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PREFACE TO THE SECOND EDITION

The Mighty Gods and Goddesses of the Buddhist Pantheon wish

to revea] themselves before the world once again through the pages of

the Buddhist Iconography. Their Will is supreme. After overcom-

ing difficulties, delays and obstacles, the Buddhist Iconography at

last is presented to the scholarly world in a second edition after a

Japse of full thirty-four years. It is pleasant to live these long

years tosee my favourite book pass through a second edition. This is

an occasion when I should remember with gratitude two of my illus-

trious preceptors, Professor A. Foucher and my father Mm. Haraprasad

Shastri both of whom are no longer in the land of the living. I believe

in my heart of hearts that their invisible care and blessings are ina

large measure responsible for this happy ending. It gives me immense

satisfaction.

When the first edition of this book was published in 1924, my

studies were much hampered owing to paucity of material. But since

then sucha great volume of information has been published that it

appears almost overwhelming. I never could think that it would be

possible for me to handle such vast iaterial ina manner befitting this

serious subject. Thus the second edition goes to the world with all

its imperfections of which I am conscious more than my critics.

After 1924, the texts of the Sadhanamala and the Nispannayogavali

were published. Both these texts proved to be veritable mines of

information on Buddhist gods and goddesses. Between the two

publications, the edition of the Advayavajrasangraha and the Guhyasamaja

followed in rapid succession, and the information furnished in

these two excellent texts not only added to my difficulties, Lut

also changed materially the whole outlook underlying the classi-

fication and arrangement of Buddhist deities. These Sanskrit texts

were published in the Gaekwad’s Oriental Series when I was the General

Editor under my erstwhile Master, the late His Highness Maharaja
Sayaji Rao III, Gaekwad of Baroda and _ his illustrious Dewan Sir V. T.

Krishnama Chariar, now Deputy Chairman of the Planning Commission

for the Republic of India.

Later, publications such as the Elemenis of Buddhist Iconography by

Coomaraswamy, the second edition of the Gods of Northern Buddhism
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by Alice Getty, the Iconography of Tibetan Lamaism by Mrs, A, K.

Gordon and the Iconography of Buddhist and Brahmanical Sculptures in

the Dacca Museum by my friend and colleague Dr. N. K. Bhattasali,

Curator of the Dacca Museum, made my work of revision still more

difficult and embarrassing.

Professor Walter Eugene Clark of the MHarvard University by

publishing the two sumptuous volumes of the Two Lamaistic Pantheons

served to put the proverbial last straw on the camel’s back. This book

published for the first time photographs of an unbelievable number

of Buddhist statuettes in the Royal Temple at Peiping in Manchuria.

If the statues had been entirely Chinese in character it would not have

affected me in the least, because I am connected primarily with the

Indian branch of Buddhist iconography. But an examination of the

published photographs showed that the Peiping collection was exclu-

sively inspired by Indian tradition, depended entirely on Indian texts,

and faithfully followed the directions given in Sanskrit texts such as

the Sadhanamala and the WNispannayogavali. The remarkable Indian

character of the Chinese statuettes led me to include a large number of

them in this book, and their study made the task of revision not only

difficult but also delicate by forcing me to include Chinese specimens

in a book which is chiefly concerned with the Indian branch of

Buddhist iconography. I must thank the learned American author

Professor Clark for imposing on me this additional labour and

responsibility.

The study of the Buddhist branch of Indian iconography is one of

the most interesting and fascinating of all studies. In Buddhist icono-

graphy the whole world is interested because Buddhism is not confined

within the limits of India like Hinduism or Jainism, but travelled far

and wide beyond the Himalayas to Tibet, China, Japan, Korea and

Mongolia on one side, and to Indo-China, Siam, Indonesia, Burma

and Ceylon on the other. In the time of the great Achaemenid

Emperor Darius, Lord Buddha laid the foundation of a religion which

was destined to be the religion of one third of the population of the

globe. The fountain head of inspiration relating to Buddhist icono-

graphy was furnished by the ancient Sanskrit manuscripts of India, and

the ideas and directions contained therein travelled to different coun-

tries, notably Tibet and China, where they were coloured by the art and

culture characteristics of the respective peoples. We have now reached

a stage where it is on longer possible to isolate Buddhist icono-

graphy of India from its developments in Tibet and China which were

profoundly influenced by the Buddhist Tantras of India. And the

chicf need of the subject is the publication of a great volume of
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original and unpublished manuscript material that lies hidden in

the archives of MSS Libraries throughout the world. When this huge

material is published then alone the study of Buddhist iconography

can be said to be complete.

The second edition has been thoroughly revised and greatly enlarged.

New chapters have been incorporated, and old chapters have been re-

distributed, Many pictures have been deleted, and many new ones have

been included in order to make the study as up-to-date as possible.

In 1924, when the first edition was published, I could only see the

material side of the problem. But with the availability of fresh material,

the other side, namely the psychic side, also became apparent. Evidence

of this change will be found in the introduction which is almost wholly

re-written, as also in other chapters, notably on the Dhydani Buddhas.

I offer an explanation here lest my readers receive a shock while reading

this book in a second edition. I may further point out that repetitions

ina book of this kind can hardly be avoided, and deities have been

repeated at different places for different purposes and in different

contexts. My critics of the first edition will also notice how irregularit-

ies pointed out bv them have been regularised in the second edition.

In preparing this cdition I have received help from a number of

persons. With their help I could complete the revision and place the

book in the hands of scholars in its present form. First of all, it is

my sacred duty to acknowledge the debt I owe to the late lamented

Dr, N. P. Chakravati, one-time Director-General of Archzology in

India, for graciously permitting me to reproduce all the photographs

belonging to the Department as were included in the first edition.

These photographs either purchased direct or reproduced from Depart-

mental publications are shown in the list of Acknowledgments. It

is hardly necessary for me to add that iconographic studies in India

are not possible without the generous help of the Archzological

Department—help that is always given cheerfully as also gracefully.

Shrimati Hansa Ben Mehta, the talented Vice-Chancellor of the

Maharaja Sayajirao University of Baroda, has laid me under a deep

debt of obligation by ordering a loan for the purpose of reproduction

of nine full-page blocks belonging to the University. As the Baroda

Museum now belongs to this University I have to thank the Vice-

Chancellor also for using the Baroda Museum specimens in this book.

It is difficult for me to adequately express my gratitude and thank-

fulness to our worthy colleague and associate, Prof. Walter Eugene

Clark, Wales Professor of Sanskrit in the Harvard University, who

gave me permission to reproduce as many photographs as I liked from

B
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his monumental book: Two Lamaistic Pantheons. He made no

conditions, and I am simply overwhelmed with his kindness and

generosity. .

To my friend and colleague, Dr. Hermann Goetz, formerly Curator

of the Baroda Museum, I feel very deeply indebted for allowing me to

take a number of photographs of interesting Buddhist images deposited

in the Baroda Museum years ago, for their eventual reproduction in

this volume from my own negatives. All the statuettes belonging to

the Baroda Museum and published in this book show the place of their

origin at the foot of each and every such illustration. I have to thank

the Baroda Museum authorities and Dr. Goetz, the eminent art-critic,

very heartily for the favours enumerated above.

Pandit Siddhiharsha Vajracaryya of Nepal, my friend, philosopher

and guide, helped me at every step. He supplied copies of rare manus-

cripts and original Nepalese drawings of 1are deities whenever there

was need for thern. The drawings of the Twenty-Five Bodhisattvas

were all procured by him from Nepalese artists. Out of this number,

sixteen were copied from stone images inone ofthe famous Caityas

of Patanin Nepal. Iam deeply indebted to him, as also to his son

Dharmaharsha and his grandson Purnaharsha Vajracaryya for their

intelligent, prompt, active and effective co-operation. I am also grate-

ful to my old artist of Nepal, Virman Chitrakar who supplied all the

Nepalese drawings illustrated in the first edition.

To Professor N. A. Gore Iam indebted for three beautiful photo-

graphs : one of Ganapati (four-armed) and two of the rare deity

' Simhasya from originals in the collection of his father-in-law, Dr. H. G.

Moghe, L.D.S., R.C.S. (Eng. ) of Khar, Bombay. I express my

gratitude to both while reproducing all the three photographs in this

edition.

I take this opportunity of once again recording my heartlelt thanks

to Dr. W. Y. Evans-Wentz who allowed me years ago to reproduce

some of the miniatures in his possession. His name is mentioned at

appropriate places.

My grateful thanks are also due to Miss Raihana Tyabji, the mystic

daughter of the illustrious Indian leader, the late Shri Abbas Tyabji,

for going through the first edition for the purpose of a detailed revision

more than 15 years ago.

I am also indebted to the Manager, Bombay. Branch of the Oxford

University Press for readily agreeing to have this second edition pub-

lished through Firma K. L. Mukhopadhyay. It was he who puréua-
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déd me, much against my wishes, to revise the book for a second

edition as early as 1949, I have many reasons to be thankful to him.

It is my pleasant duty to express my indebtedness to the Curators,

Keepers and Superintendents of Museums, Picture Galleries, image

collections, and the rest, wherefrom images in metal, stone and paint-

mgs have been selected for reproduction inthis volume, I am parti-

cularly grateful to the authorities of the Indian Museum, Calvutta,

the Museum and Picture Gallery at Baroda, the Provincial Museum,

Lucknow, the-Museums at Sarnath, Nalanda and Dacca, the Vangiya

Sahitya Parisat Museum, Calcutta, and the Palace Temple Collection

of images at Peiping in Manchuria. To all of them I tender my

grateful acknowledgments,

All those Universities of India which prescribed the first edition of

the Indian Buddhist Iconography as a text-book for the M.A. Examination

in Ancient Indian History and Culture deserve my grateful thanks for

selecting the book, Itishoped that the authorities wil) extend the same

patronage to the second edition which is now published.

My grateful thanks are due to Messrs. Ghosh Printing House

Private Limited, Calcutta, especially Shri P. C. Basak, for exercising

great care on the accurate printing and excellent get-up of this volume.

Shri N. L. Dutt has also been very helpful, and 1 acknowledge my

indebtedness to him.

Lastly, I am duty bound to acknowledge my indebtedness to my

brother Shriyut Pa:itosh Bhattacharyya of Messrs, Sanyal & Co.,

Calcutta, for his sustained encouragement and for his many acts of

kindness.

My gratitude to Shri K, L. Mukhopadhyay of Firma K. L. Mukho-

padhyay knows no bounds, for all that he has done in bringing out

this edition in its present form. I thank him cordially and bless him
heartily,

This time I can only insciibe the book to the memory of my loving

father, the late Mahamahopadhyaya Haraprasad Shastri in whose invisi-

ble but tender care I have the honour to place this second edition of

Buddhist Iconography.

Shastri Villa

Naihati (West Bengal) B. BHATTACHARYYA

Rathayatra 1958
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INTRODUCTION

1, Materials for the study of Buddhist Iconography

All the three great religious systems of India, Hinduism, Buddhism

and Jainism developed well-filled pantheons, and it is not always easy

to decide to which of these three systems a particular image should he

assigned. The importance of the study of iconography, which prima-

rily coneerns itself with the proper recognition of images thus becomcs

apparent.

The difficulties of the investigator are increased by the fact that a

free and frequent interchange of deities took place among the three

religious systems. Such Hindu deities as Parvati, Indra, Laksmi,

Sarasvati are to be found among the Jainas. The Hindus, on the other

hand, have borrowed goddesses like Mahacinatara, Janguli, Vajrayogini

from the Buddhist pantheon and incorporated them into their own

under the names of Tara, Manasa and Chinnamnasti respectively. Thus

there is evidence that a free interchange of deities actually touk place

at the very outset of Buddhism and Jainism as in the more promiscuous

Tantric age. The Jainas and the Buddhists alike borrowed Hindu

gods in their earlier stages, but in the Tantric age Buddhist gods were

commonly exploited.

The problem of correct identification of images, therefore, presents

a real difficulty which great scholars have more than once attempted

to solve. Scholars of all countries, notably Waddell, Grunwedel,

Foucher, Burgess, Getty, GCoomaraswami, Bhattasali, Rakhaldas Banerji

and many others have written useful and authoritative works, and

collected together a considerable amount of information on Buddhist

iconography. It is unfortunate, however, that the pantheon of the Indian

Vajrayanists who were mainly responsible fur building it up has so far

been more or less neglected. Getty and Deniker’s ‘Gods of Northern

Buddhism’, although a masterpiece, deals only with Tibetan, Chinese

and Japanese gods but the purely Indian gods seem to have attracted

little notice from them, It was Professor Foucher who by the publi-

cation of his ‘Etudes sur I’ Iconographte Bouddhique de L’ Inde’ in two

parts published: as early as 1900 and 1905, first drew the attention of

scholars to this rich field of research. His curiosity was roused by a

study of the miniatures appearing on such Buddhist manuscripts as the

Prajfiiparamita, and then he made a systematic attempt to identify the

sculptures. For the purpose of recognising images he hunted out a
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number of Sadhanas from the manuscripts of Sidhanamali, and he

was surprised to find that the images tallied most remarkably with the

descriptions given in the unpublished text of the Tantric manuscript.

Again, the images and sculptures supplied interesting details such as

were not available in the Sadhana. Thus the Sadhana and the image

mutually enlightened each other. Professor Foucher’s second yolume

embodies a critical, although partial, study of the Sadhanamala and it

was this book that first emphasized the necessity of referring to a

Sadhana in order to make or justify any single identification of a Buddhist

image. When the present author was studying at the feet of the illus-

trious savant, Professor Foucher, at the Indian Museum, Calcutta, he

was advised to edit and study the different recensions of the

Sadhanamala before proceeding with the delicate art of identification

of Buddhist deities.

The Sidhandmali is thus the most valuable and important aid to

Buddhist iconography, not only because it records the latest advances

in psychic research of the Vajayana Buddhists, but also because it was

a product of a period when Buddhism was about to be destroyed in

Bengal due to Mussalman invasion. This standard work on Buddhist

iconography has been published in two volumes as Nos, 26 and 41 of

the Gaekwad’s Onental Series with an elaborate introduction dealing

with the text and the various problems raised therein,

The edition of the Sadhanamala comprises 312 Sdadhanas, and

contains descriptions of numerous Buddhist deities. All new Sadhanas

found in a different collection called the Sadhanasamuccaya have been

carefully incorporated in their appropriate places in the present edition,

which may very well represent a Vade Mecum of the Sadhana literature

of the Buddhists. The Saidhanamala not only gives valuable details

regarding the deities, but a study of this work reveals much historical

and cultural information on the Tantric period, the Tantric philosophy,

and its psychic exercises, and on authors, Siddhas, Mantras, Mandalas and

magic as prevalent among the Buddhists. The special form of Buddhism

which developed in the Tantric period is called the Vajrayana, and the

Sadhanamala throws a great deal of light on this obscure path of Bud-

dhism which was current in India from the 7th to the 13th century A.D.

The Sidhanamala does not however exhaust the material for the

study of Indian Buddhist Iconography, One of the Sadhanamala Mss.

is dated in the Newari Era 285 corresponding to A.D, 1163, and there-

fore, this work is not expected to record all the developments that

took place afier 1165 A.D, Many of the later developments are

found incorporated in the work entitled the Dharmakogasangraha of

Amrtananda who was the Residency Pandit when B, Hodgson was the
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Resident of Nepal; A manuscript of this work is preserved in the

Durbar Library of Nepal, and there is also a copy of the original,

preserved in the Royal Asiatic Society of Bengal in the Government

Collection, Amrtanandas work is not published.

Besides Amrtananda’s work there are others more ancient and capable

of supplying much iconographic material. One such work is the

Nispannayogavali of Mahapandita Abhayadkara Gupta of the Vikramasila

monastery who flourished during the reign of the Pala King Rama-

pala (A.D. 1084-1130). This valuable work is now published in the

Gaekwad’s Oriental Series as No, 109 with an elaborate introduction and a

full summary of its contents,

The Nispannayogavali is @ work on Mandalas and is remarkable for

its richness of information and brevity. It contains in all 26 Mandalas

in twenty-six chapters, some short, some long. All these Mandalas

describe innumerable deities of the Tantra cult, A large number of

these descriptions is absolutely original, highly interesting and informa-

tive. Many of the names and forms which were altogether lost, are

published here for the first time. Many of the deities described

accurately in the work are not to be found anywhere in printed

literature. The Nispannayogavali thus presents a unique, original, useful

and most valuable information which constitutes our most authentic

material for the study of the images and deities belonging tu the

Buddhist pantheon. Nispannayogivali excels Sadhanamala since

the material presented here is more varied, more extensive and more

prolific.

What service this Nispannayogavali can render to Buddhism may he

illustrated by a reference to the several hundreds of images of Buddhist

deities discovered in the Forbidden City of Peiping in Manchuria. In

July 1926 Stael Holstein the Russian archeologist received permission to

visit a number of Lama temples situated in Peiping which seem to have

been neglected for a long time. In the upper storey of one of these

temples he found a collection of bronze statuettes constituting a

Lamaist Pantheon which had consisted originally of 787 figures. These

figures along with a series of photographs from three manuscripts

written in Chinese were studied by the famous American Professor

Walter Eugene Clark, Wales Professor of Sanskrit in the Harvard

University, and he published this rich material in two sumptuous

volumes, entitled, the Two Lamaistic Pantheons in the Harvard Yenching

Institute Monograph Series in the year 1937. The first volume contains

an introduction, bibliography and indexes of deities in Sanskrit, Tibetan

and Chinese. The second volume contains illustrations of innumerable

deities, *
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These ilfustrations are of the utmost importance for the study of

the Buddhist pantheon not only of China but also of India, Nepal and

Tibet, The origina] images bear inscriptions in Chinese and sometimes

in Tibetan and other languages, and the learned editor took great pains

in restoring their original Sanskrit names. A large number of these

names derived from Chinese sources is found in the Nispannayogavali

with their full iconographic descriptions. Thus the Nispannayogavali

provides the much needed descriptive texts which served as a basis

for the artists to prepare the statucttes found in China. Since this book

Nispannayogavali gives full iconographic descriptions of most of these

deities it is not unreasonable to suppose that the Nispannayogavali

formed ‘at least one of the originals from which the artists obtained the

correct idea of the form of the numerous deities represented in the

statuettes. Osherwise it is difficult to conceive how form can be given

to such obscure deities as the Sixteen Bodhisattvas, the Twelve Paramitas,

the Twelve Vasitas, the Twelve Bhimis, the Four Pratisamvits, etc.

which aye described accurately in the Majfijuvajra Mandala of the

Nispannayogavali. It is simply impossible to prepare images of these

deities without the help of descriptions as given by Abhayakaragupta.

The volume of information given in the Nispannayogavali of Abhayakara-

gupta is so great that an independent book is required to deal with them

exhaustively,

Besides the above mentioned Nispannayogavali, there are numerous

Tantric texts which furnish considerable material for the study of

Buddhist iconography of the Tantric period with which this work

primarily concerns itself. Some of the more important materials can

be found in the original Tantra works such as the Heruka and the

Hevajra Tantras, Candamaharosana Tantra, Vajravarahi Tantra,

Kriyasamuccaya, Vajravali nama Mandalopayika, Yoginijala Tantra,

Abhidhanottra Tantra and many others. The list of such original

Tantras furnishing valuable information on Buddhist deities can by no

means be exhausted. T’he works above mentioned are all unpublished,

and their handwritten copies can be found in the manuscript libraries

such as the Durbar Library, Nepal; Asiatic Society’s Library, Bengal ;

University Library, Cambridge ; Musee Guimet, Paris ; and the Russian

Academy of Sciences in Leningrad. Numerous such manuscripts are

also to be found in the hundreds of Buddhist monasteries of Nepal at

Kathmandu, Patan and Bhatgaon, Thus there is still an inexhaustive

field for research and original work in Buddhist iconography alone, It

is a pity that these valuable and original source books of Buddhism should

remain unpublished in this country, and the sooner the attention of scholars

is drawn to this field of work, the better it will be for the history of our
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cultural past, It isa matter of deep regret that even to-day there are

lakhs of handwritten manuscripts in India in private houses, and no

effort is being made to collect or preserve them. Thus these valuable

source books of Indian history and culture are allowed to perish in India.

Sanskrit being the most important member of the Indo-European family

of languages is world property to-day, and it is the duty of every scholar in

the world to see that this precious heritage is not allowed to be dissipated

in an irresponsible manner.

‘There is another class of manuscripts which bears miniatures and

paintings of Buddhist gods and goddesses. The different recensions

of the Prajfiaparamita and Paficaraksa bear miniature paintings on them.

Illuminated manuscripts of the Karandavyiha and Bodhicaryavatara are

also not unknown. The Pajicaraks4 manuscripts are to be found

almost in every Buddhist house in Nepal. They bear different sets of

miniatures, and are calculated to serve many household purposes. Holy

books are illuminated with miniatures in order that they may be treated

with respect by others, and in order that their sanctity may be increased

and preserved.

By far the most important material for the study of Buddhist

iconography is represented by sculptures, bronzes, metal images and

miniatures, The earlier phases of Buddhism are more or less free from

the representations of gods and goddesses. But scenes from Buddha's

life, and Jataka stories were given preference in the earlier Buddhism.

Such scenes and stories are found represented in stone at Sanchi,

Bharhut, Amaravati and also in the Gandhara school. According to

Professor Foucher the first image of the Buddha was fashioned in the

Gandhara school of art.!. Sculptures of Bodhisattvas and Hindu gods

are not rare in this school. The sculpture remains at Amaravati are

contemporaneous with those of the Gandhara school. The Mathura

school followed closely and then came the sculptures of Sarnath,

Magadha, Bengal, Orissa, Java and Nepal in the Tantric age. The

paintings at Ajanta begin from the first century A.D. and the sculptures

of Elora and many other places, Buddhist cave temples of Southern

and Northern India show the influence of immature Tantra on them.

Sculptures produced in the earlier schools have received ample attention

of great scholars, but images belonging to the Tantric and _ post-

Tantric periods and profoundly influenced by the Tantras have not

been so fortunate. The excavations at Sarnath, Nalanda, Kurkihar

have brought to light a large number of images of Buddhist gods and

goddesses belonging to the Tantra school, and it may be reasonably

expected that the old strongholds of Tantric learning such as Odanta-

1. Foucher : Beginning of Buddhist Art and other essays, p. 127.
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puri, Vikramasila, Nalanda, Sarnath and Jagaddala monasteries will

prove no less fruitful in this respect. The museums of Eastern India

such as Sarnath, Patna, Calcutta, Dacca, Rajshahi, Mayurbhanj,

Khiching and few others contain numerous metal images and sculptures

belonging to the Tantric cult. That Bengal in the pre-Muhammadan

period was practically Buddhist is made obvious by the fact that the

worship of Dharma and Mafijughosa still prevails there, and that numerous

Buddhist sculptures are being constantly discovered throughout the length

and breadth of the province. It is needless to add that the Buddhist

images discovered in Bengal, Bihar and Assam are mostly the product of

the Tantric school of the Buddhists.

The wealth of sculptural and bronze remains in Nepal has not yet

received the attention it deserved. Nepal is the only country which

abounds in rich material for the study of Buddhist iconography, and

in Nepal Buddhism can be studied as a living religion. Some of the

Buddhist monasteries at Patan are so rich in images that they can be

said to constitute small museum by themselves. The stipa of Bodhnath

alone contains no less than a hundred and eight sculptures executed

in a neat manner. Occasional images of Guru Padmasambhava in

the peculiar Tibetan technique and costume bespeak the Tibetan

character of the temple. Forty-seven images in this famous temple are

represented in Yab-yum and the rest are single. About ten of the single

images depict the Siddhas of Tibet such as Mila-ras-pa, Mar-pa,

Padmasambhava, Naro-pa and others. Although Tibetan in character

the temple contains nevertheless some of the purely Indian gods of the

Vajrayana pantheon, such as Sadaksari LokeSvara, Wak, Heruka,

Yamantaka and a few others. An old Tibetan tradition declares that

in the matter of art Bengal comes first, Nepal second while the Tibetan

and Chinese are the worst.

At Simbhu in Nepal one can witness the grandeur of an excellent

Buddhist museum where the finest specimens of Buddhist sculptures

are preserved round about the Stipa itself and in the surroundings. At

the Macchandar Vahai or the temple of Matsyendranatha the great

Natha Yogin, there can be found 108 different forms of Avalokitesvara

painted on a running panel in colour.1 Images and forms of deities

that are not available in India are to be found in plenty in the Buddhist

monasteries in Nepal. Anywhere in Nepal round a eentral stiipa tiers

of small chapels rising from the ground to the top are found to contain

first class artistic specimens of Buddhist gods and goddesses. In

monasteries which are run by courteous and learned Tantric monks

one can find quite a number of images, sculptures, bronzes, paintings

1. These 108 forms are illustrated in the Appendix at the end of this volume.
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and illuminated manuscripts. It is possible to have an idea of the

enormous wealth of cultural remains in Nepal, when it is remembered

that the number of monasteries at Kathmandu alone exceeds five

hundred.

In Nepal, interesting material for the study of Buddhist iconography

is obtained from an entirely unexpected quarter. There is a class of

people called the Citrakaras or professional artists. They are so

proficient in their art that they can produce an excellent drawing of

any Buddhist deity in a few minutes. These artists seem to have a

phenomenal memory with regard to the iconographic details such as
the number of faces and hands, the pose, the symbols, the weapons and

the parental Dhyani Buddha. They prepare such drawings in the

presence of the customer without ever referring to a book or painted

specimen, although at home they keep albums full of drawings in black

and white and paintings in colour all relating to Buddhist deities. The

specimens obtained from a gifted Citrakara named Virmin are repro-

duced in the body of the book in large numbers. All line drawings,

barring the twenty-four Bodhisattvas, reproduced in this volume are

from his drawings in black and white.

The above is a short survey of materials of different kinds that are

available to the student of Buddhist iconography. It may be noticed

that the images, sculptures, bronzes, drawings, miniatures, and the

gods and goddesses represented by these, together with the literature

explaining them, all belong to the Tantric mode of thought and

culture. They are brought together under the coinprehensive term

of Vajrayana or the ‘“‘Adamantine Vehicle”, It leads therefore to a con-

sideration of that form of Buddhism which is well known as Vajrayana.
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2. Vajrayana Mysticism

Both the Hindus and the Buddhists were alike prolific writers on

the Tantras and the literature extant on them is wonderfully extensive.

One of the reasons why the word Tantra cannot be defined is that the

Tantra comprises an astounding number of subjects along with its own

numerous sub-divisions. Whatever was best, whatever was ennobling

and whatever was beautiful in India were all incorporated in the

Tantra, Tantric literature contributes a great deal to such sciences as

ustronomy, astrology, medicine, alchemy, chiromancy, horoscopy, divi-

nation, prognosis, Yoga and Hathayoga. The Tantra is an admixture

of religion, philosophy, science, superstition, dogmas, psychic exercises

and mysticism, In this wonderful literature is locked up much of the

cultural history of India, and when this literature is intensively studied,

it will reveal a great deal of India’s past history and culture, particularly

for the period between the 7th century A.D. right upto the Muham-

madan conquest. It may here be mentioned that the Tantras, inspite

of all their faults, are peculiarly Indian and represent India’s contribution

to world culture. A literature of this kind is not found in the history and

civilisation of any other country in the world.

To understand the rise of Vajrayana it is necessary to go back to

the original teachings of the Buddha. Lord Buddha prescribed two

Yanas in the beginning, namely, the Sravakayana and the Pratyeka-

buddhayana. The Sravakas were to hear from a Buddha but they had to

wait till the advent of another Buddha for their emancipation. In the

meanwhile the Sravakas could teach, but they could neither attain

Nirvana themselves nor help others to attain it, The Pratyekas were

eminent men ; they could attain Nirvana by their own efforts, without

the help of a Buddha but they could not impart Nirvana to others.

Buddhism continued in this state till the rise of the Mahayana properly

called, the Bodhisattvayana. The Mahaydanists dismissed the previous

Yanas with the contemptuous epithet of Hinayana. They claimed

that they could not only attain Nirvana, nay even Buddhahood, with

their own unaided efforts, but could also help others to attain these

ideals. The distinction between Mahayana and Hinayana is graphically

described in the earliest work, the Mahayanasitralankara, attributed to

the famous Buddhist sage Asanga.

Thus there were three Yanas in Buddhism about 300 A.D. which

may approximately be taken as the time of Asanga. But against these

three Ydanas there were four schools of philosophy in Buddhism,

namely, the Sarvastivida (Sautrantika), the Vahyarthabhanga (Vai-

bhasika), the Vijiidnavida (Yogacara), and the Sinyavada (Madhya-
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maka). How these four systems of philosophy were distributed amongst

the three Yanas is one of the vital questions of Buddhism. The Tattva-

ratnavali of Advayavajra (12th century A.D.) answers this question in a
praiseworthy manner. According to this authority ‘Three are the

Yanas, Sravakayana, Pratyekayana and Mahayana. ‘There aie four
theories ; Vaibhasika, Sautrantika, Yogacara and Madhyamaka. Sriva-
kayana and Pratyekayana are explained by the theories of the Vaibhasikas.

Mahayana is of two kinds; Paramitanaya and Mantranaya, Paramita-

naya is explained by the theories either of Sautrantika, Yogacdra or

Madhyamaka. Mantranaya is explained by the theories of Yogacara and

Madhyamaka only’’.!

Thus Mantranaya commences with the most abstruse theories of

Sinyavada and Vijfidnavada, Advayavajra in one place says,—‘*Man-
tranaya is very abstruse. It concerns men who seek emancipation by

deep and solemn methods. It is also very extensive owing to the

understanding of such theories as the four symbolic representations.

Therefore, the author is not fit to explain it”.? Advayavajra cites for

his authority a statement which says that the Mantrasastra transcends

all other Sastras, because though the Sastras have the same common

object there is no fear of ignorance here. The ineans are many and

the end not difficult of attainment by men whose senses are sharpened

to the highest degree. Advayavajra in his Sekanirnaya accepts the

Mahisukha theory, and dilates upon the various stages of the Mahisukha

which according to him is not possible of attainment without the Sakti the

embodiment of Karuna.®

It is hardly necessary now to state that the Buddhism of the Lord

Buddha found entirely different expressions as time passed from century

to century, so much so, that should Buddha he reborn, he would not

be able to recognize Vajrayana or the Buddhist ‘l'antra as his own handi-

work. Though Buddha was antagonistic to all sorts of sacrifices, sorcery,

necromancy or magic, he neverthcless is credited by some Iater authorities

with having given instructions on Mudras, Mandalas, Yoga and Tantra,

so that prosperity in this world could be attained by his less advanced

disciples who seemed to care more for this world than for the Nirvana

preached by him.4 India in Buddha’s time was such that any religion

which dared forbid all kinds of magical practices, could hardly be

popular, A clever organiser as Buddha was, he did not fail to

notice the importance of incorporating magical practices in his reli-

gion to make it popular from all points of view. The Tantras and

“1, Adv. p. 14. 2. Adv. p.21. 3, Adv. p.28. 4. Tattvasahgraha of Santarakgita
‘*Taduktamantrayogadiniyamad vidhivat krtat. Prajiléarogyavibhutvadidrstadharmopi

jayate. Sloka 2487.

2
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Mantras were all there in the time of Buddha, but unfortunately,

we do not possess any connected account of them except a few works

on the Dhiranis in which the Chinese were interested in the beginning

of the Christian era. These Dharanis are only unmeaning strings of

words which are said to confer great merit when muttered repeatedly

for a number of times. Then comes the worship of Buddha in the

Prajiiaparamita with all the pa:aphernalia of worship such as are found in

the Tantras. Then follow the different recensions of the Prajfiaparamita,

‘jts sitra, hrdayasitra, its Dharani and Mantra the recitation of all

of which confers the benefit of reading the whole of the Prajaiaparamita

scripture. This is a very old work and was translated into Chinese in the

second century A.D. The Mafjusrimilakalpa appears to be a product of

the same period and is full of deities, mudras, mandalas and Tantric

practices, which became systematized in the Guhyasamaja Tantra in

circa 300 A.D.

The Buddhist Tantras belong undoubtedly to Mahayana although

it is quite possible to infer the presence of magical practices amongst

the followers of the early Buddhism. The Tantras were a develop-

ment of the Yogicara which was inspired by the Sinyavada of the
Madhyamakas. Vajrayana marks a step in advance even of the Yogacara

thought.

The Mahayana in the opinion of the Vajrayanists is co-extensive

with what they called Dharma which they considered as eternal and

to which was given a more important place in later Buddhism, than

was assigned to Buddha himself. The Vajrayanists refer to Sinya in
all their writings, but this is not the Siinya of the Madhyamakas
about which neither existence nor non-existence nor a combination of the

two nor a negation of the two can be predicated. To the Madhyamakas

both the subject and the object are Sinya in essence ; there is no

reality either of the mind or of the external world. Obviously, this

is a position which was not agreeable to the Vajrayanists because to them

a positive aspect in the Sanya is absolutely necessary. The Yogacara or

the Vijfianavada goes a little further and the view of Vijfianavada as

formulated by the school is that when emancipation is obtained it does not

become Sinya, but turn into eternal consciousness. Vajrayana, on the

other hand, is characterized as the ‘Path which leads to perfect enlighten-

ment’? or what they call in Sanskrit ‘Anuttara Samyak Sambodhi’.

Vajrayana literally means the adamantine path or vehicle, but its

technical meaning is the ‘Sinya Vehicle’ where Sanya is used in a special
sense to represent Vajra, It is said,—

—_—_— Se _
eas Sie

J, Bhattacharyya: Buddhist Esoterism, p. 24.
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“Sinyata is designated as Vajra
because it is firm and sound, and

cannot be changed, cannot be pierced,

cannot be penetrated, cannot be burnt

and cannot be destroyed”’.

The Mahayanists differ from the Hinayanists who are keen on

obtaining liberation for themselves by their own efforts. The Mahiayanists,

on the other hand, do not care for their own salvation. They are

more solicitious about the deliverance of their fellow creatures than’

about their own. Their compassion for the sufferings of others actuates

them to renounce their comforts, merits and even their right tu

salvation. The ideal of a Mahayanist finds expression in the

Karandavyiha where the ideal Bodhisattva Avalokitesvara is represented

as refusing his well earned Nirvana until all beings of the waild

were in possession of the Bodhi knowledge and obtained freedom from

worldly miseries.*

This then may be considered to be the goal of every Bodhisattva,

which can be reached by following the tenets either of Sanyavada

or of Vijfidnavada. The Madhyamaka theory postulated a trar.scendental

state but the Yogacara added the element of Vijiiana ‘consciousness’

to Sanya. The Bodhi mind is a chain of Vijfiina which is changing
every moment, the Vijfiana of the previous moment giving rise to

the Vijfiana of the succeeding moment with the same memory the

same conformations and same qualities, and this process goes on till

Vijfiana attains liberation.

Now, this is the sort of emancipation to which the Vijnanavadins

led their followers. In this Nirvana, as is already pointed out, theie

are two elements, Sinya and Vijfiina. The Vajrayana which is a direct

outcome of the Yogacara school introduced a new element or the clement

of Mahdasukha ‘eternal bliss’ to its conception of liberation. The

evolution of Buddhism became complete and found full expression in

Vajrayana.

Vajrayana introduced many innovations of a revolutionary character.

It introduced, for instance, the theory of the five Dhyani Buddhas as

embodiments of the five Skandhas or cosmic elements and formulated

the theory of the Kulas or families of the five Dhyani Buddhas from

which deities emerge according to need. It introduced the worship of

the Prajfia or Sakti in Buddhism for the first time, and a host of other

things including a large number of gods and goddesses, their Sadhanas

1, Adv, p. 23, 2. Kéarandavyiha, ed, Saméaéirami, pp. 21-22.
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for the purpose of visualisation, Mantras, Tantras, Yantras, Mudras,

Mandalas, mystic realizations and psychic exercises of the most subtle

character.

It is not possible to trace the origin of Vajrayana without referring to

the Tibetan authorities and ancient Tantric authors, Taranath is reported

to have said! that Tantrism existed from very early times and was

transmitted in a secret manner from the time of Asanga down to the time

of Dharmakirti. Asat.ga who was a brother of Vasubandhu (280-360

A.D.) must have flourished circa 300 A.D. and Dharmakirti who is not

mentioned by the Chinese traveller Hiuen Thsang but is referred to

with great respect by I-Tsing very probably belonged to a period between

625-675 A.D. Thus it can be seen that during a long period of nearly

three hundred years Tantrism was handed down from Gurus to disciples

in an occult manner, before its followers could be numerically strong

enough to preach their secret doctrincs in public. It seems, therefore,

reasonable that the Mahasiddhas such as Saraha, Nagarjuna, Luipd,

Padmavajra, Anangavajra, Indrabhiti and the rest who were masters

of Tantra and were great authors and magicians, were the chief agents

to boldly and publicly preach their doctrines and exhort people to

follow their tenets, doctrines and practices, Their endeavours combined

with their unique personal achicvements must have converted a

considerable number of people to Vajiayana faith,

It is rather difficult to point out the source of information from

which Taranith drew his inspiration, but a perusal of such Tantric

works as the Guhyasiddhi of Padmavajra and the Jiianasiddhi of Indra-

bhiti makes it possible to infer that it was the Guhyasamaja which was

regarded as the most ancient and the most authoritative work of the

Tantra school. Padmavajra not only advocates the cause of Tantric

Buddhism but also gives a succinct digest of the work which he calls

Sri-Samija or the ‘Venerable Samaja’ in his treatise which is still unpub-

lished. Indrabhiti in his Jfianasiddhi acknowledges the Guhyasamaja

as the work of highest authority, and gives a summary of some chapters

and the topics dealt with in this work. There is thus hardly any doubt

that the Guhyasamaja is the original Sangiti which introduced for

the first time the tenets of Vajrayina into Buddhism. It is believed to

have been introduced in an Assembly of the faithful by lord Buddha who

is here called Sarva-Tathaigata-Kaya-Vak-Citta, The Guhyasamaija is

written in the form of a Sangiti and is considered highly authoritative even

now amongst the Vajrayanists, and is regarded as one of the Nine

Dharmas of Nepal, This is evidently the fist work of Vajrayana, and

1. Kern: Manual of Buddinsm, p. 133.
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Asanga quite conceivably may have had something to do with it, as it is

commonly believed that the Tantras were introduced by Asanga after

being initiated by Maitreya the Coming Buddha in the mysteries of Yantra

in the Tusita heaven.

It cannot be denied that in the very beginnings of Buddhism and even

when Mahiyana sprang up in later times a very strict discipline was

enjoined on the followers of the faith, On the monks the rules were

very strictly put into oferation. For instance, they must not have any-

thing to do with women, must not take any forbidden food. Wine,’

flesh, fish, appetisers and such objects of enjoyment were specially

forbidden. The rules were indeed good and were very attractive in

the time of the Buddha. But it is wholly absurd to expect obedience

to such strict disciplinary measures from all members of the Sangha

even in the Buddha’s life-time, if not for centuries after his disappear-

ance. And alter all, what would be the result? Freedom from

births and rebirths was only a possibility, and success at best was

only questionable. The members of the Sangha must have revolted

from time to time against the unnatural rules of discipline imposed on

them, and party quarrels were already in evidence in the Second

Great Council when the Mahasanghikas were expelled from the Orthodox

church by the Sthaviras or Elders, because the latter were unwilling

to make any cyncession on the ten minor points of discipline, Rebellion

against the rules on broader and more important matters of discipline

must have been in existence amongst a section of the monks but they

could not create a party of their own which could sufficiently withstand

the criticisms of the orthodox section which was sure to go against

them and denounce them as heretics. These monks who saw salvation

only in leading a natural Jife went on devising plans to modify their

faith according to their light, probably by writing what is called the

original Tantras which were covertly handed down through trusted

disciples who could practice their secret rites without let or hindrance.

These Tantras are in the form of Sangitis and are said to have been

delivered by Buddha in an Assembly of Faithful. It is in this Sangiti

form that all new ideas were introduced into Buddhism and the Sangitis

were very powerful agencies in the introduction of innovations, because

Buddhism would not be prepared to accept anything as true unless spoken

by Buddha himself in a public assembly.

The orthodox followers of the faith were sure to challenge anything

that had not been sponsored by Buddha, and that seems to be the

1. For further information refer to introduction to Guhyasamaja published in the

Gaekwad's Oriental Series, (GOS).
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reason of the great popularity of the Sangiti literature. The original

Tantras of Buddhism are written in the Sangiti form wherei. are

inculcated doctrines which are diametrically opposed to the original

teachings of Buddha. Easy methods leading to happiness in this world

were held out in this literature, easy paths leading to salvation were

shown ; great parade was made of the merits accruing from the repetitions

of the Mantras, Dharanis, panegyrics and worship of gods and

goddesses. But everywhere even a casual reader can detect a desire

on the part of the authors to thwart all unnatural rules and regulations

imposed on the followers. These disciplinary regulations, as a conse-
quence gradually slackened down one after another, and ultimately

when the Vajrayanists gained in power the secret doctrines no longer

remained secret, but were openly preached and practised to the great

annoyance of the orthodoxy.

In order to increase the popularity of Vajrayana the followers inclu-

déed in it all conceivable tenets, dogmas, rites and practices that were

calculated to attract more adherents. Thus the leading tenets of Mantra-

yana along with Mantras, Mandalas, Mudras, gods and goddesses

were included in Vajrayana, The earliest work of this class is said to be

the Vidyaddharapitaka which has been characterised by Hiuen Thsang

as belonging to the canonical literature of the Mahasanghikas, But

this work is not available in original Sanskrit, and it is not possible to

say anything with regard to the contents of the text. But with regard

to another work the Majfijusrimilakalpa the circumstances are different.

This extensive work is published in the Trivandrum Sanskrit Series in three

volumes. The text forms a part of the ancient Vaipulyasitras of

Mahayana and is decidedly the earliest work of Mantrayana at preseut

available. It is written in the Sangiti style in prose and in verse, and

in an archaic style closely resembling the Gatha style, and is written

throughout in what is called the Mixed Sanskrit. This work must have

been very popular even after the destruction of Buddhism in India as

will be evident from the fact that the book was copied only about four

hundred years back in a monastery of South India by Ravicandra the

head of the Milaghosa Vihara.1_ The Mafijusrimilakalpa deals with

the formulae and practices which lead both to material prosperity and

spiritual regeneration, and belongs to the early centuries of the Christian

era but decidedly after the time of the composition of the Amitayus Sitra

or the Sukhavati Vytha which ushered in the conception of Amitabha

and Avalokitesvara for the first time in Mahayana. The Amitayus Sitra

was first translated into Chinese in a period between A.D. 148-170, and

hence the time of its composition may be fixed at about 100 A.D.*

1, See introduction to the Mafijusrimilakalpa by the editor, Ganapati Shastri.
2, Sukhavativyiiha, pp. 1, 28, $2.
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The Mafijusrimilakalpa in that case would only be about a hundred

years later than the Amitayus Siitra. If the Guhyasamaja is accepted as

the very first work of the Vajrayana school it must be admitted that much

time must have elapsed between the age of the Maiijusrimilakalpa and

that of the Guhyasamija which is put down in circa 300 A.D.

The beginning of the Sangiti in the Majfjusrimiilakalpa is in the

orthodox style as opposed to the Tantric style which is decidedly later,

and where Bhagavan is introduced in the company ofa large number of

women instead of an assembly of pious and devout Bodhisattvas only, as |
in the earlier Sangitis. The doctrine of the five Dhyani Buddhas or even

their names, Mudrias, Mantras, families, Saktis, colour and direction are
all absent in the Mafijusrimilakalpa. Moreover, the Mantras and Mudras

which were later systematized in the Vajrayana work of Guhyasamiaja

are found scattered in the body of the text of the Mafjusrimilakalpa in a

disorganised manner. The Mantras of some of the Dhyani Buddhas

are indeed to be found in the Mafijusrimilakalpa although not exactly in

the same meaning and form as in the later Guhyasamija. The

Maiijusrimilakalpa further speaks of Mantrayana but it does not

refer to Vajrayana which is mentioned for the first time in the

Guhyasamaja, the Tantra of Secret Communion. Under the circums-

tances it is possible to call the Maiijusrimilakalpa as one of the earliest

Mahiyana Sitra works on which perhaps ts based the outward foundation

of the Vajrayana system. Yet one who will read this work carefully will

not fail to notice that it is a product behind which there is a history of

development of several centuries And probably, if ever one can go to

the root of Mantrayana one will have to voice the opinion of Santaraksita

and Kamalagila that instruction on Tantras, Mudris and Mandalas were

delivered by Buddha for the benefit of such followers as would care more

for their material prosperity than spiritual.

Vajrayana thus included in its purview all varieties of attractive

tenets, notions, dogmas, theories, rites and practices, and incorporated

all that was best in Buddhism and probably in Hinduism also, and

owing to this circumstance Vajrayana attained great fame and popularity.

It satisfied everybody, the cultured and the uncultured, the pious

and the sinner, the lower and the higher ranks of the people and

devotees, Vajrayana catered to all tastes with equal efficiency, and

it had something useful for everybody. Its universal popularity became

an established fact.

It is difficult to say from what exact locality Tantrism took its origin,

In the Saidhanamala are mentioned the four Pithas or sacred spots of the

i)

1. See introduction to Gubyasamaja, where this date has been discussed.
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Vajrayanists, namely, Kamakhya, Sirihatta, Pairnagiri and Uddiyana.

The Tibetan authorities are of opinion that the Tantric Buddhism origi-

nated from Uddiyana. The location of Uddiyana thus is important for

the history of the Buddhist Tantric literature.

Uddiyana is mentioned in the Sadhanamala rather frequently. The

earliest manuscript of the Sadhanamila is dated in the Newari Era 285

which is equivalent to A.D. 1165. In this work Uddiyana is connected

with the Sadhana of Kurukulla, Trailokyavagamkara, Marici and Vajra-

" yogini, The Sadhanamala also connects Uddiyana with such Tantric
authors as Saraha. The Jfidnasiddhi of Indrabhiti is stated in the last

colophon as having started from Uddiyana (Odiyana).

Uddiyana being one of the four Pithas sacred to Vajrayogini should be

at least near Kamakhya (Kamaripa), and Sirihatta (Sylhet) in Assam and

it is not unusual to think that all these four Pithas received their sanctity

from temples dedicated to Vajrayogini. Thus Uddiyana has to be located

in the Eastern and Assam area.

In the medieval period when Tantras flourished, Vanga and

Samatata were the two important centres of culture in Bengal. Vanga

included the present Dacca, Faridpur and Backerganj districts, while

Samatata comprised the present Sylhet, Chittagong, Tipperah and

Mymensingh districts. That Vanga and Samatata were the two great

centres of culture in Bengal is borne out by the numerous Buddhist and

Brahmanical images of the Tantric types discovered in the whole of this

region. Numerous old inscriptions, remains of old buildings, coins and

terracottas found in these regions, confirm the conclusion that from the

Vanga-Samatata area radiated different streams of culture to the rest of

Eastern India,}

In this Vanga-Samatata region one of the most important places is the

Pargana Vikrampur in the Dacca district. Anyone acquainted with

the ancient inscriptions of Bengal will be able to appreciate the importance

of Vikrampur which is sometimes mentioned as the seat from which

imperial charters were issued. There was a great Buddhist monastery

here in the reign of the Candras and the Senas. Atisa Dipankara,

famous in Tibetan history as a great scholar and master of Tantric

lore, is said to have belonged to the royal family of Vikrampur. Vikrampur

is recognized even to-day as one of the foremost places of culture in

East Bengal.

In this Pargana Vikrampur there is a fairly large and well-populated

village which is now known by the rather extraordinary name of

1. Bhattasali: IBBS, intro. p. xxvili.
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Vajrayogini, Round about this village numerous Vajrayana images have

been discovered, and among them may he noticed images of Jambhala,

Parnasabari, Vajrasattva and Tard. The term ‘Vajra’ in Vajrayogini

is also a familiar Buddhist word. Vajra is equivalent ta Siinya.

Vajrayogini is a Buddhist deity which the Hindus borrowed in the

form of Chhinnamasta. Thus the name of the village appears to be

unmistakably Buddhist. The village must have derived its name from

the temple of Vajrayogini which was in existence in early times.

It has already Leen pointed out that the temples dedicated ta’

Vajrayogini could only be expected at fuur places, Kamdkhya, Sirihatta,

Pirnagiri and Uddiyana. Out of these Kamahhya and Sirihatta, (Sylhet)

still retain their original names. Pirnagiri which signifies a hill is not

identified yet with certainty. But it is possible to spot the fourth place

which is connected with Vajrayogini. Thus it becomes evident that the

present village Vajrayogini was originally known as Uddiyana but as the

deity Vajrayogini became more popular later, the original name gradually

disappeared giving place tothe name of the deity. Tantrism of the

Buddhists therefore originated here in Uddiyana-Vajrayogini, and thence

was transmitted to the rest of Incia.!

One of the chief topics dealt with in Vajayana is the deity. ‘These

deities are a product of psychic exercises of the most subtle character, and

are visualized by the worshipper in the course of intense meditation. These

psychic exercises are called the Sadhanas a collection of which 1s published

in the Sddhanamala already refeired to. To appreciate Buddhist icono-

graphy, therefore, a reference to the Sadhana process of god-realisation is

necessary. This process is described in the next section,

3. The Psychic Process of Sadhana

The Tantrics of ancient India were formidahle optimists. They intui-

lively realised that though this universe is composed of matter and spirit,

it is the spiric which always dominates over matter, and is undoubtedly

more powerful than the latter. There were several schools of thought im

ancient India which took it for granted that spirit was supreme and

that this spirit should be developed in order that power may he

gained. Amongst these schools the Yoga and Tantra were pre-eninently

the most influential and popular. The followers of these schools

particularly the latter, wanted to achieve through spiritual or psychic

power everything that could be achieved in the material sphere.

To-day for quick travel the material world presents to us railways,

For further details, see the author’s article, entitled The Home of Tantric Buddhism

in B. C. Law Commemoration Volume, Vol. I

3
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aeroplanes and steamers, but the Tantrics claimed that by spiritual culture

the weight of the body can be so reduced that it can fly over space to any

distance within the shortest possible time. To-day for information about

kinsmen in distant lands people send letters, wires and cables, but the

Tantrics claim that by intense meditation alone they can visualize what is

happening in other parts of the world, either by a projection of the

mind or by mentally travelling the distance in afew seconds. For conver-

sing with a friend at a long distance the material world provides telephones

and wireless instruments but the Tantrics claim that by psychic exercises

they can hear anything from any distance, even the voice of gods and

other invisible beings in the firmament. When a man suffers from disease

the material world provides doctors, medicines, injections and so forth,

but to a Tantric these a1c unnecessary. By developing psychic resources

of the mind he can cure by a mere glance, or touch or by recitation

of Mantras. These extraordinary powers of the mind are called

siddhis.

Thus it can be seen that the Tantrics recognised long before the

present age that psychic culture is of the utmost importance in life, and

thhough these exercises anything that can be accomplished in the mate-

rial sphere can be achieved in the psychic sphere. This tendency even in

the present day is a donunating facto: in Indian life, and no one

should wonder seeing people running after Sadhus and SannydAsins

leaving aside modern scientific men in many of their difficulties. Occa-

sionally, stories are told of nuraculous powers of ascetics over the elements

of nature or of their power of curing diseases for which apparently no

recognised system of scientific medicine has discovered a cure. There

are many such Yogins even now in India moving about in jungics,

cilies, caves and mountains, possessing wonderful and miraculous

powers.

The Tantrics who were the advocates of psychic culture, by persistent

ef.orts through mental exercises, used to obtain super-normal powers

which were known as Siddhis. Those who gained such Siddhis were

called Siddhas, and the process through which they obtained Siddhis was

called Sadhana. The Yogasitra which 1s recognised to be the earliest

work in Sanskrit on the subject of psychic exercises, enumerates cight

differcnt Siddhis. Later works mention moie and the Brahmavaivarta

Purana mentions thirty-four kinds of Siddhis including the eight already

mentioned in the Yogasitra.

The Siddhas or those who attain super-nurmal powers are consi-

dered to be of three distinct varieties, the Best, Middling and the Mild.

The first class magicians can fulfil all their desires by mcre thought,

that is to say, as soon as a desiie arises in his mind it is instantly fulfilled.
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The Middling variety of Siddhas is able to coniquer death, commune

with gods, enter unperceived ito dead bodies or homes of others,

move in the air, hear the gods talk, understand all terrestrial truths,

obtain conveyances and ornaments; and to hewitch people pe:foun

miracles, remove diseases by glance or touch, extract poison, obtain

e1udition in scriptures, renounce all worldly enjoyments, practise Yora

in all its subdivisions, show compassion to ail beings and even obtain

omniseience. The Mild or the third class of Siddha obtains fume,

long life, conveyances, ornaments, familiarity with the king, popularite

with royal personages and people of influence and power, wealth and

prosperity, children and family.

The Siddhas of the first and second class were known as Mahasdebas

‘Great Magicians’ and in India their number was recognized as eighty -

four. Most of these Mahasiddhas flcurished durine the Pala Period

of Indian history (8th to 12th centuries A.]).) and were famous because

of their uncanny and prodigious feats.

The Sadhana or the process prescribed for attaining the different

Siddhis forms the bulk of the Tantric literatwe of both the Buddhists

and the Hindus. Thousands of Sidhanas were written, both in’ prose

and in verse, in Sanskrit and thousands were translated into Tibetan

and are now preserved in the pages of the Tibetan ‘Tangyur. Besides,

every Tantric manuscript, cart loads of which are even to-day to be

found in public and private collections, describes the Sadhanas through

which Siddhis are possible of attainment. ‘The Buddhists liad a special

literature called the Sidhanas and they were always written m Sanskrit

by many of the well known Tantric authors and the Mahasiddhas, ‘This

literature is now almost lost in original Sanskrit, but fortunately for

us some collections of Sidhanas are still extant. These collections

were given the names of Sadhanamala and Sddhanasamuccaya, and a

critical edition of all available Sadhanas in these two collections is

already published m two volumcs in the Gaekwad’s Onental Series as

Nos. 26 and 41. ‘he publication of these Sadhanas has revealed a

number of hitherto unknown and important facts. The Sidhanas

revealed that the Buddhists were not lagging behind any other religion

in India in the matter of psychic culture as advocated in the Tantias

Secondly, as these Sidhanas coutain the description of a large numbe:

of Buddhist deities it becomes possible to differentiate them from the

deities of the Hindu and Jain faiths, and to determine the purpose for

which they were made and what they stocd for.

The Saddhanas being most important for the study of the Buddhist

iconography it is necessary to give a general idea of the contents of

the Sadhana or the detailed process through which spiritual eminence
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or Siddhi is obtained. For this purpose a summarised translation of an

elaborate Sadhana in the Sadhanamala is given here. But before

proceeding to translate the Sadhana it may be emphasized that it is

a purely psychic process for the realisation and visualisation of the

deity with whom the worshipper is asked to identify himself. The

Sadhana in all cases is prescribed for the realisation of some god or goddess

according to a fixed procedure laid therein.

For describing the contents of the Sadhanas a specimen is here selected

‘which is published as Sadhana No. 98 in the Sadhanamaila of the printed

edition, for the realisation of the goddess Tard, composed by Sthavira

Anupama Raksita who was a well-known Tantric author and who

flourished before 1165 and whose works, five in number, are preserved in

translation in the Tibetan Tangyur. The contents of this Sadhana are

given below.

«The worshipper after leaving the hed in the morning should wash

his feet and face and after purifying himself should go to a place which

is lonely, agreeable, besmeared with scents, strewn with fragrant flowers,

and then sit there in an easy pose. Then he should meditate on his heart

the orb of the moon which originates from the first syllable -A- and

on it think on the form of a beautiful blue lotus. On the filament of the

lotus he should meditate on another moon the yellow germ syllable

—Tam—as destroying the darkness of ignorance, illuminating innumerable

worlds of the ten quarters, ard bringing from the firmament innumerable

Buddhas and Bodhisattvas.

“Then after an elaborate worship of these great compassionate

Buddhas and Bodhisatty as with celestial flowers, incense, scents, garlands,

unguents, powders, mendicant dress, umbrellas, flags, bells, banners and

the like, the worshipper should confess his sins with the following

words ; ‘Whatever sinful deeds I have done, caused to be done, or

consentcd to be done, in this endless cycle of creation, everything I

confess’.

“Thereafter, meditating on the restraint of wrong deeds he should

give his asscent to the meritorivus deeds of others with the following

Mantra: ‘I assent to the virtuous deeds of the Sugatas, Pratyekas,

Sravakas, the Jinas and their sons the Bodhisattvas, and of the world

with all the gods beginaing with Brahinan’,

‘Then he should take refuge in the Three Jewels with the Mantra ;

‘I take refuge in the Buddha so long as the Bodhi essence subsists ;

I take refuge in the Dharma so long as the Bodhi essence subsists;

and I take refuge in the Sangha so long as the Bodhi essence subsists’,

‘‘Thereafter the adherence to the path of the Tathagatas should be

made with the Mantra: ‘By me shall be followed the path indicated
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by the Tathagatas and naught else’.

“Then a prayer should be uttered with the Mantra: ‘The gods

and the Tathagatas instruct me with such incontrovertible advices on

law by which all beings may be freed from the bonds ot the world

quickly’.

‘Then he should meditate on the results of his meritorious deeds with

the words; ‘Whatever merit I have acquired by the seven kinds of

extraordinary worship like the confession of sins, etc. all that I devote to

gain, at the end, the final Sambodhi’.

‘After having finished the seven kinds of extraordinary worship the

deities should be dismissed with the formula : —Om Ah Muh— or with

the following words : ‘Thou movest now according to Thy will, being

besmeared with the sandle paste of Silas (conduct), wearing the garments

of the Dhyana (meditation) and strewn with the flowers of the Bodhi

(Enlightenment)’,

“Then the worshipper should meditate on the four Brahmas, of

Friendship, Joyousness, Compassion and Indifference. Friendship is the

love that exists in all beings like the love towards the only son, or like its

fruition in their welfare and happiness.

‘Compassion again is of what kind ? It is the desire to save all beings

from misery and from causes that lead to misery. The desire that I shall

even save the beings who are burnt in the great fire of suffering from the

three evils and have entered the prison of Samsira is what is called

Compassion. Or it is the desire to save all beings suffering from the

three evils trom the sea of Sarnsira.

‘‘Muditaé or Joyousness is of the following nature. It is the desire

in all beings of the world for the attainmeni of Buddhahood which

is unlikely to materialize, Or it 1s the attraction in all beings towards

the virtues that exist in the world and to the enjoyment of spiiitual

powers arising out of them.

“What is indifference or Upeksa? It is the doing of great welfare

to all beings, good or bad, by overcoming adverse requests and obstacles,

Or it is the desire that comes of its own accord to do good to all beings

without the least craving for any return, love or hatred. Or it is the

indifference tuwards the eight human institutions of gain or loss, fame or

notoriety, praise or blame, pleasure or pain, and similar things.

‘‘Thus meditating on the Four Brahmas the inherent purity of the

phenomenal world should be meditated upon. All phenomena are

indeed inherently pure, and therefore, the worshipper should think

himself to be pure by nature. This natural purity of all phenomena

should be established by the formula : Om _ svabhavasuddhah

sarvadharmah svabhavasuddho’ham—. If all phenomena are inherently
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pure, where then is the possibility of the cycle of existence 7 Because of

its being covered up with such thought categories as the subject and the

object, The way of purging of this impurity is the meditation on the good

path. By this itis made to disappear. Thus is established the inherent

purity of all phenomena.

‘‘After meditating on the purity of the * phenomenal existence the

Sinyata of all phenomena should be meditated upon. Here Sinya means

this. He should conceive the entire universe with its mobile and immobile

creations as the clear manifestation of non-duality when the mind is devoid

of all the extensions of such thought categories as the subject and the

object. The Siinyata should be established by the formuléa—Om

Sinyatdjfianavajrasvabhavatmyako’ham—.
“Then as previously stated, the worshipper should mediate on his

heart the goddess Aryatara who originates from the yellow germ-syllable

—Tam—placed on the orb of the moon with the deer on its lap.

‘The worshipper should meditate on goddess Aryatira as one-faced

and two-armed of deep green complexion, fully decked in all ornaments,

of youthful appearance, clad in celestial garments, holding on her crown

the miniature figure of the parental Dhyani Buddha Amoghasiddhi. The

deity should further be mediated upon as silting in the ardhaparyanka

attitude and showing the gift-bestowing signal in the right hand and

carrying a full-blown lotus in the left hand.

“The goddess of this description should be meditated upon as long as

desired. Then the eternally accomplished Bhagavati should be drawn

out from within by the spreading rays that illumine the three worlds,

the rays that issue forth from the ycllow germ sylNable—Tam—piaced

on the orb of the spotted moon which is enclosed within the filament of

a beautiful blue lotus. After thus discovering her, she should he

placed on the firmament and should be worshipped with the offerings

of scented watcr and fragrant flowers contained in the vessel inlaid with

gems at the feet of the goddess. She should also be worshipped with

various rites, external and internal, by means of flowers, incense, light

stick, food offerings, scents, garlands, unguents, powders, mendicant

dress, umbrella, flags, bell, banner and the like. Thus after repeatedly

worshipping her and offering her panegyrics, the Mudra or the mystic

signal should be exhibited. The palms of the hands, should be joined

together with the two middle fingers stretched in the form of a needle.

The two first fingers should be slightly bene their tips touching the

third phalanges of the first fingers. The two third fingers should be

concealed within the palm, and the two Ilttle fingers should be stretched,

This is called the Utpala Mudra or the signal of the night

lotus.
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“With this Mudra the goddess of the essence of knowledge in the

front should be propitiated, and then she should tbe commingled with

the goddess of the essence of Time within, and by so doing the non-

duality of the two should be meditated upon, Then the rays issuing

forth from the yellow germ syllable—Tain—placed on the spotless

moon will appear to him as illumining the ten quarters, as causing

the removal of the poverty and misery of all beings by showers of

various gems and as satisfying them by the nectar of advice on the

nature of Siinya.

“Engaging himself in doing good to the world, the worshipper

should meditate on the form of goddess Tara which is identified with

the universe. Further, he should meditate repeatedly until tired on

the yellow germ syllable and the Bhagavati contained therein. He

who is unable to meditate thus should mutter the Mantra which in

this case is--Om Tare Tuttare Ture Svaha—. This is the lord of

all Mantras, is endowed with great powers, and is saluted, worshipped

and revered by all Tathagatas.

“Afier having finished his meditation on the form of Tara he should

think the world as identical with the goddess and should move about

thinking his own form as that of the goddess, Generally speaking,

to those who meditate on the Bhagavati in this manner, all the eight

supernormal powers fall at their feet, and other small powers come

to them as a matter of course. Whoever meclitates on the Bhagavati in

the Jonely caves of mountains espies her with his own eyes, The

Bhagevati herself gives him his breath, nay more, even the Buddhahood

which is most difficult to attain voines to him like a plum on the palm of

his hand.”

The above is 4 summary of the contents of a Sadhana devoted to

a single goddess, Tara, and there are hundreds of such Sadhanas for

other gods and goddesses. But the important point to be noted

in this connection is that the gods have no imdependent and _ real

existence apart from the mind of the worshipper and the manner of

worship. The deities possess no external form but repiesent purely

mental conceptions of the Sidhaka who by means of the Sadhana

undergoes a detailed mental exercise for the development of his spiritual or

psychic powers.

The discussion in this section leads to a consideration of godhead in

Tantrism in order that the deities treated in this work may be studied in

their true perspective.
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4, Godhead in Buddhism

There is a great deal of confusion regarding the true natttre of a deity

whether it is of the Hindu or Buddhist conception, The general belief is

that a deity is nothing more than an idol, and therefore, not worthy of any

attention. The deities are connected, as all students of Tantra know, with

Sadhana and Siddhi, and the conception of godhead therefore is an

essentially spiritual or psychic matter.

The Sadhana is concerned with the process for worshipping a particular

deity as has been made abundantly clear in the previous section. This

consists in meditating in a quite place and there practising Yoga till a state

similiar to deep sleep is brought about. In this state of deep sleep the

ascetic communes with the Infinite Spirit or the inexhaustible store-house

of energy, which is supposed to be the highest creative principle behind

the world structure. By this communion the ascetic draws forth energy

from that inexhaustible store-house and hecomes powerful himself. This

process of the realisation of the Infinite Spirit is what is called Sadhana.

The deity is part of this psychic process.

The Tantras are, in fact, sciences dealing with psychic matters, and

give directions for a variety of psychic exercises. It therefore stands to

reason that the Tantra is a science or a Vidya requiring competent precep-

tors and efficient disciples. Like all other sciences the Tantra is not also

open to all and sundry, but only to those who are initiated into the

mysteries of the science, and are competent to follow the prescribed

practices with patience and zeal. These arc the right type of disciples for

Tantric practices, and may be called the Adhikarins or rightful persons,

In many Tantric works long chapters are devoted to the qualifications of

the preceptors and disciples and there are also rules for their respective

competence to give or receive initiation.

The Adhikarin must have a certain equipment before he proceeds to

receive his initiation in the Tantra from a preceptor. And, in fact, as

the Tantra path is an exceedingly difficult path, the disciple is required to

have a great deal more equipment than is necessary for pursuing any other

Vidya known to ancient India, First of all, the ncophyte must be patient,

enduring, devoted and sincere, and he must serve his preceptor with

whole-hearted devotion. But the most important equipment necessary for

him is that he should be proficient in the art of Yoga and Hathayoga

without which it is not possible to proceed with any Sadhana worth

the name or with any difficult Tantric practice. The process of the

visualisation of the deity requires intensive training as the following

account will show.

The difficult psychic precess is described in detail and in an elaborate

form in the Guhyasamaja which may be called the Bible of the Tantric
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Buddhists. A perusal of the book makes it clear that when the Bodhicitta

or the Will to Enlightenment mingles with Siinya or the Infinite Spirit
in the highest state of meditation the mtnd-sky is filled with innumerable

visions and scenes until at last, like sparks the individual visualises letters

or germ syllables, which gradually assume the shape of deities, first

indistinct, then changing into perfect, glorious and living forms, the

embodiments of the Infinite Sinya. They appear in bright, cffulgent,
gorgeous and divine beauly in form, ornaments and dress. Violent deities

in like minner appear before him in the mest violent form conceivable, 1m

an awe-inspiring manner with dishevelled hair, blood-shot eyes, bare fangs.

decked in ornaments of human skulls, severed heads and human bones,

with frightful weapons and dress. ‘These beings both benefice and malefic,
are known as deities, and once realised thev never leave the ascetic but

become instrumental in bestowing on hun more and mre spiritual and

psychic powers,

The process of the evolution of the deity is described in T intric works,

where clear-cut statements are made on the origin of the deities and

their gradual evolution from the perm syllable. In the Advayavajra-

sangraha, for instance, it is said :

. . . 4. ‘

‘The form of the deity is an explosion of the Simya, It is hy nature

non-existent. Whenever there is an eaplosion it must) be Siinya in

essence, "

In another place in the same book it is declared :

“From the right perception of Sanyiti proceeds the germ-syllable :

from the germ-syllable proceeds the conception of an icon, and from

the icon its external representations. The whole process therelore is one

of dependent origination.’”2

The equipment necessary for pe:sons competent to worship and

realize deities, and the nature of the evolution of the deities have already

been indicated. Now it 1s necessary to state the views of the Guhya-

samaja regarding the principles of god-realisation. and the various expe-

riences through which the Sidhaka has to pass before the deity is

realised and visualised. The Guhyasamija® calls this process Upaya

(means) which is recognised as of four kinds, Sevi, Upasidhana, Sadhana

and Mahisadhana. Seva (worship) is again sub-divided into two,

namely, Samanya (ordinary) and Uttama (excellent). Of these two, the

Samanya Sevi consists of fuur Vajras : first, the conception of Sinyata ;

second, its transformation into the germ-syllahle ; third, its evolution

1. ADV. p 50, lines 7, 8.

2. ADV. p. 51, lines, 6, 7.

3. Guhyasamdaja, chapter 18, pp. 162, 163.

4
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in the form of a deity, and the fourth, the external representation of the

deity.

In the Uttama Seva (excellent worship) Yoga with its six limbs should

be employed. These six limbs are: Pratyahara, Dhyana, Pranayama,

Dhirana, Anusmrti and Samadhi, Pratyahara (control) is here described

as the process by which the ten sense-organs are controlled. Dhyana

(meditation) is explained as the conception of the five desired objects

through the five Dl.yani Buddhas, namely, Vairocana, Ratnasambhava,

Amitabha, Amoghasiddhi and Aksobhya. This Dhy4na is again sub-divided

into five kinds: Vitarka (cogitation), Vicara (thinking), Priti (pleasure),

Sukha (happiness), and Ekagrata (concentration).

Pranayama (breath control) is the control of the breathing process by

which breath which is of the nature of the five Bhiitas (elements) and

the five kinds of knowledge, and is like a bright gem, is drawn from

inside and placed as a Jump at the tip of the nose and is meditated upon.

Dhirana (meditation) is the meditation of one’s own Mantra on the

heart, and the placing of it on the Pranabindu (heart centre) after

restraining the jewel of sensc-oigans. When this is done Nimittas

(signs) make their appearance. These signs are of five kinds and appear in

succession. The first is the sign of the Mariciki (mirage), the second is

that of smoke, the third is of fire-flics, the fourth is of light, and the fifth of

constant light like a cloudless sky.

Anusmrti (memory) is the constant meditation of the object for which

the psychic exercise is undertaken, and by this Piatibhasa (revelation)

takes place. After conuningling the two elements Prajiia (knowledge)

and Upaya (means) the whole objective world should be conceived as

contracted in the form ofalump, and this should be meditated upun

in the Bimba (icon-circle). By this process the transcendental knowledge

is suddenly realised hy the worshipper and is known as Samadhi

(visualisation).

For the purpose of visualisation it is necessary that the process should

be continued for six months and this is done according to the Guhya-

samaja always while enjoying all kinds of desired objects. If within six

months the deity docs not show itself the process should be repeated

thrice while following the rules of restraint duly prescribed. If the deity

is not visualised even after this, it should be forced by the practice of

Hathayoga. By this Yoga the ascetic niost certainly attains the knowledge

of the deity.

The above incidentally shows what part is played by Rajayoga and

Hathayoga in the process for the realisation of the deity. It shows also

that the Tantra begins where Yoga ends. Therefore, the worshippers

of the deity must first be adepts in Yoga before they make an attempt
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to follow the more advanced science of the Tantra which obviously,

is not meant for ordinary people. The conception of godhead in

Buddhist as well as in the Hindu Tantra is thus philosophically

most profound.

The individual soul is variously called the Bodhisattva (Bodhi

Essence), Bodhicitta (Will to Enlightenment), Jivitman (individual soul)

while the Infinite or the universal soul is variously known as Siinya

Brahma and Paramatman. When they combine in the state of the

highest meditation and cencentration, an artificial condition akin to’

deep sleep is brought about, and the deity appears in the mind sky ir

flashes and sparks. The nature of the Jivatman being finite, it is not

possible to realise the Infinite in its entirety, that is to say, the result

of the mystic experience of the Jivatman also 1emains fimte. And as the

object for which the worshipper sits in meditation is different in different

cases the deity visualised also becomes different. It is the Bhavana

(desire) of the worshipper which is of the nature of a psychic force

that reacts on the Infinite Energy, giving rise to different maniestations

according to the nature of the reaction. The nature of this reaction is of

illimitable variety and thus the resultant deity also appears in an infinite

variety of forms, and this seems to be the chief reason why we find gods

and goddesses of different forms in the pantheons ot both the Buddhists

and the Hindus. ‘The ascetic who visualises a particular deity, generally

makes it a rule to recoid the process by which the visualisation of a

particular deity took place, for the benefit of his disciples in order that

the iatter may realise the deitv in the easiest and most efficient manner.

The Infinite Energy is Sunya in Vajrayana, and this Siinya is invoked

by the worshippers of different classes with different desires and different

degrees of mental devclopment. As Siinya is mvoked in for thousand
and one purposes, it manifests itself in thousand and one ways, in

thousand and one forms, and it is precisely in this manner that the numLer

of deities in the Buddhist pantheon increased to an encmmous extent. ‘The

psychic exercise prescribed in the case of different deities 1s different in the

Sadhanas. The Sadhanas become less or more difficult according to the

mental capacity of the worshippers, who are gencrally classified as High,

Middling or Low. The regulation of life in the case of the worshippers of

different classes becomes more or less stringent according to the degree of

psychic progress,

In the realisation of the deity, there are thus thiee elements, the

worshipper, the deity and their connection or identity. These are

named in the Tantric works as the Bodhicitta, the Mantrapurusa

(Mantra body) and the Ahamkara (identity). The worshipper is called

the Bodhisattva (Bodhi essence), and his rind is known as the Bodhi-
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citta (Will to Enlightenment). The deity is the embodiment of the cluster

of letters contained in a Mantra which are dynamized by excessive con-

centration and repetition. The sacred words or Ictters sct up strong

vibrations and ultimately condense themselves in the form of deities and

this is called the Mantrapurusa (Mantra body) or Mantra person. But

before the Mantra person is visualised there must always be a complete

identity between the Bodhicitta and the Mantrapurusa. The subject is

both interesting and important for the study of gods and goddesses, and

therefore merits a detailed treatment.

The Vajrayana conception of the Bodhi mind appears to be the same

as advocated in Yogacara, an idea of which can be gained by a reference

to the Tattvasangraha of Santaraksita. The Bodhi mind is like a conti-

nuous stream of consciousness which changes every moment, the

consciousness of the previous moment giving rise to or causing the con-

sciousness of the succeeding moment, The chain of momentary conscious-

ness which is without a beginning or an end, operating in unison with

the all powerful act-force leads it either to degradation or to emancipation

according as the actions done are good or bad. The Bodhi mind is by

nature surcharged with impuritics such as desire, memory, existence,

non-existence, subject, object and the rest which are all unreal. To

purify this chain of consciousness is the sole aim of the Bodhisattva,

but so long as imputities are not removed, it will be subject to a series of

transmigrations cither in the woild cf gods or men, or of animals, birds,

chosts and demons,

According as the impurities are removed one after another, the

Bodhi mind commences an upward march in the different spiritual

sj heres, called Bhiimis, and stays in them only so long as it is not

qualhfied to a.cend to a higher sphere. The number of Bhimis are

recognized generally as ten and the Sitra which describes them is called

the Dasabhimika Sitra, The Bodhi mind obtains emancipation, or in

other words when it crosses the ten Bhimis mentioned above, it is

rewarded with ommscience. These Bhimis arc not meant for the

Hinayinists but were exclusively designed for the Mahjydnists who are

the real Bodhisattvas. No Buddhist will be called a Bodhisattva who

has no compassion for suffe:ing humanity or who will not be prepared

to sacrifice his all for the benefit of others. The Vajrayanist concep-

tion is the same, and it defines Bodhi mind as one where Sanya and

Karuna (compassion) work in unison. In the eye of a Vajrayanist the

external world has much the same significance as it appears in Yogacara.

The Tantras characterize the external world with its movable and

immovable objects like a pot, picture, carriage, house, stone-house,

mountains and the rest as reduced by reason to mere appearances, in
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the same way as magic and dream are considered to be appearances.

Therefore, the Vajrayanists hold that external objects have no greater

reality than magic, mirage, shadow or dream, and their reality cannot be

proved by reason.

The Mantras or mystic syllables constitute the backbone of

Vajrayana worship, and are of illimitable varieties. The Mantras

are mostly unmeaning words but they sometimes reveal the influence

of some unknown language. The Vajrayanists maintain that the

Mantras are endowed with great powers. ‘What is there impossible”

they say, “For the Mantras to perform if they are applied according to

rules ?” It is also said that through repeated mutterings of the Mantras

such power is gencrated that it can astonish the whole world. The Mantra

has power even to confer Buddhahood or omniscience. The merits

that accrue from the repetitions of the Mantra of Mahakala are so

numerous that all the Buddhas taken together cannot count them

even if they were to count without cessation for a number of days and

nights. By the Dhirani of Avalokitesvara cven an ass can memorize

three hundred verses, The Mantra of Ekajata is said to be so powerful

that the moment it is uttered a man becomes free from danger, he is

always followed by good foitune and his enemies are all destroyed.

The repetition of the Mantra is however to be done with the ereatest

caie, for instance, it should not be muttered too quickly nor too

slowly. The mind at the time of repetition should be concentrated

on the letters of the Mantra and should be free fiom all evil thoughts,

and the Mantra should not be 1epeated when the mind is fatigued

or tired.

Thus it can be seen that the Vajrayanists believed that the Mantras

were endowed with dynamic power. Their power consisted in the

arrangement of the syllables, the purity of which is to be guarded with

the greatest care. The Mantra is required to be received with proper

ceremonies from a competent preceptor, The Mantra is powerful

when it comes from a_ preceptor who is pure, and has repeated it conti-

nuously so as to visualize the Mantra person or the deity sacied to

the Mantra. Th: letters of the Mantra can only be dynamized hy

continual repetition by day and at night until the deity is visualized.

When the Mantra becomes powerful the vibrations let loose by the

Bodhi mind react on the universal Sinya which explodes in consequence

in the divine form of the deity and appears before his mind sky.

According as the calling signal is different in different cases the deity

becomes different, and thus its number increases. The deities are nothing

but the forms created by the force of word or letter vibrations, and by

continuous practice anyone can visualise the deity. The Mantra idea



50 INTRODUCTION

is not only logically correct but also philosophically profound.

The relation between the caller and the calling deity is one of identi-

fication. It is called Ahamkara or the identity of the Bodhi mind with

the deity, the manifestation of Sanya or the ultimate reality. The
identity is established with the Mantra “Tam the goddess and the

goddess isin me”. The worshipper should conceive himself as the deity

with the same complexion, form and limbs as described in the Sadhana

and should, instead of worshipping any external object, worship himself.

The Bodhi mind and the deity apparently signify duality but their

duality disappears with enlightenment. The Bodhi mind is of the

nature of Siinya and the deity is a manifestation of Sanya and, therefore,
both have the same origin. But to realise that the two are the same

requires perfect knowledge. Continuous meditation and austerities

enable the worshipper to shed the veil of ignorance which makes

one thing appear as two. The Budhi mind is further called Karuna

(compassion) and the ultimate reality as Sinyata, and when the two

commingle, it is called Advaya or non-duality, As copper leaves its

dirty colour (and become gold) when it comes in contact with the

magic tincture (of alchemy), even so, the body leaves off its attachment,

hatred, etc. when it comes in contact with the tincture of Advaya. This

Advaya isa form of cognition where the Bodhi mind comminglcs with

Sinya and becomes one with it. To symbolize this principle Vajrayana

brought in the conception of the Yab-yum form of deities in which the

deity appears locked in close embrace with his Sakti or the female coun-

terpart. When the deity is single, it means that the female counterpart

has merged into the deity even as salt melts in water, The deity is

Sanya and the female principle is the Bodhi mind, or the first is the ulti-

mate reality and the female is Karuna (compassion). Vhe Bodhi mind

can become ultimate reality through the one principle of Karuna.

This Karuna is symbolized in the form of Avalokitesvara, the great com-

passionate Bodhisattva who sacrificed his Nirvana in order to serve his

fellowmen.

From the foregoing even a casual observer can find that the Vajrayan-

ists formulated the principle that behind the creation there is an indomi-

table will which multiplies in the form of words and gradually they

condense themselves in the form of the deity. The female counterpart is

a further grossening process. This is the creative process, grossening

process and the process of evolution. This process can only be stopped

by the principle of Karuna (compassion) which gradually leads the

Bodhi mind to soar higher and higher, and to become finer and thinner

before it merges in Sanya. According to Vajrayana, therefore, the
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reverse process of involution starts only when the Bodhi mind is surcharged

with Karuna or compassion.

5. The Pantheon

The word Pantheon is derived from pan—all, and theas—god and

therefore, ccncerns itself with all gods belonging to a community following

the same religion. In Hinayadna or primitive Buddhism there was no

pantheon to which worship was offered by any Buddhist. But in

Mahayana a large number of deities was included and later, in its more

advanced form of Vajrayana this pantheon became surprisingly large

with deities of every description. Virtually, there was an epidemic of

deification in which every philosophical dogma, ritualistic literature, abs-

tract ideas, human qualities, even desires such as sleeping, yawning, and

sneezing were deified or given a deity form.

The varied, extensive, and diversified pantheon of the Northern

Buddhists owes its origin to Tantric Buddhism or Vajrayana. There

are certain indications that Buddhism had no pantheon before Tantrism

was well established. In very early days Buddhism recognised thirty-

three gods of the Hindus who were the residents of the Trayastrimnga

Heaven which is one of the Ripa heavens. Buddha did not believe in

gods or worship, and in the Saundarananda Kavya of Asvaghosa we

find Buddha discomaging his half-brother Nanda to touch his feet in

token of worship. He told Nanda that he would not be in the least

pleased by Nanda’s taking the dust of his fect, but he would bless him if

he would follow the precepts of true Saddharma. Buddha was deified in

Mahiyaina which considered him to be Lokottara or superhuman.! In

Buddhist art also Buddha images are not met with in the earlier schools

such as Sanchi and Bha:hut, and it is believed that the Graeco-Buddhists

vf Gandhara were the first to carve out his image in stone. This 1s the

view held by the celebrated French archaeologist Professor A, Foucher.?

In Bharhut and Sanchi scenes connected with the life of Buddha,

such as the dream of his mother Mayadevi (fig. 1), and the symbols of

Buddha like the Bodhi Tree, his head-dress, his foot-prints (figs, 2, 3, 4, 5),

and the rest used to be freely represented, but his actual likeness was

regarded as tuo scared to admit of representation, Dr, Coomaraswamy on

the other hand has shown that the Mathura school of sculpture can

have an equally strong claim to antiquity and probably for carving out

the first image of Buddha, These are great authorities and it is not

possible here to examine their theories in detail, For the present work

it is immaterial whether the claim for carving out the first image of

1. Kern; Manual of Buddhism, p. 3.

2. Beginnings of Buddhist Art, p. 127.
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Buddha is established in favour of either Gandhara o: Mathura. It

is enough to know that there are many images of Buddha in these

two schools of art.

Besides the sacted symbols connected with Buddla’s life and

teachings, worship was offered by the Buddhists to numerous other

objects. One of the most important among these objects is the Stipa

which is regarded as the embodiment of the Buddhist Universe with

all the heavens as conceived in Buddhism. The stipas_ received

worship even in the life-time of the Buddha and this continued

throughout the centuries after his Mahiaparinirvana. Such stupas are

found in abundance in the Buddhist countries, and a few celebrated stipas

in Nepal are illustrated herein (Figs. 6,7,8). They are the Stipas of the

Svayambhinatha (ulgo-Simbhu), the Bodhnath and Kathe Simbhu.

Besides the Stipas, the Three Jewels of Buddhism, known by the names

ofthe Buddha. Dharma and Sargha were corceived in the form of

deities and worship was fiecly offered to them by the Buddhists in both

symbolic and human forms. The images of the Holy Triad as obtained in

Nepal are here illustrated. (Figs. 9, 10,11). Out of the three, one

Dharma is a goddess.

Later, a number of gods and goddesses are described in the

Maiijustimilakalpa which is believed to be an earlicr work than the

Guhyasamaja which is dated circa A.D. 300'. Again in the Prajnii-

paramita Buddha is worshipped elaborately with diverse paraphernalia

of worship. But even then it does not scem clear that Buddhism at

this time had any conception of a well-defined and_ well-classified

pantheon, It 1s in the Guhyasamaja that the idea of a pantheon,

rationally classified, is properly and systematically crystallised. Here

for the first time are found the descriptions of the five Dhyani Buddhas,

their mantras, their mandalas, and their Saktis or female counterparts.

These Dhyani Buddhas represent the five Skandhas or the five cosmic

elements of which the world is composed, They «te here described as the

progenitors of the five Kulas or families of gods and goddesses. The

families owe allegiance to their progenitors who are known as Kulegas or

Lords of Families. In the Guhyasamaja it is said :

‘The five Kulas (families) are the Dvega (hatred), Moha (delusion),

Raga (attachment), Cintamani (Wishing Gem), and Samaya (convention)

which conduce to the attainment of all desires and emancipation,” *

The emanations or offsprings of these Dhyini Buddhas constitute

their families. It is in this way that the Buddhists built a well-classified

pantheon with its multiplicity of gods and goddesses, and when these

I. See the discussion on the subject in Guhyasamija, intro. p. XXXVI-—-XXXVLL.

2. Guhvasamaja: p. 6.
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were represented in art, they were required to show their origin by

holding on their heads the miniature figure of their parental Dhyani

Buddha. Every deity almost without exception was given various

forms with two, four, six, eight, ten, twelve, sixteen and even more

hands, and proportionately one head to three, four, six, and eight

heads. They were given different colours, different expressions and

different companions according as they were worshipped in the differ-

ent Tantric rites and according as they were required tc discharge

different functions, from curing a disease to the killing of an enemy.

The artists had a considerable hand in cxecuting the images and

they introduced their own traditions, provincialisms and innovations.

The votaries also according as they wanted to have their gods ina

powerful form, added extra hands, heads and feet to suit their own

ideas and whims, and it is precisely in this way that the deities

increased to an amazing number

The Guhyasameja or the Tantra of Secret Communion which is

pethaps the first book inculeating the Vajrayana philosophy of Mahasukha

is a product of circa 300 A.D. which is the time of Asanga. Quite

naturally the ‘Tantra could not get publicity as the public mind was not

prepared to receive the revolutionary innovations introduced in it.

Thus the Tantra went into private hands and was handed down through

an unbroken chain of Gurus and disciples for thiec hundred years in

the most secret manner possible. It obtained publicity through the

teachings and mystic songs of the Buddhist Vajracaryyas or Siddhas in

about the middle of the 7th century. It is for this reason that

references to the pantheon in the general Buddhistic literature are not

met with as frequently as can be expectcd, nor the accounts of the

Chinese travellers show much acquaintance with the pantheon, when

they came to India to investigate the condition of Buddhism in India.

Despite this, certain names of Buddhist gods and goddesses are indeed

met with in their writings, though they do not pertain to the well

classified panthcon referred to above. In the Sukhavati Vyaha which

was tianslated into Chinese between A.D. 148-170 the name of

Amitabha appears for the first time as the presiding deity of the

Sukhavati or the Akanistha heaven where he 1s believed to have brought

forth Avalokitesvara into existence.! It should be remembered that

in the Vajrayina works also this heaven has been characterized as

the abode of all gods and goddesses, In the smaller recension of the

Sukhavati Vyiha which was translated into Chinese between A.D.

384-417 mention is made of two more gods namely Aksobhya as a
wee ee

_—— een

1, Sukhavati Vyaha, pp. 1, 28, 32.
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Tathagata and Manjusri as a Bodhisattva. Fa-Hien (A.D. 394-414)

mentions the names of Maiijusri, Avalokite$vara, and the future Buddha

Maitreya, while Yuan Chwang (629-645 A.D.) refers to the names

of AvalokiteSvara, Hiriti, Ksitigarbha, Maitreya, Mafijusri, Padmapani,

Vaigravana, Sakya Buddha, Sikya Bodhisattva, and Yama_ together
with such deified saints as Asvaghosa, Nagarjuna, Asanga, Sumedhas

and others. I-Tsing (671-695 A.D.) mentions the names of Ava-

lokitesvara, Amitayus, Hiriti, the Catur-Mahirajikas, Maitreya, Maiju-

ri and Yama besides several others. Sintideva (695-730 A.D.) in

his Siksasamuccya mentions the names of Aksobhya asa Tathiigata,

Gaganagafija as a Bodhisattva, Simhavikridita as a Tathagata, Cunda,

Trisamayaraja, Marichi, Simhanida, Mafijughosa and many others. ?

After Santideva the Tantra of the Buddhists got wide publicity, and

the Tantric works written after his time all referred to the pantheon

and described numerous gods, especially the Dhyani Buddhas a definite

product of Tantric Buddhism. The Sadhana literature which describes

the forms of gods and goddesses and lays down the procedme for

worshipping them was developed by the Mahiasiddhas or great magi-

cians like Saraha, Nagarjuna, Sabaripi, Anangavajra, Indrabhiiti and

others, although it is very probable that the earliest Sadhana was

composed by Asanga who flourished in circa 300 A.D. In the Sidhana

attributed to Asanga the Dhyani Buddhas and their emanations are

referred to.

When a reference is made to the numerous images executed in

the different schools of art it also becomes palpable that the Buddhist

pantheon was not well developed before the Tantras got wide publicity

in about the middle of the 7th century A.D. In the Gandhara school,

for instance, besides the Buddha images, there are images of Jambhala

Kubera, Indra, Maitreya, Hariti and several unidentified Bodhisattva

images. In the Mathura school which was either contemporancous

or somewhat later than the Gandhara school there are numerous

Buddha and Bodhisattva images along with those of Kubera, the Yaksas

and Nagas. The Mathura school extended to the early Gupta period?

and here also later Buddhist images of Tantric flavour are not met

with. Not even the images of Avalokitesvara, Mafijusri are to be

found in this school. The case of the later Magadha school however,

is otherwise. The Magadha school included the images found in

Sarnath, Nalanda, Odantapuri, Kurkihar, Gaya and other ancient

sites in Bihar, The most flourishing period of the Magadha school

1. Bendall’s introduction to Siksasamuccaya, p. V.

2. Vogel: The Mathura School of Sculpture in A.S.1. Annual Report, 1906-7, p. 145.
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was contemporaneous with the reign of the Pala kings of Bengal and

lasted till the Muhammadan conquest of Bihar and Bengal in the

beginning of the thirteenth century A.D. In the Magadha school are

to be found a definite evidence of the existence of a well classified

pantheon as conceived in Vajrayana Buddhism. In most of the images

there are figures of five Dhyani Buddhas on the halo round the head

of the principal deity, as also others with miniature figures of Dhyani

Buddhas on the crown to indicate the origin of the deity installed.

Again, unlike the Mathura and Gandhara schools there is a distinct

dearth of Buddha images in later schools of art, and even when he is

represented, he takes the semi-mythical form of Vajrasana_ being

flanked by Avalokitesvara and Maitreya on two sides, In the Magadha

school therefore Buddha lost his original importance and became

similar to the Dhyani Buddha Aksobhya, as is evident from the

numerous Sadhanas dedicated to the worship of Vajrasana Buddha

with the earth tuuching signal. The Bodhisattva images are also not

so stereotyped as they are found either in Gandhara or in Mathura.

The Magadha school is characterised by its wide variety of images of

gods and goddesses and this will be apparent to any visitor who visits

the museums at Sarnath, Nalanda, Patna, or even at Calcutta, and

takes a round in the extensive ruins of the Odantapuri Vihara (Modern

Bihar) on the Bakhtiyarpur Bihar Light Railway. The same is the

case with the ruins of Gaya, Kurkihar, Sahet-Mahet and Kasia. At

Sarnath, the contents of the museum are rich with such interesting

and symbolic images as Sadaksari Lokesvara, Ucchusma Jambhala,

Mafijusri, Tara, Vasudhara, Marici, all the Five Dhyani Buddhas,

Vajrasattva the sixth Dhyani Buddha and numerous others belonging

to the Vajrayana pantheon. Nalanda images are enriched with the

same deities as are found in Sarnath.

The Bengal school which is contemporaneous with the Magadha

school is distinguished by the high class of art it developed and for its

beauty of execution. Its flourishing period ranged from the JOth century

till the conquest of Bengal by the Muhammadans. Many of the

specimens of the Bengal school are preserved in the museums at

Calcutta, Dacca, Rajshahi, and the Vangiya Sahitya Parishad, and a

large number of them are scattered about in the Pargana Vikrampur

and in the districts of Dinajpur, Rajshahi, Birbhum and Comilla. In

this school many interesting and unique specimens of images belonging

to Tantric Buddhism are met with. From the above it becomes

clear that the artists were acquainted with the descriptions of deities

as given in the Sadhana literature, because the images and the Dhyanas

as given in the Sadhana coincide most remarkably. n this school
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are to be found such images as Heruka, Vasudhara, Jambhala,

Arapacana, Khasarpana, Parnasabari, Simhanida, Majfijuvara, Apara-

jita, Mahapratisara, Nairaétma, Sadaksari Lokesvara, Mahasri Tara,

Khadiravani Tara along with many others too numerous to mention.

Scholars desirous of having more information on the subject are

recommended to refer to the excellent work of Dr. N. K. Bhattasali,

entitled, The Iconography of Buddhist and Brahmanical Sculptures in the Dacca

Museum where incidentally images discovered elsewhere in Eastern

Bengal have also been treated. Another monumental work on the

subject is R. D. Banerji’s Eastern Indian School of Medieval Sculpture,

published by the Archeological Department of the Government of

India.

The images of Buddhist deities found at Ajanta, Elora and the cave

temples of Western India show signs of immature Tantra and may be

assigned to a period before the 7th century A.D. although some of

the paintings and sculptures are of long antiquity. It does not seem

that the Tantras were very popular with the Buddhists of Western

India or that they weie influenced by the teachings of the Tantra

which was mainly a product of Eastern India. Had it not been so, the

cave temples would have at least exhibited some of the Tantric deities

such as Majfijusr:, Tara, Khasarpana, Jambhala, Prajiiiparamita and

others. The Javanese art seems to have been profoundly influenced by the

Bengal school, and the images of gods and goddesses as found in the

Borobudur temple show that they were acquainted with many deities of

the Vajrayana pantheon. As Vajrayana was mainly a product of Bengal

it is probable that colonists carriéd their art and religion to Java and

Indonesia by the sea route, probably from the sea-port at Tamralipti or

from Chittagong and Orissa, The Prajfiaparamité image produced in

the Javanese school has been acclaimed as one of the finest specimens

of eastern art, ancient or modern.

After the destruction of Buddhism from India the priests of the

celebrated monasteries of Bengal and Magadha who could save their

heads from the hostile sword of the Muhammadans, fled to Nepal

which is protected on all sides by the mighty walls of the Himalayan

mountains, and took refuge in that country, and thus kept the torch

of Buddhism stil] burning there. The Bengal school of art which was

carried by the priests was soon modified into a typical Nepalese art

when it came in contact with the native artists, and thus became

stereotyped. But after the 18th century it became debased and crude.

The general impression of the visitor who inspects the numerous

monasteries in Nepal which are the repositories of Buddhist images

of diverse kinds, is that the dreamy sweetness and the sublime beauty
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of the Bengal school could not be preserved in Nepal, although

earlier specimens of really good art are not at all wanting in the

Nepal school. The followers of Vajrayina who went to Nepal in order

to make sure of their existence converted a good many Newars of the

land to Buddhism and carved out innumerable images of gods and

goddesses in stone, inetal or wood, so much so, that a student = of

iconography is overwhelmed at their wealth and variety. It is however

curious to note that the origin of almost all the monasteries in Kathmandu,

Bhatgaon, and Lalitapattan dates from the 13th century, which shows

unmistakably that these monasteries were founded almost immediately

after the Muhammadan conquest by the refugees fleeing from

Eastern India.

The cumulative evidence of art, history, and literature leads one

to believe that the pantheon of the Northern Buddhists was not widely

known before the 7th centmy A.D. nor was the underlying philosophy,

which may warrant the formation of a pantheon, well developed

before that time, although the origin of it is definitely earlier. This

may be explained by the fact that the Guhyasamaja which for the

first time inculcated the doctrine of the five Dhyani Buddhas and their

families, was composed in secret and transmitted in an occult manner

for about three hundred years. This is one of the many reasons why

neither the Guhyasam4ja Tantia no: the Dhyani Buddhas nor the

varied pantheon of Vajrayana could be widely known. Jt 1s only in

the Sadhana of Asanga as included in the Sidhanamala that a definite

reference to the five Dhyani Buddhas and their families is to be met

with, and for that reason it is not unprobable to connect Asanga with

the introduction of the very Guhyasamija Tantra itself. The subsc-

quent writers only got a glimpse of what filtered through the seciet but

very popular mystic organisations. After the 7th century seciecy was no

longer necessary, as the principles of Vajrayana were then fully established

and widely spread through the teachings and mystic songs of the Siddhas

and Mahasiddhas. The beautiful images produced by the priests and

artists made the teachings doubly attractive. Great men came forwaid

to advocate the cause of Vajrayana, Chairs for the study and teaching

of Tantras were founded in the different and famous centres of

learning such as Nalanda, Odantapuri, Vikramasila and Jagaddala.

Eminent scholars like Santaraksita worked as professors of Tantra in

the world famous university of Nalanda.



CHAPTER J

DHYANI AND MORTAL BUDDHAS

The pantheon of the Northern Buddhists revolves round the theory

of the five Dhyani Buddhas. ‘The Buddhists believe that the world

is composed of five cosmic elements or Skandhas. The five Skandhas

arc Ripa (form), Vedanad (sensation), Sainjna (name), Sanskara

(conformation) and Viana (consciousness). These elements are eternal

tosmic forces and are without a beginning or anend. These cosmic

forces aie deified in Vajrayana as the five Dhyani Buddhas, In the

course of time they were 1egarded as the five primordial gods responsible

for this diversified creation, and thus Vajrayana took a polytheistic

form, although polytheism can hardly apply to a system which

considers Siinya as the One, Indivisible and Ultimate Reality. But
so long as form could not be given to Sinya as an anthropomorphic

deity, the system of five Dhyani Buddhas certainly had the flavour

of polytheism. The priests aud the Vajiayana authors were conscious

of this shortcoming, especially in view of the fact that all the six

Hindu systems of philosophy tended to develop a highly monistic

philosophy. ‘They tried at first to cure this defect by the theory of

the Kulas (families), and Kulesas (lord of families) of gods and men,

and thus divided everything into five groups. For each group, a

particular Dhyani Buddha becomes the Kulesa or the primordial lord,

all other groups takimg thei origin from him. Another grand con-

ception of the Vajayana Buddhisin 1s the theory of the highest

pod Vayradhara, also called Adibuddha, the primordial monotheistic

god who is the embodiment of Sinya to whom even the Dhyani

Buddhas owe their origin. ‘The theory originated in the Nalanda

monastery in about the 10th century.? Thereafter, a large number

of images of Vajradhara must have been made in the different

schools of ait. The special Tantra dedicated to Adibuddha is the

Kilacakra Tantra which appears to be the original Tantra in which

the doctrine of Adibuddha was for the first time inculcated. The

Kalacakra Tantra thus is a product of the 10th cencury. Vajradhara

was particularly popular in Nepal and Tibet where numerous images

I “The idea of an Adibuddha originated in the Nalanda Monastery in the beginning of
the 10th Century A.D. See JASB, Vol. II ( 1833) pp. 57 if Also Vajradhara Vs.

Veapravativa in JBORS, Vol. IX, pp. 114 ff.
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of this primordial god are to be met with. Alexander Csoma de

Koros places the introduction of this conception of Adibuddha in

Central India in the latter halfofthe 10th century. It originated at

Nilanda according to him in the beginning of the 10th century, and

no mention of the Adibuddha cult is made by any wiiter prior to

this time. Homage is paid to Adibuddha in the shape of a flame of

fire which the priests consider as cternal, selfborn and self-existent.

It is said in the Svayambhi Purana that Adibuddha fist) manifested

himself in Nepal in the form of a flame cf fire, and Manjuéii erected

a temple over it in order to preserve the flame. ‘Uhis ancient temple is

known as the Svayambhi Caitya.

The conception of Vajradhara presupposes Adibuddha and, there-

fore, is later than the first half of the 10th centuy. Vajrasattva, bemy

a regular development of the Bodhisattva Vajrapani emanating fem

the Dhyani Buddha Aksobhya, is 2 little earlier, although the conception

of Vajradhara and Vajrasativa ate sometimes inextricably mixed up.

In Vajrayana, Adibuddha is i1egaided as the highest deity of the

Buddhist pantheon, the originator even of the five Dhyani Buddhas.

When represented in human form, he begets the name of Vajradhara

and is conceived in two forms, single and Yab-yum. When smele, he

is hedecked in jewels, gaudy ornainents and dress, sits in the VWajra-

paryanka or the attitude of meditation with the two feet locked with

soles of the feet tuned upwards. He caries the Vajra in the right

hand and the Ghanta (bell) in the left, the two hands beine crossed

against the chest in what is known as the Vajrahunkain hiudra

(Fig 12). The Vajra (thunderbolt) here is the symbol for the ultimate

reality called Sinya while the bell represents Prajia or wisdom the

sounds of which travel fa: and wide. Sometimes the symbols are shown

on a lotus on cither side, the Vajia being on the right and the Ghanta

in the left (Fig 13). In Yab-yum, his form remains the same as when

single exccpt that here he is locked in close embrace by his Sakti or the

female counterpart whose name according to Getty is Prajiiaparamita.

The Sakti is somewhat smaller in size, is richly dressed and bhedecked

in ornaments, carrying the Kartri (knife) and the Kapaéla (skull cup) m

the right and left hands respectively (Figs. 14, 15). In these figures the

Kartri is the symbol for the destruction of ignorance, the Kap&la stands

for oneness absolute, while the double form Yab-yum represents that

the distinction between duality and non-duality is unreal, and the two

mix themselves into onc as salt mixcs in water. The deity Vajrachara

is an embodiment of the highest reality, Sanya, while Prajitapiramita

represents Karuna (compassion) and in close embrace they turn into

one Sinya in which Karuna merges, and the duality ceases. Vajradhara
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is widely represented in Tibet. 1

Vajradhara is described in Buddhist Tantric works and he has several

forms, An important description in the Nispannayogavali is given below.

This particular form of Vajradhara is three-faced and six-armed.

Vajradhara

Colour—Reddish White. Faces— TI ree.

Arms—Six. Pose—Tandava Dance.

Vajradhara is the principal deity in the Vajiasattva Mandala in the

Nispannayogavali. He is described thus :—

‘‘Kitagaragarbhe Vajradharah...isadiaktanu-viddhasitavarnah...trimu-

kho nila-raktasavyetaravaktrah. sadbhujo vajra-ghantavirajitabhujabhyam

Alingitasvabhaprajia..... savyakarabhyam krpanankusavarau vamaibhyam

hapalapisabhrt ................. ardhaparyankena navanatyarasaistandavi.”

NSP. p. 8.

“In the innermost chamber of the Mancala there is Vajradhara.

His colour is reddish white. He is three-faced. ‘The right face is blue

and the left is red. He is six-armed. With the two principal hands

carrying the Vajia and the Ghanta he embraces the Prajna. The

two other right hands show the excellent sword and the Ankusa. In

the two remaining left hands, he carries the Kapala and the noose. He

stands in the Ardhapai yanka and dances the Tandava dance eslubiting the

nine dramatic sentiments’.

Fig. 16 represents a three-faced and six-armed Vajradhaia image

without the Sakti in the Baroda Museum.

