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INTRODUCTION

This is the fifth volume of the series PRATIMA-KOSHA (Encyclopaedia of Indian Iconography). It covers--
the entries beginning with the letter ‘Ma’ and completes the letter ‘Ya' (in the akaradi scheme which has
been followed in the volumes). It was expected that this volume would be the final volume of the series.
But the matter covered under the final group of letters was so large that it was decided to bring out another
volume to accommodate them. This last volume is now under preparation and would soon be completed.

As those who have followed the method of presentation adopted in the previous volumes would agree,
the volumes mark a new approach to the problem of Indian Iconography. The entries relate not only to
the strictly iconographical details, but attempt to present the complete religious context in which the icons
appear relevant. The background myths and legends, symbolisms, ritualistic significance, silpa-sastra
prescriptions, agama ideology, temple architecture and other details have been provided wherever
necessary and possible.

The entry on Yantras in this volume contains numerous illustrations, it may appear far too many. It is
not often recognized that the yantras bear relevance to iconography, and that the yantras specific to the
deities are regarded in worship as deities themselves. And most of the yantras included here are taken
from manuals dealing with iconographic details. A separate volume is being planned to explain the
significance of each of these yantras.

| am grateful to Daivajna K.N. Somayaji, Director of Kalpatharu Research Academy, Bangalore, for
having provided me with the opportunity of preparing these volumes and to the Payonidhi Printers, who
have spared no efforts to print this volume as magnificently as the earifier volumes.

Bangalore
5th November 1991 S.K. Ramachandra Rao



PRATIMA-KOSHA
ENCYCLOPAEDIA OF INDIAN ICONOGRAPHY

VOL.V

MAKARA

Originally the name of an actual aquatic
animal (alohg with large fish, tortoise, shark,
crocodile; kurnbhira, kurma, nakra, §anku and
éigumara), it came to signify a mythical sea-
monster sharing the attributes of a dolphin. The
sculptural representation of this animal is very
ancient; we find it even in the Bharhut stupa (first
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(from a icmple sculpture, Ramedvaram)
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MAKARA
(Medallion from Badami, Karnataka)
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MAKARA
(from Srirangam Temple)

MAKARA
(Motif from Hoysala sculptures)
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century B.C.) as mount for a yakshi Sudar$ana
by name. It became stylised and popular during
the late Chola, Chalukya and Hoysala periods;
and it assumed a variety of ornamental and
decorative forms.

This aquatic animal is regarded as the vehicle
on which the river goddess Ganga rides (see
GANGA), and as the standard of the god of love
viz. Kama-deva (hence called Makara-dhvaja, see
KAMA-DEVA). It is also the emblem (lafichhana)
of the ninth tirthankara, Suvidha ( called Pushpa-
danta, by the Digambara section), of the Jaina

pantheon. /< //c\
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MAKARA-KUNDALA

Makara (capricornus) is a zodiacal sign (the
tenth); and it is enumerated among the nine
treasures (nava-nidhi) of Kubera.

MAKARA-KUNDALA

The circular ear-ornament, shaped like the
mythical dolphin, worn by the gods like Vishnu in
both the ears, and by Siva on one of his ears (the
other ear having pattra-kundala) (See KUNDALA)

MAKARA-TORANA

An elaborately ornamental arch which invol-
ves floral decorations and creeper-motifs emerg-
ing from the jaws of two makaras (dvayor
makarayor vaktraih saktam madhyama-puritam,
nana-vidha-lata- yuktam etam makara-toranam’,

Kamikagama, 55, 65)

MAKARA-DHVAJA
Name of the god of love, Kama-deva (Eros),

‘because he has the figure of the mythical animal,

makara, on his banner (see KAMA- DEVA)
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GANGA AS MAKARA-VAHANA
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(Ganga from Besnagar)

MAKARA-VAHANA
The river-goddess Ganga is so called because
she rides upon a white makara ('sita-makara-
nishanna’) (see GANGA). The yakshi Sudar$ana
(see YAKSHI) is shown as stading upon makara
in the Bharhut stupa.

MAKUTA
The crest or crown (from:- the root 'maki’
bhushane, mankate anena iti) an ornament for the

head signifying magnificence, sovereighty (see
for details under MUKUTA)

MAKARA-VAHANA

MANGALA

Meaning 'auspicious’, the word is commonly
used to denote one of the grahas (see GRAHA),
called also by several other names like Ahgaraka,
Kuja, Bhauma and Avaneya. He Is visuallzed as
red- complexioned (lohitanga) or as having a
body colour of red mixed with white (rakta-gaura-
misrita-varna). His mount Is a ram (mesha) and
he Is four-armed, carrying In them the weapon
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known as dakii, the mace and the gestures of
protection and boon- bestowal. He Is worsipped
especially for overcoming indebtedness (ma-
parihara) and for obtaining wealth. He is firmly
seated (sthirgsana) and has a huge body (maha-
kaya). He Is resplendent like a bunch of live coal
(angara-puijabha). (see for other details AN-

In the Mahayana accounts, he is red in colour
(raktah) and two armed: he carries an axe in his
right hand (kutharam), and a severed human
head in his left hand (manusham mundam); he is
shown as ready to swallow the head (bhak-
shanabinayena). He rides on a goat (chhagale).
(ct. Nishpanna-yogavali) :

MANGALA-CHANDI

A form of the mother-goddess who is at once
auspicious and violent: she secures the welfare of
the gods, the sages and other devotees, while at
the same time she causes terror to the demons
and the wicked folk. She is auspicious (mangala)
at the time of creation (srshti) and violent (chandj)
at the moment of dissolution (pralaya) (srshtau
mangala-rupa cha sarhhare kopa-rupin).

She is a form of Durga, who was worshipped
by Mangala, the scion of the Manu race and lord
of the land bound by the seven seas (Brahma-
vaivanta-purana, prakrti-khanda, chap.41); and
hence known as Marigala-chandi She was first
worshipped by Siva, before he set out to kill the
demon Tripura, at the behest of Vishnu (vishnuna
preritena cha’). As the goddess-appeared before
Siva, she was in the fresh flush of youth, being
sixteen years of age ('devim shodada-varshiyam
susthira-yauvanam); she was dalnty and charm-
Ing ('komalangim manoharam’); her complexion
was that of the white champaka flower, and she
was resplendent like a million of moons (‘$veta-
champaka-varnabham chandra-koti-sama-
prabham’). She was gorgeously attired and wore
magnificent ornaments. Her hair was elaborately
done up in a bun (‘bibhratim kabari-bharam'’) and
she wore garlands of jasmine fiowers (‘mallika-
malaya- bhushitam’). Her eyes were like blue
water-lilies (su-nilotpala- lochanam’), and her face

was charming with a slight smile (ishad-dhasya-
prasannasyam’)

The same purana explains that the goddess
was called Mangala- chandi, because she was
first worshipped by Siva as Sarva- mangala, then
by the planet Mangala, followed by a king Man-
gala by name, and finally by lovely damsels who
were eager to obtain felicity and welfare (man-
gala) on a day named after Mangala (mangala-
vare).

She is also called Lalita-kanta, and the
iconographical details given in Kalika-purana are
as follows: She is fair-complexioned (gaura-
dehika) and two-armed (dvi-bhuja): her hands
assme the gestures of protection and boon-be-
stowal (varadabhaya-hasta). She is seated upon
a red lotus (rakta-padmasanastha) and wears
bejewelled ear-rings (ratna-kundala-mandita).
She is draped in red silken garments (rakta-
kauseya-vastra) and she is youthful (nava-
yauvana-sarhpanna). She has a smile on her face,
and benign countenance (smita-vaktra $ub-
hanana). She has a splendid form (charvang}) and
softly resplendent (lalita-prabha)

Tithyadi-tattva prescribes that this goddess
must be worshipped on the eighth and ninth days
of the Hindu month, using an iconographic repre-
sentation (pratima), or a painting on a piece of
cloth (pata) or a pot (ghata) for the purpose. The
eighth day of the dark half of the month is espe-
cially propitious if it coincides with Tuesday; the
fourteenth day of the dark half of the month is also
suitable.

MANGALA

Frequently identified with the goddess Durga,
she is regarded as the presiding deity of Gaya,
one of the 108 Sakti-pithas. She is also viewed as
one of the eight saktis of Durga, ( Pingala, Dhanya,
Bhramari, Bhadrika, UIk3, Siddha and Safhkata
being the other seven). She is included among
the attendant divinities of Bhuvane&vari (with
Jaya, Ajita, Nitya, Vilasinl, Dogdhri and Aghora)

MANGALA-GAURT

One of the nine Gauris situated In different
areas of the holy city of Varanasi (other being
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Mukha-nirmalika-gauri, Jyeshtha-gauri, Saub-
hagya-gauri, Srngara-gaur, Visalakshi-gauri,
Lalita-gauri, Bhavani-gauri and _Mahalaksmi-
gauri)

This form of Gauri is worshipped on Tuesdays
during the month of Sravana by newly married
women, for felicity and fortune in life.

MANGALAVATI
Mother of the fifth firthankara, Sumati-natha,
of the Jaina pantheon, she is adored as a Jina-
mata by the Jaina devotees. The mothers of the
twenty-four fithankaras receive worship in pious
Jaina households (grha-devatas), along with
Kubera, Dharanendra- yaksha, Sri-devi and other

minor divinities. (cf. Pratishtha- tilaka)

MANJIRA
An ornament worn on the feet by women as
an anklet.

MANJU-KUMARA

A form of Manjuéri (see MANJUSRI), with
three faces and six hands. He is of red com-
plexion (kurnkumaruna); his face facing the
devotees is also red, while his face to the right is
blue (nila) and the face to the left white (sita). His
three hands on the right side carry sword, arrow
and the gesture of boon-bestowal; and the three
correponding hands on the other side carry the
scripture Prajna-paramita, blue water-lily (utpala)
and bow. He is attired in princely garments and
decorated with ornaments; but he also wears the
mendicant’s robe in three pieces (chivara- traya).
His general demeanour s filled with erotic flavour
(sa- srngara). He is seated upon an animal (sat-
tva-paryanki), although the texts do not specify
what animal it is.

MANJU-GHOSHA

Another form of Mafjusri (see MANJUSRD),
Manju-ghosha is of golden yellow complexion
(kanaka-gaura-varna) and is decorated with all
customary ornaments (sarvalankara-bhushita).
He rides upor a lion (simha-stha). He has two
hands. uned in the gesture of exposition of
dharma (Vyakhyana-mudra). On his left side he
carries a blue lotus (vama-par$ve utpala-dharam).

PRATIMA KOSHA

The tiny image of the dhyani-buddha Akshobhya
adorns his crest. He is flanked by two attendants
Sadhana-kumara and Yamantaka who stand to
his right and to his left respectively. He is
regarded as a form of Vagiévara (See VAGTS-
VARA), and his mantra therefore is "om vagi§vara
muh"

MANJUNATHA-LOKESVARA

One of the one hundred and eight forms of
Avalokite$vara depicted in the Machhandar
Vahal, Khatmandu in Nepal (cf. B. Bhattacharya,
The Indian Buddhist Iconography, Calcutta 1968,
p-430), he is two-armed and stands upon a lotus.
His right hand carries a rosary, while with his left
hand he clutches the holy book, held close to his
chest (see AVALOKITESVARA)

MANJU-VAJRA

One of the several forms of Mafjusri (see
MANJUSRY), he is three-faced and six-armed. His
body-colour (as also the colour of his normal
face) is red like vermilion (kurnkumaruna); the
face on the right side is blue in colour (nila) while
that on the left is white (sita). He is shown in the
yuganaddha (yab-yum) stance (see YUGANAD-
DHA), embracing his female consort, while
seated in Vajrasana (see VAJRASANA) or in
Vajra-paryanka (see VAJRA-PARYANKA) posture
upon lunar orb mounted upon a double-lotus
(vidva-dalabja-chandra-stha). His two normal
arms are engaged in embracing his $akti, whose
name is given as Svabha-Vidva; one of these
hands lifts up the face of the Sakti (bhuja-dvaya-
sama$lishta- svabha-vidya-dharasya-dhrk). The
other hands carry sword, arrow, bow and blue lily
(nilotpala)

He is also the central deity in the mandala
named after him (see MANDALA). Here he sits
upon a lion (simhopari). He has three faces and
six arms as above. But his body-colour (and also
the colour of his normal face) is golden yellow
(kamaniya-kanaka- kanti). His hands carry sword,
arrow, gesture of boon-bestowal (on the right
side), the book of Prajia-paramita, bow and blue
lotus (on the left side). He is not here accom-
panied by his female consort.



Mahju-vajra is visualized also as six-faced
{shan-mukha) and six- armed (shad-bhuja), falr-
complexioned (sita-deha) and serene in aspect
($anta). He has the dhyani-buddha Akshobhya on
his crest, and also crescen: moon. His faces are
white, blue, red. yellow, and green, the face on
top being exceedingly white and tranquil. He
wears a gariand of skulls, and carries in his hands

vajra, bell, sword, finger-thimble (sastaka), blue
lotus and goad. His ornaments are made of bones
(six tantrik emblems, shan-mudra). He s
regarded as an embodiment of wisdom (cf.
D.C.Bhattacharya, Tantric Buddhist Iconographic

Sources, Munshiram Manoharial, New Delhi,

1974).

MANJU-VAIRA
(after a metal icon from Western Tibet, now in Pan-Asian collection)
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MANJUVARA

A form of Mafjusri (see MANJUSRI), this deity
is represented as seated in the lalita posture (see
LALITASANA) upon a lion. His complexion is that
of burnished gold (tapta-kafichanabha), and his
two hands are joined on the chest in the gesture
of turing the wheel of dharma (dhrma-chakra-
mudra), while at the same time holding the stalk

of a blue lotus upon which the holy book Praj-

fia-paramita is placed (prajia paramita-nvitot-
pala-dharinam). He is bedecked with all orna-
ments, and exudes erotic feeling.

He is regarded as the offspring (or emanation)
of all the five dhyani-buddhas, and hence
described as ‘paficha-vira-kumara’. On his crest
are represented all the five dhyani-buddhas (see
DHYANI-BUDDHA)

MARJUSRT
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MANJUSRT
(after a metal icon from Bengal, Pala sculpture)

MARJUSR]

One of the two most popular of the Mahayana
Buddhist divinities, the other one being
Avalokitesvara. Both of them have great antiquity
and assume numerous forms in which they are
adored and worshipped in all the countries where
Mahayana Buddhism has made an Impact (viz.
Nepal, Tibet, Mongolia, China and Japan). Ava-
lokitesvara represents the Buddha'’s infinite com-
parison (karuna), and Manjusn his supreme wis-
dom (prajn@). The two are regarded as
bodhi-saftvas, saintly spirits with a historical
background who have enlightenment as their
very essence, and who have chosen to work
among mankind helping the human beings
acheive the supreme enlightenment,

Madjuérl (which expression signifies ‘sweet
fortune’, ‘charming felicity’) became a popular
deity during the first few centuries of the Christian
era. He is mentioned as worthy of worship in
Sukhavatl-vyuha, which was translated into
Chinese between 384 and 417 A.D. Thistext refers
to Akshobhya as the Tathagata and to Maiijuéri
as the bodhi-sattva. Fa-hiean who visited India
during 394414 AD. also mentions Mafijusri,
along with Avalokitesvara and Maitreya (the future
buddha).

Lankavatara-sutra makes Mahjusni a contem-
porary of Gautama the Buddha, and this bod-
hisattva figures prominently in the celebrated
Saddharma-pundarika-sutra. He is the principal
divinity in Arya- mafjuéri-mula-kalpa, which was
prepared prior to 30 A.D., in Guhya-samaja-sutra
and In Ganda-vyuha-sutra. The last text refers to
the presence of Mafjudri in the assembly of
devotees who had gathered around the Buddha
in Sravasti, and to his subsequent departure to
South India (Dhanya-kataka in Andhra Pradesh)
on missionary work. It may be noted In this con-
nection that Arya-mafjusri-mula-kalpa, an early
text of the Manjuéri cult, was prepared in South
India.

However, legends associate Maﬁjuéﬁ's career
with Nepal. The legendary work, Svayarnbhu-
purana, which is meant to eulogize the place in
Nepal where the primordial Buddha (Adi-buddha)
manifested himself on his own accord (as a
svayarn-bhu) in the form of a flame of fire upon a
lotus, also mentions that Maijuérl, a bodhisattva
who resided on the Paicha-§irsha mountain (‘the
mountain with five peaks’) in the 'China’ country
(probably referring to what now Is known as
Tibetan frontier), arrived in this place as soon as
he came to know that Adi-buddha had appeared,
to do him reverence.

But he found the spot extremely difficult to
reach, because it was surrounded by an immense
stretch of water. Although he himself managed to
reach the spot and worship the Adi-buddha, he
resolved to make it convenient for the other
devotees to reach the spot. He discovered a huge
bouider which blocked the waters from fiowing
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MANJUSRI

(after a bronze from Orissa)
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out and he clet R in twain by a sword. The water
immaediately rushad out. and left the area around
the spot where the Adi-buddha had manifested
himsel, dry. Madjuéri bulit a temple on the spot
housing the fame of fire, and a8 monastery for
himsell and his disciples 1o reside.

This account and the references in the other
books mentioned above strongly suggest that
Madjusri was a historical person who by his saint-
ly ife and service to the cause of Buddhism was
deified in course of time, and came to be adored
and worshipped. Even by the time the Sukhavati-
vyuha was composed (around the third century
A.D). he was already a deity who was popularly
worshipped by those who aspired for quick
mastery over the scriptures, retentive memory
and keen intellect.

Because of his appeal to all sections of the
devolees, he was regarded as a bodhisattva by
all of them but assigned variously to the dhyani
buddhas (see DHYAN! BUDDHA). Sometimes, he
is regarded as the offspring of Akshobhya (see
AKSHOBHYA) and sometimes as belonging to
the lineage of Amitabha. Accordingly his body-
colour is given as blue or yellow. He is also
assigned to several kulas or sacred families.

He is visualized in a variety of forms, and has
several mantras. There are more than forty sad-
hanas devoted to his worship. He figures
prominently in the list of sixteen bodhisattvas
headed by Maitreya; he is in fact the second (cf.
Abhayakara-gupta's Nishpanna-yogavali).
Another list of eight principal bodhisativas (given
in the Lokanatha-sadhana) inciudes him under
the name Manjughosha (Maitreya, Kshitigarbha,
Vajrapani, Kha-garbha, Mafju-ghosha, Gagana-
ganga, Vishkambhi and Samanta-bhadra).

Among his forms, there are thirteen which
have iconographical representations (given in B,
Bhanacharya: The Indiar Buddhist lconagraphy,
PP-102-123): Vajra-raga. Dharma-dhatu-vagié-
vara, Manju-ghosha, Siddhaika-vira, Vajrananga,
Nama-sangiti-manjusri, Vagiévara, Manju-vajra,
Manju-vara, Manju-kumara, Arapachana, Sthira-
chakra and Vadi-raja (Vadi-rat).

Most of the forms have one face and two arms
(e.g. Vajra-raga, Mahju-ghosha, Siddhaika-vira,
Vagidvara, Mafju-vajra, Arapachana and Vadi-
raja), and are shown as expounding the scrip-
tures (Vyakhyana-mudrd). Some forms have
three faces and six arms ( Mafju-kumara and
Mariju-vajra), some have four faces and eight
arms (Dharmadhatu-Vagisvara), and Nama-san-
ghti-mafjusri has three faces and four arms. They
are all seated in the paryarika or ardha-paryanka
posture. Vadiraja-manjusri rides upon a liger,
while Mafju-ghosha and Vagidvara have lions for
their mounts. Mahju-vajra is in the yuganaddha
(yab-yum) posture, viz. embracing a female con-
sort; and Sthira-chakra-mafjuén is accompanied
by a female consort (Prajiia).

According to Dharma-kosha-samgraha,
Mahjudri is usually depicted as being red-com-
plexioned (kurhkumabha) and having one face
and two arms (ekasya, dvibhuja); with a smiling
countenance (smita- mukha), and seated in lalita,
paryanka or ardha-paryanka posture upon a
lotus-seat. His figure is distinguished by the book
placed upon a lotus (padmopari pustakam) on
one side (usually right), and a sword placed uponr
a lotus with a long stalk (sa-nala- padmopari-
khadga) on the other side. He may aiso be repre-
sented as carrying a sword in his right hand and
book in his left. The sword symbalizes cutting
down the host of obstacles to wisdom (which the
book represents). The sword also suggests the
elimination of ignorance, and it recalls the legend
of his having split the boulder which blocked the
passage of waters, and of his having thus
facilitated the approach to the Adi-buddha shrine
by the devotees.

MANIKA

The Vaikhanasa texts mention Manika as one
of the principal door-keepers (dvara-pala) of the
Vishnu shrine. He is stationed on the right side of
the door. He is fair-compiexioned ($veta-varna)
and attired in white garments (Suklambaradhara).
He rides upon an elephant (gaja-vahana) and has
the sacrificial ladle as his standard (sruva-dhvaja).
He is the custodian of the keys of the temple
(vantrika-vahaka) when the temple is closed.
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His consort (or wife) is Sandhya, whose com-
plexion is golden yellow and whose garments are
white in colour (kanakabha sitambaradhara); she
carries a flower in one of her hands (pushpa-
hasta). (Vimanarchana-kalpa, 20th patala).

MANIJA

One of the three principal classes of icons :
icons carved out of a precious stone (mani-ja),
icons cast in metals (lohaja) and icons carved out
of stone (aila) (cf. Vivamitra- samhita, 22,1). The
same text mentions diamond (vajra) and ruby
(padma-raga) as suitable precious stones. The
icons made in a precious metal answers to the
variety of ‘4astrotkirna’ (carved by sharp metal
instruments ) or ‘ratna-ja’ (made out of a jewel or
gem) icons.

The expression ‘mani’ (or ratna), as the sub-
stance for carving out icons (bimba-dravya)
refers to several kinds of precious stones: pear,
ruby, diamond, sapphire, lapis lazuli, emerald,
topaz and gomeda.

MANI-KANTHA
The name of Ayyappan or Sasta (Dharma-
$asta), the folk deity of Kerala, whose shrine in
Sabari-malai is very popular (see SASTA)

MANI-PADMA-LOKESVARA
One of the 108 forms of Avalokitesvara, he is
represented as having a single face but four arms.
Two of the hands are joined in the attitude of
supplication (afjali), while the other two hands
carry rosary (right) and lotus (left). He is seated
in the Vajra-paryanka posture upon a lotus.

MANI-GRIVA

One of the two sons of Kubera (see KUBERA)
(the other son being Nala-kibara). A legend con-
nected with Krshna tells us that both the sons
were cursed by the sage Narada to become trees,
and they were the twin arjuna-trees (yamalar-
juna), which were uprooted by the infant Krshna
in order to free them from the curse.

MANI-BHADRA

A yaksha chieftain (see YAKSHA), he was a
widely worshiped folk divinity in the centuries
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before and after Christ. He is sometimes regarded
as the brother of Kubera, the lord of the yakshas
(see KUBERA), but more frequently as the chief
attendant of Kubera, next to Kubera in the yaksha
line. He also figures in the mandala of Jambhala
(a form of Kubera), and is located in the eastemn
petal of the eight-petalled lotus (other yakshas in
the mandala being Purna-bhadra, Dhanada, Vaig-
ravana, Keli-mali, Chivi-kundali, Sukhendra and
Charendra) (see JAMBHALA).

)
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MANIBHADRA-YAKSHA
(stone sculpture from Parkham, U.P)
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MANIBHADRA
(from Pawaya, M.P.)

MANIBHADRA
(after a Tibetan drawing)

Mani-bhadra Is usually assoclated with Purna-
bhadra, ancther yaksha (see PURNA-BHADRA)
and this association is an old one. in fact,
Prapaiicha-sara-sangraha (part ii, p. 948), which
contains a mantra for Manibhadra-yaksha, iden-
tifies him with Puma-bhadra (‘purnabhadraya
maha-yaksha-senadhipataye mota mota dharya
svaha, om namo mani-bhadraya’). A iist of yak-
shas given In the tantrik Buddhist text, Maha-
mayuri refers to Mani-bhadra and Purna-bhadra
as brothers residing in the place cailed Brah-
mavali (mani-bhadra brahma-vatyam purna-
bhadraé cha bhratarau’). The list of yakshas that
we find in Hemadri's Chaturvarga-chintamani in-
cludes the name of Mani-bhadra but not that of
Puma-bhadra. (see PURNA- BHADRA)

The Jaina texts mention thirteen yakshas, and
their names invariably end with ‘bhadra’ (suggest-
ing their benevolent nature). They mention Mani-

" bhadra and Purna-bhadra as ruling over the

southern and northern divisions respectively of
the mythical Vajra-island; they are described as
Indras. The former is described in these texts as
having Kunda and Bahu-putra as his consorts,
while the latter's wives are Tara and Uttama. The
two yaksha chieftains are, according to these
texts, worshipped in shrines on stone altars
(prthvi-4ila-patta) under asoka-trees.

There is littie doubt that cult of Mani-bhadra
was prevalent in the eastern, northern and north-
eastern parts of the country in centuries prior to
the Christian era. The Jaina text Surya- prajhapti
records that there was a famous shrine to Mani-
bhadra (‘'mani-bhadra-chaitya’) in the north-east-
ern division of the city of Mithiia (Bihar). A
headless stone statue of Mani-bhadra was dis-
covered in Pawaya (near Gwalior), and an inscrip-
tion on its pedestal refers to the "devotees of the
god Mani-bhadra having consecrated the icon of
Mani-bhadra for worship" (‘goshthya manib-
hadra-bhakta garbha-sukhitah mani-bhadrasya
pratima pratishthapayamti’). The inscribed statue
is as old as the first century before Christ.

Mani-bhadra is also known by several other
names like Manl, Mani-vara, Mapl-chara and
Mani-man. He is identified with the ‘side-crown'
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(paréva-mauli), viz. the crown worn on one side
of the head. The story that in one of his en-
counters with the demon-monarch Ravana, the
\atter hit him on the head, explains why the crown
stuck on one side. Mani-bhadra is said to reside
on top of the mountain Sveta-giri or Mandara,
ruling over the yaksha denizens there. His wife's
name is given as Punya-jani (different from the
names given in the Jaina accounts already men-
tioned), and the number of his sons is said to be
twenty-four.

He shares the iconographic features of the
yakshas: pot:bellied (tundila), two-armed (dvi-
bhuja), inebriated (madotkata), and carrying
treasures (nidhi-hasta) (see YAKSHA). Vishnu-
dharmottara (3,73,13) prescribes that he must be
made like Kubera, riding on a man (nara-vahana)
and with a spouse.

MANI-MALA

The garland of gems worn by most of the gods
and goddesses. The expression also refers, al-
though infrequently, to the rosary held in the hand
of some deities (aksha-mani-mala).

MANDAPA

An open or closed hall or pavilion, constituting
a functional unit of the temple structure. It may be
in the nature of a portico (ardha-mandapa) or
porch in front of the sanctum (mukha- mandapay),
attached to the sanctum or detached. It may be
a corridor that facilitates circumambulation of the
sanctum (pradaksina-mandapa).

The mandapa may be enclosed by walls
(ghana-mandapa) or-its roof consisting of slabs
of granite may be supported on monolithic pillars
(stambha-mandapa). The pillars may be four in
number (nanda-vitta type), sixteen ($ri-pratish-
thita), thirty-two (jaya- bhadra), thirty-six (nan-
dyavarta), sixty-four (mani-bhadra) or a hundred
(viéala). There is textual provision also for a
thousand-pillared mandapa ('$ata-pada-yutam
vatha sahasranghrika-mandapam’); and in many
Soulh Indian temples we do find them (Suprab-
hedagama, 35, 94-104)
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The pillars of the mandapas are often carved
elegantly and adorned with relief sculptures of
gods and goddesses, attendant divinities and of
episodes of epic or mythological interest. It is this
fact that makes the mandapa relevant to iconog-
raphy. Early texts like Manasara (32, 68-76) class-
ify mandapas into several types depending upon
the use for which they are put: kosa-mandapa
(treasury), $astra-mandapa (library), vastu-nik-
shepa-mandapa (store-room), deva-bhushana-
mandapa (strong room for keepingthe jewels and
clothes used for decorating the god), $ayana-
mandapa (the hall where the god rests for the
night),  asthana-mandapa  (assembly-halt,
vahana-mandapa ( hall for the processional
vehicles to be kept when not used), and snapana-
mandapa (the chamber where the deity is given
a ceremonial bath everyday).

Suprabhedagama (35.96), however, mentions
four principal mandapas : devata-mandapa
(where the moveable icons are placed and formal
ly worshiped), snapana-mandapa (the room for
administering ceremonial bath to the moveable
icons), vrsha-mandapa (also called Nandi-man-
dapa where the principal attendant of Siva, viz.
Vrshabha or Nandikesvara, is kept in the form of
a crouching bull) and nrtta-mandapa (the hall for
entertainment like music and dance which are
presented as offering to the Deity and witnessed
by the devotees).

Inscriptions mention several other varieties of
mandapas being erected and consecrated in big
temples: utsava-mandapa (where periodical fes-
tivities are conducted), abhisheka-mandapa
(where occasional bathing ceremonies are gone
through), rahga-mandapa (where dances and
dramas are presented), sabha-mandapa (where
court is held), kalyana-mandapa (or vaivahika-
mandapa where the ceremonies of marriage be-
tween the deity and his consort are conducted as
an occasional festiva]), bhoga-mandapa (where
food-offerings are made), dana-mandapa (where
gifts are given), bhiksha-mandapa (where food for
the devotees is served), vasanta-mandapa (for
conducting Vasantotsava), and patala-mandapa
(underground hall).
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MANDALA

Meaning space, empire, territory, orblt, circle
and collection, the word has been employed in
ssveral contexts. But of interest to iconography is
the meaning of a spatial arrangement of a group
of delties (devata-samiha), connected with each
other, around a central figure (pradhana-devata).
The original idea was astronomical: the solar
space (surya-mandala), the lunar circle (chandra-
mandala), or the area covered by the celestlal
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bodies (‘nakshatra-mandala’ group of twenty-
seven stars; rasi-mandala’, the group of zodiacs).
The solar space for instance consists not only of
the central body of the sun but the entire area
pervaded by the solar rays.

The word mandaia is explained as that which
gathers up the essentials (mandam lati). it Is
collection of the Deity’s energies, the procedure
of collecting and facilitating the devotee's atten-
tion (devata-sakti-vytuhanam). Every mandaia will
have the bindu, the central point representing the
principal deity, surrounded by the deity's con-
sorts, attendants, retinue and even devotees. The
idea of a temple is in fact governed by the man-
dala symbolism, which underlies the worship
rituals.

The mandala of a Deity symboliizes the entire
universe, with the Deity as the focal point. Diverse
aspects of the universe are represented symboli-

caily within the mandala. it is viewed also as a

‘city’ (pura), a 'piace’ (pradesa) or an ‘island’
(dvipa). The surrounding enciosure is called the
‘fort’ : circular (valaya), or square (bhupura) and
the arrangement of areas and distribution of
space within foliowing the ideology known as
‘chakra’ or 'yantra’.
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LATA-LINGODBHAVA-MANDALA
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RASI-MANDALA

The mandala may be in the nature of a com-
plex pattern of several geometrical patterns, each
of them having a specific nature and function. The
best example is that of Sri-chakra (see SRI-
CHAKRA). In fact, each of the major deities has
its own mandala (yantra), which Is more effective-
ly worshipped than the deity's iconic repre-
sentation. When it is the case of a collection of
deities or spirits, the mandala in a geometrical
pattern is the most convenient device. The vastu-
mandala, which personifles Vastu-purusha (the

Site-deity) for instance, consists of 64 or 84 cells,
each of which is supposed to represent a minor
deity. All of them have to be propitiated before the
construction of a building is undertaken.

An example of the cosmic representation of
the Deity’s aspects in a geometrical pattern is
chakrabja-mandala. The Agama texts provide al-
ternative ‘seats’ for the worshipful deity. Usually,
four such ‘seats’ are recognized (catus-sthanar-
chana): iconic representation (pratima), mandala,
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ritual-fire (huta) and sacred water-pot (kurnbha).
Quite frequently all four of them are employed
together. Mandalas like Sarvatobhadra are
employed to invoke the deities in them. While
constructing a temple, a mandala with 81 cells is
regarded as the best.

The employment of mandala in worship is
common in tantrik cults. The. Jaina religion also
recognized the value of mandalas (e.g. Rshi-man-
dala, Pancha-parameshthi-mandala, and Pad-
mavati-mandala). In Mahayana and Vajrayana
practices the employment of mandalas is exten-
sive; and in these practices the idea of mandala
includes not only the collection of relevant deities
but. also the involvement of the devotee in the
mandala, especially during initiation (diksha) and
consecration (abhisheka).

MATSYA

One of the ten well-known incarnations of
Vishnu (see AVATARA, DASAVATARA and VISH-
NU), this is also the first. Vishnu assumed the form
of Fish to save all the living beings from the

deluge. Matsya-purana (1,1) and Bhagavata
(8,24) tell the story of how Manu, one of the



MATSYA
(from a painting {rom South India)
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MATSYA

_(from Chamba, Himachal Pradesh)

~ MATSYA
(from a Ganjipha card from Orissa)

creators (prajapati), performed severe austerities
onthe mount Malaya for the sake of a boat (nau)
which could carry all beings to safety and survival
during the period of final dissolution (pralaya).
When he was offering oblations of water to the
manes, a tiny fish tell into his hands. The king out
of compassion put it in a pot of water. But the fish
grew and grew, and could not be accommodated
in any contalner or pond or river. He put it in the
ocean but it covered the entire ocean. Many, in
dismay, wanted to know what really the fish was.
The fish revealed that it was Vishnu, who as-
sumed this form to fulfil the desire of Manu to
have a boat of refuge during dissolution.

Manu was the son of Vivasvan (hence known
as Vaivasvata-manu), who was the son of
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Kadyapa (in turn son of Marichi, the offspring of
Brahma). He is associated with the creation of the
world and the establishment of order and religion
in the world.

In a variant account (Agni-purana, 2), Manu
was performing penance in the forest of Badari.
One morning, we went for his bath in the river
Krta-mala, and a tiny fish approached him, asking
for protection. Out of compassion, he carried itto
his hermitage and put in a small pot. But very
soon, the fish outgrew the pot, and Manu had to
transfer it to a larger pot. The fish kept on grow-
ing, and Manu had to put it finally in the river
Gahga. The fish then asked Manu to get a large
boat prepared, to accommodate himself and the
seven sages, and foretold that in seven days the
world would be washed away in deluge. Manu
accordingly got the boat ready, and got into it
along with the seven sages. A horn sprouted on
the head of the marvellous fish, and the boat was
tied to it. As prophesied, waters rose and sub-
merged the world. But the fish dragged the boat
and ascended a peak of the Himalayan mountain,
and left the boat in safety there.

The horn on the head of the fish was ‘nau-
bandhana-srnga’, and the fish was ‘eka-drngi'.
The fish was the incarnation of Vishnu, assumed
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to save Manu and the seven sages, who became
creators of the world when the deluge receded.

Anather story which accounts for the incarna-
tion is that Brahma who was entrusted with the
Vedas was attacked by a demon called
Hayagriva; the demon snatched the Vedas from
Brahma and hid himself in the bottom of the
ocean. Vishnu thereupon assumed the form of a
gigantic fish, and diving into the ocean killed the
demon and brought back the Vedas to Brahma.

Hence the mantra to Matsya includes the
ideas of dissolution, creation and the Vedic lore
(matsyam pralaya-samharam srashtaram veda-
rupinam’).

According to Vimanarchana-kalpa (patala 21),
Matsya is to be shown in round sculpture (chitra),
reliel sculpture (chitrardha) or palnting (abhasa),
in the first or second enclosure of a Vishnu-
temple. The form is visualized as white in com-
plexion ($vetabha), red in face and with red eyes
(raktasyam rakta- netram), having black fins
(krshna-paksha-yutam) and four-armed
(chaturbhujam).

Vishnu-dharmottara (85, 59) prescribes that a
homn has to be shown on its head (‘$mgi-matsyas
tu karvavyo deva-devo janardanah). Mahab-
harata (3,185,31) contains an account where the
incamation is recognized by the ‘horned fish'
(agamishyamy aham 4rhgi vijieyas tena
tapasa’).

The Iconographic representation of Matsya
takes variant forms. Often, it is a simple fish, with
a hom, placed upon a iotus. Sometimes one halif
of the form (the iower half) is that of fish, and the
other halt a human form (Vishnu with four arms
carrying conch, discus, iotus and mace). Some-
times, the human form emerges only from the
neck of the fish seated upon a iotus-pedestal.

MATSYENDRA-NATHA
One of the early patron-saints of the Natha-
siddha cult, he is deified and worshipped in many
shrines of the country. Originating in Bengal,
around the beginning of the tenth century, the cuit
spread with remarkable speed not only within the

country but across the Himalayan ranges. The
cult has strong associations with Tantrik prac-
tices, Yoga, Saivism, Vajrayana and Tibetan
religion.

Matsyendra-natha (often identified with Mina-
natha) is regarded as the first human master In
the Natha-siddha lineage; he was the disciple of
Adi-natha, who was Siva himself, and teacher of
Goraksha-nath, another prominent patron-saint
of the cult. Matsyendra and Goraksha were
together responsible for the spread of Natha-sid-
dha ideology and Hatha-yoga, as they were
itinerant teachers endowed with magical powers
and persuasive skili.

Tibet knows him as Lul-pa, and he is regarded
there as the ‘adiguru’ of the Siddhacharyas. He is
deified and worshipped in Nepal aimost as a
national god; his shrine in Patan is a popular one.
He is also worshipped in the Himalayan foothills.
He is there identified with Avalokite$vara-pad-
mapani.

His influence is felt even in the distant South.
The well-known Maiijunatha temple on the Kadari
hills in Mangalore (the coastal town of Karnataka)
has excelient icons of Matsyendra-natha; the
tempie the Jogi-matha and the area around it

MATSYENDRA-NATHA
(a stone sculpture from Museum, Mangalore)
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contain unmistakable evidences of a one-time
stronghold of the Natha-siddha cuit. in fact, Mat-
syendra-natha here is represented as Loke$vara
(a form of Avalokitedvara, the bodhisattva of the
Mahayana pantheon). It is even suggested that
the expression Manjunatha (for the Siva-linga in
the Kadari temple) is actually a corruption of
Matsyendra-natha  (from  Machindra-natha,
Manchi-natha and Mafji-natha, the forms found
in inscriptions). The Kadari temple may originally
have been a shrine raised for the memory and
worship of Matsyendra-natha.

Matsyendra-natha together with his two dis-
ciples Goraksha-natha and Chaurangi-natha is
often iconically represented. He is seated and
two-armed, wearing his matted hair in the form of
atall crown, ears adorned by ear-rings; one of his
hands holds an ascetic's staff, and the other
assumes the gesture of boon- bestowal or protec-
tion. Alternately, he is seated in a posture of
meditation. As Lokeévara, he is three-headed and
six-armed. This may be a composite repre-
sentation of Matsyendra-natha (central face) with
his two disciples Goraksha-natha and Chaurafgi-
natha (the faces on the sides)
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MADANA-GOPALA
(an old drawing [rom Mysore)
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MADANA

Name of the god of love, Kama and Manmatha
(see KAMA-DEVA), he is required in Vimanar-
chana-kalpa (patala 20) to be installed in the
vestibule (antarala) of the Vishnu-tempie, along
with the Kinnara couple, and_ is dark biue
(Syamahba), clothed in golden coloured gar-
ments; he has-two hands, carrying in them the
sugar- cane stalk as bow and bunch of flowers as
arrow. He is accompanied by his consort Rati. His
standard is the mythical aquatic creature makara
(or fish). He is handsome in appearance
(‘madanam kamam sundaram divya-rupam’)

MADANA-GOPALA

A variety of Venu-gopala (see KRSHNA,
VENU-GOPALA), the form comprehending
details of Madana (viz. Kama-deva). The form is
distinguished by having eight or ten arms, two of
which are engaged in playing on the flute
(‘'vadayan venum adarat’), and another two carry-
ing the characteristic emblems of Madana, viz.
sugar-cane stalk as bow (ikshu-kodanda) and
flower as arrow (sumasuga). The other hands in
the eight-armed variety carry conch, discus, goad
(ankuéa) and noose (pasa). The two remaining
hands in the ten-armed variety carry mace and
lotus.

