata) of both Vishnu and Siva.
In the uttama variety of the bhoga-sthanaka form
of Vishnu, above Vishnu (flanked on the two sides
by Bhii-devi and Lakshmi) are to be shown, ac-
cording to Pancharatra texts, Tumburu and
Narada as gandharvas flying in the air holding
musical instruments along with a pair of kinnaras,
a yaksha, a vidyadhara, several sages, and Sun
and Moon. In the madhyama variety, however,
Tumburu and Narada are omitted.

In the Kankala-murti form of Siva (see
KANKALA-MURTI), he is seen surrounded by
women, goblins, sages and celestial beings.
Among celestial beings, the texts prescribe that
Turhburu and Narada must be shown as singing,
while devas, gandharvas, siddhas, vidyadharas
and sages listen.

Tumburuisthe name of the yaksha of the fifth
tithankara Sumati-natha (see TIRTHANKARA,
SUMATI and YAKSHA). He is four- armed, dark-
coloured (Syama-ruchi, but according to a variant
account white in complexion, $vetanga), and he
rides upon Garuda (tarkshya-vahana). He wears a
serpent for his sacred cord (sarpopavita). His
upper hands carry two poisonous serpents (visha-
pannagordhvakara). He holds in his right normal
hand citrus fruit and his left normal hand assumes
the gesture of boon-bestowal. This is according to
the Digambara tradition. Hemachandra, however,
prescribes the gesture of boon-bestowal (varada)
and the weapon known as $akti in his hands onthe
right side, and mace (gada) and noose (pasa) in
his hands on the left side.

TUMBURU-RUDRA

A form of Siva described in Sri-vidyarnava-
tantra, he is four-faced, four-armed and clothed in
red garments. He carries in his upper hands khat-
vanga (see KHATVANGA, right) and skull (kapala,
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left). He is accompained by eight saktis: Vama
Jyeshtha, Raudri, |-cchha, Durbhaga, Subhaga,
Karali and Mohini.

Vishnu-aharmottara (3, 66) devotes a sec-
tion to the description of the Tumburu form of $iva
accompanied by four consorts. According to this
text, he must be shown as four-headed (chatur-
mukha), fair-complexioned like moon-light
(chandrarhéu- gaura), and seated on bull
(upavishto vrshe karyah). The number of hands is
not specifed in the text, but it would appear to be
four from the mention of skull-cup (kapala) and
two citrus fruits (Matulunga-dhare kare) in the
hands. To his ﬁght are Jaya and Vijaya, and to his
left are Jayanti and Aparajita. All the goddesses
are, strangely enough, two-armed but four-faced
(dvibhujah karyas chatur-vaktrah, ibid., 6), and
carry in their left hands skull-cup (kapala). All of
them play on Mina; Jaya holds in her right hand a
staff (danda), Vijaya a sword (khadga), Jayanti
rosary (aksha-mala), and Aparajita the weapon
known as bhindi-pala. Jaya is white in body-
colour, Vi-jaya red, Jayanti yellow and Aparajita
black. Jaya rides a man (purusha-ga), Vijaya an
owl (kauéikopaga), Jayanti a horse (turagarudha)
and Aparajita cloud (megha-ga). Seated amidst
the four goddesses (who are regarded as his
sisters) Tumburu is worshipped as one who fulfills
all the desires of the devotees (bhakteshu kaman
vidadhan) and as the vanquisher of the enemies of
the gods (tridrari-hanta) (ibid.,13)

Tumburu is the principal deity of Vina-$ikha-
tantra (Sivas sadaivas chaiva bhairvas turhburus
tatha). He is a gandharva and is associated with
Narada (see TUMBURU), and he is white com-
plexioned and two-armed; he wears tiger-skin as
his garment, and is seated upon a bull, playing on
the lute (vina) (cf. Pratishtha-lakshana-sara-
samucchaya). Jayadratha-yamala (Ist shatka,
chap. 5) describes Tumburu-Rudra as the lord
(prabhu), the crest-jewel ($ird-ratna) of all the
gods, and as fierce in appearance (maha-vyala).
His body is lustrous. surrounded by a circle of
light, and resembling the golden mountain
Sumeru. He resides in Saumya-dhama, which is
filled with the fragrance of countless mystic syll-
ables (mantra).
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He has four faces, coloured differently:
white, red, yellow and dark-blue. The principal
face is human, while the others are those of a
crocodile and two swans (singing sweetly). He
carries in his hands, noose, goad, trident and ges-
ture of boon-bestowal. From the human face is-
sues forth music of the rumbling of the
storm-clouds; his ear-rings illumine his face.

The four goddesses mentioned above are
regarded as his energies (kala), and they are
idenitified with $anti (Jaya), Vidya (Vijaya), Nivrtti
(Ajita) and Pratishtha (Aparajita), the four energies
which bring the universe into being; Tumburu
himself is the fifth Kala, namely $antyatita,
transcending the manifest universe. In
Jayadratha-yamala, he is described as the cosmic
breath (hamsa), seated upon a lotus with four pe-
tals; and on the petals are located the four god-
desses. Jaya on the petal to the east, Vijaya (also
called Jayeévari) on the petal to the south, Ajita
(called here Jita) on the petal to the north, and
Aparajita on the petal to the west.

According to Netra-tantra, he is a form of
Siva presiding over the ‘Vama-srotas’, and is five-
headed. Tumburu-Rudra also figures in
Siracchheda-tantra, Sammohana-tantra, and
Nayottara-tantra.

TULAJA-BHAVANI

A form of Durga (see DURGA), widely wor-
shipped in Maharastra especially in the famous
shrine at Tulaja-pur (Osmanbad district). She is
the tutellary deity (kula-svamini) of numerous
families in this province, and how she inspired and
protected the great Maharatta monarch
Chhatrapati-Sivaji is well-known.

The name ‘Tulaja’ appears to be the provin-
cial variation of Tura- ja (Tvarita), meaning ‘‘the
goddess who makes a swift appearance”. The
local legends relate how she appeared in
Yamunachala (viz. Tuljapur) in order to protect
her devotee, a saintly woman Anubhuti by name
(wi-dow of Kardama) from the evil designs of a
demon-king. The goddess is also known as Amba
(‘mother’), Bhavani (consort of Bhava, viz. éiva, or
Amba- Bhavani), Tukai, Matangi (on account of
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her having killed here a demon called Matanga)
and so on

In the dhyana-$loka of the Kalpa of this god-
dess. she is visualized as red-coloured in body
(raktabha), and with a face lit up in glee (@ananda-
purnanana) She is decorated with all ornaments
and has heavy breasts. She holds in one of her
hands a pot full of divine food (divya-rasanna-
purna-kalasa) and in the other lotus stalk as ladle
(ambhoja-darvi-kara). She is three- eyed (tri-
nayana). and beloved of Siva (Sankara-vallabha).

But this would represent her as Anna-purna,
and not as Bhavani. Other accounts in the Tulaja-
mahatmya describe her differently. The actual
icon in the sanctum of the temple too does not ac-
cord with the dhyana-$loka of the Kalpa.

The iconic representation of the goddess is
that of Durga in her aspect of ‘Mahisha-mardini’
(see MAHISHA-MARDINI). She is eight-armed
(ashta-bhuja), holding in her normal right hand a
trident with which the head of the asura is being
severed from the body, and her normal left hand
holding the asura’s head by the tuft of hair on top.
Her other hands carry several weapons like
sword. bow, arrow. discus and conch; one of the
hands carries a skull-cup. Her right leg is planted
on the animal form of the asura, and the left leg is
placed on the ground. The conical crown on the
head is said to contain an image of linga with yoni-
pedestal. The prabhavali at the back shows sun
on the right side and the crescent moon on the
left. K also contains a small representation of the
lady-ascetic. Anubhuti, in an act of devotion (viz.
standing on her head) onthe left side. Itis said that
there is also a representation of the sage Markan-
deya. A shrine to Matangi is located at the north-
eastern corner of the temple.

TULASI

It is the holy basil plant (Ocimum sanctum),
held sacred by the Hindus. The plant is daily wor-
shipped all over the country in pious households:
the leaves of plant the are sepcially sacred to Vish-
nu, more so during the recitation of the thousand
names of Vishnu, the rosary made of tulasi beads
is used for japa and also worn round the neck by
the devotees of Vishnu; and the dried twigs of this

plant are burnt along with the fuel in the cremation
of the dead body (in order to make the deceased
eligible to enter the heavens). It has numerous
and excellent medicinal properties. There is hard-
ly @ Hindu home where tulasi plants are not seen;
and the plant is grown in a special container
known as ‘vrndavana’, either built of brick or mor-
tar, or made in metal; and this is prominently dis-
played.

There are several legends to explain the
sanctity and the high regard in which this plant is
held: one of them (cf. Devi- bhagavata. ch. 9 as
also Brahma-vaivarta-purana, Prakrti-khanda, ch.
15f.) relates that Lakshmi became incarnated as
the daughter of Dharma-dhvaja and Madhavi. Be-
cause this child was incomparable in beauty and
wisdom, she was calld Tulasi. When, however, she
grew up, she gave up worldly life, and retired to a
hermitage in Badari, and performed severe
penances to secure Vishnu as her husband. She
ultimately realized her desire, but not before she
married and lived with an incarnation of Krshna's
associate (parshada), Sudama-gopa, as the
demon-chief Safikha-chlida, who, however, was a

PRATIMA KOSHA



resident in Goloka. The demon-chief, who was a
terror to mankind, was killed by iva at the in-
stance of Vishnu. Lakshmi as Tulasi was rejoined
by Vishnu. Another story (cf._Skanda-purana and
Padma-purana) makes the goddess Vrida, who
was wife of Jalandhara, and with whom Vishnu fell
in love (and hence the name V[hdévana for the
container of the tulasi plant).

The expression Tulasl is explained as one
that does not have a peer (tulam sadr§yam syati
nasayati). And in some puranas, the plant-god-
dess is said to have emerged from the ocean of
milk when it was churned. The sight (dar$ana) of
the river Narmada, bath (snana) in Gahga and
proximity of the Tulasi plant (vana- sarmsarga) are
considered meritorious. Tulasi is worshipped in
eight ways: seeing it (dar$ana), touching it (spar-
$ana), bowing before it (namana), worshipping it
(archana). planting it (ropana), watering it
(sechana), prptecting it (palana) and thinking
about it (dhyana).

All this is said to eradicate the sins acquired
during this life and the previous one. The month of
Kartika in the Hindu calender is especially com-
mended for the worship of Tulasi, for Lakshmi is
said to have incarnated herself on earth as Tulasi
on the full- moon day of Kartika.

The iconographic representation of the god-
dess shows her as dark- complexioned (Syama)
and with eyes like the lotus petals (kamala-
lochana). She is graceful and pleasant (prasanna)
in her appearance, and is draped in white gar-
ments (dhavalam$uka- safmyukta). She has all or-
naments and decoration, and is seated on a lotus
(or in a lotus posture, ‘padmasana-nishedushi’).
She is four-armed, the two normal hands assum-
ing the gestures of protection and boon-bestowal.
In one of the upper hands she holds a red lotus
(padma), and in the other a blue lotus (kalhara).

In South India, she is frequently represented
in drawings and paintings. Her sculpture, how-
ever, is not to be seen anywhere.

TUSHTI

One of the eight ‘powers’ (4aktis) of the
Mother-goddess representing ‘contentment’, the
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other seven being Sri (representing ‘prosperity’),
Bhi (earth), Sarasvati (learning), Priti (love), Kirti
(fame), Santi (peace). and Pushti (strength). Al of
them are iconographically represented in some of
the temples dedicated to the Mother-goddess in
South India. They are four-armed and are usually
shown as standing. They carry in their normal
hands the gestures of protection and boon-be-
stowal. The extra hands carry lotus flowers (see
ASHTA-SAKTI)

In Naradiya-samhita (28, 62-63), Tushti is
one of the eight vimana-devatas of Durga (see
VIMANA-DEVATA), the others being Jaya, Vijaya,
Purna, Pushkala, Pushti, Ishti, and Priti. They are
prescribed to be worshipped in the eight direc-
tions (‘ashta- dikshu sada pujya’).

Tushti is also the power-goddess ($akti) cor-
responding to the Madhava form of Vishnu (cf.
Narada-pancharatra, Ch. 3, where fourteen of the
twenty-four forms of Vishnu have been listed with
their Saktis) (see CHATURVIMSATI-MURTI).

TEJASCHANDA

An attendant of Surya, providing a fresh gar-
land of flowers every morning to his master. He is
sometimes shown on one of the sides of Surya.
He is described in some texts (like Agni-purana,
Ch. 51) as having a large countenance (vistir-
nanana) and two hands, holding in one of them a
sword and in the other a lotus flower.

TONDAR-ADI-PPODI

One of the celebrated Vaishnava saints of
South India, known as alvars (see ALVARS), his
Tamil name is Sanskritized as Bhaktanghrirenu.
Born in Mandamgudi in the Chola country around
787 A.D., he took up service in the famous Sriran-
gam temple; his duty was to provide flowers for
the daily worship. He composed fine devotional
songs in Tamil, Tirumalai and Tiru- appalli-elucchi,
which have become popular. He is venerated as
the incarnation of the vanamala (garland) of Vish-
nu. His iconic representation may be found in
many Vaishnava temples.
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TOTALA

One of the six forms of Gauri (see GAURI)
mentioned in Rypa- mandana (the other five forms
being Uma. Parvathi, Sri, Rambha and Tripura).
She is. like the other five forms, three-eyed, four-
armed and well decorated. In this particualr form
she carries spear ($01a), rosary (aksha-mala), staff
(danda) and white fly- whisk ($veta-chamara). She
is described as the destroyer of all sins (sarva-

papa-pranasini).

TOMARA

An iron club, which cuts and severes (tum-
pati hinasti). It has the body made of wood (kash-
tha-kaya), with an iron head (lohadirsha); it has a
tail-like appendage (sa-pucchavan). The head is
shaped like the serpent’s hood (phana-vat Sirsha-
desah). It is three cubits long (hasta-trayonnatan-
ga. each cubit being equal to 24 angulas). It is
seen held by muilti-armed divinities, e.g. forms of
Siva like Ahirbudhnya and Aparajita.

TRASA-RENU

The smallest unit of measurement in Indian
iconography (se TALA- MANA). 1t is the single
speck of dirt that becomes visible when a beam of
sun’'s light falls through a lattice (jalantargata
bhanau, yat sukshmama dréyate raja).

TRI-KANTAKI

An attendant divinity and a minor form of the
mother-goddess, whose iconographic descrip-
tion is to be found in Sarada-tilaka. She is four-
armed, and holds in two of her hands (normal
ones) lamps (dipau), and in other the two hands
conch (kambu) and discus (rathanga). She has
matted hair (jata) on top of her head, to which
crescent moon is stuck ($itarsu-khanda). Her
face looks fierce with terrible-fangs which reach
upto her belly (vaktrair-darhstra-karalair- udara-
parigatair bhishanangiy. Her body is multi-
coloured. It is dark blue below the navel
(nila-nabher adhastat), red above the navel till the
neck (aruna-ruchi-dhara-kantha-deat), and white
above this region (sita). The goddess, when con-
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templated upon, is said to eliminate fear (bhaya-
hara.)

TRI-NETRA

Meaning ‘the three-eyed one’, it is usually the
name of Siva, who has the third eye on the
forehead. There are several other deities who are
also represented with three eyes, e.g. Kubera,
Bhairava, Avalokitesvara, Ganapati and forms of
Devi. The two normal eyes symbolize sun (surya)
and moon (soma), while the extra eye represents
fire .(agni).

\

TRI-PATAKA

A gesture of the hand (hasta or mudra)
adapted from dance models. The palm of the right
hand faces the viewer, in the ‘abhaya’ manner but
with the ring-finger bent over the palm, while the
other three fingers are held upright, the thumb
being close to the palm and slightly inclined
towards the fore-finger. The gesture represents
crown, light, flame of fire, Vaja and ketaki-flower; it
indicates union of man and woman, anger, dis-
missal or touch of a sacred object. The hand-pos-
ture can be seen in iconic representations of Siva
as Ganga-dhara, when he attempts to appease the
anger of Parvati by wiping her tear or lifting her
face, or stroking the fore-locks (see GANGA-
VISARJANA- MURTI).

TRI-PUNDRA

Three horizontal lines on the forehead,
marked by sacred ash or sandal paste, to indicate
devotion to Siva.
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TRIPUTA

A tantrik goddess mentioned in Sri-vidyar-
nava-tantra, she is said to represent the three holy
syllables Srirn, Hrith and Klim. She is visualized as
three-eyed and seated inside a six-angled
diagram (shatkona). She is red-complexioned and
four-armed carrying in her hands noose, goad,
bow and arrow. Sometimes, she is pictured as
having six arms, carrying in the two additional
hands two lotuses.

TRIPURA

When the great asura, Taraka was slain by
Kartikeya (see KARTIKEYA, TARAKARI), the sons
of the asura, Tarakaksha, Kamalaksha and
Vidyunmali, performed severe austerities and
pleased Brahma. They extracted a boon from
Brahma that they live freely but separately in three
cities, perfectly secure from the might of the gods.
Once in a thousand years, however, the three
cities would join, and the asura brothers would live
together. It was only then that the asuras and their

cities would become vulnerable to the attacks of
gods.

The asura brothers requested the great ar-
chitect and master-craftsman Maya to build for
them the three cities. Maya skilfully constructed
three wonderful cities: one in gold (haimi) for
Tarakaksha, another in silver (raupya) for
Kamalaksha and stilll another in iron (@yasi) for
Vidyunmali. Each of the cities was not only im-
pregnable but mobile: it could move. at will
anywhere. The cities were guarded by the asura
Bana (son of Maha-bali, who was the grandson of
Prahlada, who in turn was the son of the asura
Hiranya-kadipu). When the three cities joined,
once in a thousand years, they were collectively
called Tripura (see for further details TRIPURAN-
TAKA).

THIPURA-TKN DAVA

One of the seven well-known dancing forms
of Siva (see TANDAVA). In this form, he has six-
teen hands carrying in them the gesture of protec-

TRIPURA - TANDAVA from BadSmi Cave | Karnataka
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tion (abhaya) hand-drum (damaru). vajra, spear
(§Ma) noose (pafa) stone-mason's chisel
(tanka). staf (danda) and serpent (naga) on the
nght-side. and gesture of boon-bestowal
(varada). bell (ghanta), skull-cup (kapala), shield
(khetaka), book (pustaka). fire (anala) and flag
(pataka). on the left side. The normal left arm is
flung across in the gaja-hasta posture.

To the Tett of Siva is Gauri. and to his right
stands Skanda (Kantikeya) with hands joined in
the posture of supplication (dhrtanjali= The left
foot is planted upon the Apasmara (see APAS-
MARA). while the right, leg is lifted up. The stance
of the figure is tilted slightly to the right.

TRIPURA-DAHANA-MURTI

An aspect of $iva in his sportive form as the
vanquisher of Tripura (see TRIPURA and
TRIPURARI). The form is called ‘Tripura-dahana’,
because Siva burnt down the Tripura with his
arrow, on the tip of which was stationed the fire-
god Agni.

TRIPURA-BHAIRAVI

One of the major forms of the Mother-god-
dess, worshipped in her benevolent as well as
fierce aspects. The prefix ‘tripura’ ("three realms”)
is explained as signitying the destruction of the
three  worlds, earth (bhu), the mid-region
(bhuvah) and the heavens (suvah), or the bestow-
ing on the devotee forthwith of the three groups of
human objectives: virtue (dharma), wealth (artha)
and pleasures (kama) (trin dharmartha-kaman
purati, purato dadati iti, pura agra-gamane). The
form is regarded as a variety of Bhairavi (see
BHAIRAVI), and as identical with Kamakhya (tri-
pureti tatah khyata kamakhya kama-rupini)

According to the dhyana-$loka of the
benevolent form, she shines like a thousand rising
suns (udyad-bhanu-sahasara-kanti), she wears
reddish silken garments (aruna-kshauma), her
breasts are smeared with blood (rakta-lipta-
payodhara). She is four-armed, carrying in her
hands rosary (japa-vati), book’ (vidya), and ges-
tures of protection (abhiti) and boon-bestowal
(vara).. She is three-eyed (trinetra-vilasad-
vaktraravinda-§ri). The bejewelled crown on her

head is adorned with the crescent-moon (baddha-
himarn$u-ratna-makuta). And she is seated on a
lotus (aravinda-sthita) or on a clean corpse (sita-
pretasana).

The description given in Kalika-purana
(Ch.77) has additional details: her breasts are
large and high (pinottunga-stana-yuga), her face
beams with smile (smita-prabhinna-vadana), the
parted lips reveal rows of blood-shot teeth (rakta-
danta-chhada-dvaya), and her eyes are wild with
intoxication (madira- ghtirna-nayana). She wears
three garlands of skulls, one on the head, another
on the'chest, and the third one at the loins (tisrbhir
munda-malabhis éirovakshah-katishu cha). The
three garlands represnt the three gunas (trigunam
triguni-bhitaih). In  Sri-vidyarnava-tantra, she
wears a garland of three heads, the heads repre-
senting Brahma, Vishnu and Rudra.

In Kalika-purana (Ch. 62), herthree forms are
described. All the forms however are three-eyed,
tour-armed, adorned with all ornaments; matted
hair- braids are tied into a top-knot, to which the
crescent-moon is stuck; and the body-colour is
reddish like the rising sun.

The first form, called Vagbhava-riipa, is red
in complexion, like a heap of sindura. The two
hands on the right side carry book (pustaka, in the
normal hand), and flower-bow (pushpa-kodanda,
in the upper hand), and hands on the left side
carry rosery (axsna-iaia, ioiinai nand) afa e
bunch of five arrows (pancha-banan, upper-
hand). She is nude (nagna), and she stands with
both feet resting on the back of a corpse, which is
placed on four other corpses (chaturnam
kunapanam tatprshthe anyam kunapantaram nid-
haya tasya prshthe tu sama-padena samsthita).

The second form, called Kama-raja-rupa, is
in lustre like a bunch of bandhuka flowers. She is
youthful (nava-yauvana-sampanna). She carries
in her right hands the gesture of boon-bestowal
(varaprada, normal hand) and rosary (aksha-
mala, upper hand), and in her left the gesture of
protection (abhaya, normal), and book (pustaka,
upper). She is seated in the paryanka posture on a
red Jotus. She wears red garments (udyadravi-
prakhya-vastra). She is auspicious in her aspect
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(§ubha), and produces erotic delight (kamahlada-
kari).

The third form, called Damara or Mohini-
rupa, is brilliant like the hibiscus flower (jaba-
kusuma). She is nude (nagna), and she carries in
her hands rosary (aksha-mala, right upper), ges-
ture of protection (abhaya, left normal) and book
(pustaka, left upper). She has a smiling face
(hasitanana), and she wears round her neck a gar-
land of skulls which reaches her feet (mun-
damalam padanugam). Her hair is let loose
(mukta-ke$i), and she is seated in a half- lotus pos-

ture upon the chest of Sadasiva who is prostrate

like a corpse but smiling (sadasivam hasantam tu
pretavad-vidhaya hrdaye tasya devasya hyardha-
padmasana- sthita.)

TRIPURA-MALINI

She is the presiding goddess (pitha-devata)
of Jalandhara, one of the fifty- one $akti-centres in

TRIPURA SUNDAR! fiom Kodarhbalur Jgmare Museum
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the country. It is here that the breasts (stana) from
the body of Sati fell, as it was being carried about
by Siva (see SAKTI). 1ana or Bhishana is the
bhairava associated with this goddess.

TRIPURA-SUNDARTI -

Also called Shodasi (see SHODASI), she is
one of the ten maha-vidyas (see DASA-MAHA-
VIDYA) and- worshipped extensively in tantrik
cults. Her worship takes three alternate forms: (1)
iconic form of the goddess as seated upon éiva in
the maha-padma-vana, (2) the design known as
Sri-chakra (see SRI-CHAKRA), and (3) concep-
tualized in terms of basic elements of existence
and experience (bhava-yaga).

She is visualized as the power of effulgence
of solar energy (prakasa-$akti). When the power is
of lesser magnitude, as in the case of the rising
sun, she is called Bala-tripura-sundari (or Bala for
short), while as the heightened power of the mid-
day sun she is called Maha-tripura-sundari (or

-Shodasi).

Her iconographic form consists of four arms,
three eyes, red body-colour resembling the rising
sun (udyatsurya-nibha), and inatted hair coiled up
as a crown to which crescent moon is stuck. She
carries is her hands noose (paéa), goad (anku$a),
sugar-cane stalk (ikshudanda) as bow, bunch of
five flower- darts (pushpeshu). She is bereft of
clothes (vivastra), but bedecked with all orna-
ments (sarvalankarayukta). She is exceedingly
pretty to behold (sarvarga- sundari).

TRIPURA

The most popular form of the Mother-god-
dess, associated with the creation. preservation
and destruction of the world. She is known as
‘tripura’ for she is of the form of bindu (primaeval
‘drop’), bija (primordial 'seed’) and nada (original
sound-vibration) which are represented by the
three lines of the triangle (which is her symbol).
Tripura is described in Rudra-yamala-tantra as the
supreme goddess who resides in the cosmogram
formed by the primaeval 'drop’ (bindu-chakre
samasina deva-deva-maheg$var?’) She is the con-
catenated operation of the three gunas (viz. sat-
tva, rajas and tamas) in the universe. as well as the
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conjoint functioning of the three ‘bodies’ of the in-
dividual being (sthtla, sukshma and karana
4ariras). m_rap_am is the well-known text
which is exculsively devoted to the metaphysical,
philosophical and psychological exposition of the
principle of Tripura.

Included in some lists among the ten tantrik
goddesses called Mahavidya (see DASA-
MAHAVIDYA), she is worshipped in several
centers like Jalandhara (Kangra valley). One of
the two principal divisions of the tantrik practice,
Kali-kula (the other being Sri-kula), counts Tripura
among the nine forms of the goddess which are
worship-worthy (others being Kali, Tara, Rakta-
kali, Bhavana, Medini, Tvarita, Pratyangira and
Durga). Among these goddesses, the form of
Tripura is regarded as sattvik (while forms like
Tara and Tvaita are rajasik, and forms like Kali,
Pratyangird and Rakta-kali are tamasik).

She is in worship identified with Tripura-sun-
dari, Kamakshi, Kamesvari, Kalyant and Bala. The
story of her origin as given in Tripura-rahasya (Ch.
30) is that Gauri made an image of the Adi-sakti
(Adi-maya) in grass and mud (trna-mayim) and
worshipped it: Adi-$akti, pleased with her devo-
tions, appeared before her as Tripura. Adi-
Tnpura. But elsewhere in the same text, it is
narrated that she, integrating in herself the powers
of the three principal male divinities, Brahma, Vish-
nu and Rudra, brought forth from herself three
other feminine forms, viz. those of Vani (Saras-
vat), Rama (Lakshmi) and Rudrani (Parvati,
Gauri), and presented them to the three male
divinities as their consorts. The text further says
that although she is one, she manifests herself as
Brahma, Vishnu and Rudra for the sake of crea-
tion, preservation and dissolution of the universe.

Her iconographic description given in this
text is that she is ten-faced (dada-vaktra), three-
eyed in each face (tri-nayana), and twelve-armed
(dvadasa-bhuja), carrying the weapons charac-
teristic of the three principal male divinities (viz.
Brahma, Vishnu and Rudra). She is distinguished
by the beauty of a crore of the gods of love (kan-
darpa-koti-saundarya).

TRIPURANTAKA-MURTI

Also called Tripurari, Tripura-dahara and
Tripura-sarnhara, this fom was assumed by Siva
to vanquish the might of Tripura (see TRIPURA).
The three asura chieftains, for whom the three im-
pegnable cities were built, began to torment the
gods, who thereupon approached Siva and
sought his help. Siva attacked the asuras and
killed many of them. But in the Tripura was a tank
of nectar (rasa-kUpa or mrta-sanjivini-vapi), which
revived all the dead asuras and reinvigorated
them. Vishnu then transformed himself as a cow,

- and with Brahma as the calf, went to the tank and

drank off the nectarine water, leaving the tank dry
and the asuras helpless (Bhagavata, 7th skanda.)

Vishnu with his power provided Siva with ex-
cellent assistance to fight against the Tripura
(Padma-purana, Chap. 31-34). One half of the
strength of the gods collectively was transferred
to Siva. Visvakarma, the divine artisan, prepared

* the war-chariot (ratha) for Siva out of earth. Two of

the wheels in front were sun and moon, and two
wheels in the rear were A$vini-devas. The
gandharvas were the spokes of the wheels, and
Chakrapani was the axle. Brahma became the
charioteer (sarathi), and the four Vedas were the
reigns in the hands of the charioteer. Siva used the
mount Mandara (or Sumeru) as the bow; Vishnu
became the dart, and the great dragon Adi-$esha
was the string. Agni, the god of fire, became the
head of the dart, and Vayu, the god of wind, the
feather-end of the dart. In another account, Indra
was the bow and Kubera (Vai¢ravana) was the
arrow.

The account in Bhagavata (7, 10) mentions
that Virtue (dharma) was the chariot, Wisdom
(ihana) the charioteer, Dispassion (virakti) the
banner on top of the chariot, Pious prosperity
(rddhi) the horse, Penance (tapas) the bow in
Siva's hand, Action (kriya) the arrow, and
Knowledge (vidya) the armour (kanchuka), which
Siva wore. Siva set out at the auspicious moment
of Abhijit, and with the fire-tipped arrow struck at
the Tripura (when the three cities had come
together after a thousand years), and burnt it
down (muhirte abhijiti T§varah dadaha tena
durbhedya tripuran nrpa).

PRATIMA KOSHA



57 TRIPURANTAKA



MMMMMMMMMMM
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$iva in this form is three-eyed and four-
armed. In his upper arms he carries the axe
(parasdu), deer (mrga), and in his normal hands
bow and arrow (dhanur- bana-samayukta). He is
bedecked with all ornaments (sarvabharana-
samyukta), and draped in excellent garments
(divyambara-samyukta). His left ear is adorned by
‘patra’, while the right ear has kundala (dakshine
‘kundalanvitam). He wears the sacrificial chord
(upavita), and braided hair coiled up as crown
(jata-makuta). He stands in the balanced posture
(samabhanga-yuta). In actual iconographic repre-
sentations, however, his right leg is firmly planted
on the earth while his left leg is slightly bent. It is
common to represent Siva in this form as having
one of his legs placed onthe earth while his left leg
is slightly bent; placed on the head of the crouch-
ing Apasmara (see APASMARA).

The dhyana-$loka mentions that his body-
colour must be that of coral (viz. reddish, ‘vilasad
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vidrumangakam’), and that he must be shown in
the company of Parvati (‘(Umaya sahitam’).

TRIPURARI

see TRIPURANTAKA

TRIBHANGA

The iconographic mode of representing the
standing image (sthanaka-murti) with three bends
in the body-stance is called tri-bhanga. In the
words of Abanindranath Tagore, “the centre line
passes through the left (or right) pupil, the middle
of the chest, the left (or right) or the navel, downto
the heels. Lower limbs, from the hips to the feet,
are displaced to the right (or left) of the figure, the
trunk between the hips and the neck to the left (or
right) while the head leans towards the right (or
left)".






According to Vishvaksena-sarhhita (11, 122-
123), the head of the image tilts to the right of the
central plumb-line (madhya-sutra) (vaktro dak-
shinato bhange), and the torso inclines towards
the left (madhya-kayam tu vamatah), while the hip
is again to the right (kati dakshinato bhage), inthe
stance which is characterised by bends in the
three directions (trishu margeshu bhangitvad tri-
bhangitvam vidhiyate}), with the central plumb-line
as the line of reference.