But Vajradhara was not universally accepted as the Adihbuddha or

the first creative principle. When the theory of Adibuddha was fully

established the Buddhists seem to have ranged themselves inio so many

sects as it were, holding different views regarding specific forms which the

Adibuddha should take. Some considered one among the five Dhyani

Buddhas as the Adibuddha, some acknowledged Vajrasattva as the

Adibuddha. Many others were content to regard the Bodhisattva such

as Samantabhadra or Vajrapani as the Adibuddha. Thus the cult of

Adibuddha was widely distributed amongst the different schools, which

gave rise to as mnany different sects amongst the Tantric Buddhists.

Vajiadhara or the Adibuddha is supposed to be the originator of

the five Dhyani Buddhas, the progenitors of the five Kulas or families of

Buddhist gods and goddesses. Next to Vajradhara the Dhyani Buddhas

or the Tathagatas are important in Buddhist icénography and, therefore,
es ee ee et - a ee ee ee

“4. Getty—GNB, p. 5.
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requires treatment in detail, The Guhyasamija Tantra (Tantra of

Secret Communion) was the first to reveal their existence in a Sangiti

(holy assembly) which is supposed to introduce new ideas into

Buddhism,

In the Guhyasamaja ! the Dhyani Buddhas are given a Mantra, a col-

our, a Sakti, a direction, and a guardian of the gate. As these Dhy4jni
Buddhas are of primary importance in Buddhist iconography, it is necessary

to deal with their origin in some detail here. The Guhyasamija opens in

a grandiloquent style with the description of a monster assembly of gods,

Tathagatas, Bodhisattvas, Saktis, and various other divine beings. ‘The

Tathagatas present in the Assembly :equested the Lord Bodhicittavajra

to define the Tathagatamandala or the magic circle of the five Dhyani

Buddhas and in response to their request, the Lord sat in a special

Samadhi (meditation) called the Jiiinapradipa (lamp of knowledge), and

his whole form started resounding with the sacred sounds of VAJRADHRK

which is the mantra of the Dvcsa family. No sooner did the words come

out, than the sounds transformed themsclves into the concrete shape of

Aksobhya with the earth-touching signal (Mudra).

‘Then the Lord sat in another meditation and soon became vibiant

with the sacred sounds of JINAJIK, the principal mantra of the Moha

family. The sounds condensed themselves into the concrete form of

Vairocana with the Dharmacukra Mudra and he was placed in his front in

the East.

Next with a third Samadhi (meditation) the Lord became resonant

with the word RATNDHRK the principal mantra of the Cintimani family

and soon became condensed in the human form of Ratnaketu with his

favourite signal of Varada (gift bestowing) and was placed to the south

of the Lord.

The Lord thereupon took a fourth Samidhi and became resonant with

the sacred sound of AROLIK, which is the piincipal mantra of the

Vajraraga family. The vib: ations soon grossened themselves in the human

form of Amitabha with the signal of Dhyiua (meditation) and he was

placed behind the Lord in the west.

Next, the Lord assumed another Samadhi and soon became resonant

with the sacred sound of PRAJNADHRK, the principal Mantra of the

Samaya family. The vibrations after condensation gradually assumed the

shape of Amoghasiddhi with his characteristic symbol of Abhaya

(assurance), and he was placed by the Lord in the north.

Then the Lord satin a series of special Samadhis, five in number, and

became resonant with five different mantras. The vibrations in like

I. Guhyasamaja chapter 1 is entirely devoted to the formation of the Dhyani

Buddha mandala.
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manner were condensed in the form of five goddesses as female counters

parts of the five Tathigatas already named and were placed in their

appropriate positions,

Thus, the Lord in the first Samadhi became resonant with the sound

DPVESARATI which transformed itself into the form of his own queen and

was placed on his own seat.

Next, he became resonant with the sound MOHARATI which took

the shape of a goddess and was placed in the eastern direction as the

queen of Vairocana.

Thereafter he became vibrant with the sound IRSYARATI which

took the shape of a goddess and was placed in the southern direction as

the queen of Ratnasambhava.

Next in another Samadhi the Lord became vibrant with the sound

RAGARATI which soon took the concrete shape of a goddess and was

placed in the western direction as the queen of Amitabha,

Then in a further meditation the Lord became resonant with the

sound VAJRARATI which took the concrete shape of a goddess and was

placed in the northern direction as the queen of Amoghasiddhi.

When all the Tathagatas were associated with their female counterparts

the Lord sat in four more meditations and through these created four

guardians of gates for the four cardinal directions.

First, he sat in the Mahavairocanavajra Samadhi and became resonant

with the sound YAMANTAKRT. These sound vibrations soon assumed

the concrete shape of a violent deity, fearful to the Tathagatas, and he

was placed at the eastern gate.

Next, he became vibrant with the sound PRAJNANTAKRT. The

sound vibrations soon assumed the form of a violent deity, fearful to the

Vajra process, and he was placed at the southern gate.

In a third Samadhi the Lord became vibrant with the sound

PADMANTAKRT which soon took the form of a violent deity represen-

ting the speech of the Tathagatas and was placed at the western gate,

Finally, the Lord sat in another Samadhi called the Kayavakcittavajra

of the Tathagatas, and became vibrant with the sound VIGHNANTA-

KRT which soon took the shape of a violent deity representing the body,

speech and the mind of the Tathagatas, and was placed at the northern gate.

The above account as recorded in the Guhyasamaja Tantra marks

the beginning of the theory of the five Dhyani Buddhas, cheit counterparts,

their mantras and the guardian of the gates. ‘The five Dhyani Buddhas

are the corner stones cf Buddhist Iconography on which the whole

edifice of the Buddhist pantheon is erected. The five Dhyani Buddhas

are the progenitors of the five Kulas or families of deities, and the

community worshipping them were known as the Kaulas, and the
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process of worship was called Kulacara or family conduct. These

Dhyani Buddhas further split themselves up in the form of Bodhisattva

and their female principals who are responsible for creating everything

found in existence. The forms of deities are nothing but the gross

forms of the different sounds, and thus the connection of the mantra

with the deity is established.

The five Dhyani Buddhas who are the embodi:inents of the five Skan-

dhas or primordial elements are the progenitors of the five families of

deities constituting the whole of the Buddhist pantheon. The emanated

deities of these Dhyani Buddhas, as a rule, hold the miniature figure of

the parental Dhyani Buddha on their heads and are usually of the same

colour as that of the Dhyani Buddha and are placed in the same direction

as is assigned to their sires, ‘This very plan is fullowed most scrupulously

in almost all the Mandalas or magic circles as described in the remarkable

work, Nispannayogavali of Mahapandita Abhayakara Gupta.

The names, colours and the symbols of the five Dhyani Buddhas

are Stated briefly in the following verse occurring in the Sadhanamalai ;

Jino Vairocano khyato Ratnasambhava eva ca

Amit ibhamoghasiddhiraksobhyasca prakirtitah

Varna amis im sitah pito rakto haritamecakau

Bodhyangi Varade Dbyanam Mudra Abhaya-Phisprsau.

S.idhanamali, p. 568-9

“Phe Jinas (victorious ones) are Vairocana, Ratnasambhava, Amitabha,

Amoghasiddh and Aksobhya. ‘Then colours are white, yellow, red, green

and blue, and they exhibu' the Bodhyang: (teaching), Varada (boon),

Dhyina (meditation), Abhaya (protection), and Bhuspaisa (earth-

touching) attitudes of hands respectively.”

The Dhyani Buddhas are a peculiar kind of Buddhas who are not

required to pass through the stage ofa Bodhisatta. They were never

anything less than a Buddha. They aie always engaged in peaceful

meditation, and they voluntarily abstain themselves fiom tlre act of

creation, To create is the work of their emanations, the Divine

Bodhisattvas. As has been said already, the Dhyani Buddhas are five

in number to which a sixth Vajrasattva is sometimes added. The

Guhyasamija Tantra makes it clear that all the five Dhyani Buddhas

along with their female counterparts and the guardians of gates were

known in circa 300 A.D, the time of the introduction of this new

Tantra. That the five Dhyani Buddhas might have owed their origin

to the theory of the eternity of the five senses, seems to be borne out

by a passage in the Cittavisuddhiprakarana) of the Tantric Aryadeva.

1, JASB, 1898 p. 178.



48 BUDDHIST ICONOGRAPHY

But it may also be possible that the five Mudras which Buddha Sakya-
simha made sacred by using on memorable occasions and which were

constantly depicted in the Buddhistic figures of the different schools

of art, gave rise to the five Dhyani Buddhas (Figs 17, 18). Advayavajra

who flourished in the 11th century, has written in one of his short

works that the five Dhyani Buddhas took their origin from the theory

of the eternity of the five Skandhas (elements), that is to say, that the

Dhyani Buddhas represented the five primordial cosmic forces which are

responsible for creation. Vajrasattva, the sixth Dhyani Buddha, who is

gencrally regarded as the priest of the five Dhyani Buddhas and is usually

represented with the priestly symbols, the Vajra and the Ghanta, is an

embodiment of the five Skandhas collectively, and undoubtedly a later

addition to the pantheon of the Northern Buddhists.

The Dhyani Buddhas are always represented as seated on a full

blown lotus, and in the meditative pose with legs crossed, the right

foot crossing over and in fiunt of the left, with the soles of both feet turned

upwards. The hand that rests on the lap is sometimes empty, but in

most cases holds the bowl. The head is bare, the thick clustering

curls radiate effulgence like a flame of fire. The eyes are half-closed in

meditation showing the mind completcly drawn inwards in perfect

introspection. The dress consists of an undergarment reaching from the

chest to the knee, and secured by a scarf. The body is loosely covered by

the habit of a monk, leaving only the right arm bare.

The Dhyani Buddhas are generally represented on the four sides of a

Stipa which is the symbol of the Buddhist universe, facing the four

cardinal points. Vairocana is the deity of the inner shrine and is,

therefore, gencrally unrepresented. But exceptions to this rule are by no

means rare. He is occasionally assigned a place between Ratnasambhava

in the, south and Aksobhya in the East. Independent shrines are also

dedicated to each of the Buddhas,

The five Dhyani Buddhas ate each given a special recognition symbol

anda colour. The syinbols are extremely important for the purpose of

iconographical studies, hecausc the female counterparts and _ the

offsprings of the Dhyani Buddhas invariably display these symbols in

order to show their origin. Thus Amitabha is given the Lotus as the

recognition symbol. His Sakti Pindara and his Bodhisatta Padmapini

must exhibit the Lotus symbol in order to show that they are the

emanations of Amitabha. Similarly, all the other Dhyani Buddhas

also have their own symbols and the name of the family is generally

fixed from these symbols ; for instance, Amitabha is the progenitor of

the Lotus family, Aksobhya is the Jeader of the Vajra family,

Ratnasambhava is the embodiment of the Jewel family, and so forth.
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The Advayavajrasangraha gave special epithets to the Dhyani Buddhas

to indicate their families, although these special epithets are not known

from any other source. According to this authority, Amitibha is

Padmakuli, Aksobhya is Vajrakuli, Vairocana is Tathagatakuli, Ratnasam-

bhava is Ratnakuli and Amoghasiddhi is Karmakuli. The Kula in the

case of Vajrasattva is not given for the simple reason that he has neither

family nor a special element.

Next to symbols, the colour of the Dhyani Buddhas is important. Each

Dhyani Buddha has a special colour and this colour is required to be

shown by all originating from each. Sometimes in classifying Buddhist

deities there is no other sure indication of the parental Dhyaini Buddha

except the colour. On the ground of colour alone, and in the absence of

positive mention of the parental Dhydni Buddhas, several deities have

been classified in this book in this manner.

A detailed description of the Dhyani Buddhas along with their female

counterparts and their offsprings, the Bodhisattvas, now follows with

relevant information regarding their forms and their statues and paintings.

Descriptive quotations from Tantric works have been incorporated to

indicate the source of information wherever possible.

1, AMITABHA

Colour—Red Vehicle—Peacock

Mudra—Samadhi Symbol—Lotus

By far the most ancient among ‘the Dhyani Buddhas is Amitabha who

is said to reside in the Sukhavati heaven in peaceful meditation. He

presides over the current Kalpa (cycle) which is Bhadrakalpa, As a Dhyani

Buddha he does not create. It is his Bodhisattva Padmapani, also known

as Avalokitesvara, who is responsible for creation. The form of Amitabha

is described in the Pajicakara section of the Advayavajrasamgraha

thus :

‘‘Pascimadale Ravimandalopari rakta-Hrihkadrasambhiito raktavarno

Amitabhah padmacihnah samadhimudradharah samijfiaskandhasvabhavo

ragasarirah sukratmakah padmakuli pratyaveksanajfianalaksano _gris-

marturipaha mlarasasarirah tavargatma pradosavan”. ADV. p. 41.

*On the western petal on the disc of the sun there is Amitabha

of red colour originating from the red syllable Hrih. He has a lotus

as his sign and he exhibits the Samadhi Mudra in his two hands. He

is of the nature of the cosmic element of Samjfia (name), is an embodi-

ment of attachment and belongs to the Lotus family. He stands for

the vital fluid, and is endowed with the Pratyaveksana (looking after)

7
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knowledge. He represents the summer season and the acid taste. He

presides over the group of letters beginning with Ta (cerebrals) and rules

over the evening twilight”’.

When represented on the Stipa, he always faces the West and the

Nepalese Buddhists regard him as the fourth Dhyani Buddha. His

two hands with palm open lie on his lap, one upon the other forming the

Dhyana or the meditative mudra, His colour isred and his Vahana isa

pair of peacocks. His recognition symbol is the Lotus.

Images, sculptures, paintings and drawings of this description are found

in all Buddhist countries including India, Tibet and China. One

miniature painting of the Dhyani Buddha is reproduced in Fig. 19.

Besides the two-armed form various other forms are known of this

and other Dhyani Buddhas. It may be remembered here that all

the five miniatures reproduced here belong to the collection of

Dr. Evans-Wentz.

Amitabha images are found in abundance in Tibet! and m

China.?

PANDARA

Colour— Red Symbol—Lotus

Pandara is also called Pandatavasini. According to a Dhyana in

the Advayavajrasangraha she belongs to the Lotus family which is

also the family of the Dhyani Buddha Amitabha. Pandara thus is

the spiritual consort of Amitabha. Her form and nature are described

as under :—

‘“Vayavyam candramandalopari Pamkarabijasambhiita Pandarava-

sini rakta iaktavainad padmacihna tejodhatusvarupa padmakula

ragarakta.”” ADV. p. 43.

‘In the Vayu {north-west) corner on the orb of the moon there is

Pancaravasini originating from the ( red ) germ syllable Pam. She is red

in colour and has the Padma ( lotus ) as her recognition symbol. She is

the embodiment of the element of Fire. Shc belongs to the Lotus family

and is full of attachment.”

Images and paintings of this godciess are rare. She is however known

in Nepal in paintings, and some of her statuettes are found in China.

Fig. 20 illustrates a Nepalese drawing of the goddess. ,

Pandara is represented in Tibet? and Chinat. The _ illus-

trations of drawings of all the five Buddhasakts, Pandara and

1. Gordon: ITL p. 27. Getty—GNB. pp. 38, 39.

9, Clark: TLP, II, pp. 32, 57, 142.

3. Getty : GNB. p. 139.

4. Clark : TLP, II, under the name of Pandaravasini, pp. 61, 106, 152, 164.
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others are reproduced from Wright's Histery of Nepal, Plate VI. These

drawings are made by Nepalese painters.

PADMAPANI

Colour—Red Symbol —Lotus

Padmapéni is the Bodhisattva attached to the Padma (lotus) family

which is presided over by the Dhyani Buddha Anmitabha where spiritual

consort is Pandara or Pandaravasini. The Lotus is the symbol of this

family and the colour assigned to this family is red. The Bodhisattva

Padmapini begets the red colour and a full-blown lotus as his syinbol,

Padmapfni is fairly well represented in the Buddhist counties of the

North including Tibet! and China. One of his images is illustrated

in Fig. 21°.

2. AKSOBHYA

Colour—Blue Mudri—Bhiisparsa

Vehicle—Elephant Symbol—Vajra

Next in importance and antiquity is the Dhyani Buddha Aksobhya

who is mentioned as a Tathagata in the smaller recension of the Amitayus

Sitra which was translated into Chinese between A.D. 384 and 417.

Aksobhya is regarded as the Second Dhyini Buddha by the Nepalese

Buddhists. His description appears almost everywhere in Tintric litera-

ture. The Paficakara section of the Advayavajrasangraha perhaps gives

the best description thus :

Siiryamandalastha-nila-Hiinkiranispanno dvibhuja ekamukho Bhi-

Sparsamudradharo vajraparyanki...... .. Vijiitanaskandhasvabhavah ......

vajrakuli......... sisiramadhyahnakatusruti-akasasabda-cavargo Aksobhya-

visuddhah”’, ADV. p. 40-41.

Aksobhya originates from the blue syllable Him which is placed

on the orb of the sun. He is two-armed and one-faced, exhibits

the Bhisparsa (earth-touching) mudra and sits in the Vajraparyanka

(adamantine seat) pose. He represents the primordial cosmic element

of Vijfiana (consciousness). He is the embodiment of the Vajra

family and represents the winter season, ncon-time, pungent taste,

faculty of hearing, the element of Ether and Sound and the Ca (palata))

group of letters’’.

Images, sculptures, statuettes and paintings of Aksobhya of this

description are to be met with everywhere in Buddhist countries

especially of the North. When represented in the Stipa he always

1. Getty: GNB. pp. 61, 62.

2. This and other illustrations of the five Dhyani Bodhisattvas are in full-size bronzes.

All these are to be found in the U Vahal in Nepal.
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faces the East. His left hand rests on the lap while the right rests

on the right knee with the tips of the fingers touching the ground with

palm drawn inwardly. His Vahana is a pair of elephants and his recogni-

tion symbol is the Vajra or the thunderbolt.

Various other forms of Aksobhya are found in Tantric works, some

four-armed, some six-armed, some standing and some sitting, some single

and some in Yab-yum. Some two-armed specimens are reproduced

here (Figs. 22, 23).

He is popular in Tibet! and China’,

( if)
Colour—Blue Arms—Eight

Aksobhya is the principal deity in the Aksobhya Mandala according to

Pindikrama in the Nispannayogavali. He is described thus :

‘Aksobhyah krsno raudrah sitaraktasavyetaramukhah savyakasaih

kulacakrapadmani vamair-ghanta-Cintamani-khadgan vibhranah svabha-

Sparéavajralingitah”. NSP. p. 5.
‘Aksobhya is blue in colour and is angry-looking. ‘The colour of

his right face is white and that of the left is red. He holds in his

right hands the Vajra (family symbol), the discus and the lotus, In

the three left hands he carries the bell, the Cintamani jewel and the

sword. With the two principal hands he embraces the Prajfia Sparsavajra

by name”’.

MAMAKI

Colour—Blue Symbol—Vajra

According to a Dhyana in the Advayavajrasangraha, Mamaki belongs

to the Vajra family and thus she is the sp ritual consort of the Dhyani

Buddha Aksobhya, the embodiment of the Vajrakula. The description

is given below :

‘Nairrtyain candramandalopari krsna~Mam-karabijasambita Ma-

maki krsnavarna krsnavajracihna abdhatusvabhava Vajrakula dve-

sarakta”’. ADV. p. 43
“On the orb of the moun in the Nairrta (south-west) corner there is

Mamaki originating from the blue germ syllable Mam. She is blue in

colour and has the blue Vajra as her recognition symbol. She is the em-

bodiment of the element of Water and she belongs to the Vajra family.

She is full of enmity’’.

Mamaki is very rarely represented. There are Nepalese drawings of

this goddess, of which one specimen is reproduced here (Fig. 24). She is

known in Tibet and China.

1. Gordon : ITL, p. 104; Getty : ‘GNB. | pp. 36, 37.
2. Clark : TLP, II, pp. 126, 129, 138, 244.
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VAJRAPANI

Colour—Blue Symbol—Vajra

The Bodhisattva Vajrapani with the Vajra symbol is the spiritual

son of the Dhyani Buddha Aksobhya who is the progenitor of the

Vajra family. His spiritual mother is Mamaki. Vajrapani, when

represented, either stands or sits and carries usually a lotus on which is

placed the family symbol of Vajra. Sometimes he holds the Vajra against

the chest in one of his hands. Some images of his are illustrated

here (Figs. 25, 26, 27).

He is known and widely represented in Tibet! and China’.

3. VAIROCANA

Colour—White Mudra—-Dharmacakra

Vahana—Dragon Symbol—Discus

Vairocana is mentioned along with the other Dhyani Buddhas in

the Guhysamaja which is dated circa 300 A.D. He is regarded as the

oldest and the first Dhyani Buddha by the Nepalese Buddhists and

his place is in the sanctum of the Stipa where he is the master of the

whole temple and its contents. Naturally, therefore, he cannot be

represented outside the Stupa, but exception to this rule is frequently

met with in the important stiipas of Nepal where he is assigned a

place between Aksobhya in the East and Ratnasambhava in the South.

His form is frequently described in Tantric works, but the description

occurring in the Paficakara section of the Advayavajrasangraha is full. It

is given below :

‘‘Piirvadale candramandalopari Omkarajah Suklavarna-Vairocanah
Suklacakracihnah §$Bodhyangi-mudradharah ripaskandhasvabhavah

mohasvarupo vitavigsuddhah tathagatakuli ddargatvena pratisthitah

Hemantartuvisuddhah madhurarasasarirah Kavargavyapi prabhatasan-

dhyatmakayasvabhavah”. ADV. p. 41.

‘‘Vairocana originates from the white syllable Om placed on the

orb of the moon on the eastern petal of the lotus and is white in colour.

His recognition symbol is the white Discus. He exhibits the Bodhyangi

mudra and represents the cosmic element of Ripa (Form). He is of the

nature of Moha (delusion) and is without bad companions, he is the

embodiment of the Tathagata family, and is established as an embodiment

of Adaria (ideal) knowledge. He represents the Hemanta season, the

sweet taste, the Ka (guttural) group of letters, and the mornings and

evenings of the day”’.

1. Getty : GNB. p. 51.

9. Clark: TLP. Il, pp. 8, 11, 56, 197, 201.
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When represented, Vairocana is white in colour, and his two hands are

held against the chest with the tips of the thumb and forefinger of each

hand united. His Vahana is a pair of Dragons or gryphons and his

recognition symbol is shown to be the Cakra or the Disc,

Instead of two, he may have many arms, and such descriptions are

also met with in the Nispannayogavali. Some of his two-armed images

are reproduced here (Figs. 28,29). His images are found in Tibet?

and China? . .

( ii}

Colour—White Faces—-Four

Arms—Eight

When Vairocana is four-faced and eight-armed he is called Vajra-

dhatu and in this form he is described in the Vajradhatu Mandala of the

Nispannayogavali with the following words :;

‘“Vairocano vajraparyankena uisannah $ubhrah _ sita-pita-rakta-

harita-caturvaktro astabhujah savyavamabhyam dhrtasavajrabodhyangi-

mudro’ parabhyam dhrtadhyanamudro daksinabhyim aksamalaéara-

dharo vamabhyaim cakracapabhrt”’. NSP. p. 44.

‘‘Vairocana is seated in Vajraparyanka and is white in colour. His

four faces show white, ycllow, red and green colours. He is eight-armed.

With the two principal hands holding the Vajra he exhibits the Bodhyangi

or the Dharmacakra mudra. With the second pair of hands he shows the

Dhyana mudrii. The two remaining right hands hold the rosary and the

arrow, and with the two remaining left he carries the discus and

the bow”’. .

Vajradhatu Buddha is mentioned in the Chinese collection’. The

Chinese figure corresponds with the description given here and is illustrated

in Fig. 30.

LOCANA

Colour-—White Arms—T'wo

Symbol—Discus

The Dhyini Buddhas are all associated with their Sakti or female

counterpart and an offspring or Bodhisattva. They fall into a separate

group of five, or six, if Vajrasattva is added. Locanda belongs to the

Tathagata family to which the Dhyani Buddha Vairocana also belongs.

Thus Locana is the Sakti or the female counterpart of the Dhyani
Buddha Vairocana. A short Dhy4na in the Advayavajrasangraha describes

her form thus :

—o_ a ey

1. Gordon : ITL, p. 51; Getty : GNB, p. 34.

2. Clark : TLP. I, pp. 12, 57. 3. Clark : TLP. Vol. II, p. 115
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'“*Agneyakonadale candramandalopari sukla-Lom-karaja suklavarna

Locana cakra-cihna prthvidhatusvaripa Tathdgatakulodbhava mo-

harakta’’. ADV. p. 42.

“On the disc of the moon on the petal in the Agni corner (south-east)

there is Locanda originating from the white germ syllable Lom. She is

white in colour, bears the recognition symbo! of the discus, and is the

embodiment of the cosmic element of Earth. She belongs to the Tatha-

gata family and is steeped in delusion’’.

Paintings and sculptures of this goddess are rare. A Nepalese drawing

of the goddess is reproduced here in Fig, 31. Locana is represented in

Tibet.*

SAMANTABHADRA

Colour—White Symbol—Cakra

The Dhy4ni Buddhas are the progenitors of the different families and

they have each a spiritual consort and spiritual] son. These spiritual sons

are called the Bodhisattvas. The Bodhisattvas bear the same colour, and

the same recognition symbol whether they sit or stand. The Bodhisattva

with the Cakra symbol is Samantabhadra and is thus affiliated to the

Dhyani Buddha Vairocana with the Cakra symbol. He belongs to the

Tathigata Kula. When represented, he either stands erect or sits in

different sitting attitudes, such as Dhyana, Lalita or Bhadra poses on a

full-blown lotus. He usually holds the stem of a lotus on which the

family symbol, the Cakra, is shown.

Samantabhadra is known in Tibet? and China® and is frequently

represented in the Buddhist countries of the North. One of his images is

illustrated here in Fig, 32.

4. AMOGHASIDDHI

Colour—Green Mudra—-Abhaya

Vahana—Garuda = Symbol—Visvavajra

The Nepalese Buddhists consider him to be the Fifth Dhy4ani

Buddha in order. His left hand lies open on the lap and_ the

right exhihits the Abhaya (protection) mudra. His form is des-

cribed in many places in Tantric works but the one appearing in

the Advayavajrasangraha appears to be the best and is quoted

below :

‘“Uttaradale siryamandalopari syama-Kham-karajah syamavarno-

*moghasiddhih visva-vajracihnabhayamudradharah Samskaraskandha-

1. Getty ; GNB, p. 139.

2. Getty ; GNB. p. 47. . 3. Clark; TLP, II, pp. 8, 9, 52, 133.
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svabhavo Varsarturipah ([Karmakuli] pisitap(s?)ahtiktarasatmakah

pavargavisuddhah ardharatrasvabhavah.”’ ADV. p. 41-42,

“Amoghasiddhi originates from the green syllable Khatn placed

on the orb of the sun on the northern petal of the lotus, and

is of green colour. His recognition symbol is the Visvavajra or the

double thunderbolt. He exhibits the Abhaya (protection) mudra

and represents the cosmic element of Samskara (conformation). He

is the embodiment of the rainy season and is a demon by nature ;

[he belongs to the Karma family] and he represents the bitter

taste, the Pa (labial) group of letters and the middle part of the

night.”’

When represented, his colour is green and he always faces the

North. His Vahana is a pair of Garudas and his recognition symbol

is the Visvavajra or the double conventional thunderbolt. Sometimes

a serpent with seven hoods forms the background and an umbrella.

In front of his shiine, therefore, is found a small square pit which

is meant for the snake.

Statues and paintings of this Dhyani Buddha are found in large

numbers in all ‘Buddhist countries especially of the North, Some

of them are reproduced here (Figs. 33, 34). He is popular in Tibet?

and China?.

TARA

Colour—Green Symbol—Utpala

Tara also called Tarini according to a Dhyana found in the Paficaikara

section of the Advayavajrasangraha belongs to the Karma family to which

evidently the Dhyani Buddha Amoghasiddhi is also assqciated. The

green colour of Tara also suggests that she is the spiritual consort

of Amoghasiddhi of green colour. Her form and nature are given in

the following passage :

‘‘Aiganyam candramandalopari kanakasyama-Tam karaparinata Tarini

Syamavarna syamanilotpalacihna vayudhatusvaripa Karmakula

irsyarakta.” ADV. p. 43.

‘Jn the Isana (north-east) corner on the orb of the moon there is

Tarini originating from the germ syllable Tam of golden green colour.

Her recognition symbol is a green night lotus. She is the embodiment of

the element of Air. She belongs to the Karma family and is full of

jealousy.”

1, Gordon : ITL, p. 27, Getty : GNB. p. 42.

2. Clark : TLP, II, pp. 32, 56, 115, 126, 128, 136, 144.



Fig. 12 ADI-BUDDHA, VAJRADHARA

( From a Nepalese Painting )
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Fig. 13 Vajradhara Fig. 14 Vajradhara Yab-yum

( Baroda Museum ) ( Nepal }

lig. 15 Vajradhara Yab-yum Fig. 16 Vajradhara (Six-armed)

( Side View ) ( Baroda Museum )
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Fig. 20 PandaraFig. 19 Amitabha

sobhyaFig, 22 Ak1 ( Nepal ¥antFig. 21 Padmap
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Fig. 35 Tara

Fig. 34 Amoghasiddhj

Fig. 33 Amoghasiddhi

( Nepal )



(poday’) (wnasnpy umpuz) (Sueqt27)BIBASIBEA ZB “BLY vreasiivaA 19 BIJ Lisnfuyy nidueseuey 09 “St{



(70d2N")preastayeyperle A 65 "St





Fig. 45 Seven Mortal Buddhas with Maitreya

(Indian Museum)
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The same remarks apply to her images and paintings which are rare in

India. One specimen of her images is illustrated here (Fig. 35). In

Tibet! and China? she is widely known.

VISVAPANI

Colour—Green Sy mbol— Visvavajra

Visvapani, as the name indicates, is the holder of the Visvavajra

or the double thunderbolt which is the symbol of the Dhyini Buddha

Amoghasiddhi, whose spiritual consort is Tira or Tirini. They all

belong to what is called the Karmakula to which the green colour is

assigned. Visvapani thus is green in colour and shows the Visvavajra_ on

a lotus. When represented, he may stand erect or sil in different sitting

postures. His images are sometimes found. and one specimen is illustrated

here (Fig. 36), Visvapani is known in Tibet’,

5. RATNASAMBHAVA

Colour—Yellow Mudra—Varada

Vahana—Lion Symbol— Jewel

The Nepalese Buddhists regard him as the Third Dhyani Buddha in

order, and the earliest mention of his name may be found in the

Guhyasamaja which is believed to have been composed circa 300 A.D. He

is the progenitor of the Ratnakula, and is described widely in the Buddhist

‘Tantric works. Out of all descriptions the one given in the Paficakdara

section of the Advayavajrasangraha is perhaps the best. Here Ratnasam-

bhava is described as under :—

*‘Daksinadale siryamandalopari Tram-kirajah pitavarno Ratnasam-

bhavo ratnacihnavaradamnudradharo vedanasva)hhava-pisunasarirah rak-

tatmako ratnakuli samatijiinavin vasantarturipo lavanasarirah Tavar-

gavyapi trtiyacaturthapraharatmakah”’, ADV. p. 41.

*Ratnasambhava originates from the yellow syllable Tram: placed on

the orb of the sun on the southern petal. He is yellow in colour, his

recognition symbol is the jewel and he exhibits the Varada (gift-bestowing)

Mudra. He represents the cosmic elernent of Vedana (sensation) and is

the embodiment of slander (pisuna). He presides over the blood in the

human system, and belongs to the Ratna (jewel) family of deities. He

possesses the knowledge of Samata (equality) and presides over the spring

season, the saline taste, the Ta (dental) group of letters and the third and

fourth parts of the day and night’’.

1, Getty : GNB, p. 127. 2. Clark ; TLP, II, pp. 60, 107, 171.
3. Getty : GNB. p. 101.

10
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When represented, his colour is yellow, and he always faces the South.

His left hand rests on the lap with open palm, and the right exhibits the

Varada Mudra or the gift bestowing attitude. His Vahana is a pair of

lions, and the recognition symbol is the Jewel (Ratnacchata).

He may have more arms than two and in such forms he is described in

the Nispannayogavali. Such forms are also represented in the art. Some

of his two-armed forms are only illustrated here (Figs. 37,38). He is widely

known and represented in Tibet! and China’.

VAJRADHATVISVARI

Colour—Yellow Symbol—Jewel

Vajradhatvisvari, according to a statement in the Advayavajrasam-

graha is the deity of the centre surrounded by the four Buddhasaktis,

Locana, Tara, Pandara, and Mamaki. She is said to be the embodiment

of the highest truth in Mahayana Buddhism which is named differently as

Tathata, Sinyata, Prajfiaparamita and so forth®?. Vajradhatvisvari thus

can be taken as the spiritual consort of Ratnasamlhava only, with the

yellow colour and the jewel as symbol.

Images and paintings of this deity are still :arcr than those of the other

Buddhasgaktis. One of her Nepalese paintings is illustrated here (Fig. 39).

She is known in Tibet 4.

RATNAPANI

Colour—Yellow Symbol—Jewel

Ratnapfni, as the name signifies, hclongs to the Ratnakula which is

presided over by the Dhyani Buddha Ratnasa:;mbhava, whose spiritual

consort is Vajradhatvisvari. Ratnapani is of the same nature as

the Dhyani Buddha and when represented, he either stands erect,

or sits in different sitting postures. He holds the stalk of a lotus on

which appears the Kula symbol which is here the Jewel (Ratnacchata).

He is represented sparirgly in the Buddhist countries of the North,

and a metal image of his found in Nepal is illustrated here (Fig, 40).

Ratnapani is known and represented in Tibet.

6. VAJRASATTVA

Colour---White Symbols—Vajra and Ghanta

Vajrasattva, the Sixth Dhyani Buddha, is regarded by the Nepal

Buddhists as the Priest of the Five Dhyani Buddhas, He is not repre-

1. Getty : GNR, p: 37. 2. Clark : TLP, Il, pp. 32, 57, 119, 126.
3. ADV, p. 43. 4. Getty : GNB, p. 139.

5 Getty : GNB, p. 53, 54.
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sented in the Stipa like the other Dhyani Buddhas, but independent

shrines are dedicated to his worship. His worship is always performed in

secret and is not open to those who are not initiated into the mys-

teries of Vajrayana. Vajrasattva is represented in two forms, single

and Yab-yum.

The notable feature of this Dhyani Buddha is that he wears all

ornaments, rich dress and a crown instead of the poor dress of the other

Dhyani Buddhas consisting of three rags (tricivara). Thus Vajrasativa

appears more to be a Bodhisattva than a Dhyani Buddha.

He sits cross-legged in the meditative pose like the other Dhyani

Buddhas, and exhibits no special Mudra. He carries the Vajra in his

right hand with palm upwards against the chest and the Ghanta (Bell) in

the left hand resting against the left thigh. His form is repeatedly

described in Tantric works. The description given in the Advayavajra-

sangraha is typical and is quoted below :

‘Vajrasattvastu Hoimkarajanma suklo dvibhuja ekavaktro vajra-

vajraghantadharo Kasayarasasarirah sSaradrtuvisuddho Yaralavadyatma-

kah ardharatratah prabhatakalaparyanto Dharmadhatuparanima”.

ADV. p. 41.

“Vajrasattva originates from the syllable HOM and is white in colour.

He is two-armed and one-faced and holds in his two hands the Vajra

and Vajra-marked Ghanta. He represents the astringent taste, the

Autumn season, the letters of the alphabet ya, ra, la, and va, and

the part of the night from midnight to day-break. His second name

is Dharmadhatu’’,

When represented singly, he is exhibited before the public. The

Yab-yum form is generally kept secret. When represented in Yab-yum,

he is closely asscciated with his Sakti who is generally known as Vajra-

sattvatmika. He carries the Vajra and the Ghanta in the same manner

as when single, but the Sakti holds the Kartri in the right hand and the

Kapila in the left (Figs. 41, 42).

He is represented widely in all Buddhist countries of the North. Some

of his single and Yab-yum forms are illustrated here (Figs. 43, 44). His

white colour suggests that his spiritual sire is Vairocana of white colour.

His position amongst the Dhyani Buddhas is anomalous. Veajrasattva is

widely represented in Tibet! and China’.

1. Getty : GNB, p. 6.

2. Clark: TLP. U, p. 138.
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VAJRASATTVATMIKA

Colour—White Symbol—Kartri and Kapila

Arms—Two

As all the Dhyani Buddhas have a Sakti each attached to them, even

so the Sixth Dhyani Buddha Vajrasattva also can claim a Sakti, Vajra-

sattvatmika thus is the spiritual consort of the Sixth Dhyani Buddha

Vajrasattva. Her Dhyana is rarely found in Tantric literature, but her

form can be seen from the images where she is in close embrace with

Vajrasattva in Yab-yum. In such cases she carries the Kartri in the

right hand and Kapila im the left.

GHANTAPANI

Colour—White Symbol—Ghanta

The Sixth Dhyani Buddha Vajrasattva and his consort Vajrasattvat-

mika claim Ghantapani as their Bodhisattva. The recognition symbol of

this Bodhisattva is the Ghanta or the Bell. Like his spiritual sire he must

be white in colour. Ghantapiniis rarely represented, and his images are

very rare in Buddhist countries.

MORTAL BUDDHAS

Both the Mahiyanists and the Hinayanists hold that a Buddha

is one who is endowed with the thirty-two major and eighty mi-

nor auspicious marks known as “external characteristics” as enu-

inerated in the Dharmasamgiaha, attributed to Nagarjuna. He must

Jave in addition, three kinds of mental characteristics, namely, the

ten Balas or forces, eighteen Avenika Dharmas or peculiar proper-

ties, and the four Vaisaradyas or points of

assurance,

self-confidence or

The Hinayanists, even in their earlier stages, recognised twenty-

four bygone Buddhas, each having a peculia: Bodhi tree. The Mahaya-

nists also give several lists, though not systematically and thirty-two

different names have heen recovered. The last seven Tathagatas are

well known, and are designated by the Mahayanists as Manusi or Mortal

Buddhas. These are, Vipasyin, Sikhi, Visvabhi, Krakucchanda, Kana-
kamuni, Kasyapa and Sakyasunha. The historicity of these Buddhas is
still uncertain excepting of course that of the last, but there are good

grounds for thinking that Kanakamuni and Krakucchanda really were

historical personages.

Attempts have been made to establish a fantastic connection

between the Jast five mortal Buddhas and the five Dhyani Buddhas

and their Bodhisattvas by holding that the Divine Bodhisattvas
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discharge their duties of creation through the agency of the five Mortal

Buddhas. The theory may be current in Tibet; it may ingeniously

establish a new connection and may find strong support from scholars, but

it is against all Tantric traditions of India.

When represented, the last seven Mortal Buddhas appear all alike :

they are of one colour and one form, usually sitting cross-legged, with the

right hand disposed in the Bhimisparsa Mudra (earth-touching attitude),

which is the Mudra peculiar to Aksobhya and as a matter of fact, it is not

possible to identify a sculpture of the latter unless it is coloured or if no

other identification maik is piesent. In paintings, the Mortal Buddhas

have usually a yellow or golden complexion. The only possible chance of

identifying them is when they appear in groups of seven!.

Sometimes they are 1epreseuted as standing, in which case they appear

under a distinguishing Bodhi Tree and with a distinguishing Mudra. The

Indian Museum image No. B. G. 83 (Fig. 45) is an image of thiskind. It

may be noted, however, that Maitreya, the future Buddha, has been

added to this group.

VAJRASANA

Gautaina, the last of the group of the seven Mortal Buddhas, is widely

repiesented both in sculptures and in paintings. His images date from a

period anterior to the birth o! Christ and the fascination of Indian

sculptors for Buddha images seems never to have diminished. Innumer-

able images of Buddha in innumerable attitudes and with innumerable

expressions have been discovered in India, as in those other countries

which came under the influence of Buddhism, Images of Buddha,

therefore, are an independent study by themselves.

The Sadhanamala furnishes us with several descriptions of Buddha

Vajrasana sitting in the Vajraparyanka attitude, with his right hand

displaying the Bhimisparsa pose. The Dhy4na, as given in one of the

Sadhana is quoted below :

‘Savyakarena Bhisparsamudram utsangasthitavasavyahastam kasaya-

vastravaguathanarn nilagauraraktasyamacatur-Maropari visva-padmavaj-

ravasthita;n gantam laksanavyafijanenanvitagatram, Tasya Bhagavato

daksine Maitreya-Bodhisattvam gauram dvibhujam jatamukutinam

savyakarena camararatnadharinam avasavyena nagakesarapuspacchata-

dharinam. Tatha vamato Lokeévarram suklam dakginakarena cama -

1. Colossal images of the Seven Mortal Buddhas representing them with the Bhi-

migparéa mudra appear in one of cave temples zt Ellora. Fergusson and Burgess: Cave

Tamples of India, p. 383.
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radharam vamakarena kamaladharam Bhagavanmukhaviokanaparau ca

tau bhavayet,

Iti Vajrasanasidhanam samiaptam”’

Sadhanamala, p. 24.

“The worshipper should meditate himself as (Vajrasana) who displays

the Bhisparsa Mudra in his right hand while the left rests on the lap. He

is dressed in red garments and sits on the Vajra-marked double lotus placed

on the four Maras of blue, white, red and green colour. He is peaceful in

appearance and his body is endowed with all the major and minor

auspicious marks,

“To the right of the God is Maitreya Bodhisattva who is white, two-

armed, and wears the Jatamukuta (crown of matted hair), and carries the

chowrie-Jewel in the right hand, and the Nagakesara flower in the left.

‘Similarly, to the left of the principal God is Lokesvara of white

complexion, carrying in his right hand the chowrie and the lotus in

the left.

‘These two gods should be meditated upon as looking towards the face

of the (principal) god......

‘‘Here ends the Sadhana for Vajrasana’’.

Images of this divinity are found in overwhelming numbers in almost

all Buddhist centres in India. The Indian Museum image (Fig. 46) is an

example of this form of Gautama.

Buddha Sakyasiznha was conceived in another form which was called

by the name of Durgatiparigodhana. This particular form of Sakyasimha

is described in the Nispannayogiavali of Abhayadkara Gupta.

DURGATIPARISODHANA

Colour—Yellow Face—One

Arms —Two Mudra—Dharmacakra

«Sakyasimha, the embodiment of Mahavairocana, is the prmcipal deity
in the Durgatiparisodhana Mandala of the Nispannayogavali. He has

been described in a short sentence :

“Cakrasya vedyam visvasarojasthasimhopari gri-Sakyasimho Bhagavan

Mahavairocanah suvarnavarno dhrtadharmacakramudrah.

NSP. p. 66.

‘‘On the centre of the wheel on a lion placed on a double lotus sits the

god Sri Sakyasimha, the embodiment of Mahavairocana of golden yellow
colour, displaying in his two hands the Dharmacakra Mudra”.

Nepalese paintings of the deity are available, but sculptures are

not recorded anywhere.
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MORTAL BUDDHASAKTIS

Like the Dhydni Buddhas, the Mortal Buddhas have also their res-

pective Buddhasaktis through whom they obtained the seven Mortal

Bodhisattvas. The Buddhasaktis are :—

1. Vipasyanti 4. Kakudvati

2, Sikhimalini 5. Kanthamailini
3. Visvadhara 6. Mahidhara

7. Yasodhara

Representation of these are not met with anywhere in India. Only

one Statuette of the last Yasodhar4 is found in China.

MORTAL BODHISATTVAS

They were brought into existence by their respective Mortal Buddhas

and their Saktis. They are :—

l. Mahamati 4, Sakamangala

2, Ratnadhara 5. Kanakardja

3. Akaéagafija 6 Dharmadhara

7. Ananda?

The names of Yasodhara and Ananda are familiar names, the former

being the name of Sakyasimha’s wife and the latte: that of his {favourite
disciple.

The relation between the Mortal Buddhas, then Buddhagaktis and the

Bodhisattvas may be thus shown in a tabular form :—

Mortal Mortal Mortal

Buddha Buddhasakti Bodhisattva

Vipasyi Vipasyanti Mahamati

Sikhi Sikhimilini Ratnadhara
Visvabhi Visvadhara Akisagaiija

Krakucchanda Kakudvati Sakamangala

Kanakamuni Kanthamalini Kanakaraja

Kasyapa Mahidhara Dharmadhara

Sakyasimha Yasodhara Ananda

1, Clark : TLP, II, p. 171. For the names of the BuddhaSaktis see Oldfield : Sketches

from Nipal, Vol II. 163 and 185 ff.

2. Oldfield : Sketches from Nipal, Vol. II, pp. 163 and 185 #f.
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MAITREYA, THE FUTURE BUDDHA

It would not be out of place to mention here the name of

Maitreya who partakes of the nature of a Mortal Buddha, though

he is not a Buddha yet. He is supposed to be passing the life of

a Bodhisattva in the Tusita heaven, preparatory to his descent to

earth in human form, It is said that he will come to earth full

4000 years after the disappearance of Buddha Gautama for the

deliverance of all sentient beings. Asanga is said to have visited

Maitreya in the Tusita heaven and to have been initiated by him

into the mysteries of Tantra. He is the only Bodhisattva who is

worshipped alike by the Hinaydnists and the Mahaydanists and his

images can be traced from the Gandhara School down to the

present time. Hiuen Tsang records the existence of Maitreya in

Udyana (U-chang-na}. The sculptor, in order to ascertain his correct

form, is believed to have gone several times to the Tusita heaven

before carving it.

Maitreya may be represented as a standing figure, adorned with

rich ornaments and holding in his right hand the stalk of a lotus.

He is distinguished from Padmapani mainly by the figure of 2

smal} Caitya which he bears on his crown. Getty remarks that in

Indian sculpture he shows in his hands the usual Dharmacakra-

mudra ; in the left there is 2 vase, round, oval or pvinted, or there

may be the stems of flowers which support his two characteristic

symbols, the vase and the wheel. Maitreya may also be represen-

ted seated as a Buddha, with legs either interlocked or dangling

down. His colour is yellow, and his images sometimes bear the

figures of the five Dhyani Buddhas, on the aureole behind.

The small Caitya on the crown of Maitreya is said to refer to the

belief that a Stipa in the mount Kukkutapaida near Bodh-Gaya

covers a spot where Kasyapa Buddha is lying. When Maitreya

would descend to earth he would go direct to the spot, which

would open by magic, and receive from Kasyapa the garments of a

Buddha,

The Sadhanamali furnishes us with only one description of Maitreya

as a principal divinity and several others in which he is represented as 2

minor god. When as a minor god, he accompanies others, he generally

carries the chowrie in the right hand and the Nagakesara flower in

the left. The Sadhana describing the procedure of his worship has

this Dhyana :
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veeevaces Pita‘Maim’karaparinatam visvakamalasthitam trimukham

caturbhujam krsnasukladaksinavaimamukham suvarnagauram

sattvaparyankinam vyakhyanamudradharakaradvyam aparadaksi-

navamabhujabhyam varadapuspitanagakesaramaiijaridharam

nanalankaradharam 4tmanam Maitreyaripam @iambya........

Maitreyasadhanam. Sadhanamali, p. 560.

‘‘The worshipper should meditate himself as Maitreya who originates

from the yellow germ syllable ‘“Maim’’. He is three-faced, three-cyed,

and four-armed. His right and left faces respectively are of blue and

white colour. His complexion is yellow like that of gold. He sits in the

Paryanka attitude on an animal. His two hands are engaged in exhibiting

the Vyadkhyaina Mudra and he shows in his other right and left hands

the Varada Mudra and a full-blown Nagakesara flower with its branches,

He is decked in many ornaments. Meditating thus....

This is the Sadhana for Maitreya.”

A Nepalese drawing (Fig. 47) represents this form of Maitreya which

follows the Dhyana in all details except the vehicle. Maitreya is popular

in Tibet? and his images are found in abundance in China?,

1. Gordon : ITL, pp. 104, 107; Getty : GNB, pp. 22, 23.

2, Clark: TLP, II, pp. 7, 9, 59, 143, 195.

1]



CHAPTER IT

THE BODHISATTVAS

The term Bodhisattva consists of two words Bodhi (enlightenment)

and Sativa (essence) and they represent a class of deities who derive

their origin from the five Dhyani Buddhas representing the five primordial

clements. The Bodhisattvas thus connote all the male deities of the

Buddhist pantheon, while their female counterparts are known by the

generic name of Saktis. These Saktis should be distinguished from

the Buddhasaktis who are the queens of the five Dhyadni Buddhas.

The Bodhisattvas are sometimes represented in the company of their

Saktis who are seated cither beside them or on their laps or in close
embrace. Although all the male deities of the Buddhist pantheon can

be called the Bodhisattvas, they are nevertheless separated in iconographic

studies as an independent group. Thus, in the Nispannayogavali,

three distinct groups of sixteen Bodhisattvas are mentioned and it is

necessary to refer to them here along with their iconography as found

in this excellent book. Amongst the Bodhisattvas, Avalokitesvara and

Maijijusri are the chief and have wide popularity not only in this country,

but also in other Buddhist countries such as Tibet, China and Japan. As

the images of Avalokitesvara and Mafijusri are found in all these countries

in large numbers and in a wide variety of forms they require obviously a

separate treatment in sulsequent chapters.

The Nispannayogavali of Mahapandita Abhayakara Gupta mentions

altogether three sets? of sixteen Bodhisattvas. Some names occur in one

or two or all the thice lists, which when analysed, give an account

of twenty-five Bodhisattvas in all, These thiee lists are headed in one by

Samantabhadra and in two others by Maitreya, the Future Buddha.

Images of many of these Bodhisattvas are found in India, but their

number is the largest in China as would be seen in the Two Lamaistic

Pantheons by Walter Eugene Clark. The three lists as given by

Abhayakara Gupta are stated below for facility of comparison, before

the Bodhisattvas are actually described with the help of the Dhyanas.

List No. 1. Samantabhadra, Aksayamati, Ksitigarbha, Akasgagarbha,

Gaganagaifija, Ratnapini, Sagaramati, Vajragarbha, Avalokiteévara,

Mahasthamaprapta, Chandraprabha, Jaliniprabha, Amitaprabha, Pra-

tibhankita, Sarvasokatamonirghatamati, §Sarvanivaranaviskambhin.

1. NSP, pp. 46, 50. 67.
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List No. 2. Maitreya, Majfijuéri, Gandhahasti, Jfanaketu, Bhadra-

pala, Sagaramati, Aksayamati, Pratibhanakiita, Mahasthamapraptia,

Sarvap4yafijaha, Sarvasokatamonirghatamati, Jaliniprabha, Candrapra-

bha, Amitaprabha, Gaganagajija, Sarvanivaranaviskambhin.

List No. 3. Maitreya, Amoghadarsin, Apaydafijaha-Sarvapayaiijaha,

Sarvasokatamonirghatamati, Gandhahasti, Surangama, Gaganagaiija,

Jiianaketu, Amitaprabha, Candraprabha, Bhadrapala, Jalinipralha,

Vajragarbha, Aksayamati, Pratibhanakita, Samantabhadra.

1, SAMANTABHADRA?

Colour—Yellow and Blue Symbol —Jewel

The Bodhisattva Samantabhadra (Universal Goodness) is important as

the leader of the sixteen Bodhisattvas and thus is not a whit less important

than the Future Buddha Maitreya who is at the head of the two other

lists of Bodhisattvas. Samantabhadra’s popularity is further exemplified

by frequent mention of his name in the Nispannayogavali. Samanta-

bhadra is popular both in Tibet and China where his irnages are frequent

and numerous.

He is described several times in the Nispannayogavali and in several

places his form is identical with that of his sire. But there are places where

his independent forms are described which are important for the purpose

of iconographic studies. ‘These are mentioned here.

In the Dharmadhatuvagisvara Mandala Samautabhadra is described as

follows :

Samantabhadrah pitah savyena varado v.imena utpalakhadgadharah.

NSP, p. 58.

» “Samantabhadra is yellow in colour, shows the Varada (boon) in the right

hand and holds on the left the swoid on lotus.”

In the Durgatiparisodhana Mandala he is described as :

Samantabhadrah suvarnavarno ratnamaiijaribhrddaksinapanih

katisthavamamustih. NSP, p. 67.

‘Samantabhadra is of golden colour, holds a bunch of jewels in the right

hand, while the left rests on the hip.”

Once again Samantabhadra is described in the Kilacakra Mandala.

There he is described as :

Samantabhadrah nilah savyairvajrakartriparasin vamair-ghanta-

kapala-Brahmasiramsi dadhanah. Brahmasirahsthine utpalam_ vi.

Dharmavajrasamapannno’yam. NSP, p. 85.

‘Samantabhadra is blue in colour and holds in his three right hands

the Vajra, the Kartri and the Parasu, and in the three left hands the
A

1. Fora full description see Getty : GNB, p. 47, f.
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Ghanta, the Kapila and the severed head of Brahma. Sometimes the

head of Brahma is replaced by the Utpala. He is embraced by his consort

Dharmavajra.”

Although images of Samantabhadra are not rare in India, the bulk of

his images are to be met with in China. At least five images of the

Bodhisattva are found in Peiping alone.. Fig. 48 is a Nepalese drawing of

the deity.

Samantabhadra is popular in the Sadhanamala, although only one

description of hisis available. Inthe Lokanatha Sadhana he is described

as:

Samantabhadrah pitabho ratnotpalavarapradah

Sadhanamaila, p. 49.

‘‘Samantabhadra is of yellowish colour, holds the jewel on a lotus and

exhibits the Varada Mudra in his two hands,”

9. AKSAYAMATI

Colour—Yellow Symbol—-Sword or Jar

The second Bodhisattva is Aksayamati (Indestructible mind) and his

name is widely known in the Buddhist ritualistic literature. Aksayamati

is described thrice in the Nispannayogavali.

In the Majijuvajra Mandala Aksayamati is described as :

Aksayamatih suvarnavarno vAamamustim hrdyavasthapya savyena

varadamudrah. NSP, p. 50.

‘‘Aksayamati is of golden coniplexion, and shows the clenched left

hand against the chest, and exhibits the Varada mudra in the right.”

In the Dharmadhatuvagisvara Mandala, he is described somewhat

differently as :

Aksayamatih pitah savyena khadgam vamenaabhayakamalam

bibharti. NSP, p. 58.

‘‘Aksayamati is yellow in colour and flourishes the sword in the right

hand, while he exhibits in the left hand the Abhaya mudra and the

Kamala.”

A third description of this Bodhisattva occurs in the Durgatiparigodhana

Mandala and he is described in the following words :

Aksayamatih sito hastabhyam jianamrtakalasadhari

NSP, p. 67.

‘‘Aksayamati is white in colour and with his two hands holds the

bowl containing the nectar of knowledge.”

1. Clark : TLP, HU, pp. 8, 9, 52, 133, 274.
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A Chinese statuette! depicts him in the form of the Dhyani Buddha

Amoghasiddhi with the right hand raised against the chest in the Abhaya-

mudra and the left resting on the lap. Fig. 49 is a Nepalese drawing of the

deity. Fig. 50 illustrates a Chinese specimen.

3. KSITIGARBHA?

Colour—Yellow or Green Symbol—Kalpa Tiee on Jar

The third Bodhisattva Ksitigarbha (matrix of the earth) is rarely

represented. He is described twice in the Nispannayogavali. In one, he

is identical with his sire Vairocana with the Cakra symbol. In another,

Ksitigarbha is described in the following words °

Ksitigarbhah pito daksinena kitabhisparso vamendbjastha-kalpa-

drumadharah. NSP, p. 58.

‘‘Ksitigarbha is yellow in colour, shows the earth-touching mudra in

the right hand, and a lotus with the wish-yiving tree (kalpavrksa) in the

left.”

Ksitigarbha is illustrated four times in the Peiping collection in different

forms.? He is also found in Tibet.4 Fig. 51 is a Nepalese diawing of the

deity.

Under Lokanatha Sadhana in the Sadhanamala a further description

occurs of the Bodhisattva Ksitigarlha. Here he is described in verse as :

Ksitigarbhah syamavarnah kalasam cabhayain tatha,

Sidhanamiila, p. 49.

“Ksitigarbha is of green colour, and shows in his two hands the jar

and the Abhaya mudra.”’

4. AKASAGARBHAS

Colour—Green Symbol—Jewel

The Bodhisattva Akasagarbha (essence of ether) is also known by the

name of Khagarbha, the words “Kha” and ‘Akasa” signify the same

thing “Sky”. Akasagarbha is the Bodhisattva who lives in the womb of

the sky.

Akagagarbha is described in the Dharmadhatuvagisvara Mandala

of the Nispannayogavali. His form is depicted in the following
—Ts aT fee eee

1, Clark : TLP, MN, p 132.

2. For further information see Getty : GNB, p. 90, et. seq.

3. Clark : TLP, II, pp. 8, 9, 56, 274.

4

5

- Gordon : ITL, p. 60.

. For further information see Getty : GNB, p. 101.
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words :

Akasagarbhah gyamah savyena sarvaratnavarsi vamena cintamani-

bhyt. NSP, p. 58.

‘«‘Akasagarbha is green in complexion, with the right hands he

showers all kind of jewels, and with the left, he holds the Cintamani

(wish-giving) jewel.”

Altogether four illustrations of Akagagarbha appear in the two Lamaistic

Pantheons. In China, he is represented in three distinct forms. Two

statuettes show the lotus in the right hand and the Varada mudra in the

left. The third is three-faced and six-armed while the fourth shows the

jewel in the right hand and the Varada mudra with the jewel in the left.

Fig. 52 is a Nepalese drawing of the deity.

Akasagarbha is recognized by his second name of Khagarbha in the

Sadhanamala and under the Lokanatha Sadhana his form is described as

follows :

Khagarbho nabhahsyamabho cintamanivarapradah.

Sadhanamaia, p. 49.

“Khagarbha is green as the sky, holds the Cintamani jewel in one

hand and exhibits the Varada mudra in the other.”

5. GAGANAGANJA

Colour—Yellow or Red §Symbol—Kalpa Tree

The Bodhisattva Gaganagafija is described four times in the Nispanna-

yogavali. His colour is yellow showing his affiliation to Ratnasambhava

of yellow colour with the Varada mudra and the jewel.

In the Mafijuvajra Mandala he is described as :

Gaganagaiijah suvarnavarno vame vajramustiin garvena katyam

nyasya daksinam gagane bhramayan. NSP, p. 50.

‘‘Gaganagajija is of golden yellow colour. In the left he holds the

Vajra within clenched hand which is proudly placed on the hip, while the

right is flourished upwards in the sky.”

The Dharmadhatuvagisvara Mandala describes him with the following

words ;

Gaganagafijah pitah savyena Cintamanibhrd-vamena bhadraghata-

valambitakalpavrksam dadhanah. NSP, p. 58.

‘‘Gaganagaiija is yellow and shows the Cintamani jewel in the right

hand. In the left, he holds the auspicious bow! from which is suspended

a Kalpa (wish-giving) tree.”’

1. Clark : TLP, II, pp. 8, 9, 56, 273. Also NSP, introduction, p. 25.



THE BODHISATTVAS 87

A Third description of Gaganagajija occurs in the Durgatiparifodhana

Mandala. There his form is as under :

Gaganagaiijah sitapitah savyena padmasthadharmagaiijadharah

katisthavamahastah. NSP, p. 67.

‘sGaganagaiija is whitish yellow in complexion, He holds the Dharma-

gafija on lotus in the right hand, while his left hand rests on the hip.”

Gaganagafija is also represented in the same form as his sire Ratnasam-

bhava of yellow colour. In the Two Lamaistic Pantheons Gaganagaija

occurs only once and he is of the same form as his sire Ratnasambhava.!

Fig. 53 is a Nepalese drawing of the Bodhisattva.

Bodhisattva Gaganagajija is not unknown to the Sadhanamala, In

the Lokanatha Sadhana, a short description of the deity is available. It

runs as follows :

Gaganagaiijo raktavarno nilotpalavarapradah

Sadhanamiila, p. 49.

‘“‘Gaganagaiija of red colour, holds the blue lotus and exhibits the

Vaiada mudrd in his two hands.”

6. RATNAPANI?

Colour—Gieen Symbol—Jewel or the Moon

The Bodhisattva Ratnap4ni (Jewel bearer) is described only once in the

Dharmadhatuvagisvara Mandala of the Nispannayogavali. Here he is

described as :

Ratanapanih syamo daksinapanina ratnam vamenabjastha-candra-

mandalam bibhranah. NSP, p. 58.

‘‘Ratnapani is green in colour, holds the jewel in the right hand, and

the disc of the moon vn lotus in the left hand.”’

He is the Bodhisattva of the Dhyani Buddha Ratnasambhava and as

such, he is sometimes represented in Nepal and Tibet. His image is not

found in the Chinese collection. Fig. 54 is a Nepalese drawing of the

Bodhisattva.

7. SAGARAMATI

Colour—White Symbol—Sea Wave or Conch

Bodhisattva Sdgaramati (ocean mind) is twice described in the

Nispannayogavali. In the Mafijuvajra Mandala, he is described as :

Sagaramatih sito hastadvayaprasaritah sarvangulibhistarangabhinayi

——- oe ae oe

1. Clark: TLP, II, p. 136.

2. For further information see Getty : GNB, pp. 53, 54.
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‘“‘Sdgaramati is white in colour with both hands outstretched and the

fingers displaying the sea-waves.””

In the Dharmadhatuvagisvara Mandala he 3s once again described as :

Sagaramatih sitah savyena samkhamvamena vajrakhadgam dadhanah.

NSP, p. 58.

‘‘Sagaramati is white in colour, holds in the right hand the conch, and

in the left a sword marked with a Vajra.”

Fig. 55 is a Nepalese drawing of Sagaramati.

8, VAJRAGARBHA

Colour—Blue or Bluish White Symbol—Dasabhimika Scripture

The Bodhisattva Vajragarbha (matrix of Thunderbolt) is described

twice in the Nispannayogavali, In the Dharmadhatuvagisvara Mandala

he is described as :

Vajragarbho nilotpaladalavarno daksincna vajram vamena dasabhi-

mikapustakadharah. NSP, p. 98.

“‘Vajragarbha is of the colour of the petal of a blue lotus and holds in the

right hand the Vajra and in the left the book called the Dasabhiimika.”’

In the Durgatiparisodhana Mandala Vajragarbha’s form is depicted

thus :

Vajragarbho nilasitah savyena nilotpaladharah katinyastavimamustih.

NSP, p. 67.

‘‘Vajragarbha is of bluish white colour and holds the blue lotus in the

right hand while the clenched left rests on the hip.”

His images are rare, and he is not represented in the Chinese collection.

Fig. 56 is a Nepalese drawing of Vajragarbha.

9, AVALOKITESVARA

Colour—White Symbol—Lotus

The Bodhisattva Avalokitesvara (The Watchful Lord) also called

PadmapAani (Lotus bearer) is the spiritual son of the Dhyani Buddha

Amitabha. He is one of the most popular Bodhisattvas of the Buddhist

Pantheon having as many as 108 different forms. A separate chapter is

devoted to this Bodhisattva in this work. Here only his special form that

occurs in the Nispannayogavali in the list of Sixteen Bodhisattvas will be

referred to.

Avalokitesvara is described in the Dharmadhatuvagisvara Mandala as:

Avalokitesvarah subhrah savyena varado vamena sarojadharah.

NSP, p. 58.

‘‘Avalokitesvara is white in colour; he displays the Varada mudra in the

right hand and in his left, he holds the lotus.”
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Avalokitesvara is four times illustrated in the Two Lamaistic Pantheons!.

Fig. 57 is a Nepalese drawing of Avalokitesvara.

. 10. MAHASTHAMAPRAPTA

Colour—White or Yellow Symbol—Six Lotuses or Sword

The Bodhisattva Mahasthamaprapta (one wno has obtained great

strength) is described twice in the Nispannayogivali, In the Majijuvajra-

Mandala he is described as :

Mahasthamapraptah sito vamena salt-vikasitapadmadhiri savyena

varadah. NSP, p. 50.

‘‘Mahasthamaprapta is white in colour and holds in his left handa

bunch of six full-blown lotuses, while the right displays the Varada

mudra.”

In the Dharmadhatuvagisvara Mandala, he is once again described

with the following words :

Mahasthamapraptah pitah savyena khadgam vamena padmamu

dadhanah. NSP, p. 98.

‘‘Mahisthamaprapta is yellow in colour. He holds the sword in the

right hand, and the lotus in the left.”

In the Chinese collection, Mahasthimaprapta occurs only once?.

Fig. 58 is a Nepalese drawing of Mahiasthamaprapta.

11, CANDRAPRABHA

Colour—White Symbol—Moon on Lotus

Bodhisattva Candraprabha (Light of the Moon) is described thrice in

the Nispannayogavali. In the Majijuvajra Mandala he is described as :

Candraprabhah candravarno viamenotpalastha-candramandaladhari

daksinena varadah. NSP, p. 50.

‘Candraprabha is of white colour like the moon He holds in his left

hand the disc of the moon on a lotus, and displays the Varada mudra in

his right.”

Candraprabha is described in the Dharmadhatuvagisvara Mandala in

the following words :

Candraprabhah subhrah savyena vajracakram vimena padmastha-

candramandalam dhatte. NSP, p. 58.

“Candraprabha is white in colour. He holds in his right hand the

discus marked with a Vajra, and in the left the disc of the moon on a

lotus.”

1, Clark; TLP, Vol. II, pp. 7. 11, 161, 195. For further information on Avalokites-

vara and his forms in Tibet, China and Japan, see Getty : GNB, p. 55 f.

2. Clark: TLP, II, p. 160. For further information on the deity see Getty:

GNB, p. 115.

12



90 BUDDHIST ICONOGRAPHY

In the Durgatiparisodhana Mandala he is described differently as

follows :

Candraprabhah gubhrah savyena padmasthacandrabimbam bibhranah

katisthavamamustih. NSP, p. 67.

‘“‘Candraprabha is white in colour. He holds the moon on a Jotus in

the right hand while the clenched left rests on the hip.”’

Thus the recognition symbol of Candraprabha is the moon on lotus. In

the Chinese collection Candraprabha occurs only once}. Fig. 59 isa

Nepalese drawing of Candraprabha.

12, JALINIPRABHA

Colour—Red Symbol—Sun-disc

The Bodhisattva Jaliniprabha (Light of the Sun) is also known by the

name of Siryaprabha and he is described threc times in the Nispannayoga-

vali. In the Mafijuvajra Mandala he is described as :

Jaliniprabho rakto vamenotpalastha-siiryamandaladhari savyena

varadah. NSP, p. 50.

‘‘Jaliniprabha is of red colour. He holds the disc of the sun on a lotus

in the left hand while the right displays the Varada mudra.

Jaliniprabha is again described in the Dharmadhatuvagisvara

Mandala as :

Jaliniprabhah sitaraktah savyenisiin vamenabjasthasiryam

NSP, p. 58.

¢‘Jaliniprabha is whitish red in complexion. He holds the sword in the

tight hand and the disc of the sun on a lotus in the left hand.”

In the Durgatiparisodhana Mandala he is described further as :

Jaliniprabho raktah savyena vajrapajfijaram bibhranah katisthavam-

amustih. NSP, p. 67.

‘Jaliniprabha is 1ed in colour. He holds the Vajrapajijara (Vajra

marked cage) in the right hand while the clenched left rests on the hip.”

The symbol of Jaliniprabha is the disc of the sun and his red colour

suggests that he is the spiritual son of the Dhyani Buddha Amitabha.

In the Chinese collection he is represented as Amitabha,? Fig. 60 isa

Nepalese drawing of Jaliniprabha.

13. AMITAPRABHA

Colour —White or Red Symbel— Jar

The Bodhisattva Amitaprabha (Boundless Light) also spelt as

Amrtaprabha (Light of Nectar) is described thrive in the Nispannayoga-

1, Glark : TLP, U, p. 147.
9, Clark : TLP, II, p. 132.
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vali. Twice he is mentioned as of white colour and only once as red. It

thus appears that Amitaprabha should belong to the family of Vairocana

because of his white colour. His spiritual father will be Amitabha when

he is red in colour.

In the Durgatiparisodhana Mandala, Amrtaprabha is described as :

Amrtaprabhah subhrah mukutoparyamrtakalasabhrtsavyakarah katis-

thavamamustih. NSP, p. 67.

‘‘Amrtaprabha is white in colour. In his right hand he holds the jar

of nectar on the crown of his head. His clenched left hand rests on the

hip.”’

In the Mafijuvajra Mandala he is once again described as ;

Amitaprabhah raktah hastadvayena abhisekakalasadhari.

NSP, p. 50.

“Amitaprabha is of red colour and holds in his two hands the jar

required in the bath of initiation.”

In the Dharmadhatuvagisvara Mandala a further description of the

deity appears :

Amitaprabhah sitah savyena visvapadmam vamena-

bjasthakalasam bibhrinah, NSP, p. 59.

‘‘Amitaprabha is of white colour. With the right hand he holds the

double lotus and with the left hand a jar on lotus.”

The jar of consecration is thus the recognition symbol of the Bodhisattva,

Fig. 61 is an illustration of a Nepalese drawing of Amitaprabha.

14, PRATIBHANAKOTA

Colour—Green, Yellow or Red Symbol—Whip

The Bodhisattva Pratibhanakita is described thrice in the Nispanna-

yogavali, In one he is green in colour, in the second he is yellow and

in the third red, thus affiliating himself io the families of Amoghasiddhi,

Ratnasambhava and Amitabha.

In the Mafijuvajra Mandala he is described as :

Pratibhanakitah syama utsangavamamustir-dakginena

chotikapradah. NSP, p. 50.

‘‘Pratibhanakita is of green colour. His clenched left hand is placed

on the lap, while he flourishes the whip with the right hand.”

His description in the Dharmadhatuvagisvara Mandala is as follows :

Pratibhanakitah pito daksinena chotikam vamena

padmasthakrpanam dhatte. NSP, p. 59.

‘‘Pratibhanakita is of yellow colour. With the right hand he holds

the whip and with the left, a sword placed on lotus.”
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The Durgatiparisodhana Mandala describes his form with the following

words ;

Pratibhanakito raktah savyenabjasthamukutadhari

katisthavamamustih. NSP, p. 67.

‘“‘Pratibhanakita is red in complexion. With the right hand he holds

the crown placed on a lotus, while his clenched left hand rests on the hip.”

He is not represented in the Chinese collection, nor are his images

found in India. Fig. 62 is a Nepalese drawing of Pratibhanakita.

15. SARVASOKATAMONIRGHATAMATI

Colour—Whitish Yellow, Yellow or Red Symbol—Staff

This Bodhisattva who destroys all sorrows and inertia is described

thrice in the Nispannayogavali. He is given twice the yellow colour or the

colour of gold or whitish yellow and once the red. Thus the Bodhisattva

undoubtedly belongs to the family of the Dhydni Buddha Ratnasambhava,

although red suggests Amitabha also.

The Durgatiparisodhana Mandala describes him as :

Sarvasokatamonirghiatamatih sitapitamisravarnah

dandabhrtsaVyakarah katisthavimamustih. NSP, p. 66.

“Sarvasokatamonirghatamati is of mixed white and yellow colour.

With his right hand he holds the staff while his clenched left hand rests on

the hip.”’

The Maiijuvajra Mandala describes him with the following words :

Sarvasokatamonirghatamatih kanakakantih

hastadvayasamputena praharabhinayi. NSP, p. 50.

“Sarvasokatamonirg hatamati is of golden complexion. With his two

hands juined palm to palm, he displays the attitude of striking.”’

In the Dharmadhatuvigisvara Mandala his desciiption is as under :

Sai vasokatamonirghatamatil, kumkumavarnah savyena

paficasiicikakulisam vamena saktim dadhinah. NSP, p. 59.

Sar vasokamonii ghatamati is of the 1ed colour of Kumkuma (vermilion).

With his right hand he holds the Vajra with five thongs and with the left,

the Sakti (javelin).

In the Chinese collection, this Bodhisattva is illustrated twice as

‘Tamodghatamati and as Sokanirghatamati!. Fig. 63 illustrates a Nepalese

drawing of Sarvasokatamouirghatamati.

16. SARVANIVARANAVISKAMBHIN

Colour—White or Blue Symbol--Sword and Book

Sarvanivaranaviskambhin is the Bodhisattva who is the effacer

1. Clark: TLP, II, pp. 135, 192.
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of all sins. ‘Two independent forms of this Bodhisattva are described in

the Nispannayogavali. His colour is either blue or white and thus he is

the spiritual son of Aksobhya in one psychic school and of Vairocana in

another.

The Mafijuvajra Mandala describes him as:

Sarvanivaranaviskambhi nilah suklo va varaena bhisparsi daksine

mustitarjanyangusthau sammilya prasamabhinayi. NSP, p. 50.

‘«‘Sarvanivaranaviskambhi is of either blue or white colour. With the

left hand he displays the Bhiisparsa (earth-teuching) mudra; with the

thumb and the index finger joined together in the clenched right hand he

displays the act of pacification.”

In the Dharmadhatuvagisvara Mandala he is described in the following

words :

Sarvanivaranaviskambhi nilah krpanabhrtsavyapanih vamena_ visva-

vajrinkapatakadharah. NSP, p. 59.

“Sarvanivaranaviskambhi is blue in colour. With his right hand he

holds the sword and with the left the banner marked with a double

thunderbolt,”

This Bodhisattva is also known by his shorter name of Viskambhin,

and his statuettes occur at least four times in the Chinese collection’. He

is popular also in ‘Tibet?. Fig. 64 isa Nepalese drawing of the Bodhisattva.

This Bodhisattva under his shorter name Viskambhin appears also in

the Sadhanamala. In the Lokanathasfidhana his description is as under:

Viskambhi tu ksaravarno ratnottamavarapradah

Sadhanamala, p. 50.

‘*Viskambliin is of the coJour of ash, and holds the excellent jewel and

the Varada mudra in his two hands.”

17. MAITREYA

Colour—-Golden Yellow Symbol—-Nagakesara Flower

The Bodhisattva Maitreya who is supposed to be waiting in the Tusita

heaven in order to come down to earth as the Future Buddha is described

several times in the Nispannayogivali. Maitreya heads the list of Bodhi-

sattvas in the Mafijuvajra Mandala. Although he takes the form of his

spiritual sires Vairocana and Aksobhya two of his independent forms are

nevertheless available.

In the Majijuvajra Mandala he is described as :

1. Clark : TLP, 0), pp. 7, 11, 52, 274.

2. Gordon : ITL, p. 104 ; Getty : GNB, p. 107.
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Maitreyah suvarnavarno dvabhydin krtadharmadesanamudro varada-

savyakaro vamena sapuspanagakesarapallavadharah. NSP, p. 50.

“Maitreya is of golden colour.With the two principal hands he displays

the Dharmacakra mudra. The other two hands show the Varada mudra

in the right and the twig of a Nagakeéara with flower in the left.”

In the Durgatiparisodhana Mandala his description is as under :

Maitreyah pitah savyakarena nagakegarakusumam vamena kundim

dadhanah. NSP, p. 66.

‘Maitreya is yellow in colour. He holds in his right hand the flower

of NagakeSara and with the left the mendicant bowl.’’

In the Chinese collection his statuettes occur at least six times and he

is variously represented’. The Nagakesara flower is his chief recognition

symbol both in China and in India, He is found also in Tibet®. Fig. 65

is a Nepalese drawing of the Bodhisattva.

In the Sadhanamaila his description is simple :

Maitreyah pitavarnasca nagapuspavarapradah. Sadhanamali, p. 49.

‘Maitreya is yellow in colour and shows the Naga flower and the

Varada mudra.”’

18. MANJUSRI?

Colour—Golden Symbol—Sword and Book

Like Avalokitesvara Mafijusri is worshipped in all Buddhist countries

and has a variety of forms. Majijusri has several names such as Maiiju-

vajra, Mafnjughosa, Dharmadhatuvagisvara and so forth. His wide

variety of forms, and his legendary origin deserve a separate treatment in

a later chapter.

As one of the sixteen Bodhisattvas Mafijusri is taken as second in the

group headed by Maitreya. Majjusri does not find mention in the list

headed by Sumantabhadra.

In the Mahjuvajra Mandala Majijusri comes as a Bodhisattva in the

third circle of deities surrounding the principal god Mafijuvajra who is

represented along with his Prajiii or female counterpart. According to

Nispannayogavali, Mafjusri should have the same form as the principal

deity but he should have no Prajfia.

Thus the form of Maiijusri will be of the following description :

Pitanilasuklasavyetaravaktrah sadbhujo daksinaih khadgavaradabanan

vamaih prajfiaparamitipustakanilabjadhanumsi bibhranah.

NSP, p. 48.

1, Clark : TLP, IT, pp. 7, 9, 59, 143, 195, 202.

2. Gordon : ITL, pp. 104, 107. °

3. For a detailed account of the legendary origin of the deity and his forms in Tibet,

China and Japan see Getty : GNB, pp. 112, 113.
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‘“‘Majijusri is three faced, with the three faces of yellow, blue and white

colour. He is endowed with six arms ; in his three right hands he holds

the sword, Varada mudra and the arrow, and in the three left shows the

Prajfiaparamita book, the blue lotus and the bow.”

Next to Avalokitesvara, Majijusri is important in the Buddhist pantheon

as the God of Learning with the sword for destroying ignorance and the

book of transcendental wisdom. His images are numerous, and the

Chinese collection presents no less than five different statuettes showing

his great popularity in Cluna’. Fig. 66 illustrates a Nepalese drawing of

the Bodhisattva.

Maijijusrias one of the eight Bodhisattvas is recognised by the favourite

name of Maiijughosa (soft voice) and under this name he is described in

the Lokanathasadhana of the Sadhanamala. The text is:

Maiijughosah kanakibhah khadgapustakadh irakah.

Sadhanamal., p. 49.

‘‘Manjughosa is of golden colour and he holds in his two hands the

sword and the buok.”’

19. GANDHAHASTI

Colour—Greecn or Whitish Green

Symbol—Elephant’s ‘Trunk or Conch

The Bodhisattva Gandhahasti is mentioned in the Nispannayogavali as

belonging to the group of sixteen Bodhisattvas licaded by Maitreya and is

described in two independent forms. In one prominence is given to the

*word ‘Hasti’ and in the other to ‘Gandha’,

In the Majijuvajra Mandala he is described as follows :

Gandhastih syimo vimena kamalasthahastikaradhari

savye varadah. NSP, p. 50.

‘‘Gandhahast1 is green in colour and holds in the left hand the trunk

of an elephant on a lotus. The right hand exhibits the Varada

mudra.”’

In the Durgatiparisodhana ManJala on the other hand the Bodhisattva

is described somewhat differently as :

Gandhahastih sitasyimah savyena gandhasamkhadharah

katisthavamamustih. NSP, p. 66.

‘‘Gandhahasti is whitish green in colour. He holds in his right hand

the conch containing sandal] paste. The clenched left is placed on the

hip.”’

J}. Clark : TLP, Il, pp. 7, 11, 53, 198, 199
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This Bodhisattva is represented only once in the Chinese collection.!

His images are very rare. Fig. 67 illustrates a Nepalese drawing of the

Bodhisattva,

20. JNANAKETU

Colour—Yellow or Blue Symbol—Flag with Cintamani jewel

The Bodhisattva Jiianaketu is mentioned as one of the sixteen

Bodhisattvas under the leadership of Maitreya. Two independent forms

of his are described in the Nispannayogavali.

In the Mafijuvajra Mandala he is described as:

Jiianaketuh pito vimena cintamanidhvajadhari

savyena varadah. NSP, p. 50.

‘‘Inanaketu is yellow in colour. He holds im his right hand the flag

marked with the Cintamani jewel. The left hand displays the Varada

mudra.””

In the Durgatiparisodhana Mandala he is described somewhat differ-

ently as:

Jfianaketu nilah cintamanidhvajabhrddaksinapinih

katisthavamamustih. NSP, p. 67.

‘“Jfianaketu is blue in colour. He holds in his right hand the flag

marked with the Cintamani jewel. The clenched left hand rests on the

hip.”

Jiiinaketu occurs only once in the Chinese collection, where his form is

identical with his sire Ratnasambhava*. Fig. 68 is a Nepalese drawing of

the deity.

21. BHADRAPALA

Colour—Red or White Symbol—Jewel

The name of Bhadrapala occurs in the second list of sixteen Bodhi-

sattvas headed by Maitreya. At least two independent forms of this

Bodhisattva are to be found in the Nispannayogavali.

In the Majijuvajra Mandala his form is described with the following

words :

Bhadrapalo raktavarno vimena ratnabhrd-daksinena varadah.

NSP, p. 50.

“Bhadrapala is of red colour. He holds in his left hand the jewel,

while the right displays the Varada mudra.”’

In the Durgatiparisodhana Mandala again he is described somewhat

differently as :

Bhadrapalah subhrah savyena sajjvalaratnadhari

katisthavamamustih. NSP, p. 67.

1, Clark : TLP, II, p. 135.

2. Clark : TLP, IT, p. 146.
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“Bhadrapala is white in colour. He holds in his right hand the

glistening jewel, while his clenched left hand rests on the hip.”

Bhadrapala is represented only once in the Chinese collection and

there his form is identical with that of his sire Amitabha!, Fig. 69

illustrates a Nepalese drawing of Bhadrapala.

22. SARVAPAYANJAHA

Colour—White Symbol—Act of removing sin or goad

Bodhisattva Sarvapiyafijaha (Remover of all miseries) is also known

by his shorter name of Apayafijaha and is described twice in the

Nispannayogavali in two independent forms.

In the Majfijuvajramandala this interesting Bodhisattva is described as :

Sarvapayafijahah suklo hastadvayena papaksepanabhinayi.

NSP, p. 50.

“Sarvapayabjaha is white in colour. With his two hands he displays

the act of removing all sins.”

In the Durgatiparisodhanamandala he is described as Apayaiijaha

with the following words :

Apayanijahah sveto’ nkusabhrtkaradvayah. NSP, p. 66.

‘‘Apayanjaha is of white colour. With both hands he carries the

Ankusa (goad).”’

He is represented twice in the Chinese collection. In one he is

identical with his spiritual sire -Aksobhya with the Bhisparsa mudra

and in another his right hand with open palm rests against the chest

while the left shows the act of forbidding. Perhaps this attitude is

” identical with the act of removing sin?, Fig. 70 is a Nepalese drawing of
the deity. Fig. 71 illustrates his Chinese statuette.

293. AMOGHADARSIN

Colour— Yellow Symbol—Lotus

The name of Bodhisattva Amoghadarsin appears in the third list of

sixteen Bodhisattvas headed by Maitreya in the Nispannayogavali. The

Durgatiparisodhanamandala contains the only one description as available

in the work. There his form is described in the following words :

Amoghadarii pitah sanetrambhojabhrd-daksinakarah

katisthavamamustih NSP, p. 66.
— oe

1. Clark: TLP, I, p. 147.

9. Clark: TLP, II, pp. 143, 169.
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‘“Amoghadarsi is yellow in colour. In his right hand he holds the

lotus with its central core, while the clenched left rests on the hip.”

Amoghadarsin’s statuette occurs thrice in the Chinese collection’.

Fig. 72 is a Nepalese drawing of Bodhisattva Amoghadarsin.

2%4. SURANGAMA

Colour—White Symbol—Sword

Surangama’s name occurs in the third list of the sixteen Bodhisattvas

headed by Maitreya. In the Nispannayogavali his name is referred

to twice only and his single independent form is described in the

Durgatiparisodhanamandala as under :

Surangamah subhrah savyena asidharah katisthavamamustib

NSP, p. 67.

‘Surangama is white in colour. He holds the sword in the right

hand, while the clenched left is placed on the hip.”

In the Chinese collection Surangama is represented only once, and

that too in a different form?, Fig. 73 illustrates a Nepalese drawing

of the Bodhisattva Surangama.,

95. VAJRAPANI

Colour—White Symbol—Vajra

The Bodhisattva Vajrapani although not included in the three lists

of Bodhisattvas as available in the Nispannayogavali, is nevertheless

important as one of the eight principal Bodhisattvas enumerated in the

Sadhanamali in Sadhana No. 18 for Lokanatha. This list of eight

Bodhisattvas is also headed by Maitreya and consists of :

}, Maitreya 5. Mafijughosa

2. Ksitigarbha 6. Gaganagaiija

3. Wajrapani 7. Viskambhin

4, Khagarbha 8. Samantabhadra

The description of Vajrapini also occurs under the Lokanathasadhana

in the Sadhanamala. A half verse here describes Vajrapani :

Vajrapinisea suklabho vajrahasto varapradah.

Sadhanamaila, p. 49,

“Vajrapani is of white colour, carries the Vajra in one hand and

displays the Abhaya mudrd in the other.”

1. Clatk : TLP, II, pp. 20, 143, 247.

9. Clark: TLP, HJ, p. 135.
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This Bodhisattva of the Dhyani Buddha Aksobhya is popular in

China and at least five statuettes are noted in the Two Lamaistic

Pantheons, Vol. 11.1 Tibetan specimens? of his image are also found.

GENERAL REMARKS

This Chapter on the Bodhisattvas cannot be closed without a

reference to a very important passage in the Nispannayogivali, where

the Bodhisattvas are connected with their spiritual sires, whose forms

they assume. In the Vajradhatumandala’ it is said that the four

Bodhisattvas :

1. Maitreya 3. Sarvapayaijaha

2. Amoghadarsi 4, Sarvasokatamonirghatamati

have the same form as that of the eastern Dhyani Buddha Aksobhya

of blue colour.

The four Bodhisattvas :

1, Gandhahasti 3. Gaganagafija

2. Surangama 4, Jiidnaketu

have the same form as that of the southern Dhyani Buddha Ratnasam-

bhava of yellow colour.

The four Bochisattvas :

1. Amitaprabha 3. Bhadrapala

2. Chandraprabha 4, Jaliniprabha

have the same form as that of the western Dhyani Buddha Amitalbha of

red colour,

The four Bodhisattvas :

1, Vajragarbha 3. Pratibhanakita

2. Aksayamati 4. Samantabhadra

have the same form as that of the northern Dhyani Buddha Amogha-

siddhi of green colour.

Although this is a valuable iconographic information, it should,

however, be noted that these are not absolute laws, but the views of

only certain psychic schools of Buddhist Tantra. Be it noted, however,

that the Central Dhyani Buddha Vairocana has no placc in this classi-

fication and none of the sixteen Bodhisattvas is affiliated to him.

Nevertheless, the information as given in the Vajradhatumandala of the

Nispannayogavali will be found to be of value in identifying some of the

Chinese statuettes where Bodhisattvas are given Dhydni Buddha forms.
— ee oe ——— eeee -

1. Op. Cit. pp. 8, 11, 56, 197, 201. For further details see Getty: GNB,

pp. 50-51.

2. Gordon: ITL, p. 64.

3. NSP, p. 45.
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BODHISATTVA MANJUSRI

There is no doubt that the place assigned to Mafijusri in the Buddhist

pantheon 1s one of the very highest. The Mahiaydanists consider him to

be one of the greatest Bodhisattvas. They believe that the worship of

Maiijusri can confer upon them wisdom, retentive memory, intelligence

and eloquence, and enables them to master many sacred scriptures.

It is no wonder, therefore, that his worship became widely prevalent

amongst the Buddhists of the North. They conceived him in various

forms and worshipped him with various mantras. Those who could not

form any conception of him according to Tantric rites, attained perfection

only by muttering his numerous mantras.

It is difficult to fix the exact time when Majfijusri entered the

pantheon of the Northern Buddhists. His images are not found in

the Gandhara and Mathura schools of sculpture, and Asvaghosa,

Nagarjuna, Aryadeva do not mention him in their works. His name

occurs for the first time in the Aryamaijijusrimilakalpa which 1s

obviously a pre-Guhyasamaja work, and then in the Guhyasamaja

Tantra which is dated circa 300 A.D. In this work there are at least

four! references to Majfijusri and three? to Mafijuvajra. His name also

occurs in the Sukhivati Vyiha or the Amitiyus Sitra in its smaller

recension? which was translated into Chinese between A.D. 384 and

417. Subsequent Buddhist works however give many references to

Maifijusri, and in the accounts of foreign travellers like Fa-hien‘,

Hiuen-Thsang, I-Tsing, Mafjusri also finds mention. His images are to

be found in the sculptures of Sarnath, Magadha, Bengal, Nepal and

other places.

Many details about Majfjusri are to be found in the Svayambhi

Purana, dealing with the glories of the Svayambhiksetra in Nepal.

The Adibuddha manifested himself here in the shape of a flame of

fire, and so it 1s called the Svayambhiksetra (place of the Self-Born).

This place is consecrated with a temple of Adibuddha, and close to

it is the Majjusri Hill now known as the Sarasvatisthana. The

information about Mafijusri as gleaned from the Svayambhi Purana is

given below in brief.
ee eee —_—-— —_——

1. Guhyasamaja Tantra, G.O.S., pp. 46, 69, 93, 133.

2. Ibid, pp. 51, 87, 121. 3. Sukhavativyitha, p. 92, App. II.

4, There is a considerable difference of opinion with regard to the divinity of

Maifijuéri mentioned by Fa-Hien. Legge : Travels of Fa-Hien, p. 46.



BODHISATTVA MANJUSRI 101

It is said therein that Majfjuéri hailed from China, where he

was living on mount Pajficasirsa (the Hill of Five Peaks). He was

a great saint with many disciples and followers, including Dharmakara,

the king of the country. Receiving divine intimation one cav_ that

the self-born Lord Adibuddha, has manifested himself as a flame of

fire on a lotus on the waters of Lake Kalihrada in Nepal, he forthwith set

out for that country along witha large number of his disciples, his two

wives and king Dharmakara, with the intention of paying homage to

the deity, When he came to the lake, however, he found a great

expanse of water surrounding the god rendering him quite inaccessible,

and it was with immense difficulty that he could approach the flame

and offer his obeisance. Having at last succeeded in doing so, however,

he cast about in his mind for some means of making the god accessible to

all and he began a circuit of the Jake. When he reached the southern

barrier of hills, he lifted his sword and clove it asunder. The

hill was split into two, and the water rushed through that opening,

leaving behind a vast stretch of dry land, which is now known as

the Nepa) Valley. The waters of the Baghmati flow down even to

this day through that opening, which is still called ‘Kot-bir” or

‘‘sword-cut’’.

Majdjusri lost no time in crecting a temple over the flame of fire

and ona hillock nearby he made his own abode, and also a Vihira

(or monastery ) still known as the Majijupattana, for his disciples.

Lastly, he made Dharmakara the King of Nepal. These and many

other pious deeds are ascribed to Majfijusri in the Svayambhi Purana.

Putting everything in proper order, Mafijusri returned home and soon

eattained the divine form of a Bodhisattva, leaving his mundane body

behind!,

Fiom above it appears that Majijusri was a great man who brought

civilization to Nepal from China. He had apparently extraordinary

engineering skili, and was a great architect. It is not definitely known

when he came down to Nepal! from China, but there is no doubt that

in 300 A.D. he was well-known as a Bodhisattva, He wielded great

influence on the minds of the Buddhists, and the Mahayanists

worshipped him in various forms and in various ways. He is known

in almost all the countries in the continent of Asia where Buddhism

had its sway. Various countries conceived various forms of Maiijusri,

but there was a definite Indian tradition with regard to the conception
—

1. An account of the story recorded in the Svayambhi Purana with many details

will be found in R. Mitra: Sanskrit Buddhist Literature, pp. 249-258 ; in Hodgson’s

Essay, p. 115 ff. and in Oldfield : Sketches from Nipal, Vol. I, p. 185 ff.
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of Maiijusri and it is the purpose of this section to deal with the images

that are purely Indian or are influenced largely by the Indian tradition.

It has been made abundantly clear that the Buddhists believe that

their gods and goddesses affiliate themselves to the families of the five

Dhyani Buddhas, and as such, various attempts were made to assign

Maiijusri to a particular Dhyani Buddha. Sometimes in the Sadhanas

he is made an offspring of Amitabha of red colour, and sometimes

of Aksobhya with the blue colour. Maijijusri also shows several

colours showing his allegiance to several Kulas or families. The human

origin of Majfijusri seems to be responsible for this kind of confusion.

Maiijusri seems to have been deified in the same manner as Asvaghosa,

Nagarjuna, Aryadeva, Asanga and many others were regarded as

Bodhisattvas in the time of Hiucn Thsang.,

Forty-one Sidhanas in the Sddhanamala are devoted to the worship

of Majfijusri, and in them are described several distinct forms of the

Bodhisattva. In finding out the names of the different varieties of

Mafijusri special stress has been laid on the mantras rather than on

the colophons of the Sadhanas. It should always be noted that in

determining the names of gods the mantras are the safest guides,

especially when one deity has several divergent forms, The different

forms of Majijusri arc described in the following pages one by one

having distinct iconographic peculiarities.

In his simplest form Maijfijusri carries the sword in his right hand

and the Prajfiaparamita manuscript in his left. In representations

sometimes the two symbols are placed on lotuses. Sometimes he is

accompanied only by Yamiari, sometimes only by his Sakti or female

counterpart, sometimes by Sudhanakumira and Yamiri and sometimes

again by the four divinities, Jalinipralbha (also called Siryyaprabha), °

Candraprabha, Kesini and Upakesini. Though the last four are required

to be present with Arapacana, they are nevertheless found in others also.

Under the general name of Maiijusri several of his Chinese images

are noticed by Clark in luis Two Lamaistic Pantheons!. A remarkable

specimen showing Majfijusri in the company of two principal Hindu

gods, Ganapati and Visnu is found in the Baroda Museum (Fig. 74).

VAJRARAGA

Colour—White Mudra—Samddhi

Asana—Vajraparyanka

Vajrariga Maijijusri is also known by the two names of Vak and

Amitabha Majijusri showing his allegiance to the Dhyani Buddha

Amitabha of red colour. Vajraraga is one-faced and two-armed. His

1. Clark: TLP, I, pp. 7, 11, 53, 198.
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two hands are joined on his lap forming what is called the Samidhi or

the Dhyana mudra. In this respect he is identical with the Dhyani

Buddha Amitabha whose effigy he bears on his tongue. He differs

from the Dhyani Buddha in respect of his ornaments and dress. Images

of this form of Mafijusri are not altogether rare in India or in the

Buddhist countries of the North. The Sadhanamal4 describes his form

in the following Dhyana :—

Dvibhujaikamukham sitam vajraparyankopari samidhimudrahastam

ascsakumarabharanabhisitam paficacirakarn Maijijusribhattarakam .

nispadya...vajrajihvopari Buddham Amitabham vicintya... Oi Vakye-

dam namah iti japamantrah”’. Sadhanamala, p. 129.

‘The worshipper should think himself as Maiijusri Bhattaraka who

is two-armed and one-faced and has white colour. His two hands are

joined in forming the Samidhi mudra. He is decked in all princely

oinaments, wears the five pieces of monkish garments ..thus meditating

..-he should think of the figure of Buddha Amitibha on the adamantine

tongue....Om Vakyedam namah’ is the Mantra for muttering”’.

Fig, 75 illustrates a metal statuette of the god in the Baroda Museum.

Fig. 76 illustrates a Nepalese drawing. Vajraraga is known in Tibet! and

China?,

29. DHARMADHATU VAGISVARA

Colour—Reddish White Faces—Four

Asana—Lalita Arms—Eight

Stone or b:onze images of Dharmadhatu Vagisvara are by no means

common, but paintings are still made of him by the Citrakiras in Nepal.

’ When represented he is white in colour with four faces, and eight arms,

and he bears five jewels on his diadem. He is clad in celestial garments

and the leading sentiment displayed by him is one of Srngara (amour).
The two principal hands carry the bow and the arrow, the second pair

has the noose and the goad, the third the book anj the sword, and the

fourth the Ghanta and the Vajra. He may also have another form,

exhibiting the Dharmacakra mudra in the first pair of hands instead

of the bow and the arrow, and in the second pair the arrow and the

vessel instead of the noose and the goad. The Dhyana describing the

former is given below :—

‘‘..,Astabhujam caturmukham milamukham raktagauram daksinam

kumkumarunath pascimam padmaraktam, uttaram pitaraktam, dvabhy-

Ain hastabhyam dhanurbanandharam, aparabhyam pasankugadharain,

1. Gordon : ITL, p. 66 illustrates his statue under the general title of Mafijuéri.

2. Clark: TLP, II, pp. 120, 227.
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punaraparabhyam Prajiiaparamitapustakakhadgadharam, tathaparabhyatn

ghantavajradharam maharagasrngararasojjvalam lalitasanastham visva-

padmacandre divyavastrabharanain Amitabhajatamukutinam...

Sadhanamala, p. 128.

“The worshipper should think himself as the god Dharmadhatu-

vagisvara who is eight-armed, four-faced and of reddish-white colour.

His rigit face is red, the face behind is of lotus-red colour, and the left

is of yellowish red colour. He holds the bow and the arrow in one

pair of hands, the noose and the goad in another pair, the Prajiapara-

mita manuscript and the sword in the third and the Ghanta and the

Vajra in the fourth. He displays the sentiment of Srgara (amour), and

sits on the moon on a double lotus in the Lalita attitude. He is decked

in celestial garments and ornaments and bears on his Jatamukuta (crown

of matted hair) the effigy of Amitabha’’.

(i)
Colour—Golden Yellow Faces-—Four

Arms—Eight

Manjughosa is the principal deity in the Dhaimadhatuvagisvara

Mandala of the Nispannayogivali. His form may be given briefly as

follows :

“‘Mafjughoso Vajraparyanki... suvarnavarnah.. ... pita-nila-rakta-sita-

mila-savyapascimavamamukho astabhujo dvabhyam Dharmacakra-

mudrah savyaih krpana-bana-vajrani vamaih prajfiiparamitapustaka-

capavajra-ghanta vibhranah”’. NSP, p. 54.

‘“‘“Mafijughosa sits in the Vajraparyanka attitude...... is of golden

colour..... His four faces show the yellow colour in the first, blue in

the right, red behind, and white left. He is eight-armed. With the

two principal hands he exhibits the Dharmacakra Mudra. The remaining

right hands show the sword, the arrow and the Vajra, while the re-

maining left carry the Prajiiaparamita manuscript, the bow and the

bell’.

Three of his images are known to the Chinese collection of Peiping.*

He is also found in Tibet ?.

3. MANJUGHOSA

Colour—Golden Yellow Mudra—Vyakhyana

Vahana—Lion Symbol —Lotus in the left

Four Sadhanas in the Sadhanamala describe this variety of Mafijusri,

which is known by the name of Majijughosa. When represented,

he closely resembles Majijuvajra, with the difference that the
—

1. TLP, I, pp. 115, 124, 241, 262.
2. Getty : GNB, PL. XXXV, 6 is a good illustration of this form.
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lotus here does not bear the book. It may also be pointed out that

Maiijughosa should have the lotus only in his left, but Majijuvara may

have it on cither side bearing the book. His complexion is golden

yellow, he rides a lion, and is decked in all sorts of ornaments. He is

two-armed and displays the Vyakhyaina mudra, and in his left there is

the lotus. He is sometimes accompanied hy Yamiri in the left and

Sudhanakumfra in the right. The Dhyana as found in one of the

Saidhanas is given below :—

‘“Mafijughosaripam-atmanam pasyet sinihastham kanakagauravarnam

sarvalankarabhisitam Vyikhyinamudravyagrakaram vamapirsve utpala-

dharam Aksobbyamukutinam. Daksine Sudhanakumiram vame Yaman-

takamn pasyet...mantram japetOm Vagisvara Miah.” Sidhanamil\, p. 109.

The worshipper should meditate himself as the deity Maijughosa

who rides a lion, and is of golden yellow colour. He is decked in all

ornaments, and his hands are engaged in forming the Vyakhyana

(teaching) mudra. He displays the night lotus in his left, and bears

the image of Aksobhya on his crown. On his right there is Sucdhana-

kumiara and on the left Yamantaka... The MantraOm Vagisvara Moh

should be muttered.

Some of the Sidhanas mention that he should sit in Lalitasana

on the back of a lion while others are silent about the attitude or

Asana. It is thus possible to conclude that he may sit in other attitudes

also, such as the Vajraparyanka or the Ardhaparyanka. His colour is

generally yellow, but he may have the colour of Kunkuma as well.

4. SIDDHAIKAVIRA

Colour— White Mudra—-Varada

Symbal- —Lotus

Four Sidhanas in the Sidhanamili describe the form of Siddhaika-

vira and in one of these he is said to bea: the image of the Dhyan

Buddha Aksobhya on his crown (Maull) thus showing the family connection

with Aksobhya the progenitor of the Vajra family. When represented,

his lett hand holds the blue lotus while the right displays the Vaiada

mudra. The Dhyana in the Sadhanamila describes his furm in the

following words :

‘“‘Siddhaikaviro Bhagavan candramandalasthah —candropasrayal

jagadudyotakiri dvibhuja ekamukhah suklah vajraparyanki divyalan-

kirabhasitah paficavirakasekharah...._ vamc—nilotpaladharah daksine

varadah...tato Bhagavato maulau Aksobhyam devatyah pijim kurvanti’’.

Sadhanamala, p. 140.

‘God Siddhaikavira sits on the orb of the moon, is supported by

the moon, and illumines the world. He is two-armed, one-faced and

15
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of white colour. He sitsin the Vajraparyanka attitude, and is decked

in celestial ornaments. His head is decorated with the effigies of the five

Dhyani Buddhas...He carries the Utpala in the left hand and exhibits

the Varada mudri in the right. The goddesses pay homage to Aksobhya

who is on the crown of the God”’.

In another Sadhana the description of the Mandala for Majijusri

is given. The god in the form of Siddhaikavira is painted red and is

placed inthe centre. He is accompanied by four deities, Jaliniprabha,

Candraprabha, Kasini and Upaksini. These four deities more often

accompany Arapacana, another form of MajijuSri which will be described

later. ‘The Sadhanas arc not generally explicit as to the Asana of

the god. In Saranath his inagct is shown in a standing attitude (Fig. 77}.

A confusion is likely to arise between the forms of Lokanatha and

Siddhaikavita if they are both represented without companions and

without the figure of the parental Dhyani Buddha on their crowh,

for both these cleities have the same symbol, the lotus and the same

mudra, the Varada pose. In that case the image would most likely be

identified as that of Lokanatha, who happens to be widely represented.

Images of Siddhaikavira, it may be added, are extremely rare.

5. VAJRANANGA

Colour—Yellow

Asana—-Pratyalidha Hands—Six or Four

‘This form of Maijusri bearing the image of Aksobhya on the crown

is known as Vajrananga, who is worshipped in the ‘Tantric rite of

Vasikarana, or bewitching men and women. His complexion is yellow,

he is in the prime of youth, and bears the imaye of Aksobhya on

his crown. Thetwe principal hands hold the fully expanded bow of

flowers charged with the arrow of a lotus bud. The four remaining

hands cur:y the sword and the looking-glass in the two right hands,

while the two left carry the lotus and the Asoka bough with red flowers.

In another Sadhana the Aéol:a bough is replaced by Kankelli flowers.

