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INTRODUCTION

This is the fourth volume of the Encyclopaedia of Indian Iconography (Pratima - Kosha),
the publication of which has been undertaken by the Kalpatharu Research Academy, Ban-
galore. It covers entries beginning with the letter ‘pa’ (in the ‘akaradl’ scheme, which has
been followed by the volumes in this series) and ending with those beginning with the letter
‘bha’. The next volume is expected to be the final volume in the series.

As the readers of the earlier volumes would have noticed, the Pratima-Kosha provides
information of iconographical, iconometric and related interest concerning deities of classi-
cal Hinduism of the two divisions of Jainism and of Mahayana Buddhism of Indian origin.
The information provided here is based entirely on the Silpa-Sastra and Agama texts, and
care has been taken to make the information not only authentic but useful to all those who
are interested in the several aspects of temple culture. | am grateful to Daivajna K.N.
Somayaji, the Director of Kalpatharu Research Academy, Bangalore, for providing me with
this opportunity of compiling these volumes; to Srl Poonacha, Superintending Ar-
chaeologist of the Mid-Southern Circle of the Archaeological Survey of India for kindly al-
lowing me to make use of the Survey's library; and to-the Director of the All Indla Hand-
icrafts and Design Development Centre (Gowt. of India), Bangalore, for kindly allowing me
to reproduce some of the drawings in their collection.

Bangalore S.K. Ramachandra Rao
February 28th 1991
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PANKTISA

A deity described as ‘bhuta-nayaka’ he is in-
stalled in the fourth enclosure of a temple to
Vishnu. His location is in the southern quarter,
and he is made to face east (prangmukha). He
is dark in colour (éyEma-varrja) and two-armed,
, carrying in his hands swged and shield. He
. wears a tall crown. Higsf is Nandita. He is
s uja’ (cf. Vimanar-

PANCHA-KRTYA

The pentad of divine operations, which is il-
lustrated in the dancing form of Siva(see
NATARAUJA): creation (srshti), preservation
(sthiti) and dissolution (bhariga) of the universe,
obscuration of the real nature and identity of the
souls (tirodhana) and emancipation of the souls
from the fetters of transmigration (vimukti) (cf.
Mrgendragama, Vidyapada 2,3 and Kriyapada,
patala 8). The last operation is sometimes given
as grace (anugraha). The concept is popular-in
Kashmir Saivism as well as in Saiva- siddhanta
of the south.

in Saiva-siddhanta, the operations are ex-
plained as expressions of the five-fold energies
of Siva (paficha-dakti): pure consciousness
(chit), supreme bliss (or freedom, ananda), un-
fettered will (icchha), comprehensive and con-
tinuous gnosis (jﬁEna). and power to assume all
forms (kriya).
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Among the six varieties of the tandava-dance
of Siva (see TANDAVA), Kalika-tandava repre-
sents creation, Gauri-tandava preservation,
Samhara-tandava dissolution, Tripura-tandava
obscuration and Urdhva-tandava grace. The
iconic representation of Ananda- tandava in
Chidambaram is claimed to symbolize all the
five divine operations. Further, the five divine
operations are also signified by the hand-drum
(damaru, udukkai, creation), the gesture of
protection (abhaya-hasta, preservation), _fire
held in the hand (agni, dissolution), the arm
thrown across (gaja-hasta, obscuration) and the
uplifted foot (utthita-pada, grace) (see ANAN-
DA-TANDAVA and NATARAJA).

The five operations are in the background of
the five forms of the Deity: Brahma (creation),
Vishnu (preservation), Rudra (dissolution),
Mahesvara (obscuration) and Sadasiva (grace).
They are also involved in the significance of the
sacred Siva- pafichakshari- mantra: $i, va, ya,
na, and mah respectively (cf. Unmai Vilakkam,
36 and Chidarbaram Mummanik-kovai).

The idea of Pancha-krtya is also involved in
the special and occasional rituals in a $iva
temple, like the Brahmotsava. The preliminary
rites from collection of mud (mrtsangraha) to the
hoisting of the banner (dhvajarohana) symbolize
srshti: the chariot-processions (ratha-bera-yatra)
sthiti; the dance sequences (nrttotsava) sam-
harana; the gauri-yaga (Saktyutsava) triodhana:
and floating in water (titha or udupotsava)
anugraha.
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PANCHA-KRTYA

TALA-MANA), totalling a height of sixty angulas

PANCHA-TALA (see ANGULA) . Like other tala-measures, the

five-tala also has three varieties. The ‘midling’ or

An iconometric standard for making images normal variety (madhyama, sixty angulas), the

of minor deities and attendant divinities. The ‘superior’ (uttama, with four angulas added) and
measure is in terms of five-tala (see TALA and the ‘inferior’ (adhama, with four anguias
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omitted). The ‘superior’ variety is said to be
suitable for making images of Gane$a (see
GANAPATI) or Vinayaka (according to Silpa-
ratna), Skanda as a boy (see KARTIKEYA) and
the Vamana incarnation of Vishnu (see VISHNU
and VAMANA). The ‘midling’ variety is suitable
for the bhiitas (see BHUTA), while the ‘inferior’
variety is prescribed for infant Krishna (see
KRSHNA) .

PANCHA-PARAMESHTHI

The five groups of ‘supremely adorables’
(viz. abiding in the highest reaims of existence,
parameshthi) in the Jaina pantheon are also
known as the group of five ‘gurus’ ( guru-
panchaka): the arhats, the siddhas, the
acharyas, the upadhyayas and the sadhus. The
pancha-namaskara-mantra  (‘namokkara’ in
Prakrt and ‘navakara’ in Apabhramsa) also

called pafcha-mangala-mahadruta-skandha,
whcih is daily recited by the members of all the
divisions and sects of the Jaina community in
the country, refers to these five ‘adorables’ who
comprehend deities (deva), masters(guru) and
the doctrine (dharma). The class of deities is il-
lustrated by the arhats (who have iconographic
forms which are worship-worthy, sakara or
sakala) and the Siddhas (who are devoid of any
physical form, nirakara or nishkala), while the
class of masters includes the acharyas, the
upadhyayas and the sadhus. Both classes are
technically styled ‘parameshthis’, because the
souls in them have achieved the supreme status
by virtue of self-restraint, renunciation, penance
and so on. The idea of arhat and siddha as per-
fected beings and the other three as eligible for
perfection in due course is inherent in the
Sramar]a-tradition. They are all ascetics (sad-

PANCHA PARAMESTHI
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hus) in various stages of realization and
discharging various functions.

(1) The arhats (called variously as arahan-
tas, arihants, aruhants) are souls which are wor-
thy of worship because they have conquered all
Karma (the four varieties of ghati-karmas), have
freed themselves completely from the fetters of
transmigration, and have achieved the four in-
terminable excellences: gnosis (jnana), vision
(daréana), bllss (sukha) and energy (virya).
They are honoured even by the lord of the gods,
Indra (‘arhanta bhagavanto indra-mahitah’).
They are pure souls, and they answer to the
description of ‘being emancipated while still
living' (jivanmukta).

When in the Jaina shrines or in households,
the Jinas or Tirtharikaras are worshipped, it is
actually as arhats that they are worshipped. For
without abiding in the arhat state, the jina will
not be able to preach and propagate dharma in
the ‘samavasarana’ assembly; and it is only by
preaching and propagating the dharma (tirtha)
that he becomes known as a tirthankara (see
TIRTHANKARA).

The arhats are represented in their human
forms, either as standing erect like a drawn
sword (khadgasana) or as seated in the lotus
posture (padmasana). In either posture, they are
shown as perfectly tranquil and engaged in in-
tense contemplation. They are devoid of all
decorations, ornaments and garments. Some-
times the Sri-vatsa mark on the chest distin-
guishes them.

(2) The siddhas (adepts or perfected souls)
are the souls that abide on the ‘siddha-sila’ the
plane which rests on top of the world. The
natural course of a soul is to rise up, but the
load of Karma pulls it down. Having relieved
themselves from the eight kinds of karmas and
having freed themselves from all the karma-
stains and effects, the siddha-souls rise to the
very pinnacle of existence, from where they can
perceive "and ‘cognize all the worlds and the
non-worlds (lokaloka).

They have freed themselves even from the
necessity of having a body. Hence they are
described as ‘devoid of body' (adeha, adariri).
That is why they are represented iconically only
as a human form hollowed out in a bronze
sheet. They are ‘formless’ (nirakara) and
‘stainless’ (nirafjana).

They are adored because they have com-
pletely crossed over the sea of transmigration
and have gone beyond birth and death. They
experience bliss which is uninterrupted and un-
ceasing. They have achieved the highest goal of
a soul (siddha$ cha siddhi-sthitah).

(3) The acharyas (‘masters’, ‘ayariya’ in
Prakrt) are leaders, guides and mentors of the
community of ascetics. They observe the five
great vows and preserve the community on the
path of dharma. Indeed, they function like visible
representatives of the tirthankara (tirthankara-
pratinidhi); they are the souls that help the
progress of the doctrine of the Jinas (‘acharya
jina- sasanonnati-karah’). They are competent
to bestow initiation (diksha) to the aspirant as-
cetics. They are’ adored because they are
engaged in austerities both internally and exter-
nally (bahyantara-tapas), they propagate the
doctrine correctly, and emphasize wisdom
(jnana) and conduct (achara) equally.

(4) The upadhyayas (‘preceptors’, uvajjhaya
in Prakrt) are those who have mastered the
Sruta canon (both the angas and the purva) and
who engage themselves in teaching it to the
other ascetics in the community (‘pathakas
chagamanam’). They are models of right
knowledge and correct conduct, and hence they
merit adoration (‘pujya upadhyayakah’).

(5) The last group encompasses all sadhus
(ascetics, ‘sahu) in the world (loke sarva-
sadhu'). Alternately, they are described as great
ascetics  (‘muni-vara’,  ‘pravara-yati-varah’),
engaged always in spiritual practices, calculated
to acheive their own welfare (sva-hita) as well
as welfare of others (para-hita). They undertake
the great vows (maha-vrata) for life, and have
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given up worldly life completely in order to
achieve the three jewels (‘muni-varah ratna-
traya-sadhakah'), viz. perfect gnosis, vision and
conduct (samyagjnana-darana-charitra’).

The representation of the acharyas, the
upadhyayas and the sadhus is not as frequent
as that of the siddhas and arhats; and more
often it is only the arhat that is worshipped in
iconic form. When, however, all the five
parameshthis are represented, a mandala is in-
volved. It assumes the form of a white lotus with

eight petals (cf. Hemachandra's Yoga-$astra,

8th section ‘ashta- patre sitambhoje’). In the
central cell, the arhat is shown as seated in the
lotus posture upon a lion-seat. In the petal to the
east (viz. on top of the central cell) the siddha is
shown as a cut-out of a standing human form in
outline. The petal to the west (viz. to the left of
the arhat) has the acharya, the petal to the
south (viz. below the arhat) the upadhyaya and
the petal to the north (viz. to the right of the
arhat) the sadhu. These three are shown with
the characteristic marks of an ascetidc, the fly-
whisk of peacock-feathers (pincchha) and
wooden water-pot (kamandalu).

Some texts also provide different colours in
which the flve parameshthis are iconically repre-
sented. According to the Svetambara account,
the arhat is to be shown as moon-white, the sid-
dha as coral-red, the acharya as golden-yellow,
the upadhyaya as blue like priyangu, and the
sadhu as collyrium-black. A digambara account,
however, prescribes the colours differently:
light-green for the arhat, crystal white for the sid-
dha, the colour of the rising sun for the acharya,
and golden-yellow for the upadhyaya.

Along with the iconic representation, the
celebrated paficha- parameshthi-mantra is also
inscribed in the mandala. In the central cell,
below the arhat image or in lieu of the image.
the words ‘namo arihantanam' is inscribed. In
the petals facing the four quarters are the other
details: ‘'namo siddhanam' (east). ‘namo
ayariyanam’ (south), ‘namo uvajjhayanam’
(west) and ‘namo loe savva-sahunam’ (north). In

the corner-petals, the other lines of the accom-
panying verse (‘eso paficha-namukkaro, savva-
pava- ppanasano, mangalanam cha savvesim,
padhamam havai mangalam’) are inscribed (cf.
Dhirajlal Shah:  Namaskara-mantra-siddhi,
Bombay, 1967, p.179).

There are several mantras derived from the
pancha-parameshthi- namokkara-mantra, which
are used with or without iconic representations.
For instance, the sixteen-lettered vidya which
takes the form ‘arhat- siddhacharyopad-

hyayasarva-sadhubhyo namah' (or in prakrt:
Arihanta-siddha- ayariya-uvajjhaya-sahu’) or the
eight- lettered mantra: ‘namo arihantanam’, -or
the six-lettered mantra ‘arihanta-siddha’ (or
‘arihanta-sahu’, or ‘jina-siddha-sahu’), or the
four-lettered ‘arihanta’ or the two-lettered
‘siddha’. It is usual to recite these mantras in
front of an icon of a tirthankara.

PANCHA-BERA

Five images are sometimes prescribed to be
had in a temple dedicated to Vishnu to receive
different kinds of worship or to officiate in dif-
ferent sequences of worship. The main image of
course will be the stone one installed per-
manently in the sanctum (immovable or ‘dhruva-
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bera’). Because it cannot move out of the
sanctum for answering the various details of
worship, four other representative icons in metal
are employed. For receiving the daily worship
along with the main image, the ‘kautuka-bera’ is
employed; and this will be an exact replica of
the main image. The third image is known as
‘snapana-bera’, meant to receive the daily
ceremonial bath. The fourth image is ‘utsava-
bera’ which is taken out of the temple in proces-
sion on special occasions. The fifth image is
known as ‘bali-bera’, which leads the daily ritual
of providing food-offerings to the attendant-
divinities within the tempie-enciosure. The four
‘beras’ deputize for the ‘dhruva-bera’ in different
sequences (see BERA for details).

Another account (Sri-prasna-samhita, 14, 1-
5) gives the five beras as (1) Karmarcha (receiv-
ing daily worship), (2) utsavarcha (processional
image), (3) balyarcha (for distributing food to at-
tendants), (4) ftirtha-snanarcha (receiving
ceremonial bath in a tank) and (5) $ayanarcha
(which is put to rest during night).

The Saiva agama texts enumerate the five
beras in a different manner. The ratha-bera is
used for processional purposes, especially to
ride on the chariot. The Kriya-bera receives the
daily and occasional worship. The Nrtta-bera is
the Nataraja icon employed in certain sequen-
ces like aridrotsava. The Bali-bera (usualy a tri-
dent with the anthropomorphic image of Siva in
front) is taken out when food-offereings are
made to the attendant divinities in the temple
premises. These four are iconic representations
of Siva, whereas the fifth bera is the linga in the
sanctum, which endows the other beras with the
authority to receive worship (hence called mula-
bera). These are known as pancha-bera
(‘pafichaite pafcha-berah prakirtitah’).

PANCHA-BRAHMA

The expression is used in Saivagama texts
to refer to the five developmental aspects of
Siva. For instance, in Vatulagama (7, 15 ff), we
have a list of five ‘brahmas’, each of which is a
composite of five details: ‘murti-brahma’ (the
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definitive form of all the five tattvas, sakala
etc.)), ‘tattva-brahma’ (compostie of five aspects
‘$uddha’ to ‘atma’), ‘bhuta-brahma’ (the five ele-
ments, earth etc), ‘pinda-brahma’ (the five
mantras composed of the Siva- letters, viz. the
short vowels), and ‘Kala-brahma’' (the thirty-
eight Kalas grouped under the five forms of
Siva, Téana 5, purushad, Aghora 8, Vama 13,
and Sadyojata 8).

$iva who is the inner principle of all is said to
become Sada- §iva in order to facilitate the ex-
ternal worship of the devotees whose mental
powers are limited ('bahir-yagadhikaroyam kim-
chij- jhanam’) and to bestowbenefits for the folk
(lokanugraha-karako bhutva’), and when he as-
sumes the form of Sadadiva, he is verily of the
nature of five brahmas (‘pancha-brahma-tanus
sakshat') (Ajitagama, Kriya-pada, patala 2). The
five forms thus assumed by Siva according to
Suprabhedagama (1,33, 15-18), are Brahma,
Vishnu, Rudra, Iévara and Sadadiva. It is to be
remembered that the principle of Sadadiva is
" both gross and subtle (sthula- sukshma), while
the Siva-principle is subtle (sukshma) and the
Mahega-principle is gross (sthula). Siva is
‘tattva’ and Maheéa is ‘'murti’, while Sada$iva
‘prabhava’.

The five ‘brahmas’ are emanations of the
éiva-principle, representing the five aspects of
iva. Devi-purana explains that because of the
‘five-brahma nature’ of Siva, Siva is said to have
five faces (‘paficha- brahmatmako yasmat tena
pancha-mukhas smrtah’).

< The five brahmas are named I$ana (repre-
senting the $antyatita- kala, see SAIVAGAMA),
Purusha or Tatpurusha ($anti-kala), Aghora
(vidya-kala), Vama or Vama-deva (sthiti or
pratishtha-kala), and Jata or Sadyojata (nivrtti-
kala) (cf. Paushkara-sarmhita, 1, 53- 55).They
are also the five iconic forms (pancha-murti) or
five countenances (pancha-mukha) of Siva. Ac-
cording to Rauravagama (74-75), Tatpurusha in
the east is ‘Karmeda’; Aghora in the south is
‘Kartr-sada’, Sadyojata in the west is ‘murta-
sada’, Vamadeva in the north is ‘amurta-sada’,




and T4ana on top is ‘Siva-sadakhya’.

In the Pafichagni ritual of fire-observances,
iéana in the centre represents Sivagni, Tat-
purusha in the east respresents Ahavaniya- fire,
Aghora in the south Dakshina-fire, Vamadeva in
the north Kevala-fire and Sadyojata in the west
Garhapatya-fire. Here in Sivagni-pot Siva is
visualized as red-complexioned, five-faced, ten-
armed, seated on a lotus in the lotus-posture,
wearing red garments, three-eyed, seven-ton-
gued and burning bright. He carries in his hands
spear (sula), vajra, sword (khadga), axe (para-
$u), goad (srni), mace (gada), staff (danda),
noose (pada), lotus (padma) and discus (chak-
ra) (cf. Vidvanatha-$ivacharya’s Sivagama-
prayoga-chandrika, Madras, 1981 pp. 199-200).

