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PREFACE TO THE SECOND EDITION

The Mighty Gods and Goddesses of the Buddhist Pantheon wish
to reveal 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
lapse of full thirty-four years. It is pleasant to live these long
years to see my favourite book pass through a second edition. This is
an occasion when I should remember with gratitude two of my illus-
trious preceptors, Professdr 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 in a
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 such a 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 material in a 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 Advayavajrasaiigraha and the
Guhyasamaja followed in rapid succession, and the information
furnished in these two excellent texts not only added to my difficulties,
but 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 IlI, 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 Elements 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 Clarke of the Harvard 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 palpably 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 Nispannayogavali. 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 Clarke 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 no longer possible to isolate Buddhist icono-
graphy of India from its developments in Tibet and China which wen:;
profoundly influenced by the Buddhist Tantras of India. And th§
chief need of the subject is the publication of a great volume of



IX

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, old chapters have been redistri-
buted. 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 Dhyani 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
in a book of this kind can hardly be avoided, and dJeities 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 by them have been regularised in the second edition

In preparing this edition 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. Chakravarti, one-time Director-General of Archaeology 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 Acknowledgements.
It is hardly necessary for me to add that iconographic studies in India
are not possible without the generous help of the Archaeological
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, haslaid 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
(Mark, Wales Professor of Sanskrit in the Harvard University, who

g?ve 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 Iam 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 Musuem authorities and Dr. Goetz, the eminent art-critic,
very heartily for the favours enumerated above.

Pandit Siddhiharsha Vajricaryya of Nepal, my friend, philosopher
and guide, helped me at every step. He supplied copies of rare manus-
cripts and original Nepalese drawings of rare deities whenever there
was need for them. 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 in one of the famous Caityas
of Patan in Nepal. I am deeply indebted to him, as also to his son
Dharmaharsha and his grandson Purnaharsha Vajraciryya 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 I am indebted for three beautiful photo-
graphs: one of Ganapati (four-armed) and two of the rare deity
Simh3asya 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 heartfelt 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.

Iam also indebted to the Manager, Bomby 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 pursua-
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ded me, much against my wishes, to revise the Look 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-
ings have been selected for reproduction in this volume. I am parti-
culary grateful to the authorities of the Indian Museum, Calcuttta,
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. It is hoped that the authorities will 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.
In spite of our best efforts, however, a few errors have crept in, and for
these I crave the indulgence of my readers. These are mostly minor
errors and can be corrected with ease. Shri N. L. Dutt has also been
very helpful, and I acknowledge my indebtedness to him.

Lastly, I am duty bound to acknowledge my indettedness to my
brother Shriyut Paritosh 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 inscribe 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 be
assigned. The importance of the study of iconography, which prima-
rily concerns itself with the proper recognition of images thus becomes
apparent.

. The difficulties of the investigator are increased by the fact thata
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 Mahacindtara, Janguli, Vajrayogini
from the Buddhist pantheon and incorporated them into their own
under the names of Tara, Manasi and Chinnamasti respectively. Thus
there is evidence that a free interchange of deities actually took place
at the verv 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 couatries. notably Waddell, Grunwedel.
Foucher, Burgess, Getty, Coomiraswamy, 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
Vajrayinists who were mainly responsible in 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' Iconographic 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
stu§\' of the miniatures appearing on such Buddhist manuscripts as the
Prajfidparamitd, and then he made a systematic attempt to identify the
sculptures. For the purpose of recognising images he hunted outa
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number of Sadhanas from the manuscripts of Sadhanamald, 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 Fouchet’s second volume
embodies a critical, although partial, study of the Sidhanamal3 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
Sadhanamila before proceeding with the delicate art of identification of
Buddhist deities.

The Sadhanamala is_thus the most valuable and important ajd to
Buddhist iconography/not only because it records the latest advances
in psychic research of the Vajrayana 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 Oriental Series with an elaborate introduction dealing
with the text and the various problems raised therein.

The edition of the Sadhanamala comprises 312 Sadbanas, and
contains descriptions of numerous_Budc Buddhlst demes "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 Sadhanamila not only gives valuable details
regarding the deities, but a study of this work reveals much hlstorlcﬂ
anm informati information on the T __g_mn;._pmgd the Tantric philosophy,
and its psychtc 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
Sadhanamila 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 Sadhanamila does not however exhaust the material for the
study of Indian Buddhist Iconography. One of the Sadhanamalda Mss.
is dated ir the Newari Era 285 corresponding to A.D. 1165, and there-
fore, this work is not expected to record all the developments that
took place after 1165 A. D. Many of the later developments are
found incorporated in the work entitled the Dharmakosasangraha 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. Amrtananda’s 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 Abhayakara Gupta of the Vikrama-
$ila monastery who flourished during the reign of the Pala King Rama-
pafa 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 a 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 to the
Buddhist pantheon. Nispannayogavali outbeats Sadhanamila since
the material presented here is more varied, more extensive and more
prolific.

What service this Nispannayogavali can render to Buddhism may be
illustrated by a reference to the several hundreds of images of Buddhist
deities diseovered in the Forbidden City of Peiping in Manchutia. In
July 1926 Stael Holstein the Russian archaologist received permission to
visita 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 illustrations are of the utmost importance for the study of
the Buddhist pantheon not only of China but also of India, Nepal and
Tibet. The original 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 statuettes found in China. Since this book
Nispannayogavali gives full iconographic descriptions of most of these
deities it is not unreasonable to suppose that the Nispannayogivali
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. Otherwise it is difficult to conceive how form can be given
to such obscure deities as the Sixteen Boddhisattvas, the Twelve Para-
mitds, the Twelve Vasitas, the Twelve BhUmis, the Four Pratisamvits,
etc. which are described accurately in the Mafijuvajra Mandala of the
Nispannayogavali. It is simply imposible 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 Nispannayogivali, 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, Vajravarihi Tantra,
Kriyasamuccaya, Vajravali nama Mandalopayika, Yoginij_?a'la Tantra
Abhidhanottra Tantra and many others The list of such original
Tantras furnishing valuable information on Buddhist deities can by no
means be exhausted. The 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 monas¢eries of Nepal at
Kathmandu, Pattan and Bhatgaon. Thus there is still an inexhaustive
field for research and original work in Buddhist iconography alone
Itis a pity that these valuable and original source books of Buddhism
should remain unpublished in this country, and sooner attention is
drawn to this field of work, the better it will be for the history of our
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cultural past. It is a 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 Prajiiaparamitd and Paficaraksa bear miniature paintings on them.
[lluminated manuscripts of the Karandavytha and Bodhicaryavatara are
also not unknown. The Paficaraksd 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

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 Ajanfa begin from the first century A.D. and the sculptures
of Ellora 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 atten-
tion 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 : Beginnings of Buddhist Art and other es;;y—s, p- 127.
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puri, Vikramasila, Naland3, 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 nu-
merous 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 Pattan are so rich in images that they can be
said to constitute small museums by themselves. The stipa of Bodh-
nath alone contains no less than a hundred and eight sculptures execut-
ed 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 Lokeévara, Viak, Heruka,
Yamiantaka and a few others. An old Tibetan tradition declares that
in the matter of art Bengal comes first, Nepal second while the Tibctan
and Chinese are the worst. .

At Simbhu in Nepal one can witness the grandeur of an excellent
Buddhist museum where the finest specimens of Buddbhist sculptures
are preserved round about the Stlpa itself and in the sirroundings. At
the Macchandar Vabhal or the temple of Matsyendrandtha the great
Nitha Yogin, there can be found 108 different forms of Avalokiteévara
painted on a running panel in coloyr.! 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 central stpa 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 :re illust—mted 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. Thereisa 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
presenze 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 Virman 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 comprehensive term
of Vajrayina or the ‘“Adamantine Vehicle”. It leads therefore to a con-
sideration of that form of Budhhism which is well known as Vajrayana.



8 InTRODUCTION

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
astronomy, astrology, medicine, alchemy, chiromancy, horoscopy, divi-
tfation, 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 Mubam-
madan conquest. It may here be mentioned that the Tantras, inspite
of all their faults, are peculiarly Indian and represent India’s contribu-
tion to world culture. A literature of this kind is not found in the
history and civilization 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 Srivakas 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 Nirvdna to others.

Buddhism gontinued in this state till the rise of the Mahayana pro-
perly called, the Bodhisattvayana)l The Mahayanists dismissed the
previous Yanas with the contemptuous epithet of Hinaydna. They
claimed that they could not only attain Nirvdna, nay even Buddhahood,
with their own unaided efforts, but could also help others to attain
these ideals. The distinction between Mahayana and Hinaya@na is
graphically described in the earliest work, the Mahayanasiitralahkara,
attributed to the famous Buddhist sage Asanga.

Thus there were three Yanas in Buddbism about 300 A. D. which
may approximatelv be taken as the time of Asahga. But against these
three Yanas there were four schools of philosophy in Buddhism,
namely, the Sarvastivida (Sautrantika), the Vahyarthabhanga (Vai-

bhasika), the Vunanavada (Yogdcara), and the” Sunyavada (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 Tattvaratniavali of Advayavajra (12th century A. D.) answers this
question in a praiseworthy manner. According to this authority
“Three are the Yinas, éravakayana, Pratyekayana and Mahayana.
There are four theories; Vaibhasika, Sautrantika, Yogacara and
Madhyamaka. Sravakayana and Pratyekaydna are explained by the
theories of the Vaibhasikas. Mahiyana is of two kinds : Paramitanaya
and Mantranaya. Paramit@naya is explained by the theories either of
Sautrintika, Yogicdira or Madhyamaka. Mantranaya is explained by
the theories of Yogicara and Madhyamaka only”. !

Thus Mantranaya commences with the most abstruse theories of
éﬁm—\;ﬁda and Vijiianavada. Advayavajra in one place says,—‘Mant-
ranaya 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 trans-
cends all other Sastras, because though the Sastras have the same
common object there is no fear of ignorance here. The means are
many and the end not difficult of attainment by men whose senses are
sharpened to the highest degree. Advayavajra in his Sekanirpaya
accepts the Mahasukha theory, dilates upon the various stages of the
Mahﬁsulfha which according to him is not possible of attainment with-
out 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 even if Buddha is reborn, he will not be
able to recognize Vajrayina or the Buddhist Tantra as his own handi-
craft. Though the Buddha was antagonistic to all sorts of sacrifices,
sorcery, necromancy or magic, he nevertheless is credited by some later
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. ' India in Buddha’s time w3s such that
any religionr which dared forbid all kinds of magical practices, could
hardly be popular. A clever organiser as the Buddha was, he did not
fail to notice the importance of incorporating magical practices in his
religion 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 Tattvasangraha of $antaraksita
“Taduktamnntrayogadxmyamad Vidhivat Krtat. Pra]n\rogyawbhutvadldrg;adharmo
pi jayote. Sloka 3487

2
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Mantras were all there in the time of the Buddha, but unfortunately, we
do not possess any connected account of them except a few wotks on
the Dharanis 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 mutterred repeatedly for a
number of times. Then comes the worship of Buddha in the Prajiia-
paramita with all the paraphernalia of worship such as are found in the
Tantras. Then follow the different recensions of the Prajiaparamitd, its
sUtra, hrdayasttra, its Dharani and Mantra the recitation of all of
which confers the benefit of reading the whole of the Prajiiaparamita
scripture. This is a very old work and was translated into Chinese in
the second century. A. D. The Mafijusrimtulakalpa appears to be a pro-
duct of the same period and is full of deities, mudras, mandalas
and Tantric practices, which became systematized in the Guhyasam3ja
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 development
of the Yogacara which was inspired by the éﬁnyav:‘ada of the Madhya-
makas. Vajrayina marks a step in advance even of the Yogicara
thought.

The Mahayina in the opinion of the Vajraydnists is co-extensive
with what they called Dharma which they considered as eternal and to
which was given a mote important place in later Buddhism, than was
assigned to the Buddha himself. The Vajrayanists refer to éﬁnya in all
their writings, but this is not the éﬁnya of the Madhyamakas about
which neither existence nor non-existence nor a combination of the two
nor a negation of the two can be predicEEElJ To the Madhyamakas
both the subject and the object are éﬁnya 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 ét‘mya is absolutely necessary. The Yogacara
or the Vijiidnavada goes a little further and the view of Vij¥anavida
as formulated by the school is that when emancipation is obtained it
does not become Siuinya, but turn into eternal consciousness.
Vajrayina, on the other hand, is characterized as the ‘Path which leads
to perfect enlightenment’ or what they call in Sanskrit ‘Antttara Samyak
Sambodhi’. Vajrayana literally means the adamantine path or vehicle,
but its technical meaning is the ‘éﬁnya Vehicle’ where éﬁnya is used in
a special sense to represent Vajra. It is said,—

1. Bhattacharyya: Buddhist Esoterism, p. 24



InTRODUCTION 11

“ét‘myatﬁ 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 Mahiyanists differ from the Hinayinists who are keen on
obtaining liberation for themselves by their own efforts. The
Mahayinists, on the other hand, do not care for their own salvation.
They are more solicitous 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
to salvation. The ideal of a Mahayanist finds expression in the
Karandavytha where the ideal Bodhisattva Avalokitesvara is represented
as refusing his well earned Nirvana until all beings of the world 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 éﬁnyavﬁda or of
Vijiianavada. The Madhyamaka theory postulated a transcendental
state but the Yogicara added the element of Vijiiana ‘consciousness’
to Stnya. The Bodhi mind is a chain of Vijiiana which is changing
every moment, the Vijidna of the previous moment giving rise to
the Vijiiana of the succeeding moment with the same memory the
same conformations and same qualities, and this process goes on till
Vijiidna attains liberation.

Now, this is the sort of emancipation to which the Vijlianavadins
led their followers. In this Nirvana, as is already pointed out, there
are two elemhents, éﬁnya and Vijiiana. The Vajrayina which is a direct
outcome of the Yogicdra school introduced a new element or the
element of Mahasukha ‘eternal bliss’ to their conception of liberation.
The evolution of Buddhism became complete and found full expression
in Vajrayana.

Vajrayana introduced many innovations of a revolutionaty 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 Prajiia or Sakti in Buddhism for the first time, and a host of other
things including a large number of gods and goddesses, their Sidhanas

1. Adv. p. 23 2. KarandavyGha, ed. Samaérami, pp. 21-22
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for the purpose of visualisation, Mantras, Tantras, Yantras, Mudris,
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. Asanga 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 doctrines in public.
It seems, therefore, reasonable that the Mahiasiddhas such as Saraha,
Nagarjuna, Luipa, Padmavajra, Anahgavajra, 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 achievements must
have converted a considerable number of people to Vajrayana faith.

It is rather difficult to point out the source of information from
which Taranath drew his inspiration, but a perusal of such Tiantric
works as the Guhyasiddhi of Padmavajra and the Jiidnasiddhi of Indra-
bhiiti 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
$ri-Samaja or the ‘Venerable Samaja’ in his treatise which is still unpub-
lished. Indrabhuti in his Jianasiddhi acknowledges the Guhyasamaja
as the work of highest authority, and gives a summary of some chap-
ters and the topics dealt with in this work. There is thus hardly any
doubt that the Guhyasam3ja is the original Sangiti which introduced
for the first time the tenets of Vajrayana into Buddhism. It is believed
to have been introduced in an Assembly of the Faithful by Lord Buddha
who is here called Sarva-Tathagata-Kaya-Vak-Citta. The Guhyasamija
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 first work of Vajrayana, and

1. Kern: Manual of Buddhism, 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
Tantra in the Tusita heaven. '

It cannot be denied that in the very beginnings of Buddhism and even
when Mah@yana 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 operation. 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 disappearance. And after all, what will 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 unpatural rules of discipline
imposed on them, and party quarrels were already in evidence in
the Second Great Council when the Mahasinghikas were expelled
from the Orthodox church by the Sthaviras or Elders, because
the latter were unwilling to make any concession 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
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. Those monks
who saw salvation only in leading a natural life went on devising plans
to modify their faith according to their light, probably by writing what
is called the original Tantras which were secretly 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 the Buddha in an Assembly of the 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 will not be prepared to accept anything
as true unless spoken by the Buddha in a public assembly.

The orthodox followers of the faith were sure to challenge anything
that had not been sponsored by the 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 wherein are in-
culcated doctrines which are diametrically opposed to the original
teachings of the 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 any 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-
ded in it every conceivable tenets, dogmas, rites and practices that were
calculated to attract more adherents. Thus the leading tenets of
Mantrayana along with Mantras, Mandalas, Mudras, gods and god-
desses were included in Vajrayana. The earliest work of this class is
said to be the Vidyadharapitaka 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 Mafijusrimiilakalpa 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 Vaipulyasiitras of
Mahayina and is decidedly the earliest work of Mantrayana at present
available. It is written in the Sangiti style in prose and in verse, and
in an archaic style closely resembling the Gith3 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. ' The Mafjuérimtlakalpa deals
with the formulae and practices which lead both to meterial prosperity
and spiritual regeneration, and belongs to the early centuries A. D. but
decidedly after the time of the composition of the Amitayus Sttra
or the Sukhavati VyGha which ushered in the conception of Amitibha
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. 2

1. See introduction to the Mafijuérimiilakalpa by the editor, Ganapati Shastri.
2. Sukhavativytha, p p. 1, 28, 32
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The Mafjjusrimilakalpa in that case would only be about a hundred
years later than the Amitayus Sttra. If the Guhyasam3ja 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 Mafijusrimtlakalpa
and that of the Guhyasamaja which is put down in circa 300 A. D. !

The beginning of the Sangiti in the Mafijuérimtlakalpa is in the
orthodox style as opposed to the Tantric style which is decidedly later,
and where Bhagavin is introduced in the company of a 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, Mudras, Mantras, families, éaktis, colour and direc-
tion are all absent in the Mafijusrimilakalpa. Moreover, the Mantras
and Mudras which were later systematized in the Vajrayana work of
Guhyasamija are found scattered in the body of the text of the Mafiju-
$rimiilakalpa in a disorganised manner. The Mantras of some of the
Dhyini Buddhas are indeed to be found in the Mafijusrimilakalpa
although not exactly in the same meaning and form as in the later
Guhyasamija. The Mafijusrimtlakalpa further apeaks of Mantrayina
but it does not refer to Vajrayana which is mentioned for the first time
in the Guhyasamdja the Tantra of Secret Communion. Under the
circumstances it is possible to call the Mafjjusrimtlakalpa as one of the
earliest Mahdyana Stitra works on which perhaps is based the outward
foundation of the Vajrayana system, Yet one who willread 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 éﬁntarak§ita and Kamalaéila that instruction on Tantras, Mudras and
Mandalas were delivered by the 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 Buddhsim 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.
Vajrayina catered to all tastes with equal efficiency, and it had some-
thing useful for everybody. Its universal popularity became an esta-

blished fact.

It is difficult to say from what exact locality Tantrism took its origin.
In the Sadhanamila are mentioned the four Pithas or sacred spotsof the

1. See introduction to Guhyasamaja, where this date has been discussed.
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Vajrayanists, namely, Kamakhya, Sirihatta, Purnagiri 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 Sadhanamali is dated in the Newari Era 285
which is equivalent to A. D. 1165. In this work Uddiyéna is connected
with the Sadhana of Kurukulla. Trailokyavaéar.nkara, Marici and
Vajrayogini. The Sadhanamilad also connects Uddiyana with such
Tantric authors as Saraha. The Jianasiddhi of Indrabhiti is stated in
the last colophon as having started from Uddiyana (Odiyina).

Uddiyana being one of the four Pithas sacred to Vajrayogini should
be at least near Kimakhyd (Kamarlpa), 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 Uddiyina
has to be located in Eastern and Assam area.

In the medizval period when Tantras flourished, Vanga and Sama-
tata were the two important centres of culture in Bengal. Vanga inclu-
ded the present Dacca, Faridpur and Backerganj districts, while Samatata
comprised the present Sylhet, Chittagong, Tipperah and Mymensingh
districts. That Vafga and Samatata were the two great centres of
culture in Bengal is borne out by the numerous Buddhist and Brahma-
nical images of the Tantric type discovered in the whole of this region.
Numerous old inscriptions, remains of old buildings, coins and terra-
cottas 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 import-
ance 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 belong 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-popuiated
village which is now known by the rather extraordinary name of

1. Bhattasali: IBBS, intro. p. xxviii.



INnTRODUCTION 17

Vajrayogini. Round about this village numerous Vajrayana images have
been discovered, and among them may be noticed images of Jambhala,
Parnasabari, Vajrasattva and Tara. The term ‘Vajra’inVajrayogini is also
a familiar Buddhist word. Vajra is equivalent to éﬁnya. Vajrayogini
is a Buddhist deity which the Hindus borrowed in the form of Chhinna-
mastd. Thus the name of the village appears to be unmistakably Bud-
dhist. The village must have derived its name from the temple of
Vajrayogini which was in existence in early times.

It has already been pointed out that the temples dedicated to Vajra-
yogini could only be expected at four places, Kimakhya, Sirihatta, Par-
nagiri and Uddiyana. Out of these Kamakhya and Sirihatta (Sylhet)
still retain their original names. Purnagiri 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 Vrjrayogini became more popular later, the original name gradually
disappeared giving place to the name of the deity. Tantrism of the
Buddhists therefore originated here in Uddiyana-Vajrayogini, and thence
was transmited to the rest of India. !

One of the chief topics dealt with in Vajrayina 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
is published in the Sidhanam3ld already referred to. To appreciate
Buddhist iconography, 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 Tahtrics of ancient India were formidable optimists. They
intuitively realised that though this universe is composed of matter and
spirit, it is the spirit which always dominates over matter, and is un-
doubtedly more powerful than the latter. There were several schools
of thought in ancient India which took it for granted that spirit was
supreme and that this spirit should be developed in order that power
may be gained. Amongst these schools the Yoga and Tantra were pre-
eminently 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,

1. For further dcta-ais, sf.;;t_he author’s article, entitled The Home of Tantric Buddhism
in B. C. Law Commemmoration Volume, Vol. I.
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aeroplanes and steamers, but the Tantrics claimed that by spiritual
culture 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 informa-
tion 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 bya projec-
tion of the mind or by mentally travelling the distance in a few seconds.
For conversing with a friend at a long distance the material world pro-
vides 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 are unnecssary. By deve-
loping 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
through 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 dominating factor in Indian life, and no one
should wonder seeing people running after Sidhus and Sannyasins lea-
ving aside modern scientific men in many of their difficulties. Occasion-
ally, stories are told of miraculous 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 evennow in India moving about in jungles,
cities, caves and mountains, possessing wonderful and miraculous
powers.

The Tantrics who were the advocates of psychic culture, by persistent
efforts 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
called Sadhana. In the Yogasttra which is recognised to be the earliest
work in Sanskrit on the subject of psychic exercises, enumerates eight
different Siddhis. Later works mention more and the Brahmavaivarta
Purana mentions thirty-four kinds of Siddhis including the eight already
mentioned in the Yogasttra.

The Siddhas or those who attain super-normal 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 mere thought,
that is to say, as soon as a desire arises in his mind it is instantly fulfilled.
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The Middling variety of Siddhas is able to conquer death, commune
with gods, enter unperceived into dead bodies or homes of others,
move in the air, hear the gods talk, understand all terrestrial truths,
obtain conveyances and ornaments, and ate able to bewitch people, per-
form miracles, remove diseases by glance or touch, extract poison,
obtain erudition in scriptures, renounce all worldly enjoyments, prac-
tise Yoga in all its subdivisions, show compassion to all beings and even
obtain omniscience. The Mild or the third class of Siddha obtains fame,
long life, conveyances, ornaments, familiarity with the king, popularity
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 Mahasiddhas
‘Great Magicians’ and in India their number was recognized as eighty-
four. Most of these Mahasiddhas flourished during the Pila Period
of Indian history (8th to 12th centuries A.D.) 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 literature of both the Buddhists
and the Hindus. Thousands of Sadhanas 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 had a special
literature called the Sadhanas and they were always written in 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 Sadhanas are still extant. These collections
were given the names of Sidhanamila and Sadhanasamuccaya, and a
critical edition of all available Sadhanas in these two collections is
already published in two volumes in the Gaekwad’s Oriental Series as
Nos. 26 and 41. The publication of these Sidhanas has revealed a
number of hitherto unknown and important facts. The Sadhanas
revealed that the Buddhists were not lagging behind any other religion
in India in the matter of psychic culture as advocated in the Tantras.
Secondly, as these Sadhanas contain the description of a large number
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 stood for.

The Sadhanas being most important for the study of Buddhist
iconography it is necessary to give a general idea of the contents of
the Sidhana 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 Siadhanamili is given here. But before
proceeding to translate the Sidhana 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 Sddhanas a specimen is here
selected which is published as Sadhana No. 98 in the Sidhanamali of
the printed edition, for the realisation of the goddess Tara, 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 is given below.

“The worshipper after leaving the bed 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—Tath—as destroying the darkness of ignorance, illuminating
innumerable worlds of the ten quarters, and bringing from the
firmament innumerable Buddhas and Bodhisattvas.

“Then after an elaborate worship of these great compassionate
Buddhas and Bodhisattvas 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 consented to be done, in this endless cycle of creation,
everything I confees’.

“Thereafter, meditating on the restraint of wrong deeds he should
give his assent to the meritorious deeds of others with the following
Mantra ; ‘I assent to the virtuous deeds of the Sugatas, Pratyekas,
$ravakas, the Jinas and their sons the Bodhisattvas, and of the world
with all the gods beginning with Brahman’.

“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 Sahgha so long as the Bodhi essence subsists’.

“Thereafter the adherence to the path of the Tathdgatas should be
made with the Mantra: ‘By me shall be followed the path indicated
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by the Tanthagatas and naught else’.

“Then a prayer should be uttered with the Mantra: ‘The gods
and the Tathdgatas instruct me with such incontrovertible advices on
law by which all beings may be freed from the bonds of the world
quickly’.

“Then he should meditate on the results of his meritorious deeds
with the words ; ‘Whatever merit [ 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 : -Orh Ah Muh- or
with the following words : ‘Thou movest now according to Thy will,
being besmeared with the sandal 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 Sarhsara
is what is called Compassion. Or it is the desire to save all beings
suffering from the three evils from the sea of Sarhsara.

“Mudita or Joyousness is of the following nature. Itis the desire
in all beings of the world for the attainment of Buddhahood which is
unlikely to materialize. Or it is the attraction in all beings towards the
virtues that" exist in the world and to the enjoyment of spiritual powers
arising out of them.

“What is Indifference or Upeksa? Itis 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 towards 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: Ormh svabhavasuddhah
sarvadharmiah svabhavasuddho’ham—. If all phenomena are inherently
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pure, where then is the possibility of the cycle of existence? 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 it is made to disappear. Thus is established
the inherent purity of all phenomena.

“After meditating on the purity of the phenomenal existence the
éﬁnyati of all phenomena should be meditated upon. Here éﬁnya
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 éﬁnyati should be established by the
formula—Orh éﬁnyat'ﬁjfiﬁnavairasvabhivitmyako’harh——.

“Then as previously stated, the worshipper should meditate on his
heart the goddess Aryatara who originates from the yellow germ-syllable
—Tarh—placed on the orb of the moon with the deer on its lap.

“The worshipper should meditate on goddess Aryatara 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 Amogha-
siddhi. The deity should further be meditated upon as sitting 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 yellow germ syllable—Tarm— placed
on the orb of the spotted moon which is enclosed within the filament
of a beautiful blue lotus. After thus discovering her, she should be
placed on the firmament and should be worshipped with the offerings of
scented water 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 Mudrd 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 bent their tips touching the
third phalanges of the first fingers, The two third fingers should be
concealed within the palm, and the two little fingers should be stret-
ched. This is called the Utpala Mudra or the signal of the night
lotus.



INTRODUCTION 23

“With this Mudra the goddess of the essence of Knowledge in the
front should be propitiated, and then she should be 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—Tarmh—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
ét’mya.

“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.

“After having finished his meditation on the form of Tari he should
think the world as identical withe th goddess and should move about
thinking his own form as that of the goddess. Generally speaking,
those who meditate on the Bhagavati in this manner, all the eight
supernormal powers fall at their feet, and other small powers come to
him as a matter of course. Whoever meditates on the Bhagavati in
the lonely caves of mountains espies her with his own eyes. The
Bhagavati herself gives him his breath, nay more, even the Buddhahood
which is most difficult to attain comes to him like a plum on the palm
of his hand.”

The above is a summary of the contents of a Sadhana devoted to
a single goddess, Tar3, and there are hundreds of such Sidhanas for
other gods and goddesses. But the important point to be noted
in this connection is that the gods have no independent and real
existence apart from the mind of the worshipper and the manner of
worship. The deities possess no external form, but represent purely
mental conceptions of the Sadhaka who by means of the Sidhana
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 nature of the
deity whether it is of the Hindu or Buddhist conception. The general
belief is that the 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 parti-
cular deity as has been made abundantly clear in the previous section.
This consists in meditation in a quiet place and there practise Yoga till
a state similar 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 prin-
ciple behind the world structure. By this communion the ascetic draws
forth energy from that inexhaustible store-house and becomes 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 standsgo
reason that the Tantra is a science or a Vidya requiring competent pre-
ceptors and efficient disciples. Like all other sciences the Tantra is
not also open to all and the sundry, but only for those who are initiated
into the mysteries of the seience, and are competent to follow the p(fi-
cribed practices with patience and zeal. These are 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 Adhik3rin 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 persuing any
other Vidya known to ancient India. First of all, the neophyte must be
patient, enduring, devoted and sincere, and he must serve his preceptor
with whole-hearted devotion. But the most important equipment nece-
ssary 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
aceount will show.

The difficult psychic process is described in detail and in an elaborate
form in the Guhyasam3ja 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 éﬁnya or the Infinite Spirit
in the highest state of meditation the mind-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
embodiment of the Infinite Sunya They appear in bright, effulgent,
gorgeous and divine beauty in form, ornaments and dress. Violent
deities in like manner appear before him in the most violent form con-
ceivable, in 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 benefic and malefic, are known as deities, and once realised they
never leave the ascetic but become instrumental in bestowing on the
ascetic more and more spiritual and psychic powers.

? The process of the evolution of the deity is described in Tantric
works, where clear-cut statements are made on the origin of the deities
and their gradual evolution from the germ syllable. In the Advayavajra-
sangraha, for instance, it is said : §

{ “The form of the deity is an explosion of the Sunya It is by nature
ngn-existent. Whenever there is an explosion it must be Sunya in
essence.”’! {

| In another place in the same book it is declared : {1

“From the right perception of Sunyata proceeds the germ-syllable ;
from the germ-syllable proceeds the conception of an icon, and from
the icon its external representations. The whole process therefore is
one of dependent origination.””? |

The cquipment necessary for persons 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 Guhyas-
amija regarding the principles of god-realisation, and the various expe-
riences through which the Sadhaka has to pass before the deity is
realised and visualiscd. The Guhyasam3ja® calls this process Upaya
(means) which is recognised as of four kinds, Seva, Upasadhana, Sadha-
na and Mahasadhana. Sevd (worship) is again sub-divided into two,
namely, Simanya (ordinary) and Uttama (excellent). Of these ,two, the
Samanya Sevi consists of four Vajras : first, the conception of Sunyata ;
second, its transformation into the germ-syllable ; third, its evolution

1. ADV. p. 50, lines 7, 8.
2. ADV. p. 51,lines, 6, 7.
3. Guhyasamdja, chapter, 18, pp. 162, 163.
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in the form ot 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, Praniyama,
Dharana, Anusmrti and Samadhi., Pratyahdra (control) is here descri-
bed 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 Dhyani Buddhas, namely, Vairocana, Ratnasambhava,
Amitabha, Amoghasiddhi and Aksobhya. This Dhyana is again sub-
divided into five kinds : Vitarka (cogitation), Vicira (thinking), Priti
(pleasure), Sukha (happiness), and Ekdgrata {concentration).