He may have an alternative form with four hands, in which case the

hands carrying the mirror and the Asoka bough are dropped. The

Dhyiina describing the six-armed variety of Vajrananga is given below:

Vajrinanganim’a Arya-Maijughosam pitavarnam sadbhujam mila-

bhujibhyain akarnapiiritaraktotpalakalikisarayukta -kusumadhanurdha-

ram ; daksinadvayena kha \gadarpanabhrtam vamayugalenendivararakta-

Sokapallavadharam ; Aksobhyddhisthita-jatamukutinam pratyalidhapadam

sodasavarsakaram mahasrnga:amirtim pagyet”’.

Sadhanamala, p. 124.
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“The worshipper should think himself as Arya-Manjughosa in the

form of Vajrananga with yellow complexion, and six arms. With the two

principal hands he draws tothe ear the bow of flowers charged with

an arrow of a red lotus bud; the two remaining right hands carrv the

sword and the mirror, while the two left hold the lotus and the Asoka

bough with red flowers. He bears the image of Aksobhya on his

Jatamukuta, stands in the Pratyalidha attitude, appears a youth of

sixteen years and displays the intense Srngara Rasa’.

Vajrananga as the name implies, is the Buddhist God of Love,—the

prototype of the Hindu God Madana—in the Buddhist Pantheon. ‘The

flowery bow and the arrow of floweis are strikingly common to both.

Unlike the Hindu Ananga, however, several other weapons besides these

are also attributed to the Buddhist God of Love, and an account is

given below of how he makes use of them.

It is said in the Sadhanamali that in the act of bewitching a woman,

the worshipper should imagine himself as piercing her bosom with the

arrow of the lotus bud. The woman falls flat on the ground in a

swoon, whereupon the worshipper should visualise her legs as being

tied by the chain which is the bow. Then he should imagine that

the noose of the lotus stalk is flung round her neck, and she is drawn

to his side. Thereupon, he should think that he is striking her with

the Asoka bough, is frightening her with the sword, and subsequently

he has only to confront her with the mirror by which she is completely

subjugated1, Fig. 78 illustrates a Nepalese drawing of the deity.

6. NAMASANGITI MANJUSRI

Colour—Reddish white Asana—-Vajraparyanka

Faces—Three Arms—Four

This form of Majijusri with the effigy of the Dhyani Buddha Aksobhya

on the crown is known as Namasangiti Maiijusri, to whom only one

Sidhana in the Sadhanamali is assigned. In this Sadhana he is described

as three-faced and four-armed, and as bearing the image of Aksobhya

on the crown. The first or the principal face is red, the second blue

and the third white. Of his four hands, the first pair holds the bow

and the arrow and the second the book and the sword. He sits in

the Vajraparyanka attitude on the lotus. The Dhyana describes him

in the following terms :

‘¢...Raktagaurain padmacandropari vajraparyankaniyannah ; pratha-

mamukham raktam, daksinam nilam, vame suklam iti trimukham,

hastacatustayena yathayogain Prajfiakhadgadhanurbanayoginam ratna-

1. Sadhanamaia, p 123.
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kiritinam dvatrimSallaksananuvyafijanavirajitam kumarabharanabhisitain

atmanam vibhavya_ tadanu sarva-Tathagatabhisekapirvakamn Akso-

bhyamaulinam atmanam vicintya... Sadhanamala, p. 159-160.

“The worshipper should meditate himself as Aryandmasaneiti, who

is reddish white in colour and sits in the Vajraparyanka attitude on

the orb of the moon ona lotus. . His principal face is red, the right

blue and the left white and thus he is three-faced. In his four hands

he carries the Prajiia(paramita), the sword, the bow and the arrow

according to custom. He wears a bejewelled crown and is endowed

with the thirty-two major and eighty minor auspicious marks. He

appears a prince with princely ornaments......Then the worshipper

after offering Abhiseka to all the Tathagatas, should further meditate

himself as bearing the effigy of Aksobhya on the crown.”

Rare are the images of this form of Majijusri. Fig. 79 illustrates

a Nepalese drawing of the deity.

Namasangiti Maiijusri is known in China!. Fig 80 illustrates his

statuette in China.

7. VAGISVARA

Colow.—Red or Yellow Asana—Ardhaparyanka

Vahana—Lion Symbol—Utpala

Vagisvara is the tutelary deity of the Nepalese Buddhists and is widely

worshipped in Nepal. The fact that innumerable prayer-wheels in

Nepalese temples bear, in monumental Newari characters, the mantra

“Om Vagisvara Mah” stands witness to his popularity.

One of the Sadhanas describes him as red in colour with all princely

ornaments, and as seated on a lion in the Ardhaparyanka attitude. He

carries the Utpala in his left hand, and the right is disposed in a graceful

attitude. He may have a yellow variety, which is known as the

Maharajalila Majijusri, and the Dhyana describing that form has already

been quoted and translated by Professor Foucher. The red variety of

Vagisvaia is described in the Dhyana thus :

‘“Pajicavirakasekharam kumaram sarvabharanabhisitam kunkuma-

runam vamenotpalam daksinena lilaya sthitarn simhasanastham 4tmé-

nam kumararipena cintayet...Om Vagisvara Mih”’.

Sadhanamiaila, p. 105.

‘‘The worshipper should think himself as Vagisvara whose head is

beautified by the images of the five Dhyadni Buddhas, He looks a

prince, is decked in all ornaments, and has the complexion of

Kunkuma. He carries the night lotus in his left hand while the
La ee ee on

1. Clark: TLP, I, p. 263. _
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right is displayed artistically. He rides a lion and possesses princely

grace...Om Vagisvara Mih.

The Indian Museum image (Fig. 81) of this divinity carries a bell

in the right hand, and sits on a lion throne instead of a lion. The

other image in bronze (Fig. 82) is a recent one, and represents the god

somewhat differently. Vagisvara statuettes are found in Tibet.

8. MANJUVARA

Colour—Golden Yellow Mudra—Dharmacakra

Asana—Lalita or Ardhaparyanka Symbol—Prajiiaparamita on lotus

Two Sadhanas in the Sadhanamala are devoted to the worship

of Mafijuvara who is widely represented. He is yellow in colour, sits

on the back of a lion, in the Lalita or the Ardhaparyanka attitude,

and displays the sentiment of Sragira (amour) lavishly. His two hands

are joined against the chest in forming the Dharmacakra mudra which

is the eternal symbol of instruction on the secrets of Dharma. He

holds the stalk of one or two lotuses on which appears the Prajiiaparamita

manuscript. The text of the Dhyana in one of the Sidhanas is given

below :

“Taptakaficanabham paficavirakakumiram Dharmacakramudra-

samyuktaim Prajfiaparamitainvitotpaladhirinam simhastham lalitaksepam

sarvalankarabhisitam...Om Mafijuvara Him’. Sidhanamala, p. 11.

‘The worshipper should think himself as god Majijuvara of golden

yellow colour with head decorated with the images of the five Dhyani

Buddhas, His hands display the Dharmacakra mudra and he shows

the blue lotus bearing the Prajfiapiramita manuscript. He rides a

lion, sits thereon in the Lalita attitude and is decked in all ornaments

" ,,.Om Mafijuvara Hin”,

According to a second Sadhana Majijuvara should have the lotus

in his left hand with the Prajfiiparamita on it. He may sit in the

Ardhaparyanka attitude and may be accompanied with the fierce god

Yamiantaka of blue colour, whose face distorted with bare fangs is

terrible to behold. Yamantaka carries the staff in one of his hands

and touches the feet of Majijuvara with the other.

The image (Fig. 83) discovered at Bara in the district of Birbhum m

Bengal * probably represents this form of Majijusri, with the miniature

figures of the five Dhyani Buddhas over the head, and of the two

1. Gordon: ITL, p. 68 under the title of Maharajalila Maiijuéri.

2. This image was first identified as that of the Hindu goddess, Bhuvanefvari

in the Birbhum Bibarana. ( in Bengali ), then as that of Simbanada Lokefvara im A. S. I.

Eastern Circle, Annual Report. 1920-21, p. 27 and later on as thatof Mafijaici in

Ibid, Plate 1, Fig. 2.
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divinities to the right and left of him. The figure to the right probably

represents Sudhanakuméara and the figure to the Ieft is Yamantaka. The

principal god here displays the Dharmacakra mudra and from under his

left armpit rises a lotus which bears the Prajfiaparamita manuscript as

required by the Sidhana. The lotus to the right is added in order to

maintain the balance with the lotus to the left.

The lion vehicle of Majijuvara is sometimes absent, and in later

images he may be found sitting in the Paryanka or any other attitude

(Fig. 84). The lotus to the right which is not expressly required by

the Sadhana sometines bears the book (Fig. 85), and sometimes the

sword in order to preserve the balance in a better way (Fig. 86).

One of the two Indian Museum images of Mafijuvara has on either side

of the ged two [cminine figures which no doubt represent the two

wives of Mafjusri, Kesini and UpakeSini. Majijuvara is well known

in Tibet},

9. MANJUVAJRA

(i)
Colour—Red Faces—Three

Arms—Six Variety—Yab-yum

The form of Majfjusri called by the name of Majijuvajra is some-

what popular amongst the Tantric Buddhists. Several of his forms are

described both in the Sadhanamila and the Nispannayogavali of

Abhayakara Gupta. In the Sadhanamala the colour of his body

including the principal face is red like Kunkuma, the right face is blue

and the left white. Ile has six arms of which the principal pair is

engaged in embracing his female counterpart, The remaining four

hands carry the sword, the arrow, the bow and the night lotus. He sits

in Vajrasana or in the Vajraparyanka attitude on the orb of the

moon supported by a lotus. ‘he Dhyina is in verse and may be quoted

as follows :—

Kunkumirunasanmirtir-nilasitatiayananah J

Bhujadvayasamasiista-svabhavidyadharasyadhrk I}

Khadgabanabhujancapa-nilotpalaparigrahah I

Visvadalabjacandiasthah vajrasanasasiprabhah II

Sadhanamala, p. 163.

‘¢...His handsome body is red like Kunkuma and he is endowed with

three faces of (Kunkuma) blue and white colour. He embraces his

Svabha Prajiia with two arms, of which one touches her face. He

carries the Khadga, the arrow, the bow, and the blue Utpala, sits on the
moon on a double lotus in Vajrasana, and is radiant like the moon.”

}. Gordon: ITT., p. 68 under the title of Dharmacakra Majijuiii, Getty : GNB,

pl XXXV.
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Maiijuvajra is represented in Tibet.

(ii)
Colour—Golden Yellow Faces—Thiree

Arms —Six

Majfijuvajra is the principal deity of the Majfjuvajia Mandala in the

Nispannayogavali, His form has been described thus :

‘Simhopari sattvaparyankanisanno Bhagavan Vairucanasvabhavo

Majfijuvajrah kamaniyakanakakintih... pita-nila-Sukla-savyetaravaktrah

sadbhujo daksinaih khadgavaradabinan vamaih Prajiiaparamitipustaka-

nilabjadhanumsi vibhranah.”’ NSP, p. 48.

“God Majijuvajra is seated on the back of a lion, is of beautulul golden

colour and resembles Vairocana, His three faces have yellow, blue and

white colour. He is six-armed. In the three right hands he holds the

sword, the Varada mudra and the arruw. In the three Ieft likewise he

carries the Prajiiaparamita manuscript, the blue lotus and the bow.”’

{ ili

Colour—Red Arms— Six

Mafijuvajra is the principal deity in a second Mandala dedicated to

Maiijuvajra in the Nispannayogavali. Here he is identified with the Sixth

Dhyani Buddha Vajrasattva. The Kulesa of this god is Aksobhya

according to a definite statement in the Mandala. He is deseribed thus:

“Bhagavan Vajrasattvo Mafijuvajra-ripah kunkumirunah krsna-

sitasavyetaravadanah pradhinabhujabhyam = svabha-prajialingitosisa-

rendivaracapadharo”’... NSP, p. 2.

“The god Vajrasattva in the form of Mafijuvajra ts red like vermilion.

His right face is blue and the left white. With the two principal hands he

embraces his Prajiia ; in the others he carries the sword, the arrow, the

lotus and the bow.”

Under the name of Manjusri his different forms are to be found in the

Chinese collection®, Fig. 87 illustrates an eight-armed Maijijuvajra with

the Sakti in the Baroda Museum. It is both remarkable and beautiful.

10. MANJUKUMARA

Colour—Red Vahana—Animal

Faces—Three Arms —Six

Only one Sadhana is assigned to this form of Mafijusri in the

Sadhanamala, which depicts him as three-faced and six-arined, riding

1. Gordon: ITL, p. 66 with the Sakti under the title of Mafijunatha.

2. Clark: TLP, II, pp. 7, 11, 53, 198, 199.
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on an animal. In his three left hands he carries the Prajiiapiramita, the
Utpala and the bow while the three right show the sword, the arrow, and

the Varada pose. The extract is given below :

‘“‘Mafijukumaram trimukham sadbhujain kunikumarunam nilasitada-

ksinetaravadanam sattvaparyankinam Khadgabanavaradam daksinakara-

trayam, Prajfidparamitapustakanilotpalacapavad-vamakaratrayam: sasrn-

garakum irabharananivasanadikam nanipuspamahasobhiciratrayavira-

jitam Tathagataparaminu-parighalitam atmanam dhyatva...”

Sadhanamaia, p. 151.

“The worshipper should think himself as god Majijukumara, who is

three-faced and six-armed, of red Kunkuma, colour. His right and left

faces have (respectively) the blue and white colour. He is seated on an

animal. His three right hands hold the sword, the arrow and the Varada

pose, while the threc left carry the Prajiaparamita, blue Utpala and the

bow. He is decked in princely ornaments and dress as befitting the

Srmgara (amour) sentiment he displays. He wears the three rags of a

mendicant, which aie richly decorated with various kinds of flowers. His

body is composed of the particles of the Tathagatas... Thus meditating...”

Maijijukumara is not known either in sculptures or in ancient paintings.

Fig. 88 illustrates a drawing from Nepal.

11, ARAPACANA

Colour—White or red Asana—Vajraparyanka

Companions—Four Symbols—Book and Sword

Eight Sadhanas in the Sadhanam ila describe the form of this divinity,

which is sometimes white and sometimes red. He sits always in the

Vajraparyanka attitude, but when he sits on an animal he is called

Prajiiacakra. He is accompanied by the four divinities, Kesini, Upakesini,

Candraprabha and Sinyaprabha, and as the group of five originates from

the five syllables, <A’, ‘R’, <P’, ‘C’ and ‘N’, the principal god is called

Arapacana. When r-presenied, the four companions of Arapacana

resemble the principal! god in all respects.

None of the form; of Maijijusri is so widely represented both

in stone and in bronze as Arapacana. He is accompained by his

four attendants, but in some instances the companions are entirely

absent. In one of the sculptures (Fig. 89) preserved in the Dacca

Museum!’ the four Dhyadni Buddhas, Vairocana, Ratnasambhava,

Amitabha and Amoghasiddhi (besides the usual four companions), are

pictured on the aureole behind, the centre at the top being occupied

i. Bhattasali: IBBS, p. 2éf, Pl. VII, b.



BODHISATTVA MANJUSRI 121

by one of the companion deities resembling the principal god. The
Java figure (Fig. 90) belongs to this class and shows the four companions

as required by the Sadhana!,

The Nepal bronze (Fig. 91) does not carry the book aguinst the

chest, but holds the stem of a lotus, which bears the book. The Baroda

bronze (Fig. 92) also does likewise. Both these are without companions.

Arapacana is also called Sadyonubhava-Arapacana, or Sadyonubhava-

Maiijusri. He is resplendent like the ful! moon, has a smiling face,

is decked in all sorts of princely ornaments, and sits on a double

lotus in the Vajraparyanka attitude. He brandishes the sword in his

right hand, while his left holds the Prajiiaparamita book against his

chest. Jalinikumara (or Siryaprabha) is in front of him, Candraprabha

behind, Kesini to the right and Upakesini to the left. All these

four divinities are replicas of the principal god. The Dhyana in one

of the Sidhanas describes the principal god in the following terms :

‘‘...Khadgapustakadharinam akuiicitapajicaciratn, raktavastrayuga-

yulam srngaravesadharinam smitavikasitavadanam Sasankakantitulya-

sobham visvadalakamalasthabaddhaparyankam Sadyonubhavarapacan-

arupam atmanam-ikseta”’. Sidhanamala, p. 121.

“The worshipper should think himself as Sadyonubhava-Arapacana,

who carries the Khadga and the book, and wears the five cirakas (rags)

which are slightly folded. His garments are of red colour, which

befits the Srngara Rasa he displays. His face is radiant with a smile,

and is resplendent like the moon. He sits on a double lotus in the

Vajraparyanka attitude...”

This Sadhana further adds that the principal god should originate

from the first syllable ‘‘A’’, Jalinikumadra from the syllable ‘“R’’,

Candraprabha from ‘‘P”, Kesini from “C’’? and Upakesini from ‘‘N’’.

Majnijusri should be in the middle, Jalinikumara in front, Candra-

prabha behind, Kesini to the right and Upakesini to the left. All

of them should have white colour and should be identical with the

principal god in appearance.

Arapacana is popular in Tibet? and China’, In Tibet his sword

in the right hand is replaced by the bell in a remarkable statuette.

1. First published and identified as Mafijuéri in Grunwedel : Buddhist Art in
India, p. 199.

2. Gordon: ITL, p. 68. Getty: GNB, pl. XXXV illustrates a unique image

with the Ghanta in the right hand instead of the sword. By the sound of the holy gong

ignorance seems to disappear.

3, Clark : TLP, II, p. 199 illustrates an image of Arapacana under the title

of Madjuésri.

16
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12, STHIRACAKRA

Colour—White Symbol—Sword

Mudri—Varada Companion—Sakti

The Sadhana for the worship of Sthiracakra has one remarkable

feature which distinguishes it from the other Sadhanas in the Sadhana-

mala, namely, that it does not give the Dhyana at a stretch, but the

information about his form is scattered throughout the Sadhana,

which again, is in verse. From the information gleaned from the

Sadhana about his form it appears that in one of his hands he

carries the sword, which by radiating light destroys the darkness

of ignorance, while the other is engaged in bestowing boons of all

kinds, or in other words, displays the Varada pose. His colour is

white and he is decked in garments of the colour of the bee; he sits on

the moon, supported by a lotus, and weais the Cirakas which makes

his body resplendent. He wears princely ornaments and displays the

sentiment of passionate love. He is accompanied by a Prajfia, who is

beautiful, displays the sentiment of passionate love and laughs profusely.

Images of this form of Mafijusri are rarely met with. The Vangiya

Sahitya Parishad (Calcutta) image No. C(d) 8/16 has a faint resemblance

with the description given above, and may quite conceivably represent

Sthiracakra. The special feature of this image is that the sword appears

on a lotus, the stem of which is held in the left hand of the god, while

the nght hand exhibits the Varada pose. He sits in the Lalitasana on

the moon over a lotus, and is accompanied by his Sakti who according

to Indian custom occupies 2 position to the left of her consort (Fig. 93}1.

Sthirackara is represented in the Chinese Collection?.

13. VADIRAT

Asana—Ardhaparyanka Vahana—Tiger

Mudra—Vyakhyana

This form of Mafijusri is rarely to be met with either in stone or in

bronze. One Sadhana only is devoted to the worship of this divinity

which shows that this form was not very popular amongst the Vajrayi-

nists, Vadirat is of medium height, neither very short nor very tall,

and appears a youth of sixteett years. He sits on the back of a tiger in

1. This imtage is described in the Hand book fo the Sculptures in the Museum of the

Vangie Sokitya Parished, p. 33.

2. Clark : TLP, II, p. 261,
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the Ardhaparyanka attitude with his left leg slightly raised. He wears

all sorts of ornaments, and exhibits the Vyakhyana mudra. The Dhyana

which is in verse, describes the form of Véadirat in the following

terms :

Svaccham sodasavatsarakrtidharam sirddilaprsthasthitam

Vyakhyavyakulapanipadmayugalam vamardhaparyankinam I

Dirgham napi na capi kharvamasamam saundaryarasyasrayam

Ratnasvarnamaniprakaravividhalankaramalakulam II

Sarimad-Vadirat-Sadhanamh samaptam. Krtiriyam Panditasri

Cintamani-Dattasya’’. Sadhanamaia, p. 98.

“The worshipper should think himself as (Vadirat), who is hand-

some in appearance (lit. pure or transparent), and appears a youth of

sixteen years. He sits onthe back of a tiger. His lotus-like hands are

eagerly engaged in displaying the Vyakhyana mudra. His left leg is

slightly raised inthe Ardhaparyanka attitude. He is neither tall, nor

very short, is unparalled by any, is the receptacle of all beauties in the

world, and is decked in various ornaments consisting of jewels, gold,

gems and other valuables.

Here ends the Sadhana for Vadirat written by the author Sri-

Cintamani Datta,”’

Vadirat is represented in the Chinese Collection’,

4, Clark: TLP, II, p. 262.



CHAPTER IV

BODHISATIVA AVALOKITESVARA

Avalokitegvara is famous in the Mahayana Pantheon as a Bodhisattva

emanating from the Dhyani Buddha, Amitabha, and his Sakti, Pandara.
As Amitabha and Pandard are the presiding Dhyani Buddha and Buddha-

Sakti of the present Kalpa (cycle), namely, the Bhadrakalpa, Avalokites-

vara is said to be the Bodhisattva who rules during the period between

the disappearance of the Mortal Buddha, Sakyasitnha, and the ‘advent of

the Future Buddha, Maitreya. The Gunakarandavyiha! gives an account

of his character, moral teachings and miracles and from it is learnt

that he refused Nirvana, until all created beings should be in possession

of the Bodhi knowledge and to thai end he is still supposed to work and

foster spiritual knowledge amongst his fellow creatures. One of the

passages in Karandavyiha? characterises him as taking the shape of all gods

of all religions, nay, even the shape of the father and mother,—in fact, the

form of the worshipped of any and every worshipper, to whom he might

impart knowledge of Dharma. By a slow and gradual process, first human

beings and then animals and other creatures would advance spiritually to

obtain salvation. For all these reasons Avalokitesvara is characterised

as the best of the Sangha, the Jewel of the Buddhist Church or

Sangharatna.

The Sadhanamala gives altogether thirty-eight Sadhanas which describe

a variety of forms of Avalokitesvara, Some of these forms have already

been described by M. Foucher in his Etude sur l’ Iconographie Bouddhique de

U'Inde, Vol. II with translations in French of the Sanskrit texts of the

Sadhanas.

From the Sadhanamala and allied works it is possibic to individualize

at least fifteen different forms of AvalokiteSvara. All these forms are

described in the following pages one by one. These fifteen by no means

exhaust the forms of AvalokiteSvara since there is evidence that these

forms even numbered one hundred and eight, each of them bearing

distinct features and distinct names. In the Macchandar Vahal one of

the numerous Viharas of Kathmandu in Nepal, there are paintings in

many colours of one hundred and eight varieties of the Bodhisattva,
ee

1. R. Mitra: Sanskrit Buddhist Literature, p. 95.

2. Karandavytha : ed. Samasrami, pp. 21-22,
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executed on the wooden panel surrounding the main temple on three

sides, These paintings appear to be at least two hundred years old, and

they bear inscriptions in old Newari giving the names of deities they

depict.

Clearly, from the view point of antiquity, this discovery is of lesser

importance than the ones obtained from earlier Tantric works, but as the

overwhelming number of forms is likely to throw a flood of light on the

iconography of Avalokitesvara, a description of all these varieties is given

with their respective illustrations in a separate Appendix at the end of this

volume,

Out of the fifteen different forms of Avalokitesvara mentioned above,

fourteen bear the figure of Amitabha on the crown, thus clearly revealing

their origin. The fifteenth, Vajradharma by name, is said to bear the

figures of the five Dhyani Buddhas on his crown.

Images of Avalokitesvara are found abundantly in India and Nepal.

Out of these the typical ones are described in their appropriate places.

Such images are popular both in Tibet! as well as in China?,

1. SADAKSARI-LOKESVARA

Colour—White Arms—Four

Mudra—Aijyali Symbols—Roasary and lotus

Companions—Manidhara and Sadaksari Mahividya

Four Sadhanas in the Sidhanamala are devoted to the worship of

this form of Avalokitesvara, of which two describe him in a group of three.

In a third he is accompanied by Sadaksari Mahavidya, and in the fourth
he is single. In all these, the form of Lokesvara is the same. Below is

quoted the Dhyana of the Sadhana describing him in a group of three :

‘“Atmanam Lokesvararipam sarvalanjkarabhisitam Ssuklavarnam

vamatah padmadharam daksinato’ksasitradharam aparabhyam hasta-

bhyam hrdi samputafjalisthitam dhyayat. Daksine Manidharam tatta-

dvarnabhujanvitarn padmintaroparistham, Vame tathaiva aparapadma-
stham Sadaksarim Mahavidyam”’. Sadhanamaila, p. 27.

‘The worshipper should think himself as [Sadaksari] Lokesvara who

is decked in all sorts of ornaments, white in colour, and four-

armed, carrying the lotus in the left hand and the rosary in the right.

1. Gordon: ITL, p. 44 illustrates a Tibetan drawing of Lokefvara with eleven

heads and eight arms. This form is not described anywhere in Sanskrit. Getty :

GNB, pp. 60-64.

2. References to statucttes fron: China are given at their appropriate places.
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The other two hands are joined in forming the mudra of clasped

hand against the chest. To his right is Manidhara, with the same

colour and the same hands, sitting on another lotus. To the left is

Sadaksari Mahividy4 with identical form sitting on another lotus”. -

The Dhyana of this god has been extracted from the Karandavyiha

according to a statement in one of the colophons of the Sadhanas,

The Mantra assigned to this form of Avalokitesvara is the famous

“Om Manipadme Hiim’’ consisting of six syllables which are here

deified in the form of Sadaksari Mahavidy4. When LokeSvara is

associated with the Great Knowledge of the Six Syllables, he is called

Sadaksari Lokesvara.

An artistic sculpture ( Fig. 94) depicting all the three deities of

the Sadaksari group is preserved in the Sarnath Museum?, In this

group, Sadaksari Lokesvara is in the middle, the figure to the right

is Manidhara and the female figure to the left is Sadaksari Mahavidya.

It may be noticed that under the seats of lotuses there are four

diminutive figures which represent none else than the four guardians

of the gates of the Sadaksari Mandala, as prescribed in the Karandavyuha?.

Another artistic but mutilated image of the Sadaksari group (Fig. 95)

is now to be found in the Indian Museum, Calcutta. In this piece

both Manidhara and Sadaksari Mahividya are shown in the peculiar

attitude of sitting known as Virasana.

A third image (Fig. 96) found in the district of Birbhum by

Mr. K.N. Dikshit®? of the Archaeological Department is also of the

Sadaksari group, although it is mutilated beyond recognition. The

central figure depicting Sadaksari Lokesvara has lost two hands bearing

the rosary and the lotus, but the marks are still there on the stone.

The two hands exhibiting the Anjali mudra hold also the jewel.

Images of Sadaksari Lokesvara both singly as well as in groups

abound in Nepal and almost every monastery in Nepal contains one

or more images. A coloured image of this divinity appears in the

temple of Bodhnath a famous place of pilgrimage in Nepal.

Fig. 97 illustrates the principal deity as single in a beautiful bronze

now preserved in the Baroda Museum.

When he appears ina group of two in the company of Sadaksari

Mahividya, the goddess may have another form depicting her in

Virasana with yellow colour and two hands. Her right hand remains

1. Semath Catalogue, No. B (ec) 6. PL XIV (b)

2. Karandavyiha, p. 74.

3. A.S. L. Eastern Circle, Annual Report, 1920-21, p. 27 and illustrated in pl. 1(2).
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empty, while the left holds the jewel. The Sarnath Museum image

(Fig. 98) although mutilated, must represent this form of Sadaksari

Mahiavidya who can be readily recognised by the peculiar Asana which

is uncommon in Buddhist iconography.

Another alternative is also prescribed in the Sadhanamali for all

the three deities, and the Sadhana adds: ‘Sometimes in the Sadhana

of Sadaksari Mahavidya, Lokesvara holds also the lotus bearing. the

jewel and the book. Manidhara may hold the jewel and the lotus but

should be without the book. Sadaksari may hold the book and the

lotus but should not have the jewel.

2 SIMHANADA

Colour—White

Asana—Maharajalila Vahana--Lion

Symbols—(i) Sword on lotus, (ii) Trisila entwined by a snake

Four Sadhanas also are devoted to the worship of Sitnhanida, who

is regarded by the Mahiydnists as the curer of all diseases. He is

one of the most popular forms of the Bodhisattva Avalokitesvara, and

his images are by no means rare in India. At Patan in Nepal, all the

more important monasteries have two images of Simhanada, either

in stone or in bronze, on either side of the stair-case leading to the

sanctum, He appears in many forms only slightly different from one

another. The four Sadhanas alike describe him as follows :

‘Atmanam Simbhanida-LokeSvararipam bhivayet, svetavarnam

trinetram jatamukutinamn nirbhiganam vyaghracarmaprabhrtam simha-

ganastham maharajalilain candrasanam candraprabham _bhavayet.

Daksine sitaphanivestitam trisilam svetam, vame nanasugandhikusuma-

paripiritapadmabhajanam. Vamahastat uttham padmopari jvala-

tkhadgam”’. Sadhanamali, p. 63.

“The worshipper should think himself as Simhanada Lokesvara

of white complexion, with three eyes, and the jatamukuta (crown of

matted hair). He is without ornaments, is clad in tiger-skin, and sits

on a lion in the attitude of princely ease. He is seated on the orb

of the moon and is radiant like her. In his right there is a white

trident entwined by a white snake, and in his left there is a lotus-

bow] full of fragrant flowers. From his left hand rises a lotus on

which there is a sword burning like fire’’.

Images of Simmhanada are by no means rare and are rather casy

to identify because of clear-cut symbols. Fig. 99 is the famous image.

i. Sadhanamala, p- 36.
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of Sumhanida from Mahoba carrying a rosary). Fig. 100 is a Nepalese

statue at the gate of a monastery. Fig. 101 illustrates a sculpture from

Magadha, while Fig. 102 is a small bronze of Simhaniada without

the lion, from Nepal. Simhanida wears no ornaments and this feature

of his images differentiates him from Majijusri when he is on the

back of a lion.

Simhanada is popular both in Tibet? and in China.

3. KHASARPANA

Colour—White Symbol—Lotus

Mudra—Varada Asana—Lalita or Ardhaparyanka

Companions—Tara, Sudhanakumara, Bhrkuti, Hayagriva

Khasarpana is described in a number of Sadhanas in the Sadhana-

mala, which fact points to his popularity. The peculiar feature of

this god is that he is invariably accompanied by the four divinities

Tara, Sudhanakumara, Bhrkuti and Hayagriva. The principal figure

is the same as Lokanatha, two-armed, and one-faced, carrying the

same symbol and exhibiting the same Mudra; the difference lies in

the fact that Lokanatha has only two companions, Tara and Hayagriva

while Khasarpana has two in addition, namely, Bhrkuti and Sudhana-

kumara. He is of white complexion, and sits either in the Lalita

or the Ardhaparyanka attitude. Below is given a somewhat lengthy

Dhyana describing the god :—

‘Atmanam Bhagavantam dhyayat himakarakotikiranavadatam

deham, irdhvajatamukutam Amitdabhasekharam visvanalinanisannam

SaSimandale, ardhaparyankanisannam — sakalalankaradharavigraham

smeramukham dvirastavarsadesiyam daksine varadakaram vamakarena

sanalakamaladharam, karavigalatpiyisadharabhyavahararasikam tada-

dhah samaropitordhvamukham mahakuksim atikrsam atisitivarnam

Sicimukham tarpayantam Srimat-Potalakacalodaranivasmam karuna-

snigdhavilokanam Ssrgararasaparyupasitam atisantam ndanalaksandlan-

krtamn. Tasya puratas-Tara daksinaparsve Sudhanakimarah.

Tatra Tara syama, vamakaravidhrtam sanalam utpalam daksina-

karena vikasayanti nanilankadravati abhinavayauvanodbhinnakucabhara.

Sudhanakumiarasca_ = krtafijaliputah kanakivabhasidyutih, kumirari-

padhari vamakaksavin yastapustakah sakalalankaravan.

Pascime Bhrkuti Hayagriva uttare.

Tatra Bhrkuti caturbhuja hemaprabha jatakalapini, vame tridandika-

mandaludharihasta daksine vandanabhinayaksasiitradharakara trinetrda.
—_ - —— ee eee

|. First published by K.N. Dikshit . Six Sculptures from Mahoba in the A. 8.1L
Memoir No. 8, pl. Ia, p. 2. 2. Getty : GNB, pp. 60, 6], 69,

3. Clark : TLP, II, pp. 199, 265. For the Magadha specimen see JRAS, 1894, pl. 1.
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Hayagrivo raktavarnah kharvalambodarah irddhvajvalatpingalakeéah

bhujagayajfiopaviti_ kapilatarasmaéruSreniparicitamukhamandalah rakta-

vartulatrinetrah bhrkutikutilabhrikah vya4ghracarmambarah danda-

yudhah daksinakarena vandanabhinayi.

Ete sarva eva svanayakananapreritadrstayo yathasobham avasthitaé-

cintaniyah...

Iti Khasarpanasadhananv”’. Sadhanamiila, pp. 39-41.

“The worshipper should think himself as the god (Khasarpana) from

whose body radiate rays of a crore of moons. He wears the Jatamukuta

(crown of matted hair), holds the image of Amitabha on his head, and

sits on the moon over a double lotus in the Ardhaparyanka attitude. He

is decked in all sorts of ornaments, has a smiling face, is aged about

twice eight years, exhibits the Varada pose in the right hand, and holds

the lotus with a stem in the left He is an expert in distributing

the stream of nectar that flows from his hand, and Sicimukha who

stands below with an uplifted face, a protruding belly and very pale

appearance receives the same. He resides in the womb of the mount

Potalaka, looks beautiful with compassion, is full of the sentiment of

Srngara (amour), is extremely peaceful and is endowed with various

auspicious marks.

“Before him is Tara and to the right is Sudhanakumara.

“Here Tara is green. She causes to blossom with her right hand the

Jotus flower with a stem held in her left. She has many ornaments and

her breasts are oppressively heavy due to adolescence.

‘‘Sudhanakumara again, has his two hands joined (ajjali), is resplendent

like gold, and has the appearance of a prince. He carries the book under

his left arm-pit and is decked in all ornaments.

‘““To the West of the god is Bhrkuti and to the North Hayagriva.

“Here Bhrkuti has four arms, is resplendent like gold, has matted hair,

carries the staff with three horns and the Kamandalu in the two left

hands. The two right show the mudra of bewing in one and the rosary

in the second. She has three eyes.

‘‘Hayagriva is red in colour and is shoit, with a protruding belly.

His hair rises upwards in the shape of a flame, and he has a snake as his

sacred thread. His face is recognised by a deep brown pair of moustaches;

his eyes are red and round; his eye-brows are distorted in a frown. He is

clad in tiger-skin, has the staff as a weapon, and his right hand exhibits

the act of bowing.

‘sAll these deities should be meditated on as disposed in a befitting and

artistic manner, with their eyes directed towards the face of the principal

deity. Here ends the Sadhana for Khasarpana.”

17
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The finest image (Fig. 103) of Khasarpana was discovered by the late

N. K. Bhattasali in the Pargana Vikrampur in Eastern Bengal’. The

sculpture is recognized to be one of the best products of Bengal art. Had

the central figure been mutilated like the one reproduced in Fig. 104 it

would still be possible to identify Khasarpana by means of the four

companions to the right and the left of the principal god. Images of

Khasarpana are found in Tibet? and China?,

4. LOKANATHA

Colour—White Symbo!—Lotus

Mudra—Varada

Four Sadhanas are devoted to the worship of the Lokanatha form of

Avalokitesvara, He is single in three Sadhanas and only one Sadhana

describes him as accompanied by Tara and Hayagriva. Thé same

Sadhana adds further that Lokanaitha should be accompanied also by

the eight Bodhisattvas : Maitreya, Ksitigarbha, Vajrapani, Khagarbha,

Viskambhin, Samantabhadra, Majijughosa, and Gaganagafija, and by

the four goddesses : Dhapa, Puspa, Gandha, and Dipa, and by the four

guardians of the gates: Vajrankusi, Vajrapasi, Vajrasphota and Vajra-

ghanta. In other words the Sadhana gives the constitution of the whole

Mandala of Lokanatha. The principal god has two hands and carries the

Jotus in the left hand and exhibits the Varada pose in the right, exactly

like Khasarpana previously described. The Sadhana which is in verse is

given below :

‘‘Pirvavat-kramayogena Lokanatham Ssasiprabham [|

Hrihkaraksarasambhitam jatamukutamanditam Il

Vajradharmajatantahstham asesaroganasanain |

Varadam daksine haste vame padmadharam tatha I

Lalitaksepasamstham tu mahasaumyam prabhasvaram |

Varadotpalakara saumya Tara daksinatah sthita II

Vandanadandahastastu Hayagrivo’tha vamatah |

Raktavarno mahiraudro vyaghracarmambarapriyah”’ I

Sadhanamalki, p. 49.

‘‘Following the same procedure as before, the worshipper should think

himself as Lokanatha, resplendent hke the moon, as springing from the

sacred syllable Hrih and wearing the Jatamukuta.

‘He has within his matted hair the figure of the god, Vajradharma, is

the destroyer of all diseases, exhibits the Varada mudra in the right hand

and carries the lotus in the left.

1. Bhattasali : IBBS, p. 24f, Pi. VII a.

2. Gordon : ITL, p. 66. 3. Clark : TLP, II, pp. 202, 264.
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“‘He sits in the Lalita attitude, is peaceful and resplendent. To his

right is Tara, who has a peaceful appearance, exhibits the Varada mudra

and carries the lotus.

“To the left is Hayagriva, who displays the gesture of howing and

carries the staff in his two hands. He is red in colour, appears terrible

and is clad in the garment of tiger-skin”’.

Later, the Sadhana adds an account of the deities constituting the

Lokanitha Mandala, including the Bodhisattvas and the gate-keepers.

The relevant text is given below :

‘‘Tadvaratakastadale padme Maitreyadim ca vinyaset |

Maitreyah pitavarnasca nagapuspavarapradah Il

Ksitigarbhah syamavarnah kalasam cabhayam tatha |

Vajrapanisca suklabho vajrahasto varapradah Il

* Khagarbho nabhahsyamabho cintamani-varapradah |

Majfijughosah kanakabhah khadgapustakadharakah II

Gaganagaiijo raktavarno nilotpalavarapradah |

Viskambhi tu ksaravarno ratnottamavarapradah Il

Samantabhadrah pitabhah ratnotpalavarapradah |

Dhipidicaturddevi ca Vajrankusyadidvaragah Il

Varnayudhe yathapiirvam mandalasyanusfaratah |

Evamvidhaih samayuktam Lokanitham prabhavayet Il’.

S idhanamala, pp. 49-50.

«On the eight petals of the lotus [on which the god sits} should be

placed the gods Maitreya and othcrs. Maitreya is yellow in colour, carries

the Naga [kesara] flower and exhibits the Varada pose. Ksitigarbha

is of green colour, carries the Kalasa and exhibits the Abhaya pose.

Vajrapani is whitish in colour, carries the Vajra and exhibits the

Abhaya mudra. Khaga:bha has the colour of the blue sky, carries

the Cintamani and exhibits the Varada mudra. Majfiyughosa is of

golden complexion and carries in his two hands the sword and the

book. Gaganagafija is of red colour, carries the lotus and exhibits

the Varada mudra. Viskambhin is ash-coloured, carries the excellent

jewel and exhibits the Varada mudra. Samantabhadra is yellowish

in complexion, carries the jewel on a lotus and exhibits the Varada

mudra. The four goddesses Dhupa and others (accompany Lokanitha)

and the (four goddesses) Vajrankusi and others guard the gates, their

colour and weapons being in accordance with the canons the Mandala.

In this way Lokanatha should be meditated upon by the worshipper”.

When represented, Lokanatha is generally alone and is occasion-

ally accompanied by Tara and Hayagriva. In paintings of the com-

plete Mandala alone al) the companion deities are expected to be
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present, Lokandtha may sit in three attitudes according to three different

Sadhanas ; he may have the Lalita, the Paryanka or the Vajraparyanka

attitude. Out of all images of Lokanadtha so far discovered, the one

from Mahoba is perhaps the best and the most artistic (Fig. 105).

There is a fine bronze of Lokanath (Fig. 106) in the Baroda Museum.

The Sarnath image (Fig. 107) shows the miniature figure of Amitabha

in the Samadhi mudra on the crown. The Nepal image is made of

pure ivory (Fig. 108). These last two represent Lokanatha in the

standing attitude.

5, HALAHALA

Colour—White Faces—Three

Hands—Six Companion—Prajiiz

Three Sadhanas in the Sadhanamala are devoted to the worship of

Halahala Lokesvara. Images of this divinity are rarely to be met with

in India, but in Nepal there are some, though they do not strictly follow

the Sadhana. The distinguishing featue of Halahala is that he is

generally accompanied by his Sakti or female energy whom he carries
on his lap, The Sadhanas all enjoin the presence of the Sakti, but in
a stone image from Nepal (Fig. 109}, he is represented alone. According

to the Sadhana the god should be seated, but the image above referred

to represents him in a standing attitude. The Dhyana contained in one

of the Sadhanas is in verse and reads as follows :

“Hrihkarabijanispannam Halahalam mahikrpam I

Trinetram trimukham caiva jatamukutamanditam II

Prathamasyam sitam niladaksinam vamalohitam I

Sagankardhadharasn mardhni kapalakrtasekharam IT

Jatantahsthajinam samyak sarvabharanabhisitam I

Sitaravindanirbhasam srngararasasundaram I]

Sadbhujam smeravaktram ca vyighracarmambarapriyam I

Varadam daksine panau dvitiye caksamalikam II

Trtiye saranarttanam ca vame capadharam tatha 1

Dvitiye sitapadmarn ca trtiye stanameva ca II

Vamajanuna sitam Svabhadevim dadhianam. Vamena kamaladharém

daksinena bhujena Bhagavadilinganaparam kusumasobhitajatakalapam.

Daksinaparsve sarpavestitam trisilaih, vamapiarive padmasthakapalam

nanasugandhikusumaih sampirnam, raktapadmacandre Jilaksepasthitam

vibhavayet Bhagavantam.” Sadhanamala, pp. 65-66,

oy, N.K. Dikshit: Six Sculptures from Meohoba, in the Memoir No. 8 of ASL
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‘The worshipper should think himself as Halahala, the Great Com-

passionate, originating from the sacred syllable Hrih, with three eyes,

three faces and matted hair rising upwards in the shape of a crown.

The first (or the principal) face is white, the right blue and the left :ed.

He bears on his head the crescent and the Kapdla. The Jina Amitabha

is within his matted hair and he is decked in all ornaments, He is

resplendent like the white lotus and appears beautiful by the sentiment

of passionate love he displays. He has six arms, a smiling face and is

fond of garments of tiger-skin. He displays the Varada mudra in the

first right hand, the second has the rosary, while the third flourishes

the arrow. The first left hand carries the bow, the second the white

lotus and the third touches the breast (of his Sakti), He carries the

Sakti of his own creation on the left lap. She shows the lotus in the

left hand and the right is engaged in the act of embracing the god. Her

Jjata (matted hair) is decorated with flowers. ‘To their right is the

Trisila entwined by a snake, and on the left is the Kapala on the lotus,

full of fragrant flowers. The god sits in the Lalita attitude on the red

lotus’’.

One image of HalJahala is found in China!.

6. PADMANARTTESVARA

(1) Eightecn-—Armed

Face— One Arms—Erghteen

Asana— Dancing in Ardhaparyanha

Symbol — Double lotus in all hands

Three Sadhanas in the Sadhanamala are devoted to the worship of

this variant of Avalokitesvara, all entirely different and = describing

three widely different forms of the deity. It is, therefore, necessary

that all the three Dhyanas should be quoted and translated. There is

no difficulty in taking the three to refer to Padmanarttesvara, because

all doubt is set at rest by the fact that the Mantra, where mentioned, is

in all cases the same, and that the Sadhanas always designate him as

Padmanarttesvara.

Images of Padmanarttesvara arc rare in India. Fig. 110 illustrates

one good example from Nepal. It follows the Dhyana given below :

‘‘Padmanarttesvaramnayena Arya-Avalokitesvara-Bhattarakam Atma-

nam vibhavayet ekamukham astadasabhujam ardhaparyankinam Ami-

tabhajatajitamandalam = sarvakarair-visvapadmadharinam, yoginivrnd-

aparivrtam daksinavamap4arsvasthita-Tara-Sudhana-Bhrkuti-Hayagrivam

divyalankaravastrabhisanam...”’ Sadhanamala, p. 77.
Qa cette

1, Clark : TLP, II, 265.
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‘‘The worshipper should think himself as Bhattaraka Avalokiteivara

in the form of Padmanarttesvara, who is one-faced and eighteen-armed.

He stands in the Ardhaparyanka attitude, and on his Jatamukuta there

is an effigy of Amitabha. He carries the double lotus in all his (eighteen)

hands and is surrounded by a host of Yoginis. His right and left

sides are occupied by Tara, Sudhana, Bhrkuti and Hayagriva. He

is decked in all kinds of divine ornaments and dress’’.

The Asana prescribed in the Sadhana is the Ardhaparyanka. This

Asana may have two varieties; the ordinary, which is also called the

Maharajalila, as in the cases of Vagisvara and Simhanida, and the dan-

cing variety, (ardhaparyankena natyastha) as in the cases of Heruka,

Vajravarahi and others. As the word ‘narttesvara’ means the “God of

Dance” or the ‘“‘God in a dancing attitude” the Asana of Padmanarttes-

vara may be taken as the dancing variety of Ardhaparyanka, and this is

borne out by the fact that the Nepal image illustrated in Fig. 110 shows

the god in this particular attitude. This image hails from the Sarasvati-

sthana or the Majfijusri Hill at Svayambhiksettra in Nepal. Though

the god is here represented with only two of the companion deities,

yet the principal figure corresponds in all details, to the description

given in the Sadhanamala.

One statuette of this god is found in China. This Chinese statuette

is illustrated in Fig. 111.

(11) Two-Armed

Colour—-Red Companion—Sakti
Mudra-—Sici Symbol— Lotus

Vahana—Animal

Another form of Padmanarttesvara is described in a second Sadhana,

and the Dhyana contained therein runs as follows :

‘Padmanarttesvaram 4tmanam bhivayet sattvaparyankanisannam

dvibhujaikamukham raktam sakalalankaradharam Amitabhamukutam

vamaparsve Pandaravasinisamislistam alinganabhinayasthitavamabhu-

jena raktapadmadharam, narttanabhinayena SiclImudraya vikagayada-

paradaksinakaram...”’, Sadhanamala, p. 75.

“The worshipper should think himself as Padmanarttesvara, who

is seated on an animal, is two-armed and one-faced. His colour is red,

and he is decked in all kinds of ornaments; he bears the effigy of

Amitabha on the crown and is embraced by Pandaravasini in the left.

His left hand, which carries the lotus, is raised in the act of embracing

( the Sakti )s while the right shows the Siicimudra in the act of
dancing...”’.

lL. Clark: TLP, II, 1.3.
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The same Sadhana which contains the Dhyana quoted above, gives

a description of the Mandala, and adds the information that the lotus

on which the god sits has eight petals. The petals contain one goddess

each. For instance, on the East petal there is Vilokini, white in colour

and carrying the red lotus. The South is occupied by Tara of green

colour, holding the Palasa and the lotus fluwers. Bhiriniis in the West,

is yellow in complexion and carries the Cakia and the blue lotus. Bhrkuti

is in the North, with white colour holding the yellow lotus. In the

North-East there is Padmavisini, who is yeilow in colour and holds the

red lotus. The South-East is occupied by Visvapadmesvari, who is

sky-coloured and holds the white lotus. The South-West is occupied by

Visvapadma, who is white and carries the black lotus. In the North-West

there is Visvavajra of variegated colour holding the double lotus!.

Fig. :12 illustrates a Nepalese drawing of the principal deity although

it does not agree with the Sadhana in all details.

(III) Eight-Armed

Colour—Red Arms—Eight

Asana—Dancing in Ardhaparyanka

One Sadhana in the Saidhanamala describes an eight-a:rmed form of

Padmanarttesvara. The Dhyana contained therein is given below :

‘‘Namah Padmanarttesvaraya.

Tatra Visvapadmopari candre rakta-Hrihkiraparinatam Padmanar-

ttesvaram raktavarnam ckamukham jatamukutinam trinetram, astabhujam

sarvalankarabhusitam sarpayajfiopavitam ardhaparyankena tandavam.

Prathamabhujadvayena_ urtyabhinayam, dvitiyadaksinabhujena _hrdi

Vikasayantam siicimudrém, vamabhujena raktapadmarn sirasi dhrtam,

trtiyabhujadvayena vajravaddandatrisiladharam. caturtha-bhujadvayena

aksasiitrakundikadharain, astadeviparivrtam, evambhitam Padmanarttes-

varam Lokanatham bhavayet.” Sadhanamala, p. 76

‘‘Salutation to Padmanarttesvara !

Here the worshipper should think himself as Padmanartteévara,

on the moon over the double lotus, originating from the sacred

syllable Hrih. He is red in colour with one face, the Jatamukuta,

thre¢ eyes and eight arms. He is decked in all sorts of ornaments,

wears the sacred thread of a snake, and dances in the Ardhaparyanka

attitude. The first pair of hands exhibits the dancing pose; the

second right shows the Sicimudra against the chest, the second lett

holds a red lotus over his head; the third pair carries the staff and

the Trisila, stamped with the Vajra; while the fourth pair carries the

1. Sadhanamaila, pp. 75-76.
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rosary and the water-pot. The principal god is surrounded by eight

goddesses. In such a manner the god Padmanartte’vara Lokanatha

should be meditated upon”.

7. HARIHARIHARIVAHANA

Colour—White Arms—Six

Vahana—Simha, Garuda and Visnu

The composition of the deity is so queer that great difficulty is

experienced in recognizing the images of this form of Avalokitesvara,

called by the peculiar name of Harihariharivahana. The Sadhana gives

a description of the god, but is practically silent as to why such a special

name is given to this particular variety of Lokesvara. India has not given

up till now any image of Harihariharivahana and it is rare even in Nepal.

There is only one sculpture at Svayambhiksettra and a bronze in one of

the monasteries at Pattan, and both of them follow the Sadhana faithfully.

The lion is lowermost, on it rides Garuda. On the back of Garuda,

again, rides the Hindu god Visnu with the four symbols, the conch, the

discus, the mace and the lotus. On the shoulder of Visnu rides

Lokesvara. The lion, the Garuda and the god Visnu, all have ‘Hari’ as

their synonym and because the vehicle of Lokesvara is composed of three

‘Hari’s, the principal god acquires the name of Harihariharivahana. Two

Sadhanas in the Sadhanamala are devotcd to the worship of this form of

Arya Avalokitesvara and the Dhyana in one of them describes the god in

the following terms :

Harihariharivahanodbhavamnn Bhagavantam Arya-Avalokitesvaram

sarvangasuklam jatamukutinam santavesazn daksinakarena Bhagavantam

Tathagatam saksinam kurvantam dvitiyena aksamaladharinam trtiyena

duhkuhakam lokain upadegayantam vamena dandadharam dvitiyena

krsnajinadharam trtiyena kamandaludharam — simha-garuda-visnu-

skandhasthitam atmanain dhyatva ”

Sadhanamali, p. 77.

“The worshipper should think himself as the Harihariharivahana form

of god Avalokitesvara, white in all limbs, with the Jatamukuta (crown of

matted hair) and clad in graceful garments. He cites the Tathagata as

witness with one of his right hands, carries the rosary in the second, and

instructs deluded people with the third. He carries the staff in one of his

left hands, the deer-skin in the second and the Kamandalu in the third.

He sits on the shoulder of Visnu below whom there are Garuda and the

lion. Thus meditating...”
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In the drawing of Harihariharivahana illustrated in the Appendix

there is a snake below the lion. The snake also has the synonym of ‘Hari’

in Sanskrit, and that is how a snake is added, although it is not required

by the Sadhana. Fig. 113 is a Nepalese drawing of the god and here

instead of the deer-skin in one of the left hands, an actual elephant is seen.

In other respects the drawing represents the principal god in all details,

This deity is also known in China},

8. TRAILOKYAVASANKARA

Colour—Red Asana—Vajraparyanka

This variety of Lokesvara is also known by the name of Uddiyana or

Oddiyana Lokesvara or Lokesvara as worshipped in Uddiyaina which was,

in the middle ages, a great centre of Tantiic learning. It has already

been shown that there are good grounds for identifying this Uddiyana

with the village of Vajrayogini in the Pargana Vikrampur in the district of

Dacca now in Eastern Pakistan. This form of Lokesvara does not seein to

have been widely represented. There is a bronze image of the god in the

Kva Vahal at Pattan in Nepal, but it does not follow the Sadhana in all

details. ‘Two Sadhanas in the Sadhanamala are devoted to the worship

of Trailokyavasankara and the Dhyanz contained in one of them is given

below :

‘Lokesvaram sarvangamaharagaraktam ekamukham = dvibhujam

trinetram jatamukutamanditam vajrankitapasankusahastam 1aktapadme

vajraparyankanisannam divyabharanavastravibhisitam atmanaihn

vicintya’’. Sadhanamiala, p. 80.

“The worshipper should think himself as Lokesvara whose limbs are

reddened by the intense sentiment of passion, and who is one-faced,

two-armed and three-eyed. He wears a crown of matted hair, and carries

in his two hands the ncose and the goad stamped with the Vajra. He is

seated on a red lotus in the Vajraparyanka attitude and is decked in

celestial garments and ornaments. Thus meditating...”

The Dhyana, it may be noticed, does not expressly mention the name

of Trailokyavasankara which is given in the colophon. It further says

that the Sadhana is composed by the great Tantric savant, Sarahapada,

famous in the Middle Ages as one of the eighty-four Mahasiddhas—‘Great

Mystics’. Two illustrations of this form of Avalokitesvara occurs in the

Two Lamaistic Pantheons of Clark?, Fig. 114 illustrates one of the statuettes

in China.

1. Clark : TLP, II, p. 266.

2, Clark: TLP, pp. 219, 266.
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9. RAKTALOKESVARA

(I) Four—Armed

Colour—Red Arms—Four

Companions—Tara and Bhrkuti

Two Sadhanas in the Sadhanamala are devoted to his worship, but the

two Dhydanas describe two widely different forms of the god. It is

necessary, therefore, to quote and translate both the Dhyanas. One of

the Dhyanas describe him thus :

“Daksinottaraparsve Ta14-Bhrkutidevidvayasahitam | Arya-Avalo-

kitesvara-Bhattarakam raktavarnainh raktama yambaranulepanam pasan-

kusadhanurbanadharam! caturbhujam..raktakusumavatasokataroradhastat

avasthitam 4tmanam vicintayet...

Rakta-Lokesvarasidhanam’’, Sadhanamaia, p. 83.

‘The worshipper should think himself as Arya-Avalokitesvara, who 1s

flanked tn his 1ight and left by the two goddesses Tara and Bhrkuti. He

is red in colour, wears red garments and is besmeared with red unguents.

He carries in his four hands, the noose, the goad, the bow and the

arrow..and stands under the Asoka tree, which has blossomed into red

flowers,”’

The colophon of the Sadhana attributes to him the name of Rakta-

LokeSvara and this name is given simply because his colour is red. Images

of Rakta-Lokesvara are rare. A few can be seen in the Kva Vahal at

Pattan in Nepal. Statuettes of Rakta-Lokesvara are found in China

under the title of Caturbhuja Avalokitesvara!. This Chinese statuette is

illustrated in Fig, 115.

(Il) Two-Armed

Colour—Red Symbol—Lotus

Mudra-—Opening of the Petals

The second Sadhana in the Sadhanamila describes a two-armed form

of the god Rakta-Lokesvara, This two-armed form is not met with

either in painting or in stone. The Dhyana contained inthe Sadhanamala

describes this two-armed form in the following words :

“Raktavarnam Amitabhagarbhajatamukutadharam vamakaragrhita-

raktapadmam tacca daksinakarena vikasayantain vividhalankadravastra-

vibhisitam...’’. Sadhanamaila, p. 84.

“The worshipper should think himself as Rakta-Lokeivara of red

colour, having a Jatamukuta (crown of matted hair) bearing the effigy
—————————

1, Clark: TLP, 1, p. 219.
ee ee 6 ee ee ee eee
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of Amitabha. He carries the red lotus in the left hand, and opens its

petals with the right and is decked in various ornaments and dress...”

A reference may here be made to the Dhyana of Vajradharma

another variety of Lokesvara, equally unrepresented, whose form will

be described later in this chapter. The forms of Rahkta-LokeSvara and

Vajradharma are almost identical, with the difference that the Sadhana

enjoins for Vajradharma, the Vahana of a peacock.

10. MAYAJALAKRAMA

Faces—Five Hands—Twelve

Asana—Pratyalidha Colou:—Blue

As the Sadhana for the worship of this particular form of Avalokit-

esvara, occurs originally in the Miyajila Tantra, this peculiar name

has been given to the deity. This is the only fierce form of Lokesvaia

known to the Indian Buddhists, although fiercer forms are to be met

with in the Tibetan Buddhist Iconogiaphy. The Dhyana given in the

Sadhanamala describes him in the following terms :

‘‘Bhagavantam Arya-Avalokitesvaram krsnavrnam pratyalidhastham

siryamandalasthitam paicamukham trinetram dvdidasabhujam _ sita-

raktadaksinamukhadvayam tatha pitaharitavamamukhadvayam daksina-

bhujaih damaru-khatvanga-ankusa-pasa-vajia-saradharam, vamabhujail

tarjani-kapala-r1aktakamala-mani-cakia-capadharam damstrakaralasakal-

avadanain sanmudropetam sdardramundamilalankrtasarirain nagnam

sarvangasundarai Atmanam jhatiti pratyakalayya ..”’

Sadhanamala, p. 36.

“The worshipper should think himself as Arya-Avalokitesvara, whose

colour is blue. He stands in the Pratyalidha attitude, on the orb of the

sun. He is five-faced, threc-eyed, twelve-armed, with the two right

faces of white and red colour, and two left of yellow and green colour.

He carries in his right hands 1. the Damaru, 2. the Khatvanga, 3. the

goad, 4. the noose, 5. the Vajra and 6. the arrow, and in the left hands

1. the raised index finger, 2. the Kapila, 3. the red lotus, 4. the

jewel, 5. the discus, and 6. the bow. His faces look terrible with hare

fangs. He wears the six bone ornaments and his person is embellished

by the garland of heads. He is nude and appears beautiful in all limbs.

Thus quickly meditating...”

One illustration of this form of Lokesvara occurs in the Two

Lamaistic Pantheons of Clark'. His statue can be seen in Nepal at

Svayambhiksettra. A Nepalese drawing of this form is illustrated in

the Appendix.
——— wea — ——s =
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1. Clark: TLP, II, p. 267.
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11, NILAKANTHA

Colour—Yellow Asana—Vajraparyanka.

Mudra—Samiadhi Symbol—Bowl of Jewels

Companions—Two serpents on either side

One Sidhana only is devoted to the worship of this form of Lokes-

vara, which is almost identical with that of Amitabha, his sire, whose

image he bears on his head. Indeed, this mark of descent and the

sacred thread he wears, constitute the only points of difference between

them, Amitabha being a Dhyani Buddha, has no father. Nilakantha,

according to the Sadhana, is accompanied by two serpents. The Dhyana

is given below :

‘‘Bhagavantam pitavarnam ardhacandrankitajatamukutinam Amita-

bhopalaksitasirahpradesgam raktapadmoparisthitam ; krsnasaraharina-

carmani vajraparyankinasn samidhimudropari nandratnaparipirnaka-

paladharinam eneyacarmakrtayajfiopavitinam, vyaghracarmambara-

dharam nirabharanam Nilakantham nilagutikavisistakantham ; parsva-

dvaye parasparabhisambaddhapuccha-samaniphanavisista-Bhagavadavalo-

kanaparordhvamukhakrsnasar padvayopalaksitam atmanam evan

vibhavayet... Sadhanamala, pp. 85-86.

‘The worshipper should think himself as the god Nilakantha, who is

yellow in colour and whose Jatamukuta is adorned with the crescent and

the effigy of Amitabha, We sitsin the Vajraparyanka attitude on a red

lotus, on which is spread the skin of black antelope. He exhibits the

Samadhi mudra with his two hands carrying the Kapala (bowl) filled

with a variety of gems. His sacred thread is made of the deer-skin

(eneya-carma). He wears the tiger-skin, and bears no ornaments (on his

person). His throat shows the blue pill (of poison). The two sides

of the god are occupied by two cobras with jewels on their hoods and

tails entwined with each other. They look towards the god. Thus

meditating...”

Apparently, the conception of this god has been modelled on the

Hindu deity Siva, who js said to have saved the world from destruction

by swallowing the poison that issued from the mouth of Vasuki, the

lord of serpents, while the gods and demons were churning the ocean

together. The poison, could it have entered Siva’s stomach, would

surely have destroyed him, but it remained in his throat, and as the

colour of the poison is said to be blue, there is a blue spot in the

white throat of the god. That isthe reason why the name Nilakantha

( Blue-throat ) has been given to Siva. As this particular form of

LokeSvara has also the same name, it may well be that its origin was the

Hindu god Siva Nilakantha.
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A confusion is likely to arise in the identification of the images of

Nilakantha and Vajraraga, a variety of Mazfijusri, if their respective

sires are not represented. The only point of distinction in that case

would be the total absence of ornaments and rich garments in the case

of Nilakantha. If the image bears princely ornaments and is richly

clad, it must be identified as that of Majfijuéri.

In the temple of Bodhnath in Nepal, a coloured image of this

god is found, but here he 1s alone, without the serpents. The other

image, (Fig. 116) hails from the monastery at Sarnath. In this sculpture

two tiny figures carrying bowls are seen instead of two serpents.

One statuette of this deity occurs in the Chinese collection’.

12, SUGATISANDARSANA

Colour—White Arms—Six

One short Sadhana in the Sadhanamala describes this form of

Avalokitesvara. The Dhyana for Sugatisandarsana describes his form

in the following words :

‘‘Sugatisandarsana-Lokesvara-Bhattarakam suklavarnam sadbhujam

varadabhayaksamaladharam daksine, vime padmakunditridandidharam

ca ratnabharanabhisitam vratasitradharinam jatamukutam padmopari

candramandalasthitam saumyaripain bhivayet”. Sadhanamaila, p. 88.

The worshipper should think himself as Bhattaraka Sugatisandarsana

Lokesvara white in complexion, six-armed, showing the Varada and

Abhaya poses and the rosary in the three right hands, and carrying

the lotus, the water-pot and the staff with three horns in the three left

hands. He is decked in ornaments and jewels, wears the sacred thread

and a crown of matted hair. He stands on the moon over lotus

“and is peaceful in appearance”’.

Fig. 117 illustrates a Nepalese drawing of Sugatisandarsana Lokesvara

which agrees with the Sadhana in major details.

13. PRETASANTARPITA

Colour—White Arms—Six

Only one Sadhana in the Sdadhanamala describes this form of

Avalokitesvara. The Dhyana describing the form of Pretasantarpita is

brief and is worded as follows :

‘‘Jatamukutinam sadbhujam prathamabhujadvayena varadau dvitiya-

bhujadvayena ratnapustakau trtiyabhujadvayena aksam4latridandikam,

sarvalankarabhisitam vratasitradhirinam saumyamirtim, padmopari

candramandale sthitam svetavarnam vibhavayet”’.
Sadhanamala, p. 89

1. Clark: TLP, I, p. 267.
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“The worshipper should think himself as Pretasantarpita Lokesvara

who bears the Jatamukuta (crown of matted hair), is six-armed, exhibits

in the first pair of hands the Varada poses, carriesin the second pair the

jewel and the book, and in the third pair holds the rosary and the

Tridandi (staff with three horns ). He is decked in all sorts of

ornaments, wears the sacred thread, has a graceful appearance, stands

on the orb of the mvon on lotus, and is white in colour.”

Fig. 118 itlustrates a Nepalese drawing of Pretasantarpita Lokesvara.

14. SUKHAVATI LOKESVARA

\olour—-White Faces—Three

Arms-—Six Asana—Lalita

TM, s f e

Campanion—Sakti

A description of the deity occurs in the Dharmakosasangraha of

Amrtinanda. Nepal abounds mm images of Sukhavati Lokesvara both

in stone and in bronze, though his images are not found in any other

Buddhist country of the Noth. The description above referred to

runs as follows :

‘Trimukhah svetavarnah sadbhujah dakse mudrah, saraksepa-japa-

mali-varadini, vamesu dhanuh-kamala-Taroriisamarpanini lalitasanah

kamalopari, = Vajratiri-Visvatara-Padmatarabhih — parivrtah, Upari

caityah,

Sukhavati Lokesvaralv’’.

‘“Sukhavati Lokesviara_ is three-faced, white in colour, and six-armed.

One of his right hands 1s in the act of shooting an arrow, the remain-

ing two have the rosary and the Varada pose. In_ two of his left hands

he carries the bow and the lotus, and the third is placed on the thigh

of Tara. He sits in Lalitasana on the lotus, and is surrounded by the

goddesses Vajratara, Visvatari, Padmatara and the like. Thereis a

Caitya on the top’’.

Fig. 119 illustrates a sculpture from Nepal representing the deity

Sukhavati LokeSvara. Here the god is in the company of his Sakti but

is without the other companions as prescribed.

15, VAJRADHARMA

Colour-— Reddish White

Vahana—Peacock Symbol-—Lotus

One Sadhana in the Sdadhanamala describes this form of Avalo-

kitesvara. The distinguishing feature of this god is that he rides a

peacock. The Sadhana in question is entirely in verse, and the
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relevant portion containing the description of the form of Vajradharma is

given below :

‘Tam sitam raktavarnam tu padmaraigasamadyutim = |

Paficabuddhamukutadharam harscnotphullalocanam If

Vamato spardhaya nalam dhrtva sodasapatrakam |

Padmam vikasayantajica hrdi daksinapanini II

Mayiropari madhyasthe nisannam candramandale |

Sattvaparyankamabhuijya sasrngararasotsavain IT

Caityantahsthamahikarma-kiitaégaraviharinam I

Bhavayet Vajradharmagryam nityam Bodhim avapnuyat."” TI

Sadhanamala, p. 33.

‘The worshipper should conceive himself as excellent Vajradharma, of

reddish white complexion, bright as the Padmaraga gem, who bears the

effigies of the five Dhyini Buddhas on the crown. His cyes beam with

delight ; and he holds with pride the stem of a lotus with sixteen petals in

his left hand and with the right causes it to blossom against his chest. He

sits on the moon over lotus on the back of a peacock, enjoys his scat of the

animal and displays the delightful sentiment of amour. He moves in

the sanctum of the Caitya, the place for great performances. He (the

worshipper) certainly receives the Bodhi who meditates (upon him)

in this manner.”

Fig. 120 illustrates a Nepalese drawing of the deity. A statuette also

occurs in the Chinese collection’.

GENERAL

The conception of Avalokitesvara is as old as the third century

B.C. He was first ushered into existence by the Mahasanghikas,

about the time of Asoka, in their work, entitled, Mahavastu Avadana,

where he has been characterised as the “Bhagavan who takes the

form of a Bodhisattva, whose duty it is to look round (Avalokita)

for the sake of instructing the people and for their constant welfare

and happiness’?. This Avalokita Bodhisattva no doubt gave rise to

the concrete form of Avalokitesvara, even before the second century

A.D, and his images can be traced from the Gupta period onwards.

He first appears in the Sukhavati Vyiha’, and a passage in the

Karandavyiha where he is said to manifest in all possible forms of

godhead for the sake of the ignorant and to bring salvation to
—— ee ee oo ” — —

1. Clark : TLP, II, p. 265.

2. Senart : Le Mahavasiu, Vol. U, p. 294.

3. This work was first translated into Chinese between A.D). 148 and 170 while the

smaller recension was transJated into the same language between A.D. 384 and

417. Max Muller : Sukhavati Vyiha, introduction, pp. iii-iv.
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mankind, accounts undoubtedly for the great number of his forms. As

different people belonged to different faiths, this Compassionate

Bodhisattva was obliged to assume the shape of all gods of all faiths,

nay, even the shape of father and mother. Avalokitesvara thus is

given no less than 108 forms which are painted on the walls of the

Macchandar Vahal at Kathmandu in Nepal with inscriptions for the

purpose of identification, All these paintings have been copied out

by an expert Nepalese artist, and are illustrated in this book in an

Appendix. To this a reference may be made for the numerous forms

of Avalokitesvara,



CHAPTER V

EMANATIONS OF AMITABHA

I. GODS

Besides Avalokitesvara and a few torms of Majnjusri already des-

cribed, only two male divinities in the Sidhanamila emanate from

the Dhyaini Buddha Amitabha. These are Mahabala and Saptasatika

Hayagriva. Their parental Dhydani Buddha, it may be remembered, is

distinguished by his red colour, the family symbol of lotus, and the

Samadhi mudra he displays. His offsprings Mahabala and Hayagriva

belong, therefore, to the lotus family and should show the signs

characteristic of the family. They are studied below in the order

of their importance.

1 MAHABALA

Colour—Red Asana—Pratydalidha

Arms—Four

Only one Sadhana in the Sadhanamila is devoted to the worship

of Mahibala, a fierce emanation of the Dhydni Buddha Amitalha.

The Dhyana is given below :

“Mahabalam ekamukham caturbhujam Sarvangaraktain trdhva-
pingalasarpavabaddhakesain daksinalbhujibhyim sitadanda-sitacimara-

dharam vamabhujabhyam vandanabhinaya-sapasatarjanikarain vyaghra-

carmanivasanam sarpabharanam pratyalidham damstrakaralavadanamn

suryamandalaprabhimalinam Amitabhamukutinam dhyatva...”’

Sadhanamala, p. 507.

“The worshipper should think himself as Mahabala with one face,

four arms and red complexion. His brown hair rises upwards and

is tied by a snake. He carries in his two right hands the white

staff and the chowrie while the two left show the mudra of bowing

and the raised index finger. He is clad in tiger-skin, wears ornaments

of snakes and stands in the Pratydlidha attitude. His face looks terrible

with bare fangs and he is bright like the orb of the sun. He holds

the effigy of Amitabha on the crown’’.

Two statuettes of Mahabala are known to the Chinese collection

at Peiping!.

~~ f. Clark: TLP, Tl, pp. 49, 217.

i9
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2. SAPTASATIKA HAYAGRIVA

Coluur—Red Symbols—Vajra and Danda

Special Feature—Horse-head

Hayagriva has several other forms and these will be described at

their appropriate places. One of these forms is saicl to bear the effigy

of Amitabha on its crown. This particular form of Hayagriva, therefore,

should refer to the spiritual son of Amitabha with the red colour and

the Samadhi mucha. The present Sadhana describing his form states

in the colophon that it is restored from the Saptasatika Kalpa. This

particular form of Hayagriva, therefore, is designated as the Saptasatika

Hayagriva. The Dhyana contained in the Sadhana is given below :

‘“Raktavarnam imahibhayanakath trinetram kapilasmasruraudram

brhadudaram damstrakaralinam dantausthakapdlamalinam jatamuku-

tinam Amiutabhasiraskam. Dvitiyamukham bhimabhaydnakam nilam

hayananam hihikarandadinam Brahniindasikharakrantam dvitiyena

bhavagraparyantam astanagopetam kharvavimanakaram vyaghracarma-

nivasanam sarvilankirabhisitam sakaladevisuram tarjayantam grhita-

vajiadandam ..vicintayet’’. Sadhanamali, p. 509.

“The worshipper should conceive hinsclf as (Saptasatika Hayagriva)

of red complexion, who is terribly awe-inspiring, with three eyes,

and a brown beard. He is angry and has protruding belly. His face

appears terrible with bare fangs; he wears a garland of skulls with

teeth and lips, is crowned with his Jat& and the figure of Amitibha.

His second face is distorted like that of a horse, which is blue in

colour and neighs incessantly. He tramples on the top of the world

with one leg and the bottom of the world with the other. He wears

ornaments of cight serpents, is short and cwarfish, is clad in tiger-

skin and decked in al! ornaments. He threatens all the gods and

Asuras, and holds the Vajra and the staff (in his two hands)’’.

It may by noticed that the Dhyana is not clear about the number

of hands and faces; but it seems from the description that Hayagriva

is endowed with a principal face, terrible in appearance, over which

there is the horse’s head. ‘This horse’s head over the principal face,

is found only in case of Hayagriva, and distinguishes him from all

other Buddhist deities. But when, as a minor god, he accompanies

others, the horse’s head is not seen as a rule. In such cases, the

Danda or the staff serves as the identification mark. From the

Dhyana it also appears that he is two-armed and carries the Vajra

and the Danda, the Vajra being generally held in the right hand, while
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the Danda is carried in the left. About the name, however, the

colophon is certain, and it asserts that this Sadhana has been restored

from the Saptasatika Kalpa, that is to say, a ritual work consisting of

letters that can make up seven hundred verses in the Anustubh inctre.

Images of Hayagriva are found in Tibet! and China’.

II. GODDESSES

The female divinities that emanate from the Dhyani Buddha

Amitabha are three in number, the most important and popular among

them being Kurukulld, to whose worship no less than fourteen

Sadhanas are devoted in the Sadhanamili. Two Sadhanas are devoted

to Bhrkuti and one Sadhana only to Mahisitavati, who is also included

in the list of the Paficaraksaé deities o1 the Five Great Protectresses.

These goddesses as a rule are not represented in stone or bronze;

paintings, however, are made by the Nepalese artists even in modern

times.

3. KURUKULLA

She is one-faced and may have two, four, six or eight arms. When

she is six armed, she hears the effigies of the five Dhyani Buddhas

on her crown. When two armed, she is called Sukla Kurukulla, and

when she is four-armed she is called by the names of Tarodbhava

Kurukulla, Uddiyana Kuruhulla, Hevajrakrama Kurukulli and Kalpokta

Kurukulla.

e Kurukulla is said to confe: success in the Tantric rite of Vasikarana

or the rite of enchanting men, women, ministers, even kings. Some

of the Sadhanas contain many interesting methods of casting spells

on different people. The mantra of Kurukulla is “Om Kurukulle

Him Hrih Svaha’. When this mantra is muttcred ten thousand

times, all men are bewitched. Thirty thousand times would prove

sufficient to subdue a minister, but the subjugation of a king requires

no less than a lakh. She can even confer on her devotees the power

of subduing all ministers and kings.

Images of Kurukulla are found in Tibet? and China‘ and she is

very popular in these countries, The different forms of Kurukulla as

available in the Sidhanamila are dealt with in the following pages.

1. Gordon: ITL, pp. 99, 93 ; Getty ; GNB, p. 163 as Hayagriva.

2. Clark: TLP, II, pp. 59, 164, 172, 198 under the title of Hayagriva.

3. Getty : GNB, pp. 126, 127.

4, Clark: TLP, IJ, 105, 239. Also Gordon : ITL, p. 75.
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(I) SUKLA KURUKULLA

Colour—White Symbols—Rosary and the Bowl of Lotus

Vahana—Animal §Asana—Vajraparyanka

Only one Sadhana in the Sadhanamila states the method whereby

she should be propitiated. The Dhyana contained therein is a long

one and runs as follows :

‘Atminam Bhagavatiin aksasittrotpalamrtakundim savyavasavya-

panibhyam dadhanim, trinetrimm Padmadhrkpramukhaih sarva-Tatha-~

gataih Vinadisodasadevibhir-abhisiktam Amitabha-virajitananapuspo-

pasobhitajatamukutam srngiradirasopetam, kificit-savyapanipallava-

sthaksasitramalokamanam, ksirambhodhisvetavarnabjastham-amrtanko-

pari sattvaparyankasanastham, kankana-keyira-kundala-nipuramukta-

haradivyavastradivibhisitam nilanantabaddhakesim piyusavarna-Vasu-

kikrtaharamn, rakta-Taksakakrtakarnograkundalam, dirvasyama-Kar-

kkotakakrtayajftopavitain, Sukla-Padmanagendrakrtaharam, mrnalavar-

na-Mahapadnrakrtanipuram, pita-Sankhapilakritakankananh, dhima

bhravat-Kulikakrtakeyirain, Subhravarnim sravadamrtavigraham karu-

nardracittém bhavayet.

Sukla-Kurukulla-Sidhanam” Sadhanamala, pp. 352-363.

‘The worshipper should think himself as the goddess (Kurukulla),

who carries the rosary and the cup of Utpala full of nectar in the right

and Iefi hands respectively. She is three-eyed and is offered bathing

water by (the Bodhisattvas) Papmapani and others, by all the Tathagatas

and the sixteen damsels beginning with Vina. She wears the Jatamukuta

which is decorated with various flowers and the miniature figure of

Amitibha. She displays the sentiment of passionate love, and other

sentiments, and turns slightly to have a look at the rosary which

she carries in her leaf-like hand. She sits on an animal and rests

on the nectar-like lap of the white lotus, that rises from the ocean

of milk. She is decked in bracelets, armlets, ear-rings, anklets,

pearl-necklace, and is clad in celestial garments. Her hair is tied

up by the serpent Ananta of blue colour, her necklace is formed by

the milk-coloured Vasuki, and her prominent ear-ornament (Kundala)

by red Taksaka, her sacred thread is the green Karkkotaka, her

girdle is the white Padma the lord of serpents, her Nupura (anklet)

is the serpent Mahapadma of the colour of the lotus stalk, her

bracelet is the yellow Sankhapila, her armlet is Kulika of the colour
of smoky clouds. She is white in colour, and seems to diffuse nectar.

She possesses a heart which is melting with compassion.”
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This lengthy description is sufficient to give one a vivid picture of the

form of Sukla-Kurukull, which has many features in common with the
other varieties to be described briefly hereafter. It is not necessary to

quote and translate all the Dhyanas given in the Sadhanamali, because

that would only serve to increase the bulk of the book unnecessarilv,

(II) TARODBHAVA KURUKULLA

Colour—Red Arms—Four

Asana—Vajraparyanka |§ Vahana—Kiamadeva with wife on Rahu

Five Sadhanas differing but slightly from one another describe this

form of Kurukulla designated as Tarodbhava Kurukulla in the Sadhanas.

According to the information supplied by the Sadhanas, Tarodbhava is

red in colour with red garments, red ornaments and the seat of a red lotus.

She has four arms. The two left hands show the Abhaya mudra and the

arrow, and the two right carry the bow and the red lotus. She sits in the

Vajraparyanka attitude and under the seat appear Kamadeva and his wife

riding on the demon Rahu. She has a red aureole behind her, she wears

the effigy of Amitibha on the crown, and resides in the Kurukulli

mountain, She is in the fulness of youth and displays amorous sentiments.

Sometimes she is seen charging a flowery arrow on the flowery bow,

ready to strike.

Fig. 121 illustrates a recent Nepalese drawing of the deity.

(III) UDDIYANA KURUKULLA

Appcarance—Terrible Colour—Red

Asana—Ardhaparyanka Vahana—Corpse

Arms—Four

This form of Kurukulla is called in Sadhanas Uddiyana Kurukulla o1

Kurukulla as worshipped in Uddiyana (mod. Vajrajogini). This form of

the goddess looks rather fierce, with the garland of heads, the five skulls

on the head, protruding teeth and tongue, garments of tiger-skin, and

brown hair rising ahove her head in the shape ofa flame. Her eyes, red,

round and moving, are three in number. She is four-armed ; the principal

pair of hands is engaged in drawing to the full the flowery bow charged

with an asrow of red lotus, while the second pair holds the goad of

flowers and the red lotus. She is red in colour and sits in the Ardha-

paryanka attitude on a corpse.

Fig. 122 illustrates one of her statuettes found in Peiping. Here the

Vahana of corpse is present.
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(IV) ASTABHUJA-KURUKULLA

Arms—Eight Colour—Red

Asana—Vajraparyanka Mudra—Trailokyavijaya

As has already been pointed out, Kurukulla may have another form

with eight arms which is described in the only Sadhana devoted to her

worship. This Sadhana is attributed in the colophon to the great

Siddhicaryya Indrabhiti, who flourished about 700 A.D. and who had

a daughter even more illustrious than himself, Laksminkara by name,

well-versed in the doctrines of both Vajrayina and Sahajayana. The

goddess described in this Sidhana is not terrible like the six-armed

Mayajala Kurukulla o: the fom-armed Uddiyina Kurukulla, but is

mild, youthful and compassionate. The most important feature of the

Sadhana is that it gives the description of a complete Mandala which

comprises the principal goddess and twelve surrounding divinities. For

a better understanding of the form of this goddess and of the consti-

tution of the Mandala, it is desirable that the Dhyina should be quoted

in extenso and translated :—

‘Kurukullam Bhagavatim astabhujim raktavarnim raktastadala-

padmasiiryye Vajraparyankanisanuam kutagiramadhyanivasinim pra-

thamakaradvayena Trailokyavijayamudradharam, avasistadaksinakaraih

ankusam akarnapiritasaram varadamudram dadhinam, parisistavama-

bhujaih pasam capain utpalam dadhanin, sakalalankaravatin: bhivayet.

Parvadale Prasannatarim, daksinadale Nispannatiram, paéscimadale

Jayataram, uttaradale Karnataram, aisanadale Cundam, Agneyadale

Aparajitam, nairrtyadale Pradipatiram, vayavyadale Gauritarafica

dhyayat. Etasca sarvah raktavarnah Pajica-Tathiyatamukuta vajra-

paryankanisanna, daksinabhujabhyain varadamudrda-akarnapirita-Sara-

dhara, vamabhujabhy4n: utpalacapadharah.

Purvadvare Vajravetalim lambodaram vikrtamukhim raktavarnam

Aksobhyamukutam, daksinahastabhyam tarjany-ankusadharam, vama-

karabhyaim vajraghantapasadharam.

Daksinadvare Aparajitam pitavarnam Ratnasambhavamukutam dak-

sinahastabhyam dandankusadharam, vimahastibhyam ghantapasa-

dharam.

Pascimadvare Ekajatam krsnavarnain irdhvakesAm lambodaram

dantavastabdhaustham Amitabamukutim, Jaksinakarabhyam vajrank-

§adharam vamakarabbyam ghantapasadharam.

Uttaradvare Vajragandhaiim kanakasyimam Amoghasiddhimukutam

vikrtamukhim lambodaram, daksinabhujabhyim khadginkusadharaih
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vamabhujabhyam ghantapasadharam vicintayet,

Etascatasra alidhapadasthah’’. Sadhanainala, pp. 351-352.

‘The worshipper should think himself as gouddess Kurukulli, who

is eight-armed, red in colour, sits in the Vajraparyanka attitude, on che

orb of the sun over the lotus with eight petals and resides in the

sanctum ; she displays the Trailokyavijayamudra in her first pair of hands,

and shows in the other right hands, ankusa, the arrow diawn up to

the ear and the Varada pose. Inthe remaining Ieft hands she holds

the noose, the bow and the Utpala; she is decked in all kinds ot

ornaments.

On the east petal is Prasannatira, on the south is Nispannataia, on

the west Jayatira, on the north Karnatira ; on the north-east petal

is Cunda, on the east Aparfjita, on the south-west Pradipatira, and on

the north-west is Gauritira. All these deities have red colour and the

five Dhydni Buddhas on their crowns. They sit in the Vajraparyanka

attitude and show in the two right hands the boon and the arrow

drawn up to the ear, and in the two left hands the Utpala and the bow.

In the eastern gate is Vajravetali, who has a protruding belly, distor-

ted face, red complexion, the effigy of Aksobhya on her crown, and

carries in the two right hands the Tarjani and the goad, and In the two

left the Vajraghanta and the noose.

In the southern gate is Aparijiti, who is yellow in colour and has

the efigy of Ratnasambhava on her crown ; she carries in her two right

hands the staff and the goad, and in the two Ieft the bell and the noose.

In the western gate is Ekajataé, who is blue in colour with hair rising

upwards over head, and a protruding belly; she bites her lips with

her teeth, bears the image of Amitibha on her crown and Carries in

her two right hands the Vajra and the goad, and in the two left the

bell and the noose.

In the northern gate is Vajragindhiri, golden in complexion, who

bears the image of Amoghasiddhi wn her crown, has a distorted face

and protruding belly, and carries in her two right hands the sword and

the goad, and in the two left the bell and the noose,

All these four goddesses stand in the Alidha attitude’.

(V) MAYAJALAKRAMA KURUKULLA

Asana—Vajraparyanka Arms— Six

Colour—Red

Another form of Kurukulld is known as Miyijilakrama Kurukulla

since the Sadhana describing it is said to have been restored from
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the now lost Miydjala Tantra by the Tantric author Krsnacarya’

This form of Kurukulla is six-armed. In accordance with the Sadhana

she sitsin the Vajraparyanka attitude, on the sun over the red lotus

of eight petals. She is red in colour and is clad in red garments,

She exhibits the Trailokyavijaya mudra in the first pair of hands,

shows the Abhaya mudra and the sprout of a white Kunda flower

in the second, and the rosary and the Kamandalu in the third. She

bears the images of the five Dhyini Buddhas on the crown, and sits

on the back of the serpent Taksaka. She has another form with six

arms, which is not expressly called the Miayajala Kurukulld, and is

desctibed in another Sidhana. According to that Sadhana, she

exhibits the Trailokyavijaya mudra in the first pair of hands, and carries

Ankusa and the red lotusin the second pair, and the full-drawn bow

charged with an arrow in the third. Images of Kurukulla are rare.

4. BHRKUTI

Colour— Yellow Arms—Four

Bhrkuti is another goddess emanating from the Dhyani Buddha,

Amitabha of red colour. She is already familiar as a companion of

Avalokitesvara as minor goddess. When she accompanies Khasar-

pana she is yellow in colour and four-armed. She carries in her

two left hands the Tridandi and the Kamandalu. One of the two

right hands is raised in the attitude of bowing, while the other

carries the rosary. Bhrkuti is also worshipped as a principal goddess,

and two Sidhanas in the Sadhanamala are devoted to her worship.

She is described in the following words :

‘‘Caturbhujaikamukhim pitam trinetram navayauvanim Varadi-

ksasutradharadaksinakaram tridandikamandaludharavamakaram Amita-

bhamudritam padmacandrisanasthim Bhagavatim dhyatva...Bhrkuti-

sadhanam.”’ Sadhanamala, p. 341.

“The goddess Bhrkuti should be conceived as four-armed, one-

faced and yellow in cciour, three-eyed and as blooming with youth.

She shows the Varada mudrd and the rosary in her two right hands,

and carries the Tridandi and the Kamandalu in the two left. Her

crown is stamped with the effigy of Amitabha. She sitson the orb

of the moon over a lotus. ‘Thus meditating...”

Another Sadhana adds the information that she should be peaceful

in appearance and should wear a crown of matted hair. Images of

Sadhana No. 181, Sadhanamaila, p. 372.
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Bhrkuti are rare, but they are known in Tibet! and China*. Fig. 123

illustrates one of the Peiping images.

5. MAHASITAVATI

Colour—Red Arms—Four

Asana—Ardhaparyanka

All the five goddesses constituting the Pajicaraks4 group are said to

emanate from one or another of the Dhyani Buddhas. Mahiasitavati is

affiliated to her parental Dhyani Buddha Amitabha. The short Sadhana

describing her form is as follows :

‘‘MahAsita (sic sita) vati caturbhujaikamukhi rakta daksinabhujadvaye

aksasiitravaradavati vamabhujadvaye vajrankusahrtpradesasthapustakavati

jimbija Amitabhamukuti ardhaparyankasthita nanalankaravati

siryasanaprabha ceti’’. Sadhanamiia, p. 401.

‘‘Mahasitavati is four-armed, one-faced, and red in colour. She

shows in her two right hands the rosary and the Varada pose, and

in her two left hands the Vajra and the Book against the chest.

She originates from the syllable ‘Jim’, bears the effigy of Amitabha on

the crown, sits in the Ardhaparyanka attitude, and is decked in various

ornaments. She sits on the orb of the sun and glows like the sun’’.

Images of this goddess are found in Tibet? and China‘.

Getty : GNB, pp. 124-125.

Clark : TLP, IJ, pp. 160, 171, 288.

Getty : GNB, p. 139.

Clark: TLP, IJ, pp. 206 and 275 under the title of Sitavati.eoN =



CHAPTER VI

EMANATIONS OF AKSOBHYA

I. GODS

The number cf deities emanating from the Dhyani Buddha Akso-

bhya is quite large, larger than that of the emanations of any other

Dhyani Buddha. The blue colour of Aksobhya is associated with

the terrible deities in the Sidhanamala and with th: gruesome rites

in the Tantras, and the deities emanating from this Dhyani Buddha

are generally of blue colour and terrible in character both in deed

and in appearance. With the exception of Jambhala, the God of

Wealth, all the male emanations of Aksobhya have a terrible appear-

ance with distorted face, bare fangs, three blood shot eycs, protruding

tongue, garland of severed heads and skulls, tiger-skin and ornaments

of snake.

Amongst the deities emanating from the Dhyani Buddha Aksobhya

Heruka stands pre-eminent. Heruka and his yab-yum form Hevajra

are the chief gods in this group and they have numerous forms,

many with different names. Fer the sake of clarity and convenience

these forms have been separated for treatment, especially when a

characteristic name is supplied by the Sadhanas to suck forms. The Four

Guardians of Gates treated later under the Chapter : ‘Collective Deities’

are of fierce appearance and figure prominently amongst the offsprings

of Aksobhya. The deities coming under the Vajra Family of Aksobhya

are described below one by one.

I. CANDAROSANA

Colour—Yellow Arms—T wo

Symbols—-Sword and Tarjanipasa

Candarosana is also called Mahacandarosana, Catrdamahdrosana

and Acala. Four Sadhanas are devoted to his worship and he is always

represented in yab-yum. Prabhiakarakirti is said to be the author

of one of the Sadhanas the major portion of which is in verse. Another

Dhyana describing the god runs as follows :

«§$ri-Candamaharosanam Bhagavantam atasipuspasankasam Acala-
parandamainam dvibhujam kekaraksam damstravikaralamahaghoravada-

nam ratnamaulinam damstranipiditadharam #mundamalasiraskam
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araktacaksurdvayam daksine khadgadharam tarjanipasahrdayasthavama-

karam sitasarpayajiiopavitam vyaghracarmanivasanam nandaratnaviraci-

tabharanam bhimilagnavamacaranam isadunnatadaksinacaranam

suryyaprabhamilinam atmanam vicintya,. Aksobhyamukutinam

dhyayat.”’ Sadhanamala, p. 172.

‘The worshipper should think himself as Sri-Candamahiarosana,

whose colour is like that of the Atasi flower and whose second name

is Acala. He is one-faced, two-armed and is squint-eyed. His face

appears terrible with bare fangs. He wears a jewelled head-dress,

bites his lips and wears on his crown a garland of severed heads.

His eyes are slightly red, and he carries the sword in his right hand

and the noose round the raised index finger against the chest in the

left. His sacred thread consists of a white snake; he is clad in

tiger-skin and he wears jewcls. Hs Icft leg touches the ground while

the right is slightly raised. He is iadiant as the sun and..bears on

his crown the effigy of Aksobhya. Thus the god should be meditated

upon’”’.

It should be noticed that the Dhyana is silent about the Sakti

in whose embrace the god should remain in yab-yum, but if the

Buddhist priests are to be believed and if the testimony of the Nepalese

Citrakiras has any valuc, it must be assumed that Candarosana is

always represented in yab-yum and should not be repicsented singly.

Candarosaua is the most important figme in the celebrated Candama-

harogana Tantra dedicated to his worship. His woiship is always

performed in secret and the god is kept secluded fiom public gaze.

Lven if there be a brouze image it is practically inaccessible to any

one except the initiated.

Fig. 124 illustrates a Nepalese drawing of the deity. As Acala and

Acala-Vajrap.ini he 1s popular in Tibet?.

2. HERUKA

Colour—Blue Arms-—T'wo

Symbols— Vajra and Kapala Variety—Single

Heruka is one of the most popular deities of the Buddhist pantheon

and a;vegular Tantra, the Heruka Tantra, is devoted to his worship.

Heruka is worshipped singly as well as in yal-yum. When he is in

yab-yum he is generally known as Hevajra and in this form he 1s

popular in Tibet. Many of his forms are desciibed in the Saddhana-

mala in its numerous Sidhanas, and the additional ones are derived

from the Nispannayogivali of Albhayakara Gupta.

I. Getty : GNB, pp. 52 and 170.
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In the Sadhanamala the worship of Heruka is said to confer

Buddhahood on his worshippers, and he is said to destroy all the

Maras (mischievous beings) of the world. .A Dhyana in verse in the

Sadhanamala describes his form in the following words :

Savastham ardhaparyankam naracarmasuvasasam I
Bhasmoddhilitagatrajica sphuradvajrafica daksinam II

Calatpatakakhatvangam vame raktakarotakam |

Satardhamundamalabhih krtahdramanoramam II
Isaddamstrakaralasyam raktanetram vilasinam

Pingorddhvakesam Aksobhyamukutam karnakundalam II

Asthyabharanasobham tu sirah-paficakapalakam I

Buddhatvadayinam dhyayat jaganmiranivaranam II

Sadhanamala, p. 473.

“The worshipper should conceive himself as the god (Heruka) who

stands on acorpse in the Ardhaparyanka atlitude. He is well clad in

human skin and his body is besmeared with ashes. He wields the Vajra

in the right hand and from his left shoulder hangs the Khatvanga with

a flowing banner, like a sacred thread. He carries in his left hand

the Kapala full of blood. His necklace is beautified by a chain of

half-a-hundred severed heads. His face is slightly distorted with bare

fangs and blood-shot eves. His brown hair rises upwards and forms

into a crown which bears the effigy of Aksobhya. He wears a Kundala

and is decked in ornaments of bones. His head is beautified by five

skulls, He bestows Buddhahood and protects the world from the

Maras (wicked beings)’.

In another Sadhana for the worship of this particular kind of

Heruka the Khatvinga is described as being marked with a Vajra of

five thongs and decorated with a banner with jingling bells, human)

heads and double lotus, the lower part of the Khatvanga resembling

the Vajra with one thong. The Sadhana does not mention the number

of heads in the necklace, but says simply that they are strung with

guts. His left leg rests on the double lotus (and not on the corpse)

while the right is placed on the left thigh in a dancing attitude.

The image (Fig. 125) discovered by Mr. N. K. Bhattasali and

deposited in the Dacca Museum, agrees in all details with the descrip-

tion given above. Though the hands are broken it can yet be discerned

that the right wielded the Vajra and the left carried the Kapaila against

the chest. The attitude in which he stands is called the dancing

attitude in Ardhaparyanka. His head-dress is decorated with five

skulls and the effigy of Aksobhya. The Khatvanga has an overflowing

banner attached to it, and at the end of the banner small bell can

be seen.
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3. HEVAJRA

In the Hevajra Mandala of the Nispannayogavali, Heruka is the

principal deity, thus showing that there is only a very thin line of demar-

cation between the two, Heruka and Hevajra. When Heruka is accum-
panied with his Prajfia, he begets the name of Hevajra. In the Mandala

no less than four distinct forms of Hevajra are described. In all these,

Hevajra is accompanied with his Sakti whose name differs according to the
numbers of his hands.

(1) Two-Armed

Colour—Blue Face—One

Arms—T wo Prajiia—Nairatmia

When two-armed, Heruka gets the name of Trailokyaksepa and his

form is described in the following words :

“Trailokyaksepah krsno Ardhaparyanki...ckamukho dvibhujo

vajrankitaraktapirnakapalabhrd-vimakarakrodita . Nairatma.. .Vajrodd-

andasavyabhujah.”’ NSP, p. 14

“Trailokyaksepa (Heruka) is blue in colour and dances in the

Ardhaparyanka attitude.. He is one-faced and two-armed. With the left

hand carrying the skull cup, full of blood and marked with a Vajra, he

embraces his Prajfia Nairatma.. The right holding the Vajra is raised’’,

The same form is again described in the Sadhanamala which gives the

additional information that the Sakti carries the Kartri in the right hand

and the Kapala in the left}.

(11) Four-Armed

Colour—Blue Face—One

Arms—Four Prajiia—Vajravarahi

When four-armed, Hevajra shows al] the characteristics of the two-

armed variety with the difference that here the Prajfia is known by the

name of Vajravarahi. His descripticn in the Nispannayogavali is short

and is worded thus :

‘‘Athava caturbhujo dvibhujavat. Aparabhujabhyam savabha-Vajra-

varahisamilingita ityeva visesah’’. NSP, p. 14

‘Or, he may be four-armed and appear similar to the two-armed form.

In the two other hands he embraces his Sakti Vajravarahi of his own

creation. This is the only difference’.

1. S&dhanamiéili, p. 462.
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In the Sadhanamala, one Sadhana is also devoted to the worship of

this particular form of Hevajra. Here also Hevajra is four-armed and is

embraced by his Sakti who is identical with him in all respects. Hevajra

carries in his four hands the blue Vajra, the sword, the Khatvanga and

the jewel. The Khatvanga does not however hang from his shoulder but

is Carried in one of his hands.

(i) Six-Armed

Colour—Blue Faces—Three

Arms—Six Piajiia—Vajrasrnkhala

When Hevajia is six-armed and in yab-yum his main form remains

the same, with the difference that here he is three-faced and six-armed,

car) ying additional symbols. He is described thus :

‘“Athava Sadbhujah krsnah krsnasita:uktatrimukhah...Vamair-vajra-

chantim dhanuh kapalam ca dadhanah savyair-vajram banam trigilam

ca vajravajraghantanvitahastabhyam svabha-Vajrasrnkhalimalingitah”.

NSP, p. 14.

“Or, he (Hevajra) may be six-armed and blue in colour. The

principal, the right and Ieft faces show blue, white and red colour. In the

three left hands he holds the bell marked with a Vajra, the bow and the

skull-cup. In the three right hands he carries the Vajra, the arrow and

the trident. He embraces with the two hands carrying the Vajra and the

Ghanta the Prajiia Vajrasrnkhala of his own creation’,

(iv) Sixteen-Armed

Colour—Blue Faces—Eight

Arnis— Sixteen Prajnia—Nairatma

Legs—Four

The fourth type of Hevajra according to Hevajra Mandala is sixteen-

armed and is alike in appearance with the three other forms described

before. The difference lics in his having cight faces and four legs ; with

his four legs he tramples upon four Hindu gods instead of standing upon a

corpse as in the three others. Elis form is described rather elaborately in

the Mandala in question as under : )

«“Caturtho Hevajrah sodasabhujo Aksobhyamudrito Nairatmisama

pannah. Kintvasya catvaro marah praguktasavasthane. Tatra Skandha-

maro ripato Brahmi pitah, Klesamaro Visiumh krsno, Mrtyumiro

MaheSvarah subhro, Devaputramaro Sakrah gaurah. Tesu Bhagavan
dvabhyam Ardhaparyankavan aparabhyam Alidhastha iti catuscaranah

krsno......astasyah. Mukhantu milamn krsnam hasat savyam Suklam,
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vamam raktam, iarddhvam vikatadamstram Sesini krsnani. Daksina-

bhujesu vajram khadgam banam cakram casakaim trisilam-ankusam

ca; vamesu ghantém, padmam, dhanur-udyatakhatvangam, kapilam,

tarjanipasam ca.”" NSP, pp. 14-15.

“Hevajra of the fourth class is sixteen-armed and hears on _ his

crown the effigy of the Dhyani Buddha Aksobhya. He embraces his

Sakti Nairdtma. Instead of the corpse under his legs as aforesaid,
he has four Maras under his four legs. The fist is Skandha Mara in

the form of Brahma of yellow colour, the second is Klesa Mara in

the form of Visnu of blue colour, the third is Mrtyu Mira in the

form of Mahesvara of white colour, and the fourth is Devaputra Mira

in the form of Sakra of white colour. On them the four-legged god

stands with two legs arranged in Ardhaparyanka and two others in Alidha.

He is blue in colour and has eight faces. The principal face is blue,

the right has a smile and is white, the left is red, the fourth is on

the top of his head with distorted teeth. All other faces are blue

incclour. In the right hands he carries 1. the Vajra, 2. the sword,

3, the arrow, 4. the discus, 5. the wine-glass, 6. the staff, 7. the

Trisila, and 8. the goad. In the left hands the holds 1. the bell,

2. the lotus, 3. the bow, +. the raised Kha‘vinga, 5. the skull-cup,

G. the jewel, 7. the raisec! index finger and 8. the noose...”

Hevajra is popular in Tibet? and Chima?

4. BUDDHAKAPALA

Arms—Four * Yolou: —Blue

Sakti—Citrasena Asana -- Dancing in Ardhapary anka

* Only one Sadhana gives the description of this god, who is, in all

probability, another form of Heruka. The Sidhana says that when

Heruka is embraced by Citrasena he gets the name of Buddhakapila.

He has one face and four arms, and his hands hold the Khatvanga, the

Kapala, the Kartri and the Damaru; he is embraced by his Prajfii,

Citrasena, and remains in yab-yum. He ip slightly different from the

four-armed variety of Heruka asthe following Dhyana in the Sadhana

will show : .
«Mahaviro ghorasamharakarakah nilavarno mahavapuh asthyabhara-

nam-ardhaparyankanrtyastham mundamalivibhisitam mukute Akso-

bhyadharinam ckavaktram caturbhujam, vame Khatvingakapalam,

daksine kartridamarukain Prajiiilingitam ; vame Citrasena§ matta

nagna muktakesi sarvabhayarahita devi’.
fe ee ee - -

i ee ee

1, Getty: GNB, 142, 143. A Tibetan image is illustrated in Gordon : ITL, p. 83.

2. TLP, I, p. 236.
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Srimato Buddhakapalasya Sadhanam” Sadhanamala, pp. 501-502.

‘‘The worshipper should think himself as ( Buddhakapala ) who

is a great hero, the supreme destroyer, of blue complexion and gigantic

stature. He has ornaments of bones, stands in Ardhaparyanka in a

dancing attitude, is decked in garlands of heads, bears the effigy of

Aksobhya on the crown, is one-faced and four-armed. He carries

the Khatvianga and the Kapila in the left hands and the Kartri

and the Damaru in the right, and is embraced in the left by the

Prajiia, Citrasenad by name, who is intoxicated, nude, and fearless.

Thus meditating...”

The same Sadhana later on gives the details of the Mandala,

and goes on to say that Buddhakapala is surrounded by twenty-four

goddesses arranged in three circles. The first circle has Sumalini

(blue) in the east, Kapalini (yellow) in the north, Bhima (green) in

the west and Durjaya (white) in the south. The next circle has

Subhamekhala (east), Rupini (north), Jaya (west) and Kauveri (south),

Kamini (north-east), Mahodadhi (north-west), Karini (south-west) and

Marini (south-east). The outermost circle has Bhimadarsand, (east),

Ajaya (north), Subha (west), Ostaraki (south), Suraksini (north-east),

Vikalaratri (north-west), Mahayasa (south-west) and Sundari (south-east).