Purva-karana (64, 6-38) explains that the ex-
pression panca-brahma involves five categoreis,
each of which has five details (panhcha-bhedat-
vat pancha-brahma udahrtam’, 64, 39). The five
categories are : (1) mantra (specific to the five
forms Tsana, Purusha, Aghora, Vama and
Sadyojata); (2) kriya (worship sequences;
avahana, sthapana, sannidhya, sarhnirodhana
and avakunthana); (3) tattva (the primal
categories of existence: Brahma, Vishnu,
Rudra, T$vara and Sadasiva); (4) bija (the five
forms of the seed-syllable’la’) ; and (5) mukha
(the five countenances: sadyojata, Vamadeva,
Aghora, Tatpurusha andT§ana).

The five aspects are called ‘pancha-brahma’
also because from each of the aspects (or
faces) a line of teaching (amnaya) flashes forth
(mama pancha-mukhebhyah panchamnayas
samudgatah’).

From Tatpurusha the purvamnaya takes
shape, from Aghora the dakshinamnaya, from
Sadyojata the pagchimamnaya, from Vamadeva
the uttaramnaya, and from f$ana the urdhvam-
naya (also called niruttaramnaya). The last am-
naya is described as beyond words and as
‘direct teaching’ (tattva-bodha): it is what must
be experienced (kevalanubhava) (cf. Bhairava-
tantra) -

We read in Mrgendragama (Kriya-pada,
patala 1) that the five brahmas are symbolic of
the five short vowels: a, i, u, e, and 0 (Cf. Vrtti
by Bhatta-Narayana-Kantha, verse 3). They are
also the sources of the five mantras
(sadyojatadi) and architects of the five tradition-
al paths (panchadhva).

The arrangement of the five ‘brahmas’ for
worship and contemplation involves several
iconographic details. Nirvana-tantra (patala 6),
forinstance, prescribes that Tatpurusha must be
located in the eastern direction, must be red in
complexion, and must have a charming aspect
{manohara); Aghora must be visualized in the
south and must be dark-blue in body-colour;
Sadyojata must be located in the west and must
be white like crystal; Vamadeva must be in the
north, must be yellow in complexion and peace-
ful of aspect (saumya); and I$ana must be
visualized in the centre, as surrounded by the
above four, or as above the four, with a com-
plexion of all colours (sarva-varna). However,
the description is not uniform in all the texts.
Kalika-purana gives the complexion of Isana as
blue-black (§yamala).

"Sri-tattva-nidhi describes T4ana on top as
white in complexion and as five-faced, with
three eyes in each face, and the other brahmas
as four-faced. Tatpurusha (east), according to
this text, is golden yellow in complexion, Aghora
(south) blue, Vamadeva (north) red and
Sadyojata (west) white. Vishnu-dharmottara, on
the other hand, describes each of the five brah-
mas as five-faced and ten-armed (‘pancha-
vaktras sarve dasa-dordanda- bhushitah’),carry-
ing in their hands sword, shield, bow, arrow,
water-pot, rosary, spear, lotus and the gestures
of protection and boon-bestowal.

The body colours given in the text are white
(sita), yellow (pita), black (krshna) and red
(rakta).

The text explicitly mentions only four colours
(‘chaturvarnah prakirtitah’) and it does not be-
come clear which of the five brahmas has been
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omitted. It is probable that [§ana being the main
brahma has been isolated and that the colours
mentioned refer to Tatpurusha, Aghora, Vama,
and Jata in order (‘kramena tu’).

Karanagama (KA) and_Rupa-mandana (RM)
provide more complete iconographic particulars,
although the two texts do not agree regarding all
the details.

(1) Téana is white and shining (sita-dyuti, KA)
like clear crystal ($uddha-sphatika-samkasa,
RM); moon is tucked in his matted hair. He car-
ries in his hands trident, rosary, skull-cup and
gesture of protection (RM). He is five-faced and
is located on top (urdhva); he carries in his ten
hands book (veda), gestures of protection and
boon-bestowal, goad, noose, stone-mason’'s
hammer (tanka), skull-cup, drum (dhakka),
rosary and spear (KA). Sritattva-nidhi also
provides the same weapons.

(2) Tatpurusha (also called Purusha) is lo-
cated in the east and is four-faced with three
eyes in each face; he has complexion like bur-
nished gold (pradipta-kanakavabhasa), and car-
ries in his four hands book (vidya), gestures of
protection and boon-bestowal and small axe
(kuthara) (KA). He wears yellow garments and
the sacrificial cord which'is also yellow. He car-
ries in his left hand the matulunga fruit and in
his right hand a rosary (RM, he is two-armed ac-
cording to this description).

(3) Aghora is located in the southern quarter,
four-faced with three eyes in each face, blue-
complexioned and carrying in his eight hands
small axe, shield, goad, noose, spear, skull-cup,
drum and rosary (KA). According to RM, he is
terrible in aspect with fangs in his mouth. He
has serpent on his head and serpents for his
ear-rings, arm-lets, waist-band, garlands and
sacrificial cord; round his neck hangs a garland
of scorpions. He is dark blue in complexion, but
his eyes are tawny red as also his matted hair.
He is three-eyed and wears a garland of
severed heads; on his head is moon tucked. His
anklets are decorated by two snakes Takshaka
and Pushtika. He is full of energy (mahotsaha)

PRATIMA  KOSHA

and power (mahavirya), and he frightens the
host of enemies (trasayanatam ripos samgham).
He has eight arms carrying khatvanga, skull-
cup, shield and noose in his left hands and tri-
dent, axe, sword and cudgel in his right hands.
According to Sritattva-nidhi his eight hands
carry axe, book (veda), goad, noose, spear,
skull- cup, drum and rosary.

(4) Vamadeva is located in the north, and is
reddish or lotus- hued: he is four faced, with
three eyes in each face; and he carries in his
four nands the gestures of protection and boon-
bestowal, rosary and stone-mason’s hammer
(tanka) (KA and S$ri tattva-nidhi). According to
RM, however, he is apparently only two -
armed, carrying sword and shield. And he wears
red garments, red sacrificial cord, red turban
and garlands of red flowers; and his body is
smeared with sandal-paste which is also red.
His ear-rings are red-coloured too. He is three-
eyed and his nose is prominent (tunga-nasika).
His matted hair has moon tucked in it. He is
decorated with all ornaments (RM).

(5) Sadyojafa located in the western direction
is white-complexioned-like moon, conch, kunda-
flower or crystal; he is four-faced, with three

"eyes in each face; and he carries in his four

hands book (veda), rosary and gestures of
boon-bestowal and protection. (KA and Sri-tat-
tva-nidhi).He is clothed in white garments, and
wears garlands of white flowers; his body is
smeared with white sandal-paste. His head is
decorated with crescent-moon. His face (which
is one only) has three eyes, and is tranquil in
aspect (saumya): his two hands carry the gea-

. tures of boon-bestowal and protection (RM).

PANCHA-BRAHMASANA

The cot on which Lalita-paramedvari (Raja-
rajeévari) rests is called Pancha-brahmasana,
because its four legs are the four brahmas:
Brahma, Vishnu, Rudra and Tévara, while the
mattress on the cot is the fifth brahma Sadasiva.
(ct. Devi- bhagavata, Skandha 7) (see LALITA).




PANCHA-MUKHA

“The five-faced one", a name of Siva who is
said to have five countenances named Tégna
Tatpurusha, Aghora, Vamadeva and Sadyojata.

These are actually the five aspects or forms of -

diva (see PANCHA-BRAHMA). While Siva is
usually worshipped in the aniconic linga form,
he is sometimes anthropomorphically repre-
sented with having a single head or rarely with
five heads. There is a legend in Mahabharata
(Adiparvan, 215) accounting for the four addi-
tional heads of Siva: When the lovely nymph
Tilottama appeared in order to seduce the
demon brothers Sunda and Upasunda, Siva
was so charmed by her that a head sprang up in
each of the four directions that she moved
about.

The dhyana-§loka of Pancha-mukha-$iva
describes the god as five- faced and ten-armed;
and as having fifteen eyes that sparkie like fire
(netraih panchadasgabhir jyotishmadbhih). He is
seated upon a bull, and wears elephant’s hide
round his loins and tiger’'s skin as his upper gar-
ment. He has an immense body (mahakaya),
and his head has matted hair done up as a tall
crown, to which moon is stuck. His throat is
black in colour, signifying the Kalakuta poison.
Serpents serve as necklaces, armlets and
sacrificial cord for him. His entire body is
daubed with ash. He holds in his hands on the
right side spear called sakti, magical weapon
called Khatvanga, trident, rosary, and the ges-
ture of protection, and in his hands on the left
side bijapura fruit, snake, hand-drum, utpala
fiower and the gesture of boon-bestowal (cf.

Kalika- purana, ch. 50).

The five-faced Siva is worshipped as the fire
that destroys the universe, Kalagni. Tithi-tattva
prescribes that those who commit grave sins
like eating what is forbidden and having sex
where it is prohibited must resort to the worship
of Pancha-mukha-éiva to get rid of the sins.

PANCHA-MUKHA-LINGA

While it is usual to worship lingas withiout any
anthropomorphic involvements, some lingas are
also equipped with one or more human heads

carved on the puja-bhaga (visible part of the
linga) (see MUKHA-LINGA). The linga having
five human faces is called pancha-mukha-lihga.
Actually, however, four faces are present, facing
the four quarters, the fifth (iSana) being un-
manifest. Rupa-mandana explains that the fifth
face is incomprehensible even to the great as-
cetics (‘panchamam tu tathe$anam yoginam
apyagocharam’). According to Karanagama, the
five faces in the linga represent the five darts of
Kama, and hence the linga is known as
‘$aranana’(arrow-face).

PANCHA-MURTI

The five forms that Siva assumes are in ac-
cordance with the five reaims (bhuvanas): $an-
tyatita (lsana), $anti (Purusha), Vidya (Aghora},
Sthiti (Vama) and Nivrthi (Jata) (see for details
Saivagama, Agama-kosha, Vol. Il). These forms
are both ‘aspected’ (sakala) and ‘unaspected’
(nishkala) and a form is responsible for all func-

tions in the universe (cf. Paushkara-samhita, 1,

53- 55 ‘Pancha-murti-mayi $ubhra nitya sakala- .
nishkala, murtis sadasiva jieya sarva-karya-
pravartika’). The five forms are associated with
five mantras, which are not actually different
from the forms (‘vastutas tu na bhinnas te’). The
presence of divinity in the object of worship is
due to the conjunction of the prakrti which is the
form, and the vital force which is the
mantra('prano mantram iti proktam prakrtir mur-
tir uchyate; mantra-murti- samayogad deva-san-
nidhya-karanam’, ibid, 5, 102). While this con-
junction is being acheived, the mantra-form
(mantra-murti) must be visualized in the centre
of the linga. In front of it Karmes$a, on one side
Kartr, on the other side Murti, and at the back
Amurta must be contemplated; and on top Siva
must be contemplated. These five tattvas are
also called ‘pancha-murti’, and are said to com-
prehend the thirty-eight aspects of divinity. Then
the god must be ‘invoked’ (avahana) by a five-
lettered mantra, ‘established’ (sthapana) by the
six-lettered mantra, ‘divine presence
accomplished’ (sannidhya-karana) by the eight-
lettered mantra, 'retained’ (nirodhana) by the
nine-lettered mantra, and ‘worshipped’ (pujana)
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by the ten-lettered mantra. (ibid, 5.107- 111, cf.
also Saivagama-paribhasha-manjari, p. 215).

Among the anthropomorphic forms of Siva
(see SIVA and LILA-MURTI), five are regarded
as most significant, and they are collectively
known as 'pancha-murti’: (1) Soma-skanda, (2)
Sukhansina (3) Kalyana-Sundara, (4)
Chandradekhara, and (5) Gangadhara. These
five are classed as ‘srshti-murtis’ and Viragama
(63, 4-5) gives a list of another five forms which
are ‘sthiti- murtis’: (1) Vrsha-vahana, (2) Ardha-
naridvara (3) Kirata-murti, (4) Bhikshatana, and
(5) Vireda (or Virabhadra). Another account
lists: (1) Indu-mauli (viz. Chandrasekhara) , (2)
Uma-skanda, (3) Uma-maheévara, (4) Astra
(tridula), and (5) Vighna-raja (viz. Ganapati) as
the five murtis.

According to Suprabheda, the five necessary
images in a Siva temple are Durga, Vighnes-
vara, Agni, Dakshina-murti and Vishnu
(Narasimha) to be installed on the northern wall
(kudye), at the entrance (in the porch), near the
kitchen, in the southern quarter and in the west
respectively.

For the five murtis in a Vishnu temple, see
PANCHA-VIRA .

In the Vaikhanasa system of worship, five
iconic forms of Vishnu are worshipped: Vishnu
in the brahma-sthana of the sanctum, Purusha
in the eastern quarter, in the porch of the
sanctum (ardha-mandapa), Satya to the south,
Achyuta to the west and Aniruddha to the north
(cf. Khiladhikara, 2, 111-113). Samurar-
chanadhikara (37th chap.) gives a detailed ac-
count of these five farms with their consorts,
door-keepers and attendants. (For details see
under VISHNU, PURUSHA and other murtis).
Vishnu is dark-complexioned, four-armed carry-
ing conch and discus and well-bedecked with all
ornaments; he is accompanied by $ri (golden
coloured and clothed in red garments and carry-
ing red lotus) and Harini (dark-coloured, white
garments, blue lotus). Purusha is crystal-white,
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red-faced and red-eyed, clothed in red garments
and four-armed (conch and discus). He is
flanked by Jaya and Bhadra, and accompanied
by sages and gods. Satya is collyrium-hued,
and clothed in tawny red garments; his consorts
are Dhrti and Paushni. Achyuta Is golden-hued,
and his garments are variegated in colour. his
consorts are Pavitri and Kshoni. Aniruddha
shines like the rising sun and is draped in dark-
blue garments. He is seated upon the serpent
Ananta with seven or five hoods which are
spread over his head like a parasol. He is
accompanied by Mahi and Pramoda-dayini, and
also by the Varaha and Narasimha forms of
Vishnu (cf. Kaéyapiya Jnana-kanda, Chap. 34).

PANCHA-RAKSH A

A group of five female divinities of the
Mahayana pantheon, worshipped for protection
against various kinds of misfortunes, ailments
and - difficulties. It is probable that they were
originally folk deities, later affiliated to the five
dhyani-buddhas. They are Maha-pratisara,

. Maha-sahasra-pramardani, Maha-
mantranusarini, Maha-sita-vali and Maha-
mayuri. Among,them, Maha-mayun appears to
be most popular (see MAHA-MAYURI). There
are several texts which deal with the worship of
these goddesses, either singly or collectively.
When worshipped collectively, a mandala is in-
volved in the centre of which is located Maha-
pratisara, the other four goddesses being lo-
cated in the four directions, Maha-sahasra-
pramardini in the east, Maha- mantranusarini in
the south, Maha-sita-vati in the west and Maha-
mayuri in the north. The iconographic details of
these goddesses given in several texts (like
Nishpanna-yogavali, Sadhana-mala and Vaj-
ravali-mandalopayika of Abhayakara-gupta)
vary considerably. The deities worshipped in the
mandala and the same deities worshipped inde-
pendently are differently described.

All of them are multi-faced and multi-armed.
Maha-pratisara and Maha-sahasra-pramardini
are four-faced, while the other three are three-
faced. The faces are.in different colours, the
principal face (viz. facing the devotee) having
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the hody-complexion. They are all seated in the
solar (Maha-pratisara, Maha-mantranusarini and
Maha-sita-vati) or in the lunar (Maha-sahasra-
pramardini and Maha-mayuri) orbs. They sit in
the Vajra-paryanka (Maha-pratisara and Maha-
mantranusarini), in the Ardha-paryanka (Maha-
sita-vati and Maha-mayuri) or in the lilatakshepa
(Maha-sahasra- pramardini) postures. Maha
pratisara has chintamani on her crown, Maha-
sahasra-pramardini an icon of the dhyani-bud-
dha Vairochana, Maha-mantranusarini an image
of Akshobhya, Maha-sita-vati an' image of
Amitabha and Maha-mayuri an in.age of
Amogha-siddhi on their crowns. Maha-pratisara
and Maha-sahasra- pramardini have the foliage
of the bodhi tree on their heads, Maha-
mantranusarini the leaves of the Sirisha tree,
Maha-sita- vati the leaves of the Champaka tree
and Maha-mayuri the foliage of the Adoka-tree.

The goddesses have their own characteristic
symbols, Maha- pratisara has jewel, Maha-
sahasra-pramardini discus (chakra), Maha-
mantranusarini  Vajra, Maha-sita-vati lotus
(padma) and Maha-mayuri the begging bowl
(patra) as their symbols. Maha- pratisara is
identified by the chaitya adorning her head
(‘chaityalankrta-$iraska’), while Maha-mayuri is
recognized by her act of applying sindura on her
forehead (sindura-darpana): Maha- sahasra-
pramardini wears garlands of severed heads,
and sits trampling under her feet goblins and
sprites.

They have different body-colours: Maha-
pratisara yellow (according to Nishpanna-
yogavali) or white (according to sadhana-mala),
Maha-sahasra- pramardini white (according to
Nishpanna-yogavali) or blue (according to Dhar-
ma-kosha-samgraha), Maha-mantranusarini
blue (acc. to NY) or green (acc. to DK), Maha-
sita-vati red (acc. to NY) or green (acc. SM),
and Maha-mayuri green (acc. to NY) or golden
yellow (acc. to other texts).

When worshipped independently Maha-sita-
vati and Maha-mayuri are single-faced. the
tormer with six arms and the latter with but two

Maha-sahasra-pramardini and Maha-mayuri are
dominantly erotic in aspct ($rigara-rasa) and
youthful. The weapons carried In the hands of
these five goddesses are variously given. (see
for details individual entries of these goddes-
ses).

PANCHA-LOHA

The agama texts prescribe that there must
be two kinds of icons in a temple: Sthapanarcha
(permanent and immovable image) and Karmar-
cha (movable images for various practical pur-
poses; also called jangamarcha) (cf. Sanat-
kumara-samhita, 6,17-18). The former (also
known as mula-kautuka or dhruva-bera) is
usually made of stone or wood, while the latter
are invariably in metal. (see PANCHA-BERA).