Prandayama (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 lamp at the tip of the nose and is meditated upon.

Dharana (meditation) is the meditation of one’s own Mantra on the
heart, and the placing of it on the Prinabindu (heart centre) after
restraining the jewel of sense-organs. 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 Maricika (mirage), the second
is that of smoke, the third is of fire-flies, 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 Pratibhasa (revela-
tion) takes place. After commingling the two elements Prajiia (know-
ledge) and Updya (means) the whole objective world should be concei-
ved as contracted in the form of a lump, and this should be meditated
upon in the Bimba (icon-circle). By this process the transcendental
knowledge is suddenly realised by the worshipper and is known as
Sam3adhi (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 Guhyas-
amdja always while enjoying all kinds of desired objects If within six
months the deity does not show herself 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 most certainly attains the know-
ledge of the deity. ’

The above incidentally shows what part is played by Rijayoga 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 Tantrais thus philosophically
most profound.

The individual soul is variously called the Bodhisattva ( Bodhi
Essence), Bodhicitta (Will to Enlightenment), Jivatman (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 concentration, an artificial condition akin to
deep sleep is brought about, and the deity appears in the mind sky in
flashes and sparks. The nature of the Jivitman 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 Jivitman also remains finite. And as the
object for which the worshipper sits in meditation is different in differ-
ent 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 manifestations
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 of both the Buddhists
and the Hindus. The ascetic who visualises a particular deity, generally
makes it a rule to record the process by which the visualisation of a
particular deity took place, for the benefit of his disciples in order that
the latter may realise the deity in the easiest and most efficient manner.

The Infinite Energy is éﬁnya in Vajrayana, and this ét‘mya is invoked
by the worshippers of different classes with different desires and differ-
Wnt. As Stnya is invoked in for thou-
sand 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
muddhist pantheon increased to an enormous
extent, The psychic exercise prescribed in the case of different deities
is different in the Sadhanas. The Sidhanas become less or more difficult
according to the mental capacity of the worshippers, who are generany
classified as High, Middling or Low. The regulation of life in the case
of the worshippers of different classes become more or less stringent
according to the degree of psychic progress.

In the realisation of the deity, there are thus three elements, the
WWW. These are
named in_ ¢ antric works as the Bodhicitta, the Mantrapurusa
(Mantra body) and the Aharhkara (identity). The worshipper is called
the Bodhisattva (Bodhi essence), and. his mind is known as the Bodhi-




28 INTRODUCTION

citta (Will to Enlightenment). The deity is the embodiment of the
cluster of letters contained in a Mantra which are dynamized by exces-
sive concentration and repetition. The sacred words or letters set 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 Bodhiciita 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 Tattvasafhgraha of éa‘mtaraksita. The Bodhi mind is like a conti-
nuous stream of consciousness which changes every momenty the
consciousness of the previous moment giving rise to or causing the
consciousness of the succeeding moment. The chain of momentary
consciousness 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 impurities 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 impurities are not removed, it will be
subject to a series of transmigrations either in the world of gods or men,
or of animals, birds, ghosts and demons.

According as the impurities are removed one after another, the
Bodhi mind commences an upward march in the different spiritual
spheres, called Bhiimis, and stays in them only so longas itis not
qualified to ascend to a higher sphere. The number of Bhimis are
recognized generally as ten and the Sttra which describes them is called
the Dasabhtimika Sttra. The Bodhi mind obtains emancipation, or in
other words when it crosses the ten Bhuimis mentioned above, it is
rewarded with moniscience. These Bhumis are not meant for the
Hinayanists but were exclusively designed for the Mahayanists who are
the real Bodhisattvas. No Buddhist will be called a Bodhisattva who
has no compassion for suffering 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 Stinya and
Karuna (compassion) work in unison. In the eye of a Vajrayanist the
external world has much the same significance as if 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 Vajray@nists 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 Vajrayinists 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 generated 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 Dharani of AvalokiteSvara even an ass can memorize
three hundred verses. The Mantra of Ekajatd is said tQ be so powerful
that the moment it is uttered a man becomes free from danger, he is
always followed by good tortune and his enemies are all destroyed.
The repetition of the mantra is however to be done with the greatest
care, 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 from all evil thoughts,
and the mantra should not be repeated 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 Mantrais 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 conti-
nuously so as to visualize the Mantra person or the deity sacred to the
Mantra. The letters of the Mantra can only be dynamized by conti-
nual 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 é\‘mya which explodes in consequence in
the divine form of the deity and appears before his mind sky. Accor-
ding 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
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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 Aharkara or the identity of the Bodhi mind with
the deity, the manifestation of éunya or the ultimate reality. The
identity is established with the Mantra “I am the goddess and the
goddess is in me”. The worshipper should conceive himself as the deity
with the same complexion, form and limbs as described in the Sidhana
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 éﬁnya and the deity is a manifestation of éﬁnya 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 Bodhi mind is further called Karuna
(compassion) and the ultimate reality as éﬁnyatﬁ, 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 is a form of cognition where the Bodhi mind commingles with
Stinya 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
.Sunya and the female principle is the Bodhi mind, or the first is the
ultimate reality and the female is Karuni (compassion). The 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
fellownten.

From the foregoing even a casual observer can find that the Vajrayan-
ists formulated the principle that behind the creation there is amd\l-
table will which multiplies in_the form of words and gradually con-
dense themselves in the form of the deity. The female counterpart is
a further grossenmg process.* 1his is the creative process, grossening
process and the process of evolution. ) This process can only be stopped’
by the pmbmpassion) which gradually leads the
Bodhi mind to soar higher and higher, and to become finer and thinner
before it merges in é).'mya. According to Vajraydna, therefore, the
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reverse process of involution starts only when the Bodhi mind is sur-
charged with Karuni or compassion.
5. The Pantheon.
T e

O nd

The word Pantheon is derived from pan—all, and theos—god and
therefore, concerns itself with all gods belonging to a community follow-
ing the same religion. In Hinayana or Primitive Buddhism there was
no pantheon to which worship was offered by any Buddhist. But in
Mahayina 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 epedemic 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 Trayastrirh$a
Heaven which is one of the Riipa heavens. Buddha did not believe in
gods or worship, and in the Saundarananda Kivya of Asvaghosa we
find Buddha discouraging 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 feet, but he would bless him if
he would follow the precepts of true Saddharma. Buddha was deified
in Mahayana 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 Bharhut, and it is believed that the Graeco-Buddhists
of Gandhara were the first to carve out his image in stone) This is the
view held by the celebrated French armm%"féﬁor A. Foucher. ?
In Bharhut and Sanchi scenes connected with the life of the 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 too 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; Man;xal of éuddhism, p-3
2. Beginnings of Buddhist Art, p. 127.
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Buddha is established in favour of either Gandhara or ra. Itis
enough to know that there are many images of Buddha in these two
schools of art.

Besides the sacred symbols connected with Buddha's life and
teachings, worship was offered by the Buddhists to numerous other
spbjects. One of the most important among these objects is the Stiipa
which is regarded as the embodiment of the W with
gll the heavens as conceived in Buddhism  The stlipas received worship
even in the life-time of the Budd nd continued throughout the
centuries after his Mahaparinirvana. y Such stGpas are found in abun-
dance 1n the Buddhist countries, and a few celebrated stlipas in Nepal
are illustrated here in (Figs. 6, 7,8) They are the StGpas of the
Svayambhiunitha (vulgo-éimlwhu), the Bodhnath and Kathe Simbhu.
Besides the Stiipas, the Three Jewels of Buddhism, known by the names
of the Buééges Dharma_and Sangha were conceived in the form of
deities and worship was freely officred 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 descrited in the
Man;usrlmulakalpa which is believed to be an earlier work than the
Guhyasamaja which is dated circa A. D. 300" Again in the Prajiia-
paramita Buddha is worshipped elaborately with diverse paraphernalia
of worship. But even then it does not seem clear that Buddhism at
this time had any conception of a well-defined and well-classified
pantheon. It is in the Guhyasam3ja 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 ot female counterpasts.
These Dhyani Buddhas represent the five Skandhas or the five cosmic
elements of which the world is composed. They are 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
Kulesas or Lords of Families. In the Guhyasamaja it is said :

““The five Kulas (families) are the Dvesa (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 Dhyani 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

1. See the discussion on the subject in Guhyasamija, intro. p. XXXVI—XXXVII,
2. Guhyasamija: p. 6.



Fig. 1 Maya’s Dream.
{ Rharhut )

SYMBOL-WORSHIP

Fig. 2 Bodhi Tree.
( Amaravati )
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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 to discharge
different functions, from curing a disease to the killing of an enemy.
The artists had a considerable hand in executing the images and they
introduced their own traditions, provincialisms and innovations The
votaries also according as they wanted to have their gods in a 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 Guhyasamdja or the Tantra of Secret Communion which is
perhaps the first book inculcating Vajrayina 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 nd disciples for t ears in
the most secret manner possible. It obtained publicity through the

t?achings and mystic songs of the Buddhist Vajracaryyas or Siddhas in
about the middle of the 7th century. It is for this reason that
rt_e_fﬁnces to the panthe_gn in the general Buddhistic literature are not
met with as can be expected, 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 pantheon referred to above. Wr_@@i\_/yﬁ_hm
was translated 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 istha heaven where he is believed to have brought
forth Avalokitedvara into existence.! It should be remembered that
in the Vajrayana works also this heaven has been characterized as
the abode of all gods and goddesses. In the smaller recension of the
Sukhavati VyGha which was translated into Chinese between A. D.
?84—417 mention is made of two more gods namely Aksobhya as a

e e t®

l.‘ Sukhavati Vytha, ppi, .2-8-,- 3—2— —
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Tathagata and Manjusri as a Bodhisattva, _Fa-Hien (A. D. 394-414)
mmwneévara, and the future
Buddha Maitreya, while Yuan Chwang (629-645 A. D.) refers to the
names of AvalokiteSvara, Hariti, Ksitigarbha, Maitreya, Mafjuéri,
Padmapani, Vaisravana, é:‘akya Buddha, éﬁkya Bodhisattva, and Yama
together with such deified saints as Asvaghosa, Nagirjuna, Asanga,
Sumedhas and others. I-Tsing (671-695 A.D.) mentions the names of
Avalokitesvara, Amitayus, Hariti, the Catur;—Mahﬁtﬁjikas, Maitreya,
Mafjusri and Yama besides several others. Santideva (695-730 A.D.)
in his éikgﬁsamuccaya mentions the names of Aksobhya as a Tathagata,
Gaganagafija as a Bodhisattva, Sithhavikridita as a Tathagata. Cunda,
Trisamayardja, Marici, Sithhanida, 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 literatute which describes
the forms of gods and goddesses and lays down the procedure for
worshipping them was develop’ed by the Mahasiddhas or great magi-
cians like Saraha, Nagarjuna, Sabaripd, 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 AD. In the Gandhara school,
for instance, besides the Buadha images, there are images of Jambhala
Kubera, Indra, Maitreya, Hariti and several unidentified Bodhisattva
images. In the Mathura school which was either contemporaneous
or somewhat later than the Gandhara school there are numerous
Buddba 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 Avalokiteévara, Mafijuéri 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, Nilandd, Odantapuri, Kurkihar, Gaya and other ancient
sites in Bihar. The most flourishing period of the Magadha school

1. Bendall’s introduction to Siksdasmuccaya, 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 Pila 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
pantheéon as Concelved Tn Va]rayana 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 Sidhanas dedicated to the worship of Vajrisana Buddha
with the earth touching 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 Vihdra (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,
Mafjusri, Tara, Vasudhari, Mairici, all the Five Dhyani Buddhas,
Vajrasattva the sixth Dhyani Buddha and numerous others belonging
to the Vajrayina pantheon. Nilandd 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 10th 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. In this school



INTRODUCTION 39

are to be found such images as Heruka, Vasudhar3, Jambhala, Arapa-
cana, Khasarpana, Parpasabari, Simhhanada, Mafijuvara, Apargjita,
Mahapratisard, Nairatm3, Sadaksari Lokesvara, Mahasri Tara, Khadi-
ravani Tard 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 Brhamanical 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 Medival Sculpture,
published by the Archzological Department of the Government
of India.

The images of Buddhist deities found at Ajanta, Ellora 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 were 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 Mafijusri, Tar3, Khasarpana, Jambhala, Prajfiaparamita 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 Vajrayina pantheon As Vajrayana was mainly a product of
Bengal it is probable that colonists carried 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 Prajfidparamita 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 still 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, metal or wood, so much so, that astudent 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 immedia-
tely 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 century 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 Guhyasamdja 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 Guhyasamdja Tantra nor the Dhyani Buddhas nor the
varied pantheon of Vajrayina could be widely known. It is only in
the Sadhana of Asanga as included in the Sadhanam3la a definite
reference to the five Dhyani Buddhas and their families is to be met
with, and for that reason it is not improbable to connect Asahga
with the introduction of the very Guhyasamdja Tantra itself. The
subsequent writers only got a glimpse of what filtered through the
secret but very popular mystic organisations. After the 7th century
secrecy was no longer necessary, asthe 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 attrac-
tive. Great men came forward to advocate the cause of Vajrayina.
Chairs for the study and teaching of Tantras were founded in the
different and famous centres of learning such as Naland3, Odantapuri,
Vikramaéila and Jagaddala. Eminent scholars like éﬁntarakgita worked
as professors of Tantra in the world famous university of Nalanda.



CHAPTER L.
DHYANI AND MORTAL BUDDHAS.

The pantheon of thé 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 are Rupa (form), Vedana (sensation), Sarhjﬁﬁ (name),
Sanskara (conformatlon) and Vuna.na (consciousness). These elements
ate eternal cosmic forces and are without a beginning or an end.
These cosmic forces are deified in Vajraydna as the five Dhyani
Buddhas. In the course of time they were regarded 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 Stinya as the One, Indw1s1ble and
Ultimate Reality. But so long as form could not be given to Sunya
as an anthropomorphic deity, the system of five Dhyani Buddhas
certainly had the flavour of polytheism. The priests and the Vajrayana
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 taking their origin from him,
Another grand conception of the Vajrayana Buddhism is the theory
of the highest god Vajradhara, also called Adxbuddha, the pnmordlal
monotheistic god who is the embodiment of Stnya to whom even
the Dhyani Buddhas owe their origin. The theory originated in the
Nilandd monastery in about the 10th century. ! Thereafter, a large
number of images of Vajradhara must have been made in the different
schools of art. The special Tantra dedicated to Adibuddha is the
Kalacakra 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 century. Vajradhara
was particularly popular in Nepal and Tibet where numerous images

1. 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 f.
Also Vajradhara Vs. Vajrasattva 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
Asia in the latter half of the 10th century. It originated at Nalanda
according to him in the beginning of the 10th century, and no mention
of the Adibuddha cult is made by any writer prior to this time.
Homage is paid to Adibuddha in the shape of a flame of fire which the
prlests consider as eternal, self-born and self-existent. It is said in
the Svayambhu Purdpa that "Adibuddha first manifested himself in
Nepal in the form of a flame of fire, and Mafijuéri erected a temple
over it in order to preserve the flame. This ancient temple is known
as the Svayambhi Caitya.

The ::onception of Vajradhara presupposes Adibuddha and, there-
fore, is later than the first half of the 10th century. Vajrasattva, being
a regular development of the Bodhisattva Vajrapani emanating from
the Dhyani Buddha Aksobhya, is a little earlier, although the conception
of Vajradhara and Vajrasattva are sometimes inextricably mixed up.
In Vajrayana, Adibuddha is regarded 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 single, he
is bedecked in jewels, gaudy ornaments and dress, sits in the Vajra-
paryanka or the attitude of meditation with the two feet locked with
soles of the feet turned upwards. He carries the Vajra in the right
hand and the Ghanta (bell) in the left, the two hands being crossed
against the chest in what is known as the Vajrahunkdra Mudra
(Fig 12). The Vajra (thunderbolt) here is the symbol for the ultimate
reality called éunya while the bell represnts Pra)na or wisdom the
sounds of which travel far and wide. Sometimes the symbols are shown
on d lotus on either side, the Vajra being on the right and the Ghanta
in the left (Fig 13). In Yab—yum hls form remains the same as when
female counterpart whose name according to Getty is Pra]naparamlta
The Sakti is somewhat smaller in size, Is richly dressed and bedecked
in ornaments, carrying the Kartri (knife) and the Kapala (skull cup) in
the right and left hands respectively (Figs. 14, 15). In these figures the
Kartri is the symbol for the destruction of ignorance, the Kapala stands
for oneness absolute, while the double form Yabryum represents that
the distinction between duality and non-duality is unreal, and the two
mix themselves into one as salt mixes in water. The deity Vajradhara
is an embodiment of the highest _reality, _ Sunya, Whlle e _Prajfidparamita
represents Karuna (compassxon) and in close embra«_e they turn into
one Stinya in which Karuna merges, and the duality ceases. Va)radhara
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is widely represented in Tibet. *

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—Three.
Arms— Six. : Pose—Tandava Dance.

Vajradhara is the principal deity in the Vajrasattva Mandala in the
Nispannayogavali. He is described thus :—

“Kutagaragarbhe Vajradharah.. Isadraktanu-viddhasitavarpah...trimu-
kho nila-raktasavyetaravaktrah...sadbhujo vajra-ghantavirgjitabhuja-
bhyam alihgitasvabhaprajiia......savyakarabhyam  krpanankusdavarau
vamabhyam kapalapadabhrt............ ardhaparyahkena navanityarasais-
tandavi.’”” NSP. p. 8.

“In the innermost chamber of the Mandala 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 Vajra and the Ghanta he embraces the Prajiia. The two
other right hands show the excellent sword and the Afnkus$a. In the
two remaining left hands, he carries the Kapala and the noose. He
stands in the Ardhaparyaika and dances the Tandava dance exhibiting’
the nine dramatic sentiments’’.

Fig. 16 represents a three-faced and six-armed Vajradhara image
without the Sakti in the Baroda Museum.

But Vajradhara was not universally accepted as the Adibuddha or
the first creative principle. When the theory of Adibuddha was fully
established the Buddhists seem to have ranged themselves into 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 Boddhisattva
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 many different sects amongst the Tantric
Buddhists.

Vajradhara 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 Tathdgatas are important in Buddhist iconography and, therefore,
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requires treatment in detail. The Guhyasamdja 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 Guhyasama]a ' the Dhyani Buddhas are given a Mantra, a col-
our, a§§kh, 5 @ d_lrectlon, and a guardian of the gate. As these Dhyani
Buddhas are of primary importance in Buddhist iconography, it is nece-
ssary to deal with their origin in some detail here. The Guhyasamaja
opens in a grandiloquent style with the description of a monster assem-
bly of gods, Tathagatas, Bodhisattvas, éaktis, and various other divine
beings. The Tathagatas present in the Assembly requested 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 Jfianapradipa (lamp of know-
ledge), and his whole form started resounding with the sacred sounds of
VAJRADHRK which is the mantra of the Dvesa family. No sooner the
words came out, the sounds transformed themselves into the concrete
shape of Aksobhya with the earth-touching signal (Mudr3).

Then the Lord sat in another meditation and soon became vibrant
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 Dharmacakra Mudra and 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 Cintamani
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 Samiadhi and became resonant
with the sacred sound of AROLIK, which is the principal mantra of the
Vajraraga family. The vibrations soon grossened themselves in the
human form of Amitiabha with the signal of Dhyana (meditation) and
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 was placed by the Lord in the north.

Then the Lord’sat in a series of special Samadhis, five in number, and
became resonant with five different mantras. The vibrations in like

1. Guhyasamija, chipter 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 countet-
parts of the five Tathagitas already named and were placed in their
appropriate positions.

Thus, the Lord in the first Samadhi became resonant with the sound
DVESARATI 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 counter-
parts 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 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 was placed at the southern gate.

In athird Samiadhi the Lord became vibrant with the sound
PADMANTAKRT which soon took the form of a violent deity repre-
senting 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 aviolent deity representing the body,
speechand the mind of the Tathdgatas, and was placed at the northern gate.

The above account as recorded in the Guhyasamdja Tantra marks
the beginning of the theory of the five Dhyani Buddhas, their counter-
patts, their mantras and the guardian of the gates.§ The five Dhyani
Buddhas ate the corner stones of Buddhist Iconography on which the '
whole edifice of the Buddhist pantheon is erecte ) 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 Kulacira or family conduct. These
Dhyani Buddhas further split themselves up in the form of Bodhhisattva
and their female principles 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 embodiments 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 direc-
tion as is assigned to their sires. This very plan is followed most scru-
pulously 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 occuring in the Sadhanamila :

Jino Vairocano khyato Ratnasambhava eva ca

Amitabhimoghasiddhiraksobhyasca prakirtitah

Varnpa amisam sitah pito rakto haritamecakau

Bodhyangi Varado Dhyanam Mudra Abhaya-Bhisprsau.
Sadhanamala, p. 568-9

“The Jinas (victorious ones) are Vairocana, Ratnasambhava, Amita-
bha, Amoghasiddhi and Aksobhya. Their colours are white, yellow,
red, green and blue, and they exhibit the Bodhyangi (teaching), Varada
(boon), Dhyana (meditation), Abhaya (protection), and Bhusparsa
(earth-touching) attitudes of hands respectively.”

lTbe Dhyiani Buddhas are a peculiar kind of Buddhas who are not
required to pass through the stage of a Bodhisatta. They were never
anything less than a Buddha. They are always engaged in peaceful
meditation, and they voluntarily abstain themselves from the 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
Guhyasamdja 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.
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But it may also be possible that the five Mudras which Buddha é'?a'kya-
sihha 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 generally regarded as the priest of the five Dhyani Buddhas
and is usually represented with the priestly symbols, the Vajra and the
Ghant3, is an embodiment of the five Skandhas collectively, and un-
doubtedly 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 front 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 completely 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 Stlipa which is the symbol of the Buddhist Universe, facing the fodr
cardinal points. Vairocana is the deity of the inner shrine and is,
therefore, generally unrepresented. But exceptions to this 1ule are by
no means rare. He is occasionally assigned a place between Ratnsam-
bhava in the south and Aksobhya in the East. Independent shrines
are also dedicated to each of the Buddhas.

The five Dhyani Buddhas are given each a special recognition symbol

and a colour. T_*Eﬂ%‘i’g‘j.afe extremely important for the purpose
of iconographical studies, because the female counterparts and the

oﬁm}xas invariably display these symbols in
mm&r‘rﬁus Amitabha is given the Lotus as the
recognition symbol. ~His Sakti Pandara and his Bodhisatta Padmpapi
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 leader of the ngra family,
Ratnasambhava is the embodiment of the Jewel family, and so forth.
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The Advayavajrasahgraha gave speciil epithets to the Dhyani Buddhas
to indicate their families, although these special e‘pithets are not known
from any other source. According to this authority, Amitabha is
Padmakuli, Aksobhya is Vajrakuli, Vairocana is Tathagatakuli, Ratna-
sambhava is Ratnakull 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 Dhyani
Buddha except the colour. On the ground of colour alone, and in
the absence of positive mention of the parental Dhyani 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.l

1. AMITABHA. vy
Colour—Red Vehicle—Peacock ’{ i
Mudra—Samadhi Symbol—Lotus '

lBy 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 Paficakara section of the
Advayavajrasarhgraha thus : l
“Paécimadale Ravimandalopari rakta-Hrihkarasambhiito raktavarno
Amitabhah padmacihnah samadhimudradharah samjfiaskandhasvabhavo
raga$arirah Sukratmakah padmakull pratyaveksandjfianalaksano gris-
marturipahd mlarasaSarirah tavargitma 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 Mudrd in his two hands. He
is of the nature of the cosmic element of Sathjiid (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 Stlpa, 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 is red and his Vahana
is a 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.

Y Amitibha images are found in abundance in Tibet! and in
China *|

PANDARA
1' Colour—Red Symbol—Lotus

‘P?u_u_iar'é is also called Pandaravasini. According to a Dhyana in
the Advayavajrasangraha she belongs to the Lotus family which is
also the family of the Dhyani Buddha Amitabha. Pandard thus is
the “spiritual consort of Amitabha. \Her form and nature are des-
cribed as under :—]

“Vayavyam candramandalopari Pamkarabijasambhiita Pandarava-
sinl raktd raktavarna padmacihna tejodhdtusvarupi padmakula
ragaraktd.” ADV. p. 43.

“In the Vayu corner on the orb of the moon there is Panda-
ravasini originating from the ( red ) germ syllable P'érh.‘ She is red
in colour and has the Padma (lotus) as her recognition symbol.
She is the embodiment of the element of Fire. She belongs to
the Lotus family and is full of attachment.”

| Images and paintings of this goddess are rare. She is however
known in Nepal in paintings, and some of her s#auettes are found
in ChinaV Fig 20 illustrates a Nepalese drawing of the goddess. 2

Pandara is represented in Tibet * and China ‘. The illus-
trations of drawings of all the five Buddha$aktis, Pindara and

1. Gordon:ITL p. 27. Getty—GNB. pp. 38, 39.

2. 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 History of Nepal, Plate VI.
These drawings are made by Nepalese painters.

PADMAPANL I’[
Colour—Red Symbol—Lotus ‘

'Padmapﬁl}i is the Bodhisattva attached to the Padma ( lotus)
family which is presided over by the Dhyani Buddha Amitabha
whose 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 Padmapani begets the red colour and a
full-blown lotus as his symbol. Padmapani is fairly well represen-
ted in the Buddhist countries of the North including Tibet ! and
China.l One of his images is illustrated in Fig. 21 2.

2. AKSOBHYA.
Colour—Blue Mudr3a —Bhiisparsa
Vehicle—Elephant Symbol—Vajra -

Next in importance and antiquity is the Dhyani Buddha Aksobhya

——n S R s - . . -
who is mentioned as a Tathdgata in the smaller recension of the
Amitayus Stitra 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
Tantric literature. The Paficakara section of the Advayavajrasahgraha
perhaps gives the best description thus :

“Stryamandalastha-nila-Hurhkaranispanno dvibhuja ekamukho Bhi-

sparSamudradharo vajraparyafki...... .. .. vijianaskandhasvabhaval......
vajrakull...... . fiSiramadbyahnakatuéruti-akasasabda-cavargo Aksobhya-
visuddhah”. ADV. p. 40-41.

‘Ak§obhya originates from the blue syllable Hurh which is placed
on the orb of the sun. He is two-armed and one-faced, exhibits
the Bhiisparéa (earth-touching) mudra and sits in the Vajraparyanka
(adamantine seat) pose. He represents the primordial cosmic element
of Vijiiana ( consciousness ). He is the embodiment of the Vajra
family and represents the winter season, noon-time, pungent taste,
faculty of hearing, the element of Ether and Sound and the Ca (palatal)
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
Mests 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 recognition 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-yumJ Some two-armed specimens are
reproduced here (Figs. 22, 23).
. fHe is popular in Tibet ! and China "’
(ii)
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 savyakaraih
kulacakrapadmani vamair-ghanta-Cintamani-khadgan vibhranah svabha-
Sparbavajralingitah”. 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

f According to a Dhyana in the Advayavajrasahgraha, Mamaki
belongs to the Vajra family and thus she is the spiritual consort of the
Dhyani Buddha Aksobhya, the embodiment of the Vajrakula. *The
description is given below : [

¢ Nairrtyarh candramandalopari krsna-Marh-karabijasambiita Ma-
maki krspavarnda krsnavajracibnd abdhatusvabhava Vajrakuld dve-
sarakta”. ADV. p. 43.

“On the orb of the Moon in the Nairrta corner there is Mamaki
originating from the blue germ syllable Mar. lShe is blue in colour
and has the blue Vajra as her recogntion symbol. She is the embodi-
ment 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 goddessd 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, I, pp. 126, 129, 138, 244.
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VAJRAPANL.

Colour—Blue Symbol—Vajra /

l 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 handsl Some images of his are illus-
trated here (Figs. 25, 26, 27).

( He is known and widely represented in Tibet ' and China 2.‘

3. VAIROCANA J '

Colour—White Mudri—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 Stlipa where he is the master of the
whole temple and its contents. Naturally, therefore, he cannot be
represented outside the Stlipa, but exception ro this rule is frequently
met with in the important stlipas 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
occuring in the Paficakdra section of the Advayavajrasangraha is full.
It is given below : |

“Purvadale candramandalopari Omhkarajah éuk]avarna Vairocanah
Suklacakracihnah Bodhyangi-mudradharah  riipaskandhasvabhavah
mohasvarlipo vitavisSuddhah tathdgatakuli adarsatvena pratisthitah
Hemantartuvisuddhah madhurarasasarirah Kavargavyapi prabhatasan-
dhyatmaksyasvabhavah”. 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 Bodhyahgi
mudrd and represents the cosmic element of Riipa (Form). He is of
the nature of Moha (delusion) and is without bad companions, he is
the embodiment of the Tathdgata family, and is established as an
embodiment of Adaréa (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
2 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 Nigpannayogﬁvaﬁ.‘ Some of his two-armed images
are reproduced here (Figs 28, 29).§ His images are found in Tibet !
and China * [

(i)
Colour—White Faces—Four
Arms—Eight

When Vairocana is four-faced and eight-armed he is called Vajra-
dhdtu and in this form he is described in the Vajradharu Mandala of
the Nispannayogavali with the following words :

“Vajrocano vajraparyankena nisannah Subhrah sita-pita-rakta-
harita-caturvaktro astabhujah savyavamabhyam dhrtasavajrabodhyangi-
mudro’ parabhyam dhrtadhyanamudro daksinabhyim aksamailasara-
dharo vamabhyarh cakracapabhrt”. NSP. p. 44.

“Vairocana is seated in Vajraparyahka and is white in colour. His
four faces show white, yellow, red and green colours. | He is eight-
armed. With the two principal hands holding the Vajra he exhibits
the Bodhyangi or the Dharmacakra mudra. Waith the second pair of
hands he shows the Dhyana mudra. The two remaining right
hands hold the rosary and the atrow, 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—Two
~ Symbol—Discus

The Dhyani Buddhas are al] associated with their Sakti or female
counterpart and an offspring or Bqdhisattva. They fall into a separate
group of five or six if Vajragattva is added. Locana belongs to the
Tathagata family to which the Dhyani Buddha Vairocana also belongs.
Thus Locani is the Sakti or the female counterpart of the Dhyani
Buddha Vairocana.| A short Dhyana in the Advayavajrasahgraha
describes her form thus : |

1. Gordon: ITL. p. 51 ; Getty: GNB,I p- 34.
2. Clark ~ TLP. II, pp 12, 57. 3. Clark : TLP. Vol. II, p. 115
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“Agneyakonadale candramandalopari $ukla-Lorh-kdraja 4uklavarna
Locana cakra-cihna prthvidhatusvarGpa Tathdgatakulodbhavd mo-
harakta”. ADV. p. 42

“On the disc of the moon on the petal in the Agni corner there is
Locana originating from the white germ syllable Lom. J She is white
in colour, bears the recognition symbol of the discus, and is the embodi-
“ment of the cosmic element of Earth. She belongs to the Tathagata
family and Ts steeped in delusion”.