There is a slight smile on the face, and the
cowherd damsels surrounding him are to be
shown as eagerly looking at him (‘gopala
madanakhyos yam manda-smita-mukhambujah,
... gopibhir adarad Tkshitah). (cf. also Sri-tattva-

MADHU-KAITABHA

Names of two demon brothers who were
kiled by Vishnu. Legends relate that they were
formed out of the ear-wax of Vishnu, while he was
fast asleep on the surface of the waters during the
great deluge (pralaya). It was discovered that the
earth supported on the back of the tortoise was
slipping, owing to the rush of the waters and there
was need to awaken Vishnu. Maha-maya put her
left little finger into Vishnu's left ear and scooped
out the wax; it was like honey. She fashioned a
demon out of it and named it Madhu. Then she
put her right little finger into Vishnu's right ear and
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scooped out the wax; it appeared like a fly (kita).
She made a demon out of it and called it Kaitabha.
She set them to battle with Vishnu, also granting
a boon to them that they would be killed only
when they approved of such killing. They became
denizens of water, and were invincible in water.

They began running over the body of_ Vishnu
which lay on the water and found Brahma sitting
upon the lotus that sprang from the navel o_f
Vishnu. They attacked Brahma, and Brahma
pleaded with Vishnu to help him. This woke up
Vishnu, who began to battle with the demons
Madhu and Kaitabha. The fight went on for a great
length of time, and the demons got the upper
hand. They arrogantly condescended to favour
Vishnu with any'boon that he sought. Vishnu
asked that he be allowed to kill them. They agreed
but bargained that the fight should be on dry
ground.

Vishnu lifted up one of his thighs, and this
became the battle- field removed from the water.
The demons were at length killed by Vishnu, and
fat (medas) that poured out of their bodies helped
the earth to remain firm (hence the name of the
earth, medini).

If this is the story related in Devi-bhagavata
(10,11) and Kalika-purana (chap.61), the epic
Mahabharata (Santi-parva, 347) gives a different
account. During the great deluge, Mahavishnu
was asleep on the surface of the waters. From his
navel sprang a lotus, and on the lotus was seated
Brahma, the creator representing sattva. He dis-
covered that on the lotus were two drops of water
produced by Vishnu himself. One resembled the
drop of honey (Madhu) and represented tamas
and the other was hard (Kaitabha) and repre-
sented rajas. Two demons in due course
emerged from these drops (12, 347, 24-26)

MADHU-SUDANA
Name of Vishnu, who killed the demon Madhu
(see  MADHU-KAITABHA) (cf. Mahabharata,
vana-parva, 2C7 16). One of the twenty-four
forms . vishnu (see CHATURVIMSATI-MURTI),
four armed and carrying couch, lotus, mace and
discus in a circumambulatorv order beginning
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MADHU-KAITABHA
(Mahisha mandapa panel, Mamallapuram)

with the upper right hand (Tantra-sara-sarngraha
1,24)

MADHUCCHISHTA-VIDHANA

Among the several materials (sthana, like
stone, wood, metal, clay) used for making Icons
for worship, the metal ones are.classed under the
'pakaja’ (molten) variety; they are especially
suited for processional purposes (utsava-murti).
The procedure of casting such images is the
well-known ‘cire perdue’ (or lost-wax) known in



India es madhucchhishta-vidhana. This has been
popular in the country from & few centuries prior
to the Christian era. And several texts bearing on
Sipa describe this process.

The expression refers 1o the bee’s wax (mad-
huccishta, what is left over when honey is taken
away). from which the images to be cast are
made by the craftsman according to canonical
prescriptions and after weighing the amount of
wax that has gone Into the model. The wax image
is then covered with layers of fine clay or mud (so
that all the details of the wax model are retained)
leaving an opening for metal to be poured in, and
aflowed to dry. Later, the moiten metal (the quan-
tity of which is fixed according to the metal used,
viz. ¥ brass or copper weighing eight or ten times
that of the wax; if siver twelve times, and if gold
sixteen times) is poured into the opening of the
mud mould which is also heated to melt away
gradually the wax within. The liquid metal will fill
the area priorly occupied by wax. After cooling
the mould now containing the metal inside, allow-
ing time for the metal to congeal, the mud mould
is broken up to reveal the metal image. The image
is then cleaned, filed and polished.

This is the procedure followed, with slight
variations, for making solid metal images (sar-
valo-ghana). Texts like Silpa-ratna also provide
details for hollow casling.

MADHYAMA

One of the three classes of images, each of
which signifies a scale of proportions (see
TALAMANA). The images sre made in different
span-scales, trom one (eka-tala) to ten (dasa-
tala), and each of the span-scales has three alter-
native scales of proportions: superior (uttama),
normal or midling (madhyama). and inferior (ad-
hama). The tala-measure is In terms of the unit of
the normal or madhyama scale. By adding four
units to the total number of units in the normal or
madhyama scale, the superior scale is got, and
by deducting four units from the total number of
units in the normal or madhyama scale, the in-
terior scale is got. (cf. also Sakaladhikara, ch.3)

36

MADHYAMA-KOKA
A yakshirl, depicted on the Bharhut raliings,
she stands upon a horse (Kokaha)

MADHYA-SUTRA

One of the five sutras involved in iconometry
(see PRALAMBA- PHALAKA) the others being
Brahma-sutra, Parsva-sutra, Kaksha-sutra and
Bahu-sitra. The Madhya-Sutra (also called
Rudra-sutra) Is the median plumb-ine, drawn
from the centre of the crown of the head, centre
of chest, the navel, private part, central point
between the knees and inner sides of the feet
(0.C. Gangoli)

MADHYA-SUTRA
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MADHVA

Ona of the great acharyas of South India, the
other two being Sarnkara (632-664 AD) and
Ramanuja . (1017-1137 A D)), he is regarded as
an incarnation of Hanuman. He is worshipped by
the Madhva sect among the Brahmanas, and his
icons are found in and around Udipi (Kamataka),
where he was bom He is often represented along
with Hanuman and Bhima (one of the Pandava
heroes. The philosophy that he taught is known
as Tattva-vada, more familiarly known as Dvaita-
vedanta. He was a great author and organizer. His
date is given as 1119-1197 A.D.
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Mathwra as a Yakshini. Her origin is traced to the
Sarpa-bali rite In the Grhya-sutras, which is con-
ducted during the rainy season to ward off
snakes. Kshiti-mohan Sen- $astri traces her origin
to the South Indian folk goddess Mafchamma
(Prabasi, BS 139, p 354).

in Mahabharata, she Is the wife of sage Jarat-
karu and mother of Astika who saved the serpent
species from the destructive sarpa- yaga con-
ducted by Janamejaya. According to Brahma-
vaivarta-purana (Prakrti-khanda, 42) mentions
that she was the mind-bom child of the creator
sage Kasyapa (the word ‘manasa’ means 'mind-
borm’, aluk-samasa, ‘manasa drshtva devi), and
was recognized by Krishna as ‘bestower of all
knowledge'  ('sarva-vidya-prada’), ‘tranquil’
(4éama’) and ‘mounted on snake' (nagendra-
vahin?). She is there described as Nageévari. She
is also known as Jagad-gaun; one of her names
is Padma or Padmavati; and Padmavali is the
Sasana-devata of the twenty-third tirthankara,
Pargva-natha.

iconographically she is represented as a
seated goddess who is two-armed, holding a
eight-hooded snake (or a bunch of eight snakes,
ashta-naga) in her left hand, the right hand as-
suming the gesture of boon-bestowal. She may
be shown as holding a jar from which snakes are
coming out. A snake serves as her sacred cord.
Over her head as a parasol is a snake with seven
hoods. Her complexion is that of white cham-
paka.

On her sides are the aged ascetic (emaciated
and seated) Jaratkaru (her husband) and the
crowned sage Astika (her son).

She is also identified sometimes with Sarasvati
or Brahmani.

There are many images of this goddess in
slone and metal. in some of them she is shown
as four-armed.

MANONMANI{

One of the popular forms of Devi, worshipped
in South India and represented in many temples,
she is visualized as moon-coloured and
benevolent in aspect. She is usually depicted with
one head and four arms (veda-kara), carrying red
lotus, blue lotus and the gestures of protection

and boon bestowal or altemmately red lotus
(pafkala), rosary (japaksha) and the gestures of
protection and boon -bestowal (varabhaya). She
is also imagined as having five faces and ten
arms; she carries in her right hands spear (sula),
stone-mason’s hammer (tarka), red lotus, noose
and the gesture of protection, and in her left
hands the gesture of boon-bestowal, goad, bell,
blue lotus and fire.

She is worshipped for prosperity (bhutyai) and
also for striking terror into the hearts of enemies
(datrunam bhaya-vardhani).

In the Tamil classic Tirumantiram, she is an
aspect of Devi, surrounded by 46 $aktis (powers),
and an equal number of Kanyas (Virgin-deities).
She is described as Sadadiva-nayaki, with five
heads and ten arms, carrying bell, spear, skull-
cup, parrot, serpent-noose, axe, sword, ball (kan-
duka), flowers and hand-drum.

MANOVEGA
The yakshini of the sixth firtharikara of the
Jaina pantheon, Padma-prabha, she is also calied
Syama (in the Svetarnbara list) or Achyuta,
(counted among the sixteen Vidya-devis).

She is in the Digarnbara tradition, golden
coloured, and four- armed, carrying sword,
shield, fruit and the gesture of boon- bestowal in
her hands. She rides a horse (turanga-vahana)
(cf. Pratishtha-sara-sarhgraha). The Svetambara
accounts speak of her complexion as dark
(yama), and her mount as man (nara-vahana). In
her four hands, she carries the lute (vina) in her
right hand and bow in her left; the other two hands
assume the gestures of protection and boon-be-

stowal (Nirvana-kalika).

MANTRINI

Also called Syamala, she is the chief counsel-
lor of Lalita- paramesvari (Tripura-sundari or Raja-
raje$vari) (see LALITA) when she set out to fight
with Bhandasura and his army. She rode on the
‘geya-chakra’ during the fight and killed Vishafiga,
the minister of Bhandasura. (Lalita-sahasra-
nama, 69 and 75). She is identified with Matangi
or Raja-matafigi (see RAJA-MATANGI). She Is
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MANTRINT

also known as Sampat-prada-bhairavi (the god-
dess that bestows wealth on the devotee)

Iconographically, she is two-armed, carrying
a lute (vina) in her right hand and a bowl of liquor
(symbolising the bliss of liberation) in her left. She
is seated on a throne, with one of her legs dan-
gling down.

MANMATHA

Name of Kama, the god of love (see KAMA-
DEVA), the expression signifies that the mind of
the human being is churned with the onset of love
(cf. Brahma-vaivarta-purana 1,4,7, ‘mano math-
nati sarvesham paficha-banena kaminam’). The
god was born from the mind of Brahma, and as
he was exceedingly handsome and strikingly at-
tractive, he was directed by Brahma to make men
and women love-lorn so that they unite and beget
children. Manmatha was thus to be a creator
(srshti-pravartaka) by churning (viz. agitating) the
minds of mortals, gods, demi-gods, demons and
animals and birds (‘pramathya chetah’),

Among his distinguishing features are the
sugar-cane stalk as bow, a bunch of five kinds of
flowers as darts, fish as his standard (mina-
ketana) and makara (mythical crocodile) as his
vehicle, Rati (enjoyment) is his consort (see
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MANMATHA
(old drawing from Mysore)

RATl). He is identified with Prdyumna (see
PRADYUMNA)

MAYURA

This beautiful bird, peacock, is distinguished
by its splendid crown (ikhi), blue neck (nila-kan-
d
A3
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tha) and spreading feathers in the form of tail with
variegated colours & the back (chitra-
pifichhaka). 1t Is reputed to kil and eat snakes
(hence one of its name ‘bhujaiiga-bhuk’).

According 1o Ramayapa (uttara-kanda, 18)
Indra, the chief of the gods, assumed the form of
peacock; and as Indra was thousand-eyed
(sahasraksha), the tai ol the peacock when
spread out has a thousand 'eyes’ (feathers with a
dark blue pupldike form at the base). The
peacock is also associated with Agni, as #-
lustrated by Skanda (offspring of Agni) having
peacock as his vehicle.

The peacock is sometimes shown as the
mount or emblem of the goddess of leaming,
Sarasvati.

MAYURA
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MAYURA

MAYURESVARA
The form of Ganapati celebrated in the shrine
ol Morgaon, which is the foremost among the
‘eight Vinayaka centres’ in Maharashtra.

MARICHI

The sage who was bom of the mind of Brah-
ma., the creator, married Sambhuti or Kala (the
daughter of the sage Kardama) and begat
Kasyapa, who was a sage-creator (prajapati).
Marlchi also signifies the rays of the sun, and
hence Marichi is a solar divinity (see MARICHI)

MARU-DEVI
Mother of the first tithankara, Rshabha-deva,
and wife of Nabhi-raja, King of Saketa. She is
worshipped as Jina-mata (mother of Jina)

MALLARI

A torm of Siva popular in Maharashtra and
Karnataka, Mallari ('the killer of the demon Malla')
is known by several variant names like Malhari,
Mailari (in Karnataka), Mairala, Ravala-natha, Mal-

MAYURA
(from Sanchi stupa)

hari-martand, Khandoba (in Maharashtra), Mar-
tanda-bhairava and Bhairoba. His main shrine is
on the Jejuri hil (Jayadri near Pune in
Maharastra, but there are several other shrines for
him, like those at Satara, Nala-durg, Nimgaon,
Shegund, Dharwad (Mailara-devara gudda) and
Bellary (in Karnataka)

The legends relate that two demons Mani and
Malla by name, were born from the remains of the
two well-known demons Madhu and Kaitabha,
who had been killed by Vishnu. The demons
performed austerities and acquired invincible
might. When the worlds were harassed by them,
$iva undertook to kill them. He assumed the form
of a horse-rider with a terrible sword in hand
(Khandoba), and set out with an army of seven
crores (elu-koti) of his attendants (bhuta-gana).
He appeared on top of the hill at Jejurl (Jayadri).
A terrible fight ensued, and the two demons were
kiled. When Malla was dying, he became a
devotee of Siva and begged that his name might
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be associated with Siva’s name; hence Malari or
Mailara-linga.

Usually Mallari is seen in the cpompany of his
consort Mhalsa-devi. The two shrines at Jejuri
also have metallic images of this couple. The main
representation of both, however, are in the form
of lingas. lconographic particulars of Mallari to be
seen in the two shrines in Jejuri (Gad-kot and
Karhe-patthar) are that he is seated and is four
armed. His hands carry trident, sword, littte hand-
drum (damaru) and bowl of liquor. In the Karhe-
patthar shrine, the stone image (three foot high)
has only the bowt carved; the sword made in steel
and the trident and drum made in brass are
detachable. On the pedestal of this image are
carved two heads, said to represent the demons
Mani and Malla. But the pedestal of the image in
the Gad-kot shrine has the figure of a horse, his
vehicle. In both shrines, lingas are worshipped.

The god is frequently shown as two-armed,
carrying a sword in one hand and is mounted on
a horse. And quite often, the effigy of a horse
alone is said to represent Mallari.

MALLIKARJUNA

The name of Siva-linga on the hill of $ri-daila
(in Andhra- Pradesh), which is a well-known place
of pilgrimage. This linga is counted among the
twelve self-manifest lingas (dvadasa- jyotirlingas)
which appeared in several sacred sites for the
welfare of the people (cf. Siva-purana, chap 38).
The other eleven jyotir-lingas are in Saurashtra
(called Somanatha), Ujjayini (Maha-kala), the
banks of the river Narmada (Omkare$vara),
Kedara-khanda in the Himalayas (Kedara-natha),
Dakini-sthana on the Sahyadri ranges (Bhima-
$arnkara), Varanasi (Visvanatha), the banks of
river Godavari (Tryambakeévara), Chitta-bhumi
(Vaidya- natha), Daruka-vana (Nagesvara), Setu-
bandha (Rame$vara) and Sivalaya (Ghusmeg-
vara)

MALLI(NATHA)

The nineteenth tirthankara of the Jaina pan-
theon (see TIRTHANKARA), Malli or Mallinatha
was born in Mithila as the child of Suprabha-devi
(Prajavati) and Kumbha-raja. Malli is sometimes
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regarded as a woman-tirthankara, but more fre-
quently as a man. His complexion is golden, and
is identified by the pot (kurhbha) as his emblem.
He obtained kevala-jiiana, while meditating under
the asoka-tree. Raja Suluma attended upon him.
The tirthankara’s chief disciple (gana-dhara) was
Viéala. Kubera was his yaksha and Aparajita his
yakshini.

MAHATTARI-TARA

One of the forms of the Green Tara (see TARA)
of the Mahayana Buddhist religion, she is two-
(armed, showing the gesture of boon-bestowal
(varada) with her right hand and holding a lotus
in her left. She is seated upon a lotus in the
vajra-paryanka posture. She is always shown
alone (viz. without attendants).

MAHAKALA
Name of the Siva-linga at Ujjayini, one of the
twelve jyotirlingas. Siva is called Mahakala be-
cause he brings about all beings (‘kalanat sarva-
bhutanam maha-kalah prakirtitah’).

But Mahakala is more frequently the offspring
of Siva, who also became the leader of Siva's
troops  (pramatha-gana). Kalika-purana
(Chap.45) gives the following account of his

MAHAKALA
(alier a Tibetan drawing)



origin. Once Siva's semen was being dropped
into Agni, and two tiny drops thereot slipped and
tell upon the siopes of the mountain; two babes
were thus borm. One of them was dark biue lke
the bee (bhmga) and Brahma named him Bhmgl.
The other was very dark like collyrium; he was
therefore named Mahalala. S$ha and Parvati
reared them up, and they were in due course
made leaders of the troops of Siva.

The same text narrates another episode
(chaps.46-49): the two boys were caught looking
at their mother while she was nude and beside
herself with sexual excitement, and were cursed
to be bom on earth with faces of monkeys
(‘$akha-mrga-mukhau bhuvi’). Bhmgl was born
as a vampire or flend (vetala) (see BHRNGI) and
Mahakala as a terrible spirit (bhairava).
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Mahakala is worshipped in tantrik rites, espe-
cially those relating to killing (marana). Tantra-
sara describes him as Maha-kala-bhairava,
whose body colour is ashy grey (dhumra- var-
naka). He is represented as two-armed carrying
cudgel (danda) and magical spear known as
Khatvanga. He is terrifying in appearance (ugra),
his face being especially so (bhima-mukha), with
fangs coming out of his mouth. He is fat and
short in stature (tundila), and a tiger’s skin covers
his loins (vyaghra- charmavrta-kati). He is three-
eyed, and his tawny hair sticks out above his head
(urdhva-ke$a). He is decorated with a garland of
severed heads (munda-mala-vibhushita).

His mantra seeks to eliminate all obstacles
(‘Maha-kala-bhairava, sarva-vighnan nasaya hrim
érim phat svaha').

Kumari-kalpa prescribes that he must be
shown to the right of the goddess Kali (see KALI).

Mahakala also figures in the Vajrayana pan-
theon, and is popular in Nepal, Tibet and China.
His icons are frequently to be found in shrines
and monasteries in these countries, and his wor-
ship was once wide-spread. There are many
sadhanas in the name of this deity.

He is called Mahakala-bhattaraka, and is dark-
complexioned, and terrifying in appearance with
tusk-like protrusions from his mouth (darnshtra-
bhima-bhayanaka). Blood drips from his mouth
(sravad- rudhira-mukha). His crown consists of
five gaping skulls (paficha-kapala), and his hair is
tawny in colour, standing up (urdhva-pihgala-
kesa). He has three eyes, and his chest is
adorned with a garland of severed heads (munda-
mala). Serpents are his ornaments
(bhujaingabharana); his sacred chord is also a
serpent. He is dwarf-like in appearance (kharva).

There are four principal varieties of icons of
Mahakala: (1) two-armed, carrying chopper
(kartri) in his right hand and bowl filled with blood
(kapala) in his left; (2) four-armed, carrying, in
addition to the above, sword and khatvanga in the
two extra hands; (3) six-armed, carrying chopper,
rosary (aksha-mala) and hand-drum (damaru) in
the three hands on the right side, and bowl filled
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with blood, spear ($ula) and diamond-noose
(vajra-pa$a) in the three hands on the left side.

The fourth variety is breath-taking. It shows
Mahakala as having eight faces, twenty-four eyes,
sixteen arms and four legs. He is in the yuganad-
dha (yab-yum) posture, embracing his consort,
Prajfia with two of his sixteen arms. He holds up
with two of his other hands an elephant’s hide.
The remaining twelve hands carry chopper,
diamond (vajra), club (mudgara), trident (tridula),
sword (khadga), and fierce cudgel (yama-danda)
on the right side, and bowl filled with blood, bell
(ghanta), goad (ankusa), white flywhisk ($veta-
chamara), hand-drum (damaru) and human head
(nara-sira). He is seen trampling upon vajra-
bhairava as a corpse (preta).

He is exceedingly aweful (maha-raudra) and
dark-complexioned. He is described as ‘frighten-
ing even fear’ (‘bhayasyapi bhayarhkaram’). His

* loud laughter makes the sounds ‘Ha-ha’, ‘hi-hf,

‘he-he’. Five dhyani-buddhas adorn his crown.
He is surrounded in different directions by six
goddesses: Maha-maya (East), Karika (South-
East), Yama-duti (South), Charchika (South-
west), Kala-duti (West), and Chandesvan
(North-west).

In Lalitopakhyana, he is described as jet black
in colour (ghana-$yama), and embraced by Kali
(Kalyalingita-vigraha). He wears a dark bodice
(yama-kafchuka) and his eyes are red with in-
toxication (madaruna-vilochana). He is seated
upon a throne and eats up the entire world in a
cup and drinks the maddening juice of the
universe (‘brahmanda-chashake purnam piban
vidva- rasasavam’)

Mahabharata (‘Sabha-parva, 10,34) mentions
Mahakala as an attendant (parshada) in Siva’s
assembly, and also in the court of Kubera (see
KUBERA).

MAHAKALI
According to the ‘Devi-mahatmya’ section of

Markandeya-purana, Para-$akti, the supreme
goddess who was also inscrutable (gupta-rupi)
manifested herself in three forms according to the
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three creative aspects: Maha-sarasvati (sattva),
Maha-Lakshmi (rajas) and Maha-Kali (tamas).
The dark coloured Mahakali had a secondary
form known by several names such as Mahamari
(see MAHAMART), Maha-maya (see
MAHAMAYA), Kshudha (Hunger), Trsha (Thirst),
Nidra (sleep), Eka-vira, Kala-ratri, Duratyaya and
so on. Mabhakali in her secondary form is blue-
black in complexion, and is four-armed, carrying
sword, skull-cup, severed head and shield. She
wears a garland of severed heads (cf Markan-

deya- purana, 85,34)

Kali-tantra regards Maha-kali as included
among the ten great goddesses of achievement
and salvation (see DASA-MAHAVIDYA). She is
identified with the dark night of destruction and
deluge (Kala-ratri). She is also one of the five
Kalis (paiicha-kali), the others being Ugra-kali,
Nigraha-kali, Anugraha-kali and Bhadra-kali (see
KALI).

Mahakali is visualized in different forms. Ac-
cording to Kali- tantra, she has one head and four
arms, carrying sword and severed head. She is
seated upon a corpse ($avarudha) in the crema
torium (smasanalaya-nivasini). She is terrible in
aspect (maha-bhima), with her tongue lolling out
(lalajjihva) and horrible tusks projecting from the
sides of her mouth (ghora- damshtra). She is
naked (digarmbara) and is decorated with gar-
lands of severed heads. She inspires terror
(bhayarnkara) but she is also benign ($iva); she
has a smiling face (hasan-mukhi).

There is a form with five faces (pafcha-vaktra)
and eight arms (ashta-bhuja). Each of the faces
has three eyes. She carries in her hands spear
(§ula), dakti, bow, arrow, sword, shield and the
gestures of protection and boon-bestowal. She
is heavily adorned with ornaments (bhuri-
bhushana).

Another account gives her ten faces, ten arms,
and ten legs. Her complexion is like that of
sapphire. Murti-dhyana (Tanjore Sarasvati Mahal
series No.211, Tharjavur, 1985, p.185) contains a
description of Mahakali with sixteen faces
(shodadanana-samyuta) and sixty-four arms
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(ashtashta-bhuja-samyukta). She is seated upon
a lion and is roaring (sa-garjana). Her body-
colour is that of blue lotus (nilotpala), and she
has a tall crown.

Chandi-kalpa provides her with one head and
ten arms, carrying sword, discus, mace, arrow,
bow, spear ($ula), iron bludgeon (parigha), fire-
emitting weapon known as bhushundi, conch and
severed head. The text refers to the origin of
Mahakali during Vishnu's fight with the twin
demons, Madhu and Kaitabha, when Brahma the
creator sought her help (‘'yam astaut svapite
harau kamala-jo hantum madhum kaitabham’).

Karanagama describes her as lustrous like
collyrium (bhinnaijana-samkasa); she has a face
adorned with tusks. Her eyes are large and
round. She is dark like a rain-bearing cloud (kala-
megha-sama-prabha). She has a huge body
(maha-kaya). She has eight arms, carrying in her
hands conch, discus, mace, pot, pestle-like club
(musgala), goad, noose and vajra.

Jaya-mata regards Mahakall as one of the
twelve aspects of Sarasvati, the goddess of learn-
ing. All these are four-armed and the last three
aspects are Mahalakshmi (carrying rosary, lotus,
gesture of boon-bestowal and scripture),
Mahakali (carrying rosary, lotus, scripture and
gesture of boon-bestowal) and Maha- sarasvati
(carrying rosary, scripture, lute, and lotus), in the
circumambulatory order beginning with the nor-
mal right hand).

Mahakali is the name of the yakshini of the
ninth tirthankara, Pushpa-danta (Suvidha-natha)
of the Jaina pantheon. She is also called Sutara
in the Svetambara accounts. She is fair- com-
plexioned and four-armed, carrying in her hands
the gesture of boon-bestowal, rosary, water-pot
and goad (according to Nirvana- kalika), or club
(mudgara) and the gesture of boon-bestowal in
her right hands, vajra and fruit in her left hands
(according to Pratishtha-sara-samgraha). The
yakshini of the fifth tithankara, Sumati-natha is
also called Mahakali or Purusha-datta.

She is also one of the sixteen vidya-devis: she
is here tour- armed, carrying rosary, vajra, bell
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and gesture of boon- bestowal. Her complexion
is tamarind-hue (tamala) and her mount is a
human being (purusha-vahana) (see MAHA-
LAKSHMYI).

MAHA-KAILASA-MURT!

A rare form of Siva, not included among the
familiar ‘sportive forms' (1la-murti), nor frequently
representad In stone. There Is a drawing of the
form in an old manuscript manual from the
Mysore Palace giving the customary one hundred
and eight names of different gods and goddesses
(Devata-nama-kusuma- maiijarl). The drawing
has been reproduced here. The source for the
conception of this form appears to be the ‘Sam-
kara-samhita’ section of Skanda-purana.

The form is unique inasmuch as it has twenty-
five laces and fifty atms. Each face has three
eyes. Siva, far-complexioned, is represented as
seated upon a splendid throne in all majesty;
bedecked in all omaments, he Is lustrous like a
milion suns. His is an immaterial body (aprakrta-
tanu), indescribable and inconceivable. On his
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MAHA-KAILASA-MURTI

head is a crown of matted hair adorned by Ganga
and crescent moon. His body is richly bedaubed
all over by the holy ash (‘bhasmoddhulita-
sarvanga’); and draped by tiger's skin. A serpent
serves as his sacred chord (vyala-yajiiopavita).
His form exudes supreme bliss (‘paramananda-
vigraha'). He is seated with his left leg folded and
laid across the seat while his right leg is stretched
down (‘prasarya dakshinam padam, kunchayitv
etaram padam’).

The text {viz Skanda-purana) names all the
fitty weapons he holds in his hands. On the right
side, the hands carry (1) gesture of protection
(abhaya), (2) discus (chakra), (3) spear ($ula), (4)
hammer (tanka), (5) dart (bana), (6) mace (gada),
(7) lotus (ambuja), (8) sword (khadga), (9) lance
(tomara), (10) $akti, (11) axe (parasu), (12)
barbed missile (praga), (13) snakes (pannagan),
(14) ploughshare (hala), (15) goad (ankusa), (16)
rosary (aksha-mala), (17) short sword (chhurika),
(18) banner (dhvaja), (19) cudgel (danda), (20)
vajra, (21) a kind of spear (kunta), (22) bone
(asthi), (23) tusk (damshtra), (24) saw (krakacha)
and (25) short javeline (bhindi-pala).

Onthe left side, the hands carry (1) the gesture
of boon- bestowal (vara), (2) bow (chapa), (3)
deer (mrga), (4) conch (farmkha), (5) shield
(kheta), (6) noose (paga), (7) hatchet (parasu), (8)
mallet (mudgara), (9) hand-drum (damaru), (10)
bell (ghanta), (11) Iute (rudra-vina), (12) scripture
(pustaka), (13) skull (kapala), (14) severed head
(munda), (15) magical weapon khatvanga, (16)
fire-emitting weapon (bhusundi), (17) iron bludg
eon (parigha), (18) broadshield (phalaka), (19)
sharp-edged spear (pattisa), (20) stick (vetra),
(21) holy water-pot (kamandalu), (22) fire
(hutadana), (23) chopper (kartarl), (24) pestle-like
club (musala), and (25) bunch of peacock’s
feathers (pinchha).

MAHA-GANAPATI

One of the frequently worshipped forms of
Ganapalti (see GANAPATI)

This is a variety of sakti-ganapati (tantrik form

erf\bracing his consort). It is included among the
sixteen powerful forms (shoda$a-ganapati), listed

PRATIMA KOSHA



MAHA-GANAPATH]

(after an old drawing from Mysore)
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in Chintyagama. and also among the thirty- two
wall-known forms. Rt has the largest number of
devotees, (upasakas. antrik practitioners).

it is distinguished by having ten arms, and by
the consort ($akti, usually identified with Bhu-
devi, the earth goddess) who is being embraced
by him. The ten hands carry pomegranate fruit
{blja-piira).mace (gada). sugar-cane stalk as bow
(kshu-karmuka), discus, red-otus, noose, blue
lotus. statks of paddy (vrhyagra), his own tusk
(sva-vishana) and pot filed with jewels (ratna-
kalasa).

He has the complexion of dawn (aruna-
chhaya. viz.red). and his crown is adorned by
crescent moon (indu-chida). He is three- eyed.
On his left lap is seated the Sakti who holds a red
lotus in her hand and who holds Ganapati in fast
embrace (‘rasad a$lishtam priyaya sa-padma-
karaya svankasthaya').

MAHA-GAURI
One of the aspects of the mother-goddess
Gauri (see GAURI). She is inciuded among the
twenty-five forms of Gauri (‘chatur-vimsati-gaur?,
cf. Jayokta-devata-murti-prakarana), but not
among the twelve celebrated forms (‘dvadada-
gaur, op.cit)

She shows the general characteristics of
Gaun: - three-eyed, tour-armed, seated or stand-
ing, bedecked with ali ornaments. But she carries
in her hands deer, axe, and gestures of protec-
tion and boon-bestowal, or alternately rosary,
goad, serpent-noose and matulunga fruit. She is
accompanied by Lakshmi and Sarasvati, on her
sides.

According to Sapta-sati-(Durga-kavacha),
Maha-gauri is counted among the nine forms of
Durga (nava-durga).the eighth in the list. She has
bull (nandi) as her mount, and is four-armed,
carrying the gesture of boon-bestowal, trident,
the hand-drum and the gesture of protection (in
the circumambulatory order beginning with the
normal hand). Alternately she rides upon a white
elephant (veta-hasti-samarudha) and draped, in
white garments ($vetambara-dhara). But other

lists of nine Durgas (as for instance in Rﬁg-mag-
dana or Aparajita-sutra) do not include Maha-

gauri.

The famous shrine of Kamakhya (Assam) is
regarded as the place where Maha-gaun s wor-
shipped. comprehending the dasa-maha-vidya
deities: Bhairavi, Kamakhya, Matangi, Prakanda-
chandika (Chhinna-masta), Tripura, Ambika,
Bagala,  Bhuvanesvarl and Dhumini
(Dhumavati).

MAHA-CHANDA-ROSHANA
Also calied Achaia or Chanda-maha-roshana,
he is an important god of the Vajrayana pantheon;
he has a tantra of his own and several sadhanas.
He is an emanation of the dhyani-buddha Ak-
shobhya, whose tiny icon is represented on this
god's crown.

His compiexion is that of atasi-flower (viz.yei-
iow),and he is two-armed. His right hand hoids a
sword and his ieft hand piaced on the chest
carries a noose in the tarjani pose (tarjani-pa$a-
hrdayastha). He is squint-eyed (kekaraksha) and
his eyes are biood-shot (arakta-chakshur-dvaya).
His face is ferocious and hideous (vikarala-ghora-
vadana). He wears garlands of severed heads. A
white serpent serves as his sacred chord, and
tiger's skin his garment. He stands with his left
foot firmly placed on the earth (bhumi-iagna-
vama-charana), while his right foot is siightiy iifted
up (ishad-unnata-dakshina-charana).

The sadhanas do not mention his consort.
But he is generaily believed to be represented in
the yuganaddha (yab-yum) posture (viz.embrac-
ing his consort).

MAHA-CHINA-TARA

A variety of Tara, probably derived from the
Tibetan country (which was originally caiied
Mahachina), and also known as Ugra- Tara, is
popular deity of the Vajra-yana pantheon. She is
represented as youthfui (nava-yauvana) but awe-
inspiring and terrible (bhima, ghora); She is
decorated by gariands of severed heads, and has
round and blood-shot eyes (rakta-vartuia-netra);
her tongue hangs out (lalaj-jihva), and her fangs
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show (sa-darhshtra). She is three-eyed and four-
armed, carrying sword and chopper in her two

right hands and blue lotus and skull-cup in her.

two left hands. Her tawny hair stands fiercely
erect in a single bunch (pingograika-jata).

She stands in the pratyalidha posture upon a
corpse. Sheis short in stature (kharva), and has
hanging belly (lambodara). Her crown is adorned
by the tiny image of the dhyani-buddha Akshob-
hya, whose emanation she is. She wears the
usual paficha- mudra, signifying a tantrik deity.
And eight serpents serve as her ornaments
(nagashtaka-vibhushita).

MAHA-JVALA
One of the sixteen Vidya-devatas of the Jaina
pantheon (the eleventh in the list), she is fair-com-
plexioned and two-armed, carrying fire in both the
hands. She rides on a boar (varaha- vahana).
She is to be distinguished from Jvalini (or Jvala-
malini), a yakshini.

MAHA-TRIPURA-SUNDARI

One of the principal forms of the mother-god-
dess, she is known as Tripura-sundan among the
ten mahavidyas (see DASA-MAHA-VIDYA and
TRIPURA-SUNDARI). She represents the solar
orb at noon (while Bala-tripura-sundari represents
the rising sun). She is also the first of the sixteen
nitya-deities (nityas tu shodasa) mentioned in
tantrik works like Nitya-shodasikarnava ('tatradau
prathama nitya maha-tripura-sundar?). She is
popularly worshipped as the yantra-devata of
Sri-chakra (see SRI-CHAKRA)

Her iconographic details are the same as
Tripura-sundari (see TRIPURA-SUNDARI)

MAHA-DURGA

The presiding deity of the famous Kamakhya
shrine (Assam) is known as Maha-durga or
Gupta-durga; she is said to eradicate the hidden
sins (‘'gupta-papa-pranaéini’), and her form is hid-
den in the yoni of Kamakhya (gupta-kamakhya).

MAHA-DEVA

Meaning ‘the great god', it is the name of Siva
(see SIVA)

PRATIMA KOSHA

MAHADEVA
(Sivalli, Udipi)

Mahadeva is included in the group of eight
forms of Siva (murtyashtaka), according to Vish-
nu-dharmottara and Purva-karanagama, and
among the eleven Rudras (ekadasa-rudras) ac-
cording to Am$umad-bhedagama. He is in the
former aspect blue in complexion, and white In
the latter. In both aspects he is four-armed, as-
suming the gestures of protection and boon-be-
stowal in the two normal hands, and carrying
hammer (tanka) and deer (krshna-mrga) in the
two other hands. He is three-eyed, and wears his
matted hair in the form of a crown. He stands in
the sama-bhanga position on a lotus-seat. He is
identified with Soma in the murtyashtaka group
(see SIVA).

MAHA-DEVI

‘The great goddess’ is one of the eight forms
of Lakshmi (ashta- lakshmi), according to Sri-tat-
tva-nidhi. The other seven forms are Dvibhuja-
lakshmi, Gaja-lakshmi, Sri-devi, Vira-lakshmi,
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MAHADEVA
(Baindur Sencdvara Templc)

Dvibhuja-ViraHakshmi, and Prasanna-lakshmi, It
is also the name of Durga in Devi-purana
(chap.45).

MAHA-PATALA

One of the 108 forms of Avalokitesvara (see
AVALOKITA) or Lokeévara, he Is represented as
three-faced and six-armed, carrying vajra, double
vajra (visva-vajra) and blue lotus in his three
hands on the right side, and banner, beil and
sacred waterpot in his three other hands. He
stands upon a iotus.

There is also a yaksha with this name.

MAHA-PADMA

One of the eight mythlcal elephants, in the
eight directions, carrying the burden of the earth
(ashta-diggaja).

it is also the name of one of the eight great
serpents (ashta- naga). This serpent is said to be

white in colour, having two black spots on its

hood (Abhidhana-chintamani, 4,375)
Maha-padma is also one of the nine treasure-

guardians (nava- nidhi) of Kubera (Markandeya-

purana, 64,15)

MAHA-PARINIRVANA-MURTI

Representation of the Buddha (see BUDDHA)
as recumbent at the time of his great passing
away (maha-parl-nirvana). it is said that Gautama
the Buddha, old in years and sick In body, lay
down between two $ala-trees in Kusinagara, at-
tended by his principal discipie Ananda. He lay
down on his right side on the ground over which
a sheet of cloth was spread. He supported his
head on his right am, entered into a meditative
trance and passed away. There are images of the
Buddha in Tibet, China, Japan and Sri- Lanka
showing this final moment.

MAHA-PARISHADA
Attendants of Rudra (see GANA), with taces of
animals (lion, elephant, boar, jackal, dog, tortoise
etc) or birds (cock, parrot, owl, crow, eagle etc.)
(cf Mahabharata, $alya-parva, 45, 76 ff)

MAHA-PURUSHA-LAKSHANA

Distinguishing physical features (lakshana),
usuaily enumerated as thirty-two, of a great per-
son (maha-purusha). The chakravarti, all the tir-
thankaras, the Buddha, the human incarnations
of Vishnu, the celebrated bhaktas and the saints
who are worship-worthy are all represented with
all or many of these features. However, what
precisely are the thirty-two marks of a great man
are given differently in texts.

This has relevance to the five-fold classifica-
tion of human beings given in texts like Brhat-
samhila (68,7) and Vishnu- dharmottara (3,35), in
terms of their heights and girths in accordance
with the idea of nyagrodha-parimandala (see
NYAGRODHA- PARIMANDALA): harnsa, bhadra,
maiavya, ruchaka and $asaka. These types are
according to their heights which are also their
girths, measured with the arms stretched out
(uchhrayayama-tulyas te  sarve  jieya
pramanatahy’). The unit of the measurement is the
anguia (see ANGULA) of the person himself
(‘svenaivanguia- manena’). The measurements
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given in Vishnu-dharmottara are as follows, with
the supposition found elsewhere that the ‘sasaka’
type i is the best (‘shan-navaty-angulotsedho yah
puman sa prakasate’).

1. hafsa : 108 angulas

2. bhadra : 106 ahgulas: (for sages, gandhar-
vas, danavas, purohitas, vidyadharas and
mantrins)

3. malavya : 104 ahguias (for kimnara, rak-
shasa, sarpa and kula- str)

4. ruchaka : 100 angulas (for yaksha and natf)

5. $asaka : 96 anguias (for celebrated human
beings)

But the' measurements are given differently in
Brhat-samhita :

1. harhsa : 96 angulas
2. $asaka : 99 angulas
3. ruchaka : 102 angulas
4. bhadra ; 105 angulas

5. malavya : 108 angulas

The measurement of the ‘hamsa’ type
answers to ashta-tala (see TALAMANA), while
that of the ‘malavya’ to nava-ala. According to

this text, the ‘malavya’ is the best (pravara). Mat-

sya-purana (145,10) also asserts that the person
with the nava-tala measurement is reverenced
even by the gods .