Besides these, there are the four guardians of gates : Sundara (east),

Subhaga (north), Priyadarsana (west) and Nairatma (south). Excepting

the four deities of the innermost circle, all the goddesses have blue colour,

two arms, one face, ornaments of bones, brown hair rising upwards

but no garlands of heads. They carry the Kapila in the left and

the Kartri in the right, and dance in the Ardhaparyanka attitude.

Fig. 126 illustrates a Nepalese drawing of the principal god in the

embrace of his Sakti Citrasena but without attendants, Buddhakapala

is represented in the Chinese collection at Peiping'. He is also

represented singly in a remarkable statuette in the Baroda Museum

(Fig. 127).

5. SAMBARA

(1) Two-Armed

Colour—Blue Asana—Alidha

Vahana—Kalaratri Symbols—Vajra and Ghanta

Prajiiag— Vajravarahi

One Sadhana only in the Sadhanamala describes the procedure for

the worship of Sambara who is only another form of Hevajra. He is

1. TLP, I, pp. 103, 237.
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two-armed and one-faced, and bears the effigy of Aksobhya on his

crown. He appears terrible with his garment of tiger-skin, the garland

of heads, a string of skulls round the head, three eyes and the

Alidha attitude, in which he tramples, upon Kalaratrii The Dhyaua

is in verse and describes the god in the following terms :

‘‘Lalitasthakapalani candrardham mirdhni dharayet I

Sanmudra-mundamiili ca visvavajri trilocanah II

Alidhapadavinyaso visvaksaravivartiniin I

Sabhairavam Kalaratrimiridho vyaghracarmabhrt IT

Aksobhyasekharah kubjo vajraghantijatanvitah I
Viro’sau Vajravarahi vajrasrkpirnakapalabhrt IJ

Khatvangamekhala rakta trinetra mundamilini I

Paficamudra muktakesi digvastra Buddhasekhara I

Dvibhuja-Sambaropadesah samaptah”’

Sadhanam ala, p. 504.

“The worshipper should think himself as Sambara with a string

of skulls over his forehead and the crescent moon on the top. Fle

wears the six auspicious ornaments and a necklace of heads. He

shows the Visvavajra [on his head-dress] and is three-cyed. He stands

in the Alidha attitude and originates from a combination of all the

letters of the alphabet. He tramples upon Bhairava and Kalaratri

and is clad in tiger-skin. He shows the effigy of Aksobhya on his

crown and is blue in colour. He carries the Vajra and the Ghanta ;

has matted hair, displays heroism and is embraced by his Sakti

Vajravarahi holding the Vajra and the Kapala full of blood. Her

girdle is the Khatvanga, her colour is red and she is three-eyed.
She wears a garland of severed heads, is cndowed with the five

auspicious symbols, has dishevelled hair and no garment She shows

the image of Buddha (Vairocana) on her crown.”

Sambara has another form with four faces and twelve arms and in

this form he is mentioned in the Nispannayogavali.

(ii) Twelve-Armed

Colour—Blue Faces—Four

Arms—Twelve Sakti—Vajravarahi

Sambara is the principal deity in the Sambara Mandala of the

Nispannayogivali. The Sakti of Sambara is Vajravarahi. Sambara thus

21



162 BUDDHIST TCONOGRAPHY

is only another form of the great god Heruka. Here he is four-faced and

twelve-armed. The description is quoted below in brief :

‘“Bhagavan...Bhairavakalaratryavalidhacaranabhyam akrantah krsnah

krsnaharitaraktapitaparvottaradi-caturmukhah.. DvadaSabhujah _savajra-
vajraghantabhujayugmalingita-Vajravarahiko bhujabhyim...saraktaprasr-

tagajacarmadharah tadaparaih damaru-parasv-kartri-trisilani vibhrat,

vamair-vajrankitakhatvanga-raktapiritakapalam vajrapasam Brahmasi-

rasca.,.navanatyarasarasih.”” NSP, p.2.

‘God (Sambara)...stands in the Alidha posture on the prostrate forms

of Bhairava and Kalaratri, He is blue in colour and his four faces on the

east, south, west and north are blue, green, red and yellow in colour...He

is twelve-armed. With the two principal hands carrying the Vajra and

Vajra-marked bell, he embraces his Sakti Vajravarahi. With the second

pair...he carries the elephant skin from which blood trickles down. In

the remaining four right hands he holds the Damaru, the axe, the Kartri

and the trident. The four left hands show the Vajra-marked Khatvanga,

the skull cup full of blood, the Vajra-marked noose and the severed head

of Brahma...He displays in full the nine dramatic sentiments”’,

The parental Dhyaini Buddha of Sambara is Aksobhya and that of

Vajravarahi is Vairocana according to a statement contained in the

aforesaid Mandala’,

Sambara is popular in Tibet? and China’,

6. SAPTAKSARA

Faces—Three Arms—Six

Asana—Alidha Prajfia—Vajravarahi

This variety of Hevwajra is called Saptaksara or ‘seven-syllabled’

because his Mantra consists of seven syllables. Like Dvibhuja-Samhara

mentioned above, he is also embraced by Vajravarahi, who in all respects

resembles her consort. Like Sambara this god also tramples upon
Kalaratri and holds the Visvavajra on the crown. He has also the

crescent on his head, is endowed with the six suspicious symbols, and

stands in the Alidha attitude on the orb of the sun. He has three faces of

blue, yellow and green colour and carries the Vajra, the Ghanta and the

human skin in the three left hands and the Kapdla the Khatvanga and

the Trisila in the three right,

1. NSP, p. 28.

2. Two images of Sambara are illustrated in A. K, Gordon : ITL, pp. 83, 8&4. See

also Getty : GNB, pp. 145, 150.

3. As Sambararaja Buddha he is mentioned in Clark : TLP, II, pp. 80 and 90.
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The Sidhana further adds that on each of the six spokes of the

wheel of the sun on which the god stands there are six deities, namely,

(commencing from the right) Heruki, Vajravarahi, Ghoracandi, Vajra-

‘bhaskari, Vajraraudri and Vajradakini. They have respectively blue,

yellow, red, green, smoky and white colour. All of them have dis-

hevelled hair, fierce appearance, three eyes and the quarters as garments.

They carry the resounding Damaru and the Ghanta in the first pair

of hands, and the human skin in the other pair. They stand on

the orb of the sun placed on acorpse. Their head-dresses are decora-

ted with rows of skulls, and they stand in the Alidha attitude.

In another Sadhana devoted to the worship of Saptaksara, a slight

variation is noticed. In it, it is said that the god carries, in the first

pair of hands, engaged in embracing the Praja, the Vajra and the

Ghanta ; in the sccond pair, the human skin only, and in the third

pair the Kapila and the Trisila. The Khatvanga hangs from his

shoulder as usual. Vajravirahi is identical with the Prajia men-

tioned before, with this difference that she should have in her second

pair of hands the bow and the arrow instead of the human skin.

7. MAHAMAYA

Colour—Blue Faces—Four

Arms—Four Prajii—Buddhadakini

‘‘Mahamayahvayam devam caturmukhasn caturbhujan: I

Anke yasya tatha devi-catasro diksu ciparah”’ IT

“The god called Mahamaya.is four-faced and four-armed. He has

on his lap a goddess and four others in the four cardinal directions”’.

Hevajra takes the name of Mahamaya when he is embraced by his

Sakti Buddhadakini and remains with her in yab-yum. This variety of

‘Heruka, as the verse above indicates, has four faces and four arms and

is accompanied by four goddesses in the four cardinal points. Two

Sidhanas (Nos. 239, 240) in the Sadhanamala are devoted to the

sworship of the deity, one of which is attributed to Kukkuripada

celebrated as one of the eighty-four Mahiasiddhas who flourished in

early times. Below is given a summary of the description of the

Mandala of Mahamaya.

Mahimiaya is terrible in appearance. His body is besmeared with

ashes and his hair streams upwards in the shape of a flame of fire.

He is blue in colour and his head-dress is decorated witha row of

skulls, His four faces are of blue, yellow, white and green colour,

and he carries in his four hands the Kapala, the arrow, the Khatvanga,

and the bow. He is endowed with five auspicious symbols, has a torque

round the neck and bracelets on his wrists. He is clad in human skin,
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has three eyes in cach head, and flames of fire radiate from his body.

He appears beautiful in his sentiment of mixed anger and delight, and

stands in the Ardhaparyanka in a dancing attitude. He is embraced by

Buddhadakini, who is red, carries the same weapons and has the same

appearance and symbols as those of Mahaimaya. Her four faces are

red, yellow, white and green.

The four petals in the four cardinal directions of the Jotus seat are

occupied by the following goddesses.

(1) Vajradakini in the east, who is blue in colour with four faces

of blue, yellow, white and green colour, and carries the

Khatvanga and the Ghanta in the two left hands and the Vajra

and the Kapila in the two right.

(2) Ratnadakini of yellow colour is in the south, with four faces

of yellow, blue, red and green colour. She carries the flag

and the jackal in her two left bands and the Trisila and the

jewel in her two right.

(3) Padmadakini in the west is of :eddish white colour, has four

faces of red, yellow, blue and green colour, and carries

the bow and the Kapala in her two left hands and the

arrow and the double [otus in the two right.

(4) Visvadakini in the north, of green colour, who has four faces

of green, yellow, red and blue colour, and who carries the

Pasa and the Kapala in her two left hands and the Khatvanga

(or the sword) and the Damaru in the two right ones.

These four deities exhibit wrath, have their heads decorated with a

number of skulls, have garlands of heads still wet with blood, three

eyes and protruding teeth. Their brown hair stream upwards in the
shape of a flame, and flames of fire radiate from their persons.

In the Nispannayogavali, Mahamaya also finds mention and the

description given therein is quoted below :

“Mahamayahva-Herukah kisuv-’:kaprabho...uilapitasvetaharita-

milasavyapascimavima-caturmukhah...savyabhujabhyam kapalasarau

vamabhyam khatvingadhanusi dadhanah...ardhaparyankena tandavi.”’

NSP, p. 22.

‘The form of Heruka called Mahimiya is blue in colour and resem-

bles the dazzling sun...He is four-faced ; the principal face is blue, the

right yellow, the one behind is white and the left green...He holds in

his two right hands the skull cup and the arrow, and in the two left the

Khatvanga and the bow...He dances the Tandava dance in Ardha-

paryanka”,
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Mahamava is known both in Tibet! and in China?

8. HAYAGRIVA

Colour—Red Faces —Thiee

Arms—Eight Asana—Lalita

Appearance—Terrille

One form of Hayagriva, as an emanation of Amitibha, has already

been discussed in the previous chapter, but there is another form of

the god that emanates from the Dhyani Buddha Aksobhyva. The

Dhyana describing him runs as follows .

‘‘Arya-Hayagrivam raktavarnam trimukharn astabhujain — prati-

mukham trinetram nilasitadaksinetaravadanam sarpibharanam Ialitik-

sepapadanyasam sakrodhadrstiniriksanam, prathamamukham smetain

lalajjihvam, daksinamukham damstravastabdhausthamn, vyaghracarmani-

vasanam vajra-danda-karanamudra-sarodyatadaksinakaacatustayam tar-

janika-svakucagraha-padma-dhanurudyatavimakaracatustayam Aksobh-

yamaulinam dhyayat.”’ Sadhanamiala, p. 508.

“The worshipper should conceive himself as Arya-Hayagriva of

red colour, with eight arms and three faces, each face with three eyes.

His right and left faces are blue and white respectively and he has snakes

for ornaments. His legs are arranged in the Lalita attitude ane he

looks wrathful. His first face has a smiling appearance, the tight has

a protruding tongue and he bites his lps in his left. He is clad in

tiger-skin and shows in his four right hands the Vajra, the staff, the

Karana pose and the raised arrow. Of the four Jeft hands, one has the

raised index finger, the second touches the breast and the two remain-

ing ones hold the lotus and the bow. He bears the effigy of Aksobhya

on his crown”,

Fig. 128 illustrates a Nepalese drawing of the deity. It varies a

little from the description given in the Sadhana. The hand that ought

to be touching his own breast displays different mudra and the hand

that ought to display the raised index finger only has a noose round it.

Nevertheless, the sketch is important as it shows a miniature head of

a horse on the head, to show that he is really Hayagriva “Horse-neck”’.

The rare Karana pose shown in the picture is noteworthy.

Hayagriva is popular both in Tibet? and in China*. Fig. 129 illus-

trates a Chinese statuctte of Hayagriva.

A. K. Gordon : ITL, p. 83 ; Getty : GNB, p. 14.

Clark: TLP, II, pp. 82, 237.

A. K. Gordon :ITL, pp. 90, 93. See also Getty : GNB, p 163.

Clark : TLP, II, pp. 59, 164, 172, 198.hm AS ee= oe es «8
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9, RAKTAYAMARI

Colour—Red Face—One

Arms—Two Variety—Yab-Yum

Several Sadhanas in the Sadhanmamala describe the manner in

which the deity should be worshipped. In one of the Sadhanas, it is

said that the colour of the deity varies in accordance with the different

functions he has to discharge. For instance, in the Santikavidhi

(rite of pacification) the deity is white and faces the east; in Paustika

rite he is yellow and faces the north; in Vasyavidhi (rite of subduing)

he is red and faces the west, and in Akarsana (attraction) he is blue

and faces the south, and soon. Of these varieties the red and blue

are the most popular ; in other words, his worship is mostly performed

with a view to cnchanting men and women and to forcibly subduing

them and bringing them to the worshipper. When Yamantaka is red

he is called Raktayamari and when he is blue he is called Krsnayamari.

Yamiari or Yamintaka may either be worshipped alone or in conjunction

with his Prajiia. He should have the head of a buffalo on his shoulders

and should ride a buffalo. Getty! records a tradition current in

Tibet which gives the origin of this fearful god.

There was once a holy man who lived in a cave in deep meditation

for fifty years after which he was to enter Nirvana. On the night of

the forty-ninth year, eleventh month and twenty-ninth day two robbers

entered the cave with a stolen bull and slaughtered it there. But when

they discovered the presence of an ascetic, a witness to their crime, they

beheaded him and lo! his body assumed the ferocious form of Yama,

and taking up the bull’s head he set it up on his headless shoulder.

He then killed the two robbers and drank their blood from the cup

made out of their skulls. In his fiery and insatiable thirst for victims

he threatened to depopulate the whole of Tibet. The Tibetans appealed

to their tutelaiy deity, Majijusri, who thereupon, assumed the fierce

form of Yamantaka and defeated Yama in a fearful struggle.

Whatever might be the truth of the tradition, it sufficiently explains

the presence of eulogies of Mafijusri, in the Sidhanas for Yamintaka.

It may be noted, however, that the Sadhanamali is absolutely silent

about Yama, both as a principal deity or as an opponent of Yamintaka.

Yama is the god of Death amongst the Hindus. The Buddhists created

a killer of Yama in Yamintaka and it must have been an achievement

Getty : GNB, pp. 152-153.
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then. Under the title of Yamintaka he is known in Tibet!, Under the

title of Yamintakavajra he is found in China?.

Six Sadhanas are devoted to the worship of this variety of Yam intaka.

He is one-faced and two-armed and is embraced by the Prajiia who is his

own creation. The Dhyana describing his form is as follows :

*Atmanam Yamantakam ekamukham dvibhujam pratydlidhapadam

raktaparipirnakapalavamakaram sardrapitamundankitasitadandadaksi-

nakaram nagabharanavibhisanam pingalordhvakesam vyaghracarmam-

baradharam Aksobhyamukutinam svabha-Irajiiilingitam mahisopari

visvadalakamalasiryastham dhyayat. Bhagavatinca dvibhujaikamu-

khim, vicitrabharanadm Alidhapadasthitim madavihvalim skhalad-

vyaghracarmainsukim Bhagavati saha sampu‘ayogena pratyali-iheni-

vasthitam evam vicintya...”’

Sadhanamiala, p. 530.

‘‘The worshipper should think himself as Yamantaka, one-faced and

two-armed, who stands in the Pratydlidha attitude, carries the Kapala full

of blood in the left hand and the white staff surmounted by a yellow head

still wet with blood, in the 1ight. He is decked in ornaments of snakes

and his brown hair rises upwards. He wears garments of tiger-skin, bears

the image of Aksobhya on the crown, and is embraced by his Svabha

Prajfia. He stands on the orb of the sun over the double lotus on the

back of a buffalo. He (the worshipper) should also meditate upon

the Bhagavati (Prajfii) who is one-faced, two-armed, and has variegated

ornaments. She stands in the Pratyalidha attitude, is intoxicated with

wine. wears garments of tiger-skin which slips down her waist and

remains in yab-yum with the god, both standing in the Pratyalidha

attitude. Thus meditating...”’.

10. KRSNAYAMARI

Colour—Blue Varieties—Four

Eight Sadhanas in the Saidhanamala describe his different forms. He

may have one face and two arms, or three faces and four arms, or three

or six faces and six arms. One six-armed variety is described also in the

Nispannayogavali, Krsnayamiri is represented singly as well as in yab-

yum. His different forms are dealt with one by one in the following

sections,

I. Getty: GNB, p. 164°

2. Clark: TLP, II, pp. 52, 73.
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(i) Two-Armed

Colour—Blue Face—One

Arms—Two Variety—Single

Symbol—Staff

This two-armed form of Krsnayamiri is without any companion. The

Dhyana in the Sadhanamala describes his form thus :

“Yamirim vicintayet atmanam pratyadlidhapadasthitam ekamukham

dvibhujain nilavarnam daksinakare vajrankitodyata-niladandam vama-

kare tarjanipasam hrdi, evambhitam. Yamiéarith ..visvadalakamalopari

suryasthamahisaridhbam bhavayet.”’

Sidhanamala, p. 5+/7.

“The worshipper sheuld conceive himself as (Krsna) Yamari who

stands in the Pratyalilha attitude, is one-faced, two-armed and of

blue colour. He brandishes the staff marked with a Vajra with the

right hand, and shows the raised index finger with the noose against

the chest in the left. In this form Yamari should be meditated upon

as standing on the orb of the sun on a double lotus and as riding

a buffalo.”’

(i) Four-Armed

er

Teriible Variety—Yab-yum

Faces—Three Arms—Four

Companion—Prajna

Appearance

The form of Yamiri with three faces and four arms looks terrible and

awe-inspiring. He is 1epiesented in yab-yum, and the Dhyana describes

his form in verse as follows :

“...Yamariratibhisanah I

Kathoravarhikanthabhah savyasuklirunetarah II

Krodhaparyankayogena visvabjaravisamsthitah I

Svabhavidyadharasvadarasiyanamahasukhah II

Kadarordhvajjvalatkesah pingabhrismasrulocanah I

Phanindravrndanepathyo mrnaladhavaladvijaih II

Mudgarasidharah savye vame rajivaratnadhrk”’ IT

Sadhanamaia, p. 544.

‘‘Yamiari is terribly ficrce, is of deep (blue) colour like that of the

throat of a peacock, and his right and Icft faces are of white and

red colour (respectively). He stands on the orb of the sun on a double

lotus in an angry mood. He enjoys the bliss of partaking the nectar

from the lips of the Piajfia of his own creation. His hair stands on

his head in the shape of a Hame of fire, and his beard and the eyes are of

brown colour. His ornaments are formed by the host of the lords of
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twice-born serpents who are white like stalks of lotuses. He carries

in his right hands the Mudgara and the sword, and his left the lotus

and the jewel”.

(iii) Six-Armed

Asana—Alidha Faces—Three or Six

Arms—Six Variety—Single

The forms of Yamari with three faces and six arms, is fierce in

appearance as the previous ones, and is single. He is three-faced, and all

his faces show a protruding tongue, canine teeth, three eyes, and

contorted brows. He hasa big belly, is short and dwarfish in appear-

ance and wears a garment of tiger-skin. He carries the Vajra, the

sword and the Misala in his three right hands and the goblin (Vetali)

the axe and the lasso in his three left. According to another state-

ment in the Sadhana, he carries the sword, the Mudgara and the

Vajra in the three righthands and the Ghanta, the Vajrapasa and the

Misala in the three left. The same Sadhana further says that though

he is represented generally as three-faced and six-armed, he may also

have six faces and six legs, with the same weapons. The Dhyana for

the worship of this six-faced and six-legged variety of Yamantaka

runs as follows :

“Yamintakam kruddham irdhvakeiatn krsnam saimukham = sad-

bhujam satcaranam mahisaridham pratyalidhasthitam naramundarun-

dairvibhisitam atibhayanakikiram vyaghracarmanivasanam daksine

khadga-mudgara-vajrani, vame ghanta-vajrapasa-misalan dharayantam

mukute Aksobhyam vibhavayet’’. Sadhanamala, p. 546.

* «The worshipper should conceive himself Yamiantaka, with an

angry mood, whose hair rises upwards and who is six-faced, six-armed
and six-legged. He ridesa buffalo, stands in the Pratyalidha attitude,

is embellished with severed human heads, and has a very ferocious

appearance, He is clad in garments of tiger skin, carries in the three

right hands the Khadga, the Mudgara and the Vajra, and in the three left

the Ghanta, the Vajrapasa and the Masala. He bears the effigy of

Aksobhya on the crown.”

Yamiari of blue colour is the principal deity in the Yam4ri Mandala

of the Nispannayogavali, Here his form is three faced and six armed

like the one previously described. The description may be briefly given

thus :

“Krsna-sita-rakta-mila-savya-vamavadanah sadbhujah kartrikapa-

laficita-savyetarakarabhyam svabhaprajiiasamilingitah | savyabhyam

vajrasi vamabhyam cakrabje vibhranah”’. NSP, p. 36.

23
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‘“Yamari’s. three faces: show the blue, white and red colour in the
principal, the right and the left. He is six-armed. Ii the principal

pair of hands carrying the Kartri and the Kapala he ‘embraces the

Prajfia of his own creation. In the two remaining right hands he

carries the Vajra and the sword, and in the two left he carries the

discus and the lotus.” . .

As Yamantakavajra he is known in China! and two statuettes of

his are illustrated in Two Lamaistic Pantheons of Clark.

If, JAMBHALA ‘' my

Faces—Three ! Arms—Six

Variety—Yab-Yum

Jambhala has undoubtedly @ greater antiquity behind him than.that

of the five Dhy4ni Buddhas., Jambhala again is qa Yakya and that

indicates his non-Buddhist origin. ; This may be one ef reasons why

he could not be assigned to any one as parental Dhyani Buddha. In

other words Jambhala is similar to Maiijusri whose sire also could not

be definitely determined. In the Sadhanamala the parental Dhyani

Buddha of Jambhala is either Ratnasambhava or Aksobhya. Images

of Jambhala are to be met with in the Gandhara, Mathura, Sarnath,

Magadha, Bengal and Nepal sculptures. For the purpose of this

section, however, the form cmanating from Aksobhya is important.

Here he is three-faced and six-armed and is represented in yab-yum.

Though the Dhyfina does not‘mention the colour, it can be presumed

that his colour is, blue which is the colour of. the Dhyani Buddha

Aksobhya from whom he takes his origin, Jambhala as the god or

wealth commanded great respect amongst the Buddhists, and received

worship in, various forms .m all Buddhist cquntries. The Dhyana in

the Sadhanamalda describes his sixyarmed form as follows :

‘Jambhalam trimukham sadbbujain Aksobhyajatamukutinaan daksi-

natribhujaih matulunga-fkusa-banadharam prathamavamabhujaikena

vama-parsvasthitaePrajiialingitam aparavamabhujabhyam sapaéanakuli-

karmukadharam atmanam nispadya...” Sadhanamila, p. 564.

“The worshipper should conceive himself as Jambhala, three-fdced

and six-armed, on whose matted hair there is an image of. Aksobhya.
He carries in his three right hands the citron, the goad’: and ‘the

arrow. He embraces the Prajiia with the first left hand, carries the

mongoose tied round witha lasso and the arrow respectively in’ ‘the

second and the third. Thus meditating..:’’.
———— ay oe — aw 8

1: TLP, Vol. Il, pp. 52, 73. For a Tibetan'specimen see Gordon : ITE, p. 90.
wt
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Jambhala .is known in Tibet. Two statuettes of the six-armed

Jambhala are to be found in the Chinese collection at Peiping?.

12. UCCHUSMA-JAMBHALA

Appearance—Terrible Vahana—Kuvera vomiting jewels

Asana—Pratyalidha

Ucchusma also called Dimbha, being a variety of Jambhala, bears

also the image of Aksolhya on his crown. He may, however, have the

image of Ratnasambhava instead, and-as 4n emanation of Ratnasam-

bhava Jambhala will be described later. Several Sadhanas aie devoted

to his worship, and the’ Dhyana describing him with the image of

Aksobhya on his crown runs as follows :

‘“Atmanam' Bhagavantam Ucchusmam pajicavarsakumarakrtim

kharvamh visvapadmastham candropari sarpabharanabhiisitain ratna-
mukutim musicnd-ratnamukhapitangasupta-Dhanadasya lalatam daksi-
nena caranena caranadvayam vimenakrantamirtim pratyalidhapadam ;

nagnam ifrdhvalingam lambodaram; hrdi daksinapfnistharaktapir-

nakapalabhimukhadrsim ; vamajanghasaktavamakarena ratnacchatod-

garyyadhomukhanakulim aviddhadhollakaruadvayam ardhendu [Sekha-

ran)] damstrakardlavadanam raktavarttulatrinetramn krtabhrkutilalaitam

pingordhvakesam Bhd»sparsamudra-ml-Akyobhyamunimastakam.,..”’

| sadhapainala, p. 577.

“The worshipper should meditate himself as the god Ucchuyma,

who appeais a child of five years and is dwarfish. We stands on a

double lotys on the moon, is deckéd in ornaments of snakes and has

"a jewelled. headdress. He stands in the Pratyalidha ‘attitude and

presses with his right leg the forehead of :he ‘sleeping Dhanada of

yellow colour with: his mouth vomiting out jewels, His left leg res{s on
the two legs ‘of Dhanada).: He is nude,.and his membrum virile is pointed

upwards, He has a. protruding belly, and has his eyes fixed on the

Kapala full of blood which he carries in his right hand against the

chest. He holds in his left hand the mongoose vomiting out jewels, on

his left.thigh. Wis ears are large and unpierced and he has a crescent on

his crown. _ His face 1s distorted with baie fangs, and his three eyes are

red and. round, His brows are distorted, and:his brown hair rises

upwards. - He bears on his crown the image of Aksobhya of blue colour

displaying the earth-touching aftitude’’.
TM

1. Getty : GNB, p. 159
2, Clark: TLP, Il, p. 310 under the title of Sadbhuja Jambhala, and on p. 203 as

Sadbhuja Jambhalavajra.
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The Sarnath image (Fig. 130) illustrates this form of Jambhala

standing on Dhanada or the Hindu god of wealth. Streaks of jewels

may be noticed as coming out of Kuvera’s mouth. ‘The peculiar

feature of this sculpture is that here Dimbha is accompanied by his

Sakti Vasudhara.

13. VIGHNANTAKA

Asana—Pratyalidha Colour—Blue

Symbols—Tarjanipisa and Vajra

Vighnantaka is closely associated with three other gods, Padmantaka,

Yamantaka, and Prajfiantaka, who are generally represented as guardians

of the gates in the Mandala. Vighnantaka is represented in various

furms. The name is significant as the word “Vighna” or “obstacle’’

refers to the Hindu god Ganega. Only one short Sadhana in the Sadhana-

mala describes his form in the following terms :

‘‘Atmanam pratyalidhapadasthitam ekamukham dvibhujam nilavar-

nam vamakarena tarjanikapasam, daksinakarenodyatavajram bhayana-

kam pingalordhvakesam.

Vighnantakasadhanam.”’ Sadhanamala, pp. 558-559.

‘The worshipper should conceive himself as (Vighnantaka) who

stands in the Pratydalidha attitude, is one-faced, two-armed, and blue in

colour. He carries in his left hand the Tarjanipisa, and wields the Vajra

in the right. He is terrible in appearance and his brown hair rises

upwards. His seat is on the orb of the sun placed on a lotus”.

This Sadhana is silent about the prostrate figure of Ganesa whom

he tramples under his feet, thereby giving significance to his name

as already indicated. [It may be pointed out here that the god

Ganesa, whom the Hindus consider to be the remover of all obstacles, is

regarded as the most dangerous obstacle by the Buddhists! As to the

origin of this god there runs a Nepalese legend that at a certain time an

Odiyana Pandit was performing a Tantric rite on the bank of the

Baghmati river near Kathmandu in order to obtain Siddhi (perfection).

GanéSa, it is said, being strongly opposed to the idea, began throwing

dangerous obstacles in the way of the due performance of the rite.

The Odiyana Pandit finding himself helpless, invoked the god Vighnan-

taka, the destroyer of all obstacles, and lo! Vighnantaka appeared in a

fierce and terrible form, armed with destructive weapons and gave hot

chase to Ganesa, who was by this time, flying in terror, and in no time

overcame the latter.
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In the statuette illustrated in Fig. 131 it may be seen how Vighnantaka

is trampling heavily on Ganega and the latter, in order to keep up the

dignity of his godhead, exhibits the Abhaya pose even in his agony !

The form in which Vighnantaka is said to have appeared before the

Odiyana Vajracaryya has six arms. He carries in his two principal

hands the Kartri and the Kapala against the chest; the rest carry

the Damaru and the goad in the right, and the Trisila an? the noose

with the Tarjani in the left

The original image is in the Baroda Museum collection. Vighnintaka

is known also to the Chinese collection at Peiping'.

14. VAJRAHUNKARA

(i) Two-Arined

Appearance—Terrible Symbols—Vajra and Ghanta

Mudra—Vajrahinkara Arms—Two

Asana—Pratyalidha Vahana—Siva

Only one Sadhana in the SAdhanamaila describes the form of the god

Vajrahiinkara, who is so-called because his two hands carrying the Vajra

and the Ghanta exhibit the Vajrahinkara midra. The Sadhana says

that the god originates from the sacred syllable ‘Hii’ which is irresistible

like the Fire of Destruction, is blue in colour, and dazzlingly bright. The

Sadhana adds further :

‘‘Tadutpannam maharaudrarn Vajrahunkara-samjfiakam |
Attahasam mahiaraudiam ksepayantam tridhitukam II

Ghantavajraprayogeua mudrabaddhakaradvayam I

Pratyalidhapadenaiva Bhairavakrantabhikaram’’ II

Sadhanamaili, p. 506.

‘The worshipper should conceive himself as the god Vajrahiinkara,

who originates from that syllable (Him) and is terribly fierce in

appearance. He laughs horribly, is wrathful, and disturbs the three

worlds. His two hands carrying the Ghanta and the Vajra are locked in

the Vajrahinkara midra. He tramples upon Bhairava, in the Pratyalidha

attitude, and inspires awe.”’

It may he pointed out that though Vajradhara also displays the

Vajrahinkara midra and carries the Ghanta and the Vajra in exactly

the same way as Vajrahinkara does, there are many differences between

their forms. Vajradhara sits in the Vajraparyanka attitude on a lotus

and has a peaceful and graceful appearance, while Vajrahiinkara stands

1, Clark : TBP, IJ, pp. 217, 311.
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in the Pratyalidha attitude, tramples upon Bhairava,.a form, of the, Hindu

god Siva, and has a terrible appearance. No connection,can, therefore,
be established between the two. |

Vajrahinkara images are known to the Chinese collection at Peiping*

although they are not generally found in India.

(11) Six-armed

Colour—Blue Faces—Three .

Arms—Six

Vajrahtinkara is the principal deity in the Vajrahinkdara Mandala of

the Nispannayogivali, and is identified with Trailokyavijaya. He is

thiee-faced and six-armed. With his two principal hands arranged in the

Trailokyavijaya? mtidra and holding the Vajra and Ghanta he embraces

the Prajna of his own creation. With the two remaining right hands he

holds the goad and the noosc, and with the two left he ‘shows the skull-cup

and the Khatvanga?®.

As Vajrahtnkara and Trailokyavijaya he is known in China‘.

15. BHOTADAMARA

Colour—Black as collyrium Appearance—Terrible

Arms-—Four Mudra—Bhitadimara

‘Vhrée Sidhanas in the Sadhanamila describe the form of Bhitd-

damara, whe is terrible and awe-inspiring, with ornaments of snakes,

canine teeth, and garlands of skulls. The Dhyana runs as follows :

‘“Atmainam pasyet raudia’n jvalamalikulaprabham I

Caturbhujam: mahakrodham bhinnafijanasamapiabhain II

Daksine vajramullalya tayjayan vamapanina I

Dannstrakaralavadanam nagastakavibhisitain II

Kapalamalimukutain trailokyam api nasanam I

Attahasam inahinidam trailokyadhisthitam prabhum II

Pratyalivhasusamsthinam adityakotitejasam I

Aparijitapadakrantain mudrabandhena tisthati IT

Bhiitadamara-sadhanam.”’ Sadhanamala, p. 521.

“The worshipper should conceive himself as (Bhitadamara) who is

wrathful in appearance and whinse person radiates fiery flames. He

is four-armed, tennibly ANSIV anil is hright like a _ broken lump of
— eee

I. Clark : TLP, iL, pp. 8, 4,
2 Probably the same as the V.jrahiiikara midra. For a description of this

miidra see Gordon : ITE, p. 22. .

3%. NSP, p. 24.

4. Clark: TLP, 31, pp 238, 514

——— = —_—— ee ee
ey ey ee
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collyrium. He wields the Vajra in the right hand and shows the Tarjani
in a threatening attitude in the left.- His face appears terrible with bare

fangs and he is decked in ornaments of eight serpents. He has the

garland of skulls on the crown and is capable of destroying the three

worlds. He stands firmly in the Pratyalidha attitude and _ is resplen-

dent like myriads of suns. He tramples under his feet, the god

Aparajita, and exhibits his special] midra’’.

From the Dhyana above quoted it will appear that the two principal

hands of the god exhibit the Bhiitadimara om the Dimara miidial!

while the other two carry the menacing Vajra in the right and the

Tarjani in the left. The description of this midra appears in the

same Sadhana.

Bhitadamara is the principal deity in the Bhitadimara Mandala o!

the Nispannayogavali. Here he tramples upon the prostiate form of

Aparajita, and is violent in appearance. He is four-armed. He wiclcls

the Vajrain the right hand raised ma menacing attitude. In the lett

he shows the Tarjani ani the noose. With the two principal hands, he

shows the Damara midra?.

According to statement in the Nispannayogivali the spiritual father

of Bhitadimara is Aksobhya (Atra_ cakresasya kuleso’ksobhyah,

NSP, p. 74 ).

He is known in China under the name of Bhittadamara Vajrapani*,

16. VAJRAJVALANALARKA

Colour—Biue Faces - Four

Arms—Eight Asana—Alidha

Vahana—Visnu and his wife

Only one Sadhana in the Sadhanamila describes his form. He is

four-faced, eight-armed, stands in the Alidha attitude, and tramples

upon Visnu, who is accompanied by his wife. He is blue in colour

and has a terrible appearance. ‘The Dhyana describes him in the

following terms :

‘Vajrajvalanalarkam wilavarnam jvilamalakulaprabham caturmu-

kham astabhujam srngara-vira-bibhatsa-karundnvitacaturmukham, ca-

turbhir-daksinakarair-vajra-khadga-cakra-banadharain caturvamakarair-

ghanta-capa-pisa-khatvingasaktavicitrapatakadharam jvaladanalakapila-

sikhakalapam atibhisanamahahivalaya-kankana-katisitra ndipura-kanthi-

1, Fora description of this midr4 see Gordon : -ITL, p. 20 and for a picture,
ibid, p. 62.

2. For further information on the subject, see Bhattacharyya, B. : The Cult of

Bhutadamara in the Proceedings of Patna Oriental Conference.

3. Clark: TLP, II, pp. 152, 242.
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ki-kundala-mukutabharanam mahdamiaydacakraracanacaturam sapatnikam

Visnum-alidhapadena akramya avasthitam bhavayet.”’

Sadhanamaila, p. 512.

‘The worshipp:r should conceive himself as Vajrajvalanalarka of

blue colour, whose person radiates fiery flames, He is four-faced and

eight-armed, and his four-faces display the sentiments of love, heroism,

disgust and compassion, He carries in his four right hands the Vajra,

the sword, the Cakra and the arrow, and in the four left the Ghanta,

the bow, the noose and the Khatvanga surmounted by a banner of varie-

gated colours. His brown hair resembles a burning flame and he is

decked in ornaments of bracelet, armlet, girdle, nipura, torque, car-ring

and crown consisting of the (eight) great lords of the frightful ser-

pents. He stands in the Alidha attitude and tramples upon Visnu

with his consort who are clever in enveloping everything with their

great Maya (deception).

17. TRAILOKYAVIJAYA

Colour—-Blue Faces—Four

Arms—Eight Asana—Pratyalidha

Vahana—Gauri and Siva

Trailokyavijaya is also of blue colour, terrible in appearance, and

awe-inspiring. Two images of this divinity have been noted by Prof.

Foucher, one from Java and the other preserved in the monastery of

the Hindu Mohant at Bodh Gaya. The Dhyana describes his form

in the following words :

‘“Trailokyavijaya-Bhattarakam nilam caturmukham astabhujam ,

prathamamukham krodhasrngaram, daksinam raudram, vamam_ bibhat-

sam, prstham virarasam ; dvabhyam ghantavajranvitahastabhyam hrdi

vajrahinkaramudradharam ;~ = daksinatrikaraih khatvangankuSsabana-

dharam, vamatrikaraih cipapasavajradharam ; pratyalidhena vama-

pad ikranta-Mahesvaramz:takam daksi zapadavastabdha-Gauristanayuga-

lam ; Buddhasragdamamladivicitrambarabharanadharinam atmanam

vicintya...” Sadhanamala, p. 511

“The worshipper should meditate himself as Trailokyavijaya

Bhattaraka of blue colour, four-faced and eight-armed. His first face

displays the sentiment of wrathful passion, the right rage, the left

disgust, ani the face behind, the sentiment of heroism. He exhibits

the Vajrahinkara midra with the two hands bearing the Ghanta and

the Vajra against the chest. He carries in his three right hands the

Khatvanga, the goad and the arrow, and in the three left the bow, the
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noose and the Vajra. He stands in the Pratyalidha attitude, tramples

upon the head of Mahesvara with his left leg, while the right presses upon

the bosom of Gauri. He wears garments of variegated colours, and many

ornaments and garlands assigned to the Buddhas, Thus meditating...”

This god is known in Tibet! and China?,

18. PARAMASVA

Faces—Four Arms—Eight

Legs—Four Vahana—Four gods and four

goddesses

It has already been said that Paramasva ‘“‘Great Horse’’ is another

form of Hayagriva ‘“Horse-Neck” as the word ‘‘asva” in Paramasva

indicates. In the Sadhana it is said that he should have four faces, but in

reality he has seven faces, for one of his faces is said to be Brahmamukha,

or the face of Brahm4d, who iscredited with four faces. The other

peculiar feature of this god is that he has four legs, each trampling

upon two deities. The Dhyana contained in the Sadhanamiila is

quoted below :

“Paramasvam raktam caturmukham astabhujamn catuscaranam ;

prathamamukham krodhasrngiram trilocanam, daksinam raudram,

vamam Brahmamukham mirdhni lalitoddhulitostham haritasvamukham ;

ekena daksinatripatakadharakarena visvavajrasahitenottisthabhinayam

kurvantam ; ekena vamakhetakahastena visvapadmam dharayantam ; pu-

nardaksinatripatakakarena uttisthabhinayam kurvantam punarvamaka-

vena Saktim dharayantam ; punardaksinakarabhyam khadgam banaiica,

avasistavamakarabhyain dandém capajica dharayantam Pratydlidhena

daksinapadaikena Indranim Sriyafica akramya sthitam, dvitiyadaksi-

nacaranena Ratim Pritifica) vamaprathamapadena Indram Madhu-

karafica, vamadvitiyapadena Jayakaram Vasantajica, ityatmanam

dhyayat...” Sadhanamaila, pp. 510-511

‘‘The worshipper should think himself as Paramasva, of red coleur

four-faced, eight-armed and four-legged. The first face with three eyes

displays angry passion, the second depicts wrath, the third is the face

of Brahma, and the fourth on the top is green, distorted like a horse

with its lower lip beautifully protruding. He wields the double Vajra,

in one of his right hands with three fingers erect (Tripataka) and in one

of his left hands carries the staff with the double lotus. Another
eel

I. Gordon : ITL, p. 60 ; See also Getty GNB, p. 115.
2. Clark : TLP, II, pp. 116, 168.
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right harid, with three fingers erect, is raised upwards, and the other Ieft
carries the Sakti (dart). The remaining two right hands carry the

Khadga and the arrow, and the remaining left carry the staff and the

bow. He stands in the Pratyalidha attitude, and tramples with one of

his right legs upon Indrani and Sri, and with the second Rati and

Priti ; with one of the left legs Indra and Madhukara, and with the

other left Jayakara and Vasanta”’.

Fig. 132 illustrates a Nepalese drawing of the deity Paramsva. In

the picture the horse-head is noteworthy, which also occurs in the case of

another god, Hayagriva.

19. YOGAMBARA

Colour—Blue Faces—Three

Arms—ASix Variety—Yab-Yum

Sakti—Jnanadakini

God Yogambara is the principal deity of the Yogimbara Mandala or

the Nispannayogavali. His form is there described in the following

words :

“Simhopari visvambhojacandre ardhaparyankanisanno Bhagavan

Yogambarah krsnah _krsna-sita-rakta-miilasavyavamimukhatrayah...

sadbhujo vajravajraghantabhrdbhujabhyain krsnam suklim va Jfiaina-

daikinim pitabhujangabhisanamilingitah savyabhyam stanabanau

vamabhyam abjabhajanadhanusi dadhanah’’. NSP, p. 32

*Yogambara sits in Ardhaparyanka on the moon ona double lotus

placed on a Hon. He is blue in colour and is three-faced. His

principal face is blue, the right white and the left red. He is six-armed.

In his two primcipal hands carrying the Vajra and the Vajra-markec

bell he embraces his Prajia Jfianadakini who is either blue or white

in colour, and is decked in ornaments of snake. In the remaining

two right hancls he holds the breast and the arrow, and in the two left

he shows the lotus bowl and the bow’’.

The blue colour of the deity shows that Yogimbara belongs to the

family of the Dhyani Buddha Aksobhya. Yogambara is known in

China. His Chinese statuette is illustrated in Fig. 133.

20. KALACAKRA

Colour—Blue Faces—Four

Arms—Twenty-four

Kalacakra is the principal deity in the Kalacakra Mandala of the

Nispannayogavali. The'famous Tantra of the Buddhists called the

1. Clark : TLP, TI, pp. 81, 103, 239.
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Kalacakra Yantra introduces the cult of Kilacakra into Buddhism.

Vimalaprabha is the commentary on the Kilacakra Tantra which is

referred to in the Nispannayogavali. It is thus probable that the cult

of Kilacakra came into vogue in the 10th century. According to the
Kalacakra Tantra, the cult was given the name of Adibuddhayana or

Adiyana. From the Vimalaprabha it is evident that by introducing the

worship of Kalacakra. the circle of time, an attempt was made to

bring the warring communities of the Hindus and the Buddhists under

the same banner, and unite them against the cultural penetration

of the Mlechhas from the Western borders of India where the followers

of Islam were daily growing strong and were destroying old and

ancient civilizations.

The form of Kilacakra as described in the Nispannayogivali is

elaborate and somewhat grotesque. But it is necessary to give an idea

of his form as briefly as possible. He is here described thus :

“Uttananangarudrahrdayayoralidhena nrtyan Bhagavan Kalacakrah

krsno...vyighracarmimbaradharo dvadasanetrascaturmukhah...trigrivu

bhagavan...satskandho’sau...dvadasabahtrupabahutals prabhrti catur-

vimsatisahasrah. Tatra daksinau dvau bahi nilau dvau raktau dvau

Suklau tatha vamau evam kardscatvarah...savya vamasca ..

Daksinesu. karesus krsnesu_ vajra-khadga-trisiila-kartrikah ; raktes-

vagni-bina-vajr-ankusah ; suklesu cakra-kunta-danda-parasavah

Vamesu krinesuca vajra-ghantaphalake vikasitamukhakhatvangam

raktapirna-kapalam ca; raktesu kodandapisau maniratnam pundari-

kash ca ; suklesu darpana-vajra-srnkhala-Brahmasirasca.”’

. NSP, pp. 83-84

“God Kalacakra dances in Alidha attitude on the bodies of Ananga

and Rudra lying on the back. He is blue in colour. He wears tiger skin

and has twelve eyes and four faces. He is endowed with three necks

and six shoulders. With the principal twelve hands on each side

and the subsidiary hands, the total number of his hands is twenty-four

thousand. Two of his right hands are blue, two red and two white.

The hands are similar in the left. Thus along with subsidiary hands,

four are blue, four red and four white. They occur both in the right

and in the left.

In the four right hands of blue colour are held the Vajra, the sword,

the Trisaila and the Kartri. In the four hands of red colour are held

‘the Firé,~the arrow, the Vajra and the Ankusa. And in the three

white hands are shown the discus, the knife, the rod, and the axe,
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In the four Ieft hands of blue colour are shown the Vajra-marked

bell, the plate, the Khatvanga with the gaping mouth, and the Kapila

full of blood. In the four hands of red colour can be seen the bow,

the noose, the jewel and the lotus. In the four hands of white colour,

there are the mirror, the Vajra, the chain and the severed head of

Brahma.”

Kilacakra is known to the Chinese collection and a presentation of

his form is given in the Two Lamaistic Pantheons. Images or paintings

of K4alacakra are rarely found in India. He is popular in Tibet! as

well as in China’, Fig. 134 illustrates a Nepalese drawing of Kalacakra.

The blue colour of the god suggests that his spiritual sire is Aksobhya.

1, Getty : GNB, p. 146. A full description and a fine picture are given in Gordon :

ITL, pp. 84, 85.

2. Clark: TLP, II, pp. 49, 233.



CHAPTER VII

EMANATIONS OF AKSOBHYA ( CONTINUED )

II. GODDESSES

Compared to the other Dhyani Buddhas the number of goddesses

emanating from the Dhyani Buddha Aksobhya is large. Some of the

goddesses are well known and popular in the Buddhist countries of the

north but many Sadhanas are not assigned to them. It has alicadv heen

pointed out that the emanations of this Dhyini Buddha are, as a

rule, terrible in appearance and awe-inspiring in character. The

goddesses emanating from Aksobhya are likewise blue in colour, and

partake of the fierce nature of the mile divinities. The genuinely

peaceful and benign deities such as Prajfiipiramiti and Vasudhira

are exceptions to the rule. The goddesses emanating from the Dhyani

Buddha Aksobhya are described below one by one.

1. MAHACINATARA

Asana—Pratyalidha Appearance—Terrible

Vahana—Corpse Arms—Four

Two Sadhanas are devoted to the worship of Mahiacinatara or Tara

of Mahdcina (Great China) and two Dhydanas, one in prose and the

other in verse describe one and the same form of the goddess. She is also

known in Buddhist Tantric literature as Ugratara, and the Vajrayogini

temple at Sanku in Nepal, contains in the sanctum a figure of Ugratara.

This Ugratara or Mahicinatara of the Buddhists has been incorpora-

ted in the Hindu pantheon under the name of Tara, and is now regarded

as one of the ten Mahividya goddesses. The Dhydna in the Sidhanamil4

describes her form in the following verses :

‘‘Pratyalidhapadam ghoram mundamalapralambitam I

Kharvalambodaram bhimdm nilanirajarajitam II

Tryambakaikamukham divyam ghorattahasabhasuram I

Suprahrstam gavaridham nagastakavibhisitam II

Raktavarttutanetrafica vyaghracarmiavrtam katau_ I

Navayauvanasampannam paficamidravibhisitam II

Lalajjihvam mahabhimam sadamstrotkatabhisanam I

Khadgakartrikaram savye vamotpalakapaladham II

Pingograikajatam dhyayat maulav-Aksobhyabhisitam II

Mahacinatara-Sadhanam”’, Sadhanamaila, p. 210
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“The worshipper should conceive himself as (Mahacina-Tara) who

stands in the Pratyalidha attitude, and is awe-inspiring with a garland

of heads hanging from the neck, She is short and has a protruding

belly, and her looks are terrible Her complexion is like that of the

blue lotus, and she is three-eved, one-faced, celestial and laughs horribly.

She isin an intenscly pleasant mood, stands ona corpse, is decked in

ornaments of snakes, has red and round eycs, wears the garments of

tiger-skin round her loins, is in youthful bloom, is endowed with the

five auspicious symbols, and has a protruding tongue. She is most

terrible, appears fierce, with bare canine fangs, carrics the sword and

the Kartri in the two right hands and the Utpala and the Kapala in the

two left. Her Jatamukuta of one coil is brown and fiery and bears the

image of Aksobhya within it.”

This isthe Dhyana in the Sidhanamala, the earliest manuscript of

which belongs to A.D. 1165. According to the colophon, the Sadhana

for Mahacinatara has been 1:estored from the Mahicina-Tantra, which

should therefore be earlier than the earliest extant manuscript of the

Sidhanamala. As the Sadhana in verse is attributed to Saévata-

vajia it is certain that the Dhyana, just quoted, was not in existence

before S:svatavajra. Now, in the ‘'irdrahasya of Brahmananda, who

flourished in the middie of the 16th century and in the Tantrasara of

Krsnananda Agamavigisa an almost identical Dhyana is stated descri-

bing a goddess of the name of Tara : -

“Pratyalidhapadim ghoran mundamalavibhisitain I

Kharvam lambodarim bhimam vyaghracarmavrtam katau_ IT

Navayauvanasampannam pancamudravibhusitam I

Chaturbhy un lolajihvam mahibhimam varapradim II

Khadgakar ti:samay ukta-savyetarabhujadvayam I

Kapalotpalasamyuktasavyapaniyuginvitam 11

Pingogi aikajatan: dhyayenmaulav-Aksobhyabhisitam I

Balai kamandal ikdralocanatrayabhusitam II

Jalaccit imadhyagatim ghoradam3tram karilnim I

Savesusmeravadanim strvalankaravibhusitam II )

Visvavyipakatoyautah svetapadmoparisthitam I

Aksobhyadevimardhanyastrimtrtirnagarupadhrk” IT

Tantrasara, p. 415 et sqq.

A comparison of the two Dhyinas will at once reveal-how the

original composition of Sisvatavajra has been modified in’ the Tantra-

siia by a Hindu Tantric author. Some lines have been added to the
original Dhyina and all grammatical errors are rectified. This is

evidently the recognized method of Hinduizing a Buddhist Tantric deity.
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It is remarkable that the Hindus retained in their Dhvana the effigy of

Aksobhya bespeaking as it does, the Buddhist origin of the goddess, for it

is well known that the Hindu gods or goddesses are not in the habit of

wearing a miniature figure of their sires on the crown. Moreover,

Aksobhya is unknown in the Hindu pantheon except when he is borrowed

from the Buddhists, and the Hindus faif to explain the desirability of

putting his figure on the crown of Tara.

Figs. 135, 136 illustrate the Buddhist form of Tara or Mahiicinatir 1,

and show in what different forms she is represented in Nepal in modern

times. It may be pointed out that the corpse under the feet of the Hindu

Tara is not a corpse properly speaking, but it is the prostrate form of

Mahadeva to whom she is attached as a Sakti.

2. JANGULI

Jauguli is widely worshipped amongst the Buddhists as a goddess who

cures snake-bitc and even prevents it. According to a Sangiti in the

Sadhanamiala she is as old as Buddha himself, and the secret of Janguli

and the mantra for her worship are said to have been imparted-to Ananda

by Lord Buddha Besides, the Sangiti, four Sidhanas describe the

procedure of her worship and give elaborate mantras for the extraction

of poison from the body of the snake-bitten. These four S idhanas describe

three entirely different forms of Janguli, two with one face and four arms

and one with three faces and six arms. Images of Janguli are found in

Tibet? and China?.

(3}

Colour—White Symbol—Snake, or Vina

Midria—Abhaya

In two Sadhanas Janguli is described as having one face and four arms.

In both cases she is alike in all respects except for the weapons she carries

in her hands. In one of the Dhydnas she is described as follows :

‘Atmanain Arya-Janguliripadm sarvaguklam caturbhujim ekamuk-

ham jatamukutinin sukliam suklavasanottariyain silaratnalankara-

bhiisitam suklasarpairvibhisitam sattvaparyanke upavistam milabhuja-

bhyam vinam vadayantim dvitiyavamabhujena sitasarpadharinim apara-

daksjnenabhayapradam candramsumiliniin dhyayiat...”

. Sadhanamaila, p. 253.

1. Getty : GNB, p. 123.

2. Clark: TLP, II, pp. 204, 217, 281.
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‘“‘The worshipper should meditate himself as Arya Janguli who is all

white in complexion, four-armed, one-faced, wears the Jatamukuta and a

white scarf. She is decked in white ornaments of gems and white serpents

and rests on an animal. She plays on the Vina with the two principal

hands, carries the white snake in the second left and exhibits the Abhaya

miudra with the second right, and is radiant like the moon.”

In a second Sadhana she is said to exhibit the Varada midra in the

second right hand. Fig. 137 illustrates a Nepalese drawing of the two-

armed form of Jangull.

(i

Colour—Green Miudra—Abhaya

Symbols—Trisila, Peacock’s feathers and Snake

The second variety resembles the first in many respects, but the

Sadhana! does not mention the animal-seat or the particular Asana in

which Janguli should stand or sit. The symbols also are different

namely, the Trisila, peacock’s feathers and the snake. The midra,

however, is the same Abhaya midra.

(iii)

Faces—Three Arms—Six

Vahana—Snake Colour—Yellow

The third variety of Janguli has three faces and six arms. Two

Sadhanas in the Sadhanamala, one in prose, and the other in verse,

describe this form. The Dhyana contained in one of these runs as

follows :

“Arya-Jangulim atmanam jhatiti nispadayet pitam, trimukhar

sadbhujim _ nilasitadaksinetaravadanam khadgavajrabanadaksinahasta-

trayain _ satarjanipisavisapuspakarmukavamakaratrayam __ sphitapha-

namandalasirahstham sarvadivyavastrabharanabhusitam kumari-

laksanojjvalam Aksobhyakriantamastakam dhyatva...”

Sadhanamaia, p, 248

“The worshipper should quickly conceive himself as Arya-Janguli,

who is yellow in colour, chree-faced, and six-armed. Her faces to the

right and left are blue and white. She carries the sword, the Vajra and

the arrow in the three right hands, and the Tarjani with the noose,

the blue lotus and the bow in the three left hands. She rests on the

expanded hood of the serpent, is decked in celestial ornaments and

dress, is resplendent with the auspicious marks of a virgin, and bears

the image of Aksobhya on head. Thus meditating...”

1. Sadhana No. 121, Sadhanamaila, p. 251.
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The Hindu goddess Manasa or Visahari has a marked resemblance

to the appearance of Janguli and some of the Dhy4nas in the Hindu

Tantric works for the goddess distinctly give her the epithet of

<<Janguli”’.

§. EKAJATA

Colour—Blue Appearance—Terrible

Attitude—Pratyalidha

Ekajata 1s one of the most powerful goddesses in the Vajrayana

pantheon. It is said in the Sidhanamil§ that if a person listens to

her mantra but once, he is at once freed from all obstacles and is

attended always with good fortune, his enemies are destroyed and

he becomes religiously inclined, even attaining the level of a Buddha.

Four Sadhanas in the Sadhanamali devoted to the worship of Ekajata,

describe three different forms of the goddess. She may have one

face with two, four or eight arms.

The main features of the goddess are given in one of thé Sadhanas,

the colophon of which asserts that the Sidhana has been restored

from Tibet ( Bhota) by Arya Nagirjuna, who was famous in the

medizval age as one of the eighty-four Siddhapurusas of India. The

general description of the goddess given in the Sidhana is as

follows :

‘‘rsnavarna matah sarvah vydghra-carmavrtah katau |

Ekavaktrah trinctrasca pingordhvakesamurdhajah II

Kharva lambodara raudrah pratyalidhapadasthitah I

Sarosakaralavaktra mundamalapralambitih II

Kunapastha mahabhima Mauliv-Aksobhyabhisitah I

Navayauvanasampannah ghorattahasabhasvarah II

Visvapadmopaii siryye cintaniyab prayatnatah” IT

Sadhanamaila p. 266

“All these (three) forms (of Ekajata) are of blue colour, have

the tiger-skin round their loins, are one-faced and three-eyed, and have

brown hair rising upwards on their head. They are short, pot-

bellied, wrathful and stand in the Pratydlidha attitude, they have faces

distorted with anger; with garlands of heads hanging from their necks,

they rest on corpses. are terrible in appearance and bear the image

of Aksobhya on the crown. They have youthful bloom and laugh

horribly and they should be conceived on the orb of the sun over

the double lotus.”

25
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This general description cnly applies to the following three forms

of Ekajata with one face and two, four or cight arms :

(1) When two-a:med, she carries the Kartri and the Karoa

(skull-cup) in her two hands (Fig. 138).

(ii) When four-armed, Ekajata carries the arrow aml the sword

in the two right hands and the bow and the skull in the two left.

In two other Sadhanas describing the fou1-armed variety, her appearance

undergoes a stight modification. Here she holds in the first pair of

hands the Kapala and the Kartri, while the other pair shows the

Utpala and the sword. She may hold also the rosary imstead of

the sword ( Fig. 139 ).

(iii) When cight-armed, she carries the sword, the arrow, the Vajra

and the Kartri in the four mgm hands and the bow, the Utpala,

the Parasu and the skull in the four Ieft hands,

Images of Ekajata are found in almost all Buddhist countries of

the North. She is known in Tibet? as well as in China*.

4. VIDYUJJVALAKARALI

Faces—Twelve Arms—Twenty-four

Colour—Blue Asana—Pratyalidha

Vahana—Indra, Brahma, Visnu and Siva

SYMBOLS :
Right Lefi

[.. Khadga 7, Dart 1. Bow 7. Wine-glass

2. Vajra 8. Murlsar Z. Noose 8. Utpala

3. Cakra 9, Misala 3. Tarjani 9, Bell

4. Jewel 10. Kartri 4, Banner 0. Parasu

5. Ankusa IH}. Darvariu 5. Mace Il. Brahmazsiras

6. Arrow 12. Rosary Tristla 12. Kapala

Another variety of Ekajata is known as Vidyujjvalikarali, who

is said to have originated from the sweat of Buddha, This form of

Ekajata, with twelve faces and twenty-four arms, is rarely met with

in sculptures cithcr in stone or in bronze. The Dhyana is rather

long and it describes the goddess vividly thus :

a

‘Dvadasamukhim mahikrsnavarnim caturvimsatibhujam caturmir-

asamakiantam svetakapilopari pratyalidhapadain mahapralayagnisa-

miprabhim vivrtasytih hihikaram Jalajjihvith sarosirh vikrtakoti-

bhimabhrkutitatodbhrinetracaladvartulam | bhayasyapi bhayankarim

I, Gordon: ITL, p. 76. Getty : GNB, pp. [25-126

2. Clark : TLP, II, p. 284.
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kapalamala sirasi bhisitim vyAdairalanhkrtam sanmudropetam pratha-

mamukham mahikrsnam tatha daksinamukhapaiicakam sitapitaharita-

raktadhimravarnafica, vamamukhapaficakain §raktasitapitaharitasitarak-

tafica, irdhvamukham dhimram vikrtam kruddhai, sarvamukhini

damstrikardlavadanini, trinetrani, jvalitordhvapingalakesini, sarosam

kharvalambodarim pinonnatapayodharam vydghracaimanivasanam dak-

sinadvadasabhujesu khadga-vajra-cakra-ratnacchat-iinkusa-sara-sakti-mu-

dgara-misala-kartri-damaru-aksamalikafica, vaimadvadasabhujesu— dha-

nuh-pisa-ta: jani-pataka-gada-trisila-casaka-utpala-ghanta-parasu-Biahm-

asirah-kapalatica,

Suprahrstam savaridham nagistakavibhisitamn 1

Navayauvanasampannam hahattahasa-bhasuram IJ

Pingograikajatam dhyayat maulav-Aksobhya bhisitam II

Iti Vidyujjvalakaralinamarkajatasadhanarn”’

Sidhanamala, p. 257

«The worshipper should conceive himself as ( Vidyujjvalakarali )

who has twelve faces, deep blue colour and twenty-four arms, she

tramples upon the four Miras (Brahmi, Visnu, Siva and India),

stands on white skulls in the Pratyalidha attitude, is terrible like the

Fire of Destruction, has a wide open mouth from which comes the

sounds of ‘hi’ thi’. She has protruding tongue, is wrathful, has cyes

round and moving, and her forehead is distorted owing to the frequent

contortions of the brows. She is more awe-inspiring than Awe

itself, and her head is decorated with a garland of skulls; she is

decked in ornaments of snake, and is endowed with the six auspicious

symbols ; her first face is of deep blue colour and the five faces to

the right are white, yellow, green, red and smoky in colour ; the

five faces to the left are of 1ed, white, yellow, green and whitish

red colour. The face on the top is of the colour of smoke, distorted

and displays anger, All her faces look terrible with bare fangs and

three-eyes ; her brown hair rises upwards in the shape of a flame; she

is short and has a protruding belly. Her breasts are full and heaving ;

she is clad in tiger-skin, and carries in her twelve right hands ;

l. the sword, 2. the thunderbolt, 3. the discus, 4. the jewel,

5. the clephant-goad, 6. the arrow, 7. the dart, 8 the hammer, 9. the

pestle, 10. the saw, 11. the dium and 12. the rosary; and m

her twelve left hands she has 1. the bow, 2. the noose, 3. the

raised index finger, +. the flag, 5. the macc, 6. the trident,

7. the wine-glass, 8. the blue lotus, 9. the bell, 10. the axe, 11.

the severed head of Brahmi, 12. and the skull. In an extremely happy



1% BUDDHIST ICONOGRAPHY

mood she rides a corpse, is youthful, appears resplendent with terrible

laugh, wears a Jatimukuta, which is brown and fiery and which

bears the image of Aksobhya on it.”

Here ends the Sadhana for Vidyujjvalakarali, another form of Ekajaia.””

5. PARNASABARI

Colour—Yellow Faces—-Three

Arms—Six Vahana—-Vighnas

Asana—Pratyahidha

The worship of Parnasalvari, it is believed, is effective in preventing

out-breaks of epidemics and in assuring safety to the terror-striken.

The epithet ‘Pisaci? given in the mantra shows that she was

regarded as one of the demi-gods. half human, half divine. Two

Sidhanas in the Sadhanamila describe two forms of the goddess,

one with the image of Aksobhya on the crown and the other with

that of Amoghasiddhi. In one, her faces are lit with pleasant smiles,

and in apother she smiles but has an initit:d expression all the

same. Curiously enough, the two nnages that have been discovered

in Eastern Bengal, both have the effigies of Amoghasiddhi on the

crown. The Dhyina describing Parnasabari of yellow colour with

the image of Aksobhya on her crown, runs as follows :

“Bhagavatim pitavarnam trimukhiam trinetrém sadbhujam prathama-

mukham pitam, daksinaih sitam vamam raktam, Ialitahasinim sarvi-

lankaradharam parnapicchikaévasanam, navayauvanoddhatam pinam ..

daksinabhujaih vajraparasusaradharinim: vamabhujaih satarjanikapasa-

parnapicchikadhanurdharinim puspivabaddhajatamukutastha-Akso-

bhyadharinim siryyaprabhamandalinin adho vighnan nipatya sita-

padmacandrasane pratyalidhasthasn, hrdvamamustitarjanyadho vigh-

naganan santarjya daksinavajramustipraharabhinayam...bhavayet.

Parnasahari-Sadhanam”’. Sidhanamala, pp. 306-307

“The worshipper should conccive himself as ( Parnasabari) of

yellow complexion, with three faces, three eyes and six arms. Her

first face is blue, the right white and the Ieft red, and she smiles in a

pleasing manner. She is decked in all sorts of ornaments, bears a gar-

ment of leaves, is arrogant in her youthful bloom, is stout in appear-

ance and carries in her right hands the Vajra, the Parasu and the arrow,

and in her Ieft the Tarjani with the noose, the cluster of leaves and

the bow. Her Jatamukuta is decorated with flowers and the image of

Aksobhya ; she has the effulgence of the sun as her aureole, stands in
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the Pratyalidha attitude on the moon over the white lotus, trampling

under her feet the Vighnas, She threatens the host of (other) Vighnas

with the clenched fist of the left hand exhibiting the Tarjani against the

chest, and shakes her right fist at (the host of the Vighnas)...”

The mutilated image (Fig. 140) in the Indian Museum, with three

faces and six arms trampling upon Ganeéa, probably represents this

form of Parnasabari, as the word ‘Vighna’ in the Sidhanamali often

refers to Ganesa. The above-mentioned Sidhana, further states that

Parnagabari may have an alternative form with four arms and the image

of Aksobhya on the crown, in which case she will carry the Vajra and

the Parasu in the two right hands, and the Tarjani with the noose, and

the cluster of leaves in the two left, omitting the bow and the arrow.

Images of Parnagabari are also found in Tibet! and in China®.

6. PRAJNAPARAMITA

Prajfiaparamita is the embodiment of the Mahayana Scripture of

the same name which was, according to the Buddhist tradition, restored

from the [nether regions by Nagarjuna in the second century A.D.

Buddha is said to have entrusted this Book of Transcendental Knowledge

to the care of the Nagas in the nether regions, as in_ his time people

were not sufficiently intelligent to grasp the true meaning of the doc-

trines it contained. The worship of Prajiiaparamita was very popular

among the Buddhists, and Arya Asanga is credited to have composed

one of the Sadhanas for her worship which is said to confer wisdom

and erudition on her devotees. Nine Sadhanas in the Sadhanamala

describe the procedure of her worship, and of these only two are assign-

ed to the kula of the Dhyani Buddha Aksobhya. She too, like Majijusri,

éould not be assigned to any one ofthe Dhyani Buddhas because the

Prajfiaparamita scripture was chronologically earlier than the Dhyani
Buddhas. The two Sadhanas describe the white and the yellow forms

of the goddess. Images? of Prajiiapiramita are found in Tibet‘ and

China5.

(i) SITAPRAJNAPARAMITA

Colour—White Asana—Vajraparyanka

Symbols—Lotus and Book

Only one Sadhana in the Sidhanamala describes the form of white

Prajfiaparamita with the image of Aksobhya on the crown. She is two-

Gordon : ITL, p. 71 ; Getty : GNB, pp. 134-135.

Clark : TLP, II, p. 278.

See Bhattasali : IBBS, p. 42.

Getty : GNB, pp. 131-132.

Clark : TLP, II, pp. 140, 160.Crom 9 po
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armed, one-faced, sitsin the Vajraparyanka attitude on a white lotus,

and carries the red lotus in the right hand and the Prajfiaparamita Book

in the left. Sheis decked in all sorts of ornaments, has a beautiful

face and pleasant expression, unlike other emanations of Aksobhya. The

Dhyana runs as follows :

‘“Dvibhujamn ekavadanim sitavarnim manoramam I

Ardhacarcarakesaiica svetimbhoruhasamsthitam IT

Padmamn daksinahaste tu raktavarnain vibhavayet I

Prajfiaparamitam vame vajraparyankasamsthitam IT

Sarvalinkdrasampirnam bhavayennabhimandale I

Ankarajfiinasambhit?m paramanandakirinim II

Aksobhyamudrita ceyam.

Sukla-Prajii.iparamita-Sidhanath”.

Sadhanamala, pp. 310-311.

The worshipper should meditate on the navel the form of Sitapra-

jiipdiramita, as two-irmed, one-faced, white in colour, and beautiful

in appearance, with half curly hair, as sitting on the white lotus, carry-

ing in he: right hand the red lotus, and the Prajiaparamiti Book in her

left. She sits in the Vajraparyanka attitude, and is decked in all sorts of

ornaments, She originites fiom the knowledge of the letter ‘Am’ and

releases immense delight . This goddess is stamped with the image of

Aksobhya (on the crown).

(ii) PITAPRAJNAPARAMITA

Colour—-Y< low Midra—Vyakhyina

Distinctive Maik—Book on Iotus to the Ieft

The yellow variety of Prajitipiramiua with the effigy of Aksobhya

is identical in forml with the one described above, except with regard

to the colour and the infidra. She is yellow in complexion, bears the

image of Aksobhya on her Jatimukuta, wears celestial ornaments, and

her two hands display the Vyakhydna attitude. On a Iotus to her left

rests the scripture Prajiiipiramita’.

The celebrated image of Prajiipiramit’ (Fig. 141) of Java belongs

to this variety, an‘l tallies in all details with the description given in the

Dhyana.

1, Sadhana No. 158, Sadhanamala, p. 321.
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(iii) KANAKAPRAJNAPARAMITA

Colour—Golden Miidr i—Dharmacakra

Asana-—Vajiaparyanka

Symbol—Book on lotus on two sides

This form of Prajfiapiramita is identical in all respects with one of the

forms described previously. The difference hes in the fact that although

she exhibits the Dharmacakra miidra with her two hands, there are two

books on two lotuses rising from under her two aim-pits. She is golden

in colour’. The Java figure of Prajnaparamita illustated previously has

only one lotus bearing the book in her Ieft, but the Indian Muscim image

(Fig. 142) with two lotuses on either side, each bearing a manierpt,

may definitely be identified with this variety of Praji ip iranuta.

7. VAJRACARCIKA

Asana—Dancing in Ardhaparyanka Arms—six

Colour—Red Distinctive feature—-Emaciated body

Vahana—Corpse Appearance—-Tert ible .

Only one Sadhana in the Sadhanarnilai describes the form of

Vajracarcika and the Dhyana contained thercin runs as follows :

“Vajracarcikim trineuam eckamukhnhn aidhaparyankatincavam

mrtakasanastham, krsinghn damstrotkatabhairavatn — narasiroma-

lavibhisitakanthadesam asthyabharanavibhisitim paficamidradharinim

Aksobhyamukutinim vyaghiacarmanivasanim muktakesim sadbhuj‘in

daksine vajrakhadgacakradhiiinim vame — kap‘ilamanikamaladharam

raktavarnan karminuripatah sukl adivarnayuktafca dhyatva”,
Sadhanamala, p. 395

“The worshipper should conceive himself as Vajiacarcika, who is

three-eyed and one-faced, dances in the Ardhaparyarnka attitude on a

corpse, is emaciated in appearance and luoks terrible with bare fangs.

Her neck is embellished by a garland of human heads, and she is decked

in ornaments of bones, is endowed with the five auspicious symbols, bears

the image of Aksobhya on the crown, is clad in garments of tiger-skin and

has dishevelled hair. She is six-armed and carries in her three right

hands the Vajra, the sword, and the Cakra and in her three left the

Kapala, the jewel and the lotus. She is red in colour but changes to

white and other colours in accordance with the different purposes for

which she is invoked. Thus meditating...”

1. Sadhana No. 154, Sadhanamaila, pp. 313-314.
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The accompanying sketch, (Fig. 143) gives a vivid idea of her terribl

form, with the skeleton of her fleshless body showing through the

skin in all its nakedness, and her vulture-like claws enhancing the

fierceness of her appearance.

A statuette of this goddess is found in China’.

8. MAHAMANTRANUSARINI

Colour—Blue Arms—Four

Miudra—Varada

The remarks made in the case of Mahasitavati, an emanation of

Amitabha and one of the Pajicaraksi goddesses, apply to the case of

Mahimantranusarini also. This goddess is another of the Pajicaraksa

goddesses, and as her colour is blue, she affiliates herself to the

family of the Dhyani Buddha Aksobhya. Only one short Sadhana des-

cribes her form, and the Dhyana contained therein is as follows :

‘‘Mahamantranusarini caturbhujaikamukhi krsna daksinabhujadvaye

vajravaradavati vamabhujadvaye parasupasavati Hiimkdrabiji Aksobhya-

kiritini siryydsanaprabha ceti’’.
Sadhanamaia, p. 401

“Mahamantranusarini is four-earmed and one faced, is blue in

complexion, shows in her two right hands, the Vajra and the Varada

midra and in her two left the Parasu and the noose. She originates

from the syllable ‘‘Him’’, bears the image of Aksobhya on the crown,

sits on and glows like the sun.”’

Images of this deity are known in Tibet? and China’.

9. MAHAPRATYANGIRA

Colour—Blue Arms—Six

One short Sadhana only is assigned in the Sadhanamala to Maha-

pratyangira. The Dhyana describing her form is as follows :

‘‘Mahapratyangira krsna sadbhujaikamukha khadgankuSavarada-

daksinahasta raktapadmatrisila-hrdayasthasapasatay janiyuktavamahasta

Himbija Aksobhyamukuta sarvalankaravati rapayauvanasampanna’’.

Saidhanamla, p. 402
—

—

j. Clark: TLP, IT, p. 289.

2. Gordon : ITL, p. 76.

3. As Mantranudharani she occurs in Clark : TLP, II, pp. 205-273,
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‘Mahipratyangira’ is blue in colour, six-armed and one-faced. She

shows in her three right hands the sword, the guad, and the Varada

miudra, and in her three left hands she holds the Tarjani with the noose

against the chest, the red lotus and the trident ; she originates from

the syallable ‘“Hiim’’, bears the image of Aksobhya on her crown, is

decked in all sorts of ornaments, and is young and beautiful.

Figs. 144 and [45 illustrate two Nepalese diawings of the goddess

Mahapratyangira. They conform to the description given in the

Sidhana, ‘Phe ivory imige from Nepal (Fig. 146) with innumerable heads

is also worshipped as Mahipratyangira. This goddess is found also in

China},

10. DHVAJAGRAKEYORA

Two Sadhanas in the Sidhanamilé describe two widely different

forms of Dhvajagrakeytra. In one the effigy of Aksobhya on the crown

Is expressly mentioned, but in the othe, the Dhyani Buddha is absent.

The weapons are also different, and in one case she is thiee-faced and

in the other fou faced. In all other respects, however, the forms are

identical,

Images of Dhvajigrakeyina are found in China?.

(11) Thiee-Faced

Colour. -Blue Faces—'Thiee

Arms— Four Appearance -- Terrible

Asana —Pratyilidha

The Dhyana describing Dhvajaigrakeyira, with thee faces and four

~-ms and with the effigy of Aksobhya, tuns as follows :

“Dhvajigrakeyora krona trimukhi caturbhuja raktasyamadaksina-

vamamukhi khalgapasadhdridaksinakaradvaya vajrankitakhatvangaca-

kravamihastadvaya Grdhvapingalakesi suskapancamund dlankrtasiraska

vyaghrajinavasané dainstrakaralamukhi pialambodari pratyalidhapada

siryasanaprabhi pitavastrakaiicukini Hambija Aksobhyamukuta.”’

Sidhanamala, p. 403

‘“Dhvajagrakeyira is blue in colour, three-faced, and four-armed,

with the right and left faces of red and green colow (respectively).

She carries the sword and the noose in the two right hands, and

the Khatvanga stamped with a Vajra and the Cakra in the two left,

1. Clark: TLP, Il, pp. 200, 299.
2. Clark: TLP, 1, pp. 200,5289.

26
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has brown hair rising upwards on her head which is embellished by a

row of five shrivelled heads. She wears garments of tiger-skin, and has

faces distorted with bare fangs. She hasa protruding belly, stands in

the Pratyalidha attitude, has her seat on and glows like the sun, wears

yellow garmens and jacket, originates from the syllable ‘Him’ and

bears the image of Aksobhya on the crown”.

(ii) Four-Faced

Faces—Four Arms—Four

Colour—- Yellow

As already pointed out, Dhvajiigrakeyira has another form, with

four faces and four arms carrying the sword and the Cakra in the two

right hands, and the Tarjanipisa and the Misala, marked with a Vajra,

in the two left A Trisala hangs from her left shoulder. Her first face

is yellow, left red, right white, and the face above is distorted and is

of the colour of smoke. In all other respects her form is identical with

the one described above.

Fig. 147 illustrates a Nepalese drawing of the goddcss.

Il, VASUDHARA

Miudra—Varada Symbol—Ears of Corn

Colour—Yellow

Vasudhiara figures in the pantheon of the Mahayana Buddhists as

the consort of Jambhala, the Buddhist god of wealth. Only three Sadha-

nas are devoted to her worship and in one of these only is she said tu

hear the image of Aksobhya. The two others assign her to the Dhyani

Buddha Ratnasambhava. It may be noticed, by the way, that Vasu-

dhira is of a greater antiquity than the Dhyani Buddhas themselves.

The Dhyana describing the goddess with the figure of Aksobhya on the

crown runs as follows :

‘“Vasudharam Bhagavatim dhyayat, kanakavarnim sakalilankarava-

tim dvirastavarsikrtim daksinakarena varadain, vamakarena dhanyama-

fijaridharain Aksobhyadhiarinitn. Purato Bhagavatim Srivasundharam

daksinato Vasugriyam pascimatah Srivasumukhim, vamato Vasumati-

Sriyam ; etascadyaksarabijah svanayikasaminaripascintaniyah.”’

Sadhanamaia, p. 421

“The worshipper should conceive himself as the goddess Vasudhara

of golden complexion and decked in all sorts of ornaments. She ap-

pears a young girl of twice eight years, exhibits the Varada miidra in

1, Sadhana No. 210, in the Sadhanamala, pp. 415, 416.
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the right hand, carries the ears of corn in the left, and bears the image

of Aksobhya (on the crown). In front of the goddess should be con-

ceived Srivasundhara, in the right Vasusri, in the west Srivasumukhi, and

in the left Vasumatisri. These four goddesses originate from the first

syllables of their names, and are identical in form with the principal

goddess’’,

Images of Vasudhara are found in the Buddhist countries of the

North including Tibet?.

12, NAIRATMA

Asana—Dancing in Ardhaparyanka

Colour—Blue Appearance—Terrible

Vahana—Corpse lying on its back Symbols—Kartri and Kapala

Two Sidhanas in the Sidhanamili describe her form, which is in

many respects, similar to the form of Vajravarahi with the Kartsi and

the Kapala, the principal point of difference being the position of the

corpse which forms their Vihana. When it lies on its chest it is Vajra-

varahi, but if it Jies on its back the goddess is Nairatma.° There are

other distinguishing features also. For instance, Vajravarahi being an

emanation of Vairocana, should bear the image of Vairocana on the

crown ; while Nairatmi, being an emanation of Aksobhya, should bear

the image of Aksobhya instead. Moreover, tlhe excrescence near the

right ear of Vajravarahi must be absent in the case of Nairatma.

In all other respects there is a remarkable resemblance between the two.

The Dhyana in one cf the two Sadhanas descrile the form of Nairdtina

ein the following terms :

«Savahrccandrasthirdhaparyankanatyasthitam Nairatmim = krsnam

ekamukham urdhvapingalakesin Aksobhyamukutiniin damstrakarala-

lalajjihvam, daksinena kartridhirinim, vame kapalakhatvangadharinim,

raktavartulatcinetram paiicamidravibhisaniim (dhyayat).”

Sidhanamala, p. 451

‘The worshipper should conceive himself as Nairitma who stands

in the Ardhaparyanka in a dancing attitude on the moon over the chest

ofa corpse. She is blue in colour, has brown hair rising upwards, and

bears the image of Aksobhya on her crown. Her face looks terrible

with bare fangs and protruding tongue, and she carries the Kartri in the

right hand and bears the Kapila and the Khatvanga in the left. Her

three eyes are red and round, and she is endowed with the five auspi-

cious symbols.”

tl. Gordon: ITL, p. 72; Getty: GNB, p. 174.
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The word ‘Nairdtm?Y’ means ‘no-soul’ and is another name for Siinya,

in which the Bodhisattva merges on the attainment of Nirvana. Gra-

dually, the conception of Sanya took the form ofa goddess in whose

embrace the Bodhisattva is said to remain in eternal bliss arid happi-

ness. Nairitmi gets the blue colour, because the colour of Sanya
according to the Buddhist tradition, is like the colour of the sky, which

is blue.

The Indian Museum image No, 3941 (Fig. 148) is the only image of

this goddess which conforms to the description given in the Sadhana

just quoted. Here the goddess, in accordance with the Dhyana, has

a terrible appearance with canine teeth, garland of heads and three eyes

rolling in anger. She stands on the corpse lying on its back, and

dances in the Ardhaparyanka attitude. Burning flames radiate from

her person, and her hair rises upwards in the shape ofa flame. She is

decked in the five auspicious symbols, the Kanthika (torque), Rucaka

(bracelets), Ratna (jewels), Mekhala (girdle), and Bhasma (ashes) or the

Stitra (sacred thread) in the form ofa garland of heads. She bears the

image ofher sire Aksobhya on her crown and carries the menacing

Kartri in the right hand. The left hand holding the Kapala is broken

The Khatt¥ nga, as usual, hangs from her left shoulder. .

The Vangiya Sihitya Parishat bronze (Fig. 149) shows the above

characteristics, but the Khatvinga is lost. It is lost in the same way as

small weapons in Nepalese and Tibetan bronzes are often found

missing, Nairatma is popular in Chinal!,

13. JNANADAKINI .

Colour—Blue Faces—Three

Arms—-Six Kulesa—Aksobhya

Jn inadakini is the principal deity of the Jianadaikini Mandala of the

Nispannayogavali. She 1s described thus :

“Jnanadakini nilasyd.. savyam suklam ..vamain = raktasrngaram...

daksinabhujatraye urdhvikrtakhatvangam parasum vajraiica vimatraye

ghantdiraktapiirnakapalakhadgal”’. NSP, p. 12

‘“Jiiinadakini has a blue face ..the right is white..,the left is red and

amorous...In the three right hands she carries the raised Khatvanga,

the axe and the Vajra. In the three left there are the bell, the cup full of

blood and the sword.”

Jitinadakini is represented in the Chinese collection?.

1. Clark: TLP, II, pp. 61, 238

2, Clark + TLP, II, p. 237.
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14. VAJRAVIDARANI

Vajravidarani is described in the Dharmakosasanzraha of Amr-

tananda as follows :

‘Vajravidirani paicamukhi dasabhuji; dakse afkusa-khadga-sara-

vajra-varada ; vame pasa-carma-dhanu-dhvaja-abhaya pratylidhisana’”’.

Dharmakosasangraha Fol. 44A.

‘‘Vajravidarani is five-faccd, ten-armed, carries in the right hands

the goad, the sword, the arrow, the Vajra, and Varada midra, and

in the left the noose, the shield, the bow, the flag and the Abhaya pose.

She stands in the Pratydlidha attitude’.

Fig. 150 illustrates a miniature painting of the goddess in the collec-

tion of D1. Evans-Wentz.



CHAPTER VIII

EMANATIONS OF VAIROCANA

According to the Sadhanamala all the deities that emanate from

the Dhyani Buddha Vairocana have generally the white colour or the

colour assigned to Vairocana. Several goddesses have the images of

Vairocana on their crowns, thus showing that they are all emanations

of this particulas Dhyini Buddha. Some of the deities are expressly

stated in the Sidhanas to be ‘‘Vairocanakulodbhava” or “born of the

family of Vaiiocana’”’. The deities emanating from this Dhyini Buddha

are said to reside in the interior of the Caitya, since Vairocana, it may

be remembered, is the lord of the sanctum of the temple or the Stipa.

Among the deities emanating fom Vairocana Marici seems to be the first

in Importance and popularity. She 1s even regarded as the consort

of Vairocana, Vairocana is distinguished fiom the other Dhyani Buddhas

by his white complexion and the Dharmacakra midra he displays

in his two hands.

!. NAMASANGITI

Colour—White Face—One

Ariuis—Twelve Asana—Vajtapai yanka

Pandit Amrtananda’s Dharmako:asangraha gives the description ,of

ad most interesting god, named as Namasangiti, This description

enables the students of iconography to identify a large number of his

mmiges that be scatlered throughout the Nepal valley and other Buddhist

countries. This deity should be distinguished from the Nimasanz

Manjus:t who has already been described as one of the varieties of the

Bodhisattva Manjuiri. Like the goddess Prajriiaparamiti who is the

entjgodiment of the Prajiipiramita literature, Namasanzi‘'i also seems

to be the deification of the Ndmasangiti literature of the Buddhists.

Pandit Amrtananda cha:acterises Namasahgiti as a Buddha but from

the description and the illustration it would appear that he is a

Bodhisattva. The elaborate ornaments, the fierce symbol of Khatvinga

as also other Bodhisattva symbols do not befita Buddha. Although

the parental Dhyani Buddha of Numasangiti is not expressly mentioned

in the description of Amrtinanda, he is brought here under Vairocana

because of his white colour.
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Images of Namasangiti are to be found in large numbers in Nepal

either in stone or in bronze and he is popular also in Tibet and China.

Getty! erroneously labels this deity as a ‘Dogmatic Form of Avaloki-

tesvara’”’ and the names given to the various miidras exhibited by the deity

are also inaccurate. The Dhyana as given in the Dharmakosas ngraha

is quoted as follows :

‘‘Naimasangitinama (Bodhisattvah).

Ekavaktrah svetavarnah dhyananayanah smerananah Jai amukutadha-

rah nanalankaralankrtah saumidralankrtah dvadasabhujah prathama-

bhyim savyadaksibhyam hrdayapradese abhayamidradvayam,

dvayabhyaii mukutopari krtaijalmidram, daksatrtiyena visvavajropari

khadgam savyavamacaturthabhyam tarpanamidradvayam, savyavam-

apaficamabhyain patrasthamrtaksepanamiidram sasthasavyavamabhyam

sapatradhyanamiidram vamatrilyena savajrakhatvangam dadhanah,

kamalopari vajrasanah.”

Dharmakosasan zraha (A.S.B. MS.) Fol. 91

‘The (Bodhisattva) Namasangiti.

‘‘He is one-faced, white in colour, has eyes (half-closed) in meditation,

a smiling countenance, the Jatamukuta and various ornaments, is decked

in the six auspicious ornaments, and twelve-armed. He exhibits in the

first pair of :ight and left hands the two Abhaya midras against the chest ;

and in the second pair the Anjali (clasped hand) midra over the crown.

The third right hand carries the sword on the double Vajra. The fourth

pair exhibits the Tarpana miidris, the fifth pair shows the midra of

sprinkling nectar from the vessel (Ksepana), and the sixth pair exhibits

the Samadhi miidra on which is the vessel (of nectar); the third left hand

carries the Khatvanga with the Vajia ; and he sits in the meditative pose

on the lotus.”’

The image reproduced by Getty has lost the sword on the double Vajra

and the Khaivanga with the Vajra is carried in the third pair of hands by

the deity.

Fig. 151 illustrates a Nepalese statuette of the deity

2. MARICI

Marici is invoked by the Lamas of Tibet about the time of sun-rise,

which shows her connection with the sun. She too, like the Hindu Sun-

god, has a chariot. Her chariot is drawn by seven pigs, while that of the

sun is drawn by seven horses. Again, the charioteer of the sun is Aruna,

who has no legs, but that of Marici is either a goddess with no legs, or

Rahu—only the head without a body.

1. Getty : GNB, pp. 66, 67.
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There is a theory that Marici and Vajravarahi are the same,

but it cannot be supported; for, whereas Vajravarahi is actively

associated in yab-yum with her consort Heruka, or Samvara an

emanation of Aksobhya, Méarici invariably appears singly, and her

consort is Vairocana himself, and not any emanation of a Dhyani

Buddha. Again, Heruka rides a corpse lving on its chest, and accordingly,

such a Vahana lias been given to Vajravarahi, but Marici is never

known to tread upon a corpse, or even the prostrate body of a man.

The images of Vajravarahi always represent her as one-faced with an

excrescence near the right ear, but Manrici, even when represented

as onc-faced is not known to have any excrescence on her face. Vajra-

varahi according to the Dhyana, may have four arms, but Marici

must have cither two, cight. ten or twelve arms according to the

Sadhana. Marici is always said to reside in the womb of a Caitya,

whereas Vajravirahi, being an abbess, may reside anywhere. The

mantra for Vajravarahi is “Om Sarva-Buddhadakiniye Vajravarnaniye

hin hin phat phat svaha’ or “Om Vajravetali hith phat”, Santideva

gives the Dharani for Marici but the Dharani never iefers to her as

Vajravarahi, The conception of Marici has a preater antiquity than the

conception of either Vajravarahi or Heruka. The union of Heruka and

Vajravarahi is the subject-matter of the Vajravarahi Tantra, but no

Tantra ts assigned to M:arici. Vajravarahi stands in the Ardhaparyanka

in a dancing attitude on a corpse, but Marici stands almost always in the

Aliuha attitude and movcs in a chariot, but she is never in the dancing

attitude. Last but not the least, Vajravaiabi has been called a Dakini,

that is, an abbess who Lad attained perfection, ( siddhi ) and had become

a Ceified won an, but Marici 1s a goddess, first aud last.

In view of these wide differences in form, character and accoutrements,

the identity of the two goddesses Marici and Vajravarahi, cannot be

established. The only pomts of agreement between them are that both of

them are emanations of Vaiocana, and both sometimes have two arms

and two kgs.

Sixteen Sadhanas in the Sadhanamala desciibe six distinct forms of

Marici. She may have cne, three, five or six faces and two, eight, ten

or twelve arms, She is generally accompanied by her four attendants,

Varttali, Vadali, Vareli and Varahamukhi. She ts recognized generally

by the sow face and the seven pigs that run her chariot. The needle

and the string are her characteristic symbols, to sew up the mouths and

eyes of the wicked. Images of Marici are rather common in India.

In her two-armed form of Asokakanta she accompanies Khadiravani

Tara ; amongst other varieties of Marici, the form with three faces and
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eight arms, is extensively met with in sculptures’. Images of Marici

are found in Tibet? and China®,

Goddess Marici is the principal deity in the Marici Mandala of the

Nispannayogavali. The form described here is three-faced and six-

armed. SaSvata or Vairocana is said to be the spiritual sire of

Marici*.

(1) ASOKAKANTA

Vahina—Pig Colour— Yellow

Asana-——Standing Midra—-Varada

Distinctive feature— Left hand touching the Asoka bough

Ordinarily, Matici has two arms and one face. She is called Asoka-

kanta when she holds the bough of an Asoka tree in the left hand and

exhibits the Varada midrai in the right hand; but she is called

Arya-Marici if she cariics the needle and the string in her two hands.

The Dhyana describing the form of Asokakinta is stated below :

“Hemabhasikaraitdhan taptakaficanabhisvaram I

Lilayordhyasthitam candrabimbambhoruhasamsthitim 1]

Asokavrksasikhigravilagnam vamapanini I

Bibhratim varadiki:adaksinakarapallavim I]

Diptaratnopasobhena maulina Buddhasekharim |

Svetavasiram namasyami Maricim abhayapradam” II

Sadhanamala, p. 306

“I bow to Marici who rides the sow of golden colour, whose com-

plexion is like the colour of molten gold. She stands in a sportive

attitude on the moon over the lotus, and holds with he: left hand the

bough of an Asuka tree, and displays the Varada pose in the right.

She bears the image of the Dhyani Buddha (Vairocana) on the crown,

is decorated with bright jewels, wears white garments and grants assu-

rance of safety (to the world)”.

An image of Asokakanti is referred to by Alice Getty®.

Bhattasali : IBBS, p. 43f and Pl. XIII-XIV.

Getty : GNB, p. 133.

Clark : TLP, II, pp. 189, 201, 207, 286.

NSP : pp. 40, 41.

Getty : GNRB, p. 133.

27
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(II) ARYA-MARICI

Symbols—Needle and String

Arya-Marici is identical with Asokakanta except for the symbols she

bears in her hands. As already stated, Asokakanti has the Asoka

bough and the Varada pose, but Arya-Marici carries the needle and

the string!.

(III) MARICIPICUVA

Face—Three Arms—Eight

Maricipicuva is also called Astabhujapita-Marici or Samksipta-Marici.

These two names denote two distinct varieties of Marici, although both

are endowed with three faces and eight arms and carry similar weapons

in their hands, One Sadhana only is devoted to Miaricipicuva, and it

does not mention whether she should be accompanied by the four

goddesses as usual. She holds the needle and the string in the first pair

of hands, the Ankusa and the noose in another pair, the bow and the

arrow in the third pair, andthe Vajia and the Asoka flower in the

fourth pair. She has three faces, each displaying a mixture of three

different sentiments (Rasa). The Dhyina in verse runs as follows °

“Srngaravirasaddharsair-jambinadasamaprabham I

Madhyendranilavarnasyam bhayabibhatsaraudrakaih II

Karunadbhutasantaisca sphatikendvitarananim I

Trivimoksamukhaistryaksim dharmasambhoganirmitim II

Pitabharanasadvastrim mayiikhasukhavasinimn I

Sucyaksdsyani sivantim badhnantim mukhacaksusi II

HrdgalenkuSapasibhyam bindhantim banakirmukaih I

Vajrena dusthrdbhitvasokenasecanaparam II

Prajiiopiyapadakrantam Maricin bhavayedvrati IT

Maricipicuva-Sadhanain”, Sadhanamala, pp. 297-298.

“The worshipper should conceive himself as Maricipicuva who dis-

plays the sentiments of Sragira, Vira, and Harsa in one of her faces,

which is of the colour of Jambiinada (gold). In the middle face which

is of the colour of the Indranila gem, the sentiments of Bhaya, Bibhatsa,

and Raudra are displayed ; and in the third face of crystal colour, the

sentiments of Karuna, Adbhuta and Santa appear. She has three eyes

in each one of her three faces, which give freedom from the three great

evils. Her essence is made of Dharmakaya and Sambhogakaya. She

"1, Sadhana No. 147 in the Sadhanamala, p. 305.
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is clad in garments of yellow colour and resides happily in the mass of

rays. She sews up the eyes and the mouths of the wicked with the

needle and secures them with the string. She strikes their hearts with

the Ankusa, draws them by the neck with the noose, pierces them with

the bow and the arrow, and shatters their hearts to pieces with the

Vajra, and then sprinkles water with the leaves of Asoka...She tramples

under her feet Prajfia and Upaya.”

Astabhuja-Marici or Samksipta-Maric} is yellow in colour, wears

red garments, is decked in various ornaments, bears the image of

Vairocana on the crown and resides within the cavity ofa Caitya. Her

three faces display three different sentiments. The first, or the principal

face displays passionate love, and is of the colour of gold. The

second, or the left face is distorted, sow-like, has the colour of the Indra-

nila gem, displays wrath and luoks terrible with bare fangs and protru-

ding lips. The third or the right face is of deep red colour, glows

in heavenly splendour and displays the sentiment of Santa. She rides

a chariot drawn by seven pigs, stands in the Alidha attitude, and

appears a vitgin in the fulness of youth. Below the seven sows

is the fierce Rihu, who devours the sun and the moon. -She is sur-

rounded by the four attendant goddesses, Varttali, Vadali, Varali and

Varahamukhi.

(i) Varttali has red complexion, the sow-face and four arms. She

wears red garments, is decked in all sorts of ornaments, and

carries the noose and the Asoka in the two left hands and the

Vajrankusa and the ncedie in the right.

(ii) Vadali has many features in common with Varttali, but her

colour is yellow and she carries the noose and the Vajia in

the two left hands and Asoka and the needle in the right.

(iti) Varili is identical with Vadali, except that she holds the

Vajra and the needle in the two right hands and the noose

and the Asoka in the left.

(iv) Varahamukhi wears the same garments and the same orna-

ments as Vadali and Varah, but her complexion is ruddy, and

she carries the Vajia and the arrow in the two right hands

and the Asoka and the bow in the left.

It is very curious that almost all the images of Marici known so far,

belong to this variety. In actual images, a legless lady charioteer

may sometimes be met with instead of Rahu, while some images

retain the charioteer as well as Rahu. Two images of the

eight-armed variety of Marici are in the Dacca Museum, two
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are in the Indian Museum ( Figs. 152, 153) Calcutta, and thr one

(Fig. 154) which is reproduced in many works of art, was discoveied at

Sarnath and is now deposited in the Lucknow Museum, while a sixth

has been discovered in Orissa. Besides these, several other images of

Marici are available in the museums at Rajshahi and Sarnath. All

these images are three-faced and eight-armed, and some of them are

very fine specimens of art. In the more aitistic and accurate images the

three sentiments have actually been depicted by the sculptors. A study

of these images will show that though the sculptors generally follow

the Sadhana im all details, yet they are not always so scrupulous in

the case of the four attendant gorldesses who are sometimes two-

armed, and sometimes, though four-armed, de not carry the symbols

prescribed by the Sidhanam iki,

(IV) UBHAYAVARAHANANA

Faces —Threc Arms—Twelve

Asana—Alidha Distinctive mark—Two Sow-faces

She has been given this name because, unhke all other three-faced

forms of Miarici, both her right and left faces are like that of a

sow. She is clad in tiger-skin, has red complexion, a jewelled

headdress, a red scarf and is decked in all sorts of ornaments. She

resides within the womb ofa Caitya, standsin the Alidha attitude, and

is endowed with thee faces, each with three eyes, and twelve arms.

The principal face smiles with dclight, is peaceful in expression and

display the emotion of love, while the two side ones are distorted sow-

hike. The face to the left is red, and is paid homage to by a deity carry-

ing the Vajra and the Mudgara ; the face to the right has a reddish efful+

gence like that of Saindhava salt, and is paid homage to by Purandara

(Indra) who caries the Vaja and the noose. In her six left hands she

shows the Tarjani against the chest, the Asoka bough, the Vajran-

kuSa, the Kapila, the head of Brabnri and the vessel, and in the six

right hands the needle, the Ankusa, the Bhindipila ( spear), the sword,

the Kartri and the Staff stamped with a Vajra. She bears the

image of Vairocana on her crown, and tramples under her feet the

Hindu gods, such as Hari (Visnu), Hara (Siva), Hiranyagarbha (Brahma)

and others. The guardians of the quartcrs all pay homage to this

goddess.

It may be pointed out here that the Sadhana is reticent about the

chariot, the seven sows that run it, and about the four attendant

goddesses, Varttali, Vadali, Varali and Varahamukhi'.
—

J. Sadhana No. 145 in the Sadhanamala, pp. 299-302.
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(V) DASABHUJASITA-MARICI

Faces—Five Colour—White

Arms—Ten Legs-—Four

Two Saddhanas inthe Sadhanamala describe her form which is ten-

armed, and white in colour. The most important feature of this variety

is that she is endowed with four legs. She has five faces. The prin-

cipal face is white, the right is blue, the left is red and distorted

sow-like, the face behind is green, and the face above is yellow

and bears the Trisikha (three tufts ofhair) and the Jatamukuta, The

five right hands hold the sun, the blue Vajra, the arrow, the goad and

the needle, while the five left hands carry the moon, the baw, the Asoka

bough, the noose with the Tarjani and the string. She rides a chariot

drawn by seven pigs, and tramples under her feet the four Hindu gods

Indra, Siva, Visnu and Brahma. She bears the effigy of Vairocana on

her crown.

The Sadhanas further add that she should be accompanied by three

other goddesses of whom the first is blue in colour, and rides upon a

Makara. Her face is mis-shapen like that of a sow, and she carries the

Vajra in one hand and the Tarjani in the other.

The second goddess appears to the right of Matici, wears celestial

ornaments, is ruddy in colour with one face mis-shapen like that of

a sow.

. The third goddess appears to the left of Miarici. She is of red
colour, with one face mis-shapen like that of a sow, and four arms.

The two principal hands are engaged in drawing to the full the bow

charged with an arrow, while the remaining two hold the Vajra in the

right and the Asoka bough in the left.

Below the seven pigs drawing the chariot are the Navagrahas or the

Nine Planets, and various diseases and disasters in human shape lie flat

on the ground!,

The Sadhanas do not give the names of the attendant deities, which

are only three in number. It is possible that these three are the mem-

bers of Varttali group. Fig. 155 illustrates a Nepalese drawing of

this variety of Marici.

1. Sadhana No, 139 in the Sadhanamala, pp. 285-286.
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(VI) VAJRADHATVISVARIMARICI

Faces—Six Asana-— Alidha

Arms —Twelve Appearance—Terrible

When six-faced and twelve-armed, Marici is invoked iu three different

forms and under three different names: Vajradhatvisvari Marici,

Uddiyana Mirici, and Vajravetali. These three forms are classed to-

gether here because of their marked 1esemblance. They differ however in

minor details and in respect of the weapons they carry in their hands.

The features that are common to all the three may be summarised

from the Sadhanas as follows. They are all endowed with six faces and

twelve arms. The first five faces «re respectively of red, blue, green,

yellow and white colour. The face on the top is mis-shapen like that

of a sow, and is blue in colour. All the three are said to reside in the

womb of a Caitya ; they stand in the Ali tha attitude and bear the image

of Vairocana on the crown. They present a terrifying spectacle with

three eyes, protruding tongue, bare fangs, serpents for ornaments and

garments of tiger-skin.

Vajradghatvisvari carries in her six right hands, 1. the sword, 2. the

Misala, 3. the arrow, 4. the goad, 5. the Vajraand 6. the Parasu

and in the six left 1. the noose, 2. the Kapala, 3. the Asoka bough,

4+, the severed head of Brahma, 5. the bow and 6. the Trisila.

Uddiyana Marici holds the Cakra in one of her right hands, instead

of the goad, and the Khatvanga-Kapala in one of the left hands instead

of only the Kapala. Vayjravetali in one of her right hands holds the

crossed double thunderbolt instead of the goad or the Cakra, and in one

of the left the noose instead of the Kapdla or the Khatvanga-Kapala.
All the other hands carry the same weapons in all the three cases'.

3. USNISAVIJAYA

Colour—White Faces—Thice Arms—Eight

Identification mark—-Buddha on lo us

Like Marici, Usnisavijaya isalso said to bear the image of Vairo-

cana on her crown and to reside within the womb of a Caitya. She is

one of the most popular deitics of the pantheon, and almost every

temple in Nepal contains her image. The most artistic specimen,

however, belongs to the Indian Museum, Calcutta. A miniature Caitya
——— oe — — ee

1. Sadhana No. 136 in the Sadhanamala, p 280
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on the top of the image of Usnisavijaya signifies that she is an offspring

of Vairocana who resides in the centre of the Caitya. It is not impro-

bable that Usnisavijaya is the deified form of the Dhirini of the same

name included in the group of twelve Dharini goddesses. She may

thus represent the deified form of the Usnisavijaya Dhirini. Several

Sadhanas describe her form and the Dhyana contained in one of

these is given below :

“Suklam trimukham trinctrim navayauvanim nanalankiradharam

astabhujain Bhagavatim cintayet ; pitakrsnadaksinetaravadanim ; daksi-

nacaturbhujaih visvavajra-padmastha-Buddha-bana-varadamidradharam,

vamacaturbhujaih caApa-tarjanip isa-abhayahasta-purnakumbhah ;_ cait-

yaguhagarbhasthitim, Vairocanamukutiniin nispadya...”’