Paintings and sculptures of this goddess are rare.l A Nepalese draw-
ing of the goddess is reptoduced here in Fig. 31 Locani is represented

in Tibet, !

SAMANTABHADRA
Colour—White Symbol—Cakra

‘ The Dhyani Buddhas are the progenitors of the different families
and they have each a spiritual consort and spiritual son. These spiri-
tual 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 Dhayini Buddha Vairocana with the Cakra symbol. He
belongs to the Tathagata Kula. When represented, he either stands
erect or sits in different sitting attitudes, such as Dhyiana, 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—Viévavajra

\The Nepalese Buddhists consider him to be the Fifth Dhy3ani
Buddha in order. His left hand lies open on the lap and the
right exhibits the Abhaya ( protection) mudra. His form is des-
cribed in many places in Tantric works | but the one appearing in
the Advayavajrasafigraha appears to be the best and is quoted
below : 1

“Uttaradale stiryamandalopari $yima-Kharh-kdrajah $yamavarno-
'moghasiddhih vi$va-vajracihnibhayamudridharah 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 Khath placed
on the orb of the sun on the northern petal of the lotus, and
is of green colour. lHis recognition symbol is the Vlsvava]ra or
the double thunderbolt. He exhibits the Abhaya ( protection )
mudri and represents the Cosmic " element of Samhskara ( confor-
miation ). He is the embodiment of the’ ramy 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 Vihana 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 shrine, 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
Paficakiara section of the Advayavajrasangraha belongs to the
Karma family to which evidently the Dhyani Buddha Amogha-
siddhi is also associated. The green colour of Tara also suggest:
that she is the spiritual consort of Amoghasiddhi of green colour
Her form and nature are given in the following passage :

“Afsanyarh candramandalopari kanakasyama-Tarh karaparinata Tarini
§yamavarna  syamanilotpalacihnd  vayudhatusvarGpa Karmakula
irgyarakta.” ADV. p. 43,

“In the i@na corner on the orb of the moon there is Tarini
originating from the germ syllable Tarh of golden green colour
Her er  recognition . symbol is a green night lotus. She is the
embodiment of the element of Alr She "belongs to the Karma
famlly and is full of jealousy. ”l

1, Gordon: ITL, p. 27. Getty: GNB. p. 42.
2. Clark: TLP, IL, pp. 32, 56, 115, 126, 128, 138, 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)

Fig. 15 Vajradbara Yab-yum Fig. 16 Vajradhara (Six-armed)
( Side View) ( Baroda Museum )
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Fie. 17 Buddha in different Mudras ( Nalanda )

'7 Pi'g.‘ 18 Buddha in different Mudras ( Java )



20 Pandara.

Fig.

19 Amitabha.

Fig

Fig. 22 Aksobhya.

ani ( Nepal )

ani

Fig. 21 Padmap
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Fig. 29 Vairocana
( Nepal )
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Fig. 35 Tara
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Fig. 33 Amoghasiddhi

( Nepal)
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Fig. 45 Seven Mortal Buddhas with Maitreya
( Indian Museum )
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Fig. 58 Mahasthamaprapta.

ra

Fig. 57 Avalokitesva

Fig. 56 Vajragarbha.
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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 Symbol—Vikvavajra.

Viévapini, as the name indicates, is the holder of the Visvavajra
or the double thunderbolt which is the symbol of the Dhyani
Buddha Amogbasiddhi, whose spiritual consort is Tara or Tarini.
They all belong to what is called the Karmakula to which the
green colour is assigned. Vi$vapani thus is green in colour and
shows the Viévavajra on a lotus. When represented, he may
stand erect or sit in different sitting postures. His images are
sometimes found, and one specimen is illustrated here ( Fig 36 ).
Viévapani is known in Tibet ?

- 5. RATNASAMBHAVA.
Colour—Yellow Mudra—Varada
Vahana—Lion Symbol—Jewel !
I The Nepalese Buddhists regard him as the Third Dhyani Buddha

in order, and the earliest mention of his name may be found in the
Guhyasamdja which is belicved 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 Paficakira section of the Advayavajrasafigraha is perhaps the best/
Here Ratnasambhava is described as under :— J

“Daksinadale sliryamandalopari Trar-karajah pitavarno Ratnasam-
bhavo ratnacihnavaradamudradharo vedanasvabhiva-pifunasariraly rak-
tatmako ratnakuli samat3jfianavan vasantarturiipo lavanadarirah Tavar-
gavyapi trtiyacaturtliapraharatmakah”. ADV, p. 41.
a‘,‘‘Rat:rmsambhava 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 ancii he exhibits the Varada (gift-
bastowing) Mudri. He represents the cosmic element of Vedana
(sensation) and is the embodiment of slander (pifuna). He presides
over the blood in the human system, and belongs to the Ratna (jewel)
family of deities. He possesses the knowledge of Samatd (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, IL. 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 Gpen palm, and the Tight
“exhibits the Varada Mudra or the gift bestowing attitude. His Vahana
is a pair of lions, and therecognition symbol is the Jewel (Ratnacchatd).

He may have more arms than two and in such forms he is described
inthe Nispannayogavall. “Such forms are also represented in art [ Somie
of his two-armed fotfis are only illustrated here (Figs 37, 3'8). ]He
is widely known and represented in Tibet ' and China I

v VAJRADHATVISVARI

" Colour—Yellow Symbol—Jewel

/ Vajradhatvisvari, according to a statement in the Advayavajrasarh-
graha is the deity of the centre surrounded by the four Buddhasaktis,
I*ocan3, Tard, Pandard, and Mamaki. She is said to be the embodi-
ment of the highest truth in Mahayana Buddhism which is named
differently as Tathatd, Sunyatd, PrajBaparamitd and so forth *.
Vajradhatvisvari thus can be taken as the spiritual consort of Ratna-
sambhava only, with the yellow colour and the jewel as symbol.
Images and paintings of this deity are still rarer than those of the
other Buddhagaktis. | One of her Nepalese paintings is illustrated
here (Fig 39).] She is known in Tibet ‘/
o RATNAPANI
/

i
" Colour—Yellow Symbol—Jewel

Ratnapini, as the name signifies, belongs to the Ratnakula which
is presided over by the Dhyani Buddha Ratnasambhava, 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 diiferent sitting  postures. He ma—s’t—he.
stalk of a lotus on which appears the Kula symbol  which. is
here-the Jewel (Ratnacchatid). He is Trepresented sparingly in the
Buddhist 'countries of the North, and a metal image of his found
in Nepal is iMustrated here (Fig 40). Ratnapani is known and
represented in Tibet 7.

6. VAJRASATTVA.

Colour—White Symbols—Vajra and Ghanta

( Vajrasattva, the Sixth Dhyani Buddha, is regarded by the Nepal
Buddhlsts as the " priest of the Five Dhyani Buddhas. He is not repre-

1. Getty GNB, p. 37. 2. Clark: TLP. 1L, 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 Stlipa 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 Yub-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
Vajrasattva appeats 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. 1The description given in the Advaya-
vajrasangraha is typical and is‘quoted below :

“Vajrasattvastu Hurhkdrajanmi $uklo dvibhuja ekavaktro vajra-
vajraghantadharo Kasdyarasasarirah $aradrtuviSuddho Yaralavadyatma-
kah ardharatratah prabhiatakilaparyanto Dharmadhituparanama’’.

ADV, p. 41.

“Vajrasattva originates from the syllable HUM 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 as-
tringent taste, the Autumn season, the letters of the alphabet vya,
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-
yumi, “he is closely associated with his Sakti who is generally known
as Vajrasattvatmika. He carries the Vajra and the Ghanti in the
same manner as when single, but the Sakti holds the Kartri in the
right hand and the Kapala in the left (Figs. 41, 42)AJ

U 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,
Vajrasattva is widely represented in Tibet ! and China ?

1. Getty: GNB, p. 6
2. Clark : TLP. IL 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. Vajrasattvitmika thus is the spiritual consort of the Sixth
Dhyani Buddha Vajrasattva. Her Dhyana is rarely found. .in. Tan-
tric 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 Kapala in the left. |

GHANTAPANI
Colour—White Symbol—Ghanta

The Sixth Dhyani Buddha Vajrasattva and his consort Vajrasa-
ttvitmika claim Ghantapani as their Bodhisattva. The recognition
symbol of this Bodhisattva is the Ghantd or the Bell Like his
spiritual sire he must be white in colour. Ghantapani is rarely
represented, and his images are very rare in Buddhist countries.

MORTAL BUDDHAS

Both the Mah3yanists 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-
merated in the Dharmasarhgraba, attributed to Nagarjuna. He must
have 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 self-confidence or
assurance.

The Hinayanists, even in their earlier stages, recognised twenty-,
four bygone Buddhas, each having a peculiar Bodhi tree. The
mﬁyinists also give several lists, though not systematically and
thirty-two different names have been recovered. The last seven
Tathagatas are well known, and are designated by the Mahayani-
Mm'tal Buddhas. These are, Vipaéyin, élkhx,
Visvabh@i, Krakucchanda, Kanakamuni, Kasyapa and éakyasxmha.
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 Ea/lly__m_m\hi_sﬂ}c_:gl__p_e_;sonages.

Attempts have been made to establish a fantastic connection
between the last 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
Mgrtal Buddhas. The thcory 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 Bhiumisparsa Mudrd_(earth=
touching attitude), which is the Mudr Apeculiar 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 mark
is present. 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 represented as standing, in which case they
appear under a distinguishing Bodhi Tree and with a distinguish-
ing Mudra. The Indian Museum image No. B. G.83 (Fig. 45) is
an image of this kind. It may be noted, however, that Maitreya,
the future Buddha, has been added to this group.

VAJRASANA

Gautama, the last of the group of the seven Mortal Buddhas,
is widely represented both in sculptures and in paintings. His
images date from a period anterior to the birth of Christ and the
fascination of Indian sculptors for Buddha images seems never to
have diminished. Innumerable images of Buddha in innumerable
attitudes and with. innumerable expressions have been discovered
in India, as in those other countries which came under the influ-
ence of Buddhism. Images of Buddha, therefore, are an indepen-
dent study by themselves.

The Sadhanamaild furnishes us with several descriptions of Buddha
Vajrisana sitting in the Vajraparyanka attitude, with his right
hand displaying the Bhiimisparsa pose. The Dhyana, as given in
one of the Sadhana is quoted below :

“Savyakarena Bhiisparsamudrarh utsafgasthitivasavyahastam kasaya-
vastravagunthanarh nilagauraraktaSyamacatur-Maropari vi$va-padmavaj-
rivasthitath $3ntath laksapavyafijanen@nvitagitrath. Tasya Bhagavato
daksine Maitreya-Bodhisattvarh gauram dvibhujath jatimukutinam
savyakarena camararatnadharinamh avasavyena ndgakesdrapuspacchata-
dharinam. Tathd vamato Lokesvarrarh Suklarh daksinakarena cama-

1. Colossal images of the Seven Mortal Buddhas representing them with the Bha-
migparéa mudra appear in one of cave temples at Ellora. Fergusson and Burgess: Cave
Temples of India, p. 383.
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radhararh vamakarena kamaladharath Bhagavanmukhavlokanaparau ca
tau bhavayet.
Iti Vajrasanasidhanarh samiptam’’
Sadhanamala, p. 24.

“The worshipper should meditate himself as (Vajrasana) who dis-
plays the Bhiisparsa Mudra in his right hand while the left rests
on the lap. He is dressed in red garmentsand sits on the Vajra-
marked double lotus placed on the four Miaras 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 Jatimukuta (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 arc 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 éﬁkyasiﬁlha was conceived in another form which was called
by the name of DurgatipariSodhana. This particular form of éﬁkya—
sithha is described in the Nispannayogavali of Abhayakara Gupta.

DURGATIPARISODHANA.

Colour—Yellow Face—One

Arms—Two Mudra—Dharamacakra

éﬁkyasir’nha, the embodiment of Mahavairocana, is the principal deity
in the Durgatiparisodhana Mandala of the Nispannayogavali. He has
been described in a short sentence :

“Cakrasya vedyam visvasarojasthasithhopari éri—éﬁkyasirhho Bhagavian
Mahivairocanah suvarpavarno dhrtadharmacakramudrah.
) NSP, p. 66.

“On the centre of the wheel on a lion placed on a double lotus sits
the god Sri Sakyasithha, the embodiment of Mahavairocana of golden
yellow colour, dispalying in his two hands the Dharmacakra Mudra”.

Nepalese paintings of the deity are available, but sculptures are not
recorded anywhere, L



DHYANI AND MORTAL BUDDHAS 79
MORTAL BUDDHASAKTIS

Like the Dhyani Buddhas, the Mortal Buddhas have also their res-
pective Buddhasaktis through whom they obtained the seven Mortal
Bodhisattvas. The Buddhasaktis are :—

1. \’/ipaéyanﬁ 4. Kakudvati
2. Sikhimalini 5. Kanthamailini
3. Visvadhara 6. Mahidhara

7. Yasodhar3

Representation of these are not met with anywhere in India. Only

one Statuette of the last Yasodhard is found in China .

MORTAL BODHISATTVAS

They were brought into existence by their respective Mortal Buddhas
and their Saktis. They are :—

1. Mahamati 4. éakamaﬁgala

2. Ratnadhara 5. Kanakaridja

3. Akabagaija 6. Dharmadhara
7. Ananda®

The names of Yasodhard and Ananda are familiar names, the former
14
being the name of Sakyasirhha’s wife and the latter that of his favourite
disciple.
The relation between the Mortal Buddhas, their Buddhasaktis and
the Bodhisattvas may be thus shown in a tabular form :—

Mortal Mortal Mortal

Buddha Buddhasakti Bodhisattva
Vipaéyi Vipasyanti Mahamati
Sikhi Sikhimilini Ratnadhara
Viévabhi Visvadhara Akadagafija
Krakucchanda Kakudvati éakamaﬁgala
Kanakamuni Kanthamilini Kanakarija
Ifaéyapa Mahidhara Dharmadhara

Sakyasirhha Yasodhara

nanda ,_S\/
7{&:}1&

1. Clark : TLP, II, p. 171, For the names of the Buddhaéaktis see
from Nipal, Vo. Il. 163 and 185 f.
2. Oldfield : Sketches from Nipal, Vol. II. pp. 163 and 185 )
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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 Hinayanists and the Mahayanists 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 Padmapini mainly by the figure of a
small Caitya which he bears on his crown. Getty remarks thatin
Indian sculpture he shows in his hands the usual Dharmacakramu-
dra ; in the left there is a vase, round, oval or pointed, 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 Maitreyais said to refer to the
belief that a Stupa in the mount Kukkutapida 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 Sadhanamila furnishes us with only one description of
Maitreya as a principal divinity and several others in which he is
represented as a minor god. When as a minor god, he accompa-
nies 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 Dhyana :
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......... Pita‘Maim’karaparinatarh vi$vakamalasthitarh trimukharh
caturbhujarh krsnasukladaksinavamamukharh suvarnagauram
sattvaparyahkinath vyakhyanamudradharakaradvayath aparadaksi-
navamabhujabhyarth varadapuspitanigakesaramafijaridhararh
"nandlanka radharam dtmanarh Maitreyaripath Fiambya....... ...
Maitreyasadhanam. Sadhanamala, p. 560.

“The worshipper should meditate himself as Maitreya who ori-
ginates from the yellow germ syllable “Maih”. He is three-faced
three-eyed, 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 Vyakhyana Mudra and he
shows in his other right and left hands the Varada Mudri and a
full-blown Nagakesara flower with its branches He is decked in many
ornaments, Meditating thus ..

This is the Sidhana 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, IL. pp. 7, 9, 59, 143, 195.
11



CHAPTER II
THE BODHISATTVAS

| The term Bodhisattva consists of two words Bodht (enlightenment)
and Sattva (essence) and they represent a class of deities who derive
their origin {from the five Dhyani Buddhas representing the five primor-
dial elements. The Bodhisattvas thus connote all the rpale deities
of the Buddhist pantheon. while their female coumerparts’are known
by the generic name of éaktis. These Saktis should be distinguished
from the Buddhasaktis who are fhe queens of the five Dhyani Buddhas.
‘The Bodhisattvas are sometimes represented in the company of their
aktis who are seated either beside them or on their laps or in close
embrace. Although all the male deities of the Buddhist pantheon can
ke called the Bodhisattvas, they are ncvertheless separated in icono-
graphic 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 Mailjuéri are the chief and have wide popularity not only in this
country, but also in other Buddhist countries such as Tiket, China and
Japan.J As the images of Avalokitefvara and Mafijuéri are found in
alt"these countries in large numbers and in a wide variety of forms
they require obviously a separate treatment in subsequent chapters.

The Nispannayogivali of Mahipandita Abhayikara Gupta men-
tions altogether three sets! of sixteen Bodhisattvas. Some names
occur in one or two or all the three lists, which when analysed,
give an account of twenty-five Bodhisattvas in all. These three
lists are headed in one by Samantabhadra and in two others by
Maitreya, the Future Buddha. Images of many of these Bodhisa-
ttvas 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 Abhaydkara Gupta are
stated below for facility of comparison, before the Bodhisattvas
are actually described with the help of the Dhyanas.

List No. 1 Samantabhadra, Aksavamati, Ksirigarbha, Akadagarbha,
Ganganagafija, Ratnapini, Sigaramati, Vajragarbha, Avalokitesvara,
Mahasthamaprapta. Chandraprabha, Jaliniprabha, Amitapratha, Pra-
tibhankdta, Sarva$okatamonirghdtamati, Sarvanivaranaviskambhin.

1. NSP, pp. 46, 50, 67.
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List No. 2 Maitreya, Mafjusri, Gandhahasti, Jianaketu, Bhadra-
pila, Sagaramati, Aksayamati, Pratibhanakiita, Mahasthamaprapta,
Sarvapayaiijaha, Sarvasokatamonirghatamati, Jaliniprabha, Candrapra-
bha, Amitaprabha, Gaganagafija, Sarvanivarapaviskambhin.

List No. 3 Maitreya, Amoghadar$in, Apayafijaha-Sarvipayafijaha,
Sarvasokatamonirghatamati, Gandhahasti, Surahgama, Caganagafija,
Jiianaketu, Amitaprabha, Candraprabha, Bhadrapala. Jaliniprabha,
Vajragarbha, Aksayamati, Pratibh@nakita, Samantabhadra.

) 1. SAMANTABHADRA' |
Colour—Yellow and Blue Symbol—Jewel

[The Bodhisattva Samantabhaara (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 1s
further exemplified by frequent mention of his name in the Nispanna-
yogavall. Samantabhadra is popular both in Tibet and China where
his images are frequent and numerous.

{He is described several times in the Nispannayogivali 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 Dharmadhituvagisvara Mandala Samantabhadra is described
as follows :

Samantebhadrah pitah savyena varado vimena utpalakhadgadharah.

NSP, p. 58.
““Samantabhadra is yellow in colour, shows the Varada (boon) in the
right hand and holds on the left the sword on lotus.” [

| In the Durgatiparis$odhana Mandala he is described as :

Samantabhadrah suvarnavarno ratnamafijaribhrddaksinapanih
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.” [
1 Once again Samantabhadra is described in the Kalacakra Mandala.
There he is described as : /

Samantabhadrah nilah savyairvajrakartriparadln vimair-ghanta-
kapala-Brahmasirarhsi dadhanah. Brahmasirahsthane utpalam va.
Dharmavajtisamapanno’yar. NSP, p. 85.
¢ Samantabhadra is blue in colour and holds in his three right hands
the Vajra, the Kartri and the Paradu, and in the three left hands the

1. For a full description see Getty : GNB, p. 47, f.
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Ghanta, the Kapala and the severed head of Brahm3a. Sometimes the
head of Brahmd 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 Sadhanamals, although only
one description of his is available. In the Lokanatha Sidhana he is
described as : /

Samantabhadrah pitabho ratnotpalavarapradah
Sadhanamila, p. 49

“Samantabhadra is of yellowish colour, holds the jewel on a lotus and
exhibits the Varada Mudr3 in his two hands.” /

@,

‘The second Bodhisattva is Aksayamati (Indestructible mind) and
his name is widely known in the Buddhist ritualistic literature. Aksa-
yamatl is described thrice in the Nispannayogavali. ¥ 4

In the Mafijuvajra Mandala Aksayamati is described as :

Aksayamatih suvarnavarno vimamustim hrdyavasthapya savyena
varadamudrah. NSP, p. 50.

I “Aksyamati is of golden complexion, and shows the clenched
left hand against the chest, and exhibits the Varada mudra in
the right.” |

| In the Dharmadhatuvagiévara Mandala, he is described somewhat
differently as:{

Aksayamatih pitah savyena khadgam vimenaabhayakamalarh

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
mudrd and the Kamala.”

I'A third description of this Bodhisattva occurs*in the Durgati-
pariéodhana Mandala and he is described in the following words :

Aksayamatih sito hastabhyarh jfianamrtakalasadhari
NSP, p. 67.

I “Aksayamati is white in colour and with his two hands holds
the bowl containing the nectar of knowledge l

e

2. AKSAYAMATI

Colour—Yellow Symbol—Sword or Jar

1. Clark: TLP, 11, 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 Abhayamudrd and the left resting on the Iap.l Fig. 49 isa
Nepalese drawing of the deity. Fig. 50 illustrates a Chinese
specimen.

3. KSITIGARBHA *
Colour—Yellow or Green  Symbol—Kalpa Tree 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 inthe following words :

Ksitigarbhah pito daksinena krtabhUsparso vimenabjastha-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-giving tree
(kalpavrksa) in the left.”

Ksitigarbha is iliustrated four times in the Peiping collection in
different forms.® Heis also found in Tibet.! Fig. 51 is a Nepalese
drawing of the deity.

Under Lokandtha Sadhana in the Sadhanamala a further des-
cription occurs of the Bodhisattva Ksitigarbha. Here he is des-
cribed in verse as:

Ksitigarbhah $yamavarnah kalasam cabhayarh tatha.
Sadhanamil3, p. 49.
“Ksitigarbha is of green colour, and shows in his two hands
the jar and the Abhaya mudri.”

4. AKASAGARBHA®
Colour—Green Symbol—Jewel

The Bodhisattva Akadagarbha (essence of ether) is also known
by the name of Khagarbha, the words *Kha” and “Akaéa” sig-
nify the same thing “Sky”  Akabagarbha is the Bodhisattva who
lives in the womb of the sky.

Akabagarbha is described in the Dharmadhituvagisvara Mandala
of the Nispannayogivali. His form is depicted in the following

1. Clark: TLP, II, p. 132.

2. For further information see Getty : GNB. p. 90, et. seq.
3. Clark: TLP, IL. pp. 8. 9, 56, 274.

4. Gordon : ITL, p. 60.

5. For futher information see Getty : GNB, p. 101.
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words :

Akasagarbhah $yamah savyena sarvaratnavarsi \@mena cintdmani-
bht. NSP, p 58.

“Akadagarbha 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 Akasagarbha 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 mudrd 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.

Akadagarbha is recognized by his second name of Khagarbha
in the Saibanmila and under the Lokanatha Sadhana his form is
described as follows :

Khagart ho nabhahsyamibho cintimanivarapradah.

Sidhanamils, p. 49

“Khagarbha is green as the sky, holds the Cintimani jewel in’

one hand and exhibits the Varada mudrd in the other.”

@ 5. GAGANAGANJA v
Colour—Yellow or Red  Symbol—Kalpa Tree

I The Bodhisattva Gaganagafija is described four times in the
Nispannayogavali. His colour is yellow showing his affiliation to
Ratnasambhava of yellow colour with the Varada mudrd and the jewel.

In the Mafjuvajra Mandala he is described as :/
Gaganagafijah suvarpavarno vame vajramustith garvena katyarh
nyasya daksinamh gagane bhramayan. NSP, p. 50.

| “Gaganagafija is of golden yellow colour. In the left he holds
the Vajra with in 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 follow-
ing words: t
Gaganagafijah pitah savyena Cintamanibhrd-vimena bhadraghata-
valambitakalpavrksarn dadhanah. NSP, p. 58.

[“Gaganagaﬁja is yellow and shows the Cintimani jewel in the
right hand. In the left, he holds the auspicious bowl from which
—
is suspended a Kalpa (wish-giving) tree.”” |

1. Clark : TLP, IL pp. 8, 9, 56, 273. Also N5P. introduction p 25.
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[ A thitd description of Gaganagafija occurs in the Durgatipari

§odhani Mandala. There his form is as under: [
Gaganagoafijah  sitapitah savyena padmasthadharmagafijadbarah

katisthavamahastah. NSP, p. 67

l“Gaganagaﬁja is whitish yellow in complexion. Hec holds the
Dbarmagafija on lotus in the right hand, while his left hand rests on the
hip.” |

[ Gavcanagafija is also represented in the same form as his sire Ratna-
sumbhwva of yellow colour. In the Two Lamaistic Panthcons Gagana-
gafija occurs only once and he is of the same form as his sire Ratnasam-
bhava.] Fig. 53 is a Nepalese drawing of the Bodhisattva.

| Bodhisattva Gaganagafija is not unknown to the Sidhanamald. In
the Loknatha Sadhana, a short description of the deity is available. It
runs as follows : {

Gaganagafijo raktavarno nilotpalavarapradah

l Sadhanamala, p. 49.
“Gaganagafija of red colour, holds the blue lotus and exhibits the
Varda mudrd in his two hands.” [

6. RATNAPANI °

Colour—Green Symbol—]Jewel or the Moon

The Bodhisattva Ratnapani (Jewel bearer) is described only once in
the Dharmadhatuvagi$vara Mandala of the Nispannayogavali. Here he
is described as :

Ratanapanih $yamo daksinapinind ratnam vamendbjastha-candra-
mandalarh bibbranh. NSP, p. 58.

“Ratnapani is green in colour, holds the jewel in the right hand, and
the disc of the moon on 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 diawing of the
Bodhisttva.

7. SAGARAMATI
Colour—White Symbol—Sea Wave or Conch

Bodhisattva Sagaramati ( ocean mind ) is twice described in the
Nispannayogavali. In the Mafijuvajra Mandala, he is described as:
Sagaramatih sito hastadvayaprasaritah sarvangulibhistarangakhinayi
‘ NSP, p. 50.

1, Clark: TLP, II. p. 136.
2. For futher information see Getty : GNB. p. 53, 54.
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“‘Sagaramati is white in colour with both hands outstretched and the
fingers displaying the sea-waves.”

In the Dharmadh;tuvﬁgiévara Mandala he is once again described as :

Sagaramatih sitah savyena $arhkharhvimena vajrakhadgarh 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— wasapnumika Scripture

’The Bodhisattva Vajragarbha (matrix of Thunderbolt) is described
twice in the Nispannayogivali. In the Dharmadhituvagisvara Mandala
he is described as : |

Vajragarbho nilotpaladalavarno daksinena vajrath vamena dasabhu-
mikapustakadharah. NSP, p. 58.
“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 Da$abhtimika.”

| In the Durgatipariéodhana Mandala Vajragarbha’s form is depicted
thus :

Vajragabho nilasitah savyena nilotpaladharah katinyastavamamustih.

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 collec-
tion. Fig. 56 is a Nepalese drawing of Vajragarbha.

9. AVALOKITESVARA
{Colour—White Symbol—Lotus

The Bodhisattva Avalokiteévara (The Watchful Lord) also called
Padmapani (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. .

Avalokiteévara is described in the Dharmadhatuvagisvara Mandala as:

Avalokiteévarah subhrah savyena varado vimena sarojadharah.
NSP, p. 58.
“AvalokiteSvara is white in colour ; he displays the Varada mudri in
the right hand and in his left, he holds the lotus.”
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Avalokites$vara 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 Mahasthamapripta (one who has obtained great
strength) is described twice in the Nispannayogavali. In the Mafijuvajra-
Mandala he is described as :

Mahasthimapraptah sito vdmena sat-vikasitapadmadhari savyena

varadah. NSP. p. 50.

“Mahasthamapriapta is white in colour and holds in his left hand a
bunch of six full-blown lotuses, while the right displays the Varada
mudr3.”

In the Dharmadhituvagi$vara Mandala, he is once again describted
with the following words :

Mahasthimapraptah pitah savyena khadgamh vamena padmarh

dadhanah. NSP. p. 58

“Mahasthimapripta is yellow in colour. He holds the sword in the
right hand, and the lotus in the left.”

In the Chinese collection, Mahasthamaprapta occurg only once?.
Fig. 58 is a Nepalese drawing of Mah3sthamapripta. /

5/ 11. CANDRAPRABHA
~/Colour—Wh1te Symbtol—Moon on Lotus

lBodhisattvu Candraprabha (Light of the Moon) is descrited thrice

in the Nispannayogavali. In the Mafijuvajra Mandala he is described as :
Candraprabhah candravaino vamenotpalastha-candramandaladhari
daksipena 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 Dharmadhatuvigiévara Mandala in
the following words : |

Candraprabhah subhrah savyena vajracakrath vamena padmastha-
candramandalarh 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, p. 7, 11, 161, 195. For further information on Avaloki-
tedvara 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. . '
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l In the DurgatipariSodhana Mandala he is described differently as
follows : |
Candraprabhah $ubhrah savyena padmasthacandrabimbarh bibhra-
nah katisthavimamustih. NSP. p. 67
[\ “Candraprabha is white in colour. He holds the moon on a lotus 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 is
a Nepalese drawing of Candraprabha

b 12. JALINIPRABHA
Colour—Red Symbol—Sun-disc

+ The Bodhisattva Jaliniprabha (Light of the Sun) is also known by
the name of Sturyaprabha and he is described three times in the Nispan-
nayogavali. In the Mafijuvajra Mandala he is described as :

Jaliniprabho rakto va@menotpalastha-sGryamandaladhari savyena
varadah. NSP. p. 50.

i “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 Dharmadhatuvagiévara
Mandala as : |

Jaliniprabhah sitaraktah savyenasirh vimenabjasthastiryam’
NSP. p. 58.

| “Jaliniprabha is whitish red in complexion. He holds the sword in
the right hand and the disc of the sun on a lotus in the left hand.”

i In the DurgatiparisSodhana Mandala he is described further as :i
Jaliniprabho raktah savyena vajrapafijarath bibhranah katisthavam-
amustih. NSP. p. 67.

| “Jaliniprabha is red in colour. He holds the Vajrapafijara (Vajra
marked cage) in the right hand while the clenched left rests on the hip.)’

{ The symbol of Jaliniprabha is the disc of the sunand his red

colour suggests that he isthe spiritual son of the Dhyani Buddha
Amitibha. In the Chinese collection he is represented as Amitibha?}
Fig. 60 is a Nepalese drawing of Jaliniprabha.