Besides this consideration, there are other
‘prescriptions  which are iconographically sig-
nificant. The body must be well- proportioned
(neither too tail nor too short, neither too stout nor
too thin), and with each of the several limbs
properly formed and clearly standing out (‘'samas
sama-vibhaktangah’, anyunadhika-parimanani,
adlishtani, kara-charanady-vayavani).

In the Samudrika-lakshana the following parts
of the body are mentioned as especially sig-
nificant in a great person : the eyebrows
(bhruvau), the nostrils (nasa-putau), the eyes
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(netre), the ears (karnau), the lips (oshthau), the
nipples of the breasts (chuchuke), the elbows
(kurparau), the wrists (mani-bandhau), the knees
(i@anuni), the testicles (vrshanau), the loins (kati),
the hands (karau), the legs (padau) and the but-
tocks (sphijau).

The ‘malavya’- type, which is extolled in Brhat-
samhita and Matsya-Purana, is distinguished by
these detdils: nose like snake (naga-nasa), the
two shoulders at same level (sama-bhuja- yugala)
the hand reaching the knee (janu- samprapta-
hasta) the joints filled with flesh (mamsaih pur-
nanga-sandhih), the body well- proportioned and
attractive (sama-ruchira-tanu), the middle of the
body being thin (madhya-bhage krda), prominent
cheeks (sat- kapoia), the lower lip not being'too
fleshy (nati- marnsadharoshtha) and so on.

The arm-pits (kaksha), the belly (kukshi), the
chest (vaksha), the nose (ghrana), the shoulders
(skandhau) and the forehead (lalatika) must be
cleariy visible (nirdishtah) and prominent (un-
natah). The arms must be round and fleshy
(vrtta-pivara- bahu). The neck must be conch-like
(kambu-griva), with three lines running across
(rekha-tritayanvita). The head, the shoulders and
the arms must be filled with flesh and prominent
(mamsalonnatau arnsau bhuja-$irasi); the collar-
bone also must be well concealed by flesh
(gudha-jatru). The chin must be well-formed
(maha-hanu, the expression ‘hanu’ is also taken
to mean jaw).

The head must be roundish, well-formed and
shaped like a parasol (sama-vrita-dirag chaiva
chhatrakara-$iras tatha). The forehead must be
high and resemble half-moon (ardha-chandra-
nibham tungam lalatam). The head, forehead and
the chest must be wide (vi$alah). The chest must
be even, elevated and muscular (mamsala-
samonnata-vakshah). The eyes must be wide
and long (vistrtayata-netra). The eye-brows must
be extended, the arms and penis long (dirgha-
bhru-bahu-mushkag cha). The arm reaching the
knee is a weli-known description (@janu-bahu).

The gait of a worthy person must be like that
of a lion, bull, elephant or tiger (sirhharshabha-
gaja-vyaghra-gatayo manuja).



When a maha-purusha is represented in paint-
ing or sculpture. all the above details have 1o be
incorporated  And further, the figure must be
dressed and omamented attractively (divyab-
harana-vastradhya) and must be shown as having
a fine complexion (divya-varna-kriya) and as a
youth of sixteen years (shodasa-varshaka).

in Mahabharata (Santi-parva, 335-336) we
read that the beings of Sveta-dvipa whom the
sage Narada beheld enswered perfectly to the

description of maha-purushas. They were stong
in bones and body (vajrasthi-kayah) and their
height was equal to their breadth (viz. when the
arms were stretched out, thus farming a circle
encompassing the tips of the middle finger of
each hand, the top of the head and the soles of
the feet) ('sama-manonmana’); their limbs were
splendid (divyavayava-rupah) and their general
aspect was auspicious ($ubha-saropetah) (335,9-
10)

MAHA-PRATISARA
(from a Nepalese drawing)
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MAHA-PRATISARA

A goddess in the group of ‘five protectresses’
(paicha-raksha- devata) (see PANCHA-RAK-
SHA) of the Mahayana pantheon, she was wide-
ly worshipped, especially in Tibet antd Nepal. She
is represented as an independent deity also.

The sadhanas usually describe her as three-
faced and eight-armed, but both Nishpanna-
yogavali and Dharma-kosha-sarhgraha mention
the form with four faces and eight, ten, or twelve
hands. In the sadhana referred to by Benoytosh
Bhattacharya (op.cit. p.243- 244), she is an
emanation of the dhyani-buddha Ratna-
sambhava, whose tiny icon adorns her crown.
She is here yellow- complexioned, three-faced
and ten-armed. Her principal face is of the body
complexion (viz.yellow), but the face to the right
is dark-blue and the face to the left white. Each
of the faces has three eyes. She wears dark
bodice (krshna-kanchuka) and red scarf, sword,
vajra, arrow, gesture of boon-bestowal and
parasol held closely to the heart (hrdaya-§ayi-
hasta-cchattra). In the corresponding hands on
the other side are held bow, banner, jewel, axe
and conch.

Dharma-kosha-samgraha describes a form of
this goddess with four faces and eight hands.
The principal face is white, and the one above it
is red; the face to the right is yellow and the face
tothe left is green. The hands carry sword, arrow,
vajra and discus (held close to the chest) on the
right side, and goad, bow, trident and noose on
the other side.

In Nishpanna-yogavali we have a similar form
with four faces but with twelve hands. And the
four faces are arranged in the four directions.
The principal face is yellow, the face at its back is
black; and the faces to the right and ieft are white
and red respectively. The twelve hands hold
jewel, discus, two vajras, arrows, bow, sword,
noose, trident, axe, conch and the gesture of
boon-bestowal.

Another form described by D.CBhat-
tacharyya (Studies in Buddhist 1conography,
1978, p.79) is white in complexion, youthful (six-
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teen years of age), stationed upon the solar orb
in the vajra- paryanka posture. She has four
faces, the main face being white, the one at the
back being yellow, and those to the right and left
being dark-blue and red respectively. She has
eight arms, carrying discus, vajra, arrow and
sword (on the right side) and noose, trident, bow
and axe (on the left side). She is distinguished by
having a cairn (chaitya) adorning her crown, and
the foliage of the bodhi-tree covering her head as
a parasol.

Maha-pratisara occupies the central position
in the mandala of the pancharaksha deities, other
four of them being located in the four directions :
Maha-sahasra-pramardini in the East, Maha-
mayuri in the North, Maha-sita-vati in the West,
and Maha-mantranusarini in the South.

(see PANCHA-RAKSHA)

MAHA-PRATYANGIRA

A typical tantrik goddess, full of magical sig-
nificance and invoked extensively in the cults of
sorcery and witchcraft, she is known. not only in
India but also in Tibet and Nepal and even in
China. She figures in the Vajrayana pantheon.
But she is in Tibet different in form and character
from her Indian counterpart (see PRATYAN-
GIRA).

Maha-pratyangira as a goddess of the Vaj-
rayana cults, is dark in complexion (krshna), and
six-armed. She carries in her hands on the right
side sword, goad and gesture of boon-bestowal
; and one of the hands on the other side carries
noose in the hand that assumes the tarjani-pose
and placed close to her chest (hrdayastha -pa$a-
tarjani-yukta-hastd), the other two hands carrying
red lotus (rakta-padma) and trident. She
originates from the seed- letter 'Hum'.

Puja-paddhati describes this goddess as ex-
ceedingly brilliant form of Lakshmi ('maha-tejo-
mayi-lakshmi’), and as five-faced and ten-armed.
She is fair complexioned ($veta-varna), and
seated upon a corpse (maha-pretopari-sthita).
She carries in her hands noose, goad, gestures
of protection and boon-bestowal, sword which
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defies the three worlds (khadgam traHokya-
kshobha-karakam), khatvanga which is terrific
(atyugra) lovely spear (S$ulam uttamam), spade
(kandala). human head dripping with biood, and
Jewel pot (kalasam maha-ratna-pradipakam’).
She Is invoked for accomplishments and victory
(pratyangira mahadevi siddhidakshmi jaya-
prada’).

Dharma-kosha-samgraha specifies that her
five heads are of the following colours: white,
biue, yellow, red, dark-blue or green ($§yama).
The text also says that she is seated upon a jewel-
lotus in the pratyalidha posture (‘'ratna-kamala
pratyalidhasana’). According to this source, the
five hands on the right carry vajra, sword, axe,
skull-cup and goad, and the corresponding
hands on the left beli, khatvanga, gesture of
waming (tarjani), noose and discus.

MAHA-BALA

Name of Siva as he is worshipped in the
celebrated pigrim centre, Gokarna, and as he is
regarded as the consort of the goddess Chamun-
di on the hilt (known in legends after Mahabala as
‘mahabaladri’, probably because he was wor-
shipped there earlier) at Mysore.

Mahabala is one of the guardians of directions
(dikpala) in the Mahayana accounts. He presides
over the north-western direction (vayavya). He is
dark-blue in complexion (krshna) and Is three-
faced. The principal face is, of course, dark blue
and the other two faces are white and red. Heis
four-armed, carrying in his hands trident, sword,
magic-jewel (mani) and lotus. He is sometimes
known as Mahakala.

MAHA-MANTRANUSARIN]

A deity inciuded in the group of ‘five
protectress’ (pancha- raksha) of VajraySna pan-
theon; she is located in the southern ceil of the
mandala.

She is represented either as one-faced and
four-armed, or as three-faced and twelve-armed.
In the former variety, she is dark-blue in com-
plexion and wears the tiny icon of the dhyanl-
buddha Akshobhya on her crown (suggesting
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that she is his emanation). She is seated upon the
solar orb and is lustrous like the sun. She
originates from the mystic letter Hum. She carries
in her hands Vajra, the gesture of boon-bestowal,
axe and noose.

The variety is mentioned in Nishpanna-
yogavail and Dharma-kosha-samgraha. The
former text describes her as dark-blue in com-
plexion; with the faces on the sides being white
and red. She is in the other text greenish blue
(éyama), the faces on the sides being white and
dark.

in both texts, she is iocated upon the solar
orb, which inturn is piaced upon the double-iotus
(‘'vi§vambhoja-surye’). And both the texts provide
the dhrma-chakra- mudra (the attitude of setting
into motion the wheel of dharma) for the first pair
of hands. Nishpanna-yogavalii prescribes the at-
titude of meditational absorption (samadhi-
mudra) for another pair of hands; vajra, arrow,
gestures of protection and boon-bestowal for the
other hands on the right side, and noose with the
tarjani-mudra, bow, jewel (ratna-chhata) and holy
water-pot bearing the emblem of lotus (pad-
mankita-kalada) for the corresponding hands on
the left side. Dharma-kosha-samgraha makes
another pair of hands carry a jewei-pot (ratna-
patra), and places sword and iotus, bow and
arrow, vidva-vajra and beii, and the gestures of
protection and noose in the remaining pairs of
hands.

(see PANCHA-RAKSHA)

MAHA-MANASI

One of the Vidya-devatas of the Jaina pan-
theon. The Digambara texts describe her as
riding upon a swan and as carrying in her four
hands a garland (mala), rosary, goad and gesture
of boon- bestowal. The Svetambaras prescribe
lion as her mount, and provide in her hands
sword, shieid, sacred water-pot and gesture of
boon-bestowal.

MAHAMAYA
Name of Durga, because she is endowed with
unlimited (maha) creative energy (maya). Kaiika-

PRATIMA KOSHA



purana (chap.6) explains that the goddess is
called Maha-maya as she clouds (viz. obscures)
the knowledge of the new-born babe, bestows
upon the growing individual ego and ideas of
ownership thus involving him in the transactional
world, all the while screening from him wisdom,
and making him partake of the pleasures and
pains; she rules over the whole world, making the
world ignorant of the divine mysteries (‘maha-
mayeti sa prokta tena sa jagadigvar)

Markandeya-purana  (85,34)  describes
Mahamaya as the secondary manifestation of
Maha-Kali (the tamasa aspect of Mahalakshmi) at
the time of creation. She takes hold of Brahma,
the creator, and produces all things. She is blue-
black in complexion and four- armed, carrying
sword, skull-cup, severed head and shield. She is
also called Mahamari, Kala-ratri (dark night) Eka-
vira (one hero) and Duratyaya (invincible).

A dhyana-$loka prescribes that Mahamaya as
a sakti should be shown as of the complexion of
red hibiscus flower (japa-pushpa-sama-prabha),
" as three-eyed and four-armed, carrying the bow
of sugar-cane stalk (ikshu-kodanda), arrow of
flowers (pushpa-bana), noose and'red lotus. Her
garment must be of variegated hue (chitra-vastra-
dhara), and she must be bedecked with all orna-
ments. (cf. Murti-dhyanam, Tharjavur, 1985, p:
103).

Devi-bhagavata (1,9,40) describes her great
maya as consisting of projecting_ the world,
preserving it and withdrawing it at the end (‘devi
mahamaye, stshti-sthiti-samhara-karin?). She is
frequently associated with the great powers of
Vishnu (hence Vishnu-maya).

Inthe Tamil classics like Sllggadlkaram Vishnu
is called Mayon and Durga is called by the
feminine form of this word, viz. Mayol. Like Vish-
nu, she is said to have measured the entire
universe with her foot, reaching the high heavens
(moksha-loka) piercing through the space
(akasa), solar orb (ela-chakra), the realm of the
great clouds (maha-megha), and the cyclonic
storms. She swallows the fourteen worlds at a
gulp; and sleeps on the coiled serplent on the
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milk-ocean, and sits upon the thousand-hooded
snake (viz. Adi-§esha). Her body is emarald green
in complexion (marakata-varna). She carries in
her hands cudgel (danda) bow, discus and
conch.

According to Bhrgu-samhita, she is Vaishnavl-
maya, Vishnu's power of intention (icchha-gakti
‘tad-iccha-kipta-vigraha'). She is also yoga-nidra,
or subtle prakrti consisting of the three gunas
(sattva, rajas, tamas); she, out of her own will,
appears as the universe and also protects it.

Mahamaya is the form of the goddess wor-
shipped in Kashmir (in the cave at Amaranath),
where the neck of the Sati (see SATI) is supposed
to have fallen (among the fifty sakti-pithas). The
Bhairava (form of Siva) associated with her is
Tri-sandhyeévara.

Mahamaya is also the name of a form of
Heruka (see HERUKA), a popular god of the
Mahayana pantheon. This form has four faces
and four arms; he is accompanied by four dakini
consorts in the four directions. He is usually
shown in yuganaddha (yab-yum) posture, viz.
embracing his four-headed sakti (Buddha-
dakini), who is seated on his lap. The four wrathful
dakinis that surround the couple are Vajra-dakinl
(East), Ratna-dakini (South), Padma- dakin
(West) and Visva-dakini (North).

He is dark-blue in complexion (krshna), and
lustrous like the sun (arka-prabha). His normal
face is of body-colour, but the face at the back of
it is white; the face to the right and left are yellow
and green respectively. His four hands carry
skull-cup, arrow, khatvanga and bow. He Is
shown in the posture of ardha- paryanka dance
(‘ardha-paryafkena tandavi’) (cf. B.Bhattacharya,
op.cit. pp 163-164)

MAHA-MAYA-VIJAYA-VAHIN]

The goddess of victory in war in Mahayana
pantheon. She is regarded as the expansive ver-
sion of Tara (see TARA), with a thousand heads
and hands (‘maha-maya-jala-sahasra-mukhi
sahasra-$ira sahasra-bhuje’); she is described as
the beloved (priya) of Padma-pani Avalokite$vara



(see AVALOKITA and PADMAPENI). She is
reveronced by afl the gods (‘sarvadeva-
namaskra’) and worshipped by the hosts of
mother-goddesses ('matr-gana-pujita’). She is In-
voked to eliminate all obstacles (sarvavarana-

kshayam-kari), and to scare away the enemy

anmies (‘para-sena-vidravini’).

Her eyes blaze forth (‘jvalita-netre’). She has
the heart of all the Buddhas in her womb (‘sarva-
tathagata-hrdaya-garbhe’). Among the numerous
weapons that she carries in her thousand forms,
the text mentions sword, bow, axe, noose, iron
bludgeon, sakti, mallet, discus, lotus and severed
head (cf. Narayana-pari- prcchha).

MAHA-MAYURI

One of the most popular folk-goddesses, she
was invoked to protect against snake-bite and all
kinds of poison. Her worship appears to have
been prevalent as early as the third or fourth
century, and we have spells of this goddess
(dharani) in early texts like Mafju$n-mula-kalpa.
Spells were also translated into Chinese. And
numerous images of this goddess are extant.

She is also one of the ‘paficha-raksha’ deities
(see PANCHARAKSHA) of the Mahayana pan-

theon. Early sadhanas describe her as golden-
coloured (suvarna-varna), seated upon a lotus
(padmastha), draped and velled by white cloth
{4vetavagunthita) and wearing a white- coloured
sacred chord (éveta-yajiopavita). She Is four-
armed, carrying lotus, pomegranate fruit, rosary
and peacock feathers (mayura-pifichha)

Sheis called the ‘queen of spells’ {vidya-rajni).
One of the spells prescribes only two hands for
her, carrying scripture (book of spells) and lotus
(maha-mayun  pustaka-kamala-dhrta  va
sthapitavya’, Puja-paddhati). She is associated
with peacock (mayura), because this bird is well-
known as a killer and eater of snakes (bhujahga-
bhuk); her spells mostly deal with snake- bites
and poisons.

It is usual, however, to represent her as three-
faced and eight- armed, as in Nishpanna-yogavali
and Dharma-kosha-samgraha. She carries in the
hands peacock feather (mayura-pifichha), arrow,
gesture of boon-bestowal and sword (right side)
and begging bowl (pinda-patra, the expression
‘patropari bhikshum’ employed in this connection
is rather strange as it would mean ‘mendicant
upon the vessel'l), bow, double vajra (vi$va-vajra)
and banner with the emblem of jewel (ratnanka-

MAHA-MAYURT
(aficr a Nepali drawing)
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dhvaja). She carries on her lap a pot from which
pearls are pouring out (‘utsanga-stha-ratnacchha
ta-varshi-ghata’). This is according to the first text
mentioned above.

The other text prescribes that one of the
hands must be shown as applying sindura on her
forehead with the help of a mirror (sindura-dar-
pana). This is shown in some icons of Maha-
mayuri.

Another sadhana describes her as youthful
(nava-yauvana) and erotic in expression
(srngara-rasa). She has on her crown atiny icon
of the dhyani buddha Amogha-siddhi, to signify
that she is his emanation. According to this sad-
hana she is six armed, carrying peacock feathers,
arrow and the gesture of boon-bestowal on the
right side, and jewels, bow, and a sacred water-
pot which is kept on her lap (utsangastha-kalasa)
on the other side. She is green coloured (harita)
and bedecked with all ornaments. She has three
faces, the face on the right being dark blue
(krshna) and the face on the left being white
(Sukla); the principal face is of the body-colour.

In the 'pancha-raksha-mandala’, she is lo-
cated in the northern direction, Maha-pratisara
being in the centre (see MAHA- PRATISARA).

(see PANCHA-RAKSHA)

MAHA-MARI
The Devi-mahatmya section of Markandeya-
purana (85,34) mentions that Maha-mari was
another name of the secondary form of Mahakali,
(also called Mahamaya, Ekavira, Duratyaya,
Kalaratri, Kshudha, Nidra, Trshna etc. ). She is
the aspect of dissolution, for the expression
means ‘that in which all beings get destroyed
(‘mriyante pranino’). She is the spirit of disease
and death, decay and destruction. But at the
same time she is the spirit of creation; she per-
vades the entire universe (‘vyaptam tayaitat
sakalam brahmandam', ‘saiva kale maha-mari
saiva srshtir bhavatyaja, sthitim karoti bhutanam
saiva kale sanatani’, ibid.). She is thus the creator,

preserver and destroyer in turn.
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Mahamar as Durga's form is so called be-
cause she spelt death for all the great demons
(‘mahatah dur-dantan danavan marayati’)

She is visualized as having flames of fire for
her hair (agni- keéa; agni-jvala-$ikha); her eyes
are fiery (agni-netra) and she is of the very nature
of fire (agni-svarupini). She has four hands, and
she carries in them spear, sword, skull-cup and
hand- drum (or noose); she is seated in the
virasana posture. And she is bedecked with
snakes as her ornaments (nagabharana-
bhushita).

MAHA-YAKSHA

The yaksha of the second tirthankara, Ajita-
natha, of the Jaina pantheon. His corresponding
yakshini is Rohinl. According to Pratishtha-sara-
sargraha he is golden coloured (hema-varna),
but Pratishtha-saroddhara describes his com-
plexion as dark blue ($yama-varna). In both ac-
counts he rides upon an elephant and is
eight-armed. He carries in his hands discus, tri-
dent, lotus, goad, sword, axe, cudgel and the
gesture of boon-bestowal.

MAHA-RATNA-KIRTI
One of the 108 forms of Avalokitedvara (see
AVALOKITA) or Lokedvara, he is three-faced and
six-armed, and stands upon a lotus. He carries in
his right hands fruit (unspecified), blue lotus and
conch, and in his left hands bow, whip and
gesture of obesience (namaskara-mudra)

MAHA-RATNA-KULA

Another of the 108 forms of Avalokitedvara
(see AVALOKITA) or Loke$vara, similar to the
above. But there is another head on top of the
principal one and this is identified with the dhyani-
buddha Amitabha. The six hands in this form
carry sword, blue lotus and rosary (on the right
side) and scripture, red lotus and another blue
lotus (on the left side).

MAHARAJA-LILA
A posture of sitting with princely comfort and
perfect ease. The seated figure is a royal per-
sonage or a deity visualized as a symbol of
prosperity and power. For instance, one of the
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forms of Madjusri (see MANJUSRI) known as X

Maharajaila Manjuéri, is described in the sad-
hana as a young prince (kumara), bedecked with
all ornaments (sarvabharana-bhushita), seated
upon a throne (simhasanastha), wearing a crown
set with jewels (ratna-kirlti), and manifesting all
the thirty-two marks of a great personage (dva-
trimsal-lakshara-vyanjana)

The posture however is not confined to the
portrayal of kings and deities. Some sages also
are shown in this posture, to indicate their perfect
composure and relaxed mood, born out of utter
dispassion and liberating wisdom. One of the
finest examples of this poture in sculpture is that
of the sage Kapila in the Isuru-muniya-vihara near
Anuradhapura (Sri-lanka). Some representations
of Adi-murti (Vishnu) and Para-vasudeva are also
in this posture.

MAHA-LAKSHMI

The most popularly worshipped form of
Lakshmi (see LAKSHMI), there are many shrines
in the country for this form of the goddess, the
most celebrated of them being in Kolhapur '
(Karavira- kshetra) in Maharashtra. Indeed, Vigva- l e
karma-§astra asserts that the real form of JLt 77 ”—l’—lu”? ll?-lllllllﬂ' 7777
Mahalakshmi can be seen only in Kolhapura; and MAHA-LAKSHMI
(old drawing from Mysore)

that in other places it is only Lakshmi even when
called Maha-lakshmi (Kolhapuram vina-nyatra
maha-laksmir yadochyate, lakshmi- vat sa sada
karya’).

The Pradhanika-rahasya (supplement to
Durga-sapta-sati) explains that Mahalakshmi was
the first to appear before everything (sar-
vasyadya) and was of the nature of the three
gunas. She was both manifest and unmanifest.
When she looked at the void (§unyam), she as-
sumed the form which was purely tamasa. Maha-
lakshmi called her Mahakali (Maha-maya,
duratyaya). Then Maha-lakshmi assumed a
second form, which was purely sattvika; and

MAHA-LAKSHMI Mah§—|aksh£nf_called ‘her Maha-sarasvati (Maha-
(Kolhapura, from photograph in P.K. Prabhu- vidya, Mabavar.ﬁ' Bharati, Vak, Sarasvati,” Arya,
Desai’s Devi-Kosha, Part 1V, 27) Brahmi, Kamadhenu, Veda-garbha, Dhidvari (4-

16).
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Mahalakshmi then directed Maha-kali and
Maha-sarasvati to create pairs according to their
own gunas (tamas and sattva respectively). And
she herself created the pair, one male and the
other female; and she called them Brahma (Vidhi,
Viriichi, Dhata) and Lakshmi (SA, Padma,
Kamala, Mata). Maha-kali created Siva (Nilakan-
tha, Rakta-bahu, Svetanga, Sarnkara, Sthanu,
Kapardi, Trilochana) and Sarasvati (Trayi-vidya,
Kama-dhenu, Stri, Bhasha, Akshara, Svara).
Maha-sarasvati created Krshna  (Vishnu,
Hrshike$a, Vasudeva, Janardana) and Gauri
(Uma, Sati, Chandi, Sundari, Subhaga, Siva) (17-
23)

Maha-lakshmi thereupon gave Sarasvati as
consort to Brahma, Gaur to Rudra (viz. Siva) and
Lakshmi ic Vasudeva (Viz. Krshna). Brahma with
the help of Sarasvati created the primordial egg
(anda); and Siva with the help of Gauri broke it
open. Then the entire universe came out of it.
Vishnuwith the help of Lakshmi nourished it and
protected it. Siva with the help of Gauri undertook
to dissolve it at the end (26-29).

Maha-akshmi herself is all things (sarva-sat-
tva-mayl) and governs all things (i$var). She is
both devoid of form (nirakara) and filled with
forms (sakara) and is known by various names
(nanabhidhana-bhrt).

According to this text, Mahalakshmi herself
was of the colour of molten gold (tapta-kafichana-
varnabha), and decorated with golden ornaments
(tapta-kafichana-bhushana). She was four-armed
carrying in her hands matulunga fruit, mace,
shield and bowl of liquor; she bore on her head
serpent, linga and yoni (5-6)

Mahalakshmi thus is to be regarded not as the
consort of Vishnu, but as the primordial energy
manifesting herself as Maha-sarasvati (sattva),
Maha-lakshmi (rajas) and Maha-kali (tamas), from
whom the three gods Brahma, Vishnu and Rudra
took shape, to create, preserve and dissolve the
universe.

The cult of Maha-akshmi (as we find it in

Kolhapur in Maharashtra and places like Dodda-
gadda-valli in Karnataka) is essentially Sakta in
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orientation and tantrik in practice. Inside the
temple at Kolhapur, there is the shrine to
Mahalakshmi in the East, another to Mahakali in
the North, and still another to Maha- sarasvati in
the South. It is also claimed that Kankala-
bhairava had his shrine in the West (although it is
not to be seen now; there is however a repre-
sentation of Bhairava-chamunda in the Ganesa-
pavilion in this direction. cf. S.K. Prabhu-Desai,
Marathi Devi-Kosha, Val, I, p.264,)

It is also to be noted that in the Maha-pitha-nir-
naya (which gives an account of the fifty-one
sakti-pithas in the country, see SAKTI-PTTHA,
SATI), the presiding form of Devi in Karavira (viz.”
Kolhapur) is called Mahisha-mardini (‘karavire
trinetra devi maisha-mardint), a form of Durga.

Karavira is an important gakti-pitha, extolled in
several puranas (like Matsya, Padma, Brahman-
da. Devi-bhagavata identifies this centre as that
of Lakshmi (‘kolapuram mahasthanam yatra
lakshmi sada sthita’). But the iconographic details
of the main image in the Kolhapur shrine do not
suggest that it is a form of Lakshmi; They would
rather indicate the aspect of Durga (see DURGA).
The same is the case with the Maha-lakshmi
image in Dodda-gadda-valli (in Karnataka).

According to Durga-sapta-$ati and Skanda-
purana (Sahyadri-khanda, 2), Mahalakshmi is to
be shown as possessing eighteen hands, carry-
ing in them rosary, axe, mace, dart, vajra, lotus,
bow, small water-pot (kundika), sakti, sword,
shield (charma), conch, bell, bowl of liquor
(sudha-patra), spear, noose, discus and the ges-
ture of boon-bestowal. Chandi-kalpa, which gives
almost the same iconographic detail, further men-
tions that she must be seated upon a lotus
(saroja-sthita) and that her complexion must be
that of coral (viz. red, ‘pravala-prabha’)

However, the image in the temple at Kolhapur
does not answer to this description. It is a stand- _
ing figure (carved out of black stone, and about
three feet in height), with only four hands; a
croucing lion can be seen at the back with its
head 1o the left of the goddess: The description
of this image in Hemadri's Cahturvarga-chin-




tamani specifies that the normal right hand carries
a boM (dakshanath kare patram’), the upper
hand on the same side holds the mace(’ urdhve

kaumodakim’); the left upper hand holds a shield
(vamordhve khetakam’). and the normal left hand
camies the sacred fruit (‘éni-phalam tad adhah-
kare’).

But in actuality, the details of the two normal
hands are reversed in the image at Kolhapur. The
mace s a huge one, its head touching the
ground.

Skanda-purana (murti-rahasya) refers to the
fruit as matulunga and to the bowl as the bowl of
liquor, and provide the same details for the four
hands (‘matulungam gadam khetam pana-
patram cha bibarat'')

Rupa-mandana, which also mentions the four
armed Maha-akshmi, provides the gesture of
boon-bestowal, trident, shield and bowl of liquor
for the four hands.

Hemadri's book cited above mentions that
the goddess caries a linga on her head (‘bibhrati
mastake lingam’), while the purana referred to
adds to the linga on the head a serpent and the
faminine sex -organ (‘nagam lingam cha yonim
cha bibhrati nfpa  murdhani’). Rupa-mandana
also says that a hood of a snake (naga- phana)
must be shown over the head of the goddess.

I am given to understand that these details are
not to be seen in the stone image of Mahalaksmi
in the Kolhapur temple. The line- drawing of the
image given in M.S. Mate’s Temples and Legends
of Maharashtra (Bharatiya Vidya Bhavan, Bom-
bay, 1962, No.8), does not include these details.

Mahaiakshmi is sometimes added in the
sculptural representation of the seven mother-
goddesses (sapta-matrka), as the eighth and
chiet goddess. in PUja-paddhati, eight matrkas
are counted, and Mahalakshmi is described as
celestial-iimbed (divyanga), seated upon lunar
orb (chandra-samsthana), riding upon a bull
(visha- vahani) and two-armed, carrying the ges-
ture of boon-bestowal and mdenl in her hands
(trii$ula-vara-dharini)!

MAHALASA

Also spelt as Mhalasa (in Marathi), (probably
a corruption of Mahalaya), she is the consort of
the popular god Mallari (or Khandoba) (see MAL-
LARI) of Jejuri (in Maharashtra). Daughter of a
grocer of Nevasa, Timma-setti, she is said to have
been born on the full-moon day of the Hindu
month Magha, and her wedding with the god is
celebrated on the full-moon day of Pausha every
year. In all the shrines of Mallari, the metallic
images of this couple are kept and worshipped
together.

She is also independently represented and
worshipped as for instance in Mahaddol in Goa.
This image carved out of black stone is four-
armed, and trampling upon a demon. The hands
carry trident, bell, sword and a severed head
(of the demon Chanda). A dog is at her side,
licking the blood dripping from this head.

MAHA-VAJRA-DHATU

One of the 108 forms of Avalokite$vara (see
AVALOKITA), he is four-faced and eight-armed,
carrying vajra, bow, trident and sword (in the
hands on the right side), and bell, dart, sacred
water-pot and noose (in the hands on the other
side). He stands upon a lotus.

MAHA-VAJRA-SATTVA

Another of the 108 forms of Avalokite$vara
(see AVALOKITA), he has a single face but eight
arms, carrying sword, rosary, discus and gesture
of protection (in the hands on the right side) and
noose, triple-staff (tri-dandi), conch and pot fuli of
jewels (ratna-patra) (in the hands on the other
side). He sits on a lotus in the vajra-paryanka
posture.

MAHA-VISHNU

Vimanarchana-kalpa (20th patala) speaks of
four forms of Vishnu in accordance with the four
greal periods of time (chatur-murti). In the Knta-
yuga, the first of the periods, he is Vishnu, white
in complexion ($veta-varna); in Treta-yuga, the
second, he is Maha-Vishnu, golden coloured
(rukmabhay); in Dvapara yuga, the third, it is Sada-
vishnu, red in complexion (raktabha); and finally
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in Kali-yuga he is Vyapi-narayana, dark-com-
plexioned ($yama-varna).

In all these forms, he is four-armed, carrying
in his two upper hands conch and discus, the
normal right hand assuming the gesture of
protection and the corresponding left holding the
hip (katyavalarhbita); and is flanked by Sri (the
goddess of prosperity) and Bhu (the earth-god-
dess) on his right and left sides respectively.

(see VISHNU)

MAHA-VIRA

The twenty-fourth tithahkara of the Jaina pan-
theon (see TIRTHANKARA); he is the last of the
tithankaras in the present epoch, and we are
living in his dispensation. Also called
Vardhamana, he was a senior contemporary of
Gautama the Buddha. He was born 250 years
after the passing away of the twenty-third tir-
thankara, Paréva-natha (see PARSVA-NATHA).
He died in 527 B.C. according to the Svetarnbara
tradition, or in 605 B.C. according to Digambara
version.

He was born in the Ikshvaku lineage in Kaun-
dinyapura in the Magadha-country. His parents
were Siddhartha and Triéala-devi (daughter or
sister of the monarch Chetaka). He married in lay
life Yasoda, daughter of Samara-vira King of
Vasarhtapura (or of Jita-$atru of Kalinga), accord-
ing to the Svetambara tradition; but the Digam-
baras hold that he did not marry but remained a
celibate. He performed severe austerities and
obtained the kevala-jiana while meditating under
the sala tree (Shorea robusta). He became an
itinerant preacher, and was widely acclaimed as
an enlightened ford-maker (tirthankara, jina).

His birth-constellation was uttara-phalguni in
Kanya zodiac. Srenika, the Magadha monarch
became his devotee, and Gautama his foremost
disciple (gana-dhara). His complexion is given as
golden (hema-varna) and his emblem lion. His
yaksha is Matanga and yakshini Siddhayika (Sid-
dhayani)

According to Rupa-mandana (6,25) the im-
ages of the Jinas are indeed countless, but four
of them are especially worship-worthy: Adinatha
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(Rshabha, the first titharikara), Nemi-natha (the
twenty-second tirthankara), Parsva-natha (the
twenty-third tirthankara), and Maha-vira (the
twenty-fourth and last tithankara).

MAHA-VIRA
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Actually, these four tirthankaras are extensive-
ly worshipped by the Jaina community. And
shrines to Paréva and Mahavira are numerous.

Iconographically, all the tithankaras are rep-
resented alike, except for their émblems (and
except also in the cases of Paréva and Su-paréva
who are shown with hooded snakes as canopy).
The image of Mahavira is distinguished by the
representation of a lion on the pedestal. He may
be shown as standing erect (in the kayotsarga or
khadgasana posture) or seated (in the lotus pos-
ture), in meditative absorption.

MAHA-SITA-VATI

One of the group of ‘give protectresses’
(paicha-raksha), recognized in the Mahayana
pantheon, she is located in the western direction
of the mandala (the central position of which is
occupied by Maha-pratisara, see MAHA-
PRATISARA). She is, according to a sadhana,
red in complexion and four-armed. She is seated
in ardha-paryanka posture upon the solar orb
(suryasana). She carries in her hands rosary and
the gesture of boon-bestowal (on the right side)
and goad surmounted with vajra (varjankusa) and
book held close to the chest (hrt-pradedastha-
pustaka). The tiny icon of the dhyani-buddha
Amitabha adorns her crest, signifying that she is
an emanation of this dhyani-buddha.

Dharma-kosha-samgraha makes her six-
armed, carrying in her right hands sword, dart
and the gesture of boon-bestowal, and in her left
goad, bow and lotus.

Nishpanna-yogavali;, however, provides her
three faces, each being three-eyed, and eight
arms. She is seated in ardha-paryanka posture
upon the solar orb settled on double lotus (vi4va-
vajra, ‘vidvabja-surye’). She is of red complexion,
but her face on the right side is white and the face
on the left dark blue. Her eight hands carry the
gesture of protection along with a lotus (sa- pad-
mabhaya), dart, vajra and sword (on the right
side) and the gesture of warning along with
noose (tarjani-paga), bow, banner with the mark
of jewel (ratna-dhvaja), and book held close to the
chest (hrdi pustakam) (on the left side).

Another sadhana makes her three-faced, six-
armed and green- complexioned. Her faces at
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the sides are white and red. She carries the same
weapons as mentioned above (in the eight-armed
form, excepting sword and book). She is here
associated with the champaka-tree.

(see PANCHA-RAKSHR)

MAHASRI-TARA
One of the ten major varieties of the popular
Mahayana goddess, Tara (see TARA). Like the
other varieties, she emanates from the dhyani-
buddha Amogha-siddhi (see AMOGHA-SIDDHI).
The expression ‘maha-éri’ prefixed to her name
signifies "great and splendid".

She is dark-blue-complexioned ($yama-
varna) and is seated upon the lunar orb

MAHASRI-TARA
(alter anicon in Indian Museum, Calcutta)



(chandrasanastha). She is one-faced and two-
armed, both hands assuming the posture of ex-
position (hasta - dvayena vyakhya - mudra -
dharena). She is bedecked with all omaments
(sarvalankara-bhushita). On both of her sides are
biuedotuses adoming her (paréva-dvayena ut-
pata-$obha). She is seated upon a golden throne
with fine mattresses (‘svamna-simhasanopari-
apaérayadi-sobha’); on her body are fine flowers
ot differert kinds like asoka, champaka, nages-
vara (or naga-kesara); and pearl jata. Her crown
is adorned by the image ot the dhyani-buddha
Amogha-siddhi.

She is surrounded by Eka-jata (blue-com-
plexioned, seated in ardha-paryanka posture,
two-armed carrying chopper and skull-cup, her
matter hair tawny in colour, her body draped in
tiger-skin, and indignant in aspect) and Arya-jan-
guli (dark-blue in complexion, and two-armed

carrying a snake in one hand and expressing the
gesture of boon-bestowal in the other) on her left
side, and Adoka-kanta-marichi (yellow-com-
plexioned, two-armed carrying vajra and asoka
flower, and wearing a bejewelled crown on her
head) and Maha-mayurl (two-armed, carrying
peacock feathers in one hand and showing by the
other the gesture of boon- bestowal) on her right
side.

She is also represented as seated in princely
comfort (maharaja- Ifla) upon the throne. She is
invoked for prosperity, and the prayer to her asks
for the bestowal of wealth upon the devotee (‘om
tare tuttare ture dhanam dapaya svaha’).

MAHA-SADASIVA-MURTI
As iconic form of Siva (see SADASIVA-
MURTI), with 25 heads, 75 eyes and 50 arms. The
twenty-five heads signify the five aspects of $iva

MAHA-SADASIVA-MURTI
(from Mahalingcévara temple, Putlur, Karnalaka)
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(paficha-brahma) in each of the five divine func-
tions (paficha-ktya) (see PANCHA-BRAHMA and
PANCHA-KRTYA). Each of the heads have
matted hair as crown (jata-makuta) and ear-rings
(kundala); the figure is adorned by serpents (sar-
palankara). The two normal hands show ges-
tures of protection and boon-bestowal.

A brick and mortar image of this form is to be
found in the Vaidyesvara-temple at Vaithigvaran-
Koil in Tanjore district in Tamil-Nadu (Plate CXIV,
fig.2 in T.A.Gopinatha Rao’s Elements of Hindu

Iconography, Vol II, Part 2)

MAHA-SARASVATI

According to Markandeya-purana, one of
three primordial forms that the mother-goddess
assumed (the other two being Maha-kali and
Maha-lakshmi (see MAHA-KALl and MAHA-
LAKSHMI). Maha-sarasvati is the manifestation
of satva-guna out of the hidden form (gupta-
rupini) of the goddess, and thus represents the
power of knowledge (jiana-$akti). Maha-saras-
vati is the patron-deity of the brahmanas, Maha-
kali of the kshattriyas and Maha-lakshmi of the
vaisyas. She is iconographically represented as
pretty in apearance, fair in complexion, draped in
white garments and four-armed. She carries in
her hands rosary, book, lotus and gesture of
protection, or alternately lotus, book, fute (vina)
and the gesture of boon-bestowal. Her mount is
swan.

(see SARASVATI)

Maha-sarasvati figures also in the Mahayana
Buddhist pantheon, where she is identified with
Madijusri. She is usually shown with one face and
two hands (holding lotus in one hand, and show-
ing the gesture of boon-bestowal with the other),
although some sadhanas describe her as three-
faced and six-armed. The three faces are said to
represent learning (vidya), intellect (buddhi) and
memory (smrti). She is further said to be youthiul,
pretty, and smiling. (see MAHA-LAKSHMI)

MAHA-SAHASRA-PRAMARDINI

One of the group of ‘five protectresses’
(paficha-raksha) of the Mahayana pantheon, she
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is located in the eastern direction of the man-
dala.