The stance imparts grace to the figure, it is
commonly seen in the figure of Krshpa or of Kar-
tikeya as a boy, figures of several goddesses and
lady attendants to major divinities. When the three
bends are exaggerated, the stance is called 'ati-
bhanga’, and it symbolizes energetic action. “The
upper portion of the body above the limbs are
thrown to the right or left, backwards or
forewards, like a tree caught in a storm”. The fierce
images (ugra-murtis) are usually shown in this
stance.

TRI-MUKHA

He is the yaksha of the third tirthankara,
Sambhava-natha, of the Jaina pantheon. He is so
called because he has three faces, withthree eyes
in each face (trinetras-trimukhah). He has six

TRIMUKHA-GANAPATHI
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arms, and in the Digambara version he carries in
his hands on the right side staff (danda), short
knife (kartfka) and trident (triétla), and in the
hands on the left side discus (chakra) sword (asi)
and goad (émi); in the Svetarbara version, how-
ever, his right hands hold a mangoose (nakula),
mace (gada) and the gesture of protection (ab-
haya), while the left hands carry a citrus fruit
(matuluriga), a gartand (dama) and rosary (aksha-
sutra).

He is dark in complexion (§yamah) and he
rides upon a peacock (barhi-vahana).

TRIMUKHA-GANAPATI

One of the thirty-two classical forms of
Ganapati (see GANAPATI), this form is distin-
guished by its three elephantine heads. In this
form, Ganapati has bright red body-colour like the
palasa-flower (palasa-ruchiro) and is seated on
the pericarp of a golden-hued lotus (pithe svar-
namayaravinda-vilasad- karnika-bhasure). He has
six arms, and he carries in his two normal hands
the gesture of boon-bestowal (varada, right}-and
the gesture of protection (abhaya, left). The exira
hands on the right side carry sharp-pointed goad
(tikshna-Sikhankusa), and rosary (aksha), while
the corresponding hands on the left hold noose
(pasa) and jar filled with nectar (amrta-purna-
kumbha).

TRIMURTI

The three principal gods of the Hindu pan-
theon, Brahma, Vishnu and Rudra (Siva) are col-
lectively called tri-murti or traipurusha. Although
their celebrity goes back to the Vedic texts, they
achieved popularity only during the middie ages;
largely due to the prevalence of Vaishpava and
Saiva sects. Till the ninth century, Brahma
received worship in common with the other two
gods (as evident from numerous inscriptions like
the one dated 866 AD, El, 6, p. 102 and from the
many three-celled shrines built by the early
Chajukyas of Badami, like the ‘Vishnu-grha’ ex-
cavated by Mangaliéa in 578 A.D. and the
‘Vijaye$vara' shrine built by Vinayaditya (696-733
in Badami).
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Later, however, votaries of Brahma
diminished in number, and important and inde-
pendent shrines to him were few, the most
celebrated among them being in Pushkar (near
Ajmere in Rajasthan). Temples to Vishnu and Siva
filled the country in all provinces, and numerous
legends and myths concerning these two gods
became popular. Brahma was iconographically
represented only in these temples as an atten-
dant-divinity (parivara-devata) or as a vimana-
devata (see BRAHMA).

The three gods are enumerated as respon-
sible for creation (Brahma), preservation (Vishnu)
and destruction (Rudra) of the world. In accord-
ance with these functions, they represented the
three fundamental gunas: Brahma-rajas, Vishnu-
sattva, and Rudra-tamas. They were also as-
sociated with three major goddesses as their
consorts: Brahma with Sarasvati, Vishnu with
Lakshmi and Rudra with Gauri. .
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(1) Brahma is regarded as the first of all the
gods to appear (cf. Mundaka- upanishad, 1, 1),
and as the creator of all the beings in the world
(Vishnu- purana, 1, 4, 2). He is called Prajapati (the
‘progenitor’ of all things that exist and that do-not
exist, asatascha sataschaiva yonir esha praja
patih,_Brhaddevatd, 1, 62), and Hiranya-garbha
(‘golden-womb’), the unoriginated originator,

(Markandeya-purana, 46, 21, ‘hiranya-garbho

devadir anadir upacharatah’).

Iconographically, Brahma is represented as
an aged priest (purohita), bearded, having four
heads (representing the four Vedas) and four
arms, carrying in his hands rosary (aksha-mala),
sacred water-pot (kamandalu), and two sacrificial
ladles called srak and sruva. He is seated, officiat-
ing as a priest before the fire, or standing in a
balanced posture (sama-bhanga). His head is
crowned by matted hair coiled up (jata-mukuta).
His characteristic emblem or vehicle (vahana) is
the celestial swan (hamsa).

BRAHMA
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(2) Vishnu is the Vedic god of considerable
importance, whose ‘three strides’ (tri-vikramana)
are celebrated in the Vedic hymns. He is so called
because he spreads over everything, enters into
all objects and beings (as antaryyami), and en-
velops all (Brhaddevata, 2, 69, ‘vishnater visater
va syad veveshter vyapti-karmanah’). He has ten
incarnations (avatara, see AVATARA) and twenty-
four worshipful forms (see CHATURVIMSATI-
MURTI), which are popular.

His iconographic representation involves
dark-blue complexion ($yama or nila), one head,
and four arms, carrying in them discus (chakra),
conch ($amkha), mace (gada) and lotus (padma).
He wears a long and splendid garland called
‘Vana-mala’, and a precious gem called
‘Kaustubha’ on the chest. His appearance is al-
ways pleasant and his aspect tranquil ($§anta). He
is usually represented as standing in a balanced
posture (samabhanga). His vehicle is Garuda (see
GARUDA), and he is often shown with his consort,
Lakshmi. When he is solitary, Lakshmi is repre-
sented by a mark on his chest called Sri-vatsa (see
VISHNU).

(3) Rudra or Siva, also a Vedic god of
thunder and wind, is so called because everything
‘sleeps’ or rests in him, Siddhanta-kaumudi, 1032,
‘dete asmin sarvam iti ‘$ivah’, Unadi-sutra, 1, 153).
He was in the Vedic texts identified with Agni (e.g.
Sata-patha-brahmana, 5, 3, 1, 10, ‘agnir vai
rudrah’, also Nirukta, 10, 17). His major role was
as a destroyer (cf. Atharva-veda, 1, 19, 3, ‘rudrah
samharta devah’). But in later times, he became a
complete god endowed with powers of creation,
preservation, destruction, obscuration and com-
passion.

In temples to Siva, it is usual to find in the
sancturm an aniconic lihnga (see LINGA) repre-
senting this god. But there will be iconic and
metallic representations of Siva for purposes of
procession and other rituals. When shown
iconographically, he is either standing in a
balanced posture (samapada- sthanaka), or
seated in paryankasana), alone or with his consort
Gauri (Parvati). He is shown with one head,
crowned by matted locks of hair (jata- makuta) to
which crescent moon is stuck and in which the
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river Ganga is represented. He has four hands,
two of which (the extra ones) carry axe (parasu)
and deer (mrga); the other hands assume the ges-
tures of protection and boon- bestowal. Siva is
also represented in several sportive forms (lfla-
mrti) (see SIVA). His vehicle or emblem is bull
(vrshabha).

There are composite images in which all
three gods are represented, like Eka- pada-murti
(with Siva as the principal god) and Dattatreya
(with Vishnu as the principal god). It is usual for
temples to Siva in South India to have separate
shrines for Vishnu within the premises.

It is prescribed that the three gods must be
made in superior 10-tala measure (viz. 124 an-
gulas) (see UTTAMA-DASA-TALA).



TRI-VIKRAMA

Associated with the Vamana incarnation of
Vishnu (see AVATARA, VAMANA and VISHNU),
this is also one of the twenty-four forms assumed
by Vishnu (see CHATURVIMSATI-MURTI). In
popular imagination, Tri-vikrama is the dwarfish
vamana transformed into a mighty and marvel-
lous form filling the three realms, the earth, the
mid-region and the high heavens. The back-
ground of this image is to be found in the RgVedic
hymns where Vishnu is said to have taken ‘three
gigantic strides’ (trini pada vi chakrame Vishnuh',
RgVeda, 1,22 18 and 8, 12, 27; ‘tredha ni dadhe
padam’, 1, 22, 17 also 1, 155, 6; 6, 49, 13 and 7,
100, 4). In fact, one of the derivations of the name
Vishnu is from the strides he took (‘'vishnur
vikramanat', Mahabharata, 5, 70, 13), thus spread-
ing, entering and prevading (from the root ‘viéli,
viveshti’).

The three strides of Vishnu have become
themes of legends in Satapatha- brahmana (1, 2,
5) Taittiriya-samhita (2, 1, 3) and Taittiriya-brah-
mana (1, 6, 1).

But the iconography of Trivikrama is based
entirely on the legends recounted in Ramayana (1,
27, 12-14) Bhagavata (8th skanda), and the
puranas (Matsya 161-167, Agni, 5, Padma, 266-
67). The legend has it that Aditi, wife of Kadyapa
and the mother of the gods, was sad because her
children were harassed by the asuras, who were
the children of Diti, another wife of Ka§yapa. She
did penances (payovrata) and sought Vishnu's
help. Vishnu was born as her son on the abhijit-
muhtrta when Sravana was the prevailing star on
the twelfth day of the bright half of the Hindu
month Bhadrapada. The baby, soon after it was
born, transformed itself as a younglad, dwarfish in
stature (hence called Vamana), and engaged him-
self in study and austerities (see VAMANA).

At that time Maha-bali, son of Vairochana
and grandson of Prahlada, was the chief of the
asuras. With Sukrachﬁrya as his preceptor, he
waged a war against the gods, defeated them,
and installed himself as Indra. It was then that Aditi
sought the help from Vishnu. When Vamana was
born, Bali was engaged in an asvamedha sacrifice
in Bhrgu-kaccha on the banks of Narmada.

E\\
7,

TRIVIKRAMA from one of the cave of Badimi
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Vamana visited Bali, when he was in the midst of
his austerities and extracted from him the promise
to give as gift three steps of land. As soon as the
quest was granted, Vamana assumed the gigantic
form of Trivikrama, and appropriated the entire
earth with one step, the mid-region and the high
heavens with another step. He had nowhere to
take his third step, whereupon Bali offered his own
head for the purpose. Trivikrama placed his foot
on the head of Bali, and pressed him down to the
netherworld (patala). The gods were relieved, and
Indra was reinstated as the master of the heavenly
region.

According to Vishvaksena-samhita (11, 179)
the form of Trivikrama is a variant of

TRIVIKRAMA(from Mamailaputam )

Sankarshana's. While several Paficha-ratra texts
give iconographic prescriptions of the form, the
most elaborate account occurs in Vaikhanasaga
ma (ch. 58). Trivikrama is identified by the form of
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Vishnu in the act of measuring out the three
worlds by his steps. The act involves lifting up of
the left leg to cover the worlds (prasaritoddhrta-
vama-padam).

TRIVIKRAMA

There are three varieties of the Trivikrama
form: (1) where the left leg is lifted up and
stretched out only to the height of the knee of the
right leg (janumatram), which is placed firmly on
the ground; and this signifies the act of measuring
out the earth (bhulokakramanartham); (2) where
the left ieg is lifted up and stretched out to the
height of the navel (nabhimatram), to signify the
occupation of the mid-region by the second step
(antariksha- lokakramanartham); and (3) where
the left leg is raised to the height of the forehead
(lalata-matram) to signify the occupation of the
heavenly region (svarga-lokakramanartham).

The image of Trivikrama, which is prescribed
to be made in the superior 10- tala measure (see
UTTAMA-DASA-TALA), may have eight or four
arms. If eight- armed, he holds in his hands on the
right side discus (chakra), sword (asi), spear
(sakti), with the fourth hand held with palm up-
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TRIVIKRAMA(from Bidami cave 1)

wards, and in the hands on the left side conch
(arhkha), mace (gada), bow ($arhga) and
ploughshare (musala, to signify that he is an
aspect of Sankarshana), with the remaining hand
stretched out parallel to the leg that has been lifted
up (prasarita-vama-hastam). If the image is four-
armed the upper right hand holds discus (chakra)
and the upper left hand conch ($armkha). The two
normal hands assume the gestures of protection
(right) and boon-bestowal (left).

According to Vishnu-dharmottara (85, 55-
57). the image has eight hands, but two of the
hands hold the conch which is being blown by the
mouth ($armkha- sarhchurhbitddharah). The text
prescribes that the face must be lifted up
(ekordhva-vadanah) to blow the conch, and the
eyes must be wide open (vishpharitekshanah).
The other hands carry cudgel (danda) noose
(pasa), discus (chakra), conch ($armkha), mace
(gada) and Iotus (padma). The four- armed image,
according to Haya$irsha-samhita (23, 21-23) car-
ries mace (right upper), lotus (right normal), dis-
cus (left upper) and conch (left normal).
Naradiya-samhita (13, 275), however, does not
specify the number of hands, but mentions
‘numerous hands like the branches of a tree’, and
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‘holding various weapons' (nanastra-vara-
samyuktam bhuja-raji-samanvitam).

The well-known image of Trivikrama in
Mamallapuram is eight-armed but what the hands
carry are different from textual prescriptions. The
weapons carried are sword and shield, bow and
arrow, discus, conch and mace; while the eighth
hand assumes the gesture of threat (stuci-mudra).

It is usual for Trivikrama, as a form of Vishnu,
to be visualized as dark in complexion ($yamab-
ha, $§yamavarna-nibha, durva-§yama) ‘like the
rain-bearing cloud’ (sajalambuda-sankasa, Vish-
nu-dharmottara, 85, 57). But Sri-tattva-nidhi gives
his body colour as red (tapta-hataka-sahkasa).
Vaikhd@nasdgama prescribes that his garment
must be red in colour (raktambara-dhara) and that
he must be decorated with all ornaments (sarvab-
harana-bhtshita). Naradiya-samhita (13, 277)
would like the image to be so represented as to
evoke wonderment (‘trivikramam kuryat samas-
tascharya-samyutam’).

While it is usual to represent this image as
standing with his right leg firmly planted on_the
earth, while the left leg is lifted up and stretched
out, Naradiya-sambhita (ibid) leaves the arrange-
ment optional (‘uddhrtena tathaikena, tishthan-
tam itarena va). Hayadirsha-sarhhitd (23, 21-23)
prescribes that the left leg must reach out for the
universe (‘brahmandagam vama-padam’) while
the right foot rests on the back of Adi-$esha (‘dak-
shinam sesha-prshthagam’). According to Vish-
nu-tilaka (6, 426-7), the right foot must be placed
on the head of Bali, the chief of asuras (‘mastake
asura-rajasya padam’), while the other is lifted up.

The iconography of Trivikrama is narrative in
its style and significance. Around the main image
of Trivikrama, several other deities and chieftains
are shown. In fact, even Vamana (who it was that
transformed himself into the gigantic form of
Trivikrama) is shown separately at the bottom of
the panel, begging for the land covered by his
three steps, along with Bali who gifts it to him
(‘Bali-vachana-samsaktam Vamanam chapy
adhah-sthitam’, Hayadirsha- sambhitd, 23, 23;
‘vinyasya yachate bhuyah dharanim dehi dehiti’,
Vishnu-tilaka, 6, 427). Vaikhanasagama pre
scribes that Vamana (with the umbrella, ‘sa-
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chhatram’) must be shown to the right of Trivik-
rama. while Bali to the left. Bali is golden-coloured
(hemabha) and well-ornamented. He is accom-
panied by his wife (Vindhyavali) and is shown joy-
fully holding with his hands the golden pot
signifying the solemnization of his promise ('sa-
patnikam harshena panibhyam haima-kalasam
uddharantam’)

Near the nght foot of Trivikrama, the demon
Namuchi is also shown bowing in reverence, and
near the left foot Garuda is shown as delivering a
blow with his fist to Bali's evil-minded preceptor
Sukracharya, who attempted to obstruct Bali's
promise ('kratu-vighnakaram tam mushtina
praharantam garudam’). Sitting in space about
the height of Trivikrama’s navel is Siva shown with
hands folded in respectful homage (‘nabher
urdhvam Sarmkaram pranjali-krta-hastam’).

Above the leg that is lifted up is Brahma
shown as holding the foot by his hands and wash-
ing it ceremoniously ('prasarita-padasyordhva-
bhage Brahmanam, ‘atpadam  pragrhya
hastabhyam prakshalayantam’). Also shown is
the river Ganga in white colour as flowing out of
the foot (‘tad-srotasim Gangam $vetabham’). At
the back of the main image, the wish-fulfilling tree
(Kalpadruma) is represented, along with Indra
holding a parasol to honour Trivikrama (Indras
chhatram). At the sides of Indra are the wind-god
Vayu and the water-god Varuna (‘ubhayoh
parsvayoh chamara-charinau javana-jale$au’),
fanning Tivikrama with flywhisks. Above them are
Sun (on the right side) and Moon (on theieft) (‘tad
urdhve dakshine divakaram, vame ni§akaram’).
Also shown in the panel are the sages Sanaka and
Sanatkumara.

TRI-SULA

Also called tri-$ikha (triple-lame) and tri-$ir-
shaka (three-pronged), it is the trident, held in the
hand of Siva and some forms of Devi. Vidva-
karma, the celestial artisan is said to have
tashioned it for Siva out of the effulgence known
as Vaishnava-tejas got by churning the solar disc.
On the same occasion, Vi§vakarma made the
disc (chakra) for Vishnu, the spear known as Sakti

for Kartikeya and the magic flower-chariot (push-
paka-vimana) for Kubera (cf. Vishnu-purana, 3, 2).
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TRYAMBAKA

A form of Siva (‘three-eyed’) specially as-
sociated with the thirty-three lettered magical
spell of reviving the dead (mrta-sarnjivini-vidya).
He is visualized as residing on mount Kailasa,
seated on a white lotus. He has the usual features
of Siva (viz. three eyes, matted hair done up as a
crown, with a crescent moon tucked up, efc).
However, he has six arms, two of which are shown
pouring on his own head ambrosia (amrta) from a
pot; two hands carry the antelope (harina) and
rosary (aksha-mala); and the remaining two
hands hold a sacred water-pot (kalada) placed on
his lap.

TRAIPURUSHA

_An arrangement of the three male gods,
Brahma, Vishnu and Rudra (Siva), installed in
three separate cells of the shrine for worship (see
TRI-MURTI).

. TRAIRASIKA

Also called Trai-bhagika, it is one of the
several varieties of the Manusha class of Lingas
(see LINGA). It is distinguished by the total height
being divided into nine equal parts, the periphery
of the square bottom section (Brahma-bhaga)
being equal to eight of these parts, that of the oc-
togonal middle section (Vishnu-bhaga) equal to
seven of these parts, and the circular upper sec-
tion (Rudra-bhaga) equal to six of these parts.
This is according to Karanagama, Suprabheda
and Maya-mata. According to Silpa-ratna (ch. 2),
however, the height of the three sections are six,
seven and eight parts (lingotsedhe tu nandams$e
shat-vasu-bhagakaih; Brahma-Vishnvidabhaga-
nam kramadiha prakirtitah lingo trai-radikam
nama bhavet).

The shape of the top of the linga of this
variety is prescribed to resemble either ‘trapusha’
(cucumber) or ‘chhatra® (umbrellaj. Texts like
Kamikagama (1, 162) and Silpa-ratna (2, 75) sug-
gest that this variety is suitable for worship by the
Stdra class of devotees (even as the sama-khan-
da variety is suitable for the Brahmana class,
Vardha-mana for the Kshattriyas and Sivadhika for
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the Vaidya class); but Kadyapa-§ilpa (49, 111-112)
suggests the Svastika variety for the $tdra class.

TRAILOKYA-MOHANA

A form of Vishnu with eight arms and four
heads, and riding on Garuda is called, in Agni-
purana, Trailokya-mohana. He carries in his right
hands discus, arrow, ploughshare and noose. On
his sides are Lakshmi and Sarasvati.

Another variety of Trailokya-mohana, men-
tioned in Vishnu-dharmottara and RUpa-man-
dana, is sixteen armed. The hands on the right
side carry mace, discus, goad , arrow, spear and
gesture of boon-bestowal, and the hands on the
left side horn ($rnga), water-pot (kamandalu),
lotus, conch, deer (saranga), noose and mallet
(mudgara). The remaining two hands assume
yoga-mudra.

TRAILOKYA-MOHANA-GANAPATI

A form of Ganapati described in Sri-vidvar-
nava-tantra. He is white in colour and three-eyed.
He wears a crescent moon on top of his head. He
is seated with a Sakti on his left lap. He is four-
armed, carrying inthree of his hands noose ($rni),
lotus (padma) and jewel-pot (ratna-kalasa); the
remaining hand touches the vulva of the Sakti,
who is dark in colour and who holds Ganapati's
penis with her right hand. She is two-armed, car-
rying lotus in her other hand.

TRAILOKYA-MOHINI

One of the eight yoginis said to have been
created by Vishnu (cf. Matsya- purana), she is also
a tantrik goddess, who, according to Sri-vidyar-
nava-tantra, is six armed and seated upon a eight-
petalled lotus. She carries in her hands noose,
goad, wish-fulfilling creeper, and skull-cup; two of
her hands are engaged in playing on vina.

TRAILOKYA-STAMBHINI

Atantrik goddess, who is four-armed, clad in
yellow-garments and seated upon a golden
throne. She carries in her hands a mallet
(mudgara), noose (pasa), vajra and tongue

(ihva).
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TRYAMBAKA

“The three-eyed one”. a name of Siva. (see
TRINETRA).

TRYAKSHARA-GANAPATI

One of the thirty-two classical forms of
Ganapati (see GANAPATI). he has the usual form
of Ganapati (viz. elephant's head, large winnow-
like ears and four-arms), and carries in his upper
hands noose (pasa). goad (ankusa), and his own
tusk (sva-danta) in the normal right hand and
mango-fruit(@mra-phala) in the normal left hand.
He holds a sweet-cake (modaka) in his trunk
(pushkara) He is golden coloured (hema-varna),
and his fly-whisk-like ears are adorned with ear-
nings (kundali) The three letters distinguishing
this form are said to be Hram Hrim Hrim (cf. Maha-
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TVARITA -
Also called Akshara in_Brahmanda-purana,

she is described in this text as the form of Devi as-
sumed to kill Pundrekshu, the commander of the
asura, Bha)da (see DURGA). Sri-vidyarnava-
tantra (3rd asvasa, matrka-niripana section, p.50)
gives Totald, Dhatri and Kirati as her variant
names, and mentions that she is especially wor-
shipped by farmers and traders (‘krshi-vanija’). it
is also suggested that she is worshipped as
Pithori, and during her worship several yoginis are
invoked. She is identified in Tulaja-mahatmya with
Tulaja-bhavani (see TULAJA). As Tulaja (or
Turaja, meaning one who moves swiftly), she is
eight-armed and carries trident, sword, bow,
arrow, discus, conch, wine-cup and the head of a
demon in her hands.

in Sarada-tilaka-tantra, she is visualized as a
huntress (Kariati), dark in complexion (§yama-
varna), three-eyed and two-armed. She carries in
her two hands the gestures of protection and
boon-bestowal. She clothes herself in leafy gar-
ments (abaddha-parnams$uka). On her head is a
crown decorated by eight serpents (ashtahi-pan
bibhrati). and a bunch of peacock feathers (barhi-
kalapa-$ekhara-yuta). She wears ornaments like
ear-rings (tatanka), arm-lets (ahgada), and girdle
(mekhala). A garland of gufija-seeds hangs from
her neck and adorns her breasts(gunja-hara-
lasat-payodhara-yut3).

A variant account (in texts like JAanarnava-
tantra), which treats her as a yogini, makes her
complexion dark ($yama) or yellow (pita). She is
pictured as a beautiful girl (balika, sundar), three-
eyed and clothed with sprouts (pallava-vasini).
Her coiled-up braids of hair are adorned on top
with peacock feathers (Sikhi-$ikha-jutavatarsoj-
jvala). Eight serpents constitute her ornaments
(nagaih kalpita-bhushana): two ear-rings (kun-
dala). head-band (pattika), necklace (hara) and
four bracelets (kahkana). She wears a garland of
gunja seeds (guija-gunalankrta). She is four-
armed, and carries in her normal hands the ges-
tures of protection and boon-bestowal, and in the
extra hands noose and goad. She is seated on a
thtone borne by many bears and lions (rksha-
simha-nivahaih pitha-sthita). .
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She is one of the nine forms of the Goddess
worshipped by the adherents of the Kali-kula
(other forms being Kali, Tara, Rakta-Kali,
Bhuvana, Mardini, Tripura and Durga). She is
sometimes included among the ten major forms
of the Goddess (see DASA-MAHAVIDYA)

In Prapancha-sara-samgraha, she s
regarded as a form of Parvati, and is invoked for
the avoidance of snake-bites (kshvela-grahadi-
harana). The long iconographic description given
in this text agrees generally with the description of
the two-armed form given above. But she is men-
tioned here as wearing garments of golden colour
or golden garments (svarnar$uka-paridhana).
She has thin waist but large breasts (tanu-mad-
hya-lata, prthula-stana-yugala); her body is dark-
complexioned, but her lips are bright red like coral
(Sona- taradhara-pallava-vidruma-manibhasura),
and her three eyes are also of reddish hue
(arunayata-lochana-trayi). She is richy adorned
with wild flowers (vana- kusumoijjvala), and on her
head is a peacock as a parasol and as her banner
(maytratapatra-ketanika). Serpents are her
various ornaments. She is youthful (taruni).

TVASHTR

Derived variously, the word means ‘‘the efful-
gent one” “the creator”, “‘maker of the worlds”,
“the giver of forms”, and “‘carpenter”. The con-
cept of Tvashtr is ancient, references to it being
available even in the early Vedic literature
(Rgveda, 10, 110, 9; Vajasaneyi-samhitz, 29, 9 and
Atharva-veda, 20, 4, 35). Puranas have several
stories about Tvashtr, and Tvashtr is identified
with Aditya, Prajapati and Vidva-karma. .

In Mahabharata (adi-parva, 65, 16), Tvashtr
is one of the twelve forms of Aditya, the solar
divinity, each form conceived as presiding over a
solar month. Tvashtr presides over the month of
Magha (see ADITYA). It is in reality one of the
names of Aditya (like the other names Sirya,
Mitra, Aryaman, Vivasvan, Bhaga, Savitr and
Plshan) although some lists of the twelve Adityas
do not include Tvashtr, but substitute him with
Amsuman (like the list in Arhéumadbheda). In
common with the other forms of Aditya, Tvashtr is
visualized as two-armed (holding lotuses), seated
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on a red lotus, clothed in red garments, sur-
rounded by a red aura, decorated with all oma-
ments ad wearing the karanda-makuta type of
crown. As one of the Adityas, Tvashtr is the son of
Kadyapa and Aditi.

Elsewhere in Mahabharata (vana-parva, 100,
24), he is regarded as Prajapati; and in_Vishnu-
purana (15, 1), heis one of the Rudras. Inthe latter
text, he is one of the four sons of Vi§vakarma
(others being Ahirbudhnya, Ajaikapat and Rudra).
He married Rochana and begot a son, Vidvarltpa
(Triiras) by name, who was killed by Indra.
Tvashtr's second son, Vrtra, was also slain by
Indra. Thus there are stories of Tvashtr's enmity
with Indra. But there are also stories of his
friendship with Indira. In fact, the celebrated Vaj-
rayudha of Indra was fashioned by Tvashtr from
the bones of the sage Dadhichi. Irn Linga-purdna
(2, 50), he is the son of Aghora-brahma. There are
also accounts that he came out of the Aghora-face
of the five-faced Vidvakarma. In the puranic
stories, Tvashtr's daughter Saranyu married
Vivasvan and became the mother of Yama
(vaivasvata), one of the guardians of directions
(see ASHTA-DIKPALA) and god of death. .

According to Visva-karma-$astra, the image
of Tvashtr is four-armed, the normal hands hold
lotuses (padma-ruddha-kara-dvaya), while the
upper hands hold sacrificial ladle (sruk, right) and
the sacrificial soot (homa-ja-kalika, left).

DAKSHA

Also known as @aksha-Brahm@, he is
regarded as a Prajapati. There is an account in
Kalika-purana which makes him emerge from the
right thumb of the creator (even as Virani emerged
from his left thumb, Sanaka from his mind, Narada
from his lap and Rudra from his anger). He did
penance for a long period in the Vindhya moun-
tains, to win the grace of Vishnu.

He married Asikni (Ssometimes identified with
Virani), and begot several sons and a daughter.
The daughter was named Sati, and she married
Siva. But Daksha thought slightly of Siva, and did
not invite the couple to participate in the sacrifice
known as Brhaspati-savana which he performed.
His objection to Siva participating in the ritual was
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that the latter was unclean as he carried about the
skull of Brahma to expiate the sin of brahrr?a-
hatya (see KANKALA-MURTI). Sati, however. in-
sisted on attending the function, but immotated
herself in the sacrificial pit when her father ignorgd
her presence. Siva thereupon grew wild with in-
dignation and sent Virabhadra and Bhadrakali
(see VIRABHADRA, BHADRA-KALI) to kill Daksha

and destroy the sacrifice.

Virabhadra massacred the priests, drove
away the gods, and brought the preparations for
the sacrifice to utter ruin. Daksha was beheaded
by the broad sword of Virabhadra. But the gods
went to Siva and pacitied him, and begged him to
resuscitate Daksha. As Daksha’'s severed head
was missing in the confusion, Siva directed Brah-
ma to procure some head as a substitute. A goat’s
head was found, and was joined with the body of
Daksha, who at once got back life. He begged
Siva to forgive him. The story is given in several

puranas, especially in Devi-bhagavata (ch. 7).

In iconography, Daksha is represented with
a human body surmounted by a goat’s head (aja-
vaktra), with horns (§rhga-dvaya-vibhishita), and
standing in the posture of supplication (namas-
karafjal). He is shown with two eyes (dvi-
nayanam) and as engaged in contemplating upon
Siva (Siva-dhyana-parayana). He stands to the
right of Virabhadra (Virasya daksha-bhage), and is
never shown independently. His body-colour is
given as blue (nila-varpa)

All the twenty-seven stellar spirits (nak-
shatras) are said, in another account, to be
daughters of Daksha, and they were all married to
Moon (Chandra).

DAKSHINA-KALI (KA)

A form of Kal (see KALI), popular in Bengal
and Assam, the expression (which is more
properly Dakshina-kalj) suggests the form that is
most beneficial to the devotees (dakshina
anukula). Harmsa-tantra describes her as “dak-
shina- murti Kalika para-bhairavi'. The goddess in
thisformis also called Syama (viz. “the black god-
dess"). According to texts like Kali-tantra, and
Syama- tantra. the goddess in this form is black
like the rain-bearing cloud (mahamegha-prabh3
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dyama), or like collyrium (bhinnafjana-chaya-
prakhya) and four-armed, carrying in the hands on
the right side the gestures of protection and boon-
bestowal (savye abhitim varam cha), and in those
on the left side sword (krpana) and a head just
then severed (sadyas-cchhinna-giras). She has
terrible fangs projecting out of her mouth (ghora-
damshtra), but her face is lit up by a smile (hasan-
mukhi). The text also says that her tongueis thrust
out (lalaj-jihva). She stands upon the heart of $iva
(Mahakala), who lies prostrate like a corpse in a
crematorium (smasanasthe taipe Siva-hrdi, éava-
rupa-mahadeva-hrdayopari samnsthita). There is
also an account which describes her as seated
upon Mahakala (viz. Siva) and copulating with him
(Mahékaa-surata-prayuma).