Usnisavijayi-Sidhanam.”’ Sadhanamali, p. 394

‘The worshipper should conceive himself as (Usnisavijaya) who is

white in complexion, three-faced, three-eyed, youthful and is decked

in many ornaments, Her right and left faces are respectively of yellow

and blue colour. Her four right hands display the Visvavajra, Buddha

on lotus, the arrow and the Varada pose, and her four left hands show

the bow, the noose with the Tarjani, the Abhaya pose and the well-

filled water-vessel. She resides in the womb of the Caitya, and bears

the image of Vairocana on the crown. Thus meditating...”

The statuette (Fig. 156) of Usnisavijaya in the Indian Museum,

Calcutta, agrees almost in all details with the description given in the

Sadhana. The attitude in which she sits here is the Vajraparyanka

attitude.

- The other illustration (Fig. 157) is the reproduction of a painting

Contained in an illuminated manuscript of Paiicaraksa in the possession

of Dr. W. Y. Evans-Wentz. In it, the right hand which ought to have

carried the Visvavajra or the crossed thunderbolt, carries the jewel

instead. In ail other respects the painting follows the description of

the Sadhana most accurately.

Images of this deity are also found in Tibet! and China’.

4. SITATAPATRA APARAJITA

Faces—Three Arms—Six

Colour—White

One Sadhana only is devoted to the worship of this deity. The

word ‘‘Vairocananayakam” in the Sidhana shows that she also belongs

1. Getty : GNB, p. 135.

2. Clark: TLP, II, p. 286.
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to the family of the Dhydni Buddha Vairocana. She is mild in nature

except for the eyes, which display anger. The Dhyana describes her

form in the following manner :

“Sitatapatraparajitain Bhagavatim trimukhim sadbhujim, prati-

mukham trinayanatn, suklam nilarunadaksinavamamukhim, cakran-

kusadhanurdharadaksinakarim sitavajrasarapasatarjanidharavamakaram

sakrodhadrstikain sarvagrahavidhvamsinim divyalankaravastravatim

Vairocananayak im dhyatva...”’ Sadhanamala, p. 395

“The worshipper should conceive himself as goddess Sitatapatra

Aparajita, who is thice-faced, six-armed, and has three eyes in each of

her faces. She is of white colour, Her faces to the right and left are

respectively of blue and red colour, She carries in her three right

hands the Cakra, the goad and the bow, and in the three left the white

Vajyra, the arrow and the noose with the Tarjani. She has angry looks,

destroys all sorts of evil spirits (Grahas it. Planets), wears celestial

ornaments and garments, and is led by Vairocana. Thus meditating...”

This goddess is called Sititapatra Aparajita “The Invincible Goddess

with the White Parasol? and should be distinguished from the other

Aparajita, who has an entirely different form and is yellow in colour.

Fig. 158 aillustiates a Nepalese drawing of the deity Sitatapatra

Aparayjita!

As Sitatapatrd this deity is known in Tibet? and China’.

» MAHASAHASRAPRAMARDANI

Colour—White Arms—Six

Mahasahasiapramardani is) another goddess of the Paficaraksa

group, and is assigned to Vairocana exactly in the same way as Mahasi-

tavati and Mahimantrinusiriui are affilated respectively to Amitabha

and AksoDhya. Her form is different fiom that in which she is

worshipped in the Pancaraksa Mandala. Here the Dhyana describes

her form in the following terms :

‘Mah isthasrapramarcdaniin 4tminam dhyayat ; suklam ekamukhim

sadbhujam ; daksinatribbujesu) kha‘lgabinavardamidrah = vamatri-

bhujesu dhanuhp4saparasavah ; vicilrilankdaradharam ripayauvana-

srigaravatim Vairocanakiritayuktai padmacandrasanaprabham”,

Sadhanamala, p. 400

1. Bhattacali: UBBS, p. 53, Ol XVLIL.

9. Gordon: ITL, p 27; For Sitatapatra Aparajita sec Getty : GNB, p. 136

3, Clark: PLP, IL, pp. 190, 202 un ler the title of Sititapatra.
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“The worshipper should conceive himself as Mahasahasrapramar-

dani who is of white complexion, one-faced and _ six-armed. She

carries in her three right hands the sword, the arrow and the Varada

pose, and in the three left the bow, the noose and the Paiasu. She

is decked in variegated ornaments, is young and beautiful, displays

the sentiment of amour, bears the figure of Vairocana on her crown,

sits on the moon over a lotus, and is radiant like the moon’’.

Images of this deity are found in Tibet! and China?,

g- VAJRAVARAHI

Asana—Dancing in Ardhaparyanka

Characteristic feature —Excrescence near the right ear

The union of Vajravarahi with Heruka is the cult of the celebrated

Cakrasamvara Tantra. One of the Sadhanas gives her the epithet of “Sri-

Herukadevasyigramahisi” or “the first queen of the god S1i-Heruka”.

She is also called a Dikini and in the Buddhist Tantra this signifies any

Sakti with whom the Yuganaddha (yab-yum) wotship may be performed.

Tt will not be out of place to mention here that Heruka is also
associated with Vajrayogini and their union is the subject of the

great Heruka Tantra, but Vajravarahi differs considerably from Vajia-

yogini in form. If Vajravarahi is the first queen of Heruka, theie is no

reason to suppose that Vajrayogini may not be another, In fact, it

has already been shown that .Heruka in yab-yum form used to be

associated with other goddeyses, such as Nairatma and Vajrasrnkhali,

aswell, Vajravarahi is represented as nude and as displaying intense

aad passionate love.

The name Vajravirahi or ‘adamantine sow’ is given to her for

the simple reason that she has an exciescence near her right ear

which resembles the face of asow. It is tar more likely that Getty’s

stury about Yun-gar’s attack on the abbhess and the monastery refers

to Vajravarahi than to Mourici; for while Marici has one face which

may be distorted sow-like, Vajravarahi has a natural excrescence just

near the right ear, which has gained for her the epithet ‘Vajraghona’ in

the Sidhanas. Another argument in favour of this is that, while Vajra-

varahi is called a Dikini, and is associated with four other Dakinis, she

may quite easily be an abbess, and therefore, a Siddha woman deified,

and not a goddess. But Mirici isdecidedly a goddess; she is Vajra-

dhatvisvari and the consort of a Dhyani Buddha.

1. Gordon: ITIL, p. 76.

2. Clark: TLP, If, p. 275.

28



218 BUDDHIST (CONOGRAPHY

Several Sadhanas, both long and short, describe two distinct forms

of Vajravarahi, who is also known as Buddhadakini and Vajiavairo~

cani. She is either two-armed or four-armed. Even when two-armed

she may have several forms according to weapons she carries in her two

hands. In one Sadhana only is she said to emanate from the family

of Vairocana, and bear the double Vajra on her head, but the others

are silent as to her sire.

Images of this very popular goddess are found in Tibet! and China®.

(I) VAJRAVARAHI

Colour—Red Appearance—Nude

Arms—Two Asana—Pratyalidha

Symbols— Vajra-Tarjani and Kapala

Several Sadhanas in the Sidhanamala descihbe two-armed forms of

Vajravarahi, Below is quoted a Dhyina which gives a general idea of

her form :

Atmanam Bhagavatim Vajravarahini didimakusuniaprakhyam dvi-

bhujim daksinakarena vajratarjanikakarain vamena karotakhatvinga-
dharam ekananam trinetrant muktakesit sanmudiamudritam digam-

baram paficajiianatmikim sahajinandasvabhavarn, pratyilidhapadakran-

ta-Bhairava-Kalaratrikami sadrdramundamalalankrtagitram = sravadrudhi-

ram pibantimn bhavayet. Sadhanamaka, p. 425.

‘The worshipper should think himself as goddess Vajravarahi whose

colour is red like the pomegranate flower and who is two-a1med. She

exhibits in her right hand the Vapa along with the raised index finger,

and shows in the Ieft the Kapala and the Khatvanga. She is one-faced

and three-eyed, has dishevelled hair, is marked with the six auspicious

symbols and is nude. She is the essence of the five kinds of know-

ledge, and is the embodiment of the Sahaja pleasure. She stands in

the Pratyalidha attitude, traniples upon the gods Bhairava and Kalaratri,

wears a garland of heads sill wet with blood which she drinks.”

The Sadhana further adds that the four petals of the lotus on which

she stands are occupied by the fou goddesses Dikini, Lama, Khanda-

roha and Ripini in the four cardinal directions beginning from the

right. The four companions are of blue, green, red and white colour

respectively, and they are all one-faced and four-armed. They all

earry the Khatvanga, the Kapifla in the left hands and the Damaru and

the Kartri in the two right hands.
aiden Rene ony fn ne Sein eee ee ~ — ~e -— —--

1. Gordon: ITL, p 80: Getty : GNB, pp. 131, 132.
2. Clark: TLP, II, p. 238.
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(II) VASYA-VAJRAVARAHI

Symbols—Kartri and Kapila Asana—Dancing in Ardhaparyanka

Vahana—Corpse lying on back

This form of Vajravarahi is invoked in those rituals which are per-

formed with the specific purpose of bewitching men and women, and is

very popular in Nepal and other Buddhist countries. This form is

almost identical with the one described above with the difference

that here the goddess wields the Kartri in the right hand instead of the

Vajra, along with the raised index finger. The lefi has the Kapila like

the previous one. The Khatvajga as usual hangs fiom her left shoul-

der just as it is seen in the Heruka and Nairatma images, She stands

in the attitude of dancing in Ardhaparyanka on a corpse instead of

showing the Pratyilidha as in the previons case},

Fig. 159 illustrates a Nepalese drawing of the goddess, A beautiful

statuette of Vajravarahi is preserved in the Baroda Museum (Fig. 160),

(ITT) ARYA-VAJRAVARAHI

Appcaiance - ‘Terrible Asana—Alidha *

Arms—-Four

The four-armed form of Vajravaraihi is also similar to the forms

mentioned before, and is called Atya-vajravarahi, The difference lies

only in the attitude, number of arms, and the symbols carried in her

hands, She carrics in the two right hands the Vajia and the goad, and

in the two left the Kapila and the Tayani with the noose. She is

wone-faced and three-eyed, and appears terrible with contortions of
eye-brows, the adamantine excrescence, and the protruding tongue,

teeth and belly. She stands in the Alidha attitude on the corpse, unlike

the other forms of Vajpavardhi. The Khatvinga hangs from her left

shoulder as usual?.

7. CGUNDA

2olour — Whaite Symbol-—Book on Lotus

Face—One

Arms—Two, Four, Sixteen, Eighteen and Twenty-six

According to a definite statement? contained in the Nispannayoga-

vali under the Mafijuvajra Mandala, Cunda is afhliated to the Dhyani

1, Sadhana No. 220 1n the Sadhanamala, p. 433.

2. Sadhana No. 224 in the Sadhanamala, pp. 437, 438.

3. Nispannayogavali, p. 52. Here Mafijuvajra is the same as Vairocana.
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Buddha Vairocana, and thus Cunda is the spiritual daughter of Vairo-

cana, and is required to be classed under the emanation of this very

Dhyani Buddha.

The name of the deity is spelt variously as Cunda, Cundra, Candra,

Candaé, and Cundra. She is also called Cundavajri. The spelling of

Cunda as adopted by Foucher appears to be correct since her mantra

aS given in the Sadhanamala : “Om Cale Cule Cunde Svaha” contains

the word Gund in the vocative as Cunde. Under the circumstances

the correct spelling and the name of the deity as Cunda may be taken

as certain.

From the Sadhana it is not possible to ascertain the character of the

deity or her origin. But from a reference in the Nispannayog ivali?

it appears probable that the deity Cunda is the embodiment of the

Buddhist Dharini work called the Cuudadhirini to which a reference

is made by Sintideva. The Nispannayogavali acknowledges altogether

twelve Dhirini deities and gives ther descriptions. These Dharinis

look alike when represented and they are usually two-armed, holding

the Visvavajia in the right hand and their special symbols in the left.

The names of the twelve Dhirinis as given in the Nispannayogavali

are these: JI. Suma, 2, Ratnolki, 3. Usnisavijayi, 4. Méari,

5, Parnasabari, 6. Janguli, 7. Anantamukhi, 8 Cunda, 9, Prag

jiavardhani, 10. Sarvakarmivaranavisodhani, 11. Aksayajhanakar-

andz and (2. Sarvabuddhadharma-Kosavati. These Pharinis are

collectively assigned to the Dhyani Buddha Amoghasiddhi, and are

described later in this book.

The Dharinis are a peculiar kind of Buddhist literature which ‘is
supposed to generate great mystic power if repeated continually for a long

time. ‘They are short works mostly composed of meaningless sylla-

bles, sometimes revealing traces of a language now defunct. The deifi-

cation of books ts not unknown in Buddhism. The best example of

this is the deity Prajiiipiramita, who is the embodiment of the great

Mahjy.na scripture, the Prajhiparamiti, which is believed to have been

rescued fiom the nether regions by Nigirjuna the Pontiff.

Amongst the Dhatini deities Usnisavijaya, Janguli, Parnasabari

and Gundai are popular, and there are Sadhanas and images of these

deities im art. But they represent nothing more than the respective

Vidyas or mantras of which they are the embodiments.

1. See the list of Dharini deities in the Dharmadhatu-Vagiivara Mandala, NSP,

p. 97.
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Cunda thus is the embodiment of the Cund& Dhirini or the Cunda

mantra. The Buddhists believe that when the Dhirini is repeated in

deep meditation for a long time with concentration and faith, the mantra

vibrations materialise themselves in the concrete form of a deity which the

worshipper visualizes, and thus obtains Siddhi or success, Once realized,

the deity never leaves the worshipper and gives lim everything that

he desires.

With regard to the antiquity of Cunda in the Buddhist pantheon,

it may be said that the very first mention of her name Candra which is

considered to be the same as Cunda, appears in the Manjusrimilakalpa,

the composition of which is usually placed cu. 200 A.D. As Cunda-

vajri, she finds mention in one of the earhest ‘Tantric works, the Guhya-

samaja which was written most probably in the time of Asana, cir.

300 A.D. Cundi is also mentioned in the Siksisamuccaya of Sntideva

in the 7th century. Cunda images are found in iluminated Prajnhipara-

mita MSS of the llth century and several Sidhanas are dedicated to

her in the Sidhanaméla, the earliest MS of which bears a date which is

equivalent to A.D. 1165. Earlier, she is mentioned in the Nispannayo-

gavali of Abhayakara Gupta (C. 1130. A.D.).

So far only three Sidhanas of Gunda are known, and they are all to

be found in the printed edition of the Sidhanamili as Nos, 129, 130,

and 131. Vhere is a further description of the goddess in the same

book where Gund. is included as a minor deity in the Mandala

of Astabhuja-Kurukulli. ‘Three mere descriptions are available in the

Nispannayogivali.

* The three Sadhanas in the Sadhanamili describe the principal

“deity Cunda in one furm only. She is four-armed, one-faced and of

white complexion. The Dhyana is given below :

“Saraccandrabham caturbhujim daksinena varadim, vame pustaki-

hkitapadmadharam haradvaye patradharam sai valankirabhisitim”,

Sadhanamil, p. 271

‘She is of the colour of the autumn moon, and is four-armed, She

shows the Varada midra in the vight hand and holds the book ona

lotus in the left. The two other hands hold the bowl. She is decked

in all ornaments,”

Only one image of Cunda (Fig. 161) of this description was in the

collection of the late Mr. W. B. Whitney! of America. The illustra-

tion is from a photograph kindly supplied by the owner.

1. Also illustrated in Gordon : ITL, p. 74. It is now in the famous Freer Gallery

of Art.
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The Sadhanamila also makes Cunda a companion deity of Astabhu-

ja Kurukulla in Sadhana No. 174, p. 352. Inthe Isana corner of the

Kurukulla Mandala on a lotus petal sits Cunda while the other petals

are occupied by Prasannatara in the east, Nispannatara in the south,

Jayatara in the west, Karnatira in the north, Aparajita in the Agni

corner, Pradipatara in the Nairrta corner and Gauritira in the Vayu

corner. All the deities including Cunda look alike and are described as

follows :

‘“‘Etasca sarva raktavarnah pafc atathagatamukula vajraparyankanisa-

nna daksinabhujibhyam varadamidra-akarnapiritasaradhara vamabhu-

jabhyam utpala-capadharah.” Sadhanamala, p. 352

“All these deities are red in colour. They wear a crown with

the figures of the five Dhyani Buddhas, and sit in the Vajraparyanka

attitude. With the tworight hands they show the Varada midra and

the arrow drawn to the cars, They carry in thei: two left hands the

blue lotus and the bow.”

In the Nispannayogavali there are altogether three descriptions of

Cundi. In the Kalacakra Mandala, Cunda is the consort of Takkiraja

who is similar to Ratnasambhava in appearance. The relevant passage

is given below :

“Cunda sukla savyabhyaim mudgaia-kuntau vamabhyam padma-dan-

dau vibhrana,”’ NSP, p. 89

“Qunda is white in colour, In the two right hands she carries the

Mudgara (club) and the Kunta (knilc) and in the two left the Padma

(lotus) and the Danda (stafl ).”

Cunda is once again wentioned in the Dharma hatuvagisvaia

Mandala. In this Mandala her form is described in the following words :

“Cunda sukla aksasiitravalambita-kamandaludhara”’

NSP, p. 57

“Cunda is white in colour. She carries in her two hands the rosary

to which a Kamandalu is suspended.”

A third form of Cunda is described in the Nispannayogivali in the

Maiijuvajia Mandala. It is an elaborate description of Cunda who

is here cndowed with as many as twenty-six a:ms. The relevant extract

is quoted below :

“Canda candravarna sadvimSsatibhuji pradhanabhyam hrdi mila-

midrim daksinairabhayam khadgam ratnadama bijapiram garam para-

gum gadam mudgaran) ankusam vajram tripatakabhinayam aksasitram

ca; vamaiscintamanidhvajam padath kamandalum p4sam cipam gaktith

cakrain khadgam tarjanam ghantain bhindipalam prajfiaparamitipusta-

karn ca vibhrati’’. NSP, p. 49
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“Cunda is moon-white in colour. She has twenty-six arms. With

the two principal hands she exhibits the chief midra!, In the remain-

ing right hands she shows the 1. Abhaya miidré, 2. sword, 3. gar-

land of jewels, 4. citron, 5. arrow, 6. axe, 7. Club, 8, hammer, %& goad,

10. thunderbolt, 11. ‘lripatak@ and 12, rosary. In the remaining left

hands she shows the |. a marked with Cintamani jewel, 2. lotus, 3.

Kamandalu, 4. noose, 5. how, 6. javelin, 7. discus, 8. sword, 9. Tarjani

(raised index finger), 10. bowl, 11. Bhindipala and 12. the Prajii-
paramita Scripture’.

Although images of Cunda with twenty-six arms are not available,

there are several images of Cunda with sixteen arms. These can be

identified with the help of a miniature painting of sixtecn-armed Cunda

(Fig. 162) available in the inanuscript No. Add 1643 of Prajnaparamita

in the Cambridge University Library. This miniature bears a label in

old Newari characters which reads as :

“Pattikere Gundavarabhavane Cunda”’

“Gunda in the excellent temple of Gund at Pattikera.”’

This inscription [eaves no room for doubting the identification of

the sixteen-armed image as that of Cunda. In this figure also the

principal pair of hands exhibits against the chest the midra which is

called in the Sadhana as the Mala m‘idta which is akin if not equal to the

Dharmacakra miidra. Foucher has given a description of the miniature

of Gund’ in his L’Iconographie Bouddhique, part I, p. 199. According

to him the two principal hands exhibit the mtdrd of teaching. The

remaining seven right hands show the 1. Varada miidra, 2. thunderbolt,

3. discus, 4. club, 5. dagger, 6. (indistinct) and 7. rosary. In the seven

left hands she carries the 1. vessel, 2, axe 3. trident, 4. bow, 5, dagger,
6. (indistinct) and 7. sceptre. Dr. N. K. Bhattasali? gives a slightly

different description of the same miniature.

Thus it is apparent that there was an image of Cunda in the Cunda

temple at Pattikera which is identified by Dr. Bhattasali with the

remains on the Lalmai hills in Tippera in East Bengal. The miniature

of the Prajfiiparamita manuscript obviously depicts the sixteen-armed

image of Cunda, and thus becomes instrumental in identifying several

of her unidentified images.

The Baroda Museum image (Fig. 163) is one such image and is a

small and very artistic piece made of the usual octo-alloy of the Nepalese

school. Thinly covered in the front part witha golden leaf or polish
‘ives, — ee ere _ Nee ee

1. This midra may be called the Cundamidra which is akin to the "“Dharmacakra
miidra displayed by Vairocana.

2. Bhattasali: IBBS, p. 13.
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which has faded out at many places, ona pedestal there is the prostrate

figure of aman lying on his back. In the Paryanka Asana the deity sits

on the prostrate figure. She is richly dressed and is decked in orna-

ments such as necklace, chain, tiara, ear-rings, bracelets, armlets, anklets

and girdle. She is sixteen-armed., The two principal hands are arranged

in the form of a miidra which is akin to Dharmacakra, The remaining

seven right hands show downwards from the top the 1. sword, 2. Damaru

(kettle-drum), 3. knife, 4. (broken), 5. hammer, 6. garland of jewels,

7, Abhaya midrd. The remaining seven left hands show likewise the

1. discus, 2. bell, 3. noose, 4. dagger, 5. goad, 6. arrow and 7, Vara-

da midra, The deity is one-faced.

The Baroda Museum image has therefore to be identified with Cunda,

although there is some minor variation, Similarly, the Bodh Gaya image

found in the Hindu monastery (Fig. 164) has also to be identified with

Cundi with sixteen arms, Que more stone image of Cunda is illustrated

in the History of Bengal, Vol. 1, pl. xxvi, 64. Here Cundi has eighteen

arms instead of sixtcen as in the ininiature.

The special feature of the Baroda Museum image is its seat which

is on the prostrate figure ofa man, This kind of special seat is absent

in all other images of Cundi so far discovered either in stone or in

metal. But this seat appears to be a special feature of the Cunda

images which is not against the direction of the Sidhana. Cundi is said

in the Sidhana to be seated on a Sattvaparyanka or a seat spread on a

‘Sattva’ which usually means a man or an animal, This particular bionze

gives the indication that Sattvapaiyanka is a seat that is placed on a man

lying on his back.

Cunda is popular both in Tibet! and China®,

8. GRAHAMATRKA

Faces—Three Arms— Six

Midra—Dhaimacakra Asana—Vajraparyanka

She has been described in the Dharmakosasangraha in the following

words :

“Grahamitrka trimukha svetapitarakta sadbhuja dakse dharmacakra-

miidra-vajra-sard ; vame kamala-capa ; sahasradalapadme vajrasana”,

Dharmakosasangiaha, fol. 44A.
— ee 2 notecene Arteta:

1. Gordon: ITI, p. 74; Getty: GNB, pp. 129, 130.

2. Clark: TLP, IT, pp. 222, 284, 285.
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“Grahamatrka has three faces of white, yellow and red colour, and

six-arms, displaying the Dharmacakra midra (in the principal pair of

hands) and carrying the Vajra and the arrow in the two right hands,

and in the two left the lotus and the bow. She sits in the Vajrasana on

a lotus of a thousand petals’’.

Fig. 165 illustrates a miniature painting in the possession of Dr,

Evans-Wentz!.

i. Getty : GNB, illustrates a similar mimature on plate EXI, p. 474.

29



CHAPTER IX

EMANATIONS OF AMOGHASIDDHI

There are several Buddhist deities emanating from the Dhyani

Buddha Amoghasiddhi whose colour is green and whose distinctive

signal is the Abhaya midrd. Out of the deities emanating from the

Dhyani Buddha Amoghasiddhi only one is a male, while all others

belong to the female sex. The description of the only male deity,

Vajramrta by name, comes from the Nispannayogavali of Abhaya-

kara Gupta. The deities are described here one after another in the

order of their importance.

I. VAJRAMRTA

Colour—Green Faces—Three

Arms—Six

Vajramrta is the principal deity in the Vajramrta Mandala of the

Nispannayogavali. He is described thus in the text :

«Sri-Vajramrtah sattvaparyanki priyangusyamah sitaraktamilasavya-
vamamukhatrayo...sadbhujah = savajraghantabhujayugmalingitasvabha-

prajiiah savyabhyam cakrasi vamabhyam pas inkusau vibhranah.”’

NSP, p. 18.

“Vajramrta sits on a Sattvaparyanka and is green like the Priyangu

flower. He is three-faced, the rmght and left faces show the white and

red colour. He is six-armed. The two principal hands holding the

Vajra, and the Ghanta, embrace the Prajiia of his own creation, The

two other right hands carry the discus and the sword, and the two left

show the noose and the goad.”

Vajramrta is represented in China’,

2. KHADIRAVANI TARA

Colour—Green Midra— Varada

Symbol—Utpala

Companions—Asokakanta and Ekajata

Tara is the common name dpplied to a large number of feminine

deities in the Buddhist pantheon. In the Sadhanamala, Janguli, Parna-

Sabari. Mahiacinatara, Ekajata and many others are called Taras,
———_ = ew —— rey oe leon oe a

1. Clatk: TLP, II, p. 236.
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including Khadiravani, who is endowed with two hands, showing the

Varada midra in the right and the Utpala in the left. She can be

recognized by the figures of the two attendant deities, Asokakanta Mirici

and Ekajata. One Sadhana in the Sadhanamiila containsa Dhyana which

describes her form thus :

‘‘Haritim Amoghasiddhimakutimn varadotpaladharidaksinavamakaram

Asokakanta-Maricy-Ekajatavyagradaksinavamadigbhagam divyakumarim..

dhyatva”’

Khadiravani-Tara-Sadhanam”’, Sadhanamala, p. 176

‘The worshipper should conceive himself as Khadiravani-Tara of green

colour, who bears the image of Amoghasiddhi on her crown, and shows

the Varada midra and the Utpala in the right and left hands respectively.

To the right and left of her appear Asokakanta Murici and Ekajata, and

she appears a celestial virgin.. Thus meditating.”

She is commonly known as Syami-Tara! because of her green colour,

and as the Sadhana docs not mention any particular Asana she may be

represented in any attitude, either sitting (Fig. 166) or standing (Fig. 167),

A beautiful statuette in the Baroda Museum shows the goddess in the

Lalita attitude (Fig. 168).

Images of Khadiravani Tara are found in Tibet? and China’.

3. MAHASRI TARA

Colour— Green Arms—Two

Miadra—Vyakhyana Companions—Four

e Another deity emanating from the Dhyani Buddha Amoghasiddhi of

green colour is Mahasri Tara ‘‘Saviouress of Great beauty”. A single

Sadhana in the Sidhanaméla describes her form along with her four

companion deities, such as Ekajata, Asokakanta Marici, Arya-Janguli and

Mahamayiri. The Sidhana describes her furm as follows :

Mahasritaram candrasanasthim syamavarnam dvibhujath hastadva-

yena vyakhyadnamidradharam ekavaktram sarvalankarabhisitam pars -

vadvayenotpalasobham suvarnasimhasanopari apasrayadisobham nana-

puspasokacampakanagesvaraparijatakadibhirajitam - Amoghasiddhimuku-

tinim. Sadhanamaila, pp. 244-245

‘‘Mahasri Tara sits on the seat of the moon, and is green in colour ;

she is endowed with two hands which exhibits the Vyakhyana midra.

She is one-faced and is adorned with ornaments. Two lotuses beautify
— ————a es . i le eS a OG <S

1. IBBS: p. 56, Pl. XXI-XXIL
2. Getty : GNB, p. 125.

4. Clark: TLP, II, p. 267.
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her sides. She sits on a golden throne furnished with beautiful cushions.

She is decked in a variety of flowers like the Asoka, Campaka, NigeSvara

and Parijataka. She bears on her crowna small figure of Amogha-

siddhi.”’

Later, the Sadhana gives a description of the four companion

deities. Here Ekajata who is stationed apparently to the left of the

central deity, is of the following description :

“Ekajatam ardhaparyankopavistam nilavarnath kartrikapaladharam

sakrodham lambodarim pingalajativibhisitamn vyaghracarm imbaradha-

Yim.” Sadhanamaila, p. 245

‘“Ekajaté sits in the Ardhaparyanka, is blue in colour, holds the Kartri

(knife) and the Kapala (skull), and is angry-looking with a protruding

belly. Her hair is of fiery red colour and matted, and she wears a

garinent made of tiger-skin.””

In the corresponding sight side appears Asokakinta who is described

in the following words :

“Daksine parsve Asokakantam pitavarnaim ratnamukulinim vajraso-

kadharam.” Sadhanamala, p. 245.

“Towards the right is Asokakinta who is yellow in colour, wears a

crown of jewels, and carries the Vajra and the Asoka flower.”

The goddess Arya-Janguli also appears on the further left, behind the

figure of Ekajata, and is described here as follows :

“Purnarvame Arya-Jangulith svimavarnam sarpavaradahastam,”

Sadhanamala, p. 245

“Further to the left there is Arya-Janeuli of green colour showing in

her hands the snake and the Varada miidri.”’ |

In the extreme right there is another goddess called Mahamiyiri.

She is given the following form in the Sadhana :

‘aksine Mahamaytrim maytrapicchavaradahastam’’.

sadhanamala, p. 245

‘In the right there is Mahiniiyari showing the peacock’s feathers and

the Varada midri”’.

The mantra of the cential deity Mahasri Tarai is given in the

Sadhana as :

‘Om Tare Tuttare Ture dhanan: dade Svaha’’.

The mantra evidently makes her a goddess of wealth, and as such

the deity must have been worshipped by the Tantric Buddhists. Accord-

ing to a further statement she sits in the Rajalila Asana or the pose of

princely ease.
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Only one statuette of the deity has been discevered so far. It is now

in the Indian Museum, Calcutta (Fic. 169). In conformity with the

Sidhana the principal deity Mahasri T.ira is shuwn as one-faced and two-

armed exhibiting the Vyakhy.ina or the Dharmacakra miidra. ‘There aie

two night lotuses on either side. The principal deity sits in the Rayalila

pose on a Jion-throne and bears on her crown the mimature figure of

Amoghasiddhi with the Abhaya miidra.

To her left is the fierce figure of Kkajat 1, sitting in the Ardhaparyanka

attitude and holding the Kartri and the Kapala im the @vo hands. She

has a protruding belly, garment of tiger-skin, and she bears a wrathiful

demeanour which is clear on the stone,

To her right similarly, sits Asokakdinta M aici who wears a hejewelled

crown, and carries the Vajra and the Asoka flower according to the

direction of the Sadhana.

The statuette also depicts A1ya-Janguli towards the extreme left of the

deity and shows the snake and the Varada miidra in accordance with the

direction of the Sadhana,

The statuette also includes the small figure of Mahamayiri to the

extreme right of the principal goddess. She shows the peacock’s

feathers and the Varada miidra.

The Indian Museum image seems to be the only image representing

Mahasri Tara where the sculpture does not deviate even a little fom the

description given in the Sadhanamalal.

4. VASYATARA

Asana—-Bhaudrasana Ssvinb d—Lotus

Miadra — Varada Ciclour--Grieen

Vasyatira, is also known by the name of Aryatara, and only one

Sadhana in the Sidhanamuli os assigned to her, There is practically

no difference between her form and that of Khadiravani-T.ira in

as much as both display the Varada miidra in the right hand and

carry the Utpala in the left. Both have green colour, and both beats

the image of Amoghasiddhi on their crowns. In the case of Khadira-

vani-Tara, however, no mention is made 1:egaiding the attitude in

which she should stand or sit, but here it is expressly mentioned

that Vagyatira should be scated in the Bhadrasana, which resein-

bles the European fashion of sitting with both legs dangling below

1. For an article on the subject sce Proceedings of the Thid Onental Conference,

Madras, p. 257 et. seq.—Identification of an Indian Museum Statuctte. Besides this

there are some miniature paintings depicting Mahasritara
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This Asana, or the attitude of sitting alone distinguishes Vagyatara from

other ordinary Taras carrying the Utpala in the left and exhibiting the

Varada midra in the right. The other point of difference between

Khadiravani-Tara and Vasyatara is, that the former is accompanied by

the two goddesses, Asukakanta Marici and Ekajata, whereas the latter is

without companions. Khadiravani may sit or stand in any attitude, but

the Sadhana prescribes the Bhadrasana only for Vagyatara.

The accompanying sketch (Fig. 170) represents Vasyatara as she is

pictured in Nepal, and its special importance lies in its depiction of the

Bhadrasana attitude in which the goddess sits}.

9. SADBHUJA SITATARA

Colour — White Asana—Ardhaparyanka

Faces—Thiee Arms— Six

Tlere are many Siidhanas for Sitataras, or the T414s of white colour

but in none of them are they mentioned as bearing the image of

Amoghasiddhi on their crowns. It is only in this case that the image of

the Dhyini Buddha is expressly mentioned. This White Tara is

three-faced and six-armed, and the Dhyana describes her form in the

following terms :

“Sitataram trimukham sadbhujim pitaniladaksinetaramukhim pra-

tmukham trinetram varada-ksasitra-saradharadaksinatrikaram utpala-

padma-cipadharavamapanitrayam ardhaparvankanisannam candrasanaca-

ndraprabhan: jatimukutasthit-Amoghasiddhin paficamundavibhisitam-

astakain ardhacandrakrtasekharam nanalankiradharam dvirastavarsakr-

tim aslasmasSinamadhyasthit im ..vicintya.”’ .

Sadbuja-sukla-T.un asadhanam Sadhanamila, p. 216

‘The worshipper should conceive himself as Sitatara, who is three-

faced and six-armed. Her right face is yellow and the left blue in colour,

and the faces are endowed with three eyes each. Her three right hands

show the Varada midra, the rosary and the arrow, and the three left

carry the Utpala, the lotus and the bow. She sits in the Ardhaparyatka

attitude, sits on and shines like the moon, and bears the effigy of Amo-

ghasiddhi on her crown of matted hair. Her head is embellished by five

severed heads and the crescent moon. She is decked in many ornaments,

is twice eight years old, and iesides in the midst of the eight cremation

grounds, ‘Thus meditating...”

The accompanying sketch (Fig. 171) shows how she is represented in

Nepal. It tallies in all respects with the description given in the

1 For the Sadhana, see Sadhanamaia. p. 178.
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Sadhana, except that here she is represented in Vajraparyanka instead of

Ardhaparyanka as required by the Sadhana.

She is known to the Chinese collection at Peiping’,

6. DHANADA-TARA

Arms—Four Colour—Green

Dhanada-Tara is one of the four-armed varieties of Tara. The

special features of this goddess are that she rides an animal, and like

Vajratira, is surrounded by eight goddesses, originating from the eight

syllables of the famous mantra “Om Tare Tuttire Ture Svahi’. The

symbols that are held in her four hands are also different from all other

varieties of four-armed Tara. The Dhyjna describing her torm runs as

follows :

‘‘Tara-Bhagavatim atmanam bhavayet ; candrasanaprabham saumyam

sattvaparyankastham, haritasyimam ekavadanam dvilocanam catur-

bhujam aksasiitravaradotpalapustakadharain __ vicitravastrailankarava-

tim...Locanadibhir-devibhir-abhisiktam atmanim Amoghasiddhimuku-

tam dhyayat.”

Dhanada-Tara Sadhanam.”’ Sadhanamaila, p. 219

“The worshipper should conceive himself as goddess Dhanada Tara,

who is seated on and has the radiance of the moon, is benign in appear-

ance, sits on an animal, has green complexion, one face, two cyes,

and four arms showing the rosary, the Varada pose, the Utpala and the

book. She wears variegated oinaments and garments ..The worshipper

should further conceive himselfas receiving homage from the goddesses,

Locana and others, and as bearing the image of Amoghasiddhi on the

crown.”

Images of Dhanada Tara are found in Tibet? and China’, Fig. 172

illustrates a Nepalese drawing.

7. SITATARA

Colour—White Arms—Four

Midi a—Utpala Midra

Sitatard, as the name implies, is a Tara of white variety with one

face and four arms. She is accompanied by two goddesses Marici and

Mahamiayiri. It may be remembered that Khadiravani also is accom-

panied by Marici and Ekajata ; but the difference is that Khadiravani

1, Clark: TLP, II, p, 282.

2. Getty : GNB, p. 123.

3. Ciark: TLP, II, p. 283.
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is two-armed whereas Sitatara is four-armed. The Dhyana contained

in the only Sadhana for her worship in the Sadhanamala describes her

form in the following terms :

‘“Tarabhagavatim suklain trinetrim caturbhujam Pajica-Tathagatamu-

kutiih nanilankiram, bhujadvayena utpalamidrain dadhanam, daksina-

bhujena cintamaniratnasamy uktavaradam, sarvasattvanadm 4§im_ pari-

purayantim, vamenotpalamanjarim vibhranam dhyayat.

Tasya daksinaparsve Mouriciin pitam candrasanam nilambaram

dvibhujim: ; vamena= = raktasokapallavadharam, daksinena sitacamara-

dharain ; raktakanicukabharanim.

Vamaparsve Mahamiyiiuiin piyangusyamim dvibhujam ; vamena

mayivapicchadharam, daksinena cimaradharam, evam vicintya...”

Sadhanamala, p. 215.

“The worshipper should visualise himself! as the goddess (Sita)-

Tara of white complexion. with three cyes and four arms, She bears

the images of the five Dhyani Buddhas on her crown, is decked in

many ornaments, exhibits the Utpala mids: with the first pair of hands,

displays the Varada mitidra along with the Cintimani jewel in the second

ight, and caries the Utpila bud in the second left, and fulfils the

prayers ofall beings.

To her right is Mazici who is yellow in complexion, sits on the

moon, is clad in blue garments, is two-armed and carries the bough

with red Asoka flowers in the Ieft hand and the Camara in the right.

She wears a ied jacket and ornaments.

To her left is Mahamiyiit of green colour, like the Priyangu fruit,

who is two-armed and caries the peacock’s feathers in the left hand

and the Gamara in the right. Thus meditating .”’.

Ihnnages of Sitatdra are found im ‘Tibet! and China?,

8. PARNASABARI

Colour—Green Faces—- Three

Vahana—Diseases (in human form) Asana—Pratyalidha

One form of Parnasabari of yellow colour has already been discuss-

ed along with the female emanations of the Dhyani Buddha Aksobhya.

But here her complexion is green probably because the Dhyini Buddha

Amoghasiddhi, from whom she is said to emanate, is of that colour.

The Mantra calls her ‘Pisaci’ and also ‘Sarvamiriprasamani’ or “the

destroyer of all diseases and epidemics’. She is almost identical
——= eee ee mS ee eee ee ee

——

i. Getty. GNB, p 122.

2 Clark: TLP, II, pp. 18 , 216.
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with the form that has been described previously, except that here

her colour is green and she bears the image of Amoghasiddhi on her

crown, instead of that of Aksobhya. She carries the same weapons

as the previous one, but the expressions of their faces are verv different,

there a pleasant beaming smile, here an angiy laugh. As the two

specimens of Parnasabari discovered in East Bengal both bear the

image of Amoghasiddhi on the crown, it is necessary to quote the

Dhyana in this case also, for a comparison of the details with the

images reproduced here :

‘‘Parnasabarim haritiin trimukhain trinetrim syadbhujam krsnagukla-

daksinavaminanam vajra-parasu-Saradakyinakaratrayam karmuka-patra-

cchati-sapaSsatarjanivamakaratrayam = sakrodhahasit inaniam navayauva-

navatim sapatramalivyaghracarmanivasanam isallambodarim

urdhvasainyatakesiin adho asesarogamiripadakrantam Amoghasiddhi-

mukutith atmanam jhatiti nispadya ..”’ Sadhanamal.i, p. 308

‘The worshipper should conceive himself as Parnasabari, who has a

green complexion, three-faces, three eyes, and six arms. Her right and

left faces are of blue and white colour respectively. She catries in

her three right hands the Vajra, the Parasu and the arrow, and in her
three left, the bow, the cluster of leaves and the Tarjanipasa. Her faces

show an angry laugh. She isin the prime of youth, is decked in tiger-

skin anda garment of leaves, has a slightly protruding belly, and hair

tied up above. She tiamples under her feet various diseases and _pesti-

lences, and bears the image of Amoghasiddhi on the crown, Thus

meditating ..’’.

e The two images of Parnasabari (Figs. 173 and 174) have been dlis-

covered by Mr. N. K. Bhattasali!. These two images follow the Sadhana

most accurately in all details; the angry laugh has been correctly

depicted in the three faces, and the belly slightly protrudes. ‘To

the right and left are two divinitics, Hayagriva, the Hindu god of

Fever, and Sitala, the Hindu goddess of small-pox, and they are

represented in the images as flying in opposite directions to escape

the wrath of Parnasabari. The prostrate figures under the feet are

the Diseases and Pestilences, in human shape. ‘The figure under

the right leg, apparently, is a man attacked with small-pox, as we

can judge from the circular marks all over his body; the other

figure under the left foot, 1s probably attacked with some fatal disease.

Both the images of Parnasabari are decidedly very fine specimens of the

Bengal schvol of art.

> Bhattasali : IBBS, p. 58f. Plate XXIII.

30

— ee ee _e
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Parnasabari is represented in Tibet? and China’,

9, MAHAMAYTRI

Colour—Green Faces—Three

Arms—Six Asana—Ardhaparyanka

Mahamayiri is another goddess of the Pajicaraks& group, and is

affiliated to Amoghasiddhi in the same way as the other members of the

group are affiliated to one or another of the Dhyani Buddhas. She is

different in form when worshipped in the Pajicaraksi Mandala, which

will be descrilyed later. When she bears the image of Amoghasiddhi

on the crown she is three-faced and six-armed, but she may have another

form with one face, two arms and yellow complexion, in which case

she will hold peacock’s feathers in the right hand and display the Varada

mudra in the left. The three-faced and six-armed form of Mahamayiri

has been described in the Sidhanamuali as follows :

“Mahamiyitrim haritavarnam trimukhaty sadbhujam pratimukham

trinetrim krsnasukladaksinetravadanim ; daksinatrihastesu yathakra-

tnam mayurapiccha-bana-vaiadaniidriah ; tatha vamatrihastesu ratnacch-

ticipotsangasthakalasah ; vicitralharanim, srigdrarasiin, mavayau-

vanam, candriisane candraprabhavatim ardhaparyankinim Amoghasiddi-

mukutim bhavayet atmanain’’.

Sadhanamala, p. 400

‘The worshipper should visualise himself as Mahamayari, who has

a green complexion, six arms, and three faces, each enduwed with three

eyes. Her right and left faces are of blue and white colour respec-

tively. She shows in her three right hands the peacock’s feathers, the

arrow and the Varada midra, and similarly, in the three left hands the

jewel, the bow, and the water-vessel on the lap. She is decked in

wonderful ornaments, displays the sentiment of passionate love, is

youthful, has her seat on, and the radiance of the moon, sits in the

Ardhaparyanka attitude, and bears the image of Amoghasiddhi on the

crown”’,

Mahamiyuri is popular in Tibet’ and China‘ and her images are

found in these countries. She is said to nullify the effect of snake-

poison.

Gordon : ITL, p. 71 ; Getty : GNB, pp. 134, 135.

Clark : TLP, I, pp. 207, 287 two-armed, 287.

Gordon : ITL, p. 74; Getty : GNB, p. 136.

Clatk : TLP, II, pp. 206, 275.moo No
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10. VAJRASRNKHALA

Colour—Green Faces—Three

Arms—Eight Asana—Lalita

Symbol—-Chain

Three Sadhanas in the Sidhanamila& are devoted to the worship of

Vajrasrnkhala. Her colour is green, and as she emanates from Amo-

ghasiddhi she bears the image of that Dhyani Buddha on the crown.

«Srnkhala” means a chain, and as the goddess carries a chain, marked
with a Vajra, she is called Vajrasrnkhala. The chain, therefore, is her

characteristic sign and should be paid particular attention to, 1n identi-

fying her images, ifever, they come to light. She may be compared

with Vajrasphota another chain bearing deity. One of the Dhyanas

describes her form in the following manner :

‘Haritam trimukhaim astabhuj.im; prathamamukhain isaddhisarasam;

daksinam kapilam kapilalocanam ca; vimam raktam bhrkutidainstrz-

karalain; daksinesu- catuhkaresu abhaya-vajra-srnkhala-saradhar.iin ;

vamacatuhkaraih rudhirapirnakapala-tarjani-pasa-capadharam ; lalitak-

Sepasanastham, maijjaracarmottariyam, Amoghasiddhibhisitordhva-

pingalakesain vicintya ..

Vajyrasrnkhala Sadhanam.” Sadhanamala, p. +14

‘The worshipper should visualise himself as (Vajrasmmkhala) of

grcen complexion, with three faces and eight arms. Her first face is

gently smiling, right face is of brown colour with brown eyes, and the

teft is of red colour and appears terrible with contortions of the brows

‘and bare fangs. She showsin the four right hands the Abhaya pose,

the Vajra, the Vajiasrnkhala and the arrow, and in the four left, the

Kapala full of blood, the Tarjani, the noose and the bow. She sits

in the Lalita attitude, has a scarf of cat’s shin, and her brown hair rises

upwards and is decorated with the image of Amoghasiddhi. Thus

meditating...”

Vajrasrukhala may, according to the Sadhanas, have another form!

with three faces and six arms, in which case she carries the Vajra, the

Vajrasriikhala and the arrow in the three right hands ; and the Tarjani,

the noose and the bow in three left hands. The illustration (Fig,

175) shows this form of the goddess as drawn by the native Citrakdras

of Nepal. She is represented in China?,

|. Sadhana No. 207 in the Sadhanamila, p. 413.
2. Clark: ‘CLP, II, pp. 196, 311.
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11, VAJRAGANDHARI

Colour—Blue Faces—Six

Arms—Twelve Asana—Pratyalidha

The name of Vajragandhiri is already mentioned in connection with

the Mandala of the cight-armed Kurukulla, an emanation of Amitibha.

In this Mandala it is definitely said that Vajragandhiri should bear the

image of her sire Amoghasiddhi on her crown. She is thus included

in the family of Amoghasiddhi, Vajragindhari is one of the terrible

goddesses endowed with six faces and twelve arms. A short Sadhana

in the Sadhanamala describes her form as follows :

“Vajragandhari krsna sanmukhi dvadagabhuji drdhvapingalakesi

pratyalidhapada darmstrikaralavadana pratimukham trinetra. Daksina-

bhujesu) yathakramam vajra-vajraghanta-khadga-trisila-bana-cakrani ;

vamasad bhujesu khatvangankusa-dhanuh-parasu-pasa-hrtta:janyah ;

prathamamukham krsnam, aparani mukhani paficavarnani visvapadma-

siirydsana ceti’’, Ssadhanamala, pp. 403-404

‘“Vajragandhari is blue in colou, six-faced and twelve-armed with

brown hair rising upwards. She stands in the Pratyialidha attitude, and

her faces look terrible with bare fangs and three eyes. She caries in her

six right hands 1. the Vajra, 2. the bell marked with a Vajra, 3. the

sword, 4. the trident, 5, the arrow, and 6. the discus, and in the

six left hands 1. the Khatvanga, 2. the goad, 3. the bow, 4. the

Parasu, 5. the noose and 6. the Tarjani against the chest. Her first

face is blue, and the other five faces show five different colours. She

tests on the sun supported by a double lotus”. |

The Dharani quoted in the Sadhanamala gives her the epithets of

Yogini and Bhismabhagini, and she is believed to be the consort of the

Yaksa general, Candavajrapani by name.

Statuettes of this goddess are fuund in China‘.

J. Clark TLP, II, pp. 196, 290.



CHAPTER X

EMANATIONS OF RATNASAMBHAVA

I. GODS

Ratnasambhava is comparatively unimportant in the pantheon of

the Northern Buddhists, as is evident from the small number of deities

that emanate from him, It has already been pointed out that Jambhala

and Vasudhard were known long before the Dhyini Buddhas were

ushered into existence and it appears, therefore, that Jambhala has been

assigned to Ratnasambhava at a late ;e iod. Jambhala is connected

with wealth and is said to distribute gems, jewels and riches to is

devotees. Again Ratnasambhava means ‘J -wel-born’ and whom might

Jambhala, the god of wealth, call his sire if not the Dhyini Buddha

born of jewels? If one o: two forms of Jambhala emanate fiom

Ratnasambhava, it may be reasonably expected that at least one or two

forms of his consort, Vasudhdara, should also issue from the same source.

Inspite of all this, the Buddhists were clivided in their opinion as to the

sire of Jambhala, the followers of the Aksobhya cult holding him

as originating from Aksobhya.

Mah§apratisara, another of his emanations, belongs to the Pajicaraksa

group, and affiliates herself to Ratnasambhava in the same way as the

other members of the g.oup affiliate themselves to one or another of the

fiwe Dhyani Buddhas. Ratnasambhava is distinguished from the other

Dhyani Buddhas by his yellow colour and the Varada midri he displays

with his right hand. The male deities that emanate from Ratnasambhava

are Jambhala and Ucchusma-Jamlhala, the latter being regarded as a

terrible form of Jambhala.

1, JAMBHALA

Several of Jambhala’s forms arc noticed in the Sadhanamala, which

states that the god may emanate either from Aksobhya, or from Ratna-

sambhava. The form that emanates from Aksobhya has already been

described. The characteristic feature of Jambhala emanating from

Ratnasambhava is that he carries the mongoose in his right hand and the

citron in the left, The mongoose is supposed to be the receptacle of

all gems and jewels, and when Jambhala presses the two sides of the

mongoose it vomits the treasures within. It is this mongoose which
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makes it easy to identify Jambhala images. As an emanation of Ratna-

sambhava he may either be represented alone, or in the embrace of his

Sakti in yab-yum. Inthe Sadhanamala only three Dhyanas describe

him as single.

When represented in yab-yum, he sits on the muon under which

there isa double lotus of cight petals. He wears all sorts of ornaments,

his complexion is golden yellow and he hasa protruding belly. He

cariies the citron and the mongoose in the right and left hands res-

pectively, wears a garland of yellow lotus, and remains in yab-yum with

Vasudhara. ‘The eight petals of the lotus seat are occupied by the eight

Yaksas, to wit, Manibhadra, Pirnabhadra, Dhanada, Vaisravana, Keli-

mali, Civikundali, Sukhendra and Carendra who are identical in all

respects with the principal figme. Each Yaksa is accompanied by a

Sakti with whom he remains in yab-yum in the same way as Jambhala

remains with Vasudhdara, and the name of these eight Yaksinis are :

Citrakah, Datta, Sudatta, Arya, Subhadra, Gupta. Devi and Sarasvati.

The Yaksinis are identical in form with Vasudhara, who is yellow in

complexion, carries the ears of corn and shows the Varada midra in

her two hands.

When’ single, Jambhala is of golden complexion and carries the

mongoose in the left hand and the citron in the right. The illustration

(Fig. 176) shows a stone image from Nepal which was im the possession

of the late Pandit Siddhiharsa. Here the god is represented as sitting in

the Lalita attitude. T'wo other specimens (Figs. 177 and 178) from

Vikrampur!, m Eastern Bengal, depict the god in the same attitude, and

they are some of the finest products of the Bengal art of medieval times.

There is another form: of Jambhala which is two-armed, carries the

citron and the mongoose in his two hands and tramples upon two senii-

divine beings Sankhamunda and Padmamunda by name, apparently in

the Alidha attitude’.

(a) JAMBHALA (Yab-Yurn)

Colour —White Faces—Three

Arins—S1x

Jambhala in yah-yum has another form with three faces, six arms and

white colour. According to the Sadhana his two faces to the right and

left are red and blue respectively. Jambhala sits in the Vajraparyanka

attitude, and embraces his Prajiia Vasudhara of his own creation with

1 Bhattasali - IBBS, p. 3+, Pl XI.

2. Sadhana No. 287 in the Sidhanamila, p. 564.
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the two principal hands. In the two remaining right hands he carrie:

the red Vajra and the sword, and in the two remaining left hands he

holds the emerald and the lotus. In all other respects he is identical!

with the forms described previously!. ,

Images of Jambhala are found in Tibet? and China’. Fig. 179

illustrates a Nepalese drawing of the deity in yab-yum.

2. UCCHUSMA JAMBHALA

Asana—Pratyalidha Appearance. Terrible

Vahana—Kuveia

This Ucchusma Jambhala is identical in form with the one already

discussed under the emanations of Aksobhya. Here also Ucchusma

stands in the Pratydlidha attitude with his left Ieg stretched forward

on the forehead of Kuvera while the right tramples upon his two legs

He is terrible to behold, with protruding belly, bare fangs and the

snakes for ornaments. He holds the Kapala full of blood agamst his

chest in the right hand and looks eagerly at it with three eves. ‘The left

hand as usual holds the mongoose.

Ucchusma Jambhala is rarely represented and his images are not

known except the one at Sarnath already described under the emana-

tions of Aksobhya, This unique imaye shows all the characteristic

features of the god as obtained fromthe Sadhanas. The figure shows

his consort Vasudhird in the left, but the effigy of neither Aksobhya nor

Ratnasambhava can be seen on his head. Itis Ainitabha who is there.

Nevertheless, this is the only figure known to students of iconography,

as representing Ucchusma Jambhala.

e Jambhala in his fierce form of Ucchusma or Dimbha is not known

either in Tibet or in China.

II, GODDESSES

Several Buddhist goddesses emanate from the Dhyani Buddha Ratna-

sambhava with the yellow colour and the Varada midra as his recog-

nition symbol. He presides over the Ratnakula o: the collection of

deities with the jewel as their family symbol, and the yellow colour as

their family colour. All deities which are not specifically mentioned

as emanations of a particular Dhyani Buddha can be assigned to the

Dhyani Buddha Ratnasambhava, provided that they have yellow colour.

On this principle the undernoted deities are brought under Ratnasam-

bhava, and described one after another.
Ensues

1. Sadhana No. 297 in the Sadhanamala, p. 581.

2. Getty: GNB, p. 159.

§. Clark: TLP, II, pp. 203 ; ( six-armed ), p. 310.
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3, VAJRATARA

Colour—Golden Yellow Faces—Four

Arms—Eight

According to a definite statement! contained in the Vajratara

Mandala of the Nispannayogavali, the Dhyani Buddha Ratnasambhava

is the spiritual sire of Vajratari. She is four-faced and eight-armed

and her description is as under :

‘“Bhagavati Vajratara suvarnavarna...hemabha-subhra-nila-lohitami-

la-savya-pascimottara-caturvaktra astabhuja savyair-vajram pasam saram

sankham ca vibhrati vamaih pitotpalam cipam ankusam tarjanim ca.”

NSP, p. 38

“Goddess Vajrataia is of golden yellow colour...She is four-faced.

The principal face is golden in colour, the right is white, the one behind

is blue and the left red. She has cight arms. In her four right hands she

shows the Vajra, the noose, the arrow and the conch. In the four left

she has the yellow night lotus, the bow, the goad, and the raised Tarjani’’.

Vajratara is a popular deity in Buddhism and her images are found

almost everywhere in India. She is popular also in Nepal. In the

Chinese collection of statuettes at Peiping an image of Vajratara is

found under the title of Astabhuja Vajratara’.

Here, at least one very peculiar image of Vajratara may be noted. It

is in the Indian Museum, Calcutta. The Indian Museum bronze of

Vajratira is in the form of a lotus, and represents the complete Man-

dala with all the attendant deities’. It is so constructed that it can be

opened and closed at will. The petals are eight in number, and each

bears the image of an attendant deity. The Dhyana describing her

form in the Sadhanamala and explaining this particular image is as

under :

Matrmandalamadhyastham Taradevim vibhavayet I

Astabhujam caturvaktrim sarvalankarabhusitam II

Kanakavarnanibhim bhavyam kumiarilaksanojjvalam I

Paficabuddhanwkutim vajrasiryabhisekayam 11

Navayauvanalavanyam calatkanakakundalim I

Visvapadmasam asinam raktaprabhivibhusitam II

Vajra-pasa-tatha-Sankha-saccharodyatadaksinim I

Vajrankusotpaladhanustarjani-vamadhariniin I

Vajraparyankayogena sadhayet bhuvanatrayain II

Sadhanamali, p. 179

1. NSP: p. 38, Vajratarayah kuleso Ratnefah. ; an —
2. Clark: TLP, HH, p. 210.

3. See also Bhattasah : IBBS, pp. 45f. pl. XV, XVI, XVII,



EMANATIONS OF RATNASAMBHAVA 241

““The worshipper should conceive himself as Vajrataéra, who is in the

midst of the circle of the Eight Mothers, is eight-armed, four-faced, and

decked in all ornaments. Her complexion is like the colour of gold, and

she is graceful and resplendent with the auspicious marks of a virgin ; she

bears the images of the five Dhyani Buddhas on her crown, and is born of

the water of consecration of the Vajra and the sun ; she is effulgent in her

blooming youth, has swaying ear-rings, sits on the double lotus, and

radiates red-hued light ; she carries in her right hands the Vajra, the

noose, the conch and the swift arrow, and in the left the Vajrankusa, the

Utpala, the bow and the Tarjani. Thus conceiving her as sitting in the

Vajraparyanka attitude (the worshipper) may conquer the three worlds.”

The Sadhana further describes the deities constituting the Mandala.

In the four cardinal points there should be four goddesses on the four

petals of the lotus on which Vajratara sits.

l. Puspatara (East)

‘‘Pirvena Pispataram tu sitavarndm manoramam I!

Omkaraksaranispannam puspadamakarakulam_ I

Dvibhujam ekavaktrajica sarvalankarabhisitam” I] ~

“On the east is Puspatara, who is white and winsome, is born of the

syllable ‘Om’, carries the garland of flowers, is two-armed, one-faced and

decked in all ornaments.

2. Dhipatara (South)

“Daksine Dhipataraim tu krsnavarnam surupinim =|

Dhipasakhakaravyagram sarvalankarabhisitam” Il

*‘On the south is Dhipatara, who is of blue colour, attractive, carries

the Dhipa (incense) stick and is decked in all ornaments.”

3. Dipatara (West)

‘-Pascime Dipatarajica dipayastikarakuli I

Pitavarnam mahabhisain calatkanakakundalam” IJ

On the west is Dipatara, who carries the torch in her hands, is of

yellow complexion, profusely ornamented and has ear-rings swaying.

4. Gandhatara (North)

‘“‘Uttare Gandhataram tu gandhasankhakarakulam I

Raktavarnanibham devim bhavayet garbhamandale” II

Qn the north is Gandhatara, who carries in her hands the conch of
scents, and has red complexion.

, 31
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All these (goddesses) should be situated in the inner circle.”

The Sadhana further. says that the following Guardians of the Gates

should also be meditated upon as standing round the principal goddess, but

apparently not in the same circle with the four described above.

| 5. Vajrankusi (East)

“Pirvadvire Vajrankusim ekavaktram dvibhujim vajanhkrsotpalaha-

stam vikrtavadanam krsnavarnam’’.

“On the eastern gate there is Vajrankusi who is one-faced and two-

atmed. She carries in her two hands the goad matked with a Vajra

and the night lotus. She has 2 distorted face and is blue in colour.’”

6, Vajrapasi (South)

“Daksinadvare Vajrapasim pitavarnadin vikrtananans ekavaktrinty dvi-

hhujam vajrapasahastain”’.

“On the southern gate there is Vajrapasi of yellow colour. She has

one distorted face. She carries in he: two hands the noose marked with

a Vajra”’.

7, Vajrasphoti (West}

“Pascimadvare Vajrasphotim raktavarnans ckavaktrass dvibhujaty

vikrtavadanam vajrasphotahastam”.

“On the western gate there is Vajiasphoti of red colour, She has one

distorted face. In her two hands she carries the chain marked with

a Vajra’’,

8. Vajraghanti (North)

“Ouaradvire Vajraghantam svetavarnain ekavaktrath dvibhujam vik

Mavadandm vajtaglian(ahastain’’.

«On the northern gate there is Vajraghanta of white colour. She has

one distorted face. In her two hands she carries the bell marked with a

Vajra’’.

9. Usnisavijayi (Above}

Goddess Usnisavijaya occupies the upper regions. ,

10. Sutmbha (Below)

Goddess Sumbha o¢cupies the lower régions.

All these goddesses starid oh the orb of the sun in the Alidha attitude

with the right leg stretched forward. They aré radiant like the Sun-god

dnd are surrounded with a fiery halo. They are decked in ornametits of

snakes,
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These goddesses originate from the ten different letters of the

mantra of Vajratara, which is “Om Tare Tuttare Ture Svaha”’, consisting

of ten syllables. Each syllable brings forth a goddess, and these

goddesses are said to be the embodiments of the ten Paramitas of the

Mahayana School.

The following are some of the instances in which the mantra of

Vajratara might be applied with success. Let a knot be tied at the end

of a cloth over which the mantra has been recited seven times, and its

wearer can go even to the most inaccessible regions of the Vindhya

mountains without being molested. Tigers, thieves, crocndiles, lions,

snakes, elephants, buffaloes, bears, bulls and the like will flee or even

be destroyed, at the mere recital of the name of the goddess. If one

hundred and eight lotuses are offered into the fire with this mantra, it

will be enough to subdue any woman born of man. The feather of a

crow over which this mantra has been recited thirty-two times, if kept

concealed within the house of an enemy, will destroy it mysteriously in

the course of a week, There is no need to multiply instances. It is

cnough to say that Vajratira is sure to biing success to her worshipper

in anything he may undertake, and that is the reason why she is so

popular among the Vajrayanists.

Fig. 180 illustrates the Indian Museum image of Vajratara enclosed

within a lotus, surrounded by all the ten deities of the Vajratara Man-

dala. Fig. 18] is the Orissa image of Vajratira illustrated in N. N. Vasu’s

Mayurbhanj Archacological Survey. Fig. 182 is the image of Vajratara

discovered at the Sarasvausthan close to the Svayambhu ‘Temple in Nepal.

Fig. 183 illustrates the Peiping statuette of Puspatara, one of the

attendants of Vajratara.

4, MAHAPRATISARA

Varieties-—]. ‘Three-Faced, Ten-Armed

2. Four-Faced, Eight-Armed

Mahapratisara’ is the principal goddess in the Pajicaraksa group,

and her worship is widely prevalent amongst the Tantric Buddhists,

She is represented either singly or ina Mandala in the company of four

other Pajficaraksi deities. She is generally yellow when worshipped

independently, and white when worshipped in the Mandala of the five

goddesses. She may be represented with four faces and eight arms,

or with three faces and ten arms, in accordance with the Sadhanas, but

in actual representations she may have three faces and cight arms. The
lel ee em ee ee ee ee ee —— —

1. See also Bhattasali : IBBS, p- 61 and Pl. XXIV.
ow ee oe —— a an - ——_e
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form with three faces and exzht arms, ‘is said to bear the image of

Ratnasambhava on the crown, and the other yellow form may also be

assigned to this Dhyaini Buddha. The Sadhana describes the former in

the following terms :

‘‘Mahapratisara pita trimukhi pratimukham trinayana dasabhuji

krsnasitadaksinetaravadana daksinapaficabhujesu yathakramam khadga-

vajra-bana-varada-hrdayasayihastasthacchatrani tatha vimapaficabhujesu

capa-dhvaja-ratnacchata-parasu-sankhah Ratnasambhavamukuti krsna-

kaficukaraktottariya ca ardhaparyanka-lalitaksepa divyabharanavastra-

bhiisita ceti,” Sadhanamaila, p. 401-402

*‘Mahapratisara has yellow complexion, three faces, each with

three eyes, and ten arms; her right and left faces are of blue and

white colour respectively. She carries in her five right hands the sword,

the Vajra, the arrow, the Varada midra and the parasol held against

her chest, and her five Jeft hands similarly hold the bow, the banner,

the jewel, the Parasu and the conch. She bears the image of Ratna-

sambhava on the crown, hasa blue jacket and a red scarf, sits on the

Ardhaparyanka in the Lalita attitude, and wears celestial ornaments and

garments’’.

The form with four faces and eight arms is described under the five

Raksa deities. But there is another form which is worshipped indepen-

dently, and which is almost identical with the preceding one, except

that here she is endowed with four faces and eight arms. The princi-

pal face is yellow, the right white, the left red, and the face behind blue.

She carries in her four right hands the sword, the Cakra, the Trisila

and the arrow, and in the four left the Parasu, the bow, the noose and

the Vajra. ‘

Two photographs (Figs. 184, 185) represent this form of the goddess,

and these tally with the Sadhana in all other respects except that they

have only three faces instead of four.

The goddess is popular in Tibet! and China’.

5, VASUDHARA

Colour—Yellow Face—One

Arms—T'wo Symbol—Eais of Cort

Vasudhara is the consort of Jambhala and bears the image of cither

Aksobhya or Ratnasambhava .on her crown. Several Sadhana in

the Sadhanamila describe her form which is invariably two-armed. As

1. Gordon: ITB, p. 76,

2. Clark: TLP, II, p. 289 (two-armed).

i
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none of the Sidhanas mentions the Asana, she may be represented in

any attitude, standing or sitting. She is richly decked in ornaments and

is invariably accompanied by her attendants. Her complexion is always

yellow, and she carries in her left hand the ears of corn with the vessel

that showers gems, while the right hand exhibits the Varada midra.

The short Sadhana describing her is as follows :

“Pita-Vam karaparinatam dvibhujaikamukhim pitam navayauvana-

bharanavastravibhisitam dhanyamajijarinanaratnavarsamainaghatavama-

hastain daksinena varadam anekasakhijana-parivrtam vis, apadmacandra-

sanastham Ratnasambhavamukutinim.. nispadya’’.

Sadhanamala, p. 422-3

“‘The worshipper should conceive himself as (Vasudhara) who ori-

ginates from the yellow germ syllable ‘Vam’. She is two-armed, one-

faced, of yellow complexion, is in the prime of youth and is decked in

all sorts of ornaments and garments. She carries in her left hand the

ears of corn on a vessel showering gems, while the right exhibits the

Varada miidra. She is surrounded by many lady friends, rests on the

moon over the double lotus, and bears the image of Ratnasambhava on

the crown...”’.

Images of Vasudhara are not generally met with in ‘sculpture.

She accompanies Ucchusma in the unique Sarnath image already refer -

ed to. The other image from Sarnath is mutilated beyond recognition,

In both cases, however, she is represented as standing. Fig. 186 illustrates

a Nepalese drawing of the goddess.

Vasudhara is sometimes represented as one-faced and six-anmed, and

as sitting in the Lalita attitude. In the three right hands she exhibits

the Namaskara miidra, the Varada miidra and the ears of corn, The

first left hand has the book, the second the eais of corn, and the

third carries the vessel containing jewels on the lap. Her hair rises

upwards in the shape ofa flame, she is beautifully decked in ornaments

and her expression is truly peaceful. Fig. 187 1:epresents this variety

of the goddess and is a fine specimen of Newari art. Fig. 188 illustrates

a beautiful bronze image of Vasudhara in the Baroda museum.

Images of Vasudhara are found in Tibet’ but not in China.

6. APARAJITA

Colour—Yellow

Identification Mark—Trampling upon Ganesa

Midra—Capetadana (Slapping)

The name of Aparajita occurs in the Dhyana for Astabhuja Kuru-

kulla already quoted and translated. There she is said to bear the

1. Gordon : ITL, p. 72 ; Getty : GNB, p. 131.
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image of ‘Ratnasambhava on her crown, and to ‘carry in her four hands

the staff, the goad, the bell and the noose. .

Aparajita is an interesting Buddhist goddess. She tramples upon

Ganesa, and one of her hands is raised in the attitude of dealing a slap,

while her parasol, according to the Sadhana, is held by important

Hindu gods, Avery short Sadhana is devoted to her worship, and

the Dhyara contained in the Sadhana describes the form of Aparajita

thus :

“Aparajita pita dvibhujaikamukhi nanaratnopasobhita Ganapatisa-

makranta capetadinwbhinayadaksinakara, grhitapasatarjanikahrdayasthi-

tavamabhuji atibhayankarakardlarandramukhi —_asesamranirdalani

Bialbmadidustaraud:adevataparikarocchritacchatra ceti.”’

Sadhanamala, p. 403

*Aparajita is yellow in complexion, two-armed, one-faced, is decked

1 various gems, and tramples upon Ganesa. Her right hand ts raised,

displaying the act of dealing a slap, while the Iecft cairies the noose

round the raised index finger against her chest. Her face is awful,

terrible and ferocious, She is the destroyer of all wicked beings, and her

parasol is raised over her head by the host of wicked and ferocious gods,

Brahma and others”.

In the Sadhana one epithet of the goddess deserves special notice.

It is Ganapalisamakianta “Who tramples upon Ganapati’. The word

‘akranta’ is derived from the original root ‘krain’ to ‘trample’. On

the strength of thi, epithet of the goddess the Nalanda fragment (Fig.

189) showing only the lower half of the full image is identified with

that of Aparayta. In it, the figure to the right of the principal goddess

appears to be India and the rod held by him seem; to be the handle of

the parasol required to be held = over her head by the gods led

by Brahmi. ‘The upper part of the Nalanda image is unfortunately

lost. Had it been complete, it would have been possible to find the

Capetadana midra in the right hand of the goddess and the noose with

the raised index finger in the left, and a parasol over her head in conti-

nuation of the broken handle.

This identification was confirmed when subsequently the Indian

Museum image (Fig. 193) was discovered. This image is only slightly

mutilated but is complete, and resembles the Nalanda fragment in the

lower portion, while the whole image follows with precision, the direc-

tions given in the Sadhana quoied above. This new discovery leaves

no room for doubt regarding the identification.

Aparajita is known in Chinat,
_— eee re epyiiete oe i

1, Clark: ‘TLP, I, pp. 208, 290.
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7, VAJRAYOGINI

(I) HEADLESS FORM

Colour—Yellow Asana—Alidha

Companions—-Two Arms.--Two

Symbols—Kartri and severed head

Vajrayogini is another of the important and popular goddesses who

does not seem to bear the image of any of the Dhyani Buddhas on the

crown, Four Sadhanas describe her forms, which are three in number

and conform to two distinct types, very different form each other, In

one case, she has no head onher shoulder, but carries it in her hand,

and in another, she has her head intact. The former form is identical

in appearance with the Hindu goddess Chhinnamasta belonging to the

group of ten Mahividyas. It is therefore possible to conclude that

this Buddhist goddess was borrowed and incorporated wholly into

their pantheon by the Hindus. She is always accompanied by the two

Yoginis on either side of her, who are called Vajravairocani and Vajra-
varnani. The Sidhana describing her headless form is as follyws :

“Bhartarikim Vajrayoginiin ..pitavarnam svayameva svakartri-karti-

ta-svamastaka-vamahastasthitam daksinahastakaitiisahitim, trdhvavis-

trtavamaly)ihuin, adhonamitadaksinabahum, vasahsinyim, prasiritadak-

sinapadam sankucitavimapadam, bhavayct. Kavandhannihsrtyasrkdha-

ra svamukhe prav isati, apare ubhayoh parsvayoginyor-mukhe pravisati

iti bhavayet. .

Vamadaksinaparsvayoh 4) 4mavarna-Vajravarnani-pitayarna-Vajra-

Vairocanyau vamadaksinahastakartrisahite, daksinavimahastakai ppara-

sahite, prasdritavamapadaprasaritadaksinapade sankucitetarapade muk-

takesyau bhavayet ubhayoh parsvayoh, vihayor-yoginyor-madhye

antarikse atibhayikulam smasanam bhivayet.”

Sadhanainala, p. 452-453

“The worshipper should conceive himself as Bhattarika Vajrayoyini
..,0f yellow colour, who carries in her left hand her own head severed

by herself with her own Kartri held in her right hand. Her left hand 1s

raised upwards while the right is placed below. She is nude, and her

right Jeg is stretched while the left is bent down. He (the worshipper)

should also meditate on the streams of blood issuing from the severed

body as falling into the mouth of the severed head and into the moutlis

of the two, Yoginis.on either side of her.

He (the worshipper) should also conceive the two Yoginis to the
left and right (of the principal goddess), the green Vajravarnani and the
yellow Vajrayairocani, both of whom carry the Kartri in their left and
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right hands respectively, and the cup made ofa skull in the right and

left hands respectively. Their left and right legs respectively are stret-

ched forward, while the other legs are bent, and they have dishevelled

hair. On all sides, between the two Yoginis and in the firmament there

is the awful cremation ground”.

(Il) RED FORM

Colour-——Red Vahana—Corpse

Symbols -—Vajra and Kapala Asana—Alidha

The Red form is no less terrible than the one described above.

She is surrounded on all sides by the terrible burning grounds, She

stands in the Alidha attitude, onthe orb ofthe sun, is in the prime

of youth, and has red complexion. She rides the corpse, is nude, has

three eyes, 1ed and round, contorted brows, protruding belly and

tongue, and is endowed with the six auspicious symbols. She carries

the Kapaila in the left hand and the Vajra in the right, while the Khat-

vanga hangs from her left shoulder. This form of Vajrayogini 1s

similar in many respects to the forms of both Nairatma and Vajra-

varahi, sq much so, indeed, that a confusion is likely to arise in the

identification of their images. If an image shows the cdlancing attitude

in| Ardhaparyanka, it may be identified as Nairatma o: Vajravarahi,

hut if it shows the Alidha attitude, it may have to be identified as Vajra-

vogini, The excrescence near the right ear and the corpse lying on its

chest 1s peculiar only to Vajravdrahi ; while the absence of the excres-

cence and the corpse lying on its back point to Nairatma. The Alidha

attitude is peculian only to Vajrayogini.

(III) YELLOW FORM

Colour— Yellow Arms—Two

Symbols—Kartri and Kapala

She may also have a Yellow form when according to the Sadhana,

she will carry the Kantri and the Kapala, but in other respects will

he identical with the one just described. Another Sadhana adds

the information that the Kapaia should be filled with the blood of the

Devas (gods) and the Asuras (demons) and that the hand carrying the

Kartri may show the Tarjani also.

. Vajrayogini is one of the consorts of Heruka, who remains with her

in yab-yum, and their union is the subject of the celebrated Heruka-

Tantra. The temple of Vajrayogini at Sanku (Fig. 191) in Nepal does

not contain an image of any of these varieties of Vajrayogini. It con-

tains the image of Ugratara, more popularly known as Mahicina-Tara,

which is believed to have been carried over there by Bengali priests



EMANATIONS OF RATNASAMBHAVA 249

from a place of the same name in the District of Dacca, about A.D.

1350, when the Muhammadans led their victorious armies over Eastern

Bengal.

Images of Vajrayogini are found in Tibet'.

8. PRASANNATARA

Colour—Yellow Faces—Eight

Arms—Sixteen

Prasannatara is mentioned twice in the Sidhanamala, once as a com-

panion of Astabhuja Kurukulla and once again as a principal deity in

the Sadhana. As a companion of Kurukulla she is red, but her indepen-

dent form shows the yellow colour. Thus in the absence of more de-

finite information, she has to be assigned to the family of the Dhyani

Buddha Ratnasambhava of yellow colour. The Sadhana devoted to her

independent form gives her the epithets of Amrtamukhi and Amrta-

locana and there is no doubt that except for the face on the top all her

seven faces are represented as having charmingly sweet expression.

But she is not benign and peaceful. She is fearful like Vidyujjvalaka-

rali, a form of Ekajata. The Dhyana describes her form in the follow-

ing terms :

‘‘Hemavarnam mahaghoram Taradevim maharddhikajn 1

Trinetram astavadanam bhujasodasabhisitam II

Ordhvapingalakesain sardragatardhamundamalakrtaharam.

Pratyalidhapadopetatn jagattranam mahabalain 1

Vicitravastranepathyam hasantim navayauvanam II

*Pradhanamukham pitarm daksinam dvitiyath nilamn, trtiyam syamam

caturtham ‘gaganasy4mam,vime kundasannibham, dvitiyam raktain, trti-
yam gaganasyamam trdhvasyam dhimravarnabham mahaghoram vikato-

tkatam ; daksina-karesu khadga-utpala-sara-vajra-ankuga-danda-kartri-

abhayadharam ; vamabhujesu sapasatarjani-kapala-dhanuh-khatvanga-

vajrapasa-Brahmasirah-ratnakalasadharam ; visvapadmacandrastham

siiryyaprabhavibhisitam ; vamapadena Indram, daksinapddena Upen-

dram, padadvayamadhye Rudram Brahmanam cakramya sthitam, sarva-

varanavinasanim bhavayet.

Prasannatara-Sadhanam.”’ Sadhanamala, p. 241

“The worshipper should conceive himself as (Prasannatarai) who

is of golden complexion, of terrible appearance, bestows prosperity,

is three-eyed, eight-faced and sixteen-armed. Her brown hair rises

upwards and her necklace is made of half-a-hundred heads wet with

1. Gordon: TLP, p. 81. _

$2
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blood. She emancipates the universe and is terrible to behold. She

stands in the Pratyalidha attitude, has smiling faces, is in the fulness of

youth and her garments are of variegated colour, Her first face is

yellow, the second to the right is blue, the third green, and the fourth

blue like the sky ; the face to the left is white like the Kunda flower,

the second red, and the third blue like the sky ; the face on the top is

of the colour of smoke, terrible in appearance, distorted and disfigured.

In her eight right hands are: 1. the Khatvanza, 2. the Uptala, 3. the

arrow, 4. the Vajra, 5. the Ankusa, 6. the staff, 7. the Kartri and

8. the Abhaya pose ; and in the left 1. the noose with the Tarjani, 2.

the Kapila, 3. the bow, 4. the Khatvanga, 5. the Vajra, 6. the noose,

7. the head of Brahma, and 8. the vessel of gems. She stands on

the moon over the double lotus, is radiant with the glow of the sun,

tramples under her left foot Indra, under the right Upendra, and presses

Rudra and Brahma between the two, and destroys the veils of igno:ance”’.

Fig. 192 illustrates a Nepalese drawing of the goddess which talkies

with the Sadhana in major details.



CHAPTER XI

COLLECTIVE DEITIES

It has been pointed out earlier that the Buddhists, in the medieval

age started an unrelenting process of deification by turning all objects,

cosmic principles, literature, letters of the alphabet, the directions and

even the desires into gods and goddesses, with forms, colour, poses of

sitting, and weapons. In this manner the ten directions, eight kinds

of head-dress, the different kinds of protection, the dances, musical

instruments, components of the door, four kinds of light, important animals,

and various other things were all deified with form, colour and weapons.

In this chapter these collective deities will be briefly described.

l. TEN GODS OF DIRECTION

The process of deification was applied in Vajrayana to the four "
cardinal directions, North, South, East and West, and the four interme-

diate corners, such as Vayu, Agni, Isana and Nairrta. With the top and

the bottom the quarters numbered ten, and thus the Buddhist Tantras

added ten gods of the quarters to the already numerous gods in their pan-

theon. The deities of the ten quarters are not, however, the monopoly of

the Buddhists, and it is believed that the Buddhists were indebted to the

Hindus far the deification of the quarters. Amongst the Hindus the

eight Dikpalas are commonly found in the Puranas and Tantric works,

The Dikpalas are supposed to guard the ten quarters, and are said to be

the presiding deities of these directions, or in other words, they are

regarded as the embodiments of these quarters in the form of deities.

The Buddhists improved upon the original ideas of the Hindus and

showed in an artistic style their origin in an Assembly of the Faithful

where the Highest Lord sits in different Samadhis (meditations), and

the rays issuing out of his body condense themselves first into syllables

which give rise to the different Guardians of the Gates. This process of

deification is described in the first chapter of the Guhyasamaja a resume

of which is already given in this book in the very first chapter.

These deities of the ten quarters are frequently mentioned in the

Sadhanas. In the Mandalas of the Nispannayogavali they are invariably
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present and their places are accurately stated. They are always collec-

tively mentioned in the Mandalas or Circles of deities where the direc-

tions play an important part. Their chief function is to remove all

sorts of obstacles for the protection of Dharma.

The ten deities of the quarters are described differently in the

different Mandalas in the Nispannayogavali, and they are sometimes

represented along with their Saktis often in close embrace. They are

often violent in appearance, and although it is not possible here to deal

with al] their forms, it is not reasonable to omit a reference to them in

the present state of our knowledge of the Buddhist pantheon. The ten

deities are, therefore, described here one after another in their recog-

nized order, with the relevant passages from the Nispannayogavali

describing their forms.

I. YAMANTAKA

Colour—Blue Arms— Six

Faces—-Three Direction—East

Yamintaka presides over the East and is one of the popular deities

of the Buddhist pantheon, He is also known as Yamari who is often

endowed with two forms known as Krsna-Yamari and Rakta-Yamiri.

Some of his forms and Sadhanas have already been dealt with in an

earlier chapter. Independent Tantras are also ascribed to his worship.

As a guardian of the Eastern quarter Yamintaka is described in the

Mafijuvajra Mandala of the Nispannayogavali, alone with his nine other

colleagues. He is described there as :

“Tatra pirvasyam arayam Yamantakah krsnah krsnasitaraktamukhah

krsnavajramudgara-khadga-mani-kamaladhari”. NSP, p. 1!

“On the Eastern spoke of the wheel there is Yamantaka of blue

colour. His three faces have blue, white and red colour. He holds in

his four hands the hammer marked with the blue Vajra, the sword,

the jewel and the lotus,”

Yamiantaka is six-armed like all other Krodha deities of the quarters.

All the Krodha deities including Yamantaka embrace their Saktis with
their two principal hands,

In the Vajrahinkadra Mandala his second name is given as Vajra-

danda. His images are found in China! as also in Tibet?.

1, Clark: TLP, I, pp. 52, 73.

2, Gordon: ITL, p.90; Getty : GNB, p. 164.
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2. PRAJNANTAKA

Colour—White Faces—Three

Arms—Six Direction —South

The second deity in the series is Prajfiantaka who presides over the

Southern direction. He is described in the same Mandala as :

‘“Daksinasyam Prajiiintakah sitah [sita] krsnaraktamukho Vajranki-

tasitadandasimanipadmadhari.”’ NSP, p. 2

“In the South, there is Prajfiintaka, who is white in colour having

three faces of white, blue and red colour. In his four hands he shows

the white staff marked with a Vajra, the sword, the jewel and the lotus.”’

The two other hands hold the Sakti. In the Vajrahankara Mandala

his second nanie is given as Vajrakundali, His images are found in China’,

3. PADMANTAKA

Colour—Red Faces --Three

Arms —SIx Direction -—-West

The third Lord of the quarters is Padmintaka who is descrjbed in the

Nispannayogava:i with the following words :

‘‘Pascimayim Padmintako raktah raktanilasitasyo raktapadmasima-

nicakradhari”’, NSP, p. 2

‘‘Padmantaka is in the West and is red in colour with three faces of

red, blue and white colour, He holds the red lotus, the sword, the

jewel and the discus’.

. The two principal hands hold the Sakti in embrace. In the Vajra-
hinkadra Mandala he is known by the name of Vajrosnisa. His images

are found in China’.

4. VIGHNANTAKA

Colour—Green Faces—Thice

Arms—Six Direction—No: th

The fourth deity in the series is Vighnantaka who is already well-

known and an account of whom appears in an earlier chapter of this

book, Vighndntaka as the lord of the North appears in the Nispannayo-

gavali as follows :

‘‘Uttarasyam Vighnantako haritah haritasitaraktamukhah karalavaj-

rasimanipadmadhari”’. NSP, p. 2

1. Clark: TLP, II, p. 59.

2. For his statuette in China as Vajrogniga, see Clark : TLP, I!, pp. 49, ¢ 5.
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‘‘Vighnantaka is in the North and is green in colour. His three

faces show green, white and red colour. He holds the fearful Vajra,

the sword, the jewel and the lotus.”’

The principal hands embrace the Sakti as usual. In the Vajrahinkara

Mandala his second name is Analarka. His images are found in China},

5. TAKKIRAJA

Colour—Blue Faces—Three

Arms—Six Direction—Agni (S. E.)

Takkiraja as the guardian of the Agni corner is very frequently

referred to in the Nispannayogavali. He is described as :

‘Ayneyyam Takkirajo nilah nilasitaraktasyo niladandakhadgaman-

yabjadhari’’, NSP, p. 2

‘‘Takkiraja is in the Agni corner and is blue in colour. His three

faces are blue, white and red. He holds the blue staff, the sword, the

jewel and the lotus.”

The two principal hands hold the Sakti as usual.

In the Vajrahinkara Mandala his name is Vajrayaksa. In the Dhar-

madhatuvagisvara Mandala he is Vajrajvalanalarka. His images are

found in Ghina?,

6. NILADANDA

Colour- Blue Faces—Three

Arms— Six Direction—Natrta (S. W.)

The sixth deity in the series is Niladanda who is the presiding deity
of the Nairrta corner, His form is described as :

“Nairrtyain Niladandah krsnah krsnasitaraktasyo niladandakha‘ga-

manyabjadhari’’. NSP, p. 2

‘In the Nairrta corner appears Niladanda who is of blue colour

having three faces of blue, white and red colour. He holds the blue

staff, the sword, the jewel and the lotus,”

‘The two principal hands hold the Sakti.

In the Vajrahinkara Mandala his name is Vajrakala. But in the

Dharmadhituvigisvara Mandala his name is Herukavajra. His images

are found in China’,

1. Clark: TLP, 1, pp. 217, 351.

2. Clark: TLP, II, p. 303 (as Takkiraja), pp. 69, 145, 269 (as Vajrayaks3).

3. Clark : ‘TLP, II, p. 49 (as Niladanda); and p. 75 (as Vajrakila).
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7, MAHABALA

Colour—Blue Faces- - Three

Arms—Six Direction- -Vayu (N. W )

The seventh deity in the series is Mahabala, who is the presiding

deity of the intermediate corner of Vayu. His form is described in the

Nispannayogavali in the following words :

‘‘Vayavyam Mahabalah krsnah krsuasitaraktamukhah trisdlasimanih-

amaladhari.” NSP, p. 2

‘In the Vayu corner appears Mahibala of blue colour with three

faces of blue, white and red colouw.. He holds the Tiisdla, the sword,

the jewel and the lotus,”

As usual, with the principal hands he holds the Sakti.

In the Vajrahiinkara Mandala he is given the name of Mahakala. But

in the Dharmadhatuvagisvara Mandala he is known as Paramisva. [Tis

images are found in China!,

8. ACALA

Colour—Blue Faces— Three

Arms—Six Direction—Isana (N. E.)

Acala is the eighth deity in the series, and is regarded as the presid-

ing deity of the Isina corner. His form is several times described in

the Nispannayogavali. It is probable that this deity is the same as

Acala who is known as Candarosana and is described already in an

earlier chapter.

The description of his form is given below :

‘‘Aiganyam Acalo nilakekarah nilasitaraktasyah khadgavajramanipa-

dmadhari.”’ NSP, p. 2

‘‘In the sana corner there is Acala with blue complexion. His three

faces are blue, white and red. He holds the sword, the Vajra, the jewel

and the lotus.”’ |

In the two principal hands he holds the Sakti in embrace.

' Inthe Vajrahinkara Mandala he is given the name of Vajrabhisana,

but in the Dharmadhatuvagiivara Mandala his name is Trailokyavijaya,

His images are found in China*.

1. Clark : TLP, II, pp. 49, 217 (as Mahabala) ; p. 75 (as Mahikilavajra).

2. Clark: TLP, II, p. 116 (as Trailokyavijaya).
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9. USNISA

Colour—Yellow Faces—Three

Arms—Six Direction—Up

The ninth deity in this series is Usnisa who is also known as Usnisa-

cakravarti, and presides over the sky above. His form is described thus

in the Nispannayogavali :

“Ordhve Usnisacakravarti pitah pitanilaraktasyah pitacakrakhadga-

manipadmadhari”’. ' NSP, p. 2

‘In the upper region there is Usnisacakravarti of yellow colour. His

thiee faces are yellow, blue and red. He holds the yellow discus, the

sword, the jewel and the lotus.”’

His two principal hands hold the Sakti as usual. His images are

found in China!,

10. SUMBHARAJA

Colour—Blue Faces—Three

Arms-—Six Direction—Down

The tenth deity in this series, is Sumbharaja who is the embodiment

of the Nether regions, His form is described in the Mafijuvajramandala

’ as follows :

“Adhah Sumbharajo nilah nilasitaraktasyo vajrakhadgamanikamala-

bbrt.”” NSP, p. 2

Below is Sumbharaja who is blue in colour. His three faces are

blue, white and red. He holds in his four hands the Vajra, the sword,

the jewel and the lotus,”

With the two principal hands he holds the Sakti in embrace.

In the Vajrahinkara Mandala he is known by the name of Vajrapita-

la. He is not represented in the Chinese collection.

II, SIX GODDESSES OF DIRECTION

Just as there are ten gods of the quarters of all the Mandalas of

principal gods, even so there are six goddesses presiding over the six

quarters, with different names and different weapons in their hands, An

account of these goddesses ty not only interesting but also very important

for the purpose of identifying deities of the Buddhist pantheon.

Their names and weapons are recorded in the Mandala of Vajra-

tara in the Nispannayogavali (p. 38) as alsoin the Vajratarasadhanam

(p. 185) in the Sidhanamili. If Puspa, Dhipa, Dipa and Gandhi are

added, the number will be ten for the directions.

lL. Clark: TLP, Hl, p. 76.
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I. VAJRANKUSI

Colour—White Face-—One

Arms—Two Direction—East

Symbol—Goad

The first goddess in the series is Vajrankusi who is the presiding

deity of the Eastern direction. Her form is as follows :

“Parvadvare Vajrankusi (Sukla) suklankusdnkasavyakara’’.

NSP, p. 38

“Qn the Eastern gate is Vajrankusi white in colour holding in her

right hand the white Goad’’.

The left hand shows like the rest the raised index finger. Her images

are found in China’.

2. VAJRAPASI

Colour—Yellow Face—One

Arms—T'wo Direction—South

Symbol— Noose

The second goddess in the series is Vajrapasi who is the presiding

deity of the Southern quarter. Her form is as follows :

‘‘Daksine Vajiapasi pita pasabhrt-savyapanipallava”’.

NSP, p. 38

“In the South is Vajrapasi, yellow in colour holding in the right

hand the Noose’’. "

She shows the raised index finger in the left hand. Her image is

found in China?. One of the Chinese statuettes is illustrated in Fig. 193.

3. VAJRASPHOTA

Colour—Red Face—One

Arms—Two Direction—West

Symbol—Chain

The third goddess in the series is Vajrasphota as the presiding deity

of the Western direction. Her form is given as under :

‘‘Pascime Vajrasphota rakti vajrasphotankasavyakara’’.

NSP, p. 38

1. Clark : TLP, II, p. 64.

2. Clark: TLP, II, p. 64.

38
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“In the West, there is Vajrasphota, red in colour, holding in her
right hand the Chain marked with a Vajra’’.

The left hand as usual displays the raised index finger. There are

statuettes of this deity in China!. One of the Chinese statuettes is

illustrated in Fig. 194.

+. VAJRAGHANTA

Colour --Green Face--—One

Arms—Two Direction—Nortla

Symbol—Bell

The fourth deity in the series is Vajraghanta, who is the embodiment

of the Northern direction and is described as follows :

“Uttare Vapaghanta syama vajraghantankadaksinabhnja ”.

NSP, p. 38

“In the North there is Vajraghanta, green in colour, holding in her

right hand the Bell’’.

' ‘The left hand of the goddess displays as usual the raised index linger.

A statuette of this goddess oecurs in the Chinese collection*.

§. USNISAVIJAYA

Colour—White Face--One

Arms—Two Oirection—p

Symbol-—Discus

Thre filth goddess in the series is Usnisavijaya who is the presiding

deity of the Upper region. Her form is deseribed thus :

*Orddtwe Usnisavijaya sukka cakrabhrtsavvabhuja”

NSP, p. 36

‘In the upper region there is goodess Usnisavijaya, white in colour,

holding the Discus in her right hand”.

The left hand of the goddess displays as usual the raised index finger.

A statuette of this deity occurs in China’.
i ee _ a= ahd daw e or Ls eal. tlo~

1, Clark: TLP, IT, pp. 64, 163.

2. Clark: TLP, Il, p. 286.

3. Clark: TLP, II, p: 65,
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6. SUMBHA

Colour—Blue Face—One

Arms—Two Direction—Down

Syinbol—Noose of Snake

The sixth and the last goddess in the series is Sumbha who is the

presiding deity of the Nether region. Her form is described as under :

“Adhah Sumbha nila savyena nagapasadhara’’.

NSP, p. 38

“Below is Sumbha blue in colour, holding in her left hand the

Noose made of a snake’.

Her left hand as usual displays the raised index finger. She is not

represented in the Chinese collection.

Il. EIGHT USNISA GODS

In Vajrayana there is a class of gods going under the generic name

of Usnisas. The word Usnisa means ‘the crown’ but the deities have

nothing to do with the crown. They are usually placed like the gods of

Direction, in the four principal directions and the four intermediaté

corners. These eight Usnisa gods seem to be an extension of the four

Dhvini Buddhas, and they show their characteristic symbols and

mudrais. ‘hey are nevertheless popular in Tantric works, and_ their

statues are found in China. Hence it is necessary to make a passing

reference to these Usnisa gods briefly, for without an account of these

this ¢hapter is likely to be incomplete. Belowis given a description of

these special deities in the same order as they appear in the Durgati-

parisodhana Mandala of the Nispannayogavali. The Usnisa deities

like all other deities of the Mandala are two-armed and one-iaced. They

wear vich dress and ornaments, and a bejewelled crown. They sit on

human beings.

1 VAJROSNISA

‘olour-—White Symbol—Bhisparsa

Direc tion—East

The first deity in this Usnisa series of gods is Vajrosnisa and his

form is described thus :

‘Parvare Vajrosnisah Suklo Bhiisparsamiidrah”’.
NSP, p. 66
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“On the Eastern spoke there is Vajrosnisa of white colour. He

shows the Bhiisparsa (Earth-touching) midra”.

A statue of this god is found in the Chinese collection’. Fig. 195

illustrates this Chinese statuette.

2. RATNOSNISA

Colour—Blue S8ymbol—Varada

Direction—South

The second deity in the Usnisa series of gods is Ratnosnisa and his

form is described as under :

*‘Daksindre Ratnosniso nilo Varadamidrayanvitah”.

NSP, p. 66.

“On the Southern spoke there is Ratnosnisa whto is blue in colour

and shows the Varada midra’”’.

His statuette is not found im the Chinese collection.

3. PADMOSNISA

Colour—Red Symbol-—Dhyana

Direction—West

The third deity in the series of eight Usnisa gods is called Padmto-

snisa and his form is described as under :

**Pascimare Padmogniso rakto Dhyanarmidrayanvitah’’. .

NSP, p. 66,

“On the Western spoke there is Padmoynisa who is red in colour and

shows the Dhyana madra”.

He is not represented in the Chinese collectios,

4, VISVOSNISA

Colowr—Green S$ymbol—Abhays

Direction—North

The fourth deity in the series of eight Usnisa gods is called Visvomiga

and his form is described as under ‘

“Uttarare Visvogniso harito Abhayapradah”.

ee ee - - — asim —— ed a & a ee oe

‘, Clark: TLP, Il, p. 65-
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“On the Northern spoke there is Visvosnisa who is green in colour

and shows the Abhaya miidra’”’.

He is not represented in the Chinese collection.

5. TEJOSNISA

Colour—Whitish red Symbol—Sun

Direction—Agni (S.E.)

The fifth deity in the series of the eight Usnisa gods is called Tejo-

$nisa, and his form is described as under :

“Agneyare Tejosnisah sitaraktamisravarnah sitryabhrddaksinapanih

katisthavamakarah”’.

NSP. p. 66

“On the spoke in the Agni corner there is Tejosnisa of whitish red

colour. In his right hand he holds the disc of the sun while the left

rests on the hip”’.

A statuette of his is found in the Ghinese collection under the title

of Tejorasyusnisa!,

6. DHVAJOSNISA

Colour—Reddish blue Symbol—Cintamani Banner

Direction—Nairrta (s.w.)

The sixth deity in the series of eight Usnisa gods is called Dhvajosnisa,

and his form is described in the f6llowing words :

““Nairrtyire Dhvajosniso raktamisrakrsnah Cintamanidhvajadharah

karabhyam”. NSP, p. 66

“On the spoke in the Nairrta corner there is Dhvajosnisa who is

reddish blue in colour, He holds in his two hands the Cintamani banner”,

He is not represented in the Chinese collection,

7. TIKSNOSNISA

Colour—Sky-green Symbol—Sword and Book

Direction—Vayu (N.W.)

The seventh deity in the series of eight Usnisa gods is called Tiksno-

gnisa, and his form is described in the following words :

| “Vayavyare Tiksnosniso nabhahsyamo daksinapanina krpanam vibh-

rdno vamena pustakam.” NSP, p. 66
we ee ee ee ee ame alee eae

peewee

1, Clark: TLP, U1, p. 158
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“On the spoke in the Vayu corner there is Tiksnognisa of sky-green

culour. He holds in the right hand the sword and in the left handa

manuscript,”

His statuette is {ound in the Chinese collection’.

§. CHHATROSNISA

Colour—White Symbol—Parasol

Direction—Isana (N.E.)

The eighth and the last deity in the series of eight Usnisa gods is

called Chhatrosnisa, and his form is described thus :

“Isanare Chhatrosniso subhro bhujabhyam chhatram vibhranah”,

NSP, p. 66

“On the spoke in the Isana corner there is Chhatrosnisa who is of

white colour, and holds in his two hands the Chhatra (parasol),

He is not 1epresented in the Chinese collection.

IV. FIVE PROTECTRESSES

The ‘five protectresses or the Raksa deities as they are called in

Tantric works, ate popular and well-known amongst the Mahayana

Buddhists, particularly of Nepal. A manuscript copy of the Pajica-

raksi describing the five Raksa deities, their worship on different occa-

sions and their powers, is to be found in almost every Buddhist house-

hold in Nepal. Such manuscripts are often very artistically written and

they bear miniature pictures of not only the five Raksa deitics but also

of other Buddhist deities such as the Dhyani Buddhas and their Saktis.

‘That their worship was much in vogue is evident from the fact chat

their images either in stone or in metal are mct with in almost all mona-

steries. The miniatures reproduced here are from a manuscript of

Paficaraksa in the possession of Dr. Evans Wentz.

‘The reason why the five Raksa dcities are popular is to be found |

in the Sidhanamali, According to this authority the five Raksa

deities, when worshipped, grant long life. They protect kingdoms,

villages and meadows. They protect men from evil spirits, diseases and

famines, and ftom all possible dangers that may befall mankind. The

Paficaraksi is recited m all varieties of domestic difficulties, such as,

illnesses, adversities, loss of wealth, cattle, etc.

All the five deities are worshipped either singly or collectively ina

Mandala, A description of the Paficaraks&a Mandala occurs both in

the Sidhanamala and the Nispannayogivali. In both Mahipratisara
ee ee A =a Se ee io

1. Clark: TLP, H, p. 131.
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is the central or the principal deity while the four others occupy the four

cardinal dire tions. Below is given a description of the five Raksa

deities as it appears in the Nispannayogavali.

l MAHAPRATISARA

Colour —Yellow Faces -Four

Arms—Twelve Symbol - Jewel

The place of Mahapratisara isin the centre of the Mandala, and

her form is described in the Nispannayogavali in the following words :

‘‘Mahapratisara pitabharaktaprabhamandala caturmukha, milamukhan

pitam, savyam sitam, pascimain nilam, vamain raktam. Daksine ratna-

cchata-cakra-vajra sara-khadga-varadamiudrah,. Vamair-vajiam pasa tt-

silam dhanuh parasum Sankhath ca bibhnatiti dvadasabhuja. Caity.i-

lankrtasiraska vajraparyankasina’’. NSP, p. 42

“Mahipratisara has a yellowish red halo and is four-faced. The

first face 1s yellow, the right is white, the face behind is blue and the

left is of red colour, In her six right hands she holds: |. the jewel,

2. the discus, 3. the Vajra, 4. the arrow, 5. the sword and 6. the

Varada midra In the six left hands she displays: 1. the Vajya, 2. the

noose, 3. the trident, 4. the bow, 5. the axe and 6. the conch,

Thus the deity is twelve-armed, Her head is beautified with a Caitya,

and she sits in the Vajraparyanka attitude’.

The form described in the SAdhanamala is somewhat different. In

this work she has only eight arms instead of twelve. Fig. 196 illustrates

a miniature of MahiapratisarA in the collection of Dir. Evans Wentz.

She is also popular in Tibet’ and her statuette occurs in the Chinese

collection of Peiping®.

2, MAHASAHASRAPRAMARDANI

Colour—-White Faces--Foum

Arms-— Ten Symbol — Discus

Mahisahasrapramardani is the second deity in the vroup of five

Raksa deities and she is assigned to the eastern direction, Her form is

described in the Nispannayogiavali in the following words :

‘sPirvasyam disi Mahasahasrapramardani visvambhojacandre Ialitak-

sepena nisanna sukla candraprabhamandala caturmukhi, Mialam sitam,

savyam krsnam, prstham pitam, vamam haritafn. Savyabhujaih padma-

sthastaracakram varadam ankuSain banam krpanajica, Vamairvajratn

tarjanith pasam dhanuh pasajiceti dasabhuja.” NSP, p. 42

1. For a Tibetan specimen sec Gordon : ITL, p. 76.
2. Clark: TLP, IJ, pp. 190, 216, 276 as Pratisara.

ee ee — a
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“In the East there is Mahasahasrapramardani sitting in the Lalita

attitude on the orb of the moon placed on a double lotus. She is

white in colour, hasa halo of the white moon and is four-faced. Her

principal face is of white colour, the right blue, the face behind is

yellow and the left is of green colour, In her five right hands she shows

1. the eight-spoked wheel ona lotus, 2. the Varada midra, 3. the

goad, 4. the arrow and 5. the sword. In her five left hands she exhibits

I, the Vajra, 2, the raised index finger (Tarjani), 3. the noose

4. the bow and 5. the noose. Thus she is ten-armed”’,

The Sadhanamala describes her form somewhat differently. Here

the deity has only eight arms instead of ten. Her images are widely

known in Nepal, and in Tibet and China her statuettes are found’.

Fig. 197 illustrates a miniature in the collection of Dr. Evans Wentz.

3. MAHAMANTRANUSARINI

Colour —Blue Faces—Three

Arms—Twelve Symbol—-Vajra

The form of this third Raksa deity is described in the Nispannayo-

givali in the following words :

‘“Daksinasyam visvambhojasiirye suiryaprabha Mahamantranusarini

vajraparyankini krsna — krsnasitarakta-mila-avyavamamukhi, Dvada-

gabhuji. Savyetarabhyam dharmacakramidram bibhrana aparabhyam

samadhimudram. Aparau -daksinair-vajra-bana-varad-abhayamidrah .