13. AMITAPRABHA
Colour—White or Red Symbol—]Jar

¥ The Bodhisattva Amitaprabha ( Boundless Light) also spelt as
Amrtaprabha (Light of Nectar) is described thrice in the Nigpannayoga-

1. Clark : TLP, IL. p. 147.
2. Clark: TLP, II, p. 132
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3

vali. Twice he is mentioned as of white colour and only once as réd.
It thus appears that Amitaprabha should belong to the 'family of
Vaitocana because of his white colour. His spiritual father will be
Amitabha when he is red in colour. | ;

| In the Durgatipariodhana Mandala, Amrtaprabha is described as : |
Amrtaprabhah subbrah mukutoparyamrtakalasabbrtsavyakarah katis-
thavamamustih. NSP. p. 67.
| “Amrtaprabha iswhite in colour. Inhis 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.
| “Amitaprabba 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 :1
Amitaprabhah sitah savyena visvapadmarh vaimena-
bjasthakala$am bibhranah. NSP. p. 59.
| “Amitaprabha 1s 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.l
Fig. 61 is an illustration of a Nepalese drawing of Amjybha.

’

v 14. PRATIBHANAKUTA
Colour—Green, Yellow or Red Symbol—Whip

| The Bodhisattva Pratibh@anaktta 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 to the families of Amoghasiddhi,
Ratnasambhava and Amitabha./
{ In the Mafijuvajra Mandala he is described as: |
Pratibhanakutah $yama utsahgav@mamustir-daksinena
chotikapradah. NSP. p. 50.
l“Pratlbhanakuta 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 Dharmadhatuvagidvara Mandala is as follows ;
Pratibhanakitah pito daksinena chotikam vamena
padmasthakrpanam dhatte. NSP. p. 59.
| “Pratibhanakiita 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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1 The Durgatiparisodhana Mandala describes his form with the follo-
wing words : 1
Pratibhdnakito raktah savyenabjasthamukutadhari
katisthavamamustih. NSP. p. 67.
“Pratibh@nakiita 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 1epresented in the Chinese collection, nor his images are
found in India. Fig. 62 is a Nepalese drawing of Pratibhanakfita.

15. SARVASOKATAMONIRGHATAMATI

Colour—Whitish Yellow. Yellow or Red Symbol—Staft

{ 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 Bodhi-
sattva undoubtedly belongs to the family of the Dhyani Buddha Ratna-
sambhava, although red suggests Amitabha also. !

t The DurgatipariSodhana Mandala describes him as :1
Sarva$okatamonirghatamatih sitapitamisravarnah
dandabbrtsavyakarah katisthavamamustih. NSP. p. 66.

| ‘‘Sarvaokatamonirghatamati is of mixed white and yellow colout.

With his right hand he holds the staff while his clenched left hand

rests on the hip.” |

{ The Mafijuvajra Mandala describes him with the following words
Sarvasokatamonirghatamatih kanakakantih
hastadvayasamputena praharabhinayi. NSP. p. 50.

| «Sarvadokatamonirghdtamati is of golden complexion. With his two

hands joined palm to palm, he displays the attitude of striking.’

/‘ In the Dharmadhatuviagisvara Mandala his description is as undery:
Sarva$okatamonirghatamatih kurhkumavarnah savyena
paficasticikakuli$ath vimena $aktim dadh@nah. N$P. p. 59.

| SarvaSokamonirghatamati is of the red colour of Kurhkuma

(vermillion). 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 éokanirghﬁtamatil. Fig. 63 illustrates a

Nepalese drawing of Sarvasokatamonirghatamati.

16. SARVANIVARANAVISKAMBHIN
Colour— White or Blue Symbol—Sword and Book
Sarvanivaranaviskambhin is the Bodhisattva who is the effacer

1. Clark: TLP, II, pp. 192, 135.
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of all sins. Two independent forms of this Bodhisattva are described
in the Nispannayogivali. 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 Maiijuvajra Mandala describes him as :

Sarvanivaranaviskambhi nilah $uklo vd vamena bhUsparsi daksine

mustitarjanyahgusthau sarhmilya prasamabhinayi. NSP. p. 50.

“Sarvanivaranaviskambhi is of either blue or white colour. With
the left hand he displays the Bhuisparsa (earth-touching) mudri ; 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 follow-
ing words :

Sarvanivaranaviskambhi nilah krpanabhrtsavyapanih vamena visva-

vajrankapatakadharal. 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 Sadhanamila. In the Lokanithasddhana his description
is as under :

Viskambbi tu ksaravarno ratnottamavarapradah

Sadhanamila, p. 50.

“Viskambhin is of the colour of ash, and holds the excellent jewel

and the Varada mudra in his two hands.” /
0 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 Nispapnayogavall Maitreya heads
the list of Bodhisattvas 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 Mafijuvajra Mandala he is described as : /

1. Clark : TLP, I, pp. 7, 11, 52, 274
2. Gordon: ITL, p. 104; Getty : GNB, p. 107.
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Maitreyah suvarnavarno dvabhyarh krtadharmadesanamudro varada-
savyakaro vimena sapu$panigake$arapallavadharah.  NSP. p. 50
[ “Maitreya is of golden colour. With the two principal hands
he displays the Dharmacakra mudri. The other two hands show
the Varada mudrd in the right and the twig of a Nagakesara with
flower in the left.” [
i In the DurgatipariSodhana Mandala his description is as under : /
Maitreyah pitah savyakarena nagakeSarakusumarh vamena kundirh
dadhanah. NSP. p. 66.
[ “Maitreya is yellow in colour. He holds in his right hand the
flower of Nagakes$ara and with the left the mendicant bowl.”’/
lIn the Chinese collection his statuettes occur at least six times
and he is variously represented !. The Nagakeésra floweris his chief
recognition symbol both in China and in India. Heis found also
in Tibet?; Fig. 65 is a Nepalese drawing of the Bodhisattva.
[ In the Sidhanam3la his description is simple : /
Maitreyah pitavarnasca nagapuspavarapradah. Sadhanamala, p. 49.
| “Maitreya 1s yellow in colour and shows the Naga flower and the
Varada mudra.” f |
18 MANJUSRI 4
Colour—Golden Symbol—Sword and Book

Like Avalokitedvara Mafijuéri is wotshipped in all Buddhist coun-
tries and has a variety of forms. Mafijusri has several names such
as Mafjuvajra, Mafijughosa, 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 proup headed by Maitreya. Mafijusri does not find mention
in the list headed by Samantabhadra.

In the Mafijuvajra Mandala Mafijuéri comes as a Bodhisattva in
the third circle of deities surrounding the principal god Mafijuvajra
who is represented along with his Prajiia or female counterpart.
According to Nispannayogavali, Mafijuéri should have the same forn
as the principal deity but he shduld have no Prajiia.

Thus the form of Mafijusri will be of the following description :

Pitanilasuklasavyetaravaktrah sadbhujo daksinaih khadgavarada-

banan vamaih prajiiaparamitapustakanilabjadhanurhsi bibhranah.

NSP. p. 48.

—

Clark: TLP, 11, 7, 9, 59, 143. 195, 202 '

2. Gordon : I1L, p. 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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“Manjusri 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 mudri and the arrow, and in the three
left shows the Prajiiaparamita book, the blue lotus and the bow.”

Next to Avalokitesvara, Mafijuéri 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 China'. Fig 66
illustrates a Nepalese drawing of the Bodhisattva.

Mafijusri as one of the eight Bodhisattvas is recognised by the
favourite name of Maifijughosa (soft voice) and under this name he
is described in the Lokanathasidhana of the Sadhanamila The
text is:

Mafijughosah kanakabhah khadgapustakadhirakah.

Sadhanamals, p. 49.

“Mafijughosa is of golden colour and he holds in his two hands
the sword and the book.*’

/ 19. GANDHAHASTI

Colour—Green 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 headed 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 Mafijuvajra Mandala he is described as follows: /

Gandhastih $yimo vimena kamalasthahastikaradhari
savye varadah. NSP. p. 50.

[ “Gandhahasti is green in colour and holds in the left hand the trunk
of an elephant on a lotus. The right hand exhibits the Varada
muded.”

| In the Durgatiparisodhana Mandala on the other hand the Bodhisatt-
va is described somewhat differently as -{

Gandhahastih sitaSyamah savyena gandhasarhkhadharah
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.”

1, 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—Xellow or Blue Symbol - Flag with Cintamani jewel
S (%

! The Bodhisattva Jianaketu is mentioned as one ‘ot 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 : /

Jianaketuh pito vimena cintimanidhvajadhari
savyena varadah. NSP. p. 50.

l “Jidnaketu is yellow in colour. He holds in his right hand the flag
marked with the Cintdmani jewel. The left hand displays the Varada
mudra” |

l In the DurgatipariSodhana Mandala he is described somewhat differ-
ently as : {

Jiianaketu nilah cintamanidhvajabhrddaksinapanib
katisthavamamustih. . NSP. p. 67.
' *‘Jfianaketu is blue in colour. He holds in his right hand the flag

marked Wiih the Cintamani jewel. The clenched left hand rests on
the hip.”

Jaianakaketu occurs only once in the Chinese collection, where his
form is identical with his sire Ratnasambhava *f Fig. 68 is a Nepalese
drawing of the deity.

\A) 21. BHADRAPALA
Colour—Red (ir X’hite Symbol—Jewel.

| The name of Bhadrapala occurs in the second list of sixteen Bodhis-
attvas headed by Maitreya. At least two independent forms of this
Bodhisattva are to be found in the Nispannayogavali. f 4

[ In the Mafijuvajra Mandala his form is described with the following

words : |
Bhadrapialo raktavarno vamena 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 : [
Bhadrapilah subhrah savyena sajjvalaratnadbari ,
katisthavamamustih. NSP. p. 67

1, Clark: TLP, 11, p. 135. ,
2. Clark : TLP, II, 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 ”” /

I Bhadrapila is represented only once in the Chinese collection and
there his form is identical with that of his sire Amitabha Y Fig. 69

illustrates a Nepalese drawing of Bhadrapila. /
1Y 22. SARVAPAYANJAHA.
Colour—White Symbol—Act of removing sin or goad.

[ Bodhisattva Sarviapayafijaha (Remover of all miseries) is also known
by his shorter name of Apayafijaha and is described twice in the
Nispannayogavali in two independent forms. |

l In the Mafijuvajramandala this interesting Bodhisattva is described
as: [
Sarvapayafijahah $uklo hastadvayena papaksepanabhinayi.
NSP. p. 50.
( “Sarvapiyaiijaha is white in colour. With his two hands he displays
the act of removing all sins.” |

Ll_g the Durgatiparifodhanamandala he is described as Apayafijaha

with the following words : (
“Apayaiijahah sveto’nkusabhrtkaradvayah. NSP. p. 66.

L“Ap’éyaﬁjaha is of white colour. With both hands he carries the
Ankuéa (goad).” |

| He is represented twice in the Chinese collection. In one he is
identical with his spiritual sire Aksobhya with the Bhiisparéa 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 Bbe deity. Fig. 71 illustrates his Chinese y{tte.

Lh 23. AMOGHADARSIN

Colour—Yellow Symbol—Lotus

The name of Bodhisattva Amoghadaréin 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 : | .
. Amoghadarsi pitah sanetrambhojabbrd-daksinakarah
katisthavamamustih. NSP. p. 66.

1. Clark: TLP, II, p. 147. e
2. Clark : TLP, II, pp. 143, 169.

13
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l “Amoghadaréi is yellow in colour. In his right hand he holds the
lotus with its central core, while the clenched left rests on the hip.”

Amoghadaréin’s statuette occurs thrice in the Chinese collection .

Fig. 72 is a Nepalese drawing of Bodhisattva Amoghadaréin.

\b 24. SURANGAMA.
Colour—White Symbol—Sword.

lSuraﬁgama's name occurs in the third list of the sixteen Bodhis-
attvas headed by Maitreya. In the Nispannayogivali his name is
referred to twice only and his single independent form is described in
the Durgatipariéodhanamandala as under : {

Surahgamah $ubbrah savyena asidharah katisthavamamustih
NSP. p. 67.

\“Suraﬁgama is white in colour. He holds the sword in the right
hand, while the clenched left is placed on the hip.” |
l In the Chinese collection Surahgama is represented only once, and

that too in a different form 2. | Fig. 73 illustrates a Nepalese drawing
of the Bodhisattva Surahgama.

_ N
25. VAJRAPANL
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
Sadhanamiald in Sadhana No. 18 for Lokanatha. This list of eight
Bodhisattvas is also headed by Maitreya and consists of :

1. Maitreya 5. Mafijughosa
2. Ksitigarbha 6. Gaganagafija
3. Vajrapani 7. Viskambhin
4. Khagarbha 8. Samantabhadra

The description of Vajrapani also occurs under the Lokanathsadhana
in the Sadhanam3la. A half verse here describes Vajrapani :

Vajrapanisca suklabho vajrahasto varapradah.
Sadhanamaili, p. 49.

“Vajrapani is of white colour, carries the Vajra in one hand and
displays the Abhaya mudri in the other.”

1. Clark : TLP, 1, pp. 20, 143, 247.
2. Clark : TLP. II, p. 135.
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This Bodhisattva of the Dhyani Buddha Aksobhya is popular in
Chiha and at least five statuettes are noted in the Two Lamaistic
Pantheons, Vol. II.!' Tibetan specimens > of his image are also

found.
GENERAL REMARKS.

This Chapter on the Bodhisattavas cannot be closed without
a reference to a very important passage in the Nispannayoga-
vali, 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 v 3. Sarvapayaiijaha
2. Amoghadaréi 4. Sarvasokatamonirghatamati
have the same form as that of the eastern Dhyani Buddha Aksobhya
of blue colour.
The four Bodhisattvas :
1. Gandhahasti v~ 3. Gaganagafija
2. Surangama 4. Jianaketu
have the same form as that of the southern Dhyani Buddha Ratnasam-
bhava of yellew colour.
The f.oy Bodhisattvas : -
1. Amitaprabha 3. Bhadrapila
2. Chandraprabha v 4, Jaliniprabhe
have the same form as that of the western Dhyani Buddha Amitabha of
red colour.
The four Bodhisattvas :
1. Vajragarbha 3. Pratibhanakuta
2. Aksayamati v 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 place 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 Dhyani Buddha
forms.

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.




CHAPTER 11l

BODHISATTVA MANJUSRI

There is no doubt that the place assigned to Mafijusri in the
Buddhist pantheon is one of the very highest. The Mahdyanists
consider him to be one of the greatest Bodhisattvas. They believe
that the worship of Mafijusri can confer upon them wisdom, re-
tentive 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 con-
ception of him according to Tantric rites, attained perfection only
by muttering his numerous mantras.

It is difficult to fix the exact time when Mafjusri entered the
pantheon of the Northern Buddhists. His images are not found
in the Gandhara and Mathura schools of sculpture, and Aévaghosa,
Nagarjuna, Aryadeva do not mention him in their works. His
name occurs for the first time in the Aryamafijuérimilakalpa
which is obviously a pre-Guhyasamija work, and then in the
Guhyasamija Tantra which is dated circa 300 A.D. In this work
there are at least four!' references to Mafjjusri and three* to Mafi-
juvajra. His name also occurs in the Sukh@vati Vylha or the
Amitiyus SUtra in its smaller recension® which was translated into
Chinese between A.D. 384 and 417. Subsequent Buddhist works
however give many teferences to Mafijusri, andin the accounts of
foreign travellers like Fa-hien', Hiuen-Thsang, I-Tsing, Mafijusri also
finds mention. His images are to be found in the sculptures of Sarnath,
Magadha, Bengal, Nepal and other places.

Many details about Mafijuéri 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 is called the Svayambhiuksettra ( place of the Self-Born ).
This place is consecrated with a temple of Adibuddha, and close to it
is the Mafijuéri Hill now known as the Sarasvatisthina. The information
about Mafijusti as gleaned from the Svayambhl Purina is given below

in brief.
1. Guhyasamdja Tantrd, G. O. S. pp. 46, 69, 93, 133.
2. Ibid, pp. 51, 87, 121. 3. Sukhavativyiha, p. 92. App. 1L

4. There is a considerable difference of opinion with regard to the divinity of
Mafijuéri mentioned by Fa-Hien. Legge : Travels of Fa-Hien, p. 46
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It is said therein that Mafijusri hailed from China, where he was
living on mount Paficaéirsa (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 day 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 with a 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 kegan a circuit of the lake. When he reached the south-
ern 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 strench of dry land, which is now known as the
as the Nepal Valley. The waters of the Baghmati flow down even to
this day through that opening, which is still called “Kot-bar” or
“sword-cut’". ,

Mafijuéri lostino time in erecting a temple over the flame of fire
and on a hillock nearby he made his own abode, and also a Vihara
(or monastery) still known as the Mafjupattana, for his disciples.
Lastly, he made Dharmakara the King of Nepal. These and many
other pious deeds are ascribed to Mafijuéri in the Svayambha Purana.
Putting everything in proper order, Mafijusri returned home and soon
attained the divine form of a Bodhisattva, leaving his mundane body

behind 1.

From above it appears that Mafijusii was a great man who brought
civilization to Nepal from China. He had apparently extraordinary
engineering skill, 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 Mafijuéri,
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
Essays, p. 115 ff. and in Oldfield : Sketches from Nipal, Vol. II, p. 185 f.
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of Mafijusti 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
Dhyini Buddhas, and as such, various attempts were made to assign
Mafijusti 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. Mafijusti also shows several
colours showing his allegiance to several Kulas or families. The human
origin of Mafijuéri seems to be responsible for this kind of confusion.
Mafijuéri seems to have been deified in the same manner as Aévaghosa,
Nagarjuna, Aryadeva, Asahga and many others were regarded as
Bodhisattvas in the time of Hiuen Thsang.

Forty-one Sadhanas in the Sidhanamala are devoted to the worship
of Majiiuéri, and in them are described several distinct forms of the
Bodhisattva. In finding out the names of the different varieties of
Mafijuéri special stress has been laid on the mantras rather than on
the colophons of the Sidhanas. 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 Mafijusri are described in the following pages one by one
having distinct iconographic peculiarities.

In his simplest form Mafijuéri carries the sword in his right hand
and the Prajfiaparamitd manuscript in his left. In representations
sometimes the two symbols are placed on lotuses. Sometimes he
is accompanied only by Yamairi, sometimes only by his Sakti or
female counterpart, sometimes by Sudhanakumira and Yamiri and
sometimes again by the four divinities, Jaliniprabha (also called Siiryya-
prabha), Candraprabha, Ke$ini 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 Mafijusri several of his Chinese images
are noticed by Clark in his Two Lamaistic Pantheons . A remarkable
specimen showing Mafijusrl in the company of two principal Hindu
gods, Ganapati and Visnu is found in the Baroda Museum (Fig. 74).

1. VAJRARAGA
Colour—White Mudrad—Samidhi
Asana—Vajraparyanka

Vajraraga Mafijusri is also known by the two names of Vik and
Amitibha Mafijuéri showing his allegiance to the Dhyani Buddha
Amitibha of red colour. Vajrariga is one-faced and two-armed. His

1. Clark: TLP, II, pp.7, 11, 63, 198.
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two hands are joined on his lap forming what is called the Samadhi or
the Dhyana mudrd. 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 Sadhanamala describes his form
in the following Dhyana :—

Dvibhujaikamukhar sitarh vajraparyankopari samadhimudrahastarh
aSesakumirdbharanabhiisitarh paficacirakarh Mafijusribhattarakar...
nispadya . vajrajihvopari Buddhath Amitabham vicintya.. Om Vakye-
dath namal iti japamantrah’’. Sadhanamalg, p. 129

“The worshipper should think himself as Mafijuéri Bhattaraka who
is two-armed and one-faced and has white colour. His two hands are
joined in forming the Samadhi mudra. He is decked in all princely
ornaments, wears the five pieces of monkish garments...thus meditating
...he should think of the figure of Buddha Amitabha on*the adamantine
tongue...‘Om Vakyedarh namal’ 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 2.

2. DHARMADHATU VAGI$VARA
Colour—Reddish White Face—Four
Asana—Lalita Arms—Eight

Stone or bronze images of Dharmadhatu Vagiévara are by no means
common, but paintings are still made of him by the Citrakaras 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 éghgﬁra (amour).
The two principal hands carry the bow and the arrow, the second pair
has the noose and the goad, the third the book and the sword, and the
fourth the Ghanta and the Vajra. He may also have another form,
exhibiting the Dharmacakra mudrd 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 :—

“...Astabhujarh caturmukharh mulamukharh raktagaurath daksinarh
kurhkumarunarh paScimarh padmaraktarh, uttararh pitaraktath, dvabhy-
am hastabhyam dhanurbanandhararh, aparabhyam pasankusadhararh,

1. Gordon: ITL, p. 66 illustrates his statue under the general title of Mafijuéti,
2. Clark: TLP, 1I, pp. 120, 227.
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punaraparabhyarh Prajfiaparamitapustakakhadgadhararh, tathaparabhyarh

ghantavajradharath mah3ardgasrhgararasojjvalarh lalitdsanasthath viéva-

padmacandre divyavastrabharanath Amitabhajatdmukutinarh...
Sadhanamils, p. 128.

“The worshipper should think himself as the god Dharmadhatu-
Vagisvara who is eight-armed, four-faced and of reddish-white colour.
His right 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-
mitd manuscript and the sword in the third and the Ghanta and the
Vajra in the fourth. He displays the sentiment of Srngara (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”.

(ii)
Colour— Golden Yellow Faces—Four
Arms—Eight

Manjughosa is the principal deity in the Dharamadhatuvagiévara
Mandala of the Ni§panqayog‘a‘vaﬁ. His form may be given briefly as
follows :

“Mafijughoso Vajraparyanki...suvarpavarnah...... pita-nila-rakta-sita-
mila-savyapascimavamamukho astabhujo dvabhyim Dharmacakra-
mudrah savyaih krpana-bana-vajrini vamaih prajfiaparamitapustaka-
capavajra-ghantd 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 pricipal 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 Prajfiaparamitd 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 Sadhanamila describe this variety of
Mafijusri, which is known by the name of Mafijughosa. When repre-
sented, he closely resembles Mafijuvara, with the difference that the

1. TLP, 1 p. 115, 124, 241, 262. T
2. Getty : GNB, PL. XXXV, 6 is a good illustration of this form.
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Fig. 60 Jaliniprabha

Fig. 59 Candrapratha
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lotus here does not bear the book. It may also be pointed out that
Mafijughosa should have the lotus only in his left, but Mafijuvara may
have it on either 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 displavs the Vyakhyana mudr3, and in his left there is
the lotus. He is sometimes accompanied by Yam3ri in the left and
Sudhanakumira in the right. The Dhyina as found in one of the
Sadhanas is given below :—

“Mafijughosaripam-atminarh paéyet sithhastharh kanakagauravarnarh
sarvalankdrabhlsitarh Vyakhyanamudravyagrakararh vamapiréve utpala-
dharam Aksobhyamukutinam. Daksine Sudhanakumararh vime Yaman.
takarh pasyet...mantram japet Orh Vagisvara Mh"” Sadhanamala p. 109

The worshipper should meditate himself as the deity Mafjughosa
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 lotusin his left, and bears
the image of Aksobhya on his crown. On his right there is Sudhana-
kumara and on the left Yamantaka ... The Mantra Orh Vagiévara Mih
should be muttered”.

Some of the Sadhanas mention that he should sit in Lalitdsana
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 Vajraparyaika or the Ardhaparyanka. His colour is
generally yellow, but he may have the colour of Kuhkuma as well.

4. SIDDHAIKAVIRA. v~
Colour—Whaite Mudra—Varada
Symbol—Lotus.

Four Sadhanas in the Sadhanamila describe the form of Siddhaika-
vira and in one of these he is said to bear the image of the Dhyani
Buddha Aksobhya on his crown (Mauli) thus showing the family
connection with Aksobhya the progenitor of the Vajra family. When
represented, his left hand holds the blue lotus while the right displays
the Varada mudrda. The Dhyana in the Sadhanamild descrites his
form in the following words :

“Siddhaikaviro Bhagavin candramandalasthalh  candropdsrayah
jagadudyotakari dvibhuja ekamukhah Suklah vajraparyanki divyalan-
karabhisitah paficavirakasekharah.. vame nilotpaladbarah daksine
varadah...tato Bhagavato maulau Aksobhyarh devatyah pGjarh kurvanti”.

Sadhanamilg, 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 sits in 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 mudrd 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 Mafjusri
is given. The god in the form of Siddhaikavira is painted red and is
placed in the centre. He is accompanied by four deities, Jaliniprabha,
Candraprabha, Kasini and Upaksini. These four deities more often
accompany Arapacana, another from of Mafijusri which will be
described later, The Sadhanas are not generally explicit as to the
Asana of the god. In Saranath his image is shown in a standing
attitude (Fig. 77).

A confusion is likely to arise between the forms of Loknanatha
and Siddhaikavira if they are both represented without companions
and without the figure of the parental Dhyani Buddha on their crown,
for both these deities have the same symbol, the lotus and the same
mudria, the Varada pose. In that case the image would most likely be
identified as that of Lokan3tha, 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 Mafijusri 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 image of Aksobhya on
his crown. The two principal hands hold the fully expanded bow of
flowers charged with the arrow of a lotus bud. The four remaining
hands carry 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 Adoka 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 Aéoka bough are dropped. The
Dhyina describing the six-armed variety of Vajrananga is given below:

Vajrinahganama Arya-Mafijughosarh pitavarpamh sadbhujarh miila-
bhujabhyam akarpapiritaraktotpalakalikasarayukta-kusumadhanurdha-
rarh; daksinadvayena khadgadarpanabhrtarh vamayugalenendivararakta-
$okapallavadhararh; Aksobhyadhisthita-jatimukutinath  pratyalidha-
padam sodasavarsikdrath mah3srhgiramirtith pasyet”.

Sadhanamils, p. 124
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“The worshipper should think himself as Arya-Mafijughosa in the
form of Vajranahga with yellow complexion, and six arms. With the two
principal hands he draws to the ear the bow of flowers charged with
an arrow of a red lotus bud; the two remaining right hands carry the
sword and the mirror, while the two left hold the lotus and the Aoka
bough with red flowers. He bears the image of Aksobhya on his
Jatamukuta, stands in the Pratyilidha attitude, apreats a youth of
sixteen years and displays the intense érr‘xgira Rasa ”’

Vajranahga 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 flowers 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 Sidhanamaila 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
subjugated !. Fig. 78 illustrates a Nepalese drawings of the deity.

~

6. NAMASANGITI MANJUSRT
Colour—Reddish white Asana— Vajraparyafika

Faces—Three Arms—Four

This form of Mafjuéri with the effigy of the Dhyani Buddha
Aksobhya on the crown is known as Namasahgiti Mafijuéri, to whom
only one Siadhana in the Sadhanamild 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 :

“...Raktagaurath padmacandropari vajraparyahkanisannah ; pratha-
mamukharh raktarh, daksinam nilath, vame $uklarh iti trimukhar,
hastacatustayena yath@yogarh Prajfiakhadgadhanurkanayoginarh ratna-

1 Sadhanamils, p. 123
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kiritinarh dvatrith$allaksananuvyafijanavirgjitarh kumarabharanabhtsitarh
atmdnam vibhdvya tadanu sarva-TathagatabhisekaptGrvakarh Akso-
bhyamaulinarh atmanam vicintya . ... Sadhanamala p. 159-160

“The worshipper should meditate himself as Aryanamasangiti,
who is reddish white in colour and sits in the Vajraparyanka attitude
on the orb of the moon on alotus. His principal face is red, the
right blue and the left white and thus he 1s three-faced In his
four hands he carries the Prajfia(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 Mafjuéri Fig. 79 illustrates
a Nepalese drawing of the deity.

Namasangiti Mafijusri is known in China'. Fig. 80 illustrates
his statuette in China.

7. VAGISVARA
Colour—Red of Yellow Asana— Ardhaparyanka
Vahana—Lion Symbol—Utpala

Viagiévara 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 “Orh Viagisvara MGh” 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 Maharijalila Mafjuéri, and the Dhyana
describing that form has already been quoted and translated by
Professor Foucher. The red variety of Vagisvara is described in the
Dhyana thus :

“Paficavirakasekharath kum3rarh sarvabharanabhiisitarh kufkuma-
ruparh vimenotpalath daksinena lilaya sthitarh sithh@sanastharh atma-
nam kumarariipena cintayet...Omh Vigiévara Mah”.

Sadhanamala, p. 105

“The worshipper should think himself as Vagi$vara whose head
is beautified by the images of the five Dhyani Buddhas. He looks
a prince, is decked in all ornaments, and has the complexion of
Kuhkuma. He carries the night lotus in his left hand while the

1. Clark : TLP, II, p. 263.
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right is displayed artistically. He rides a lion and possesses princely
grace......Orh Vigisvara 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. Viagisvara statuettes are found in Tibet'.

8. MANJUVARA
Colour- Golden Yellow Mudra—Dharmacakra

Asana—Lalita or Ardhaparyanka Symbol—Prajfiaparamita on lotus

Two Sadhanas in the Sidhanamald 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 él_'fxgﬁra (amour) lavishly. His two
hands are joined against the chest in forming the Dharmacakra
mudrd 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 Prajfaparamitd manuscript. The text of the Dhyana in one of
the Sadbanas is givea below :

“Taptakaficanabhath  paficavirakakumarath ~ Dharmacakramudra-
sarhyuktarh Prajiaparamitanvitotpaladharinarm sirhasthath lalitaksepath
sarvilankarabhisitath...Om Mafijuvara Harh”. Sadhanamila, p. 111.

“The worshipper should think himself as god Mafijuvara 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 Prajiaparamitd manuscript. He
rides a lion, sits thereon in the Lalita attitude and is decked in all
ornaments...Orh Maffjuvara Ham".

According to a second Sadhana Mafijuvara should have the lotus
in his left hand with the Prajfiiaparamita onit. He may sit in the
Ardhaparyanka attitude and may be accompanied with the fierce
god Yamintaka 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 Mafijuvara with the other.

The image (Fig. 83) discovered at Bara in the district of Birbhum in
Bengal ¢ probably represents this form of Mafijuéri, 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 Mafijuéri.

2. This image was first identified as that of the Hindu goddess, Bhuvanedvari
in the Birbhum Bibarana ( in Bengali), then as that of Simhanada Lokeévarain A.S. 1.
Eastern Circle, Annual Report. 1920—21, p.27 and later on as that of MaRjuéri 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 Sudhanakumira and the figure to the left is Yamantaka. The
principal god here displays the Dharmacakra mudr3 and from under his
left armpit rises a lotus which bears the Prajfiagparamitd manuscript as
required by the Sadhana. The lotus to the right is added in order to
maintain the balance with the lotus to the .left.

The lion vehicle of Mafijuvara is sometimes absent, and in later
images he may be found sitting in the Paryahka or any other attitude
(Fig. 84). The lotus to the right which is not expressly required by
the Sidhana sometimes bears the book (Fig. 85), and sometimes the
sword in order to preserve the halance in a better way (Fig. 86).
One of the two Indian Museum images of Mafijuvara has on either side
of the god two feminine figures which no doubt represent the two
wives of Mafijuéri, Keéini and Upake$ini. Mafijuvara is well known
in Tibet !