Silpa-ratna provides eight metals for making:
images for worship: gold (sauvarna), silver
(rajata), copper (tamra), brass (paittala), bell-
metal (amalgum of zinc and copper) (kamsya);
iron (ayasa), lead (saisaka) and tin (trapusha).
But barring the first five, the other metals are
regarded as diabolical in nature (pidacha-oha);
Images in iron are used in the witchcraft-rite
which is meant to kill a person (marana), while
the images made in lead and tin are employed
for magically causing hatred (vidveshana) and
for driving out a person from his habitat (uc-
chatana).

More frequently, however, the expression
‘pancha-loha’ refers to the metallic alloy contain-
ing five ‘dhatus’ ; gold, silver, copper, lead and
iron. The icons for worship are usually made in
this alloy. The practical advantages are that the
icon so made takes a fine polish, does not tar-
nish easily (as images made in copper do). and
does not wear out quickly (as those made in
gold do). Sukra-niti-sara (34, 21) explains that
images were made in g« 'J in the Krta-age. in sil-
ver in the Treta-age. in copper in the Dvapara-
age, and that in the present Kali-age. this alloy
is suitable.

PANCHA-VAKTRA
See PANCHA-MUKHA
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PANCHA-VIRA

The five heroes of the Vrshni family (a
branch of the Yadava clan), deified and wor-
shipped by the Bhagavatas since very early
times, were iconically represented (archa) and
housed in stone temples (daila-deva-grha). An
inscription of the second century B.C. found in
Besnagar mentions the erection of a garuda-
dhvaja column in honour of ‘deva-deva
Vasudeva', one of the heroes of the Vrshni fami-
ly. The chieftain Heliodorus (son of Dion), an in-
habitant of Texila, who erected this monument,
came as an ambassador of the Greek prince
Antielkidas to the court of King of Vidiéa,
Kadiputra-Bhagabhadra, he describes himself
as a ‘bhagavata’. Another inscription of Ghosun-
di (Rajasthan) belonging to the century before
Christ mentions two of the heroes of the Vrshni
family, Samkarshana and Vasudeva. A temple
with an enclosure calied Narayana-vatika ('puja-
dila-prakaro narayana-vatika') was constructed
by the prince Gajayana-parasari-putra who also
describes himself as a ‘bhagavata’. And the two
heroes to whom the shrine was built are
described as ‘honoured ones, unrestrained ones
and lords of all' (‘bhagavadbhyam Samkar-
shana- vasudevabhyam anihatabhyam
sarvedvarabhyam’). J.C. Ghosh interprets the
expression ‘puja-$ila’ in the inscription as a
‘salagrama’ which represented these heroes.

The Mora well inscription (assigned to the

first century A.D and found near the present-

Mathura city) refers to the five heroes of the
Vrshni family (‘bhagavatam vrshninam pafcha-
viranam'), whose stone icons (‘pratimah’) glow-
ing and exceedingly handsome (‘jvalata iva
parama-vapusha') were- instalied in a stone-
temple ('$aila-deva-grihe’) as objects of worship
(‘archa-desam’). (Ei, voi. XXIV, No. 27.1). Dr. H.
Luders and Aisdorf identified the five heroes as
Baladeva, Akrura, Anadrshti Sarana and
Viduratha. On the basis of Vayu-purana, the five
heroes, thus honoured, are Baladeva (Sankar-
shana), Vasudeva (Krshna), Samba (son of
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Vasudeva and Jambavati), Pradyumna (son of
Vasudeva and Rukmini), and Aniruddha (son of
Pradyumna). These five were together known
as 'heroes of a family’ (‘pafichaite vamga-virah
prakirtitah’). And the same text explains that
they were originally human beings but deified as
deities (‘manushya-prakrti-devah’).

The bhagavata cuit had what came to be
known as the ‘doctrine of heroes’' (vira-vada).
Besides the five ‘heroes’ of the Vrshni family
(‘varhéa-viras), the doctrine counted also seven
‘atirathas’  (Rauhineya, Vasudeva, Samba,
Charudeshna, Chakra-deva, Satyaki and his
brother) and seven ‘maha-rathas’ (Krta-varma,
Anadhrshti, Samika, Samitinjaya, Kanka, Sanku
and Kunti), all of them belonging to the Vrshni
family. Panini refers to the tribe Vrshni (4,1, 114’
rshyandhaka-vrshni-kurubhyas cha’) along with
the tribes Andhakas and Kurus; and his com-
mentator Patafjali mentions three leaders of the
Vrshni-tribe: Vasudeva, Baladeva and Vishvak-
sena. Patanjali also refers to Vasudeva as the
younger brother of Baladeva (or Samkarshana)
and as the killer of Kamsa. He also identifies
Vasudeva with Krshna  (‘samkarshana-
dvitiyasya balam krshnasya vardhatam’).

Among the five heroes, Samkarshana and
Vasudeva became most important and received
wide-spread worship in centuries prior to the
Christian era. The ‘vira-vada’ was incorporated
into the Narayana cuit (Mahabharata, Santi-
parva, Narayana section). Sarhkarshana (iden-
tified with Sesha, Ananta, Naga and Rudra) is
credited with having taught the Bhagavata
doctrine (which integrates ‘Vira-vada' of the Sat-
tvatas and the Narayana cult of the ekantins) at
t¥e end of the Dvapara age (cf. Mahabharata, 6,
62, 42).

Samkarshana and Vasudeva are said to be
incarnations of the white and black hairs of
Narayana (Vishnu) respectively (ibid;1,189. 3).
With the omission of Samba, the other four
‘heroes’ of the Vrshni family were grafted into
the vyuha- framework with Vasudeva as more

important than his elder brother Samkarshana.
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The four heroes were now regarded as emana-
tions from Para-Vasudeva. From Para-
vasudeva emerges Vyuha-vasudeva (or
Shadgunya-vigraha; the hero of the Vrshni
clan), from whom Samkarshana (viz. Baladeva,
another hero of the same clan) comes forth as a
secondary emanation. From Samkarshana
emanated Pradyumna, and from Pradyumna
Aniruddha.

The worship of Vasudeva and Samkarshana,
two of the ‘pancha-vira' group, was popular in
the country as early as the fourth or fifth century
before Christ. Samkarshana was frequently wor-
shipped as a snake-god (see BALARAMA). His
cult was once more widely spread than
Vasudeva's. But in course of time, Vasudeva as
Krshna became the popular god, pushing his
brother Samkarshana (Baladeva, Balabhadra)
to a secondary position.

The Vaikhanasa text, Vimanarchana-kalpa
(patala 2) prescribes that the icons of ‘pancha-
vira’ must be installed in the centre of the village
or on its outskirts in any quarter (‘pancha-vira-
nam sthanam grama-madhye bahye, dikshu
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PANCHA-SARA

Meaning ‘one with five arrows’, the term
refers to Kama (see KAMA) as his flowery darts
are five in number. They are named Sammo-
dana (‘pleasurable excitement’), Unmadana
(‘mad-infatution’) Soshana (‘drying up of all
other interests’), tapana (‘heat born of passion’),
and stambhana (‘the arrest of normal faculties’),
which are all states of love.

PANCHA-SIKHA

A gandharva chieftain worshipped as a deity.
He is described as yellow-hued and as playing
on the lute (vina). He has five knots of hair on
his head.

PANCHAYATANA

The worship of five deities together is an an-
cient practice which has survived to our own
day. It is prescribed especially in the Smrtl
manuals, and hence the practice is prevalent
among the people who claim to follow the Smirti
(viz. Smartas). The puranas also advocate the -
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worship of five deities together to procure
benefits of different kinds. it is said that the
panchayatana worship (also cailed
panchopasana or paficha-deva-puja) was made
popular by Samkaracharya in the seventh cen-
tury. While we do not find a reference to such
worship in any of his bhashya works, those who
affiliate themselves to one or the other of the
religious organizations (mathas) which trace
their origin to him, frequently resort to this kind
of worship. it is not only in the househoids of
these people (who are commonly known as
smartas) that this form of worship prevails; even
the $aiva temples incorporate this idea.

The five deities worshipped together (viz. in
one enciosure or on one piate, hence
‘pafchayatana’) are: Ganapati, Devi ($akti),
Siva, Vishnu and Strya. This, incidentally, is the
correct order of reckoning, for we find this order
in the Smrti-texts (‘Gane$adi-pancha-devatab-
hyo namah’). The selection of the five deities for
coliective worship has a cuitic background and
sectarian differences. During the medievai days,
when the Smrti-texts were composed, there
prevailed in the country the  cults: which
preached exclusive devotion to one or the other
form of divinity. Ganapatyas insisted on
Ganapati being the only god meriting totai devo-
tion. Likewise, Saivas preferred Siva, Vaish-
navas Vishnu, Saktas Devi and Sauras the Sun-
god (Surya) Each cuit was really monotheistic
in its outlook, and identified the divinity of their
choice with the supreme Brahman. But the
sects had their own pecuiiar observances,
which occasioned frequent confiicts and iii-will.
This prompted the Smrti-texts to prescribe and
the puranas to advocate the pafnchayatana form
of worship as the most suitable for a
householder.

The pentadic worship has aiso a philosophi-
cal background. The five deities represent the
five elements (bhuta) or primary ingredients of
all existence: earth (Siva), water (Ganeda), fire
(Durga), air (Surya) and aka$a (Vishnu). The
human beings also are of five types in accord-
ance with the prevaience of the element in their
physicai and mental constitution. The worship of
the deity representing the dominant element is
indicated. Thus, it is in view of the eilemental
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types of devotees that the pentadic worship |Is
commended (‘pratyeka-tattva-prachuryam
vimrs$ya vidhi- purvakam’).

Aithough the worship is recognized as pen-
tadic, having five different deities on one plat-
form, it is in actuality monotheistic. The devotee
has a preference for one of the five forms of
divinity either by choice (ishta-devata) or be-
cause of initiation (diksha). The worship is con-
ducted to that form only, the other four forms
being regarded as secondary or auxiliary
(parivara). The chosen deity to whom the major
worship is thus offered is iocated in the centre of
the square piatform, as the ‘'main deity’ (prad-
hana-devata), and the other deities are located
in the four corners of the platform as ‘secondary
deities' (paréva-devata). The pafichayatana is
known after the main deity, e.g. Ganesa-
pafchayatana, Siva- pafchayatana or Devi-
pafichayatana. This may also involve a sec-
tarian preference.

in the household worship of the five deities it
is usual to have different yantras representing
the deities: square (chaturasra; Ganapati), cres-

. cent-moon or hexagon (shat-kona, Siva), tri-

angle (trikona, Sakti), circle (vrtta Surya) and
dot (bindu, Vishnu). Sometimes, however, the
triangie with its tip facing up is regarded as the
symbol of Siva, whereas the triangle with its tips
facing down is taken to represent Sakti. Or they
are represented by five natural objects:
Ganapati by red stone (rakta-prastarakhanda),
Sakti by mataliic stone (or ore, dhatu-patra),
Siva by white quartz pebble from the Narmada
river (bana-inga), Vishnu by the black am-
monite from the Gandaki river ($alagrama) and
Surya by ciear crystal (sphatika). The deity may
also be represented by icons (Siva by a linga).

- While the arrangement of the five deities on
a common platform (vedi) would indicate their
equai status, the location of the four deities at
the corners with reference to the main deity that
occupies the centre of the stage is specified in
the texts. The presupposition is that the deities
being on the same platform, worship offered to
the central (main) deity is shared by the other
deities. However, each of the deities has a
‘gayatri’ specific to it, and the worshipper will
recite the ‘gayatri’ of the central (main) deity first

14



and then the ‘gayatri’ of the other deities in the
circumambulatory order (pradakshinya-krama).

1. Ganapati: ‘tat purushaya vidmahe, vakratun-
daya dhimahi,tan no Dantih

prachodayat’

2. Sakti: . ‘tad ganga-gauryaya vidmahe, giri-
sutayai dhimahitan no Gauri
prachodayat’.

3. Sive: tat purushaya vidmabhe,

mahadevaya dhimahi, tan no
Rudrah prachodayat’

4. Vishnu: ‘tat kesavaya vidmahe, narayanaya
dhimahi, tan no  Vishnuh
prachodayat’

‘tad bhaskaraya vidmahe, prab-
hakaraya dhimahi, tan no Bhanuh
prachodayat’.

5. Surya:

The philosophical interpretation of the pen-
tadic worship has been given in some texts.
Ganapati, as the lord of the group of the four-
teen worlds, signifies the phenomenon of
bondage, which obstructs the dawn of en-
lightenment (hence called Vighnesvara). Sakti
represents the principle of the power of wisdom
(inana- sakti) which brings about emancipation
of the devotee from phenomenal bondage. Siva
is the principle of welfare of the soul, and sig-
nifies the elimination of phenomenal bondage.
Vishnu is the preserver and Surya is the creator
(from the root ‘su’, to produce). It is well-known
that Ganapati is worshipped for worldly success
(abha, jaya), Sakti for the liberating wisdom
(inana), Siva for the development of dispassion
(vairagya), Vishnu for wealth (ri) and Surya for
health (arogya).

Each of the four deities (excluding Siva) has
several variant iconic forms and one of the
forms is selected for inclusion in the pentadic
worship; Siva, however, is always worshipped in
the aniconic linga form. In the conceptual
framework, Siva has Sakti as his feminine
counterpart (spouse), and Vishnu is identical
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with Surya; and is regarded as the brother of
Sakti. Ganapati, is the offspring of Siva and
Sakti and shares tralts with Vishnu and Surya.
In effect, the five deities constitute a family.

PANCHASANA

Five varieties of ‘seats’ (‘pithas’) used in
iconic worship in different sequences: (1)
'yogasana'(octogonal in shape, for seating the
deity during invocation, ‘avahane’); (2)
‘Simhasana’ (rectangular, for seating the deity
while administering ceremonial bath, ‘snane’);
(3) ‘padmasana’ (circular, for offering worship
‘archanayam’); (4) ‘vimalasana’(hexagonal, for
offering articles of food, ‘bhojanasanam’); and
(5) ‘anantasana’ (triangular, for seating the deity
for witnessing amusements, ‘vinode’).

Chandra-jnanagama provides the forms of
the above asanas, while Suprabheda describes
the functions suitable for them. Yogajagama
enumerates the five asanas in the following
order: anantasana, simhasana, yogasana, pad-
masana and vimalasana, and insists that they
must be provided in the same order (kalpay
uparikramat). -

PANCHIKA

Also known as Panchaka, he is the yaksha
who is the consort of the more celebrated god-
dess Hariti (see HARITI). He is described as the
son of the yaksha monarch Panchala of the
Gandhara country. He became later identified
with Kubera (see KUBERA) or Jambhala (see
JAMBHALA).

PANCHAYUDHA

The ‘five weapons refer to Vishnu's discus
(Sudardana), conch (Pancha-janya), mace
(Kaumodaki), sword (Nandaka) and bow (Sam-
ga). The group of weapons is occasionally wor-
shipped in temples following the pancharatra
method.

PANCHOPASANA

Ihe worship of five deities as a group. see
PANCHAYATANA
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PATA-DHARINT

One of the four door-guardian deities of the
Mahayana pantheon, described as located in
the Pafcha-daka-mandala (cf. Nishpanna-
yogavall), she is said to be dark-hued (krshna),
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and two-armed, she supports the door-curtain
(kanda-pata) with her hands, hence also known
as Vitana-dhara.

The other three deities associated with the

door are Talika (lock). Kufichi (Key) and Kapata
(door-plank).

PATTA

Head-band or turban,; tiara or diadem on the
crown; any strip of cloth used as a band, or an
upper-cloth foided.

PATTISA
A weapon classed in the tamasa group

PATANGA

A door-guardian deity in the Vishnu temples,
located in the third enclosure. He is at the right
side of the entrance, with his head hanging
down (adhomukha). He is described as having a
body of golden-hue (suvarnabha), riding upon
an elephent (gaja-vahana) and having an image
of a bull on his banner (vrsha-dhvaja) (Vimanar-
chana-kalpa, patala, 19).

PATANJALI

A great sage who was a devotee of Siva. He
is associated with the Nataraja shrine at
Chidambaram. He is said to be an incarnation of
Adi-desha, (Ananta), who along with another
sage Vyaghrapada performed penances to wit-
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PATANJALI

ness the dance of Siva. He is iconographically
represented as half-human (upper-part) and
half-dragon.

He is also reputed as the author of the great
commentary (mahabhashya) on Panini's gram-
matical treatise Ashtadhyayi and of the Yoga-
sutras. A work on medicine (bearing on
Charaka-sambhita) is also ascribed to his author-
ship.

PATAKA

Meaning flag or banner, it signifies success,
victory and prosperity. According to Prasada-
mandana (4. 48), a temple should not be without
a banner, tfor the demons would reside in such
temples (‘asura vasam icchhanti’, ‘dhvaja-hinam
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na karayet'). When the flag rises high, the gods
are pleased (‘dhvajocchhrayena tushyanti
devah'). A banner or flag eliminates the sins of
the devotees (papahari) and destroys the
enemies ($atru-paksha-kshayankari).

The flag-post must not be bent (vakra),
broken (bhinna) or have crevices (sushira); it
must be free from insects and worms
(Karanagama, 141, 42). It is best if the flag-post
is made of bamboo (‘'vaméa-mayas tu
kartavyah’) or wood that is free from disease
and -infirmity and untouched by fire (Aparajita-
pari- prcchha, 144,21). The wood for the flag-
post must be perfectly round (su-vrtta) and heal-
thy; if it is bamboo it must have an odd number
of knots (‘parvabhir vishamaih karyah')
(Prasada-mandana, 4,44 and Diparnava, 9, 17).

The length of the banner must be equal to
the length of the flagpost (dhvaja-danda); its
width must be one-eighth of the flagpost's
height. Aparajita (144, 13-15) gives a list of
names for the flagposts with different numbers
of joints or knots (parva). The flagpost with only
one joint is called Jayanta; with three Satru-mar-
dana, with five Pirigala, with seven Sambhava,
with nine Sri-mukha, with eleven Andana, with
thriteen Vidva-parva, with fifteen Divya-$ekhara,
with seventeen Kala-danda, with nineteen
Madotkata, with twenty-one Surya, with twenty-
three Kamala and with twenty-five Vi$va-karma.