Her long hair is let loose (mukta-ke$i), and it
spreads over the southern direction or on her right
side (dakshina-vyapi-mukta-lamba-kachoc-
chaya), and she is nude (digambara, dig-vastra).
Her forehead is marked with sindura. She has high
and large breasts (pinonnata-kucha—dvandva),
and according to Harhsa- tantra, she is adorned
with all ornaments made of precious stones and
bones. Kalii-tantra mentions that corpses hands
form her two ear-rings (karnavatamsanita-$ava-
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yugma-bhayanaka), and from her girdle hang
numerous hands cut off from corpses (§avanam
karasamghataiah krta-kanchi). She wears a gar-
land of severed heads (munda-mala). She has
long teeth (dantura) and from the corners of her
mouth flow out streams of blood reddening the
face (srkka-dvaya-galad-rakta-dhara-vis-
phuritanana).

In Hamsa-tantra, we find the description of
her devouring again and again morsels of the flesh
of the corpses with diabolical relish (§ava-marnsa-
krta- grasam sattahasam muhur-muhuh). She
roars deafeningly and frighteningly (chanda-
nadati-bhishana). She is surrounded on all sides
by fierce and hungry wolves ($ivabhir ghora-
rupabhir veshtita).

Her seed-mantra for worship is ‘Krim’ (krim
Dakshina-kalike Svaha). and her retinue consists
of eight minof forms of herself: Kali, Kapalini,
Kulla, Kuru-kull@, Virodhini, Viprachitta, Ugra and
Ugra-prabha. All of them are required to be shown
as black in colour (§yama), wearing garlands of
severed heads (munda-mala-vibhushitah), hold-
ing sword in the right hand (asi-kara) and assum-
ing a threatening posture with the left hand (tarjani
vama-hastena).

DAKSHINA-MURTI

It is one of the well-known and popular
iconographic forms of Siva, and itis usually seen
in all Siva temples of South India with any claim to
architectural and sculptural distinction. Curious-
ly, however, there is no legend or myth explaining
the assumption of this form by Siva. It appears to
be no more than a translation in pictorial and
plastic language of the idea that Siva is a great
yogi, the very personification of liberating wisdom
(ifana) and an expounder of sciences to ascetics
and sages.

The exact significance of the expression
‘Dakshina-murti’ is obscure. It is true that this
form of Siva is generally found represented in the
southern quarter (dakshina) of the temple. But the
name may have actually been consequent on this
practice; and there is no reason given why this
particular form is suggested (-although it is not
actually prescribed in the early texts-) to be shown
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in the southern direction. It is to be noted that if
the association with the southern direction was all
that the word intended, the name of the form
should have been Dakshina-murti, and not Dak-
shina-murti as it actually is.

Sometimes, it is explained that the word
‘daskhin@ means wisdom (jh@na); and that this
form is the embodiment (murti) of wisdom. There
is a verse which equates ‘dakshina’ with ‘Semushi’
(which is further explained thus: ‘de’, ‘ignorance’,
‘mushi’ ‘to destroy’, viz. wisdom), and says that
this ever faces Siva; hence Siva is called *‘one
who is in front of wisdom* ($emushi dakshina
prokta, sa yasyabhikshane mukham; dakshinab-
himukhah proktah Sivo brahma-vadibhih). But the
derivation of the meaning is rather far-fetched, for
wisdom is not one of the general or popular mean-
ings of the word dakshina, nor is the word normal-
ly used in this sense.

It is again wrongly supposed that this form of
Siva represents the presiding deity of Death, be-
cause of its association with the Southern quarter
(cf. Alain Danielou: Hindu Polytheism, Routledge
and Kegan Paul, London, 1963, p. 218). None of
the Agama texts which provide accounts of this
form justifies this interpretation. There is, how-
ever, a variety of Dakshina-murti’ known as ‘Sar-
hara-Dakshina-murti’ mentioned in some tantrik
texts but not in any of the Agama texts; but
‘samhdra’ here does not suggest death in the
usual sense of the term; it is absorption and
gathering up.

It is interesting in this connection to note that
the worship of this form of Siva is prescribed in
several tantrik texts with elaborate ritualistic
details, forthe obtainment of brilliance of intellect
(medha), forthe easy acquisition of all knowledge
(vidya), and for several magical purposes (siddhi).
Mantra-maharnava (6th tarainga) and Prapaficha-
sara-sarhgraha (26th patala) contain not only
several mantras of Dakshina-murti but magical
diagrams for various occult purposes. One of the
mantras given in the latter text is for driving away
evil spirits (pi$acha-nivrtti), and part of the
Sanskrit mantra has unmistakably Tamil words
(Pedappese odippoh'). It is likely that the idea and
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form of Dakshina-mrti is South Indian in origin,
and was originally tantrik in context.

The tantrik texts (e.g. Prapahcha-sara-
samgraha, Ch. 26) enumerates several forms of
Dakshina-murti: (1) Samhara-Dakshina-murti,
having four hands carrying book, rosary, fire and
the gesture of exposition (vyakhya, signifying the
destruction of ignorance, ‘vyakhyam samhara-
samjnam’); (2) Lakuti-Dakshina-murti, golden
coloured; seated under the Nyagrodha tree in
virasana, and teaching the sages like Sukawhoat-
tend on him; decorated by eight serpents (ashtab-
hogi-vilasad-bhtUsham); clothed by the tiger's skin
(vyaghra-tvak-pata); and holding a cudgel in the
left had (vame nyasta-dandam) and hence called
‘lagudi’ or ‘lakuti’); (3) Medha-Dakshina-murti,
seated in a yogic posture (“yoga-pattabhiramam)
upon the seat of preaching (vyakhya- pitha
nishannam) surrounded by many sages (muni-
vara-nikarais sevyamanam), holding in his hands
the gesture of wisdom (jnanamudra), rosary (ak-
shamala),Vina, book (pustaka), and clothed in
elephant's skin (krtti-vasah); and (4) Samba-Dak-
shina-murti, holding in embrace Parvati who is
dark in complexion (§yama), two-armed, carrying
in one of the hands blue lotus (utpala) and is
seated on his left lap embacing him
(vamororupari-sthitam giri-sutam anyonyamalin-
gitam); and carrying book (pustaka) in the hand
that embraces the devi and in the other three
hands, pot filled with nectar (kurhbham sudha-
puritam), gesture of wisdom (mudram jAana-
mayim) and rosary made of pearls (muktaksha-
mala).

The last mentioned form is very unusual, for
according to Agama prescriptions Parvatiis not to
be shown along with Siva in the Dakshina-murti
form (even as in some other forms like Bhik-
shatana and Kankala).

In the tantrik texts, the form is generally
described as milk-white in complexion (kshira-
gaura), cystal white (sphatika-rajata), or snow-
white (kailasadri-nibha), and entirely absorbed in
thoughts (bhava-$uddha). He holds in his hands a
pot of nectar (amrta-kala$a) a detail rarely foundin
the Agamic prescriptions or the actual iconic rep-
resentations), the gesture of wisdom (jnana-
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mudra) along with book (vidya) and rosary of
pearls (mauktikim aksha-malam).

Or, he may hold in two of his hands axe and
entelope (para$u-harinim), and show with the
other two hands gestures of protection and boon-
bestowal (bhadrartha-datri).

He is seated upon the auspicious and
bejewelled throne(ratna-simhasane subhe),
which is placed under the banyan tree, the shade
of which must be thought of as marvellously
capable of eliminating the scorching heat of
worldly life  (sarhs@ra-tapa-vichheda-kusala
cchhayam-adbhutam vichintya). He is seated in
the posture known as ‘virasana’ (one of the legs
hanging down, while the other is folded and rests
upon the seat or on the thigh of the other leg), and
his face must be tranquil (prasanna), and the gaze
must be settled upon the nose (nasalokana-tat-
para). The magical diagram (yantra) of Dakshina-
murti involves an eight-petalled lotus, on the
petals of which are visualized Brahma, Sarasvati,
Sanaka, Sanandana, Sanatkumara, Suka, Vyasa,
and Ganapati. Siva in this form is the originator of
the world (jagatam-adya) and immutable

(avyaya).

Most of the Agama texts (especially Uttara-
kamika, Ch. 51, Purva-karana,.Ch. 11, Am-
dumadbheda, Ch. 75, Sakaladhikara, Ch. 19
Kadyapa-$ilpa, Ch. and Silpa-ratna, Ch. 22) con-
tain elaborate iconographic accounts of this form
of Siva. Four varieties are usually distinguished:
Vyakhyana, Jiiana, Yoga and Vina-dhara. But the
distinction between them is rather slight in most of
the details (like the posture, hand-poses, objects
held in the hands, manner of head-dress and
general bearing), except in the case of Vina-
dhara.

But the texts do not provide the background,
situation or specific significance of any of these
varieties. It may, however, be assumed that the
four varieties illustrate the four aspects of Siva in
his benevolent mood (saumya, as distinct from
the terrific aspect like Bhairava and the Sarmhara-
murtis). In fact, one of the explanations offered for
the name is that ‘Dakshina® means favourable
(anukula) to the devotee.
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$iva as Vyakhyana-murti appears as a
teacher of brahma-vidya (unity of the individual
soul with the absolute) as indicated by the hand-
gesture (vyakhyana-mudra). In the Jiana variety
he embodies wisdom, without necessarily com-
municating it to others. In the Yoga variety, he is
engaged in spiritual askesis as shown by the man-
ner of his sitting (yoga-patta-bandha). And in the
last variety he is shown as the first teacher or
patron-deity of music, as suggested by the most
ancient musical insturment which he carries in his
hand.

The first two varieties are often indistinguish-
able. Silpa-ratna and Sakaladhikara specify that it
is dharma (eternal and universal principles of con-
duct at the individual and collective levels) that is
being expounded in the first variety (hence called
‘Dharma-vyakhyana-murti' in the first text and

‘dharma-vyakhyana-rupa’ in the second). The
knowledge necessary for the final release and
bliss is conveyed in the second variety by the
‘voice of silence’ (mauna-vyakhya) (and hence
called ‘Jhana-murti’ in Am$umadbheda).

In both varieties the figure of Siva is sur-
rounded by sages, ascetics, gods and demi-gods.
According to Vishnu-dharmottara (quoted by
Gopinatha Rao, op. cit.) the form must be shown
expounding or illustrating wisdom to the sages
(ihanam munibhyah pratipadayantam). Among
the sages, mention is made of Narada, Jamadag-
ni, Vadishtha who are to be shown to the right of
Siva, and Bharadvaja, Sanaka and Agastya to his
left (Kadyapa-Silpa and Silpa-ratna): Kau$ika,
Kasyapa (both dark in colour, $yamau), Bharad-
vaja (red, rakta), Atri and Gautama (smoke-
coloured, dhumrabhau) (Uttara-kamika);
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Agastya. Pulastya, Vi¢vamitra and Angirasa
(Karandgama). The sages must all be shown with
matted hair coiled up (jata-makuta). garland of
rudraksha berries, white garments, sacrifical
chord which is white in colour, and body smeared
with sacred ash (bhasma). Their height is
prescribed not to reach above the chest of Dak-
shina-murti. The texts suggest that it would be al-
right if only one, two or three of them are shown in
the panel (esham ekam dvayam vapi trayam va
parévayor nyaset).

Sakaladhikara (19, 11) mentions that the
location of Dakshina-murti is under the banyan-
tree (vata-vrksha) on the Kailasa mountain (viz.
Himalayas). All the texts agree about the identity
of the tree under which the form of Siva should be
placed. But texts like Uttara-kamika (51 patala)
prescribe that he should be seated on a rock
under the tree (adhastad vata-vrkshasya $ailad
urdhvam). And this detail is found to be worked
out in many of the extant icons. There is also the
prescription that he must be seated upon tiger's
skin spread over the rock (vyaghra-charmoprish-
that tu). Another text (given as Vishnu-dharmot-
tara in Gopinatha Rao’'s Elements of Hindu
Iconography, 1971, Vol. ll, Part 2, ‘Pratima-
lakshanani’, p. 140) prescribes white lotus for his
seat ('sitambuja-stham’)

The posture of the first variety is described as
'virasana'. The right leg hangs below the seat,
while the left leg is folded and stretched across, to
rest on the right thigh or knee (lambitam dak-

shinam  padam, tajjantpari- samsthitam
vamanghrinalakam  kuryat)  (Uttara-kamika,

PUrva-ka@rana and $ilpa-ratna). The leg that hangs
down may or may not rest on the Apasmara-
purusha (see APASMARA-PURUSHA). However,
Silpa- ratna (22) and Kaéyapa-Silpa (76-13) insist
that the hanging leg must be placed upon Apas-
mara (apasmaroparishthat tu larhba-pada-talam
nyaset), who is visualized as dark in complexion
(Syama-varna) with his body in the posture sug-
gestive of a snake raising its hood in play (naga-
fila-samanvitam).

The upper part of the body of the god must
be rigid and straight (sarvangam-arjavam) ac-
cording Uttara-kamika, while PUrva-karana allows
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a slight bend (kifichid- bhafhga-samayutam). The
face must be tranquil (§anta), and free from emo-
tions (klesa-varjitam, Silpa-ratna); and his eyes
must be steady and serene (prasanna-sama-
lochanah), or the gaze must be settled on the tip of
the nose (nasagra-drshti-yuk, Uttara-kamika and
Purva-karana) or on the toe of the hanging foot
(padagre drshti-patam, Karana). According to
Sakaladhikara, the eyes must be only slightly
open (kichid unmilitair netraih), to facilitate con-
templation (yoga-dhyananusarinam)

The particulars like having three eyes, four
hands, blue neck (nila-griva), the braids of matted
hair coiled up (jatabandha), and moon stuck on
the head are common to all iconographic forms of
Siva. About the manner of hair-dressing, varieties
like braids of hair coiled up like a crown (jata-
bhara) on the sides of the head, or hair bound
together neatly (jata-bandha) with a band (pattika-
bandhana) are given as alternatives. It is
prescribed that the dhurdhura (dhatura) and other
wild flowers as well as the cobra must be posi-
tioned over the right side of the head; skull and
moon over the left; and Ganga in the middle.

Silpa-ratna suggests that on Dakshina-
murti's body must be represented ‘five- mystic
emblems’ (paficha-mudra-samopetam). The idea
of '‘pancha-mudra’ is tantrik: the gem on the
forehead (mani), the ear-rings (kundala), neck-
lace (kanthika), bracelets on arms and legs
(ruchaka) and girdle (mekhald) symbolizing
spiritual energy (virya), forbearance (kshanti),
generosity (dana), morality (sila), and wisdom
(ifana). The latter are the five virtues (called
paramita in Mahayana Buddhism) to be perfected
by an aspirant. On the deity, the ornaments sug-
gest the accomplishment of these perfections.
The involvement of ‘paficha-mudr@’ is common in
the Vajrayana deities of Tibet and Nepal.

The left ear must be adorned by the flat orna-
ment carved out of conch-shell ($amkha-patra)
whereas the right ear must have ear-ring (kun-
dala). The body- colour of the deity is in most of
the texts given as white like crystal (sphatiko
pama) or like jasmine-flower or moon (kundendu-
dhavala-prabha)._Uttara-kamika, however, gives
alternatives: white ($veta) coral-red (vidruma),
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golden-colour (hemabha) or black (Syamabha).
The upper garment must be white (sitottariya) and
the deity must be shown with a white sacrificial
chord (sita-upavita). Around his loins must be
shown tiger's skin (vyaghra-charmambara),
elephant’s skin or fine silken garment (divyam-
bara). From the neck must hang the garland of
rudraksha-beads, but it must not reach below the
chest.

The form of Dakshina-murti normally has four
hands, but Kagyapa-silpa (76, 5) provides also for
a variety with eight hands (ashta-hastam athapi
va). The normal right hand assumes the gesture of
exposition of knowledge (jnana-mudra, sandar-
dana-mudra, same as samdams$a-mudra of
Bharata's dance treatise). The normal left hand
may be in the gesture of boon-bestowal (varada),
or it may be thrown across horizontally (danda-
hasta). If the-hand is in the boon- bestowal ges-
ture, the back of the hand (varade tala-prshtake),
must be placed on top of the knee
(v@majanuparishtat tu varade tala-prstake), or the
wrist must be placed on the top of the knee
(varadam  tam  vijaniyat janu-stha-mani-
bandhakah); if thrown across, the elbow of thearm
must rest on the knee (dandam chet tatraiva kur-
param nyaset). The left hand must also hold a
book (signifying scriptural knowledge, vame cha
pustakakhilagamadyam) when it is in the gesture
of boon-bestowal. When, however, it is thrown for-
ward, the fingers must be spread out and pointed
downwards (adhastad vistrtangulih).

Of the two upper hands, the right one must
hold rosary (aksha-mala, symbolizing the tattvas),
while the left one may hold fire (vahni, Uttara-
kamika), or snake (vyala, PUrva-kdrana), or a
flower (padma or utpala, Am$umadbheda). The
upper left hand must hold a pot of nectar
(bibhranam urdhvena sudha-dharam cha), ac-
cording to Vishnu-dharmottara (quoted in
Gopinatha Rao, op. cit).

The variety known as Yoga-Dakshina-murti
(or Yoga-murti) is distinguished by the manner of
sitting, which is peculiar tothe ascetics engaged in
austerities. There are two varieties of this posture
which are regarded as suitable for the Yoga-mrti.
One of themiis the crossing, recommended in Arh-
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$umadbheda: the crossing of the legs vertically in
front of the body, so that the knees are held up (ud-
dhrtam janvagram) and the feet crossed and
placed on a line with heels touching each other
(anyonyabaddha-parshnikam) andthetoesfacing
opposite directions (anyonyanghri-talam). The
legs are held firm by a band (yoga-patta) which
goes round the body. In this variety the normal
right hand which assumes the gesture of wisdom
is held near the chest (jA@na-mudram hrdi-
sthane), and turned slightly inwards (abhyantara-
mukham karma). The corresponding left hand in
the gesture of boon-bestowal is held near the
navel (varadam vama-hastam medhrapithopari
sthitam). The upper hand on the right side carries
a rosary (aksha-mala) and the corresponding left
hand a lotus (abja) or a water-pot (kamandalu). Or,
the two normal hands may be stretched out, rest-
ing on the knees (prasarya purva-hastau dvau
janupari nidhapitau).

In the other variety, given as an alternative in
Amgumadbheda and recommended in Uttara-
kamika and éilpa-rm the right leg hangs down
from the seat while the left leg is folded vertically
with foot on the seat and the knee facing upwards
(ambayed dakshipnam padam vamam ut-
kutikasanam). The folded leg in held is position by
a band which goes round the body (sarmbaddhya
yoga-pattena deham, yoga-pattikayabaddhya). In
this form, the left arm is stretched out resting on
the left knee (prasarya vama-hastam tu vama-
janupari sthitam).

Uttara-kamika prescribes that the Yoga-
murti must be seated facing South on a tiger’s skin
spread over a bejewelled throne, under the shade
of the banyan tree (tan-mula dakshine
chhayanishannah ratnopasobhite pithe vyaghra-
chamottara-chhade). The tree must be depicted
as laden with fruits, resplendent with flowers, and
crowded by many kinds of birds. The vicinity of the
tree must be filled by bhttas, kinnaras, siddhas,
vidyadharas and sages; there must also be many
animals and snakes in the neighbourhood.

According to this text, the deity must be
shown in the company of sages like Kaudika and
surrounded by the ancestors of Siva-brahmana
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group of temple-priests ($iva-dvija-kulasyadib-
hutais tu paritah sthitah).

Further the text provides for representing
Dakshind-mrti either as seated or as standing,
surrour;ded by sages or not. under the banyan
tree or without the tree, accompanied by
bhitaganas or not, and resting his hanging foot
on the Apasmara or not (bhitastha-lamba-pado

va).

The variety known as Vina-dhara (or Gana-
Dakshinamrti) is distinguished by two of the four
hands engaged in playing on the ancient musical
instrument. the Indian lute. According to Am-
sumadbheda and Silpa-ratna, the deity must be
seated with the right leg hanging down and the left
folded and lifted up so that the foot is on the seat
(utkutikasana). The two normal hands are shown
in the posture of actual Vina-playing: the right
hand bent downwards and held in the kataka-pos-
ture and the left hand held upwards in the same
posture (kataka dakshinam hastam adhomuk-
ham, vama-hastam tu katakam Urdhva-
vaktrakam, Purva- karana). The left arm is held
higher than the right arm. The vina may be actually
represented or the gesture may be suggestive of
the presence of the instrument. The extant bronze
icons of this variety, however, do not have the Vina
in their hand, the instrument must have been cast
separately and retained as detachable. The two
upper hands may hold objects similar to those of
the Vyakhyana variety.

DANDA

A long staff, cudgel or stick, unornmented
and plain, held in the hand and lifted up (Urdhva-
sthiti) in order to punish the evil- doers. While its
employment is to beat the miscreant and subdue
him, it symbolizes authority to punish. Hence,
‘danda-dhara’ (bearer of the staff) refers to a per-
son who is empowered to punish. In this sense,
danda is a powerful weapon, although alongside
such weapons as spear, sword, trident, axe and

arrow the cudgel does not look like a weapon at
all.

There are some deities distinguished by the
staff in their hands (e.g. Yama and Kartikeya, who
are both called Danda-panis). According to Rupa-
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mandana, three of the graha-deities carry staff in
their hands, viz. Bhauma, Sukra and Sani.w
dharmottara provides Sanaiéchara with staff and
rosary. Rati (see RATI), the wife of Manmatha, also
holds these two objects in her hands. The eight-
armed Kapila (see PRADYUMNA), the eight-
armed Trivikrama (see TRIVIKRAMA), the
twenty-armed Samkarshana, the twelve-armed
Ananta, and the twenty-armed VidvarUpa (see
VISHNU) carry staff in one of their hands. Garuda
is also shown sometimes as holding a staff. Many
of the attendant divinities carry staff in their hands.
Nandi is shown with a stick (vetra), and Dandi with
a staff; for they derive their authority from $iva and
Surya respectively to punish the wicked and admit
pious folk to their presence.

DANDA-DHARA

One of the retinue-divinities (see PARIVARA-
DEVATA) outside the seventh enclosure in a Vish-
nu temple, according to Vaikhanasagama. He is
two-armed, sky-coloured, wearing white gar-
ments and carrying flowers in his hands.

DANDA-NAYAKA

The word signifies a person who wields the
authority given by the Master to control, regulate,
punish and reward the other attendants. Usually, it
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refers to the commander of the army, like Kar-
tikeya who guided the army of gods to success,
Vishvaksena who is the commander of Vishnu's
army, or Harike€a (son of Purnabhadra yaksha)
who was appointed by Siva to lead and control his
ganas in Varanasi. These demi-gods are repre-
sented with cudgels held in their right hands.

DANI?A-NKYlKK

More familiarly known as Danda-natha
Varahi (the hog-faced goddess), she is the lady-
commander of the forces of Tripura- sundari (or
Lalita). She represents the might of Sri-chakra.
Also called Pafichami, she is regarded as the fifth
of the seven ‘mother-like goddesses’ (matrka). As-
sdciated with Kurukulld (see KURUKULLA), she
represents New-moon while Kurukulla is Full-
moon; she is the illumination aspect (prakasa) of
the Mother-goddess, while Kurukulla is the
deliberation aspect (vimar$a). (see for details
VARAHI) ‘

DANDAPANI

Name of Yama, the god of death (see YAMA)
and also of Subrahmanya (see KARTIKEYA). As
one of the guardians of-directions (see ASHTA-
DIKPALA), Yama presides over the sourthern
quarters, and is visualized as dark-complexioned,
two-armed and riding a buffalo. In his right hand
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he carries cudgel (danda) and in his left noose
(paga).

Subrahmanya as worshipped in the famous
pilgrim-center of the South, Palani, is represented
as a young man standing, wearing only a loin-
cloth strip tucked between the thighs (kaupina)
and carrying a long cudgel or staff (danda) in his
right hand, the left hand assuming the posture of
katyavalarhbita (kati-baddha-dama-kaupina-
danda-dharam, Kumara-tantra). He is also
popularly known as Dandayudhapani.

Palani is one of the six spots in South India
sacred to Kartikeya. The temple here is associated
with the hills, about twenty miles from Dindigai
Railway junction in Tamil Nadu. Legends relate
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that the sage Agastya obtained two peaks as gifts
from Siva from mount Kailds (in the Himalayas)
and was bringing them down to the South. Hidim-
ba, an asura, was carrying the two peaks for the
sage in the form of a ‘Kavadi’ (viz. a long pole, car-
ried on the shoulder, at the ends of which were
suspended the two peaks, one peak hanging in
front of the asura and the other behind him). When
the asura, for snatching some rest, put down the
kavadi at this place, the peaks took root and could
not be lifted again The place was originally known
for the activities of the Tamil alchemist-mystics
known as Siddhars One of them. Bhogar, is said
to have fashioned the icon of Danda-pani from
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special medicinal minerals called P’éshﬁqas. Th.e
liquid in which the icon is bathed is eyen .to this
day valued by the pilgrims as affording instant
cure for many physical elements.

DANDI

Also called Danda in some texts, he is one of
the two attendants o.r'door-guardians (dvara-pala)
of the sun-god Sirya (see SURYA), the other
being Pingala. Brhat-sarhhita (57, 57) identifies
him with Yama and describes him as carrying a
cudget and riding a buffalo (dandi _yarn.o
mahishago). According to Bhavishyat-purana, in
order to protect STrya from the attacks of asuras,
the gods appointed Skanda (see KARTIKEYA) to
guard him from the left side and Agnito guard him
from the right.

Skanda as the punisher of the wicked, was
called Danda-nayaka (shortened as Danda or
Dandi), and he was represented as holding a long
stick of authority in one of his hands, and spear
(§ma) or sword (khadga) in the other. He is good-
lookig and dressed in alien garments, while Agni
or Pingala (‘tawny red’) is pictured as dark-
coloured and carrying in his hands palm-leaf and
stylus.

DATTATREYA

Regarded as a minor incarnation (am-
4avatara) of Vishnu, Dattatreya (Datta, the son of
Atri) is the central figure in several cults like Datta-
sampradaya, Natha-siddha-sampradaya and
Mahanubhava-pantha. His human appearance
has been celebrated in several puranas (like
Bhagavata, 1, 3, 6-25; Markandeya-purana, Ch.
17-18; Vayu-purana Ch. 70; Matsya-purana, Ch.
47 and Brahmanda-purana, Ch. 213; and in
Mahabharata (2 48, 24) and Harivarhéa, Ch. 41)
According to the accounts in these texts, Vishnu
appeared on earth as Dattatreya to restore
‘dharma’ and ‘jlana’ amidst mankind (vishnoh
pradurbhavo mahatmanah, Dattatreya iti khyatah
kshamaya paraya yutah).

The legend in the puranas makes him the
son of the sage Atri and his wife Anasliya. One of
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DATTATREYA

the accounts narrates that Atri was childless, and
did penance for obtaining children. When the
three gods Brahma, Vishnu and Siva, appeared
before him, pleased with his penance, he begged
them to become his sons. Accordingly, Brahmain
one of his aspects was born as Chandra, Vishnu
likewise as Datta, and Siva as the sage Durvasa.
Datta became an ascetic and performed
austerities for a great length of time on the banks
of river Gomati. He obtained enlightenment
(satya-jiana) and began to teach others. One of
his disciples was the great king of Mahishmati
Karta-virya (KARTAVIRYA)

He was celebrated as a great sage proficient
in Yoga and magic. He is regarded as one of the
seven great sages (saptarshi) in the Svarochisha-
manvantara. Bhagavata (1, 3, 6-25) counts him as
one of the twenty-two incarnations of Vishnu. He
is hailed as the ascetic who inaugurated the avad-
huta-sampradaya in India. He is familiar to the
votaries of the Datta cult as ‘Sri-guru’. He is
believed to reside in the audumbara-tree.
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His iconographic representation is rather
recent. He is shown as Vishnu seated in lotus-pos-
ture, with two normal hands locked in contempla-
tion; he has braided strands of hair coiled up as a
crown, and wears on one ear the sarpa-kundala
(characteristic of Siva) and on the other makara-
kundala (characteristic of Vishnu). He is six-
armed, and in the four upper hands he carries
trident (Siva’s emblem), discus (Vishnu's), water-
pot and rosary (both Brahma's). Alternately, he is
represented as a deity with three heads (Brahm3,
Vishnu, Siva) and four hands, surrounded by four
dogs (symbolizing the four Vedas), and a bull
(which is Siva's vehicle and represents dharma).



Vishnu-dharmottara (75. 65). h'owever,
prescribes that Dattatreya must be made like sage
valmiki in all respects (valmiki-rupam sakalam
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Dattattreyasya karayet): viz. fair in complexion
(gaura), his matted hair done up as a halo round
his head (jata-mandala- durdar$a), engaged in
penance (tapasyabhirata), tranquil in aspect
(§anta), and neither emaciated nor corpulent (na
krso na pivarah). The text prescribes that he must
be shown as surrounded by four disciples Suman-
tu, Paila, Vaiéarnpayana and Jaimini (ibid 66).

Rupa-mandana_knows Dattatreya as Hari-
hara-pitamaha (viz. the composite deity, involving
the three gods). Positioned on a single pedestal
(eka-pitha-samarudha), and having one body
(eka- deha-nivasi), he is shown as having four
heads (may be for three heads) and six arms. The
hands on the right side carry rosary, trident and
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mace (representing respectively Brahma, Siva
and Vishnu) and the corresponding hands gn the
left side sacred water-pot, khatvanga and discus.

It is usual to find in the extant icons of Dat-
tatreya the emblems of the three gods (swan,
sacred eagle and bull) carved on the pedest.al. Al-
though he is in texts regarded as anincarnation of
Vishnu, the cults over which he presides are
&aivite in nature and practice. The dhyana-$loka
given in Dattatreya-kalpa, for instance, refers to
him as Krttivasa, whose body is daubed with ash
(bhasita-dhavala) and surrounded by nine
celebrated Natha- siddha (viz. Saiva) ascetics
(dhyayet paritam nava-natha- siddhaih). This text
visualizes him as seated inside a bejewelled hall
under the mand3ra-tree, intent only in gifting gold
(suvarna-danika-nibaddha-diksha). He is here
only two armed, the right hand assuming the ges-
ture of expostion (vyakhya-mudra), and the left
stretched out resting on his left knee (janu-nyasta-
vara-kara-sarojata-vamonnatamsa).

DADHI-VAMANA

One of the several forms of Vamana (see
VAMANA), an incarnation of Vishnu (see
AVATARA, VAMANA), an incarnation of Vishnu
(see AVATARA and VISHNU), this is widely
employed in worship, and has tantrik involve-
ments. While many Pancharatra texts merely
mention this form, tantrik works like Sarada-tilaka
(15, 15-60) and Prapancha-sara-sarngraha (31st
patala) prescribe elaborate rituals connected with
the worship of this form and manuals like Meru-
tantra (26, 341-342), and Mantra-devata-
prakasika provide iconographic particulars of this
form.

The form of Dadhi-vamana is so called be-
cause he holds curds (dadhi) in his hand. Curds
are symbolic of lite as creative power. The textual
prescription is that this form is two-armed, and
that in the left hand must be shown a golden bowi
(filed with curds mixed with rice) (‘dadhyannad-
hyam kanaka-chashakam’, $arada-tilaka: ‘survar-
na-patra-dadhi-bhojyam’, Meru-tantra). In the
right hand must be held a golden jar filled with
pure  water (‘kanaka-kalaséam suddha-
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toyabhipGrnam’,  Saradatiaka) or nectar
(‘athamrtam cha’, Pahcharatragama).

'DADHI-VAMANA from
an old Mvsore painting

The god in this form is white in complexion,
like curds, (‘dadhi- vat §ubhram’), lustrous like full
moon (‘purpa-chandra-nibham’, Meru-tantra) or
pearl (‘mukta-gauram’, S$arada-tilaka). He is
seated on a red lotus under a golden parasol of
brilliant rays (‘jvalan-mayukha-kanaka-cchhatrad-
hah pundarika-gam’, Meru- tantra), or he abides in
the moon or the lunar orb (‘chandra- sthitam’,
$arada-tilaka; ‘$itaméumandala-gatam’, Paficha-

ratragama).