Vamais-tarjanipasain cipam ratnacchatam padminkitakalasam ca”. ,

NSP, p. 42

“In the South on the orb of the sun over a double lotus there is

Mahamantranusirini with the halo of the sun. She sits in the Vajra-

paryanka attitude and is blue in colour. Her principal face is blue,

the right is white and the left is red. She is twelve-armed. With one

pair of hands she displays the 2. Dharmacakra midri. With another

pair of hands she exhibits the 4. Samadhi midra, In the remaining

four right hands she shows 5. the Vajra, 6, the arrow, 7. the Varada

and 8. the Abhaya midris. The remaining four left hands exhibit

9, the Tarjani with the noose, 10. the bow, 11. the jewel and 12.

the jar marked with a lotus’’.

Like the other deities of- the Paficaraksé group Mahamantranusarini

is also widely represented. She was probably known in China under
ee ee “=

A For Tibetan specimens, see Gordon : iTL, p 16, ‘Getty : GNB,p. 138.
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the title of Mantranudharini’. Fig. 198 illustrates a miniature of the

goddess in the collection of Dr. Evans Wentz. Here as well as in the

Sidhanamili the goddess is twelve-armed*.

4, MAHASITAVATI

Colour—Red Faces—Three

Arms—Eight Symbol—Lotus

The fourth deity in the series of five Raksi goddesses is named as

Mahiaisitavati to whom the western direction is assigned. Her form is

described in the Nispannayogavali thus :

‘“Pascimayam visvabjasirye ardhaparyankanisanna siryaprabha

Mahdsitavati rakta rakta-sita-krsnamilasavyetaravaktra. Astabhuja.

Savyaih sapadmabhayamn, Saram, vajram, khadgam. Vamais-tarjani-

pasain, capam, ratnadhvajam, hrdi pustakaim ca bibhrati’’.

NSP, p. 42

«In the West on the orb of the sun on a double lotus there is

Mahfasitavati sitting in the Ardhaparyanka attitude with the halo of

the sun. She is red in colour, and her faces show the red, the white

and the blue colour in the first, the right and the left faces respectively.

She is eight-armed. In the four right hands she displays |. the lotus with |

the Abhaya midra, 2. the arrow, 3. the Vajra and 4, the sword. In

the four left hands she shows 1. the noose with the Tarjani, 2. the

bow, 3. the jewel banner and 4. the manuscript against the chest”.

In the Sidhanamalé she is six-armed and green in colour. She is

widely represented in Buddhist countries. Under the title of Sitavati

she is known to the Chinese collection at Pciping?. Fig. 199 is an

illustration of her miniature in the collection of Dr. Evans Wentz‘,

° 5. MAHAMAYOURI

Colour—Green Faces --Thice

Arms—Eight Symbol—Mendicant on Bowl

Mahamiyiri is the fifth and the last detty of the Paficaraksi Mandala

of the Nispannayogavali, Her form is described in the following words :

“Uttarasyam visvabjacandre candraprabha sattvaparyanki Mahamday-

Ori harita harita-krsna-sikla-milasavyetaravaktra, Astabhuja. Savyair-

mayiirapiccham banam varadam khadgam ca. Vamaih patropari-

bhiksum cdpam utsangastharatnacchatavargighatam visvavajraratnanka-

dhvajamn ca bibhrana.”’ NSP, p. 42
wwmene

Clark : TLP, II, pp. 205, 275.

For a Tibetan specimen, sce Gordon : ITL, p. 76.

Clark : TLP, I, pp. 06, 275.

For a Tibetan specimen, see Gordon: ITL, p. 6.ap pe
39
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‘In the Noftth on the otb of the moon ona double lotus, with the

halo of the moon and sitting ona man, there is Mahamayiri. She

is green in colour, and her three faces show the green, the white and

the blue colour in the first, the right and the left faces respectively. She

is eight-armed. In the four right hands she holds 1. the jewel, 2. the

arrow, 3. the Varada midra and 4. the sword. In the four left hands

she shows 1. the mendicant on the bowl, 2. the bow, 3. the jar on

the lap showering jewels, and 4. the banner marked with the double

Vajra and the jewel’’.

The description of the goddess in the Sidhanamila is somewhat

different. Here she is endowed with the yellow colour. But in both

places: she is eight-armed. Like the other Raksa deities Mahimiyiri is

widely represented. She is known in Tibet! and in the Chinese collec-

tion at Peiping®. Fig. 200 illustrates a miniature in the collection of

Dr. Evans Wentz.

According to a statement in the Nispannayogivali any one of the five

Raksa deities may become a leader in the Mandala and occupy the

central position. All the other deities in that case will become her

subordinate. companions.

V. TARAS OF FIVE COLOUR

Strictly speaking, only those deities can be called Taras to whom the

mantra: Om Tare Tuttire Ture Svihi is assigned. In the simplest form
Taras carry the night lotus in the left hand and exhibit the Varada

miidra in the right. Some of them bear the miniature image of Amo-

ghasiddhi on their crowns, but others may not have any effigy of the

Dhyini Buddha. It is therefore difficult to identify their images, parti-

cularly in stone where no definite colour can be seen. Special attention

should therefore be paid not only to the particular pose in which the

different Taras sit but also to their companions in order to arrive ata

correct identification. In this section an attempt will be made to

indicate the characteristic features of the numerous Taris described in

the Sadhanas for the purpose of differentiation.

In the Tantric works there are so many different varieties of Tara

that it is physically impossible to classify them correctly without
reference to their peculiar colour. All Taras are therefore brought

together under one head in this section. From the colour of the different

Taras it will be possible to refer them to their respective Kulas or

families presided over by the five Dhyani Buddhas,

1. For Tibetan specimen, see ITL, pp. 74, 76 ; Getty : GNB, pp. 137-138.

2. Clark: TLP, II, pp. 206, 275.
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A. GREEN TARA!

1. Khadiravani Tara shows the Varada midrd in the right hand and

the night lotus in the left. She can be identified by the presence of

Asokakanta Marici and Ekajata.

2, Vasyatara has as her characteristic feature the Bhadrdsana or

the European fashion of sitting, It may be noticed however that she

is described as single and as such is not accompanied by any god or goddess.

3. Aryatara. The characteristic feature of this form of Tara is that

she sits in the Ardhaparyanka attitude and like Vasyatara is entirely alone.

4, Mahattari Tara may be distinguished by the Vajraparyanka

attitude in which she sits, and also by the fact of her being represen-

ted without any companion whatsoever (Fig. 210).

5. Varada Tara sits in the Ardhaparyanka attitude like Aryatara

but she can be easily recognised by the presence of four goddesses Aéoka-

kanta Marici, Mahamiayiri, Ekajata and Jinguli. (cf. Mahasri Tara).

6, Durgottarini Tara has green complexion, the lotus for her

seat, and garments of white colour ; she has four arms and she carries

in the first pair of hands the novse and the goad and displays in

the second the lotus and the Varada midra,

7. Dhanada Tara carries the book and the rosary in the first

. pair of hands, while the second pair carries objects similar to those

held by Durgottiiini. She has an animal for her Vahana, is accom-

panied by eight goddesses originating from the eight syllables of her

mantra and bears the image of Amoghasiddhi on the crown.

8. Janeuli emanates from Aksobhya and may have three different

colours, yellow, white and green. When green, she is four-armed,

and carries the Trisila, the peacock’s feathers and a snake in three

hands and exhibits the Abhaya miudra in the fourth.

9, Parnagabari when green, emanates from Amoghasiddhi and when

yellow from Aksobhya, and as such, both of her forms have already

been described. She is generally three-faced and six-armed but may

in rare cases, have four arms also. The peculiarity of the green

variety is that all the three faces depict irritated smile ( sakrodha-

hasitananam).

1. Getty: GNB, p. 123 gives a list of Taras of green colour.
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B. WHITE TARA!

I, Agstamahabhaya Tara. The distinguishing feature of this form

of Tara is that she sits in the Ardhaparyan'‘a attitude and is surrounded

by ten goddesses originating from the ten syllables of the Tara

mantra : Om Tare Tuttare Ture Svaha. Thes: ten deities are identical

in appearance with the principal deity.

2. Mrtyuvaficana Tard. The distinctive feature of this form of

Tara is that she bears a wheel on her chest. She is absolutely unatten-

ded and sits in the Vajraparyanka attitude.

3. Caturbhuja-Sitatara. Her form has already been described as

an emanation of the Dhyani Buddha Amoghasiddhi. She has four

arms and exhibits in the first pair of hands the Utpala midra, and the

lotus, and the Varada pose in the second. She may be recognized by the

presence of two goddesses, Mahamayfri aud Marici.

4. Sadbhuja-Sitatara. As she bears the image of Amoghasiddhi on

the crown, her form has already been described. She is three-faced and

six-armed and has no companions.

5. Visvamata, She has been described in the Sadhanamala as

*one-faced, with the white complexion of the moon, white garments and

a white serpent as her Vahana. She caries the white lotus in the left

hand and exhibits the Abhaya pose in the right. She has not been

described as bearing any image of her sire

6. Kurukulla as an emanation of Amitahha of red colour generally

assumes the red colour, but when two-armed, she has, accordiug to the

Sadhanamili the white colour. She carries the rosary and the bowl of,

lotus, and her Vahana is an animal.

7. Janguli as an emanation of Aksobhya ought to be of blue colour,
but according to the Sadhanamala she may have three colours, white

yellow or green. When white she is one-faced and four-armed, plays

on the Vina with the first pair of hands, and shows the white serpent

and the Abhaya pose in the second.

C. YELLOW TARA?

I. Vajratara. She is yellow, has four faces and eight arms and

bears the image of the Dhyani Buddha Ratnasambhava on her crown.

Forms of Vajratara have been described previously. She is accom+

panied by ten goddesses when worshipped in the Mandala.

1. Getty : GNB, p. 122 gives a list of Taras of white colour.
2» Getty : GNB, p. 124 gives a list of Taras of yellow colour.
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2. Janguli. The yellow variety of Janguli has three faces and six

arms and bears the image of the Dhyini Buddha Aksobhya on her

crown. This form has already been described.

3, Parnasabari. When yellow, Parnasabari is an emanatiun of

Aksobhya, has three faces and six arms, and a pleasant smile instead of

an irritated expression on her faces. This form of Parnasabari has

also been described under the female emanations of Aksobhya.

4. Bhrkuti is yellow and emanates from Amitabha. She is one-

faced and four-armed, shows the Varada miidra and the rosary in the

two right hands and carries the Tiidandi and the Kamandalu in the two

left.

D. BLUE TARA!

1, Ekajata. She may have several forms with blue colour, and she

bears the image of her sire Aksohhya on her crown in all cases. All

her forms have been described previously along with the other emana-

tions of the Dhyini Buddha Aksobhya including the terrible form which

goes by the name of Vidyujjvalikarali of blue colour, with twelve faces

and twenty-four arms, °

2. Mahiacina Tara. She also hears the image of Aksobhya on her

crown, and has already been cdescribed as one of the female emanations of

that Dhyani Buddha, She is called Mahacina Tara because she is believed

to have come from Mahicina, the place where she was originally wor-

shipped. She is the subject of the Mahacinakrama-Tanira, and has been

incorporated wholly into the Hindu Tantric pantheon.

: E. RED TARA?

There are not many Red Taras in the Sadhanamilay Kurukulli being

the only one belonging to the red variety. As she bears the image of

Amitabha on the crown, she inherits from him as vhis emanation, her

red complexion, Kurukulla may also bear the image of the five Dhyani

Buddhas on her crown, but that will make no-difference as to the colour

of her complexion. She will be white when two-armed, and red when

four, six or eight-armed, All her forms have been described previously,

VI. EIGHT GAURI GROUP

The eight deities of the Gauri group of goddesses are extremely

popular in Vajrayana and are found desvribed in several places both in

the Sadhanamala as well as in the Nispannayogavali. These goddesses

1. Getty : GNB, p. 125 gives a list of Taras of blue colour.

2. Getty : GNB, p. 126 gives a list of Taras of red colour.
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are represented also in the Chinese collection of statuettes in the city of

Reiping. Although it is not necessary to’ describe their different forms

extensively, it is however desirable that at least one form should be

recorded here to stimulate interest in their iconography and identification.

Below is therefore given the description of the eight deities of the Gauri

group in the same order as it appearsin the Paficadaka Mandala of

the Nispannayogavali. All the deities are violent in character with

fearful appearance and ornaments, and garlands of heads. They dance

in Pratydlidha and show the raised index finger with clasped fist against

the chest, as the common gesture.

1. GAURI

Colour—White Arms—-T'wo

Symbol—Goad

The first in the series is Gauri. Her form is described in the Pafica-

daka Mandala where the Gauri group of deities surround the principal

god Vajralaka, Gauri’s description is as under :

‘‘Gauri sita savyenankusadharini” NSP, p. 75

‘Gauri is white and holds in her right hand the goad”’. |

In the left hand she shows the Tarjani against the chest which is the

common gesture. Thee statuettes of this goddess are found in the

Chinese collection at Perping!.

2. CAURI

Colour—Yellow Arms—Two

Symbol—Noose

The second goddess in the Gauri group is Cauri whose form ic dcs-

cribed in the Paficadaka Mandala as follows :

“Cauri pita paisachara.” NSP, p. 75

‘Cauri is yellow in colour and holds in her right hand the noose’’.

She shows the raised index finger in the left like all other deities of

this group.

Only one statuette of this goddess is found in China?,

| 3. VETALI

Colour— Red Arms—Two

Symbol—Chain

The third goddess of the Gauri group is Vetali whose form is

described in the Paficajaka Mandala in the following words :

‘Vetali rakta bhuj ibhyam sphotabhrt.”’ ' NSP, p. 75’

1. Clark: TLP, I, pp. 72, 92, 105.

2. Clark: TLP, JI, p. 92.



COLLECTIVE DEITIES . Sl

“Vetili is red in colour and holds in her two hands the chain.”

A statuette of this goddess under the name cf Vajravetili is found

in the Chinese collection at Peiping'. Fig. 202 illustrates this Chinese

statuette,

' 4. GHASMARI

Colour—Green Arms— Two

Symbol—Bell

The fourth goddess of the Gauri group is Ghasmari whose form is

described in the Pajicadika Mandala as follows .

‘s<Ghasmari harita vajraghantadhara”’, NSP, p. 75

‘“Ghasmari is greenin colour and holdsin he: right hand the bell

marked with a Vajra”’.

The left shows the common gesture of Tarjani,

Two statuettes of this obscure goddess aie found in the Chinese

collection’. One of the two statuettes is illustrated in Fig. 203.

5S. PUKKASI

Colour—Blue Arms—Two

Symbol—Bow!

The fifth in the series of the Gauri group of goddesses is Pukkasi whose

form is described in the Paficadadka Men tala in the following wards :

*Pukkasi nila Bodhicittaghatahasta.” NSP, p. 75

“Pukkasi is blue in colour and holds in the right hand the bowl ol

Bodhi mind”’.

The left shows the Tatjani against the chest as a common gesture.

Two statuettes of this obscure goddess occur in the Chinese collection’.

One of the two statuettes 1s illustrated in Fig. 204.

6. SABARI

Colour—White Arms— J wo

Symbol—Meru

The sixth goddess in the series of eight deities of the Gauri group is

described in the Pajicadaka Mandala in the following words :

‘sSabari sita Merudhara”. NSP, p. 75

“Sabari is white in colour and holds in her right hand the Meru

mountain.”

The left exhibits the common gesture, the Tarjani.

Two statuettes of this goddess are found in the Chinese collection‘.
wee eee eit Fi ep don ao Me

1. Clark: TLP, II, p. 62.

2. Clark: TLP, II, pp. 96, 100.

% Clark: TLP, II, pp. 91, 100.

4. Clark: TLP, II, pp. 92, 100.
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7, CANDALI

Colour—Blue Arms—T wo

Symbol—Fire-pot

The seventh deity among the eight goddesses of the Gauri group is

known as Candali and her form is described in the Paficadaka Mandala

as follows :

“Candali nila vahnikundabhrt.”’ NSP, p. 75

“Candali is blue in colour, and holds a fire-pot in her right hand”.

The left shows the common gesture of Tarjani.

‘Two statuettes of this goddess are to be found in the Chinese

collection!,

8. DOMBI

Colour— Mixed Arms—Two

symbol—Banner

The eighth and the last goddess in the group of deities headed by

Gauri is described thus in the Paficadaka Mandala as an associate of

Vajradaka :

“Dombi visvavarna mahidhvajapatikasm dhatte”’, NSP, p. 75

*“Jombi is of mixed colour and caniics in her right hand the high

flag and banner’’,

The left hand displays the common gesture of the Tarjani against

the chest.

She is represented only once in the Chinese collection as Dombini*.

Fig. 205 illustrates this Chinese statuette.

VII. FOUR DANCE DEITIES

There are four deities in this group and they are homogenous in cha-

racter. hese are Lasya, Mala, Gita, and Nrtya, all required in the

saging of a drama or in entertainments. All these four deities are

popular in the Vajrayana pantheon and are descr bed times without

number both inthe Sadhanamili as well as in the Nispannayogavali.

In the Chinese collection at Peiping statuettes of these deities are found.

Although it is not possible to describe all their forms here, an endea-

vour will be made at least to describe one typical form of each for the

purpose of recognition. Below is given an account of the four goddesses

headed by Lasya in the same order as it occurs in the Paficadaka

Mandala of the Nispannayogavali. They are violent in character

with garland of severed heads, and dance in Praty lidha. They show
the Tarjani against the chest as the common gesture.

1. Clark: TLP, I, pp. 96, 110.

2. Clark : ‘TLP, II, p. 96.
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I. LASYA

Colour—Red Arms—Two

Symbol—Lasya dance

The first deity of the Lasya group is Lasya who is described in the

following words :

‘‘Lasya rakta sagarvam lasyabhinayobhayabhuja”’. NSP, p. 76

‘‘LLasya is of red colour and with pride she arranges her two hands in

the Lasya act’’.

Two statuettes of Lasya are found in the Chinese collection’. One of

the statuettes is illustrated in Fig. 206,

2. MALA (MALYA)

Colour—Red Arms—Two

Symbol—Garland

The second deity of this group is Mila who is described as follows :

“Mala rakta karabhyam ratnamalabhrt”. NSP, p. 76

“Mala is of red colour and holds in her two hands the garland of

jewels”’.

Three statuettes of this goddess under the slightly different name of

Malya occur in the Chinese collection of images at Peiping?.

° 3. GITA

Colour—Reddish white Arms—Two

Symbol—Indian Gong

The third deity of this group is Gita who is described in the Pajica-

daka Mandala as under :

“Gita raktasita bhujabhyam kamsike vadayanti’’. NSP, p. 76

‘Gita is reddish white in colour, and with her two hands she is

engaged in playing on the Indian gong (Kamsi).

Three statuettes of this goddess occur in the Chinese collection’,

One of these three statuettes is illustrated in Fig. 207.

1. Clark: TLP, II, pp. 63, 145.

2. Clark: TLP, II, pp. 63, 103, 145.

3. Clark: TLP, II, pp. 63, 94, 146.
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4, NRTYA

Colour—Mixed Arms——T' wa

Symbol—Vajra

The fourth and the Jast goddess in the Lasya group is Nrtya whose

form is thus described in the Nispannayogavali :

“Nrtya visvavarna savajrabhujabhyam nrtyant?’. NSP, p. 76

‘Nrtya is of variegated colour and she dances with her two hands

holding the Vajra’”’.

Three statuettes of this goddess are noted in the Chinese collection’.

One of the three statuettes is illustrated in Fig. 208.

VIN. FOUR MUSICAL INSTRUMENTS

There is a further group of goddesses representing the four musical]

instruments and arc often mentioned in the Sadhanas and Mandalas

as companions of important dcities. When everything else is deified

there is no reasun why these thusical instraments should not also

be deified. ° These four Musical Instruinents are named as Vanirsi (flute),

Vina (lute), Mukunda (kettle-drum) and Muraja (drum) and we find

them all deified with human forn, colour, faces, hands and symbols.

In the Vajradaka Mandala they are collectively described as nude, violent

in appearance, wearing garlands of skulls and severed heads and dancing

in Pratyalidha, They display the different instruments as their special

symbols. They are described below in the same order in which they

appear in the Pancadaka Mandala,

1, VAMSA

Colour-—Red Arms—T' wo

Symbol—Flute

The first in the series of deities representing the musical instruments

is called Vamsi whose form is described in the following term in the

Pancadaika Mandala :

‘Vamsa rakta karabhyam dhrtavatisamn vadayanti”. | NSP, p. 76

‘“Vaméa is red in colour. She holds the flute in her two hands and

plays on it”.

She is not represented in the Chinese collection.

1, Clark: TLP, 1, pp. 64,93,143. 0”
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2, VINA

Colour—Yellow Arms—Two

Symbol—Vin4a Instrument

The second goddess representing musical instiuments is called Vind,

and her form is described in the following words :

“Vina pita vinavidanakaradvaya.” NPS, p. 76

‘Vind is yellow in colour, With her two hands she plays on the

musical! instrument, the Vina.”

In the Chinese collection she is represented as goddess Vinadhara

which is the same as Vina?. This Chinese statuctte is illustrated in

Fig, 209.

3. MUKUNDA

Golour— White Arms—Two

Syinbol—Mukunda Instrument

The third goddess in this series is the goddess Mukund’ who plays

on the instrument called the Mukunda. Her form is described*thus in the

Nispannayogivali :

«Mukunda sti karabhyim Mukundain vadayanti.” = NSP, p. 76

“Mukunda is white in colou. She plays on the instrument called

the Mukunda with her two hands’’,

One statuette of Mukundi is found in the Chinese collection under

the name of Mukundadinra, who is the same as Mukunda*® ‘This

Chinese statuette is illustrated ia Fig. 210,

4. MURAJA

Colour—Smoky Arms—Two

Symbol --Muraja Instrument

The fourth and the last deity in the series of goddesses of musical

instruments is the goddess Murajai whose principal symbol is the Muraja

on which she plays. Her form is described as under :

‘Muraja dhamravarna murajavadanaparabhujadvaya.”

NSP, p. 76

“Muraja is of the colour of smoke, and she is engaged with her two

hands in playing on the Muraja instrument.”

She is not represented in the Chinese collection.

1, Clark: TLP, I, p. 107.

2. Clark: 'TLP, II, p. 17.
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IX. FOUR DOOR GODDESSES

The door is an important item in household furniture, because of

its power of giving protection against thieves and animals and unpleasant

intruders, The door planks, the lock, the key, and the curtain, all the

four are important articles, and thus these are all deified in Vajrayana,

They are given human form, colour, faces, arms and symbols. They

are found described in the Paficadaka Mandala of the Nispannayogavali,

Collectively they are described as nude, dancing in Pratydalidha, with

fearful appearance, and awe-inspiring ornaments. They are described

below in the same order in which they are treated in the Mandala. They

hold their special symbols appropriate to their names.

I, TALIKA

Colour—White |= Arms—T wo

Symbol—Lock

The first in the list of door goddesses, is Talika, Her form is des-

cribed as follows :

“Talika sita talikahasta’’, NSP, p. 77

‘Talika is white in colour and holds in her two hands the Talika or

the Lock.”’

A statuette of this most obscure but interesting deity is found in

the Chinese collection. In this collection her name is somewhat differ-

ently stated as Dvaratalakadhara', Fig. 211 illustrates her statuette in

China.

2. KUNCI

Colour—Yellow Arms—Two

Symbol—Keys

The second goddess in this series is called Kufici from the keys

that she holds. Her form is described as under :

‘“Kufici pita kuficikahasta”, NSP, p. 77

“‘Kufici is yellow in colour and holds the Keys in her two hands.”

A statuette of this goddess occurs in the Chinese collection under

the title Kuficikadharad. She is of the same description as above*.

1, Qlark: TLP,I1,p. 108 2”
2. Clark : TLP, II, pe 108.
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3. KAPATA

Colour—Red Arms—T'wo

Symbol—Planks

The third deity in the series of the four door goddesses is called

Kapata. Her form is described as follows :

‘“Kapata rakta kapatadhara”’. NSP, p. 77

“Kapata is of red colour and holds in her two hands the Door

Planks.”

A statuette of this goddess is found in the Chinese collection under

the title of Dvadradhara. The two are identical’. Fig. 212 illustrates

her statuette found at Peiping.

4. PATADHARINI

Colour—Blue Arms-— -Two

SymboMCurtain

The fourth and the last goddess in the series of four déities of the

door is called by the nameof Patadhirini. Her form is described in

the Pajicadaka Mandala as under :

“Patadharini krsna karabhyim kindapatam vibhrati.”

NSP, p. 77

‘‘Patadharini is blue in colour. She holds in her two hands the

curtain (Kandapata).

. A statuette of this goddess occurs in China under the title of Viti-

nadhara where Vitana means a curtain, The two are identical’.

X. FOUR LIGHT GODDESSES

There are four goddesses of Light in the Vajrayana pantheon, They

are named as Siiryahasta, Dipa, Ratnolka and Taditkara and described

in the Paficadaka Mandala of the Nispannayogavali. Collectively, they

are conceived as nude, and as violent in appearance with garland of

skulls and severed heads. They dance onacorpse in the Pratyalidha

attitude and hold their special marks of recognition in their hands.

They are described below in the order in which they appear in the

Pajficadaka Mandala.

1, Clark: TLP, I, p, 108.

2, Clark: TLP, II, p. 108.
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1. SORYAHASTA

Colour—White Arms—=I'wo

Symbol—Sun

Suryahasta is the first deity in the series of four goddesses of Light

and her form is described in the following words :

‘“Saryahasta sita sityamandaladhara”, NSP, p. 76

“Siryahasta is of white colour and she holds in her hands the disc of

the Sun”.

Once statuetie of the goddess is found in the Chinese collection

under the title of Saryadhara. The two are identical.

2. DIPA

Colour—-Blue Arms—T wo

Symbol— Light stick

The second Light deity is called Dipa. Her fo1m is described as under:

“Dipi nila dipayastibhrt.” NSP, p. 76

“Dipd is blue in colour and holds in her hands the light stick’’.

A statyette of this goddess occurs in the Chinese collection?. This

Chinese statuette illustrated in Fig. 213.

3. RATNOLKA

Colour -- Yellow Arms—two

Syvinbol —Jewel

The third in the series of four goddesses of Light is called Ratnolka.

She is described as under : ‘

“Ratnolka pita ratnadhara”. NSP, p. 76

“Ratnolka 1s yellow in colow: and holds the jewel in her hands”.

She is represented in the Chinese collection under the name of

Ulkadhara. This statuette is illustrated in Fig, ' 14,

4, TADITKARA

Colour—Green Arms—Two

Symbol—Lightning

The fourth and the last inthe series of four goddesses of Light is

called Taditkara (Lightning Bearer), Her form is described in the

following words :

“Taditkara harita vidyullatadhara”, NSP, p. 76

1 Clark: TLP, If, p. 88. _
4. Clark’ ‘I'LP, II, pp 67, 90.
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‘‘Taditkara is green in colour and holds in her hands the creeper-
like lightning”’.

A statuette of this poddess occurs in the Chinese collection under

the title of Vidyuddhara The image answers the description in all

details, The two are therefore identical!,

XI, FOUR ANIMAL-FACEND GODDESSES

There is a set of four very interesting deities described in the

Nispannayogavali ; they all have animal faces and have several forms.

They are each given a different direction in the Mandala, "Their names

are: Hayasya, SikarAsy, Svanasya, and Simbhiasyda, according to the
animal face they bear. To this number, in the Kilacakra Ma idala, four

more deities with birds faces are added for the intermediate corners,

These birds deities are named as Kakisya (erow-faced), Grdhrasya

(vulture-faced), Garudasyi (Garuda-faced) and Ulikisya (owl-faced).

All these are described in the text as violent in appearance, nude.

dancing on a corpse, and wearing garlands of severed heads, They carry

in their hands the Kartri (chopper) and the Kapila (skull-cup) A

Khatvanga (magic stick) hangs from their shoulders. Vhey are some-

times two-armed and sumetimes fou:-armed. When four armed, the four

chief deities are represented like the goddesses of the Vajrankusi

group. With regard to the face, it may be noted that the principal

face is either human or of an animal. When it is human, the

animal face is shown over the head or on the crown, Normally, there

are four goddesses in this group, but the series of goddesses found

ory inthe K4alacakra Mandala are without adequate description. The

group of four goddesses of the Nairatma Mandala is here described.

It may be noted that their images are also popular in the Chinese

collection of Peiping, although a few are available in India also.

1 HAYASYA

Colour—Whitish Blue Arms —Two

Symbol—-Horse-face

The first in the series of goddesses with animal faces is Hayasyi

(horse-faced) and her form is described in the Nairatmi Mindala in the

following words :

Porvadvare Hayasya sitanila”’. NSP, p.16

“On the Eastern gate there is Hayasya of whitish-blue colour’’.

1, Clark: TLP, II, p. 88.
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Like all other deities of the group she displays in her two hands the

Kartii and the Kapala,

In the Hevajra Mandala of the Nispannayogavali (p. 15) she is des-

cribed as four-armed and four-faced and as similar in appearance to

Vajrankuil,

She is not represented in Chinese collection.

2. SOKARASYA

Colour—Yellowish Blue Arms—T'wo

Symbol—Sow-face

The second in the series of four goddesses with animal faces 1s

Sakarasya ( sow-faced ) and her form is described in the Nairatma

Mandala thus:

“Daksine Sika: asya pitanila”. NSP, p. 16

“On the South there is Sikarasya with yellowish-blue colour’’.

Like all other goddesses of the group, she also holds the Kartri in

the right hand and the Kapala in the left.

She is also described as four-armed and four-faced, and as similar in

appearance to Vajrapasi?.

She is not represented in the Chinese collection.

3. SVANASYA

Colour—Reddish Blue §Arms—Two

Symbol—Dog-face

The third goddess in the series of four goddesses with animal faces

is called Svanasy4 (dog-faced) and is described in the Nairatma Mandala

as;

“Patcime Svanasy3 raktanila”. NSP, p. 16

“On the West there is Svanasya of reddish-blue colour’.

Like all other goddesses of the group she holds the Kartri in the

right hand and the Kapala in the left.

In the Hevajra Mandala she is described as four-faced and four-

armed and as similar in appearance to Vajrasphota.

She is not represented in the Chinese collection.
ees oe

1. A remarkable specimen of the four-armed variety of the goddess is illustrated

in Gordon: ITL, p. 80 under the title of Vajravarahi.
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4. SIMHASYA

Colour—Reddish Blue Arms—Two

Symbol—Lion-face

The fourth and the last deity in the series is called Simhasya (lion-

faced) in the Nairatmi Mandala. Her form is described thus :

“Uttare Simhasya raktanila”’. NSP, p. 16

‘On the North there is Simhasya of reddish blue colour’,

Like all other deities of the group she also holds the Kartri in the

right hand and the Kapala in the left.

She is described in the Hevajra Mandala as four-faced and four-

armed, and as similar in appearance to Vajraghanta,

Under the title of Simhavaktra she appears in the Chinese collec-

tion at Peiping!. She was also known in Tibet®. Figs, 215, 216 illus-

trate a very artistic specimen of Simhasya with human face with the face

of the lion overhead. This image is in the collection of Dr. Moghe of

Khar (Bombay).

XII. FOUR DAKINI GROUP

Usually in this group of goddesses are included the names of Dakini, |

Lama, Khandaroha and Ripini who are widely mentioned in the Tantric

works of rituals. In the Sambara Mandala of the Nispannayogavali

their nam?zs are mentioned as companion deities of Sambara. Again,

in the Satcakravarti Mandala they are mentioned as companion deities,

But their forms are found described only in the Sadhanamala. Accord-

ing to this authority they are all alike in appearance holding identical

symbols. Only in culour they differ. In the Vajravarahi Sadhana

(No. 217) they are described as follows :

“Dakini-Limi-Khandaroha-Ripinih krsna-syima-rakta-gaurah. Eta

ekavaktrah caturbhuji vame kapalakhatvangakapdlahastah daksine

damarukartrikih trinetri muktakes4 nagna alidhisanasamsthita pafica-

midravibhisita bhavayet.”’ Sadhanamaila, p. 425

«Dakini, Limi, Khandaroha and Ripini are of blue, green, red aud

white colour respectively, They are one-faced and four-armed and

carry in their left hands the Kapala-marked Khatvanga and the Kapila,

and in the tworight the Damaru and the knife. They are three-eyed,

have dishevelled hair, stand in the Alidha attitude and are decked in

the five bone ornaments. Thus they are to be meditated upon’’.

1. Clark: TLP, Il, p 314.
2. Gordon: ITL, p. 80 illustrates a two-armed image of the deity. See also

Getty : GNB, pp. 140, 150.
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Two statuettes of Dakini occur in the Chinese collection’, The names

of three others do not find mention in China. In Tibet, Lama-dakini

belongs to this group, and a remarkable and perhaps unique statuette

of the goddess from the W.B. Whitney collection in the Freer Gallery

of Art is illustrated in the Iconography of Tibetan Lamaism’,

Fig. 217 illustrates the Chinese statuette of Dakini, and Fig. 218

is a Nepalese picture of Lama Dakini.

1. Clatk: TLP, II, p. 96, 110.

2, Gordon: ITL, p. 81.



CHAPTER XII

PHILOSOPHICAL DEITIES

In the Nispannayogivali of Abhayikara Gupta mention is made ofa

number of deities who are designated here, for the sake of convenience,

as philosophical deities, In Buddhism, the Twelve Paramitis are consi-

dered to be the perfections of cardinal virtues which entitle one to

Buddhahood. They are deified in human form with colour, and

weapons. Similar is the case with the others, such as the Twelve

Vasitaés or spiritual disciplines, the Twelve Bhiimis or the successive

spiritual spheres, the Twelve Dharinis or sacred chain of words, the

Four Pratisamvits or the four branches of logical analysis. All these

belong to the realm of philosophy and abstract ideas and, therefore,

they are brought together here under a separate chapter as a matter

of logical necessity.

These deities are rarely represented. Except probably Prajiapira-

mita and some of the Dhirini goddesses, others are not even known

in art or sculpture. But their statuettes are found in the Chinese collec-

tion at Peiping, and it is therefore necessary to indicate their forms

from original Sanskrit texts so that the statuettes on the one hand and the

Sanskrit texts on the other may mutually enlighten each other.

° (I) TWELVE PARAMITAS

In Buddhism, importance is given to the Paiamitis or perfections,

These are certain cardinal human virtues carried to perfection in one

birth. It is said that Lord Buddha in each of his previous births

practised one or another of the virtues and carried it to perfection,

and because of that he obtained enlightenment in his last birth. These

Paramitas are usually ten in number, but the Vajraydnists raised the

number to twelve, In Vajrayana the craze tor deification led to the

conception of the Twelve Paramiti goddesses in human form, for the

purpose of worship. One of the Paramita deities, Prajiiaparamita is

the most important and popular in Buddhist countries. Prajfiaparamita

or transcendental intuition was taught in the Prajfiaparamita scripture

which is supposed to have been rescued from the Nether regions by

Nagarjuna, In the Dharmadhatuvagisvara Mandala of the Nispannayogavali

an account of the iconography of the Twelve Paramita deities is given,
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and it is stated briefly here in the same order as found in the Mandala,

Such a description of alJ the Paramita goddesses cannot be met with in

any other published literature on Buddhism. The twelve deities collec-

tively have their spiritual father in Ratnasambhava, They are widely

represented in the Chinese collection at Peiping which seems to have

been profoundly influenced by India in general, and the Nispannayoga-

vali in particular. These Paramita deities are described in detail in the

following sections.

1. RATNAPARAMITA

Colour—Red Arms—Two

Symbols-—Moon on Lotus

Ratnaparamita heads the list of the Paramita deities and is described

as:

‘Ratnaparamita rakta padmasthacandramandaladhara”.

NSP, p. 56

“Ratnaparamita is red in colour and holds the disc of the moon on

a lotus in Ker hand.”’

According to a statement in the Mandala all the deities are two-

armed, and they hold in the right hand the flag marked with the Cinta-

mani jewel, and in the left their special symbols. Prajfiapdramita is an

exception since she has two more hands. The passage is:

‘Dvadasaparamita dvibhujah savyena Cintamanidhvajam vamena

svasvacihnadharah Prajiiaparamita tvadhikakaradvaya.”

NSP, p. 56 ,

“The Twelve Paramitis are two-armed and hold in the right hand

the flag marked with the Cintamani jewel, and in the left their own

symbols, But Prajfiaparamita has two more hands.”

Ratnaparamita thus holds in the right hand the Cintimani flag and in

the Jeft the moon’s disc on a [otus. She is not represented in the

Chinese collection.

2. DANAPARAMITA

Colour—Whitish Red Arms—Two

Symbol—Ears of Corn

Danaparamita is second.in the series of Twelve Paramita goddesses

and has been described as :

*Danaparamita sitaraktavarna nanadhanyamiafijarihasta.”

NSP, p. 56
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“Dinapiramita is whitish red in colour and holds in her left hand

various kinds of ears of corn.”

In the right she displays the Cintamani banner. Her statuc is fuund

in China},

§$. SILAPARAMIT\

Colour—White Arns—Two

Symbol—Flowery Discus

Silap iramita is the third in the series of Piramiti goddesses and her
form has been described thus :

Silapiramita sveta sapallavagaurakusumacakradhara”’.
NSP, p. 56

«Silapiramita is white in colour and holds in her left hand the

discus made of white flowers and leaves’.

The right hand holds the Cintamani banner as usual. A statuette

of this deity occurs in China’.

4, KSANTIPARAMITA

Colour—Yellow Arms—Two

Symbol —White Lotus

Ksantiparamita is the fourth in the series of Paramiti goddesses

and her form has been described thus :

‘*“Ksantiparamita pita sitabjadhara”’.

“Ksantiparamita is of yellow colour and holds inher left hand

the white lotus.”

* Her right hand as usual holds the Cintamani banner, A statue of

this deity'is to be found in China’,

5, VIRYAPARAMITA

Colour—Green Arms—T'wo

Symbol—Blue Lotus

Viryaparamita is the fifth Paramitaé goddess and her form has been

described thus :

“Viryaparamita marakatavarna nilotpaladhara.”’ NSP, p. 56

“Viryaparamitd 1s of the colour of emerald and holds in her left

hand the blue lotus”.

1. Clark: TLP, II, p. 120.

9. Clark: TLP, I, p. 120,

% Clark: TLP, Il, p. 120.
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She holds the Cintamani banner as usual, A statue of this deity is

found in China?,

6. DHYANAPARAMITA

Colour—Sky Colour §Arms—Two

Symbol—White Lotus

The sixth Pa4ramita goddess in the series is Dhyanaparamita whose

form is described as under :

‘‘Dhyanaparamita gaganasy4mii sitabjahasta.”’ NSP, p. 56

‘“Dhyanaparamita is of sky colour and holds in her left hand the

white lotus’’,

The right hand as usual carries the Cintamani banner. A statuette

of this goddess is found in China®. Fig, 219 illustrates this Chinese

specimen.

7. PRAJNAPARAMITA

Colour—Yellow Arms—Four

Symbol— Manuscript on Lotus

The seventh goddess in the series is the famous deity Prajfiapara-

mita. As the embodiment of the Prajiiiparamita literature, she has

been dealt within detail in a previous chapter. Here she will he des-

cribed as an embodiment of transcendental intuition and as part of

a collection of deities ina group. In the Nispannayogavali her form

has been described as :

“Prajiiaparamita kamaniyakanakakantih padmastha-Prajfiaparamita-

pustakadhara karadvayena dhrta-Dharmacakramidra”. NSP, p. 65

“Prajiaparamita is of delightful yellow colour. In her left hand

she holds the Prajfiaparamita book on lotus. The two principal hands

display the Dharmacakra midra’’.

The right hand as usual! holds the Cintamani banner.

This goddess has been treated in a previous chapter, and her statues

are found in several places. She is represented also in the Chinese

collection at Peiping®.

1. Clark: TLP, II. p. 127.

9. Clark: TLP, II, p. 127.

5. Clark: TLP, VY, pp. 208, 290.
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8. UPAYAPARAMITA

Colour—Green Arms—Two

Symbol—Vajra on Lotus

The eighth goddess in the series is Upayaparamita who has been

described in the Nispannayogavali thus:
“Upayaparamita piiyangusyama pitapadmasthavajrabhrt”.

NSP, p. 16

‘‘Upayaparamita is green like the Priyangu flower and holds in her

left hand the Vajra on a yellow lotus’’.

The right hand carries the Cintamani banner as usual. Her statue is

found in China’,

9, PRANIDHANAPARAMITA

Colour—Blue Arms—-Two

Symbol—Sword on Lotus

Pranidhanaparamita is the ninth in the series of the Paramita group

of goddesses, and her form has been described as under : :

‘‘Pranidhanaparamita nilotpalavarna nilotpalasthakhadgadhara”’. °

NSP, p. 56

“Pranidhanaparamita is of the colour of the blue lotus, and she

holds in her Jeft hand the sword on a blue lotus”’.

The right hand as usual displays the Cintamani banner. Her statuette

is found in China?, Fig. 220 illustrates this Chinese statuette.

10. BALAPARAMITA

Colour—Red Arms—Two

Symbol—Manuscript

Balaparamita is the tenth goddess of the Paramité group and her

form has been described thus :

“Balaparamita rakta Prajiiaparamitapustakadhara”. NSP, p. 56

‘“Balaparamita is red in colour and holds the book Prajiiaparamita

in her left hand”’.

The right hand as usual holds the Cintamani banner. Her statue

is found in China®,

1, Clark: TLP, II, p. 117. She is known here by the name of Upayakausalya

Paramita

2, Clark: TLP, II, p. 117.

3. Clark: TLP, IT, pp. 196, 31)
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11, JNANAPARAMITA

Colour~White Arms—Two

Symbol—Bodhi Tree

“Jianapiramita isthe eleventh in the series of the Paramita goddes-

ses, and her form has been described as :

‘‘Jaanaparamita subhra nandratna phaldlankrta-Bodhivrksadhara.”

NSP, p. 56

‘‘Jiiinapiramita is white in colour and holds in her left hand the

Bodhi tree which is adorned with various kinds of jewels and fruits’’.

The right hand displays the Cintamani banner as usual. A statue

of this goddess is found in China!.

12, VAJRAKARMAPARAMITA

Colour—Variegated Arms—Two

Symbol—Visvavajra on Lotus

Vajrakaimapiramitaé is the twelfth and the last of the group of

Paramiti goddesses and her form has been described thus in the

Dharmadhatuvagisvara Mandala :

‘“Vajakarmapiramita visvavarna nilotpalastha-visvavajradhara”.

NSP, p. 56

“Vajrakarmapiramila is of variegated colour and holds in her left

hand the Visvavajra (double thunderbolt) on a blue lotus”.

The 1ight hand as usual holds the Cintamani banner.

(Il) TWELVE VASITA GODDESSES

The Vasitas according to Buddhism, are the controls or disciplines

which lead to the spiritual regeneration of its followers. The Vajra-

yanists recognized twelve Vasitas, each with a special name and con-

ceived them in the form of deities with heads. arms, weapons and

special symbols. These Vasitas are collectively taken to be the spiri-

tual daughters of the Dhyini Buddha Amitabha. Below is given a

description of the twelve Vasita goddesses in the same order in which

they appear in the Dharmadhatuvagisvara Mandala of the Nispanna-

yogavali. The description of the Vasita goddesses is not found in

the existing original literature and thus it is of unusual interest. Their

iconographic interest becomes all the more attractive since in China

there are statucttes in metal which correctly represent the Vasita

1 Clark: TLP, IL, p 121.
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goddesses. Statues of these are not found anywhere in “India, but

their statuettes in the Chinese collection of Buddhist deities at Peiping

are illustrated in the Two Lamaistic Pantheons of W. E, Clark.

1. AYURVASITA

Colour—Whitish Arms—T wo

Symbol—Image of Buddha

The twelve Vasiti goddesses are described collectively as two-armed,

holding in their right hands the lotus and in the left proudly bearing

their special symbols, (cf. Dvddasa-vasita dvibhuja daksinenambhoja-

bhrto vamena sagarvam svasvacihnadharah, op. cit., p. 56). Ayurvasita

is the first goddess of the series and her form has been described thus :

‘Ayuivasita sitaraktavarna padmaradgamanisthasamadhimidra-

Amnitayur-Buddhabimbadhara,”’ NSP, p. 50

‘Ayurvasita is whitish red in colour and holds in her left hand

the image of the Buddha Amitayus in the Samidhi midra on the

Padmaragi jewel’’.

The right hand displays the lotus as in all other Vasita deities.

Her statue is found in China.

2. CITTAVASITA

Colour—White Arms__Two

Ssymbol—Vajra

The second goddess in the series is Cittavasiti, who has been

described as!

, “Cittavasita siti raktapaficasicikavajradhara”’. NSP, p. 56

“Cittavasila is white in colour and holdsin her left hand the red

Vajra with five thongs.

The right hand as usual holds the lotus, Her image is found in China’,

3. PARISKARAVASITA

Colour—Yellow Arms—I'wo

Symbol—Cintamani Banner

The third in the series of Vasita goddesses is Pariskairavasita who

is described in the Dharmadhatuvdgisvara Mandala in the following

words :

‘Pariskiravasiti pita Cintamanidhvajadhara”’, NSP, p. 56

1, Clark: TLP, I, p. 136.

2. Clark: TLP, II, p. 135.
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“Pariskdravasita is yellow in colour and holds in her left hand the

Cintamani banner’.

The right hand displays the lotus as usual. Her statuette is found in

China’,

4. KARMAVASITA

Colour—Green Arms—two

Symbol—Visvavajra

The fourth in the series of Vaésitéa goddesses is Karmavasita who is

described in the Dharmadhatuv.igisvara Mandala as under :

‘‘Karmavasita harita visvavajradhara’’. NSP, p. 56

‘‘Karmavasita is green in colour, and holds in her left hand the

Visvavajra (double crossed thunderbolt).

The right hand displavs the lotus as usual. Her statuctte is found

in China?,

Colour—Mixed Arms—fF wo

Symbol—Creepers

The fifth goddess in the Vasitad series is Upapattivasita whoa is des-

cribed in the text as follows :

“Upapattivasita vigvavarna vividhavarnajitilatahasta,”

NSP, p. 56

“Upapattivasita is of variegated colour and holds in her left hand

various kinds of creepers of variegated colour’.

The sight hand displays the lotus as usual, Her statue is found

in China®, Vig. 221 illustiates this Chinese specimen.

6. RDDHIVASITA

‘olour-——Greent Arms--T'wo

Symbol—Sun and Moon on Lotus

The sixth goddess inthe Vasita series is Rddhivasita whose form is

described as follows :

«“Rddhivasita nabhahsyania padmastha-siiryacandra-mandaladhara”’.

NSP, p. 57

1. Clark: TLP, U1, p. 136.

2. Clark: TLP, IJ, p. 137.

3. Clark: TLP, I, p. 133,
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“Rddhivasita is green as the sky and holds in her left hand the discs

of the sun and the moon on a lotus.”

The right hand displays the lotus as usual. Her statue is found

in China', Fig. 222 illustrates this Chinese specimen.

7. ADHIMUKTIVASITA

Colour—White Arms—-I'wo

Symbol—Priyangu flower

The seventh goddess in the same series is Adhimuktivasita and her

{urm is described in the text as follows :

“Adhimuktivasita mrnilagaura priyangukusumamafjaridhara”’.

NSP, p. 57

‘‘Adhimuktivasiti is white like the stalk ofa lotus, and holds in her

left hand the buds of the flowers of Priyangu.”’

The right hand displays the lotus as usual. She is not represented in

the Chinese collection.

8. PRANIDHANAVASITA

Colour—Yellow Arms—Two

symbol—Blue Lotus

The eighth goddess in the series is Pranidhinavasita whose form is

described in the following words :

‘Pranidhanavasita pita nilotpala-hasta.”’ NSP, p. 57

“Pranidhinavasita is yellow in colour and holds in her left hand

the blue lotus’’. :

, Lheright hand displays the lotus as usual. Her statue is found in

China’.

9, JNANAVASITA

Colour—Whitish Blue Arms—Two

Symbol—Sword on Lotus

Jiianavasita is the ninth in the series of Vasita goddesses and her

form is described in the text of Nispannayogivali as follows :

‘‘Vfianavasita sita nilotpalasthakhadgadhara.” NSP, p. 57

‘Thanavasita is whitish blue in colour and holds in her left hand the

sword on a blue lotus.”

The right displays the lotus as usual. Her statue is found in

China’,
—_——<—— SSeo ——

“1. Clark : TLP, U1, p. 133.
z. Clark: 'TLP, II, p. 134.

3. Clark: TLP, I, p. 137.
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10. DHARMAVASITA

Colour—White Arms—T'wo

Symbol—Bow! on Lotus

The tenth goddess in the Vasita series of goddesses is Dharmavasiti

whose form is described in the text as under.

«“Dharmavasita sita raktavarnapadmasthabhadraghatahasta,”’,

NSP, p. 57

“Dharmavasita is white in colour and holds in her left hand

the Bhadraghata (auspicious bowl) on a lotus of red colour.”’

The right hand displays the lotus as usual. A statue of this goddess

is found in China},

[1. TATHATAVASITA

Colour—White Arms—T'wo

Symbol—Bunch of Jewels

The eleventh deity in the group of Vasitz goddesses is Tathatt

whose form is described in the following terms :

“Tathata sveti svetasubhrambhojabhrddaksinapanir-vamena ratna-

mafijaridhara”’. NSP, p. 57

‘lathata is white in colour. She holds in her tight hand the white

Jotus and in the left the bunch of jewels.’’

Her statue ts found in China?,

(2, BUNDHABODHIPRABHA-VASITA

Colour—-Yellow Aims-—T wo

Symbol — Discuss on Banner

The (twelfth and the last goddess in the series of Vasita goddesses is

Buddhabodhiprabha, and her form is described in the Dharmadhatu-

vagisvara Mandala with the following words :

“Buddhabodhiprabha kanakabha savyenapitapadmasthapaiicasici-

kavajradhara vamena Cintamanidhvajopari cakradhara”, NSP, p. 57

‘“Buddhabodhiprabha is of yellow colour. She holds in her right

hand a Vajra with five thongs ona yellow lotus, and in the left the

discus on the Cintamani banner’’,

1. Clark: TLP, II, p. 137.

2. Clark: TLP, I, ps 107.
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(IU) TWELVE BHUMIS

In Buddhism the Bhimis are recognized as different spiritual spheres

through which a Bodhisattva moves in his quest for Buddhahood and

omniscience, They are recognized as ten in number to which the Vajra-

yana added two to n ake it twelve. As the Bodhisattva progresses in spi-

ritual path, he develops certain special qualities which entitle him to

move towards the higher Bhimis, They are ananged one upon another

in a regular order with the last at the top which when reached, makes

the Bodhisattva equal to a Buddha and he attains omniscience.

These Bhiimis or spiritual spheres also received the attention of

Vajrayana, and in no time they were deified, and were given different

forms, Statucs were prepared and many of them were found represen-

ted in China.

These twelve Bhimis are now described in the same order as given

in the Dharmadhituvagisvara Mandala of the Nispannayogavali. They

are two-armed and hold in the right hand the Vajra and in the left

their own weapons or sigus. ( Dvidasabhiimayo dvibhuji daksine

vajradhirinyo vimena svasvacihnadharah, p. 55).

1 ADHIMURTICARYA

Colour—Red Arms—Two

Symbol- -Red Lotus

The first of the twelve heavens is the Adhimukticarya Bhimi and is

described in the following words in the Nispannavogavali :

* “Adhimukticaryabhamih padmarakti raktapadmadhara”,

NSP, p. 55

“Adhimukticarya Bhimi is of the colour ofa red lotus, and holds

in her left hand the red lotus’’.

The right hand as usual holds the Vajra which is the common sign

of all Bhiimi goddesses,

She is not represented in the Chinese collection at Peiping.

2, PRAMUDITA

Colour—Red Arms--‘l'wo

Symbol—Jewel

The second goddess in the series of Bhimi deities is Pramudita.

Her form is described in the following words :

“Pramudita rakta Cintamanibhrt”’. NSP, p. 55
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‘‘Pramudita is red in colour and holds in her left hand the Cinta-

mani jewel”.

The right hand displays the Vajra which is the common sign.

Her statue is found in the Chinese collection?,

3. VIMALA

Colour—White Arms—T'wo

Symhbol—White Lotus

The third goddess in the series of Bhim deities is known as

Vimala and her form is described as under :

“Vinalii sukka sukla-kamaladhara”. NSP, p. 55

“Vinal: is white im colour and holds in her Ieft hand the white

Jouus’’.

The right holds the common symbol, the Vajra.

lle: statue is found in the Chinese collection?,

. 4, PRABHAKARI

Ciolour--Red Arms—Two

Symbol—Sun on Lotus

Th- fowth goddess in the series of Bhimi deities is Prabhiakari

whose form is described in the following words :

«Prabhakari rakti visvapa Imasthasiryamandaladhara”.

NSP, p.55 |

«Prabhakari is red in colour and holds in her left hand the disc of

the sun of a lotus”.

The right hand shows the Vajia or the common symbol. This

goddess is represeuted in the Chinese collection of Peiping’,

Colout- Green Arms—T wo

Symbol—Blue Lotus

The fifth goddess in the series of Bhimi deities is called Arcismati

and her form is described in the Nispannayogavali as follows :

“Arcismiti marakatavarna nilotpaladhara”, NSP, p. 55

4. Clark : TLP, 1, p. 123.
9. Clark: TLP, II, p. 123.

8, Clark: TLP, Il, p. 123.

— - oy - a os at
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*sArcismali is of the colour of an emeald and holds in her left
hand the blue lotus”.

The right holds the common symbol.

Ske is not represented in the Chinese collection.

6. SUDURJAYA

Colour --YeNow Arms-—Two

Symbol—Enmeraid

The sixth goddes» in the series of Bhinni deitics 1s caNed Sudurjay \

and her form is described as under :

‘“Sudurjaya pita utsangasthottinapianini marakatamanidhaia’.

NSP, p. 55

“Sudurjaya is yellow in celour and carrics an emerald or her epon

palm on the lap’.

The right holds the common symbol, the Vajra,. -

She is not represented in the Chinese collection,

7. ABHIMURKII]

Golour—Yellow Arms—l'wa

Synibol — Manuscript

The seventh goddess in the serles is called Abhimukhi. She is

described as follows :

“Abhimukhi hemavarna padmopari Piajiiparamitipustakadhara”’,

° NSP, p. 55

*Abhimukhi is of the coleow: of gold and holds ona letus the Prajni-

paramita manuscript”.

The right hand displays the common symbol,

A statuette of this goddess is found in China‘,

8. DORANGAMA

Colour—Green Arms—Two

Symbol—Double Vajra on Double Lotus

The eighth in the series of Bhimi yoddesses is known by thé name

of Dirangama and is described as follows :

‘“Dirangama paganasyamé visvapadmopafri Visvavajradhara’”’.

NSP, p. 55

1, Clark: TEP, fi, p, 121.
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‘“Daraigama is green like the sky and holds in her left hand the

Visvavajra (double thunderbolt) on a Vigsvapadma (double conventional

lotus).

The right hand displays the common symbol.

A statuette of this goddess is found in China?.

9. ACALA

Colour— White Arms—Two

Symbol—Vajra on Lotus

The nanre of the ninth goddess in the series of Bhaimi deities is

Acala whose form is described thus :

“Acala saraccandrabha candrasthapaficasiicikavajrankitapankajasya

nalam sagarv: m vibhrati”. NSP, p. 52

‘Acali is of the colour of the moon in autumn, and holds with

pride in her lett hand the stalk of a lotus over which is placed the five-

thonged Vajra on the disc of the moon’’.

‘he right hand displays the common weapon, the Vajra.

Hei statuc is found in China’.

10. SADHUMATI

Colour—White Arms—I wo

Symbol—Sword on Lotus

The tenth deity in the series of Bhimi goddesses is Sadhumati.

Her form is described thus :

«“Sidhumati sita kha lgankitotpaladhara”’ NSP, p. 55.

“Sidhumati is white in colour and holds in her Jeft hand the sword

on a night fotus”’.

The mght hand holds the common weapon, the Vajra.
A statuette of this deity is found in China’,

ll. DHARMAMEGHA

Colour-—Blue Arms—Two

Syinbol—Manuscript

The eleventh goddess in the series of Bhim deities is Dharma-

megha whose form is described in the following words :

‘«‘Dharmamegh i dharmameghaparikalita-Prajfiaparamitapustakadhara”’.

NSP, p. 55

1. Clark : TP, II, p. 118.
2. Clark: TP, HH, p. 118.

3, Clark: TLP, II, p. 118.
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‘‘Dharmamegha holds in her left hand the Praifiaparamita manus-

cript which is composed of the clouds of Dharma”.

A statuette of this goddess is found in China!. Fig. 223 illustrates

this Chinese specimen.

12. SAMANTAPRABHA

Colour—Red Arms—Two

Symbol—Image of Amitibha

The twelfth and the last in the series of Bhimi goddesses is Samanta-

prabha. Her form is as follows :

“Samantaprabhi madhyahnidityavarna padmopari samyaksambo-

dhisiticaka-Amitabha-Buddhabimbadhara”’. NSP, p. 56

“Samantaprabha is of the colour of the sun at noon, and holds in

her left hand the image of Amitiabha Buddha which indicates Perfect

Enlightenment’.

The right han‘ displays the common symbol, the Vajra.

A statue of this goddess is found in China?,

(IV) TWELVE DHARINIS

The Dharmadhituvigisvara Mandala describes another set of interes-

ting deities, twelve in number, called the Dharinis. In ‘Tantric Buddhism,

there is a class of literature which is known by the name of Dhiranis,

or Dharinis, and in the Nepal Durbar Library there are collections of

Dharani works called Brhaddhiranisangraha’. The Dharanis are

mostly unmeaning strings of words which are required to be kept in

memory, so that they may be repeated at will for the purpose of deve-

loping psychic powers. The Dharanis sometimes reveal traces of a

language now unknown, Several Dhiaranis are recorded in the Sidhana-

mala4. Nispannayogivali spells the word somewhat differently as

Dharini and recognizes a group of Twelve Dhi@rinis, In the process of

deification these Dharinis also became deities with form, colour and

symbols. The Dhirinis collectively are placed in the family of the

Dhyani Buddha Amoghasiddhi of green colour.

When conceived in the form of deities, the Dhdrinis are endowed

with one face and two arms, They all hold in their right hand the

double thunderbolt or the Visvavajra, while in the left they carry their
ee ee eee

J. Clark: “TLP, ‘Ti, p. 118.
2. Clark: TLP, II, p. 118.

3. H.P. Sastri, Nepal Catalogue, Vol. II, p. 251 ff.

4. Sadhanas, Nos. 21, 23, 41, 118, 147, 150, 216, are all Dharanis.

4$

oe ~ _ ee ee oe ee
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own special symbols'!. The form, colour, and special symbols of afl
the Dharini deities are given below in the same order as it appears

in the Nispannayogavali under the Mandala of Dharmadhatuvagisvara.

f. SUMATI

Colour— Yellow Arms-~T wo

Symbol—Ears of Corn

The first in the series is Sumati whose form is described below :

“Sumati pita dhanyamafijaridhara”. NSP, p. 57

“Sumati is ycllow in colour and holds in her left hand the ears of

corn”,

The right holds the commion symbol, the Visvavajra. She is not

represented tn tlee Chinese collection.

2. RATNOLKA

Colcur—Red Arms—Twe

$ymbol—Cintamani Banner

The second deity im the series of Dhirin? goddesses is Ratnolk.

whose form 1s described as under :

“Ratnolka rakta Cintamanidhvajadhaa”. NSP, p. 57

‘Ratnolka is red in colour and in her left hand she holds the Cinta-

mani banner’’.

In the right hand she holds the commnon weapon, the Visvavajra.

She is not represented in the Clitinese collection unless some of the deities

like Ratnagni or Ratnircis is a mistranslation in Sanskrit from Chinese®

3. USNISAVIJAYA

Coloar—White Arms—Two

Symbol—Jar of Moonstones

The third in the series of the Dharini guddesses is Usnisavijaya who

is a popular deity in the Buddhist pantheon, and as such, has already

been described in a previous chapter. Asa Dhiarini goddess, Usnisa

vijaya is described as :

“Usnisavijaya sita candrakantamani-kalasahasta’’. NSP, p. 57

“Usnisavijaya is white in colour and holds inher left hand a jar

full of Moonstones”’.
i. Msniite ai ann

3. The relevant text is ‘“Dvadaiadharinyo dviblaujab savyena vidvavajraty vibbrana

vamena sagarvami svasvacihnabhttah”. NSP, p. 57.

2. Ciask: TLP, EH, pp. 245, 246.
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Her right hand displays the Viévavajra, as usual. She is known to

the Chinese collection’,

4. MARI

Colour—Reddish White Arms—Two

Symbols—Needle and String

The fourth deity in the Dharini series of goddesses is Miri who is

described in the following words :

‘Mari raktagauravarna sasitrasicidhara.” NSP, p. 57

“Mari is reddish white in colour and holds in her left hand the

needle with string”’.

The right hand holds the common weapon, the Visvavajra. Mari is

not represented in the Chinese collection.

5. PARNASABARI

Colour—Green Arms—T wo

Symbol—Peacock’s Feathers

Parnasabari is the filth in the list of Dhirini deities in the Nispan-

nayogavali, and her form is described therein as follows :

¢‘Parnasabari syimi mayarapicchadhar’a”’. NSP, p.57*

“Parnasabari is green in colour and holds in her left hand the

peacuck’s feathers’’,

The right hand shows the common weapon, the Visvavajra. She is

popular in all Buddhist countries and several six-armed forms of her

have already been noted*, The text of the Dhirini is givenin the

Sidhanamila?, Parnasabari images are found in Tibet and China‘ in

Yanly large numbers,

6. JANGULI

Colour—White Arms—Two

Symbol—Flowers

The sixth in the Dhiarini series of goddesses is the well-known

deity Janguli whose iconography has been dealt with earlier, As a

Dhiarini deity her form is as follows :

‘Janguli gukla visapuspamafijaridhara.” NSP, p. 57

(. Clark: TLP, Il, p. 286.
2. Sce Supra.

3. Sadhana No. 150, p. 308.

4. A Tibetan specimen of the six-armed form is illustrated in Gordon : ITL, p. 71 ;

A tworarmed form is illustrated in Clark : TLP, IL, p. 287, and in the same volumé two

six-armed specimens are shown on pp. 207, 287. See also Getty : GNB, pp. 134, 135,
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‘‘Jangulf is white in colour and holds in her left hand buds of

poisonous flowers’’.

Her right hand as usual holds the common weapon, the Visvavajra.

She is represented in the Chinese collection and her statuettes have been

noted’, The text of the Janguli Dharani is given in the Sadhanamala?.

Janguli Dharini is said to be effective against snake poison.

7. ANANTAMUKHI

Colour—Green Arms—Two

Symbol—Jar

The seventh goddess in the series of twelve Dhirini deities is Anan-

tamukhi whose form is described in the following words :

‘“Anantamukhi priyangusyama raktabjasthaksaya-mahanidhikalas-

ahasta’’. NSP, p. 57

“Anantamukhi is green as the Priyangu flower and folds in her left

hand the jar full of inexhaustive treasures, on the red Jotus’’,

The right hand displays the common symbol, the Visvavajra. She

is not represented in the Chinese collection.

8. CUNDA

Colour—White Arms—T'wo

Symbol —Rosary with Kamandale

The eighth deity in the series of twelve Dhirini goddesses is the

well-known Cunda whose iconography and antiquity have aleady been

dealt with in detail in an eailier chapter. As a Dharini goddess her form

is described in the following words ‘

*“Cunda sukli aksasiitravalambitakamandaludhara”.

NSP, p. 57

“Cunda is white in colour and holds the rosary from which a

Kamandalu is suspended”.

The right hand as usual shows the cortmrott weapon, the Visvavajra.

Cunda is popular in the Chinese collection, and several of her statue-
ttes are found there®, Cunda is also popular in Tibet*.

ieee eds ied GG, | esRilgh

1. Clark: TLP, Il, pp. 204, 217.

2. Sadhana No. 118, p. 247,

9. Clark: LP, I, pp. 222, 283, 284,

4. The Gunda image in the collection of the late W. B. Whitney is illustrated in

Gordon : ITL, p. 74. It is a four-armed image. See also Getty : GNB, pp. 129, 130.
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9, PRAJNAVARDHANI

Colour—White Arms—Two

Symbol—Sword

The ninth in the series of twelve Dharini goddesses is Prajiiavardhant

whose form is described in the following text :

“Prajfidvardhani sita nilotpalakhadgadhai a”. NSP, p. 57

“Prajfiavardhani is white in colour end holds in her Ieft hand

the sword on a blue Iotus.”’

The right hand as usual displays the common weapon, the

Visvavajra,

She is not represented in the Chinese collection.

10. SARVAKARMAVARANAVISODHANI

Colour—Green Arms—T wo

Symbol—Vajra

The tenth in the series of twelve Dhirini goddesses is Sarvakarmi-

varanavisodhani whose form is described in the following words :

“Sarvakarmavaranavisodhani haritaé trisiicikavaj: dnkassitakamala-

dhara”’. NSP, ». 57

“Sarvakarmavaranavisodhani is green in colour and holds in her

left hand the Vajra with three thongs on a lotus”,

: The right hand displays the common weapon, the Visvavajra. She

is not represented in the Chinese collection.

ll, AKSAYAJNANAKARANDA

Colour—Red Arms—Two

Symbol—Basket

The eleventh deity in the series of twelve Dharini goddesses is Aksa-

yajfidnakaranda, whose form is described in the following words :

“‘Aksayajfianakaranda rakt4 ratnakarandadhara”. NSP, p. 57

‘‘Aksayajfianakaranda is of red colour and holds in her left hand

the basket full of jewels”’.

The right displays as usual the common weapon, the Visvavajra. She

is not represented in the Chinese collection.
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IZ. SARVABUDDHADHARMA-KOSAVATI

Colour—Yellow Arms—Two

Symbol—Trunk

The twelfth and the last deity in the series of twelve Dharini goddes-

ses is Sarvabuddhadharma-Kosavati whose form is described in the

following text :

*<Sarvabuddhadharmakosavati pita padmasthananaratnapetakadhara’”’.

NSP, p. 57

‘‘Sarvabuddhadharma-Kosavati is yellow in colour and holds in

her left hand the trunk full of various Kinds of jewels on a lotus’’. 7

The right hand displays the common weapon, the Visvavajra. She is

not represented in the Chinese collection.

(V) FOUR PRATISAMVITS

In Buddhism Four Pratisarnvits are acknowledged as the branches of

logical analysis, and these are named as Dharma (nature), Artha (ana-

lysis), Nirukti (ctymological analysis) and Pratibhina (context). These
abstract ideas also received the attention of the Vajraydnists and were

duly deified with human form, colour, weapon, and symbols. In a

deified form these four Pratisamvits are found described in the Dharma-

dhatuvagisvara Mandala of the Nispannayogavali. These are described

below with necessary details in the samme order in which they appear

in the Mandala.

1. DHARMA PRATISAMVIT

Colour—Whitish Red Arms—T wo

Symbol—Goad and Noose

The first in the series of Pratisamvit deities is Dharma Pratisamvit

whose form is described in the text as follows :

‘Pyrvadvare Dharma-Pratisamvit sitarakta vajrankusapasabhrd-

bhujadvaya”’. "NSP, p. 57

“On the Eastern gate there is Dharma Pratisamvit of whitish red

colour, holding in her two hands the goad and the noose marked with

the thunderbolt’”’.

A statue of this obscure Buddhist deity is found in the Chinese

collection’,

1. Clark: TLP, I, p. 134.
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2, ARTHA PRATISAMVIT

Colour—Green Armins—Two

Symbol—Noose

The second goddess in the series of four Pratisamvit deities is Artha

Pratisamvit whose form is described thus in the text :

“Daksine Arthapratisamvit marakatavarna savyetarabhujabhy un

ratnapasabhrt’’. NSP, p. 57

“In the South, there is Artha Pratisamvit of the colour of an emerald

and holding in her two hands the jewel and the noose.

A statuette of this obscure deity is found in the Chinese collection’.

3. NIRUKTI PRATISAMVIT

Colour—Red aArmns —lwe

Symbol—-Chain

The third in the series of four goddesses of the Pratisathvit: group

is Nirukti Pratisamvit whose form is described in the text as follows :

“Pascime Nirukti-Pratisamvit rakt4 baddhapadmntaérnkhala-

bhrdbhujadvaya’’. NSP, p. 58

‘In the West there is Nirukti Pratisamnvit of red colour, holding in

her two hands the chain from which a lotus is suspended”.

A statuette of this obscure deity 1s found in the Chinese collection

of Peiping?. Fig. 224 illustrates this Chinese specimen.

4. PRATIBHANA PRATISAMVIT

° Colour—Green Arms—-[' wu

Symbol—Bell

The fourth and the last goddess in the series of Four Pratisamvit

deities of the Buddhist pantheon is desciibed in the Dhaimadhituva-

gisvara Mandala in the following words °

“Uttare Pratibhanapratisainvit marakatasyim’ trisiicikavajrAnkita-

ghantivyagrakaradvaya”’. NSP, p. 58

‘On the North there is Pratibhana Pratistunvit of the colour of an

emerald (green), holding in her two hands a bell marked with a Vajra

with three thongs”.

‘A statuette of this extremely obscure deity is found in the Chinese

collection at Peiping*. Fig. 225 illustrates this Ghinese statuette.

1. Clark: TLP, II, p. 134.

2. Clark = TLP, II, Pp. 134,

$. Clark: TLP, II, p. 135.



CHAPTER XIII

HINDU GODS IN VAJRAYANA

It is nota fact that Hindu gods were unknown in the Buddhist

pantheon or that the Buddhist pantheon wholly consisted of Buddhist

gods. It is already well-known that several Hindu gods especially

Sarasvati and Ganapati were given independent forms as principal

gods in the Sadhanas, besides a large number as companion deities

or as Vihanas or velsicles of important Buddhist deities. They were

also given humiliating roles to be trampled upon by angry Buddhist

gods, A perusal of the Nispannayogivali and especially the Dharma-

dhatuvagisvara Mandala will show what a large number of Hindu

deities was incorporated in the Mandala, and how this large number

was tackled intelligently and fitted into the scheme of the Buddhist

Mandalas. How these Hindu gods were classified and how directions

and colours were assigned to them, and how they were put under

a Dbyani Buddha family, represent a study interesting to the extreme.

It is necessary to make a brief reference to this aspect of Buddhist

Iconog aphy. That these Hindu dcities were fully converted to

Buddhist Faith is also evidenced by the fact that a large number

of their statuettes is actually found in the purely Buddhist atmosphere

of China in the Ghin:se collection of statuettes at Peiping. Although

the collection exists in China. its spirit is perfectly Indian, as image after

image follows the description given cither in the Nispannayogivali

or in the Sddhanamala.

Several series of Hindu gods are found in the Buddhist pantheon

and they are described below under appropriate hands with relevant

quotations.

Amongst the Hindu deities incm pmated into the Buddhist pantheon,

three deities appear to be of great importance. These are Mahikala

the proto-type of Siva Mahadeva with the Trigila as the recognition

symbol, Ganapati the elephant-faced god, and Sarasvati the Goddess of

Learning with her characteristic Vina. Separate Sadhanas are assigned

to all of them, and even independent shrines for them are not wanting in

the Buddhist countr.es of the North.

1. MAHAKALA

In the Sadhanamala as wellas in the Nispannayogavali there are

several descriptions of the ferocious Hindu god, Mahakala, He has
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been given a variety of forms in these two works, He may have one
face with two, four or six arms, or eight faces with sixteen arms, He

is one of the many terrible deities of the Buddhist pantheon with

ornaments of snakes, canine teeth, protruding belly and garment of

tiger-skin, The different forms of Mahikdla are described below,

(I) TWO-ARMED

Colour—Blue Arms—Two

Symbols—Kartri and Kapala

At least six Saidhanas in the Sidhanamala describe the two-armed

variety of Mahikila. One among them is quoted herc.

“Sri-Mahakalabhattarakam dvibhujath ekamukham — krsnavarnarh

trinayanam mahjjjvalam kartrikapdladharinam daksinavimabhujibhyam

mundamilalankrtorddhvapingalakesopari paficakapaladharam dauhstra-

bhimabhayanakam bhijangabharanayajiiopavitam kharvariipain srava-

drudhiramukham atmanam jhatiti nispadva...”.. Sadhanaméaila, p. 585

‘The worshipper should conceive himself as Sri Mah4kala Bhattara-

ka who is two-armed and one-faced and has blue colour. He is three-

eyed, has fiery radiance, and carries the Kartri and the Kapala in his

right and left hands respectively, He bears five skulls on his brown

hair which rises up on his head, and is decorated with a chain of severed

heads. He looks terrible with bare fangs, and is decked in ornaments

of serpents and a sacred thread made out ofa snake. He is short and

from his mouth trickles forth blood. Thus quickly meditating...’’,

Instead of the Kartri, Mahikala carries the Trisila in his right

hand in some cases. Images of Mahakala abound in Nepal and are found

in large numbers in Buddhist temples, monasteries and even in the

streets. Sometimes the head only is represented. Fig. 226 illustrates one

of the finest specimens of Mahakala belonging to the collection of

Pandit Siddhiharsa Vajracarya of Nepal. Here the god tramples upon

two figures representing two human corpses as required by the Sadhana.

He wields the menacing Kartri in the right hand and the Kapala full of

blood in the left. Images of Mahakala are also found in abundance in

Tibet? and China®.

i. Gordon: ITL, p. 90 in which four images of Mahakala are represented. See.

also Getty : GNB, Pl. XLIX where four more illustrations are available.

2. Clark: TLP, IJ, pp. 75, 101, 299 and 301.

44
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(I) FOUR-ARMED

Colour—Blue Arms—Four

Symbols—Kartri and Kapila, Sword and Khatvafiga

When four-armed he resembles the two-armed one in all details

except in the number of arms and the symbols he displays in his

hands. Here he carries the Kartri and the Kapaila in the first or the prin-

cipal pair of hands, and the sword and the Khatvanga in the second pair.

(I; SIX-ARMED

Colour—Bhie Arths— Six

Symbols-—r. Kartri, Rosary, Damaru

1, Kapala, Silex, Vajrapasa

When six-armed the form of Malakala resembles the two-armed

variety already described, with the difference that here he has six arms

carrying six different symbols. In his six hands he exhibits the Kartri,

the Rosary and the Damaru in the right and the Kapala, the Sila and

the Vajrapasa in the left.

(IV) SIXTEEN-ARMED

Colour—Blue Arns—Sixteen

Faces—Hight Legs—Four

When sixteen-armed, he is eight-faced and is represented in yab-yuen

in the embrace of his Sakti, and what is really strange, he is also four-
legged. The Sadhana describes his form in the following words :

*Atmanam Bhagavantam sodasabhuja-Mahakalam bhravayet; asta-

vadanam caturvinsatinetram catuscaranam godasabhujam ; daksinakaraih

kartri-vajra-gajacarma-mudgara-trisila-khadga-yamadandah, vamakaraih

raktapirnakapala-gajacarma-ghan ta- afikusa-svelacamara-damaru-narasio

dadhanath sesabhujabhyam Prajidlingitat ; kharvakrsnam hahahihi-

hehepiritamukham mahdraudram trikayatmakam pajica-Buddhamu-

kutinam naramundamélabharanafi bhayasyapi bhayasikaratn”.

Sadhanamala, p. 598°

«The worshipper should conceive himself as sitteen-armed Maha-
kala with eight faces, twenty-four eyes, four Jegs, and sixteen arms,

He carries in hig (seven) right hands the Kartri, the Vajra, the elephant-

hide, the Mudgara, the Trisila, the sword and the staff of Yama, and in

the (seven) left hands the Kapala full of blood, elephant-hide, the bell,
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the goad, the white chowrie, the Damaru and the human head. The

two remaining hands are engaged in embracing the Prajiia. He is short

and blue in complexion, utters laughing sounds, such as ha hi, hi hi,

he he, and looks terribly fierce, He is the essence of the Three K-iyas, bears.

the images of the five Dhyani Buddhas on his crown, is decked in garlands

of heads as ornaments, and is more awe-inspiring than Awe itself.”

The Sadhana further adds that Mahakala should be surrounded by

seven goddesses, three in the three cardinal points, (the fourth being

occupied by his own Sakti) and the other four in the four corners.

To the East is Mahamiya, consort of Mahesvara, who stands in the

Alidha attitude and rides a lion. She has four arms, of which the two

left hands carry the Kapala and the Damaru, and the two right the Kartri

and the Mudgara. She is blue in complexion, has dishevelled hair,

three eyes and protruding teeth.

To the South is Yamaditi, who is of blue complexion and_ has four

arms. She carries in her two right hands the staff of lotus stalk and

the Kartri, and in her two left the bowl of blood and the fly-whisk. She

stands in the Alidha attitude on a buffalo and has dishevelled hair.

To the West is Kiladiti, who carries in her two left hands the

Kapila and the Cow’s head and in the two right the Mudgara and the

Trisila. She stands i1 the Alidha attitude ona horse, has red con-

plexion and dishevelled hair.

All these deities are terrible in appearance, with protruding teeth

and ornaments of serpents.

The four coeners aie occupied by the following goddesses. Kalika

ig the SEcorner is blue in complexion, has two arms carrying the

Kapala and the Kartri, and stands on a corpse in the Alidha attitude.

Carcika in the SW corner has red complexion, carries the Kartri and

the Kap4ala in her two hands and resembles Kalika in all other respects.

CandeSvari in the NW corner has yellow complexion, carries in her

two hands the grass-tuft and the deer, and stands in the Alidha attitude

on acorpse. Kulisesvari in the NE corner has white complexion, carries

the Vajra.and the staff, stands in the Alidha attitude on acorpse. These

four deities are nude, and look terrible with bare fangs, three eyes and

dishevelled hair.

Surrounded by all these deities Mahakala should be meditated upon

as trampling upon Vajrabhairava in the form of a corpse.

‘Mahdakala is a ferocious god who is generally worshipped in the

Tantric rite of Marana and for the destruction of enemies. Mahakala

was alsg regarded as a terrible spirit, and was calculated to inspire awe in
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the minds of those Buddhists, who were not reverential to their Gurus,

and did not care much for the Three Jewels. He is supposed to eat these

culprits raw, and the process of eating has been minutely described in

almost all the Sidhanas, The Sadhanas generally contain the following

verses in order to show the terrible nature of Mahakala -

Acaryye yah sada dvesi kupito Ratnatrayepi yah I

Anekasattvavidhvamsi Mahakilena khadyate II

Cchedayet svangamamms:ni pivedrudhiradharaya I

Sirasi vinivesyaiva tilamatraiica karayet II

Sadhanamala, p. 5.6

‘He who hates his preceptor, is adversely disposed to the Three

Jewels, and destroys many animals is eaten up raw by Mahakila”.

He (Mahikala) cuts his flesh to pieces, drinks his blood, and (after)

entering into his head breaks it into small bits’.

2, GANAPATI

Colour—Red Arms—T welve

Vahana—Mouse

Asana—Dancing in Ardhaparyanka

Only one Sidhana in the Sidhanamali describes the form of Gana-

pati. He is twelve-armed and one-faced and rides his favourite Vahana,

the Mouse. The Dhyana describes him in the following terms :

“Bhagavantam Ganapatiin raktavarnaat jatamukutakiritinam sarvi-

bharanabliisitarn dvidagabhujain lambodaraikavadanam ardhaparyanha-

tandavain trinctran api ckadantam savyabhujesu kuthara-Sara-ankusa-

vajra-khadga-silaiica ¢ vamabhujesu misala-capa-khatvanga asrkkapala-

phatkafica raktapadme misikopari sthitam iti”.

Sadhanamala, pp. 592-593

«The worshipper should conceive himself as god Ganapati of red

complexion, bearing the Jatamukuta, decked in all ornaments, having
twelve arms, 4 protruding belly and one face. He stands in the Ardha-

paryanka in a dancing attitude, is three-eyed and has one tusk, He

carries in his right hands the Kuthara, the arrow, ihe goad, the Vajra,

the sword and the Sala, and his left the Masala, the bow, the Khat-

vanga, the Kapala full of blood, the Kapala of dried meat and the

Phatka. He rides the mouse on a red lotus.”

Fig, 227 is an Indian image of the four-armed Ganapati which is

described later in this chapter. This image is in the possession of

Dr. Moghe of Khar, Bombay. Fig. 228 is another image with twelve
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arms in the possession of the Dowager Maharani Chimanabai Gaekwad

of Baroda. Both the pieces are Buddhist in character,

Ganapati images are also noticed in China! and in painted banners

of Tibet.

3. GANAPATIHRDAYA

Asana—Dancing Arms— Two

Miadras—Abhaya and Varada

Like Ganapati himself Ganapatihrdaya who is in all probability is his

Sakti or female counterpart, cannot he easily assigned to any particular

Dhyani Buddha. Her form is described in the Dharmakosasatgraha ot

Amrtananda in the following words :

“Ganapatihrdaya ekamukhi dvibhuji varada abhaya nrty wane’.

Dharmahosasangraha, Fol. 45

‘Ganapatihydaya is one-faced, two-armed, exhibits in her two hands

the Varada and Abhaya poses, and shows the dancing attitude’.

Fig. 229 illustrates a miniature in the possession of Dr. W. Y. Evans-

Wentz.

4. SARASVATI

Sarasvati is the name of an ancient river now filled up by the sands

of Rajputana on the banks of which the Vedic Aryans originally settled

after their migration to India, As the banks of the river were occupied

by the Vedic Aryans who composed many hymus, and were the scene of

many sacrifices, the river was, later on, in the Paurdnic age deified as the

Goddess of Learning. The Buddhists borrowed this Hindu goddess,

ipcorporated her bodily into their pantheon in the Tantric age when she

was equally popular with the Hindus and the Buddhists, and modified

her form in various ways. The Buddhist Sarasvati may have one face

with two arms, or three faces and six arms. When two-armed, she has

four different variations. As her worship is widely prevalent among the

Buddhists owing to the belief that like Mafijusri and Prajiiiparamiti, she

confers wisdom, Iecarning, intelligence, memory, etc. a compatatively

large number of Sadhanas is assigned to her in the S idhanaim ili.

(I) MAHASARASVATI

Symbols—r. Varada Midra ; 1, Lotus

Colour—White

She has white complexion, shows the Varada pose in the right hand

1. Clark: TLP, If, p. 153.
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and carries the white lotus in the left. The Dhyana describes her fotut
in the following terms :

‘“Bhagavatim Mahisarasvatim amuvicintayet ésaradindukarakaram

sitakamalopari candramandalastham ; daksinakarena varadam, vattiena’

sandlasitasarojadharam smeramukhim atikarunadmayam svetacandanaku-

sumavaianadharam muktahiropasobhitahrdayam na@naratnalankgravatim

dvadasavarsakrtim muditakucamukuladanturorastatiin sphuradanantaga-

bhastivyihavabhisitalokatrayam.” Sadhanamaja, p. 329

“The worshipper should think himself as goddess Mahisarasvati,

who is resplendent like the autumn moon, rests on the moon over the

white lotus, shows the Varada miidra in her right hand, and carries in the

left the white lovus with its stem. She has a smiling countenance, is

extremely compassionate, wears garments decorated with white sandal

flowers. Her bosom is decorated with the pearl-necklace, and she is

decked in many ornaments , she appears a maiden of twelve years, and

her bosom is uneven with half-developed breasts like flower-buds ;

she illumines the three worlds with the immeasurable light that radiates

fiom her hody.”

This is the general appearance of Sarasvati, and all the other varieties,

unless otherwise stated, are identical in appearance with the one just

described. The distinctive feature of this goddess Mahiasarasvati is that

she shows like the ordinary Taras the Varada mitdra in the right hand

and carries the lotus in the left (Fig. 230), and is surrounded by four

deities identica) in form with herself. Prajita is in front of her, Medh2

to herright, Smrti to her left, and Mati in the west. These four divi-

nities may also accompany other varieties of Sarasvati. As the Sadhana

is silent about the particular Asana, she may be represented in any

attitude, sitting or standing.

Sarasvati is a popular goddess both in Tibet! and China? where she

is widely represented.

(If) VAJRAVINA SARASVATI

Colour—White Symbol—Vina

Vajravina Sarasvati like Mahdsarasvati is also white in complexion,
peaceful and benign in appearancé. She is also two-armed but the dis-

tinguishing feature in her case is that she carries in her two hands the
Vina, a kind of f stringed musical instrument, and plays upon it. She

eoemtinraos anew Maite, dah

“Tr Gordon, (TL, | pp. 72, 88; Getty: GNB, pp. 127, 128,
2. Clark: TLP. pp. 173, tel,



HINDU GODS IN VAJRAYANA $51

may also ‘be represented as accompanied by the four divinities as in the

previous case,

Fig, 231 illustrates her statuette at Peiping.

(III) VAJRASARADA

Symhbol—r. Lotus ; 1. Book

According to the Dhydna in the Sidhanamila she rests upon a pure

white lotus, and a crescent decorates her crown; she is three-eyed and

two-armed and carries the book in the left hand and the lotus in the

right. The accompanying illustration (Fig. 232) shows how she is pictur-

ed by Nepalese artists. She may, however, be accompanied by the four

attendants, Prajfid and others, As the Sidhana is silent about the

Asana, she may have any attitude. The Nalanda image (Fig. 233) which

has been identified as Kotisri (?) is probably a stone representation

of this goddess, Vajrasirada here sits in Bhadrasana, as de her compa-

nions, All the figures in the group are mutilated, but at least one

among them carries the Utpala and the book, in the right and lest

hands respectively.

(IV) ARYASARASVATI

Symbol-—Prajiaiparamita on Lotus

Arya-Sarasvati is another variation of Sarasvati, and is also desiz-

nated Vajrasarasvati, which seems to be the common name of Saras-

vati of the Vajrayanists. She appears a maiden of sixteen, is in the

prime of youth, has white complexion, and carrics in the left hand

the stalk of a lotus on which rests the Prajfiipiramiti Book. The

Dhyana is silent about the symbol carried in the right hand, which may

or may not remain empty. The Asana also is not mentioned which

‘shows that she may be represented in any attitude.

Fig. 234 illustrates a Nepalese drawing of Arya-Sarasvati.

{V) VAJRASARASVATI

Faces—Three Arms— Six

Asana—Pratyalidha

The name Vajrasarasvati is given to this goddess in order to distin-

fuish her from the other four varieties of Sarasvati, with four different

names given in the Sadhanas, It has already been said that Sarasvati

has a form with three faces and six arms. In all other respects her form

is identical with that of Mahasarasvati. The difference here is that her

hair is brown and rises upwards, and she stands in the Pratyalidha
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attitude on the red lotus. Three Sadhanasin the Sadhanamala art
assigned to her worship, and according to these, she is red in colour,

with the right and left faces of blue and white colour respectively:

She carries in her three right hands the lotus on which is the Prajfia-

paramita Book, the sword and the Kartri, and in the three left the

Kapala of Brahmi, the jewel and the Cakra, Instead of the book on

lotus and Brahmakapala she may also hold the lotus and the Kapala only.

Fig. 235 illustrates a Nepalese drawing belonging to the latter variety.

5, THE EIGHT DIKPALAS

The eight Dikpdlas or the Lords of the Eight Quarters are described

in the Dharmadhatuvagisvara Mandala and other places in the Nispan-

nayogavali, They are the Lords or rather the embodiments of the four

principal directions and the four intermediate corners, and resemble the

Yamantaka group of deities of the Buddhists, Their forms are described

below in the same order as they appear in the Dharmadhatuviagisvara

Mandala. Here only one typical form is given, although there are

many more, even with their female counterparts.

‘ (I) INDRA

Colour— Yellow Arms—Two

Vchicle—Elephant — Direction—East

The first in the series of Eight Hindu gods of direction is Indra who

presides over the Easten quarter. His form is described as follows :

“Airavataridhah Indiah pito vajram stanam ca dadhanah.”

. NSP, p. 61

“India (of the east) rides on the Airavata elephant and is yellow in

colour. He holds in his two hands the Vajra and the breast of a woman.”’

Under the name of Sakca he appears in the Chinese collection’.
Fig, 236 illustrates his Peiping image.

(II) YAMA

Colour--Blue Arms—Two

Vehicle Buffalo Dir ection—South

The second in the series of eight deities of direction is called Yama

here as well as in Hindu scriptures. Yama is described in the following

words : "

“Yamyam Mahise Yamah krsno yamadandasilabhrt”.

NSP, p. 61
Meee wees oti relly ere eee 8 Pe wld —_ 8 me ete

1. Clark: TLP, II, pp. 89, 178.
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‘In the south, there is Yama riding ona Buffalo. He is blue in

colour and holds in his two hands the staff of death and the Sila’.

Yama, the God of Death is fairly popular in Tibet where his images

are found?,

(III) VARUNA

Colour—White Arms-—T wo

Vehicle—Crocodile Direction—West

The third in the serics of gods of direction is Varuna whose form is

described in the text as follows :

‘“‘Varune makare Varunah svetah saptaphano naigapasasankhabhrt.”

NSP, p. 61

“In the west there is Varuna riding on a Crocodile. He is white in

colour and has seven hoods, He holds in his two hands the noose of

snake and the conch”’.

His statuettes occur in the Chinese collection under the title of

Varuna (deva)?.

(IV) KUBERA .

Colour—Yellow Arms—Two

Vehicle—-Man Direction—North

The fourth deity in this series is Kubera of the North and his form is

described in the text as follows :

‘““Kauberyam nare Kuberah supitonkusagadadharah”’.

NSP, p. 61

- “In the north, there is Kubera riding onaman. He is of deep
yellow colour and holds in his two hands the goad and the Gada

(mace)”’.

Kubera is fairly well represented in Tibet’,

(V) ISANA

Colour—White Arms—T wo

Vehicle—Bull Direction—Isana (N.E.)

The fifth in the series of gods of direction is Isana the Lord of the

Isana corner, and his form is described in the following words :

“Aiganyam Vrsabharidhah Isanah trisilakapalapanih jatardhacandra-

dharak sarpayajiiopaviti nilakanthah’’. NSP, p. 61

1. See for instance Gordon : ITL, p. 90 ; also Getty : GNB, Pl. XLVII, a and b.

2. Clark: TLP, II, pp. 98, 178.

3. See for instance Gordon: ITL, p. 90 also Getty : GNB, plate LII, b.
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‘In the Isana corner there is Isana riding on a Bull. He is white in

colour and holds in his two hands the Trisiila (trident) and the Kapila

(skull-cup). On his matted hair appears the half-:noon, on his body a

sacred thread of serpent and his throat is blue’.

As Isana he is not represented in the Chinese collection.

(VI} AGNI

Colour—Red Arms—Two

Vehicle—Goat Directton—Agni (S.E.)

The sixth in the series of direction gods is Agni the Lord of the

Agni corner, His form is described thus :

‘“Ayneyyam Cchage’gnih raktah sruvakamandaludharah.”

NSP. p. 6]

“In the Agni corner there is Agni riding on a Goat. He is red in

colour and holds in his two hands the Sruva (ladle) and the Kamandalu

(water bewl).””

As Agnideva his forims occur twice in the Clrinese collection’. Fig. 237

illustrates one of the two statuettes from Peiping.

(VII) NAIRRTI

Colour—Blue Aims—Twu

Vehicle—Corpse Direction—Nairrta corer (S W )

The seventh direction god is called by the nameof Nairrti who

presides over the Nairrta corner, His form is described in the text as

follows :

“Nairrtyain Raksasadhipo Nairrtih nilah gave khadgakhetakabhrt”.

NSP, p. 61

‘In the Nairrta corner there is the Lord of the Raksasas (goblins)

called Nairrti, who is blue in colour and rides on a corpse. In his two

hands he holds the sword and the Khetaka (stick)”.

He is not represented in the Chinese collection.

(VIII) VAYU

Colour—Blue Arms—Two

Vehicle-—Deer Direction—Vayu (N.W.)

The eighth and the last deity in the series of direction gods is called

Vayu the Lord of the Vayu corner. His form is described thus :

“Vayavyam mrge Vayurnilo vataputadharah”, NSP, yp. 61

i. Clark: TLP, It, pp. 65, 87.

ie
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“In the Vayu corner there is Vayu riding on a Deer ‘and blue in

colour. In his two hands he shows the Vataputa” (empty fold).

Under Vayudeva his statuette occurs in the Chinese collection’,

Fig. 238 illustrates this image.

6. TEN PRINCIPAL HINDU DEITIES

In the Brahma group there are ten deities. They are popular in

India and their statuettes occur in the Chinese collection. Their

appearance in the Buddhist pantheon is almost the same as we find

them described in the Puranas and Tantric works of the Hindus. The

gods of the Brahma group are described with typical examples in the

same order as they appear in the Dharmadhatuvagisvara Mandala of

the Nispannayogivali.

(I) BRAHMA

Colour—Yellow Armns—Four

Vehicle—Swan

The first among the ten gods of this list is Brahma. His form is

given in the following text :

‘Hamse Brahma pitascaturbhujah aksasitrabjabhrt-savyetarabhyam

krtaiijalir-danda-kamandaludharah’’. NSP, p. 61

“On a Swan appears Brahma of yellow colour with four arms.

With the two principal hands carrying the rosary and the lotus, he

displays the Afijali (clasped hand) midrdi, and the two other hands

carry the staff and the Kamanudalu’’.

Three statuettes of his occur in the Chinese collection?, Fig, 238

illusti ates one of the three.

(II) VISNU

Arms—Four — Vehicle---Garuda

The second god in this series of ten principal gods of the Hindu

panthe on is called Visnu. His form is described as under ;

‘“Garude - Visnus-caturbhujah = cakrasankhabhrtsavyavamabhyim

mirdhni krtafijalir-gadasarngadharah”’, NSP, p. 61

“On a Garuda there is Visnu with four arms. With the two prin-

cipal hands carrying the Cakra and the Sankha he displays the Afijali on
his head. With the two others he holds the Gadi (mace) and the bow”’.

Two statuettes of Visnu occur in the Chinese collection®.

1. Clark: TLP, IT, p. 181-

2. Clark: TLP, II, pp. 100, 155, 179.

3, Clark: TLP, II, pp. 98, 156.
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(III) MAHESVARA

Colour—White Arms—Four

Vehicle—Bull

The thid in this series of ten principal gods of the Hindus is

Mahesvara. His form is described thus :

“Vrsabhe Mahesvarah sitah sasikanakankitajatamukutas-catur-

bhujah sirasi krtafijalis-trisilakapilabhrt”’. NSP, p. 62

‘‘Mahesvara sits on the Bull, and is white in colour. His crown of

matted hair is beautified by the moon. He is four-armed. With the two

principal hands he displays the Afijali over the head, and with the two

others he carries the Trisila and the Kapiala”’.

One statuette of MaheSvara occurs in the Chinese collection’, It

is illustrated in Fig. 240.

(TV) KARTTIKEYA

Colour—Red Arirs—Six

Symbol—-Hen Vehicle—Peacock

The fourth god in this series is Kirttikeya and his form is des

cribed as follows :

“Mayire Karttikeyo raktah sanmukhah savyabhyaim saktim vajsam ca

vamabhyam kukkutant cadadhano dvabhyam krtafijalih.” NSP, p. 62

‘‘Karttikeya rides a Peacock, is red in colour, and has six faces.

With the two right hands he holds the Sakti ( javelin} and tlre Vajra

and with the two left the hen. With two othters he shows the Anjali”.

One statuette of this deity is found in the Chinese collection?.

(V} VARAHI

Colour—Blue Artnse£"our

Symbol—Fish Vehicle—Ow!

The fifth deity in this series is a goddess and is called here as Varahi,

Her form is described as follows :

‘Varahi krsna pecakarGdbi caturbhuja savyavamvibbyam rohitae

matsyakapaladhara dvabhyam krtaiijalih”. NSP, p. 62

“‘Varahi is blue in colour, She rides on at Owl atid is four-armed.

In one pair of hands she showsthe Rohita fish in the right and the

Kapala in the left. T'wo others are clasped in Anjali’.

Two statuettes of the deity are represented in the Chinese collection’.

}. Clark : TLP, I, p. 156.

2. Clark: TLP, II, p- 157,

8, Clark: TLP, Hl, pp. 72, 176.



HINDU GODS IN VAJRAYANA 365

(VI) CAMUNDA

Colour—Red Arms-- Four

Vehicle—Corpse

The sixth deity in the series of Hindu gods is also a godless and is

known by the name of Gimundi, Her form is descrived as follows :

‘Pretopart Gamunda rakt’ caturbhuja_ kartrikapalalhrtsavyctara

krtafijali”’. NSP, p. 62

‘Camunda rides on a corpse aml ts of red colour. She is four-

armed. With the first pair of hands she holds the Kartri in the right

and the Kapala in the left. In the second she exhibits the Afijali”’.

One statuette of this goddess occurs in the Chinese collection’.

(VII) BHRNGI

Colour—Blue Arms—Four

The seventh deity in this series is Bhrngi whose form is described

in the Dharmadhatuvagisvara Mandala as follows :

“Bhrngi krsnah krsnaksasitrakamandaludharah krtanjalih”’.

NSP, p. 62

“Bhrngi is blue incolour and he holds in the first pair of hands

the blue rosary and the Kamandalu. In the second pair the Ajjali is

shown”’,

Bhrngi is not represented in the Chinese collection.

(VIII) GANAPATI

Colour—White Arms—Four

Symbol—Elephant-face Vehicle—Rat

Ganapati is a popular deity in the Buddhist pantheon. He is des-

cribed several times in the Nispannayogavali, and as already stated an

independent Sadhana in the Sadhanamala is devoted to his worship.

In the Mandala of Dharmadhatuvagisvara his description is as follows :

‘‘Miasake Ganapatih sitah karivaktrah sarpayajfiopaviti caturbhujah

savyabhyam trigilaladdukau vamabhydm parasumilake dadhinah. ”

NSP, p. 62

‘Ganapati rides on a Mouse and is white in colour. He has an

elephant face anda snake forms his sacred thread. He is four-armed.

In the two right hands he carries the Trisila and the Ladduka (sweet

balls), and in the two left the Parasu (axe) and the Milaka (radish).

i. Clark: TLP, II, p. 176,
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In the Bhitadamara Mandala, he is given four hands carrying the

Malaka and the Parasu in the two right, and the Trigila and the

Kapala in the two left},

One statuette of his is recorded in the Chinese collection®. It is

iJustrated in Fig. 241,

(IX) MAHAKALA

Colour—Blue Arms—Two

Symbol—Trident

The ninth in this serics of Hindu deities in the Buddhist pantheon is

called Mahakala who is popular both in the Sadhanamala as well

as in the Nispannayogivali, His form is desc. ibed as follows :

Mahakalah krsnas-t:istla-kapalabhrt”’, NSP, p. 62

“Mahikala is blue in colour and carries the Trisila and the Kapala

in his two hands”,

One statuette of his occurs in the Chinese collection’, His des-

cription in the Sadhanamala is more detailed. The different forms of

Mahakala have already been discussed in an earlier section in this very

chapter.

(X) NANDIKESVARA

Colour—Blue Arms—T wo

Symbol—Muraja Vehicle—Muraja

The tenth and the last in this series of Hindu gods is called Nandi-

kesvara. His form is described thus in the Mandala of Dharmadhiatu-

vagisvara :

“Nandikesvarah krsuah Murajaradho Murajavadanaparah”.

NSP, p. 62

‘‘Nandikesvara is blue in colour and sits on a Muraja drum and is

engaged in playing on the Muraja’
’.

Two statuettes of this deity occur in the Chinese collection under

the title Nandisvara (deva) which is the same as NandikeSvara‘,

1. NSP, p. 72.

9, Clark: TLP, II, p. 155.

3, Clark: TIP, II, p. !0:.

4 Clark: TLP, II, pp. 101, 153.
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7. NINE PLANETS

From time immemorial people in India helieved in the power of

the planets either for evil or for good. That Lelicf s still current. The

Hindus, Buddhists and Jainas alike shared in this belief, and in all these

three religious systems the planets were deifiel and they were given a

form, weapon and colour, To compare the forms of the different

planets in the three religious systems is iiuscll an independent and

stupendous study. Itis not the purpose here to compare their forms,

nor even to study their iconography extensively, but a passing and brief

reference to the planets is what can and should be given. As the planets

were deified in Buddhism also, their forms are stated below in the

same order and in the same manner as they appcar in the Mandala

of Dharmadhiatuvagisvara of the Nispannayog vali,

(I) ADITYA

Colour—Red Arms-- ‘Two

Symbul- -Dises of the Sun

Vehicle-—Chariot of Seven Horses

Aditya or the Sun-god heads the list of the Nine Planets, and his

form is described in the Nispannayogavali as follows :

‘Saptaturagarathe Adityo rakto daksinahastena vamena ca padmas-

tha-stiryamandaladharah”’. NSP, p. 62

“Aditya rides ona chariot drawn by seven horses. He is red in

colour. Both in the right and in the left he holds the discs of the sun

on lotuses’’.

¢ In the Chinese collection, one statuctte of this planet: occurs under

the title of Sarya,!

(II) CANDRA

Colour—White Arns—Two

Symbol—Discs of the Moon Vehicle—Swan

The second planet in this series is Gandra or the Moon-god who is

described thus in the text :

‘Hamse Candrah subhrah savyahastena vimeaa ca kumudastha-

candramandalabhrt”. NSP, p. 62

‘andra rides on a Swan, is white in colour and holds in his right

and left hands the discs of the Moon on lotuses’’.

As Candradeva this planet is popular in the Chinese collection’.

1. Clark: TLP, II, p. 178.

2, Clark: TLP, I, pp. 89, 182.
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(III) MANGALA

Colour—Red Arms—Two

Symbol—Human head Vehicle—Goat

The third in the series of Nine Planets is Mangala or the War-Lord

Mars whose form is described in the following words :

“Chhagale Mangalo raktah savyena kattaram vamena Manuga-

mundam bhaksanabhinayena dadhanah”’ NSP, p. 62

‘‘Mangala rides ona Goat. He is red in colour. In the right hand

he holds the Kattara (cutter) and in the left a severed human head he is

in the act of devouring’’.

He is not found in the Chinese collection.

(IV) BUDHA

Colour—Yellow Arms—T wo

Symbol-—Bow and Arrow

The fourth god in the series of Nine Planets, is Budha or Mercury

and his form is described as under :

‘Padme Budhah pitah saradhanurdharah’’, NSP, p. 62

“On alotus there is Budha who is yellow in colour and holds in

his two hands the ar:ow and the bow’’.

Budha is represented in the Chinese collection only once!.

(V) BRHASPATI

Colour—White Arms—T wo

Symbols—Rosary and Kamandalu

Vehicle—Frog or Skull

The fifth god inthe series of Nine Planets is Brhaspati or Jupiter.

His form is described in the text as under :

“Bheke Kapile va Brhaspatir-gauro’ksasiitrakamandaludharah.”’

NSP, p. 62

“Qn a Frog or a skull there is Brhaspati of white colour. He

carries the rosary and the Kamandalu in his two hands”.