The bottom portion of the flagpost is said to
be Siva, (‘mulam sada-§ivoktam’), and the top
portion Vishnu (‘agrena vishnu- daivatyam’).

PATAKA-HASTA

A hand-gesture (mudra) in dance and
iconography, signifying banner, victory, benedic-
tion, commencement, opening of door. protec-
tion, mansion, cloud. rejection, prohibition and
so on. The palm of the right hand is shown with
the four fingers held together and stretched out.
with the thumb inclined towards the fingers.

Variants of this gesture are ‘tri-pataka-hasta’
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PATAKAHASTA

- (with the ring- finger in the above gesture folded

and touching the palm) and ‘ardha-pataka-
hasta’ (with the little finger also bent forward).
The former signifies crown, tree, dart, fish, mir-
ror, dismissal and lighting of face, while the lat-
ter suggests banner, tower, a pair of persons,
sprout and lamp.

PATRA-KUNDALA

Ear-omament, circular in shape, made to
resemble the palmyra leaf (patra) rolled and in-
serted into the ear-hole (see KUNDALA).
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PADMA-DAKINT

One of the four attendant-deities of Heruka in
the yuganaddha posture (known as Mahamaya)
of the Mahayana pantheon. He is seated, or
dances upon a lotus which has four petals in the
four directions. On the petal which faces west is
stationed padma- dakini (vajra-dakini on the
eastern petal, Ratna-dakini on the southern, and
Vigva-dakini on the northern petal). She has a
body which is white in hue with tinges of red.
She is four-faced and four-armed. Her faces are
of different colours: red, yellow, blue and green.
She carries in her hands skull-cup and bow (on
the left side) and dart and vi$§va-padma (two
lotuses joined at the bases) (on the right side).

She is shown in an angry mood, and has a
fierce appearance with skulls stuck on her head,
and with garlands of severed heads with blood
dripping. Her tawny hair in upward strands looks
like a flame of fire. Each of her faces has three
eyes, and from each mouth fangs fork out.

PADMA-TARA
One of the eight Taras (see TARA) of the

" Mahayana pantheon distinguished by the lotus

which she holds in her hand (other Taras being
Dhupa-tara,Vadyatara, Pushpa-tara, Pradipa-
tara, Prasanna-tara, Raja$ritara, and
Shadbhuja-tara).

PADMA-NARTTESVARA

A form of the celebrated Mahayana god
Avalokiteévara  (Aryavalokitesvara-bhattaraka),
he has several variant iconographical details.
He has one face, red in colour, and has the
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dhyani-buddha Amitabha on his head which is
adorned with matted hair done up like a crown.
He wears numerous ornaments and is accom-
panied by goddesses.

There are three principal variant forms, men-
_tioned in the Sadhana-mala texts (cf. Benoytosh
Bhattacharya: op.cit., pp 133-136). One of them
shows him as only two-armed carrying a red
lotus in his left hand, with the gesture of warning
(suci-mudra) in his right hand. He is represented
as assuming a dance-stance while seated upon
an animal (‘narttanabhinayena..  sattva-
paryanka- nishannam’). On his left is his spouse
Pandara-vasini, whom he is embracing with his
left arm (adlishtam).

The second form is three-eyed and eight-
armed. He is shown as dancing (tandava) in the
ardha-paryanka posture, two of his hands as-
suming dance-poses, vajra, rosary and water-
pot, while the remaining hand assumes the ges-
ture of warning (suchi-mudra). A serpent serves
as his sacrificial chord (sarpa-yajfiopavita). He
is surrounded by eight female consorts (ashta-
devi-parivrtam).

The third form has eighteen arms, and is
shown standing in the ardha-paryanka posture.
All the hands carry vidva-padma (two lotuses
joined at their bases). On his right are Tara and
Sudhana. while on his left are Bhrkuti and

Hayagriva. Tara and Bhrkutl are his female con-
sorts, and Sudhana and Hayagriva are his at-
tendant deities (‘parivara-devata’). He is sur-
rounded by a host of yoginls (yogini
-vrnda-parivrtam).

PADMA-NABHA

A form of Vishnu in the reclining posture
(sayana), with a lotus (padma) springing out his
navel (nabhi), and Brahma the creator seated
upon the lotus. (see VISHNU). He is shown as
lying down upon the coils of the snake Sesha
(hence Sesha-sayana), which is also called
Ananta (hence Ananta-$ayana or Ananta-pad-
manabha).

Vishnu is the only major deity who is repre-
sented in all the four postures: standing
(sthanaka), sitting (nishanna), recumbent
(Sayana) and moving about (yanaka). However,
the recumbent icons are rare, the celebrated
specimens being the one at Srirangam (Rariga-
natha) and at Trivandrum (Ananta-padmanab- -
ha).

The story narrated in Devi-purana (skandha
1) makes Maha-vishnu lie on a banyan leaf that
was afioat on the primaeval waters when noth-

PADMA-NABHA
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ing phenomenal had yet taken shape. He sym-
bolized sattva- guna, and from his navel sprang
up a lotus flower, on which Brahma, symbolizing
rajo-guna appeared. Brahma performed severe
austerities before Maha-vishnu, whereupon
Maha-vishnu bestowed upon Brahma the ability
to create all things. And from the middle of
Brahma's eyebrows Rudra, symbolizing tamo-
guna, flashed forth. Thus Brahma became the
creator, Vishnu the preserver and Rudra the
destroyer of the universe in every cycle of exist-
ence. Brahma first created with his mind the
great sages and then the lords of creation
(prajapatis), who brought into being all the
worlds and all the beings in them.

When Maha-vishnu lay on the banyan leaf
that was floating on the primaeval waters, he
was called Bala-mukunda. But, when he is im-
mersed in yoga-nidra pericdically at the end of
an aeon, he settles down on the snake Ananta,
which signifies the principle of Time. Then he is
known as Ananta-$ayana or Padma-nabha.

The recumbent image of Vishnu has four
major varieties: ‘yoga’, ‘bhoga’ vira; and
‘abhicharika’. In the yoga variety the God has
two arms, one of them held near the head. The
upper part of the body is slightly raised, and of
the legs that are stretched out, one is slightly
bent with the knee showing prominently. The
god is surrounded by sages (Bhrgu and Markan-
deya), demons (Madhu and Kaitabha near the
feet), the weapons personified (ayudha-puru-
shas) and attendants (Garuda and Vishvak-
sena). Brahma is shown on a lotus which
emanates from Vishnu's navel. When the entire
assembly is shown, it is the superior (uttama)
category; when only the sages and demons are
shown it is the midling (madhyama) category.
And when even they are absent, it is the inferior
(adhama) category.

The Bhoga-$ayana type is distinguished by
the presence of Lakshmi near the head of the
recumbent figure and of Bhu-devi near the feet.
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In addition to the images of sages and demons,
ayudha- purushas and Garuda, are shown the
celestial nymphs ,Turburu, Narada, Ganapati,
Chandra, the Aévins and the dik-palakas as sur-
rounding Vishnu from whose navel the lotus car-
rying Brahma has sprung forth. If this answers
to the ‘superior’ category, the ‘midling'category
omits Tumburu, Narada and the dikpalakas. If
the celestial nymphs and sages are all of them
absent, then it is the ‘inferior’ category.

The Vira-$ayana types has a much larger as-
sembly surrounding the recumbent Vishnu;
Lakshmi as well as Bhu-devi are seated near
the feet in this type; the demons Madhu and
Kaitabha are shown surrendering themselves to
the god; and the five weapons personified
(ayudha-purushas) are also represented. In the
assembly the eleven Rudras, the twelve adityas,
celestial nymphs and Kinnaras, the sages
Sanaka and Sanandana besides the seven well-
known sages (saptarshi), and Brahma are in-
cluded in the ‘superior’ category. The omission
of Rudras, adityas, the seven sages and the
celestial nymphs would answer to the descrip-
tion of the ‘midling’ category; and the further
omission of the kinnaras and the other sages
would indicate the ‘inferior’ category. ’

If in all the above types, the god is shown as
only reclining, his head being held up, in the ab-
hicharika types he is lying flat as if in deep
sleep. If the serpent on which he is recumbent
has five or seven hoods in the other types, the
abhicharika type has a serpent with but two
“hoods in the ‘superior’ category and with only
one hood in the ‘midling’ variety; and in the
‘inferior’ category there is no serpent at all, the
god lying flat on the ground. There is no as-
sembly surrounding the god in the abhicharika
type; Vishnu is all alone and asleep.

According to Hayas$irsha-samhita (11,10-12),
the god must be shown as lying down on his left
side (‘vama-parévena $ayitam’). The description
of the primaeval waters on which Vishnu
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reclines on the Ananta-couch (ananta-sayana)
as given in the Paficha-ratra texts involves the
milky-ocean ('kshira-sagara-$ayinam’, Parama-
samhita, 1,156). The colour of the god Is
uniformly given as blue-black (Syamala), and
the colour of his garment as yellow (except In
the abhicharika type, where the colour is black).
Tévara-samhita (24, 259) prescribes that
Lakshmi must be shown pressing the sleeping
god's legs while Priti fans him and Vidya sings
for him (‘vijyamanam hi vai pritya, giyamanam hi
vidyaya'). He is usually prescribed to be made
as having four hands, carrying in them (or
shown separately) the usual weapons: conch,
discus, mace and lotus.

Vishnu-dharmottara (3rd khanda, chap.81)
prescribes that the image of Padmanabha must
be visualized as recumbent upon Sesha the ser-
pent with hoods the jewels on which dazzle the
eyes of the beholder (‘phana-punja-maharatno-
durnirkshya-$irodharah’), in the midst of an
ocean (jalamadhya-gatah). He must be shown
as asleep (supta). He has four-arms, one of
which is stretched till the knees, and two others
held near the navel; the fourth hand must be
under the head serving as a pillow ($irodhara).
One of his legs is placed on the laps of Lakshmi
(‘lakshmutsanga- gatah’), and the other leg rest-
ing on the body of the snake (‘$esha-bhoganka,
samsthitah’). On the lotus that springs from his
navel must be shown the creator (pitamaha);
and holding the lotus-stalk must be the two
demons Madhu and Kaitabha. In the vicinity of
the serpent-couch must be represented the
weapons of the god in human form (‘nr-rupa-
dharini...astrani samipe’).

PADMA-NIDHI

Padma Is the name of one of the nine
‘treasures’ (nidhi) of Kubera. The huge number
‘ten arbudas' (1,00,00,00,000) is known as
‘padma’, an ‘arbuda’ being ten ‘kotis’ (crores).

An account given in Mahabharata (sabha-
parva, 10-39) makes Brahma present Kubera
(see KUBERA) with two treasures personified:
Sarhkha-nidhi and Padma-nidhi. The two are
found represented near the doors of many
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temples, including the Jaina shrines. They are
iconographically similar to the yakshas, two-
armed and big- bellied, sitting comfortably with
one of the hands carrying conch (Sahkha-nidhi) .
or lotus (Padma-nidhi). o

They are deities to be installed in the third
enclosure of Vishnu temples, Sarhkha-nidhi, on
the right side of the door and Padma- nidhl on
the left side. Padma-nidhi's body is red-hued
(raktabha) and his garments are of the colour of
hibiscus (japambara-dhara). He holds in both
hands lotuses; and his crest is lotus and he sits
upon 4 lotus (padma-dhvaja-vahana). The name
of his consort is given as Visuddha, and he is
described as ‘bhuta-nayaka’. (cf. Vimanar-
chana-kalpa, patala 19). ‘(see SAMKHA-NIDHI).
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PADMA-PANI

‘The bodhisattva with lotus in the hand' is the

most frequently worshipped god of Mahayana
Buddhism, and most popularly represented in
paintings and sculptures from the early cen-
turies of the Christian era. He is more widely
known as Avalokitesvara (see AVALOKITES-
VARA), by which name he is adored in Tibet,
China, Mongolia and Nepal. He is said to
preside over the dharma during this present
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Padma-Pani
(from Nepal bronze)

Vishnu as Padma-Pani
(Tali temple calent)
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Padma-Pani
(Nepalesebronze)

period (extending from the death of Gautama-
Buddha to the appearance of the future Buddha,
Maitreya). And during this period, he assumes
the form of all the gods that people worship. The
text Karanda-vyuha is devoted to an account of
his career and glory.

Padmapani is so called not only because he
holds a red lotus in one of his two hands. but
also because he embodies in himself the red-
coloured ‘lotus’ family of bodhisattvas (padma-
kula), which is affiliated to the dhyani-buddha
Amitabha, who abides in the paradise known as
Sukhavati. The devotees of Padma-pani seek to
achieve this paradise (see AMITABHA also).
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PADMA-PANI

PADMA-PESI

One of the energy-deities ($akt) that
emanated from the body of Parvati (see PAR-
VATI), she is regarded as a yogini and a
matrka. Her name is found in Skanda-purana
(Ka&i-khanda; 72).

PADMA-PRABHA

The sixth tithankara of the Jaina pantheon
(see TIRTHANKARA), Padma-prabha was born
in Kausambi under the constellation chitra
(kanya-radi) as the son of the ruler Dharana
(Susima) and his wife Sushma (Susima). He is
distinguished by the red lotus emblem (raktabja
‘lanchhana) and by his body-colour which is red
(rakta- varna, which trait he shares with another
tithankara, Vasupujya). He attained the highest
state under the tree chhatrabha. King
Yamadyuti attends on him fanning him
(chamara- dhari). Vajrachamara who is his prin-
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PADMA-PANI

cipal disciple’(gapadhara) is represented by his
side. Kusuma is his yaksha and Mano-vega
(Syama in the Svetambara reckoning) is his
yakshini.

PADMA-VASINI

She is one of the attendant-divinities of the
Mahayana deity Padma-narttesvara (see
PADMA-NARTTESVARA), represented in the
mandala pertaining to this deity, who sits upon a
lotus with eight petals. Padma-vasini is sta-
tioned in the petal that faces north-east. Her
body-colour is yellow, and she holds in her hand
a red lotus (cf. Sadhana-mala).

PADMA-SAMBHAVA

The patron-saint of the Vajrayana division of
Buddhism, adored as a guru and as a god in
Tibet. An Indian Pandita from Nalanda univer-
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Some Forms of Padma Sambhava
(From Tibetan Xylographs)

sity, he arrived in Tibet in 747 A.D. at the invita-
tion of the Tibetan monarch Khri-Srong-lden-
btsan (705-755 A.D). Known in Tibetan as
Pema-Jungne (Pad-ma-hbyung-gnas), he be-
came an immediate success with the masses,
and was deified and worshipped even when he
lived. He continues to be adored to this day by
all Tibetans whereever they are, and his iconic
representations are in every Tibetan shrine and
household. Icons of his are made in clay or cast
in metal; they are also painted on ‘tangkas’. His
birthday is celebrated on the tenth day of the
fifth Tibetan month, as the "Guru’s day"; some-
times the birthday is made to coincide with the
fifteenth day (because of the association with
the full-mon).

Padma-sambhava, the Guru-Rinpoche (Lo-
pon), is said to have been a native of Udyana
(northwest of Kashmir) on the Svat river; and
he visited Nepal, where he became acquainted
with another great pandita who made a powerful
impact on Tibet, $anta-rakshita. He became
proficient in the Mahayana mystic lore and in
the tantra ideology and practice. He was ap-
pointed professor of tantra in Nalanda, and he
continued in this position until he went to Tibet.
He was instrumental in the founding of the
famous Tibetan monastery b-Sam-yas (763-
767). Dipankara-§ri-jiana wrote that "even in
India there did not exist a doctrine such as ex-
isted in Tibet in those days (when Pad-
masambhava lived there and worked)”. He car-
ried out numerous reforms in the native religious
practices, and reconciled the Mahayana faith
with the Bon practices which were popular.

He is worshipped in Tibet with the mantra
"Om Vajra-guru-padma- siddhi-hum'. The four
caves that he lived in when he was in Sikkim
are now places of pilgrimage for the Tibetan
lamas. He is also associated with the Madhava
temple (maha-muni shrine) in the Hajo hills of
Assam (Kamarupa). His hermitage at Halasi in
Nepal on the banks of the river Dudh-kusi, and
the rock-cut cave where he lived for sometime
(Kyil-Kor-ta-dub) near Gyangtse are also visited
by the pious Tibetans. He had twenty-five dis-
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PADMASAMBHAVA

ciples each of whom was a siddha and started a
lineage.
L3

Padma-sambhava is described in legends as
a magician and wonder- worker; he is said to
have tamed many demons thus preparing the
land and the people for the reception of the Bud-
dhist ideas and ideals. His exploits and
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achievements are recounted in ballads and
plays. He is visualized in two forms: pacific or
mild (Zi- wa,'$iva’) and ‘Indignant’ (To-wo, Kro-o
‘Krodha’, ‘rudra’). The latter has a sub-variety
‘fiercest’ (Drags-po, ‘bhairava’). Mis iconic repre-
sentations occur in all the three forms; the latter
two forms are tantrik, while the first one is as a
bodhisattva.

Tibetans are acquainted with eight of his
‘worshipful forms’ (guru-tshan-gye), each of
which is a physical manifestation of his spiritual
and occult powers:

(1) Guru-Padma-byung-gnas (pronounéed
Padma Jung-ne). He is shown in this form as
born out of a lotus for the happiness of the three
worlds; but he is pictured as being bormn in a
land abounding in flesh-devouring demons.

(2) Guru Padma-sambhava, as the saviour of
the religious doctrine. He is shown here as a
preacher in the Sahor country. :

(3) Guru-padma-rGyelpo as the prince of the
three collections of the texts (tri-pitaka). The
tangkas depicting this form recount his
residence for five years in the God-peak
cemetary in Uddiyana (Urgyan) where he was
instructed by a dakini (see DAKINTI) of the Vajra-
yogini order.

(4) Guru-Dorje-de-lo (pronounced Grod4od),
as the ‘diamond comforter of all beings', dwell-
ing among the heretic ascetics (tirthika).

(5) Guru Nyi-ma-od-zer (‘ray of sun’), as the
enlightening sun, dispelling all darkness, and as
residing in Khotana.