9. MANJUVAJRA
(i)
Colour—Red Faces—Three
Arms—Six Variety—Yab-yum

The form of Mafjusri called by the name of Mafijuvajra is some-
what popular amongst the Tantric Buddhists. Several of his forms are
described both in the Sadhanamili and the Nispannayogivali of
Abhayikara Gupta. In the Sidhanamala the colour of his body
including the principal face is red like Kuhkuma, the right face is blue
and the left white. He 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. The Dhy&ra is in verse and may ke quoted
as follows :—

Kuhkumarunasanmurtir-nilasitatrayananah 1
Bhujadvayasamaslista-svabbhavidyadharasyadbrk 11
Khadgatanathujaficipa-nilotpalaparigrahah 1
Visvadalabjacandrasthah vajrasanasasiprabhah II
Sadhanamils, p. 163.

*...His handsome body is red like Kuiikuma and he is endowed with
three faces of (Kuhkuma) blue and white colour. He embraces his
Svabha Prajfia 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.”

l. Gordon: ITL, p. 68 under the title of Dharmacakra Maiijuéri, Getty: GNB,
pl. XXXV.
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Mafijuvajra is represented in Tibet ?

(ii)
Colour—Golden Yellow. Faces—Three
Arms—Six.

Mafijuvajra is the principal deity of the Mafijuvajra Mandala
in the Nispannayogavall. His form has been described thus :
“Sithhopari sattvaparyankanisanno Bhagavan Vairocanasvabhavo
Mafijuvajrah kamaniyakanakakantih... pita-nila-$ukla-savyetaravaktrah
sadbhujo daksinaih khadgavaradabanian vamaih Prajfidparamitipustaka-
nilabjadhanurhsi vibhranah.” NSP, p. 48.

“God Maijuvajra is seated on the back of a lion, is of beautiful
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 mudr3 and the arrow. In the three left
likewise he carries the Prajfiaparamitd manuscript, the blue lotus and
the bow.”

(iii)
Colour—Red Arms—Six

Mafijuvajra is the principal deity in a second Mandala dedicated to
Mafijuvajra 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 described thus :

“Bhagavan Vajrasattvo Mafijuvajra-ripah kuiikumiarunah krsnpa-
sitasavyetaravadanah  pradhanabhujabhyamh svabha-prajfialingitosisa-
rendivaracapadharo”... NSP, p. 2.

“The god Vajrasattva in the form of Mafijuvajra is red like vermi-
llion. His right face is blue and the left white. With the two principal
hands he embraces his Prajiid ; in the others he carries the sword, the
arrow the lotus and the bow.”

Under the name of Mafijuéri his different forms are to be found in
the Chinese collection . Fig. 87 illustrates an eight-armed Mafijuvajra
with the Sakti in the Baroda Museum. It is both remarkable and
beautiful.

10. MANJUKUMARA
Colour—Red Vihsna—Animal
Faces—Three Arms—Six

Only one Sadhana is assigned to this form of Mafijuéri in the
Sadhanamala, which depicts him as three-faced and six- armed, riding

1. Gordon : ITL, p. 66 with the Sakti under the title of Mafijjunitha.
2. Clark: TLP, I, pp. 7, 11, 53, 198, 199.
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on an animal. In his three left hands he carries the Prajiaparamita,
the Utpala and the bow while the three right show the sword, the
arrow, and the Varada pose. The extract is given below :

“Mafijukumararh trimukharh sadbhujath kunkumarunarh nilasitada-
ksinetaravadanarh sattvaparyankinath Khadgabanavaradam daksinakaia-
trayarh, Prajiiaparamitipustakanilotpalacapavad-vamakaratrayam sasri-
gairakumaribharananivasanadikarh nanapuspamahaéobhaciratrayavira-
jitarh Tathagataparamanu-parighatitarh atmanarh dhyatva...”

Sadhanamaila, p 151

“The worshipper should think himself as god Mafijukumara, who
is three-faced and six-armed, of red Kuhkuma, 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 three left carry the Prajfiapara-
mitd, blue Utpala and the bow. He is decked in princely ornaments
and dress as befitting the éghgﬁra (amour) sentiment he displays.
He wears the three rags of a mendicant, which are richly decorated
with various kinds of flowers. His body is composed of the parti-
cles of the Tathagatas......Thus meditating...”

Mafijjukumiara 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 Sidhanas in the Sadhanamild descrite 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 Prajfiacakra. He is accompanied by the four divinities,
Kesini, Upakesini, Candrapratha and SGryaprabha, and as the group
of five originates from the five syllables, ‘A’, ‘R’, ‘P, ‘C’ and ‘N’,
the principal godis called Arapacana. When represented, the four
companions of Arapacana resemble the principal god in all respects.

None of the forms of Mafijusri is so widely represented toth
in stone and in bronze as Arapacana. He is accompanied by his
four attendants, butin some instances the companions are entirely
absent, In one of the sculptures ( Fig. 89 ) preserved in the Dacca
Museum! the four Dhyini Buddhas, Vairocana, Ratnasambhava,
Amitaibha and Amoghasiddhi (besides the usual four companions). are
pictured on the aureole behind, the centre at the top being occupied

1. Bhattasali : IBBS, p. 28f, Pl. VII, b.
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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 Sidhana!.

The Nepal bronze (Fig 91) does not carry the book against 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 Sadyonu-
bhava-Mafijusri. He is resplendent like the full moon, has a smiling
face, is decked in all sorts of princely ornaments, and sits on a double
lotus in the Vajraparyafika attitude. He brandishes the sword in
his right hand, while his left holds the Prajfiiparamitd book against
his chest. Jilinikum3ra (or SGryaprabha) is in front of him, Candra-
prabha 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 :

...Kbhadgapustakadharinath  @kuficitapaficacirath, raktavastrayuga-
yutath $rigaravesadhirinath smitavikasitavadanarh éasankakanatulya—
$obharh visvadalakamalasthabaddhaparyankarh Sadyonubhavarapacan-
arlipath atmanarh-ikseta”. Sadhanamils, p. 121.

“The worshipper should think himself as Sadyonubbava-Arapecana,
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 égﬁgﬁra 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”, Jalinikum3ra from the syllable “R”,
Candraprabha from “P”’, Kes$ini from ‘“‘C” and Upakes$ini from “N”.
Mafjuéri should be in the middle, Jalinikumara in fromt, Candra-
prabha behind, Keéini 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 1dent1ﬁed sManJusn in Grunwedel Buadhut 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, 1I, p. 199 illustrates an image of Arapacana under the title
of Mafijuéri.

16
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12. STHIRACAKRA.

Colour— White Symbol—Sword
Mudra—Varada Companion——éakti

The Sadhana for the worship of Sthiracakra has one remarkable
feature which distinguishes it from the other Sadhanas in the
Sadhanamila, namely, that it does not give the Dhyana at a
stretch, but the information about his form is scattered through-
out 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 destroye the
darkness of ignorance, while the other is engaged in bestowing boons of
all kinds, or in other words, displays the Varda 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 wears the Cirakas which makes
his body resplendent. He wears princely ornaments and displays the
sentiment of passionate love. He is accompanied by a Prajiia, 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 Parisad (Calcutta) image No. C(d) 8/16 has a feint 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 right hand exhibits the Varada pose. He sits in the Lalitdsana on
the moon over a lotus, and is accompanied by his Sakti who according
to Indian custom occupies a position to the left of her consort

(Fig. 93) 1.
Sthiracakra 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 Sidhana only is devoted to the worship of this divinity
which shows that this form was not very popular amongst the Vajraya-
nists. Vadirat is of medium height, neither very short nor very tall,
and appears a youth of sixteen years. He sits on the back of a tiger in

1. This image is described in the Hand book to the Scluptures in the Museum of the

Vangiya Sahitya Parishad, p. 33.
2. Clark: TLP, 11, p. 261.
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the Ardhaparyahka attitude with his left leg slightly raised. He wears
all sorts of ornaments, and exhibits the Vyakhyana mudra. The
Dhyana which is in versé, describes the form of Vadirat in the follow-
ing terms :
Svaccharh sodasavatsarakrtidharath $arddtlaprsthasthitarh
Vyiakhyavyakulapanipadmayugalath vamardhaparyahkinarh |
Dirgahth n3pi na cipi kharvamasamarh saundaryard$yasrayarh
Ratnasvarnamaniprakaravividhalahkaramalakulatmh 1I
éar{mad-Vﬁdirig-Sﬁdhanarh samaptarh. Krtiriyarh Panditasri
Cintamani-Dattasya ", Sadhanamili, p. 98.
“The worshipper should think himself as (Vadirat), who is bhand-
some in appearance (lit. pure or transparent), and appears a youth of
sixteen years. He sits on the back of a tiger. His lotus-like hands are
eagerly engaged in displaying the Vyakhyana mudra. His left leg is
slightly raised in the 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 ’.

1. Clark : TLP, II, p. 262.



CHAPTER 1V
BODHISATTVA AVALOKITESVARA

Avalokitesvara is famous in the Mahayéana Pantheon as a Bodhisattva
emanating from the Dhyani Buddha, Amitabha and his éakti, Pandara.
As Amitabha and Pandara are the presiding Dhyani Buddha and
Buddhasakti of the present Kalpa (cycle), namely, the Bhadrakalpa,
Avalokite$vara is said to be the Bodhisattva who rules during the
period between the disappearance of the Mortal Buddha, éakyasirhba,
and the advent of the Future Buddha, Maitreya. The Gunakiranda-
vytha ’ gives an account of his character, moral teachings and miracles
and from it is learnt that he refused Nirvana, until all created beings
should be in possession of the Bodhi knowledge and to that end he
is still supposed to work and foster spiritual knowledge amongst his
fellow creatures. One of the passages in Karandavytha ? characterises
him as taking the shape of all gods of all religions, nay, even the shape
of the father and mother,—in fact, the form of the worshipped of any
and every worshipper, to whom he might impart knowledge of Dharma.
By a slow and gradual process, first human beings and then amimals
and other creatures would advance spiritually to obtain salvation. For
all these reasons Avalokite$vara is characterised as the best of the
Safigha, the Jewel of the Buddhist Church or Sangharatna.

The Sadhanamald 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 I’ Iconogra-
phie Bouddhique de 'Inde, Vol II with translations in French of the
Sanskrit texts of the Sidhanas.

From the Sadhanamaila and allied works it is possible 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,

1. R. Mitra : Sanskrit Buddhist Literature, p. 95.
2. Karandavytha : ed. Samaérami, 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 islikely to throw a flood of
light on the iconography of Avalokite$vara, a description of all these
varieties is given with their respective illustrations in a separate Appen-
dix 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 Avalokite$vara are found abundantly in India and
Nepal. Out of these the typical oney are described in their appro-
priate places. Such images are popular both in Tibet ! as well as
in ChinaZ.

1. SADAKSARI-LOKESVARA.
Colour—White Arms—Four
Mudra—Axfjali Symbols—Rosary and lotus

Companions—Manidhara and Sadaksari Mahavidya

Four Sadhanas in the Sadhanamala 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 Mahavidy3,
and in the fourth heis single. In all these, the form of Lokeévara
is the same. Below is quoted the Dhyana of the Sadhans describing
him in a group of three :-

“Atmanamh LokesvararGparh sarvalahkarabhtsitath  $uklavarnarh
vamatah padmadharath daksinato’ksastitradharath aparabhyar hasta-
bhyarh hrdi samputafijalisthitath dhyayat. Daksine Manidharamh tatta-
dvarnpabhujanvitarh padmﬁntaroparisthaxh. Viame tathaiva aparapadma-
stham Sadaksarith Mahavidyam” Sadhanamils, p. 27.

“The worshipper should thmk himself as [Sadaksari] Lokesvara
who is decked in all sorts of ornaments, white in colour, and four-
armed carrying the lotusin the left hand and the rosary in the right.

l. Gordon ITL, p, 44 illustrates a Tibetan drawing of Lokeévara with eleven
heads and eight arms. This form is not described anywhere in Sanskrit. Getty:

GNB, pp. 60-64.
2. References to statuettes from 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 Mahavidya with identical form sitting on another lotus”.

The Dhyana of this god has been extracted from the Karandavytha
according to a statement in one of the colophons of the Sadhanas.
The Mantra assigned to this form of Avalokitesvara is the famous
“Orh Manipadme HUm' consisting of six syllables which are here
deified in the form of Sadaksari Mahavidya. 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 Lokeévara is in the middle, the figure to the
right is Manidhara and the female figure to the left is Sadaksarl
Mahiavidyd. 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 Karandavytha 2.

Another artistic but mutilated image of the Sadaksari group
(Fig. 95) 1s now to be found in the Indian Museum, Calcutta. In
this piece both Manidhara and Sadaksari Mahavidya are shown in
the peculiar attitude of sitting known as Virasana.

A third image (Fig. 96) found 1n 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 ARjali mudri 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 Bodhnidth 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 in a group of two in the company of Sadaksari
Mahavidy3, the goddess may have another form depicting her in
Virasana with yellow colour and two hands. Her right hand remains

1 Sarnath Catalogue, No. B (e) 6. P1 X1V (b)
2. Karandavytha, p. 74.
3. A.S. 1. Eastern Circle, Annua] 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
Mahavidya who can be readily recognised by the peculiar Asana which
is uncommon in Buddhist iconography.

Another alternative is also prescribed in the Sidhanamili for all
the three deities, and the Sadhana adds: ‘“‘Sometimes in the Sadhana
of Sadaksari Mahavidya, Loke$vara 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, (1) Tri$Gla entwined by a snake

Four Sadhanas also are devoted to the worship of Simmhanida,
who is regarded by the Mahayanists 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 Simhanida,
either in stone or in bronze, on either side ot 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 :

“Atmanarh  Sirhhandda-Lokeévararliparh bhavayet, Svetavarnarh
trinetrath jatamukutinarh nirbhUsanarh vyaghracarmaprabhrtam sirhha-
sanastharh mahardjalilath  candrisanarh  candraprathath  bhavayet.
Daksine sitaphanivestitarh tritlarh $vetarh, vame nanasugandhikusuma-
paripiritapadmabhgjanarh. Vamahastat utthath padmopari jvala-
tkhadgarm”. Sadhanamailj, p. 63.

“The worshipper should think himself as Sirhhanada Lokeévara
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 isa
lotus-bowl full of fragrant flowers. From his left hand rises a lotus
on which there is a sword burning like fire”.

Images of Sirhhanida are by no means rare and are rather easy
to identify because of clear-cut symbols. Fig. 99 is the famous image

1 Sadhanamals, p. 36.
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of Simhhanida 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 isa small bronze of Simhanada with-
out the lion, from Nepal. Sithhanada wears no ornaments and this
feature of his images differentiates him from Mafijustri when he is
on the back of a lion.

Sirmhaniada is popular both in Tibet? and in China?.

3. KHASARPANA

Colour—White Symbol—Lotus
Mudri—Varada Asana—Lalita or Ardhaparyanka

Companions—T4ara, Sudhanakumira, Bhrkuti, Hayagriva

Khasarpana is described in a number of Sidhanas in the Sadhana-
mala, which fact pointsto his popularity. The peculiar feature of
this god is that he is invariably accompanied by the four divinities
Tard, Sudhanakumara, Bhrkuti and Hayagriva. The principal figure
is the same as Lokandtha, two-armed, and one faced, carrying the
same symbol and exhibiting the same Mudrd ; the difference lies in
the fact that Lokanitha has only two companions, Tara and Hayagriva
while Khasarpana has two in addition, namely, Bbrkuti and Sudhana-
kumiara. 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 Bhagavantarh dhyayat himakarakotikiranavadatarm
deharh, Urdhvajatamakutath Amitabhadekhararh viévanalinanisannarh
$asimandale,  ardhaparyahkanisannarh  sakalilahkaradharavigraharh
smeramukharh dvirastavarsadesiyarh daksine varadakarath vamakarena
sandlakamaladharath, karavigalatpiyUsadbarabhyavahararasikath tada-
dhah samaropitordhvamukharh mahakuksim atikrsarh atiditivainarh
Stcimukhath tarpayantath §rimat-Potalakacalodaranivasinam karuna-
snigdhavilokanarh §rhgirarasaparyupasitarh atisintarh nanalaksanpilan-
krtarh. Tasya puratas-Tara daksinaparsve Sudhanakumarah.

Tatra Tara Syama, vamakaravidbrtarh sanilarh utpalah daksina-
karena vik@éayanti nandlankaravati abhinavayauvanodbhinnakucabhara.
Sudhanakumirasca krtafijaliputah kanakavabhasidyutih, kumarari-
padhari vamakaksavinyastapustakah sakalalahkaravan.

Pascime Bhrkuti Hayagriva uttare.

Tatra Bhrkuti caturbhuja hemaprabha jatakalapini, vime tridandika-

mandaludharihasta daksine vandandbhinayaksastitradharakar3 trinetra.

1. First published by K.N. Dikshit.: Six Sculptures from Mahoba in the A. 8. I.
Memoir No. 8, pl. la. p 2. 2. Getty : GNB, pp. €0, 61, 69,
3. Clark: TLP, II, pp. 199, 265. For the Magadbha specimen see JRAS, 1894, pl. 1.




BODHISATTVA AVALOKITESVARA 129

Hayagrivo raktavarnah kharvalambodarah trddhvajvalatpingalake$ah
bhujagayajfiopaviti kapilatarasmasrusreniparicitamukbamandalah rakta-
vartulatrinetrah  bhrkutikutilabhrikah vyaghracarmambarah danda-
yudhah daksinakarena vandanabhinayi.

Ete sarva eva svaniyak@nanapreritadrstayo yathaSobharh avasthitas-
cintaniyah...

{ti Khasarpanasadhanarh”. Sadhanamaila, 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 Ardhapary-
anka attitude. He is decked in all sorts of ornaments, has a smiling
face, is aged about twice eight years, exhibits the Varada posein
the right hand, and holds the lotus with a stem in the left. Heis
an expert in distributing the stream of nectar that flows from his
hand, and Sdcimukha who stands telow 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 Srhgara (amour), is extremely
peaceful and is endowed with various auspicious marks

“Before him is Tara and to the right is Sudhanakum3ra

“Here Tara is green. She causes to blossom with her right hand
the lotus flower with a stem held in her left. She has many ornaments
and her breasts are oppressively heavy due to adolescence

“Sudhanakumdra, again, has his two hands jomned ( afjjali), 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 Bbrkuti 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 mudrd of bowing in
one and the rosary in the second. She has three eyes.

“Hayagriva is red in colour and s short, with a protruding belly.
His hair rises upwards in the shape of a flame, and he hasa 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 righr hand exhibits the act of bowing.

“All 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 1.
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 Symbol—Lotus
Mudra—Varada

Four Sadhanas are devoted to the worship of the Lokandtha
form of Avalokitesvara. He is single in three Sadhanas and only
one Sadhana describes him as accompanied by Tara and Hayagriva.
The same Sadhana adds further that Lokandtha should be accom-
panied also by the eight Bodhisattvas : Maitreya, Ksitigarbha, Vajrapan,
Khagarbha, Viskambhin, Samantabhadra, Mafijughosa, and Gagana-
gafija, and by the four goddesses : Dhuipa, Puspa, Gandh3, and Dipa,
and by the four guardians of the gates : Vajrankus$i, Vajrapasi, Vajras-
photda and Vajraghanta. In other words the Sadhana gives the
constitution of the whole Mandala of Lokanatha. The principal god
has two hands and carries the lotus 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 :

“Purvavat-kramayogena Lokanathar Sadiprabharh I
Hrihkaraksarasambhitarh jatamukutamanditarh II
Vajradharmajatantahstharh asesarogandéanarh |
Varadarmh daksine haste vame padmadhararh tatha 1I
Lalitaksepasarhstharh tu mahasaumyarh prabhasvararh [
Varadotpalakara saumy3 Tara daksinatah sthita 11
Vandanadandahastastu Hayagrivo’tha vamatah I
Raktavarno maharaudro vyaghracarmambarapriyah™ I
Sadhanamals, p. 49.

“Following the same procedure as before, the worshipper should
think himself as Lokandtha, resplendent like 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 mudri in the
right hand and carries the lotus in the left.

1. Bhattasali: IBBS, p. 24f, Pl. VII,a.
2. Gordon : ITL, p, 66 3. Clark : TLP, 11, 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
mudri and carries the lotus.

“To the left is Hayagriva, who displays the gesture of bowing
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 Maitreyadimh ca vinyaset |
Maitreyah pitavarnasca ndgapuspavarapradah II
Ksitigarbhah $yamavarnah kalasath cabhayarh tatha 1
Vajrapanpisca suklabho vajrabasto varapradah 1I
Khagarbho nabhahéyamabho cintimani-varapradah 1
Mafjughosah kanakabhah khadgapustakadharakah 1I
Gaganagafijo raktavarno nilotpalavarapradah [
Viskambhi tu ksiravarno ratnottamavarapradah Il
Samantabhadrah pitibhah ratnotpalavarapradah [
Dhipadicaturddevi ca Vajrankusyadidvaragah 11
Varnayudhe yathartirvarh mandalasyanusaratah |
Evamvidhaih samayuktarh Lokanathamh prabhavayet II”.
Sadhanamail3, pp. 49-50

“On the eight petals of the lotus [on which the god sits] should be
placed the gods Maitreya and others. Maitreya is yellow in colour
carries the Nagu [kesara] flower and exhibits the Varada pose. Ksitigar-
bha is of green colour, carries the Kalada and exhibits the Abhaya
pose. Vajrapani is whitish in colour, carries the Vajra and exhibits
the Abhaya mudrd. Khagarbha has the colour of the blue sky,
carries the Cintdmani and exhibits the Varada mudrd. Mafijughosa
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 mudri. Viskambhin is ash-coloured, carries
the excellent jewel and exhibits the Varada mudra. Samantabhadra
is yellowish in complexion, carries the jewel on alotus and exhibits
the Varada mudri. The four goddesses Dhiipa and others (accom-
pany Lokanatha) 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 Hayagiiva. In paintings of the com-
plete Mandala alone all the companion deities are expected to be
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present. Lokanatha may sit in three attitudes according to three
different Sidhanas ; he may have the Lalita, the Paryanka or the
Vajraparyahka attitude. Out of all images of Lokanitha so far
discovered, the one from Mahoba is perhaps the best and the most
artistic (Fig. 105). There is a fine bronze of Lokanatha (Fig 106) in
the Baroda Museum. The Sarnath image (Fig. 107) shows the
miniature figure of Amiutdbha in the Samadhi mudra on the crown.
The Nepal image is made of pureivory (Fig. 108). These last two
represent Lokanidtha in the standing attitude.

5 HALAHALA
Colour—White Faces —Three

Hands—Six Companion—Prajiia

Three Sadhanas in the Sadhanamaila are devoted to the worship of
Hilahala Lokes$vara. 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 dlstlnﬂmshmg feature of Halahala is that he is
generally accompanied by his Sal\tl or female energy whom ke carries
on his lap. The Sadhanas all enjoin the presence of the Sal\tl, 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 Dhy@na contained in one
of the Sadhanas is in verse and reads as follows :

“Hrihkarabijanispannath Halahalath mahakrpam I
Trinetrarh trimukharh caiva jatdimukutamanditarh I
Prathamasyar sitarh niladaksinarh vamalohitarh 1
Safankardhadhararh mirdhni kapalakrtadekharath I
Jatantahsthajinarth samyak sarvabharanabhtsitarh 1
Sitaravindanirbhasarh srhgararasasundaramh 11
Sadbhujarh smeravaktrarh ca vyaghracarmambarapriyarh 1
Varadarh daksine panau dvitiye caksamalikarh I

Trtiye $aranarttanarh ca vime cipadhararh tathd |

Dvitiye sitapadmarh ca trtiye stanameva ca 1l

Vamajanuni sitam Svabhadevith dadhanamh. Vimena kamaladharam
daksinena bhujena Bhagavadalihganaparam kusumasobhitajatakalaparm.
Daksinaparsve sarpavestitarh trislilarh, vamaparéve padmasthakapalarh
nanasugandhikusumaih sampurpam, raktapadmacandre lilaksepasthi-

tamh vibhavayet Bhagavantarh.” Sadhanamala, pp. 65-66.

1. K.N. Dikshit: Six Sculptires from Mahoba, in the Memoir No. 8 of A.S.I.
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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 red.
He bears on his head the crescent and the Kapala. The Jina Amitabha
1s 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 mudrd 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
l’otus and the third touches the breast (of his éakti). He carries the
Sakti of his own creation on the left lap. She shows the lotus 1n the
left hand and the right is engaged in the act of embracing the god Her
Jatd (matted hair) is decorated with flowers. To their right is the
Tristla 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 Halahala is found in China

6. PADMANARTTESVARA
(I) Eighteen—Armed

1

Face - One Arms—Eighteen
Asana—Dancing in Ardhaparyanka
Symbol—Double lotus in all hands

Three Sadhanas in the Sidhanamila 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 Dhy3nas should be quoted and translated. There is
no difficulty in taking the three to refer to Padmanartte$vara, 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 Padmanartteévara are rare in India. Fig. 110 illustrates
one good example from Nepal. It follows the Dhyina given below :

“Padmanartteévaramniyena Arya-Avalokite$vara-Bhattarakarh atma-
namh vibhdvayet ekamukharh astddasabhujarh ardhaparyankinath Ami-
tabhajatdjitamandalarh  sarvakarair-visvapadmadharinarh, yoginivrnd-
aparivrtarh, daksinavamaparsvasthita-Tara-Sudhana-Bhrkuti-Hayagrivarh
divyalahkiravastrabhiisanath .” Sadhanamala, p. 77.

1. Clark: TLP, II, 265.
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“The worshipper should think himself as Bhattaraka Avalokitesvara
in the form of Padmanartte$vara, who is one-faced and eighteen-armed.
He stands in the Ardhaparyanka attitude, and on his Jatamukuta there
is an effigy of Amitdbha. 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 prescrited in the Saidhana is the Ardhaparyanka. This
Asana may have two \arieties ; the ordinary, which is also called the
Mahiarajalila, as in the cases of Vagisvara and Sithhanada, and the dan-
cing variety, (ardhaparyahkena natyastha) as in the cases of Heruka,
Vajravarahi and others. As the word ‘nartte$vara’ means the “God of
Dance” or the “God in a dancing attitude” the Asana of Padmanartted-
vara may be taken as the dancing vatiety of Ardhaparyanka, and this 1s
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 Mafijusri Hill at Svayambhiksettra in Nepal. Though
the god is here represented with only two of the companion derties,
yet the principal figure corresponds in all details, to the description
given in the Sadhanamala.

One statuette of this god is found i China !. This Chinese
statuette is illustrated in Fig. 111.

(I Two-Armed
Colour—Red Companion— Sakti
Mudra—Staci Symbol— Lotus

Vahana—Animal

Another form of Padmanarttesvara is described in a second Sadhana.
and the Dhyana contained thercin runs-as follows :

“Padmapartte$varam dtmanarh bhavayet sattvaparyahkanisannarh
dvibhujaikamukhath raktarh sakaldlahikdaradharath Amitabhamukutarh
vamaparéve Pandaravasinisamaélistarh  3lihgandbhinayasthitavimabhu-
jena raktapadmadhararh, narttanabhinayena Stcimudraya vikasayada-
paradaksinakararh...”. Sadhanamaila, p. 75.

“The worshipper should think himself as Padmanartte$vara, 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 ), while the right shows the Sticimudra in the act of
dancing...”.

1. Caltk: TLP, II, 193.
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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 flowers. Bhirini isin the
West, is yellow in complexion and carries the Cakra and the blue lotus.
Bhrkuti is in the North, with white colour holding the yellow
lotus. In the North-East there is Padmaviasini, who is yellow in
colour and holds the red lotus. The South-East is occupied by
Visvapadmes$vari, who is sky-coloured and holds the white lotus. The
South-West is occupied by Viévapadma, who is white and carries the
the black lotus. In the Norh-West there is Vi$vavajra of variegated
colour holding the double lotus !.

Fig. 112 illustrates a Nepalese drawing of the principal deity
although it does not agree with the Sadhana in all details.

(IlI) Eight-Atmed
Colour—Red Arms—Eight
Asana—Dancing in Ardhaparyanka

One Sidhana in the Sidhanamild describes an eight-armed form
of Padmanarttesvara. The Dhyana contained therein is given below :

‘““Namah Padmanarttesvaraya.

Tatra Vi$vapadmopari candre rakta-Hrihkaraparipatarh Padmanar-
tteSvarath raktavarnath ekamukharh jatmukutinarh trinetrarh, asta-
bhujarh  sarvalahkarabhiisitarh sarpayajfiopavitath ardhaparyahkena
tandavamh. Prathamabhujadvayena nrtyabhinayarh, dvitiyadaksinabhu-
jena hrdi vikasayantarh sticimudram, vimabhujena raktapadmar Sirasi
dhrtarh, trtiyabhujadvayena vajravaddandatrisiladhararh, caturtha-
bhujadvayena aksastitrakundikadhararh, astadeviparivrtarh, evambhutam
Padmanattesvarath Lokanatharh bhavayet.” Sadhanamali, p. 76.

“Salutation to Padmanartteévara !

Here the worshipper should think himself as Padmanattesvara,
on the moon over the double lotus, originating from the sacred
syllable Hrih. He is red in colour with one face, the Jatamukuta,
three 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 Sticimudrd against the chest, the second left
holds a red lotus over his head.; the third pair carries the staff and
the Tristla, stamped with the Vajra ; while the fourth pair carries the

1 Sadhanamals, 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 Padmanarttesvara Lokandtha

should be meditated upon”.

7. HARIHARIHARIVAHANA
Colour—White Arms— Six

Viahana—Sirhha, Garuda and Visnu

The composition of the deity is so queer that great difficulty is
experienced 1n recognizing the images of this form of Avalokitesvara,
called by the peculiar name of Harihariharivahana. The Sadhana
gives a description of the god, butis practically silent as to why such
a special name is given to this particular variety of Loke$vara. India
has not given uptil now any image of Haribaribarivahana and itis
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 Vispu rides Lokesvara. The lion, the Garuda
and the god Visnu, all have ‘Hari’ as their synonym and because the
vehicle of Lokeévara is composed of three ‘Hari’s, the principal god
acquires the name of Harihariharivihana. Two Sadhanas in the
Sadhanamiala are devoted to the worship of this form of Arya
Avalokitesvara and the Dhyana in one of them describes the god n
the following terms :-

Hariharharivihanodbhavarh  Bhagavantarh ~ Arya-Avalokiteévararh
sarvangasuklarh jatimukutinarh $intaveéarh daksinakarena Bhagavantarh
Tathagatarh sdksinarh kurvantarh dvitiyena aksamaladbarinarh trtiyena
duhkuhakarh lokarh upadesayantarh vamena dandadharath dvitiyena
krsnajinadhararh  trtiyena kamandaludharath  sithha-garuda-vispu-
skandhasthitarh atmanarh dhvatva...”

Sadhanamils, p. 77

“The worshipper should think himself as the Harihariharivahana form
of god Avalokite$vara, 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 Hariharharivihana illustrated in the Appendix
there isa 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 Sadhaca. Fig. 113 is a Nepalese drawing of
the god and here instead of the deer-skin in oue of the left hands,
an actual elephantis seen. In other respects the drawing represents
the principal god 1n all details. This deity is also known in China'.