According to a sadhana, she is fair-com-
plexioned ($ukla), with one face (eka-mukhi) and
six arms (shad-bhuja). She is lovely in
apearance, youthful and amorous in mood (rupa-
yauvana-stiigara- vati); she is bedecked with a
variety of ornaments (vichitralankara-dhara).
She is seated in the lalitakshepa posture upon
the lunar orb poised on double lotus (‘padma-
chandrasana; viSvambhoja-chandre lalitaks-
hepena’). She carries in her right hands sword,
dart and gesture of boon-bestowal, and in her left
ones bow, noose and axe; her crest is adorned
by the image of the dhyani-buddha Vairochana.

Another sadhana makes her three-faced and
eight-armed. She is dark blue in colour, but the
face on the right side is white and the one of left

~green. She is visualized as seated within the

burning sun, trampling upon a bhuta-yaksha. She
is fierce in appearance with knitted eyebrows
(bhrukuti-karala) and sharp fangs (darhshtra).
Her hands on the right side carry the gesture of
boon-bestowal, goad, dart and sword, and those
on the other side carry the noose held with a
gesture of warning (tarjani- pa¢a), axe, bow and
a collection of sixteen jewels placed upon a lotus.
She is distinguished by the presence of the
bodhi-tree above her head.

Nishpanna-yogavali and Dharma-kosha-
sarhgraha provide this deity with four faces. The
former text prescribes the four faces to be placed
in the four directions (the principal face being
white in colour, the face at the back of it yellow,
the face to the right dark-blue and the face to the
left green), while the latter places the fourth head
above the principal face (the principal tace being
dark-blue in colour, the face above it red, the face
to the right white and and the face to the left
green). Dharma-kosha-sarmgraha prescribes her
hands to be eight (carrying vajra, sword, arrow,
and axe in the hands to the right and noose, lotus,
bow and double-vajra in the hands on the left
side). while Nishpanna-yogavali makes her ten-
armed (carrying the eight-spoked wheel placed
upon a lotus, the gesture of boon-bestowal,
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goad, dant, and sword in her right hands, and
vajra, the gesture of waming. bow, and two
nooses in her left hands).

(see PANCHA-RAKSHE)

MAHA-SAHASRA-BHUJA

One of the 108 forms of Avalokite$vara (see
AVALOKITA) or Lokesvara, he is a variety of
Samarta-bhadra. Despite the name (‘thousand-
armed’), however, he is shown with but two
hands, flourishing sword in his right hand and
showing the gesture of boon-bestowal with the
other. He is seated upon a lotus in the vajra-
paryanka posture.

MAHA-SAHASRA-SURYA

Another of the 108 forms of Avalokite$vara
(see AVALOKITA) or Lokedvara, he has eleven
faces and eight hands. A widely worshipped
deity in Tibet, the form is frequently represented
in drawings and scrolls. His two normal hands
are heid upon the chest, showing the gesture of
protection. The other six hands carry rosary,
discus, gesture of boon-bestowal, blue lotus, bow
with arrow, and water-pot.

MAHA-SENA

One of the names of Skanda or Kartikeya (see
TIKEYA), it was also one of the forms of the
warrior-god (‘'commander of a huge army’) that
was popular among rulers and governors in the
early centuries of the Christian era. Mah3-sena
was especially adored by the Kushana, the
Gupta, and the Chalukya monarchs. Icons of this
god were worshipped even in.the first century
AD.; and there were temples erected to honour
him in subsequent centuries.

The earliest image of this god that can be seen
even today was carved out of white-spotted red
sandstone, found at Kankali-tila in Mathura (Uttar
Pradesh). The inscription on the pedestal of this
image (‘Kanikeyasya pratima pratishthapita') is
dated 89 AD. It is a standing figure and is
two-armed, one of the hands holding a spear
(Sakti), and the other assuming the gesture of
protection.  The earliest information about a
temple to this god comes from an inscription
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dated 279 A.D. at Kanakhera near Safichi In Mad-
hya Pradesh. The inscription mentions the chief-
tain Sridhara-Varma (‘maha-danda-nayaka) and
the temple of ‘Svami- Mahasena’, who was
described as the ‘commander of the army of
gods’ (‘tridada-gana-sena-pati’). Another inscrip-
tion dated 415416 A.D. (Bilsad, Uttar Pradesh)
speaks of additions being made to an already
existing temple of Svami-Mahasena ('bhagavatas
trailokya-tejas-sambhara-santatadbhuta-murter
brahmanya- devasya ..  svami-
mahasenasyayatane’) by some Dhruva-4arma.

The coins of Huvishka represent two different
aspects of this god, Mahasena and Skanda (see
SKANDA). Mahasena is shown as two-armed
wearing an inner cloak, covered over by iong and
flowing garment. He holds a banner of victory
(vaijayanti-pataka) in one hand, and there is a
cock on top of it.

it has been suggested that four variant forms
of this god were popularly worshipped : Skanda,
Kumara, Visakha and Mahasena, for these names
occur in the Inscriptions.  Vishnu-dharmottara
(3.77,3-5) mentions four forms but Maha-sena is
not among them : Kumara, Skanda, Viéakha and
Guha. We do not know if Guha was another
name for Maha-sena. The text prescribes that
Kumara must be shown as six-faced, riding a
peacock, wearing red garments, showing the sik-
handi type of hair-do, holding a cock and a bell in
his hands (which are only two); and it further says
that the other three forms must be made to
resemble Kumara in all respects other than
having six faces and riding on peacock (3,77,6
‘skando visakhas cha guhah kartavya$ cha
kumara-vat; shan-mukhas tu na kartavya na
mayura-gatas tatha’).

MAHISHA

A mighty asura who fought with Durga (see
DURGA) and was killed by her (hence her name
Mahisha-mardini or Mahishaghni).

The legends describe how the two sons of the
asura Danu, called Rambha and Karambha did
severe penances, the former amidst five fires
(parichagni) and the latter inwater. Indra, the lord

PRATIMA KOSHA



MAHISHA
(in Bhaktapur temple, Nepal)

of the gods, assumed the form a crocodile and
dragging Karambha into the depths of the water
slew him. Rambha, in order to avenge his
brother's death, increased the intensity of his
austerities. He obtained as reward greater bril-
liance than the god of fire, beauty in apearance
and invincibility in war ; he could not be defeated

by gods or asuras. While moving about in the
garden of Maha-yaksha, he fell in love with a
she-buffalo. He took the form of a he-buffalo and
mated with the female animal. But soon after, a
real he-buffalo which was passionately in love
with this female, attacked Rambha and gored
him to death. The she- buffalo killed itself in the
funeral pyre of Rambha. And out of the fire
sprang up a mighty asura wih the head of a
buffalo and the human body. This was
Mahishasura.

He conquered the three worlds, and he could
not be defeated byany god or asura. He attack-
ed the heavens and drove out the gods. There-
upon from Brahma's face sprang forth a goddéss
in all glory and beauty. Mahisha fell desperately
in love with her ; but the goddess agreed to marry
him provided he won in the battle with her. A
terrible fight ensued and the goddess killed him
with her discus (see next entry). She was Durga,

MAHISHA
(stone in Elura, Kailasanatha)
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who now became Mahisha-mardini. (cf.Devi
M.Sthskamm).

During the worship of Durga in this aspect.
Mahisha also receives worship. He Is iconically
raprasemadashavhgahumanbodywnhthe
head of a buftalo, or as a buffalo from the severed
head of which the human torso springs forth. The
buftalo part of the asura is shown as being attack-
od by the lion (mount of Durga). while the human
head of the asura is being seized by the goddess.

The buffalo is regarded as an attendant deity
of the Devl in some folk cults, as for instance in
the bhuta-worship as having a buffalo’s head. In
some of the falk religious practices, a buffalo is
sacrificed for the goddess, and a lamp Is kept
buming on the severed head of the buffalo, rep-

resenting the goddess.

MAHISHA-MARDINI

The most popular form of Durga (see DURGHK)
worshipped all over the country, especially during
the nava-ratra festival. The goddess in this form
(as the killer of the asura Mahisha) is represented
in sculpture and painting in a variety of ways, with
two to eighteen hands and in several postures.
Mahisha also Is shown in variant forms, some-
times as the animal buffalo, sometimes as half-
animal and half-human, and somietimes only as
human; and in many icons, Manisha is even
omitted.

The background story of Durga as the killer of
Mahisha occurs in the 'Devi-mahatmya’ section of
Markandeya-purana (228,1-44). This text is in
three divisions called respectively Prathama-
charitra, Madhyama-charitra and Uttara-charitra.
The first division deals with the killing by the
Goddess of the two demons Madhu and Kaitab-
ha. The second division 1ells us the story of how
the Goddess fought with Mahishasura and killed
him. The third division gives an account of the
death of the two asuras Surmbha and Ni$urbha
by name at the hands of the Goddess.

This text in three divisions is called Maha-
lantra (when the three divisions while being
rgcited take the order of first, third and second,
‘adyanta-madhya-charitam maha-tantram Iiritam’);
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MAHISHA-MARDINI
(from western gopura, Chidambaram Temple)
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MAHISHA-MARDINI
(Elura-cave xxi, Ramegvara)

chandi-maha-mantra (when the order is first,
second and third, ‘adi-madhyanta-charitra-
kramac chandi-maha-manuh) ; Sapta-gatl (when
the order is second, first and third, ‘madhyam-
adyanta-charitra-kramat sapta-<atiti cha’) ; Mrta-
safjivinl (when the order Is third, first and
second); and Maha-chandl (when the order is
third, second and first).

It is also claimed that the three divisions rep-
resent the three principal forms of the primordial
goddess : Maha-lakshmi as the killer of Madhu
and Kaitabha, Maha-kali as the killer of Mahisha,
and Maha-sarasvatl as the killer of Sumbha and
Nigumbha.

The division that deals with the killing of
Mahisha begins with the narration of how
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MAHISHA-MARDINT
(bronze from Chamba; no lion)

Mahisha defeated the gods, and became Indra
himself. The gods led by Brahma approached
Vishnu and Siva and appraised them of the situa-
tion. The anger emerging out of all the gods
combined to take the shape of a terrible goddess,
who also comprehended in herself all the special
powers of the gods (‘samasta-devanam tejo-ras|-
samudbhavam’). The principal gods bestowed
upon her their own weapons : and Himavan gave
her the llon as her mount. Thus equipped, she set
out to fight with Mahisha. She destroyed his
army, and finally kiled Mahisha, assuming the
awe-inspiring form of Chandika. She pinned the
asura down with her foot, and pierced his neck
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MAHISHA-MARDINI
(from Somanath Temple, Puttige)

MAHISHA-MARDINT
(Mamallapuram)

)

MAHISHA-MARDINT
(from Kadiyali, Udipi)

with her spear (‘padenakramya kanthe cha
$ulenainam atadayat’) ; she cut his head off with
her sword. Thus the welfare of gods and all
beings was secured by the goddess.

The legend about the killing of Mahisha is told
In many puranas, besides Markandeya-purana
(Devi-mahatmya, chapters 81-93) as, for instan-
ces, in Vamana-purana (19,1-21), Varaha-purana
(62,1-95), Siva-purana (5,46,1-63), Skanda-
purana (2,83), Devi-bhagavata (5,2-20; 5,16,
46,65) and Kalika-purana (61). Devi-bhagavata
(5.8,62-74), Devi-mahatmya (Chp.81), Vamana-
purana, (19,8-12) and Siva-purana (5,46,14-18)
tell us how the various gods constituted the body
of the goddess when she set out to kill the demon
Mahisha. Siva was the face of the goddess, Yama
the black and long hairs ; Vishnu the eighteen
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arms, Chandra the breasts, Indra the waist,
Varuna the legs and thighs, Bhumi the hips, Brah-
ma the feet and toes, Surya the hands, the Vasus
the fingers, Kubera the nose, Daksha-Prajapati
the teeth, Vayu the ears and Agni the three eyes.

Vamana-purana adds that Sandhya became the
eyebrows, and Aruna the lips.

According to Markandeya-purana (ch.82) and
Devi-bhagavata (5,8,62-74) Siva presented the
trident to the goddess, Vishnu discus, Varuna the

MAHISHA-MARDINT
(after a Hoysala sculpture)
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MAHISHA-MARDINT
(Mamallapuram)

conch, Agnl the spear, Vayu the bow and quiver,
indra the vajra and the bell that was tied to the
neck of Airavata his elephant, Yama the cudgel
(kala-danda), Varuna the noose, Prajapati the
neckiace, Brahma the water-pot, Surya the daz-
Zing briliance, Kala (Destiny) the sword and
shield, Vi$vakarma the ornaments (crest-jewel,
crescent-moon) and weapons (axe, mace, ar-
mouwr), Himavan the lion for mount, Kubera the
bowl of liquor and Ananta {Sesha) the serpent-or-
naments  (nagabharana). Vamana-purana
(19,13-25) gives the same details, except for the
quiver being presented by Surya, mace by
Kubera, arrow by Agni and rosary by Brahma.

Vamana-purana (19,13-25) mentions that the
goddess thus formed and equipped appeared as
three-eyed, eighteen-armed and lustrous like a
thousand suns in the hermitage of the sage

Katyayana and came out from it . hence she
became known as Katyayanl. According to Skan-
da-purana (mahesvara-khanda, 10,1-1 10) the oc-
casion for the appearance was this ; Gaur was
engaged in austerities in Arunachala, guarded by
the batukas : Mahisha came there with his army
and wanted to marry Gauri ; a fight ensued and
Mahisha was killed.

Padma-purana mentions the Mandara moun-
tain as the place where Mahisha was killed by
Vaishnavi in the Svayambhuva-manvantara. Ac-
cording to another account, the place was
Vindhya mountain, and the time Vaivasvata-man-
vantara.

Icons of Durga in this form are found in large
numbers in every part of the country ; and the
worship of Durga as killer of Mahisha is very
ancient. There are terra cotta plaques showing
her, that belong to the Kushana period. Images
belonging to the first century A.D. have been
recovered, and the cult of this goddess appears
to have become very popular during the Gupta
period. And she is represented in a variety of
forms.

Very early images are only two-armed, as for
instance the terra cotta plaques recovered from
Ahichchhatra and Bhumara ; the left hand of the
goddess holds the buffalo’s snout. But the terra
cotta plaques from Nagar in Rajasthan show her
with four arms (100 B.C. - 100 A.D.). Suprabheda
and Purva-karana prescribe that this goddess
must be four-armed, carrying conch, discus,
goad and noose in her hands. But more frequent-
ly met with are images with eight arms. $arada-
tilaka and Prapaincha-sara-tantra specify that her
eight hands must carry discus, trident, dan,
sword, gesture of warning (tarjani), severed head,
shield and bow, or alternately the first four details
and rosary, goad, axe and serpent-noose (naga-
pasa). Inthe early images, she is not associated
with the lion.

Silpa-ratna mentions that the form of the god-
dess as the killer of Mahisha is also called
Katyayani, and prescribes ten arms for her, the
hands on the right side carrying trident, sword,
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sakti, discus, drawn bow, and the hands on the
other side carrying noose, goad, shield, axe and
bell. She is said here to represent the combined
forms of Siva and Vishnu ($iva-narayananvita).
she wears matted hair as crown, to which cres-
cent moon is stuck. She standsinthe triple-bend
stance (‘tri-bhahgi-sthana-samsthana mahishas-
ura-mardini’). The right leg is placed upon the
lion’s back and the left foot is pressing Mahisha’s
body.

There are also images with 12, 16, 18, 20 or 32
arms, carrying various weapons and emblems.
There is even a form with a thousand arms men-
tioned in Markandeya-purana. Vishnu-dharmot-

tara provides twenty arms for her. The hands on
the right side carry spear, sword, conch, discus,
dart, sakti, vajra, the gesture of protection, hand-
drum and parasol (chhatra), while the hands on
the left side hold serpent-noose (naga-pada),
shield, axe, goad, bow, bell, banner, (dhvaja),
mace, mirror and club (mudgara). She is, ac-
cording to this text, seated upon the back of the
lion (quoted from Vachaspatya in T.A Gopinatha
Rao: Elements of Hindu Iconography, Vol |, part
2, p.346). ’

This goddess is usually depicted as standing
- in a tri-bhanga stance (see TRI-BHANGA) : but
there are many images in the sama- bhanga (see
SAMABHANGA) or dvi-bhanga (see DVI-BHAN-
GA) stances. While she is standing, she may
assume the alidha or the pratyalidha posture.
Her complexion is given variously in the texts :
yellow or golden, dark-biue, resembling the atasi-
flower or champa-flower. She is always repre-
sented as youthful, charming and tranquil. The
usual hand-gestures associated with this form are
those of protection (abhaya), boon-bestowal
(varada), warning (tarjan) and hip-holding
(katyavalarnbita). More often than not, a lion is
shown as her vehicie ; but there are numerous
icons without having a lion.

Matsya-purana  provides a  detailed
iconographic account of this goddess. A running

translation of the relevant Sanskrit passage is
given here:
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‘The goddess has her matted hair tied into a
top- knot ; the crescent moon is stuck in it. Her
face is fair like lotus or moon; and she has three
eyes. She is youthful and decorated with all orna-
ments. She stands in a three-bend stance (tri-
bhanga-sthana). She has ten hands, carrying
trident, sword, discus, sharp dart and sakti on the
right side, and shield, drawn bow, noose, and
goad (or bell) and severed head (or axe) on the
left side.

The buffalo must be shown at her feet, with its
head cut off. At the point where the head is cut
off, the demon Mahisha, holding a sword, must
berepresented. His chest must be pierced by the
goddess with her spear, and his body must be
covered with blood. He must also be shown as
bound by the naga-pasa of the Devi, and his face
must be terrible with knitted eye-brows. The god-
dess must be holding him by his hair.

The lion must be shown with blood flowing
out of its mouth at the side of the goddess. The
right foot of the goddess must be placed firmly
upon the lion, and the big toe of the left foot,
slightly raised (kifichid urdhvam) must be upon
the buffalo’s body".

The representation of Mahisha is described in
some texts like Silpa-ratna. The buffalo must be
shown in front of the goddess, with the left foot of
the.goddess upon it. Its head must be shown as
severed ; (chhinna-griva) and from the neck of the
buffalo emerges the human body of the terrible
demon, visible above his navel (‘nabher urdhvam
vinishkrantam danavam darunam;). The demon
is to be shown as indignant, carrying in his two
hands sword and shield ; he is visualized as
restrained by the serpent-noose (prabaddham
naga-paéena), held in one of the hands of the
goddess.

Devi-mahatmya mentions that just before kill-
ing Mahisha she bound him with the noose ('sa
kshiptva tasya vai pasam tam babandha
mahasuram’) ; and that it was then that the demon
abandoned his buffalo form (‘tatyaja mahisham
rupam’) and assumed a lion's form! When the
lions’s neck was cut off by the goddess, he
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The goddess aftacked him with darts, and the
demon Immediately took the shape of an
elephant; the final form that he took was that of
the buftalo.

Prapaficha-sara-sarngraha  (patala  13)
enumerates three forms of Durga as Mahisha-

mardinl (wrongly given in the printed text as
Vana-durga): (1) sattvika, rajasa and tamasa. The
sattvika form is golden- coloured (hema-prakhya)
wearing yellow garments (plia-vastra) and four-
armed, carrying conch, discus and the gestures
of protection and boon-bestowal. She is pleasant
in aspect (prasanna) and stands upon a golden
lotus (hemabja-stha).

(2) The rajasa form is in complexion like the
fresh durva grass (nava-durva-sadrél), and eight-
armed, carrying discus, conch, sword, shield,
arrows, bow, spear and gesture of waming (tar-
janl). She stands upon the head of a buffalo
(mahishottamangastha).

(3) Thetamasa form is dark in complexionlike
the rain-bearing cloud (sajala-jalada-samkasa),
and with numerous arms, carrying weapons like
discus, conch, sword, shield, arrow, bow, spear,
skull-cup, gesture of fist (mushti), pestle-ike club
(musala), spear (kunta), mace, $aktl and bhin-
dipala. She stands with one leg on the Mahisha
and another on the lion ; or she rides upon a lion
(simhastha). She dons tiger's skin and is lustrous
like fire (agni-nibha). She Is in this form known as
Katyayanl

MAHENDRA
One of the dik-palas (see DIKPALA) and the
chief of the gods; he is the guardian of the north-
eastemn direction, according to Gobhila-grhya-
sutra.

(see INDRA)

MAHESA (-MURTI)

The concept of Mahesa-murti is derived from
the Saiva-siddhanta doctrine of emations from
Siva (siva-srsht) and emanations from Sakli
($akti-syshti). Saiva-siddhanta recognizes reality
(tattva) as three-fold : (1) Siva the supreme tativa,

devoid of form (nishkala) and extremely subtle
(stkshma) (one tattva); (2) Sada-$iva, the reality
which is partly formed and partly devoid of form
(sakala-nishkala), and both subtle and gross
(stkshma- sthula) (five tattvas); and (3) Mahesa,
with form (sakala), and gross (sthula) (twenty five
tattvas). The three aspects of reaity are also
termed tattva (really real), prabhava (emanations
thereof) and murti (iconic representations), al-
together making thirty-one categories (also called
tattvas).

I. Siva, for the sake of creating the basic
principles of the world (srshtyartham sarvatat-
tvanam) and for heiping the aspirants for spiritual
welfare (yoginam upakaraya) assumes out of his
free will, forms (kala, which word ilterally means
limbs or parts, but means ‘body’ In an extended
sense). From one-thousandth part of Siva
(sahasraméena) emerges the transcendental
energy, Para- $akti (characterized as $antyatita-
kala). From one-thousandth part of Para-$akti
comes forth the primordial energy, Adi-$akti,
(characterized by &nti-kala). Likewise from Adi-
&kti emerges the energy of intention, icchha-
$akti (vidya-kala), from lcchha- $akti the energy
of cognition, Jiana-dakti (pratishtha-kala), and
finally from JAana-dakti the energy of action,
Kriya-gakti (nivitti-kala). Thus five distinct ener-
gies take shape from Siva. This Is known as
Siva-srshti.

li. The subsequent stage of creation is known
as Sakti-srshti, and here the second aspect of
reality (sadasiva-tattva) becomes relevant. From
one-tenth part of each of the five energies fiash
forth a sadakhya : Siva-sadakhya (I$a) from Para-
$akti, Amurta- sadakhya (féana) from Adi-$akti,
Murta-sadakhya (Brahma) from Icchha-dakti,
Kartr-sadakhya -(Tévara) from Jhana-$aktl, and
Karma-sadakhya (i§ana) from Kriya-dakt!. They
correspond with the five faces of Siva, in accord-
ance with the directions : Vama-deva (North),
Tatpurusha (East), Sadyojata (West), Aghora
(South) and Sadadiva (top). Each of them Is
called a Sadasiva-aspect (‘paficha-murti-mayam
devam paiicha-tattvatmakam bhavet’).

The first two sadakhyas are ‘amurta’ (devoid
of concrete shape or Iconic representatlon), while
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the remaining three are 'sa-murnta’; (equipped
with shape). The last sadakhya (karma-sadak-
hya) is called ‘pinda’. because f comprehends all
the five sadakhyas (‘pindam sarva-tattva-
mayam’). It s both sa-kala (with form or body)
and nishkala (devoid of form or body). The texts
say that R is for tacilitating meditation and wor-
ship by the yogins, ascetics, wise-folk and
mantra-practiioners that Siva who is devoid of
form assumes forms. (‘yoginam yatinam
jhaninam  mantrinpam; dhyana-puja-nimittaya
nishkalam sakalam bhavet').

Ill. From one-thousandth part of the presiding
aspect of the last Sadakhya (Karmesa), emerges
Mahesa-murti, (‘karmedasya sahasramalan
mahedasya samudbhavati’) a deity with definite
torm, who is directly responsible for the creation,
maintenance and dissolution of the world, and
who reveals himself to devotees in different
‘sportive’ forms (lila-murti) in a variety of postures
(seated, standing, dancing and riding) and in
violent or tranquil moods. All the iconic forms of
Siva are direct emanations from the Mahefa-
munti, the third aspect of reality (tattva).

Maheda is Iconographically visualized as
having a single face, which is three-eyed, wearing
his matted hair in the form of a crown (jata-
makuta), and four hands, carrying in the extra
hands deer (mrga) and axe (para$u), the normal
hands assuming the gestures of protection and
boon-bestowal. He is also represented as having
three faces, corresonding to the three aspects of
reality, viz. Siva, Sadasiva and Mahesa, and rep-
resenting the three divinities that emerge from
Mahe$a-murti to create (Brahma), preserve (Vish-
nu) and withdraw (Rudra) the world.

The Siddhanta explains that from one
thousandth part of Mahe4a, Rudra takes shape ;
and from one out of a crore of parts of Rudra
Vishnu is formed. and from one out of a crore of
parts of Vishnu Brahma takes shape. These are
the divinities that are responsible for creation,
preservation and dissolution of the world ; Brah-
ma is the creator, Vishnu the preserver and Rudra
the destroyer (mahesam sa-kalam vidyat stshtj-
sthiti-layatmakam’).

Other deities also take shape from Maheéa-
murti. The sun (Surya), the moon (Chandra) and
the fire (Agni) come out of the three eyes of
Maheda. From Mahesa's nostris the wind (Vayu)
gets formed, from the mouth the deity of wisdom
(JAana), from the neck Ganesa, and from the
chest Skanda.

According to Suprabhedagama, Mahesa-
murti as the completely manifest form of Siva is
to be shown as having five faces, four of which
are visible. Each of the faces is three-eyed. His
complexion is that of crystal (sphatika), and his
lustre is that of the sun ; but he is cool like the
moon. He is draped in white garments and his
sacred chord also is white. He has ten hands,
showing with his two normal hands the gestures
of protection and boon-bestowal. The other eight
hands carry spear, axe, vajra and sword (on the
right side) and shield, goad, noose and bell {(on
the left side).

The five faces represent the five aspects
(paficha-mukha) of Siva: Vama-deva, Tat-
purusha, Sadyojata and Aghora in the four direc-
tions, and Sadasiva on top; the five kalas
(Santyatita, Santi, Vidya, Pratishtha and Nivrtti);
the five Sadakhyas (mentioned above); and the
five Saktis (Para-sakti, Adi-dakti, lcchha-sakti,
Jiana-dakti and Kriya-dakt). The face repre-
senting Para-$akti, Santyatita-kala and Siva-
sadakhya is beyond our apprehension; and
therefore only four faces are shown, each facing
adirection. In relief sculptures and paintings, the
face behind the one that is in front of us also
becomes invisible. Thus it is usual for Mahesa-
murti images to be seen as three-faced (as in the
well-known and so-called Trimurti image in the
Elephanta caves).

The assumption of Mahesa-form is also meant
to give expression to the five phenomenological
functions known collectively as pafncha-krtya :
creation (srshti), preservation (sthiti) and dissolu-
tion (sarhhara) of the world, obscuration of the
real (tirodhana) and grace for the devotee
(anugraha).
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Maheda is said to have twenty-five ‘sportive
forms' (fia-murti) (‘paficha-viméati-bhedais tu tan
murtir-vividha bhavet') and the number is ob-
tained by five sets of five details : five $aktis, five
sadasivas, five sadakhyas, five mukhas and five
krtyas. The list of twenty-five sportive forms given
in Rauravagama (27th patala) is as follows :

(1) Soma-dnari (Chandra-$ekhara)
(2) Umaya-saha (Uma-sahita) |
(3) Vrsharudha (Vrshabhavahana)
(4) Nrtta-rupaka (Nataraja)

(5) Vaivahika-murti (Kalyana-sundara)
(6) Pasupata

(7) Ganhgadhara

(8) Tripurantaka (Tripurari)

(9) Gauri-safmvada

(1.0) Gauryanugraha

(11) Umayalingita (Alingana)

(12) Guhoma-sahita (Somaskanda)
(13). Umaradhya

(14) Sukhasina (Sukhasana)

(15) Kankala

(16) Kesavardha (Sankara-narayana, Hari-
hara)

(17) Kirata

(18) Ardha-narigvara

(19) Chakra-prasada (Chakra-dana)

(20) Vighna-prasadaka (Vighnesanugraha)
(21) Eka-pada

(22) Dakshina-murti

(23) Bhikshatana
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(24) Kala-ha (Kalari)
(25) Lingodbhava

The list given by T.A.Gopinatha Rao (in his
Elements of Hindu Iconography, Vol I, part 2,
pages 369-370, source not Indicated) omits items
6to 11) and 13 from the above list and substitutes
the following:

Kama-dahana (Kamari)
Jalandhara-Vadha

Gajari (Gajasura-samhara)
Vira-bhadra
Chande$anugraha, and
Vishapaharana

(see LILA-MURTI)

MAHESVARA

Name of Siva (see SIVA), iconically repre-
sented. He is shown as nding a bull (vrsha-
vahana), fair-complexioned (sita-varna), wearing
matted hair as crown (jata-makuta) in which cres-
cent moon is stuck ($asanka-$ekhara), and four-
armed, carrying usually axe (parasu) or hammer
(tanka) and deer (mrga) in the two upper hands,
the: normal hands assuming the gestures of
protection and boon- bestowal. Alternately, he
carries trident, hand-drum, skull-cup and serpent
in the hands. Serpents constitute his ornaments
(nagabharana). He is three-eyed (tri-nayana), the
third eye being on the forehead (phalaksha).

He is often accompanied by Parvati, his con-
sort (see PARVATD), and sometimes also with his
sons Ganesa (see GANAPATI) and Skanda (see
KARTIKEYA). He may be shown with his atten-
dants Nandi, Chandike$vara and Bhrhgi.

MAHOGRA-TARA
One of the eight forms of Tara according to
Vidyarnava-tantra (the other seven being, Tara,
Ugra-tara, Vajra, Nila, Sarasvati, Kame$vari and
Bhadra-kali), She is visualized as dark- com-
plexioned (krshna-varna), three-eyed (tri-nayana)



and two- armed. She carriss a red lotus flower in
each hand. She is bedecked with all omaments.
She Is to be shown as wearing a foot-wear
(pada-trana-yuki).

MAHODARA
Name of the bhairava in Mithila-pitha (among
the fifty Sakti- centres), where the presiding god-
dess is Uma-mahadevi. It is said that the left
shoulder of Satl's corpse fell here (see SAT).

Name of Ganesa, because of his big beliy (see
GANAPATI)

MANIKKA-VACHAKAR

A renowned Saiva saint of South India, whose
icon Is reverenced in many temples to Siva. Bomn
in Tirvadavur near Madurai in the eighth century
AD., he acquired great celebrity as a poet and

MANIKKA-VACHAKAR

devotee of Siva. It is said that he held for some
time the post of a minister in the count of a
Pandyan monarch. His compositions (Tamil) in
Tirumurai are specimens of exalted spiritual
mood, especially the collections known as
Tiruvachakam and Tirukkovaiyar.

MATANGA

A yaksha attending on the twenty-fourth tir-
thankara, Mahavira, of the Jaina pantheon. Dark-
complexioned (asita, or $yama, green in
body-colour according to the Digambara descrip-
tion), he rides upon an elephant (kari-ratha,
gajarudha). Heis two-armed, carrying in his right
hand mangoose (nakula) and pomegranate fruit
(bijapura) in his left. (cf. Rupa-mangdana, 6,17).
The right hand assumes the gesture of boon-be-
stowal (varada) and the fruit in the left hand is

MANIKKA-VACHAKAR
(bronze)
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citrus (matulunga) according to Pratishtha-sara-
sangraha. This text also specifies that his head is
adorned by the halo of dharma-chakra (‘dharma-
chakram cha mastake’)

His corresponding yakshini is Siddhayani (or
Siddhayika) :

The yaksha Vara-nandi (in the Digambara ac-
counts), aftached to the seventh firthankara,
Suparsva, is also called Matanga in the Svetam-
bara lists. The Digambaras describe him
(viz.Vara-nandi) as dark-complexioned (krshna-
varna) riding a lion and as two- armed, carrying a
trident ($ula) and cudgel (danda), (Pratishtha-
sara-sangraha). He rides on an elephant, and is
four-armed carrying cudgel, spear, banner and
svastika, according to Pratishtha-saroddhara.

MATANGI
Reputed as one of the ten principal goddes-
ses (see DASA- MAHAVIDYA), she is in fact a
widely worshipped folk-deity in many parts of the

country. Although the puranas describe her as
the form assumed by the primordial energy (adi-
4akti) to kill the demon Matahga by name, her
name and description and the legends concern-
ing her speak of her origin outside the caste-
structure ; she is also a favourite divinity among
the devotees who belong to the indigenous cults.
One of her names even in the Kalpa texts is
Ucechhishta-chandali.

According to the description given in Mantra-
maharnava, she is very dark in complexion
(ghana-syamalangi) and wears a bejewelled
crown on her head ; crescent moon adorns her
crown. She is three-eyed and has a smiling
countenance (smita-mukhi). Her mouth is filled
with the betel-leaves which she chews along with
areca-nut and lime (tambula-purnanana). She is
four-armed, carrying noose, goad, sword and
shield. She is seated upon a throne.

But there is also a description that she is
engaged in playing on the musical instrument

MATANGT
(after a medicval painting)
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(vallakim vadayanlim), seated upon a lotus
(saroja-sthita). She is also visuallzed as listening
to the pratting of the pamot (‘Sukasyoditam
émvatim’). She wears red garments (rakia-
vastrabham’) and she is inebriated with liquor
(sura-pana-matta).

There are three variant forms: Raja-matangi
(see REJA-MATANGI), Sumukhi (see SUMUKHI),
and Laghu-dyama (see LAGHU-SYAMA), which
share many of the iconographical features men-
tioned above.

MATULUNGA
The fruit from the citron tree, which is held in

the hands of some gods and goddesses, espe-
cially the yakshas and yakshinis.

MATRKA

Meaning a ‘mother-goddess’ or rather
‘mother-ike goddess’, the Sanskrit expression is
used not only for the numerous minor manifesta-
tions of the Mother-goddess (Adi-$akti) but for the
'spirits’ underlying the letters or-phonemes of the
alphabet (matrices). Tantra looks upon the
mantra itself as a goddess, and this is derived
from the idea of the vital character of the seed-
syllables or primary phonemes. Thus every letter
of the Sanskrit alphabet has been personified as
a goddess (cf. Svacchhanda- tantra, 1st patala)
and has been represented with iconographic
specificity (clillustrations given in the Teiugu
book Rupa-_dhyana-ratnavali, ed.by Ganapati-
Sthapati, Andhra Government publication,
Hyderabad, 1981).

More commonly, however, the goddesses
that are believed to have created all beings and
that protect and nourish the devotees are looked
upon as ‘mothers’. Many are such goddesses
worshipped in the countryside, and they play a
significant role In the folk cults. Most of them
have a human background, and are littie more
than deified women of exceptional character.
Some of these goddesses represent diseases
and misfortunes.
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In more sophisticated religion, these goddes-
ses have been incorporated but are assigned
secondary status. They are created by Siva or
Vishnu to discharge certalin limited functions; and
they are attendants of the princCipal goddesses
like Durga, Lakshmi or Sarasvati. They are as-
sociated with another class of goddesses who are
helpmates in tantrik practices, viz.yoginis (see
YOGINY).

We have an account of the origin of the
entire class of these secondary mother-goddes-
ses in several puranas. In Maltsya-purana
(chap.178), for instance, they are creations of
$iva during his fight with the demon Andhaka.
Andhaka, a wicked demon who had been made
powerful by boons began tormenting the three
worlds, and to crown his misdeeds attempted to
abduct Parvati. Siva appeared as Mahakala and
confronted him. A terrible fight ensued, and
whenever Siva struck the body of the demon and
blood fell on the earth, another demon (like
Andhaka) sprang up and aftacked Siva. Siva
thereupon created from the flames of his anger as
many of 190 feminine spirits, fiendish in aspect
and biood-thirsty in inclination. They were the
matrkas.

They were created in order to lap up the blood
from Andhaka’s body before it feii on the ground.
They did their best, but couid not contain the
demonic might.  Vishnu thereupon created
another goddess Sushka-revati (viz. Kal)), and
she was successful.

Kurma-purana continues the story. After the
death of Andhaka, the hundred and ninety femaie
spirits were sent to the netherworld along with
Bhairava as their guardian and controller. But
Bhairava being only an aspect of Siva got
merged with Siva and the matrkas were left to
themselves. They began eating up human beings
to satisfy their insatiabie hunger, and it iooked as
if there would be no iiving being left. $iva had to
assume the form of Narasimha, and he thus heid
the matrkas in check.

There is another version of the iegend, which
says that Siva as Narasimha created Vagiévarf
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from his mouth, Maya from his chest, Bhava-
malin] from his penis and Kali from his bones.
These were the four goddesses called Aghora-
matrkas. Vishnu created four groups of goddes-
ses to counter the might of. these four
goddesses, who led the group of 190 matrkas. It
was thus that the havoc perpetrated by the
matrkas was ended.

In another account, during the encounter be-
tween Siva and the demon Andhaka, Siva's indig-
nation flashed forth and assumed the form of the
goddess Yogesvari (or Tévari). Then the other
gods Issued forth their specific powers to assist
Yogeévari : from Brahma was formed Brahmi,
from Siva himself Maheévari, from Vishnu Vaish-
navi, from Karttikeya Kaumari, from Indra Indrani,
from the Varaha aspect of Vishnu Varahi, and
from Yama Chamunda. These are celebrated as
the seven mother-goddesses (see SAPTA-
MATRKA). Along with Yogesvari, however, they
are counted as eight. In some texts, we have
Maha-lakshmi instead of Yogesdvari as the eighth
matrka. The seven goddesses are iconographi-
cally feminine counterparts of the seven gods.

The matrkas were brought into being for the
destruction of the physical bodies of the demons
(‘daityanam deha-nadaya’), and they have forms
which are wierd, partly animal and partly human,
and suggestive of their specific characters. for
instance, the list of matrkas given in Matsya-
purana includes such names as Sauparni (eagle),
Varahi (boar), Bidali (cat), Gardabhi (donkey),
Uluki (owl), Bhru-gundi (a trunk at the eye-brows),
Ghatodari (pot- bellied), Preta-yana (riding upon
a corpse), Karali (ugly and ferocious), Piachi
(flesh-eating fiend), Langali (carrying a plough-
share), Madoddhati (arrogant and inebriated),
Damshtra (with horrible fangs), Kaka-janghika
(crow-thighed), Ekakshi (one-eyed), Sarpa-karni
(snake-like ears), Lammba-stani (protruding
breasts), Chitra-rupa (variegated form), Visala-
dantinl  (arge teeth) and Larmba (exceedingly
tall).

Not all matrkas, however, are destructive and
frightening. Some are benevolent and charming.
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The matrkas created by Vishnu bear such names
as Trailokya-mohini (the charmer of the three
worlds), Subha (auspicious), Sarva-sattva-
vadarhkari (attracting all creatures to herself),
Kalyani (beneficent), and Kama-dhenu (fulfilling
all wishes). Some names suggest their special
powers and might, like Vyoma-charini (one who
moves in the air), Kama-rupa (assuming any form
that is desired), Jyotsna-mukhi. (moon-light
faced), Pramoda (pleasure-giving), Adaréana (in-
visible), Visoka (bereft of sorrow), Ajita and
Aparajita (unconquered).

The worship of the mother-goddesses is
prevalent on occasions which are social as well
as religious, like marriage and consecration of
the building sites (vastu-puja). Any auspicious
undertaking generally involves the worship of
mother-goddesses who assume the forms of
grama-devatas (village-deities) and kula- devatas
(family-deities).

As was mentioned earlier, the expression
‘matrka’ (matrices) also means the power of the
letters (or phonemes, varna) to convey meanings
and thus the matrka is regarded as of universal
form (‘vachakakshara-samyogat kathita vidva-
rupini’). And the seven groups of letters are
presided over by a principal goddess : the vowels
(Maha-lakshmi), the ka-group (Kamala), the cha-
group (Maheéani), the ta-group (Kumarika), the
ta-group (Narayani), the pa-group (Varahi); the
four letters, ya, ra, la and va (Aindri), and the last
four letters, ¢a, sha, sa and ha (Chamunda).
These are the seven principal matrkas (‘etas
sapta maha-matrkah’), and are stationed in the
seven worlds  (saptalloke  vyavasthitah’)
(Svacchhanda-tantra, patala 1).