(6) Guru-Sakya-senge ($akya-simha) ‘the
lion of the Sakya clan’, as the second Gautama-
Buddha, doing the work of eight sages in one
birth. He is regarded in this form as dwelling in
Bodh-gaya (Bihar). where he not only obtained
enlightenment but power over the three realms
of phenomenal existence. it was here that he
taught the doctrine to the aspirants.
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(7) Guru- Seng-ge-sgra-sgrogs (pronounced
senge-da-dok) (‘the roaring lion’), as the one
who propagated dharma in a roaring lion's voice
in all the six worlds. This form is located in
Nepal.

(8) Guru-blo-ldan-mchog-sred (pronounced
Lo-ten-chog-se) as the master who bestowed
the liberating wisdom to all creatures in the
world. The form visualized him as teaching
dharma to dakinis like Gauri-ma in Kashmir.

The prevalent idea in all these forms is that
he was one of the manifestations of the $akya
sage, Gautama Buddha, and that he contains
within himself the Buddha (lama), the dharma
(yidam) and the sangha (khadoma), the three
jewels of Buddhism. Padma- sambhava is
depicted in all three aspects: as Guru Padma-
sambhava in the first, as Guru Trak-po in the
second, and as the tantrik consort of Seng-ye
dong-ma (Simha-mukha-dakini) in the third
aspect. These three are said to be the tantrik
manifestations of Padma-sambhava while the
eight forms mentioned above are his physical
manifestations.

Guru Padma-sambhava is usually depicted
with the typical Nalanda- cap (Pandita's cap) on
his head, seated in the bound lotus-posture, and
showing the gesture of preaching with his right
hand, while his left holds a skull-cup. Some
forms show him as holding khatvanga (see
KHATV ANGA) and seated upon deer-skin (Nyi-
ma ‘od- zer), or as seated in the relaxed posture
of a prince (maharaja- Ila) wearing royal robes
but holding a begging bowl, skull-cup and
damaru, or in the yuganaddha (yab-yum) pos-
ture, embracing a consort. He sits cross-legged,
immersed in meditational bliss, on a lotus
throne, wearing monastic robes in the pacific
forms. He is wrathful and assumes several
violent attitudes in the other forms; and he
wears garlands of skulls and is surrounded by
flames.

It is said that Padma-sambhava created
numerous incarnations of himself to combat with
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the evil spirits and to comfort the pious. Some of
these incarnations settled in the mandalas,
while some flew into the sky. The mandala
(magic circle) rDo-rie Phur- ba(Vajra-kila) which
he drew on the ground evolved in due course as
the celebrated b-Sam-yes monastery (near
Lhasa in Tibet), built between 763 and 767 A.D,
(according to Blue Annals) which was again one
of his physical manifestations.

He is also regarded as a powerful manifesta-
tion of the bodhi- sattva Avalokitedvara (see
AVALOKITESVARA), as the essence of the
good god Samanta-bhadra (see SAMANTA-
BHADRA), and as affiliated to the dhyani-bud-
dha Vairochana (see VAIROCHANA). The usual
representation of the ‘supreme buddha-body'in
Tibet has Samanta- bhadra in the centre,
Avalokitesvara to his right and Padma- Sam-
bava to his left. Sometimes Padma-sambhava is
shown in the centre and Avalokitesvara and
Amitabha on his sides. Padma-sambhava is
also shown with the God Haya-griva (see
HAYAGR IVA), the fierce defender of religion
and in the company of five dakinis (see
DAKINI), who communicate mystic doctrines to
the practitioners. While associated with
Mahakala (Nag-po chen-po), he is flanked by
Senge-gdong-ma  (Simha-mukha-dakini) and
Pho-rog-gdong-ma (Kaka-mukha-dakini); such
images are kept in tha Defender's Room (srung-
khang) of the monasteries.

PADMA

"One who rests upon a lotus" is a common
name by which many goddesses are identified,
among whom Manasa, Lakshmi and Yogini are
prominent.

The $akta worship involves a mandala with
six chakras where abide ten mother-goddesses
(loka-matarah); Padma is one among them
(others being Gauri, Sachii Medha, Savitri,
Vijaya, Jaya, Deva- sena, Svadha and Svaha).

In Srividyarnava-tantra, Padma is men-
tioned as a door-guardian goddess, four-armed,
seated upon a lotus and carrying in two of the
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hands lotuses, the other hands assuming the
gestures of protection and boon-bestowal
($vasa 5, P.83).

PADMAVATI

Name of Lakshmi, seated in a lotus posture
as she emerged from the milky ocean when it
was churned by gods and demons for the sake
of ambrosia. More frequently, however, Pad-
mavati is a popular goddes of the Jaina pan-
theon.

She is the Yakshini (or $asana-devata) of the
twenty-third tithankara Parsvanatha (see TIR-
THANKARA), the corresponding Yaksha being
Dharanendra (see DHARANENDRA). Pad-
mavati is frequently worshipped by the Jainas,
and prayers for her are numerous. There is also
a Padmavati-kalpa, giving an account of the
iconographical details and also the worship-
rituals pertaining to her. There are. many
varieties of the Padmavati image described in
books.

According to Aparajita-pari-prcchha (221,37)
she is of red complexion, seated in a lotus pos-

Padmavati
(Jain Yakshini)
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Padmavati
(From South India)

ture upon a cock (‘padmasana kukkutastha')
and four-armed, carrying in two of her hands
lotuses and in the other two hands noose and
goad. Hemachandra describes her vehicle as
‘cock-serpent’ (kukkutoraga); he gives her
colour as golden (svama-varna), and he
prescribes that her right hands must carry lotus
and noose and that her left hands fruit (phala,
unspecified) and goad. And Rupa-mandana
(6,21) specifies the fruit as pomegranate
(bijapura). Bhairava-padmavati-kalpa describes
her as seated upon a lotus and as having three
eyes. she carries in her four hands noose, fruit.
goad and the gesture of boon-bestowal The
Digambara accounts prescribe that her right
hands must carry the gesture of boon-bestowal
and lotus, while her left hands carry goad and
rosary.

a3



There are also images of Padmavati with six
hands carrying In them noose, sword, short
spear (kunta), crescent-moon (balendu), mace
and pestle (musala); with eight hands, carrying
lotuses In addition to the above; and with twen-
ty-four hands (chatur-viréati-sadbhuja). In the
last variety (described in texts like Jayamala
and Padmavati-dandaka) she sits upon the
‘cock-serpent’ and carries in her hands conch,
sword, discus, crescent-moon, blue lotus (ut-
pala), red lotus (padma), bow ($arasana), spear
known as <akti, noose, goad, bell, arrow,
ploughshare (or pestte, musala), shield, trident,
axe, short spear (kunta), vajra, garland, (mala),
fruit (phala), mace, leaf (patra), sprouts (pallava)
and gesture of boon-bestowal.

Sometimes, Padmavati is identified by a
canopy of hooded serpent upon her crown
(sarpa-phana). Her corresponding yaksha is in
Rupa-mandana given as Paréva, elephant-
headed, seated upon a tortoise and four-armed
carrying serpents in the upper arms, and fruit
and mangoose (nakula) in the normal hands.
Padmavati cuit is closely associated with magi-
.cal cures for snake-bite.

Padmavati is also a name of Manasa-devi
(see MANASA)

PADMASANA

A posture of sitting with both legs crossed to
resembile a full-blown Iotus flower. Ahirbudhnya-
samhita (chap. 30) describes the posture as that
in which each of the feet rests without strain
upon the opposite thigh with the sole turned up
(‘urvopari sarnsthapya ubhe pada-tale sukham;
padmasanam idam proktam’). In Hatha-yoga-
pradipika (1,44), it is given slightly differently:
the arms are crossed behind the back and the
hands hold the thumbs of the crossed feet, and
the chin is pressed against the chest while the
eyes gaze at the tip of the nose.

PADMASYA

A tantrik deity with a human form but having
a lotus for her face; one of the yoginis, men-
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tioned in Skanda-purana (Kaéi- khanda, ch. 72),
as having emerged from the body of Parvatl.

PADMOSHNISHA

One of the eight Ushnisha deities of the
Mahayana pantheon, two- armed, well-bedeck-
ed with ornaments, wearing a crown and riding
on human beings. They are located in the eight
directions as guardians. Padmoshnisha is lo-
cated in the western quarters, red-complexioned
and seated in a meditative posture (‘dhyana-
mudrayanvitah'). (see USHNISHA).

PADMINI

Name of Lakshmi, carrying a lotus in her
hand. Padmini is also the name of one of the
four types of women (other types being
sarnkhini, chitrini, and hastini): She is distin-
guished by eyes like lotus, small nostrils, tight
breasts, slim figure, soft speech, and interest in
music.

PANASA

Jack-fruit, held in the hand of Gapapati in
some of his forms (see GANAPATI), like
Taruna-ganapati and Bhakta-ganapati.

PANNAGA-DEVI

Also called Kandarpa, she is a Vidya-devi
and a snake goddess, identified with Manasa
(see MANASA). Aiso the Jaina yakshini,
Manasi, of the fifteenth tirthankara, Dharma-
natha (see TIRTHANKARA). Classed among
the sixteen vidya-devis, she is white-com-

_plexioned and four-armed, carrying vajra in two

of the hands, and a garand in one hand, the
other hand showing the gesture of boon-be-
stowal; she rides on a swan. As a Yakshini, her
body- colour is that of coral (pravala-nibha), and
she is six-armed, carrying in her hands red lotus
(ambuja), bow, goad, arrow, biue lotus (utpala)
and gesture of boon-bestowal (Pratishtha-sarod-
dhara). According to Hemachandra, however,
she is fair-complexioned (gaurangi) and four-
armed carrying in her right hands biue lotus and
goad, and in her left hands red-lotus (padma)
and gesture of protection; she rides upon a fish
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(matsya-vahana). Pratishtha- sara-sangraha, a
Digarnbara work, prescribes that she must be
represented. as mounted upon a tiger (vyaghra-
vahanarugha) and describes that she is inter-
ested in fine arts (Silpa-dharmanuragini). Nir-
vana-kallka makes her ride a horse
(aéva-vahana) (see also KANDARPA and
MANASI).

PARABHRT A

One of the Jaina Yakshinis mentioned in
Pratishtha-tilaka (ch. 7). Her iconographical
details are uncertain.

PARAMANU

The minutest or lowest abstract unit in
iconometry: meaning the ultimate atomic unit, it
is a very subtle particle of dust (mote) that can
hardly be seen, in a ray of sunlight that is pass-
ing through a lattice. A speck of dust, known as

‘rajas’ or ‘trasa- renu’, is imagined to be com-

posed of eight of these paramanu (cf. Brhatsam-
hitd 57.1) (see TALAMANA)

PARAMASVA

A form of the Buddhist god Hayagriva (see
HAYAGR IVA). This is an unusual icon, with four
(or seven) heads, eight arms and four legs
(chatus-caranam, hence called ‘the Great
Horse’). The face that is seen first combines the
sentiments of anger and love (krodha-smgara)
and is three-eyed. The face to the right is shown
as indignant and violent (raudra), while the face
to the left is called the ‘Brahma-face’ (suggest-
ing four faces in one, so that the total number of
faces Is seven).The fourth face is located on top
of the other three (murdhni), and is that of a
horse, green in colour and its lower jaw protrud-
ing in a fine gesture (lalitoddhulitoshtham).

His hands carry vidva-vajra (crossed vajras)
in tripataka posture, vi¢va-padma (two lotuses
joined at the base) in the khetaka-mudra, ges-
ture of an order to get up (tripatakakarena
uttishthabhinaya), weapon called sakti, sword
and arrow, cudgel and bow. The god stands in
the pratyalidha posture, with one of his two legs
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on the right side upon Sachi (Indrani, wife of
Indra) and Lakshml ($r, wife of Madhukara) the
other being placed upon Rati (wife of Jayakara)
and Priti (wife of Vasanta); and with one of his
two legs on the ieft side upon Indra and Mad-
hukara, the other being placed upon Jayakara
and Vasanta. The gods whom Paramasva is
nding upon are deities of classical Hindulsm;
they are described as his ‘vahana’.

PARAMESVARA
‘The supreme lord’, referring usualiy to Siva.

PARAMESVARI

‘The supreme goddess’, the term refers
usually to Parvati (see PARVATI) especially in
her form Lalita - (see LALITA, hence Lalita-
parameévari) as abiding in her home, the
Srichakra (see SRI-CHAKRA), after accomplish-
ing the welfare of the gods (‘deva- karyam
susampadyatha jagama $ri-puram punah’ the .
deva-karya was the kiling of the demons like -
Bhandasura) (cf. Skanda-purana, Kaumarika-
khanda, chap. 24; Tripura-rahasya, chap. 35,
and Brahmanda-purana, Agastya-Hayagriva-
samvada).

PARAMESHTHI

‘The god who abides in the highest reaim,
beyond and above the transmigrational world,
the expression refers to Brahma, the self-bom
who was the creator, to a class of gurus
(‘parameshthi-guru’ before ‘parama-guru’ in the
guru-lineage), and to the adorable deities in the
Jaina pantheon (see PANCHA-PARAMESH-
THI).

PARA-VASUDEVA

In the Pancharatra ideology, Para-vasudeva
is the term for the transcendental Godhead
(Brahman, Narayana or Vishnu), abiding in the
highest realm known as Parama-pada. Vaikun-
tha or paramam- vyoma, which is all bliss, as
the divinely auspicious and charming person
(divya-mangala-vigraha) with four arms and
resting on Sesha (Ananta); he is ever served by
Garuda, Ananta, Vishvaksena and other nitya-
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PARA-VASUDEVA

suris; the emancipated souls (muktas) also see energy ($akti), strength (bala), valour (virya) and
him in this state. He is complete with all the six lustre (tejas). He is also associated intimately
ideal attributes in their entirety (shadguna-pari- with Lakshmi (Sri), and at his instance (viz. by
purna): wisdom (jhana), sovereignty (aiévarya), the power of his will, icchha-$akti), Lakshmi dif-
36
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PARAVASUDEVA

ferentiates herself into the power of action
(kriya-$akti) and the power of becoming (bhuti-
dakti). Because of these three powers, the
emanations proceed (vyuha): Vyuha-vasudeva
as the purusha, Vyuha-samkarshana as the

prakrti; Pradyumna as the manas (cosmic mind)

and Aniruddha as ahamkara (cosmic self-con-
ciousness). These are various manifestations of
the six divine attributes mentioned above. The
one Vasudeva is conceived in five-fold aspects
in the vyuha- doctrine: the highest (para),
emanatory forms (vyuha), incarnations - (vib-
hava), inner-controller among individual beings
(antaryami) and iconic manifestation (archa).
(see VYUHA for details).

Para-vasudeva is so called because he is the
all-pervasive divinity (sarvatra vasatiti vasuh,
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vasué chasau devas cha) which is transcenden-
tal (para). He is the primal source of all other
divine forms and manifestations (‘murtinam
bijam avyayam’, Vihagendra-samhita); and the
transcendental form is for the experience and
enjoyment of all the gods and the emancipated
souls. This is the aspect of Vishnu's body, as
Godhead which is primordial and etemal
(‘rupam adyam sanatanam, vishnu-dehahvayam
mahah’, Padma-tantra).

According to Vihagendra-samhita, he is in
this aspect visualized as pure and resplendent
('mahah parama-bhasvaram'), like a clear crys-
tal; he is two-armed and is clothed in garments
golden yellow in colour. He is complete and per-
vasive , free from all tendencies positive or
negative. He has two phases: 'nityodita’ (his
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natural and luminous expression) and
‘4antodita’ (when vyuha- emanations take
place). He is four-armed and carries in the
hands lotus (symbolizing creation) discus
(protection), conch (salvation) and mace
(destruction).His characteristic marks and
weapons symbolize several fundamental details
of creation: Kaustubha (or the jewel on the
chest) signifies the atman, whereas Sri-vatsa
(the mark indicating the presence of Lakshmi)
suggests prakrti. Among his weapons, mace
stands for the principle of primordial conscious-
ness (mahat), conch for self-conseiousness with
sattva as the dominant guna (sattvikahamkara),
bow for the same principle with tamas as the
dominant guna (tamasaharmkara), sword for
knowledge (jnana), the scabbard for ignorance
(ajnana), discus for mind (manas) and the ar-
rows for the sense-organs (indriyas).

According to Ahirbudhnya-sarmhita (9, 31)
the para-aspect of Vasudeva is always con-
joined with Lakshmi (‘devya Lakshmya
samasinam’). Texts like Parame$vara-samhita,
however, mention Bhu also as associated with
Para-vasudeva (‘Lakshmi-Pushtyos svarupe
eha nitye bhagavati saha’). And some texts like
Vihagendra- samhita, add Nila to the pair, and
explain that Lakshmi or Sri signifies the power
of will (icchha-éakti), Bhu the power of action
(kriya-$akti) and Nila as the direct power behind
all emanation (sakshat-$akti). Para-vasudeva as
associated with his ‘consorts’ possesses eight
powers: celebrity (kirti), prosperity (Sri), victory
(vijaya), confidence ($raddha), memory (smirti),
intelligence (medha), fortitude (dhrti) and for-
giveness (kshama) (cf. Padma-tantra and Vish-
nu-tilaka).

Para-vasudeva is regarded as identical with
the iconic form of Vishnu known as Adi-murti.
Vishnu is here visualized as seated in a relaxed
posture on the coils of the serpent Adi-§esha
(Ananta) who symbolizes the primordial prin-
ciple of Time (anantotsange samasinam’). The
serpent's hoods, seven or five, are spread over
the head of Vishnu as a parasol. Vishnu is
seated with his right leg stretched out (‘dak-
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shina-padam prasarya’), while the left leg is
folded ('vamam akunchya’); his normal right
hand is placed on the coils of the serpent (‘dak-
shina-hastam anantotsange nyasya’) and his
left hand is placed upon the left knee (‘vamam
vama- janurdhve prasarya').He is four-armed,
and the two upper hands carry conch and dis-
cus. His body-colour is that of coral ('prava-
labham’) and he is bedecked with all ormaments.
On his right are sage Bhrgu and the god Brah-
ma, and on his left stand the sage Markandeya
and the god Siva (cf. Vimanarchana-kalpa,
patala 59).