He is flanked on his sides by Sri-devi (viz.
Lakshmi) and Bhu- devi (the earth goddess) ('sri-
bhimyadhisthita-parévam’, Meru-_tantra), and
surrounded by all the gods (‘akhilai$ cha suraih
sametam’, Paficharatiagama). His lotus-like face
is resplendent with a row of short curls, black like
beetle (‘bhriga-karair alaka-nikarai§ $obhi-
vaktraravindam’, $arada-tilaka). He is described
as pure-consciousness (samvin-maya) and as
having the relish of the highest immortality
(‘paramrta-rasa-priya).
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He is worshipped for the obtainment of ali
desires. His mantra (eighteen-lettered) is: ‘Om
namo Vishnave sura-pataye maha-balaya svaha'.
For emancipation from states of misery, the offer-
ing made for the god should be curds-rice (dad-
hyodana); for procuring wealth, milk-rice
(payasanna); for good harvest, grains (dhanya)
must be offered. While the offering is made, the
form of Trivikrama must be conjured up in the
mind (smrtva trai-vikramam rupam).

DANTA

Tusk of the elephant, held in one of the
hands of Ganapati (see GANAPATI for the story of
how one of the tusks was broken and held in the
hand). Texts occasionally refer to it as ‘horn’
($rhga, vishana). It is usually the tusk on the right
side, and is held in the normal right hand with the
pointed end turned upward. In sculptures in
Greater India, it is represented to resemble a writ-
ing quil.

DARPANA

Hand-mirror, held in one of the hands of
feminine deities, is also regarded as one of the
eight auspicious objects (ashta-mangaha, others
being conch, discus, banner, $ri-vatsa, bull, pair of
fish and water-pot, according to Naradiya-sam-
hita, 27, 55).




DASA-TALA

The most frequently preterred iconometric
scale (see TALA-MANA) for making the images of
the major gods and goddesses installed and wor-
shipped in temples. The length of the face of the
proposed icon (viz. tala, measuring twelve an-
gulas) is multiplied ten times to give the total
height of the icon from the top of the head to the
feet (ushnisha-pada-paryantam) (berodaya, 12 x
10 = 120 angulas. viz. dehangulas, argulas
worked out relatively to the total height of the body
of the image). This is taken as the normal dasa-
tala measure. But two other measures are derived
from it: a 'superior’ one (uttama), by adding four
angulas, and an ‘inferior’ one (adhama or hina) by
subtracting four angulas. The normal dasa-tala of
120 angulas is, therefore, taken as midling (mad-
hyama). The uttama-dada-tala would be 124 an-
gulas, and the adhama-dasa-tala would be 116
angulas.

cf. Sakaladhikara (5, 26):
Vedordhva-viméati-§atam Sata-virnéati§ cha,
vedona-vimsatir iti trividham kramena;
sreshthantaradhama-vibhiaga manena neyam,

pankstyadi-tala-gatam uttama-madhyama-
hinam.

(vedordhva =plus four; vedona = minus
four; $ata-virh§ati = 120; reshtha = superior; an-
tara = midling or intermediate; adhama = in-
ferior; pankti = ten).

The dadatala measure is prescribed for
icons that are worshipped for various benefits.
The icon of the 'superior’ variety of the dada-tala,
when worshipped, is believed to be conducive to
the union of the devotee with the deity (sayujya),
while the icon of the 'midling’ variety to the obtain-
ment by the devotee of form similar to the deity
(sartpya), and the icon of the ‘inferior’ variety to
the proximity of the deity to the devotee
(samipya).

The ‘superior variety of this tala is
prescribed for all major gods (masculine,
purusha): Brahma, Vishnu, Siva, Dattatreya,
Vasudeva, Buddha and Jina. The ‘midling’ variety

is suitable for all major goddesses (like Parvati,
Lakshmi, Sarasvatii Durga, Sapta-matrka and
Bhi-devi) and some forms of the major gods like
Rama and Bala-rama. The ‘inferior’ variety is
prescribed for minor divinities like Indra, Surya,
Chandra, the twelve adityas, the eleven Rudras,
the two Advins, Guha, Skanda, Durga, Vira-
bhadra, Chandeéa, Kshetra-pala, Lakshmana by
the side of Rama, Sasta and great ages like Bhrgu
and Markandeya.

All three varieties, however, are also distin-
guished by the icons being muscular and perfect-
ly proportioned in thickness, width and height
(sampUrnanaha- vipulayata- mamsalarigam), ha-
ving a face which is charming, peaceful and com-
plete with excellent qualities (§rhgara- saumya-
paripurna-viSishta-vaktram ), having eyes which
are long and wide (tarayatakshi) and nose which
is straight, beautiful and prominent (sama-
kamala-tunga-ghonam) (cf. Sakaladhikara, 2, 76).
In the case of the ‘midling’ variety of icons of god-
desses, however, the legs are required to be
shaped like elephant-trunks (gaja-hasta-samam
padam) and arms like cow-tails (go-balakara-
panikam) (ibid, 3, 24).

Ifthe icon of a god in this measure is installed
together with his consort, itis required that in case
the god is in the ‘superior’ scale the consort
should be in the ‘midling’ scale; and in case the
image of the god is in the ‘midling’ scale, that of
consort should be in the ‘inferior’ scale (ibid, 5,
24).

(For details, see TALA-MANA and UTTAMA-
DASA-TALA)

DASA-BHUJA-AGHORA

One of the ferocious forms of Siva (see
AGHORA), this is distinguished by having ten
arms (while the usual form of aghora has eight
arms). Aghora in this form is blue in body-colour
(nlanga), three-eyed (tri-lochana), and terrible to
look at (bhishanasya); he wears red garments
(rakta-vasa), and serpents decorate his entire
body (ahi-bh'ﬂshita-sarviﬁga). He carries in his
hands battle-axe (para$u), hand-drum (damaru),
sword and shield (khadga-khetau), bow and
arrow (bana-farasane), spear (8Ula), skull-cup
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(kapala) and gestures of protection and boon- be-
stowal (abhaya-varau) (cf. Pafcharatragama).

DASA-BHUJA-GANESA

The forms of Ganapati with tenarms, like Val-
labha-Ganapati, Heramba-Ganapati and
Ucchhishta-Ganapati, are sometimes described
as delineations of aspects of Vishnu or of Durga
(see GANAPATI). Forms with eight or more arms
are generally worshipped according to tantrik
rites, and are regarded as tamasik in character.
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DASA-BHUJA-DURGA

While Durga is generally represented as
having four or six arms. there are varieties with
eight or ten arms. The ten-armed variety (dig-
bhuja) is described in Vishnu-dharmottara, as
seated on alion (simharudha) and carrying in her
hands to the right dakti, arrow (bana), spear (§Ula),
sword (khadga) and discus (chakra), and in her
hands to the left lunar orb (chandra-bimba), shield
(kheta). skull-cup (kapalaka), spear (§Ula) and
conch {¢armkha). A variant form of the ten-armed
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DASABHUJA-DURGA(from Trippanitura temple, Kerala)

Durga has five ferocious faces, with terrible tusks
(cf. Gopinatha Rao, op.cit., Vol. |, Part II, p.339).

In some texts, this form is identified with one
of the two forms of Manonmani (the other form

being four-armed). She carries in her hands spear
(§Ta), stone-mason’s chisel (tanka), lotus
(padma), noose (pasa) and gesture of protection
(abhaya) on the right side, and fire (agni), lotus
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(padma), bell (ghantd), goad (arkusa) and the
gesture of boon-bestowal (varada) on the left side.

Some texts like RUpa-mandana, Maya-dipika
and Silpa-ratna mention a ten-armed Durga under
the name of Katyayani or Mahisha-mardini. Ac-
cording to Rupa-mandana, she must be shown in
the three-bend stance (tri-bhangi-sthana-
sarhsthana) and in the act of killing the asura
Mahisha. In her hands she carries trident (tri$ula),
sword (khadga), discus (chakra), arrow (bana)
and sakti on the right side, and shield (khetaka),
drawn bow (pUrna-chapa), noose (pasa) and
goad (ankusa) on the left-side. Maya-dipika
describes her as shining like the atasi-flower,
youthful and decorated with ornaments; she is
pleasant to look at (su-charu-dars§ana) with face
like full-moon (pUrnendu-sadréanana); she has
matted hair on her head (jata-jUta-saryukta).
Silpa-ratna describes her as combining the forms
of Siva and Vishnu (Siva-Narayananvitam).

DASA-BHUJA-MAHAPRATISARA

One of the five-fold protective deities of the
Mahayana Buddhist pantheon (see PANCHA-
RAKSHA), Mah3-pratisara is described as having
six, eight, ten or twelve hands in the sadhana-
texts, while in sculptural representation she is
generally two-armed or eight-armed. The ten-
armed variety as described in the Maha- pafcha-
raksha-sadhana_(cf. Bhattacharya, D.C.: Studies
in_Buddhist Iconography, 1978, p. 83) is three
faced and yellow in complexion. Of the three faces
the front one is yellow, while the face tothe right is
blue, and the face to the left white. Each of the
faces has three eyes. Seated in the ardha-
paryanka posture, she carries in the five hands on
the right sword, vajra, dart, gesture of boon-be-
stowal, and a parasol, and in the corresponding
hands on the left bow, banner, jewel, axe and
conch. On her crown is a tiny icon of the dhyani-
buddha, Ratna- sambhava (see MAHA-
PRATISARA).

DASA-BHUJA-MARICHI

One of the several forms of Marichi, a god-
dess of the Mahayana Buddhist pantheon (see
MARICHI), associated with the dhyani- buddha,
Vairochana (a solar divinity).
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DASA-MAHA-VIDYA

The expression ‘vidya' in the tantrik lore sig-
nifies an aspect of the goddess, a visualized form
of occult energy. The adjective ‘great’ (maha) sug-
gests worship-worthiness. The aspect of the god-
dess that is suitable for contemplation and other
forms of devotion is called a ‘maha-vidya'. And ten
(dasa) of such aspects are enumerated in the
tantrik texts, and this has had such universal ap-
peal to the tantrik practitioner that the idea of
‘dasa-maha-vidya' has gained ground. There is a
belief that these ten aspects are referred to direct-
ly or indirectly in each one of the Tantras (ete dasa
mah3-vidyah sarva-tantreshu gopitah).

The ten maha-vidyas are: (1) Kali, (2) Targ,
(3) Shodasi (4) Bhuvaneévari, (5) Bhairavi, (6)
Chhinna-masta, (7) Dhumavati, (8) Bagala
(mukhi), (9) Matangi and (10) Kamala. Each of the
goddesses has a form of Siva associated with her:
(1) Maha-kala, (2) Akshobhya (3) Pafcha-vaktra,
(4) Tryarmbaka, (5) Dakshina- muri or Vatuka-
bhairava, (6) Kabandha, (7) (as the seventh god-
dess, Dhumavati, is considered a widow, vidhava,
she has no consort), (8) Eka-mukha-Rudra, £9)
Matanga, and (10) Sadasiva- Vishnu respectively.

The first two goddesses only are regarded in
some texts as strictly ‘mah3-vidya' viz. the wor-
ship of whom is restricted to adepts and advanced
tantrik practitioners. The next five goddesses are
known as ‘vidyas’, viz. the worship of whom may
be resorted to by all. And the last two are ‘siddha-
vidyas', viz. worship of whom must be conducted
only in rites related to witchcraft and sorcery.

Theten goddesses are also said to represent
feminine aspects of the ten incarnations of Vishnu:
(1) Matsya (Dhumavati) (2) Kurma (Bagala-
mukhi), (3) Varaha (Bhairavi), (4) Nrsimha (Chhin-
na- masta), (5) Vamana (Bhuvanesvari), (6)
Jamadagni-rama (Shodasi), (7) Dasarathi-Rama
(Tara), (8) Krshna (Kali) (9) Buddha (Kamala), and
(10) Kalki (Matangi).

Of the ten maha-vidyas, the first three are
regarded as most important (‘saisha trayi vidya’).
Kall is worshipped extensively in the eastern
regions of the country, especially in Bengal. Tara
is clearly a Buddhist divinity and is likely to have
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originated In Tibet (Bhota). ShodaST (or Sundari) s
the celebrated Sri- vidya (worshipped under dif-
ferent names like Rajarajeévarl and Tripura-sun-
dari).

(1) Kali- Representing the pnmordial ener.gy
(@dya-$akti), the principle of time and creative
energy hidden in the dissolution or destruction of
the universe (spoken of as the feminine aspect of
Kala, the spirit of time and destruction). Kali is
iconographically visualized as dark blue in com-
plexion, standing upon a corpse ($avariigha), ex-
ceedingly fierce in aspect (mahabhima), with
terrible tusks (ghora-damshtra) but with a smileon
the countenance (hasan-mukhi). She has four
arms. and carries a sword in one hand and a
severed head in another (khadga-munda-dhara).
She wears a garland of severed heads (munda-
mala). and her long tongue sticks out (lalajjihva).
She is naked and dwells in the burning grounds
(sma&analaya-nivasini). She is at once terror-in-
spiring and auspicious (bhayarikara $iva) (cf. Kali-
tantra) (see KALI).

There are several varieties of Kali like Sid-
dha-Kali, Guhya-Kali, Bhadra-Kali, Smaéana-Kali,
Raksha-Kali and Maha-Kali. The cult of KGli relies
on an extensive tantrik literature (e.g. Maha-kala-
samhita, Kalottara-tantra, Kali-yamala Kali-vilasa-
lantra, 'Kali-kula-kramarchana, Kalitattva of
Raghavabhatta, Syama- rahasya of Purnananda,

and Syama-saparya paddhati of Ka&i-natha Bhat-

tacharaya).

(2) Tara: Symbolizing sound, she is regarded
as Gauri, as the $akti of Brhaspati (the lord of ar-
ticulate speech), and as the source of immutable
light (hence the consort of Akshobhya). She is
also one who takes the devotees to the other
shore (taraty anena). She has many forms, and as
a maha-vidya she is identified with Ugra-tara (see
TARA and UGRA-TARA).

She is visualized in Tara-tantra as deep blue
in body-colour, standing in pratylidha posture
upon the heart of Siva (who lies prostrate on the
ground), laughing loudly and triumphantly
(ghorﬁgt_ahﬁsa). She has four arms, carrying in the
hands sword (khadga), lotus (indivara), chopper
(kartrika) and bow (kharpara). She collects in the
bowl the diseases of the three worlds and
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destroys them (jadyam nyasya kapalat-.
trijagatam hanti) She is short in stature (kharvi)
and is decorated by eight serpent< (see TARA).

The cult of Tara is dealt with in detail in clas-
sical works like Nila-tantra, Tarini, Todala-tantra,
Nila-saravati-tantra, Chinachara, Eka-jata-kaipa,
Brahma-yamala, Tantra-ratna, Tara- $§abara-tantra
and Eka-vira-tantra; and in more recent works like
Tara-pradipa of Lakshmana-bhatta. Tara-rahasya
of Sarmkara- agamacharya, Tara-bhakti-sudhar-
nava of Narasimha-thakura, and Tara-bhakti-
tarangini of Prakagananda.

(3) Shodaé$i: Also called Sundari, this god-
dess symbolizes the power of consciousness
(chit-Sakti), the light within the triangle of being
(viz. body, speech and mind, ‘trikonantara-
dipika’), and the essence of the three worlds (viz.
sun, moon and earth, ‘tripura’). Known by different
names (like Tripura- sundari, Raja-rajedvari, Lalita
and Bala) she has as many as fifty forms in which
she is worshipped; and there are twelve major
centers (pitha) inthe country where her worship is
carried on. Her worship is mainly in the form of Sri-
chakra-puja.

Her iconographic representation is as a gir
of sixteen years who is brilliant like the fresh solar
orb in the early hours of the morning (balarka-
mandalabhasa), who is three-eyed, and who is
four-armed, carrying in her hands noose (pada),
goad (ankusa), arrows ($ara) and baw (chapa)
(ct. Shoda$itantra). In Tantra-sara she is five-
faced, each face in different hue, and lustrous like
a million full-moons (pUrnendu-koti-prabha). She
carries in her eight hands spear (§iila), stone-
mason'’s chisel (tanka), sword (krp@na), vajra, fire
(dahana), serpent-noose (nagendra-pasa), goad
(ankusa) and noose (pasa). (see SHODAST, SRi-
VIDYA and SUNDARI).

The cult of this goddess holds more than
forty texts as basic and definitive, of which Tantra-
raja-tantra, Matrk@rpava, Yogini- hrdaya, Tripurar-
ava, Svacchhanda-tantra, Vamakeévara-tantra,
Sakti-safngama-tantra, Tripura-rahasya, Lakshmi-
lantra and Parananda-tantra are important. There
are other later works which elucidate the essential
tenets of this cult like Ananda-fahari and Saun-

darya-laharf, Saubhagya-kalpa-druma by Mad-
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havananda-natha, Kama-kala-vildsa and
Varivasya-rahasya by Bhaskara-raya. Sub-
hagananda-natha’s Mano-rama, which is a gloss
over Tantra-raja-tantra, is also celebrated. Lalita-
sahasra-nama is widely employed in worship.

(4) Bhuvaneévari: The goddess who symbol-
izes space (akaga) and combines in herself the
rulers over the three realms (Surya over the
heavenly region, Soma over the mid-region and
Agni over the earth) is iconographically repre-
sented as three-eyed (nayana- traya-yuta) and
four-armed. She holds in her hands the gestures
of boon-bestowal and protection (varadabhiti),
noose (pasa) and goad (anku$a). The noose sym-
bolizes the ignorance which binds all beings in
phenomenal involvement, and goad the principle
of restraint which is the manifestation of divine
power to assist the devotees. The gesture of
protection and boon-bestowal are for the
devotees. Of the three powers ($akti) of Godhead,
Bhuvanegvari represents the power to will
(icchha-4akti), even as Shodasi the power to know
(iFana-4akti), and Kali the power to act (kriya-
dakti) (see BHUVANESVARI).

The worship of this goddess is based on
Bhuvanesvari-tantra; and Prthvi-dhara’s
Bhuvanesvari-rahasya is a widely employed
manual on the subject.

(5) Bhairavi: Also called Tripura-bhairavi, this
goddes presides over earth and is said to be a
counterpart of Kali as the power of destruction. If
Kali is the principle of final and universal dissolu-
tion of all phenomena (maha-pralaya), Bhairavi is
the principle of individual and recurrent evanes-
cence of all things (nitya-pralaya); and Bhairavi
represents divine effulgence that is manifest, while
the unmanifest effulgence is represented by Kali.
She has several forms like Tripura-bhairavi, Sid-
dha- bhairavi, Kamedvari, Kamaledvari and
Bhuvaneévari. Her masculine counterpart is the
form of Bhairava known as Vatuka-bhairava, who
is in Munda-mala-tantra identified with Narasim-
ha.

She is described as brilliant like the light of a
thousand suns arisen at once (udyad-bhanu-
sahasra-kanti), wearing silken clothes of ruddy
hue (aruna-kshauma), three-eyed, and her face
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having the glory of a lotus flower (vaktraravinda-
ériyam). Her breasts are smeared with red un-
guent or blood (raktalipta- payodhara), and round
her neck is a garland of severed heads (diro-
malika). On her head is a crown of jewels, and
crescent moon is tucked in it (baddha-himaméu-
ratna-mukuta). She has four hands in which she
carries the gesture of protection (abhiti), scripture
(vidya), rosary (japa-pati) and the gesture of
boon- bestowal (vara) (see BHAIRAVT)

The worship of this goddess is prescribed in

texts like Bhairavi- yamala, Bhairavi-rahasya and
Bhairavi-saparya-vidhi.

(6) Chhinna-masta: Also called Prachanda-
chandi or Vajra- vairochani, she is a solar divinity
presiding over the firmament; she is identified with
Indrani of E!gveda. In the individual, she repre-
sents the Kundalini-sakti, who emerges out of the
muladhara center and ascends to the sahasrara;
she manifests there, after breaking through the
skull-joint on top of the head (vyapohya $irsha-
kapale). This is iconographically represented as
the goddess cutting off her own head and holding
it in her Rand. Her two companions Dakini ciw
Varnini are said to symbolize the two principal
nadis, Ida and Pingala respectively.

She is shown as standing firmly in the
pratyalidha posture, with the brilliance of a million
suns, upon the god Eros who is associated with
his consort Rati (or Kama inclined to lust,
‘ratyasakta-manobhavopari drdham’). She is
nude (dig-vastra) but her breasts are adorned by
two lotuses (hrdyutpalalankrta). She holds in her
right hand a sharp chopper (kartrka) with which
she has severed her head, (chhinnam mastam
$iro yasya) which rests in her left hand. Streams of
blood gush forth from the headless body, and
they are lapped up gleefully by the long tongue of
the bodiless head ('sva-kabandha-$onita-sudha-
dharam pibanti muda’). She wears on her head a
diadem secured there by a serpent (nagabaddha-
Siromani). A garland of severed heads decorates
her torso, and a long serpent hangs down from
her neck. From her navel sprouts a large lotus,
which turns towards the sun. (see CHHINNA-
MASTA).
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independent literature on this goddgss is
very meagre. and the rituals of her worshlp_afe
mainly derived from a section called ‘Chhinna@’ in

(7) Dhumavati: Identified with Alakshmi (see
JYESHTHA-LAKSHMI), this goddess represents
lgnomn.ce (avidya) and is regarded as a widow
(vidhava). She is visualized as a figure witha long
(dirgha) and crooked (kutila) body. faded in com-
plexion (vivarna) and wearing dirty clothes
(malinambard). Her hair is let loose (vimukta-kun-
tala), and her breasts hang down (vilambita-
payodhard). She holds in her hands a broom
(dhuta-hasta) and a winnow-basket (§TGrpahasta),
and her eyes are very fierce (ati- rGkshaksha) and
crooked (kutilekshand). Her nose is long
(pravrddha-ghona). She strikes terror into the
hearts of the onlookers (bhayada), and causes
without fail quarrel and strife (kalahaspada). She
presides over hunger and thirst. She sits on a
chanot with crow on its banner (kaka-dhvaja-
ratharidha).

She is the goddess who combines in herself
the roles of Rudra (viz. bringing about disease and
madness), Yama (viz. causing stupor and death)
and Nirrti (viz. causing strife, poverty and misery).
She is described as wicked (dushta), terrible
(ghora) and sinful (papma). (see DHUMAVATI)

There is no tantrik text which deals with her
worship exclusively. Her description, however,
occurs in Prana-toshini- tantra.

(8) Bagala (-mukhi): Identified with the occult
power within the individual (atharvan), this god-
dess is worshipped exclusively in rituals calcu-
lated to make the enemy immobile and mute
(stambhana). She is visualized as two-armed,
holding a tongue in her left hand (jihvagram
adaya karena’), and beating the enemy with a
mace or club held in her right hand (‘$atrum
paripidayantim gadabhighatena’ ‘dhrta-mudgara-
vairijihvam’). She is golden-yellow in complexion
and -wears silken garments which are also yellow
in colour (pitambaragdhyam). She is decorated by
garlands and ornaments, and she sits on a throne
on a bejewelled platform in a pavilion of pearls in

92

the midst of celestial waters (‘madhya—suralzdhi-
mani-mandapa-ratna-vedi—siﬁwh‘a’sanoparigatam).
(see BAGALA-MUKHI). :

Texts like Shadvidyagama (éar'\khayan?-
tantra), Bagalé-krama-kalgavalli and Sam-

mohana-tantra deal with her form and worship.

(9) Matangi: Identified with Sarasvati, and
with the sound that is discernible by the ear (vaik-
hari), attended by the host of gods. She is the wild
fire for the hordes of demons (see MATANGI).

Her worship is commended in works like
Matahgl-krama of Kula- mani-gupta, Matangi-pad-
dhati of Rama-bhatta, and Sumukhi-puja-pad-
dhati.

(10) Kamala: Identified with Lakshmi, the
goddess of prosperity and Ushas, the goddess of
dawn, she is said to rule over the heavenly region.
She is represented as golden-hued (kantya
kanchana-sannibha), wearing a splendid crown
(kiritojjvala) and seated upon a red lotus (indivara-
sthita). She is four-armed, carrying in the two nor-
mal hands the gestures of protection and
boon-bestowal. Four elephants, each resembling
the Himalayan mountain (‘hima-giri-prakhyais
chaturbhir gajaih’) are shown pouring over her
water from golden pots held in their trunks (‘has-
tokshipta-hiranmayamrta-dharair asichyamanam’)
(see KAMALA and LAKSHMI).

Several texts (like Tantra-sara, $3rada-tilaka
and so on) devote sections for her worship.

All the ten goddesses are described in some
texts as spitits of ‘night’ signifying mystery, fear
and dissolution. Each goddess repesents an
aspect of the night: (1) Kali, ‘the great night’
(maha-ratri), (2) Targ, ‘the night of anger’ (krodha-
ratri), (3) Shodasi, ‘the divine night’ (divya-ratri),
(4) Bhuvanesvari, ‘the adept night’ (siddha-ratri),
(5) Bhairavi, ‘the dark night', (kala-ratri), (6) Chhin-
na-masta, ‘the night of valour’ (vira-ratri). (7)
Dhumavati, ‘the terrible night' (daruna-ratri). (8)
Bagala (-mukhi), the second ‘night of valour' (vira-
ratri), (9) Matangi, ‘the night of infatuation’ (moha-
ratri), and (10) Kamala, the second ‘great night’
(maha-ratri).
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(DASAVATARA)

The ten iconic forms of Vishnu illustrating
the celebrated incarnations (see AVATARA and
VISHNU) are collectively known as ‘the ten forms’
in Pancharatra texts. They are also called
‘pradurbhavas’ (or incarnatory appearances or
projections), and are described as emanatory
forms of Aniruddha, the fourth Vytiha (Lakshmi-
tantra, 1, 55) (see CHATUR-MURTI and VYUHA).

What these ten are, however, is not uniformly
given inthe early texts. Forinstance, Mahabharata
($anti-parva, ‘Narayaniya’ section, 12, 349, 104)
gives a list: (1) Hamsa (2) Kirma (3) Matsya, (4)
Varaha, (5) Narasimha, (6) Vamana, (7) Bhargava-

"Rama, (8) Da$arathi-Rama (9) Sattvata (viz.
Krshna) and (10) Kalki. The list given in Matsya-
purana (47, 46) has: (1) Narayana, (2) Narasimha,
(3) Vamana, (4) Dattatreya, (5) Mandhata, (6)
Jamadagnya, (7) Dasarathi-Rama, (8) Veda-
vyasa, (9)Buddha and (10) Kalki. This text also
gives the period and purpose of the incarnations,
and the ‘purohitas’ who revealed the divine status
of these manifestations during these periods:
Brahma, Rudra, Dharma, Markandeya, Autathya,
Vi§vamiitra, Vasishtha, JGtukarna, Dvaipayana and
Paradarya respectively. A distinction is made here
between the ‘divine’ manifestations (the first three,
‘etas tisrah divyas sambhitayah’), and the
‘human’ manifestations (the other seven,
‘manushyah sapta’). Vayu-purana (98, 71f) which
made a similar distinction also lists ten forms, but
substitutes Narayana with Yajiia in the former
group, and Buddha with Vasudeva-Krshna; and it
does not name Mandhata, but merely mentions
‘the fifth'.

But the more popular list of ten forms are (1)
Matsya, (2) Kurma, (3) Varaha, (4) Narasimha, (5)
Vamana, (6) Jamadagnya-Rama (viz. Parasu-
rama), (7) Dasarathi-Rama (8) Krshna, (9) Bud-
dha, and (10) Kalki. One can see that the three
forms in the Vayu-purana list, Yajna, Dattatreya
and Veda-vyasa are substituted by Matsya, Kurma
and Varaha. These ten forms are included in larger
lists of sixteen forms-in Bhagavata, (11, 4, 3ff),
twenty-two forms (1, 3, 6-22) and twenty-three
forms (2, 7, 1 ff) and in several Paficharatra texts,
of thirty-six forms (Vishvaksena-sarhhita, Tattva-
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traya-sarhita-bhashya by Vara-vara-muni), thirty-
eight forms (Lakshmi-tantra, 1, 19-25), and thirty-
nine forms (Sattvata-samhita, ch. 9, and
Ahirbudhnya-sarhhita Ch. 15). (see VISHNU for
details).

The larger lists are known as ‘pradurbhavan-
tara-gana’, including the manifestations of Vishnu
as inanimate, plant, animal and human forms,
each with a specific purpose. The earliest list of
ten forms occurs in Mahabharata (‘Narayana’ sec-
tion in Santiparva, 12, 349, 104) and it appears to
be a selection fromthe larger lists of thirty-eight or
thirty-nine forms. The first three inthe late lists (viz.
Vihangama, Kamatha and Eka-4rnga-tanu) ap-
pear here as Harhsa, Kirma and Matsya. The form
of Buddha omitted in the Mahabharata list finds a
place in the larger list of thirty-nine forms as $an-
tyatman (cf. Brhatsarhhita, 58, 19 and Agni-
purana, 49, 8, where Buddha has been described
as ‘santatman’). The list in Matsya-purana in-
cludes Buddha and omits Hamsa (from the
Mahabharata list). But the Buddha mentioned
here is described as hailing from the Kikata
country and as born to delude the enemies of
gods (‘sam-mahaya sura-dvisham’). The Mahab-
harata list with this amendment appears to-have
held the ground.

The Pancharata texts further make a distinc-
tion between ‘primary’ (mukhya-vrtta) and
‘secondary’ (anuvrita) manifestation among the
ten forms of Vishnu. The ‘primary’ forms are those
which involve in full the two characteristic qualities
of Anirudha (the vytha aspect from which all the
incarnatory forms are evolved), viz. tejas
(“lustre”) and $akti (“power") and only partially
the other four qualities (jiana, bala, ai$varya and
virya), whereas the ‘secondary’ manifestations
are derived from the conjoint operations of the lat-
ter four qualities in the main (cf. Padma-_ samhita,
ihana-pada’, Ch. 20). The four forms which are
regarded as ‘primary’ in their manifestation are
Matsya, Kurma, Varaha and Narasirmha; and all
the other six foms are illustrations of the
‘secondary’ variety.

The Matsya-purana also gives, as said ear-
lier, the period when each of the forms manifested
itelf and the purpose of such manifestation. Not
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taking into consideration three of the ten forms
mentioned there which are not included in the
standard list (viz. Narayana, Dattatreya and
Mandhata), Narasimha appeared in the fourth
Krta-age of Vaivasvata-manvantara to kill the
demon Hiraqya-kaéipu; Vamana was born of Aditi
inthe seventh Treta- yuga of the same Manvantara
(‘inter-regnum of Manu’) to rid the worlds from the
domination of Bali; Jamadagnya-Rama was born
as the son of the sage Jamadagni to punish the
wicked kshatriyas and to defeat the desigs of Kar-
tavirya, in the nineteenth Treta-yuga; Rama was
born as the son of king Dadaratha in the twenty-
fourth Treta-yugato relieve the world of the terrors
of Ravana; Krshna (-the text mentions Vedavyasa
"instead of his contemporary Krshna-) appeared at
the end of the twenty-eighth Dvapara-yaga to re-
store dharma and destroy adharma; Buddha ap-
peared in the Kikata country to delude the
demons, at the beginning of the Kali-yuga ('kalau-
sampravrite’); and Kalki is the form yet to
manifest.

As regards the forms not mentioned in this
text, Matsya appeared at the end of the previous
kalpa to retrieve the Vedas which were stolen by
the asura Haya-griva from Brahma who was as-
leep; Kurma appeared soon after, to support the
Mandara mountain which was used as the churn-
ing rod by the devas and asuras engaged in
churning the Ocean of Milk for ambroasia; and
Varaha manifested in the fourth K[Ta?yuga of
Vaivasvata-manvantara to retrieve the Earth which
had been hidden in the depths of the waters of dis-
solution (pralayarnava) by the asura Hiranyaksha.