8. TRAILOKYAVASANKARA
Colour—Red Asana—Vajraparyanka

This variety of Lokeévara is also known by the name of Uddivana
or Oddiyina Lokeévara or Lokesvara as worshipped in Uddiyana
which was, in the middle ages, a great centre of Tantric learning. It
has already been shown that there are good grounds for identifying
this Uddiyana with the village of Vajrayogini ir the Pargana Vikrampur
in the district of Dacca now in Eastern Pakistan. Thiy form of
Loke$vara does rot seem to have been widely represented. There
is a bronze image of the god inthe Kva Vahal at Pattan in Nepal,
but it does not follow the Sadhana in all details. Two Sadhanas in
the Sadhanamila are devoted to the worship of Trailokyava$ankara
and the Dhyana contained in one of them is given below :-

“Lokesvatath  sarvihgamahdrdgaraktarh ekamukbhamh  dwvibhujarh
trinetrath jatamukutamanditath vajrankitapasankuéahastarh raktapadme
vajraparyahkanisannar divyabharanavastravibhisitarh atmanarmn
vicintya”. Sadhanamala, p. 80

“The worshipper should think himself as Lokeévara whose limbs
are reddened by the intense sentiment of passion, ard who is one-faced,
two-armed and three-eyed. He wears a crown of matted hair, and
carries in his two hands the noose and the goad stamped with the
Vajra. He isseated on ared lotusin 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 occur 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 Sidhanamala are devoted to his worship, but
the two Dhyanas describe two widely different forms of the god. It is
necessary, therefore, to quote and translate both the Dhyanas. One
of the Dhydnas describe him thus :

“Daksinottaraparéve  Tara-Bhrkutidevidvayasahitath Arya-Avalo-
kite$vara-Bhattarakarh raktavarnarh raktama.yambaranulepanarh pasan-
kuéadhanurbanadhararh caturbhujam..raktakusumavataéokataroradhastat
avasthitarh atmanarh vicintayet...

Rakta-Lokeévarasidhanarh” Sadhanamala, p. 83

“The worshipper should think himself as Arya-Avalokiteévara,
who is flanked in his right 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 i his four hands, the noose, the goad,
the bow and the arfow.. and stands under the Asoka tree, which has
blossomed into red flowers.”’

The colophon of the Sidhana attributes to him the name of Rakta-
Lokeévara and this name is given simply because his colour is red.
Images of Rakta-Lokeévara are rare. A few can be seenin 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.

(II') Two-Armed
Colour—Red Symbol—Lotus
Mudra—Opening of the Petals

The second Sddhana in the Sadhanamild describes a two-armed
form of the god Rakta-Lokeévara. This two-armed form is not met
with either in painting or in stone. The Dhyana contained in the
Sadhanamil3 describes this two-armed form in the following words :

‘“Raktavarpath Amitabhagarbhajatamukutadhararh vamakaragrhita-
raktapadmarh tacca daksinakarena vikasayantarh vividhalankaravastra-
vibhusitarh...”". Sadhanamala, p. 84

“The worshipper should think himself as Rakta-Lokesvara of red
colour, having a Jatimukuta (crown of matted hair) bearing the effigy

" 1. Clark : TLP, IL p. 219.
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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 Dhyina of Vajradharma
another variety of Loke$vara, equally unrepresented, whose form will
be described later in this chapter. The forms of Rakta-Loke$vara 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 Colour—Blue

As the Sadhana for the worship of this particular form of Avalokit-
eévara, occurs originally in the Mayajila Tantra, this peculiar name
has been given to the deity. This is the only fierce form of Lokeévara
known to the Indian Buddhists, although fiercer forms are to be met
with in the Tibetan Buddhist Iconography. The Dhyina given in the
Sadhanamild describes him in the following terms :

“Bhagavantath Arya-Avalokite$vararh krsnavarnath pratyalidhasthath
stiryamandalasthitath paficamukharh trinetrath dvddasabhujarh sita-
raktadaksinamukbadvayarh tatha pitaharitava@mamukhadvayarh daksina-
bhujaih damaru-khatvanga-anku$a-pasa-vajra-saradhararh, vimabhujaih
tarjani-kapila-raktakamala-mani-cakra-capadharath damstrakaralasakal-
avadanath sanmudropetath  sardramundamalalankrtasatirarh nagnarh
sarvangasundarar atmanarh jhatiti pratyakalayya...”

Sadhanamaila, p. 86

“The worshipper should think himself as Arya-Avalokite$vara, whose
colour is blue. He stands in the Pratyilidha attitude, on the orb of the
sun. He is five-faced, three-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 the 1. Damaru, 2. the Khatvanga,
3. thegoad, 4. the noose, 5. the Vajra and the 6. the arrow, and
in the left hands the 1. raised index finger, 2. the Kapala, 3. the red
lotus, 4. the jewel, 5. the discus, and 6. the bow. His faces look
terrible with bare 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
Svayambhuksettra. A Nepalese drawing of this form is illustrated in
the Appendix.

1. Clark: TLP, II, p. 267
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11. NILAKANTHA
Colour—Yellow Asana—Vajraparvanka.
Mudra—Samidhi Symbol—Bowl of Jewels
Companions—Two serpents on either side

One Sadhana only is devoted to the worship of this form of Lokes-
vara, which is almost identical with that of Amitibha, 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 Dhy@na
is given below

“Bhagavantarh pitavarnam ardhacandrankitajatdimukutinath Amita-
bhopalaksitasirahpradesath raktapadmoparisthitarth ; krsnasiraharina-
carmani vajraparyankinath samadhimudropari nanaratnapariplirnaka-
paladhdrinarh  eneyacarmakrtayajfiopavitinath, vyaghracarmambara-
dhararh niribharanarh Nilakantham nilagutikavisistakanthath ; paréva-
dvaye parasparabhisambaddhapuccha-samaniphanavisista-Bhagavadavalo-
kanaparordhvamukhakrsnasarpadvayopalaksitarh itmanam  evarh
vibhavayet... Sadhanamila, 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 efigy of Amitabha. He sits in the Vajraparyanka attitude on a red
lotus, on which is spread the skin of black deer. He exhibits the
Samadhi mudra with his two hands carrying the Kapila (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
mediating...”’

Apparently, the conception of this god has been modelled on the
Hindu deity éiva, who is 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 is the 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 Mafijuéri, 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 Mafijusri.

In the temple of Bodhnath in Nepal, a coloured image of this
god is found, but here he is alone, without the serpents. The other
image. (Fig. 116) hails from the monastery at Sarpath. 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 Sidhana in the Sadhanamili describes this form of
Avalokitedvara. The Dhyana for Sugatisandarsana describes his form
in the following words :

‘‘Sugatisandaréana-LokeSvara-Bhattirakarh Suklavarparh sadbhujarn
varadabhayaksamaladharah daksine, vime padmakunditridandidbaramh
ca ratnibharanabhisitath vratastradbarinarh jatamukutarh padmopari
candramandalasthitarh saumyartiparh bhavayet”. Sadhanamila, p. 88

The worshipper should think himself as Bhattaraka Sugatisandarsana
Lokeévara 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 Sadhanamala describes this form of
Avalokiteévara. The Dhyina describing the form of Pretasantarpita is
brief and is worded as follows :

“Jatamukutinarh sadbhujarh prathamabhujadvayena varadau dvitiya-
bhujadvayena ratnapustakau trtiyabhujadvayena aksamilatridandikar,
sarvalahkarabhiisitarh vratastitradbdripath saumyamirtith, padmopari
candramandale sthitarh $vetavarnar vibhavayet”.

Sadhanamils, p. 89

1. Clark: TLP, 1, p. 267,
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“The worshipper should think himself as Pretasantarpita Lokesvara
who bears the Jatimukuta (crown of matted bair), is six-armed, exhibits
in the first pair of hands the Varada poses;-carries in the scond 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 moon on lotus, and is white in colour.”

Fig. 118 illustrates a Nepalese drawing of Pretasantarpita Lokesvara.

14. SUKHAVATI LOKESVARA
Colour— White Faces—Three
Arms—Six Asana—Lalita

Companion—-éakti

A description of the deity occurs in the Dharmakosasahgraha of
Amrtinanda. Nepal abounds in images of Sukhavati Lokesvara both
in stone and in bronze, though his images are not found in any other
Buddhist country of the North. The description above referred to
runs as follows :

“Trimukhah S$vetavarnah sadbhujah dakse mudrah, saraksepa-japa-
mala-varadani, vimesu dhanuh-kamala-Tarorusamarpanani lalitasanah
kamalopari, Vajratira-Viévatara-Padmatarabhih parivrtah.  Upari
caityah.

Sukhavati Lokeévarah”

“Sukhavati Lokeévara is three-faced, white in colour, and six-armed.
One of his right hands is 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. Hesits in Lalitasana on the lotus, and is surrounded by the
goddesses Vajratara, Visvatara, Padmatdrd and the like. There is 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
Viahana—Peacock Symbol—Lotus

One Sadhana in the Sadhanamild 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 :

“Tath sitarh raktavarnarh tu padmar8gasamadyutimm 1

Paficabuddhamukutadharath  harsenotphullalocanarh 1I

Vamato spardhaya nalarh dhrtva sodasapatrakarm I

Padmarh vikasayantafica hrdi daksinapanina Il

Maytropari madhyasthe nisanparh candramandale I

Sattvaparyankamabhujya sasrhgararasotsavarh 11

Caityantahsthamah@karma-kUtagaraviharinah I

Bhavayet Vajradharmagryarh nityarh Bodhith avdpnuyat.” 11
Sadhanamilz, p. 33.

““The worshipper should conceive himself as excellent Vajradharma,
of reddish white complexion, bright as the Padmar3ga gem, who
bears the effigies of the Five Dhyani Buddhas on the crown. His
eyes 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 seat of the animal and displays
the delightful sentiment of amour. Hec moves in the sanctum of the
Caitya, the place for great performances. He (the worshipper)
certainly receives the Bodhi who meditates (upon him) 1n 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 Mah3asinghikas,
about the time of As$oka, in their work, entitled, Mahavastu Avadana,
where he has been characterised as the ‘‘Bhagavin 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” 2. 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 VyGha 3, and a passage in the
KarandavyGha where he is said to manifest in all possible forms of
godhead for the sake of the ignorant and to bring salvation to

I. Clazk: TLP, II, p. 265.

2. Senart: Le Mahavastu, Vol.II, p. 294

3. This work was first translated into Chinese between A.D. 148 and 170 while

the smaller recension was translated into the same language between A.D. 384
and 417. Max Muller: Sukhavati Vyfha, introduction, pp. iii-iv.




144 BUDDHIST ICONOGRAPHY

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,
pay, 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 teen copied out
by an expert Nepalese artist, and are illustrated in this book in an
Appendix. To thisa reference may be made for the numerous forms
of Avalokite$vara.



CHAPTER V

EMANATIONS OF AMITABHA
I. GODS

Besides Avalokitesvara and a few forms of Mafijuéri already dcs-
cribed, only two male divinities in the Sidhanamili emanate from
the Dhyani Buddha Amitabha. These are Mahiabala and Saptasatika
Hayagriva. Their parental Dhyani Buddha, it may be remembered, is
distinguished by his red colour, the family symbol of lotus, and the
Samidhi mudra he displays. His offsprings Mahibala 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—Pratyilidha
Arms—Four

Only one Sadhana in the Sadhanamala is devoted to the worship
of Mahzbala. a fierce emanation of the Dhyani Buddha Amitibha
The Dhyiana is given below :

“Mahdbalath ekamukharh caturbhujath sarvangaraktath drdhva.
pihgalasarpavabaddhake$arh daksinabhujabhyam sitadanda-sitacimara-
dhararh vamabhujabhyarh vandanabhinaya-sapasatarjanikararh vyaghra-
carmanivasanam sarpabharapamh pratyalidhath damstrakaralavadanarh
stiryamandalaprabhimalinath Amitabhamukutinarh dhyatva...”

Sadhanamala. p. 507.

“The worshipper should think himself as Mahibala 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 chowric while the two left show the mudri of bowing
and the raised index finger. He is clad in tiger-skin, wears ornaments
of snakes and stands in the Pratyalidha 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 .

Clark - TLP, II, pp. 49, 217.
19
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2. SAPTASATIKA HAYAGRIVA
Colour—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 1s said 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 mudra, The present Sadhana describing his form
states in the colophon that itis restored from the Saptadatika Kalpa.
This particular form of Hayagriva, therefore, 1s designated as the
Saptasatika Hayagriva. \The Dhyana contained 1in the Sadhana is
given below :

“Raktavarparh mah@bhayinakam trinetrath  kapilasmasruraudram
brhadudararh damstrakardinarh dantausthakapalamahnamh jatamuku-
tinath Amitabhasiraskarh. Dvitiyamukharth bhimabhayanakarh nilarh
hayananarh  hihikaranadinah  Brahmandasikharakrantath dvitiyena
bhavagraparyantath astanagopetarh kharvavamanakararmh vyaghrcarma-
nlvasanarh sarvalankarabhtsitath sakaladev@surarh tarjayantarh grhita-
vajradandarh...vicintayet’’. Sadbanamala, p. 509.

“The worshipper should conceive himself as ( baptasatlka Hayagrlva)
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 Jatd and the figure of Amitabha.
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 oneleg and the bottom of the world with the other. He wears
ornaments of eight serpents, is short and dwarfish, is clad in tiger-
skin and decked in all ornaments. He threatens all the gods and
Asuras, and holds the Vajra and the staff (in his two hands)”.

It may be 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 princiia—al 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 Anuscubh metre.

Images of Hayagriva are found in Tibet ! and China *

1. GODD

The femaile divinities that emapate 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
Sidhanas are devoted 1n the Sidhanamala. Two Sadhanas are devoted
to Bhrkuti and one Sadhana only to Mahasitavati. who 1s also included
in the list of the Paficaraksa deities or 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 eilght arms. When
she is six-armed, she bears the effigies of tlLe five Dhyani Buddhas
on her crown. When two-armed, she is called Sukla Kurukulla, and
when she 1s four-armed she 1s called by the names of Tarodbhava
Kurukulla, Uddiyana Kurukulla, Hevajrakrama Kurukulld and Kalpokta
Kurukulla.

Kurukull is said to confer success in the Tantric rite of Va$ikarana
or the rite of enchanting men, women, ministers. even kings. Some
of the Sidhanas contain many interesting methods of casting spells
on different people. The mantra of Kurukulla is “Omh_Kurnkulle
Htm Hrih Svaha’. When this mantra is muttered 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 Kurukulli as
available in the Sadhanamaila are dealt with in the fol]owmg pages.

Gordon : ITL, pp. 90, 93 ; Getty GNB, p. 163 as Hayagrwa
Clark : TLP, II, pp. 59, 164, 172, 198 under the title of Hayagriva.
Getty : GNB, pp. 126, 127.

Clark : TLP, 11, 105, 239, Also Gordon ; ITL, p. 75.

Rl
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() SUKLA KURUKULLA
Colour—White Symbols—Rosary and the Bowl of Lotus

Vahana—Animal Asana—Vajraparyanka

Only one Sidhana in the Sidhanamala states the method whereby
she should be propitiated. The Dhyana contained therein is a long
one and runs as follows :

“Atm3narh Bhagavatith aksasGtrotpalamrtakundirh savyavasavya-
panibhyarh dadh@nam, trinetrarh Padmadhrkpramukhaih sarva-Tatha-
gataih Vinadisodasadevibhir-abhisiktath Amitabha-virdjitanandpuspo-
paéobhitajatamukutarm Srigaradirasopetith,  kificit-savyapanipallava-
sthiksaslitramalokamanam, ksirimbhodhisvetavarpabjasthim-amrtanko-
pari sattvaparyahk@sanasthiam, kahkana-keytra-kundala-nGpuramukt3-
haradivyavastradivibhiisitarh nilanantabaddhakesith pivusavarna-Vasu-
kikrtaharam, rakta-Taksakakrtakarnograkundalamh, durvasyama-Kar-
kkotakakrtayajiopavitar, sukla-Padmandgendrakrtaharam, mrpalavar-
na-Mahapadmakrtantipuram, pi'ta-éaﬁkhapﬁlakgtakahkal}érh, dhima
bhravat-Kulikakrtakeylirith, $ubhravarparh sravadamrtavigraham karu-
nardracittarh bhavayet.

Sukla-Kurukulla-Sadhanarh”. Sadhanamals, pp. 362-363

“The worshipper should think himself as the goddess (Kurukullz),
who carries the rosary and the cup of Utpala full of nectar in the
right and left hands respectively. She is three-eyed and is offered
bathing water by (the Bodhisattvas) Padmapani 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 Amitabha. She displays the sentiment of passion-
ate 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 1s 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-colourcd 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 Nipura (anklet)
is the serpent Mahﬁp:}dma of the colour of the lotus stalk, her
bracelet is the yellow Sahkhapila, her armlet is Kulika of the colour
of smoky clouds. Sheis 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 onea vivid picture
of the form of Sukla-Kurukulld, 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 Dhy@nas given in the Sadhana-
mild, because that would only serve to increase the bulk of the
book unnecessarily.

(I) TARODBHAVA KURUKULLA
Colour—Red Arms—Four
Asana—Vajraparyanka  Vahana—Kamadeva with wife on Rahu
Five Sadhanas differing but slightly from one another describe this
form of Kurukulla designated as Tarodbhava Kuukulla 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 hasa red aureole behind her, she wears the effigy
of Amitabha on the crown, and resides in the Kurukulla mountain.
She is 1n 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 1llustrates a recent Nepalese drawing of the deity.

(I) UDDIYANA KURUKULLA

Appearance—Terrible Colour—Red
Asana—Ardhaparyanka Vahana—Corpse

Arms—Four

This form of Kurukulld is called in Sadhanas Uddiyana Kurukulla
or Kurukulla as worshiped 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 above her head in the shape of a 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 arrow 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
Ardhaparyanka attitude on a corpse.

Fig. 122 1llustrates one of her statuettes found in Peiping. Here the
Vahana of corpse is present.
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(1IV) ASTABHUJA-KURUKULLA
Arms—Eight Colour—Red
Asana—Vairaparyaika Mudra—Trailokyavijaya

As has already been pointed out, Kurukull may have another form
with eight arms which is described in the only Sadhana devoted to her
worship. This Sadhana is attributted in the colophon to the great
Siddhacaryya Indrabhiiti, who flourished about 700 A. D. and who had
a daughter even more 1llustrious than himself, Laksminkara by name,
well-versed in the doctrines of both Vajrayina and Sabajayana. The
goddess described in this Sadhana is not terrible like the six-armed
Miysjala Kurukulla or the four-armed Uddiyina Kurukulla, but is
mild, youthful and compassionate The most important feature of the
Sadhana 1s 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 1s desirable that the Dhyana should be quoted
in extenso and translated :(—

“Kurukullah Bhagavatim astabhujamh raktavarpam raktastadala-
padmasiiryye Vajraparyankanisanpnam kutdgaramadhyanivasinith pra-
thamakaradvayena Trailokyavijayamudradhardm, avasistadaksinakaraih
anku$arh dkarpapUritasarath varadamudrath Jdadh@ndrh, parisistavima-
bhujaih paarh cdparh utpalath dadha@ndrm, sakaldlankaravatith
bhavayet.

Piirvadale Prasannataram, daks nadale Nispannataram, pa$cimadale
Jayataram, uttaradale Karnatiram, aisinadale Cundam, &agneyadale
Apardjitim, nairrtyadale Pradipatiram, vayavyadale Gauritarafica
dhyayat. Etasca sarvih raktavarpah Pafica-Tathagatamukutd vajra
paryankanisannd daksinabhujabhyarm varadamudra-akartpapirita-Sara-
dhar3. vimabhujabhyar utpalacapadharah.

Purvadvare Vajravetalith lambodaram vikrtamukhith raktavarpirh
Aksobhyamukutam, daksinahastabhyam tarjany-anku$adharam, vama-
karabhyarh vajraghantipasadharam

Daksinadvare Apardjitirh pitavarnarh Ratnasambhavamukutam dak-
sinahastabhyam  dandankusadharam, v@mahastabhyarh ghantapasa-
dharam.

Pascimadvare Ekajatarh krspavarpath Grdhvakesith lambodararh
dantavastabdhausthah Amitabamukutam, daksipakarabhyam vajrank-
$adhararmh vamakarabhyarm ghantapasadharam. .

Uttaradvare Vajragandharim kanakasyamam Amoghasiddhimukutam
vikrtamukhith lambodaram, daksinabhujabhyamh khadgankusadharath
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vamabhujabhyarh ghantapasadharam vicintayet.
Eta$catasra alidhapadasthah” Sadhanamals, pp. 351-352

“The wortshipper should think himself as goddess Kurukulld, who
is eight-armed, red in colour, sits in the Vajraparvanka attitude, on the
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 drawn
up to the ear and the Varada pose. In the remaining left hands she holds
the noose, the bow and the Utpala; she is decked in all kinds of
ornaments.

On the east petal is Prasannatara, on the south is Nispannatard, on
the west Jayatard, on the north Karnatira ; on the north-east petal
is Cunda, on the east Apardjitd, on the south-west Pradipatara, and on
the north-west is Gauritara. All these deities have red colour and the
five Dhyani 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, distort-
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 Apard)itd, who is yellow in colour and has
the effigy of Ratnasambhava on her crown ; she carries in her two right
hands the staff and the goad, and in the two left the bell and the noose.

In the western gate 1s Ekajatd, 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 Amitdbha 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 Vajragandhari, golden in complexion, who
bears the image of Amoghasiddhi on her crown, has a distorted face
and portruding 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 Kurukulla is known as Mayajalakrama Kurukulla
since the Sadhana describing it is said to have been restored from
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the now lost Maydjala Tantra by the Tantric author Krsnacarya '.

This form of Kurukulld is six-armed. In accordance with the Sadhana
she sits in the Vajraparyanka attitude, on the sun over the red lotus
of eight petals. She is redin colour and is clad in red garments.
She exhibits the Trailokyavijaya mudrd 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 Kamandaluin the third. She
bears the images of the five Dhyani 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 Maygjala Kurukulla, and is
described in another Sadhana. According to that Sadhana, she
exhibits the Trailokyavijaya mudra in the first pair of hands, and
carries Anku$a and the red lotus in the second pair, and the full-
drawn bow charged with an arrow 1n the third. Images of Kurukulla
are rare.

4. BHRKUTI
Colour—Yellow Arms—Four

Bhrkuti is anothet goddess emanating from the Dhyani Buddha,
Amitabha of red colour. She 1s already familiar as a companion of
Avalokite$vara as a minor goddess. When she accompanies Khasar-
pana she is yellow in colour and four-armed. She carries in her
two left hands the Tridendi and the Kamandalu. One of the two
right hands 1s raised in the attitude of bowing, while the other
carries the rosary. Bhrkuti is also worshipped as a principal goddess,
and two Sadhanas in the Sadhanamila are devoted to her worship.
She is described in the following words :

“Caturbhujaikamukhith  pitarth trinetrih navayauvanith Varada-
ksastitradharadaksinakarar tridandikamandaludharavamakararh Amita-
bhamudritarh padmacandrisanastharh Bhagavatih  dhyatva...
Bhrkutisadhanarh.” Sadhanamila, p 341.

“The goddess Bhrkuti should be conceived as four-armed, one-
faced and yellow in colour, 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 sits on 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

1. éﬁdhnna No. 181, Sadhanamala 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 Paficaraksa group are said to
emanate from one or another of the Dhyan: Buddhas. Mabasitavati is
affiliated to her parental Dhyani Buddha Amitabha. The short Sadhana
describing her form is as follows :

““Mahaéita (sicsita) vati caturbhujaikamukhi raktd daksinabhujadvaye
aksasttiavaradavati v@mabhujadvaye vajrankusahrtpradesasthapustaka-
vati Jimbija Amitabhamukuti ardhaparyankasthita nanalankaravati
sliryasanaprabhd ceti’’. Sadhanamala, p. 401.

“Mahasitavati 1s 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 ‘Jith’, bears the effigy of Amitabha on
the crown, sits in the Ardhaparyanka attitude, and 1s decked in various
ornaments. She sits on the orb of the sun snd glows like the sun’'.

Images of this goddess are found in Tibet # and China *.

Getty : GNB, pp. 124-125.

Clark : TLP, II, pp. 160, 171, 288.

Getty : GNB, p, 139.

Clark : TLP, IL. pp. 206 and 275 under the title of Sitavetl.
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CHAPTER V

EMANATIONS OF AKSOBHYA
I. GODS

The number of 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 Sadhanamila and with the 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 eyes, 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
ate the chief gods in this group and they have numerous forms,
many with different names. For the sake of clarity and convenience
these forms have been separated for treatment, especially when a
characteristic name is supplied by the Sadhanas to such 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.

1. CANDAROSANA.
Colour—Yellow Arms—Two
Symbols—Sword and Tarjanipasa

Candarosana is also called Mahacandarosana, Candamaharosana
and Acala. Four Sadhanas are devoted to his worship and he is
always represented in yab-yum. Prabhakarakirti is said to be the
author of one of the Sidhanas the major portion of which is in. verse.
Another Dhyana describing the god runs as follows :

“én—Candamaharosanam Bhagavantarh atasxpuspasaﬁkasam AAcala-
paranimanamh dvibhujarh kekardksath damstravikaralamahighoravada-
nath ratnamaulinah  darhstranipiditddharath  mundamalasiraskarh
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draktacaksurdvayarh daksine khadgadhararh tarjanipasabrdayasthavama-
kararh sitasarpayajiiopavitarh vyaghracarmanivasanath nanaratnaviraci-

tabharanath  bhimilagnav@macaranarm isadunnatadaksinacaraparh
stiryyaprabhamalinarh atmanarn vicintya.. Aksobhyamukutinarh
dhyayat.” Sadhanamala, p. 172.

“The worshipper should think himself as éﬂ-Car_xdamahﬁro;ar}a,
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 ogainst the chest in
the left. His sacred thread consists of a white snake ; he is clad in
tiger-skin and he wears jewels. His left leg touches the ground
while the right is slightly raised. He 1s radiant 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 Dhyina 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 Citrakaras has any value, it must be assumed that Candaro-
sana 1s always represented in yab-yun: and should not be represented
singly. Candarosana 1s the most important figure in the celebrated
Candamaharosana Tantra dedicated to his worship. His worship
is always performed i1n secret and the god is kept secluded from
public gaze. Even if there be a bronze image it is practically inacces-
sible to any one except the initiated.

Fig. 124 illustrates a Nepalese drawing of the deity. As Acala and
Acala-Vajrapani he is popular in Tibet '.

2. HERUKA
Colour—Blue Arms—Two

Symbols— Vajra and Kapala Variety—Single

Heruka is one of the most popular deities of the Buddhist pantheon
and a regular Tantra, the Heruka Tantra, is devoted to his worship.
Heruka is worshipped singly as well as in yab-yum. When he is
in yab-yum he is generally known as Hevajra and in this form he
is popular in Tibet. Many of his forms ate described in the Sadhana-
mald in its numerous Sadhanas, and the additional ones are derived
from the Nispannayogavali of Abhayakara Gupta.

1. Getty: GNB, pp. 52 and 170.



156 -BUDDHIST ICONOGRAPHY

In the Sadhanamila the worship of Heruka is said to confer
Buddhahood on his worshippers, and he is said to destroy all the
Mairas (mischievous beings) of the world. A Dhy3ana in verse in
the Sadhanamila describes his form in the following words :

Savastharh ardhaparyahkarh naracarmasuvisasarh |
Bhasmoddhilitagatrafica sphuradvajrafica daksinath I
Calatpatakakhatvangarh vame raktakarotakarmh I
éatﬁrdhamur}damﬁlﬁbhlh krtaharamanoramam 1l
Isaddarstrakaralasyarnh raktanetrarh vilasinam 1
Pingorddhvake$ath Aksobhyamukutarh karpakundalarn 11
Asthyabharanasobharh tu Sirah-paficakapalakarh 1
Buddhatvadayinam dhyayat jaganmaranivaranam I
Sadhanamala, p. 473.

“The worshipper should conceive himself as the god (Heruka) who
stands on a corpse in the Ardhaparyanka attitude. 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 Khatvahga with
a flowing banner, like a sacred thread. He carries in his left hand
the Kapila 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 eyes. His brown hair rises upwards and forms
into a crown which bears the effigy of Aksobhya. He wears a Kundala
and 1s decked 1n ornaments of bones. His head 1s beautified by five
skulls. He bestows Buddhahood and protects the world from the
Maras (wicked beings)”.

In another Sidhana for the worship of this particular kind of
Heruka the Khatvanga 1s 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 Sidhana 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 Kapila against
the chest. The attitude in which he stands is called the dancing
attitude in Ardhaparyanka. His head-dress in decorated with five
skulls and the effigy of Aksobhya. The Khatvahga has an overflowing
banner attached to it, and at the end of the banner small bells can
be seen,
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3. HEVAJRA.

In the Hevajra Mandala of the Nigspannayogavali, Heruka is the
principal deity, thus showing that their is only a very thin lne of
demarcation between the two, Heruka and Hevajra. When Heruka
is accompanied with his Prajiia, 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 Sakt: whose name differs
according to the numbers of his hands.

(i) Two-Armed
Colour—Blue Face—OQOne
Arms—Two Prajna—Nairatma

When two-armed, Heruka gets the name ot Trailokyaksepa and his
form 1s described in the following words :

“Trailokyaksepah  krsno Ardhaparyanki ..ekamukho dvibhujo
vajrankitaraktaptrnakapalabhrd-vamakarakrodita...Nairatma.. Vajrodd-
andasavyabhujah.” NSP, p. 14

“Trailokyaksepa (Heruka) 1s blue mn colour and dances m the
Ardhaparyanka attitude...He 1s one-faced and two-armed. With the
left hand carrying the skull cup, full of blood and marked with a
Vajra, he embraces his Prajiia Nairatma... The right holding the Vajra
is raised”.

The same form 1s again descrlb;:d in the Sadhanamila which gives
the additional information that the Sakt1 carries the Kartri in the right
hand and the Kapdla 1n the left .

(1) Four—Armed.
Colour—Blue Face—One
Arms—Four Prajiia—Vajravarahi
When four-armed, Hevajra shows all the characteristics of the two-
armed variety with the difference that here the Prajiia is known by the
name of Vajravarahi. His description in the Nispannayogavali is short
and is worded thus :
“Athava caturbhujo dvibhujavat. Aparabhujabhyam savabha-Vajra-
varahisamalingita 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 Vajravarahl of
his own creation. This is the only difference”.

1. Sadhanamils, p. 46%.
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In the Sadhanamila, 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 Khat-
vanga and the jewel. The Khatvanga does not however hang from his
shoulder but 1s carried in one of his hands.

(1) Six-Armed
Colour—Blue Face—Three

Arms -Six Prajfia—Vajrasrikhala

When Hevajra 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,
carrying additional symbols. He 1s described thus :

“Athava Sadbhujah krsnah krsnasitaraktatrimukhah...Vamar-vajra-
ghantath dhanuh kapalath ca dadbanah savyair-vajram baparh tristlamh
ca vajravajraghantanvitahastabbyam svabha-Vajrasrikhalamalingitah. ’

NSP. p. 14.