The Vaikhanasa texts distinguish between
‘divine Vasudeva' (daivika-vasudeva) and
‘human Vasudeva' (manusha-vasudeva). The
former is four-armed carrying conch and discus
in the extra hands, seated upon a lion-throne,
and flanked by $ri on his right and Bhu on his
left; ali the gods attend on him. The latter is two-
armed, carrying conch and discus. and sur-
rounded by Rukmini, Bala-bhadra. Pradyumna.
Virinchi, Aniruddha and Garuda. It is probable
that the ‘divine’ form of Vasudeva answers to
the 'para’ aspect of the Pancharatra ideol-
ogy(see also VASUDEVA)
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PARASURAMA
(From the temple at Mala)

aprakrta-€arira, while in the secondary (gauna)
forms Vishnu only posseses the human soul in
its natural body (hence called ave$a) for a pur-
pose (Ahirbudhnya-sarhita, 8, 51). The latter
may be worshipped for material benefits.
Parasu- rama is classed in the latter group with
Buddha, Vyasa, Arjuna and Kubera.

_ More often, however, Parasu-rama is in-
cluded (as is done in Lakshmi-tantra 20, 43)
among the ten incarnatory forms (avatara) of
Vishnu, after Krshna and before Rama (al-
though Sri-prasna- samhita, 19, 39 counts
Parasu-rama after both Krshna and Rama).
Parasu-rama and Dada-rathi-rama (both two-
armed and human) are distinguished in the texts
by the flaming axe which the former carries and
the bow carried by the latter (‘jvalat-parasu-
dhrg- Ramo Rama$ chanyo dhanur-dharah’).
Sometimes, another Rama (viz. Bala-rama,
step-brother of Krshna), who is Ananta, is
counted after Parasu-rama (as in Padma-tantra
1,2, 32) among the incarnatory forms. But, ac-
cording to legends, all three Ramas were con-
temporaries. And even epics relate the en-
counter between Para$u-rama and
Dasarathi-rama, in which the former was wor-
sened by the latter.

The purpose of Parasu-rama's appearance
Is given as the vanquishing of the might of the
ruling princes who had ignored Dharma and
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who had been tormenting the good folk. Para$u-
rama is credited with having toured the country
eighteen (or twenty-one) times and subjugated
all the princes of the land. He was born a brah-
min, but he became a warrior (a Kshatriya him-
self to attack the kshatriyas) (‘brahmanah
kshatriyacharo ramobhut krura-karma-vit'). The
legends relate that even when he was bom an
axe was in his hand, and that it never left him,
for the purpose of his birth was to reduce the
weight of the earth by destroying the ruling prin-
ces (‘bharavataranarthaya jatah parasuna saha;
sahajah paraus tasya tam na jahati
kadachana').

The story given in several texts (Bhagavata,
Brahmanda-purana, ch. 58, Kalika-purana,
chap. 85, Padmottara-khanda, ch. 50 and
Mahabharata, 3,116) is that Parasu-rama was
the fith son of the sage Jamadagni (great-
grand-son of the sage Bhrgu, hence Para$u-
rama’'s name Bhargava-rama) and Renuka
(daughter of Prasena-jit, the prince of Vidarbha),
who had their hermitage on the banks of the
river Narmada. The four sons that were bomn
before him were Rumanvanta, Sushena, Vishva
and Vi$vavasu.According to a story that has be-
come popular, Renuka while bathing in a river
was sexually excited by seeing the amorous
play in which the gandharva chieftain
Chitraratha was engaged with his wife. When
Jamadagni discovered this lapse on the part of
his wife, he ordered his sons to kill their
mother.The four sons refused to obey; but
Parasu-rama without hesitation chopped off his
mother's head with his axe. Pleased with his
son, the sage offered him a boon; and Parasu-
rama immediately sought the revival of his dead
mother.

But this is not the story that all the texts
recount. The monarch of Mahishmati, Kartavirya
by name (see KARTAVIRYARJUNA), who
chanced to visit the hermitage of Jamadagni,
was attracted by the wish-fulfiling cow (kama-
dhenu) that the sage possessed. in his attempt
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PARASU

Written also as Parsu. the word means an
axe (kuthara) used in warfare. It is a weapon
held in the hands of several male deities like
Siva and Ganesa. For Siva, it is a distinguishing
weapon (especially the axe fixed to a small
wooden cudgel, khanda- parasu).

PARASU-R AMA

Regarded as one of the Vibhava-manifesta-
tions of Vishnu (see VISHNU, AVATARA ), he is
one among the principal vibhava-forms as-
sumed by Vishnu and one of the ten incarna-
tions (see DASAVATARA). Ahirbudhnya-sam-
hita (5, 50 ff) which enumerates thirty-nine
vibhava-forms, mentions Paradu-rama as the
thirty-fifth (Krshna being the thirty-fourth and
Dasdarathi-Rama being the thirty-sixth). The
commentarial work Tattva-traya, however, says
that the vibhava-forms are actually only thirty-
six, the other three (Kapila, Dattatreya and
Parasu-rama) mentioned in Ahirbudhnya- sam-
hita and Sattvata-sarhhita (ch.9) being only
secondary forms (svarupave$as). The distinc-

44

]

tion becomes important in as much as it is only
the principal (mukhya) forms that are worthy of
worship by those who seek emancipation
(mukti) because Vishnu appears in them with
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to take away this cow by force, the sage
Jamadagni was assassinated; and his wife
Renuka immolated herself in Jamadagni's
funeral pyre. Parasu-rama, who was a witness
to this tragedy, vowed to avenge the death of
his parents by killing not oniy the offending king
Kartavirya but all kings in the land.

This is how Parasu-rama began his career of
slaughtering the kshatriyas. This gruesome mis-
sion was arrested when Rama, the son of
Dasdaratha, defeated him in an encounter.
Parasu-rama retired to the southern regions and
spent the rest of his life performing severe
penance on the mountain Mahendra-giri. (cf.
Harivarhda, ch.40, Mahabharata, adi, sabha,
vana and $anti-parvas, Brahmanda-purana, ch.
83).

According to Vishnu-dharmottara (3, 85) and
Agni-purana (49,5). Parasu-rama is to be iconi-
cally represented as a sage with an axe in his
hand; he must wear on his head matted hair
done up as a halo (‘jata-mandala-durdarsam’),
and must be clothed in deer-skin (krshnajina-

dhara). Vaikhanasagama (pataia 59) prescribes

that he must be red-complexioned (raktabha),
wearing white garments ($veta-vastra-dhara)
and sacrificial chord. His matted hair must be
done up as a crown (jata-makuta). He must be
two-armed, carrying axe in his right hand and
showing with the other the gesture of warning
(‘'vamam udde$ya-karma’). The text allows that
Parasu-rama may also be shown with four

hands, as Vishnu (tad-rupam vishnum
chaturbhujam va').
PARA-DAKINI

‘The supreme Dakini’, the name of Chhinna-
masta, one of the violent forms of Devi (see
CHINNA-MAST A) shown in the act of chopping
off her own head with a chopper. She is one of
the ten Mahavidyas (see DASA-MAHAVIDY ),
and is worshipped by tantrik devotees. She is
called Vajra-yogini in some texts. She is also
adored as the supreme goddess (‘paratpara
bhagavati’ namna para dakini’).

A rare text ‘Dhanvantari-tantra-§iksha’
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provides some iconographic particulars of this
deity. Besides being naked and two-armed
(holding in one hand a chopper, kartrka and in
the other her own severed head). The pure and
fustrous lotus that springs forth from her navel is
regarded as the solar orb. Her form combines in
itself the three gunas, sattva, rajas and tamas.
Under her feet are trampled Kama and Rati who
are engaged in amorous embrace.

There is a yantra in the name of this god-
dess; and there are also brief manuals devoted
to her worship.

PARA-SAKTI

One of the five ‘Saktis’ that evolve from Siva,
for the sake of creation of the pure principles
(Suddha-tattvas) and for bestowing salvation
upon devotees. Siva as a principle (tattva) is to-
taily unaspected and aniconic (nishkala); but
when ready for evolving, a thousandth part of
Siva differentiates itself as Para-dakti, the
transcendental and supreme power. From a
thousandth part of this para-éakti, appears the -
Adi-éakti (primordial power). Likewise, lcchha-
$akti (the power of will), Jnana- akti (the power
of gnosis), and Kriya-gakti (the power of action)
are differentiated in order. The creation is com-
prehended by the four powers after Para-sakti;
and these are alsa called ‘aspects’ (§anti, vidya,
pratishtha and nivrtti). And Para-$akti herself is
beyond even $anti, and hence called $antyatita).

The Saivagama texts describe five sada-§iva
principles emanating from these five powers:
Sada$iva-tattva from Para-gakti, [§ana from Adi-
dakti, Brahma from Icchha-sakti, [évara from
Jhana-dakti and Téana from Kriya-dakti; and
these correspond to Siva- sadakhya, amurta-
sadakya, murta-sadakhya, kartr-sadakhya and
karma-sadakhya respectively (see for details
the author's Agama- Kosha. Vol.Il, Saivagama).

Para-$akti is more frequently the great god-

dess Parvati or Devi in one of her many forms
(see SAKTI)
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PARINKHA

One of the measures employed in
iconometry, it means the girth or periphery of
different parts of the body of the image. It Is aiso
known as Paridhl, Vistara or Vi§alata.(circum-
ference).

PARIMANA

The expression used in iconometry is taken
to mean simply measurement (as in Brhatsam-
hita, 57, 3 and 28B), measurement of width (ibid,
8 and 23) or measurement of the interspaces
(ibid. 16).

PARIMANDALA

Circular shape or comprehensive measure.
A frequent employment of the expression is in
connection with the prescription of nyagrodha-
parimandala (see NYAGRODHA-PARIMAN-
DALA).

PARIVARA-DEVATA

Each of the major divinities (especially $iva,
Vishnu and Devl) are represented as sur-
-rounded (‘paritah parivaranam’) or served by
several attendam-deities, known as ‘parivara-
devata’. They include the members of the imme-
diate legendary family of the main deity (like
consorts and children), the personal attendants,
door-guardians (dvara-pala), gaurdians of direc-
tions (dik-pala), commanders of troops (gana-
nayaka, sena-pati), and the sages and devotees
(bhakta).

Manasara (32, 1-119) provides three groups
of such attendam-deities for whom minor
shrines may be had within a temple- complex:

the first group of eight deitles (parivarashtaka) in
the eight cardinal points of the inner court; the
second group of sixteen deities (‘shodasam
parivaram’) in the second court; and the third
group of thitytwo deities (‘dva-trirhdat-
parivarakam') in the third court.

Diptagama (11,6-9) prescribes that the first
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group must be located in the first enclosure (‘an-
tarhare vi§eshatah’), the second in the middie
enclosure (‘madhya-hare’) and the third on the
walls of the outermost enclosure (‘maryada-
bhittike’). Ajitagama (kriya, 39th patala), how-
ever, would have the first group in the second
enclosure (‘prakare dvitiye parivarashta
kalpayet’). In any case, the attendant-deities
must be located alround and outside the
sanctum (‘adi-prasada-bahye tu parivarani
kalpayet’, Diptagama, op. cit.).

(1) The Agama texts name the eight atten-
dant-deities of the first group and indicate their
locations as well as the type of shrine suitabie
for each of them. In Ajitagama (kriya, 39, 7-10)
we get this account. In the eastern direction, or
in front of the sanctum (‘agre’, ‘purato’) must be
the open-hali or pavilion (mandapa) with four
doors for the Buil (Vrshalaya), who is the vehicle
as well as the principal attendant of Siva. In the
south-eastern quarter must be the shrine for
Brahma (or Durga according to Yogajagama,
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17,15, ‘simha-vahinl’, according to Diptagama,
11,15, or Agastya, according to Karanagama,
1,60, 9). in the sauthern quarter must be the
shrine for the group of seven mather- goddes-
ses(‘matr-gana’, along with Vira-bhadra accord-
ing to YogajJagama, Katyayani, according to
Karanagama). South-west is the suitable direc-
tion for the shrine for Vinayaka (viz.
Ganapati,'gana-natha’,vighna-nayaka’, and this
should face east (‘prag-dvaram prakalpayet’).In
the West, Skanda (Kumara, Sukumara) must
be installed; but Viragama (41, 3-6) and
Karanagama would have Brahma here. The

north-western direction Is the place for a shrine
for Jyeshtha (‘kaka-vahani' according to Dip-
tagama), or according to Karapagama, for the
six-headed Skanda (Shanmukha). North Is the
direction for the shrine of the form of Devi
known as Kaudid or for the Vishnu-shrine
(Kedava). In the north-eastarn quarter, Sun
(Ravi, Bhaskara) must be worshipped; but
Yogajagama would have the shrine for Chan-
desa here.

Karapagama also specifies that shrines in
the north-east and south-east must face west

Prakara
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(‘mandiram padchimananam’); those in the
south-west and north-west must face east;
shrines in the south must face north; and the
shrines in the north must face south (1,60, 20-
22).

According to Ajitagama (op.cit, 11-13) the
shrine to Brahma must be square in shape
(chaturasra), the shrine to the mother- goddes-
ses rectangular, the length being twice the
breadth; the shrine to Ganesa must be shaped
like the back of an elephant on the rear side (ap-
sidal or dvyasra-vrtta, gaja-prshtha),the shrine
to Guha or Skanda must resemble a house
(niveda), the shrines to Jyeshtha and Durga
must be ‘nagara’ (square in form from base to
the pinnacle) and the shrine to Vishnu must be
‘dravida’ (the superstructure in the six-limbed
form being octogonal, square, oblong or
hexagonal). Yogajagama (17, 15-18), while
agreeing with the above agama with regard to
the shrines to Vrsha and Ganesa, prescribes
that Durga's shrine must be svastika, the
mothers’ salakara, Jyeshtha's like a house
(grhakara), Vishnu's vishnu- kranta and Surya's
. nandyavarta. (see for details the autor’s Evolu-
tion of Mandala in Temiple Architecture and P.K.
Acharya’'s An Encyclopaedia of Hindu Architec-
ture).This text also suggests that in the alterna-
tive, all the shrines may take the form of an
open hall or pavilion (‘sarvesham parivaranam
mandapakrtir eva va'). Karanagama (1, 60, 11-
13) suggests that Brahma's shrine must be ap-
sidal (gaja-prshtha) and Skanda's oval (‘kuk-
kutandam guhasyoktam’).

(2) The group of sixteen attendant-deities
(dvir-ashta-parivara) includes the above eight
and mentions other eight minor deities.
Kamikagama (1,71, 84-88), for instance,
enumerates the following sixteen: Aditya (the
Sun), Supraja, Vahni (Agni), Kimnara, the
mothers (viz. sapta-matrkas), Vibudha, Vighna-
raja (viz. Ganapati), Sn (viz. Lakshmi), Varuna,
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Skanda, Jyeshtha, Durga, Vishnu, Chande$-
vara, Kshetraraja and Gitaja. Ajitagama_(kriya,
39, 24-25) has others in the list like , Chandra
{the moon), Indra, Narada, Agastya, Kina$a,
Sarasvati, Vyasa, Vagifa, Kubera. The repre-
sentation of these deities in the enclosures are
quite optional, and is often dispensed with.

(3) The group of thirty-two deities surround-
ing Siva (dva-triméat-parivara) is even more
abstract and is very rarely represented.
Ajitagama (op. cit. 29-31) arrives at the figure by
enumerating the eight maruts (Gagana, Spar-
sana, Vayu, Anila, Maruta, Prana, Prane$a and
Jivana), the eight pramathas (Vikrta, Vivrtasya,
Pavana, Gana-pavana, Pramatha, Matha-kari,
Maruta and Mahendraka), the eight Nagas
(Ananta, Vasuki, Taksha, Karkotaka, Gulika,
$arhkha-p5la, Padma and Maha-padma), and
the eight Vasus (Dhara, Dhruva, Soma, Apa,
Anila, Anala, Pratyusha, and Prabhasa). The
Vasus must be located in the eight cardinal
directions (ashta-digasritah), the Maruts in the
interspaces * between the Vasus (‘vasunam
antaraleshu’), the Pramathas on the left side of
the Maruts (‘marutam vama-parévagah’), and
the Nagas on the right of the Maruts (‘marutam
dakshine sthitah’).

Saiva-siddhanta-sangraha gives a different
list of Pramathas: Jvara, Kundodara, Sanku-
karna, Jihva-$ikha, Sikhi-jihva, Padaksha and
Aksha-padaka, and mentions that Preta-jihva is
the lord of the Pramathas. This text also
provides that each of these pramathas must be
represented as one-faced, two-eyed and two-
armed.

Kamikagama (1,71, 84-88) has a different list
of thity-two attendant-deities: Aditya, Udaka,
Ganga, Vahni, Naga, Agastyaka, Yama, Suéan-
ta, Bhuteda, Bharati, Sr, Jaleda, Skanda,
Durga, Jyeshtha, Manonmani, Brahma, Vishnu,
Kaéyapa, Nandi, Kshetraja, Vimala, Gajendra,
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Ananta, and the eight Vasus (or the Vidye$-
varas or the sages).

The Pancharatra texts contain elaborate ac-
counts, together with iconographic details of the
attendant-deities that should surround Vishnu in

a temple in different enclosures. Sanatkumara-

samhita (1, 38-53) classifies the presence of at-
tendant-deities into three categories: the ‘best’
(uttama) where there are twelve of them (Kapila,
Kadyapa, Daksha, Rudra, Vahni, Manu, Savitri,
Sarasvati, Bhrgu, Narada, Surya and Chandra),
the ‘midling’ (madhyama) where there are six of
them (the two Devis viz. Savitri and Sarasvati,
the two sages, viz. Bhrgu and Narada, and
Surya and Chandra), and the ‘inferior’ where
they are only four (the two sages, viz. Bhrgu
and Narada, and Surya and Chandra).