Thus the order in which the ten forms are
recounted in the standard list (viz. Matsyah-
Kdrmo-Varahas cha Narasimho' tha Vamanabh;
Ramas cha Krshnaécha Bauddhah Kalkir athaiva
cha) is chronological; Matsya and Kurma ap-
peared at the beginning of the present kalpa;
Varaha and Narasimha appeared subsequently
(in the first phase of time, viz. Treta-yuga); Krshna
belonged to the Dvapara-yuga, the third phase;
and Buddha appeared at the commencement of
the fourth and present-phase, Kali-yuga. and will
be followed by Kalki who will herald the the end of
this phase of time.
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The ten forms are _iconographically
described in texts, and represented both in paint-
ing and in sculpture. There is a tradition of depict-
ing the ten forms together in the prescribed order
along the arch of the 'prabhavali’' for Vishnu im-
ages or in a circle in the ceiling of the temple;
another tradition represents the ten forms in the
girdle-belt of the Vishnu image. The forms are of
course separately sculptured on walls and pillars
of the temple-halls. They are mostly shown as
having completely or partially human forms, with
two or four hands.

Matsya and Kdrma are usually shown with
the lower halves of their bodies in the form of fish
or tortoise while the upper parts are human inform
and four-armed. There is also a tradition of repre-
senting these two forms as just fish and tortoise.
Sometimes fish is shown in the midst of waters,
and tortoise as supporting the mountain. There
are, however, few temples mainly dedicated to
these two forms of Vishnu. The temple at Sri-kar-
mam in Andhra Pradesh is dedicated to the tor-
toise form.

The next two forms are half-animal and half-
human in delineation: Varaha also called Nr-
Varaha or “man-boar' has a human body, with a
boar's head, and Narasimha (“man-lion") has a
human body with a lion’s head. It is usual in both
these forms for the god to have four arms, two of
which carry the characteristic emblems of Vishnu,
viz. conch and discus. Both forms have several
varieties of representation (see VARAHA and
NARASIMHA). Varaha is shown more often than
not as lifting the earth-goddess in a human form
(two armed and seated), and Narasimha in the act
of killing Hiranya-ka$ipu, or along with Lakshmi, or
alone.

The other forms are all entirely human in
delineation and two- armed (excepting some
varieties of Krshna, see KRSHNA, and some repre-
sentations of Kalki see KALKI). Vamana is shown
as a boy in a moving posture holding an umbrella
in one hand and waterpot in the other.He is
generally shown alone, but he may be shown with
Bali, or along with the Trivikrama representation
(see VAMANA). Rama, the son of Jamadagni is
shown standing and holding a battle-axe (para$u,



hence known as Parafu-Rama). and Rama. the
son of Daéaratr{a. is shown holding bow and
arrow. The former Rama is always shown alone,
and his independent representations are very rafe
indeed. And seldom is he worshipped as the main
deity in temples. There are a few temples known
after Paragu-ramesvara in the South, but they are
actually Siva temples with a linga in the sanctum,
said to be installed by Parasu-Rama (see

PARASU- RAMA).

Most trequently represented forms of Vishnu
are those of Rama. the son of Dasaratha, and
Krshna. And the country has numerous shrines,
bi.g a.nd small, where one of these two forms is
worshipped. Rama’s iconography admits of few
varieties, and generally he is shown standing and
in the company of his consort Sita, brother
Lakshmana, and attendant-devotee Hanuman.
Less common is the seated Rama, and rare is the
reclining Rama (as the form adored in Darbha-
ayanam in Tamil-Nadu) (see RAMA). Krshna's
form has probably the largest number of varieties,
barring Ganapati. He is variously shown as infant,
child, boy, young man, teacher, cowherd, protec-
tor, flautist, lover, or killer of demons; alone, or with
cows and damsels, or with devotees; with two or
more arms; and seated, standing or dancing (see
KRSHNA).

There are some lists of ten incarnations of
Vishnu where the three Ramas are counted:
Rama, son of Jamadagni (Para$u-Rama), Rama,
the son of Dagaratha (Sri-Rama) and Rama, the
brother of Krshna (Bala-Rama). The last-men-
tioned Rama in these lists either substitutes for
Buddha or for Krshna himself (when Krshna is
identified with Vishnu, and all the ten incarnations
are claimed to be actually his, as for instance the
invocatory verses of Jayadeva's Gita-Govinda
do). When Bala-Rama is shown as the eighth form,
he is two-armed and holds a plough-share (hala,
musala) in his right hand. He is in this form said to
represent Sarkarshana. And being contem-
poraneous with Krshna, who is a ‘complete
incarnation’ for the Dvapara-yuga (pUrnavatara,
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Bala- Rama can only be a partial rp_anifestation
(arh$avatara) of Vishnu (see BALA-RAMA).

Buddha is always shown as two-armed, and
seated in a meditative stance (see BUDDHA).
Naradiya-sambhita (13, 301-302) prescribes that
Buddha must be represented with two hands, as-
suming the gestures of protection and boon-be-
stowal (varEbhaya-kara-dvandva) and seated in
the perfect lotus posture (baddha-padmasana);
his eyes must be half-closed in contemplation
(dhyanonmilita-netra); and he must be repre-
sented and worshipped as a saint (muni). While
temples exclusively devoted to Buddha are not
there within the fold of Vaishnava religion, Vishnu
is not infrequently represented as a yogi. The
famous shrine at Badari-nath has in the sanctum
the image of Vishnu resembling Buddha. Some
representations of Nara-Narayana, Dattatreya,
Para-Vasudeva, Yoga-murti and Madhava are
Buddha-like.

Kalki, the last of the ten forms, is rarely repre-
sented and never worshipped independently.
When represented in this form he is shown as two-
armed, holding a sword in one hand and the ges-
ture of boon-bestowal or of protection in the other,
or holding bow and arrow in the hands, or as four-
armed carrying conch and discus in the upper
hands. He is shown as riding a horse. Sometimes,
he is delineated as a standing Vishnu figure (with
four arms, having the usual emblems of Vishnu),
but with a horse's head; not infrequently only a
horse, or with a sword standing upright on its
back, would indicate Kalki (see KALKI).

Some texts (like, for instance, Naragiya-sam-
hita, 13, 306) insist that when the ten forms are not
intended for independent worship they must be
made only in metal and not in stone, wood or stuc-
co (asvatantre 'pi samsthapyah lohair eva na
chanyatha). For worship in the household, any of
the ten forms must be only in brass, bronze, cop-
per or silver.

Inthe Pafcharatra tradition, the following are
the details of the month, day and time of the
manitestation of the ten forms:

PRATIMA KOSHA



Form Hindu-month Day Time

1. Matsya -Chaitra (dukia) 3rd after-noon
2. Kurma -vaiéakha ($ukla) full-moon evening
3. varaha -Bhadrapada ($ukia) 3rd after-noon
4 Narasimha -Vaidakha ($ukia) 13th  evening

5. Vamana -Bhadrapada ($ukla) 12th  noon

6. JAmadagnya-Vaisakha (Sukla) 3rd  noon

7. Fama -Chaitra (Sukia) Sth after-noon
8. Krshna -Sravana (krshna) 8th  midnight
9. Buddha -Advina ($ukia) 10th  evening
10. Kalki Sravana ($ukla) 6th evening
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DASAYUDHA

Ten weapons held in the hands of the
Sadasiva form of Siva (see SIVA): spear ($Ta),
axe (parasu), vajra,..sword (khadga), noose
(p@sda), water-lily (utpala), bell (ghantd), serpent
(naga), fire (vahni) and chopper (kshurika).
Suprabheda (kriya, 22, 169-185) prescribes that
these weapons must be made in one-tala measure
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and must be mounted on attendants (bhuta) for
being worshipped separately on all auspicious oc-
casions, and in festivals and for being carried
about (‘sarva-mangala-karyeshu, utsave
karmani’).

The weapons carried by the ten guardians of
directions (loka- palas) are also worshipped:
vajra, sakti, cudgel (danda), sword (khadga),
noose (paga), goad (arkusa), mace (gada), tri-
dent (triéta), discus (chakra) and lotus (padma)
(to represent Indra and others, beginning with
East and proceeding clockwise). Among these,
dakti alone is feminine in form and all others mas-
culine (‘'Saktih stri-ripam eva tu, deshas cha
purushakara’). They are shown in human form,
well-decorated and with hands joined in supplica-
tion (sarvany ahjali-hastani). They stand on
lotuses (padma-samsthani) and carry the respec-
tive weapons on their heads (vajradyankita-ir-
shani) (Suprabheda, kriya, 22, 195-196).

DANA-PARAMITA

One of the twelve Paramita-goddesses of the
Mahayana pantheon (see PARAMITA) symboliz-
ing perfection of human virtues. Dana- paramita is
the second in the group and represents charity.
She is whitish red (sita-rakta-varna) in com-
plexion, and is two-armed carrying (in common
with others in the group) the chintamani- banner,
and (distinguishing her) a bunch of many corns
(nana- dhanya-mahijari), in the right and left hands
respectvely.

DAKSHAYANI

Name of Parvati, as Sati the daughter of Dak-
sha (so called because he was born from the right
thumb of the primordial creator Brahma), a
prajapati (‘progenitor of the denizens of the earth
and sky') and his wife Asikni. Sati married Siva, but
her father harboured ill-will against Siva and did
not invite him or Sati for the Brhaspati-savana
sacrifice that he performed. Although uninvited,
Sati went to the sacrifice, but was ignored by her
father. Mortified, Sati immolated herself in the
sacrifical fire. When Siva heard of this, he was
angry and despatched Virabhadra and Bhadra-
kali (see VIRABHADRA) to punish Daksha. They
arrived at the sacrificial pavilion and caused ex-
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tensive damage and destruction. Virabhadra be-
headed Daksha. When the gods implored Siva to
forgive Daksha it was discovered that Daksha's
head was missing. So a goat's head was procured
and put on the body of Daksha. That is how Dak-
sha is represented with a human body and goat's
head. He is shown standing with folded hands by
the side of Virabhadra. The story of Daksha is
variously told in several puranas (e.g. Vamana-

purana, Ch. 2; Devi- bhagavata, Ch. 7; and Vish-
nu-purana, 1, Ch. 15).

Dakshayani is worshipped as a form of
Durga in Manasa (viz. the celebrated lake
Manasa-sarovar in Tibet), which is counted as one
of the fifty sakti-centers in the country; this is the
place where the SatT's right hand is said to have
fallen (see SAKTI- PITHA). Amara is the name of
the Bhairava associated with her here (Tantra-

chﬁdﬁmani).

DADIMA

Pomegranate fruit filled with a large number
of bright red seeds wit.in it (hence aiso called bija-
pura, rakta-bija or bahu-bija). Symbolic of the
plenitude of creative energy, it is held in the hand
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of some deities, principally Ganapati in many of
his forms (see GANAPATI). The flower of this plant
is also flaming red in colour (hence called rakta-
pushpa), and is shown in the hand of some forms

of Devi.

DAMODARA

Name of Vishnu, derived from a detail in his
incarnation as Krshna. As a small child, his foster-
mother Yagoda secured him by tying a rope round
his belly (da@ma rajjur udare yasya, cf. Hari- vamsa
63, 14, 26). In Vishnu-sahasra-nama-stotra, how-
ever, the name Damodara is explained by the
commentator Sarnkara as meaning one who con-
tains within his belly all the worlds (‘damani loka-
namani, tani yasyodarantare’).

Damodara is one of the twenty-four forms of
Vishnu (see CHATUR- VIMSATI-MURTI), the
twelfth in most of the lists (but tenth in Narada-
pancharatra, Ch. 3, where his $akti is given as
Lajja, a form of Lakshmi). He holds in his four
hands conch (upper right), mace (upper left), dis-
cus (lower left) and lotus (lower right) according
to most of the texts, especially, Padma-purana,
Palala- khanda, Rlpa-mandana and Tantra-sara;
butthe order of the weapons varies in some of the
Paficharatra texts. His consort is Indira, a form of
Lakshmi (according to Skanda-purana and Agni-
purana). His body-colour is given as yellow
(haridra) in the puranic accounts, but as verdant
green (advalabha) according to
Paficharatragama; the latter text gives yellow as
the colour of his garments (pita-vasa).

Damodara is to be worshipped in the north-
eastern corner of the hall where the deity is put to
rest for the night (§ayyayam), (even as Vishnu in
the East, Madhustidana in the South: Trivikrama in
the West, Vamana in the North, Sridhara in South-
East, Hrshike$a in South-West, Padmanabha in
North-West) (cf. Naradiya- samhita, 15, 31-32). A
variety of Salagrama (see SALAGRAMA), which is
large in size and has five marks of discus inside, is
known as Damodara.

DARUKA

A form of Siva, according % éiva-gurﬁna
(Vayu-sarhhita, 2, 10, 4), wiho has wreathes of
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matted hair on his head (jata-mali), who roars with
laughter (attah@sah} and who holds in his hand a
ploughshare (larigali).

The charioteer of the asura Mahishasura who
was killed by Durga (cf. Devi-bhagavata, Ch. 5).
Mandodari, the daughter of the asura architect,
Mayé, married him. Daruka performed severe
austerities and obtained from Brahma the boon
that he could not be killed by any man or god. He
began to torment the worlds, and Siva created
from the poison in his throat the dark-coloured
goddess Kali (in another account, he produced
Bhadra-kali from the fire of his third eye), who at-
tacked Daruka and killed him. Mandodari, who
was grief-stricken, was favoured by Siva with a
boon to be able to cause smallpox. In vengeance,
she struck Kali (or Bhadra-kali) with this disease.
Kali's (or Bhadra-kali's) face remained with the
pearl-like marks which became decorative, and
she became the folk goddess of small-pox (hence
called in the South by various names like ‘muttu’,
‘kari-muttu’, ‘mari-mutty’, ‘mutyaiu’, ‘amma’ all of
which names indicate small-pox).

DARUJA-LINGA

The variety of the linga, as an image of Siva,
carved out of wood (daru). There are details inthe
agama texts about the wood that may be
preferred, and the trees that must be avoided, for
making the lihga. According to Suprabheda (33,
52-57), $ami, madhuka, arjuna, deva-daru. chan-
dana, rakta-chandana, $§im$upa, a$oka, agaru,
hintala, khadira, bilva, ranjanaka and karptra are
to be chosen. Ajitagama (‘kriya, 4, 16) adds asvat-
tha and karanja to this list, and Kamikagama adds
$3la, badara, kadamba and panasa. Suprabheda
(33, 58) prohibits trees that are stricken with fire
(agni-dagdhah), that have dried up ($ushkah),
that provide home for birds (pakshinam tu
niketanah) or support for creepers (lata-
samsthah), and that grow very near ant-hills (val-
mika-samsthah). Generally, however, the tree the
wood of which is chosen for making the linga must
be firm and solid (d[qﬁé-'kﬁshgha-mayam), large-
bodied (maha-kaya), dense with leaves (snigdha-
patra) and grown in auspicious places
($ubhadesotthitah) (Suprabheda, op.cit). The
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trees which exude latex when cut (kshirinah) are
also suitable.

The lihgas carved out of wood belong to the
stationary type (sthavara), and are prescribed to
be not less than sixteen angulas in height
(Apargjita-prcchhd, 200, 10, ‘shoda$angulato
hinam na kuryat'). The texts suggest that begin-
ning with sixteen angulas the height of the linga
may be increased by sixteen angulas till it reaches
144 angulas (Diparnava, 13, 10, ‘shodasangulika
vrddhih shat-karantam navaiva tu’, ‘shat-kara’
means six hastas, a hasta measuring twenty-four
angulas, 6 x 24 = 144 angulas), thus providing for
nine alternative heights:

Variety height

1. makara 16 angulas

2. indu 32 angulas

3. pushpakdsha 48 angulas

4. siddharthaka 64 angulas

5. danda 80 angulas

6. paurusha 96 angulas

7. kamya 112 angulas

8. pushpaka 128 angulas

9. phalodbhava 144 ahgulas -

14ana-$iva-quru-deva-paddhati (2, 40, 35-
36), however, while beginning with sixteen an-
gulas and fixing 144 angulas as the limit as most of
the texts do, suggests an increase only by four an-
gulas, thus making it possible to have as many as
33 types; and Apargjita-prccha (200, 10, 12} al-
lows 128 liigas within the same limits (see LINGA
for details).

DARU-MURTI

An icon fashioned out of wood. Several
agama texts contain separate sections entitled
‘daru-sangraha’, and deal with the selection of
proper tree for making wooden skeletons (§Ta)
and wooden images (bimba). Wooden skeletons
are required for making clay images which are
plastered over (lepya-bimba), firm and well-
moulded. Rules for the selection of timber for this
purpose are not as exacting as those for regular
wooden images (darava- bimba). As is well-
known, image for worship may be sculpted in



stone (&ai), carved in wood (daravi), cast in metal
(lauhi), chiselled in precious stones (ratna), or
made in clay (mrmmayi). sand (saikati)_. ﬂc_>_ur
(paishthi) or cow-dung (go-maya). dykra- niti-sara
(4. 4. 72) says that wooden images are mgre
durable than clay ones, but less sO than stone im-
ages. The material (wood, stone, clay or metal) is
called ‘archa-dravya’ or ‘murti- sthana' (viz. the
material or place where the worshipful image
resides).

Among the trees that are recommended for
this purpose are $ami (Mimosa suma), sala
(vatica robusta), khadira (Accaecica catechu),
girdapa (Dalbergia sisoo), Sirisha (Accacia siris-
sa), chandana (Santalum album), tinduka (Dios-
cereo peniculata), madhika (Bassia latifolia),
padmaka (Punus cerosordes), sapta- parna (As-
tonia scholaris), champaka (Michelia champaka),
rajadana (Alstonia venenata) (cf. Sakaladhikara
Ch. 22). Vishvaksena- sarhhita (3, 7-12) names the
following trees in order of preference;
khadira,deva-daru, badari, chandana-dvaya, $im-
dipa, raja-vrksha, bilva, madhuka, lohita, syan-
dana, champaka, 4amali, sala, bakula, $ifisha
and amalaka.

Besides the specifc trees prescribed, the
general conditions that are laid down include con-
siderations of the soil and ground on which the
tree has grown, the physical condition and health
of the tree, its appearance and so on. Among the
considerations are the following.

1. The tree for the purpose must have grown
on superior soil (Sreshtha-bhumi-samutpanna); it
must not have grown near an anthill, water-hole or
burial ground; nor be on a highway, residential
quarters or in a temple. The tree must at no time
have been in the midst of a flood (mahambhasod-
hah). The trees on highways (margastha) and
where the four roads meet (chatushpatha-sthita)
must be avoided.

2. The tree must have numerous branches,
and its top portion must be intact (viz. not devoid
of the top, Siras-§tinya). It must abound in leaves,
flowers, or fruits. It must not be crooked in its
growth, nor have many bends and arches (vakra-
samyuktah). The tree must not be either old or
young; it must be middle-aged (madhyama
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vayasanvitah). The tree must b_e healthy, and not
attacked by pests. It must not have developed
cavities (sa-roga). The bark must not have pealed
off (hata-tvacha), and the outer surfce must not
have scars and cuts (kshata). A tree fallen of its
own accord (svayam patita) must be avoided. The
tree trunk must be strong, closely-fibred, moist
(snigdha-sara), and compact (dgcjha—sﬁra). No-
part of the tree must have dried up (samsushka),
nor the leaves decayed (jirna-parna). The tree
must not have been struck by lightning or
damaged by strong currents of wind (vatadani-
hata), by fire (agni-dagdha), or by elephants (kufi-
jara- dushita).

3. The trees that provide food and shade for
animals (pa$ubhih sevita) and for human beings
(chhayada) and shelter for birds and snakes
(vyala-pakshi-samaéraya) must not be cut for the
purpose of making an icon. Trees on which
creepers support themselves (sa-vallyavrtah)
must also be avoided. Trees by the side of tanks
and wells must be left alone. A tree bought by a
person (vikrita) is not suitable.

Some texts (like, Ka$yapa-Silpa, 79th patala,
and Sakaladhikara, 22nd chap) classify trees into
male, female and hermophrodite ('stri-pum-
napurhsakam cheti vrksha-bhedo tridha bhavet').
The male trees are suitable for making images of
masculine deities and the female ones for
feminine deities; the third variety is to be avoided
altogether.

The ‘male’ trees are those which are strong
(drdha), weighty, thick and dense (ghana), grow
straight, have faint odour (alpa- gandha-samayuk-
ta), are full of fruits and flowers (phalam push-
pam), have combined warmth and cold (viz.
moderate in temperature, ‘Sitaloshnam cha
sammisram’) and are splendid in appearance
(manohara). The ‘female’ trees are distinguished
by their growth on moist and cohesive earth
(snigdha-bhumau), softness (ati-mardula), taper-
ing character from bottom to top (mtlad-agram
kramat-kshinam), long flowers (pushpam pralam-
bakam), soft, fleshy and juicy fruits, and cold to
touch. The third variety is thin at the bottom
(kshina-mila), and is extremely fragile (ati-dur-
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balam); its flowers and fruits are likewise (tathaiva)

(Kasyapa-silpa, op. cit).

The texts also prescribe the manner in which
the tree has to be cut and brought to the work-
spot. Because no tree in the town or village could
be cut, the tree at some distance from the residen-
tial quarters has to be selected. When the tree has
been selected, bearing in mind the prescriptions
and prohibitions detailed above, the patron (karta)
and the sculptor (silpi) along with the priest
(acharya) and others should, at an auspicious
time on a chosen day, proceed to the spot, after
having their baths and necessary ablutions. They
should gather at the base of the selected tree
(vrkshadadhastat), and clear the spot of grass and
other growths, and plaster the ground with cow-
dung. The priest and the sculptor then recite a
prayer to the tree (the hymn called Vanaspatya or
Barhaspatya, offered to the tree- spirit, Vanaspati
or to the tree-deity Brhaspati). The prayer is given
differently in different texts. In Brhatsamhita (58,
10- 11). and in Bhavishya-purana, (‘Pratima-vidhi’,
1, 131, 1-3), for instance, we read

FaTd IHYH T |

TR I g fafrar dsyerar|

grite spart Faf=

arfer afer e fafiraarga]

I ATH GG FH Arad TAE] ;|

The purpose of the two verses is to inform
the tree that it has been selected for making the
image of a particular god, and to beseech the
spirits that dwell in and around the tree to accept
the offerings and worship, and repair to another
tree. “O tree, we bow to thee, please accept the
worship that we offer you now. O ye spirits, forgive
us, and we bow to you".

Kasyapa-silpa (op. cit. 16-17) gives the
prayer thus:

101
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The meaning is almost the same, but the
spirits that dwell in the tree are spelt out as gods,
demons, disembodied spirits, dragons, vuiture-
spirits, celestial songsters, adepts and fairies. The
prayer is prescribed to be made in the night keep-
ing ones hand on the tree after ceremonial wor-
ship has been offered to it. Because this
preliminary ritual is performed at night, when the
spirits are all awake and active, the food-offering
(bali) is offered to them in the eight directions
(ashtadikshu balim kshipet). The spirits that are in-
vited to partake of this food-offering include the
gods (deva), the manes (pitr), the demons (rak-
shasas, eight of whom are especially named:
Mukhya, Mrga, Aditi, Udita, vitathi, Antariksha,
Bhrsa and Pushan), the dragons (nagas), Hme
giants (asuras), the hordes (gana), the leaders of
the hordes (vinayakas) and the woodland-spirit
(vanaspati). Padma-samhita (11, 101-104) and
Purushottama-samhita (6, 22-27) have this
prayer:

HHIT QIO T UHTATA

gy farwpfaamed geeaeh a4
ZICEG I ERIR AL R UG S

e AT farget argeasETac:|
feafRy A1E gar & Fopg Frnfar sl

The tree is addressed: “By your previous
karma, you have obtained an existence that is sta-
tionary. But | have chosen you for making an
image of Vishnu and this willl be conducive to your
welfare. You will abandon your present vegetative
existence, and obtain an incomparable and divine
form. By the grace of God, you will enjoy all the
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privileges in plenty. | do not hurt you, O tree, but
release you from this birth".

After the bali. a fire-ritual (homa) is to be per-
formed at the north-eastern comner of the tree
(vrkshasya- i§@ne- digbhage homam samacha
ret) by the patron (karta). When the ritual is com-
pleted, water purified by the fire must be sprinkled
on the tree (‘agnim samudvasya vrksham prok-
shya §ivambhasa’)

Then, three spots on the tree must be
marked by the priest who stands in front of the tree
as it faces eastward (vrkshasya purva-bhage muk-
ham): (1) at the back of the tree (viz. which faces
westward, prshtham tu paschime), (2) on the right
side of the tree (viz. southward face, dakshina),
and (3) on the left- side (viz. northward face,
vama-paréve tathottaram). The sculptor or the
priest then stands facing east or north (pranmuk-
ho va udan-mukhah), and cuts the tree above a
cubit's length from the ground (kishku-matram
taror mlam tyaktva chhindyat tad urdhvatah).

The result of the first cut must be watched. If
milky exudation is the result, then the wood is best
suited for image-making, for it brings prosperity
(lakshmyai). If water flows out, then too the wood
is good, for it makes for happiness (saukhya- krt).
if. however, red liquid like blood oozes out, then
the wood only occasions ruin (vinaéaya); in that
case, the tree must not be cut, and another tree
must be selected.

When the tree is found suitable and cut, the
direction in which it falls and the sound it makes
while falling are also noted. If the tree falls down
towards East or North, it is good; but if it falls down
in any other direction, the tree must be aban-
doned (anyatha-patitas tyajyah). After satisfying
oneself that the felled tree is alright for the pur-
pose, the side-branches, nodes and joints must
be cut off and the log made suitable for being con-
veyed to the work-spot. The size of the log is to be
determined by the proposed dimensions of the
image to be made (ishta-pramanata$chaiva’) 1$a
na-$iva-guru-deva-paddhati (2, 33, 31) suggests
that the log must be so cut as to have four sides
(chatura$ram takshayet).
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The log thus prepared must then be covered
with fresh cloth after a bath in fragrant water
(snapya gandhodakaih, nava-vastrena samach-
hadya), secured by fine grass-ropes (darbhanam
sukshma- rajjuna). decorated by flower garlands
(gandha-malyair alankrtam) and put on a cart or
palanquin ($akatadau samaropya). Thus, the log
must be conveyed in a procession, the priests and
sculptors all the way walking along, with their right
hand touching the sides of the log, to the work-
spot of the sculptor (karma-§@1@ karma- man-
dapa). The log may also be carried on the
shoulder (skandhe dhrtva).

The log must be laid down in a reclining
fashion with its ‘head’ facing East, on an area
covered by sand ('valuka-sandhaye daru $ayayet
prva-mastakam'). The top of the log and the bot-
tom of the log are determined by the orginal posi-
tion of the trunk in the tree. The portion nearer the
roots is the ‘bottom’, and the other end is the ‘top’
or ‘head’. It is prescribed that while sculpting, the
head of the proposed image must be carved in the
‘top’ portion of the log, and the feet in the 'bottom’
portion. The log must then be left until it becormes
dry (@$ushkam lakshayet).

DIKPALA (KA)

The guardians of the eight directions, four
major directions (dik, East, South, West, North)
and four inter-directions (vidik, South-East,
South-West, North-West, North-East). (see
ASHTA- DIKPALAKA for details, and some addi-
tional information is given here:)

(1) Indra, presiding over East, is the god of
the heavens, space above, rains and lightning. He
is either three-eyed or thousand- eyed. According
to Rupa-mandana, his mount Airavata has seven
tusks, and Indra’s body-colour is yellow or gold-
en; he is four- armed, carrying in his hands the
gesture of boon-bestowal (varada), vajra, goad
(ankusa) and water-pot (kamandalu).

(2) Agni, presiding over South-East, cor-
responds to the Vedic god of sacrifice (per-
sonified, yajna-purusha) and the blazing comet
(dhUma-ketu). According to Rupa-mandana and
some Jaina texts, he is full of blazing flames (jvala-
pufja-nibha), three-eyed, four- armed (carrying
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the gesture of boon-bestowal, sakti, lotus and
water-pot), threedegged and four-horned. Ac-
cording to Sri-tattva-nighi, he is seven-armed,
two-headed and seven-tongued, in addition to
being four-homed.

(3) Yama, presiding over South, is regarded
as the lord of the dead. Son of Vivasvan and
DhUmrauma (or Dhumrorna), he is dark com-
plexioned (krshnanga, syama-tanu), and he rides
on a huge buffalo (mahamahisha-samarudha),
carrying a terrifying cudgel in hand (danda-
dhara). According to the Jaina texts of iconog-
raphy, he is four-armed, holding in two of his
hands quil (lekhani) and scroll (pustaka), to
record the deeds of the dead while living; and in
the two upper hands he carries the cudgel
(danda) to punish the wicked, and cock (kukkuta)
to remind the living beings about the inevitable
death.

(4) Nirrti, presiding over South-West, is
demonic and terrifying in appearance (krura-rak-
shasa) and is regarded as the lord of devils, imps
and demons. He is also identified with Kshetra-
pala (see KHETRA-PALA) and Bhairava (see
BHAIRAVA). He has terrible fangs in his mouth
(damshtra-karala-vadana), smoky-coloured body
(Syama-dhumra-varna) and four hands, carrying
in them chopper (kartrka), sword (khadga), shield
(khetaka) and head of the enemy (vairi-mastaka).
He rides a dog ($vanarudha. Other mounts are
also suggested: lion (simha), corpse ($ava),
donkey (khara) and man (nara) (cf. Rupa-man-
dana). Ahéumadbheda prescribes that he must
be shown with a beard. Accompanying him are
seven charming damsels (apsaras).

(5) Varuna, presiding over West, is the spirit
of water, and resides in all water-sources. He is
white-coloured ($veta), or his complexion is that
of the cloud (megha-varna). He is four- armed,
carrying noose (pasa), lotus (kamala), water-pot
(kamandalu), and the gesture of boon-bestowal.
His characteristic weapon is noose (and hence
called pasa-dhara). His mount is a mythical and
ornamental crocodile (nakra, makara), or alter-
nately swan (hamsa), deer (mrga) or fish (mina)
(cf. Rupa-mandana and Devata-murti-prakada).
On his sides must be shown the two river- goddes-
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ses, Ganga mounted on crocodile (to his right)
and Yamuna mounted on a tortoise (to his left),
both holding flywhisks (chamara-dharini).

(6) Vayu, presiding over North-West, is the
god of wind and is of Vedic antiquity like Agni,
Indra, and Varuna. Rupa-mandana prescribes
four arms to him, carrying the gesture of boon- be-
stowal, ‘flag-banner (dhvaja-pataka, held in the
two upper hands) and water pot (kamandalu), or
alternately noose (pa$a), lotus (padma), goad
(ankusa) and staff (danda). His body-colour has
been given in most texts as white ($veta) or
smokey grey (dhumra), but some texts would
have his complexion green (harid- varna). He
rides upon a deer (mrgarudha). He may be shown
with his wife §ila.

(7) Kubera, presiding over North, presides
over wealth (dhanadhyaksha), or the nine-foid
treasure (nava-nidhi-pati). He is sometimes iden-
tified with Jarmbhala (see JAMBHALA). He is
visualized in Rupa-mandana as white-com-
plexioned, pot-bellied, and four-armed. He carries
in his four hands mace (gada), treasure (nidhi),
pomegranate (bija-pura) and water-pot (kaman-
dalu), or alternately fruit (phala), mace (gada),
sacred jar (kalaa) and water-pot (kamandalu).
Mace is said to be his characteristic weapon. His
mount is either elephant (gajarudha) or air-chariot
with man to drive (nara-vimana). To his right is the
treasure named Sarnkha-nidhi and to his left
another treasure called Padma-nidhi both pic-
tured as dwarf-statured and pot- bellied spirits
(bhuta). He is also accompanied by Vibhava
(prosperity personfied) and Rddhi-devi (progress,
increase, ascendance). The latter must be holding
in her hand a bowl full of jewels (ratna-patra) and
must be shown as embracing him. Kubera’s con-
sort is in some texts said to be Hariti.