MATRANGULA
An iconometric unit which as distinguished
from manarigula (see ANGULA and MANANGULA),
is relative in character : it is the length of the
middle digit of the middle finger of the right
hand of the sculptor himself or of the patron who
sponsors the particular icon (yajamana).

(see TALAMANA).



MADHAVA

One of the twenty-four forms (see CHATUR-
VIMSATI-MORT)) of Vishnu (see VISHNU). Heis
distinguished by the order of the weapons held
in his four hands (in circumambulatory order
beginning with the upper right hand) : discus.'
conch, lotus and mace. The form of Lakshmi
accompanying him is called Kamala. This form
of Vishnu has the complexion of blue lotus (ut-
pala).

MANA

A general word which means measurement is
used in Indian iconometry in the specific sense of
height (measurement of the length of the body
from the bottom of the foot to the top of the head)
of the icon. It is distinguished from other meas-
urements : pramana (breadth), parimana (width,
circumference), lamba-mana (plumb- line), un-
mana (thickness, diameter) and upamana (inter-
spaces). Texts, however, take all the six as
varieties of ‘'mana’ (‘manam eva ty shad-
bhedam’ Manasara, 55,9).

The primary measure of an icon (adi-mana) is
determined not only by architectural factors like
the breadth of the shrine (harmya- tara), height of
the sanctum (garbha-grhodaya), height of the
door of the sanctum (dvara-mana), and height of
the basement (adhishthanodaya), but by the as-
sumed measures of a cubit (hasta-mana), a span
(tala-mana) and a finger's breadth (angula) ; the
height of the patron (who causes the icon to be
made and installed) (yajamanodaya) is also taken
into  consideration (cf.P.KAcharya, An En-
cyclopaedia of Hindu Architecture, pp.418- 419)

(see TALA-MANA)

MANAVi

There are two Manavis in the list of yakshinis
of the Jaina pantheon. One of them is the yak-
shini of the elventh tithankara, Sreyamsa-natha.
She is in the Digarmbara list known as Gaur,
According to Hemachandra, she is fair-com-
plexioned (gaurangi) and her mount is alion; she
is four-armed, carrying in her right hands the
gesture of boon-bestowal and clyb (mudgara),
and Vajra (kulia) and goad in her left hands.

Nirvana-kalika, which agrees with this account,
substitutes mangoose (nakula) for the Vajra in
one of the two left hands. Pratishtha-sara-
sahgraha (Digarmbara) makes her complexion
golden (suvarnabha) and gives deer as her
mount (mrga-vahinl). She holds red lotus in hand
(padma-hasta). In still another account (Svetarmn-
bara), she is fair-complexioned but rides on a
swan ; she carries in two of her four hands Vaijra,
and inthe othertwo hands rosary and the gesture
of boon-bestowal.

Her corresponding yaksha is Brahma.

The other Manavi is the yakshini of the tenth
tithankara, Sitala-natha. She is known to the
Svetarhbaras as Adoka. She is seated upon a
white lotus (padma-vahana), and carries in her
four hands noose and gesture of boon-bestowal
(on the right side) and goad and fruit (on the left),
according to Nirvana-kalika. But the Digathbara
accounts describe her as riding on a black boar
(krshna-sukara-yanastha) and as four-armed,
carrying rosary and the gesture of boon-bestowal
In her right hands and fish (jhasha-hasta) and
citrus fruit in her left hands. Her complexion
according to this tradition is green (harid-varna).

Her corresponding yaksha is lévara.

MANAS]|

The yakshini of the fifteenth tithankara Dhar-
ma-natha of the Jaina pantheon, according to the
Digambaras, she is known to the other tradition
as Kandarpa or Pannaga-devi. The former tradi-
tion describes her as coral-complexioned
(pravala-nibha), riding upon a tiger (vyaghra-ga)
and six-armed ; she carries in her hands the
gesture of boon-bestowal, arow, goad, bow, red
lotus and blue lotus (Pratishtha-saroddhara). Ac-
cording to Nirvana-kalika she is fair-com-
plexioned (gaura-varna) and her mount is horse
(asva-vahana) ; she is here four-armed. Hema-
chandra describes her as fair-complexioned but
gives fish as her mount (matsya-vahana) ; She
holds in her two right hands blue lotus and goad,
and in her left hands red lotus and gesture of
protection.
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Her corresponding yaksha is Kinnara.

MANANGULA

The absolute or standard measure (as distin-
guished from matrangula which is a relative
measure, see MATRANGULA), dérived from the
width of some natural object which is taken as the
basic unit. Brhat-samhita (57,1-2) takes a mote
In sun-beam filtered through a lattice as the hasic
unit (paramanu) and arrives at the manar.gula in
the following manner :

8 paramanus constitute one speck of dust
(rajas)

8 rajas : 1 hair-tip (valagra)

8 valagras : 1 egg of louse (lksha)
8 likshas : 1 louse (yuka)

8 yukas : 1 barley-corn (yava)

8 yavas : 1 manangula

Derivatives of manangula (roughly equal to
three-fourths of an inch) are other measures like
kishku (24 ahgulas), prajapatya (25 angulas),
dhanur-graha (26 angulas), dhanur-mushti (27
angulas), danda (four dhanur-mushtis) and so on.

(see ANGULA and TALAMANA)

MANUSHA-LINGA

A variety of linga (see LINGA) which is carved
by human sculptors, set up by human patrons
and worshipped by human devotees. [t is distin-
guished from divya-linga (worshipped by the prin-
cipal. gods Brahma and  Vishnu),
svayambhuva-linga (seif-manifest), purana-inga
(very ancient), daivata (worshipped by gods),
ganapa (worshipped by Ganapati), asura (wor-
shipped by demons) and arsha (worshipped by
sages).

Itis only the manusha variety of linga that must
follow the prescriptions laid down in the Agama
texts (size to be determined in relation to the
height of the sanctum, height of the sanctum's
door and the height of the sculptor or donor), and
has three distinct sections : the brahma-bhaga

PRATIMA KOSHA

(sc Jare, hidden under the ground), Vishnu-bhaga
(c stogonal, middle portion, seen above the
yround) and rudra-bhaga (usually circular, the
top-portion, the part worshipped, hence called
puja-bhaga). The lines to be drawn on the rudra-
bhaga known as the brahma-sutra (or lak-
shanoddhara), the treatment of the top-portion of
this bhaga known as $iro- vartana and the deter-
mination of the pedestal (pitha) are also
prescribed in the texts.

(see LINGA)

These prescriptions are not applicable to the
oOther varieties of linga. The divya, svayurnbhuva
and the purana lifgas are classed as best among
the superior ; the asura and the arsha are inferior
among the superior. The manusha-lifgas are
regarded as midling among the inferior (mad-
hyamadhama) (cf.Suprabheda, 33). It is there-
fore that the Agama prescriptions are laid down,
in order to render the linga worship-worthy.

MANUSHA-VASUDEVA

Regarded as one of the ‘five-heroes' (paiicha-
vira), who are worshipped by the people he is the
human form of Vasudeva (see VASUDEVA), dis-
tinguished from the divine form (see DAIVIKA-
VASUDEVA).

Vimanarchana-kalpa (patala 60) prescribes
that Manusha-Vasudeva must be made in mad-
hyama-dasa-tala-measure; he is two-armed, car-
rying conch and discus in his hands. To his right
must be represented Rukmini, and to her right
Bala-bhadra (carrying ploughshare and pestle-
like club in his two hands). And to Bala-bhadra’s
right must be Pradyumna (two-armed, holding in
the right hand a short sword and holding his hip
with his left); and to his right Virifichi (viz.Brahma,
four-armed and four-faced).

On the left side of Manusha-Vasudeva is to be
shown Aniruddha (two-armed, carrying sword
and shield). and to his left Samba (two-armed, the
right hand assuming the gesture of boon-be-
stowal and the left holding a cudgel). To the left
of Samba must be installed Garuda.
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Thus the Manusha-Vasudeva group repre-
sents the five heroes’ of the Vrshni clan, with
Vasudeva as the principal figure (see KRSHNA).

MANUSHI-BUDDHA

The human or historical Buddha as distin-
guished from the emanatory Buddhas (dhyani-
buddhas) and the Incamatory Buddhas
(bodhi-sattvas) (see BUDDHA and DHYANI-BUD-

DHA).

According to Khuddaka-patha (25, ‘Buddha-
varnsa’), there were seven historical Buddhas:
Vipassi, Sikhi, Vessabhu, Kakusanda,
Konagamana (Kanakamuni), Kassapa (Kasyapa)
and Gotama (Gautama). There is another ac-
count (in Mahayana) which recognizes five
human Buddhas, and associates them with the
five dhyani-buddhas (emanations from Vajra-
dhara or Adi-buddha) Manusha-buddha
(Vairochana), Kanaka-muni  (Akshobhya),
Kadyapa  (Ratna-sambhava),  Sakyamuni
(viz.Gautama the Buddha, Amitabha) and
Maitreya (the future Buddha, Amogha-siddhi).

Another account mentions as Manushi-bud-
dhas Vipasyin, Sikhi, Viéva-bhu, Krakucchhanda,
Kanaka-muni, Kasyapa and Sakya-simha. Some-
times Maitreya, who is the future Buddha, is also
included in the group. The seven manushi bud-
dhas have as their $aktis Vipasyanti, Sikhi-malini,
Vi$vadhara, Kakudvati, Kantha-malini, Mahidhara
and Yasodhara respectively. And also their own
bodhi- sattvas : Mahamati, Ratnadhara, Akaga-
gafija, Kanaka-raja, Dharma-dhara and Ananda
respectively.

In both the earlier and later schools of Bud-
dhism, the Buddha is identified with eternal and
immutable Reality; the Reality assumes the earth-
ly career of the historical or human Buddha as an
expedient (upaya-kausalya) for the ordinary mor-
tals to understand and realize. The Buddha-na-
ture is said to have ‘three bodies’ (tri-kaya) :
rupa-kaya (the historical and human Buddha, as
for instance Gautama the Buddha who was born
in Kapila-vastu and died in Kusinara), dharma-
kaya (metaphysical and transcendental reality,
providing the substratum for ali the Buddhas and

their teachings) and nirmana-kaya (the phantom
body of transformations equipped with psychic
powers and spiritual benefits).

The rupa-kaya or the physical body of the
human Buddha was regarded by the theravadins
and the Sarvastivadins as entirely psycho-physk
cal and material, like our own bodies. But the
lokottara-vadin group among the Mahasam-
ghikas believed that the body of the human Bud-
dha, although appearing as material, was really
transcendental (lokottara), not subject to the
phenomenological laws. There were some who
considered the human Buddhas as expresslons
of ‘nirmana-kaya', unconditioned and undefiled.

in later thought, gross and subtle aspects of
rupa-kaya were distinguished, and the idea of
Sarmbhoga-kaya suppianted that of rupa-kaya.
The human Buddhas were more emphatically
viewed as ‘nirmana-kaya’ manifestations.

MAMAKI

The spiritual consort of the Dhyani-buddha
Akshobhya (see AKSHOBHYA and DHYANI-
BUDDHA) of the Mahayana pantheon, she Is
located in the north-western direction in the man-
dala. She is perched upon the lunar orb
(chandra-mangalopari), dark-blue in complexion
(krshna-varna) and belonging to the family of
vajra (vajra-kula, over which Akshobhya
presides). Her symboal is blue vajra (krshna-vajra-
chihna). She represents the water-element
(abdhatu) and the mood of aversion (dvesha).

MAYA

Meaning ‘creative power’, it is one of the
names of the Mother- goddess as primordial
energy (adi-$akti) (see MAHAMAYA). According
to the Bhagavata outiook, she was the first to
appear ; she was of the nature of cause-and-ef-
fect (karya-karana-rupa) and she contained the
three gunas in equipoise (trigunatmika). From
Maya appeared mahat (undifferentiated con-
sciousness) and from mahat came forth aham-
kara (the notion of individual identity), and this in
turn produced pafcha-bhuta (the five primary
elements). Thus the entire universe (brahmanda)
took shape.
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Devi-purana (chap.45) explains the expres-
sion ‘maya’ (as the name of the Goddess interms
of the variegated play of causes and effects
(‘vichitra-karya-karana'), of the ability to bring
forth effects even unthought of (achintita-phala-
prada), and of appearing as dream and_mggic in
the world (‘svapnendra-jalaval loke maya tena
prakirtita’); she can accomplish impossible things
(‘aghatita-ghatana-patiyas’).

The word maya is also taken to mean
‘productive of prosperity’ (‘Sri-vachano mas cha
yas cha prapana-vachakah; tam prapayati ya

sadyah sa maya pari-kirtita’) and alternately

‘productive of delusions’ (‘maé cha mohartha-
vacano ya$ cha prapana-vachakah’) (Brahma-
vaivarta-purana, krshna-janma-khanda, chap 27).

In the ‘Maya-stuti’ of Kalika-purana (cahp.29),
Maya is identified with the seed-syllable ‘HrAm',
and is described as manifesting in the beginning,
at the end, and in the course of the universe
(‘adye $eshe madhyato ya vibhati’).

Jayakhya-sarhhita (8,77) counts Maya as one
of the four primary energies of Vishnu (the other
three being Lakshmi, Jaya and Kirti).

MAYA-JALA-KRAMA

An unusual form of Avalokitesvara (see
AVALOKITA), so called because he is celebrated
in the text known as Maya-jala-tantra. He is
five-faced, all the faces being three-eyed and
terrible- looking with fangs (‘darnshtra-karala-
sakala-vadana’). He is decorated with a garland
of severed heads still dripping with blood
(‘'sardra-munda-malalalankrta-ariram’). He is
nude (nagna) and comely in all the limbg (sarvan-
ga-sundara). He is shown with twelve hands,
those on the right carrying hand-crum, khatvan-
ga, goad, noose, vajra and dart, and those on the
left the gesture of warning (tarjani), skull-cup, red
lotus, magic gem (mani), discus and bow (cf.
B.Bhattacharya, op.cit, p.139)

There is another form with the same name
which is similar. It is included in the 108 forms of
Avalokite$vara (see AVALOKITA) or Lokeévara,
represented in the Machhandar Vahal, Kathman-
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du, Nepal (see B.Bhattacharya, op.cit,, p.394).
He too is five-faced and twelve-armed ; but his
faces are not terribledooking. He stands in the
aligha posture, and wears tiger-skin for garment.
The twelve hands carry triple-staff (tridandi), khat-
vanga, jewel, sword, vajra and rosary (on the right
side), and noose, skull- cup, blue lotus, frui,
discus and red lotus (on the left). He also wears
a garland of severed heads.

MAYA-JALA-KRAMA-KURUKULLA

One of the forms of the goddess Kurukulla of
the Vajrayana pantheon (see KURUKULLA),
reconstructed from the text Maya-jala- krama-
(hence her name). She is represented as seated
upon the solar orb poised on an eight-petalled
red-otus. Red in complexion and draped in red
garments, she assumes the vajra-paryanka pos-
ture. She has six hands, two of which are joined
to present the gesture of conquering the three

‘worlds (trailokya-vijaya- mudra); and the other

four hands carry the gesture of protection and
rosary (on the right side) and the white kunda
flower and sacred water-pot (kamandalu) (on the
left).

MARINI
One of the twelve dharini-goddesses of the
Vajrayana pantheon, she is described as reddish
white in body-colour (rakta-gaura- varna), and as
two armed. She carries in her right hand double-
vajra (viva-vajra) and in her left a needle and
thread (sa-sutra-suchi).

MARIYAMMA

A folk-goddess of great popularity in South
India, especially in Karnataka, and Tamil-Nagu ;
she is widely worshipped as Mari-ayi in
Maharashtra also. The cult of the goddess ap-
pears to have originated in the Telugu country.
She is worshipped in the countryside for the
protection of the village from marauders and
calamities, for prosperity, for longevity and for
health. She is also the goddess of diseases like
chicken-pox, small-pox, plague and cholera
(alongside other goddesses like Shtala,
Mutyalamma, Ankamma, Poleramma, Gafhgam-
ma, Mhasoba and Khera-mata).
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Usually, it is a crude natural rock daubed with
turmeric and red powder that represents this
goddess. But in some of the more important
shrines to this goddess, like the Marikamba
(viz.Maremma) temple in Sirsi (Karnataka) and
Mariyamman-koil near Tadjavur -(Tamil-Nadu),
she is represented as Durga. The main icon in
the former temple is a huge wooden image (about
seven foot tall), with separate limbs assembled
and painted over, eight-armed and seated upon
a lion.

Iconographically, this deity is said to have her
hair in the form of flames of fire (agni-ke$a), and
carry in her four hands hand-drum, spear, sword
and skull-cup. She is usually represented as
seated with one of the legs dangling down.

MARICHI

An important goddess in the Vajrayana pan-
theon, she is essentially a form of Tara (see TARA)
and a solar-goddess. In Tibet, she is worshipped
at dawn, and her iconographic details indicate
that she is a feminine version of Surya. She has
many sadhanas, and five or six variant forms.
She is worshipped in parts of India as Marichi-
thakurani and Chandi-thakurani. D.C.Bhat-
tacharyya (op.cit, p.19) suggests that she may be
derived from Sauri-chaturakshari, the solar
aspect of Devi mentioned in Silpa-ratna.

The expression ‘'marichi’ signifies rays of the
sun, and the sadhanas describe Marichi as resid-
ing happily in the rays of the sun (mayukha-
sukha-vasini). She is regarded as an emanation
of the dhyani-buddha Vairochana (a solar deity),
(see VAIROCHANA). And she rides on a chariot
drawn by seven pigs (sapta-sukara- ratharudha),
according to the sadhanas, but there are actual
images of this goddess which have horses shown
on the pedestal (like the images of Surya). Like
the legless torso of Aruna, who is the charioteer
of Surya, Marichi has the bodiless head Rahu as
her charioteer.

She is usually represented as three-faced and
six-armed. But the faces and the hands vary in
number. Eary images of the goddess known as
Arya-marichi are one-faced and two-armed. The
characteristic things that she carries in her hands
are a needle and a thread, for sewing up the eyes
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and mouths of the wicked folk (‘suchyakshasyani
sivanti, badhnanti mukha-chakshu§i').

The variety of Marichi known as A$oka-kanta-
marichi is also one faced and two-armed ; but she
shows the gesture of boon-bestowal with her
right hand and holds a branch of the adoka tree
with her left. She is golden-coloured (hemabha)
and shines like burnished gold (tapta-kafichana-
bhasvara). She stands in a relaxed posture
(‘lllaya’) upon the lunar orb. Pig is her vehicle.

Nishpanna-yogavali mentions a form of
Marichi with three faces and six arms, located in
Marichi-mandala. ~ Another form known as
Marichi-pichuva has three faces and eight arms.
But the three faces are coloured differently and
show different mixed-emotions. One of the faces
is golden yellow (jambunada) and expresses the -

_sentiments of love ($rngara), bravery (vira) and

happiness (harsha) combined. Another face is
blue (indra-nita-mani), and shows fear (bhaya),
disgust (bibhatsa) and violence (raudra). The
third face is like crystal (sphatika) and displays

MARICHI
(after an image in Bihar Museum)



compassion (karuna), wonderment (adbhuta)
and tranquility ($éanta). The hands carry needie
and thread, goad, bow. arrow, vajra, noose and
asoka bough. It is interesting that the sadhana
describes her as trampling upon the two fun-
damental conceptual icons of Mahayana : prajia
and upaya (prajhopaya-padakranta’).

The form known as Ubhaya-Varahanana has
two of her three faces (on the sides) formed like
the pig's. The human face in the centre is three-
eyed and red-complexioned. She is twelve-
amed in this form, and she is described as
residing within the womb of a shrine (chaitya-
garbha).

Dasga-bhuja-marichl has, as the name indi-
cates, ten arms ; she has five faces and four legs.
She bears on her crown the tiny icon of the
dhyani-buddha Vairochana. She is seated in a
chariot drawn by seven pigs. '

Vajra-dhatviévari-marichi has six faces (with
three eyes in each face) and twelve arms. She
resides in the womb of the chaitya, has the figure
of the dhyani-buddha Vairochana decorating her

MARKANDEY

crown. She Is bedecked with all ornaments, but
she Is terrible to look at, with fangs ; and she
waears tiger-skin. She carrles in her six hands on
the right side sword, pestle-like club, arrow, vajra,
axe and goad (or discus in the variety known as
Udgliyana- Marichi, or double-vajra in another
variety called Vajra-vetali) and in her six hands on
the left side noose, asoka bough, the severed
head of Brahma, bow, trident and skull (or khat-
vanga in Uddiyana-Marlchi or noose In Vajra-
vetali).

Marichi is sometimes shown as surrounded
by four attendants : Vartali (to the east, red-
coloured), Vadali (south, yeliow), Varaha-mukhl
(west, white) and Varali (north, red).

MARKANDEYA

Son of sage Mrkandu (Vidhata) and his wife
Niyati (who was daughter of Maha-meru (mythi-
cal mountain), he was obtained as a reward for
their severe penances. The choice was between
a long-lived but wicked son and a shortdived but
virtuous son. Mrkandu chose the latter. Siva,
who gave him the boon, said that the son's

(from Ellora caves)
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MARKANDEYA
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MARKANDEYA
(KALARI (stone panel from Mallikarjuna temple, Sriéailam)

life-span would be but sixteen years. The boy
grew up to be a fine lad, and learned the sacred
lore. When the sixteenth year was drawing to a
cose, he sat in the family shrine, in front of the
linga, and was lost in deep devotion to Siva.
Yama, the god of death, arrived to take away the
boy's life, but Siva, in whom the boy was ab-
sorbed, chased away Yama; and pleased with the
boy's devotions, granted him the boon that he
would ever be only sixteen-year old.

The form of Siva known as Kalari (or Kala-
sarhhara-murti) or Mrtyuijaya (see KALA-SAM.-
HARA), represents Markandeya seated to the
right of Siva, who is emerging from the linga
(which Markandeya is in the act of worshipping,
or hugging) and thrusting his spear into the chest
of Kala (viz. Yama), who Is shown to the left of
Siva.

Markandeya is shown as a boy engaged in
worship

MARTANDA-BHAIRAVA
see MALLARI
MALA
Garland or necklace as an invarlable orna-
ment worn by the gods, goddesses, yakshas,

asuras, sages and other personages represented
In sculpture.
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It Is a string of flowers (pushpa-maia), pearls
(ratna-mala), precious stones (mani-mala), beads
(aksha-mala), severed heads (munda-mala),
beads carved out of tulasi stem (tulasi-kashtha-
mala) or rudraksha beads (rudraksha-mala).
Vishnu is distinguished by the vana-mala that he
wears.

Maia originally signified decoration for the
head (mauli-mala) in the form of wreaths of
flowers or pearls ; it later came to mean more
usually the garland worn round the neck (kantha-
mala). The short garlands adorning the
shoulders were called skandha-mala.

(see HARA)

MALINI

A celestial nymph (apsaras), daughter of Kam-
bala (hence Karhbala- nandini). Maliniis also one
of the ‘mothers’ who suckled Skanda or Kartikeya
(hence Skanda-mata). From this detail she is
believed to be one of the seven mothers who
nourish all infants during their early years (§l$u-
matarah), the other six being Kaki, Halima,
Brmhila, Arya, Palala and Vaimitra.

MAHENDRI
Also called Indrani, she is one of the seven
‘mother-goddesses’ (see  SAPTA-MATRKA,
MATRKA), worshipped together since ancient
days. She Is represented as the feminine

PRATIMA KOSHA



MAHENDRI
(stone, Nelliyappan temple)

counterpart of Mahendra (viz Indra, see INDRA
and MAHENDRA). A dhyana-gloka describes her
as one-faced, two-eyed and four-armed ; she is
of golden complexion (hema-varna-svarupini),
and she wears on her head bejewelled crown
(sa-ratna-makutopeta). She carries in her hands
the gestures of boon-bestowal and protection (in
the two normal hands), and vajra and $akti (in the
two extra hands). She rides upon an elephant
(gaja-vahana-sarhsthita).

MAHESVARA

An iconic form of Siva (see’ $IVA), which,
however, Is not included in his sportive forms
(a-murtis). He reprsents the five- fold nature of
the supreme reality conceived of in Saiva- sid-
dhanta.

He is visualized as crystal-hued (sphatika-
mani-nibha), five-faced, each of the faces being
three-eyed, and seated In a lotus posture (pad-
masana-stha), tranquil in aspect (§anta). There is
crescent-moon on his crown. He is decorated
with a variety of ornaments (nanalankara-yukta).
He has ten hands, carrying in them spear, vajra,
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MAHENDRI
(stone Virattane§vara Temple, Tiruttani)

sword, axe and gesture of protection (on the right
side) and snake, noose, bell, fire of destruction
(pralaya-huta), and goad (on the left).

MAHESVARI

One of the ‘seven mother-goddesses’ (see
SAPTA-MATRKA, MATRKA). She is the feminine
counterpart of Mahesvara, viz.Siva (see SIVA).
She is represented as one-faced, three-eyed and
four- armed. She wears on her head matted hair
done up as a crown (jata-makuta-sarhyukta).



She Is fair-complexioned ($ukla-varna) and
bedecked with all ornaments. Her two normal
hands assume the postures of boon-bestowal
and protection; and she carries in her two upper
hands stone-mason’s hammer (tarka) and black
antelope (mrga). She rides upon a bull (vrsha-
vaha-samarudha).

MITRA

A solar divinity honoured In the Bgveda (along
with Indra, Varuna, Agnl, and Ushas etc), and
popularly worshipped in several cults both within
the country and abroad. The Magis of Persla
were Mitra-worshippers, and Mitraism as a cuit
was prevalent in the Middle East. The Iranian
god Mihira is Mitra.

in later iconography, Mitra was regarded as
one of the twelve Adityas (see ADITYA), viz.
aspects of the sun-god, presiding over the
twelve months of the year (see SURYA).

Mitra in this form is three-eyed and four-
armed. His normal hands hoid lotuses, while the
upper hands hold spear and soma. The
iconographic details of Mitra as given in Vi§vakar-
ma-Silpa (excerpts translated by N.N.Vasu,
reproduced in T.A.Gopinatha Rao, op.cit., Vol ),
part 2, pp 302-303), include his wearing of an
armour, carrying a shield on his breast, and
holding a lotus in each of his two hands. He rides
on a chariot called Makara- dhvaja ; it has but a
single wheel and is drawn by seven horses. Mitra
wears a crown, surrounded by a halo and is
bedecked with ornaments of gold and jewels. He
Is accomanied by his queen Rajiii who stands by
his side on the left; and another female attendant
Nishkurmbha stands on his right side. Danda
(Yama or Skanda) and Pingala (viz.Agnl) are his
door-keepers.

MITHUNA

Meaning 'pair'’ as well as sexual congress
(copulation), the expression has achieved con-
siderable renown and has attracted some atten-
tion, in recent years, especially in connection with
the so-called erotic sculptures In temples like
those of Khajuraho. And a variety of explana-
tions has been offered to Justify their occurrence

PRATIMA KOSHA



(NAGA-MITHUNA)

in temples which are places of worship, but most
of these explanations are fanciful, as for instance,
the assumption that these are tantrik and ritualis-
tic in character.

PRATIMA KOSHA

MITHUNA
(from Khajuraho)

The portrayal of normal and abnormal sexual
postures is of considerable antiquity, and may
date back to about two hundred years (cf.R.Nath,
The Art of Khajuraho, Abhinav Publ. 1980); and
such representations in sculpture and paintings
are to be found in all parts of the country. They
are by no means restricted to the temples with
tantrik involvements. And by no stretch of im-
agination can they suggest the sSiva-$akti,
purusha-prakrti or yoga- bhoga symbolism.

Texts on sculpture and temple architecture
regard the mithuna depiction as entirely secular
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and non-religious in character, and therefore no
iconographic prescriptions are applicable to
them. And there is a clear suggestion in texts like
Brhat-sarhhita (55,14-15) and Agni-purana (104,
29-30) that the mithuna sculptures are meant only
for decoration and omamentation of the door-
jambs (dvara-$akha) and side-walls (4akha-
sesha). The former text mentions along with
mithuna other omamental motifs on the door-
jambs like auspicious birds, trees, pots, floral
decorations and the gana-figures (‘mangalya-
vihagaih  &-  wvrkshaih  svastikair-ghataih
mithunaih patra-vallibhih pramathaig
chopasobhayet'). The expressions used
‘upasobhayet’ (in the above extract) and
‘vibhisshayet' (‘mithunaih pada-varnabhié $akha-
$esham vibhishayet' in Agni-purana) leave no

MITHUNA
(Bhatkala Temple)

YAB-YUM
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MITHUNA
{Stone carving, Sri-Padmanabha Swami Temple, Trivandrum,)
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doubt as to the purpose of these sculptures. The

artists and sculptors are free to use their imagina-

tion and skill.

However, the depiction of the mithuna is not
irrelevant in a temple. Evocation of erotic senti-
ments in a couple is regarded as one of the signs
that speak of suitability of the land on which a
township can be raised, a temple or a palace built.
Samarangana-sutra-dhara (8,43) for instance,
mentions that sexual satisfaction for any couple
on the land suggests that the land is excellent
(‘mithunanam  rati-pradam  purartham tah
pragasyante bhumayah’).

The word ‘mithuna’ does not necessarily
mean copulation ; it may mean couple only stand-

ing or sitting close to each other, but with senti-
ments of love and longing. There are pairs of
yaksha- yakshinis, kinnara couples and human
lovers depicted in temples which are also to be
treated as ‘mithunas’. The sculptor’s intention is
only to present an aesthetically appealing scene.
The man and woman depicted are no doubt
amorous, but they do not engage themselves
either in the sexual act itseif or in the foreplay.

Mithuna sculptures also include scenes which
are more emphatically erotic : embracing (@lin-
gana) and kissing (chumbana) in various pos-
tures are shown in accordance with the
descriptions of Kama- sutra. Embracing arid

MITHUNA

(Carving, Shravar_wbcl_ogo!a,)
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MITHUNA (SIVA-PARVATI)
(Bronze from Boston Museum of Fine arts)

kissing leaning against the wall or pillar (kudya-
sarmdaméa or stambha-samdarhsa) Is more fre-
quently represented (‘piditaka’). Bending of the
bodies like creepers while kissing is not uncom-
mon among sculptures of this variety (lateva
4alam anveshtayet churbanartham’).

Finally, actual representation of intercourse in
several postures like supine (uttana), sideways
(tiryak), standing (utthiti), and sitting (upavishta)
answers to the prescriptions of Kama-sutra, and
finds no reference in the Silga-s'é'stra texts. The
sculptor here relies entirely on his knowledge of
Vatsyayana's treatise and on his imagination and
observation.

There are also some unnatural and abnormal
methods of Intercourse and foreplay depicted in
the temples ; they are extensions and perversions
of the normal varieties called ‘chitra-rata’ in the
Kama-sutra. There is little justification for such

12

MITHUNA

depiction even in Kama-sutra, let alone the Silpa-
Sastras. They betray at best the sculptor’s own
tastes and preferences.

Some of the Vajrayana deities are usually
depicted as embracing and copulating (see
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YUGANADDHA). They represent the principal
deity and his akti inseparably united. These
figures are very frequent in Tibet and Nepal, and
they are known as yab-yum. Muthuna figures of
nagas are quite common in the country (see
NAGA). The snake is the symbol of sex and the
pairing of snakes signifies fertility. The installa-
tion of the Naga-stones where two nagas (naga
and nagini) are represented as inter-twined and
.locked in embrace is an ancient practice, and is
resorted to especially by couples who are
desirous of progeny.

MITHUNA
(from Khujuraho)

PRATIMA KOSHA

MINAKSHI

The ‘fish-eyed' goddess (probably originally a
deified Pandyan princess) who is worshipped in
one of the most celebrated temples in the
country, Madurai (in Tamil-Nadu). According to
Halasya-mahatmya, the primordial goddess (Adi-
akti) is said to have incarnated here as the
daughter of the Pandya king, and Siva appearing
as Sundaresvara sought her hand in marriage.
They were married here, and the event (kalyanot-
sava) is re-enacted every year during the Tamil
month of Panguni (March-April) on the full-moon
day in a grand festival. The temple is remarkable
and magnificent specimen of architecture.

The goddess here is in a standing posfure
upon a lotus, and has only two arms. The right
hand holds a fly-whisk-like lotus and the left arm
is held in a dangling position. The eyes of the
image are truly splendid. The icon is of excellent
worksmanship.

She is described as residing in a grove of
Kadamba trees (kadarmba-vana-vasin) and the
Tamil classics suggest that she was invoked as a
goddess of love.

MUKUTA

Also spelt makuta, it signifies head-wear,
called ‘mauli’ in Manasara. It has four major
varieties :

(i) Kirta-mukuta: (usually 16 to 24 ahgulas
long, cylindrical or conical in shape with details
like diadem, kaustubha-mani and lotus, and
studded with many jewels; it tapers upwards,
$ikharakrti), worn by emperors (chakravarti),
overlords (adhi-raja) and sovereigns (sarva-
bhauma), and by male divinities like Vishnu and
Surya; Kubera, the lord of the yakshas, wears the
crown slightly tilted to the left (hence called
Vama-kiritl); sometimes the devi-images are also
provided with bejewelled crowns of this type.
According to Manasara, the shape of kirlta-
mukuta resembles the bamboo-ear (venu-karna).

(i) Karanda-mukuta: (shaped like a pot, bulb

or bud, or like a conical basket, with narrow end
ontop, in three, five or seven tiers) is usually worn
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MUKUTA

by major feminine deities and also by rulers of
states (narendra); the lower portion of this head-
wear is generally studded with precious stones;
or a thick roll-like wreath going round at the
bottom; Manasara gives the shape of this type of
crown as resembling the beak of a peacock.

(iii) Jata-mukuta: (matted hair done up as a tall
crown) generally seen in the images of Siva and
his attendants, of Brahma, of some forms of the
Devi, and of sages; there will also be bands of
pearls or flowers wound round, and sometimes a
diadem is also added;, the images of Siva and
Devi have crescent-moon stuck on the side of this
type of a crown.

There are other types of head-wear involving
strands of matted hair but not in the shape of a

PRATIMA KOSHA

crown, as for instance jata-bandha or jata-bhara
(see JATA).

Other varieties of head-wear, classed under
‘mauli’ (viz.kirka), are different ways of doing up
the hair in the feminine images: like dhammilla
(usually found in the icons of Sita and Savitr),
Kesa-bandha (Sarasvati, Rukmini, Andal and also
in images of juvenile forms of male divinities like
Krishna and Kartikeya), Kuntala (Lakshmi), and
alaka-chudaka (with ringlets of hair along the top
of the forehead). The Images of yakshas and
nagas are sometimes provided with turban-like
headwear called $irastraka. _

MUKHA-MANA

The basic practical unit of measurement in
Indian iconometry (see TALA-MANA and MANA).
Itis a short span of twelve angulas (see ANGULA)
which is called a tala or alternately mukha
(‘dvadadanguli-alam cha vitastir-mukham eva
cha’). The distance between the top of the
forehead and the bottom of the chin (which is the
same as the breadth of the face) is regarded as
equal to the distance between the extended
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MUKHA-MANA

116

MUKHA-MANA

thumb and the little finger (which in turn is equal
to the length of the middle of the extended palm).

The measure of twelve angulas is in accord-
ance with ones own finger (‘svakiyanguli-manena
mukham syad dvadasangulam’, Matsya-purana,
258,19). The face of the image is taken as the
tala-unit, and all the other limbs must be deter-
mined according to this unit (‘mukha-manena
kartavya sarvavayava-kalpana'). It is on the basis
of the length of the Icon's face being taken as
twelve angulas, that the entire image is to be
divided into nine equal parts in the nava-tala for
instance (‘pratima-mukha-manena nava-bhagan
prakalpayet’), where the total height would be 108
angulas.

MUKHA-LINGA
A variety of manusha-linga, viz. the linga
ca!'ved and installed by human beings (see
LINGA and MANUSHA-LINGA), this is distin-
guished by one or more faces (mukha) sculp-

MUKHA-LINGA
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tured on the puja-bhaga of the linga. Ajitagama,
and other texts classily lingas into three types: (j)
vyakta, manifest, viz. in the forms of icons (called
in Suprabheclagama, 33,2 ‘sakala’ or kalanvita);
(i) avyakta, unmanifest, viz. the aniconic linga
(‘nishkala’ or kala-hina); and (iii) ubhayatmaka,
having both an Iconic aspect as the manifest
aspect and the arnilconic aspect as unmanifest.
They are called Rudra, Sadasiva and Tévara
respectively. The mukhadinga belongs to the
third type (‘mukha-ihgam bhaved asya trtiyam
chobhayatmakam').

The texts provide detailed instructions regard-
ing this variety of lingas. It is permitted to be
made only where the Siva-portion of the lifga is
one unit more than the Brahma and Vishnu por-
tions (which are equal) along the central shaft
(e.g. 4;3;3) ('$ivam sadhike linge tu mukha-lingam
prakirtitam’).  The Siva-portion (puja-bhaga)
must be divided into three equal parts, and the
carved part (mukha) must occupy one full part
thereof and half of the other part adjoining it
(‘pujarnéam tutridha ktva sardha- bhagam muk-
ham bhavet;, Diparnava, 3,14,3-4).

The same text lays down that the height of a
mulcha-linga may be more than a hasta but less
than five hastas I height, never however taller
than five hastas (‘hastadi paficha-hastantam
mukha-lingam prakalpayet; atah param na
kurvita’, 2,40).

There may be one, two, three, or four faces
carved on the round shaft that constitutes the
‘puja-bhaga’ (above the yoni or pani- vatta). Ac-
cording to Diparpava and Tana-siva-quru-deva-

paddhati, the one-faced and four-faced lingas
must be installed in villages and other human
settlements  (eka-vaktram chatur- vaktram
gramadishu vinyaset’). If the linga is one-faced,
it must face the entrance of the sanctum; and if it
is four-faced, the faces must turn to the four
directions. Rupa-mandana (4.94) specifies that
the Tatpurusha face rmusl lurnto the east, Aghora
to the soulh, Sadyojala to the west and
Vamadeva to the north. The fifth face, viz. that of
[$ana, is invisible and therelore not represented
(panchamam cha 1athe$anam  yoginam
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apyagocharam’); but it must be visualized to be
on top of the shaft.

While thus the four-faces (chaturmukha) of the
linga represent in effect the five faces of Siva,
sometimes five faces are actually carved on the
shaft. But such five-faced lingas are permitted to
be installed only in the outskirts of the kingdom
ontop of a hillock (‘paficha-vaktram rashtrantike
girau’).

The two-faced lingas are usually not carved or
installed in temples (‘na kuryad dvi-mukham
lingam'. Tdana-diva-guru-deva- paddhati, 3,40).
They are meant only to play a role in black magic
and sorcery (‘tacchhastam abhicharake’). When,
however, such lingas are carved, one face will be
in front, and another will be at its back. It is
prescribed that two-faced lingas must be installed

“in forests or on mountains (‘dvi-vaktram

parvatéranye’).

The three-faced linga will have the main face
turned towards the door of the sanctum; and the
other two faces must be carved on the sides of
the shaft; and the back of the main face must be
left free (‘tri-vaktre prshthato nasti’).

MUKHYA-PRANA

Name of Hanuman (see HANUMAN). Wor-
ship of Hanuman in this form and with this name
is common among the votaries of Madhva ideol-
ogy in South India. He is regarded as the prin-
cipal vital force in the human constitution
governing not only the ten vital currents (dasa-
parva, five major: prana, apana, udana, samana
and vyana and five minor: dhanafjaya, krkara
étc.) but also the soul (iva). He mediates be-
tween God (Vishnu) and the soul, and deputises
for God in all the individual processes, in
bondage and in liberation. He is also identified
with the epic hero Bhima and the teacher
Madhvacharya. For details of the philosophical
and religious significance of Mukhya-prana, see
HANUMAN.

MUNDA-MALA

Garland of severed heads worn by Siva and
some violent forms of the Devi Tantrik texts
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MUKHYA-PRANA

prescribe that the number of heads in such a
gailang must be filty, symbolizing the fifty
‘matrkas’ or the letters of the alphabet.

MUDGARA

Wooden club or mallet, held in the hands of
violent forms of deities with numerous arms.