Vi$vamitra-samhita (10, 124-135)
enumerates first the twelve ‘power-deities’
(‘dvadaga-daktayah’) in the lotus on which the
icon of Vishnu rests: Sri-vatsa, Vana-mala,
Yoga-maya, Vaishnavi, Vimala, Srshti-sakti, Ut-
karshini, Jnana-dakti, Satya-dakti, [éanya,
Anukampaka and Pitamahi. And then in the first
enclosure eight ‘powers’ all of them two-armed
and carrying the spear known as $akti and the
flywhisk: Vyapti, Kanti, Trpti, Sraddha, Vidya,
Daya, Kshama and Sakti (located in the eight
cardinal directions, beginning with east and in
the clockwise order). The second enclosure
should house Varaha, Narasimha, Sridhara, and
Hayagriva in the four quarters (beginning with
east), and Parasu-rama, Dagarathi-rama,
Vamana and Vasudeva in the four intermediate
quaters. The third enclosure contains the eight
weapons (ayudhashtaka), located in the eight
directions: conch (Panchajanya), long club
(Musala), discus (Sudarsana), sword (Nan-
daka), mace (Kaumodaki), bow (Sarnga). lotus
(padma) and garland (vana-mala). The fourth
enclosure houses the ten door-guardians:
Kumuda and Kumudaksha, Pundarka and
vamana, Sanku-karna and  Sarpa-netra,
Manava and Prshni-garbha, Sumukha and
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Supratishtha. The fifth enclosure has the guar-
dians of the eight directions (Indra and others),
and Garuda facing the main icon In the
sanctum. To the right of the main icon is Sl (viz.
Lakshmi) and to the left is Bhumi. Outside the
second enclosure is stationed Vishvaksena,
who is regarded as the chief of the attendants
(see VISHVAKSENA)

Padma-samhita (Kriya, 22, 53) mentions
eight deities in the first enclosure, beginning
with. Upendra (Upendradyashtaka), all of them
two-armed and carrying conch and discus:
Upendra, Surya, Chandra, Kama, Gajanana
(Vinayaka), Shanmukha (skanda), Kubera , and
Rudra. The text also locates Kshetreda
(Kshetra-pala, here identified with Vastu-
purusha) and Brahma. And in the second
enclosure are, according to this text, the two
yakshas (treasure- guardians) Sahkha-nidhi and
Padma-nidhi, Kapila, Virabhadra, the ten door-
guardians (Kumuda and others) and the twin
A$vins. Surrounding them are the eight direc-
tion-guardians (dikpalas), the nine planetary
deities (nava-graha) and the weapons of Vish-
nu, discus and conch.

According to the Vaikhanasa reckoning, the
sanctum is immediately surrounded by the door-
guardians Manika and Sandhya, the four forms
of Vishnu: Purusha (east), Satya (south),
Achyuta (west) and Aniruddha (north) in the four
cardinal directions, and Kapila, Yajha, Narayana
and Punya in the four inter-directions. Vishvak-
sena is also located in this first enclosure, as
well as the sage Vikhanas, dri-bhita (facing the
door of the sanctum) and Tapasa. The second
enclosure has Garuda facing the sanctum, the
four forms of Vishnu: Varaha (east). Narasimha
(south), Vamana (west) and Trivikrama (north).
the eight guardians of directions (dikpalas) and
the nine planetary deities (grahas). The third
enclosure has the discus-deity (chakra) facing
the door of the sanctum, the four river-goddes-
ses Ganga (east). Yamuna (south), Narmada
(west) and Sindhu (north), Vighneda and
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Nageéa as door-guardians, Durga ,Sarasvati,
§ri, Jyeshtha, Mahakali, Sundari, Svaha, Svad-
ha, Maya, Samhladini, Raka and Sinivali. The
fourth enclosure has the conch-deity (Pancha-
janya) facing the door of the sanctum, the two
yakshas Sarnkha-nidhi and Padma-nidhi at the
door-jambs, Vishnu, Harini, Akshata, Agni,
Guha (Skanda), Mitra, Toya, Pavitra, Pavana,
Vayu, Takshaka, Siva, Gavishtha, and the four
Vedas at the four corners (vidik). The fifth
enclosure has the flag-post (dhvaja) right in front
of the sanctum, the two door-guardians Turhana
and Balida, and in the circumambulatory order
Anumati, the twelve Adityas, the years (vat-
sara), the gandharvas, the seven mother-god-
desses, the sages, the five vital currents
(pranadayah), the apsaras, Jaya and other god-
desses, the two Advins, the seven maruts, the
eight Vasus, the seven Rohinis, the Vidyad-
haras, the hundred Rudras, the eleven Rudras
and Kuhu. The sixth enclosure has Yuthadhipa
(commander of the troops) in front of the
sanctum, Nanda and Sarnga as door-guardians,
and in the circumambulatory order Narada,
Prahlada, Hale$a, Madana, the six season-
deities (shadrtavah), Vipa, Yaksha, Vyajani,
Prajapati, Kamini, Jambava, Chandrabha,
Mudgala, Sundara, Asura, the Kinnara-pair
(mithuna) and Tumburu. The outermost
enclosure has Aksha-hanta in front of the
sanctum, Sankha-chuda and Chakra- chuda as
door-guardians, and Aryama, Aditya, Savitr and
Savitri, Agni, Danda-dhara, Yama, Indra and In-
draja, Nirrti, Pasa-bhrt, Sarit-pati Rudra and
Rudraja, Javana, Dhanada (Kubera), Soma, the
Abapavatsah, Téa, and Brahma. The door-guar-
dians outside this enclosure are Chanda (to the
right) and Prachanda (to the left).

Bhargava-tantra (3, 31-48) requires that the
sun (Ravi) should be placed in the east facing
the temple (mandirabhimukha), and the moon
should be to his right. Then in the other direc-
tions Kama (south-east), Brahma (south),
Ganeda (south-west), Skanda (west), Durga

(north-west), Kubera (north) and Siva (north-
east); and Kshetra-pala is also located in the
same direction as Siva. Vishvaksena is to be
stationed in the south-eastern direction (ag-
neyyam), and the seven mother-goddesses in
the south.

Among the major attendant-deities in
Vishnu's shrine are Ananta (white-com-
plexioned, abiding in the netherworld, mounted
upon a tortoise, carrying a ploughshare, serpen-
tine in form and carrying conch and discus, (cf.
Parame$vara-sarhita, 11, 100-101), Garuda
(white-complexioned, seated upon a white lotus,
adorned with sepents, three-eyed, terrific in
aspect, cf. Vihagendra- samhita,20, 149-150;
with eight or sixteen hands, Vihagendra- sam-
hita,3, 23-27), Vishvaksena (seated with the
right leg stretched down and showing the ges-
ture of wisdom with the right normal hand and
holding a mace in the corresponding left, cf.
Parasara-samhita, 19) and Sudaréana (red-
complexioned, standing in the six-cornered
yantra, with six arms according to Purushot-
tama-sar'nhit'a',?, 40-42 or with four arms accord-
ing to Iévara- sarhhita 9,105-111); lustrous and
burning, with an angry aspect).

Kapinjala-samhita (12, 165-169) prescribes
that Chanda and Prachanda must be shown as
door-guardians, and Ganesa must occupy the
south-eastern corner while the group of mother-
goddesses the southern quarter, Ananta the
western quarter and Indra the north-eastern
corner.

Parameévara-sammhita (11, 87-88) requires
that Chanda and Prachanda must be located as
door-guardians in the half-pavilion (ardha-man-
tapa-dvare) to the right and left respectively;
they must be red-coloured, two armed, attired
like sages (muni- veshau), wearing on their
heads karanda-makuta, and carrying maces
(gada-dharau). Chanda must carry on his head
conch and Prachanda discus. In the next
enclosure Dhatr and Vidhatr are the door-guar-
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dians; they are yellow-hued, two-armed or four-
armed, wearing red-coloured garments (cf.
Paushkara-samhita, 4, 173- 174). The next
enclosure must have Jaya and Vijaya, as door-
guardians, who are dark like the atasi-flower in
complexion, wearing yellow garments, garlands
and turbans, indignant in appearance and cruel
in aspect (raudrau, chandakrti-dharau, cf. T$-
vara-samhita, 9, 49-51). The outermost
enclosure has Bhadra and Subhadra. as door-
guardians, white-complexioned like milk or jas-
mine flower, wearing blue garments and
adorned with flowers. These eight deities are
described in Parame$vara-samhita (op. cit) as
the leaders of the hosts of attendants. (‘ete
ganes$varahy ashtau’).

Devi, in her different aspects, has different
groups of attendant-deities. As Gauri the eight
attendants (ashta- pratiharini) who guard the
doors of her temple on the four sides are given
in Rupa-mandana as follows: In the eastern
direction Jaya to the left (carrying In her. four
hands in the circumambulatory order, noose,

cudgel, gesture of protection and goad) and.

Vijaya to the right (gesture of protection, goad,
noose and cudgel); in the southern direction
Ajita to the left (noose, cudgel, gesture of
protection and lotus) and Aparajita to the right
(gesture of protection, lotus, noose and cudgel);
in the western direction Vibhakta to the left (ges-
ture of protection, Vajra, goad and cudgel), and
Mangala to the right (goad, cudgel, gesture of
protection and vajra); and in the northern direc-
tion Mohini to the left (gesture of protection,
conch, lotus and cudgel) and Stambhini to the
right (lotus, cudgel, gesture of protection and
conch).

In Gauri's shrine Gauri occupies the central
position (‘madhye Gaun pratishthapya’). And to
her left must be represented Siddhi (vame
siddhih’) and to Gauri's right Sri (viz. Lakshmi).
In the comers behind her (viz. in the south-
western corner and the north-western corner;
('prstha-karna-dvaye’) must be  shown
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Bhagavati and Sarasvati. In the north-eastemn
corner Ganeda must be located, and in the
south-western corner Kumara (viz. Skanda or
Karttikeya).

In the Chandika form of the Devi, the eastern
gate is guarded by Vetala on the right side (car-
rying in the circumambulatory order, the gesture
of warning or tarjanl, khatvanga, hand-drum and
cudgel) and Karata on the left (hand-drum,
cudgel, the gesture of warning and khatvanga);
the southern gate by Pingalaksha on the right
side (gesture of protection, sword, mace and
cudgel) and Bhrkuta on the left (mace, cudgel,
gesture of warning and sword); the western gate
by Dhumraka on the right (gesture of warn-
ing,vajra, goad, cudgel) and Kukkuta on the left
(cudgel, goad, vajra and gesture of warning);
and the northern gate by Raktaksha on the right
(gesture of warning; trident, khatvanga and
cudgel) and Trilochana (also known as
Sulochana) on the left (khatvanga, cudgel, ges-
ture of warning and trident).

As Lalita (see LALITA), she is served by
Varahi who is also called Danda-nayika, as the
commander of the Devi's troops and by the
seven mother-goddesses. As Matrka, she has
ten attendants, all of them fierce in aspect and
troublesome for children and pregnant women:
vinata, Putani, Rakshasi, Aditi (or Revati), Diti,
Surabhi, Sarama, Kadru, Lohitayani and Arya.

Tara, a form of the mother-goddess, has
Lochana attending on her in the south-eastemn
direction, Pandara in the south-western direc-
tion, Mamaki in the north-western direction and
Siva-hasta in the north-eastern direction. They
are all seated in ardha- paryanka posture.

It is customary in the worship of Durga to
offer worship to the attendant-deities in the
enclosures: the nine ‘powers of the seat’ (Pitha-
sakti_ : Prabha, Maya, Jaya. Siukshma, Visud-
dha, Nandini, Suprabha, Vijaya and Sarva-sid-
dhida; Ganesa. Kumara (viz Skanda).
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Pushpa-danta and Vikartana are worshipped as
door-guardians; the seven mother-goddesses
(matrkas), the eight Bhairavas (see ASHTASH-
TA-BHAIRAVA), the nine forms of Durga
(Sailaputri, Brahma-charini, Chanda-ghanta,
Kushmanda, Skanda-mata, Katyayani, Kala-
ratn, Maha-gauri and Siddhi-datri), the guar-
dians of the eight directions (dikpala), the five
secondary forms (Ambika, Ashtakshara, Ashta-
bhuja, Nila-kantha and Jagadarbika); and the
elght weapons (ayudhashtaka, lotus, sword, ar-
rows, bow, shield, spear and the gesture of
warning, tarjani) are honoured in the nine
enclosures.

In another tradition, the first enclosure has
Brahma and Sarasvati (east), Vishnu and
Lakshmi (south-west) and Sankara and Parvati
(north-west). The second enclosure has the
Devi's vehicle Lion (simha) to her left and the
buffalo (mahisha) to her right. The third
enclosure has Nanda-ja, Rakta-danta,
$akambhari, Durga, Bhima and Bhramari. The
next enclosure has the seven mother- goddes-
ses (matrka). The fifth enclosure personifies the
twenty- four aspects of Devi (Vishnu-maya and
so on). The sixth enclosure has the sixty-four
yoginis (Jaya and so on). The outermost enclo-
sure has Ganesa (south-east), Kshetra-pala
(south-west), Vatuka (north-west) and Yogini
(north-east) as door-guardians.

The Mahisha-mardini form of Durga has
Jaya and Vijaya as door- guardians (dvara-
palika) and Ganga and Yamuna as door-decora-
tions (dvara-sri). Besides Jaya and Vijaya who

guard the door in the eastern direction, there are”

other door-guardians: Raudri and Bhishani
(south), Sulini and Prabha (west), and Apardjita
and Jayanti (north).Among Durga-parishadas
(attendant-deities) are counted the eight loka-
palas (guardians of directions), the seven
matrkas (mother-goddesses), $asta, Skanda
(viz. Karttikeya), Chandra and the great lion
(maha-simha), which is her vehicle. A female
lion regarded as a deity (Simhika) receives the
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flowers which have been wom by Durga and
taken out (nirmalya-dharini).

In the Sapta-matrka shrines there are eight
male door-guardians (Rakshoghna and Vaha-
gahana, Sumukha and Kala-danda, Atithi and
Mudita, Sakala and Sukti-karna) and eight
female door-guardians (Karali and Kamuka,
Subhaga and Dahini, Gagana and Hladini, Vis-
phulingi and Virupakshi) in the four directions:
east, south, west and north respectively. The
latter are yoginis. The four gates (in the four
directions) are also personified and deified; they
are named Pramodini (east), Abhaya (south),
$anti (west) and Subhakari (north).

In her Chamunda form, the Devi is accom-

panied by demons (bhuta), spirits (preta), flesh-
eating goblins (pi$acha), helpmates (hakini and
dakini) and the yoginis, who are all regarded as
her ‘parivara’ (retinue).
For Tripura-Sundari (Lalita or Shodasi) the Vag-
devatas: Vasini, Kamedvari, Mohini, Vimala,
Aruna, Jayini, Sarves$vari and Kaulini are atten-
dants in the immediate enclosure. Brahma,
Vishnu, Rudra, Tévara and Sadasiva as ‘pretas’
also serve her in the form of a cot (pitha-
devatas). Likewise the Nityas (Kamesvari,
Bhagamalini and others), the eight siddhis (ac-
complishments like anima, laghima and so on),
and the ten mudras (spiritual stances, Tri- khan-
da, Sarva-samkshobhini, Sarva-vidravani and
so on) and the weapons (ayudha) are per-
sonified and viewed as attendants. The eight
mother-goddesses (matrkas, with the addition of
Mahalakshmi to the Sapta-matrka group), the
sixteen yoginis (called nitya- kala, Kamakarshini
and so on) and the eight ananga-deities (Anan-
ga-kusuma, Ananga-mekhala and so on) also
attend upon the goddess in the several
enclosures (see for details SRI-CHAKRA).

In the worship of Bala, a variant of the above
(see BALA), the eight Bhairavas (see ASH-
TKSH'[A-BHAIRAVA and BHAIRAVA), the
guardians of ten directions (dasa-dikpalakas,
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see DIKPALA), the ten spirits (Hetuka, Tripuran-
taka, Vetala, Agnijihva, Kalantaka, Kapala, Eka-
pada, Bhima-rupa, Malaya and Hatake$vara)
and the eight classes of deities (Vatuka, yoginis,
Kshetra-pala, Ganapati, Vasus, Adityas, Sivas
and Bhutas) are also regarded as Devi's
parivara.

Chhinnamasta (see CHHINNA-MASTA) has
Karala, Vikarala, Ati-karala and Mahakala as
door-guardians, Eka-linga, Yogini, Dakini, Bhai-
ravi, Maha-bhairavi, Indrakshi, Asitangi and
Sambharini as her personal ‘powers’, Dakini and
varnini as her associates, and Vajra, Sakti,
Danda, Khadga, Paa, Ankuda, Gada, Tridula,
Padma and Chakra as her weapon-deities.

Dhumavati (see Dhumavati and DASA-
MAHAVIDY A) has eight attendants suited to her
nature: Kshudha (hunger), Trshna (thirst), Rati
(pleasures), Nidra (sleep), Nirrti (misery), Dur-
gati (misfortune), Rusha (anger) and Akshama
(unforgiving).

Ganapati, Vatuka, Yogini and Kshetra-pala
are door-guardians for Bagala-mukhi (see
BAGALA), who is attended by the eight dik-
palas, nine pitha-$aktis and the seven mother-
goddessess (matrka). Among the door-guar-
dians of Matangi, Durga figures instead of yogini
in the above list.

Lakshmi is surrounded by the four vyuha-
forms of Vishnu (Vasudeva, Samkarshana,
Pradyumna and Aniruddha) in the four cardinal
directions (dik), and by Damaka, Salila, Guggula
and Kuruntaka, in the four corners (vidik);
Sankha-nidhi with his consort Vasudha and
Padma-nidhi with his consort Vasumati are her
door-guardians. Other attendants, eight in num-
ber, are Balaki, Vimala, Kamala, Vana-malika,
Vibhishika, Bhalika, Sankari and Vasu-malika.
The guardians of directions also attend on her;
and sometimes the seven mother-goddesses
too.

The minor gods. who serve as attendant -
deities (parivara- devata) for the major gods and
goddesses are occasionally worshipped as in-
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dependent  divinities  (svayam-pradhana):
Karttikeya (Subrahmanya), Ganapati, Hanuman,
Chandedvara and Sasta. When they are thus
worshipped, each has his own attendant-
divinities.

Karttikeya, for instance, has Yakshendra,
Rakshasendra, Pi$achendra, Bhuta-rat,
Gandharva, Kinnara, Daitya-nayaka and
Danavadhipa as guardian-deities in the eight
directions (beginning with Yakshendra in east
and in circumambulatory order). Each of them is
either two-armed or four-armed. When two-
armed, he carries sword and shield, and when
four-armed in addition to these .weapons, the
gestures of protection and boon-bestowal are
shown. They are all dark in complexion and ter-
rific in aspect. Karttikeya also has eight body-
guards ($arira-palakas), whose names are those
of Karttikeya himself: Shanmukha, Sakti-pani,
Karttikeya, Guha, Skanda, Mayura-vahana,
Senani and Sakti-hasta. Each of them is two-
armed carrying vajra and lotus, or four-armed
holding the normal hands in the posture of sup-
plication (afjali-mudra) and carrying in the extra-.
hands vajra and lotus; one-faced or six- faced.
The body-guards are also located in the eight
directions.