(8) Isana, presides over North-east and is fair
in body-colour (dhavala-dyutih), three-eyed and
and four-armed, carrying in the hands the gesture
of boon-bestowal (varada), trident (triéMa), ser-
pent (naga) and rosary (aksha-sutra) or
pomegranate (bija- puraka) (cf. RUpa-mandana).
He wears matted hair done up as a crown (jata-
makuta) with crescent moon tucked on a side. He
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wears sacrifical chord (yajfiopavita) and tiger-skin
(vyaghra-charma). He rides on a bull (vrshabha).

Along with these eight guardian-deities, two
more are mentioned: one presiding over the
upper regions (Urdhva-loka) and the other over
the netherregions (adho-loka), thus making ten
directions, (‘daga-dik’). The former is Brahma, and
the latter Ananta.

(9) Ananta (or éesha) resides in the nether-
most world (patala), and is represented with
"human form above the navel, while below this
region the form is that of a serpent. His face is per-
fectly round (chakrasya) and his complexion is
either white (sita) or black (krshna). He is four-
armed, and carries tridents in the two upper
hands, and rosary in the lower right hand, the
lower left hand being in the gesture of boon-be-
stowal (cf. Rupa-mandana). Vishnu-dharmottara
(3, 65, 4), however, provides in the four hands
lotus (padma), club (musala), ploughshare (sira)
and conch (sarmkha). He is shown as surrounded
by serpents (ahi-ganair vrta).

(10) Brahma is golden-coloured (svarna-
varna) and four-armed, carrying in his hands
scripture  (pustaka), rosary (maa), conch
($amkha) and water-pot (kamandalu) (cf. RUpa-
mandana). Vishnu- dharmottara (3, 63, 2), how-
ever, gives Brahma's complexion as Sun-like
(aditya-varna). He is four-faced and seated on a
lotus (padmasanastha). The four faces represent
the four Vedas (ibid, 3, 46, 8). He wears deer skin
(krshnajina). On his left lap is seated Savitri (ibid.,
3, 63, 1) (see BRAHMA).

The ten guardian deities are invoked and
honoured in the preliminary rites of worship of all
the major deities and are indicated in one of the
enclosures (avarana) of most of the mandalas, as
a lotus with ten petals (dasa-dala-padma). The
order in which they are worshipped is, as given
above, beginning with the East and ending with
the upper regions (pragadi urdhvanta) (cf. Krama-
dipika). The worship sequence is called ‘loka-
pala- puja’. And the guardians of the directions or
worlds are described as the attendant-divinities
(parshada) of the major god or goddess that is
principally worshipped. Frequently, Kubera is
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substituted by Soma (in the northern quarter) in
the enumeration of loka-palas in these rituals.

The standard mode of address for these
divinities includes mention of their jurisdiction,
characteristic weapons and mounts.

(1) Indraya sUradhipataye kulisa-dharaya
airavata vahanaya (namah)

(2) Agnaye tejodhipataye $akti-dharaya
mesha-vahanaya :

(3) Yamaya pretadhipataye danda-dharaya
mahisha-vahanaya

(4) Nirrtaye rakshodhipataye khadga-
dharaya preta-vahanaya

(5) Varunaya jaladhipataye pasa- dharaya
nakra-vahanaya ’

(6) Vayave pranadhipataye ankusa-dharaya
harina-vahanaya

(7) Somaya nakshatradhipataye gada-
dharaya $a$avahanaya

(8) 14anaya vidyadhipataye tri$lla-dharaya
vrshabha-vahanaya

(9) Anantaya nagadhipataye chakra-dharaya
kurma-vahanaya

(10) Brahmane lokadhipataye padma-
dharaya harmsa-vahanaya

Sometimes, the eight petals representing
these gods in the mandala are coloured differently
thus:

(1) Indra would be (a) yellow (pita or kapiéa)
in colour (b) he is the lord of the gods; (c) his
weapon is Vajra and (d) his mount is the elephant
named Airavata;

(2) Agni: (a) tawny red (pinga or kapittha);
(b) lord of light; (c) $akti; and (d) ram:

(3) Yama: (a) black (krshna, nila); (b) dead
folk; (c) cudgel; and (d) buffalo;

(4) Nirrti: (a) smoky grey (dhumra or
dyamala); (b) rakshas; (c) sword; and (d)
crocodile;

(5) Varuna: (a) white (4veta); (b) waters; (c)
noose; and (d) hare;
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(6) Vayu: (a) smoke (dhumra): (b) life; (c)
goad: and (d) deer:

(7) Soma: (a) white (sita or amala); (b) stars;
(c) mace; and (d) bull;

(8) 1éana: (a) white (§ukla or sita); (b)
knowtedge; (c) tndent; and (d) bull;

(9) Ananta: (a) white with a brilliance (kasaor
uchi); (b) serpents; (c) discus; and (d) tortoise;
and

(10) Brahma: (a) red lotus-hue (arhbujabha,
rakta): (b) worlds, (c) lotus; and (d) swan.

Sometimes in rituals, the weapons are spe-
cially mentioned and worshipped, like ‘vajraya
namah’, ‘€aktyai namah’, ‘dandaya namah’ and so
on. The weapons too have their characteristic
colours. According to Krama-dipika, the colours
of the weapons in the above order are: golden
(kanaka), silvery white (rajata), cloud (toyada),
sky-colour (abhra), conch-white ($arhkha), dawn-
red (aruna), snow-white (hima), blue (nila), hibis-
cus-red (jaba) and coral-red (pravala).

DIGAMBARA

Meaning literally “'skyclad”, the term is ap-
plied to deities who are represented as devoid of
clothes (viz. nude). Some forms of $iva answer to
this description (e.g. Bhikshatana-murti, Kankala-
murti); the Bhairava is generally represented as
naked. All tithanhkaras (see TIRTHANKARA, JINA)
are prescribed to be shown without garments
(vivastra). Images of infant and young Krshna
(Bala-krshna) are also shown na-ked.

DIGAMBARI

The feminine version of Digambara, the
name refers to the goddesses (usually forms of
Parvati) that are represented as nude. Especially,
Hingula-devi is known as Digarmbari (see HIN-
GULA). Kularnava-tantra describes Durga as
‘'digarnbar?, and the dhyana-$loka of Kali
describes that the goddess is ““dark like the rain-
bearing cloud and utterly nude" (‘maha-megha-
prabham chaiva digambaram’).
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DIGGAJA

The mythical elephants that are said to' su;_)-
port the earth on their backs, each one standingin
one of the eight directions. Their names are
Airavata (in the East), Pundarika (South-liast),
vamana (South), Kumuda (South-West), ﬁinjana
(West), Pushpa-danta (North-West), Sarvab-
hauma (North) and Supratika (North-East).

DIVYALINGA

Meaning “divine sign”, this is an expression
in sourthern Saiva-siddhanta to refer to the
primordial manifestations of the divine will (to cre-
ate). The doctrine of five-fold emanations is basic
to the doctrine. From the thousandth part of Siva
(as the progenitor of all universe) evolved the
feminine transcendental energy known as Para-
Sakti. And from the thousandth part thereof
emanated the masculine counterpart thereof,
Sadasiva or Sadakhya. From the thousandth part
of Para-€akti evolved Adi-$akti (primordial ener-
gy). from the tenth part of whom came into being
Amiirta-sadakhya (formless) or 1§ana. From the
thousandth part of Adi- $akti evolved Icchha-$akti
(volition-energy) and from the latter MUrta-sadak-
hya or Brahma. Similarly from Icchha-§akti
evolved Jhana-$akti (cognition-energy), and from
the latter Kartr-sadakhya or 1évara. And from
Jhana-$akti came to be evolved Kriya-$akti (ac-
tion-energy), and from the latter Karma-sadakhya
orida.

Amurta-sadakhya, the second evolute,
manifested itself as a brilliant pillar, filling all space
with light like a million suns arisen at once. This pil-
lar is called “mula-stambha’, because everything
in the universe initially rose out of it and will at the
end dissolve into it (hence called ‘linga’, liyate
asmin iti). This pillar of light is referred to as ‘divya-
linga’; but it is without a concrete form (hence
called ‘amurta’). Similarly the third evolute, Murta-
sadakhya, also appeared as a ‘divya-lihnga’ but
resembling a blazing fire with flames alround it. On
top of this linga was an anthropomorphic repre-
sentation of Siva with a charming countenance
which is three-eyed and body which is four-armed
(carrying in the two upper hands axe and deer, the
two normal hands assuming the gestures of

PRATIMA KOSHA



protection and boon-bestowal). Hence this is
called ‘murta’ (viz. with a concrete form).

The third evolute, Kartr-sadakhya, also ap-
peared as a ‘divya- linga’, but of immense size and
perfectly translucent. On top of this pillar of light
was the form of $iva with four faces, eight arms
and twelve eyes. The hands on the right side carry
spear (§0a), axe (paradu), sword (khadga) and
the gesture of protection (abhaya), while those on
the left noose (pa€a), snake (sarpa), bell (ghanta)
and the gesture of boon-bestowal (varada).

The final evolute, Karma-sadakhya,
manifested itself as a linga on a pedestal (pitha),
providing the prototype for all other linga-repre-
sentations.

The three eyes in the iconic representation of
Siva represent the three primordial energies:
icchha-$akti, jiana-dakti and kriya- $akti.

DIPA-TARA

An attendant divinity of Vajra-tara (see TARA
and VAJRA-TARA). In the mandala of this god-
dess, the four directions are represented by four
minor forms of Tara, each standing on a petal of
the lotus on which the goddess sits. Dipa-tara oc-
cupies the petal on the West (even as Pushpa-tara

the petal on the East; Dhupa-tara, the petal on the
South; and Gandha-tara, the petal on the North).

Dipa-tara is yellow in body-complexion
(pita-varna), heavily decorated with jewels (maha-
bhusha) and with large golden ear-rings that
dangle and dance (chalat-kanaka-kundala). She
carries in her two hands poles on which lamps are
lit (dipa-yashti).

DIPA-LAKSHMI

The votive lamps used on ceremonial oc-
caslons in temples or households, in the form of a
lady standing and holding a bowl to contain oil
and wick for the light (dipa). The lamps are usually
metallic in nature (cast in brass), and vary in size.
They are ornamental and sometimes elaborately
s0. The feminine form that holds the light is two-
armed, and both hands are engaged in holding
the receptacle for the light, generally in front and
sometimes on top of her head. The lady of the
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lamp Is richly decorated and splendidly garbed,
and she stands invariably on a pedestal which
adds to the height considerably.

While the figure of the bowl-bearer is more or
less stylized, the artisan's fancy and taient are
noticeable in the treatment of some detaiis like the
hair {plait charmingly delineated at the back) and
garments. Some dipa-lakshmis have parrot rest-
ing on their shoulders. There may be more than
one container for the light. Elaborate and expen-
sive dipa-lakshmis are gifted to the temples by
wealthy and devout donors. There are some mag-
nificent specimens in South indian temples, espe-
cially during the days of the later Cholas.

The expression ‘dipa-lakshmi” was originally
employed for the ormamental brass bowl to con-
tain oil and wick, at the back of which was the fig-
ure of seated four-armed Lakshmi (facing the
bowl), flanked by two elephants doing reverence
(See GAJA- LAKSHMI)circumscribed by aureola
(prabhavali). The back would serve as a handle.
Usually such lamps would be hung from the ceil-
ing on chains, or hung on a wall.
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DIPA-LAKSHM!
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DIPA

One of the four light-deities located in the
Pafcha-daka-mandala (cf. Nishpanna-yogavali,
B Bhatt'acharya.' bp.ch.. p. 317-318), others,
being SUrya-hasta (holding Sun in hand), Rat-
nolka (holding a bejewelled torch), and Tadit-kara
(lightning in hand). Dipa is blue (na) in body-
colour, nude and fierce of aspect. She stands in
the pratyalidha posture on a corpse. She is two-
armed, carrying in her right hand a stick on top of
which rests a lighted lamp (dipa-yashti-bhrt).

DIPTA-$ULA

The spear ($Ula) represented as surrounded
by flames of fire is held in the hands of some fero-
cious gods and goddesses.
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DIRGHA-KEST

One of the 190 mother-spirits (matr-gana)
created by $iva during his fight with the asura

Andhaka. The story in_Matsya-purana describes
the fight of $iva with Andhaka who attempted to

carry away Parvati. The fight is said to have taken
place in K&lavana (near Avanti). When Siva struck
the body of Andhaka with arrows, and blood fell
on the ground, large numbers of asuras took
shape and attacked Siva. Thereupon Siva created
out of his own brilliance (atma-tejas) the mother-
spirits to lap up the blood of Andhaka, before it
touched the ground (See MATRKA).

DURITARI

A demi-goddess of the Jaina pantheon, also
called Prajfiapti, she is the yakshini of the third tir-
thankara, Sambhava-natha. She is fair-com-
plexioned (gaura-varna) or white ($veta). In the
Digambara account, she is six-armed and her
mount is a bird (pakshistha); she carries in her
hands crescent moon (ardhendu), battle-axe
(para$u), fruit (phala), sword (asi), shield (idhi)
and gesture of boon-bestowal (Pratishtha-sara-
sarngraha). In the Svetambara version, she is four-
armed and rides a ram (mesha- vahana). In her
right hands, she carries rosary (aksha) and ges-
ture of boon-bestowal (varada), and in her left
hands fruit (phala) and gesture of protection (ab-

haya)(Nirvana-kalika).

DURGATI-PARISODHANA

The name of the Buddha as éikyasirﬁha,
derived from being the chief divinity of the man-
dala known as Durgati-pari$odhana (cf. Nishpan-
na-yogavall). Golden-coloured (suvarna-varna),
he is visualized as seated on a lion, which in turn is
located on a double-lotus (vidva-saroja-stha-sirm-
hopari). The ‘double-lotus’ seat is an arrangement
of two lotuses, their bases being joined, the petals
of one upward-oriented and those of the other
downward -oriented. The Buddha here assumes
with his hands the gesture of rotating the wheel of
dharma (dhrta- dharma-chakra-mudrah). The
divinity worshipped in this mandala is capable of
elimination (pari-Sodhana) of miserable states of
being (durgati).
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DURGA

A well-known and popular form of the
Mother-goddess (see SAKTI), Durga has temples
all over the country, and is widely worshipped with
elaborate ceremony once a year during the
autumnal season. She is celebrated in the
puranas, as well as in the folk-cults. A hymn to this
goddess (Arya-stava) in Hari-varhéa (3,3) men-
tions specifically that she is worshipped by several
forest tribes (‘$abarair barbaraié chaiva pulindais
cha suptjita’), and the worship of Durga in Bengal
evento this day retains the tribal element in the se-
quence known as ‘dabarotsava’. Mah@bharata
contains two hymns to this goddess (4,6 and 6,23)
which have become famous.

One of the puranas, Markandeya, contains a
long section dedicated to Durga (Ch.81-93,
‘Devimahatmya’), which is popularly read and
recited by large sections of the population, all the
year round, and especially during the ‘nine-night’
(nava-ratri) festival during Autumn. The work
which extols the greatness of Durga in 700 hymns

DURGA (from Mamallapuram)
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grouped into 537 sections (and hence called
Durga- sapta-4ati) details the exploits of the god-
dess In her three major forms: Maha-kali, Maha-
lakshmi and Maha-sarasvati, representing the
three-fold energy: strength, wealth and wisdom.
The famous episode of the goddess killing
Mahishasura, which gives Durga her distinctive
iconographic character, is described under the
second form.

Texts like Devi-bhagavata (twelve chapters
and 18,000 verses) Devi-mahatmya, Devi-stotra,
Devi-kavacha and many puranas project her as an
independent divinity, although in popular im-
agination she is a form of Parvati, the consort of
Siva. The concept of Durga involves her supe-
riority over all the male divinities; and the major
gods like Siva and Vishnu are regarded as but her
attendants.

Brahmanda-purana (88, 15-19) has this
story: Siva who was fighting with the asura Tripura
was getting defeated and desparate. Vishnu
thereupon asked Brahma to approach Siva with
the suggestion that he seek the help of the god-
dess Durga. Siva invoked Durga, eulogized her as




DURGA (from Lepakshi)
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DURGZX from Chidambaram

the primordial energy (adi-$akti) and sought her
grace. By the power of Durgd’s blessing, Siva was
able to win the battle and kill Tripura. Some texts,
(e.g. Virata-parva of Mahabharata), however,
describe her as the power of Vishnu (hence called
Narayani), while some other texts (e.g. ‘Bhishma-
parva’ of Mahabharata) describe her as the power
of Siva. But she is never represented in shrines as
the consort either of Siva or of Vishnu.

PRATIMA KOSHA

The legend contained in Varaha-purana
speaks of a sage Sindhu- dvipa by name who had
a lovely hermitage in the Mandara mountain. A
damsel, Mahishmati by name (daughter of
Virprachitti), came to the mountain with her
friends on an excursion. When she saw the her-
mitage. she was not only fascinated by it, but
wanted to possess it. In order to scare the sage
away, she and her friends assumed the form of
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" buffaloes and attacked him. But the sage cursed
them to remain buffaloes for all time. In due
course the damsel Mahishmati, who was now a
buffalo, gave birth to a son in buffalo form. This
son was the asura Mahisha. When the asura was
growing up, Vaishpavi (the goddess Durga who
was the power of Vishnu) had taken up residence
on the Mandara mountain, and was engaged in
penance. The youthful Mahisha learnt about the
extraordinary beauty of the goddess through the
celestial minstrel Narada, and wanted to marry
her. When the asura made an impudent appraoch
to her, he was killed by the goddess.

The version that we find in Vamana-purana
(Ch.17) is different. The asura Mahisha was the
son of Rambha (who in turn was the son of Danu,
the asura king). Rambha got him as a son after
performing severe austerities and obtaining a
boon from Agni that the offspring could not be

DURGA from Chidambaram
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DURGA from Kaiichipuram

killed by gods or asuras. The legend here makes
Rambha fall in love with a splendid she-buffalo in
the abode of the yaksha, Mala-vata, and beget a
son from the beast. When Mahisha became the
king of the asuras, he attacked the gods, drove
them out of the heaven, and caused untold misery
to all the worlds.

The gods thereupon combined and created
a goddess out their lustre (‘samasta-devanam
tejo-radi-samudbhavam’). The flames of fire that
gushed out of the eyes of the gods formed a
mountain, brilliant like a million suns. Qut of this
mountain, Durga or Katyayani took shape as the
goddess more powerful than all the gods. The
gods bestowed on her their own characteristic
weapons: Siva the trident, Vishnu the discus,
Varuna the conch, Agni the spear, Yama the
cudgel, Vayu the bow, Surya the arrows, Indra the
vajra, Kubera the mace, Brahma the water-pot,
Kala the sword and Vidvakarma the axe. Himavan
gifted a mountain-lion as her vehicle.
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‘DURGA in DRAUPADIRATHA in Mamallapuram

When the goddess was seen by the asura
Mahisha, he fell in love with her and sought to
marry her. The goddess promised to marry him if
he defeated her in the battle. A terrible combat en-
sued, and the asura was killed by the discus which
was in one her hands (cf. Devi-bhagavata, Ch.5)

Another legend (cf. Devi-bhagavata, Ch. 7)
relates that Durga, son of Taru, an asura in the
lineage of Hiranyaksha, became powerful and
began tormenting the gods; he had secured a
boon from Brahma that no god could kill him. Itis
said that she came to be known as Durga because
she killed the asura Durga by name.

There are other explanations for the word
Durga. She is so called because she is ‘difficult of
access’' (durduhkhena gamyate prapyate iti, viz.
hard to be reached or understood). The original
habitat of the goddess was the top of the Vindhya

116

mountain (hence called Vindhya-vasini), which
was exceedingly difficuit for others to reach
(durgd). The expression ‘durga’ also means great
sorrow, bondage, fear and obstacle (etan hanty
eva ya devi sa Durga pari-kirtita). She is Durga be-
cause she prevents passage into unpleasant
states of existence (durgati- naini).

The iconographic forms which this goddess
assumes may be with two, four, six, eight, ten,
twelve, sixteen or eighteen arms. She is distin-
guished by her mount, lion (‘simharudha bhaved
Durga®’). She is often shown as killing the asura
Mahisha (mahisha-mardini, or Mahishasura-
sudani). Mahisha is represented as a buffalo, from
the severed neck of which the human torso emer-
ges. Alternately, she is shown as standing on the
severed head of the buffalo. She may also be
shown as standing on lotus.

According to Purva-karana (12th patala), she
is four-armed, two- eyed and pacific of coun-

DURGA from PayynurKerala

PRATIMA KOSHA



tenance {saumya-vadan3). She carries in her nor-
mai right hand the gesture of protection (abhaya)
and in the normal left hand the gesture of boon-
bestowal (varada); the upper hands carry discus
(chakra, right) and conch ($amkha, left). The
details suggest that she is the feminine form of
Vishnu (vaishnavi-§akti, Narayani). She wears on
her head the karanda-makuta (see KARANDA-
MAKUTA), to which crescent moon is stuck ($asi-
khanda). Her ears are adorned by ear-pieces in
the shape of crocodiles (nakra-kundala). She
stands on the head of Mashisha (Mahishsya $irah-
sthita).

Am$umadbheda (49th patala) makes her
dark-hued ($§yama-nibha), and her garments yel-
low (pitambaropeta), again like Vishnu. But she is
three-eyed, and wears red-coloured bodice
(rakta-kafichuka- dharini); a serpent serves as her
breast-band (nagendrena stanam baddhva). She
is four-armed: while her upper hands carry discus
and conch, her normal right hands assumes the
posture of protectiorr™(as in the above descrip-
tion), and the normal left hand holds the hip (viz.
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katyavalarbita) (see KATYAVALAMBITA). She
may be shown as standing in balanced posture
(sama-pada- sthita) on a lotus-seat (padma-
pithopari), or alternately on the head of a buffalo.

Suprabheda (46 patala) describes her as an
emanation of the primordial power (adi-€akteh
samudbhuta) and as the dearly loved sister of
Vishnu (Vishnu-prananuja). The latter reference is
from the story that Durga appeared as the child of
Nanda and Ya$oda in Gokula across the river
Yamuna, and was substituted by Krshna, who was
the son of Vasudeva and Devaki, great friend of
Nanda and Yagoda. Kamsa, the wicked king of
Mathura, had imprisoned Vasudeva and Devaki,
because it was prophesied that one of their sons
would kill him. Karmsa undertook to kill each of the
children of Devaki, his sister, as soon as it was
born. When he lifted the seventh child (viz. the
child of Nanda and Ya$oda) to dash it on the rock,
it escaped from his hands and flew into the air;
there, it assumed the form of Durga and warned
Karnsa that his killer was growing up elsewhere.
Durga was thus the foster-sister of Krshna. Ac-
cording Bhrgu-samhita, Durga is the manifesta-
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DURGA from Kailasanatha temple, Kanchipuram,

tion of the will- power (tad-iccha-kipta-vigraha) of Vishnu-dharmottara is quoted in some
Narayana (hence her name Narayani). agama texts to provide for a ten-armed (digbhuja)

Suprebheda (op.cit) provides for a four- ir.nage of Durga. The two additional hands (to the
armed image or a eight- armed one. When it is eight-armed form) carry skull-bc?w_l (kaEaa) and
eight-armed, the hands carry conch and discus the weapon called 'sakti. _L'—mlk.a- urana also
(Sarnkha-chakra), bow and arrow (dhanus- prescrlbes a ten-a.rmed. (dasa- ba}.1u) forrr!. The
sayaka), sword and shield (khadga-khetaka), and five arms on the rlg.ht side carry trident (tri§Ula),
spear and noose (§Ta-paga). Durga may stand on sword (khadga), discus (chakra), sharp arrow
a lotus-seat (padmasana-samagata) or the buf- (tlkshr\a- bana) and sakti, and the five arms on the
falo- head, or she may ride a lion (‘simharddham left side shield (khetaka), bow that is strung
va kuryat’). : (pUrna-chapa), noose (pasa), goad (ahku$a) and

bell (ghanf3, or battle-axe, para$u).

118
PRATIMA KOSHA



The iconographic account of Durga in
Kalika-purana includes her matted hair braided up
as a crown (jata-juta-samayukta) and complexion
like the atasi-flower (for other particulars, see
MAHISHA-MARDINI).

The sixteen-armed variety of Durga carries in
her eight arms on the right side spear, noose, fire,
vajra, dart, sword, discus and iron club (tomara),
and in the corresponding hands on the left skull-
cup, goad, mace, $akti, axe, bow, shield and
conch.

Sritattva-nidhi describes a form of Durga
with eighteen arms. In her right hands she carries
sakti, club (mudgara), spear, vajra, conch, lotus,
needle -like weapon ($alaka), dart and discus, and
in her left hands rosary (sttra), shield, bell, look-
ing-glass (darpana), bow, banner, hand-drum,
noose and gesture of warning (tarjani).

PRATIMA KOSHA

The idea of nine-forms of Durga constituting
a group (nava-durga) is prevalent, although iden-
tification of the nine forms varies from text to text
(see NAVA-DURGA).

Shrines to Durga may be independent, viz.
where Durga is worshipped as the principal deity
(svayarnpradhana), or may be subsidiary (viz. in-
cluded in the retinue-divinities, parivara- devata)
in temples dedicated to Vishpu or Siva. If the
shrine is independent, it may be within the village
(according to Rauravagama) or on a mountain
(according to Vaikhanasagama). Two demi-god-
desses, Ulka-mukhi and Vijihva must guard the
door of the shrine (dvara-devata). The image of a
lion must be installed in front of the main shrine.

And the retinue of eight attendant-divinities
must accompany the goddess: Jyeshtha, Bhumi,
Moti, Mohini, Prakrti, Vikrti, Niyati and Nivrtti. In a
Durga shrine, daily worship must be offered thrice
(during twenty-faur hours), and the annual festival
must be held either in the Kartika month or during
Ashadha. The temple to Durga that faces the east-
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DURGA as Mahisha-mardint

em direction is conducive to worldly pleasures
(bhukti) and victory (jaya): and when the temple
faces West, it leads to liberation (mukti).

When Durga is a subsidiary shrine, it must be
located in the South-east (according to Dip-
tagama,Viragama), or in the South (according to
Karanagama) or in the North (according to
Rauravagama), of the Siva temple. ifitistobe ina
Vishnu temple, Marichi-sarhhita lays down that it
should be to the North of the eastern gate (prag-
dvarad uttare). And further, the text prescribes
that the goddess must be four-armed or eight-
armed, and must carry conch and discus in two of
her hands. She is described as dark-coloured
(§yama-varna) but wearing white garments
(sitambara-dhara). She manitested herself in the
Kritika constellation (krtikodbhava) and her

mount as well as standard is fion (simha-dhvaja-
vahana).

Bhrgu-samhita calls her Vaishnavi-maya,
Yoga-nidra, Prakrti, and Trayi- mayi (‘of the form of
the three Vedas'), and prescribes that she must be
represented as four-armed, carrying conch and
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discus, in the upper hands, and the normal hands
assuming the gesture of supplication (anjali-
hasta).

The image of Durga, when worshipped as an
independent deity, is prescribed to be made in the
midling variety of the ten-tala measure (see MAD-
HYAMA-DASA-TALA). The shrine must be
guarded by Jaya and Vijaya, and on the door-
sides the figures of the river- goddesses Ganga
and Yamuna should be represented. The shrine
having four entrances must be guarded by Jaya
and Vijaya on the East, Raudri and Bhishanion the
South, Sulini and Prabha on the West, and
Aparajita and Jayanti on the North. All of them are
virgins (kanya), and two-armed, carrying sword
and shield in their hainds. The attendant-divinities
(parshada) of the goddess in the shrines include
the eight guardians of directions (dik-pala), the
seven mother-goddesses (sapta-matrka) flanked
by Virabhadra and Ganapati, the great lion (maha-
simha), §asta, Skanda (Kartikeya) and Chanda.
Sirhhika is the demi-goddess who is supposed to
receive the flowers worn by the deity on the pre-
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vious'd'ay (nirmalya); and her image must also find
a place in the shrine.

In some texts the name of the attendant-
divinities are given as Rama (viz. Lakshmi), Uma
(viz. Parvat)), Nanda-gopa and Ygsoda (her
parents when she appeared as the sister of
Krshna), Gariga and Yamuna (river-goddesses),
Jaya and Vijaya (the door-keepers), and the lion.
There are also two male door-keepers, Ugra-sena
and Jayanta, both yakshas, the former carrying a
trident and the latter a club. The devotee of Durga,
the pot-bellied bhuta, Kundodara by name is also
shown in the shrine.

DURGA-GANAPATI

One of the thirty-two forms of Ganapati (see
GANAPATI) described in texts like Mudgala-
purana, Ganapati here is lustrous like burnished
gold (tapta-kanchana-sahkasa) and eight armed.
He carries goad with flames (diptankusa), arrow,
rosary, and tusk in his right hands, and noose,
bow, a creeper (lata) and the rose- apple fruit
(jambu) in his left hands. He has a huge body
(mahat- tanu) and is clothed in red garments.

DURGOTTARINI-TARA

A variety of Tara (see TARA), she is classified
under the Taras of Green colour (harita). She sits
upon a lotus and is covered by white clothes. She
is four-armed, carrying in the two normal hands
lotus and gesture of boon-bestowal (varada) and
in the upper hands noose and goad.

DEVA(TA)

The expression ‘deva’ or ‘devata’ (for thetwo
have the same meaning, 'yo devah sa devata’,
Sayana on Rgveda, 1, 1, 1) meaning, ‘god’ is of
great antiquity. It occurs in the RgVedic hymns in
the sense that prevails to this day. The ancient
authority on Vedic interpretation, Yaska, derives
the word to mean ‘the spirit that bestows gifts on
the worshipper’ (danad), ‘the spirit that illumines’
(dipanad), ‘the spirit that shines’ (dyotanad), or
‘the being that dwells in the heavenly regions’
(dyusthano bhavati) (Nirukta, 7, 15).

He also discussegseveral issues connected
with the Vedic gods. The gods are distinguished
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from human beings on account of their ‘great
excellence’ (maha-bhagyat): their supernatural
powers of eight sorts (ashtaidvarya) are in-
separable from their being (unlike similar powers
seen in some human beings, that endure only fora
while and not for all time). The powers signify that
the possessors are able to assume any form at will
and give expression to any power they like. In the
words of Yaska, the essence of the gods itself be-
comes chariot, horses, weapons, and all things
about the gods (ibid.,7,4). Further Yaska asserts
that the essence of godhood is one, although it is
recognized in diverse ways (eka atma bahudha
stuyate); all the different gods that human beings
approach are only so many aspects of this one es-
sence (ekasyatmano anye devah pratyangani
bhavanti).