MUDRA

A word of considerable significance, it is ex-
tensively_used in the fields of poetry, drama,
dgnce. agama, tantra, iconography and ad-
ministration. The precise origin of the word is
_uncertain, but it is generally explained as signify-
ing 'that which provides delight' (mudam rat). It
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has, however, several meanings which suggest
different backgrounds. In early literature (the
Buddhist and Jaina canonical texts), the word is
chlefly used in the sense of an official seal
stamped upon a document signifying approval or
permission. A variant meaning found in ancient
texts is the 'mental seal’ imprinted in the heart and
mind of a devotee (sadhaka) by his master during
the rituals of initiation and consecration (diksha),
suggesting the authenticity of the doctrine com-
municated.

The expression was extensively used in the
mystic cults of the Natha-siddhas and of Vaj-
rayana in the sense of ritualistic sanction and
power. Sometimes the word meant the posture
which was assumed during a ritual, the attitude
that was adopted, or even the female consort that
was taken in fulfilment of ritual requirements. The
expression was one of the five details (the names
of which in Sanskrit began with the letter ‘ma’ and
hence called 'paficha-ma-kara’), here meaning
the psycho-physical preparedness (to be fol-

MUNDA-MALINI
(Mangaladevi, Sujeru, Mangalore)
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lowed by the mystic copulation, maithuna); in a
symbolic exercise mudra was physically repre-
sented by parched beans.

Madras as hand-postures (hasta) or gestures
of the fingers are used not only in daily life but in
drama and dance in stylized patterns to effective-
ly communicate ideas and emotions. |conog-
raphy has borrowed many of the mudras from
this background. And the mudras are also used
in worship rituals (both Vaidik and tantrik) as
hand-gestures suggesting a variety of subtle acts.
Mrgendragama (kriya-pada, 5th patala) speaks of
the mudras as accessories to ritualistic action
(kriyangatvat), like invocation (avahana), estab-
lishment (sthapana), and obscuration (tirod-
hana). The same text declares that the mudras
used in worship are actually the energies of Siva
which effectively drive away the obstacles in the
path of the devotee ('vighnaugha-mudranan
mudrah kathyante hara-$aktayah' 5,2).

Tantrik texts provide a very large number of
mudras which are used in worship. They suggest
in addition to the ideas and intentions of the
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devotee, the powers of the Deity himself in terms
of the weapons in the hands or the peculiar
ornaments worn (like the pancha-mudra).
lconography has adopted a small number of
these mudras to indicate the action in which the
deity is engaged like abhaya-hasta, varada-hasta,
vyakhyana-mudra, samadhi-mudra etc, or the
several aspects of the Deity. It has also borrowed
freely from the field of dance (hand-postures like
danda-hasta, gaja-hasta, suchi-mudra, kati-
hasta, kalaka-mudra etc.)

Mudra (gesture) is essentially a language. It
is regarded as one of the five media of com-
munication (lipayah paficha-dha), the other four
being $ilpa-lipi (sculptured modes), lekhani-
sambhava (written documents), ghundika
(boring in the manner of bees) and ghuna-
sambhuta (incisions in wood). Mudras as ges-
tures assumed by the fingers (afguli-mudra) was
especially employed in worship because accord-
ing to_Varahi-tantra, all the gods would be
delighted thereby (‘modanat sarva-devanam’)
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and all the sins would be driven away (‘dravanat
papa-santateh’).

Texts of dramaturgy, like Bharata’s Natya-
sastra, Nandikesvara's  Abhinaya-darpana,
Bharata-kalpa-lata-manjari and Hasta-lakshana-
dipika speak of hand-gestures of varlous types.
Abhinaya- darpana, for instance, mentions as
many as 115 hand-poses grouped as samyuta-
hasta (with both hands involved together), as-
samyuta- hasta (using only one hand, 24),
devaia-hasta (the gestures of the gods and god-
desses), dasavatara-hasta (the poses indicating
the tenincarnatory forms of Vishnu), nava-graha-
hastas (the poses characteristic of the nine stellar
deities), dikpalaka-hastas (the poses symbolic of
the eight direction-guardians) and so on.
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An important distinction is between the
‘samyuta’ (conjoint or combined, viz. the two
hands joined) and ‘asamyuta’ (isolate, viz. only
one hand being used) hastas. Very few of the
former category are used iniconography. Impor-
tant among them are afjali- mudra (action of
supplication), namaskara-mudra (act of offering
obeisance), dhyana-mudra (act of contempla-
tion), dharma-chakra- mudra (showing of the set-
ting into motion the wheel of Dharma),
samadhi-mudra  (engaged in meditational ab-
sorption), dhanur-mudra (act of shooting an
arrow by the bow) and venu-mudra (playing on
the flute) or vallaki-mudra (playing on veena).

A large number of ‘isolate’ poses are used in
Ilconography. The most commonly seen are the
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gestures of protection (abhaya) or peace-provid-
ing ($anti-da. according to Brhat-sarhhita), boon-
bestowal (varada), spiritual guidance (chin-
mudra). scriptural exposition (vyakhyana), threat
and waming (sUchi-hasta), wonderment (vis-
maya). and holding the hip (kati-mudra). Others
include pataka, tri-pataka, ardha-pataka, ala-pal-
lava and kataka-mukha.

Often the weapons are also symbolized in
hand-poses (like trident, conch, discus, ilotus,
skull-cup, sweet-cake, goad, noose, bow and
arrow). The mode of holding a weapgn, when the
weapons are actually represented, is also stylized
into a mudra.

Texts indicate that each deity has its own
characteristic mudras, which must be presented
during the worship of that deity. Vishnu has
nineteen of them : conch, discus, mace, lotus,
fiute, chest- omament known as kaustubha, the
position of Lakshmi indicated by $ri-vatsa, the
long garland known as vana-mala, the vehicie
Garuda (tarkshya-mudra), the biva and
knowledge (jfana-mudra). Siva has ten of them
like the bow (dhanu, pinaka), arrow, axe, magical
spear known as khatvanga, the hand-drum, skuii-
cup (kapala), and mudras calied jagan-mohana
(seducing the world) and kama (all the desires).

Ganeda has seven mudrds : tusk (danta),
noose (paa), goad (ankusga), axe (parasu),
sweet-cake (ladduka), pomegranate (bija-
pwaka) and the mudra known ‘as Vighna
(obstacles). Durga has the following mudras as
specific to her : noose and goad (pasankusa),
gestures of protection and boon-bestowal
(varabhiti), sword and shield (khadga-charma),
and bow and arrow (dhaus-darah). Surya has
only lotus (padma) as his characteristic mudra
(embiem).

Mudra in general refers to the device adopted
to convey the idea or emotion that is intended
(‘'uddishtarthabhivyaijanka’). It may be ac-
complished by the posture of the entire body or
one or more limbs (angika), or by the dress and
ornaments (aharya). Face and hands figure
prominently in the former category. The face
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may express tranquility (Qnta). ferocity (ugra),
romance ($rhgara), and so on through the eyes,
the eyebrows, the nostrils and the lips.

in the latter category, the type of head-gear or
hair-do (for instance, Siva and the ascetics char-
acteristically wear jata-mukuta), the garments
(the yellow silken cloth for Vishnu, tiger's skin for
Siva etc), the omaments (like vana-mala for Vish-
nu, garland of severed heads for Bhairava and so
on), emblems (like Kaustubha for Vishnu, and
serpent as sacred thread for some forms of
Bhairava, Ganesa and Devi) and weapons (conch
and discus for Vishnu, axe and hammer for éiva,
noose and goad for GaneSa, sacred ladle and
rosary for Brahma, ploughshare and club for
Para$u-rama, bow and arrow for Dasarathi-rama,
fiute or churning-rod or horse-whip for Krshna,
Vajra and $akii for Kartikeya etc), help the iden-
tification of the deity and the action engaged in.

The total number of tantrik mudras is given as
108 while in dance (laukika) the number is 64.
The tantrik mudras are largely finger-signs or
hand-poses. Iconography has stylised about ten
of them and uses them for purposes of Identifica-
tlon of the deity.

Buddhist texts prescribe that the Buddha is
to be shown while seated as assuming one of the
following six mudras : meditation (dhyana-
mudra), teaching (vyakhyana-mudra), setting the
wheel of Dharma into motion (dharma-chakra-
mudra), calling the earth as witness (bhu-sparsa),
offering protection (abhaya) and bestowing
boons (varada). But the Buddha while standing
may assume either the mudra of teaching (vyak-
hyana) or that of protection (abhaya).

The tithankara Images while seated are
prescribed to assume only the samadhi-mudra
(contemplation), and while standing in the Kayot-
sarga posture (which is the only posture that is
airight for the icons of standing Jinas) no hand-
gestures are ever assumed.

MUNI

Ascetics or sages, are in iconography usually
classed among the devotees (bhakta-vigrahas)
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MUNIS PERFORMING HAVANA AND YAGA
(A scene from REmEyapa - Kaviyoor Temple)
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or the retinue (parivara). They are secondary in
significance. and are very rarely independently
worshipped, or even installed or consecrated in
shrines. More often, they are represented in
sculptured panals or on the pillars In the main hall.

They are always represented as two-armed,
either the hands joined in an attitude of supplica-
tion (ahjali-mudra), with sometimes flowers In
their hands (pushpanjali-hasta), or the hands car-
rying rosary and water-pot, or mendicant’s staff
(danda) and gesture of protection. The matted
hair on their heads is done up as tall crowns
(jata-mukuta). and they are shown with beards.

They are usually shown in the standing pos-
ture (sthanaka), and are provided with prominent
belies. The expression on the face is tranquil
(éama) and the ormaments on the body are few.
The garlands made of the rudraksha beads are
wom by them. Ear-rings (kundalas) are invariab-
ly worn on the ears.

Manasara prescribes that the icons of great
sages like Vasishtha, Vidvamitra and Bharadvaja
are to be made in the nine-tala measure, while
others like Bhrgu and Kaéyapa in the eight-ala
measure, and Agastya in the seven-tala measure
(see TALAMANA).

According to Brahma-vaivarta-purana (Brah-
ma-khangda, chap.8), the great sages were
produced from different parts of Brahma's body:
Pulastya from the right ear, Pulaha from the left
ear, Atri from the right eye, Kratu from the left eye,
Arani from the nostrils, Angiras from the mouth,
Bhrgu from the left side, Daksha from the right
side, Voghu from the chest, Narada from the
neck, Marichi from the shoulders, Vasishtha from
the tongue and Prachetas from the lower lip.

Vayu-purana (Gaya-mahatmya) explains that
when Brahma desired to perform the yajfia on the
body of the demon Gaya, he created from his
mind the following sages : Saunaka, Jajali, Harita,
Kasyapa, Garga, Kaudika, Vasishtha, Bhargava,
Parasara and Kanva.

(see also RSHI)
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MUNI-SUVRATA
The twentieth tirthankara of the Jaina pan-
theon according to the Digarnbara tradition, he is
known only as Muni in the other tradition, the
following tithankara (Nami-natha of the Digari-
baras) being called Suvrata (according to Hari-

varhsa).

Muni-suvrata is said to have been born in
Raja-grha as the son of Sumitra-raja and Pad-
mavatli (Soma-devi). His body-complexion was
dark blue ($yama), and he obtained the kevala-
jiana while meditating under the champaka tree.
His emblem is tortoise (kurma- lafichhana). The
chief disciple who guided his devotees was Malli.
Varupa was his yaksha. Bahu-rupini (or Nara-
datta) was his yakshini.

MUSALA

A wooden club with metallic head (lauhagra-
yashti) used for pounding of the grains or dehusk-
ing paddy (tanduladi- khandanartham). It is also
called 'kangani-danga’. It is one of the sacred
implements used in sacrifice (viz.yajhayudha). it
is shaped like a pestle. Some deities (like Bala-
rama) carry the musala along with plough-share
(hala) in their hands.

MUKAMBIKA

The presiding deity of the famous pilgrim-
centre in South India, Kollur (in Karnataka), she is
aform of Durga, the purpose of her manifestation
being the killing of the demon Kolla. The main
object of worship in the sanctum is the linga with
a golden streak running vertically along the puja-
bhaga dividing the lihga into two portions, the left
being more than the right (and hence the lihga is
supposed to signify the Devi).

Behind the linga is an excellent and large
metallic image of the goddess with four hands,
the two normal hands showing the gestures of
protection and boon-bestowal and the other two
conch and discus.

The shrine is celebrated among tantrik prac-
titioners.

MUYALAKA

Also called Apasmara-purusha, he is the two-
armed midget demon shown under the foot of the
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MUYALAKA
(under the foot of Nataraja)
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dancing Siva (see NATARAJA) or of the Dak-
shinamurtiform of Siva. He is the personffication
of evil, and hence the dark spirit. He was created
by black magic by the sages of the Daruka-vana,
who wanted to finish off Siva. But Siva beganto
trample upon him, and danced.

(see APASMARA-PURUSHA)

MURTA-SADAKHYA

One of the five Sadadivatattvas (see
SADASIVA) in Saiva- siddhanta, it takes shape
from one tenth of the parts of Icchha-4akti (vidya-
sakti). [ts origination marks a change from the
nishkala (formless, the first two sada-$iva-tat-
lavas) of amurta stage of Siva's primary creation
10 the sakala (with form) or murta stage.

It is visualized as a divine linga (divya-linga)
which shines like a blazing fire with flames al-
round it. There is also an iconic representation of
Srva on 10p of this linga (hence called murta): a
human figure with three eyes in its face, and four
arms; the two normal hands assume the gestures
of protection and boon-bestowal, and the two
upper hands carry axe and deer.

MURTYASHTAKA

The eight forms of Siva celebrated in puranas
as well as agama texts, representing the five
primary elements (bhuta), sun, moon and the
soul. According to $iva-purana, these primordial
forms of Siva fill the universe (‘tasyadi-devasya
murtyashtaka-mayam jagat), and the entire
universe is strewn into them as many beads in a
string (‘tasmin vyapya sthitam vi$vam sutre mani-
gana iva’). The sun and the moon are the visible
representation of the Godhead (pratyaksha-
devatas), and the soul is the agent in all worship
(yaja-mana, kshetrajiia, jivatma).

The eight forms with their names, the ele-
ments they represent, their energies ($akti) and
their progeny (santana) are given below:

1. Sarva : prthvi, Sukedi, Ahgaraka

2. Bhava : jala, Usha, Sukra

3. Rudra : agni, Suvarchala, $ani

a. Ugra : vayu, Diksha, Santana

5. Bhima : akaéa, Dik, Svarga
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6. Maha-deva : Chandra, Rohini, Budha
7. T4ana : Surya, Siva, Hanuman
8. Pabupati : yajamana, Svaha, Skanda

The eight celebrated spots where these forms
are worshipped are Siva-Kanchi (Ekamranatha),
Jambukesvara (Tiruchirapalli dst.), Arunachala
(Tiruvapnamalai), Kalahasti (North Arcot dst.),
Chidafnbaram,  Somanatha  (Saurashira),
Adityanatha (viz. the actual sun) and Pasupati-
natha (Kathmandu, Nepal) respectively.

The darabha form of Siva (see SARABHA) has
eight legs; and these legs, according to Kalika-
purapa, represent the eight forms of Siva. Siva is
called Ashta-murti, because he assumes these
eight forms.

Some texts (e.g. Vishnu-dharmottara, and
Purva-karanagama), provide a few iconographi-
cal details of these forms, although there are no
known icons actually existing. The temples that
celebrate the eight forms (mentioned above) con-
tain only lingas which are worshipped under
these names. The eight forms are required to be
made as standing (sthanaka) on a lotus pedestal
(padma-pitha).” They have four arms, showing
with the normal hands the gestures of protection
and boon-bestowal, and carrying in the upper-
hands weapons like spear and noose (Bhima and
Bhava), sword and shield (Sarva and Pa$upati,
and ana), khatvanga and trident (Rudra, Ugra
and Mahadeva).

They have different complexions: black, white,
dark-brown, pale pink, coral red, deep blue, red
and blue respectively (the order mentioned
above). Each of the forms is three-eyed, and has
a crown of matted hair (jata-mukuta); it is bedeck-
ed with all ornaments and draped in white silken
garments. '

Of the eight forms, the form of Bhima is awe-
inspiring and terror-striking. It is deep red in
colour, and the face looks frightening with sharp
fangs emerging from the mouth. However, its
counterpart Bhava is entirely pacific (saumya).
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Siita-sarhhita identifies five of these forms
relating to the five primary elements with the
five-brahmas (or ‘heads of Siva). Sadyojata
(Sarva), Vamadeva (Bhava), Aghora (Rudra), Tat-
purusha (Ugra) and Iéana (Bhima), representing
earth, water, fire, air and akaéa respectively.

MULA-BERA

Also called dhruva-(or achala-) bera, it is the
icon (usually a stone one) installed in the
sanctum, and not meant to be moved about. This
is the main image (or linga) which receivés tech-
nically all worship. The other images (like the
utsava-bera for processional purposes, snapana-
bera for receiving ceremonial bath and bali-bera _
for presiding over the distribution of food- offer-
ings) derive their power, sanctity and authority
from the mula-bera, which they represent in
several worship sequences.

(see BERA, BIMBA)

MULA-STAMBHA
‘The primordial pillar’ is the name given to the
'divine linga’ (divya-lihnga) in the first phase of
pure-creation, according to Saiva-siddhanta.
Also called Amurta-sadakhya, it represents the
second of the Sada$iva-tattvas (see SADASIVA),
which emerges from one tenth of the parts of
Adi-akti. It is so called because it has no con-
crete iconic form (murti). Devoid of parts or limbs
(kala-hinam), it appears as a luminous and
aniconic linga in atmosphere (bha-madhye lin-
gavad-bhavet). Its brilliance is like that of a crore
of suns, and its form is like that of a pillar of light
(‘surya-koti-pratikadam  jyotis-starhbhakrtirbha-
vet’). This is the divine linga, also called the
primordial pillar (‘etad vai divya-lingam tu mdla-
starnbha ihochyate’). It is so calied because all

iconic forms are founded upon it.

MULA-STHANA

The location of the deity within the sanctum is
known as the ‘original or primary shrine’, because
the concept and layout of a temple grows out of
this spot. This is where the mula-bera (primary,
immoveable icon, see MULA-BERA) is installed
according to Agama prescriptions and duly wor-
shipped by the priests in all the sequences. Wor-



ship may be conducted to other icons eisewhere
within the temple-premises on occasions, but all
such worship must carry with it the sanction from
the original shrine (mula- sthana) within the
sanctum; otherwise the worship becomes invalid
and futde.

The mda-sthana is thus the holiest of the
holies, and the most important aspect of the
temple both architecturally and ritualistically. The
layout of the temple has this as its focal point.
And care is taken to maintain this spot altogether
undefiled and absolutely holy. Entrance into the
sanctum and physical contact with the mula-
sthana is precluded for all excepting the duly
qualified priests, who have been properly in-
itiated:. and eventhey have to observe restrictions
and limitations whie entering the sanctum and
touching the mua-sthana.

The term ‘sthana’ signifies not only the spot
where the icon has been installed, but the icon
itseif which is regarded as the ‘seat’ for the deity
to manifest (one of the ‘chatus-sthanarcha’, the
other three being the sacred fire, the consecrated
platform, and holy water).

MULA-STHANAMBIKA

The power of the mula-sthana (see MULA-
STHANA) has been personified as a deity in its
own right, quite distinct from the power of the
Deity installed therein.

MUSHAKA

This deity of the ‘primary shrine’ (‘mula-
pradeda-sthita- mataram’) is visualized as a god-
dess, lustrous like moondight (chandra-nibha),
three-eyed and four-armed. She carries shornt
axe (kuthara) and lotus in her two extra hands,
the two normal hands assuming the gestures of
protection and boon-bestowal. Her face is
charming like full-moon ('dasi-tulya-vaktram’)
(ctMurti-dhyanam, Tanjore Sarasvati Mahal
serigs, 211, 1985, p.61).

MUSHAKA

The vehicle (vahana) of Ganapati (see
GANAPATI), in the form of a mouse. It is
regarded as the form that a celestial being
(gandharva) had to assume as the result of a
curse. Krauncha, the gandharva, while attending
upon Indra misbehaved towards a sage
Vamadeva by name. Another account relates
that he misbehaved towards sage Saubhari. He
was cursed by the sage to be born on earth as a
mouse. He chose the hermitage of the sage,
Parasara, to be born as a mouse; and he also
chose to give the sage endless trouble. Para$ara
sought Ganapati's help, and Ganapati took away
Mushaka (‘the mouse’), making it his vehicle (cf.

Gane$a-purana, 2,135).

It is also related that when Ganapati was
fighting with the elephant-headed demon (Gaja-
mukhasura), he broke his right tusk and threw it
at the demon. The demon by his magic trans-

MUSHAKA
(in Mahaganapathi temple, Kurudumaje, Kolar.)
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MUSHAKA
(Stylized as a lion-like mount)

formed the tusk into a mouse and set it against
Ganapati Ganapati subdued it and rode uponiit.

Sukla-yajurveda (3,57) mentions mouse as
the offering to Rudra (‘akhus te pasuh’); and the
purodaga-cake in a ritual is shaped like a mouse
and is hidden under the earth. Rudra is identified
with Ganapati (hence the latter's iconic repre-
sentation has crescent moon on head, three-
eyes, snake-omament, axe as weapon, five faces
and so on which are typical of Siva, and Ganapati
is frequently worshipped in the lihga form).

Anthropologists recognize the struggie be-
tween two tribes, the matangas (with elephant as
totem) and mushakas (with mouse as totem) in
the background of Ganapati cult. Mushakas
were southerners, and are known to the Greek
narratives as Musicanes. According to Mahab-
harata, they were associated with the Vana-vasis,
and lived near Kalinga (present-day Orissa). The
Hathigumpha inscription of Kharavela (about 160
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B.C.) records that they were conquered by King
Kharavela.

The Mouse is also a solar symbol; further it
signifies tamas, (being a nocturnal creature).

According to Ganapatyatharva-§irsha, the
mouse is the standard of Ganapati (mushaka-
dhvaja).

It Is usual to find the image of a mouse carved
on the pedestal of Ganapati's icon, while in some
forms Ganapati is made to ride upon a huge
mouse (akhu-ratha). It is also a practice in the
temples dedicated to Ganapati to instal in front of
the sanctum an image of mouse prominently as
his vehicle, even as the Nandi (vishabha) is
placed in front of Siva-lihga.

MRGA

More properly krshpa-mrga, the word means
a black anteiope, which the iconic forms of Siva
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carry in the left upper hand. The deer is said to
have been a diabolical creature created by black
magic by the sages of Daruka-vana to attack
Siva. But Siva subdued it and made it his pet
animal (see SIVA).

MRGA

in the bhikshatana form (see BHIKSHATANA)
Siva is seen to feed the deer by his right lower
hand.

MRNMAYA-LINGA

One of the six varieties of linga (see LINGA),
this is made of clay (mrt, mud) or earth (hence
called parthiva-inga) and this may be wor-
shipped either as a permanent object of worship
fixed to a place (achala), like a stone-linga, or as
a temporary (kshanika) or moveable (chala) ob-
ject. It has two sub-varieties : (i) made in clay and
then baked on fire (pakva), and (ii) made in clay
and left unbaked (apakva). The latter sub-variety
is more usually prescribed, while the former is
said to be employed in rituals connected with
black magic and sorcery (abhicharika).

Although called ‘clay linga’, it is not made out
of pure clay; several other materials are mixed
with clay, and the clay is also treated.

The procedure for making the clay linga has
been given in several texts like Kiranigama
(3.21), Purva-karanangama (10,190), Suprab-
heda (33,29), and Ajitagama (4,17). White, red,
yellow, or black clay must be collected from the




banks of a river or from the mountain-tops and
after straining well must be mixed with ghee, milk
(trom the red-coloured cow, kapila), curds, and
triphala (three kinds of gooseberry or embelica),
whaeat flour. biack-gram flour, the powdered bark
of trees which exude miky juice, guggula, resin
of sarja. pulp of some fruits, gum of the sala-tree,
and ti-od (different combinations are given in the
texds). The collected dlay is prescribed 10 be
kneaded well praliminarily in ‘paficha-gavya’ (the
five products of cow; milk, curds, ghee, urine and
dung). according to Purva-karana. And this text
suggests among the articles 1o be mixed with clay
fragrant substance called kundurushka, juicy ex-
traction from biva tree, and the milky exudations
from five trees (pafcha-kshirf).

After mixing these articles with clay, the whole
thing is left under water for a month or at least for
a fortnight. Then the linga is made from this
substance according to the desired proportions
(utama, madhyama or adhama "measures).
There is a regulation that the pedestal for the clay
linga must also be in clay.

If the above is the procedure for unbaked clay
linga (apakva-mrt-linga), the making of the baked
linga (pakva-linga) is much simpler: clay is col-
lected from a sanctified spot, linga is made direct-
ly from the clay (without any of the articles
mentioned above mixed with it) and burnt on slow
tire.

According to Nandi-purana, worship of the
clay-inga (unbaked) is capable of fulfilling all
desires, and of bestowing upon the worshipper
long life, energy, progeny, wealth and happiness
(parthivam  lingam  jieyam  sarvartha-
sadhakam’).

MRTYUNJAYA

One of the eleven Rudras (see EKADASA
RUDRA), according to Rupa- mangana, this form
is distinguished by its wearing on its head a
garland of severed heads. Sivais here six-armed,
and sits in @ yogic posture with two hands held
on his crossed legs in samadhi-mudra. The other
four hands carry trident and rosary on the right
side. and skull-cup and holy water-pot on the left

side. He Is white- complexioned and clothed with
tiger-skin.

(see SIVA)

MRTYU-VANCHANA

One of the forms of white Tara of the Vaj-
rayana pantheon (see TARA), she is distinguished
by the discus which she carries on her chest. She
is seated in the vajra-paryanka posture. Worship
of this form of Tara is said to bestow upon the
devotee long life and freedom from diseases and
accidents.

MECHAKA-GANAPATI

A little-known form of Ganapati (see
GANAPATI), which is distinguished by its dark
blue complexion.

MEDINI

Name of the Earth-goddess (Bhu, Bhu-devi).
Also called Mahi, she is pictured as dark blue
(éyama) in complexion, and bedecked with all
ornaments (sarvabharana-bhushita). She has a
face which shines like clear water (prasannambu-
nibhanana). She is two-armed carrying in her
right hand lotus and holding her left arm
stretched out and dangling (prasarita). She rides
upon the chataka-bird (which is celebrated for its
waiting for the rains to quench its thirst).

She is invoked in the palikas along with other
minor goddesses like Raka, Sinivali and Soma.
She is 10 be installed facing Brahma (brahmab-
himukhi). (cf.Vaikhanasa-pratishthanukramanika,
the prologue ‘purva-pithika).

MEDHA-DAKSHINA-MURTI
A form of Dakshinamurti (see DAKSHINA-
MURTI), which is worshipped for obtaining bril-
liance of intellect, powers of comprehension and
creativity. He is visualized as seated in yoga-
patta (legs crossed and lifted up, secured by a
band) upon the platform meant for scriptural
exposition ('vyakhya-pithe nishannam'), and sur-
rounded by great sages who are eager to serve
him ('muni-vara-nikarais sevitah’). He is tranquil

and pleasant in aspect (‘suprasanna’).

He is white in body colour, wears crescent
moon on his head and dons the elephant-hide as
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garment (krtti-vasa). He is four- armed, carrying
in three of his hands rosary, lute (vina) and scrip-
ture (pustaka), the other hand assuming the ges-
ture of wisdom " (jfana-mudra)
(cf. Prapancha-sara-sargraha, Vol ll, p.717 Tan-
jore ed.).

MENAKA

A celestial damsel (apsaras) of extraordinary
beauty included in the immediate entourage of
Indra (see INDRA), along with other beauties like

Urva$i, Rarhbha and Ghrtachi. She was also a
dancer in the court of Kubera (see KUBERA).
She was celebrated for her great powers of
seducing the sages (like Viévamitra from whom
she begot Sakuntala).

(see APSARAS)

MERU

The mountain of gold (hemadri) which is im-
agined to be the centre for the great continent
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MAHAMERU PRASTARA SRICHAKRA
(Bronze, in Kodandadrama, Hebbur, Karnataka)
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Jarmbu-dvipa (in which Bharata-varsha, viz. India,
ts included), and which is fabied as the home for
all the gods (suralaya). Any mountain is called a
‘meru’, signifying its loftiness, mystery and occult
character.

One of the forms of Sri-chakra (see SRI-
CHAKRA) assuming the shape of a mountaln is
known as ‘meru’. Architecturally, meru is one of
the types of large temples, having six towers,
twelve stories and numerous vaults (cf. Brhat-
sarhhita, 56.20).

MAITREYA

One of the most important deities in the
Mahayana pantheon, he is regarded as the future
Buddha. The interval between the passing away
of Gautama-Buddha ($akya-muni) and the ap-
pearance of Maitreya is known as the bhadra-
lalpa (auspicious period). Although not yet a
Buddha, he is included among the human Bud-
dhas (see MANUSHI-BUDDHA), : Vipadyi, Sikhi,
Vidva-bhu,  Krakucchhanda,  Kanaka-muni,
Kasyapa and Sakya-simha.

(
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MAITREYA
(after an Orissa bronze)

MAITREYA
(after an image in Doris Wiener Gallery,New York)
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MAITREYA
(after an icon in Pan Asian collection)
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MAITREYA
(Ajanta Cave XIX)

There is a belief that when Maitreya, who is
now in the Tushita heaven, comes down to as-
sume the career of a Buddha on the earth, he
would directly visit the stupa on the hill known as
Kukkuta-pada near Bodh-gaya in Bihar. This
stupa is reputed to mark the place where the
previous Buddha Kadyapa (the Buddha prior to
Sakya-simha) lies, unseen by mortal eyes.
Maitreya would open the stupa, meet Kaéyapa
and receive from him the robes of the Buddha
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before he launches his career of a Buddha (cf.
also B.Bhattacharya, op.cit., p.80-81).

The celebrity of Maitreya was known to Fa-
hien (394-414 AD.), who mentions Maitreya
along with Manjusri and Avalokitedvara, Yuan-
chwang (629 - 645 AD), who mentions that
Maitreya hailed from Udyana, and I-tsing (671 -
695 AD.). It was believed that the great pioneer
of Mahayana, Asafga, went to the Tushita heaven
and obtained initiation at the hands of Maitreya;
and that it was only after his return that he intro-
duced the ‘tantras’.

Maitreya’'s images are frequently to be found
among sculptures and paintings. He is repre-
sented as a young, handsome man, bedecked
with all ornaments, and as standing or seated.
He is usually two-armed, and his characteristic
emblem is a holy vase or water-pot (kundika),
round or oval in shape, which he carries in one of
his hands. The other symbol that is associated
with him is discus (chakra). He is sometimes
shown as seated upon a double-lotus (vi$va-
padma), with legs crossed or with his legs let
down, showing the gesture of setting into motion
the wheel of dharma (dharma-chakra-mudra).

One of the sadhanas describes him as three
faced and four-armed. According to this text, his
body-colour .is golden yellow (suvarna-gaura),
and his face on the right side is dark blue (krshna)
and the face on the left white ($ukla). Two of his
hands (viz. the normal hands) assume the ges-
ture of scriptural exposition or teaching (vyak-
hyana-mudra), and his other hands carry the
gesture of boon-bestowal (right) and a bunch of
flowering naga-kedara  stalks (pushpita-
nagake$ara-mafijari) (left).

His headgear is adorned by a tiny image of
chaitya (representing Kasyapa's shrine in Kuk-
kuta-pada).

MODAKA

A sweet cake (prepared out of jaggery) that is
carried in one of the hands of some forms of
Ganapati (see GANAPATI).
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MOHANA-GANAPATI

One of the twenty-one forms of Ganapati,
mentioned in the puranas (see GANAPAT!)

MOHINI

A female incarnation of Vishnu, mentioned in
Bhagavata-purana (1,3,6-22), after Dhanvantari
and before Narasimha. The background story is
given in Bhagavata (8th skandha). During the
churning of the milky ocean by the gods and
demons for the obtainment of ambrosia, the two
contending parties began fighting with each other
when ambrosia came out. Vishnu thereupon
asumed the form of a lady of bewitching beauty
and offered to distribute ambrosia equally to the
gods and demons. Charmed by her, the demons
lost all interest in ambrosia and did not notice that
Mohini gave all of it to the gods. This is how the
demons were cheated out of the power to be
immortal. They could eventually be killed by the
gods.

Another detail of the legend is that as the
charmer (Mohini) was distributing ambrosia to
the gods, Siva fell in love with her, and sought
union with her.  The iconographic repre-
sentaticns of Siva as ‘Hari-Hara’ and ‘Ardha-nar”
(half-female) is ascribed to this detail. The right
half of the icon represents Siva, and the left
Vishnu as Mohini. The folk god Sasta is
described as the offspring of the union of Siva and
Mohini (see SASTA).

Mohini is represented as youthful (bala), blue
in complexion like the blue lotus (nilotpala-sama-
prabha), three-eyed and four- armed. She is
bedecked in all ornaments, and draped in yellow
silken garments. She is surrounded by gods and
demons who worship her. She carries in her
normal right hand a pot full of ambrosia (purna-
kurnbha) and in the corresponding left hand blue
lotus (utpala). Her upper hands carry noose and
goad. She is the charmer of the whole world
(loka-mohini) (cf. Murti-dhyanam, Tanjore, p.96).

Mohini is also a nitya-goddess, according to
Sarada-tilaka- tantra. She is three-eyed, dawn-
complexioned (arur_ﬁ), and has crescent moon
on head; she is draped in red garments,
decorated by red ornaments and rendered
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(after a temple sculpture [rom Kanchipuram)
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(Stonc carving from temple at Trivandrum)
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MOHINI-MAHAMAYA
(an old drawing from Mysorc)

fragrant by red unguents (raktangaraga-
vasanabharana'). She carries in her four hands
lotus, noose, goad and skull-cup filled with nectar
(purna-kapala- hasta).

Another tantra describes her as two-armed,
carrying in her hands the sugar-cane bow and
flower-arrows. She conquers the entire world
(bhuvana-vijaya-daksha), and presents herself in
many forms to the people (jagati vividha-ripam

PRATIMA KOSHA

daréayanti jananam). She wears white garments
($veta-vaso vasana) and is lustrous like the morn-
ing sun (taruna-tarani-$obha). She is also called
Maha-maya, and Vasya (loka-vadamkan).

MAULI

Headgear. like crown (kirita) and turban
(Sirastraka), the expression also includes different
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types of hair-do (kesa-bandha, dhammilla, alaka-
chudaka etc).
{see MUKUTA and KIRITA)

YAKSHA

There can be little doubt that the worship of
yakshas was prevalent in the country before the
dawn of the present era. The inscribed statues of
yakshas in the Buddhist monuments like the
stupa of Bharhut (first century B.C.) justify this
claim. The idea of a yaksha as a wonderful and
powerful spirit, (adbhuta) unearthly in nature,
colourful in aspect and worthy of worship was
current even when the RgVeda was compiled (cf.
1,190.4; 4,3,13; 5,704; 7,56,16; 7,8,6; 10,88,13
otc). That the yaksha was a 'great celestial
being' (mahad-yaksha) was known to Atharva-
veda (10,7.38). The cuit of yaksha-worship con-
tinued in the Buddhist and Jaina religious
practices, and has in a sense survived to our own
day.

The word yaksha Is generally derived from the
root ‘yaksh’' which signifies worship-worthiness
(yakshyate pujyate iti), and Ananda K.Coomaras-
wamy rightly highlighted the association of the
elements of devotion (bhakti) and worship (puja)
with the yaksha cuit (cf. his work, The Yakshas,
Part |, pp.24-28). It is likely that the worship of
yakshas it was that crystallized Iconic repre-
sentation of divinity as well as shrines for them,
There are early references to ‘yaksha-sadma’

(Rgveda, 4,3,13).

The yaksha was frequently imagined as non-
human (amartya), wonderful (apurva), residing in
a tree guarding treasures (dhana-pati), more
especially vata-asvattha; an altar was erected in
front of the tree for offerings. Sometimes, a
structural buiding was raised to contain an
image of a yaksha. Ananda K.Coomaraswamy
distinguished between the yaksha who was form-
less and invisible and his ‘chitra’ which was con-
crete and visible, on the strength of a Rg-Vedic
reference (7,61,5 ‘amura viéva vrshana vi ma
vam, na yasu chitram dadrse na yaksham'’). The
origin of Indian iconography may be ascribed
truly to the cult of the yakshas.

YAKSHA
(Kubera from Bharhut stupa)
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YAKSHA
(Suparéva from Bharhut Stupa)
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The word also suggests the idea of quick and
uncanny movement or stirring (‘ejate’, Atharva-
veda, 8,9,8), "a quick ray of light" (Rhys Davids,
Stede), an apparition, a phantom, a flash of light.
The yaksha was one who manifests himself
mysteriously, an elusive representation, a ‘phan-
tom magoris’ (Eggeling). He personifies wonder-
ment and guile (maya or adbhuta-kratu). He is in
reality without substance (ct.Brhadaranyaka-
upanishad, 1,4,7 ‘abhve yakshe’), but he func-
tions more effectively than any being with a
substance. And he is delightfully good-looking
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YAKSHA

(‘yaksham iva chakshushah priyo’) (Drahyayana-
grhya-sutra, 3,1,25) and immortal (avadhya).

He is classed among the celestial beings
(deva-yoni), along with guhyakas, siddhas,
asuras, kimnaras, nagas, gandharvas, bhutas
and pif§achas. They are described as vyantara-
devatas in Jaina texts (inhabiting the sphere
above the earth, bhuvana, but below the starry
vault, jyotishka); the rakshasas are not included
in this group, as they are imagined to dwell in the
uppermost stratum of the first earth. But the
yakshas and rakshasas are associated in legend
and myth. For instance, Ravana and Kubera were
cousins, Kubera was initially lord of yakshas and
rakshasas, until Ravana drove him out of Lanka.
While the rakshasas are invariably cruel,
malevolent and sinful, the yakshas may be
benevolent and meritorious (punya-jana). They
are not spirits of departed humans (amanushya),
although they live upon the earth (bhumya deva).

Some yakshas were regarded as capable of
evil. One of the references in Rg-veda (5,70.4)
speaks of a yaksha as an unseen spiritual enemy.
When a man was sighted by a yaksha, he would
be stricken with disease, old age or death. These
yakshas were fond of human flesh and blood.
Generally, however, the yakshas were
benevolent, generous and helpful. Although ter-
rible in their aspect, they bestowed upon their
devotees wealth and progeny. Sometimes they
appeared as exceedingly charming and praise-
worthy (cf.Gobhila grhya-sutra: ‘yaksha saun-
daryati¢ayena sarvais stutyo deva-jati-videshah’).

Brahma-vaivarta-purana (krshna-janma-khan-
da, chap.17) describes them as having figures like
a mass of collyrium (‘ahjanakara- murtayah’),
ugly and distorted countenances ('vikrtakara-
vadanah’), tawny eyes ('pingalakshah’), large bel-
lies (‘mahodarah’), red garments (‘rakta-vesah’)
and broad shouiders (‘dirgha-skandhah’). They
were inordinately fond of eating (Vishnu-purana,
1,541 ‘Uchuh khadama ity anye ye te yakshas tu
jakshanat’). They were fond of women, and fre-
quently sought and possessed them. They also
loved music. They had power over wealth, espe-
cially hidden wealth, and they could change their
sex at will (cfRam Nath Miéra, Yaksha cult and
Iconography, New Delhi, 1981).

151



The famous episode of Yudhishthira's en
counter with a yaksha in Mahabharata (aranya-
parva, 297, 20-21) describes the yaksha as
crooked-eyed (virupaksha), huge-bodied like a
mountain (maha- kaya, parvatopama), tall iike a
paimyra tree (Gla-samucchhraya), and dazzling
like a sun (jvalan-arka-prakasa). When he spoke,
his voice was like the rumbling of clouds.

There are several lists of yakshas. Hemadri's
Chutur-varga-chintamani mentions Kubera-vai¢-
ravana, the lord of the riches (dhanadhipati) as
goveming several yakshas like Siddhartha, Mani-
bhadra, Sumana, Nandana. Kanduti, Pafichaka,
Sarmkha, Maniman, Padma, Ramaka and others,
who were all short and fat in stature (tundiiah),
two-armed (dvi-bhujah), settled upon the hidden
wealth (nidhisthah) and violently inebriated
(madotkatah). :

The puranas speak of a group of yakshas
(yaksha-gana) who were ali chidren of
Prachetas: Harikesa, Kapila, Kafichana and
Megha-mali. The iist given in the Maha-mayuri-
tantra includes PUrna-bhadra, Mani-bhadra, Sila-
bhadra, Sumana-bhadra, Suvarna, Sarva-kama,
Sanmvddha and Amogha. The inscribed sculp-
tures in Bharhut mention Supavasa, Virudhaka,
Gafigita, Kupira (viz.Kubera), Suchioma, Aja-
kalika, Sudardana and Chada. Other sources
give the names of Narada, Nara-deva, Kurhbha-
kama, Aja- kalapaka, Alavaka, Avaruddhaka and
Khara-datika.