The Kumara-tantra, which regards Karttikeya
as an independent God, prescribes eight (above
mentioned), twelve (the elephant, the sun,
dasta, Brahma, Yama, the mother-goddesses,
Varuna, Agastya, Durga, Narada, Vishnu and
Sumitra), sixteen (with the addition of Sukra,
Brhaspati, the moon and Bharati, and substitut-
ing Yama and Varuna with Diti and Aditi and
Vishnu with Mahalakshmi), or thirty-two (includ-
ing the eight dikpalas, Bhrigi. Daksha-prajapati,
Jyeshtha and others) as attendants.

Brahma as the main god in the shrine (which
is however infrequent) has the following atten-
dants in the eight quarters. Adi-$esha
(east).Gane$a. the mother-goddesses. Indra,
Vishnu as Jala-$ayi (recumbent on water), Par-
vati along with Rudra. the nine grahas and



Lakshmi. His door-guardians are Satya and
Sadharana, Priyodbhava and Yajfia, Vijaya and
Yajfia-bhadra, Sarva-kamika and vibhava in the
four directions (east, south, west and north
respectively).

Chandesvara, who is an attendant of Siva
(parshada) is required to be located in the north-
eastern corner of Siva's temple. But he is, al-
though infrequently, regarded as an inde-
pendent deity (svatantra) and has a shrine of his
own. Then he has attendants (parivara) in his
own right. In the eight directions, Rudra- bhakta,
Rudra-chanda, Chandama, Maha-bala, Virya,
Tanka-pani, Isa-sevaka and Rudra-kopaja at-
tend on him (beginning with east and moving in
the clockwise direction.) They are all fair-com-
plexioned but big-made (viz. with gigantic
bodies): they are four-armed, carrying in the
extra-hands stone-mason’s hammers (tankas),
the normal hands being joined in the posture of
supplication (ahjali-mudra). They are clothed in
‘elephant-hide and are frightful in aspect. They
are either seated in virasana or standing.

The many forms of Ganapati (see
GANAPATI) have different attendant-deities.
But the eight power-deities’ ($akti) are common
to all of them: Tivra, Chalini, Nanda, Bhogada,
Kama-rupini, Ugra, Tejovati, Satya and Vighna-
nasini; and they are located in the eight direc-
tions (beginning with east). Trailokya-mohana-
ganapati, has in addition the following atten-
dants in the eight directions: Vama, Jyeshtha,
Raudri, Kali, Kala-padadika, Vikarini, Bala and
Pramathini (in the same order). In front of the
god are stationed Sarva-bhuta-damini and
Manonmani as guardians. While all these atten-
dant-deities are feminine in character, four male
attendants guard him on his four sides:
Pramoda (east),- Sumukha (south), Durmukha
(west) and Vighna-na$a (north). Sometimes ten
attendants bearing different names of Ganapati
are also offered worship. Padma-nidhi on the
left and Sarhkha-nidhi on the right are also in-
cluded in the parivara of Ganapati. Ganaka-rshi,
the sage who visualized the mantra of Ganapati
is also counted among the attendants. The eight
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siddhis (anima, laghima and so on), the eight
dikpalas and the eight matrkas (including Maha-
lakshmi) are also represented as constituting
Ganapati's assembly. The rat (mushaka) or the
lion(simha) as the vehicle of the god also finds a
place in the parivara.

Hanuman who is normally an attendant of
Rama (an incarnation of Vishnu) (see
HANUMAN) is frequently worshipped as an in-
dependent deity, when the eight vanaras:
Sugriva, Angada, Nila, Jambavan, Nala,
Sushena, Dvivida and Mayanda are located in
the eight directions as his attendants. His
‘power-deities’ ($aktis) are Vimala, Utkarshini,
Jnana, Kriya, Yoga, Prahva, Satya, Isana and
Anugraha. Pavana and Ahjani are door-guar-
dians on his right and left respectively. Alter-
nately, Kumuda and Kesarin are given as his
door-guardians.

PARNA-SABARI

A folk-goddess, especially worshipped by the
forest-tribes ($abaras and pulindas), has been
incorporated into the Mahayana pantheon as an
aspect of Tara (see TARA). Her cult is popular
in Tibet, aqd was once prevalent in China. She
is worshipped mainly as an evil spirit (Pi$achi),
but capable of being favourably disposed
towards her devotees. Her worhip is intended to
ward off diseases of all sorts and all misfortune:
she is described as ‘sarva-mari-pragamani’.

In the Mahayana texts, she occurs in two
forms, one which is yellow-complexioned and
the other green-complexioned. These two forms
are said to be due to her ritualistic association
with Pita-tara and Harita-tara respectively, the
former owing allegiance to the dhyani-buddha
Akshobhya and the latter to another dhyani-bud-
dha, Amogha-siddhi. Both forms are regarded
as three-faced, each face being three-eyed, and
six-armed, carrying vajra, axe and arrow (in the
three right hands) and the noose held with the
gesture of warning (tarjani), bunch of peacock
teathers and bow (in the three left hands). They
are both dressed in leafy garments (varna-pic-
chika-vasana); and they are youthful and ar-
rogant (nava-yauvanoddhata).
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PARI:IA-SABART

However, the colours prescribed for the three
faces vary. The form that is associated with the
Yellow Tara has the main face (viz. the face in
front) yellow (which is the body-colour), while
the face to the right is white and the face to the
left red. The other form (associated with the
Green Tara) has the main face green (which is
also the body-colour), the face to the right black
and the face to the left white. The yellow Parna-
dabari has the dhyani-buddha Akshobhya repre-
sented on her matted hair done up as a crown
and tied with flowers (‘pushpavabaddha-jata-
makuta’). She is seen trampling ‘the obstacles’
under her feet (‘adho vighnan nipatya), while
she stands in the pratyalidha posture on the
white lotus in the lunar orb ('sita-padma-
chandrasane’). The extant icons of this form
shows her trampling upon Ganesa, who repre-
sents the obstacles.

The green Parna-$abari, has a slightly
protruding belly (ishal- lambodari), while the yel-
low one is stout (pina). The green form has the
dhyani-buddha Amogha-siddha on her hair tied
up to form a crown (‘urdhva-sarmyukta-keda'):
she dons a tiger-skin as her garment. She
tramples upon all diseases and miseries under
her feet (‘asesha-roga-mari-padakranta’). The
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gesture of warning and threat (tarjani) along with
the noose in both forms is significant. In the first
form, it is directed against obstacles, while in
the second it is directed against diseases and
misfortunes.

In the Indian icons of this goddess we find
Hayagriva and Sitala associated with her.
Hayagriva displays the gesture of warning and
threat, and $itala carries a winnow-basket and a
broom. Sitala is the goddess connected with
epidemic diseases.

The. yellow Tara has some forms which
share the character of Parna-$abari: Janguli and
Bhrukuti. Parna-$abari is also known as-
Parnedvari. '

PARYANKA

The word means a cot or a wide stool, and
also a posture of sitting (@sana). The posture is
also called virasana, where the right foot rests
upon the left thigh and the right thigh upon the
left foot, so that the upper part of the body is
held erect ('sthira-purva-kayam rjvayatam’).
Many deities, especially the male ones, are
shown in this posture.

However, the representation of a cot in
iconography is rare. The important illustration is
the cot upon which the goddess Lalita (see
LALITA) sits: the four legs of the cot are Brah-
ma, Vishnu, Rudra and [4ana while the mattress
on the cot is Sadasiva.
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PARYANKA-BANDHA

A device by means of which the back or but-
tocks, the thighs and the knees are tied
together; usually a band which goes round the
back and the knees (‘vastradina prshtha-janu-
jangha-bandhanam’).

PARSU
The battle-axe (see PARASU)

ul
PARSU
PAVAMANA
Name of Air
PASU

Literally meaning ‘cow’, the expression is
used in Saivagama to refer to the individual soul
which is fettered, as distinguished from Pati, the
Lord who binds the souls (pasayita). It is one of
the three realities (tattva), the other two being
Pati (Lord) and. Paa (bondage). (see
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SAIVAGAMA). For details see the author's
Agama-kosha, Vol. Il Saivagama.

PASUPATI

‘The lord of the individual souls which are
bound’ or ‘the god who protects all creatures’,
refers to Siva. According to Padma- purana, it
is one of the eight names (or aspects) of Rudra
the others being Bhava, Sarva, T4ana, Siva,
Bhima, Ugra and Mahadeva. In this aspect,
Rudra is the deity of the plants and has Svaha
as his consort. A story in Satapatha-brahmana
makes Prajapati bestow these names on Rudra
who had a variant form in Agni. The eight
aspects of Rudra are collectively known as
‘murtyashtaka’.

Iconographically Pa$upati, who according to
Amsumadbheda, must be represented like
Sarva, has conch-like or moon-like complexion,
and is benign in aspect. He wears on his head
matted hair done up as a crown; and moon is
stuck in it. He is four-armed, carrying sword and
shield in the two upper hands, the two normal
hands assuming the gestures of protection and
boon-bestowal. He stands upon a lotus-seat
(padma-pitha).

Padupati-natha is the presiding god in
Nepala, which is one of the sixty-eight places
possessing self-manifest lingas (svayambhuva-
linga).

Pasupati is described in Taittiriya-samhita
(3,14, 11-12) as the lord of quadrupeds and
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bipeds (‘'yesham Iée pasupatih pasunam.
chatushpadam uta cha dvipadam’). An ancient
iconographical representalon of Pasupati was
discovered at Mohen-jo-daro (in a seal).

PADA-SILA

The foundation that is hidden beneath the
linga is meant to provide firmness and fixity to
the linga. According to the texts (Kamika
gama,65,152-155) its thickness must be half its
breadth. This is under the ground in a depres-
sion, designed to take the "Brahma-bhaga" of
the linga (see LINGA). Nine precious stones
(Nava-ratna) are inserted in the nine holes, and
several medicinal herbs are also placed beneath
the linga, which is secured to the slab by "Ashta-
Bandha". The "Brahma-bhaga" of the lihga and
pada-$ila are then covered by a stone structure
technically known as "nandyavarta’, which is
then elevated to the height of the Vishnu-bhaga
of the linga (viz,yoni or pani-vatta). It is above
this Vishnu -bhaga that the puja-bhaga of the
linga ( which signifies Siva and therefore the
position the linga that actually receives worship.

PANCHA-JANYA

PANCHA-JANYA

The name of Vishnu's conch. The legend
recounted in Bhagavata (10th Skandha) ex-
plains that the name is derived from the asura
Pancha-jana, who lived in a conch in the sea
Krshna. while studying in the guru-kula ot San-
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dipani, had to fight with this asura and kill him.
The asura had abducted the son of Sandipani,
while he was bathing in Prabhasa-tirtha, and
Krshna was asked to recover him, as guru-dak-
shina. Krshna along with his brother Balarama
went to the sea, and with the help of the god of
waters Varuna located the asura and killed him.
While he rescued his guru’'s son he also brought
back the conch in which the asura had lived
(and hence was known as Pancha-janya) (cf.
also Vamana- purana, 4, 3, 58).

According to Sattvata-samhita (13, 32) the
conch signifies akasa (‘kham samkhah’); or the
principle of sound ($abda as akasa- tattva) ac-
cording to Paramesvara-tantra (6, 278-279,
‘dabda- brahma tu samkha-rat’). Vihagendra-
samhita (2,25), however, interprets the conch in
the hand of Vishnu as symbolizing emancipation
(moksha) as one of the divine powers (lotus
symbolizing creation, discus preservation,
sword progress, bow victory and conch eman-
cipation).

Naradiya-samhita (8, 63) prescribes that
Panchajanya must be worshipped in the south-
eastern corner of Vishnu’s temple.

PANCHALA

~ Traditional craftsmen who are skilled in five
different divisions of Silpa are collectively known
as Panchalas. The divisions are art work in iron
(ayas), copper (tamra), gold (svarna),
wood(daru) and stone ($ila).The five sages
Suprarna, Sanaga, Sanatana, Ahabhuna and
Pratna, who came forth from the five faces of
the Primordial creator Viévakarma (see VIS-
VAKARM A)are believed to be the progenitors of
the five classes of craftsmen mentioned above.
(cf. Brahmanda-purana, patala 2). The five clas-
ses of craftsmen (smiths in iron and copper,
goldsmiths, wood-carvers and carpenters, stone
sculptors and architects) are responsible for all
art and craft in the country. They have produced
excellent art-pieces and utility articles in the
household and in the temples. And they are
responsible for the science as well as art of
temple-building and icon-making.
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PANCHALIKA

A doll or image (putthalika) made of cloth,
ivory, wood, pith, clay or metal; it is also called
§ala-bhanjika.

PANDARAVASINI

A deity belonging to the Mahayana pan-
theon, she is regarded as a sakti of the dhyani-
buddha Amitabha (see AMITABHA). She is
visualized as red-complexioned (rakta-varna),
and seated in the north-western corner on the
lunar orb (‘chandra-mandalopari’), emanating
from the seed-syllable ‘pam’' . She is distin-
guished by lotus as her emblem (padma-chin-
ha), and her nature is that of the primary ele-
ment fire (‘tejodhatu-svarupa’), and her
dominant mood is that of love (‘raga-rakta’). Her
family is spoken of as that of lotus (‘padma-
kula’), because her source Amitabha belongs to
this family.

She is also known as Pandara, and by this
name she is the spiritual counterpart and power
(Sakti) of the bodhisattva Avalokite$vara (who
also evolves from the same dhyani-buddha) (cf.
Guna-karanda- vyuha).

Pandara and Avalokitesvara preside over
the present age (called Bhadra-kalpa), the age
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that began with the passing away of Gautama-
Buddha and wili end with the appearance of
Maitreya as the next Buddha. In
Avalokitesvara's form Padma-narttesvara (see
PADMA-NARTTESVARA),  Pandara-vasini is
shown as standing to his left and embracing him
(‘'vama-paréve pandara-vasini- samaslishtam’).

PANDURANGA

The celebrated god of Pandharpur ( in
Maharastra), he is more popularly known as Vit-
thala (said to be a corrupt form of the Sanskrit
Vishnu). The name of the famous place is
derived from the Kannada word ‘pandarige’, and
the cuit of Vitthala was wide- spread in the
southern region. The Hoysala ruler Vishnu-
vardhana (Bittiga 1117-1137 A.D) is credited
with having been responsibie for the celebrity of
the shrine in Pandharpur.

According to the Panduranga-mahatmya

section of Padma-purana, Sachi (indra’s con-
sort) once approached Vishnu with amorous in-
tentions, and when Sachi incarnated herseif as
Rukmini during Krshnavatara, she became
jealous of Radha and began performing
austerities. To win her love, Krshna also stood
in front of Rukmini in penance. This is the pos-
ture in which Panduranga- vitthala is seen
today.

Another legend, more popular, associdtes
the god here with a devotee, Pundalika by
name, who in his deep devotion to his aged
parents, did not rise even to receive the god
who came to visit him. Engaged in administering
a bath to his father, Pundalika pushed a brick
near the god for him to stand upon. And till
today, the god stands upon this brick. The
samadhi of the devotee is also to be seen near
the temple.

The shrine on the banks of the river Bhima or
Chandrabhaga is an ancient one, inscriptional
references to it going back to the sixth century:
but the god Vitthala is not referred to in the in-
scriptions untii 1236 A.D. The Maharashtrian
Saint Namdev is intimately associated with this
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shrine. The Varkari piigrims congregate here in
large numbers and with intense devotion, and
fuifii their vows, during the Hindu months
Ashadha and Kartika.

In the sanctum, Panduranga-vitthala stands
upon a square stone pedestal (resembling a
brick).

The image, carved out of black stone, Is less
than four feet in height; it is two-armed, both
hands resting on the loins; the right hand holds
a flower and the left a conch (emblem of Krshna
or Vishnu). On the head is a plain crown,
resembling a linga; and on the chest is an oma-
ment identified as Kaustubha, or as Sri-vatsa.
There are ear-ormmaments suggesting the
makara-kundala variety; and the wrists are
adorned with simple bracelets. There is a strip
of cioth covering the waist and hanging in front.
Otherwise, the image is devoid of ornaments
and garments.

PATALA-NARASIMHA

A variety of the Narasimha incarnation of
Vishnu (see NARASIMHA), this form is seated
with the ieft knee raised and the right resting
upon Garuda, who is four-armed, keeping the
two normal hands on the chest in an act of sup--
plication (‘hrdayanjali- samyutam’) and carrying
Adi-sesha in the two upper hands (‘dadhanam
desha-vigraham'). It is the presence of Adi-
desha, whose residence Is Patala, that has
given the name to this form of Narasimha.
Adisesha must be shown as spreading his many
hoods on Narasimha's head as a parasol (‘ut-
tamangam samuddhrtya phana- mandala-man-
ditam, kalpayet tat phanadhastam
narasimham’). Narasimhha must be shown as
placing his right foot on Garuda, but his left foot.
bent, must be placed on the body of Adi-$esha
(‘kunchitam vama-padam tu sesha-bhoge nid-
haya cha; asinam dakshinam padam visa-
skandhe prasarya cha’). The god has eight
arms, the normal right hand assuming the ges-
ture of protection and the other three hands on
the right carrying discus, dart and sword, while
the four hands on the left side hold conch. bow,
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sword and mace (cf. Kriyadhikara, 11, 52-58).

PATALA-YAKSHA

The yaksha of the fourteenth tirthankara,
Ananta-natha (see TIRTHANKARA), Patala is
red-complexioned (rakta-varna), three- faced
and six-armed, carrying in his left hands whip
(ka$a), ploughshare (hala) and fruit (phala) and
in his right hands goad (srni), spear ($ula) and
bow (chapa) (or lotus in the Digambara ac-
count). His head in the Svetambara version is
adorned by the three-hooded serpent (‘tri-
phana-naga-girah’) (Pratishtha-saroddhara).
And he ndes upon a crocodile (makara-vahana)
(Pratishtha-sara-sangraha). His corresponding
yakshini is Ananta-mati (also called Ankusi).

PADA-KATAKA

Ornament for the f