Vedic gods are, as is well known, forces of
nature. According to the Nairuktas, these forces
can be grouped in three dimensions: the dwellers
on earth, like the Fire (Agni), the denizens of the
mid-region, like Air (Vayu), and the residents in
heaven, like the Sun (SUrya). But they are, in fact,
essentially one god who is capable of assuming
many forms, distinguished only by the planes of
their operations (cf. Nirukta, 7,5, ‘tisra eva devata
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iti nairuktah: agnih prthivi-sthano, vayur vendro
vantariksha- sthanah, stiryo dyus-sthanah; tasmat
mahabhagyat ekaikasyapi bahtini nama-dheyani
bhavanti api va karma-prthaktavat’, cf. also Brhad-
devata, 1, 69-70). ’

In the Vedic context, the gods of the earth
are illustrated by Fire (Agni), Earth (Prthivi), Moon
(Soma), River (Nadi) and the Lord of Speech
(Brhaspati); the gods of mid-region by the Lord of
Thunder and Lightning (Indra), Air (Vayu), the god
of Hurricane and Roaring Storm (Rudra), the
divinities of Breeze and Wind (the Maruts), the god
of Rain (Parjanya) and Water (Apa): and the gods
of the heavens by Sky (Dyauh), the divinity of
Order (Varupa), different aspects of Sun like
Plshan, Savitr, Strya and Aditya, the twin gods
Asvinau, Night (Ratri), Dawn (Ushas) and the Al
pervading god (Vishnu). Yaska tells us that these
are all in reality so many names or aspects of the
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one god (ekaikasya bahuni namadheyani bhavan-
i, ibid,). He also points out that these several
aspects are not independent of each other; we
find that one aspect gives rise to another aspect,
and that one aspect will constitute the original na-
ture of another (ibid., 7, 4, 12, ‘itaretara-janmano
bhavanti. itaretara-prakrtayah’). Each aspect,
however, symbolizes a power of the one god
manifesting itself in an action (ibid., karma-jan-
manabh).

Yaska also discusses whether it would be
proper to visualize these gods representing forces
of Nature in human form (ibid., 7, 6, ‘atha akara-
chintanam devanam; purusha-vidhah syur
ityekam'), for the forces of Nature are not ‘living
beings’ (achetanani) as human beings are
(‘purusha-vidhah syur ity aparam, ibid., 7, 7). His
own view is that the gods as forces of Nature are
no doubt non-iving and, therefore, do not have
human forms, but that as spirits dwelling in them
they may be visualized by devotees as having
recognizable forms for purposes of adoration
(ibid., ‘api va ubhaya-vidhas syuh’).

The post-vedic gods were counted as thirty-
three crores, and this number includes the
denizens of the three worlds (trailokye), along with
their consorts and attendants (sadara svanam
svanam ganais saha) (cf. Padmottara-khanda).
Many of these gods were in groups, and hence
called 'gana-devatd, like the twelve Adityas, thirty
Tushitas, ten Vidvedevatas, twelve sadhyas, sixty-
four Abhasvaras, two hundred and twenty
Maharajikas, eleven Rudras, eight Vasus and fifty
Maruts.

The habit of recognizing groups of gods con-
tinued in the middle ages, as for instance in the
case of the six-fold gods (deva- shatka) men-
tioned in Brahma-Vaivarta-purana (Prakrti-khan-
da): Ganeda, Strya, Agni, Vishnu, Siva and
Parvati, or the Vaishnava reckoning of five gods in
a group attending on Vishnu: Vishvaksena,
Sanaka, Sanandana, Sanatana and Sanatkumara.

The major gods were represented (or
described) as surrounded by their retinue
(parivara): Siva with his consort Parvati, sons
Ganesa and Skanda, attendants Nandi, Chandesga
and Bhrngi, and his own forms Bhairava, Virab-
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hadra and Kshetrapala; Vishnu, with his consorts
Lakshmi and Bhu-devi, commander Vishvaksena,
attendant Garuda and weapons personified
(Chakra-purusha and Gada-devi); and Devi with
the seven mother-goddesses (matrkas), atten-
dant yoginis and forms like nine Gauris.

The concept of pafichayatana involves the
worship of five gods on one pedesta:| Siva, Vish-
nu, Durga, Strya and Ganesa. Four gods occupy
the four corners of the seat, and one god, who is
regarded as the principal one is located in the
centre. The panchayatana is known after the god
located in the centre (like Siva- panchayantana,
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Vishnu-pafichayatana, Ganesa- pafichayatana
etc.) This practice is current to this day in many
households.

Some gods were represented in pairs. Even
inthe Vedic age, we hear of Dyava-prthivi, Indra-
Varuna, Soma-Strya, Mitra-Varuna, Asvinau, In-
dragni, Ushasanaktau, Agni-Soma, Agna-Vishnd
and so on. In the Puranic period, we have twin
gods, like Shankarshana- Vasudeva, Nara-
Narayana, and Lakshmi-Narayana.

The country has indeed a multitude of gods
and goddesses, although there is a pervasive
belief among the people that god is but one, and
has many manifestations. Some of these gods are
protectors of fields (kshetra-pala), others guar-
dians of villages (grama-devata), still others tutel-
lary deities (kula-devata):- Some of them are
chosen gods of devotees (ishta-devata). Ahnika-
tattva enumerates Sun, Ganesa, Devi, Rudra and
Narayana among tutellary deities.

According to Kurma-purana, Vishnu is the
god of the gods (daivanam daivatah), the holder
of the trident (viz. Siva) the gods of the danavas,
Soma of the demi-gods like gandharvas and yak-
shas, Vagdevi (viz. Sarasvati) of the demi-gods
like Vidyadharas, Hari of the Sadhyas, Safkara of
the Rakshasas, Parvati of the Kinnaras, Brahma of
the sages, and Vinayaka of the spirits known as
Kushmandas. The same text prescribes that
Mahadeva (viz. Siva) must be worshipped by all
householders, Brahma by all celibates, Ambika by
the forest-dwelling hermits (Vaikhanasa), Mahes-
vara (viz. Siva) by the monks, Vishnu by the kings,
Agni or Aditya by the Brahmanas.

Notwithstanding such prescriptions, any in-
dividual is free to select for his devotion his own
‘upasya-devata’, the form or quality of which ap-
peals to his fancy and feelings (ya yasyabhimata
pumsah sa hi tasyaiva devata); this god becomes
his ‘ishta-devata’, and may be different from his
kula-devata adored by his family or grama-devata
worshipped in the village.

Besides the major gods like Siva, Vishnu,
Devi, Ganesa and Kartikeya, who are worshipped
all over the country and who have large shrines
where people throng, there are several minor
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gods or spirits who receive adoration from people
in the countryside. Such spirits are half-way be-
tween gods and humans: they are less powerful
than regular gods but more powerful than human
beings. In this class are included yakshas,
guhyakas, apsaras, vidyadharas, kinnaras, sid-
dhas and piéachas. Some of them are benevolent
by nature, while others are malevolent and venge-

ful.

They are characterized by possession of
power to help or harm, ability to travel in air at will
or on earth, assuming whatever formthey choose,
and love for music and dance. Most of them do
not have permanent shrines where they are wor-
shipped. but they make their presence known by
possessing the priest or devotee. They are fond of
wandering about at night, and inhabiting lakes,
trees and bowers. They are credited with expert
knowledge of medicinal properties of plants and
herbs. They are generally attendants of Siva (see
GANA).

Quite frequently, folk heroes of renown and
women with exceptional character in the village or
tribe are deified, and in course of time their human
origin is forgotten; and the ascribed divinity en-
dures as a natural feature. Many of the gods and
goddesses who are widely worshipped today
were once human beings, as legends would un-
mistakably show. Such gods and goddesses are
usually affiliated to, or identified with, the major
gods, Siva, Vishnu or Devi. Their worship is con-
fined to localities where their services or exploits
are remembered and praised.

The iconographical representation of gods
and goddesses closely follows the sculptural
idiom of attributes and abilities (guna-
kriyanusarena kriyate rupakalpana). Multiplicity of
heads denotes the concurrent presence of many
attributes, and muitiplicity of hands indicates
numerous abilities. Three heads of a god signify
the presence of the guna-triad (sattva, rajas and
tamas) or power-triad (icchha-$akti, jiana-$akti
and kriya-dakti). Four heads represent the totality
of the four-fold scripture (Veda). Five heads stand
for the five elemental principles, the bhita- pentad
(prithvi, ap, tejas, vayu and- akasa), or the five
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divine atrributes, the krtya-pafichaka (srshti, sthiti,
sarhhara, tirodhana and anugraha).

Each head means two arms (prati-vaktram
bhuja-dvayam) and thus the three-headed god
has six arms, four- headed god eight, and five-
headed god ten; and the hands represent the
abilities appropriate to the attributes.

Not all gods have iconic repre-
sentations.Siva is invariably worshipped in the
aniconic linga in the sanctum, although his iconic
images are employed for other rituals in the
temple. Vishnu is worshipped in household
shrines and temples in Salagrama-stones, along
with iconic representations. Ganapati is held
especially sacred when worshipped in the roots of
the arka- plant; and Ganapati is often represented
by the red stone or in a turmeric piece. The Deviin
the Kamakhya temple is worshipped in a natural
fissure of a rock. In many a Narasimha shrine, the
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sanctum houses only a small boulder or a natural
stone pillar. Several folk shrines are built around
large ant-hills or tree- stumps (see DEVALAYA).

DEVASENA

Also known as Shashti, the goddess is
variously described as the daughter of Indra or
Prajapati (Brahma-vaivarata-purana, Prakrti-
khanda, 1,73-74), a devotee of Vishnu, hermit
(tapasvini), and beloved of Skanda (Karttikeyasya
kamini) (Mahabharata, Vanaparvan, 3, 223). She
is counted as best among the mother-goddesses,
and as the most adorable (matrkasu pujya-tama).
She is worshipped as the protectress of the new-
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born infants ($i$Gnam prati vi$veshu pratipalana-
karini), especially on the sixth day after birth.

Literally meaning, ‘the army of gods’, she is
said inthe epic to have been personified as a dam-
sel of great charm. When the army of Indra was
worsted in the encounter with the demons, the
damsel was in great grief as she was being
harassed by the demon- chieftain, Kesin. Indra
rescued her and on being implored to find a
suitable husband for her, he took her to Brahma
who gave her in marriage to Karttikeya.

_In many representations of Karttikeya (see
KARTTIKEYA), he is flanked by two consorts Valli
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and Devasena. Kumara-tantra prescribes that
Devasena must be shown to the left of Karttikeya:
she must be standing with the left leg firmly
planted, the right hand holding blue-lily (utpala)
and the left dangling at the side. She is described
as red in body colour and smiling of aspect. Her
counterpart on the right of the god is Valli, holding
a lotus (padma) in her left hand.

There are some sculptures, as the one in the
famous temple in Tiru~ pparan- kunram, which
show Devasena in the act of marrying Karttikeya
(Subrahmanya), and Karttikeya in this aspect is
known as Devasena-kalyana-sundara-murti.
These sculptures are very similar to the marriage
scenes of Siva and Parvati (see KALYANA- SUN-
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DARA-MURTI), except that instead of Vishnu in
the latter case, Indra is shown here as giving away
the bride. Indra and Sachi are given inthe dhyana-
sloka as the parents of Devasena (Sachi- sutam,
Mahendra-tanayam).

In this scene, she is to the left of Karttikeya
(Senani-vame sthitam); she is golden-com-
plexioned (pitam), holding a water- lily (utpala-
dharini), and covered by magpnificient clothes
(divyambaralankrta). She wears a garland of man-
dara-flowers, and stands in a three-bend stance
(tri-bhangi). All the gods are said to worship her
feet (devair-archita-paduka).

DEVASENA-PATI

- Name of Subrahmanya (see KARTTIKEYA),
who led the army of gods (deva-sena) successful-
ly against the asura Taraka. As a result of his vic-
tory, he got the epithets Tarakari and
Devasena-pati (commander of the army of gods).
He was called Senani (the leader of the army). The
army of gods was personified as his bride (see
DEVASENA).

DEVALAYA

Also called deva-kula (devula in Bengali, and
devala in Kannada), or devayatana, it means a
temple or building meant to house a deity for pur-
poses of worship (cf. see ALAYA). The essential
notion in this building is the dedication of an area
for the exclusive use of the particular form of
manifestation of God and his devotees.

It is derived from the model of a palace or
mansion of a king, which is the property of the
king; for not only is the person who owns it is
honoured, but the building in which he lives is also
regarded as worthy of reverence. Infact, the terms
frequently employed in early texts for temples are
names of palaces: prasada, harmya, vimana,
saudha. Further, the temple is regarded as a
township, with the king's palace as its focal point;
hence, the temple is sometimes also called
‘magara’.

The ideology that the deity is to be treated
even as a human king is treated (with deference,
respect, fear, faith and affection that his role
merits) was in the background of providing for the
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deity a splendid home. The king and deity had
several points of correspondance in the minds of
people in the middle ages all over the world. While
the deity provided the model for the human king,
the king's palace provided the model for the
deity’s residence (viz. temple). Like the king
having his private (secret) apartment (accessible
only to his personal staff), the temple has a
sanctum sactorum, which none but the deity's
priests may enter. But the king must be available
for his courtiers and subjects; he must let his per-
son be seen on occasions at least by his people.
Likewise, the deity is made available for the gaze
of the public (daréana) on several occasions.

Even as a royal residence, accessibility in a
temple is graded. Not all the devotees can enter all
parts of the temple. The sanctum is the core of the
temple, and admission to it is denied to all but a
few; admission to the areas around the sanctum is
restricted to junior priests, attendants and temple
officials. Distinctions of class, official and social
status, caste, privileges, cleanliness, convention
and other factors determine the accessibility to
the apartment immediately in front of the sanctum.
While the various halls in the temple recognize the
idea of differential accessibility, the temple is tech-
nically open to all people, signified by the temple
having openings in each of the four directions and
openings through all the intervening structures.

And periodically, the deity is taken out of the
temple in a procession and shown to the people
on the streets. Many of the temples have daily fes-
tivals in which procession on the streets around
the temple is taken out. Occasional festivals on a
grand scale invariably involve colourful proces-
sions on all the major streets of the locality (see
UTSAVA).

Structual accommodation for various rituals
prescribed in the Agama texts is provided in many
temples, like the ambulatory passage (pradak-
shina-patha) for the use of the devotees as well as
for the daily processions of the deity, broader cor-
ridors inside the enclosure for processions on a
vehicle or palanquin, open space with well-paved
ground alround the main structure for throngs of
devotees to circumambulate when the deity is
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being taken round. Rituals also mean different
hypostyle apartments, besides the sanctum; half-
pavillon (ardha-mandapa), assembly-hall (maha-
mandapa or sabha-mandpa), pavilion where the
representative icon of the deity is given a
ceremonial bath (snapana-mandapa), the hall
where the ritual of publlc worship like the swing-
festival (dolotsava) is conducted and so on.

Types of temples came to be distinguished
on the bases of the appearance, elevation and ac-
commodation. Apart from the main division into
nagara, dravida and vesara, conservative texts
like Suprabhedagama mention twelve types.
Some Puranas and texts like I$ana-$iva-quru-
deva-paddhati enumerate as many as twenty
types, and the Vaikhanasagama ninety-six types!
Vishnu-dharmottara- purana rounds the number
off to a hundred! Many of the texts, however,
enumerate twenty types. And not only names but

brlef descriptions are given (cf. Brhat-samhita, 55,

 20-31; Viévakarma- prakaga, 6, 82, 107, Matsya-

purana, 260, 28-56 and Bhavishya- purana, 130,
24-37). '

(1) Meru (hexagonal in shape, with 12 or 16
storeys); (2) Mandara (hexagonal, 10 and 12
storeys), (3) Kailasa (hexagonal, 8 or 9 storeys):
(4) Vimanacchanda (hexagonal, 8 storeys); (5)
Nandana (hexagonal, 6 storeys); (6) Samudra
(Circular with 16 sides, 1 or 2 storeys); (7) Padma
(lotus-shaped with 16 or 8 petals); (8) Garuda
(shape of the sacred kite, Garuda, with wings and
tails, 6 or 7 storeys); (9) Nandi (shape of Garuda
but without wings and tail, 7 storeys); (10) Gaja-
kunjara (shaped like the back of an elephant, 6 or
7 storeys); (11) Guha-raja (shaped like a cave,
only one storey); (12) Varsha (circular in shape,
with 1 or 2 storeys); (13) Hamsa (elliptical-shaped,
looking like a royal swan, with only one storey);
(14) Kumbha-ghata (jar-shaped, with one or 9
storeys); (15) Sarvatobhadra (square-shaped,
with five storeys); (16) Mrga-simha (round-shaped
with 12 sides, with only one storey); (18)
Chaturasra (square in shape, with only one storey;
(19) Shodasdasra (sixteen-sided, with one or two
storeys); and (20) Ashtasra (actogonal, with one
or three storeys).
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DEVI

The feminine form of ‘deva’ (see DEVA), the
word generally means ‘goddess’. The worsﬁip of
‘mother-goddess’, or divinity associated with the
procreation of beings. motherly care, preserva-
tion, fertility, nourishment, help in times of difficul-
ty and distress, love and compassion, is as old as
the dawn of religious sentiments. In India the
indus Valley civilization illustrates the prevalence
of the goddess-cult; and the earliest hymns in the
Vedic corpus suggest the adoration of goddes-
ses.

Although it is usually thought that the Vedic
preference is for the male divinities, we do find in
the RgVeda several goddesses mentioned and
praised: Aditi (mother of the gods), Apo-devi
(water-goddess), Ushas (dawn), Prthvi (earth-
goddess), Vak (speech), Ratri (night), Sri
(prospertty), Nishthigri (indira’s mother), Urvasi
(celestial nymph), Sarasvati (river-goddess),
Sandhya (eventide), Sinivali (goddess of the lunar
phases, especially full-moon and new-moon),
$raddha (faith), Gayatri (mother of the Vedic lore)
and Savitri (solar energy). The Sarvanukrarmani
(13th section) enumerates other goddesses men-
tioned in Rgveda: Indrani, Godha, Ghosha, Juh,
Dakshina, Medha, Yami, Sarama, Sarva-rajni,
Lokshya, Roma$a, Vigva-vara and Durga.

There were also several folk-goddesses of
great antiquity and uncertain origin. May of them
continue to be worshipped in the countryside, and
their number is legion. Some thern are simple per-
sonifications of diseases, some are protectors of
children and women, some stand for wish-fulfil-
ment, some represent evil forces, some symbolize
natural phenomena, and some are human in
origin but whose human nature is forgotten after
deification. Quite a large number of goddesses
worshipped now were once women, but with ex-
ceptional and unusual character or achievement.
They linger in the folk memory as major or minor

divinities; and their worship is prescribed in the
cultic context.

Some goddesses have special powers in
particular endeavours, like Kurukulla helping the
boat-men to wade through difficult water-
stretches in safety. Korravai helping soldiers to
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win the battle, $itala curing small-pox, Manasa
providing antidote for snake- poison, and Pratyan-
gira counteracting ill-effects of magic and sorc.ery.
Some of the folk-goddesses were local guardians
of human settlements (nagaradevata or grama-
devata). The ancient Tamil work Silappadikaram
mentions the goddess of Madurai (the tutellary
deity of the Pandyan rulers) and Kaveri-purpat-
tanam (Champa-pati). Almost every town has its
;:)u;n guardian-goddess, often named after the
town or village.

Many of these folk-goddesses were incor-
porated in the Puranas and other legendary lore in
the middle-ages along with the goddesses men-
tioned in the Vedic corpus (especially in Atharva-
veda and Smrti texts). The bulk and variety of the
pantheon that emerged is truly immense. For in-
stance, Matsya-purana (23) has an odd assort-
ment of details constituting the nine-goddesses
(nava- devyah) who are ‘mothers of the world’
(loka-mata): Lakshmi (goddess of prosperity),
Sinivali (goddess of darkness), Dyuti (light), Tushti
(satisfaction), Prabha (lustre), Kuhu (evil), Kirti
(celebrity), Vasu (wealth) and Dhrti (fortitude). The
puranic goddesses are synergetic and ambivalent
in their character; they are benevolent and
malevolent at once; they cause and cure
numerous distresses, and each of them has ac-
quired in the puranas not only iconographic
forms, but also legends extolling their ability and
effect.

The Vedic Aditi, for instance, is in the Rgveda
little more than an idea and a symbol; but in the
puranas she is described as a lovely woman with
four arms, carrying in her hands sword, shield,
lotus and trident. The folk-goddess Karna-piachi,
which was in the folk context only a spirit of amor-
phous nature and uncertain form, was later trans-
formed into a divinity evoked in magic to reveal
secrets normally not accessible. In the puranas,
she acquired an iconographic status, and was
represented as seated on the funeral pyre, wear-
ing round her neck a garland of severed heads
and on her body dirty and torn garments.

The seven mother-goddesses (Sapta-
matrka) are obviously creatues of folk imagina-
tion, and they find mention in such early texts like
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Silappadikaram and Brhat-samhita. There are in-
scriptional records to suggest that the worship of
these goddesses was prevalent as early as the
fifth century. Likewise, the sixty- four yoginis
were also crystallized in the tantrik cult of Orissa,
Bengal and Assam.

In the worship of goddesses, it is usual to
consider them in groups (like Sapta-matrka,
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Nava-chandi, Ashta- Durga, Pancha-kanya and
Dada-vidya). And the group of three that became
celebrated in the puranas consists of Maha-
Lakshmi, Maha- sarasvati and Maha-Kal. And
they were associated with the tiree major gods
(see TRIMURTI), Vishnu, Brahma and S$iva
respectively, and they symbolized the three
aspects of Prakrti, viz. sattva, rajas and tamas.
Each of the later and popular goddesses was
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regarded as basically syncretic image; of all the
three (like Mukambika of KollTr in Karnataka).

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

All the three major gods, (Brahma, Vishnu
and Siva) are described to have derived their ex-
istence and powers onlyfrom her, and to be sub-
servientto her in their functions. She is the ‘mother
of the worlds’ (Jagadamba) and 'sustainer of the
worlds’ (Jagaddhatri). She is one without a
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second; and everything in the universe is but a tiny
expression of her inscrutable power (yoga-maya).
The two popular divinities in the puranic age
(which age has continued in part till our own day),
described as especially suited to the people inthe
Kali age, are the mother-goddess and the god
Ganapati (kalau chandi-vinayakau).

The form of the goddess generally reflects
the folk background, and the needs of the tribal
people fordivine intervention. The goddess Durga
is reputed to be worshipped by tribesmen and
forest-folk like pulindas, barbaras and sabaras.

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

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

Not all goddesses, however, answer to this
description. Some are pacific and benign. The
Tevaram hymns (composed between 500 to 800
A.D.) describe the goddess as a young damsel of
golden complexion (kumari), covered by silken
garments (ko$ikapattu), and playing with a ball
(kanduka) and parrot (kili). She is eulogized as the
primordial energy (adi-$akti) and as the provider
of wealth and grains (vasundhara). But she is also
the goddess who presides over burning grounds
(sudulai-nari). Another version of this goddess is
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pictured as performing penance on the banks of
the river Kamp3 at Kafichipuram; she is called ‘the
creeper of penance’ (mey-tavak-kodi).

DEVYARDHA

The form of Siva with half of his body repre-
senting the goddess (see ARDHA-NARISVARA) is
counted among the more important sportive
forms of Siva (see SIVA). Diptagama (41, 2-5),
Suprabheda (1, 34, 100-104) and Ajitagama
(kriyapada, 36, 247- 251), among other texts, con-
tain iconographic details of this form. According
to Ajitagama, the form has three hands, two onthe
Siva side (right) and one onthe Devi side (left); the
normal hand on the $iva side is shown in the ges-
ture of protection and the upper hand onthe same
side carries axe. The hand onthe Devi side is held
in the kataka posture (see KATAKA). On the
forehead is half of the third eye (on the Siva side
latate chardha-netra--yuk’). The colour of the
body on the Siva-side is red, while on the Devi-
side it is dark blue (‘dakshine rakta-varpam tu
vame syama-nibham bhavet'). There is only one
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1. DEVYARDHA

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

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

DESIKA-SUBRAHMANYA

One of the forms of Karttikeya (see
KARTTIKEYA), popular in South India. He is repre-
sented here as the instructor (degika) regarding
the significance of the mystic ‘pranava’ to his own
tather Siva. The background of this form is to be
traced to the identity of the sage Sanatkumara
with Skanda (viz. Karttikeya) (cf. Chhandogya-
upanishad), 7, 26 'bhagavan Sanatkumarastam
skanda ity achakshate’). Sanatkumara, who was
the first-born son of the creator Brahm3, is docu-
mented as having taught brahma-vidya to Narada.
That Skanda, a variant form of Sanatkumara,
taught Siva has been mentioned in Manasara; and
the form of Siva in this aspect of the student has
been called ‘Sishya-bhava-murti. Siva, as
described in this text, sits in front of the teacher in
the lotus posture absorbed in contemplation (one
of the normal hands held on the chest in the‘chin-
mudra) and showing great deference and humility
(the other normal hand covering his mouth); the
upper hands carry hammer (tanka) and antelope
(hanina).

According to $ri-tattva-nidhi, the form of
Karttikeya as the teacher of Siva (Siva-devasya
desikam), has one face (eka-vadana) and six arms
(shad-bhuja). Two of the hands carry $akti and
one of the hands a rosary; the two normal hands
show the gesture of protection and boon-be-
stowal (varabhaya-karambuja). The text does not
specify what the remaining hand carries. The god
is seated on a peacock, and has on his head the
karanda type of crown.

DEHA-LABDHANGULA

One of the three angula measures for
iconometric purposes (the other two being
manarigula and matrangula). (cf. ANGULA and
TALAMANA) it takes as the unit the finger-breadth
(angula) as found in the body of the icon itself.
Karanagama specifies that the height of the icon
must be divided into equal parts in terms of an-
gulas, and each division thereof is called ‘the
labdha- angula’, derived from the body of the icon
(grhita-pratimayama tatrangulisankhyaya; bhajet
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teshu eka-bhagam tu deha-labdhangulam
smrtam). The proposed height of the icon (ab-
hipreta-pramana) is divided into nine equal parts,
and each of these again into twelve equal parts;
and each of the resultant divisions is called the
icon’s own finger-breadth (svangula) (cf. Hayasir-
sha- paficharatra:'abhipreta-pramanam tu navad-
ha pravibhajayet; navame bhaskarair bhakter
bhagah svangulam uchyate’). Brhat-sarhhita (57)
takes the length and breadth of the icon’s face as
equal to twelve ‘own-angulas’ (‘svair angula-
pramanair dvadasa vistirnpam- ayatam cha
mukham’).

DOLA-HASTA

One of the karanas (hand postures) in classi-
cal dance known as Bhujanga-trasita (“frightened
by the sudden discovery of a snake right near the
foot”), characterised by the swing (dola) of one of
the arms, either across the chest or on one side.
The hand in this karana is seen in the forms of
Nataraja (see NATARAJA). The texts like_Natya-
veda-vivrti prescribe that when one arm is in the
dola-hasta, the other must be in the kataka-pos-
ture (kramenaiko dolahastah param kataka iti
karanam); and also that the arm that is in the dola-
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hasta posture must have that shoulder slightly
drooping (améau pra$ithilau); and further that the
hand in the pataka posture must be stretched for-
ward (patakau tu pralambitau).

DAIVIKA-VASUDEVA

One of the popular forms of Vishnu,
Vasudeva (see VASUDEVA) is one of the four
major forms (see CHATURMURTI) and one of the
twenty-forms (see CHATURVIMSATI-MURTI). And
daivika-Vasudeva (also called Para-Vasudeva) is
Distinguished from Manusha-Vasudeva. The
former is the divine aspect while the latter is the
human incarnation (as the son of Vasudeva, viz.
Krshna, (see KRSHNA and AVATARA). In the
human incarnation, Vasudeva has only two arms,
holding conch and discus. But in the divine aspect
he is four-armed, holding lotus (normal right
hand), discus (upper right hand), conch (upper
left hand) and\mace (normal left hand). He either
sits onh a simhasana (according to Vaik-
hanasagama) or stands on a lotus-seat (accord-

ing to Agni-purana).

When he is standing, on his sides are to be
shown Sri (Lakshmi), holding a lotus, and Pushti,
holding a lute; and the height of each of the two
consorts should not exceed the level of the loins
of the god (uru-matrocchritayame). And on the
aureole behind the god must be shown vidyad-
haras holding garlands.

When seated, he is surrounded by Rukmini,
Balarama (with his consort Revati), Pradyumna
(with Rohini) and Aniruddha (with Usha), Brahma
with four faces and four arms, and Samba (with
Indu-karl). Balarama carries ploughshare and
pestle; Pradyumna, sword in his right hand and
the left hand in the katyavalambita posture;
Aniruddha sword and shield; and Samba staff in
the left hand, the right hand being in the gesture of
protection. All of them must be shown standing
around the seated Vasudeva.

(see also PARA-VASUDEVA).

DAIVIKA-LINGA

Also called Daivata-linga, it is one of the four
(according to Makutagama), six (Kamikagama) or
nine (Suprabheda) varieties of immoveable lihgas
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(achala or sthira, see LINGA). It is distinguished
from other varieties in that it is established by gods
even as the ‘manusha’ variety is established by
human beings, ganapa by the Siva-ganas, arsha
by the sages and svayambhuva self-born (cf.
Kamikagama). Makutagama specifies that the
shape of this variety of linga resembles a flame of
light (dipakaram), has its body covered by
depressions and elevations (nimnonnata-saman-
vita) and marked by scratches and holes (rekha-
kotara-samyukta); on the surface, the forms of
hammer (tanka) and spear ($ula) are visible. The
shape of the linga suggests the folding of hands in
supplication (karahjali-putakrti); and it is con-
spicuous with the absence of brahma-sutra.

DRAUPADI

The celebrated character in the epic Mahab-
harata as the wife of the five Pandava brothers,
she is regarded in the folk cults of South Indiaas a
form of the Mother-goddess. There are numerous
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shrines to her in Tamil Nadu and Kamataka, where
an annual ritual festival known as ‘karaga’ is per-
formed. The shrines also contain icons of Dhar-
maraja as her consort.

Her iconographic details include two arms,
three eyes. dark complexion (krshna-varna), gar-
ment of variegated colour (chitra- vastraka). She
is decorated with all ornaments and she is shown
in the freshness of her youth (nava-yauvana). She
stands in a three-bend posture (see TRIBHANGI).
She is pretty in her appearance (sundari). She
holds in her right hand a lotus, and the left arm
dangles down in a graceful aspect (vame lamba-
karanvita).

DVARA-DEVATA

A list of fifteen ‘door-goddesses’ of the
Mother-goddess has been given in Sri-vidyar-
nava-tantra (5th $vasa, section on Dvara-puja, 1-
28); along with the guardians of direction
(dikpalas):

(1) Padma (the “lotus lady"), with a body of
lotus-hue and eyes like lotus, and residing on a
lotus, is four-armed, carrying lotuses in two of her
hands, and the gesture of protection and boon-
bestowal in the other two;

(2) Bharati, lustrous like the full-moon and
two-armed, carries in her hands rosary and book;

(3) Durga, two-armed damsel (kumari) with
curly fore-locks, riding a lion, and carrying in her
hands conch and discus;

(4) Dvara-$ri, seated on a lotus and bedeck-
ed with jewels showing with her two hands the
gestures of boon-bestowal and protection;

(5) twin-goddesses: Viéva-samkalpa and
Kalpaka, seated on a conch ($ankhasana-
samasinau) and locked in embrace (anyonyalin-
gana- parau), are like unto pearl and ruby; on their
countenances is shown a slight smile (kinchit-
smita-mukhambujau), and their heads are
adorned by conch-crests (§anhkhabhyam murdhni
lafichhitau);

(6) the twin-gods: Kambuka-nidhi, short and
stout in stature (tundila), (with his consornt Vasud-
hara) and Pankaja-nidhi (with his consort Priya),
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are both of the colour of red-tead (sindGra) and
hold red lotus and blue lotus (rakta-pad-
motapalanvitau); they stand with their arms on
each other's shoulders (bhujadlishtau);

(7) Manobhava (‘mind-born”, viz. Kama),
red like the palasa flower and handsome, holds in
his hands the sugar-cane stalk as bow and flowers
as arrows; he is the lover of Rati;

(8) vasanta (“'the spring season’) who is
lustrous like full- moon, and delights in the Nan-
dana grove, is ever a source of delight (santatot-
sava);

(9) Vira-vighne$a (a form of Ganapati), short
and squatty, red- complexioned (patala-tundila)
and three-eyed, has an elephant- head and is four-
armed, carrying in them noose, goad, and pink
lotuses;

(10) Keshtreda (viz. Kshetra-pala) is dark in
complexion (krshna- vigraha), has three eyes, and
is fierce in appearance (tikshna); he is two-armed,
and in his hands are seen skull-cup and spear;

(11) Ganga, who emerged from the right foot
of the Goddess, is benign in appearance
(saumya) and shines like a million moons; the
river-goddess, has two hands showing the ges-
tures of protection and boon-bestowal,

(12) Kalindi (viz. Yamuna), who emerged
from the left foot of the Goddess, is black in form
(kala-vigraha) and shows with her hands the ges-
tures of protection and boon-bestowal;

(13) Dhata (‘the preserver”, viz. Vishnu), the
lord of the universe (bhartaram jagatam) is dark-
blue in body-colour and four-armed, carrying
conch, discus, mace and lotus; he rides upon
Garuda,

(14) Vidhata (“the creator”, viz. Brahma) is
red in complexion and sits upon a red-lotus or
rides upon a swan (raktaravindastham, ham-
sarudham); he has four hands in which he carries
sacred water-pot, rosary and the gestures of
protection and boon-bestowal; and finally

(15) Dehali (“the door-step"), the goddess
who faces West is entrusted with the care of the
sanctum (sva-rakshini); she is dark-complexioned
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($yamalangi); and two armed, carrying sword and
shield, she rides upon a lion.