Brhaspati is not represented in the Chinese collection of Peiping.

1, Clark: TLP, Il, p. 83.
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(VI) SUKRA

Colour—White Arms—Two

Symbol-—Rosary and Kamandalu

The sixth in the series of Nine Planets is Sukra or Venus whose form

is described in the text as under :

“Sukrah suklah kamalastho’ksasiitra-kamandalubhrt.”

NSP, p. 62

‘Sukra is white in colour. He sits on a lotus and holds in his two

hands the rosary and the Kamandalu”’.

Sukra is not represented in the Chinese collection.

(VII) SANI

Colour—Blue Arms—Two

Symbol—Rod Vehicle—Tortoise

The seventh deity in the series of Nine Planets, is Sani, Sanaiscara or

Saturn, His form is described in the following words :

“Kacchape Sanaiscarah krsno dandadharah”, NSP, p. 63

«Sanaigcara rides on a tortoise and is blue in colour. He holds the rod’’.

Saturn is not represented in the Chinese collection. The selection

of the slowest animal tortoise for the slgwest of the planets, Saturn, is

very sigaificant.

(VIII) RAHD

Colour—Reddish Blue Arms—Two

Symbol—Sun and Moon

The eighth deity in this series of Nine Planets, is the destructive

deity Rahu. His form is as under :

“Rahi raktakrsnah siryacandrabhrt-savyetarakarah”’.

NSP, p. 63

‘‘Rahu is reddish blue in colour, and he holds in his two hands- the

Sun and the Moon’”’.

As Rahudeva he occurs once in the Chinese collection. This

Chinese statuette is illustrated in Fig, 242),
ee

1. Clark : TLP, II, p. 15%.
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(IX) KETU

Colour—Blue Arms—Two

Symbol—Sword and Snake-noose

The ninth and the last in: the series of deities representing the Nine
Planets is Ketu. He is described thus in the Dharmadhatuvagiévara

Mandala :

‘‘Ketuh krsnah khadga-nagapasadharah’’. NSP, p. 3

‘*Ketu is blue in colour and holds the sword and the noose of snake.”

Under the name Ketugrahadeva, he occurs once in the Chinese’

collection’. Fig. 243 illustrates this Chinese specimen.

8. BALABHADRA GROUP

A set of four Hindu deities under the Balabhadra group is described

fully in the Dharmadhatuvigisvara Mandala of the Nispannayogavali.

They mclude Balabhadra, Jayakara, Madhukara, and Vasanta, and in

Hinduism, all these are the companions of the god Kimadeva, the deity

of Carnal Desire.

(I) BALABHADRA

Colour—White Arms—Four

Symbol—Plough Vehicle—Elephant

The first deity in this group is called Balabhadra who may be identi-

fied with Balarama the brother of Krsna. These two pastoral deities of

Hinduism broadly represented Agriculture and Dairying. Balabhadra

is described as under :

‘‘Kuiijare Balabhadrah sitah khadga-langaladharah.” ,

NSP, p. 63

‘‘Balabhadra rides an elephant and is white in colour. He holds the

sword and the plough,”

He is not to be found in China.

(II) JAYAKARA

Colour—White Arms—Four

Symbol—-Garland Vehicle~Cuckoo Chariot

The second deity of this group is called Jayakara whose form is
described as under ;

“‘Kokilarathe Jayakaraé-caturbhujah (sitah) savyabhyam puspama-
lasa banam ca vamabhyatn casaka-dhanusi dadhanah”.

NSP, p. 63
ae. —

1, Clark: TLP, II, p. 99.
ah
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‘‘Jayakara rides a chariot drawn by cuckoos ; he is (white in colour)

and is four-armed. With the two right hands he carries the garland of

flowers and the arrow and with the two left Casaka (wine-glass) and the

bow’’.

He is not represented in the Chinese collection.

(III) MADHUKARA

Colour—White Arms-—Four

Symbol—Makara Banner Vehicle—Suka Chariot

The third deity in this series of Hindu gods is Madhukara whose

form is described as under :

“Sukasyandane Madhukaro gauras-caturbhujah savyabhyam makar-

adhvajasare vamabhyam casakacapau vibharti”’. NSP, p. 63

‘‘Madhukara rides a chariot drawn by Suka (parrot) birds and is white

in colour. He is four-armed, and holds in his two right hands the

Makara banner and the arrow. With the two left hands he carries the

wine-glass (Casaka) and the bow”’.

(1V) VASANTA

Colour—White Arms—Four .

Symbol—Wine-glass Vehicle—Monkey

The fourth and the last in this series of four Hindu gods is Vasanta or

the Spring-god. His form is described in the following words in the

Dharmadhatuvagisvara Mandala :

‘“‘Plavange Vasantah sitas-caturbhujah savyabhyaim bana-krpanabhrt-

vamabhyam dhanus-casakadharah.” NSP, p. 63

‘‘Vasanta rides on a monkey and is white in colour. He is four-armd

and in his two right hands he holds the arrow and the sword, With

the two left he carries the bow and the wine-glass’’,

None of these four deities is represented in the Chinese collection.

9. LORDS OF THE YAKSAS, KINNARAS, GANDHARVAS

AND VIDYADHARAS

In the Dha: madhituvigisvara Mandala eight Lords of Yaksas are :

described briefly. This list of Yaksa kings is important as it is not found

elsewhere ; it is not possible also to individualize them in their forms.

The Yaksas are a semi-mythical class of beings who are supposed to

preside over treasures and shower wealth on mankind when propitiated.

Kubera is said to be the greatest among the Yaksas, who according to

the Hindus, lives in the North along with the Yaksa hordes. The name

of his capital is said to be Alakapuri adjacent to Mount Kailasa in the

Himalayan iegion. :
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(1) YAKSA KINGS

The names of the eight Yaksa kings are :

I. Pirnabhadra 2. Méanibhadra

3. Dhanada 4. Vaigsravana

5. Civikundali 6. Kelimili

7. Sukhendra 8 Calendra

They are all collectively described inthe Mandala in one briefsentence:

‘“Pirnabhadradayo Yaksadhipah bijapiraphala-nakulabhrt-savyet-

arakarah”’. NSP, p. 63

“The Yaksa kings beginning with Pirnabhadra hold in their hands

the Bijapira (citron) and the Nakula (mongoose) in the right and

left hands respectively’.

In colour they differ. Pimalyhadra is blue, Minibhadra is yellow,

Dhanada is red, Vaisravana is yellow, Civikundali is red, Kelimali is

green, Sukhendra and Calendra are yellow.

The citron and the mongoose are the natural symbols of Jambhala the

Buddhist god of wealth, and as such, he is of the Yaksa group.

Except Jambhala these Yaksas are rarely represented. In the Chinese

collection there are two illustrations one under the title of Yaksadeva

and another under Yaksa Ptrnabhadra!. They refer evidently to

this group of deities. Besides them there is a series of statuettes

which are designated withthe general title of Mahayaksa-senadhipatis.

They carry the citron and the mongoose.

Allied to the Yaksas are the Kinnaras, Gandharvas, and Vidyadharas.

They are all semi-mythical beings next to gods, who have power to
confer benefit when propitiated. Some information about their kings is

found in the Dharmadhatuvagisvara Mandala of the Nispannayogavali.

Their forms are described below in the order in which it is found.

(II) KINNARA KING

The Kinnara king is not named here but his form is given in the

following words :

‘Kinnararajendro raktagauro vinavadanaparah”. NSP, p. 63

“The Kinnara king is reddish white in colour and is engaged in

playing on the musical instrument called the Vina”.

t. Clark : TLP, II, pp. 102, 343.
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(III) GANDHARVA KING

The Gandharva king is known by the name of Pajicasikha and his

form is described as follows :

*‘Paficatikho Gandharvarajendrah pito vinam vadayati"’.

NSP, p. 63

‘“Pajicasikha the king of the Gandharvas is vellow in colour and he

plays on the Vina instrument”’.

(IV) VIDYADHARA KING

The king of the Vidyadharas is named as Sarvirthasiddha and _ his

form is described as below :

‘Sarvirthasiddho Vidyddhararadjendro gaurah kusumamilahastah’’.

NSP, p. 63

‘“Sarvarthasiddha the king of the Vidyadharas is white in colour

and holds in his two hands the garland of flowers’’.

10. TWENTY-EIGHT CONSTELLATIONS

The Z diac is divided into 27 or 28 constellations or Naksattias, These

are called the Lunar Mansions. These Lunar Mansions are believed

to exercise great influence on human beings and their affairs. They

are constantly bringing good or bad effects and are supposed to be great

store-houses of power. It is no wonder, therefore, that in Buddhism

these Naksattras should be deified with colour, faces and hands. The

Naksattras are described collectively in the Dharmadhatuvagisvara

Mandala of the Nispannayogavali. In this Mandala the Naksattras

are given one face and two arms, which are clasped against the

chest in the Ajijali midra. In colour, however, they differ.

The Naksattras have the following features in common :

“ASvinyadayo devyasca ratnakaficukiparidhan ih krtafijalayah’’.

NSP, p. 65

“The deities beginning with Asvini are decked in bejewelled jackets

and they all show the Anjali midra’’.

They differ in colour. Their distinctive colour is given below in

the order in which it is found in the Mandala :

1, Asvini-—White 2. Bharani—Green

3. Krttika--Green 4. Rohini—Reddish White

5. Mrgasira-—Blue 6. Ardra—Yellow

7. Punarvasu— Yellow 8. Pusya—Green

9, Aglesi—White 10. Magha—Yellow
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Il. Purvaphalguni—Green 12. Uttaraphalguni—Green

as Priyangu

13. Hasta—White 14. Citra—Green

15. Svati—Yellow 16, Visakha—Blue

17. Anuradha—Green 18, Jyestha—Yellow

19. Mila—Yellow 20. Piirvasadha—Blue

21. Uttarasidha—White 22, Sravana—White

23. Dhanisthi—Blue 94, Satabhisa—Yellow

25. Pirvabhadrapada— 26. Uttarabhadrapada—Yellow

Green

27. Revati--White 28. Abhijit—Green

Il. TIME DEITIES

(I) MONTHS

Another set of interesting Hindu deities is described in the Kalacakra

Mandala as Lords of the Twelve Months of the Hindu Calendar.

As they are rarely represented, it is not necessary to deal with them

in detail. Only a brief and passing reference is all that is necessary

here. .

There are altogether twelve months having twelve deities and their

names are given below in the same order as it 3s given in the Kalacakra

Mandala :

1, Caitra—Nairrti 2. Vaisakha—Vayu

3. Phalguna—Yama 4. Jyaistha—Agni

5. Asadha--Sanmukha 6. Pausa—Kubera

7. Aévina—Sakra 8. Karttika—Brahma

9, Margasirsa—Rudra 10. Sravana—Samudra :
1]. Bhidrapada—Ganesa ~*~ 12. Magha—Visnu

These twelve gods, at least most of them, are described previously.

But the forms in the Kalacakra Mandala are somewhat different. Here

they are all accompanied with their Sakis, naustly fuur-armed and have
their distinctive vehicles,

(Il) DATES

The Tithis or the distances between the sun and the moon are also

deifed, but these cannot be properly determined in the absence of

definite iconographic information. Some of these Tithis (dates) are

found represented in the Chinese collection at Peiping’. Figs. 224

and 245 illustrate the Navami and Dasami Tithis.

1. See for instance Clark: TLP, IH, p. & where the Tithis, Saptami,’ Agama,
Navami and Dasgami are illustrated.
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(IIl) ZODIACAL SIGNS

Besides these, there are the Twelve Signs of the Zodiac, named in

the Hindu books on Astrology as Mesa, Vrsahha, Mithuna, Karka,

Simha, Kanya, Tula, Vrscika, Dhanu, Makara, Kumbha and Mina. It

has not been possible to trace any Sanskrit text from Buddhist

Tantric literature which mentions the Dhydna or even a tolerable

description of these Signs of the Zodiac. But the Risis are fong

believed in India to be the store-houses of mystic power, and it is but

natural to expect that these Twelve Signs should be deified with colow,

form, weapons and the rest. It is also natural that these deities

should be assigned to one or another of the families of the Dhyani

Buddhas so that they may be fitted into the Buddhist pantheon. When

more literature on the subject is published, only then it will be possible

to find descriptive texts. It is however desirable at this stage to refer

to the excelient statuettes of the different Signs of the Zodiac that have

been discovered in China and illustrated by Professor Clarke in his Two

Lamaistic Pantheons, Vol. 114,

Figs. 246, 247 and 248 illustrate the three Signs, Tuli, Kumbha and

Mina. ;

(IV) SEASONS

The seasons of the year were likewise deified and were given form,

colour, weapons, and were affiliated to one or another of the Dhyani

Buddhas. Descriptions of seasons are also not available in the Buddhist

Tantric literature, hut their images and statuettes have been discovered

both in Tibet? and China*.

1, Sée for instance, Clark: TLP, II, p, 102 for Kanya Devi, p. 101 for Tula Devi,

: p. BY for Kuntibha Deva, and p. 86 for Makata Déva,
. 2&3, Fob instaride, Gordon : ITL, p. 82 whete goddesses for Vatanta, Sarad and

‘: Hemanta seasons afe illustrated. Alsd Clark: TLP, 11, p. 308 for Sarad and Hemanta
and p. 307 fot Vasirita dnd Varga seaséns,



CHAPTER XIV

CONCLUSION

The foregoing is an account of the iconography of Buddhist gods

and goddesses as reconstructed from Sanskrit texts of the Buddhist

Tantric literature. The study confines itself to the iconography of gods

and goddesses only, excluding all other favourite themes of the Buddhists

carved on stone or painting, such as the scenes from Buddha’s life,

the Jitaka stories, the Avadanas and others, representations of which,

are available from Bharhut, Safichi, Amaravati, Gandhara or even the

cave temples of Ajanta. This book does not refer to them nor makes

an attempt to identify them by hunting out the original Sanskrit texts

which are illustrated on stone in the form of stories. It is a practical

handbook for the guidance of Museologists who have to handle large

number of images of gods and goddesses with strange faces, weapons

and poses. It is a work giving indications as to how such images

should be studied, analyzed, and finally identified with the help of

original Sankrit texts such as are quoted in this book at every place. An

image is nothing but a symbol, and it is the business of the students of

iconography to find out how the image was made, by whom it was

made, and what philosophical and cultural background was necessary

for the production of such an image. In this work, therefore, problems

such as these have been treated and enough information is given in

order to understand a Buddhist image from different view-points. The

scope of this work thus is limited, and it does not claim to unravel the

mystery of all stones on which something is carved. But within the
limited scope, it has enough information of the highest practical value

to the students of iconography, and this value is enhanced by the

inclusion of photographs of excellent sculptures, bronzes and original

Nepalese drawings procured with difficulty and at high cost,

The Buddhist pantheon as such did not exist before cir. 300 A.D.

which is the approximate time of the composition of the famous

Tantric work the Guhyasamija. The pantheon gota good start from

the theory of the five Dhyani Buddhas, the embodiment of the five

cosmic forces, Ripa, Vedana, Samjifia, Samskara and Vijfidna. The

pantheon further got a fillip from the theory of the Kulas (families) of

the Dhyini Buddhas and their Saktis or female counterparts. The
Dhydni Buddhas thus became the Kulegas or progenitors or heads of



CONCLUSION 385

families, and the families are seen multiplying until they become

overwhelming in number. And along with numerical strength, the

excellent and meritorious artists went on producing wonderful specimens

of images which were “backed by the religious inspiration of the

most transcendental type. The pantheon became extremely attractive,

and all, including the Hindus and Jainas, started building their pantheons

and adding to their gods and goddesses. In the meantime other

Buddhist countries like Tibet, China, Japan and the rest were struck

by the wealth of gods and sculptures of the most bewildering variety,

and started constructing their own pantheons according to their own

national and cultural genius. The pantheon of the Buddhists created

in India thus became world property, although Buddhism as a religion

vanished from India the land of its birth long long age.

The teachings of the Guhyasamija remained dormant for some

300 years, and were handed down secretly from Gurus to disciples, but

later, when it became popular, gradually the process of deification

ranidly grew with newer and newer gods and goddesses. Each image

received and absorhed cultural currents and cross-currents, and as a

living organism took newer and newer forms according to time and

according to space. It has now become so unwieldy and its ramifications °

have been so intricate and vast, that it has become a highly specialized

study requiring experts to handle the gods and goddesses of Buddh-

ism. The study is fascinating to the extreme, and the interest in

the subject is bound to giow with the lapse of time and with the

publication of the original MSS on the subject, such as the Vajravali,

Kriydsamuccaya, the origina] Tantras like the Kilacakra Tantra, Heruka

and Hevajra Tantras, Vajrayogini and Vajravarahi Tantras, vast in
number and voluinineus in extent. Let us hope that India will take

care of these priceless original manuscripts, preserve them in good

Libraries, and gradually through publications, make them available to the

world of Buddhists comprising a third of the population of the globe.

Just at the present moment however, for unravelling the mysteries

of the Buddhist images of gods and goddesses, there are only two

books of outstanding value. These are the Sadhanamala and the

Nispannayogivali both published in th: Gaekwad’s Oriental Series for

the first time. The Sadhanamila was composed in A.D. 1165. since

the earliest manuscript of the work bears a date in the Newari era

which js equivalent to 1165 A.D. Nispannayogavali was written by the

famous Buddhist author and mystic Mahapandita Abhayadkara Gupta

whose time is co-eval with that of the Pala king Ramapdla who flouris-

hed in A.D. 1084-1130. Both these works were written at a time when

49
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the psychic ‘phase of Buddhism reached its very zenith, before being

destroyed by the sword of Islam. Both the Sadhanamala and the

Nispannayogavali therefore record faithfully the highest development

of the psychic phase of Buddhism in the 12th century.

The Sadhanas in the Sadhanam4li were composed by men distingul-

shed in the mediaeval age as great Tantric authors. The Dhyadnas

contained in the Sidhanas laid down the essential features of different

gods, and the sculptors and artists prepared images with the help of

these general directions. The Dhydnas left much scope for the exercise

of imagination on the part of the sculptors, and the products of their

chisels were also very greatly influenced by the spirit of the age in

which they flourished, as well as by the geographical situation in which

they worked. The ornaments, dress and even facial expressions of the

images reflected local conditions to a great extent, while the particular

Tantric rites in which the images were used had also a modifying in

fluence.

It has been pointed out several times that the most important factor

in the identification of images is the mimiature figure of the Dhyant

Buddha on their crowns. When, however, the parental Dhyini Buddha

is not present, other marks of identification have to be sought for.

«Moreover, difficulties may arise even when the Dhyani Buddhas are

present. In cases where all the Dhyaini Buddhas are present on the

aureole, the Buddha right on the top of the head is to be taken as the

parental Dhy2ni Buddha. The standing figure of Khadiravani Tara in

the Indian Museum, Calcutta or the Vikrampur figures of Parnasabari

are the cases in point. They are both emanations of Amoghasiddht

whose effigy appears right above the heads of the goddesses. The

figures of all the other four Dhyani Buddhas are not required either

by the Sidhana or for identification. Their presence can only be ex-

plained by the fact that in all kinds of wotship the five Dhyani Buddhas

are the first to be invoked. Sometimes, however, the Dhyani Buddhas

appear on the image for artistic reasors only, as for instance, in the

case of the Dacca Museum image of Arapacana Mafijusii. The Java

figure of Arapacana is surrounded by four companions, identical in

appearance with himself, but in the Dacca Museum image there are

four Dhyani Buddhas in addition, on the aureole although the central

position just above the head of the principal deity is occupied by one

of the attendants of Arapacana, The Dhyani Buddhas, here are not

required by the Sadhana and are, therefore, more ornamental than

otherwise.

But the most serious difficulty arises when instead of the Dhyani

Buddha prescribed by the Sadhana some other Dhyani Buddha appears
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on the crown of any figure. For instance, the Sarnath image of

Ucchusma Jambhala should have shown in accordance with the Sadhana

the figures either of Aksobhya or Ratnasambhava on its crown, but

the effigy of Amitabha is shown instead. Again, when a reference is

made to the Lucknow figure of Mirici, who according to the Sadhana

should have shown the figure of Vairocana on her crown, shows

Anutabha instead. Again the Indian Museum image of Usnisavijaya

shows the figure of her parental Dhyadni Buddha as Aksobhya instead of

her own sire Vairocana.

True reasons for these discrepancies can hardly be given at this state

of our knowledge. The most reasonable suggestion scems to be that

the original texts are not still known in their entirety. It must be re-

membered that the Sadhanamala and the Nispannayogivali are not

the only texts produced in Vajrayana. It is quite likely that new

Sadhanas will be forthcoming when further material is published. It is

difficult, however, to believe that a new Sadhana for either Marici or

Usnisavijaya will be available. In the Sadhanamala itself a large

number of Sadhanas is published, but nowhere there is any mention

of any other parental Buddha than Vairocana. Thus the possibility of

discovering further Sddhanas prescribing parental Buddhas other than

Vairocana seems to be remote.

Another alternative suggestion presupposes the existence of di-

fferent cults according as one or another of the Dhyani Buddhas

is believed to be the principal or the Adi-Buddha!. The Buddhists of

Nepal even now are divided into so many different cults, some regard-

ing Amitabha as the Adi-Buddha, and others acknowledging either

Vairocana or Aksobhya as the Adi-Buddha. Now though the Sadhanas

prescribe the figure of the Dhyani Buddha Vairocana for both Marici
and Usnisavijaya, the followers of the Amitabha cult are at liberty to

assign them to that Buddha whom they consider to be the Adi-Buddha.

Similarly, Ucchusma Jambhala being regarded as the offspring of

Amilabha, is made to bear an image of that Dhyadni Buddha on his

erown in the Sarnath figure already alluded to. It is not necessary to

multiply instances. This is the only reasonable explanation it is possible

to offer at the present state of our knowledge.

In identifying Buddhist images the student of iconography should

guard himself against taking unnecessary figures in the image for prin-

cipal ones, or necessary figures for unnecessary ones. A full-fledged

1. The theory of Adi-Buddha originated in the Nalanda monastery about the

beginning of the 10th century and was accepted first in the Kalacakrayana, a later form

of Vajrayana. See Csoma de Koros: The Origin of the Theory of Adi-Buddha in

J. A.S.B., Vol. IT (1833), p.57f. See a'so Bhattacharyya: Buddhist Iconography in

JOBRS, March, 1923.
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Buddhist icoh shows in the first place, the principal god, an effigy of

his sire on his crown, and the Dhyani Buddhas on the aurecole.

The icon may further show miniature figures of the companions of

the principal god, some worshippers, mythical figures and the three,

seven, or sixteen jewels or sacred objects of Buddhism. The figure

of Vajrasattva seems to be a favourite decoration with the artists.

He appearson many Buddhist images and is perhaps conceived as a

sort of general guardian of Buddhism and Buddhist worship. For purposes

of identification the principal figure, the figure of the Dhyani Buddha

on the top, and the companions are the indispensable parts of the

image. When, again, a reference is made to the Dacca Museum

image of Arapacana Maifijusri in which besides the four companions

there are present four Dhyani Buddhas Vairocana, Aksobhya, Amitabha

and Ratnasambhava, two mythical figures supporting the lotus seat,

and two worshippers to the extreme left of the pedestal, All these

figures are redundant for the purpose of identification, and their

absence in the Java figure of Arapacana in no wise affects it. But if,

for instance, the companions are contused with the worshippers the

identification must be regarded as incorrect. The figures flanking

Vajrasana,’ for instance, are clearly Maitreya and Avalokitesvara accor-

eding tothe Sadhana, butif they are described as worshippers, as has

been done previously, the identification of the whole image becomes

Vitiated,

Another difficulty in identificatiun arises when the letters of the

Mantra of the god are deified and appear on the image. This is

found in the case of Vajratara who is smrounded by ten goddesses who

originate from the ten syllables of the Mantra “Orn Tare Tuttire

Ture Svaha”TM. It has also been pointed out previously how from the

five letters of the name of Arapacana Maiijusii originated the five deities

Candraprabha, Jaliniprabha, Kesini, and Upakegini, and the principal

deity Mafijusri. The Dacca image of Khadiravani Tari (Fig. 249) is a

remarkable instance of the deification of the Tart Mantra. The main

figure in accordance with the Sadhana carries the Utpalain the left

hand and shows the Varada midra inthe right, and she is fanked on

either side by Asokakanta and Ekajata. But on the aureole there are

eight female figures identical in appearance with the principal figure.

They obviously represent none but the eight syllables of the Tara

Mantra “Om Tare Tuttare Ture”, the two others, Usnisavijaya and

Sumbha, being omitted.

Sometimes in the images of Buddhist gods and goddesses we

hotice the presence of Ganega, who is regarded by the Hindus as

“Siddhidata” or the Bestower of Perfection or success in Tantric rites.
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The Buddhists as a proof of their aversion 10 the followers of the

Brahmanical faith, made their gods trample upon Ganega. ‘Thus in the

Indian Museum images of Parnasabari and Aparajita, and in the Baroda

Museum image of Vighnintaka, etc., the deities havc been represented

as trampling Ganesa under their feet. In the two Vikrampur images

of Pa: nasabari and in the Dacca Sahitya Parisat image of Mahapratisara,

Ganesa appears below the lotus seat lying prostrate on the ground

crushed under the weight of Buddhist deities. Thus did the Buddhists

manifest their animosity against the Hindu god, Ganesa, giving him the

epithet of Vighna or Obstacle. ‘Their animosity may be further illus-

trated by the following features of the Siadhanas = The four Hindu gods,

Brahma, Visnu, Siva and Indra have been desigr ated uniformly as the

four Matas or Wicked Beings, and several Buddhist gods have been

described as trampling them under their feet, The Sidhanas of

Prasanna-Tara, Vajrajjvalanalarka, Vidyujjv Wikarali, and the like, are

instances in point, Tiailokyavijaya has been iepresented as trampling

upon the prostrate forms of Siva and Gauri; Nirayana has been made

a Vahana or vehicle by Harihariharivahana, Poor Brahmi has been

most severely handled by the Buddhists. The severed head of Brahmi

is a favourite trophy im the hands of Buddhist deities, According to

Hindu traditions, Brahmi should be very old with grey beard, and four

heads, and the Buddhist deities mercilessly hold the heads by the

matted hair and flourish them in their hands. This is how the Buddlusts

atterupted to exhibit the superiority of their gods over those of the

Brahmanical faith. It is « matter of satisfaction, however, that the

Hindus never disgraced any gods belonging to the alien faith in this

manner, On the contrary, they placed Buddha among the ten Avataras

of Visnu. In this connection it may be pointed out that in the Kala-

cakra Tantra awerk of the 10th century A.D. there is evidence that

an attempt was made by the Buddhists to unite with the Hindus under

the common banner of the god Kilacakra ‘The Circle of Time’, against

the cultural penetration of the Mlecchas. The later history showed,

however, that the attempt proved futile.

A deep spiritual significance is attached to the colour, weapons, and

the Asanas of Buddhist gods who are either represented singly or

in yab-yum. The conception of yab-yum images, however, is much

more complicated than the single ones.

It has been stated in the Sddhanamal; that a single deity may take

any colour according to the particular Tantric rite in which he is invoked.

For instance, in the Santikavidhi or propitiacory rite the god takes the

white or the yellow colour. In Paustikavidhi or protective rite the
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yellow colotr is taken by the deity. Similarly, in Vasyavidhi (bewitch-

ing) and Akarsana (attraction) he may take yellow, green or red colour.

In Ucdatana (total destruction) and in Marana (killing) the god is

generally blue. It may be pointed out here that the word ‘Krsna’ in

the Sadhanamila always signifies the blue colour, and not black.

Buddhist gods are rarcly black, not because the Buddhists had no

perception of the black colour, but because there seems to have been

some prejudice against using the black colour in the paintings of gods.

It may further be pointed out that whenever a deity gets the blue

colour his appearance becomes terrible with protruding teeth and

tongue, gatland of severed heads, ornaments of snakes and the garment

of tiger-skin.

With regard to colour it may be remembered that their stock

number is usually five corresponding to the five cosmic elements. Thus

according to authoritative books, the element of Water is white in

colour, Earth is yellow, Fire is red, Ether is green, and Airis blue. Of

these the two colours white and yellow representing Water and Earth are

benign, and the other colours rej, green and blue are clearly malefic.

The earthy and watery gods are peaceful, while the gods of the other

three clernents are fearful in character. Blue seems to be the most

violent of all.

The Asanas have likewise a spiritual significance. The Vajraparyanka

attitude signifies meditation and introspection, the Ardhaparyanka shows

serenity, the Alidha heroisin, the Pratyalidha destruction and disgust,

and the dancing in Ardhaparyanka displays wrath and horror.

A reference may be made here to the yah-yum representations. The

Tibetan yab means ‘the honourable father’ and yum likewise singnifies the

chonourable mother’, Therefore, the wo1d yab-yum means the honour-

able father im the company of the honourable mother. A yab-yum
image has a deep spiritual significance. It signifies that the god, the

embodiment of Sunya is perfect, having attained Karu’ and therefore

the highest state of Nuvana.

The conception of Sanya in Vajraydna took the concrete shape of

a god ania goddess Stinya took the shape of He-uka when a male god,

and became known as Nairétmi when a goddess. That Siinya took

the form of a deity does not seem strange in Vajrayina, where we find

conceptions, such as Sangha, Dharma, Prajiiaparamiti, the twelve Para-

mitas, and the five Skandhas deified in the Buddhist pantheon. Thus

the conception of Sanya in the form ofa god o1 a goddess is perfectly

in keeping with the tradition of the Vajrayana system. When the Bodhi

Mind attains Nuvana it merges in Sinya and there remains in eternal

bliss and happiness.) And when Sanya was made a goddess, it was
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easily understood, how eternal bliss and happiness was possible after the

attainment of Nirvana. The yab-yum figures, representing Sinya in

the form of Heruka in the embrace of Sinya in the form of Nairatm4,

were held up before the mass as ideals, and they readily attracted them

and helped them in their conception ofa bright and definite spiritual

prospect.

Buddhists of the Vajrayana consider Siinva as the Ultimate Reality,

and they believe that the host of gods and goddesses, including the

Dhyani Buddhas, are Sanya in essence. The innumerable gods and

goddesses of the Vajrayana pantheon are all manifestations of Siinya.

The gods have no real existence, the images have no real existence,

and therefore, it may be positively asserted that a truc Vajrayanist

never worshipped an image or god. Naturally, since these paintings,

images, or even the deities themselves have no real or independent

existence, they are merely manifestations in a variety of forms of

the One, Undifferentiated Sinya. But it cannot be denied that these

images were very useful, since the forms they presented, in accordance

with the Dhydanas, to the gaze of the worshippers undoubtedly helped

the latter to visualise the deities with whom they were asked t identify

themselves. As they had no real existence, these deities had to be

attracted to the mind-sky from unknown regions in the firmament by

the luminous rays of light issuing from the Bijamantras uttered by the

worshipper, The Siinva takes the form of a divinity in accordance
with the germ-svilable uttered, and exists only as a positive idea in the

mind of the worshipper who identifies himself with that transformation

of Sanya,
°

* The question may he raised as to the necessity of a variety of gods

and goddesses when one Sinya would have becn sufficient. In answer

to this a number of things have to be considered. It may be 1remember-

ed that Sanya, which was identified with Compassion by the Vajrayan-

ists was conceived as manifesting itself in different forms in accordance

with the different functions it had to discharge For instance, if any

disease 1s to be cured, Sanya takes the form of Simhan4dda ; when it is

a question of snake-bite, Sinya becomes janguli ; when destruction of

the wicked is needed, Sanya takes the form of Mahakala ; when again,

diseases and pestilences are to be prevented, Siinya is conceived as

Parnasabari ; for success in love-affairs, Siinya is invoked in the form
of Kurukulla ; and when forcible submission is required in love-affairs,

Sinya becomes Vajrananga, and when finally, Buddhahood is wanted by

the worshipper, he should conceive himself as Heruka. From the above

it appears that the conception of the multitude of Buddhist deities
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emerges from the one grand conception of Sanya in accordance with

the various functions it is supposed to discharge, as a mark of compa-

ssion towards the Buddhists.

Secondly, the number of gods and goddesses increases when Sinya

manifests in different forms the nine ‘“‘Rasas” or dramatic sentiments.

For instance, Sinya will be Khadiravani or Lokanatha when benign

(Karuna), Miarici when Heroic (Vira), Vighnantaka, Heruka or Maha-

kila when awe-inspiring (Bhaya), Aparajita when wrathful (Raudra),

Vajracarcik& inits moments of disgust and loathsomeness (Bibhatsa),

Prajapiramita when peaceful (Santa), and so on,

Thirdly, the number of deities increases as objects such as the

Three Jewels ; philosophical conceptions such as the Piramitas, Bhimis

or Pratisamvits ; literature such as the Prajiiapdramita, the Dasabhimika

Sistra, the Dhirinis and the like ; desires such as for eating, drinking,

sleeping and the rest ; the directions such as the north, south, east and

west ; the musica] instruments such as the flute, the violin, and the

dium ;and other innumerable ideas and objects, are required to be

worshi;ped in the forms of gods and goddesses, By these and various

other ways the uumbcr of deities in the Buddhist pantheon increased

phenonenally.

As all these deities centre round the one grand conception of Siinya

so also the host of weapons revolve round the one grand conception of

Bodhicitta or the Will to Enlightenment. As these weapons are required

to discharge different functions, the Bodhicitta resolves itself into so

many different forms of weapons'. For instance, when the darkness

of ignorance is to be dispelled Bodhicitta becomes a sword by which

the veil of ignorance is cut asunder, The sword is also to be used to

destroy the Mara hordes who disturb the worshippers. Bodhicitta be-

comes the Ankusa (goad) when the hearts of the wicked are to be

pierced, It is conceived as a noose when the Mara hordes are to be

securely bound. It becomes a necdle and a thread when the eyes of

the wicked have to be sewn up. Bodhicitta becomes a Kartri (knife)

when the wicked have tu be chopped, It is a Bhindipala (javelin) when

Maras have to be attack:d from a distance, and a bow and an arrow if

the distance he greater.

|. Compare the statemcnt in the Jilanasiddhi of Ind:abhiiti im the Two Vajrayana

Works (GOS), pp 80, 81.

Bodhicittam bhaved Vajram Praja Ghanta vidhiyate I

Cakiam-ajiianacchedat ca Ratnantu durlabhadapi Il

Bhavadosarr-aliptatvat jfi'anam tat Padam-ucyate I

Khadgah klesgarisamcchcedat Utpalam plavanat tatah II
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The Miadras also are nothing but the manifestations of the Bodhi-

citta. If protection is needed, Bodhicitta is conceived asthe Abhaya

miudra ; if boon is desired it becomes Varada; when instruction in

Buddhist Law is required it becomes Dharmacakra, and so on,

The Bodhicitta, or the Will to Enlightenment, is that state of Mind

which has already acquired the potentiality of dissolving itself in Sunya.

As a matter of fact, Siinya or Nirvana would be unattainable without

the help of the Bodhicitta, which like Sinya exists only in the mind.

The Bodhi mind leads the aspiring suul into the very presence, $0 to

speak, of Sanya; it ultimately merges and loses itself completely in

Siinya.

The gods of the Buddhist pantheon are conceived as carrying the

Bodhicitta in their hands, both being of the nature of Sanya. It is

with the help of this Bodhicitta that a god is supposed to confer

Buddhahood or success in Tantric rite upon his worshipper. The

yab-yum conception of deities is still more sublime. The god Heruka,

the embodiment of Sinya, carrying weapons the embodiments of Bodhi-

citta also of the nature of Sanya, is embraced by Nairdtma, whose

essei ce Is Sanya, carrying weapons also of the nature of Sanya. Thus

the Infinite with the Infinite commingles, In Involution, the Many
become One. This 1s the highest state—the Anupadhisesa-Nirvana.

Krto vah sarvasattvarthah

siddhir-datta yathanuga I

Gacchadhvain Buddhavisayam

punardgamanaya Muh II

“Gods, I bid You farewell! Ye have fulfilled the desires of all

beings. Ye have conferred the desired success, Go Ye to the region

of the Buddhas. Return Ye once again, Muh”’.

Ul aay astral

50



APPENDIX

108 FORMS OF AVALOKITESVARA

(In the Machhandar Vahal, Kathmandu, Nepal)

1. Hayagriva LokeSvara, The god sits in the Vajraparyanka attitude

on a lotus. He has four hands, out of which the two principal ones

exhibit the Vydkhyana pose. The second pair holds the rosary in

the right hand and the lotus in the left. He is accompanied by six

other gods and a dragon.

2. Mojaghafijabala (?) Lokesvara. IIe stands in the Samabhanga

attitude ona lotus, with his two hands showing the Abhaya midra in

the right and the noose in the left.

3. Halahala Lokesvara. He sitsin the Lalita attitude ona lotus

with his Sakti on the lap. He has three faces and six arms. The face

above represent probably the head of the Dhyani Buddha, whose effigy

he should bear on his crown. In his three right hands he shows the

sword, the rosary and the Varada pose. In the three left hands he

carries the lotus, the noose and the Utpala. The hand holding the

noose passes round the Sakti in the act of embracing. The Sakti exhibits

the Varada midra in the right hand and the Abhaya in the left.

4. Harihariharivahana LokeSvara. Lowermost is the snake, on it

is the lion, over the lionis Garuda, Narayana rides Garuda, and on
his shoulder sits Lokesvara. The’ Garuda has two hands in the Ajjali

mudra, Narayana has four hands, of which the first pair is engaged

in forming the -Aiijali against the chest ; while the second pair has the

Cakra in the right hand and the Gada in the lett. LokeSsvara sits in’

Vajraparyanka and has six arms; the right hands show the rosary, the

Cakra and the Varada pose, while the three left carry the Tridandi, the

noose and the Utpala.

5. Mayajalakrama Lokesvara, He has five faces and twelve arms.

The head on the top probably represents Amitabha. He stands in

the Alidha attitude, and wears the tiger-skin and the garland of heads,

but his faces do not present a fearful appearance. The six right

hands carry the Tridandi, the Khatvanga, the jewel, the Khadga, the

Vajra and the rosary, and the six left show the noose, the Kapila, the

Utpala, the fruit, the Cakra and the lotus.
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6. Sadaksari Lokesvara. He sits in the Vajraparyahka attitude.

He has four arms and one face. The principal pair of hands is joined

against the chest in forming the Ajfijali. The second pair carries the

rosary in the right and the lotus in the left.

7. Anandidi LokeSvara. He stands in the Samabhanga attitude,

and carries the lotus, the stem of which he holds in his right hand, while

the left displays the Varada pose.

8. Vasyadhikara Lokesvara. He sits in the Vajraparyanka attitude

and carries the bowl in his two hands arranged in the Samadhi miidra.

9. Potapida Lokesvara. He sits in the Vajraparyanka attitude, and

has four arms. The two principal hands exhibit the Ajijali against the

chest, while the other pair holds the rosary in the right and the noose

in the left,

10. Kamandalu Lokesvara. He stands in the Samabhanga attitude,

and is endowed with six arms. His two principal hands are engaged

in drawing the bow to its full length. The other four hands carry the

Vajra and the Cakra in the two right and the Ghanta and the Kamandalu

in the two left.

11. Varadiyaka Lokesvara, He is one-faced and six-armed and

stands on a lotus. The two principal hands join against his chest ine

forming the Ajijali. He shows also the rosary and the Varada pose in

the two right hands, and the book and a midra (probably Karana ?) in

the two left.

12. Jatamukuta Lokesvara. He is four-armed and one-faced, the

head on the top representing the head of Amitabha. The two right

ehands show the rosary and the Varada pose, while the two left hold the

“lotus and the water-pot. He is represented in a standing attitude.

13. Sukhavati Lekesvara. He is one-faced, and six-armed, and sits

ona lotus in the Lalita attitude. The first pair of hands exhibits the

Dharmacakra midra, the second pair carries the rosary and the book,

and the third pair shows the Varada midra in the right and the water-

pot in the left.

14, Pretasantarpana Lokesvara. He is one-faced and six-armed and

stands on a lotus. In his three right hands he displays the rosary, the

jewel and the Varada miidra, while the three left carry the Tridandi

and the book and exhibit the Varada midra,

15. Miyajalakramakrodha LokeSvara. He presents a very fierce

appearance with five faces terrible with protruding teeth, and eyes roll-

ing in anger. His hair rises upwards like flames of fire. He stands in

the Pratydlidha attitude and wears the tiger-skin. He has twelve arms,



896 BUDDHIST ICONOGRAPHY

of which the six rigat carry the sword, the Vajra, the goad, the noose,

the Trisila and the arrow, and the six left hold the shield, the Cakra,

the jewel, the deer-skin, the Kapala and the Tarjani with the noose.

16. Sugatisandarsana Lokesvara. He is one-faced and six-armed

and stands on a lotus. In his three right hands he carries the rosary

and exhibits the Varada and Abhaya poses. The three Ieft have the

Tridandi, the Utpala an] the water-pot.

17. Nilakantha LokeSvara. He is one-faced and two-armed, and

sits on a lotus in the Vajraparyanka attitude. He carries the bow! of

gems in his two hands arranged in the Samadhi midrda.

18. Lokanatha Raktiryyadvalokitesvara. He is one-faced and two

armed and sits in the Lalita attitude on a lotus. ‘The right hand displays

the Varada miidra while the left holds the stem of a lotus on his Jap.

19. Trilokasandarsana Lokesvara. He also is onec-faced and two-

armed and sits in the Vajraparyanka attitude on a Iotus. His right hand

is raised against the chest with outstretched fingers and palm turned

inwards. The other hand exhibits exactly the same puse (Karaia ?) as

displayed by one of the left hands of Varadayaka LokeSvara.

20. Simhanatha Lokesvara. He is one-faced and four-armed and

sits in Bhadrasana, or in the European fashion, on a raised seat placed on

the lotus. In his two right hands he carries the sword and the jewel,

while the two left hold the book and the noose.

21. Khasarpana Lokesvara. He 1s one-faced and two-armed and

sits in the Lalita attitude on a lotus, His right hand exhibits the Varada.

pose and the left is raised against the chest, holding the stem of a lotus,

22. Manipadma Lokesvara. He is one-faced and four-armed and

sits in the Vajrapaiyanka attitude on a lotus. His two principal hands

are joined against his chest forming the Afjali and the other pair holds

the rosary in‘ the right hand and the lotus in the left. He is identical

in form with No. 6 described above.

23. Vajradharma LokeSvara. He is one-faced and two-armed and

sits in the Vajraparyanka attitude ona lotus, The right hand displays

the Abhaya pose and the left on the lap holds the stem of the Utpala.

24. Pupala Lokesvara. He is one-faced and four-armed and sits in

the Vajraparyanka attitude ona lotus. One of his two right hands

carries the rosary while the other exhibits the Abhaya pose, One of

the two left carries the book and the other displays a midra with the

index and little fingers pointing outwards (Karana ?).
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* 25. Utnauti (?) Lokesvara. He is one-faced and six-armed and sits

in Bhadrasana on the raised seat of a lotus. His three right hands exhibit

the rosary, the Vajra and the Abhaya pose, while the three left carry

tlle Kapila, the noose and the water-pot.

26. Vrsnacana Lokesvara. He is one-faced and six-armed and sits

in the Lalita attitude ona lotux The three mght hands display the

Utpala, the arrow and the Varada pose, while the thice left shows the

book, the bow and the Abhaya pose.

27. Brahmadanda Lokesvara. He is one-faced and four-armed,

sits in the Lalita attitude on a lotus, and is accompanied by his Sakti

who sits onhislap. Histwo right hands show the Tridandi and the

Varada pose, while the two left show the Ratnakalaia (vesscl containing

jewels) and a miidra with the in‘tex an 1 little fingers pointing outwards,

The Sakti displays the Varada pose in the right hand and the Abhaya

in the left.

28. Acita (?} Lokesvara. He is one-faced and six-armed, and si's

in the Lalita attitude on a lotus, His three right hands show the

sword, the arrow and the Varada pose, while his three left hold the

Kartri and the bow and display the Albhaya pose. °

29. Mahavajrasattva Lokesvara He is one-faced and eight-a: med,

and sits in the Vajraparyanka attitude on a lotus. His four right hands

exhibit the sword, the rosary, the Cakra and the Abhaya pose, while his

four left hold the noose, the Tiidan li, the conch and the bowl of gems

on his lap.

3°. Visvahana Lokesvaia. He is one-faced and six-armed and sits

in the Vajraparyanka attitude on a lotus. His three right hands hold

the sword, the arrow, and the Gakia, while his three left show the noose,

the bow and the Abhaya pose.

31, Sikyabuddha Lokeivara. He is one-faced and four-armed,

and is represented as standing on a lotus. His two right hands hold

the arrow and the Khatvinga, while his two left show the bow and

the Tarjani.

32, Santasi Lokegvara. He is one-faced and six-armed and stands

ona lotus. His two. principal hands are joined against his chest in form-

ing the Dharmacakra miidra. The other four hands show the rosary

and the Varada pose in the right. and the bouk and the Abhaya midra

in the left.

33. Yamadanda Lokesvara. He is one-faced and six-armed, and

sits in the Lalita attitude on a lotus. His three right hands hold the

sword, the lotus and the Vajra, while his three left display the fruit, the

bowl of gems and an unspecified miidra (Karana ?).
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34. Vajrosnisa Lokeivara, He {s one-faced and six-armed, and is
represented as standing on a lotus. His three right hands show the

rosary, the Tridandi and the Abhaya pose, and his three left the book,

the noose and the Varada pose.

39. Vajrahuntika (?) Lokesvara. He is one-faced and twelve-armed

and stands in Ardhaparyanka ina dancing attitude on a lotus. He

holds the Utpala in all his twelve hands.

36. Jfianadhatu Lokeévara. He is one-faced and eight-armed and

stands ona lotus. Two of his hands are joined against his chest in

forming the Afijali midra; the second pair exhibits what is called the

Ksepana miidra. ‘The remaining hands hold the rosary and the Tridandi

in the right and the book and the noose in the left.

37. Karandavytha Lokesvara. He is one-faced and two-armed

and sits in the Vajraparyanka attitude un a lotus, He holds the Vajra

in his right hand and the book against his chest in the left.

38. Sarvanivaranaviskambhi Lokesvara. He is one-faced and two-

armed and sits in the Vajraparyanka attitude on a lotus. His right

hand holds by its stem a lotus on which there is a sword, and _ his left

hand holds the Vajra against his chest

39, Sarvasokatamonirghata LokeSvara. He is one-faced and four-

armed and sits in the Vajraparyanka attitude on a lotus. Each of his

two principal hands exhibits the Abhaya pose against his chest, while

the other two hands hold the rosary in the right and the Utpala in the

left.

40, Pratibhanakakita Lokesvara. He is one-faced and four-armed

and sits in the Vajraparyanka attitude on a lotus. He holds the noose

against the chest with his right hand and the bowl of gems in his left,

41. Amrtaprabha Lokesvara. He also is one-faced and two-armed

and sits im the Vajraparyanka attitude on a lotus. He holds the double

Vajra on his lap with his right hand, and the lotus on a water-vessel in

his left.

42. Jaliniprabha Lokesvara. He also is one-faced and two-armed

and sitsin the Vajraparyanka attitude on a lotus. He holds the sword

on a lotus in his right hand and the stem of a Jotus against his chest

with his left.

43. Candraprabha LokeSvara. He also is one-faced and two-armed

and sits in the Vajraparydnka attitude on a lotus. He exhibits the

Vitarka midra with his right hand and holds the stem of lotus against

the chest with his left.
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44, Avalokita Lokegvara. He also is one-faced and two-armed and
Sits in the same attitude ona lotus. He wields the sword in his right

hand and holds the stem of a lotus against the chest with his left.

45. Vajragarbha Lokesvara. He also has the same number of

hands and faces as No. 44. He holds the Vajra in his right hand and

the stem of a lotus in his left.

46. Sdgaramati Lokesvara. He is in all respects identical with

No, 44 except that he holds the double Vajra in his right hancl.

47. Ratnapani Lokesvara. He also 1s identical with No. 44 in all

respects, except that he holds the sword in his left hand and displays

the Varada midra with his right.

48, Gaganagafija LokeSvara. He also is identical with No. 44 in all

respects except that he exhibits the Vitarka miidra in his right hand

and the book in his left.

4., Akasagarbha Lokesvara. He also is identical with No, 44 in

all respects, except that here the god exhibits the Varada pase in the

right hand and the stem of a lotus in the left.

50. Ksitigarbha Lokesvyra. He also is identical with No.” 4+ except

that here the god carries a tray of gems iu his right hand and displays

the Varada midra in his left.

S51. Aksayamati Lokesvara. He also is identical with No. 44,

except that he holds the rosary in his right hand and the lotus ona

water-vessel against the chest with his left.

52. Srstikanta Lokesvara. He is one-faced and two-armed and

sfands on a lotus. He displays the Varada pose with his mght hand,

while his empty left hand rests near his navel. A large number of

four-armed gods issue from various parts of his body, while Amitibha

appears over his head.

53. Samantabhadra Lokesvara. He is one-faced and two-armed and

sits in the Vajraparyanka attitude ona lotus. He exhibits the Varada

pose with his right hand, and holds the stem of lotus against the chest

with his left.

54. Mahasahasrabhuja Lokesvara. In all respects he is identical

with No. 53, with this difference that here the god wields the sword

in his right hand and displays the Varada midra with his left.

55. Mahiaratnakirti Lokesvara. He is three-faced and six-armed

and stands on a lotus. He holds the fruit, the Utpala and the conch

in his three right hands, and displays the bow, the whip and the Namas-

kara midri in his three left.
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36, Mdhisaskhanitha Lokeivara, He is identical in all respects

with No. 55, except that he bears different symbols. Here the god

shows the Namaskara midra, and the two Vajrasin his three right

hands, while his three left hold the noosc, the arrow and the Ghanta,

9/7. Mahdasahastasiryya Lokesvara. He is eleven-faced and eight-

armed and stands on a lotus. Each of his two principal hands exhibits

Whe Abhaya pose against his chest. The remaining hands show the

1osaly, the Cakra and the Varada pose in the three right hands and the

Utpala, the bow charged with an arrow, and the vessel in the three left.

This form of LokeSvara is very popular in Vibet.

58. Maharatnakula Lokesvara. He is three-faced and six-armed

and stands on a lotus. The head on the top represents Amitibha.

He carries the sword, the Utpala and the rosary in his three right

hands and the book, the lotus and the Utpala in the three left.

59. Mahipatala Lokesvara, He is three-faced and six-armed and

stands ona lotus. He holds in his three right Ininds the Vajra, the

Visvavajra and the Utpala, and in his three left, the banner, the Ghanta

and the KF amancalu.

60. Mahamafijudatta Lokesvara. In all other respects he is similar

to No. 59. But he carries the Ghanta, the sword, and the Ratnapallava

in his three right hands, and the Vajia, the Ghanta and the Utpala in his

three lett.

61, Mahacandrabimba Lokeévara. He is three-faced and six-armed

and stands ona lotus. He holds the arrow, the Utpala and the fruit in

his three right hands, and the bow, the Vajra and the Cak:sa in his three

left. The head on the top probably represents Amitabha,

62. Mahisaryyabimba Lokesvara. He is identical in all respects

with No, 61, except that here the god carries two Vajias and the Cakra

in his three right hands, and two Utpalas and the bow) of gems tn his

three left.

63. Maha-Abhayaphalada Lokesvara. He also is similar in form

to No. Gl, except that he holds the Vajra, the sword and the Utpala

in his thee right hands, and two Ghantas, and the book in his three

Jef,

64. Maha-Abhayakari Lokesvara. He also is similar in form to

No. 61, but the symbols in his hands are different, Here the god holds

the book against the chest with his two principal hands, the. Vajra and

the rosary in his right and the Ghanta and the Tridandi in his left.
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65. MabLamafijubhita Lokesvara. He also is similar to No. 61,

with this difference that here the god carries the sword, the Vajra and

the Kamandalu in his three right hands and the rosary, the Utpala and

the bell in his three left.

66 Mahavisvasuddha LokeSvara. He is four-faced and eight-armed

and stands ona lotus, He carries in his four right hands the sword,

the flag, the Vajra and the goad, while the four left have the Ghanta,

the conch, the Utpala and the lotus.

67. Mahavajradhatu Lokesvara. He is identical with No. 66 in all

respects but the symbols differ. Here the god carries the Vajra, the

bow, the Trisila and the sword in his four right hands, and the Ghanta,

the arrow, the Kamandalu and the noose in his four left.

68, Mahavajradhrk LokeSvara, He also is identical in form with

No. 66, with this difference that here the god carries the sword,

the Vajra, the bow, and the Ankusa in his four right hands, and the

Utpala, the Ghanta, the arrow and the noose in his four left.

69. Mahavajrapaini Lokesvara. He also is identical with No. 66,

except that here the god carries the sword, the goad, the Gadi, and the

rosary in his four right hands and the Cakra, the noose, the Utpala and

‘the book in his four left.

70. Mah4vajranitha Lokesvara, He is three-faced and eight-armed,

and stands ona lotus. He holds the rosary and the noose and displays

the Abhaya and Varada poses in his four right hands. The three left

shows the book, the Tridandi and the lotus, while the empty fourth

rests near the navel.

71. Amoghapasa Lokesvara. He is four-faced and eight-armed

and stands ona lotus. He carries in his four right hands the Vajra,

the sword, the goad and the bow, while the four left carry the Ghanta,

the Tridandi, the noose and the arrow.

72. Devadevata Lokesvara. He is similar tn No. 71, with this

difference that here the god carries the Vajra, the bow, the Trisila

and the sword in his four right hands, and the bell, the arrow, the

jewel (?) and the noose in his left.

73. Pindapatra Lokesvara. He is one-faced and two-armed and

stands on a lotus. He holds the Pindapitra (the bowl) in his two hands

near the navel.

74, Sarthavaha Lokesvara. He is similar to No. 73 in all respects,

except that ‘here the god displays the Varada midra in his right hand,

and carries the Pindapatra (the bowl) in his left,
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75. Ratnadala LokeSvara. He also is similar to No. 33, in all res-

pects except that here he displays the Varada pose in his right hand,

while his empty left touches his left shoulder.

76. Visnupani Lokesvara, He again is similar in form to No. 73,

except that here he carries the Trisila in his right hand and a lotus bud

in his left.

77. Kamalacandra Lokesvara. He also is similar to No. 73, except

that here he displays the Vitarka midra in his two hands.

78, Vajrakhanda Lokesvara. He also is similar to No. 73 in all

respects, except that here the god holds the lotus bud in his right hand

and the book against his chest with the left.

79. Acalaketu Lokesvara. He also is similar to No. 73. But he

displays the Abhaya midra in the right hand and the Pindapatra (the

bowl) in the left. A chowrie rests against his right shoulder.

80. Sirisara (?) Lokeévara. He also is similar to No. 73 in all res-

pects, except that here he wields the sword in his right hand and holds

the noose in his left.

81. Dharmacakra Lokesvara. He again is similar to No’ 73, except

that here he carries the Vajra in his right hand and the axe in his left.

82. Harivahana LokeSvara. He also is identical with No. 73, with

the difference that here the god carries the Kamandalu in his right hand

and the chowrie in his left.

83. Sarasiri (?) Lokesvara. He also is identical with No. 73. The

difference is that here the god holds the Trisala in his right hand and

the lotus in his left.

84, Harihara Lokesvara, He is identical with No. 73 except that

here he displays the Vyakhyana midra_ with his two hands against the

chest.

85. Simhanada LokeSvara, Similar to No, 73, but here the god

holds the chowrie against his shoulder with his right hand while the

empty left rests near his navel.

86. Visvavajra Lokesvara. He also is similar to No. 73 with the

difference, that here the god displays the Varada pose with his right

hand and holds a snake in his left.

87, Amitabha Lokesévara. Similar to No. 73, except that here the

god holds the chowrie in his right hand and the wheel in his left.

88, ‘Vajrasattvadhatu Lokesvara. Similar to No. 73, except that

here he holds the Cakra in his right hand and the conch in his left.
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89, Visvabhiita Lokeévara. Similar to No. 73 in form, but here

he holds the rosary in his right hand and the lotus in his left.

90, Dharmadhatu Lokegvara. Identical with No. 73 in form, but

here the god holds in his two hands the water-pot near his navel.

91. Vajradhatu LokeSvara. Identical with No. 73 except that here

the god displays the Varada midra in his right hand and holds the

lotus in his left.

92, Sakyabuddha Lokeévara. Also similar to No. 73, except that

he carries the Vajra in his right hand while his empty left is held near

the navel,

93. Cittadhatu Lokesvara. Similar to No. 73 except that he holds

the image of a Jina (probably Amitabha) in his right hand and displays

the Abhaya pose with his left.

94. Cintamani Lokesvara. Also similar to No. 73, except that

here he carries the Caitya in his right hand while the empty left is held

near his navel.

95, Santamati Lokeévara. Similar to No. 73, with the difference

that he cxhibits the Varada pose with his right hand and holds the »

bough of a tree in his left.

96. Mafijunatha Lokesvara. Also similar to No. 73, but here the

god holds the rosary in his right hand and the book against his chest

with his left.

97, Visnucakra Lokesvara, Similar to No. 73, except that here he

holds the Cakra in his right hand and the Gada in his left.
¢

98. Krtajfijali Lokesvara, Sirhilar to No. 73 except that here the

god exhibits the Afijali against his.chest with his two hands,

99, Visnukanti Lokesvara. He again is identical with No. 73 in

all respects, except that here the god displays the Varada miidra with

his right hand and the book against his chest in his left.

100. Vajrasrsta Lokesvara, Identical with No. 73, the difference

lies in the fact that here the god carries the chowrie in his right hand

and the lotus in his left.

101. Sankhanatha Lokegvara. Similar to No, 73, with the differ-

ence that here the god holds the conch against his chest with his right

hand and the lotus in his left.

102, Vidyapati Lokesvara. Also similar to No. 73, except that

here the god shows the empty right hand against his chest while his left

holds the lotus. The chowrie hangs from his right shoulder.
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103. Nityanatha Lokesvara. He is identical with No. 73, with the

difference that here the god holds the rosary in his right hand over the

book held in his left.

104. Padmapani LokeSvara. He also is similar in form to No. 73,

with the difference that here the god displays the Varada pose with

his right hand and holds the stem of a lotus in his left.

105. Vajrapani Lokesvara. He again is identical with No. 73, in

all respects except that here the god holds the Vajra on his head with

his right hand, while the empty left is held near the navel. The attitude

in which he stands is also different. He shows the dancing attitude in

Ardhaparyanka.

105. Mahasthamaprapta Lokesvara, He is similar in all respects

to Padmap4ani Lokesvara (No. 104).

107. Vajranatha Lokegvara. Identical with No. 105, Vajrapani

Lokegvara, with the only difference that here the god holds the lotus in

his left hand.

108, Srimadarydvalokitesvara. He is one-faced and twoearmed and

stands on a lotus. He holds the Vajra in his right hand which:

rests against his chest while his left holds the stem of a lotus near

the navel.
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Abhaya midra, or the gesture of protection. The hand showing’ this

midra should be slightly elevated and bent with the palm turned

outward, the fingera being outstretched and elevated. This midra

should be distinguished from the Varada midra in which case the

hand is stretched downwards with the fingers, instead of being

elevated, pointed downwards; and also, from the Capetadina

mitdra, which shows the right hand menacingly extended upwards,

just as is done in dealing a slap.

Aksamala or Mala, is the string of beads such as is carried by the

Roman Catholic priests, The beads consist of a kind of dried

fruit, called in Sanskrit, Rudraksa, It may be made with other

material also, such as crystals, etc.

Alidha, a particular Asana, or attitude of legs, in all respects similar to

the ‘attitude adopted in drawing the bow charged with an

arrow The right leg is outstretched while the left is slightly bent.

This attitude should be distinguished from the Pratyalidha attitude

in Which case the left leg is outstretched while the right is slightly

bent and placed behind.

Anjali, name of a midrda, also known as the Sarvarajendra midra, or the

Samputanijali, It is the midra in which the two hands are clasped

against the chest, palm to palm, both of which are extended

upward with all fingers erect or slightly bent. This is the

characteristic midia of Sadaksari Lokesvara and is also exhibited
by Namasangiti.

Ankusa, elephant goad, See the weapon, for instance, in the image of

Parnasabari. When the goad is surmounted by a Vajra, it is

called Vajrankusa

Anuvyaiijanas, see Laksanas,

Ardhaparyanka, also called Maharajalil4, is a particular Asana of sitting.

Both the legs are on the same pedestal ; one of the knee is raised

while the other is bent in the usual position of a Buddha. This

Asana should be distinguished from the Lalitasana in which case

one of the iegs is pendant, while the other is bent in the usual

position of a Buddha. When both the legs are pendant, the attitude

is called Bhadrasana.
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Asana, the word in Sanskrit may mean a seat, a mystic of any attitude

exhibited in the lower limbs. The word Padmasana means the

seat of lotus. Similarly, Simhasana means the lion-throne or the

seat ofa lion. The word Sukhadsana means any easy attitude of

sitting. It may be the Paryankasana, Lalitasana or the Ardhapar-

yankasana. In fact, in the Saidhanamala, the word Sukhasana

has not been used in a technical sense. When used in a technical

sense Asana is of various kinds, such as the Paryankisana,

Vajraparvankasana, Lalitasana, Ardhaparyankasana, Bhadrisana,

Alidhasana, Pratyadlidhdsana or the Natyisana, a variety of Ardha-

paryanka.

Asoka, the absence of sorrow; but the word is always used to

designate a particular kind of tree which blossoms forth red

fHowers. From time immemorial, this tree is regarded as sacred in

India. It is believed that kicks at the tree by chaste women cause

it to blossom.

- ‘
Bana, see Sara

Bhimisparsa, also called Bhumisparsana or the Bhisparsa, is the name

ofa miidra. The right hand exhibiting this miidra has the palm

turned inward and the fingers outstretched, with the tips touchinge

the ground. This midra should be distinguished from the Varada

miidra in which case tips do not touch the ground and the palm

instead of being turned inward is turned outward. The deity

showing the Bhisparsa midra must sit in the Vajraparyanka

attitude.

Bhitas, a class of mischievous spirits or hobgoblins who, without any
9 . -

provocation whatever, are supposed tv injure men and destroy

them mysteriously.

Bija, means a ‘seed’. In Tantra it signifies the Germ-Syllable which

takes the form of a deity in the course of meditation.

Bijapura, citron, a characteristic symbol of Jambhala.

Brahmakapala, or the Brahmasirah, is the severed head of Brahma

who is credited with four faces with grey beards and the crown

of matted hair, The Buddhist gods, carrying triumphantly the

severed head of Brahma, display the aversion of the Buddhists

towards the Hindus, as well as, the superiority of their gods to

the gods of the alien faith,

Brahmamukha, the face of Brahma containing four faces. The Brah-

mamutkha is super-iznposed on the head of Paramasva.

55
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Brahmasirah see Brahmakapila.

Caitya, or the Stipa, which represents the Buddhist Universe, is the

Buddhist sanctuary, sometimes square and sometimes round, with

spires or steps on the capital. Each spire or step represents a

heaven, the uppermost portion being a point which is supposed

to be the highest peak of Mount Sumeru, a mythical mountain,

whence the Bodhicitta loses itself in Siinya. On the four sides of

the Caitya the figures of the Dhyani Buddhas appear. Vairocana is

sometimes present. The corners are occupied by the figures of the

Divine Buddhagaktis or their symbolic representations in the

form of Yantras. The Caitya may show further, in the four cardinal

points, the Caturmaharajikas or the Great Rulers of the Quarters,

namely, Vaisravana, Viripiksa, Viritdhaka and Dhrtarastra.

See Stipa.

Cakra, Wheel or disc. It is the characteristic symbol of the Hindu

God Visnu or Krsna.

Camara, Chowrie or the fly-whisk consisting of the tail of a Yak.

Capa, also called Dhanus, is the bow. It is generally carried in the left

hand. With the bow and the arrow Méarici inflicts pain to the

Maras or wicked beings.

Casaka, Wine-glass.

Caturmidra—See Sanmidra.

Chintamani—the gem that satisfies all desires. The jewel is sometimes

represented in the form ofa small round object and sometimes in

the shape of a flame.

Dakini, same as Sakti. See Sakti.

Damaru, small drum, such as is carried by the Hindu god Siva.

7

Danda, the staff or the mace carried by Hayagriva. It cannot be trans-

fated as the magic wand, as the Khatvanga serves that purpose.

When the staff is surmounted by a Vajra, itis called Vajradanda.

Dharani or Dharini, meaningless conglomeration of syllables, occasion-

ally containing one or two intelligible words, used asa charm

or prayer. There are Dharani-Sangrahas or collections of Dhiara-

nis in the Nepal Library, with an astonishingly large number of

Dharanis devoted to different deities. The list given in the

Nepal Catalogue, Vol. II, App. p. 225, et sqq. may be consulted.

Dharmacakra, or Vyakhy4na midra, is that gesture of hands exhibited

by Lord Buddha while preaching his first sermon at Sarnath.

This pose is depicted variously but the most artistic and correct
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representation of this midra is to be found in the celebrated

Prajfiaparamita image from Java. See Getty : GNB, p. 187.

Dhanus, same as Capa. See Capa.

Dhipa, incense stick, which when burns, emits fragrance,

Dhydana, meditation ; it refers generally to that portion of the Sadhana

in which instruction is given as tothe description of the deity

with whom the worshipper is to identify himself.

Dhyana, or Samadhi midra ; the position of hands while in meditation.

The hands with palm upwards lie one upon the other on the lap

with all fingers stretched. This is the characteristic midra of

Amitabha.

Dhyanasana, or Vajraparyankasana, or Vuajrasana, is the meditative

pose, the two legs being firmly locked with both the soles apparent,

the characteristic sitting attitude of the Dhyani Buddhas. Some-

times a small thunderbolt, shown on the seat of the god, indicates

the meditative attitude. Dhyanasana should be distinguished

from the Paryanka attitude in which case the legs are placed one

upon the other with both the soles invisible.

Dipa, lamp, the sacied lamp fed with ghee.

Gada, mace.

Garuda, mythical bird supposed to be the destroyer of all serpents,

The Hindus regard him as the Vahana of Visnu. Garuda is

represented as a huge bird with a human body, two wings and

sharp beaks, generally with hands clasped against the chest.

Ghanta, bell ; when the bell is surmounted by a Vajra, it is called Vajra-

ghanta, which is a symbol of Vajrasattva.

fatamukuta, the crown of matted hair, The hair is tied up above the

head in such a way as to resemble a crown or a tiara,

Kalasa, is the ordinary water-vessel of metal or earth. It is different

from the Kama:dalu or Kundika, which is smaller in size and

is provided with a projecting pipe for discharging water.

Kamandalu, see Kalasa.

Kapala, either (i) severed head of a man, or (ii) the cup made of a skull,

or (iii) a bowl. The skull cup is of two kinds ; when it is filled

with blood it is called Asrkkapala, and when with human flesh it

is called Mimsakapila. The deities are supposed to partake of

the blood or the flesh carried in these cups,

Karana, midra. Any hand showing this miidrd is outstretched with the

index and the little fingers erect, while the thumb presses the two

remaining fingers against the palm of the hand.
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Karppara, same as Kapala. See Kapala.

Kartri, or Karttari signifies a small knife ; sometimes the edge of it is

uneven like the edge of a saw. It is called Vajrakartri when

surmounted with a Vajra.

Khadga, sword. The sword in the hand of Majijusri is called the

Prajfiakhadga or the Sword of Wisdom, which is believed to

destroy the darkness of ignorance by the luminous rays issuing

out of it.

Khatvanga, magic wand ; the stick is generally surmounted either by

Vajra or the Kapila, or the Trisila or the banner, or all of them.

In any case, for a Khatvanga the skulls are necessary and it will

be so called even if nothing else is present.

Ksepana, the midra of sprinkling, exhibited by Namasangiti. The

two hands are joined palm to palm with fingers all stretched, the

tips of which are turned downwards and enter into a ves:el con-

taining nectar.

Kundika, same as Kamandalu. See Kalasa,

Laksanas, auspicious marks ; the thirty-two special marks of the Buddha,

enumerated in Dharmasangraha attributed to Nigijjuna. The

. Laksanas are enumerated in Getty: GNB, p. 190. Another class

of minor marks is called Anuvyafijanas, eight in number, also

enumerated in the Dharmasangraha.

Mala, same as Aksamala. See Aksamaila.

Mandala, the magic circle, containing mystic figures and diagrams, and

figures of gods andl goddesses constituting the Mandala. In the

Nispannayogivali Tantra, Kriyasamuccaya and the Vajravali-nama-

mandalopayika there are. descriptions of a great number of

deities constituting the circle.

Mani, same as Cintamani ; see Cintamani.

Mantra, mystic syllables sometimes containing a few intelligible words,

but shorter than the Dharanis, The Mantras are believed to be

a contracted form of the Dhadranis and are meant for the mass to

obtain an easy salvation, by simply muttering them. In many

instances, the Mantra gives the name of the divinity or his attri-

butes, and these are most important in determining the names

of different gods when the Colophons of Sadhanas are not

enough,

Mayira, peacock, and Mayirapiccha signifies feathers of a peacock.

Mudgara, hammer ; it may also mean a staff or a mace.
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Miidra, mystic pose of hand or hands. Some of the Madras can be

shown by one hand, such as the Varada, Abhaya, Namaskira, etc.

others require both the hands such as the Afjali, Dharmacakra,

and many others. Inthe Sadhanamala there are descriptions of

an overwhelming number of Miidraés. But it is very difficult to

comprehend them unless actually explained by the priests.

Misala, pestle.

Nagas, serpents. They have the character of water-spirits and are believ-

ed to dwell in the springs, lakes and tanks, and have the power

to bring or withhold rains, But if they are roused to anger, thev

hurl down rocks from the mountain tops and destroy fair cities.

Ths: gods of the Sidhanamili are fond of ornaments of eight

lords of snakes,

Nakuli, mongoote; the characteristic animal of Jambhala. The

mongoose is believed to be the receptacle of all gems and when

the God of Wealth presses the animal, it vomits forth all the

riches.

Namaskara, the midra assumed by the Bodhisattvas, when paying

homage to the Buddhas or Tathagatas, or by the minor deities to

the principal one. The hand, slightly bent, is raisedjabove in a

line with the shoulder with fingers outstretched or slightly bent

with the palm turned upwards.
Nipura, anklet ; small bells are attached to the ornament so that when

the leg moves, it chimes melodiously.

Padma, lotus, which may be of any colour except blue. The blue lotus

is designated by the word Utpala or Nilotpala. In Tantric

works the Padma is the day lotus, while Utpala stands for the

night lotus. Itis regarded as especially sacred by all classes of

Indians. See Getty : GNB, p. 192. When the lotus shows petals

in both the upper and lower directions it is called the Visvapadma

or the double lotus. Padma indicates purity of descent.

Parasu, axe.

Paryanka, see Dhyanasana.

Pasa, noose or lasso; when a Vajra is attached at the end of it, it is

called the Vajrapasa or the adamantine noose, The noose is

required to bind the host of the Maras and all other wicked

beings.

Patra, begging bowl or bowl generally found in the images of the five

Dhyani Buddhas and of Buddha Sakyasimha. Sometimes the
Kapila is used in the Sadhanamala to designate a bowl (See

Kapila). Getty records a Buddhist legend to show how a Patra

came in the possession of the Buddha, Getty : GNB, p. 193.
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Prajiii, see Sakti.

Preta or Mrtaka or Sava, always meansa corpse or ghost in Indian

Buddhist Iconography.

Pustaka, book in the form of a Manuscript which represents the

Prajfiiaparamita or the Book of Transcendental Knowledge.

Nagarjuna is said to have restored the Scripture from the nether

regions, The book is carried by several Buddhist deities, notably,

Prajiidparamita, Manjusri, Sarasvati and Cunda.

Ratna, jewel. The word Triratna signifies the three jewels, Buddha,

Dharma and Sangha. Similarly, there are different groups of

jewels, such as the seven jewels or the sixteen jewels. For the

enumeration of the seven jewels, see Getty : GNB, p. 194. See

also Cintamani.

Sadhana, procedure of worship for the invocation of Buddhist gods,

and not -charm’ as translated by C. Bendall. The Sadhanamila

or the Sidhanasamuccaya is a collection of 312 Sidhanas.

Sakti, or Prajiia, Vidya, Svibha Prajiia or Svabha-Vidya, the female

counterpart of a Bodhisattva. All goddesses are regarded as

female counterparts of one or another of the Bodhisattvas. A

Sakti is either represented singly or in yab-yum, i.e. in the

actual embrace of the god to whom shc is affiliated as a Sakti.

This fernale counterpart is called ‘Svabha’ (own light, being the

principal god’s own creation). She sometimes carries the same

weapons as are carried by the principal god.

Samadhi, meditation ; the deepest form of abstract meditation. For

a description of the Samidhi midra see Dhyanamidra,

Satkha, conch-shell ; it is especially given as a symbol to the gods

as the sound vibrated through a shell penetrates far and wide.

The conch-shell seems to have been extensively used in wars by

ancient Indians,

Sanmiadra, the six-miidras; the meaning of this midra is quite

different from the midr& meaning mystic gestures. It has been

translated as auspicious ornaments or symbols. The six ornaments

are enumerated in the followimg verse in the Sidhanamala :

‘Kanthika rucakam ratnarneckhalam bhasmasitrakam I

Sat val paramila eta miicdraripena yojitah” II

«The torque, the bracelet, the jewel, the girdle, the ashes and the

sacred thread are ascribed to the gods in the form of miudras

(ornaments), which represcnt the six Paramitas’’,
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These ornaments or symbols are generally of human bones, the

Khatvanga being the sacred thread. When one of the six is

absent they are called Paficaniidra, and Caturmidra, when two,

are absent.

Sara, or the Bina, is the arrow. It is generally carried in the right hand,

while the corresponding left shows the Dhanus.

Sava, see Preta.

Siddhas, or Siddhapurusas are saints who have already attained Siddhi

or perfection in a Tantric rite, and have acquired super-normal

powers. Two groups of Siddhas are generally recognized, one

consisting of nine and another of eighty-four, They were famous

in the medieval age for their magical powers and prodigious

deeds. Most of them hailed from the East

Simha, lion, The word Simhasana means the lion-seat or the lion-

throne, but does not designate a special attitude of sitting such as

the Vajrasana, Ardhaparyank sana, and so forth. See Asana,

Srnkhala, chain, also called the Vajraérikhali, (which is the charac-

teristic symbol of Vajrasrikhali), when the chain is surmounted

by a Vajra.

Stipa, see Caitya.

Sici, midra used generally in the act of dancing, though it ts to be

seen in other cases also, All the fingers are stretched with the

tips joining at the end, so as to resemble a needle (Siici).

Sanya, translated as ‘Void’ in the absence ofa suitable andl) more cx-

pressive word. It signifies a state of the mind after Nirvana,

about which neither existence, nor non-existence, nor a com}ina-

tion of the two, nor a negation of the two can be predicated.

This Sinya in Vajrayana is identified with Compassion which

transforms itself in the form of divinities, of the nature of Sinya,

for the welfare and happiness of men In Vajray ina Sinya is the

Prime Cause of all manifestation.

Saryya, the sun or the disc of the sun which is held in one of her

hands by Marici and which is the seat of many Buddhist gods

and goddesses. Rahu is said to devour the sun and the moon.

Svabha Prajiia, see Sakti.

Tarjani, midra ; the pose of the raised index finger in a menacing

attitude, In the hand showing this miidra, the index finger only

is raised while the other fingers are locked up in the fist, If a

Paga or noose appears round the index finger it is called Tarjani-

pasa. The word Vajratarjani signifies the Vajra held in the fist

while the index is raised in a menacing attitude.
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Tarjanipasa, see Tarjani.

Tarpana, midri of doing homage to the Departed Fathers ; the midra

of Namasangiti, Any arm showing this gesture is bent and is

raised upward in a line with the shoulder. The palm of the hand

is turned inward with fingers slightly bent and pointed towards

the shoulder.

Tathagatas, the Buddhas who have attained the highest state of perfec-

tion according to the Buddhists. In the Sadhanamila, the word

is invatiably used in the plural number with reference to the

five Dhydni Buddhas, but does not even signify Vajrasattva or

Vajradhara. The Buddhas are innumerable and _ have a hierarchy

among them, the different orders being Pratycka, Sravaka, Samyak-

Sambuddha, Jina, A1rhat, Tathagata, and the like.

Tiailokya, pertaining to the threc worlds ; the divine, the terrestrial and

the infernal,

Vnistla, tudent. The Hindu god Siva is believed to carry the trident,

and hence it is popular among the Tantra symbols as most of

the Tantras are in the form of a dialogue between Siva and

Parvati.

Utpala, see Padma.

Vahana, the vehicle or the mount of gods; the mount may be any

animal including men, demons and corpses. Sometimes even the

gods of an alien faith serve as Vahanas.

Vajra, thunderbolt. When two thunderbolts are crossed, it is called a

Visva-vajra, or a double Vajra. In Buddhist Tantra the word

generally designates Sinya or Void, which cannot be cut, cannot

be destroyed, but which deStroys all evils.

Vajradanda, see Danda.

Vajraghanta, see Ghanta.

Vajrahinkira, mudré. The wrists are crossed at the chest with two

hands holding the Vajra and the bell, both of which are turned

inwards, But if the two symbols and the hands are turned out-

ward the midra will be called the Trailokyavijaya midra

Vajrakartri, see Kartri.

VajrankuSa, see Ankusa,

Vajraparyanka, see Dhyanasana,

Vajrasrnkhala, see Srnkhala.

Vajrata:jani, see Tarjani.
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Varada, miidra, the gesture of hands shown by gods while conferring

boons. The hand showing this gesture is pendant with its palm

outward and fingers all stretched. Sometimes a jewel is seen

stamped on the hand showing the midra when it is known as the

Ratnasamyukta-Varada, that is, the gift-bestowing attitude together

with a jewel. The Mahoba figure of Khadiravani is an example

of this kind,

Visvapadma, the double conventional lotus See Padma.

Visvavajra, the double conventional Vajra. See Vajra.

Vitarka, midra assumed in discussion. This midra is altogether un-

known in the Sidhanamala and seems to be a later development.

It is, nevertheless, shown by a number of forms of Avalokitesvara

treated of in the Appendix all of which are more or less influenced

by Tibetan art and iconography. This midra is represented with

the right arm bent, all fingers erect except either the index or the

ring finger which touches the thumb so as to resemble a ring. The

hand is extended forward with the palm outward.

Vyakhyana, midra, sce Dharmacakra.

Yab-yum, is a Tibetan word consisting of two particles yab and yum.

The word ‘Yab’ in Tibetan means the ‘honourable father’ and

‘yum’ means the ‘honourable mother’. The combined word,

therefore, means the father in the company of the mother, or in

her embrace For the spiritual significance of the conception of

yab-yum, see Conclusion.

Yaksas, are mis-shapen dwarfs who guard the treasures of the Northern

mountains and their cliefis Kubera, the God of Wealth. They

are usually malignant in disposition and they occasionally feed on

human flesh. But the benign influence of Buddha’s teaching

makes them forego their cruel habits.

56
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A

Abhayakara Gupta, 3, 4, 47, 82, 155

Abhidhanottara, Tantra 4

Abhimukhi Bhimi, 335, colour 435,

symbol 335, dhyana 335, described

335, images 335

Acala 154, 155, colour 255, direction 255,

dhyana 255, described 255, Sakti 255
images 255

\cala Bhimi, 336, colour 336, symbol 336,

dhyana 336, described 336, images 336

Acalaketu LokeSvara, described 429

Acala Vajrapani, 155

Acata (-) Lokeévara, described 397

Adamantine sow, 217

Adherence to the Path, 20

Adhikarin, equipments of, 24

Adhimukticarya Bhimi 333, colour 333,

symbol 333, dhyana 333, described

333, images 333

Adhimuktivaégita, 331, colour 331, symbol

331, dhyana 331, described 33],

images 331 .

Adibuddha, 42, 43, manifestation of, 101,

cult of, 44

&\dibuddha, Dhyani Buddhas as, 387, di-

fTerent cults with daiérent, 387

Adibuddha, temple over the flame of,

100f.

:Adibuddha theory, time and place of in-

troduction 387n

Aditya, 367, colour 367, symbol 367,

vahana 367, dhyana 367, described

367, images 367

Adibuddhayana, 187

Adiyana, 187

Advaya, 30

Advayavajra, 9, 48

Advayavajrasangraha, 25

Agni 362, colour 362, vahana 362, direc-

tion 362, dhyana 362, described 362,

images 362

Ahankara, 27, 30

Ajanta, 5, 39

Ajaya, 160, direction 160, form 160

Akanistha heaven, 34

Akargana rite, 166

Akagagarbha Bodhisattva, 85, colour 85

symbol 85, dhyana 86, described 86,

images 86, forms 86

Akafagarbha Lokeivara, described 399

Aksayajfianakarandéa Dharini, 341, colour

341, symbol 341, dhyana 341, des-

cribed 341

Aksayamati Bodhisattva, 84, colour 84,

symbol 84, dhyana 84, described 84,

images 85

Aksayamati LokeSvara, 399 |

Aksobhya Dhyani Buddha, 51, colour 51,

vahana 51, miidra 51, symbol 51, dhya-

na 51, described 51, umages 51, in

stipa 51, direction 51, family 51, forms

52, lord of the East 52, etght-armed form

52, dhyana 52, described 52 , origin

of 45, as a Tathagata, 34, 35, in the

Hindu pantheon 191, on the crown of

Hindu Tara 191, gods emanating from

1541, goddesses emanating from 189f.

Alakapuri, Kubera’s capital 379

Alchemy, 8

Amravati, 5

Amitabha, 14, 34, 49, dhyana 49, symbol

49, vahana 49, miidra 49, described 49,

images 50, origin of, 45, sire of Avaloki-

tefvara 124, gods emanating from 145f,

goddesses emanating from 147f.

Amitabha Lokeévara, described 429

Amitaprabha (also Amptaprabha), 90f,

colour 90, symbol 90, dhyana 91, des-

cribed 91, images 91

Amitayus, 35

Amitayus Sutra, 14, 15, 100

Amoghadarsi Bodhisattva, 97, colour 97,

symbol 97, dhyana 97, described 98,
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images 98

Amoghapaéa Lokeévara, described 428

Amoghasiddhi Dhyani Buddha, 22, 55f,

colour 55, miidra 55, vahana 55,

symbol 55, dhyana 55-6, described 56,

images 56, direction 56, place in stipa

56, origin of, 45, emanations of 226

Amrtalocana, 249

Amrtamukhi, 249

Amrtinanda, 2, 3, 142, 205, 206

Amrtaprabha Lokesvara, described 398

Analarka, 254

Ananda, 79, 191

Anandadi Lokeévara, described 395

Ananga, 187, Hindu god of love 115

Anangavajra, 12, 35

Anantamukhi Dharini, 340, colour 340,
symbol] 340, dhyana 340, described 340.

Ananta, snake, 148

Animal-faced deities, 319, general descrip-

tion 319, deification of animals 319,

special features 319

Animosity against Hindu gods, 389

Afijali miidra, 129, 207, of Sudhanakuma-
‘ ra 129

Anupama Raksita, 20

Anusmrti, 26

Aparayita, 183

Aparajita, 151, 222, colour 151, described

151, direction 151, see also Sitatapatra

Aparajita

Aparajita, 245f, colour 245, midra 245,
dhyana 246, described 246, images 39,

246, Nalanda fragment 246, Indian

Museum image 246

Appearances, 28

Arapacana, 120f. name explained 120,
colour 120, companions 120, symbols

120, described 120, images 120, origin

of 121, imagés $9, 121, 121n

Arcismati Bhiimi, 334, colour 334, symbol

$34, dhyana 334, described 334, images

$35

Artha Pratisamvit, $43, colour 343. symbol

343, dhyana 343, described 342, images
343

Arolik, 45

Aruna, '207
Arya-Jahguli, 228, as companion, 228,

dhyana 228, described 228, images 229
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Arya-Maiijuérimilakalpa, 100

Arya-Marici, 210, symbols 210, describ ed

210

Aryatara, 229, name of Vasyatira 229,

Sadhana 229, described 22, green 307,

special features 307

Arya-Sarasvati, 351, symbol 351, described

451, images 351

Arya-Vajravarahi, 219, four-armed 219,

described 219, symbol 219

Asanas, significance of 389, 390, senti-

ments in 390

Asanga, 8, 12, 13,41, 197, deified 35, ini-

tiated by Maitreya 80

Ascetic, 25

Asiatic Society’s Library, 4

Agokakanta Marici, 227, as a minor dcity

227, as companion 228, described 209,

228, dhyana 209, 228, images 209, 229,

vahana 209, colour 209

Asoka bough, 209
Assam, 6

Astabhuja Kurukulla, 245, 249, companions

of 249, colour 150, miidza 150, sadhana

' 150, dhyana 150, described 151, images

15]

Astabhuja Marici, 211, colour 211, resi-

dence 211, described 211, attendants

211, images 212 .

Astamahabhaya Ta ‘ara, | 308, white, 308,
special features 308

Astabhujapita Marici, 210 ;

Astabhuja Vajratara, 240, name of Vajra-
tara in Peiping 240, see Vajratara ;

Astrology, 8
Astronomy, 8

Asvaghosa, deified 35

Atisa Dipankara, 16 '

Avalokita Bodhisattva 143 oo,

Avalokita Lokegvara, described, 399
AvalokiteSvara 11, 14, 40, 34, 35, 38, 49, -

origin of 143, ruler of Bhadrakalpa

124, his sire, Amitabha 125, character

124, special qualities 124, sadhanas

124, forms in the Sadhanamala 124,

(108) forms in Nepal 6n, 88, 124, 144,

discovery of 108, forms 125, images

125, ee
AvalokiteSvara Bodhisattva, 88f, colour

88, symbol 88, dhyana 88, described
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' 8B, tmvapes 89

Ayurvasitd, 329, colour 329, symbd! 329,

dhyfna 329, ‘des¢ribed 329, images, 329

B ;

Balabhadra, 378, pastoral deity’378, colour

378, symbol 378, vahana 378, dhyana

| 398, described 378

Balabhadta Group, 378, deities of the, 378,

their nature 378

Balaparamita, 327, colour 327, symbol

$27, dhyana 327, described 327; imaze3

327 c

Banerji, R.D.39 |

Bendall, 35n

Bengal 5,‘6, school of art 38, 39

Bewitching, rite of, 115

Bhadrakalpa, ruler of 49, 124

Bhadrapala Bodhisattva, 95, colour 96,

symbol 96, dhyana 96, forms 96, des-

* ertbed 97, images 97

Bhadrasana 229

Bhairava, 161, 162, as vaBana 218

Bharhut, 5, 31

Bhatgaon, monasteries 41 vt

Bhattasal: (Dr. Nalini Kanta), 1; 16, 39,

130, 156, 223, 233

Bhima, 160, direction 160, form 160

Bhimadatgana 160, direction 160, form 160

Bhismabhagini, 236 '

Bhota 193

Bhrkuti, 128, 129, 135, 147, 152, cofour 129

1 195, 152, symbol 129, 135; 152, desé

cribdd 129;' 135, 152, ‘sadhana 152,

Dhyana 152, forms 152, images 153}

yellow 809, special features 309' ‘e

Bhrngi, 365, colour 365,: dhyana’ 365, des:

\ cribed 365°" * 6 ot MO

Bhimis, ten, 28

Bhiimi deities, rwelve 333, meaning 333,

definition 333, description 333, images

¢ 333 t,t

Bhirini, 195, colour 135 /aymbol 185, dles-
‘Scribed 13500! row

Bhiitadaniara 182, midra, 182; sadhana

i \82, dhyana 182; des¢ribed 182-3, sire

+ 183, images 183, cult of 183 °

Bhiitadimara Vajrap4ni, 183

Bhuvaneivari 117n °

Bihar 6

' to

ff

Birhba (icon-circle), 26° 4

Birbhum 38 '

Blue colour, significance of, 154

Bodhi 21 | mo ve

Bodhicaryytoatara 5 *

Bodhicitta, 25, 27, nature of, 393

Bodhi knowledge 11 fhe "4

Bodhi mind, 28, 29 90, charged with

' Karuna 31: "

BoJdhisattva 11, 20, 27, 28; meaning of, 82,

class of deities 82, female counterparts

82, independent group 82;'ia Nispanna-

yog ivali 82, three sets of 16, ‘deines 82,

lists of, 82, with Dhyani Buddha forms

99, companions of Lokanitha 130,

gro ip of eight, 98 t

Bodhisattva, Padmapini, 49

Bodhisattvayana 8

Bodhnath, stipa of 33 (also Bauddh)

Bor »budur temple, 39

Brahma 27, 250, as Mara 159, 195, colour

263, vahana 363, dhvana, 363, describe |

‘363, images 363, parasol, bearer 246,

severed head of, 162 ° -

Brdhmavtivarta Pulana 18°

Brahmadanda Loke$vara, described, 997

Brahmananda 190 | ‘

Brahmas, Four, 21

Brhaspati, 368, colour, 368, symbol, 368, va-

hana, 308, dhyana, 368; described 368

Bronzes 5

Bronze of Vajratira do, iti the form
ofa lotus, 240' pos ' "

Buddha ‘20, as god 32, first‘image of, 5.

images of 31, 32 ' *

Buddha's life, scenes from, 5

Buddha‘ Sakyasumha, 48!

Buddha 20 hore i

Buddhahood 8,29 ‘"

Buddhadakini 163, 218, Sakti of Maha-
maya 164, described 164

Buddhakapala, 159; color 159; Sakti 159,

sadhana 159, dhyana‘ 159! described

160, mandala of, 160, images 160
Buddhabodhiprabha Vatsita 332, colour 332,

symbol 332, dhyana 332, described 332

Buddhism, destruction of 39 at

Buddhist esoterism 10 at

Buddhist god of love 15 =!

wat
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Kuddhist Iconggraphy 384, scope 364, Cauri, 310, colour 310, symbol 310,

purpose 384, value 384 dhyana 310, described 310, images 310

Buddhist monasteries 4 Cave Temples of Western India, 39

Buddhist pantheon 384, in Guhyasamija Chariot of Marici, 211

384, first deifications 384, Kulas and Chhinnamasta 1, 17, 247, Hindu goddess

Saktis 334 247, same as Vajrayogini 247

Buddhist Tantra 9 Chhatrosnisa 302, colour 302, symbol

Buddhist universe 48 302, direction 302, dhyana 302, des-

Buddha (planet) 368, colour 368, symbol! cribed 302, images 302

368, dhyana 368, described 308, imazes Chinese |

308 Chiromancy 8

Buffalo head 166 Chittagong 39

Buffalo vahana 146, 167, 168 Cintamani Datta, author, 123

C Cintamani family 32, 45

Cintamani Lokegvara, described 430

saitya 80, 211, 215, residence of Marici Citrakaras (of Nepal), 7

211, residence of Usnigavijaya 215, Citrasena 159, described 1€0, image 160

special symbol of Maitreya 8U Cittadhatu Lokegvara, described, 430

takra (discus) as family symbol 54 Cittavasita 329, colour 329, symbol 329,

Cakrasambara Tuntra 217 dhyana 329, described 329, images 329

Calcutta, Indian Mus:um at 6, 38 Crtlavisuddhiprakarana 47

Camunda 365, colour 365, vahana 365, Clark, (Professor Walter Eugene), 3

dhyana 365, described 365, images 365 Collective Deities 25], their nature 251

Cardali 312, colour 312, symbol 312, Colour, significance of 389, connection with

e dhyana 312, described 312, images 312 elements 390, malefic and benefic 390

Candarosana 154, 155, 256, colour 154, Comilla 38

names 154, sadhana 154, dhyana 154, Companions, three of Marici, 213, un-

155, symbols 154, Sakti: 155, worship named 213, described 213, colour 213,

155, images 155 form 213

Cancamaharosana see Candarosana Compassion (Karuna), 21

Candcn Gharesana Tantra 4, 155 Confession of sins, 20

Candavajrapan 236 Constellations, twenty-eight, 381, deified

‘tandeévari, companion of Mahakala 381, named 381f, described 381f

347, colour 347, symbol 347, direction Coomaraswamy (Dr. A. K.) 1, 31

347, described 347 Csoma de Koros (Alexander), 43

Candra (planet), 367, colour 367, symbol Cults, Buddhist, 387

307, vahana 307, dhyana 367, des- C unda 35, 220, spelling of the name 220,
cribed 367, images 3 57 deified Dharini 220, mantra of 220,

Candraprabha Bodhisattva, 89, 120, 121, colour 151, 219, symbol 219, 223, sire

colour 89, symbol 89, dhyana 89, 90, 219f, forms 219, as a minor deity 221,

described 89, 90, images 90 222, place in the mandala, 222, as

Candraprabha Loke4vara, described, 398 consort of Takkiraja 222, dhyana 221,

“apetadana midra 245 222, forms 222, twenty-six armed 222,

Carcika, companion of Mahakala, 347, described 151, 221, 223, symbols 223,

colour 347, symbol 347, direction 347, miidra 223, miniature 223, temple in

described 347 Pattikera 223, antiquity, 221, sadhana

Caturbhuja Sitatara (white), 308, special 221, images 221, 223, 224, Baroda

features 308 image 224, symbols 224, Bodh-Gaya

Catur-Mal.arajtkas, 35 image 224
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Cunda Dharini 220, 221, 340, colour 340,

symbol 340, dhyana 340, described 340,

images 540

Cunda mantra 271

Cunda miidra 223n

D

Dacca, 6, museum 38, 156

Dakini, 218, described 218, 321, form 321,

dhyana 321, images 321, 322, Vajra

yogini 217

Dakini group, four, 321, general descrip-

417

Dharani (also Dhirini) 10, geaeral des-

cription 338n, in sadhanas, 337n, of

Avalokiteévara 29, Vajragandhiri 236

Dhirinis, twelve, 337, their number 337,

deification 337, nature 337, description

337, character 220, power 220, enu-

merated 220, names of 220, sire ol

2.0

Dharma !0, 20, goddess 32, Hindu 6

Dh rmacakra described 429

Dharmacakra Mafyuéri 118n

tion 321, list of denies, 321, appear- Dharmadhatu I.uke4vara, described 430

ance 321, form 321, mages 321

Damara midra 183

Danaparamita 324, colour 324, syinbol 324.

dhyana 324, described 325, images 325

Dance deities, four, 312, their nature 312,

their description 312, their images 312

Dagabhujasita Méarici, 213, colour 21%,

sadhana 213. described 213,

attendants 213

Dasabhumika-Satra, 28

Dates or Tithis, 382, deified 382, imzges

382

Death, god of, 166

Deification, process of 385,

study 385, epidemic of 31, of books

220

Deities, number of 34, forms of 47, in-

crease In number 392, objects as 392,

literature as 392, philosophical con-

cepts as 392, abstract ideas as 392,

desires as 392, inierchange of, |

Deity, evolution of 25, nature of 24,

visualisation of 24, the mantra person

29, realisation of 27, single 30, conden-

sation of words 30, manifestation of

Siinya 391, no real existence 391, only
an idea 391, Siinya in essence 391,
Siinya manifests as 391

Dependent origination 25

Devadevata Loke$vara, described 428

Devaputra Mara 159

Dhanada 179

Dhanada Tara, 231, colour 2531, vahana

231, companions 231, mantra 231,

dhyana 231, described 231, images 231,

green 307, special features 307

Dharani 26

three

specialised

Dharmadhatu Vagisvara 103, colour 103,

deseribed 103f, dhyana 103, forms 103f.

image 104, mandala 104, called Maiiju-

ghosa 104, principal deity of the ma-

ndala 104

Dharmikara !01

UZharmakaya 2 0

Dharmakirt, 12

Dharmakosasangiaha 2, 205, 206. Sukhavats

Lokegvara described 142

Dharm. megha Bhim: 336, colour 336,

symbol 336, dhyana 336, described

337, images 33

Dharma Pratisamvit 342, colour 342.

dhyana 342, symbol 342, described

342, images 342

Dharma Vaita 332, colour 332, symbol

332, dhyana 332, described 332, images

332

Dhipa 256, and others in Lokanatha Ma-

ndala 131

Dhipatara 241, dhyana 241, described

241

Dhvajagrakeyira 201, forms g01, images

201 form (:) described 202, three-faced

201, colour 201, dhyana 20!, form

(1) described 202, four-faced 702,

images 202

Dhvajosnisa 301, colour 301, symbol 301.

direction 301, dhyana 301, described

301, images 301

Dhyana 21, 26, essential features 386, devi-

ations from 386, modified under local

conditions 386

Dhyanaparamita 326, colour 326, symbol

326, dhyana 326, described 326, images

326
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Dhyani Bodhisagtvas, illustrations of, 5 fn 193, sddhanas 193, dhyana 193, ded

Dhyani Buddhas 44, 48, origin 45, product cribed 193, blue 309, special features

of Tantric sadhana 35 309, images 194, 229,;: farms of: 194,

Dikpalas, eight 352, their nature 352, their two-armed described: 194, Jour-armed

number 352, Hindu lords of quarters described 194, eight-armed gestribed

254 ‘ { 194, as a minor deity 227, as compani-

inkshit, Mr. K, N. 126 \. on 228, dhyana 228, described 228
Dimbha, another name of Ucchusma 179, Ellora 5, 39, anve temples at, 77

239, . Epidemics 196

Dinajpur 38 . Evans-Wentz (Dr. W. Y.), 50, 205, 215,

Dipa 256, 318, colour 318, symbol 318, 225 '
dhyana 318, described 318, 1mages 318 Excavations 5

Dipatara 241, dhyana 241, described 241 Excrescence, of Vajravarahi 2}7

Nircetion, Ten gods of 251, their nature Extraordinary worship 21

, 251,. general features 251, in Tantric F

litefature 251, their forms 252f; six Fa Hien 35, mentions Mafijuéri,100

goddesses of 256, their nature 256, Fever, Hindu god of, 233 ot

special features 256, their forms 297f; Fire-tlies, sign of 26

Hindu gods of, 25! First image of Buddha 5

Ni ciples, qualifications of 94 Five cosmic elements 32

Piseases in human form 233 Five Dhyani Buddhas 11, 15, 32, 38, 42,

Divination 8 names 47, colour 47, symbols 47,

Divine Bodbisattvas 47 C} miidras 47

Degmas 8 Five famualies of deities, 47

Dogmatic Form of Avalokitesvara (?) 20: Five Kulas 32

Dombi, 312, colour 312, symbol 312, Five Midras 48

dhyana 312, descrit ed 312, images 312, Five primordial cosmic forces 48

Noor godddesses, four 316, deification 316, Five senses 47

characteristics 316, desctiption 316f Five Skandhas (elements), 32, 48

Dragons 54 Flame of fire (Adibu:Idha), 43

Dirangama Bhim, 335, colour 335, svm- Foucher (Professor A ) 1, 2, 5, 31

bol 335, dhyana 335, described 336, Four Maras 195

images 336 Four Pithas (sacred spots), 15

lurbar Library, Nepal 3, 4 . Four Pratisamvits (logical analysis), 342

Durgatiparigfodhana 78, later name of Freer Gallery of art, 221n

Buddha 78, colour 78, midra 78, Friendship (maitri), 21

dhyana 78, described 78, images 78 Future Buddha 93

Yi rgottarini Tara, 307, gre.n 307, special

features 307

Durjaya 160, direction 160, form 160 Gaehwad's Onental Serves, 2, 3, 19
Dvaradhara 317 _, Gaganagafija Bodhisattva, 35, 86, symbol

Dviratalakadhara 316 . 86, dhyana 86, described 86, 87, images

Dvesa family 32, 45 87, in Sadhanamala 87, in, the Lokana-

Dvesaran, queen of Aks»bhya 46 tha sadhana 131, colour 131, Gescriped

131

F Gaganagaiya I.okeévara, described 399
Earliest sadhana 35 Ganapati, 348, 365, symbol 348, 365, viha-
Ekagrata (concentration), 26 na 348, 365, dhyana 348, 365 described

Ekajata 151, direction 151, colour 151, 348, 365, forms 366, trampled hy Apa-

described 151, mantra of 29, power of rajita 246
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Ganapatihrdayd 349, symbol 349, dhyana

349, described 349, images 349

Ganapati Sastri, 14
Gandhahasti Bodhisattva 95, colour 95,

syrhhpl 95, dhyana 95, described 95,

images 96

Gandhara School of Art, 5, 32, 35
Ganefa 197, as Vighna 197, figure of 180,

trampled 197, presence of 388-9,

449

Grdhrasya 319

Grunwedel, Professor Albert, 1

Gryphons 54

Gurdians of gates, four 154

Guhyasamaja, 10, (also Srisam@ia), 12, 131,

15, 15n, 24, 25, 25n, 26, 32, 34, 41, 45,

53, 73, 100, 251, Cunda in 221, teach-

ings of 385, dormant for 300 years,

385

humiliating role 389, often trampled Guhyasiddhi, 12

under feet, 389 ; sce Ganapati

Gandha 256

Gandhatara 241,

241

Gandharva king 381, his name 38],

cribed 381

Gandharvas, lords of, 379

Garuda vahana 136

Garudasya 319

Gatha style 14

Gauri, Hindu Goddess 184

Gauri 310, colour 310, symbol 310, dhyana

310, described 310, mages 310

Gauri group, cight 309, listed 309, dese11b-

ed 3/9F

Gauritara 151, 222, colour 151,

151

Gautama 77

Gaya 34, 35

Germ-syllable (Bija) 25

Getty, Miss Alice 1, 166, 207, 209

Ghantapan1 Bodhisattva 76, colour 76,

symbol 76, image 76, described 76

Ghasmari 311, colour 311, symbol 311,

dhyana 311, described 311, images 311

Ghoracandi 163, colour 163, described

163

Gita 313, colour 313, symbol 313, dhyana

313, desctibed 313, images 313

Godhead 23

God-realisation | , 25

Gods, male and female, 390, Heruka and

Nairatma 390

Graeco Buddhists of Gandhara 31

Grahamatrka 224, miidra 224, dhyana

224, symbols 225, described 225,

images 225

dhyana 241, described

des-

described

57

"Gunakis andavyuha, 124

H

Halahala (LokeSvara), 132, colour 132,

companion 132, sadhana 132, images
132-133, dhyana 132, described 133,

Sakti described 133, Lokegvara describ-

ed 394

Handwritten MSS, 5

Hara 212

Harm 212, meaning ol the word, 136

Harihara Lokesvara, described 429

Harthartharivahana 136, colour 136, speci-

al vahana 136, images in Nepal 146,

dhyana 136, described 136, images Wis

Lokesvara, described 39-4

Hariti 35

Harivahana LokeSvara, deserihed 429

Hathayoga 8, 24, 26

Hayagriva 128, 129, 185, colour 12), des-

eribed 129, syinlol 129 ; another form.

forms 165, sadhana 165,

dhyana 165, described 165, image 165.

as companion of Lokanatha 131, des-

cribed 131, symbol 131, midra 13]

Hayagriva (Hindu) 233, god of fever 233,

images 233

Hayagriva Lokeévara, described 394

Hay4sya 319, colour 319, symbol 319,

dhyana 319, described 319 |
Heruka 6, 39, 154, 155, 159, 208, 248,

colour 155, symbol 155, sadhana 155,

forrns 155, worship 156, dhyana 156,

described 156, images 156, male form

of Sinya 390
Heruki 163, colour 163, described 163

Heruka Tantra 4, 155, 217, 248

Herukavajra 254

colour 165,
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Hevajra 154, 163, forms of 157, twe-armed Indra 1, 35, 186, Mara 195, colour 352,

(i) 157, colour 157, Prajita 157, dhyana

157, described 157, sadhana 157;

Jfour-armed (ii) 157, colour 157, dhyana

157, Prajfia 157, described 157, 158,

sadhana

colour 158, Prajfia 158, dhyana 158,

described 158 ; sixteen-armed (iv) 158,

colour 158, Prajfia 158, dhyana 158.

described 159, vahana 159, symbols

159, images 159

Flevajra Tantra, 4

Hinayana 8

Hinayanists 11

Hindus and Buddhists 187

Hinduizing, method of 190

Hindu pantheon 19

Hindus 1

Hindu gods 158, 344, their parental Dhya-

ni Buddha 344, position in the Mandala

344, their Kulas 341, humihated 389,

trampled under feet 389, anunosity

against 389, superiority over 389

Hindu gods in Vajrayana 314f, names 344,

number 344, nature 344, status 344,

important deities 344

Hiranyagarbha 212

History af Nepa' of Wright, 51

Hiuen Thsang 12, 80, mentions Mafijusri

100

Hodgson, B. 2

Holy books 5

Horoscopy 8

Horse-neck 165

Icon 25, 385, details 388, composition 388,

presence of Dhyani Buddhas 388, essen-

tial features 388, non-essential features

388

Identification 30, of images 386, Dhyani

Buddhas important 386, difficulties in

way of 386, necessary figures 387,

unnecessary figures 387, discrepancies

in 387, solution of problems 387

Illustrations (of Peiping statuettes) 4

Indian Museum, Calcutta, 2

Indifference (Upeksa), 21

Indonesia 39

158 ; six-armed (iii) 158,

vahana 352, direction 352, dhyana

352, described 352, images 352, as

vahana 250

Indrabhiti 12, 16, 35, Siddhacarya 150

Indrani 186

Infinite Spirit 25

Interchange of deities !