The Jaina pantheon includes yakshas as
benevolent, virtuous and loyal attendants of the
tithankaras. There are twenty-four yakshas as-
sociated with twenty-four tithahkaras (see TiR-
THANKARA); and each of the yakshas has a
corresponding yakshini (see YAKSHI).

The belief is that when the tirthafkara begins
his career, Indra the chief of the gods will assign
a yaksha and yakshi to serve him. ‘Achara-
dinakara describes them as protectors of the
Jina's dispensation (jina-$asana-raksha-karaka).
They are regarded as great devotees of the Jina
whom they serve (‘yaksha bhakti-daksha-tirtha-
krtam ime’). Hemachandra in his Tri-shashti-
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dalaka- purusha-charita explains that the yaksha
and yakshi of any tithankara are born in that
tithankara's dispensation (‘tat-tat- tirtha-janma,
tatad cha tirthe tatraivo-tpannah’). They are also
calted Gsana-devatas ('ya pati $asanam jainam,
sadyah pratyuha- naini"). It is usual for the yak-
sha 1o be represented on the right side of the
tirthankara icon and yakshiqi on the ieft.

The Jaina texts aiso provide a list of thirteen
yakshas who are mighty and wise: Purpa-bhadra,
Mapi-bhadra, ~ Sveta-bhadra,  Hari-bhadra,
Sumano-bhadra, Su-bhadra, Sarvato-bhadra,
Manushya-yaksha, Vanadhipati, Vanahara, Rupa-
yaksha, Yakshottama and Vyati-patika-bhadra.
Of them Purna-bhadra (with his wives Tara and
Uttama) and Mani-bhadra (with his wives Kunda
and Bahu-putra), ruling over the northern and
southern regions of the Vajra-dvipa respectively,
were regarded as indras and worshipped (see
MANI- BHADRA and PURNA-BHADRA).

Kubera (Vai$ravana) was the iord of the yak-
shas (see KUBERA), and lord aiso of the eight (or
sometimes given as nine) treasures (nidhi),
Padma, Maha-padma, Makara, Kacchhapa,
Kumuda, Sarhkha, Nila and Nandana. He was the
son of Visravas and Deva-varnini; his wife was
Rddhi. According to Bhagavata, his children
were Nala-kubara (who presented himseit as
Yamalarjuna before the infant Krshna) and Mani-
griva. Vamana-purana mentions Pafchalika also
as a son of Kubera. The son of this yaksha
Panchalika of the Gandhara country was
Panchika who became the consort of Hariti (see
HARITI, YAKSHINI). Mani-bhadra was the chief
attendant of Kubera (see MANI-BHADRA).
Kubera is looked upon as the guardian of the
northern direction (see DIK-PALA).

Jarhbhala is an emanatory form of Kubera
(see JAMBHALA), and he (along with his spouse
Vasudhara) Is attended upon by eight yakshas:
Mani-bhadra, Purpa-bhadra, Dhanada, Vais-
ravana, Keli-mali, Chivi-kundali, Sukhendra and
Charendra (with their consorts Chitra-kali, Datta,
Sug)atti. Arya, Subhadra, Gupta, Devi and Saras-
vati).
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In iconography, the yakshas are usually
depicted as two-armed, short-statured, pot-bel-
lied and seated; they hold in their hands treasure-
pots or lotus-flowers. Manasara prescribes that
the icons of yakshas must be made in nine-tala
measure (see NAVA- TALA). They must be
depicted as monstrous In size (rakshasakara),
black or yellow in complexion, wearing karanda-
type of crown (see MUKUTA), and seated with the
left leg doubled vertically and the foot resting on
the seat, while the right leg is held across close
to the seat. They are to be shown as carriers of
weight (bharagah). Samarangana-Sutra-dhara
suggests that yakshas must be represented as
bigger than other celestial beings like gandharvas
nagas and vidyadharas. Aparajita-pfcchha, how-
ever, prefers the six fala measure (see
TALAMANA) for the yakshas.

They are entirely human, although gigantic in
appearance, and sometimes they carry fly-
whisks (chauri) in their hands. Their early repre-
sentations are to be found in Pawaya
(Madhya-Pradesh), Parkham (Uttar Pradesh),
Noh (Rajasthan) and Patna (Bihar). The one at
Parkham is that of Mani-bhadra. While most yak-
shas and yakshis are in the standing posture,
some (like the one from Mathura) are seated.
Most interesting delineations of these forms are
to be seen in the remains of the Bharhut stupa,
where the names of the yakshas and yakshis are
also inscribed (e.g.Kupiro, Supavasa, Chada,
Sirima, Sudasana etc).

The iconographic details of the twenty-four
yakshas of the Jaina pantheon have been crystai-
lized in the two divisions, Svetambara (S) and
Digambara (D). They are all multi-armed, but
what the hands carry vary. Their complexions
and vehicles also differ.

(1) Gomukha (yaksha of Vrshabha-natha tir-
thankara):

(D) golden colour; bull head; dharma-wheel
as halo round the head; gesture of boon-bestowal
(varada), rosary, axe and fruit (bija-pura, citrus);
bull as mount.
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(S) golden colour; elephant-head or bull-
head; etephant as mount; same weapons, ex-

cepting noose instead of axe (Rupa-mandana).
(2) Maha-yaksha (Ajita-natha tirthafkara):

(D) golden colour; four heads; eight arms;
discus, lotus, trident, goad in his left hands,
varada, sword, axe and cudgel in his right hands;
elephant as mount.

(S) dark-complexion, four heads, eight hands;
club (mudgara), varada, rosary, noose, abhaya,
sakti, goad and fruit in the hands.

(3) Trimukha ($$?r1bhava-n§tha):

(D) dark complexion; three heads, three eyes
in each head; six arms; cudgel, white-chopper
(sita-kartrka) and trident in his right hands, and
discus, sword and goad in his left hands; peacock
as mount;

(S) dark-complexion; three heads and six
arms; abhaya, mangoose, mace, serpent, fruit
and sakti in his hands; peacock as mount.

(4) Yakshedvara (D) or févara (S) (Abhinan-
dana):

(D) dark complexion, four arms; sword and
arrow in his right hands and bow and shield in his
ieft hands; elephant as mount,

(S) same details except what he carries in his
hands: fruit, rosary, goad and mangoose.

(5) Tumburu (Sumati-natha):

(D) dark complexion; four-arms; serpents in
the two upper hands, and varada and fruit in the
normal right and left hands respectively; wears
serpent as the sacred chord; Garuda as mount

(S) fair-complexion, four arms; varada, $akti,
noose and mace in his hands; Garuda as mount.

(6) Kusuma (Padma-prabha):
(D) dark complexion; four arms; varada and

spear (right hands), abhaya and shield (left); deer
as mount
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(S) dark complexion ; four arms; abhaya, frult,
rosary and mangoose, deer as mount.

(7) Vara-nanda (S) or Matanga (D) (Suparsva-
natha):

(D) dark colour; two arms; trident (right) and
cudgel (left); lion as mount.

(S) blue colour; four arms; fruit, noose, goad
and mangoose In his hands; elephant as mount.

(8) Viaya (S) or Syama (D) (Chandra-prab-
ha):

(D) dark colour; three eyes and four arms;
varada and rosary (right), and axe and fruit (left);

pigeon as mount.

(S) blue colour. two arms; discus (right) and
club (left) ; swan as mount.

(9) Ajita (Pushpa-danta or Suvidhi-natha):

(D) fair complexion; four arms; varada and
rosary (right), and spear and fruit (left); tortoise as
mount

(S) fair complexion; four arms;'fruit. goad,
sharp spear (kunta) and mangoose in his hands;
tortoise as mount.

(10) Brahma (Sitala-natha):

(D) fair complexion ; four heads and eight
arms; varada, sword, axe and dart (right hands),
bow, cudgel, shield and vajra (left hands) ; seated
on lotus.

(S) same details except what he carries in his
hands : abhaya, fruit, noose, club, rosary, goad,
mace and mangoose. ’

(11) [4vara (Sreyarnsa-natha) :

(D) fair complexion ; three eyes and four arms;
fruit and rosary (right), trident and cudgel (left) ;
bull as mount.

(S) same details except what his hands carry:
fruit, mace, mangoose and rosary.
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(12) Kumara (Vasu-pujya) :

(D) fair complexion ; three heads and six arms;
varada, mace and dart (right), bow, mangoose
and fruit (left) ; swan as mount.

(S) same details.

(13) Shanmukha (S) or Chaturmukha (D)
(Vimala-natha) :

(D) green colour ; four heads and twelve arms;
sword, rosary and axe in the three upper hands
on each side, axes in the two hands on each side,
and shield and cudgel in the remaining hands ;
peacock as mount.

(S) same details except the weapons : sword,
fruit, sword, dart, noose, rosary, abhaya, goad,
shield, bow, discus and mangoose.

(14) Patala (Ananta-natha) :

(D) red complexion ; three heads with three
eyes in each head and six arms ; trident, goad
and lotus (right), whip (kasa), plough (hala) and
fruit (left) ; a serpent with three hoods as parasol;
crocodile as mount.

(S) same details except the weapons ; lotus,
sword, noose, rosary, shield and mangoose.

(15) Kinnara (Dharma-natha) :

(D) coral complexion ; three heads and six
arms ; varada, rosary and club (right), discus,
vajra and goad (left) ; fish as mount.

(S) red complexion ; three heads with three
eyes in each face and four arms ; mace, abhaya,
rosary and lotus in his hands ; tortoise as mount.

(16) Garuda (Santi-natha) :
(D) dark complexion ; crooked face : four
arms; lotus and discus (right), and vajra and fruit

(left); boar as mount.

(S) same details except the weapons : fruit,
lotus, rosary and mangoose.

(17) Gandharva (Kunthu-natha) :

PRATIMA KOSHA



Dharanendrm. 23.—Parsvanotha. Padmavati.

Gomukha. 1.— Rishabhanatha. Chakresvari.
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(D)darkcom;iexion;lomanns;noosah\
@ach of the upper hands and bow and arrow in
the normal hands ; swan as mount

(S) same detalls except the weapons : varada,
noose, goad and fruit.

(18) Mahendra (D) or Yakshendra (S) (Ara-
natha)

(D) dark complexion ; six heads with three
eyes in each head ; twelve arms ; abhaya, rosary,
garland, citrus fruit, lotus and dart (right), and
bow. vajra, noose, goad, club and abhaya (left) ;
conch as mount.

(S) same details except the weapons : fruit,
dart, sword, club, noose, abhaya, rosary, goad,
trident, shield, bow and mangoose ; peacock as
mount (in Pratishtha-saroddhara).

(19) Kubera (Malli-natha) :

(D) rain-bow colour ; four heads and eight
arms ; varada, noose, dart and sword (right),
shield, bow, cudgel and iotus (left) : elephant as
mount

(S) same details except the weapons : varada,
trident, abhaya, mangoose, rosary, ciub, sakti
and fruit.

(20) Varuna (Muni-Suvrata) :

(D} fair complexion ; eight heads, each of
which has a crown of matted hair and three eyes;
four arms ; varada and sword (right), and shield
and fruit (left) ; bull as mount.

(S) same details except eight arms, carrying
fruit, mace, dan, <akti, axe, bow, lotus and man-
goose.

(21) Vidyut-prabha or Bhrkuti (Nami-natha) :

(D) red colour : four heads : eight arms ;
varada, goad, sword and lotus (right), discus,
bow, shield and cudgel (left) ; bull as mount.

(S) same details except the weapons : shieid,

sword, bow, dar, goad, lotus, discus and varada.
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(22) Sarvahpa (D) or Gomedha (S) (Nemi-
natha) :

(D) dark complexion ; three heads and six
arms ; club, axe and cudgel (right), varada, vajra
and fruit (left) ; lotus as seat and man as mount
(pushpa-yanah, nr-vahanah).

(S) same details except the weapons : fruit,
axe, discus, sakti, trident and mangoose.

(23) Dharanendra (D) or Paréva (S) (Paréva-
natha) :

(D) sky-blue complexion ; serpent-hood as
paraso! ; four arms ; snake in each of the two
upper hands and varada and noose in the normal
hands ; tortoise as mount. '

(S) dark complexion ; elephant-head, serpent-
parasol ; four arms ; serpents in the two upper
hands, and fruit (bija-puraka) and mangoose in
the normal hands (Rupa-mandana, 6,20)

(24) Matanga (Mahavira) :

([5) green complexion ; two arms ; varada and
citrus fruit in his hands ; elephant as mount ;
dharma-wheel as halo

(S) dark complexion ; two arms ; citrus fruit
(left) and mangoose (right) in his hands ; elephant

as mount (Rupa-mandana, 6,22).

YAKSHI (NI)

The feminine counterparts of yakshas (see
YAKSHA), the yakshis (or yakshinis) are regarded
as more powerful and their magic more effective.
They are usually malevolent in nature, devouring
children and afflicting pregnant women, babies
and their mothers with strange ilinesses. Harki
(see HARITI) is credited with cannibalistic tenden-
cies. However, some of them are good-natured
and generous, as for instance Vasudhara and
Bhadra.

They are prefty and charming in appearance,
and are usually depicted holding a fly-whisk
(chaurl). They are also associated with trees and
are worshipped for several benefits. Trees and
plants like vata, advattha, bilva, nirgunda, dhatri,
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YAKSHI
(From Didarganj, Bihar)
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amra, arka, dveta-gunija, tulasi and apamarga are
regarded as favourites of yakshis. Bilva-yakshini
is worshlpped for all prosperity (sarvaisvarya-
prada), Pippala-yakshini for weaith (dhana-da),
Udurnbara-yakshini for learning (vidya-datri),
Dhatri-yakshini for countering illduck (asubha-
kshaya-kan), Arka-yakshini .(Jaya) for ac-
complishment of all work (‘sarva-karya-kar’),
Sveta-gunja-yakshini (Santosha) for fulfilment of
desires (‘vafichita-phala’), Tulasi-yakshini for the
obtainment of kindgom (rajya-da), Nirgunda-yak-
shini for mastery over sciences (vidya-datri),
apamarga-yakshini for power of effective speech
(vak- siddhi, magical power of words transtating
themselves into actual actions), and so on.

While invoking the yakshinis of trees, the
devotee climbs the indicated tree, and if the yak-
shini resides in a plant, the devotee sits under it
or close to it. Many of the yakshinis have also
iconographic details given in tantrik works like
Kinkini-tantra, ~ Sivarchana-chandrika, Bhuta-
damara-tantra, Siddha-bhandara-tantra and
Mantra-mahodadhi. Many of them are said to
make their appearance in dreams, like Ghanta-
karni-yakshini, Vidala-yakshini, Karna-pi$achini,
Chifichini, Svapnedvari, Svapna-matangi and
Svapna-varah.

Kinkini-tantra provides a list of thirty-six yak-
shinis, which are according to the text frequently
invoked :

(1) Vichitra (assumes a variety of forms, to be
invoked seated under the vata-tree),

(2) Vibhrama (confuses people and deludes
them, invoked in a crematorium),

(3) Harhsi (invoked by the devotee in a nude
state and standing, for the magical collyrium for
identitying hidden treasure),

(4) Bhikshini (fulfils all desires when invoked in
a spot where three roads meet),

(5) Jana-rafjani (invoked in the kadarba tree
for all benefits),
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(6) Vidaia (invoked under the chificha tree for
getting at secrets),

(7) Madana (invoked at the palace entrance
for sexual gratification), ‘

(8) Ghanta (invoked while ringing the bell for
defeating enemies),

(9) Kala-karni (worshipped with dhattura
leaves smeared with honey for obtainment of
riches),

(10) Maha-bhaya (worshipped by the devotee
who wears garlands of human bones gathered
from a crematorium round his neck, hands and
ears),

(11) Mahendri (invoked under the nirgundi
tree, for magical power known as patala-siddhi),

(12) Sarhkhini (worshipped at dawn for
procurement of silver and gold),

(13) Chandri (or Chandrika, worshipped at
night as long as moon is visible for the obtainment
of ambrosia)

(14) Smaéani (invoked in a crematorium by
the devotee in naked state, for the procurement
of cloth which when worn will make him invisible),

(15) Vata-yakshini (worshipped at night under
the vata-tree which has grown where three roads
meet, for magical collyrium and potion),

(16) Mekhala (or Madana-mekhala, invoked in
the madhuka-tree for the obtainment of
$ubhanjana, a magical unguent),

(17) Vikala (invoked in the devotee’s own
home for fulfiiment of desires),

(18) Lakshmi (invoked by the devotee who
climbs the vata-tree for the purpose, for the ob-
tainment of wealth that stays),

(19) Manini (Sundari, invoked while seated
where four roads meet, for securing sovereignty),
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(20) Sata-patrika (invoked in the garden where
lotuses are grown, for perfecting alchemic
preparations, ras_a-siddhi),

(21) Suéobhana (worshipped by the devotee
wearing red garments and red garlands, for get-
ting at the means of enjoyments, bhoga),

(22) Su-lochana (worshipped on the banks of
a river for securing a pair of sandals, paduka-
yugma, wearing which one can travel with the
speed of lightning),

(23) Kapalini (worshipped with the terrible
tantrik rites known as maha-vrata, in a
crematorium, for obtaining the power to fiy in the
air, to see at great distances and to change at will
one's form)

(24) Vilasini (worshipped on the banks of a
pond, for properity),

(25) Nati (invoked on a full moon night under
an asoka-tree for magical skills),

(26) Kames$vari (invoked sitting on the bed for
getting the yakshini as his wife),

(27) Svarna-rekha (invoked in front of eka-
linga on a dark night for procurement of gold),

(28) Sura-sundari (Gauri, invoked for sexual
gratification),

(29) Manohar (worshipped at night on the
banks of a river or where the rivers meet, for
procurement of a hundred gold coins every day),

(30) Pramada (Pramoda, worshipped for intel-
ligence and wish- fulfilment),

(31) Anu-ragini (Maithuna-priya, invoked on a
bhurja leaf and worshipped with saffron, for
gathering gold),

(32) Nakha-ke$ika (worshipped in a yaksha-
grha or a shrine dedicated to an yaksha, or near
an apamarga-plant, after ones meals at night for
satisfactions of desires),
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(33) Nemini (Bhamini, worshipped for three
days fasting or during a lunar eclipse, for wish-ful-
fiment),

(34) Padmini (invoked all through the full-
moon night for enticing the yakshird to have sex
with him),

(35) Svama-rati (invoked under the vata-tree,
for securing clothes, omaments, and food from
the yakshini who will consent to be his wife), and

(36) Rati-priya (Dhanada, worshipped on a
figure drawn on white cloth for procuring twenty-
five gold dinars everyday).

There are several other yakshinis, worshipped
by the common people on various occasions :
e.g. Kshirarnava (invoked by the devotee at night,
sitting on the door-step of ones own home),
Bhuta-ochana, Jala-panini, Bandl (Dakini, for
freedom  from bondage), Ucchhishta-
chandrampa-, Maha-maya-bhoga, Sarvanga-
sulochana and Matangi. Worship mostly consists
of reciting specific formulae (usually in mixed
Sanskrit or dialect, interspersed with nonsense
syllables imagined to be magically potent) and
observing a few common restrictions.

lconographical representations of some yak-
shinis are to be found in all ancient shrines,
especially the ones at Safchi and Bharhut. They
are entirely human in appearance, and are seen
in various stances and poses. However, they are
to be distinguished from celestial nymphs (deva-
kannikas, devanganas, <ala-bhanjikas) and
yoginis (see YOGINI). The former are decorative
elements and the latter are for occuit rituals. The
yakshinis are there only for worship.

The Jaina pantheon recognizes twenty-four
yakshis, counter-parts of the twenty-four yakshas
(see YAKSHAS), who are associated with the
twenty-four tithankaras (see TIRTHANKARA). All
of them have iconic forms crystallized In the two
divisions, Digarhbara and Svetambara. They are
regarded as helpmates in the mission to establish
dharma among mankind, and they preserve the
instructions of the finthankaras. In this sense,
they are also known as Sasana-devatas. Some
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of them are populardly worshipped by Jaina com-
munity, like Jvala-malinl, Padmavati, Ambika and
Chakreévani. iconographical details of the twen-
ty-four yakshis are given below.

(1) Chakregvari (yakshi of the first tirtharikara,
Vrshabha- natha):

(D) golden colour ; four-arms with varada and
citrus-fruit in the normal hands and discus in the
upper hands ; or twelve arms, carrylng in four of
the hands varada and vajra (right) and vajra and
fruit (left), and discus in all the other hands ;
seated on lotus ; Garuga as mount.

(S) golden colour ; eight arms ; varada, dart,
noose, discus, discus, vajra, bow and goad in the
hands ; Garuda as mount.

(2) Rohini (D) or Ajita-bala (S) (Ajita-natha) :

(D) golden colour ; four arms ; varada and
conch (right), and conch and abhaya (left) ;
seated on a throne.

(S) fair-complexion ; four arms ; varada and
noose (right), goad and citrus fruit (left) in her
hands ; seated on an iron throne (lohasana-stha),
or cow as mount (go-gamini).

(3) Prajiapti (D) or Duritari (S) ($ambhava-
natha) :

(D) fair complexion ; six arms ; varada, sword,
shigld, crescent moon, axe and fruit, ; bird as
mount (pakshi-vahana),

(S) fair complexion ; four arms ; varada,
rosary, fruit, abhaya in her hands ; ram as mount
(mesha-vahana).

(4) Vajra-$rnkhala (D) or Kalika (S) (Abhinan-
dana) :

(D) golden colour ; four arms ; varada and
rosary (right), noose and citrus fruit (left) In her
hands ; swan as mount.

(S) dark complexion ; four arms ; varada and

noose (right), and goad and serpent (left) in her
hands ; seated on lotus (padmasana)
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(5) Purusha-datta or Khadgavara (D) or Maha-
kali (S) (Sumati- natha) :

(D) golden complexion ; four arms ; varada
and discus (right) and vajra and fruit (left) in her
hands ; deer as mount.

(S) golden complexion ; four arms ; varada,
and noose (right), and goad and flllit (left) in her
hands ; seated on lotus (padma- vahana).

(6) Manovega (D) or Syama or Achyuta (S)
(Padma-prabha) :

(D) golden colour ; four arms ; varada and
sword (right) and shield and fruit (left) In her
hands; horse as mount (turanga- vahana).

(S) dark complexion ; four arms ; varada and
dart (right) and bow and abhaya (left) in her
hands; man as mount (nara-vahana).

(7) Kali (D) or $anta (S) (Su-paréva-natha) :

(D) white complexion ; four arms ; varada and
trident (right) and bell and fruit (left) in her hands;
bull as mount (go-vrsha-ga)

(S) golden colour ; four arms ; varada and
rosary (right) and trident and abhaya (left) in her
hands: elephant as mount (gaja- vahana).

(8) Jvalini or Jvata-malinl (D) or Bhrkuti (S)
(Chandra-prabha) :

(D) white complexion ; eight arms ; fish
(kanda), vajra, dart and trident (right) and discus,
bow, nose and shield (left) in her hands; buffalo
as mount (mahisharugha) '

(S) yellow colour ; four arms ; club and sword
(right) and shield and axe (left) in her hands : cat

as mount (bidala-gamana) (Achara-dinakara).

(9) Mahakali (D) or Su-tarika (S) (Pushpa-
danta or Suvidha-natha)

(D) dark complexion ; four hands ; varada and

club (right) and vajra and fruit (left) in her hands :
tortoise as mount (kurma- vahana)
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(S) fair complexion ; four arms ; varada and
noose (right) and goad and lotus (left) in her
hands; buil as mount (vrshabha- vahana)

(10) Manavi (D) or Asoka (S) Shala-natha) :

(D) green colour ; four arms ; varada and
rosary (right) and fish (jhasha) and citrus fruit (left)
In her hands ; black boar as mount (krshna-
sukara-yanastha ; krshna-kola-ga)

(S) green colour ; four arms ; varada, noose,
goad and lotus in her hands ; lotus as mount
(padma-vahana, Nirvana-kalika) or black tortoise
as mount (krshna-kurmasana, Pratishtha-sarod-
dhara); seated upon lotus (padma-krtasana,
Pratishtha-sara-sarhgraha).

(11) Gaurd (D) or Manavi (S) (Sreyamsa-
natha):

(D) golden colour ; four arms ; varada and
sacred pot (right), and lotus and club (left) in her
hands ; deer as mount (mrga- vahini)

(S) fair complexion ; four arms ; varada, and
club (right), goad and vajra (left) in her hands ;
(Hemachandra) or mangoose instead of vajra

(Nirvana-kalika) ; lion as mount.
(12) Gandhari (D) or Chanda (S) (Vasu-pujya):

(D) green colour ; four arms ; varada and lotus
(right) and lotus and pestle (left) in her hands ;
crocodile as mount.

(S) dark blue complexion ; four arms ; varada

and sakti (right) and mace and lotus (left) in her
hands ; horse as mount.

(13) Vairoti (D) or Vidita (S) (Vimala-natha) :
(D) green colour ; four arms ; bow and arrow
in the normal hands and serpents in the upper

hands ; serpent as mount

(S) blue cotour ; four arms ; bow, arrow, noose
and serpent in her hands ; lotus as seat

_ (14) Ananta-mati (D) or anku&a (S) (Ananta-
natha) :
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(D) golden complexion ; four arms ; varada
and arrow (right) and bow and fruit (left) in her
hands ; swan as mount (hamsa-ga)

(S) fair complexion ; four arms ; sword, shield,
goad and noose In her hands ; lotus as mount
(padma-vahana)

(15) Manasi (D) or Kandarpa (S) (Dharma-
natha) :

(D) coral colour ; six arms ; varada, dart and
lotus (right) and bow, goad and lotus (left) in her
hands ; leopard or tiger as mount (vyaghra-
vahanam arudha)

(S) fair complexion ; four arms ; goad and blue
lotus (right), abhaya and red lotus (left) in her
hands ; horse as mount (Nirvana-kalika), fish as
mount (Hemachandra)

(16) Maha-manasl (D) or Nirvani (S) (Santi-
natha) :

(D) golden colour ; four arms ; varada and
sacred pot (right) and discus and fruit (left) in her
hands ; peacock as mount ($ikhi- ga)

(S) fair complexion ; four arms : scripture and
blue lotus (right), and sacred water-pot and red
lotus (lefty in her hands Iotus as seat
(kamalasana)

(17) Jaya (d) or Bala or Achyuta (S) (Kunthu-
natha) :

(D) golden colour ; four arms : varada and
sword (right) and discus and conch (left) in her
hEnds_; black boar as mount (krshna-sukara-
vahana).

(S) tair complexion ; four arms’; fruit, trident,
red lotus and weapon called bhushundi in her
hands ; peacock as mount (keki- vahana, $ikhi-

ga)

_ (18) Vijaya or Taravati (D) or Dharini (S) Ara-
natha) :
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(D) golden complexion ; four arms ; varada
and vajra (right) and serpent and deer (left) In her
hands ; swan as mount

(S) dark blue colour ; four arms ; fruit, red
lotus, rosary and noose in her hands ; lotus as
seat :

(19) Apargjita (D), Vairati or Dharana-priya (S)
(Malli-ratha) :

(D) green colour ; four arms ; varada and
sword (right), and shield and fruit (left) in her
hands ; octopus as mount (ashta- padam
samarugha)

(S) dark blue colour ; four arms ; varada and
rosary (right), sakti and citrus fruit (left) in her
hands ; lotus as seat (kamalasana)

(20) Bahu-rupini (D) or Nada-rakta or Nara-
datta (S) (Muni- suvrata) :

(D) yellow-colour ; four arms ; varada and
rosary (right) and and shield and fruit (left) in her
hands ; black cobra as mount (krshna-naga-
samarudha).

(S) golden or fair complexion ; four arms :
varada and rosary (right) and trident and frluit (left)
in her hands ; seated on throne (bhadrasana)

(21) Chamundi (D) or Gandhari or Gandharva
(S) (Nami-natha) :

(D) green colour ; four arms ; sword and
rosary (right) and shield and stick (yashti) (left) in
her hands ; crocodile as mount (makara-vahana)

(S) fair complexion ; varada and sword (right)
and water-pot and bijapura fruit (left) in her hands:
swan as mount (harhsa-vahana)

(22) Kushmangi (D) or Amra or Arhbika (S)
(Nemi-natha) :

(D) green colour ; two arms ; mango-branch

in one hand and a child in the other (putra) :
seated in the shade of a mango tree.
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(S) golden colour ; four arms ; serpent-noose
(naga-pada), goad, mango branch and child in
her hands ; lion as mount

(23) Padmavati (Paréva-natha)

(D) red colour ; four arms ; varada and red
lotus (right) and goad and rosary (left} in her
hands ; lotus-as seat (padmasana). Also of six,
eight or twenty-four arms.

(S) golden colour ; four arms ; red lotus,
noose, goad and citrus fruit in her hands ; ser-
pent-cock as mount (kukkutoraga)

(24) Siddhayika (D), Siddhi-dayika (S)
(Mahavira)

(D) golden colour ; two-arms ; varada (right)
and scripture (left) in her hands ; seated on throne
(subhadrasana-samagrita, Pratishtha-sargraha)

(S) yellow colour ; four arms ; scripture, ab-
haya, lute (vina) and citrus fruit in her hands, lion
as mount.

Of these twenty-four yakshinis, Chakre$vari,
Armbika, Padmavati and Siddhayika are regarded
as $asana-devatas (see SASANA- DEVATA).

YAKSHENDRA

One of the yakshas of the Svetambara Jaina
pantheon (see YAKSHA) he is assigned to the
eighteenth tirthankara, Ara-natha. Known to the
Digambaras, as Khendra or Mahendra, he is
described as six-headed, with three eyes in each
of the heads, twelve-armed and dark-com-
plexioned. He carries in his hands citrus fruit,
dart, sword, club, noose, and gesture of protec-
tion (on the right side), and mangoose, bow,
shield, spear, goad and rosary (on the other side)
(Hemachandra).

He rides upon a conch ; but Pratishtha-sarod-

dhara makes peacock his mount.

His corresponding yakshi is Dharini (also
known as Taravati or Vijaya) (see YAKSHI)

YAJNA

The Vedic sacrifice is personified as a god in
its own right in Krshna-yajurveda (16th adhyaya).
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YajAa as a deity is described as the pure one
(pavitra), as the purifier (pavaka) of all things, and
as the sanctifier of food. He removes the sins
from human beings, and provides vigour to the
serfses, health, wisdom and_happines (1,20 f).
He lifts what is offered (havis) in the sacrificial fire
to the high heavens and causes plentiful rainfall
for the benefit of the performers of sacrifice (17.5).

An iconographic account of Yajia occurs in
Vimanarchana-kalpa (20th patala) among the
gods to the installed in the first enclosure. He is
described as lustrous like burnished gold, two-
headed, seven-armed, three-legged and with four
horns. He carries in his hands conch, discus,
vessel of ghee-offering (ajya-sthali), the sacrificial
ladles sruk, sruva, juhi and upabhr. He is clothed
in red garments, and is decorated with all orna-
ments. On his right side is Svaha, (personified
offering to the gods) and to his left is Svadha
(personified oblations to the manes). His mantra
mentions that he comprehends all the gods
('yajham sarva-deva-mayarm), and that he is
meritorious (punyam kratum’). He is to be shown
as standing, and his icon is to be installed in the
nairrtya corner of the first enclosure as facing
west. He is regarded in this text as a form of
Vishnu, along with other forms like Kapila,
Narayana, Satya, Achyuta and Aniruddha. Itis to
be noted that a distinction is drawn in this text
between Yajia and Narayana in iconographic
details, although both these forms are located in
the same corner and made to face the same
direction (viz.west).

YAJNA-BHADRA

One of the eight door-guardians of Brahma
(see BRAHMA), he is described as a bearded
figure, terrific in nature and wearing a crown on
his head. He is four-armed, and carries rosary,
mace and cudgel in his hands.

YAJNA-MURTI
Vishnu, a vedic god, is frequently identified
with yajia (‘yajfio vai vishnuh', Aitareya-brah-
mana, 1,15,4; Taittirflya-brahmana, 3,1,6,7, Tan-
dya-maha-brahmapa, 9,7,58 and Taittiriya-
sarhhita, 2,1,8,3), and the three strides that he
took (tri-vikrama, RgVeda, 1,155,4, and 7,100,7)

165



are interpreted as the three worlds pervaded by
the spirit of sacrifica. Hence the prescription in
Talttifya-sarhhita (1,7,11) that Vishnu must be
offered three kapalas of purodasa (symbolizing
the three worlds, earth, mid- region and heavens).

Satapatha-brahmaga (3,6,3,19) identifies
Soma, the chief of all sacrifices, with Vishnu ('yo
vai vishnus somas sah’). it would appear that
three forms of Vishnu are recognized in the Vedic
context : Vishnu (the god In the highest realms),
Vishnu-urukrama (the god asthe | all-pervader)
and Vishnu-uruga (the god as Soma) (cf. Tait-
tifya-sarhita, 5,6,16 ana also Satapatha-brah-
mana 4,3,5, ‘vishna-urugayaisha te somas tam
rakshasva').

There is a naration In Taittiriya-samhita
(6.2,4,2) that sacrifice (yajfia) assumed the form
of Vishnu and fled Into the earth. The same text
refers to the struggle for supremacy between
Indra and Vishnu as yajia-purusha. there is also
a legend that by an accident the head of Vishnu
as yajna-purusha was severed, and that the gods
became helpless. They appealed to the Advins
who restored the head of Vishnu as Yajha-
purusha.

Suka-yajurveda (6,4) describes Vishnu as the
foundation (adhishthatr) of sacrifice, and as
present in all sacrifices (dipivishta). He is often
regarded as sacrifice personified (yajna-
purusha), and in this role he is iconographically
represented as bearing close resemblance to
Brahma or Agni (yajfia- narayana). According to
Ivara-sarhhita (24, 251-257) he is to be shown
with numerous arms, carrying the sacrificial im-
Plements (like sruk, sruva, ajya-dhara, soma-
patra etc) and articles used in a sacrifice like vedi,
vishlara, darbhajina, mekhala, dan, danda,
kamandalu etc).

Paradara-sarhhita (5,15) prescribes that he
must be shown as stationed in the centre of the
sacrificial fire (agni-mandala- madhyastha) and as
the master of ceremonies In the sacrifice (yajna-
pati) ; he carries conch and discus In his hands,
and is adorned with ornaments like crown.
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According to Padma-sarmhita (kriya-pada, 54-
56), Vishnu as yajia- murti (viz.yajia-purusha)
has three heads, three legs, seven hands and four
horns (‘chatu$-$riga’). His body colour is that of
red hibiscus (japa-tulya) and he is decorated with
vana-mala. His normal right hand assumes the
posture of protection ('abhiti-do mukhya-hasto’)
and the corresponding left hand the posture of
boon-bestowal (‘dakshinonyo vara-pradah’). The
other five hands carry the sacrificial implements
(yajr'ﬁy’adhas, like sruk and sruva).

Vishvaksena-samhita  (15,88-90) describes
his complexion as that of the white mountain
(dvetadri-sarmkasda), his aspect as pacific and
benign (saumya), and appearance as fire (‘lagnau
vahni- svarupena sthitam). He has two faces
(dvi-vadana), three feet, seven arms, seven ton-
gues (sapta-jihva) and four horns on the head
(veda-$rhga). He is clad in yellow silken gar-
ments (pitambara-dhara) and is decorated with
celestial ornaments. He is surrounded by wise
sages (‘parivitam budhaih’)

Actual iconographical representations of this
form of Vishnu are rare, despite textual prescrip-
tions which are very specific.

YAJNA-VARAHA

A variety of Boar-incarnation of Vishpu (see
VARAHA, VISHNU, AVATARA AND
DASAVATARA), this form is associated with the
origin of sacrifice in all its details. It is regarded
as the personification of sacrifice (yajfia-
purusha), aithough in the shape of a boar
(sukaratma). The Paficharatra texts include this
form among the thirty-eight glorious manifesta-
tions (Vibhava) of Vishinu.

Sattvata-samhita (12, 44-49), for instance,
calls this form ‘great sacrifice’ (maha-makha), ‘the
person of sacrifice’ (vajna-purusha), 'the very
nature of austerity, sacrifice and contemplation’
(tapa-yaga-japa-dhyana-svarupa), and the be-
stower of the final beatitude to those engaged in
sacrifice’ ('yajinam apavargam vidadhati). He is
to be contemplated upon as boar- bodied
(sukaratma) and lustrous like a mountain of col-
lyrium  (anjanadri-sama-prabha). His body Is
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made up of the three sacred syllables repre-
senting the three realms : bhuh (earth), bhuvah
{mid-reglon) and svah (heavens) ; his mind rep-
resents sabda- brahma. His feet are symbolic of
the limbs of sacrifice (yajianga-chinhitanghri).

According to Vishpu-purana {1,4,32-34), the
legs of YaJia-varaha represent the four Vedas, the
tusk the sacrificial altar (yupa- darhshtra), the face
all the sacrifices, (yajha$ chitayad cha vaktra), the
tongue the fire, the bodily hair the sacred darbha-
grass, the eyes the day and night, the head the
seat of Brahma (the master of ceremonies), the
manes afl the sacred utterances during sacrifice
(suktany aseshani sata-kalapo), the snout all the
offerings and oblations (ghranam samastani
havimshi), the ears the two kinds of meritorious
deeds, purta and ishta, and the grunt the majestic
Saman recitation (sama-svara-dhira-nada). The
text describes the form as the sacrifice in person
(vajna-puman). '

In Tévara-samhita (24, 238-243) a similar
description is to be found. But he is here repre-
sented as standing with cupped hands (afjali) in
the act of sprinkling cool waters of sanctity from
his own body upon the devotees who are
harassed by follies (‘svakach chhanta-tarad brah-
ma-tattvat adaya chanjalim karoti sechanam
dosha-dagdhanam sva-tejasa’). The form is for
the pacification of the ills of transmigration for the
souls ('vasana-vasitanam jivanam bhava-
{antaye’).

YAJNA-SUTRA

The thread worn on the body of the sacrificer
signif!ing his ellgibility to perform the sacrifice
(‘yajhartham dharyate sutram).

(see for further details YAJNOPAVITA)

YAJNESVARA

The expression meaning ‘the lord of the
sacrifice’ usually refers to Agni, the Vedic god
who is the ‘chief priest of the gods' (purohita).
Whatever the deity that is invoked, the offerings
are invariably made to Agni in a sacrifice, for ‘Agni
is the mouth of the gods' (‘dgnir devanam

PRATIMA KOSHA

mukham’), and hence the fore- runner (agri) (see
AGNI)

Yajfiedvara is also the name of Vishnu, for he
is the ‘enjoyer’ (bhoktr) of all the offerings to the
gods (havya) and to the manes (kavya). He also
protects the sacrifice by driving away the demons
instantly (‘tat sarhnidhanad apayantu sadyo rak-
shamsy aeshena’).

YAJNOPAVITA

The thread or cloth worn during a sacrifice to
symbolize the yajna, the eligibility for performing
it, and the several details of a sacrifice
(yajiartham dharyate, brahma-liniga-
kriyatmakam’). The early yajiopavitas were
strips of cloth (vastra) or deer-skin (mrgajina)
worn across and around the torso hanging from
the left shoulder (‘'vama-skandhena vidhrtam').
Later, the cotton thread (karpasa) was sub-
stituted. The smyti texts (like Brhad-raja- martan-
da) mention that during the first of the four ages
the upavita was made of gold (satye svarna-
mayam sutram), in the Treta age of silver
(rajatam), in the Dvapara age of copper (tam-
rajam) and in the Kali age (viz. the present age)
of cotton (karpasa-sarmbhavam).

According to Manu (2,44), however, cotton
yajiopavita is for the brahmana, the jute one
(4ana-sutra) for the princeling and the thread
made by sheep’s wool (avika-sitra) for the mer-
chant class. Paithinasi, another authority on mat-
ters of conduct, prescribes silken thread
(kshauma) for the princeling. Devala provides
adlternatives to cotton thread : silk (kshauma),
cow's tail-hair (go-bala), or thread from grasses
like ara and kusga.