Besides the above who are intimately and
directly connected with the door-way, there are
also other deities mentioned in the text, who
protect the sanctum and therefore called ‘door-
gods’. They are to be represented outside the
sanctum, but in close proximity to the door-way:

(1) Varuna is said to guard the Western door-
way. He shines like full-moon, and rides upon a
crocodile; he is two-armed, carrying noose in one
hand and the gesture of protection in the other.

He is accompanied by Vatuka-natha, who
created obstacles in the performance of the great
sacrifice by Daksha. This form of Virabhadra is
two-armed, and holds skull-cup in one hand and
stick in the other; he has a serpant as his sacrificial
chord. His body colour is dark blue (taruna-timira-
nila).

(2) Kubera, the guardian of the wealth of the
goddess (paradevya dhaneévarah) guards the
northern door-way. Ash-coloured, he holds a
mace (the emblem of authority) and rides upon a
man.

He is acdompanied by Kshetra-pala, who is
three-eyed and who appears like a mountain of
dark-blue collyrium (nilanjanadriprabha); he has
his matted hair coiled up and tied by serpents. He
is ferocious-looking, with red garments, and with
serpents for his ear-ornaments. Another com-
panion is the elephant-faced god, white in body-
colour, and four-armed, carrying axe, tusk, noose
and trident; he is seated upon a rat.

(3) Sakra (viz. Indra), the thousand-eyed
god, guards the eastern door-way; deep yellow in
body-colour (supitaka), he holds vajra in his hand,
and has his banner on which the elephant Airavata
figures.

His companion is Ganeda, dark-blue in
colour, entirely nude (digambara) and four-
armed. He carries in his upper hands noose and
goad. His normal right hand holds a skull-cup
filled with liquor, and his left hand is engagaed in
stroking the vulva of the goddess seated upon his
left lap; his trunk touches the vulva of the goddess
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and smells it. Red-complexioned, this goddess
tries with her right hand to insert the god’s penis
into her vulva, and holds in her left hand a Iotus.

(4) Yama, riding upon a buffalo and shining
like a mountain of black collyrium, guards the
sourthern door-way. He is two-armed and carries
a cudgel in one of them.

In the Saiva-agama texts, it is prescribed that
on the right side of the top of the door Ganapati
must be worshiped, on the left side Sarasvati, and
in the central portion Mahalakshmi. Ganapati is
described as dark in complexion and four-armed,
carrying short axe (kuthara), rosary, tusk and
laddu. Sarasvati is like pure crystal (Suddha-
sphatika) and benign-looking (suprasanna); she
is two-armed, carrying rosary (right) and book
(left). Mahalakshmi is golden coloured (hemabha)
and two-armed, carrying lotus (right) and $ri-
phala (left).

On the right hand side of the door, Nandi is
worshipped, with Ganga to his right. Nandi is red-
complexioned, three-eyed and four-armed, carry-
ing flaming spear (dipta-§Ula), antelope, stone-
mason’s chisel (tanka) and golden rod of authority
(hema-vetra); or alternately, he is two-armed, car-
rying rosary (right) and trident (left). He has a
crown of matted hair, to which crescent moon is
tucked.

The river-goddess Ganga is white-com-
plexioned, standing upon a crocodile, and two-
armed, carrying blue lotus (right) and pot (left,
purna-kumbha).

On the left-hand side of the door, Mahakala
is worshipped, with Yamuna to his left. Mahalkala
is black in complexiion (krshna), three-eyed and
fierce-looking (vikatanana). He is two-armed, car-
rying pot (right) and blue lotus left.

The river-goddess Yamuna is dark-com-
plexioned (§yama), standing on tortoise (kurma-
sthitha), and two-armed, carrying pot (right) and
blue lotus (left).

The other gods associated with the walls
holding the door are Dindyasana and Mun-
dyasana.
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The bull (Vrshabheévara) is located in front
of the Linhga in the hall that opens to the sanctum
(antarala-mantapa).

In some texts, the gods presiding over dif-
ferent parts of the door are given as Patanga
(stone slab under door, dvaradhah- §ild), Bhuvan-
ga (the stone that supports the door on the right
side), Abhidhana (the frame of the door on the
left), Vimala (the right half of the door plank), Sub-
ahu (the left half), Skanda (door-pane, pattika),
Surya (Sun, the right door-plank), Chandra
(Moon, the left door-plank) and Nava-Sakti (the
nine goddesses, in the key-hole).

The iconographical representation of door-
goddesses in Vajrayana Buddhism takes a dif-
terent form. The door is made up of four different
aspects: the door-plank, curtain, lock and key. The
pancha-daka-mandala described in Nishpanna-
Yogavali regards these four aspects as four
divinities, all feminine. The goddess representing
the door-plank is known as Kapata or Kapata-
dhara, red in colour and holding in her two hands
the curtain-cloth (karabhyam kanda-patam
bibhrati). The goddess of the lock is Talika, white in
complexion and holdingthelock in her hands. And
the goddess of the key is Kunchika, yellow in com-
plexion and holding key in her hands.

All the four goddesses are nude and terrible-
looking. They are shown as dancing with their legs
in the pratyalidha posture.

In some of the Sakti shrines, the attending
deities (pratihara- devata) are also regarded as
door-guardians. Besides these, there will be com-
panion-goddesses (parivara-devatas), who are
also situated at the doors. In a temple to Gauri, for
instance, the texts prescribe that Lakshmi (Sri),
Savitri, Sarasvati and Bhagavafi must be shown as
door-goddesses; and also Gane$a and Karttikeya
as door-gods. '

It is usual in temples to have on the door-
jambs figures of the two river-goddesses, Ganga
and Yamuna; and also the water-god Varuna. On
the lintel is represented Gaja-lakshmi. The door-
guardians (dvara-palas) are also included in the
category of dvara-devata and worship is offered to
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them before the doors of the sanctum are opened;
tood-offerings (bali) are also made to them after
the worship of the main deity in the sanctum.

DVARA-PALA(KA)

Door-guardians, always in pairs, are sta-
tioned at the sides of the main door-way of the
sanctum in a temple. Their iconographic details
vary according to the sectarian affiliation of the
temple (Saiva, Vaishnava or Sakta). Besides the
symbols of the main deity (like conch and discus
in Vishnu shrines, trident and hand- drum in Siva
shrines, goad and noose in Sakti shrines), the
door-guardians carry mace (gada) or staff
(danda) in their hands. The mace symbolizes
ability to control and punish the evil-doers, and
the staff represents authority derived from the
main deity. The function of the door-guardians is
to protect the temple or the sanctum.

And the daily worship in the temple involves
adoration of the door-guardians also. The priest
offers worship to them before entering the temple
or sanctum (cf. Naradiya-sambita, 2, 29). The cus-
tomary worship of the door-guardians includes
clapping of the hands thrice before them (hasta-
talam trir acharet), not only to announce the
devotee’'s presence, but to seek the permission of
the door-guardians to enter the sacred precincts.

In Vaishnava temples, there will be three
pairs of door- guardians: Chanda and Prachanda,
at the sides of the temple; Jaya and Vijaya at the
sides of the sanctum in the half-pavilion (ardha-
mandapa); and Purna and Pushkara outside the
first enclosure. Chanda and Prachanda are awe-
inspiring (bhayanakau), grotesque (virupakshau),
and two-armed; they wear crowns and other orna-
ments. Chanda is red-complexioned and is distin-
guished by discus on his crown. Their images are
prescribed to be made in eight-tala measure.

Jaya and Vijaya are prescribed to be made
as four-armed, carrying in their upper hands
conch and discus, symbolizing their Vaishnava af-
filiation. Each of them carries mace in one of the
normal hands, the other hand being held up in the
gesture of warning (tarjani-hasta). Thex have
fangs in their mouths, and appear stern and awe-
inspiring. Jaya is red-complexioned, whiie Vijaya
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is yellow-complexioned. Usually, only these two
are represented.

Besides these door-guardians, there are
other deities who also function like guardians of
ihe remple” Garuga (seqiea o stanang), Vishvak-
sena (four arm=d and seated large-bodied anc
big-bellied, carrying in the two upper hands conch
ana discus), Ananda (yellow in body-colour),
Nanda (golden-complexioned), Virasena (dark),
Sushena (collyrium-like), Sambhava (white) and
Prabhava (grey}. Ananda and the other four are
either two-armed or four-armed; they have fierce
faces with terrible fangs; they carry mace in their
hands. The texts prescribe that they may be either
actually represented in images, or merely im-
agined to be present (dhyayedva karayed vapi)
(ct. Naradiya-sirnhita, 13, 329).
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In the Siva temples, there are prescribed to
be the following four-armed guardian-attendants
(praththaras): (1) at the eastern entrance, Nandi
(carrying in his hands citrus fruit, serpent, hand-
drum and bijapura in circumambulatory order) to
the left, and Mahakala (khatvanga, skull-cup,
hand-drum and bijapua) to the right; (2) at the
southern entrance, Heramba (gesture of warning,
tarjani, trident, hand-drum and arm thrown across
like the trunk of an elephant) to the left; and Bhrngi
(arm thrown across like elephant-trunk, hand-
drum, and khatvariga, and tarjani) to the right; (3)
at the western entrance, Durmukha (trident, hand-
drum, staff and bijapura) to the right; and (4) at the
northern entrance Sita, (citrus fruit, lotus flower,
khatvanga, and lotus stalk) to the left; and Asita
(lotus-stalk, khatvanga, lotus flower and bijapra)
to the right.
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DVARA-PALAKA

During worship in diva temples, the food-of-
ferings are made to the two door-guardians in the
first enclosure, Dandi and Mundi, and two door-
guardians in the second enclosure, Amoda and
Pramoda. Kshetra-pala is also regarded as a
temple-guardian. There are also weapons
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regarded as door-guardians (astra-dvara-pala):
Dandi on the right side and Mundi on the left.

The temple of Chandika is guarded by pairs
of attendants (pratihara) at the four entrances: (1)
at the eastern entrance, by Vetala (gesture of
warning, khatvanga, hand-drum and staff) on the
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DWARA-PALAKA ffrom Brhadisvara temple,

Tanjavur)
right side; and Karata (hand-drum, staff, gesture

of warning and khatvanga) on the left; (2) at the
southern entrance, Pingalaksha (gesture of
protection, sword, mace, staff) on the right side;
and Bhrukuta (mace, staff, gesture of protection
and sword) on the left; (3) at the western entrance,
Dhumraka (gesture of warning, vajra, goad and
staff) on the right side; and Kukkuta (staff, goad,
vajra and gesture of warning) on the left; and (4) at
the northern entrance, Raktaksha (gesture of
warning, trident, khatvanga and staff) on the right
side; and Sulochana (or Trilochana)(khatvanga,
staff, gesture of warning and trident) on the left.

For Gauri, the door-guardians are given dif-
ferently: (1) at the eastern entrance, Jaya (gesture
of protection, goad, noose and staff) to the right,
and Vijaya (noose, staff, gesture of protection and
goad) to the left; (2) at the southern entrance, Ajita
(protection-gesture, lotus, noose, staff) to the
right and Aparajita (noose, staff, protection, lotus)
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to the left; (3) at the western entrance, Vibhakta
(protection-gesture, vajra, goad, staff) to the right
and Marigala (goad, staff, protection-gesture and
vjra) to the left; and (4) at the northern_entrance,
Mohini (protection-gesture, conch, lotus and
staff) to the right and Starnbhini (lotus, staff,
protection-gesture and conch) (cf. Rupa- man-

dana).

In temples dedicated to Karttikeya (see
KARTTIKEYA), there must be, according to
Kumd@ra-tantra (24th patala), eight door- guar-
dians, all of whom are two-armed (carrying sword
and shield) or four-armed (with gesture of protec-
tion and boon-bestowal in the normal hands, and
in the upper hands sword and shield), dark- com-
plexioned and fierce-looking. They are Yak-
shendra, Rakshasendra, Piéachendra, Bhuta-rat,

DWARA-PALAKA
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DWARA-PALAKA (from Brahadisvara temple,
Tanjavur)

Gandharva, Kinnara, Daitya-nayaka and Dana
vadhipa. In addition, Karttikeya has eight body-
guards (sarira-palakas) who bear the very names
of Karttikeya: Shanmukha, Sakti-pani, Kartikeya,
Guha, Skanda, MayUra-vahana, Senani and Sakti-
hasta. They are either two-armed (with their hands
joined in supplication)_or four-armed (carrying in
their extra-hands vajra and lotus).

DVI-BHANGA

The bodily stance in the standing posture
with two bends, the loins (kati) being the meeting

PRATIMA KOSHA

DVIBHUJA ANNAPURNA
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place of the bends (see BHANGA). The images of
standing Durga are prescribed to be either in this
stance or in the stance of equipoise (sama-bha-
ga). In the devi accompanying a god, it is usual for
the part of the body above the loins to bend
towards the god. In the representation of Kalyana-
sundara form of $iva, the god is often shown inthe
two- bend stance.

DVIBHUJA-ANNAPURNA

Annapuma, as a form of the mother-goddess
(ambika) in her bountiful aspect is either two-
armed or four-armed (see ANNA- PURNA). Ac-
cording to Karanagama, the two-armed variety
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(dvi- bhuja) is red-complexioned (raktangi) and
her face is like ful- moon (purnendu-bimba-
pratinidhi-vadana). She is three-eyed, and has
large breasts. In her left hand she holds a
bejewelled bowl filled with honey (manikya-
patram madhu-rasa-bharitam) and divine food
(divyair annaih prapurnam), and in her right hand
she carries a bejewelled ladle (ratna-darvi).

DVIBHUJA-GANAPATI

The early icons of Ganapati, whether seated
or standing, are two- armed, in conformity with the
yaksha model. The icons found at Mathura (bas-
relief), Fatehgarh (standing), Bhumara (seated
with a cross-belt of bells) and Badami (by the side
of the dancing Siva with ten arms) are illustrations
dating back to a period earlier than the sixth cen-
tury A.D. The pre-Khmer and Khmer images, the
bronze statues of Cambodia, early Javanese im-
ages, the Balinese image as Fudo, and some
Chinese icons (gilt-bronze) are two-armed. The
two Ganapati images in embrace in the Japanese
Kangi-ten are each of them two-armed. The im-
ages in worship in Gokarna and Iduguniji in Kar-
nataka, Pillaiyar-patti in Tamil-Nadu, and
Bikkavolu in Andhra Pradesh, Siddha-tek,
Mdregaum and Rahjangaum in Maharashtra are
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two-armed. The Chinese image in the Buddhist
monastery at Kung-hsi-yen, done around 531
A.D., is two- armed, holding trident in the right and
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and ‘chintamani’ in the left. The legend in Chinese
characters calls it ‘gaja-raja- yaksha'.

A verse in Ganesa-purana says that the
Ganapati icons in the present period of time (viz.
Kali-yuga) should be two-armed; and the icons in
the first phase of time (viz. Krta-yuga) are ten-
armed and riding lion; in the second phase (viz.
Treta-yuga) six- armed and riding peacock; and
the third (viz. Dvapara-yuga) four- armed and red-
complexioned.

DVIBHUJA-LAKSHMI

Lakshmi, when she is an independent
divinity (svayam-pradhana- devata), is four-armed
(see LAKSHMI). But when she accompanies her
conscrt Vishnu, she is represented as two-armed
(hares samipe kartavya lakshmir dvibhuja), hold-
ing lotus in her right hand (ambuja-kara), and the
left in the gesture of boon-bestowal (while seated)
or in the posture of easy swing (dola-hasta) while
standing. Or, both hands may carry lotuses. She is
bedecked with all ornaments (sarvabharana-
bhushita) and has a magnificent form (divya-
rapa). She is golden-complexioned. -

DVIBHUJA-LAKSHMI
from temple at Tirunelveli
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There is a variant form known as Dvibhuja-
Vira-lakshmi, when she is seated in the posture
known as 'virasana' (one ofthe legs tucked up and
the other dangling down). She shows in her right
hand the gesture of protection (abhaya) and in her
let the gesture of boon-bestowal (varada). Her
thighs resemble lotus petals (uru padma-
dalakdrau) (cf. Pancharatragama). Lakshmi as the

Srivatsa mark on Vishnu's chest is also two-
armed, and she is here called Vyuha-Lakshmi.

DVIMUKHA-GANAPAT!

One of the thirty-two forms of Ganapati,
described in Mudgala-purana (see GANAPATI),
this is two-headed. The dhyana-$loka suggests
that he has a bejewelled crown on his head and
that he wears garlands of jewels (ratna-kirita-
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DVIMUKHA-GANAPATHI

mali); his garment is red in colour (raktamsuka),
and his complexion is yellowish-blue (hari-nila-
gatra). He is four-armed, and he carries in his
hands his own tusk (sva-danta), noose (pa$a),
goad (ankuéa) and bowl filled with jewels (ratna-
patra).

There is a form of Ganapati popular in
Maharashtra, which is known as Gane$a-jayantr,
which is two-headed and four-armed. One of the
heads is that of an elephant, and the other of a
human being. An illustration of this form is givenin
Alice Getty's monograph, Ganesa (Clarendon
Press, Oxford 1936, p.14). Sir William Jones has
described tnis fofm as tne “'Janus of india”

DHANADA

“The bestower of wealth'’, a name of Kubera
(see KUBERA).
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DHANADA (Kubera) from Kambadahalli
(Hoysala)

DHANADA-TARA

This form of Tara (see TARA), popular in
Tibet and China, is dark green in colour (harita-
syama), brilliant like moon, and pacific in aspect
(saumya). The text in Sadhana-mala which
describes her as seated in the paryanka posture
on an animal (sattva-paryankastha), does not
specify what animal it is. She is two- eyed and
four-armed: She carries in her hands rosary,
(aksha), blue lotus (utpala), scripture (pustaka)
and gesture of boon- bestowal (varada). Her orna-
ments and clothes are multi-coloured and unique
(vichitra). On her head is the small icon of the
dhyani-buddha Amogha-siddhi (see AMOGHA-
SIDDHI).

The mantra specific to this deity is “Om Tare
tuttare ture svaha'’. She is shown surrounded by
divinities emanating from the eight syllables of this
mantra.

DHANA-LAKSHMI

One of the forms of Lakshmi, this is distin-
guished by having six arms, carrying in the hands
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on the right side betel-leaves (tambula), arrow
(bana) and discus (chakra) and in the hands on
the other side sacred water-pot (kundi), bow
(dhanus) and conch (sarkha). She is bedecked
with all ornaments; she is youthful (suyauvana)
and golden-complexioned (svarnabha). She
wears on her head the crown of the kirita-makuta
variety, and her breasts are covered by bands and
bodice (stana-kafichuka). There are some varia-
tions in this form.

DHANUS

The 'bow’ Is considered as the foremost
among the weapons of warfare, for it com-
prehends within itself the merits of all the four
types of weapons: ‘'mukta’ with two sub-varieties,
Pani-mukta (thrown by hand like discus), and
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yantra-mukta (thrown by a device like arrow by
the bow), ‘amukta’ (retained in the hand and used,
like sword), muktamukta (with which the enemy is
struck from a distance, like spear) (c. Dhanur-
veda, diksha-pada). The bow is held in the hand,
but the arrow is flung at the enemy. It is both an
astra (because the arrow is shot from it) and a
sastra (because the bow is retained in the hand).

Two varieties of bow are distinguished:
arhga and vamsa. The former is again of two
types: the superior type measuring seven vitastis
in length and fashioned by Vidvakarma, which is

PRATIMA KOSHA



one of the weapons in the hands of Vishnu; and
the inferior type, measuring six vitastis and a half
in length and used by human beings who ride
elephants and horses. The $arnga type of bow has
three bends (trinata), while the vam$a (fashioned
out of cane or bamboo) is all-bent (sarva-namita).
The varh$a-bow is used by chariot-riders and foot-
soldiers.

The cane having three, five, seven or nine
nodes is preferred for fashioning a bow out of it;
and the canes with four, six and eight nodesareto
be avoided. The cane-bow with nine nodes is
called 'kodanda’. The superior bow measures four
hastas (a hasta being equivalent to twenty-four
angulas), the midling three hastas and a half, and
the inferior only three hastas.

DHANVANTARI

The patron-god of physicians and surgeons
in India, Dhanvantari is regarded as a minor incar-
nation of Vishnu. He is counted in Bhagavata (1, 3,
1) among the twenty-two incarnations of Vishnu.
However, the story in Harivaréa (29, 1523) makes
him a devotee of Vishnu. He emerged from the
milky ocean when it was churned by gods and
demons, and begged Vishnu toassign a portion of
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the sacrificial offerings (yajna-bhaga) to himself.
Vishnu told him that the portions of the sacrificial
offerings had already been allotted to the gods,
who were all there much before Dhanvantari made
his appearance. But he advised Dhanvantari to
appear among human beings in his next birth,
when owing to his meritorious deeds he would be-
come eligible to a portion of the sacrificial offer-
ings.

Ramayana (Bala-kanda, 45, 31) also relates
that Dhanvantari emerged from the ocean during
its churning. According to the epic, he appeared
two-armed, holding a sacred water-pot (kaman-
dalu) in one the and the mendicants's staff
(danda) in the other. Brahma-vaivarta-purana
(Krshna-janma-khanda, 51) which traces
Dhanvantari's origin in the same way, adds that
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DHANVANTARI relief fror
Purnatrayeswara temple

even when he appeared he was proficient in the
entire Vedic lore (sarva- vedeshu nishnatah) and
expert in  mystic science (mantra-tantra-
viaradah), and that he was a disciple of Vainateya
(viz. Garuda).

The account in_ Bhava-prakasa (puUrva-khan-
da, 1st section), makes Dhanvantari originaily a
physician of the gods in heaven. Indra, the king of
the gods, once chanced to observe the misery
that human beings were prone to on earth; over-
come by compassion, he directed Dhanvantari to
visit mankind and eliminate the sufferings. As the
human beings were beset with numerous dis-
eases, Dhanvantari appeared among them as a
physician. According to this text, Dhanvantari was
born in the royal household of Kasi (Banaras) in
the family of Bahuja. He developed ascetic ten-
dencies even as a boy and performed severe
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austerities. But Brahma with great difficulty
managed to make him accept the lordship over
the city of Kaéi; and since then the youth was
known as Kaéi-raja. As a king, he prepared a
treatise (samhita) on medicine for the benefit of
humanity (hitaya dehinam).

The lineage preserved in Vishnu-purana
(4,8,4) begins with Pururavas, and goes through
Ayus, Kshatravrdha, Kaga, Kaéi-raja (name, and
not designation) and Dirgha-tamas before coming
to Dhanvantari. Dhanvantari's son was Ketumana,
and Ketumana's son was Divodasa (who was also
named Dhanvantari). The account in Harivamga
(29th chap.) begins the lineage with Suhotra, who
was the king of Kasi in the Second Dvapara age.
Suhotra’s line continued with Sala, Arshtishena,
Kasa and Dirgha-tapas, who was also called
Dhanva and whose son was Dhanvantari.
Dhanvantari’s son was Ketuman, and Ketuman's
son was Bhimaratha, whose son was Divodasa.

Often, Dhanvantari is identified with
Divodasa and Ka$iraja. While Dhanvantari, god or
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man, is of ancient celebrity, we do not find the
name mentioned in Rgveda, where however
Divodasa is frequently mentioned (e.g. 1, 116, 18;
6, 16,5 and 6, 31,4). Divodasa is associated with
the sage Bharadvaja, who in turn is associated
with the gods of healing, the Asvins, Agni and
Indra. Sankhayana-grhya-siitra connects Dhan-
vantari and Bharadvaja. Dhanvantari is said to
have learnt the science and art of medicine (ayur-
veda) from Bharadvaja, who in turn was taught by
Indra (who was taught by the Advins). There is
also an account which makes the sage Atreya
teach medicine to Bharadvaja. Thus the identifica-

tion of Dhanvantari with Divodasa is not altogether
unfounded.

Dhanvantari, according to Vishnu-dharmot-
tara (1, 73, 41), isto be represented as handsome
(surtpa) and pleasant-looking (priyadaréana),
with two hands, carrying with both of them a pot
filled with ambrosia (kara-dvaya-gatam chasya
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samrtam kalagam bhavet). But more frequently,
the icons of Dhanvantari are four- armed, carrying
in the upper hands conch and discus (to suggest
his being an aspect of Vishnu), and one of the nor-
mal hands holding a leech (jalauka, suggesting
blood-letting and surgery) and the other a pot of
ambrosia (amrta-ghata, suggesting medicine). He
may be shown as standing, or as seated, on a
lotus.

The dayana-sloka given in Prapancha-sara-
sangraha mentions that he is dark-complexioned
(kalarmbhodojjvalangam) and four-armed, carry-
ing conch, discus, leech and pot of ambrosia; he
wears yellow silken garments at the loins (kati-
tala-vilasaccharu- pitambaradhyam). Another
dhyana-Sloka makes him reside in the solar orb
(ravi-bimbastha), and describes him as hand-
some (manoharanga) and with a tranquil face
(prasanna-mukha-kamala). According to this text,
he is only two-armed, carrying leech and pot of
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ambrosia. Still another dhyana-$loka (also cited in
the Prapaficha-sara-sangraha describes the god
as bathing himself with ambrosia holding with two
of his hands pots from which the liquid is poured
on his head. The devotee is to visualize Dhanvan-
tari in this form, and as seated on his own
(devotee’s) head, or as situate within the lunar orb
on a full-moon night.
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DHAMMILLA

An ornamental hair-do of a woman, the
braids wound round with flowers tucked in, or
decorated with jewels.

DHARANI-VARAHA

One of the forms of Varaha (see VARAHA),
an incarnation of Vishnu (see AVATARA,
DASAVATARA and VISHNU), this is sometimes
identified with Bhi-varaha (see BHU-VARAHA),

. » :
DHARANIVARAHA from Mam\;llapuram

owing to the two word Bhu and Dharani being
synonymous, meaning ‘the Earth- goddess’. The
form is distinguished by the god being accom-
panied by the Earth-goddess. She is seated on the
left lap of the god (devasya vamotsange), who is
also seated (asine tu tathasina) embracing the
goddess with his left arm (alangita cha hastena
vamena). She holds a lotus in one of her two
hands. The face of the god must be pleasant
(saumya-vaktra); and the god must be four-
armed. The two upper hands carry conch and dis-
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DHARANI-VARAH

cus (cf._Padma-samhitd, kriya, 17, 12-21). Varaha
may be aiternately in a standing posture, with the
earth-goddess seated on his arm, thigh or hand.

DHARANENDRA

The yaksha attending on the twenty-third tir-
thankara (see TIRTHANKARA), Paréva-natha,
along with the yakshini Padmavati, is popularly
worshinped by both divisions of the Jaina sect.

DHAMNENDRA-YAKSHA
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His Icons are commonly found in Jaina temples,
especially in South india. He is described as dark
blue in complexion (Syama-varna) and four-
armed. He carries, according to Digambara ac-
counts, the gesture of protection in his normal
hand, a noose in the corresponding left Hand, and
a snake in each of the upper hands. The
Svetambara accounts make him carry mangoose
and snake (nakuiahi) in his hands on the right
side. He rides a tortoise (kurmarudha), and has on

PafichakTita Basadi Hemcha-

his head a parasoi of the snake-hoods (ahi-
phanacchhatra). According to one of the Svetam-
bara accounts, he has an elephant’s face
(gajanana). ’

DHARMA-CHAKRA-LOKESVARA

One of the 108 forms of Avalokitedvara of the
Mahayana pantheon (see AVALOKITESVARA),
this form is two-armed, and stands upon a iotus
pedestal. In the right hand is seen a vajra and in
the ieft an axe.
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DHARMA-CHAKRA-MA‘NJUéRi

A form of Mahjusri, the well-known bodhisat-
tva of the Mahayana pantheon, also known as
Mahijuvara, this form is worshipped in Tibet, and
there are numerous icons of Nepalese and
Tibetan origin. Yellow in complexion, and seated
in the bodily posture known as lalita (lalitakshepa)
on a lion (sihhasanastha); he has two hands
which are placed on the chest in the gesture of
setting the wheel of Dharma to motion (dharma-
chakra-mudra-samyukta). He is decorated with all
ornaments (sarvalankara-bhushita). He also holds
under the arm the stalk of the blue-lotus plant, at
the top of which is a flower supporting the sacred
book, Prajia-paramita (prajfiaparamitanvitot-
paladhari). The Sadhana text calls him ‘paficha-
vira-kumara’ which expression suggests that he is
an emanation of the five dhyani-buddhas
Vairochana, Ratna-sarmbhava, Amitabha,
Amogha:siddhi and Akshobhya. These are some-
times represented as small icons on the head of
this form of Mafijusri.

DHARMA-CHAKRA-MUDRA

The gesture of ‘turning the wheel of Dharma’
symbolizes the first discourse that Gautama the
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Buddha delivered in Varanasi to the group of five
ascetics, after the obtainment of his enlighten-
ment. This discourse is called “the sutra that set
into motion the wheel of dharma” (Dharma-chak-
ra-pravartana-sutra). The gesture is also known as
‘vyakhyana-mudra’ or the gesture of the exposi-
tion of, or discourse on, Truth.

In this gesture, the hands are held on the
chest and joined. The thumb and the fore-finger of
the right hand are joined, and the palm is held up
and shown. The same fingers on the left hand are
joined, but the palm is held at a level lower than
the right hand, and turned towards the chest. The
two hands are brought together so that the
thumbs and the forefingers of the two hands are
joined.

This gesture is to be seen in many images of
the Buddha and Mahayana deities like Prajna-
paramita.

DHARMA-DHATU-LOKESVARA

One of the 108 forms of Avalokite$vara of the
Mahayana pantheon to be found in~ the
Macchhandar Vahal, Kathmandu (Nepal), this
form is two-armed and is shown as standing on a
lotus pedestal. The two hands carry a water-pot
held in front of the belly.

DHARMA-DHATHU-VAGISVARA

A form of the bodhi-sattva Mahjusri of the
Mahayana pantheon, this is frequently wor-
shipped in Nepal. The dhyana-§loka describes the
deity as four-headed and eight-armed, with the
body of reddish-white complexion (rakta-gaura).
The four faces are differently coloured; the prin-
cipal face (mula-mukha) is of the same colour as
the body, while the face to the right is red like saf-
fron (kumkumarna), the face to the left is yel-
lowish-red (pita-rakta), and the face at the back is
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