“Or, he (Hevajra) may be six-armed and blue in colour. The
principal, the right and left 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
Vayra and the Ghanta the Prajia Vajrasrikhala of his own creation”.

Arms—Sixxeen Prajfia—Nairatma
Legs—Hour

The fourth type of Hevajra according to Hevajra Mandala is sixteen-
armed and 1s alike in appearance with the three other forms described
before. The difference lies 1n his having eight 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. His form is described
rather elaborately in the Mandala in question as under :

“Caturtho Hevajrah sodasabhujo Aksobhyamudrito Nairatmasama
pannah. Kintvasya catvaro marah praguktasavasthane. Tatra Skandha-
miro rdpato Brahma pitah, Klesam3ro Visnuh krsno, Mrtyumaro
Mahesvarah $ubhro, Devaputramiaro éakrah gaurah. Tesu Bhagavan
dvabhyarh Ardhaparyankavan aparabhyar Alidhastha iti catuécaranah
kesno......astasyah. Mukhantu milath krsparh hasat savyarh Suklam,
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vamarh raktam, Grddhvarh vikatadarhstrah Sesini krspani. Daksina-
bhujesu vajrarh khadgarh baparh cakrarh casakarh tristlam-apkusar
ca; vamesu ghantam, padmam, dhanur-udyatakhatvahgam, kapilam,
tarjanipasarh ca.” (NSP, pp. 14-15).

“Hevajra of the fourth- class is sixteen-armed and bears on his
crown the effigy of the Dhyani Buddha Aksobhya. He embraces his
Sakti Nairatma. Instead of the corpse under his legs as aforesaid,
he has four Miras under his four legs. The first is Skandha Mira in
the form of Brahmd of yellow colour, the second is Klesa Miara in
the form of Vispu of blue colour, the third is Mrtyu Mara in the
form of Mahesvara of white colour, and the fourth is Devaputra Mara
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 1s on the top of his head with distorted teeth. All other
faces are blue in colour. 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 TuiéGla, and 8. the goad. In the left hands the holds
1. the bell, Z. the lotus, 3. the bow, 4. the raised Khatvanga, 5. the
skull-cup, 6. the jewel, 7. the raised index finger and 8. the
noose...”.

Hevajra is popular in Tibet ! and China *.

4. BUDDHAKAPALA
, " Arms—Four Colour--Blue
Sakti—Citrasena Asana—Dancing in Ardhaparyanka

Only one Sadhana gives the description of this god, who is, in all
probability, another form of Heruka. The Sadhana 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 Kapila, the Kartri and the Damaru ; he is embraced by his Prajia,
Citrasena, and remains in yab—yum. He is slightly different from the
four-armed variety of Heruka as the following Dhyiana in the Sadhana
will show :

“Mahaviro ghorasathharakarakah nilavarno mahavapuh asthyabhara-
nam-ardhaparyankanrtyasthath mundamalavibhisitath mukute Akso-
bhyadhdrinarh ekavaktrath caturbhujam, vame Khatvahgakapalam,
daksine kartridamarukath Prajfialihgitam ; vame Citrasend matta
nagn§ ‘muktakes$i sarvabhayarahita devi.” '

. -Getty 2 GNB, 142 143 " A Tibetan image is illustrated in Gorden lTL, p- 83
2 TLP, 11, p. 236.
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Srimato Buddhakapilasya Sadhanam’  Sadhanamaild, 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 Ardhapa-
ryanka 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 Khatvahga and the Kapila in the left
hands and the Kartri and the Damaru in the right, and is embra-
ced in the left by the Prajia, "Citraseni by name, who 1is intoxi-
cated, 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
Sumailini (blue) in the east, Kapilini (yellow) in the noith, Bhima
(green) 1n the west and Duijaya (white) in the south. The next
circle has Subhamekhala (east), Rupipi (north), Jayda (west) and
Kauvert (south), Kamini (north-east), Mahodadh1 (north-west)
Karinl (south-west) and Marini (south-east). The outermost circle
has Bhimadarsana (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) Subhag@ (north), Priya-
darsand (west) and Nairatma (south). Excepting the four deities
of the mnnermost crcle, 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
(i) Two-Armed
Colour—Blue Asana—Alidha
Vahana—Kalaratri  Symbols—Vajra and Ghanta
Prajtia—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, 1L 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 Kalaratri.
The Dhyiana is in verse and describes the god in the following terms :

“Lalatasthakapalani candrardharh miirdhni dharayet [
Sanmudra-mundamali ca visvavayri trilocanah I
Alidhapadavinydso viévaksaravivartinim I
Sabhairavam Kalaratrimaridho vyaghracarmabhrt I
Aksobhyasekharah kubjo vajraghantajatanvitah 1
Viro’sau Vajravarahi vajrasrkpurpakapalabhrt 1l
Khatvahgamekhala raktda trinetra mundamalini |
Paficamudrd muktake$i digvastra Buddhasekhara Il

Dvibhuja-Sambaropadesah samaptah ™
Sadhanamils, p. 504

“The worshipper should think himself as Sambara with a string
of skulls over his forchead and the crescent moon on the top.
He wears the six auspicious ornaments and a necklace of heads.
He shows the Viévavujra [on his head-dress] and 1s three-eyed. 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 1s clad in tiger-skin. He shows the effigy of Aksobhya
on his crown and is blue in colour. He carries the Vajta and the
Ghanta has matted hair, displays heroism and is embraced by his
Sakti Vajravarahi holding the Vajra and the Kapila full of blood.
Her girdle 1s the Khatvanga, her colour is red and she is three-eyed.
She wears a garland of severed heads, is endowed 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 Nispannayocavali.

(1i) Twelve-Armed
. Colour—Blue Faces Four
Arms—Twelve Sakti— Vajravarahi

Sambara is the principal deity in the Sambara Mandala of the
Nigpannayogavali. The Sakti of Sambara is Vajravarahi. Sambara thus
21
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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...Bhairavakilaratryavilidhacaranabhyam akrantah krsnah
krsnaharitaraktapitapiirvottaradi~caturmukhah...Dvadasabhujah savajra-
vajraghantabhujayugmalihgita-Vajravarahiko bhujabhyam...saraktaprasr-
tagajacarmadharah tadaparaith damaru-para$u-kartri-tristlani vibhrat,
vamair-vajrankitakhatvinga-raktaptritakapalarh vajrapasath Brahmasi-
rasca navanatyarasarasih.” NSP, P. 26

“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 1s twelve-armed. With the two principal hands carrying
the Vajra and Vajra-marked bell, he embraces his Sakti Vajravarihi.
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 the severed head of Brahma...He displays in full the
nine dramatic sentiments’’.

The parental Dhyani Buddha of Sambara is Aksobhya and that of
Vajravarahi is Vairocana according to a statement contained mn the
aforesaid Mandala *.

Sambara is popular in Tibet * and China

6. SAPTAKSARA
Faces—Three Arms— Six
Asana—Alidha Prajia—Vajravarahi
This variety of Hevajra is called Saptaksara or ‘seven-syllabled’

because his Mantra consists of seven syllables. Like Dvibhuja-Sambara
mentioned above, he 1s also embraced by Vajravarahi, who in all
respects resembles her consort. Like Sambara this god also tramples
upon Kalaratr: and holds the Vi$vavajra 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 Kapila
the Khatvanga and the Tristla in the three right.

1. NSP, p. 28.

2. Two images of Sambara are 1llustrated in A.K. Gordon: ITL, pp. 83, 84.
See also Getty : GNB, pp. 145, 150

3. As Sambararija Buddha he is mentioned in Clark : TLP, II, pp. 80 and 90.
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The Sadhana 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 rightj 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 a corpse. Their head-dresses are decora-
ted with rows of skulls, and they stand 1n the Alidha attitude.

In another Sadhana devoted to the worship of Saptaksara, a slight
variation is noticed. In it. 1t 1s said that the god carries, in the first
pair of hands, engaged in embracing the Prajia, the Vajra and the
Ghantad ; in the second pair, the human skin only, and in the third
pair the Kapila and the TrifGla. The Khatvangs hangs from his
shoulder as usual. Vajravarahi 1s identical with the Prajiia 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 Prajfia—Buddhdakini
“Mahimayihvayam devarh caturmukharh caturbhujam |
Anke yasya tathd devi catasro diksu ciparah’ I

“The god called Mahamavi is four-faced and four-armed. He has
on his lap a goddess and four others 1in the four cardinal directions’".

Hevajra takes the name of Mahimayd 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
1s accompanied by four goddesses in the four cardinal points. Two
Sadhanas (Nos. 239, 240) in the Sadhanamald are devoted to the
worship of the deity, one of which is attributed to Kukkuripida
celebrated as one of the eighty-four Mahasiddhas who flourished
in early times. Below 1s given a summary of the description of the
Mandala of Mahamaya.

Mahidmiya 1s terrible in appearance. His body is besmeared with
ashes and his hair streams upwards in the shape of a flame of fire.
He 1s blue in colour and his head-dress is decorated with a 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 each 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
Buddhadikini, who is red, carries the same weapons and has the same
appearance and symbols as those of Mahamaya. Her four faces are
red, yellow, white and green.

The four petals in the four cardinal directions of the lotus seat are
occupied by the following goddesses. i

(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 Kapala 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 hands and the TrisGla and the
jewel in her two right.

(3) Padmadakini in the west is of reddish white colour, has
four faces of red, yellow, blue and green colour, and
carries the bow and the Kapila in her two left hands and. the
arrow and the double lotus 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.

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 portruding teeth. Their brown hair stream upwards in the
shape of a flame, and flames of fire radiate from their|persons.

In the Nispannayogivali, Mahamay3 also finds mention and the
description given therein is quoted below :

“Mah@amiayahva-Herukah  krsno-'rkaprabho.. nilapitaévetaharita-
milasavyapascimavima-caturmukhah...savyabhujabhyarm  kapaladarau
vamabhyarm khatvangadhanusi dadh@nah...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-
paryahka’’.
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Mahimiya is known both in Tibet ' and 1n China -

8. HAYAGRIVA
Colour—Red Faces—Three
Arms—Eight Asana—Lalita

Appearance—Terrible.

[ One form of Hayagriva, as an emanation of Amitabha, has already
been discussed in the previous chapter, but there is another form of
the god that emanates from the Dhyani Buddha Akgobhya.l The
Dhyana describing him runs as follows :

“Arya-Hayagrivarh raktavarpath trimukhath  astabhujath  prati-
mukharh trinetrath nilasitadaksinetaravadanarh sarpabharaparh lalitak-
sepapadanydsarh sakrodbadrstiniriksanarh, prathamamukharh smeram
lalajjihvarh, daksinamukharh dathstravastabdhaustharh, vyaghracarmani-
~vasanarh vajra-danda-karanamudra-sarodyatadaksinakaracatustayar tar-
janika-svakucagraha-padma-dhanurudyatavamakaracatustayath Aksobh-
yamaulinarh dhyayat.” Sadhanamilz, p. 508.

"The worshipper should concerve 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 and he
looks wrathful. His first face has a smiling appearance, the right has
a protruding tongue and he bites his lipsin his left. He is clad
tiger-skin and shows in his four right hands the Vajra, the stafl, the
Karana pose and the raised arrow. Of the four left 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 a 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 1t 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 statuette of Hayagriva.

1. A.K.Gordon: ITL, p. 83 ; Getty : GNB, p. 144.

2. Clark: TLp, 1], pp. 82, 237.

3. A.K.Gordon: ITL, pp. 90, 93. See also Getty : GNB, p 163
4. Clark : TLP, II. pp. 59. 164, 172, 198.
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9. RAKTAYAMARI
Colour—Red Face—One
Arms—Two Variety—Yab-Yum

Several Sadhanas in the Sadhanami3ld describe the manner
in which the deity should be worshipped. In one of the Sadhanas, it
1s said that the colour of the deity varies in accordance with the
different functions he has to discharge. For instance, in the Santikavi-
dhi (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 Akargaga (attraction) he
is blue and faces the south, and so on. Of these varieties the red and
blue are the most popular; in other words, his worship is mostly
performed with a view to enchanting men and women and to forcibly
subduing them and bringing them to the worshipper. When Yamantaka
1s red he 1s called Raktayamann and when he 1s blue he1s called
Krspayamiari. Yamiri or Yamantaka may either be worshipped alone
or in conjunction with his Prajia. He should have the head of a
buffalo on his shoulders and should ride a buffalo. Getty '
records a tradiion 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 Nirvapa. 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 1t thete. But when
they discovered the presence of an ascetic, a witness to their crime,
beheaded him and lo ! his body assumed the ferocious form of Yama,
and taking up the bull’s head he set 1t up on his headless shoulder.
He then killed the two robbers and drank their blood fiom 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 Tutelary deity, Mafijusri, who thereupon, assumed the fierce
form of Yamintaka and defeated Yama in a fearful struggle

Whatever might be the truth of the tradition, 1t sufficiently explains
the presence of eulogies of Mafijusri, in the Sadhanas for Yamantaka.
It may be noted, however, that the Sadhanamidld is absolutely silent
about Yama, both as a principal deity or as an opponent of Yamiantaka.
Yama is the god of Death amongst the Hindus. The Buddhists created
a killer of Yama in Yamantaka and it must have been an achievement

I. Getty : GNB, pp. 152-153.
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then. Under the title of Yamintaka he is known in Tibet !. Under

9

the title of Yamantakavajra he is found in China *.

Six Sadhanas are devoted to the worship of this variety of Yamin-
taka. He is one-faced and two-armed and is embraced by the Prajfia
who is his own creation. The Dhyana describing his form 1s as
follows :

“Atmanarh Yamantakarh ekamukharh dvibhujarh pratyalidhapadarh
raktaparipUrnakapalavamakarath  sardrapitamundankitasitadandadaksi-
nakararh nagabharanavibhtsanarh pihgalordhvakesarh vyiaghracarmam-
baradharah  Aksobhyamukutinarh svabha-Prajiialingitarth mahisopari
visvadalakamalastiryastharn dhyayat.  Bhagavatifica dvibhujaikamu-
khith, vicitrabharanath alidhapadasthitarn = madavihvalam skhalad-
vyaghracarmarh$ukam Bhagavata saha samputayogena pratyilidhena-
vasthitarth evarh vicintya...”

Sadhanamala p. 530.

“The worshipper should think himself as Yamantaka, one-faced and
two-armed, who stands in the Pratyiidha atutude, carries the Kapila
full of blood in the left hand and the white staff surmounted by a
yellow head still wet with blood, 1n the right. He is decked 1n orna-
ments of snakes and his brown hair rises upwards. He wears gar-
ments of tiger-skin, bears the image of Aksobhya on the crown,
and 1s 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 (Prajiia) who 1s one-fuced,
two-armed, and has variegated ornaments. She stands in the Pratya-
lidha 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 Pratyilidha attitude. Thus meditating...”.

10. KRSNAYAMARI

Coloui—Blue Varieties—Four

Eight Sadhanas in the Sadhanamala 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 des-
cribed 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.

1. 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 Krsnayamari 1s without any companion.
The Dhyana in the Sadhanamila describes his form thus :

“Yamarirh vicintayet itmanarh pratyalidbapadasthitarh ekamukharh
dvibhujarh nilavarnarh daksinakare vajrankitodyata-niladandarh vima-
kare tarjanipasam hrdi, evambhdtarh Yamirith. vi$vadalakamalopari
stryasthamahiéarlidharh bhavayet.” Sadhanamala, p. 547

“The worshipper should conceive himself as (Krsna) Yamar1 who
stands in the Pratyalidha attitude, 1s one-faced, two-armed and of blue
colour. He brandishes the staft marked with a Vajra with the right
band. and shows the raised index finger with the noose against the
chest in the left. In this form Yamiarn should be meditated upon

as standing on the orb of the sun on a double lotus and as riding a
butfalo.”

(ii) Four-Armed
Appeatance—Terrible Variety-- Yab-yum
Faces- -Three Arms—Four
Companion—Prajna.

The form of Yamarn with three faces and four arms looks terrible
and awe-inspiring. He 1s represented i yab-yum, and the Dhyina
describes his form 1n verse as follows :

“ ..Yamariratibhisahah 1
Kathoravarhikanthabhah savya$uklarunetarah 11
Krodhaparyahkayogena vi$vabjaravisamsthitah 1
Svabhavidyadharasvadarasiyanamahasukhah 1l
Kadarordhvajjvalatkesah pingabhri$masrulocanah |
Phanindravrndanepathyo mrnaladhavaladvijaih 11
Mudgarasidharah savye vame rdjivaratnadhrk’ I

Sadhanamala, p. 544

*Yamari is terribly fierce, is of deep (blue) colour like that of the
throat of a peacock, and his right and left 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 Prajiia of his own creation. His hair stands on his
head in the shape of a flame 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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Fig. 89 Arapacana

(Dacca Museum)
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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 in his left the lotus
and the jewel’.

(ii1) Six-Armed

Asana — Alidha Faces—Three or Six
Arms—Six Variety—Single

The form of Yamari with three faces and six arms, is fierce in
appearance as the previous ones, and 1s single. He 1s three-faced, and all
his faces show a protruding tongue, canine teeth, three eves, and
contorted brows. He has a big belly, 1s short and dwarfish 1n 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 (Vetili)
the axe and the lasso in his three left According to another state-
ment 1n the Sadhana, he carries the sword, the Mudgara and the
Vajra 1n the three right hands and the Ghanta, the Vajrapasa and the
Misala 1n the three left. The same Sadhana further says that though
he 1s 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 Yamintaka
runs as follows :

“Yamiantakath kruddharh Trdhvake$amh krenarh sunmukharh sad-
bhujath satcaranarh mahisaridharh pratyalidhasthitath naramundarun-
dairvibhusirarh  atibhayanakakirath  vydghracarmanivasanarh  daksine
khadga-mudgara-vajrini, vime ghant@-vajrapisa-musalin dharayantarh
mukute Aksobhyarh vibhavayet’. Sadhanamila, p. 546

“The worshipper should conceive himselt as Yamantuka, with an
angry mood whose hair rises upwards and who 1s six-faced, six-armed
and six-legged. He rides a 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 1n the three left
the Ghantd, the Vajrapala and the Miusala. He bears the effigy of
Aksobhya on the crown.”

Yamir: of blue colour 1s the principal dety in the Yamari Mandala
of the Nispannayogavali. Here his form 1s three-faced and six-armed
like the one previously described. The description may te briefly given
thus :

“Krsna-sita-rakta-mila-savya-vamavadanah sadbhujah  kartrikapa-
laficita-savyetarakarabhyarmh  svabhaprajiiasamalingitah  savyabhyarm
vajrasi vaimabhyam 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. In the principal
pair of hands catrying the Kartri and the Kapala he embraces the
Prajia 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.

11. JAMBHALA
Faces—Three Arms—Six
Variety—Yab-Yum

Jambhala has undoubtedly a greater antiquity behind him than that
of the five Dhyani Buddhas. Jambhala again is a Yaksa and that
indicates his non-Buddhist origin. This may be one of reasons why
he could not be assigned to any one as parental Dhyani Buddha. In
other words Jambhala is similar to Maifijusri whose sire also could not
be definitely determined. In the Sadhanami3la 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 emanating from Aksobhya is important.
Here he is three-faced and six-armed and is represented in yab-yum.
Though the Dhyana 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 of
wealth commanded great respect amongst the Buddhists, and received
worship in various forms in all Buddhist countries. The Dhyana in
the Sadhanamil3 describes his six-armed form as tollows :

“Jambhalarh trimukharh sadbhujarh Aksobhyajatamukutinath daksi-
natribhujaih  matuluhga-nkusa-banadhararh prathamavamabhujaikena
vama-parsvasthita-Prajfilihgitath aparavamabhujabhyam sapaanakuli-
karmuk.dhararh atm3narh nigpadya...” Sadhanamila p. 564

“The worshipper should conceive himself as Jambhala, three-faced
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 Prajfia with the first left hand, carries
the mongoose tied round with a lasso and the arrow respectively in
the second and the third. Thus meditating...”.

1o TLP, Vol. 1I, pp. 52, 73. For a Tibetan specim::se: Gordon : ITL, p. ~9~0
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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 Vihana—Kuvera vomitting jewels

Asana—Pratyilidha

Ucchusma also called Dimbha, being a variety of Jambhala, bears
also the image of Aksobhys on his crown. He may however, have the
image of Ratnasambhava instead, and as an emanation of Ratnasam-
bhava Jambhala will be described later. Several Sidhanas are devoted
to his worship, and the Dhyana describing him with the image of
Aksobhya on his crown runs as follows :

“Atmanarth Bhagavantarh Ucchusmarh  paficavarsakumirakrtirh
kharvarh vi$vapadmastharh candropari sarpabharanabhisitath ratna-
mukutih muficad-ratnamukhapitahgasupta-Dhanadasya lalatam daksi-
nena caranena caranadvyarth vamendkrantamirtimh pratyalidhapadam ;
nagnath ardhvalihgarh lambodararh ; hrdi daksinapanistharaktaptr-
nakapalabhimukhadrstith ; vamajanghasaktavamakarena ratnacchatod-
garyyadhomukhanakulih aviddhadhollakarnadvayarh ardhendu [éekha-
rath] damstrakaralavadanarh raktavarttulatrinetrarh krtabbrkutilalatarh
pingordhvakeéarh Bhuspar$amudra-nil-Aksobhyamunimastakarh...””

Sadhanamils, p. 577.

“The worshipper should meditate himself as the god Ucchusma,
who appears a child of five years and is dwarfish. He stands on a
double lotus on the moon, is decked in ornaments of snakes and has
a jewelled headdress. He stands in the Pratyilidha attitude and
presses with his right leg the forehead of the sleeping Dbanada of yellow
colour with his mouth vomitting out jewels. His left leg rests on the
two legs (of Dhanada). He is nude, and his membrum wirile 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 vomitting out jewels,
on his left thigh. His ears are large and unpierced and he has a crescent
on his crown. His face is distorted with bare 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 attitude”.
" 1. Getty: GNB,p 159.

2. Clark : TLP, I, p. 310 under the title of Sadbhuja Jambbhala, and on p. 203 as
§nc}bhuja 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—Tarjanipasa and Vajra

Vighnantaka is closely associated with three other gods, Padmantaka,
Yamiantaka, and Prajiiantaka, who are generally represented as
guardians of the gates in the Mandala. Vighnantaka is represented
in various forms. The name is significant as the word “Vighna” or
“obstacle” refers to the Hindu god Ganesa. Only one short Sadhana
in the Sadhanamila describes his form in the following terms :

“Atmanath pratyalidhapadasthitarh ekamukharh dvibhujarh nilava-
rnath vamakarena tarjanikdpasam, daksinakarenodyatavajrath bhayana-
karh pihgalordhvake$am.

Vighnantakasidhanam.” Sadhanamala, pp. 558-559.

“The worshipger should conceive himself as (Vighnantaka) who
stands in the Pratyilidha attitude, 1s one-faced, two-armed, and blue
in colour. He carries in his left hand the Tajanipasa, 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).
Ganesa, 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 Vighnian-
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 Gane$a, 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 Ganesa and the latter, in order 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 Kartr1 and the Kapila against the chest ; the rest carry the
Damru and the goad in the right, and the TrisGla and the noose with
the Tarjani in the left.

The original image is in the Baroda Museum collection. Vighnin-
taka is known also to the Chinese collection at Peiping '.

14. VAJRAHUNKARA
(1) Two-Armed

Appearance—Terrible Symbols—Vajra and Ghanta
Mudra—Vajrahthkara Arms—Two
Asana—Pratyalidha Vihana—Siva

Only one Sidhana in the Sadhanamala describes the form of the
god Vajrahtinkira, who is so-called because his two hands carrying the
Vajra and the Ghanta exhibit the Vajrahtinkara mudra. The Sadhana
says that the god originates from the sacred syllable ‘Hum’ which 1s
irresistible like the Fire of Destruction, is blue 1n colour, and dazzlingly
bright. The Sadhana adds further :

“Tadutpannarh maharaudrarh Vajrahtnkara-samjfiakam [
Attahdsarh maharaudrarh ksepayantarh tridhatukamh I
Ghantavajraprayogena mudrabaddhakaradvayam 1
Pratyalidhapadenaiva Bhairavakrantabhikaram’ 11
Sadhanamala, p. 506

*“The worshipper should conceive himself as the god Vajrahtinkara,
who originates from that syllable (HUrh) and is terribly fierce in
appearance. He laughs horribly, is wrathful, und disturbs the three
worlds. His two hands carrying the Ghantd and the Vajra are locked
in the VajrahUinkdra mudra. He tramples upon Bhairava, in the
Pratyalidh3 attitude, and inspires awe.”

It may be pointed out that though Vajradhara also displays the
Vajrahinkara mudrd and carries the Ghanta and the Vajra in exactly
the same way as Vajrahlinkara 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 Vajrahtinhkira stands

1. Clark: TLP, II, pp. 217, 3I1.
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in the Pratyilidha attitude, tramples upon Bhairava, a form of the
Hindu god éiva, and has a terrible appearance. No connection can,
therefore, be established between the two.

Vajrahtinkara images are known to the Chinese collection at Peiping !
although they are not generally found in India.

(ii) Six-armed
Colour—Blue Faces—Three

Arms— Six

VajrahGinkara 1s the principal deity in the Vajrahtinkara Mandala of
the Nispannayogavali, and is 1dentified with Trailokyavijaya. He is
three-faced and six-armed. W.ith his two principal hands arranged in
the Trailokyavijaya * mudra and holding the Vajra and Ghantd he
embraces the Prajiia of his own creation. With the two remaining
right hands he holds the goad and the noose, and with the two left he
shows the skull-cup and the Khatvanga *

As Vajrahunkira and Trailokyavijaya he is known 1n China *

15. BHUTADAMARA
Colour--Black as collyrium Appearance—Terrible
Arms—Four Mudra—Bhiutadamara.

Three Sidhanas in the Sadhanamala describe the form of Bhita-
damara, who is terrible and awe-inspiring, with ornaments of snakes,
canine teeth, and garlands of skulls. The Dhyana runs as follows :

“Atmanarh pasyet raudrath jvalamalikulaprabharh I
Caturbhujarh rrahikrodharh bhinnafijanasamaprabham 1l
Daksine vajramullalya tarjayan vimapanina !
Darhstrakaralavadanarh nagastakavibhusitarh 11
Kapalanfalaimukutarh  trailokyarh api n@sanamh I
Attahdsamh mah@nadam trailokyadhisthitarh prabhurh I
Pratyalidhasusarhsthanarh adityakotitejasam I
Apardjitapadakrantath mudribandhena tisthat1 II
Bhutadamara-sadhanarn.” Sadhanamils, p. 521

“The worshipper should conceive himself as (Bhutadamara) who is
wrathful in appearance and whose person radiates fiery flames. He
is four-armed, terribly angry, and is bright like a broken lump of

1. Clark: TLP, II, pp. 238, 314

2. Probably the same as the Vajrahtinkara midra. For a description of this
mudri see Gordon : ITL, p. 22

3. NSP, p. 24

4. Clark : TLP, II, pp. 238, 314
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collyrium. He weilds 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
Aparijita, and exhibits his special mudra.”

From the Dhyana above quoted it will appear that the two principal
hands of the god exhibit the Bhutadamara or the Dimara mudra '
while the other two carry the menacing Vajra in the right and the
Tarjani in the left. The description of this mudra appears in the
same Sadhana.

Bhutadimara is the principal deity in the Bhiitadamara Mandala of
the Nispannayogavali. Here he tramples upon the prostrate form of
Aparidjita, and 1s violent in appearance. He is four-armed. He wieids
the Vajra in the right hand raised in a menacing attitude. In the left
he shows the Tarjani and the noose. With the two principal hands, he
shows the Damara mudra *.

Accordir;g to statement in the Nispannayogavali the spiritual father
of Bhutadamara is Aksobhya (Atra cakreSasya kuleso’ksobhyah,
NSP, p. 74).

He is known in China under the name of Bhutadamara Vajrapani *.

16. VAJRAJVALANALARKA
Colour—Blue Faces---Four
Arms—Eight Asana—Alidha

Vahana—Visnu and his wife.

Only one Sadhana in the Sadhanam3la describes his form. He is
four-faced, eight-armed, stands 1 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 :

“Vajrajvalanalarkarh nilavarnarh jvalamalakulaprabharh caturmu-
khah astabhujath $rigara-vira-bibhatsa-karunanvitacaturmukharh, ca-
turbhir-daksinakarair-vajra-khadga-cakra-banadhararh caturvaimakarair-
ghant'ﬁ-c'ﬁpa—pﬁéa—khatvﬁhgﬁsaktavicitrapatﬁkadhararh jvaladanalakapila-
sikhakalaparh at1bhlsanamahahxvalaya-kankana-katlsutra-nupura kanthl-

1. Foradescnptnon of this mudra see Gordon: ITL, p. 20 and for a plcture
ibud, p. 62.

2. For further information on the subject, see Bhattachawya B: The Cult of
Bhutadamara in the Proceedings of Patna Oriental Conference.

3. Clark: TLP, II, pp. 242, 152
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ka-kundala-mukutibharanam mahimayacakraracanacaturarh sapatnikar
Visnum-alidhapadena dkramya avasthitarh bhavayet.”
Sadhanamala p. 512

“The worshipper 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 1in the four left the Ghants,
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, nUpura, torque, ear-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
Vihana—Gauri and Siva

Trailokyavijaya is also of blue colour, terrible in appearance, and
awe-inspiring. Two images of this divinity bave 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-Bhattarakarh nilam caturmukbarh  astabhujar ;
prathamamukharh krodhasrhgararh, daksinamh raudrarh, vimarm bibhat-
sam, prstharh virarasarh ; dvabhyarh ghantavajranvitahastabhyam hrd:
vajrahtinkdramudradharath ;  daksinatrikaraih  khatvahgankusabana-
dhararh, vamatrikarath c@papasavajradharath ; pratyalidhena vama-
padakranta-Mahesvaramastakath daksinapadavastabdha-Gauristanayuga-
lath ; Buddhasragdamamaladivicitrambarabharanadharinarh  itmanarh
vicintya...” Sadhanamalg, 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, and the face behind the sentiment of heroism. He exhibits
the Vajrahtinkara mudra 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 Pratyilidha 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 Sadbana 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 Brahm3, who is credited with four faces.
The other peculiar feature of this pod is that he has four legs, each
trampling upon two deities. The Dhyfna contained in the Sadhanamila
is quoted below :

“Paramasvamh raktarh caturmukhamh astabhujarh catu$carnpam ;
prathamamukharh  krodhasrhgararh trilocanarh, daksinarh raudrarh,
vimarh Brahmamukharh mGrdhni lalitoddhulitostharh haritasvamukhar ;
ekena daksinatripatikadharakarena visvavajrasahitenottisthabhinayarh
kurvantamh ;ekena vimakhetakahastena vi$vapadmarh dharayantarh ; pu-
nardaksinatripatakakarena uttisthabhinayam kurvantath punarvamaka-
rena $aktim dharayantarh ; punardaksinakarabhyarm khadgarh banafica,
avasistavamakarabhyam dandarh capafica dharayantarh. Pratyalidhena
daksinapadaikena Indragith Sriyafica @kramya sthitarh, dvitiyadaksi-
nacaranena Ratirh Pritifica vamaprathamapadena Indrath Madhu-
karafica, vamadvitiyapadena Jayakararh Vasantafica, ityatmanarh
dhyayat...” Sadhanamals, pp. 510-511. -

“The worshipper should think himself as Paramaéva, of red colour
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 Brahmi3, and the fourth on the top is green, distorted like a horse
with its lower lip beautifully protruding. He weilds the double Vajra,
in one of his right hands with three fingers erect (Tripatikd) and in one
of his left hands carries the staff with the double lotus. Another

1. Gordon: ITL, p. 60 ; See also Getty GNB, p. 115.
2. Clark: TLP, II, pp. 116, 168.

24
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right hand, with three fingers erect, is raised upwards, and the other left
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 Pratyilidha 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 Paramasva. 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—Six Variety—Yab-Yum

Sakti—Jfanadakini

God Yogambara is the principal deity of the Yogambara Mandala ot
the Nispannayogavali. His form is there described in the following
words :

“Sirhhopari visvambhojacandre ardhaparyahkanisanpo Bhagavan
Yogambarah krspah krsna-sita-rakta-mulasavyavamamukhatrayah...
sadbhujo vajravajraghantabhrdbhujabhyarh krspam $uklam va Jiiana-
dakinih pitabhujangabhiisanamalingitah savyabhyam  stanabanau
vimabhyam abjabhijanadhanusi dadhanah” NSP, p. 32.