Involution, process of 31

Irsyarati, queen of Ratnasambhava 46

Igana 361, colour 361, vahana 361, direc-

tion 361, dhyana 361, described 362

I-Tsing 12, 35, mentions Manyuéri 100

J

Jagaddala 6, +1

Jainas |

Jaliniprabha Bodhisattva 90, colour 90,

symbol 90, dhyana 90, described 90,

images 90

Jalinikumara 121

Jaliniprabha Lokesvara, described 398

Jambhala 17, 35, 202, 244, a Yaksa 178,

symbol 237, recognition 237, forms

237f ; single 238, snages 238, describe.

238, variety 178, antiquity 178, sire

178, image 39, 178, sadhana 178, dhya-

na 178, described 178, Yab-yum 238.

colour 238, symbol 238, Prajiia 238,

described 238, companion 238 ; Man-

dala 238, descrihed 239, images 239

Janguli 1, Dhirini deity 220 ; forn (1) 191,

colour 191, symbol 191, sadhana 19].

dhyana 191, ongin 191, forms of 191,

power 191, described 192, images 19: ;

form (ii) 192, colour 192, midra 192,

symbol 192, described 192 ; form (in)

192, vahaia 192, colour 192, sadhana

192, dhvana 192, described 192 ; white

308, special features 308 ; green 307,

special features 307; yellow 309, special

features 309 : in Hindu Tantras 193

Janguli Dharini 339, colour 339, symbol

339, dhvana 339, described 3391,

images 340

Japanese |

Jar of consecration 9}

Jataka stories, scenes from 5

Jatamukuta Lokeivara, described 395
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Java 5, image of Prajiiaparamita found in

198

Javanese Art 39

Jaya 160, direction 160, form 160

Jayakara 186, 378, colour 378, dhyana 378,

described 379

Jayatara 151, colour 151, described 15]

Jewel family of Ratnasambhava 43

Jinajik 45

Jivatman 27

Jiianadakini, Sakti of Yogambara 186, 204,

colour 204, dhyana 204, described 204,

images 204, Mandala 204

Jiianadhatu Lokegvara, described 398

Jfianaketu Bodhisattva 96, colour 96,

symbol 96, dhyana 96, described 96,

images 96

Jiianaparamita 328, colour 328, symbol

328, dhyana 328, described 328, mages

328

Janapradipa, Samadhi 45

Jiiinasiddhi 12, 16

Jfianavasita 331, colour 331, symbol 331,

dhyana 331, described 331, images 331

Joyousness (Mudita), 21

K

Kaulasa, mount 379

Kakasya 319

Kalacakra 186, colour 186, form 187,

dhyana 187, described 187f, images

188, blue colour 188, an attempt at

y unification 389

Kalacakro Tantra 42, 187

Kaladiiti 347, companion vf Mahakala 347,

colour 347, symbol 347, direction 347,

described 347

Kalaratri 161, 162, 218

Kalihrada 101

Kalika, companion of Mahékala 347,

colour 347 symbols 347, direction 347,

described 347

Kamadeva, as vahana 149

Kamakhya 16, 17

Kamalacandra Lokesvara, described 429

Kamalasgila 15

Kamandalu 152, symbol of Bhrkuti 129

Kamandalu Lokeévara, described 395

Kamini 160, direction 160, form 160

Kanakamuni, Mortal Buddha 76

451

Kanaka-Prajiiaparamita 199, colour 199,

midra 199, symbol 199, described 199,

differentiated 199, images 199

Kapalini 160, direction 160, form 160

Kapata 317, colour, 317, symbol 317, dhya-

na 317, described 317, images 317

Karana pcse 165

Karandavyuha 5,

form 126

Karandavyiiha Lokesvara, described 398

Karini 160, direction 160, form 160

Karma family 50

KNaramakuli (Amoghasiddh), 49

Karmavasita 330, colour 330, symbol 330,

dhyana 330, described 330, images 330

Karnatara 151, 222, colour 151, described

15]

Karttikeya, 364, colour 364, vahana 364,

symbol 364, dhyana 364, described 364,

images 364

Karuna (compassion), 9, 28, 30, 43

Kasia 38

Kasyapa, Mortal Buddha 76, 80

Kathe Simbhu, stiipa of, 32

Kathmandu monasteries in 7, tI ‘

Kaulas 46

Kauberi 160, direction 160, form 160

Kern (H ) 12, 3In

Kesini 120, 121

Ketu 378, colour 378, symbol 378, dhyana

378, described 378, images 378

Khadiravani Tara 226, colour 226, symbol

226, companions 226, described 227,

iunages 227, also called Syam atara 227,

green 307, special features 3()7, mages

39

Khagarbha (same as Akasagarbha) 86,

dhyana 86, in the Lokanatha Mandala

131, colour 131, symbol 131, described

131

Khandaroha 218, described 218, another

form 321, dhyana 321, described 321

Khasarpana 128, sadhana 128, colour 128,

symbol! 128, companions 128, differen-

tiated 128, dhyana 128f, images 39,

130, described 129

Khasarpana Lokeivara, described 396

Khiching 6

Kinnara king 380, dhyana 380, described

380, symbol 380

11, 124, 143, sadhana
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Kinnaras, lords of, 379

Kleéa Mara (Vigsnu) 159

Knowledge, essence of 23

Kot bar (sword-cut) 101

Krakucchanda, Mortal Buddha 76

Krodha deities 252

Krsanacaryya, Tantric author 152

Krsnananda Agamavagisa 190

Krsnayamari 167, 177, 252, varicties 167,

' sadhanas 167, forms 167 ; form (i) two-

armed 168, colour 168, symbol 168,

dhyana 168, described 168 ; form (it)

four-armed 168, colour 168, compa-

nion 168, dhyana 168, described 168,

177 5 form (ui) six-armed 177, sadhana

177, dhyana 177, described 177f,

images 178

Krtafijali Loke‘vara, described 430

Kr iyasamuccaya 4

Ksantiparamita 325, colour 325, symbol 325,

dhyana 325, deseribed 325,

325

Ksepana miidra 207

Ksitigarbha 35, Bodhisattva 85, colour 85,

symbol 85, dhyana 85, described 85,

images 85, in the Lokanatha Mandala

131, colour 131, symbols 151, des-
cribed 131

Ksitigarbha Loke{vara, described 399

Kubera 35, the greatest Yaksa 379, colour

images

BUDDHIST ICONOGRAPHY

308, special features 308

Kurukulla mountain 149

Kva Vahal (Pattan, Nepal) 137, 138,

image of Rakta-Lokeévara in 137

L

Laksmi |

Laksminkara, daughter of Indrabhii, 150

Lalitapattan (also Patan), monasteries in,

4]

Lama 218, 321, form 321, dhyana 321, des-

cribed 218, 321, images 321 322

Lamaist pantheon 3

Lasya 313, colour 313, symbol 313, dhyana

314, described 313, images 313

Light (sign) 26

Light goddesses, four, 317, definition of

hight 317, general character 317,

appearance 317

Locana, Buddhagakti 54, colour 54, sym-

bol 54, family °4, Sakti: of Vatrocana

54, dhyana 55, desembcd 55, images 55

Lokanatha 130, colour 130, symbol 130,

midra 130, sadhana 130, dhyana 130,

described 130, Mandala 130, compani-

ons 130, Asana in images 132, images

131, dufferentiated 128

Lokanatha RaktaryyavalokiteSvara, des

cribed 396

361, vahana 361, direction 36], dhyana Lokesvara, form with eleven heads, J25n,

361, descmbed 361,

vahana of Ucchusma 239

Kukkuripada, Mahasiddha 163

Kukkutapada, mount 80

Kulacara 47

Kulas (families) 11, 42, 46, five 44

Kulega 32, 42

Kulika (snake) 148

images 361

Kuligegvari, companion of Mahakala 347,

colour 347, symbol 347, direction 347,

described 347

Kufici 316, colour 316, symbol 316, dhyana

316, described 316, images 316

Kuficikadhara 316

Kurkihar 5, 55, 38

Kurukulla 16, 147, 236, varieties 147,

function 147, images 147, mantra 147,

Bodhisattva 78, companion of Vajr4-

sana 78, dhyana 77, described 78,

images 78

Lokottara 3]

Lord Buddha 8, 19]

Lords of families (Kulefas) 32

Lotus family, of Amitabha 48

Lotus, symbol of Amitabha 48, Pandara

Padmapani 48

Luipa (Siddhacaryya), 12

M

Machhandar vahal, Kathmandu 6, 124,

144

Madana (also Anahga), Hindu god of love

115

red 309, special features 309, white Madhukara 186, 379, colour 379, symbol
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379, vihana 379, dhyana 379, described

359

- Madhyamaka 8, 9

Mazadha 5, school of art 35, 38

M agic.l practices 9, and Buddha 9, 10

Nahi-Abhayakari Lokeivara, cle.cribed

+00

Maha-Abhayaphalada LokeSvara, described

400

Mahabala 145, colour 145, sidhana 145,

dhy. na 145, described 145, images 145.

ancther form 255, colaur 255, direction

255, dhyana 255, described 255, Sakti

255, images 255

Mahacandarosana 154; see Canlarosana

Mahicandrabimba Loke‘vara, described

40U

Mahicina 189

Mahicina Tantra 1°0

Mah-cina Tara 1, 248, vahana 89, sadha-

na 189, dhyana 18”, origin 189, des-

crihed 190, compared with Hindu Tara

190, images 191, blue 309. special

features 309

Mahadeva 19]

Mahahala 255, 347, nature 347, function

347, forms 345; form (1) two aimed,

315, colour 34°, symlols 345, dhy ‘na

345, described 345, images 345; furm 1 iz)

four-armed 346, colour 246, described

346 ; form (12) six-armed 346 culcur

346, symbols 346, described 34h; fourm

(w) sixteen-armed 346. colour 346, s)m-

bols 346, dhyana 34b, descril ed 346,

companions 347; Hindu god 314f,

colour 366, symbol 3t6, dhyana 366,

described 366, images 66

Mahakalay ajra, mage 255n

Mahamaiijubhiita LokeSvara, described

428

Mahamajnjudatta Lokegvara, deserted

400

Mahamantranusarini 200, Raksa goddess,

200, colour 200, sire 200, dhyana 2C0,

described 200, images 200, another form

in Mandala 304, colour 304, symbol

304, dhyana 304, described 304, images

304

Mahamiaya 164, described 164. Mandala of

164, dhyana 164, colour 163, Prajiii

483

163, sadhana 163, dhyana 163, des-

cribed 163, images 165, as compani’n

of Mahakala 347, colour 347, wea-

pons 347, direction 347, described 347

Mahamayiiri 234, Raksad guidess 7234,

colour 234, dhyana 234, described 234,

images 234; another form 305, colour

305, symbul 305, dhyana 305, dese:ibed

306, forms 306, images 306, as com-

ranion 228, 23], 232, dhyana 228, 232,

described 228, 252, images 229

Mahapacdma (snake) 148

Mahapatala Lokesvara, described 400

Mahaprausara 243, Raksi god lows 245,

forms of 243, colour 303, symbol

303, dhyana 303, described 303, images

303 ; another form 244, dhyana 244,

described 244, images 39, 244

Mahapratyangira (also Pratyangira), 200,

sidhana 200, dhyan: 200, described

201, images 201

Maharajalila Mafijuéri 116, 117n

Maharatnakirtui Lokegvara, described 399

Maharatinakula Lokeévara, described 400

Mahasadhana 25 ‘.

Mahivahasrabhuja Vokeévara, described

399

Mahasshasrapramardani 217, Rahsa

goddess 217, sadhana 216, colour 216,

dhyana 216, described 217, mages 217,

another form 303, colour 303, symbol

303, dhyana 303, described 303, nnages

303

Mahasahasrasirvya Lokefvara, described

400

Mahasanghikas 13, 11, 143

Mahasankhanatha Lokesévara, described

400

Mahasarasvati 349, colour 349, symbol!

349, dhyana 349, described 350, com-

panions 350, images 350

Mahasiddha, Kukkuripada 163

Mahasiddhas 12, 19, 35, 41, 137

Mahasitavati 147, Raks& goddess 153,

colour 153, sadhana 153, dhyana 153,

deserthed 153, images 153, another

form 305, colour 305, symbol 305,

dhyana 305, described 305, forms 305,

images 305

Mahaéri Tara 39, 227, colour 227, midra
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227, companions 227, sadhana 227,

dhyana 227, described 227, images 229,

miniatures 229, images of companions

229, companions described 228, mantra

of 228, Rajalila asana 228, goddess of

wealth 228, green 307

Mahasthamaprapta Bodhisattva 89, colour

89, symbol 89, dhyana 89, described 89,

images 89

Mahasthamaprapta Lokeivara, described

431

Mahasukha theory 9, 13

Mahaiuyyalbimba Lokesvara, descmbed

400

Mahattari ‘Tara 307, green 307, special

features 307

Mahavajradhatu Lokefvara, described 428

Mahay ajradiirk Lokesgvara, described 428

Mahivajranatha Lokesvara, described 428

Mahavajrapan Lokesvara, described 428

Mahavajrasattva Lokesvara, described 397

Mahavattu stvadana 143

Mahavidya goddesses, ten 189

Mahavisvasuddha I oke4vasa,

» 128

Mahayana 4, two kinds 9, deities in 31

Mahayana scripture (Prajnapdramia) 197

Mahayanasiitra 15

Mahayanasutralankara 8

described

Mahayana 11

Mahay.44 160, direction 160, form 160

NMahesvara (Maia) 159, 364, colour 364,

as vahana 364, dhyana 364, descembed

364, images 364

ithoba (Mal otsavapura), 132

Mahocacht 160, direction 160, form 160

Maitieva 13, 35, 38, 77, as Future Buddha

80, described 80, colour 80, symbol 80,

‘tiipa on the crown 80, image in Udya-

na 80, heads the list of Bodhisattvas

82, Bodhisattva form 93, colour 93,

avmbol 93, dhvana 94, desciibed 94,

mages 94, companion of Vajrasana

78, dhyana 77, described 78, images

78, as a minor god 80, dhyana 81,

descrited 81, images 81, in the

Lokanatha Mandala 131, colour 13),

s\mbol 131, described 131

Mala (also Malya) 313, colour 313, symbol

3,3, dhvana 313, described 313, images

BUDDHIST ICONOGRAPHY

313

Malya se Mak

Mamaki 52, family 52, consort of Akso-

bhya 52, dhyana 52, described 52,

images 52

Manasi I, 193, (Hindu goddess)

Mandalas 2, 3, 9

Mangala (planet) 368, colour 368, symbol?

368, vahana 368, dhyana 368, describ-

ed 368

Manidhara 125, described 126

Manipadma Lokeévara, described 396

Majijughosa 35, 113, Hindu 6, form of

Maiijusri 104, colour 104, miidra 104,

symbol 104, vahana 104, images 113,

dhyana 113, described 113, dsana 113,

sire 113: in the Lokanatha sadhana

13], colour 131, symbols 131, descri-

bed 131

Maijukumara 119, colour 119, vahana 119,

dhyana 120, described 120, images 120

Manjunatha Lokesvara, described 430

Manyupattana 101

Maiiusri 35, 38, 43, god of learning 95,

117n, 166, 178, place in the pantheon

100, worship of 100, time of introduc-

tion 100, details of life 100, exploits

100f, mages 100, an engineer and

architect 101, spiritual sire 102, hula or

family 102, sadhanas of 102, various

forms 102, simplest form 102, com-

panions 102, images 95, 102, with

Hindu gods 102 .
Mantjusr. Bodhisattva 94, colour 94, sym-

bols 9-+, dhyana 94, described 94

Manijuéri hill (Nepal) 100

Mar jusrumulakalpa 10, 14, 15, 32, Cunda in

221

Majijuvajra (same as Vairocana) 219; three

distinct forms 118f, form (i) 118, colour

118, dhyana 118, desenbed 118, images

119; form (1i) 119, colour 119, dhyana

119, described 119; form (isi) 119,

colour 119, dhyana 119, described 119,

images 119

Majijuvajra 117, colour 117, miidra 117,

symbol 117, vahana 117, dhyana 117,

described 117, companions 117, images

39, (17, 118

Mantras 2, 28, power of 29, repetition of
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25, letters deified 388, examples of dei-

fication 388, of Vajratara 243, appli-

cation of 243

Mantranaya 9

Manranusarini see Mahdmantranu.arin

304

Mantrapuruga 27, 28

MantraSastra 9

Mantrayana 14, 15

Maras, four 159, named 159, 195

Marictka (sign) 26

Marici 16, 35, 38, 217, time of invocation

207, connection with the sun-god 207,

chariot of pigs 207, forms 208, sadhana

208, attendants 208, images 2038, 209,

Astabhuja images 212, as a companion

231f, dhyana 232, described 232, com-

pared with Vajravarahi 208, 217,

Mandala 209

Maricipicuva 210, other names 210, sa

dhana 210, dhyana 210, described 210,

composition of image 210, described 211

Mari Dharii 339, colour 399, symbols

399, dhyana 394, described 399

Marini 160, direction 160, form 160

Mar-pa 6

Mathura school of art 5, 32, 35

Mat: 350

Matsyendranatha 6

Mayadevi. dream of 31

Mayajyila Tantra 139, 152

Mayajalakrama 139, colour 139, sadhana

¢ 139, dhyana 139, symbols 139, described

139, wmages 139

Mayajalakrama Lokesvara, described 395

Mayajalakrama Kurukulla, 151, colour | ol

sadhana 151, miidra, 152, images 152,

described 152

Mayurbhanj 6

Mayiri see Mahamayiri

Medha 350

Medicine 8

Meritorious deeds, result of 21

Mila-ras-pa 6

Miniature paintings 5

Mixed Sanskrit 14

Mlecchas 187

Moha family 32, 45

Moharati, queen of Vairotana 46

Mojaghafijabala (?) loekeévara, described

455

394 6

Momentary consciousness 28

Monastery, Buddhist 16, 4]

Mongoose 247, significance 237

Months, tweive 287, deified 389. their

names 382, their deities 382

Mortal Bodhisattvas 79

Mortal Buddhas 76, marhs 76. qualiutes 7b,

their Bodhi tree 76, described 77, images

of 77, attitudes 77, with Maitreya 7/

Mortal Buddhasahtis 79, enumerated 79,

named 74

Mrtyu Mara ‘MaheSvara) 159

Mrtyuvaficana ‘| ara 308, white 908, special

features 318

Mudita (Joyeusness), 24

Miidras 9, sigiihcance of 393

Mukunda 315, colour 315, symbol 315,

dhyana $315, described 315, images 315

Mukundadhara 315

Mulaghoga Vihara 15

Muraja 315, colour 315, symbol $15, cdes-

cribed 315 °

Musee Guimelt 4

Museums of Eastern India 6

Musical instruments, four 314. deified 314,

description 314

Mysticism &

N

Nagakesara, flowe: 94, symbol of Maurcya

94

Nagarjuna 12, 35. rescued Prajiiaparamita

197, 220, detfied 35, Siddhapurusa 193

Nagas 35, 197

Naiwatma 204, meaning of the word 201,

female form of Sanya 390, conseurt

of Heruka 217, vahana 203, colour

203, character 203, sadhana 203, dhyana

203, described 203, mazes 39, 204,

direetion 160, form 1600, and Vajra-

varahi 203, and Vajrayogini 218

Naizrti, 362, colour 362, vahana 302, direc-

tion 362, dhyana 362, described 362

Naksattras, twenty-eight, 381, their num-

ber 381f, described 381f, their colour

381f, general description 381f

Nalanda 5, 6, 35, 41, 43, monastery 42,

museum at 38, images 38, Adibuddha
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theory originated at 387n

Namasangiti 206, colour 206, literaturc

206, Buddha or a Bodhisattva 206,

images 207, dhyana 207, described 207,

and Mafijuéri 206

Nainasangits Manjuéri 115, colour 115,

sadhana 115, sire 115, described 115,

dhyana 115f, described 116, images 116,

and Namasangiti 206

Nanda, half brother of the Buddha 31

Nancikeévara 366, colour 366, symbol 366 ,

dhyana 366, vahana 366, described 366,

images 366

Naropa 6

Natha Yogin 6

Navagrahas 213

Nepal 5, 6, 7, 39

Nepalese art 39

Nepal Valley, originally a lake 101

Needle 210

Niladanda 254, colour 254, direction 254,

dhyana 254, described 254, Sakt: 254,
images 254

Nilakaniha, origin of 140, colour 140,

miidra 140, symbol 140, companion 140

sadhana 140, dhyana 140, described

140, images 141, and Vajraraga 141

Nilakantha LokeSvara, described 396

Nimittas (signs) 26

Nine Dharmas, of Nepal 12

Nirukti Prathamvit 343, colour 343,

syn bol 343, dhyana 343, described 343,

Images 543

Narvana 8, 11 .

Nispannatara 15], colour 151, described

151, 222

Nig pannayogavali 3, 4, 47, 82, 385, impor-

tance 385, date 385, Cunda in 221

Nityanatha Loke$vara, described 431

Nitya 314, colour 314, symbol 314, dhyina

314, described 314, images 314

O

M1 .jects, external, 29

QOdantapuri 5, 35, 41, Vihara 38

Odiyana Lokegvara, 137, same as Rakta-

Lokesvara 137,

Odiyana Pandit 180

Odiyana Vajraciryya 181

BUDDHIST ICONOGRAPHY

Onmniscience 28, 29

Origin of Yama and Yamantaka 166

Orissa 5, 39 ‘

Ostaraki 160, direction 160, form 160

P

Padma (snake) 148

Padmadakini 164, colour 164, direction

164, described 164

Padmakuli 49

Padmamunda 238

Padmanartte4vara 133, varieties 133f; form

(:) eighteen-armed 133, sadhana 133,

mazes 133, symbols 133, attitude 133,

dhyana 133, described 134, companions

134; form (12) two-armed 134, colour 134,

miid:a 134, symbol 134, vahana 134,

sadhana 134, dhyana 134, described

134, Mandala of 135, companions 135,

mazes 135 , form (222) exght-armed 135,

sadhana 135, dhyana 135, described

135

Padmantaka 180, 253, colour 253, direction

253, dhyana 253, descr:bed 253, images

253, Sakt: 253

Padmantakrt (wcstern gat) 46

Padmapani 3), 51, 88, colour 51, symbol

51, family 51, described 51, imazes 51

Padmapani J okesvara, describe 431

Padmasambhava (Guru ) 6

Padmavajra 12

Padmavasini 135, colour 135, symbol 135,

described 135

Padmognisa 300, colour 390, symbol 300,

direction 30), dhyana 300. described

300, image; 3.0

Pala period 19

Pancaiakga 5

Paiicaraksa g vu, 216, 234, 302

Paficagikha 381, name of the Gan lharva

king 381, dhyana 381, desctibed 381,

symbol 381

Pandara (Buddhagakn) 124, fzmily 50,

Dhyani Buddha 50, symbol 50, colour

50, dhyana 50, described 50, images 50

Pandaravasini 50, Sakti 134

Pantheon 32, 41, Buddhist 385, numerical

strength 385, artistic representation 385,

popularity 385, in Buddhist couxtries



INDEX OF WORDS

385, in other religion 385, world pro-

perty 385

457

Potalaka 129 °

Potapada Lokesvara, described 395

Paramaéva 185, 255, sidhana 185, dhyana Powers of the mind 18

185, vahana 185, meaning of 185, des-

cribed 186, images 186, horse-head 186

Paramatman 27

Paramitanaya 9

Paramitas, ten 243, twelve 324, common

features 324, general description 323,

qualities deified 323, their nature 323,

their images 324

Parental Dhyan: Buddha 34, 47, 49

Pariskara Vaésita 329, colour 329, symbol

329. dhyana 329. described 329, images

329

Parnasabari 17, Dharini deity 220, images

39, colour 196, vahana 196, power 196,

dhyana 196, described 196, image 197,

another form £432, colour 232, vahana

232, mantra 232, called PiSaci 232,

dhyana 233, described 233, images

233-4; as Dhartni 339, colour 3339,

symbol 339, dhyana 339, de:cribed 339,

images 339 ; green 307, special features

307 ; yellow 309, special features 309

Parvari |

Patadharini 317, colour 317, symbol 317,

dhyana 317, described 317, umages 317

Patna 6, museum at 38

Pattan (also Patan and TL alitapatan) 6

Pattikera, remains of Lalmai hill 223

, Paustika rite 166

Peiping 3

Pestilences, in human form 233

Philosophical deities, 323, deification of

abstract ideas 323 and philosophical

concepts 323, their nature 323, their

images 323

Philosophy 8

Phenomenal wo:ld, inherent purity of 21

Pigs, seven for Marici 211

Pindapatra Lokesvara, described 428

Pisaci, epithet of Parnasabari 196

Pita-Prajfiaparamita 198, colour 198,

midra 198, symbol 198, described 198,

images 198

Planets, nine 367, deified 367, their influ-

ence 367, their forms 367

Poison, blue pill of 1-40, of Nilakantha

140

38

Prabhakarakirti, Tantric author 154

Prabhakari Bhiimi 334, colour 334, symbol

334, dhyana 334, described 334, images

334

Pradipatéré 222, colour 151, described

151

Prajité (Sakti) 11, (knowledge) 26, 43, 168,

350, trampled 211, of Raktayamari 167

colour 167, described 167

Prajfiadhrk 45

Prajfantaka 180, 253, colour 253, direction

253, dhyana 253, described 253, images

253, Sakti 253

Prajfiantakrt (of south gate), 46

Prajfiaparamita !, 5, 10, 32, 43, origin 197,

worship 197, sadhana 197, forms 197,

images 197; anathe: form 326, colour

326, symbol 326, dhyana 326, described

326, mages 526, Cunda described in

221

Prajfiavardhani 341, colour 341, symbol

341, dhyana 34], described 341

Pramudita Bhiimi 333, colour 333, symbol

333, dhyana 333, described 334, images

334

Pranabindu 26

Pranayama 26

Pranidhana Paramita 327, colour 327,

symbol 327, dhyana 327, described 327,

images 327

Pranidhana Vasita 331, colour 331, symbol

331, dhyana 331, described 331, unages

331

Prasannatara 151, 222, colour 151, describ-

ed 151 ; another form 249, colour 249,

forms 249, sadhana 249, dhyana 249,

described 249f, symbols 250, images

250

Pratibhanakita 91, colour 91, symbol 91,

dhyana 91, described 91], images 92

Pratibhanakiita Loke4vara, described 398

Pratibhana Pratisamvit 343, colour 343,

symbol 343, described 343, images $43

Pratibhasa (revelation) 26

Pratisara, see Mahapratisara 303

Pratisamvits, four 342, meaning 342, deifi-

cation 342, description 342, source 342
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Pratyahira 26 ¢

Pratyekabuddhayana &

Pratyekas 20

Pratyekayana 9

Prayer 2!

Preceptor 29

Pretasantarpana Lokeévara, described 345

Pretasantarpita 141, colour 141, sadhana

141, dhyana 141, described 142, images

142

Principal Hmdt deities, ten 363, thet

nature 363, their popularity 36%

Priti (pleasure) 26, 186

Priyadariana 160, direction 160, form lol)

Process of evolution 30

Prognosis 8

Protectresses, five 302, Raksa deities 42.

their natuie 302, their images 302, ther

popularity 332, their worship 302

Psychic culture 18

Psychic exercises 2, 8; 17; 24

Psychic power 17

Publication, ef original MSS, 3&5

Pukkasi 331, colour 3f1, symbol 3[{,

* dhyina 31i, described 311, mages

31!

Pupala Lokesvata, described 396

Purandara 212

Parnagiri 16, 17

Puspa 256

Puspatara 241, dhy arta 241, describect 241

R

Raga family 32

Ragarati, queen of Amitabha 46

Rahu 207, 211, as vahana 149, colour

377, symbol 377, dhyana 377, described

377, images 377

Rajshahi 6, 38, museum at 3

Rajayoga 2G

Rakhaldas (Banerjs) |

Raksa deities, five 302, central 303, second

303, third 304, fourth 305, fifth 305

Rakta-Lokeévara 139, forms of 139,

form (i) four-armed 138, colour 138,

symbol! 138, sadhana 138, dhyana 138,

described 138, companion 138, images

138 ; form (ii) two-armed 138, colour

138, symbol 138, midra 138, sadhana

138, dhyana 138, described 139

Raktayamari 166, 252, colour 166, sadhana

BUDDHIST [CONC GRAPHY

166, worship 166, rifes 166, origin af

166, dhyana 167, described 167, images

167

Rasis, twelve (Twelve Signs of the Zodiac),

383, deified 383, named 363, images

383, nature 383

Rati 186

Ratnadakini 164, ¢olour {64, direction

164, described 164

Ratnadala Loke$vara, described 429

Ratnadhrk 45

Ratnaketu. (same as Ratnasambhava) 45,

origin of 45

Ratnakula 73

Ratnakuli (Ratnasambhava) 49

Ratnapani Bodhisattva 74, colour 74,

svuthol 74, family 74, sire 74, images

74; another form 87, colour 87. symbol

87, dhyana 87, described 87, images 87

Ratnapani Lokegvata, described 399

Ratnaparamita 324, colour 324, symbol

324, dhyana 324, descnbed 324, imagry

32%

Ratnasambhava Dhyani Buddha 73, colour

73, mitdra 73, vahana 7%, symbol 73,

family 73, dhyana 73, described 73,

forms 74, images 74, gods emanating

from 237f, their enumeration 237, their

nature 237 ; goddesses emanating from

239, enumerated 239, their nature 239

Ratnolka 318, colour 318, symbol 318,

dhyana 318, described 3)8, images 318

Ratnotka Dharini 338, colour 338, symbol

338, dhyana 348, described 338

Ratnosnisa 300, colour 300, symbol 300,

direction 300, dhyana 30U, described

300, images 300

Ravwandra 14

Rddhivasita 330, colour 330, symbol 33¢,

dhyana 330, described 331, images 931

Religion 8

Re-t#aint of wrong deeds 20

Royal Asiatie Soctety of Bengal 3

Radra 187, vahana 250

Riipa (form) Skandha 42

Ripa heavens 31

Ritpimi 218, described 218, form 371,

dhyarta 321, described 321, direction

160, form 160

Russian Academy of Sciences 4
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Ss

Sabari 311, colour 311, symbol 311,
dhyana 311, described 311, images 31]

Sabaripa, (Mahiasiddha) 35
Sadaksari group 127

Sadaksari Lokefvara 6, 38, 125, colour

125, miidra 125, symbols 125, compa-

nions 125, forms 125, dhyana 125, des-

cribed 126, 395, images 39, 126

Sadaksari Mahavidya 125, forms of 126,

described 126

Sadbhuja Jambhala 179n

Sadbhuja Jambhalavajra 179n

Sadbhya Sitatara 230, colour 230, dhyana

230, described 230, images 230, sadhana

230 ; white 308, special features 308

Sadhana 2, 18, 24, 25, 27, contents of 19f,

sumunary of 23, literature 35, com-

posed by eminent Tantrics, 386, essen-

tial parts of 386

Sadhanama'la 2, 3, 16, 19, 20, its impor-

tance 38), its dare 385

Sddhanasamuccaya 2, 19

Sadhumati Bhim: 336, colour 336, symbol

336, dhyana 336, described 336, munages

336

Sadhus 18

Sagaramati Bodlusattva 87, colour 87,

symbol 87, dhyana 87, described 88,

images 88

Sagaramati Lokesvara described 399

Sahasrapramardani see Mahasabasrapra-

mardani

Sahet-Mahet 38

Sakra (Mara) 159

Sakti 9

Sakya Bodhisattva 35

Sakya Buddha 35

Sakyabuddha LokeSvara, described 397,

430

Sakyasimha (Mortal Buddha) 76

Samadhi 26, visualisation 26

Samantaprabha Bhimi 337, colour 337,

symbol 337, dhyana 337, described 337,

images 337

Samantabhadra Bodhisattva 55, family 55,

symbol 55, described 55, images 55,

heads a list of Bodhisattvas 82, colour

83, symbol 83, forms 83, dhyana 93, 84,

499

described 83, images 84, in the Loka-

natha Mandala 131, colour 131, symbol

131, described 131

Samantabhadra Lokeivara, described 399

Samianya seva 25

Samaérami ed : Kirandavyiba 11

Samarata 16

Samaya family 31, 45

Sambara 160f, varicties 160f, colour 160,

vahana 160, symbols 160, Prajfia 160,

dhyana 161, sadhana 161, described

161, forms of 161, another form 16),

colour 161, Sakti 161, dhyana 162,
described 162, images 162, 162n

Sambararaja Buddha 162n

S umbhogakaya 210

Sambodhi 21

Samjiia (name) 42

Samksipta Marici 210, 211, colour 211,

residence 21], described 211, atten-

dants 211

Samskara (conformations) 42

Sanchi 5, 31

Sangha 20 and tules of discipline 13, ,as

god 32

Sangiti 12, 13, 15, 45, literature 14

Sani (planet) 377, colour 377, symbol 377,

vahana 377, dhyana 377, described 377

Sankhamunda 238

§. nkhanitha Lokeivara, described 430

Saakhapala (snake) 148

Sanku (in Nepal) 248
Sannyasins 18

Sintamati Lokesvara, described 430

Santaraksita 9, 15, 28, 41

Sintasi L.okeévara, descriled 397
S antideva 35, refers to Cunda 220

Santikavidhi 166

Saptaksara 162, Prajfia 162, mantra 162, des-

cribed 162f{, sadhana 163, forms of 103

Saptaiatika Hayagriva 146, colour 146,

symbol 146, special feature 146, sadhana

146, dhyana 146, described 146, images

147

Saptasatika Kalpa 146, 147

Saraha (Siddhacaryya) 12, 16, 35, 137

Sarasiri (?) Loke$vara, described 429

Sarasvati 1, 349, river deified 349, nature

349, goddess of learning 349, forms of

349
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Saranath (also Sarnath) 5, 6, 35, museum at

38

Sarthavaha Lokeévara, described 428

Sarvabuddhadharmakogavati 342, colour

342, symbol 342, dhyana 342, described

342

Sarvakarmivaranavifodhani Dharini 341,

colour 341, symbol 341, dhyana 34],

described 341

Sarvanivaranavigkambhi 92f, colour 92,

symbol 92, dhyana 93, described 93,

images 93

Sarvanivaranaviskambhi I! okeivara. des-

cribed 398

Sarvapayafijaha 97, colour 97, symbol 97,

dhyana 97, described 97, images 97

Sarvarthasiddha 381, name of the Vidya-

dhara king 381, colour 381, dhyana

381, described 381, symbol 33]

Sarvasokatamonirghatamati 92, colour 92,

symbol 92, dhyana 92, described 92,

images 92

Sarvasokatamonitghatamati

described 398

arvastivada 9

Sasvata 209, same as Vairocana 209
Saivatavajra, Tantric author 190
Sattvaparyanka, meaning of 224

Sautrantika 8, 9

Schools of philosophy (Buddhist) 8

Science 8

Seasons, six 383, deified 383, images 383n

Sects, of Tantrics 44

Sekanirnaya 9

Seva 25

Siddhas 2, 18, 34, classes of 18, Mild 19,

Middling 19, Best 18

Siddhacaryya, Indrabhfiti 150

Siddhaikavira 113, colour 113, miidra 113,

symbol 113, dhyana 113. described 113,

sire 113, mandala 134, companions

114, images 114, compared to Loka-

natha 114

Siddhis 18, 19, 24, eight 18, thirty-four 18

Siddhiharga Vajracaryya 345

Sikhi, Mortal Buddha 76
Stkg@samuccaya 35, Cunda in 221

Sila 21
Silaparamita $25, colour 325, symbol 325,

Lokeévara,

BUDDHIST ICONOGRAPHY

dhyana 325, described 325, images 323

Simbhu (Svayambhunath) 6

Simhanida 35, 127, colour 127, vahana

127, dsana 127, symbols 127, images

127, dhyana 127, described 127,

images 127f, 39

Simhanada Lokesvara, 117n, described 429

Simhanada Lokeévara, described 396

Simhasya 321, colour 321, symbol 321,

dhyana 321, described 321, images 321

Simhavikridita 35

Sirihatta 16, 17

Sirisara (?) Lokeévara, described 429

Sitala, 333, Hindu goddess of small-pox

233, represented 233

Sita-Prajfiaparamita 197, colour 197, sym-

bols 197, sadhana 197, dhyana 198, des-

cribed 198

Nitatapatra Aparajita 215, colour 215, sa-

dhana 215, dhyana 216, described 216,

different from Aparajita 216, mages 216

Sitatara, Caturbhuja 231, 308, colour 231,

miidra 231, companions 231, dhyana

232, described 232, images 232, Sad-

bhuya 308

Sitavati, see Mahasitavati 153n, 305
Siwa 184 (Mara) 195, vahana of Vajra-

hinkara 181, and Nilakantha 140

Sixteen Bodhisattvas 4

Skancdhas 1!, cosmic elements 42, (Mara)

Brahma 159

Small-pox, Hindu goddess of 233, repre-

sented 233 .

Smoke (sign) 26

Smrti 350)

Snake poison 340, Jahzuli Dharini effec-

tive against 340

Snake vahana 192

Sounds, gross forms of 47

Source books on Buddhism 4

Sravakas 20
Sravakayana 8,9
Sri 186
Srimadaryyavalokiteivara, described 431
Srivasumukhi 203
Srivasundhara 203
Srikhala 235, meaning of 235
Srstikanta Lokeévara, described 399

Stael Holstein 3
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Staff 129, symbol of Hayagriva 129

Sthaviras 13

Sthiracakra 122, colour 122, miidra 122,

symbol 122, companion 122, described

127, images 122

Suing 210

Strongholds of Tantric learning 5

Stipa, the Buddhist Universe 32, 48, re.i-

dence of Vairocana 53

Subha 160, direction 160, form 160
Subhaga 160, direction 160, form 160

Subhamekhala 160, direction 160, form 16J
Sticimiidra 135, of dancing 1:4

Sudhanakumara 118, 128, 129, described

129, colour 129, symbol 129

Sudurjaya Bhim 335, colour 335, symbol

334, dhyana 335, describe | 335, images

335

Sugatas 20

Sugatisandarsana 14], colour 141, sadhana

14], dhyana 141, described 141, images

141

Sugatisandarsana Lokeévara, described 396

Sikarasy4 320, colour 320, symbol 320,
dhyana 320, described 320

Sukha (happiness) 26

Sukhavati heaven 34, 49

Sukhavati LokeSvara 142, colour 142, com-

panions 142, dhyana 142, described

142, wages 142; anolke: form 395,

described 395

Sukhdrats Vyuha 14, 34, 100, 143

@ Sukla Kurukulld 148, colour 148, symbol
148, vahana 148, sadhana 148, dhyana

148, described 144, wears ornaments of

snakes 148

Sukra (planec) 377, colour 377, symbol
377, dhyana 377, described 377

Sumalini 100, direction 160, form 160

Sumati Dharini 338, colour 338, dhyana

338, described 338

Sumbha 242, direction 242, colour 299,

symbol 299, dhyana 299, described

299, images 299

Sumbharaja 256, colour 256, direction 256,

dhyana 256, described 256, Sakti 256

Sumedhas, deified 35

Sundari 160, direction 160, form 160

Sundari 160, direction 160, form 160

Sanya 10, 11, 17, 25, 27, 28, 42, meaning

461

of 22, various functions 392, various

forms 392, as Nine Rasas (sentinents)

392, different manifsstations 391, takes

various forms 391, Heruka, mal> form

of 320, Nairatm4, female foun of 39)

and Nairatmi 204

Sanyata 30, of all phenomena 22, qualities
ef tl

Sanyavide 8,9. 11
Supernormal powers 23

Superstition 8

Suraksini 100, direction 160, form 160

Surantama Bodhisattva 98, colour 98,

symbol 98, dhyana 98, described 98,

mazes 98

Siirnyadhara 319

Siryahasti JL8. colour 318, syinbol 318,

dhyana 318, described 318, images 318

Sdrvaprabhi 120

Svabha Prajiia 167

Svanasva 320, colour 320, symbol 320,

dhvana 320), described 3:0

Svayam hin itha, stipa of 32

Seryambhu Purina, 43, 100, contains an

account of Mafijuéri 100f

Symbo!s of th: Buddha 31, worship of

31

<>

Taditkara 318, colour 318, symo! 318,

dhyana 318, described 319, images 319

‘Takkiraja 254, colour 254, direction 254,

dhyana 254, described 251, Sake 254,

images 254, Cunda, consort of 222

Taksaka (snake) 148

Talika 316, colour 316, symbol 316, dhyana

316, described 316, images 316

"l arrralipti 39

‘Tandava dance 44, 164

Tangyur 19, 20

‘Laniras 8, 9, 17, 24, 26, 34, orszinal 13. 14

Tantrarakasya 190

Tantrasara 191)

Tantric Buddhism, images of 38

Tantric literature 8

Tantric period 2, 4

Tantric philosophy 2

Tantrics, powers of 18

Tantric practices 10, 24



462

‘Lantrism 12, gedhead in 23, place of origin

15

Vara 1, 17, 20, 23, 38, 128, colour 129, des-

embed 129, symbol 129; another form

135, colour 135, symbol 135, described

135, rompanion of Lokanatha 131, des-

cribed 131, symbol 131, midra 13),

epithet of 226; Buddhasakti 56, colour

36, symbol 56, family 56, dhyana 56,

described 56, Hindu 189, 190

"faras 307f, of blue colour 309, of Green

colour 307, of red colour 309, of

White colour 308, of Yellow colour 308

"T'aranath 12

"l'arini (same as Tara) 56

‘Yarodbhava Kurukulla 149, colour 149,

vahana 149, sadhana 149, described 119,

images 149

"Vaipana midra 207

Tathagatas, path of the 20

Tathagatakuli (Vairocana) 49

‘lathagata Mandala 45

Tathata Vasiti 332, colour 332, symbol

BUDDHIST ICONOGRAPHY

Trayastrimia heaven 31

Tridandi 152

Trilokasandaréana Lokeévara, described 396

Tripitaka 185

‘Trisamayaraja 35

Tusita heaven, abode of Maitreya 80

Twelve Bhiimis 4, 333

Twelve Paramitas 4, 323

‘Twelve Vaégitas 4, 328

Two Lamaistic Pantheons 3

U

Ubhayavarahanana (Marici) 212, recogni-

tion mark 212, described 2!2, sadhana

212, colour 212, residence 212

Ucchusma Jambhala 38, 245, image of 180,

vahana 239, described 239, Sarnath

image 239

Uddiyana 16, 149, same as village Vajra-

yozini 17

Uddiyana Kurukulla 149, colour 149, vaha-

na 149, described 149, images 149, place

of origin 149

Uddiyana Lokegvara, 137, same as Rakta-

Lokesvara 137

Udadiyana Marici 214, described 214

Veratara 119, 248

Ulkadhara 319

Uliikasya 319

Universe 23, goddess identified with 23

University Library, Cambridge 4

Upakesini 120, 121

Upapatti Vasita 330, colour 330, symbol

330, dhyana 330, described 330, images

330

Upasadhana 25

Upaya (means) 25, 26, trampled 211

Upayaparamita 327, colour 327, symbol

327, dhyana 327, described 327, images

327

Upeksa (indifference) 21

Upendra 250, as vahana 250

Usnisa 256, colour 256, direction 256,

dhyana 256, described 256, Sakti 256,
images 256

Usnisa gods, eight 299{, general character

299, appearance 299, sources 299

Usnisavijaya 214, colour, 214, recognition

214, residence 214, images 214, caitya on

head 215, sadhana 215, dhyana 215,

described 215, images 215 ; another form

298, colour 298, direction 242, 298,

$32, dhyana 532, described 332, images

$32

J ativaratnavali 9

Tattvasangraha 9, 28

Tejosnisa 301, colour 30), symbo! 301,

direction 301, dhyana 301, described

301, images 301

Theories, four 9

Three Jewels, worship of 32, refuge in 20

"bet (Bhota) 193

"Tihetan |

"Tiksnosnisa 301, colour 301, symbol 301,

direction 301, dhyana 30], described

303, images 303

‘Time, essence of 23

‘lune deities, 382, manths deilied 382,

dates deified 382, seasons deified 383,

Zodiacal Signs deilied 383

Tits (date,) 382, desfied 382, images 382

Trailoky aksepa 157

*

‘Tratlokyavasankara 16, 137, colour 137,

symbol 137, dhyana 137, describ-

ed 137, sadhanas 137, images of 137

Trailoky av ijaya 255, same as Vajrahiinka-

ra 182, vahana 184, sadhana 184, dhya

na 184, described 185, images 185,

miacra 182, 182n, 152
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dhyana 298, described 298, images 293

Usnisavijayd Dh&rini 215, 220, 338, colour

338, symbol 338, dhyana 238, deactibed

838, images 338

Utnauti (?) Lokeivara, described 397

Utpala Madra 22

Uttama seva 25, 26

U Vahal (Nepal) 5in

V

Vadali 211, colour 211, described 2))

Vadiray 122, vahana 122, mddra 122, dew

cribed 122, dhyana 133, images 123

Vagifvara 116, colour 116, vahana 116,

symbol 116, popularity 116, dhyana

116, described 116, images 117

Vabyarthabhanga 8

Vaibhasgika 8, 9

Vaipulyasutras \4

Vairocana 4%, origin 45, Dhyani Buddha

93, colour 55, midra 53, vabana 5%,

symbol 53. dhyana 53, descrabed 53,

eight-armed form 54,

cribed 54, images 54; emanations of

206f

Vaisravana 35

Vajra 17, 43, same as Sanya 10, qualities

of 11

Vajrabhairava 347, vahana of Mahikala

347

Vajrabhiskari 163, coleur 163, described

163

Va jrabhisana 255

Vajracarcika 199, colour 199, vahana 199,

peculiar feature 199, sadhana 199,

dhyana 199, described 199, images 200

Vayjracaryyas 34

Vajradakmi 163, colour 163 descrived

163f, direction 163f

Vajradanda 952

Vajradhara 42, 43, forms of 44, dhvana 4},

described 44, and Vajrahiakira 131,

images 43f

Vajradharma 125, 139, 142, colour 142,

symbol 142, sidhana 142, described

142, dhyana 143, images 143, as sirc of

Lokandtha 130

Vajradharma Lokefvara, described 396

Vajradhitu Buddha 54, same as Vairocana

54

dhyana 34, des-

463

Vajradhdtu Lokeivara, described 440

Vajradhatu Mandala 99, on Bo thnattvas
99

Vajradhatyiévari 217, Buddbasakti 74,

embodiment of highe-t truth 74,

colout 74, symbol 74, family 74, images

74

Vajradhatviivari Marici 214, forms 214,

sadhana 214, described 211, symbols

214

Vajradhrk 45

Vajra family, of Aksobhya 48, 154

Vajragandhari 15], direction 151, colour

151, described 151 ; another form 236,

colour 236, dhyana 236, described 246,

symbols 236, dharini 236, imaves 236

Vajragarbha Bodhisattva 88, colour 88,

symbol 88, dhyana 88, described 8H,

imiages BY

Vayragarbha Lokesvara, Ceseitl ed 399

Vayraghanta 242, dhyana 2t2, de eried

24), 242 , another fan 298,

colour 298, direction 298, syanbol 298,

dhyana 298, described 294, ima les 248

Vayraghona 217 *

Vajrahin'ara 182, form (i: two-armed 18),

symbols 181, midra 181, vahana 181,

sadhana 1!'1, dhyana 181, images 18,

rides on Bhatrava 182; form (4)

armed 182, same as Tratlokvavyaya 182,

described 62, images 182, compa ed

direction

Ny

with Vajradhara 181

Vajrahiinkara Madra 181, 182n, 164

Vajyrahunttka (?) Lokesvara, descril ed 398

Vajrajvalanalarka 183, 254, sadhana 18%,

dhyana 183, described 184, vahana 181

Vajrakarmaparamita 328, coleur 32k,

symbol 328, dhyana 328, described 323,

images 328

Vajrakhanda Lokesvara, described 4°29

Vajrakula 254

Vajrakuli (Aksobhya) 49

Vajrakundali 253

Vajramrta 226, colour 226, dhyana 226,

described 226, images 226, yab-yum 226

Vajranahga (Buddhist ged of love) 1:4,

colour 114, described 114, worship 114,

dhyana 114, images 115

Vajranatha Lokesvara, described 431

Vajrankusi 242, 320, dhyana 242, described
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242, directiqn 242 ; another form 297,

colour 297, direction 297, symbol 297,

dhyana 297, described 297, images 297,

in the Lokanatha Mandala 131

Vajrapani 43, family 53, sire 53, symbol

53, images 53; as Bodhisattva 98,

colour 98, symbol 98, dhyana 98, des-

cribed 98, images 99 ; in the Lokana-

tha Mandala 131, colour 131, symbols

131, described 131

Vajyrapini Lokeévara, described 431

Vajrapzfijara 9)

Vajrapasi 242, 320, dhyana 242, descmbed

242, duection 242 ; another form 297,

colour 297, direction 297, symbol 297,

ahy#na 297, described 297, images 297

Vajrapatala 256, another name of Sumbha

Vajraraga family (same as Raga) 45

Vajraraga 132, form of Majsjuéri 102,

colour 102, miidri 102, names of 102,

dhyana 103, described 103, umages 103

and Nilakantha compared 141

Vayrarati 46, queen of Amoghasiddhi 4>

Vajraraudri 163, colour 163, described 163

"Va rasana 38, Buddha 77, later form of

Gautama 77, dhyana 77, described 77,

images 78

\ ajrasarada 351, symbols 351, descriLed

351, images 351, companions 35]

Vajrasarasvati 351, described 351, sadhana

352, colour 352, symbols 352, images

352

Vayrasattva 17, 38, 43, 48, Sixth Dhyani

Buddha 74, priest of the five Dhyaai

Buddhas 74, shrines of 75, forms of 75,

dhyana 75, described 75, images 75,

worship in secret 75, single form

75, yab-yumn form 75, Sakti 75

Vajrasattvadhatu Lokeévara, described 429

Vajrasattvatmika 75, Sakti of Vajrasattva
75, colour 76, symbol 76. form 76, des-

cribed 76, images 76

Vajrasphota 297f, 320, colour 297, direc-

tion 297, symbol 297, dhyana 297, des-

cribed 298, images 298

Vajrasphoti 242, dhyana 242, described

242, direction 242

Vajraérnkhala 235, colour 235, symbol

235, sadhana 235, dhyana 235, describ-

ed 235, symbol 235, sadhana 235, dhyana

BUDDHIST ICONOGRAPHY

235, described 235, forms 235, images

235, consort of Heruka 217

Vajrasrsta Lokeévara, described 430

Vajratara 240, sire 240, dhyana 240, des-

cribed 240, popularity 240, images 240,

Indian Muscum image 240, Mandala

241, companions 241, sadhana 241,

mantra 242, images of 243, yellow 308,

special features 308, mandala 240,

origin of ten goddesses 243

Vajravairocani 218, dhyana 247, described

247

Vajravali nama Mandalopayik . 4

Vayravarahi 160, Sakti of Sambara 161,

162, Sakti of Saptaksara 162, colour

Ju3, described 163, another form 218,

companions 218, colour 218, symbol

sadhana 218, dhyana 21?', described 218

mantra 208, spe ial feature 217, connec-

tion with Heruka 217, compared with

Marici 208, 217, compared with Naurat-

ma 203, compared with Vajrayogini

248

Vajravtn ahi Tanira 4, 208

Vajravarnani 247, dhyana 247, described

247

Vajravetali 151, direction 151, colour 151,

described 151, 214

Vajravidarani 205, dhyana 205, described

205, images 205

Vajravina Sarasvati 350, colour 350, sym-

bol 350, images 350

Vajrayaksa 254

Vajrayana 2, 7, 8, 9, 11, 14, 31, 34, Bu-

ddhism 38, Pantheon 38, Buddhists 2,

origin of 12, and Yogacara 10, Hindu

gods in 344

Vajravanists 14

Vajrayogini 1, 16, 17, 149, consort of He-

ruka 217, forms of 247 ; form (i) head-

less 247, dhyana 24/7, described 247,

companions 247; form (ii) red 248,

colour 248, vahana symbols 248, des-

cribed 248, compared with Nairatma

and Vajravarahi 248 ; form (iii) yellow

248, colour 248, symbol 248, deacribed

248, consort of Heruka 248, images

249, temple 248

Vajrayogini 137, name of a village in Vik-

rampur 137, identified as Uddyana 137
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Vajrosnisa 299, colour 299, symbol 299,

direction 299, dhyana 299, described

300, amages 300, statuette 253, 253n

Vajrosniga Lokeiva‘a 393

Vak 6

Vaméa 314, colour 314, symbol 314,

dhyana 314, described 314

Vanga 16

Vangiya Sihitya Parisat 122, museum at 38

Varada ‘Tara 377, green 307, special {ea-

tures 307

Varadiyaka Lo .esvara, described 395

Varahamukhi 2)1, colour 211, described

211

Varahi 364, colour 364, symbol 364, vaha-

na 364, dhyana 36+, described 364,

ima ies 364

Varali 211, colour 211, described 211

Varttali 21], colour 211, described 211

Varttali group 213

Varuna 361, colour 361, vahana 361, direc-

tion 361, dhyana 36), described 36],

imases 3bl

Vasanta $86, 279, colour 379, symbol 379.

vahana 379, dhyana 379, desctibed 379

Vasita goddes es, twelve 328, their nature

32, general description 328,

forms 328, ther images 329

Vasubandhu 12

Vasuihdra 48, colour 244, symbol 244,

sadhana 202, 244 dhyana 24), described

215, images 245, forms 245, another form

202, colour 202, symbol 202, antiquity

202, dhy ina 202, described 202f, com-

panions 203, images 39, 203

Vasuki (snake) 140, 148

Vasumaus:1i 203

Vasusri 203

Vasyadhikara Loke‘vara, described 395

Vasyatara 230, differented 230, images 230,

Asana 229, symbol 229, colour 229;

green 307, special features 307

Vasya Vajravarahi 219, symbols 21°,

vahana 219, purpose 219, described

219. images 219

Vayu 362, colour 362, vahana 362, direc-

tion 362, dhyana 362, described 363,

Images 363

59

their

Vedana (sensation) 42»

Veil of ignorance 30

Vetali 310, colour 310, symbol 310, dhya,-

na 310, described 310, images 31)

Vibrations (sound) 28, of word and letter

29

Vicira (thinking) 26

Vidya 26, embodiment of 220

Vidyadhavapitaka 14

Vidyaahara king 38]

Vidyadharas, lords of 379

Vidyapati LokeSvara, described 430

Vody ujyvalakarali 194, colour 194, vahana

194, symbols 191, dhyana 1941, describ-

ed 195f

Vighnas 197, meaning of 180, obstacle—

name given to Ganesa 389

Vighnantaka 180, sidhana 180, dhyana 180,

orizin 180, described 181, images 181 ;

another form 253f, colour 253, direction

253, dhyana 253, described 254, Sakti

234, smages 254

Vighnantakrt, (of the southerA gate) 46

Vijiiina J1, consctousness 42

Vijfinavada 8, 9, 10, 1]

Vikalaratri 160, direction 1 0, form 160

Vikrampur 16, 38, 137

Vikramasila 6, 41, monastery 3

Vilokmi 135, colour 135, symbol 135, des-

crbed 135

Vimali bhim: 334, colour 334, symbol

33%, dhyana 334, described 334, images

334

Vonaluprahha 187

Vina 315, colour 315, symbol 315, dhyana

315, described 315, images 315

Vinachara 315

Vipaéyi (Mortal Buddha) 76

Virasana 120, attitude of Sa laksari Mahi-

vidya 126

Virman (Citrakira) 7

Virvapiramita 325, colour 325, symbol 325,

dhyana 325, described 325, images 326

Visahari 193, (Hindu) 193

Viskambhin 93, short name of Saravaniva-

ranaviskambhin 93, in the Lokanatha

Mandala 131, colour 131, symbols 131,

described 131
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Visnu 363, vahana 363, described 363, Yaksinis 238, eight, enume’ated 238

images 363, Mara 159, 195, as vahana

136

Visnucakra, Lakefvara, described 430

Visnukanta Lokesvara, described 430

Visnupani Lokeévara, described 429

Vid4vabhii (Mortal Buddha) 76

Viévabhita Lokefvara, described 430

Viévadakini 164, colour 164, direction

164, described 164

Viévahana LokeSvara, described 397

Visvamata 308, white 308, special features

308

Vigvapadma 135 colour 135, symbol 135,

described 135

Vigvapadmesvari 135, colour 135, symbol

135, described 135

Viévapani Bodhisattva 73, colour 73, sire

73, family 73, described 73, images 73

Vidvavajra 135, colour 135, symbol 135,

described 135

Visvavajra Lokesvara, described 429

Vidvosnisa 300, colour 300, symi:ol 300,

direction *300, dhyana 300, described

- 301, images 301

Vitanadhara 317

Vitarka (cogitation) 26

Vogel (J. Ph ) 35n

Vrsnacana (?) Lokegvara, described 397

Ww

Waddell (Mr. L. A.), 1}

Walter Eugene Clark, Professor 3

Weapons 392, their significance, 392, varie-

ty of 392, expression of Bodhicitta 392,

explanations of 391, meanings of 392

Whitney (Mr. W., B.) 22)

Wul to Enlightenment 25

Y

Yab-yum 43, form of the deity 30, meaning

and significance 391, 393, Simya comm-
ingled with Karuna 390, infinite meets

with the infinite 393

Yaksas 35, eight, enumerated 238, lords of

379, kings, eight 380, their names 380,

their symbols 380, their descriptions

380

Yama 35, origin of 166, form $52, colour

352, vahana 352, direction 352, dhyana

352, described 361. images 361

Yamantaka 6, 117, 118, 166, 167, 180, colo-

ur 252, direction 252, dhyana 252, des-

cribed 252, Sakti 252, images 252

Yamantakavajra 167

Yamantakrt 46, (of the east gate) 46

\ anadanda Lokeévara, described 397

Yamaditi 347, companion of Mdahakala

347, colour 347, symbol 347, direction

347, described 347

Yaméari 252 (another name of Yamantaka)

Yanas 8, three 9

Yasodhara 79

Yoga 8, 9, 17, 24, and its six limbs 26

Yugacara 8, 9, 28

Yogambara 186, colour 186, variety 186,

Sakti 186, dhyana 186, described 186,

images 186, sire 186

Yogins 18

Yogini 236, epithet of Vajragandhari 236

Yoginis 247, companions of Vajrayogini

247

Yoginyala Tantra 4

Yuan Chwang 35, see Hiuen Thsang

Yuganaddha (yab-yum) 217

Yun-gar’s attack on monastery 217

Zodiacal Signs (Rasis) 383, number 3835,

deified 383, images 383.
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A

Acalaketu Lokesvara (Fig 79-A), eye copy

of painting in the Machhandar Vahal,

Kathmandu 420, described 429

Acata (?) LokeSvara (Fig 28-A), eye copy

of painting in the Machhandar Vahal,

Kathmandu 407, described 397

Adibuddha Vajradhara (Fig 12), Nepalese

painting in a full-page picture 57, des-

cribed 43

Agni Fig 237), metal statuette in the Palace

Temple at Peiping 371, described 362

Akaéagarbha (Fig 52), Nepalese drawing

70, described 86

Akasagarbha Lokefvara (Fig 49-A) eye

copy of paintirg in the Machhandar

Vahal, Kathmandu 413, described 399

Aksayamati, Nepalese drawing 69, des-

cribed 85

Aksayamati {lig 50), metal statuette m the

Palace Temple at Peiping 70, described

85

Aksayamati Lokesvara (Fig 51-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 413, described 3 39

Aksobliva Nhyani Buddha (Fig 22); Nepa-

lee miniature in the collection of

Dr. W. Y Evans-Wentz 60, described

52

Aksobhya Dhyani Buddha (Fig 23) Nepa-

lece sculpture from a roadside stipa at

Kathmandu 61, described 52

Amitabha Dhyani Buddha (Fig 19), Nepa-

lese miniature in the collection of Dr.

W. Y, Evans-Wentz 60, described 50

Amitabha LokeSvara (Fig 87-A), eye copy

of painting in the Machhandar Vahal,

Kathmandu 422, described 429

Amitaprabha (Fig 61), Nepalese drawing

105, described 91

Amoghasiddhi Dhyan: Buddha (Fig 33),

Amoghasiddhi Dhvyani

Nepalese miniature in the collection of

Dr. W. Y. Evans-Wentz 64,

56

described

Buddha (Fig 34)

Nepalese sculpture from a roadside

stipa at Kathmandu (4, described 56

Amoghadarsin (Fig 742) Nepalese drawing

109, described 98

Amoghapasa LokeSvara (Fig 71-A) eye

copy of pamting in the Machhandar

Vahal, Kathmandu 418, described 428

Amrtaprabha Lokesvara (Fig {1-A) eye

capy of painting in the Machhandar

Vahal, Kathmandu 411, described 398

Anandadi Lokesvara (big 7-A) eye

painting in) the Machhandar

Kathmandu 402, desertbed 395

Apauapta (Fig 19), lowe: half of

lated sculpture discovered at

291, described 216

Aparajita (Fig 190) full image in stone in

the Indian Museum 292, desersbed 2:45

Arapacana (Fig 92) Baroda Museum metal

statuette 172, described 121

Arapacana (Fig 89), full-page illustration

of a sculpture in the Dacra Museum

171, desersbed 120

Arapacana (Fig 90), Javanese sculpture

now in the Berlin Museum 172, described

12)

Arapacana (Fig 91), Nepalese metal statue-

tte 172, described 121

Arya-Sarasvati (Fig 234), Nepalese drawing

of the goddess 370, described 351

Astabhuja Marici (Fig 152) artistic piece

in the Indian Museum in a full-page

illustration 275, described 212

Astabhuya Marici (Fig 153), Indian Muse-

um sculpture 276, described 212

Astabhuja Mirici (Fig 154), Lucknow

Museum sculpture 276, described 212

copy of

Vahal,

b,

a muti

Nalanda
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Avalokita Lokedwara (Fig. 44-A), eye copy

of painting in the Machhandar Vahal,

Kathmandu 411, described 399

Avalokiteévara (Fig. 57), Nepalese drawing

72, described 89

B

Baudh (Fig. 7) a famous stiipa in Nepal

37, described 32

Bhadrapala (Fig 69) Nepalese drawing 108,

described 97

Bhrkuti (Fig 123) statuette in metal in

the Palace Temple at Peiping 265, des-

cribed 153

Bodhi Tree (Fig 2), Lord Buddha’s symbol

from the gateway at Sanchi 33, des-

cribed 31

Brahma (Fig 239) metal statuette of the

deity riding the swan vehicle in the

Palace Temple at Peiping 372, described

363

Brahmadartea Lokesvara (Fig 27-A) eye

copy of painting in the Machhandar

~ Vahal, Kathmandu 407, described 397

Buddha (Fig 10) Nepalese metal statuette

showing Lord Buddha in the Bhisparsa

miidra in the collection of Pandit

Siddhiharsha Vajracaryya 40, des-

cribed 32

Buddha in different miidras (Fig 17) panel

showing four figures of Lord Buddha

in four different midras in the Nalanda

Museum 59, described 48 .

Buddha in different midras (Fig 18) run-

ning panel showmg Lord Buddha in

different midras, from Java 59, des-

cribed 48

Buddha's Footprints (Fig 4) on a Bharhut

bas-relief preserved in the Indian

Museum %, described 31

Buddha’s Head-dress (Fig 3) or hairlock (”)

as it appears on Bharhut bas-relief pre-

served in the Indian Museum 36, des-

cfibed 3!

Baddhakapila (Fig 127) Baroda Museum

metal statuette without the Sakti 266,
described 160

Buddhakapala (Fig 126) Nepalese drawing

BUDDHIST ICONOGRAPHY

of the deity in Yab-yum, 266, described

160

Buddhist Triad (Figs 9, 10, 11) see Triad,

Buddhist

C

Candarogana (Fig $24) Nepalese drawing

depicting the deity in Yab-yum 265, des-

cribed 155

Candraprabha (Fig 59) Nepalese drawing

105, described 90

Candraprabhi Lokeivara (Fig 43-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 411, described 398

Cintamani Lokesvara (Fig 9-4-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 424, described 430

Cittadhatu Lokeivara (Fig 93-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 424, described 430

Cunda (Fig 163) Baroda Museum slatuette

of the sixteen-armed deity 280, des-

cribed 223f

Cunda (Fig 164) sculpture of the deity in

the Hindu monastery at Bodh Gaya

280, described 224

Cunda (Fig 162) minia ure painting of the

sixteen armed variety in MS No. Add

1643 (Prajfiaparamita) wn the University

Library, Cambridge 280, described 223

Cunda (Fig 16}) fine statuette of the four :

armcd variety in the collection of the

late Mr. W. B. Whitney of New York

297, described 221

D

Dakini (Fig 217) metal statuette in the

Palace Temple at Peiping 357, described

322

Dagabhujasita Marici (lig 155) Nepalese

drawing of the ten-armed goddess 2:8,

described 213

Dasami Titm (Fig 245) metal statuette in

the Palace Temple at Peiping 374, des-

cribed 382

Devadevaté Lokesvara (Fig 72-A) eve copy

of painting in the Machhandar Vahal,
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Kathmandu 418, described 428 Ganapati, four-armed (ig 227) metal

Dhanada Tara (Fig 172) Nepalese drawing image of th: golj in a dancing attitud-

of the four-armed deity 284, described in the collection of De, Moghe of Khar

231 (Bombay) 360. described 3 8

Dharmacakia lokesvara (Fig &1-A) cye Canapati (Fig 41) tiecal -tatuette showing

copy of painting in the Machhandar the deity with the Rat vehicle in the

Vahal, Kathmardu 42), described 429 Palace Temple at Peipiang 372, described

Diarmadhatu Lokesvara (Fig 90-.4) cye 365

copy of painting in the Machhandar Ganapatihrdaya (hig 229) Nepalsve minia-

Vahal, Kathmandu 423, described 430 tur: in the collecuon of Dr W. Y.

Dharmamegha (lig 223) metal statuctte Evans-Wentz 360) described 349

of the Bhiimi go.ldess in the Palace Gandhahast: (lig 67) Nepalese drawing 107,

‘lemple at Peiping 358, described 336 described 90

Dhvajagrakeyiira (11g 147) Nepalese draw- Ghasmari (Fig 203) metal statu tte in the

ing of the four-armed goddess 27 t, cdes= Palace ‘Temple at Peaping 246, desertbe |

cribed 202 311

Dhyana Paramita (frp 219) metal statuette Gita (Fig 207) metal statuette in the Palace

in the Palace Temple at Peipang 357, "Temple at Pesping 353, described 313

described 326 Crahamatyka (Fig. 165) Nepalese miniature

Dipa( Fig 213) metal statuette in the Palace an the collection of Dr W. Y. Es ans

Temple at Peiping 355, descmbed 318 Wentz 282, described 225

Dombi (Fig 205) tnetal statuette in the

Palace Temple at Peiping 353, describ- Hl

ed 312 {iulahala (Fig 109) full-size stone imagen

Dicam, Maya's see Miya’s Dream a monastery at Kathmandu 260, deverth-

ed 132

E Hlalahala Lokesvara (Fig %+.4) eye copy of

painting m the Machhandar Vabhal,

Ekajati (Fig 138) stoie figure as com- Kathmandu 4101

panion of Khadiravani Tarain the Harthara Lokesvara (Fig 84-Al eye cepy of

Indian Museum 27), described 194 painung in the Machhandar Vahiul,

Ekajata (Fig 139) Nepalese drawing 270, Kathmandu 421, described 429

described 19+ Harihariharnahana (Fig 113) Nepalese

drawing of the dcity riding on Vignu

Garuda and Lion 261, described 137

Footprints, Buddha's see Buddha’s Foot- MHarihariharivahana Loke‘vara (Fig 4-A)

F

prints eye copy of painting in the Machhan-

Four-armed Ganapati, see Ganapati dar Vahal, Kathmandu 401, described

394

G Harivahana Lokesvara (Fig 82-A) eye copy

of painting in the Machhandar Vahal,

Gaganagafija (Fig 53) Nepalese drawing Kathmandu 421, described 429

71, described 87 Hayagriva (Fig 128) Nepalese drawing

Gaganagafija Loke4vara (Fig 18-A) eye showing the horse-neck on the head,

copy of painting in the Machhandar 266, described 165

Vahal, Kathmandu 412, described 399 Hayagriva (Fig 129) metal statuette in the

Ganapati (Fig 228) twelve-arm:d metal Palace Temple at Peiping 267, described

figure in the collection of the Dowager 165

Maharani Chimanbai Gackwad of Hayagriva LokeSvara (Fig 1-A) eye copy of

Baroda 360, described 348 painting in the Machhandar Vahal,



470 BUDDHIST ICONOGRAPHY *

Kathmandu 401, ‘described 304 Kamandalu Lokefvara (Fig 10-A) eye copy

Head-dress, Buddha’s ses Buddha’s Head- of painting in the Machhandar Vahal,

dress Kathmandu 403, described 39 :

Heruka (Fig 125) Dacca Museum sculpture Kapata (Fig 12) metal statuette in the
265, described 156 Palace ‘Uemple at Peiping 355, described

I 317 ;

Karandavyiha Lokeivara’ (Fig 37-A) eye

Indra (Fig 236) metal statue in the Palace

Temple at Peiping 371, described 352

J

Jaliniprabha (Fig 60), Nepalese drawing

105, described 91)

Jaliniprabha Loke$vara (Fig 42-A) eye copy

copy of y;ainting in the Machhandar

Vahal 410, described 398

Kathe Simbhu (Fig 1) medium sized stiipa

in Kathmandu 37, described 32

Ketu (Fig 243) metal statuette of the

planet in the Palace Temple at Peiping

373, described 378

of painting in tle Machhandar Vahai, Khadiravani Tara (Fig 168) beautiful bronze

Kathmandu 411, described 398

Jambhala (Fig 176) fine Nepal statuette

in stone in the possession of Pandit

Sidldhiharsha Vajracaryya -°86, descri-

bed 238

Jainbhala (Fig 177) full page reproduction

o° an artistic specimen discovered at a

roadside shed near Rampal in Vikram-
pyr 287, described 234

jambhala (Vig 178) small statuette in

stone discovered at a road-side shed near

Rampal mn Vikrampur 288, described

238

Jambhala (Fig 179) Nepalese drawing of

the yab-yum figure 288, described 239

Jénguli (Fig 137) Nepale:e drawing 269,

described 192

Jatamukuta Lokesvara (Fig 12 A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 403, described 395

Jnanadhatu Lokcsvara (Fig 36-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 409, described 398

Jiianaketu(Fig 68) Nepalese drawing 108,

described 96

kK

Kalacakra (Fig 134) Nepalese drawing

showing this rare deity in yab-yum 268

described 188

Kamalacandra Lokesvara (Fig 77-A) eye

in the Baroda Museum without compa-

nions 282, described 227

Khadiravani Tara (Fig 249) unique sculp-

ture showing the eight deities of the Tara

mantra in the Dacca Museum 375, des-

cribed 388

Khadiravani Tara (Fig 167) Indian Mu-

seum sculpture with Asokakanta and

Ekajata 282, described 227

Khadiravani Tara (Fig 166) artistic speci-

men discovered at Mahoba and now

deposited in the Provincial Museum

at Lucknow 281, descmbed 227

Khasarpana (Fig 103) di:cove ed in the

Pargana Vikrampur, Dacca in a full

page reproduction 257, descriLed 130

Khasarpana (Fig 104) Indian Museum

sculpture 259, described 130

Khasarpana Lokeévara (Fig 21-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 406, described 396

Krtafjali LokeSvara (Fig 98-A) eve copy of

painting in the Machhandar Vahal,

Kathmandu 425, described 430

Ksitigarbha (Fig 51) Nepalese drawing of

the Bodhisattva 70, described 85

Ksitigarbha Lokeévara (Fig 50-A) eye copy

of painting in the Machhandar Vahal,

Kathmanda 4:3, desciibed 399

Kumbha (Fig 247) metal statuette of the

Sign of the Zodiac in the Palace Temple

at Peiping 374, described 333

copy of painting in the Machhandar Kurukulla (Fig 121) Nepalese diawing of

Vahal, Kathmandu 420, described 429 the deity showing the bow and arrow of
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flowers 264, described 149,

Kurukulla (Fig 122) metal statuette in the

Palace Temple 7" 264, described

149

Lama (Fig 218) Nepalese painting of the

goddess in a ‘full page illustration 376,

described 322

Lasya (Fig 205) metal statuette in the

Palace Temple at Peiping 353, described

313

Locana Buddha‘akti (Fig 31) Nepalese

miniature 63, described 55

Lokanatha (Fig 106) Baroda Museum me-

tal statuette 259, described 132

Lokanatha (fig 105) Mahohba sculpture

now in the Lucknow Museum 258, des-

cribed 132

Lokan?ztha (Fig 108) ivory mage in a pri-

vate collection in Kathmandu (Ney; al)

260, deseribed 132

Lokanatha (Fig 107) ‘Torso in the Sarnath

Museum 59, described 107

Lokanatha Raktaryyavalokitesvara (Fig

i8-A) eye copy of painting in the Ma-

chhandar Vahal, Kathmandu 405, des-

cribed 396

M

Maha-Abhayakari Lokesvara (Fig 61-A) eye

“copy of painting in the Machhandar

Vahal, Kathmandu 416, described 400

Maha-Abhayaphalada_ Lokefévara = (Fig

63-A) eye copy of painting in the Ma-

chhandar Vahal, Kathmandu 416, des-

criberd 400

Mahdcandrabimba Lokefvara (Fig 61-A)

eye copy of painting in the Machhandar

Vahal, Kathmandu 416, described 400

Mahiacina Tara (Fig 135) Nepalese draw-

ing of the goddess 269, described 191

Mahiacina Tara (Fig 136) Nepalese draw-

ing of the goddess 269, described 191

Mahakaila (Fig 226) exceedingly fine

specimen of the two-armed form of

the violent god in stone in the collection

of Pandit Siddhiharsha Vajracaryya of

Nepal 359, described 345

471

Mahimafijubhita Lokeivara (Fig 65-A

eye copy of painting in the Machhan-

dar Vahal, Kathmandu 417, deseribed

428 '

Mahimafijudatta Lakeévara (Fig 60 A) eye

copy of painting in the Machhan jar

Vahal, Kathmandu 415, described 400

Mahimantranusirini (Fig 198) Nepalese

miniature in the collection of Dr. W.

Y. Evans-Wentz 294, described 305

Mah’ mayiiri (Fig 200) Nepatese miniature

in the collection of Dr. W. Y. Evans-

Wentz 295, described 305

Mahapitala Lokesvara (Fig 59-A) eye copy

af painting in the Machhandar Vahal,

Kathmandu 115, described 400

Mahaprstisara (Fig 185) Dacca Museum

image of the eight-armed deity 290,

described 244

Mahjpratisara (lig 181) sculpture of the

deity in the Dacca Sahitya Parisat 290,

descrtbed 244

Mahiprausara (Fig 196) Nepalese mima-

ture in the collection of Dr. W. Y. Evans-

Wentz 294, described 303

Maharatnakirti LokeSvara (Fig 55-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 414, desertbed 399

Mahoratnakula Lokeévara (Fig 58-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 415, described 400

Mahaszhasrabhuja Lokesvara (Fig 54-A)

eye copy of painting in the Macchan-

dar Vahal, Kathmandu 411, described

399

Mahasahasrapramardani (Fig 197) Nepa-

lese miniature in the eullection of Dr. W.

Y. Evans-Wentz 294, described 304

Mahasahasrasfiryya Loke4\ara (Fig 57-A)

eye copy of painting in the Machhan-

dar Vahal. Kathmandu 415, described

40)

Mahasankhanatha I okeévara (Fig ‘%6-A)

eye copy of painting in the Machhan-

dar Vahal, Kathmandu 414, described

400

Mahasarasvati (Fig 230) Nepalese drawing

of the goddess 369, descrihied 350

Mahiiitavati (Fig 199) Nepalese miniature
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to the collection of Dr. W. Y. Evans

Wentz 295, described 305

Mabiéri Tari Fig (69)full-paze reprodus-

tion of an artistic sculpture in the

Irdian Museum with the Dhyani

Euddhas and the four companions 283,

described 229

Mahasthimapr2pta(Fig 58)Nepalese draw-

ing of the Bodhisattva 7., described

89

Mah Asthimaprapta LokeSvara (Fiz 106-A)

eye copy of painting in the Machhan-

dar Vahal, Kathmandu 427, describe.

431

Mahasiryyabimba Loke4vara (Fig 62-A)

eye copy of painting in the Machhan-

dar Vahal, Kathmandu 4! », described

4C0

Mahattari Vara (Fig 201) beautiful Nepa-

lese stetuette in the collecuon of Pan-

dit Siddinharsha Vajracaryya of Nepal

295, descrbed 307

Mahivajraduatu LokeSv ara (Fig 67-A) cye

ok OPY of painting in the Mac hhandar

Mafijuvara

of painting in the Machhandar Vahal,

Kathmandu 406, described 396

Mafijukumira (Fig 83) Nepalese drawing

170, described 120

Mafijunatha Lokefvara (Fig 96-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 424, described 430

Mafijusri (Fig 66) Nepalese drawing 107,

deseribed 95

Mafijufri (Fig 74) Baroda Museum metal

statuette with Ganapati and Visau 110,

described 102

Majfijuvara (Fig 83) Birbhum sculpture 169,

described 117

Mafijuvara (Fig 84) Indian Museum sculp-

ture 169, described 118

Majiijuvara (Fig 85) second Indian Museum

sculpture 169, described 118

Majijuvara (Fig 86) Nepalese metal statuette

in the collection of Pandit Siddhiharsha

170, deseribei 118

(Fig 85) Nepalese metal

statuette in the colle tion of Pandit

Siddhiharsha 170, described 118

Vahal, Kathmandu 417, described 428 Mafijuvajra (Fig 7) Baroda Museum metal

Mahjvajradhrk ] okesvara (Fig 68-A) eye statuette 170, described 119

copy of painting in the Machhandar Maya's Dream (Fig 1) bas relief on the

Vahal, Kathmandu 417, descrihed 428

Mahavajianatha LokeSvara (Fig 70-A) cye

copy of painting in the Machbandar

Vahal, Kathnandu 418, described 428

Bhathut railings in the Indian Museum

depicting the Buddha as white Ele-

phait ent*ring its the “womb of

Mayadevi 83, described 31

Mahavay apani Lokesvara (fig 69-A) eye Moaiyajalakrami LokeSvara (big 5A) eye

copy of yainting in the Machhandar

Vahal, Kathmandu 418, described 428

Mahavajiasattva Lokeévara (Fig 29 Ad cye Mayajalakiamakrodha

copy of painting in the Mackhandar

Vahal, Kathmandu 108, described 397

Mahav is\vasuddha Lokesvara (I'ig 66 A) cye

copy of painting in the Macbhandar

\ ahal. Kathmandu 417, described 428

Mahesvara (Fig /4J) metal statuctte with

the Bull vehicle in the Palace Temple

at Peiping 372, descril ed 26t

Maitreya (Fig 5) Nepalese drawing 107,

described 94

Maitreya (Fig 47) Nepalese drawing 69,

‘described 8]

Mamaki Buddhaéakti (Fig 24) Nepalese

drawing 61, described 52

Ma tipadma Lokesvara (Fig 2 -A) cye copy

Mo‘tal Bul lhas, sevea

copy of pamting m= the Machhandar

Vahal, Kathmandu 402, described 39 t

Lokesvara = (Fig

15-A)} eye copy of painting in the

Machhandar Va a, Kathmandu 40},

describca 395

Mina (Fig 248) metal statuette of the

Sign of the Zodiac in the Palace Tem-

ple at Peiping 375, dese:nbed 383

Myyahinjab.la (?) Lokegvara (Fig 2A)

eyc copy of painting in the Machhan-

dat Vaal, Kathmandu 401, described

394

(Fig 45) | with

Maitreya in an Indian Museum sculp-

ture 19, described 77

Miairas, Buddha in different sre Buddha

in different Miidras
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Mukundé (Fig 210) metal statuette in the Padmapini Bodhisattva (Fig 21) full sixe
* Palace Temple at Peiping 354, described

$15

N

Nairatma (Fig 148) Indian Museum sculp-

ture, slightly mutilated 273, described

204

Nairitmi (Fig 149) metal statuette with the

lost Khatvanga in the Vadgiya Sahitya

Parisat Museum 214, described 204

Namasangiti (Fig 151) metal statuette of

Nepal in the collection of Pandit Siddhi-

harsha 151, described 207

Namasahgiti Mafijuéri (Fig 79) Nepalese

drawing 111, described 116

Namasangiti Mafijugii (Fig 80) metal sta-

tuette in the Palace Temple at Peiping

112, described 116

Navami Tithi (Fig 244) metal statuette of

the Time deity in the Palace Temple at

Peiping 373, described 382

Nilakantha (Fig 116) Sarnatha Museum

sculpture 262, described 141

Ni’akantha Lokeivara (Fig 17-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 405, described 396

Nirukti Pratisamvit (Fig 224) metal statu-

ette in the Palace Temple at Peiping

$59, described 313 .

Nityanétha Lokeévara (Fig 103-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 4.26, described 431

¢ Nrtya (Fig 208) metal statuette from the

Palace Temple at Peiping 354, described

Sit

P

Padmanarttesvara (Fig 112) Nepalese

drawing in the company of the Sakti

26i, described 135

Padmanariteévara (Fig (10) artistic sculp-

ture at Sarasvatisthan near Simbhu in

Nepal 260, described 133

Padmanartteivara (Fig 111} metal statuette

in the Palace Temple at Peiping 261,

described 134

60

bronze figure in a monastery at Kathe

mandu 60, described 51 .

Padmapani Lokefvara (Fig 104A) eye

copy of painting in the Macbhandar

Vaha', Kathmandu 426: described 43!

Pindaré Buddhafakti (Fig 20) Nepalese
miniature 60, described 50

Paramaégva (Fig 132) Nepalese drawing

showing the horse-head 268, deacribed

136

Parnagabari (Fig 140) sculpture in the In-

dian Museum 270, described 197

Parnasabari-(Fig 173) full page reproduce

tion of an artistic specimen at Vajra-

yogini in Vikrampur 285, described

233

Parnafabari (Fig 174) fine sculpture dis-

covered in Vikrampur by Dr. N. K.

Bhattasali 286, described 233

Pindapatra Lokegvara (Fig 73-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 419, described 428

Potapada (?) LokeSvara (Fig 9-A) eye copy

of painting in the Machhaadar Vahal,

Kathmandu 403, described 395

Prajaparamit’ (Fig 141) the most artistic

sculpture from Java now in the Leiden

Mu.eum 271, described 198

Prajfiaparamita (Fig 142) Indian Museum

sculpture 271, described 199

Pranilhina Paramita (Fig 220) metal

statuette in the Palace Temple at Peiping

357, descrihed $27

Prasanratara (Fig 192) Nepalese drawing

of the eight-headed and sixteen-armed

deity 292, described 250

Pratthhinakuta (Fig 62) Nepalese drawing

of the Bodhisattva 106, described 92

Pratibhanakuta Lokejvara (Fig 40-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 410, described 398

Pratibhana Prati:‘amvit (Fig 225) metal

statuette in the Palace Temple at Peiping

3.9, described 343

Pratyangira see Mahapratyangira

Pratyangira (Fig 141) Nepalese drawing
272, described 201

Pratyangira (Fig 145) Nepalese drawing
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272, dercribed 201

Pratyahgira (Fig 146) Nepalese image with

innumerable neads & arms in a private

collection in Nepal 272, described 201

Pretasantarpana Lokeivara (Fig 14-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 404, described 395

Pretasantarpita (Fig 118) Nepalese drawing

of the deity showing two goblins 263,

described 142

Pukkasi (Fig 204) metal statuette in the

Palace Temple at Peiping 296, described

311

Pupala (?) LokesSvara (Fig 24-A) eye copy of

painting in the Macchandar Vahal,

Kathmandu 106, described 396

Pugpatara (Fig 183], metal statuette in the

Palace ‘Temple at Peiping 289, described

243

R

Rahu (Fig 212) metal statuette of the

planet showing the Buffalo chariot, in

the Palace Temple at Peiping 373, des-

erjbed 377

Rakta-Lokeévara (Fig 115) metal statuette

in the Palace Temple at Peiping 262,

described 133

Ratnadala I ohesvara (Fig 75-A) eye copy

of painting in the Machhandar Vahal

419, descriled 429

Ratnapani Bodhisattva (Fig 40) full size

Nepalese bronze in a monastery at

Kathmandu 66, described 74

Rddhi Vasiti (Fig 222) metal statuette jin
the Palace Temple at Peiping 35', des-

cribed 3°0

Ratnapani (Fig 54) Nepalese drawing 71,

described 87

Ratnapini Lokeévara (Fig 47-A) eye copy

of painting in the Machhardar Vahal,

Kathmandu 412, described 399

Ratnasambhava Dhyani Buddha (Fig 37)

Nepalese miniature in the collection

of Dr. W. Y, Evans-Wentz 65, des-

cribed 74

Ratnasambhaba Dhyani Buddha (Fig 38)

Nepalese sculpture from a road-side

stipa at Kathmandu 65, described 74
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Ratnolka (Fig 214) metal statuctte in the

Palace Temple at Peiping 356, described

318

S

Sadakgari group (Fig £6) Birbhum sculp>

ture 174, described 126

Sadaksari group (Fig 95) Indian Museum

sculpture 173, described 126

Sadaksari group (Fig 94) Sarnath Museum

sculpture showing Manidhara and

Sadaksari Mahavidya in full form 173,

described 126

Sadaksari Loke¢vara (Fig 97) Baroda Mu-

scum metal statuette 174, described

126

Sadaksari Lokesvara (Fig 6-.A) eye copy of

painting in the Machhandar Vahal,

Kathinandu 402, descrihed 395

Sadaksari Mahividya (Fig 98) Sarnath

Museum sculpture 174, described 127

Sadbhuja Sitatara (Fig 171) N-palese

drawing 284 described 230

Sagarmat: (Fig 55) Nepalese drawing 71,

described 88

S?garmati LokeSvara (Fig 46-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 412, described 399

Sakyabuddha Lokesvara (Fig 31-A) eye
copy of painting 1n the Machhandar

Vahal, Kathmandu 408, described 397

Sakyabuddha Lokesvara (Fig 92-A) eye
copy of painting in the Machhandar

Vahal, Kathmandu 423, described 430

Sanantabhadra (Fig 48) Nepalese drawing

69, descriled 84

Samantabhadra Bodhisattva (Fig 32) a full

size Nepalese bronze in a monastery at

Kathmandu 63, described 55

Samantabhadra Lokesvara (Fig °3-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 414, described 399

Sangha (Fig 11) Nepalese metal statuette

of the four-armed deity in the collection

of Pandit Siddhiharsha 40, described

40

Satikhanatha Lokesvara (Fig. 101-A) eye
copy of painting in the Machhandar

Vahal, Kathmandu 426, described 430
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Santamati Lokeévara (Fig 95-A) eve

copy of painting in the Mathbardar

Vahal, Kathmandu 424, described 4 0

‘Santasi Lokeévara (Fig $2-A) tye copy of
painting in the Machbandar Nal al,

Kathmandu 408, described 397

Sarasiri (?) Lokeivara (Fig 83-A) eye copv

of painting in the Machhandar Vahal.

Kathmandu 421, described 429

Sarthavaha Lokefvara (Fig 74-A\ eye

copy of painting m the Machhandar

Vahal, Kathmandu 719, destribed 428

Sarvanivaranaviskambhi (Fig 64) Nepalese

drawing of the Bodhisattva 106. des

cribed 93

Sarvanivaranaviskambhi Lokebvara (lig

38-A) eye copy of painting in the Machh-

andar Vahal, Kathmandu 410, described

398

Sarvapayanjaha (Fig 70) Nepalese dr iwing

of the Bodhisattva 108, described 97

Sarvapayanjaha (Fig 71) metal statuette

in the Palace Temple at Pesping 109,

described 97

Sarvasokatamonirghatamati (Fig 63) Nepa-

lese drawing of the Bodhisativa 106,

described 92

Sarvasokatamonirghatamati Loke$vara (Tig

$9-A) eye copy of painting in the Ma-

chhandar Vahal, Kathmandu 410, des-

cribed 398 .

Seven Mortal Buddhas with Maitreya sve

Motal Buddhas, Seven

’ Siddhaikavira (Fig 77) Sarnath Museum

statue 11], described 114

Simbhu (Fig 6) the most famour Stipa

in Nepal 37, described 32

Simhanada (Fig 99) full page illustration of

the Mahoba image now in the Lucknow

Museu'n 175, described 127

Simhanada (Fig 101) sculpture from Ma-

gadha 176, described 128

Simhandda (Fig 100) Nepalese metal sta-

tuette with a large size lion 176, des-

cribed 128

Simhanada (Fig 102) Nepalese metal sta-

tuette 176, described 128

Simhanada Lokeivara (Fig 85-A) eye copy

of painting in the Machhandar Vahal,

75

Kathmandu 422, described 429

Simhanatla Lokcévara (Fig 20-A\ eye

copy of pairing inthe Machhandar
Vahal, Kathmanda 405, described 396

Simh&sya (Fig 215) unique metal statuette

in the collection of Dr. Moghe of Khar

Bombay 356, described 321

Simhasyé {Fig 216) wpper view af the

image showing the lion htad in the

collection of Dr. Moghe of Khar

(Bombay) 356, described 321

Sirisaraé (?) Lokesvata (Fig 80-A) eye topy

of painting in the Machhandar Vahal,

Kathmandu 420, described 429

Sitdtapatra AparajNa (Fig 158) Nepalese

drawme cof the six-armed deity 278,

described 216

Srimac-AryAvalokitegvara (Fig 108-.) eve

copy of painting in the Machhandar

Vahul. Kathmandu 427, ceseribed 431

Srstikanta Loki fvara (Fig 52-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 413, described 399

Sthiracakra (Fig 93) sculpturs in the Van-

Riya Sahitya Parisat Calcatta 173, des-

cribed 122 -

Stiipas (Figs 6, 7, 8)—three famous stiipas

of Nepal illustrated 37, described 32

Stipa of Rauddh (Fig 7) in Nepal ilustra-

ted 37, described! 32

Stiipa of Kathe Simbhu (Fig 8) in Nepal

illustrated 37, described 32

Stipa of Simbhu (Fig 6) in Nepal illustra-

ted 37, described 42

Sugatisandarsana (Fig 117) Nepalese

drawing 262, described 14]

Sugatisandaréana Lokeivara (Fig 16-A) eye

copy of painting in the Machhandur

Vahal, Kathmandu 404, described 396

Sukhavati Lokeivara (Fig 119) one of the

may sculptures of the deity found in

Nepal 262, described 142

Sukhavati Loke§vara (Fig 13-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 404, described 395

Surahgama (Fig 73) Nepalese drawing of

the Bodhisattva 109, described 98

Symbol Worship (Figs 3, 4, 5)—Three

bas-relicfs from Bharhut Railings
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preserved in the Indian Museuny Cal-

cutta 36, described 3%

T

Talika (Fig 21) metal statuette in the

Palace Temypie at Peipmg 355, described

316

Tara Baddhagakti (Fig 35), Nepalese minia-

ture 64, described 73

Trailokyavasabkara (Fig 114) a statuette m

the Palace Temple at Peiping 262, des-

gribed 137

Triad, Baddhist (Figs 9, 10, 11) three metal

statuettes in the collection of Pandit

Siddhiharsha 40, described 3Z

Trilokasandarfana Lokefvara (Fig 19-A)

eye copy of painting in the Machhan-

dar Vahal, Kathmandu 405, deseribed

396

Tula (Fig 246) metal statuette of the Sign

of the Zodiac in the Palace Temple at

Peiping 374, described 383

U

Uctthgma Jambhala (Fig 130) unique

sculptate showing Ucchusma standing

on Kubefa and in the compary of

Vasudhara, in the Sarnath Maseam 267,

described 180

Upapati Vasita (Fig 221) metal statuette in

the Palace Temple at Peiping 358, des-

cribed 330

Usnigavijaya (Jig 156) full page illustrae

tion of an artistic specirtien in the Indian

Museum 277, described 215

Usnisavijaya (Fig 157) Nepalese miniature

in the collection of Dr. W. Y. Evans-

Wentz 78, des¢ribed 215

Utnauti (?} Tokeévata (Fig 25-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 407, described 397

V

Vigisvara (Fig 31) an Indian Museum

sculpttire 112, described 117

Vagitvara (Fig 82) Nepalese bronze from a
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private collection 112, described I17

Vairocana Dhyimi Buddha (Fig 28) Nepa-

lese miniatere in the collection of Dr-

W. Y. Evans-Went: 62, described 54

Vairocana Dhy4ni Baddha (Fig 29) Nepa»

lese brorme in the private collection in

Kathmandu 62, deseribed 54

Vairocana-Vajradhara (Fig $0) metal sta~

tuette in the Palace Temple at Peiping

63. described 54

Vajracircka (Fig 143) Nepalese drawing
showing her emaciated fornr 271, dex

cribed 200

Vajradhara-Adibaddha

Vajradhara

Vajradhara (Fig 13) Baroda Museunz sta-

tuette showing his single forre 58, des-

cribed 44

Vajradhara Yab-yom (Fig I4) 58, front

view of a Nepalese metal statuette in the

collection of Pandit Siddhiharsha 58,

Cescribed 43

Vajradhara Yab-yum (Fig 15) side view of

a Nepalese metal statuette in the collec-

tion of Pandit Siddhiharsha 58, descri-

bed 45

Vajradhara (Fig 16) six-armed statuette of

the deity in the Baroda Museum 58,

described 43

Vajradharma (Fig 120) Nepalese drawing

of the deity showing the Peacock vchicle

264, described 143

Vajradhartna Loke’vara (Fig 23-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 406, described 396

Vajtadhatu-Vairocana (Fig 30) metal sta-

tuette in the Palace Temple at Peiping

G3, described 54

Vajradhitu. Loke$vara (Fig 91-A) eye

copy of painting in the Palace Temple

at Peiping 423, described 430

Vajradhatvisvari Buddhagakti (Fig 39)

Nepalese miniature 66, described 74

Vajragarbha (Fig 56) Nepalese drawing of

the Bodhisattva 72, described 88

Vajragarbha LokeSvara (Fig 45-A) eye

copy of painting m the Machhandat

Vahal, Kathmandu 412, described 399

Vajrahuntika (7) Lokeivara (Fig 35-A)

AdibuddzSeé
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eye copy of painting in the Machhandar

Vahal, Kathmandu 409, described

398

Vajrakhanda Lokefivara (Fig 78 A) eye

copy of painting in the Machhandar Va-

hal, Kathmandu 420, described 429

Vajrinanga (Fig 78) Nepalese drawing I 11,

described 115

Vajranatha Lokefvara (Fig 107-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 427, described 431

Vajrapani Bodhisattva (Fig 26), Indian

Museum sculpture of the Bodhisattva 62,

described 53

Vajrapani Bodhisattva (Fig 27) sculpture

in the Nalanda Museum 62, described

53

Vajrapani Bodhisattva (Fig 2 ) full size

Nepalese bronze in a monastery at

Kathmandu 61, described 53

Vajrapani LokeSvara (Fig 105-A\ eye

copy of painting in the Machhandar

Vahal, Kathmandu 427, described 431

Vajrapasi (Fig 193) metal sta uette in the

Palace Temple at Peiping 293, described

297

Vajrariga (Fig 75) Baroda Museum metal

statuette 110, described 103

Vajraraga (Fig 76) Nepalese drawing 110,

described 103 .

Vajrasana (Fig 46) Indian Museum sculp-

ture showing the two companions

Lokefvara and Maitreya illustrated 68,

described 78

Vajrasarada (Fig 232) Nepalese drawing

369, described 351

Vajragarada (Fig 233) sculpture showing

the central deity with her four com-

panions in the Sarnath Museum 370,

described 351

Vajrasarasvati (Fig 235) Nepalese drawing

of the goddess 370, described 353

Vajrasattva (Fig 41) Nepalese sculpture in

a monastery at Kathmandu 66, descri-

bed 75

Vajrasattva (Fig 42) Baroda Museum bron-

ze illustrated 67, described 75

Vajrasattva Yab-yum (Fig 43) Nepalese

bronze in the collection of Pandit

477

Siddhiharsha 67, described 75

Vajrasattva Yab-yum (F ig 44) side view of

the Nepalese bronze in the collection

of Pandit Siddhiharsha 67, described

75 »

Vajrasattvadhatu Lokecivara (Fig 88-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 422, described 429

Vajrasphota (Fig 194) metal statuette in

the Palace Temple at Peiping 293, des-

cribed 298

Vajraignkhala (Fig 175) Nepalese drawing

of the sixearmed deity 286, described

235

Vajrasrsta Lokedvara (Fig 100-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 425

Vajratara (Fig 182) sculpture at Sarasvatis-

tan near Svayambhunath in Nepal 289,

described 243

Vajratara (Fig 181) Orissa sculpture dis-

covered in the State of Mayurbhanj

289, described 243

Vajratara (Fig 180) Indian Mreeum bronze

in the form of a lotus wiih eight petals

showing the principal deity in cuore

with cight companions 288, described

243

Vajravarahi (Fig 160) beautiful bronze

statuctte in the Baroda Museum 279,

described 219

Vajravarahi (Fig 159) Nepalese drawing

depicting the excrescence near the right

ear 279, described 219

Vajravidaiani (Fig 150) Nepalese miniature

in the collection of Dr. W. Y. Evans

Wentz 274, described 205

Vajrav ina Sarasvati (Fig 231) metal statue-

tte in the Palace Temple at Peiping 369,

described 350

Vajrayogini Temple at Sanku (Fig 191)

illustrated 292, described 248

Vajrognisa (Fig 195) metal statuette in the

Palace ‘Temple at Peiping 293, described

300

Vajrosnisa Lokesvara (Fig 34-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 409, described 398

Varadayaka Lokeivara (Fig 11-A) eye copy
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of painting in the Machhandar Vahal,

Kathmandu 403, described 395

Vasudhara (Fig 186) Nepalese drawing

of the deity with two arms 290, des

cribed 245

Vasudhara (Fig 187) fine sculpture of the

six-armed form of the deity 291, des-

cribed 245

Vasudhara (Fig 188) metal statuette of the

six-armed form of the deity in the

Baroda Museum 291, described 245

Vasyadhikara Lokeévara (Fig 8-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 407, described 395

Vasyatara (Fig 170)Nepalese drawing 284,

described 230

Vayu (Fig 238) a metal statuette in the

Palace Temple at Peiping 271, des-

cribed 462

Vetali (Fig 202) metal statuette in the

Palace Temple at Peiping 296, described

311

Vidyapati ]okeSvara (Fig 102-A) eye copy

of paintiry in the Machhandar Vahal

Kathmandu 426, described 430

V a. nantaka (Fig 131) bronze statuette in

the Baroda Museum 267, described

181

Vina (Fig 209) metal statuette in the

Palace Temple at Peiping 354, des-

cribed 315

Vignucakra Lokefvara (Fig 97-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 425, described 430

Visnukanta Lokefvara (Fig 99-A) eye

copy of painting in the Machhandar
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Vahal, Kathmandu 425, described

430

Vignupini Lokeévara (Fig 76-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 419, described 429

Viévabhfita Lokefivara (Fig 89-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 423 described 450

Vidvaheana LokeSvara (Fig 30-A) eye copy

of painting in the Machhandar Vahal,

Kathmandu 408, described 397

Vigsvapani Bodhisattva (Fig 36) full size

Nepalese bronze in a monastery § at

Kathmandu 65, described 73

Viévavajra Tokeivara (Fig 86-A) eye copy

of painting in the Machhander Vahal,

Kathmandu 422, described 429

Vrenacana (?) Lokeivara (Fig 26-A) eye

copy of painting in the Machhandar

Vahal, Kathmandu 407, = described

397

WwW

Wheel-of-the-Law (Fig 5) symbol of

Lord Buddha appearing on a bas-relief

on the Bharhut railing in the Inchan

Museum 36, described 31

Y

Yamadanda Lokegvara (Fig 32-A) eye copy

of painting in the Machhandar Vahal.

Kathmandu 409, described 397

Yogambara (Fig 133) metal statuette in the

Palace ‘‘emple at Peiping depicting his

yab-yum form 268, described 186