The yajfiopavita is usually in three strands
(tri-vrta, triguna, tantu-traya) ; Paithinasi, how-
ever, specifies that six threads must be twisted in
three strands (shat-tantum trivitam); some other
authorities (like the Chhangoga-parigishta) speak
of nine threads (sutrani nava-tantavah). There is
also a prescription that two yajiopavitas must
always be worn (‘dvayam eva sada dharyam’),
and in the absence of an upper cloth an additional
yajiopavita (uttariyabhave tat tritayam’). The
wearing of yajiopavita is restricted by some
authorities to the occasion of the prescribed
rituals (‘dve dharye $raute sniarte eva karmani').
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BODHISATTA’S TORSO
(from Sanchi)

The length of the yajiopavita is specified by
the prescription that it should touch the bottom
of the head, the navel and the upper half of the
buttocks (‘$irodharan nabhi-madhyat prshthard-
ha-parimanakarm’). :

In icons it is generally depicted as a single
band or as three threads, secured by a knot
(brahma-granthi). It is represented also as a
strip of cloth. In the bodhi-sattva images, It is
usual to provide the yajfiopavita of deer-skin
(mrga-charma). Yajfiopavita is a common detall
of decoration for male as weil as for deities. Quite
frequently, it is shown as an ornamental upavita
(see UPAVITA), studded with preclous stones.

In some forms of Siva (like Bhairava) and in
some forms of Ganesa, a serpent Is the upavita.
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YANTRA

Originally a term signitying some mechanical
device or contrivance for accomplishing some
practical ends, iike lifting water easily from the
wall (vapl-yantra), diverting water from the canal
into the fields (jala-yantra), pressing oil from
seeds (taida-yantra), pounding substances
(peshana-yantra), crucibles (musha-yantra), ig-
niting and preserving fire (agni-yantra), utiiizing
sand for heating (valuka-yantra) and so on, the
expression became more importantly used in
magic, witchcraft and sorcery. The purpose was
to protect (rakshana), restrain (niyamana), bind
(bandhana), cause injury (pidana), obstruct
(vighna), hold or prolong life (@yushya) by taking
recourse to occult powers.

The yantra was used extensively in tantrik rites
of six kinds (shat-karma : vasikarana, starmbhana,
vidveshana, ucchatana, marana and $ntika-
paushtika).

The yantras are linear diagrams of various
designs, which are written on palmyra or bhurja
leaves or inscribed on metaliic piates. For writ-
ing, a golden pen or stylus is used, and among
the materials employed for writing are kumkum
(kashmira), gorachana, iaksha (lac), mrgebha-
mada (musk) and chandana (sandai paste). Ac-
cording to Tantra-sara, yantras inscribed on gold
plates will contain power for iife ; while those on
silver will be powerful for twenty years, those on
bhurja-eaves for twelve years and those on cop-
per six years.

The yantra is usualiy accompanied by specific
mantras, which are recited while the yantra is
being worshipped. Prior to the worship, the
yantra is also duly consecrated (sarhskara) so
that it will acquire occult power which will be
communicated to the person who worships it.

There is a class of yantras meant for wearing
them over ones body called dharana-yantras.
They are usuaily drawn on small bits of paper, on
scraps of bhurja-ieaves or on thin copper plates
rolled and inserted in metallic amuiets, which are
tied round the arm worn round the neck. The
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BALA-YANTRA (DHARANA)
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yantra will lose its power if the material on which
it is inscribed comes into contact with earth,
corpse or any defiled substance. Likewise, the
yantra will become useless when the paper on
which it is drawn gets torn, or when someone
steps on it or crosses it.

Most of the deities worshipped will have their
own yantras in addition to iconic representations.
Texts prescribe that in the absence of an icon, the
appropriate yantra is to be installed and wor-

“l &

iy’ \ : ?g\g .. -
G, TET @

shipped along with a holy water-pot kept by its
side (Devi- bhagavata, 3, 26, 21 ‘archabhave
tatha yantram ... sthapayet .. kalaséam tatra
parévatah’). Such yantras are known as ‘pujad-
hara-yantras’; and each one them is accom-
panied by the mantra specific to the deity spelt
out upon the yantra, involving also the seed-syll-
ables (bijaksharas).

SIDDHA-GOPALA-YANTRA
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VISVAKARMA-YANTRA

Some texts (like Naradiya-samhita) include
yantra (also called mandala) among the six ‘seats
of divinity' (others being water, fire, ones own
heart, the discus and the icon). Some other texts,
however, insist that the yantra must be wor-
shipped along with the icon for obtaining divine
grace (‘vina yantrena pujayam devata na
prasidati’). The yantra is regarded as the visible
form of the mantra, and manitra is verily the deity
itself (‘yantram mantra-mayam proktam, mantrat-
ma daivataiva hi’). The relation between the
yantra and the deity is like that between the body
and soul (‘dehatmanor yatha bhedo yantra-
devatayos tatha’).

Some yantras (like Sri-chakra) are themsel-
ves regarded as forms of the Deities, and are
popularly worshipped (see SRI-CHAKRA).

YAMA

Celebrated as the god of death, Yama is the
guardian of the southern direction. Rgveda
knows him as the son of Vivasvat (the solar
divinity) and Saranya (daughter of Tvashty), and
as the_twin brother to Yami (later known as
Yamuna). The enigmatic dialogue between Yama
and Yami occurs in Rg-veda 10,10. He was the

first mortal to die and reach the world beyond;
and he is in the Vedic context the guide to show
the path of the beyond to other mortals. The road
to the other world, the last abode of the mortals,
is guarded by two fierce hounds, each of which
has four eyes and wide nostrils.

In later literature, he is the son of Surya and
Sarhjia (daughter of Viévakarma). His elder
brother was Vaivasvata-Manu and his sister was
Yami According to Vishpu-purana (3.2), Sanaié-
chara (see SANI), the Asvins (see ASVINI-
DEVATA) and Revanta (see REVANTA) were also
his brothers.

He was made the ruler of the world of manes
(pitrdoka) and the Hades (naraka). He is said to
be entrusted with the task of cutting short the lives
of all creatures when their allotted period closes,
of dragging their souls to the world above or the
world below according to their deeds (good or
bad), and of dispensing justice (yamayati

YAMA
(Chidambaram temple)
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niyamayati jivanam phalaphalam iti). And hence
he is known as antaka (the ender), bhima-§asana
(maker of fiercely just ordinance), pareta-rat (the

lort of the departed souls), pity-pati (the lord of the

manes), $raddha-deva (the divinity presiding over
obsequies), dharma-raja (the master who dispen-
ses justice) and danda-dhara (the punisher of the
wicked beings). He is also known as Kala (‘time’).

Padma-purana (Kriya-yoga-sara, chap 22)
mentions that he appears before the good folk as
benevolent Vishnu himself, just before they die,
and as extraordinarily frightening before the wick-
ed people when they die. For those who live their
lives meritoriously, he manifests himself as four-
armed, dark blue in complexion, riding on
Garuda; he carries in his four hands conch, dis-

YAMA
(from an old painting)
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cus. mace and lotus. His face has a benign smile.
But those have led evil lives here, will see him as
an ash-coloured giant, thirty yojanas in height,
and with eyes sunken like a well (vaprsadréa-
lochana). His hair stands on end with flames of
fire (jvalad-agni-§ikhagra-vat). Violent winds enter
his nostrils as his breath. His mouth is fierce with
tusks, and his eye-brows are knit in a stem aspect
(bhrukuti-kutilanana). He rides upon a terrible
buffalo (prachanga-mahisharudha).

Independent representation of Yama in
iconography is as the guardian of the southern
quanter (dik-palaka, see DIKPALA). He also
figures in the representation of Siva as Kalari or
Kala-samhara-murti (see SIVA). When Yama ar-
rives 10 take away the life of Markandeya, the
young devotee of Siva (see MARKANDEYA),
Siva manifests himself and drives away Yama. In
the iconographical representation, Markandeya
is usually shown as worshipping the lifnga seated
to its right. Yama is shown as standing to the left
of the linga. Siva comes out of the linga and is
seen to thrust his spear into Yama's chest.

As the guardian of the direction, he is general-
ly shown as two-armed, carrying noose (pada) in
one hand and stick (danda) in the other. Accord-
ing to Arh$umadbheda (patala 49), however, he
carries sword in one hand and shield in the other.
Vishnu-dharmottara (3,51,2) provides him with
four arms carrying stick and sword in the hands
onthe right side, flaming trident (jvala-triéula) and
rosary in the hands on the left. The text aiso
prescribes that a head surrounded by flames
must be shown on top of the stick (‘dandopari
mukham karyam jvala-mala-vibhishanam’). in
Rupa-mangana, the four hands carry stile (iek-
hani), book, cock (kukkuta) and stick. Suprab-
heda (patala 48) mentions that he must carry fruit
and sprouts (phala-pallava-pErJi) and stick (su-
danda- hasta). Brhat-samhita (57,57), however,
makes him carry only the stick and ride upon a
buftalo (‘dandi yamo mahishago').

The stick (danda) is the symbol of authority:
Yama is authorized to collect the spirits of crea-
tures, when they die, and award pleasures in
heaven or pain in hell, according to their actions.
The stick is thus calléd dharma-danda, the rod of

justice. The noose (pada) is symbalic of snatch-
ing away the spirits from the bodies and earthly
entanglements. The stile and book, representing
the keeping of the accounts of good and bad
deeds of all the creatures, are also symbols of
justice. Sometimes an attendant of Yama, Chitra-
gupta, is made to carry them.

Yama is invariably represented as riding upon
a monstrous and mighty buffalo (maha-mahisha),
but Siipa-ratna in a citation suggests that Yama
may aiternately be shown as seated upon a
throne (sihhasana-stha). But buffalo, accroding
to Vishnu- dharmottara (3,51,10), is the confusion
of mind at the time of death ('yo moho marane
nrnam vijieyo mahishas tu sah’).

He is dark in complexion, like collyrium
(nlanjana-sama-chhavi, krshna-varna, kala-
varna), and terrible in appearance (karala) with
fierce fangs in his mouth (karala-damshtra-
vadana), and eyes flaming like fire (pradiptagni-
viiochana). He wears red garments
(rakta-vastra-dhara) and garlands of red flowers,
and his body is daubed with red-coloured un-
guent (rakta-malyanuiepana). (Améumadbheda,
op.cit). And on his head is a tall crown (kirlta-
mukuta).

Vishpu-dharmottara (3,51) describes him as
seated upon a buffalo with his consort Dhumror-
na perched on his left lap. His garments accord-
ing to their text is golden yeliow
(tapta-chamicharambara), and his complexion is
like the rain-bearing cloud (sa-jalambuda-
sacchhaya). Dhumorna (or Dhumrorna) has only
two arms, the right one embracing Yama and the
left hand holding a fine matulunga fruit.

This text prescribes that on Yama’s right must
be shown Chitra- gupta, two-armed, benign-look-
ing (saumya-daréana), and wearing the garments
in northern style (udichya-vesham). He hoids in
his right hand stiie (iekhani) and in his left palmyra
leaf (patra). He makes notes of all the deeds, and
he abides in the body of every being (sarva-
dehagah, patram dharmam adharmam cha) of ail
the creatures.
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To the left of Yama must be shown another
attendant, Kala by name. He is fierce in ap-
pearance (vikata-darsana), and holds a noose
(pasa) in his hand. Kala signifies time, and the
noose is for binding the spirits when their time is
up. The noose is ‘inexorable* (ghora), and it
represents the exceedingly difficult ways of death
(‘padah kare ghoro yama-margas su-dushkarah’)

According to this text, Yama is the Sarnkar-
shana form of Vishnu in his tamasa aspect
(3,51,7), and to withdraw things of the world
when their limits are reached (‘loka-samhara-
karanam’). Taittirfya-sarhita (5,5,10), which
enumerates only six directions, substitutes Vish-
nu for Yama (as regent of the ‘fixed direction’)

Arméumadbheda which also prescribes the
representation of Chitra-gupta and Kala at the
sides of Yama, makes them dark-blue com-
plexioned (‘krshna-syama-nibhau') and attired in
red garments (rakta-vastra). Near the pedestal
must also be shown two other attendants, Mtyu
and Sarhhita, terrible in aspect (ugra-tejasau).
Silpa-ratna describes Yama as surrounded not
only by fierce attendants (karalaih kimkaraih) but
by hosts of gods and demons, virtuous folk and
the wicked ones (surasura-ganaih dharmibhih
papibhis sevya-manam).

His consorts are two, according to some
texts; Dhumrorna and Vijaya (cf. Jatadhara). The
names of two of his attendants are given as
Chanda and Maha-chanda. Chitra-gupta is
described as accountant (iekhaka) (ibid.)

Padma-purana (Kriya-yoga-sara, chap.6)
describes the messengers of Yama (yama-duta)
as crooked in shape (vikrtakarah), with fierce
faces and terrible fangs (damshtra-karala-
vadanah), and resemble in complexion burning
coal (ahgara-sadrsa-prabhah). Their eyes burn
like fire (jvalat-pavaka-lochnah), They are extraor-
dinarily valiant (mahavirah), and they carry in their
two hands noose and bludgeon (paéa-mudgara-
panayah).

One of the attendants is Kaka (crow). One of

the legends makes Yama himself assume the
form of a crow, while escaping from the clutches

PRATIMA KOSHA

of Ravana. Crows are thus regarded as emis-
saries of Yama, and as representing the departed
spirits. This accounts for the custom of feeding
the crows with funerary rice-balls during the ob-
sequies.

Yama is said to have been born on earth as
Vidura, because of a curse from the sage Ani-
mandavya; the eldest of the five Pandava heroes
is also regarded as an incarnation of Yama;
hence his name Dharma-raja.

YAMA-DANQA-LOKE$VARA

One of the 108 forms of Avalokitesvara, the
most popular of the Mahayana divinities, this form
is distinguished by having six arms, carrying in
the hands on the right side sword, lotus and Vajra,
and in the hands on the other side fruit, jewel-
bowl and gesture of warning. The god is seated
upon a lotus in the lalita posture (see
AVALOKITESVARA)

YAMA-DUTI

One of the attendant-goddesses of the Vaj-
rayana deity, Mahakala of sixteen arms (see
MAHA-KALA), she stands in the sounthern direc-
tion, upon a buffalo, assuming Eﬁgha posture.
She is dark- complexioned and has four arms,
carrying in them lotus-stalk as a stick, chopper,
bowl filled with biood and ceremonial fly-whisk.
Her hairis in disarray, and is frightening in aspect.

YAMANTAKA
Also called Yamari ('the vanquisher of Yama')
this is a celebrated god of Vajrayana, worshipped
frequently. He is counted among the violent
divinities (krodha) guarding the direction; he
guards the eastern direction.

It is probable that he is the Vajrayana version
of Siva as Kalantaka (or Kalari, ‘the vanquisher of
Yama', see YAMA, KALANTAKA, MARKANDEYA
and SIVA). But his iconographical details accord
more with Yama than with Siva, his vanquisher.
He rides upon a buffalo (like Yama), clad in
tiger-skin and wearing snakes as ornaments (like
Siva). He is two-armed, carrying in one hand
mace surmounted by vajra, and in the other
noose (like Yama). ’
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Nishpanna-yogivali knows him as one of the
deities in what is known as Manju-vajra-mandala.
He is located in the eastern spoke or petal (pur-
vasyam arayam) of the design. He has three
faces, one being black in colour, another white
and the third one red. He is four-armed, carrying
in his hands black bludgeon with vajra mark on it
(krshna-vajra-mudgara), sword, jewel (mani) and
lotus. He may alternately have six arms.
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Sometimes, Yamantaka is shown also as
embraced by his spiritual consort (dakti).

Inthe Vajra-hurkara-mandala, he is known as
Vajra-danda.

YAMARI
(see YAMANTAKA)

YAMUNA -
One of the river-goddesses (the other being
Ganga), frequently represented on the door-
jambs of the temples during the medieval period,
she is distinguished by her mount tortoise
(kurma-vahana) (even as Ganga is known by the
makara-vahana).

Also known as, Kalindi (because of her
originating on the Kalinda mountain), the river is
associated with Krshna's career. BhEgavata (10th
skandha) also narrates her becoming Krshna's
consort. Yamuna is one of the seven major
tributaries to the river Ganga; it joins Ganga in
Prayaga (present-day Allahabad in Uttar Pra-
desh)

According to a story given in Varaha-purana
(ch-6). the river became black, when, Siva dis-
traught at the death of Sati, jumped into it.

Iconographically she is represented as black
in colour (kala- vigraha), standing upon a black
tortoise ('krshpa-kacchhapam- arudha’), wearing
a garland of blue lotuses (‘kantha-nilotpala-
sraja’), and two armed, showing in one hand the
gesture of boon-bestowal and in the other the
gesture of protection (‘'varabhaya-kara’). (cf.
Yamuna-dhyana-$loka)

YALLAMMA
One of the most popular folk-goddesses, wor-
shipped in Karnataka and Maharashtra. The cultic
centre of her worship is Saundatti in Karnataka.
She is identified with the Renuka form of Sakti
{see RENUKA).

YAVA
The length of the barley corn used as an
iconometric measure (see TALA-MANA), it is
equivalent to eight likshas (louse-length), and



eight yavas make an angula (see ANGULA), viz.
mananguia. In another calculation, it is the
equivalent of six gaura-sarshapas or 576 trasa-
renus; three yavas make a guija.

YASODA

The foster-mother of Krshna (see KRSHNA),
and she is shown breast-feeding the infant Krshpa
or playing with him, in paintings especially those
of Tanjore and Mysore. One of the eight Vasus,
Drona by name, and his wife Dhara were cursed
by Brahma to become mortals, tending cows.
They were bomn in the Ambadi vilage (Gokula)
on the banks of river Yamuna as Nanda-gopa and
Ya$oda. Nanda-gopa was a friend of Vasudeva,
the father of Krshna, and was residing in Gokula.
Vasudeva and Devaki, the parents of Kishna,
were in confinement in Mathura on the other side
of the river. When Krshna was born, the babe was
transported by Vasudeva to the household of

YASODA
(from Wood Carving, Mysore)
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Nanda-gopa, where Yadoda suckled the babe
and brought it up. This was done to keep the child
from harm which the king of Mathura, Karsa
(brother of Devaki), was contemplating.

YATUDHANA

A class of malevolent spirits counted among
rakshasas, they are said to provide magical
nourishment for the rakshasas (yatuni rakshamsi
dadhati pushpati). They are also associated with
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YASODA
(pancl in ivory Mysorc)

siddhas, guhyakas and gandharvas. Human
magicians and sorcerers are also known as yatu
or yatudhana; the Hindi expression ‘jadu’ for
magic comes from ‘yatu'.

YANAKA-NARASIMHA

A form of Narasimha (see NARASIMHA) as
encountering the demon Hiranya-kadipu. The
word 'yanaka' signifies ‘moving about’, ‘walking’,
or ‘riding’ (see YANAKA-MURTI). In this form,
Narasirha is shown as emerging from the piltar
and rushing out to sieze the demon, who may
also be shown alongside Narasirhha. This formis
different from that of Ugra-narasirhha, where the
god is shown as actually killing the demon by
ripping open his belly.,

YANAKA-MURTI

One of the four forms of iconic repre-
sentations (the others being seated ‘asina’,
standing ‘sthanaka’, or recumbent ‘$ayana’)
where the deity is shown as moving about. Instan-
ces are Narasimha rushing out to take hold of
Hiranya-kasipu (see NARASIMHA), $rikara-marti
or the torm of Vishnu riding upon Garuda and

coming to save Gajendra from the clutches of the
crocodile (see VISHNU and GAJENDRA-MOK-
SHA), Virabhadra or the emissary of Siva walking
to the place of sacrifice of Daksha (see VIRAB-
HADRA), the forms of Bhairava (see BHAIRAVA),
diva and Parvati riding on the bull (see
VASHARUDHA), the form of Siva known as
Jalandhara-murti, and the river goddesses Ganga
and Yamuna on their mounts Makara and Kurma
respectively.

YUGANADDHA

Known in Tibetan as 'yab-yum’ (two-as-one)
and in Sanskrt texts also as ‘samputa-yoga’,
yuganaddha is an expression to describe the
iconographical variety in Vajra-yana-Buddhism
which shows a god and his goddess locked in
embrace and sexual congress. It is usual to speak
of the goddess as 'yogin', ‘Sakti’ or ‘dakini’. The
sexual union here is said to symbolize perfect
bliss, free from all dichotomy and differentiation
(advaita-siddhi). The ideology of representing
deities in this aspect is derived from tantras like
Guhya-samaja, Chakra-samvara and Hevajra.
And the worship of these representations are

YUGANADDHA
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always accompanied by tantric rites, contempla-
tion and visualization.

The philosophical presuppoéition is that
spiritual perfection involves the inseparat_>le in-
tegration of the liberating wisdom (prajna) viz.
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ultimate void, $unyata with the effective expedient
(upaya, viz. compassion, karuna), such integra-
tion being known as ‘kala-chakra' (the wheel of
time) in Buddhist tantra, or as ‘bodhi-chittotpada’
(or the arousal of the thought of enlightenment)
in general Mahayana lore. The two units of the
union represent static and dynamic aspects,
symbolized by male and female divinities. Usual-
ly, Prajna s represented by a female figure ($akti),
who is embraced by and is embracing the male
deity (Upaya). This is a plastic representation of
the truth: "All dharmas are $unyata; and $unyata
is inseparable from karuna; all dharmas are there-
fore karuna". Realization of this truth generates
supreme happiness (maha-sukha).

There are several deities in the Vajrayana
pantheon which are shown in this stance. For
instance, the popular god Heruka is shown as
copulating with and embracing Vajra-varahi
(dakini), or Nairatmya, or Vajra-4rnkhala. Yaman-
taka (Rakta-yamari) is united with Bhagavati-
prajia, Vajra-sattva with Vajrasattvatmika,
Buddha-kapala with Chitra-sena, Sarmbara with
Vajra-varahi, Yogambara with Jiana-dakini and
Mahakala with Prajiia. There are some deities,
like Chanda-roshana, who are always shown in
the yuganaddha stance; but others, like Heruka,
Kala-chakra, and Vajra- dhara, are shown either
as lone figures or as accompanied by their con-
sorts.

The $akti (also called yogini, dakini or prajfia)
is generally represented as two-armed, holding
in her hands skull-cup (kapala) and chopper
(kartrka), nude (nagna, dig-vastra), inebriated
(matta, mada-vihvala), decorated with various or-
naments (vichitrabharana), and in the alidha pos-
ture. The ftantrik practitioners worship the
Yuganaddha icons in secret, especially because
the Tibetan word ‘yab-yum' signifies the sexual
congress of father and mother.

It is claimed that the origin of the yuganaddha
representations must be traced to the concept of
‘$unyata’ in Vajrayana as ultimate reality. In its
masculine version, it became Heruka (see
HERUKA) while in its feminine version, it is Nairat-
mya (see NAIRATMYA).
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YUKA

Meaning a 'louse’ it Is an iconometric unit
used by sculptors;: eight ‘louse-eggs’ (lksha)
placed side by side make a ‘yuka’, and eight
yukas are equivalent to the length (or width) of a
bartey-comn {yava).

YUPA
(with Chashala)

YUPA

The wooden pillar or post (usually carved out
of Acacia katechu or Khadira wood) which is fixed
on the consecrated grounds of a sacrifice, and
to which the asimnal to be sacrificed is tied (yuyate
yujyate asmin if); the fixing of this post marks the
concluding phase of the sacrificial ritual (yajia-
samapti- suchakam’). Some texts suggest bilva
(Aegle marmelos) or bakula wood as best suited
in the present age (‘kalau praéasyate’); palasa
(Butea frondosa), a$vattha (Ficus religiosa),
udusiibara (ficus glomerata) or kramuka (Areca
faubef) is also recommended. These are all
described as sacrificial trees (yajna-vrkshas).

The height of this post varies according to the
variety of sacrifice performed. In Vajapeya, it is
seventeen aratnis (an aratni being twenty-four
angulas), in agnishtoma, nine to twenty-one arat-
nis, in nirudha-pa$u-bandha nine aratnis. The
base of the stupa must be one aratni in height,
and must be buried underground. It is sometimes
also equipped by an iron-ring (loha-valaya),
called yupa-kataka.

On top of the yupa is a detachable mount
(vrsha-maulika) called chashala made of wood or
prepared out of wheat flour. It is circular in shape
(vartulakara) or it is shaped like hand-drum
(damaru).

YOGA-GANAPATI
(drawing from Mysorc)
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YOGA-GANAPATI

One of the thirty-two forms of Ganapatl (see
GANAPATI), distinguished by the yogic posture
assumed. He is shown as engaged in yogic ab-
sorption (yogarudha) seated with legs bound by
the yoga- pafta (yoga-pattabhi-rama). He is
lustrous like the morning sun (balarkabha), and
his garments are blue (indra-nlamsukadhya). He
is four-armed, carrying in his upper hands noose
and sugar-cane stalk, and in the normal hands
rosary and yogic prop (yoga- danda).

YOGA-DAKSHINAMURTI

A variant form of Siva as Dakshina-munti (see
SIVA and DAKSHINA-MURTI), is shown here as
seated in a yogic posture. He is four-armed car-
rying in the upper hands rosary and snake, the
nommal right hand assuming the gesture of scrip-
tural exposition (vyakhyana-mudra) or of absorp-
tion (chin-mudra), and the normal left hand
holding a book (scripture). ’

YOGA-NIDRA
According to Padma-sarnhita, Yoga-nidra
(sleep personified) is a form assumed by the
Mother-goddess, signifying yogic absorption.

YOGA-NIDRA
(old drawing from Mysore)
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She Is represented here as dark-complexioned
(dyamala), benign in aspect (su-saumya) and
two-armed (dvi-bhuja). She carries in her hands
noose (pa#a) and liquor-bowl (pana-patra). The
former signifies her power to drag all creatures
into the realm of sleep, and the latter the state of
inebriation that sleep corresponds with. The god-
dess is shown as stretched out on a cot
($ayanarudha) and asleep.

Yoga-nidraiis sleep assumed by Vishnu at the
end of the aeon (yuga)

YOGA-PATTA

The band of cloth that is used to hold the
crossed legs in position while one is engaged in
yogic practices of contemnpiation. The band goes
round the two legs (viz. thighs) that are crossed
and uplifted (the body being supported on the
buttocks) and the back (prshtha-janvos

.

YOGA-PATTA
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YOGA-PATTA
_ - =
samayoge vastram valayavad-drdham’) and ot ')
keeps the body firm and upright while seated =
(‘pariveshtya yad urdhvajanus tishtet tad yoga- <~

pattakam’)

YOGA-BERA M ~
Another term for the stationary icon in the J
Y

sanctum (dbruva- bera), which contains the

powers of divinity without a break (see BERA) ( ~ \
~
YOGA-SAKTI d P
One of the three $aktis ($akti-traya, see SAKTI) —\_/ )
found in temples dedicated to Siva (the other two YOGA-MUDRA
being Bhoga-$akti and Vira- €akti), this is installed

—
4 Z @ YOGA-SAYANA
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dlose to the linga to the latter’s left in the sanctum
(mula-inga-samipe tu vama-bhage), of in the
porch (ardha-mandape). It is also identified with
the yonl part of the linga (pana-vatta) or the
pedestal the linga (pkha- -samayukta) and not
separately shown. The other two saktis, on the
other hand, are always shown separately.

YOGA-SAYANA

The form of Vishnu as recumbent upon the
desha-couch. This is of three varieties: uttama
{superior), madhyama (midling) and adhama (in-
ferior). In all three varieties, Vishnu is pale blue in
complexion (gaura-§yama-nibha) or blue with a
yellowish tinge (pita-§yama-nibha). He is two-
armed and abounding in sattva-guna. He is bliss-
fully absorbed in yogic slumber (yoga-nidra-suk-
hasakta).

In the superior variety, he is surrounded by the
sages Bhrgu and Markandeya as devotees, the
five weapons personified (pafichayudha), and the
demons Madhu and Kaitabha.

In the midling variety, the two devotees (Bhrgu
and Markandeya) are absent, and in the inferior
variety along with them the two demons (Madhu
and Kaitabha) too are absent.

YOGA-NARASIMHA

The Incarnation of Vishnu as Narasimha has
many variant forms (see NARASIMHA), and
Yoga-narasirha shows Narasirhha as absorbed
in yogic contemplation. He is seated in the typical
yogic posture, crossed and lifted legs bound by
a band; and is four-armed. The upper hands carry
conch and discus. The two normai hands may
assume the gestures of protection and boon-be-
stowal, or the arms may be stretched across
resting on the knees.

YOGAMBARA

A divinity of the Vajrayana pantheon, belong-
ing to the family of the dhyani-buddha Akshobhya
(see AKSHOBHYA), he is seated In ardha-
paryanka posture on a double-lotus in the lunar
orbit, placed upon a lion ('simhopari vié-
vambhoja-chandre’). He is three faced and six-
armed. He is dark-blue in complexion, and his
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YOGA-NARASIMHA
(on top of the Tirupati hills)

faces to the right and left are respectively white
and red. In his two normal hands he holds vajra
and vajra-ghanta (magical bell) and the arms also
hold his spiritual consort (jiana-dakini) in fast
embrace. Three of the other hands carry arrow,
bow and lotus-bowl (abja-bhajana). The remain-
ing hand (right) is placed on his chest (stana).
The consort is either dark-blue or white in
complexion, and is decorated by yellow serpents
(pita-bhujaiga-bhushana).

YOGASANA

The form of Vishnu (see VISHNU) shown as
seated in perfect poise in the yogic posture
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(samasana-samasina), upon a white lotus ($veta-
padmasanopari). He is four-armed, the upper
hands holding conch (left) and discus (right) in
the kataka-mudra (see KATAKA), and the normal
hands placed (with the right palm over the left
palm) In front of the navel and upon the crossed
legs (dakshipe dakshinam purvau purvadhara-
talan karau). He wears pale red garment (Sukla-
raktambara) round his loins, and white upper
garment ($ukla-vastrottariyaka). He also wears
the sacrificial cord (sopavit)

He is white like conch, milk or jasmine flower
(Sarhkha-gokshira- kundabha) and the sattva-
guna predominates in his bearing (sattva-gunan-
vita). He is decorated with a tall. crown on his
head, with fine ear-rings, with garlands and
bracelets. He may also be shown as having his
matted hair done up as a tall crown (jata- mauli).
His eyes are half closed (ishan-milekshna).

On his sides are shown sun and moon, and in
the atmosphere above the sages Sanaka, Sanat-
kumara, Markandeya and Bhrgu doing him
reverence.

YOGI-DANDA

The wooden arm-rest or magic wand used by
ascetics and yogins. The former is a sort of short
crutch on which one of the arms rests while the
yogl sits in meditation for long hours (yoginam
avalarba-yashtih). The latter is a stick carried by
the yogi during his tantrik practices for materializ-
ing occult powers (vetra).

YOGINI

Literally signifying ‘the lady with supernormal
powers’ (yoga- yukta nari’), the expression is
significant in the tantrik lore as helpmates of
yogins. In certain occult practices, the role of a
woman becomes indispensable, and on such
occasions the women participants are
miraculously to be filled with great powers and
wisdom, which they secretly and promptly com-
municate to their male counterparts.

The word ‘yogini" is interpreted as the
medium of correct and comprehensive display of
the variegated reality in all its relations and modes



(yoginam samasta-vastu-samavayah sam-
bandhas tena bhasate itl yogini). Further, a
yogin! is distinguished by her continuous contact
with divinity, which in fact Is what yoga signifies
(yoginyah yogah $iva-sambandho nityam
vidyate').

The legends In tantrik texts relate that Adi-
sakti, or the Primal Goddgss (or Adi-maya)
created out of her own body or from her efful-
gence a host of yogiris to help in her combats
with demons. They are effective helpmates for the
goddess in as much as they possess physical
and mental powers which are at once super-
natural and invincible. They constitute the army
of the goddess. They are, according to Markan-
geya-purana (52,31), also the circle of her
friends, and the group of enclosure-deities
(bhagavatyas sakhirupa chavarana-devatah’).

There are several temples in the country (as
the one at Khajuraho and another at Bhedagat
near Jubbalpore), where the yoginis are wor-
shipped by the folk with magical rituals. Usually,
the number of yoginis is given as sixty-four, and
hence the temples are known as 'chau-§ashta’
(chatu$-éhashti-yogini-mandira). But there are
said to be a crore of yoginis (‘sa koti-vidha).

The names of the sixty-four yoglnis, however,
are given differently in different books. ‘Durga-
puja-paddhati’, incorporated in Brhan-nandike$-
vara-purana, furnishes this list : (1) Narayanl, (2)
Gauri, (3) Sakambhari, (4) Bhima, (5) Rakta-dan-
tika, (6) Bhraman (7) Parvati, (8) Durga, (9)
Katyayanl, (10) Maha-devi, (11) Changa-ghanta,
(12) Mahavidya, (13) Maha-tapa, (14) Savitri,
(15) Brahma-valdini, (16) Bhadra-Kkaif (17) Vi&aiak-
shi, (18) Rudrani, (19) Krshna-pifigala, (20) Agni-
jvala, (21) Raudra-mukhi, (22) Kala-ratri, (23)
Tapasvini, (24) Megha-svana, (25) Sahasraksh,
(26) Vishnu-maya, (27) Jalodari, (28) Mahodar,
(29) Mukta-ke$i, (30) Ghora-rupa, (31) Maha-
bala, (32) Sruti, (33) Smyti, (34) Dhrti, (35) Tushtl,
(36) Pushti, (37) Medha, (38) Vidya, (39) Lakshm,
(40) Sarasvati, (41) Aparna, (42) Ambika, (43)
Yogini, (44) Dakini, (45) Sakiri, (46) Harlnl, (47)
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Hakinl, (48) Lakinl, (49) Tridadeévarl, (50) Maha-
shashtl, (51) Sarva- manhgala, (52) Lajja, (53)
Kaudiki, (54) Brahmani, (55) Mahedvar, (56)
Kaumarl, (57) Vaishpav, (58) Aindrd, (59)
Narasirhi, (60) Varahi, (61) Chamunda, (62)
Siva-dutl, (63) Vishnu-maya, and (64) Matrka.

One may see that -in this list are Included
various names and forms of Adl-4aktl herself, and
the .eight mother-goddesses (matrkas). Another
list given in Skanda-purana (Ka$l-khanda,
chap.45) is more interesting: it sheds light on the
Iconographic peculiarlties involved in the concept
of yoginis. Many of yoginis included here have
composite and terrible forms: Gajanana
(elephant-head), Sirhha-mukhl (lion-face), Kaka-
tundika (crow-beak), Ushtragriva (camel-neck),
Varahi (pig-form), Sva-darhshtra (dog-tooth),
Siva- rava (jackal-howi), Lalajjihva (tongue dan-

. gling out), Kotarakshi (sunken eyes), Vanaranana

(monkey-face), Ashta-vakra (body bent eight-
fold), Sushkodari (belly dried up), Kekarakshi
(squint- eyed), Rudhira-payini (blood-thirsty),
Sura-priya (fond of liquor), Raktakshi (blood-shot
eyes), Vidyut-prabha (lightning- lustre), Kubja
(dwarf in stature), Prachanda (terrible), Sisughni
(killer of babies), Grdhrasya (hawk-head), Vidyuj-
jiva (lightning tongue), Padmasya (lotus-coun-
tenance) and so on.

Another list includes a variety of magical at-
tainments personified as yoginis: Japa-siddhi,
Tapas-siddhi, Yoga-siddhi etc. It contains also
names which suggest the powers of deceit, cruel-
ty, evil, confusion and delusion: Maya, Mohinj,
Bahu-maya, Starmbhini, Ucchatani, Maha-nidra
etc. Some minor deities adored in tantrik cults like
Chhinna-masta, Mahisha-ghni, Kamakhya, Tara,
Hingula, Pratyangira, Aparajita and Tripura also
find mention here.

The list that we find in Mantra-mahodadhi is
altogether different: (1) Kulei, (2) Kula-nanda, (3)
Vagl§], (4) Bhairavi, (5) Uma, (6) $rf (7) $anti, (8)
Chandl, (9) Dhumra-kali, (10) Karalinl, (11) Maha-
lakshmi, (12) Kankall, (13) Rudra-kall, (14) Saras-
vatl, (15) Vagvadinl, (16) Nakull, (17) Bhadra-kal|,
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(18) $asi- prabha, (19) Pratyangira, (20) Siddha-
lakshmi, (21) Amrte$i, (22) Chandika, (23)
Khechari, (24) Bhu-chari, (25) Siddha, (26) Ka-
makshi, (27) Hingula, (28) Bala, (29) Jaya, (30)
Vijaya, (31) Ajia, (32) Nitya, (33) Aparajita, (34)
vilasini, (35) Ghora, (36) Chitra, Mugdha, (37)
Dhanedvari, (38) Someévari, (39) Maha-chanda,
(40) Vidya, (41) Harhsi, (42) Vinayaka, (43) Veda-
garbha, (44) Bhima, (45) Ugra, (46) Vaidya, (47)
Sadgati, (48) Ugreévari, (4() Chandra-garbha,
(50) Jyotsna, (51) Satya, (52) Ya$ovati, (52)
Kalika, (54) Kamini, (55) Kamya, (56) Jiianavati,
(57) Dakini, (58) Rakinl, (59) Lakini, (60) Kakini,
(61) Sakinl, (62) Hakini

There is an interpretation that the yoginis are
divinities associated with the eight groups of
letters of the alphabet: a- varga, ka-varga, cha-
varga, la-varga, -ta-varga, pa-varga, va- varga
and ya-yarga.

During worship, sometimes a group of eight
yoginis are selected: (1) Mangala, (2) Pingala, (3)
Dhanya, (4) Bhramari, (5) Bhadrika, (6) Ulka, (7)
Siddha and (8) Sankata (‘yoginyetah prakirtitah’).
These are regarded as attendants of Durga. They
are in some texts named differently: Marjari, Kar-
pura-tilaka,  Malaya-gandhini  Kaumudika,
Bherunda, Matali, Mayaki and Subhachara.

YOGESVARI
Devi-purana (chap. 45) explains that the god-
dess is called Yogedvarl because she provides
the benefits of yoga to the practitioner, yoga
being integration or the proper employment of
the mind and sense-organs by the self (at-
mendriya-mana-adinam samyogo yoga uchyate;
tesham va  yojanad  yogi-yogaiévarya-
vibodhana'). She lords over the fortune of the
gods like Indra to the yoga of sages like Sanaka
(8akradayo devah sanakanta tapo-dhanah,

tesham svami tatha yogi isvari, )

}

More specifically, she is the form of Adi-dakti,
who came out of the light that issued forth from
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the mouth of Siva during his encounter with the
demon Andhaka. After her appearance, the other
seven major gods brought into being their own
feminine counterparts, like Indrani (of Indra),
Kaumari_ (of Skanda), Vaishpavi (of Vishnu),
Brahmi (of Brahma) and Mahedvari (of Siva).
These latter are generally known as mother-god-
desses (matrka, see SAPTA-MATRKA). Yogesvari
stands apart from them, and is regarded as supe-
rior to them. Sometimes however, she is counted
as the eighth ‘matrka’. Some texts enumerate as
many as 190 matrkas, who were produced to help
Siva or Adi-$akti in their fight with the demons;
and Yoge$van is one of them.

Works like Matsya-purana identify her with
Rakta-chamunda who is dark-complexioned
(éyama-varna), three-eyed (trinetra), long- ton-
gued (dirgha-jihva), erect-haired (Urdhva-ke$a)
and ten-armed (dasa-bhuja), and who rides on a
crow. Sakti-sangama-tantra mentions all these
traits and adds that she holds a sharp sword
(tikshna-khadga-dhara), that her face is terrible
with fangs (darhshtra-karala-vadana), and that
her belly is emaciated (kréodari). The description
in Lakshana-samucchaya provides in her hands
$akti, sword, hand-drum, war-bell, shield, trident
and khatvanga.

She is worshipped in Maharashtra as Ambe-
yogai (Jogeévan).

YONI-KUNDA

The representation of Adi-§akti as the creator
of all things, as the primordial mother takes the
form of the female generative organ (yoni or
bhaga, hence bhagavati). The pedestal or socket
in which the linga (Siva’s emblem) is installed is
known as ‘yoni- kunda’. The middle portion of the
linga (corresponding to Vishnu-bhaga, see
LINGA) is covered by this. It is also known as
pani-vatta, or Gauri-pitha.
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