“Yogambara sits in Ardhaparyanka on the moon on a double lotus
placed on a lion. 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 principal hands carrying the Vajra and the Vajra-marked
bell he embraces his Prajiia Jianadakini who is either blue or white
in colour, and is decked in ornaments of snake. In the remaining
two right hands 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 Yogambara 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

Kilacakra is the principal deity in the Kalacakra Mandala of the
Nispannayogavall. The famous Tantra of the Buddhists called the

1, Clark: TLP, II, pp. 239, 81,103
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Kalacakra Tantra introduces the cult of Kalacakra into Buddhism.
Vimalaprabh3 is the commentary on the Kalacakra Tantra which is
referred to in the Nispannayogavali. It is thus probable that the cult
of Kalacakra came into vogue in the 10th century. According to the
Kalacakra Tantra, the cult was given the name of Adibuddhayana or
Adiyana. From the Vimalaprabhi it is evident that by introducing the
worship of Kilacakra, 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 Kalacakra as described in the Nispannayogavali 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....vyaghracarmambaradharo dvadasanetrascaturmukhab....trigrivo
bhagavan..satskandho’sau...dvadasabahGrupabahutah prabhrti catur-
virmsatisahasrah. Tatra daksinau dvau bah@ nilau dvau raktau dvau
éuklau tathd vamau evarh kardécatvarah...savyd vamasca...

Daksinesu karesu krsnesu vajra-khadga-trisGla-kartrikah ; raktes-
vagni-bana-vajr-ahkusah ; Suklesu cakra-kunta-danda-parasavah.

Vamesu krsnesu ca vajra-ghantaphalake vikasitamukhakhatvahgarn
raktapiirpa-kapalath ca; raktesu kodandapasau maniratnath pundari-
karh ca ; $uklesu darpana-vajra-srhkhala-Brahmasirasca.”

NSP, pp. 83-84.

“God Kalacakra dances in Alidha attitude on the bodies of Anahga
and Rudra lying on the back. He 1s 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 TrisGla and the Kartri. In the four hands of red colour are held
the Fire, 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 left hands of blue colour are shown the Vajra-marked
bell, the plate, the Khatvahga 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.”

Kslacakra is known to the Chinese collection and a presentation of
his form is given in the Two Lamagistic Pantheons. Images or paintings
of Kalacakra are rarely found in India. He is popular in Tibet ! as
well as in China *. Fig. 134 illustrates a Nepalese drawing of Kilacakra.
The blue colour of the god suggests that his spritual 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 already been
pointed out that the emanations of this Dhyani 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 male divinities. The genuinély
peaceful and benign deities such as Prajiiaparamita and Vasudhira
are exceptions to the rule. The goddesses emar;ating from the Dhyéni
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 Mahacinatara or Tara
of Mahiacina (Great China) and two Dhyanas, 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 Ugratard, and the Vajrayogini
temple at Sahku in Nepal, contains in the sanctum a figure of Ugratara.
This Ugratara or Mahacinatara of the Buddhists has been incorpora-
ted in the Hindu pantheon under the name of Tar3, and is now regard-
ed as one of the ten Mahdvidya goddesses. The Dhyina in the
Sadhanamila describes her form in the following verses :

“Pratyalidhapadirh ghorarh mundamilapralambitam |
Kharvalambodararmh bhimam nilanirajardjitarn 11
Tryambakaikamukharh divyar ghorattahasabhasurarh |
Suprahrstam $avaridharh nigastakavibhUsitim 11
Raktavarttutanetrafica vyaghracarmavrtarm katau [
Navayauvanasampannim paficamudravibhusitarh 1I
Lalajjihvarm mahabhimarh sadamstrotkatabhisanam [
Khadgakartrikaram savye vamotpalakapaladharh Il
Pihgograikajatarh dhyayat maulav-Aksobhyabhsitarh Il
Mahacinatara-Sadhanarh’’. Sadhanam3ls, p. 210
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“The worshipper should conceive himself as (Mahacina-Tard) 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-eyed, one-faced, celestial and laughs horribly.
She is in an intensely pleasant mood, stands on a corpse, is decked in
ornaments of snakes, has red and round eyes, wears the garments of
tiger-skin round her loins, is in youthful bloom, is endowed with the
five suspicious symbols. and has a protrudiug tongue. She is most
terrible, appears fierce, with bare canine fangs, carries the sword and
the Kartri in the two right hands and the Uptala 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 is the Dhyana in the Sadhanamald, the earliest manuscript of
which belongs to A. D. 1165. According to the colophon, the Sadhana
for Mahiacinatara has been restored from the Mahiacina-Tantra, which
should therefore be earlier than the earliest extant manuscript of the
Sadhanamila. As the Sadhana in verse is attributed to Saivata-
vajra it is certain that the Dhy3na, just quoted, was not in existence
before éﬁévatavajra. Now, in the Tararahasya of Brahmananda, who
flourished in the middle of the 16th century and in the Tantrasira of
Krsnananda Agamavagiéa an almost identical Dhyana is stated descri-
bing a goddess of the name of Tara :

“Pratyalidhapadam ghorarh mundamalavibhusitam I
Kharvarh lambodarith bhimarh vyaghracarmavrtam katau 11
Navayauvanasampannirh paficamudravibhGsitarh 1
Chaturbhujam lolajihvath mahabhimarm varapradam I
Khadgakartrisamayukta-savyetarabhujadvayarh [
Kapalotpalasarhyuktasavyapaniyuganvitam Il
Pingograikajatath dhyayenmaulav-Aksobhyabhusitarm [
Balarkamandalakaralocanatrayabhusitam 1I
Jalaccitamadhyagatah ghoradathstram karalinirh I
SaveSasmeravadanirh stryalankaravibhisitarn 11
Visvavyapakatoyantah $vetapadmoparisthitath I
Aksobhyadevimtirdhanyastrimrtirnagaripadbrk” II
Tantrasara, p. 415 et sqq.

A comparison of the two Dhygnas will at once reveal how the
original composition of éasvatavajra has been modified in the Tantra-
sira by a Hindu Tantric author. Some lines have been added to the
original Dhyana 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 Dhyana 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. More-
over, Aksobhya is unknown in the Hindu pantheon except when he
is borrowed from the Buddhists, and the Hindus fail to explain the
desirability of putting his figure on the crown of Tara.

Figs. 135, 136 illustrate the Buddhist form of Tara or Mahacinatara,
and shows 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 Tar3 is not a corpse properly speaking, but it is the
prostrate form of Mahadeva to whom she is attached as a Sakti.

2. JANGULI

Janguli is widely worshipped amongst the Buddhists as a goddess
who cures snake-bite and even prevents it. According to a Sanhgiti
in the Sadhanamila 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 Sadhanas des-
cribe the procedure of her worship and give elaborate mantras for the
extraction of poison from the body of the snake-bitten. These four
Sadhanas describe three entirely different forms of Janguli, two with
one face and four arms and one with three faces and six arms. Images

2

of Janguli are found in Tibet ! and China *.

(i)
Colour—White Symbol—Snake, or Vina
Mudra—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 Dhyanas she is described as
follows :

«Atmanath Arya-Janguliriparh sarvaSuklam caturbhujah ekamuk-
hath jatamukutinih  Suklam Suklavasanottariyar sitaratnilahkara-
bhisitam $uklasarpairvibhlsitarh sattvaparyahke upavistath milabhuja-
bhyarh vinarh vadayantit dvitiyavimabhujena sitasarpadharinirh apara-
daksinenabhayapradarh candrath$umalinith dhyayat...”

Sadhanamals, 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 Jatdmukutd
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 mudra with the second right, and is radiant like the moon.”’

In a second Sadhana she is said to exhibit the Varada mudr@ in the
second right hand. Fig. 137 illustrates a Nepalese drawing of the two-
armed form of Jangull )

(i)
Colour—Green Mudra—Abhaya

Symbols—Tristla, 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 Trisiila, peacock’s feathers and the snake. The mudra,
however, is the same Abhaya mudra.

(iii)
Faces—Three Arms—Six

Vihana—Snake Colour—Yellow

The third variety of Janguli has three faces and six arms. Two
Sadhanas in the Sadhanamil3, one in prose, and the other in verse,
describe this form. The Dhy@na contained in one of these runs as
follows :

“Arya-Jangulith atmanarh jhatiti nispadayet pitarh, trimukharh
sadbhujamh  nilasitadaksinetaravadanam kbadgavajrabanadaksinahasta-
trayam satarjanipasavisapuspakarmukavamakaratrayim  sphitapha-
namandalasirahstham  sarvadivyavastrabharanabhisitath ~ kumari-
luksanojjvalarh Aksobhyakrantamastakarh dhyatva...”

Sidhanamila, p. 248

“The worshipper should quickly conceive himself as Arya-Janguli,
who is yellow in colour, three-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 serpant, 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, Sidhanamala p. 251.
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The Hindu goddess Manasa or Visahari has a marked resemblance
to the appearance of Jahguli and some of the Dhyanas in the Hindu
Tantric works for the goddess distinctly give her the epithet of
“Janguli”.

3. EKAJATA. ™
Colour—Blue Appearance—Terrible
Attitude—Pratyalidha

Ekajata is one of the most powerful goddesses in the Vajrayana
pantheon. It is said in the Sadharamild 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 Sadhanamila dovoted to the worship
of Ekajatd, describe three different forms of the goddess. She may
have one face with two, four or eight arms.

The main features of the goddess aie given in one of the
Sidhanas, the Colophon of which asserts that the Sadhana has
been restored from Tibet ( Bhota) by Arya Napdrijuna, who was
famous in the medieval ages as one of the eighty-four Siddhapu-
rusas of India. The general description of the goddess given in
the Sadhana is as follows :

“Krsnavarna mat3h sarvah vyaghra-carmavrtah katau [

Ekavaktrih trinetrasca pihgordhvakesamtrdhajah I

Kharva lambodara raudrah pratyalidhapadasthitah 1

Sarosakaralavaktra mundamalapralambitah 11

Kunapastha mahabhimad Maulav-Aksobhyabhtsitah |

Navayauvanasampannih ghotattahdsabhasvarah 1I

Vidvapadmopari sliryye cintaniydh prayatnatah” Il
Sadhanamila p. 266.

“All these (three) forms (of Ekajatd) 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 Pratyalidha 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. only applies to the following three
forms of Ekajatda with one face and two, four or eight arms :

(i) When two-armed, she carries the Kartri and the Karota
(skull-cup) in her two hands (Fig. 138).

(ii) When four-armed, Ekajatd carries the arrow and the sword
in the two right hands and the bow and the skull in the two
left. In two other Sadhanas describing the four-armed variety, het
appearance undergoes a slight modification. Here she holds in the
first pair of hands the Kapila and the Kartri, while the other
pair shows the Utpala and the sword. She may hold also the
rosary instead of the sword (Fig. 139).

(iii) When eight-armed, she carries the sword, the arrow, the
Vajra and the Kartri in the four right hands and the bow, the Utpala,
the Para$u and the skull in the four left hands.

Images of Ekajata are found in almost all Buddhist countries of
the North. She is known in Tibet ' as well as in China 2.

4. VIDYUJJVALAKARALI

Faces—Twelve Arms—Twenty-four
Colour—Blue Asana—Pratyalidha
Vihana—Indra, Brahm3, Visnu and éiva
SYMBOLS :
Right Left
1. Khadga 7. Dart 1. Bow 7. Wine-glass
2. Vajra 8. Mudgara 2. Noose 8. Utpala
3. Cakra 9. Misala 3. Tarjani 9. Bell
4. Jewel 10. Kartri 4. Banner 10. Parasu
5. Ankusa 11. Damaru 5. Mace 11. Brahmadiras
6. Arrow 12, Rosary 6. Trisdla 12. Kapila

Another variety of Ekajata is known as Vidyujjvilakarali,
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 either in stone or in bronze. The Dhyana
is rather long and it describes the goddess vividly thus :

“Dvadasamukharh mabakrsnavarnarh caturvirhéatibhujam caturmar-
asamakrantith évetakapdlopari pratyalidhapadarh mahapralayagnisa-
maprabharh vivrtasydrh hahakararh lalajjihvam  sarosam vikrtakoti-
bhimabhrkutitatodbhriinetracaladvartulath  bhayasydpi bhayankarimh

1. Gordon: ITL, p. 76, Getty: GNB, pp. 125-126 T
2. Clark: TLP, II p. 284 .
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kapalamala é&irasi bhisitarh vyadairalahkrtarh sanmudropetiarh pratha-
mamukharh mahakrsparm tatha daksinamukhapaficakamh sitapitaharita-
raktadhUmravarnafica, vimamukhapaficakarh raktasitapitaharitasitarak-
tafica, Urdhvamukharh dhimrarh vikrtath kruddharh, sarvamukhini
damstrakarilavadanani, trinetrani, jvalitordhvapihgalakesani, sarosam
kharvalambodarim pinonnatapayodhararh vyaghracarmanivasanarh dak-
sinadvadasabhujesu khadga-vajra-cakra-ratnacchat-ahkusa-sara-sakti-mu-
dgara-miisala-kartri-damaru-aksamalikafica, vamadvadasabhujesu dha-
nuh-pasa-tarjani-pataka-gada-trisiila-casaka-utpala-ghanta-parasu- Brahm-
asirah-kapalafica.

Suprabrstarh $avarudharh nagastakavibhUsitam [
Navayauvanasampannarh hahattabasa-bhasuram Il
Pifgograikajatiarn dhydydt maulav- Aksobhya-bhusitarh I

Iti Vidyujjvalakaralinamaikajatasadhanarh ”
Sadhanamils, 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 Maras (Brahma, Visnu, Siva and Indra),
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 ‘hd’ ‘ha’. She has protruding tongue, is wrath-
ful, has eyes 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 1s 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 red,
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
rise 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, 1. the sword,
2. the thunderbolt, 3. the discus, 4. the jewel, 5. the elephant-goad,
6. the arrow, 7.the dart, 8. the hammer, 9. the pestle, 10. the saw, 11. the
drum and 12. the résary ; and in her twelve left hands she has 1. the
bow, 2.the noose, 3. the raised index finger, 4. the flag, 5. the mace, 6. the
trident, 7. the wine-glass,” 8. the blue lotus, 9. the bell, 10.the axe, 11.
the severéd head of Brahm, 12. and the skull. In an extremely happy
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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 Vidyujjvalikarali, anocher form of

Ekajata.” ,

5. PARNASABARI.
Colour—Yellow Faces—Three

¢
l““"

Arms—Six """ Vihana-—Vighnas
Asana—Pratyalidha

The worship of Parpasabari, it is believed, is effective in pre-
venting out-breaks of epidemics and in assuring safety to the terror-
striken, The epithet ‘Pisac’ given in the mantra shows that she
was regarded as one of the demi-gods, half human, half divine. Two
Sadhanas in the Sadhanamala 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
$miles, and in another she smiles but has an irritated expression
all the same. Curiously enough, the two images that have been
discovered in Eastern Bengal, both have the effigies of Amoghasiddhi
on the crown. The Dhyina describing Parpadabari of yellow colour
with the image' of Aksobhya on her crown, runs as follows :

“Bhagavatirh pitavarnarmh trimukharh trinetrarh sadbhujarh prathama-
mukharh pitarh, daksinamh sitath vBmam raktarh, lalitah3sinim sarva
lahkaradharath parnapicchik@vasanar, navayauvanoddhatarh pinam...
daksinabhujaih vajraparasusaradharinirh vamabhujaih satarjanikapasa-
parnapicchikadhanurdharinih  puspavabaddhajatamukutastha-Akso-
bhyadharipith stiryyaprabhimandalinirh adho vighnin nipatya sita-
padmacandrasane pratyalidhastharm, hrdvamamustitarjanyidho vigh-
nagandn santarjya daksinavajramustipraharabhinayam ..bhavayet.

Parpasabari-Sadhanarh” Sadhanamila, pp. 306-307.

“The worshipper should conceive himself as (Parpasabari) of
yellow complexion, with three faces, three eyes and six arms. Her
first face is blue, the right white and the left 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 left the Tarjani with the noose, the cluster .of leaves and
the bow. Her Jatamukuta is decorated with flowers and the image of
Akgobhya ; she has the effulgende 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 Gane$a, probably represents this
form of Parnasabari, as the word ‘Vighna' in the Sadhanamald often
refers to Gapesa. The above-mentioned Sadhana, further states that
Parnasabari 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 Parnasabari are also found 1n Tibet ! and in China 2.

6. PRAJNAPARAMITA

Prajiiaparamitd is the embodiment of the Mahayana Scripture of
the same name which was, according to the Buddhist tradition, restored
from the nether regions by Nagirjuna in the second century A. D.
Buddha is said to have entrusted this Book of Transcedental Knowledge
to the care of the Nigas 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 whichi 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 Mafijuéri,
could not be assigned to any one of the 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 Prajfidparamita are found in Tibet ¥ and
China °.

(i) SITAPRAJNAPARAMITA
Colour—White Asana—Vajraparyanka
Symbols—Lotus and Book

Only one Sadhana in the Sadhanamala describes the form of white

Prajfiaparamita with the image of Aksobhya on the crown. She is two-
1. Gordon : ITL, p. 71 ; Getty : GNB, pp. 134-135.

1.
" 2. Clark: TLP, IL, p. 278

' 3. See Bhattasali : IBBS, p. 42.
4.
5,

Getty : GNB, pp. 131-132.
Clark : TLP, Il, pp. 140, 160.
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armed, one-faced, sits in the Vajraparyanka attitude on a white lotus,
and carries the red lotus in the right hand and the Prajfiaparamita
Book in the left. She is decked in all sorts of ornaments, has a
beautiful face and pleasant expression, unlike other emanations of
Aksobhya. The Dhyana runs as follows :

“Dvibhujam ekavadanarh sitavarpam manoramar [
Ardhacarcarakesafica $vetimbhoruhasamsthitam I
Padmarh daksinahaste tu raktavarnarh vibhavayet I
Prajfidparamitarh vame vajraparyankasarhsthitarm I
SarvalahkdrasampUrnar bhavayennathimandale 1
Ankarajiianasambhitam paramanandakarinih 11

. Aksobhyamudritd ceyarm

éukla—Prajﬁﬁpﬁramit'ﬁ—SEdhanarh“.
Sadhanamila, pp. 310-311.

The worshipper should meditate on the navel the form of Sitapra-
jiaparamitd, as two-armed, one-faced, white in colour, and beautiful
in appearance, with half curly hair, us sitting on the white lotus, carry-
ing in her right hand the red lotus, and the Prajiaparamita Book in her
left. She sits in the Vajraparyanka attitude, and is decked in all sorts of
ornaments. She originates from the knowledge of the letter *Arh’ and
releases immense delight... This goddess is stamped with the image of
Aksobhya (on the crown).”

(ii) PITAPRAJNAPARAMITA
Colour—Yellow Mudra—Vyakhyana

Distinctive Mark—Book on lotus to the left.

The yellow variety of Prajiiaparamita with the efigy of Aksobhya
is identical in form with the one described alove, except with regard
to the colour and the mudra. She is yellow in complexion, bears the
image of Aksobhya on her Jatimukuta, wears celestial ornaments, and
her two hands display the Vyakhyana attitude. On a lotus to her left
rests the scripture Prajfiaparamita !,

The celebrated image of Prajiiaparamita (Fig. 141) of Java belongs
to this variety, and tallies in all details with the description given in the
Dhyina.

1. Sadhana No. 158, Sadhanamals, p. 321
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(iii) KANAKAPRAJEAPARAM[TA

Colour—Golden Mudra—Dharmacakra
Asana——Vajraparyaflka
Symbol—Book on lotus on two sides.

This form of Prajfiaparamita is identical in all respects with one
of the forms described previously. The difference lies in the fact that
although she exhibits the Dharmacakra mudra with her two hands,
there are two books on two lotuses tising from under her two arm-pits.
She is golden in colour . The Java figure of Prajiaparamita illustra-
ted previously has only one lotus bearing the book 1n her left, but the
Indian Museum image (Fig. 142) with two lotuses on either side, each
bearing a manuscript, may definitely be identified with this variety of
Prajfiaparamirta.

7. VAJRACARCIKA

Asana—Dancing in Ardhaparyanka Arms—Six
Colour—Red Distinctive feature—Emaciated body
Vihana—Corpse Appearance—Terrible

Only one Sadhana in the Sadhanamilda describes the form of
Vajracarcikd and the Dhyana contained therein runs as follows :

“Vajracarcikam trinetrarh ekamukhith  ardhaparyankatandavar
mrtakasanastham, krsangith  darhstrotkatabhairavaith  nara$iroma-
lavibhiisitakanthadeéam asthyabharanavibhiisitim paficamudradharinim
Aksobhyamukutinith vyaghracarmanivasanamm muktakesith sadbhujarh
daksine vajrakhadgacakradharinith vame kapalamanikamaladharam
raktavarham karmanurtGpatah sukladivarpayuktifica dhyatva”

Sadhanamala, p. 395.

“The worshipper should conceive himself as Vajracarcika, who is
three-eyed and one-faced, dances in the Ardhaparyahka attitude on a
corpse, is emaciated in appearance and looks 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 Kapila, 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, Sadhacamala, pp. 313-314
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The accompanying sketch, (Fig. 143) gives a vivid idea of her terrible

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
Mudra—Varada

The remarks made in the case of Mahaéitavati, an emanation of
Amitabha and one of the Paficaraksi goddesses, apply to the case of
Mahimantranusarini also. This goddess is another of the Paficaraksa
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 :

“Mah@mantranusarini caturbhujaikamukbi krsna daksinabhujadvaye
vajravaradavat1 vimabhujadvaye parasupasavari Hiimkarabija Aksobhya-
9 y
kiritini stiryyasanaprabha ceti’’

Sadhanamaila, p. 401.

‘“Mahamantrinusarini is four-armed and one-faced, is blue in
complexion, shows in her two right hands, the Vajra and the Varada
mudrd and in her two left the Parasu and the noose. She originates
from the svllable “Hurh”, 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 Sidhanam3ld to Maba-
pratyahgira. The Dhyana describing her form is as follows :

“Mahapratyangira krsnd sadbhujaikamukhi khadgahkusavarada-
daksinahastd raktapadmatrisiila-hrdayasthasapasatarjaniyuktavamahasta
Hurbija Aksobhyamukuta sarvalankaravati ripayauvanasampanni”.
Sadhanamils, p. 402.

1. Clark : TLP, II, p. 269.
2. Gordon: ITL, . 76
3. As Mantranudharani she occurs in Clark : TLP, II, pp. 205.275.
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““Mahapratyangira is blue in colour, six-armed, and one-faced. She
shows in her three right hands the sword, the goad, and the Varada
mudr3, 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 syllable “HUrh”, bears the image of Aksobhya on her crown, is
decked in all sorts of ornaments, and is young and beautiful.

Figs. 144 and 145 illustrate two Nepalese drawings of the goddess
Mahapratyahgira. They conform to the description given in the
Sadhana. The ivory image from Nepal (Fig 146) with innumerable heads
is also worshipped as Mahiapratyangira. This goddess is found also in

China .
10, DHVAJAGRAKEYURA

Two Sadhanas in the Sadhanamdld describe two widely different
forms of Dhvajagrakeytira. In one the effigy of Aksobhya on the crown
is expressly mentioned, but in the other, the Dhyani Buddha is absent.
The weapons are also different, and in one case she is three-faced and
in the other fourfaced. In all other respects, however, the forms are
identical.

Images of Dhvajagrakeyura are found in China *.

(i) Three-Faced.

Colour—Blue Faces —Three
Arms—Four Appearance—Terrible
Asana-—Pratyalidha

The Dhyana describing Dhvajagrakeyura, with three faces and four
arms and with the effigy of Aksobhya, runs as follows :

“Dhvajagrakeyra krspa trimukhi caturbhuja raktasyamadaksina-
vimamukhi khadgapasadharidaksinakaradvaya vajrankitakhatvangaca-
kravimahastadvaya Grdhvapihgalakesi Suskapaficamundalankrea$iraska
vyaghrajinavasand darhstrakaralamukhi pralambodari pratyalidhapada
stiryasanaprabhi pitavastrakaficukini Harmbija Aksobhyamukuta.”

Sadhanamala, p. 403

“Dhvajagrakeylira is blue in colour, three-faced, and four-armed,
with the right and left faces of red and green colour (respec-
tively). 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 II, pp. 200, 289.
2. Clark : TLP I, pp. 200, 289,
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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 has a protruding belly, stands in
the Pratyalidha attitude, has her seat on and glows like the sun, wears

yellow garments and jacket, originates from the syllable ‘Hum’ and
bears the image of Aksobhya on the crown”.

(ii) Four—Faced
Faces—Four Arms—Four

Colour—Yellow

As already pointed out, DhvajagrakeyUra has another form, with
four faces and four arms carrying the sword and the Cakra 1n the two
right hands, and the Tarjanipasa and the Misala, marked with a Vajra,
in the two left. A Tristla 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 goddess.

11. VASUDHARA
Mudra—Varada Symbol—Ears of Corn
Colour—Yellow

Vasudhara figures in the pantheon of the Mahayana Buddhists as
the consort of Jambbhala, the Buddhist god of wealth. Only three Sadha-
nas are devoted to her worship and in one of these only is she said te
bear the image of Aksobhya. The two others assign her to the Dhyani
Buddha Ratnasambhava. It may be noticed, by the way, that Vasu-
dhara 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 Bhagavatirh dhyayat, kanakavarnam sakalalankirava-
tim dvirastavarsakrtih daksinakarena varadarh, vamakarena dhinyama-
fjaridharath Aksobhyadharinim. P}Jrato Bhagavatirh Srivasundhararh
daksinato Vasuériyarh pascimatah Srivasumukhith, vimato Vasumati-
ériyarh ; etdscadyaksarabijah svanayikasamanartpascintaniyah.”

Sadhanamails, 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 JVarﬂa_ mudra, in

1, Sadbana 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 imag:
e ——— - —— o wiets o i mn - -

of Algs"Bhg ya (on the crown). In front of the goddess should be con

- LN Lo,

ceived Srivasundhara, in the right Vasusri, in the west Srivasumukhi, anc
in the left Vasumatiéri. These four goddesses originate from the firs
syllables of their names, and are 1dentical in form with the principa
goddess’’.

Images of Vasudhiari are found in the Buddhist countries of the
North including Tibet .

12. NAIRATMA.
Asana—Dancing 1in Ardhaparyanka
Colour—Blue Appearance—Terrible

Vahana—Corpse lying on 1ts back. Symbols—Kartri and Kapala.

Two Sadhanas in the Sadhanamala describe her form, which is in
many respects, similar to the form of Vajravarihl wrth the Kartri and
the Kapala, the principal point of difference being the position of the
corpse which forms their Vahana, When it lies on its chest it is Vajra-
varahi, but 1f it lies on 1ts back the goddess is Nairatmi. There are
other distinguishing features also  For instance, Vajravarahi being an
emanation of Vairocana, should bear the image of Vairocana on the
crown ; while Nairatm3, being an emanation of Aksobhya, should bear
the image ot Aksobhya instead. Moreover, the excrescence near the
the right ear of Vajravarahi must be absent in the case of Nairatma.
In all other respects there 1s a remarkable resemblance between the two.
The Dhyina 1n one of the two Sidhanas describe the form of Nairatma
in the following terms : C

“éavah;‘ccandrasthﬁrdhaparyahkanﬁgyasthitﬁr'n Nairatmarh krsnan
ekamukharm Grdhvapifgalakesarh Aksobhyamukutinith darhstrakaral
lalajjihvam, daksinena kartridharinith, vame kapalakhatvahgadhiarinim,
raktavartulatrinetrarh paficamudravibhusanam (dhyayat).”

Sadhanamila, p. 451

““The worshipper should conceive himself as Nairatma who stands
in the Ardhaparyanka in a dancing attitude on the moon over the chest
of a 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 Kapala and the Kbatvahga in the left. Her
three eyes are red and round, and she is endowed with the five auspi-
cious symbols.”

1. Gordon: ITL, p. 72 ; Getty : GNB, p. 174.
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The word ‘Nairatma’ means ‘no-soul’ and is another name for Stinya,
in which the Bodhisattva merges on the attainment of Nirvina. Gra-
dually, the conception of éﬁnya took the form of a goddess in whose
embrace the Bodhisattva is said to remain in eternal bliss and happl—
ness. Nairitma gets the blue colour, because the colour of Sunya
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 rise upwards in the shape of a 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 of a garland of heads. She bears the
image of her sire Aksobhya on her crown and carries the menacing
Kartri in the right hand. The left hand holding the Kapala is broken.
The Khatvanga, as usual, hangs from her left shoulder.

The Vangiya Sahitya Parishat bronze (Fig. 149) shows the above

characteristics, but the Khatvahga 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 China ’.

13. JNANADAKINI.
Colour—Blue Faces—Three
Arms—Six Kulesa—Aksobhya

Jianadakini is the principal deity of the Jiianadakini Mandala of the
Nispannayogavali. She is described thus :

“Jfanadakini nilasya...savyarh $uklarh...va@marh raktaSrhgarar...
daksinabhujatraye Grdhvikrtakhatvangath paraSurh vajrafica vamatraye
ghantaraktapUrnakapalakhadgah.” NSP, p. 12

“Jianadakini 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.”

J&anadakini is represented in the Chinese collection 2.

1. Clark: TLP, II, pp. 61, 238
2. Clark : TLP, I, p. 237
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14. VAJRAVIDARANI

Vajravidarani is described in the Dharmakosasahgraha of Amr-
tinanda as follows :
“Vajravidarani paficamukhi dasabhuja ; dakse ankusa-khadga-Sara-
vajra-varada ; vime pasa-carma-dhanu-dhvaja-abhaya pratyalidh@sana’.
Dharmakosasangraha Fol. 44A.

“Vajravidarani is five-faced, ten-armed, carries in the right hands
the goad, the sword, the arrow, the Vajra, and the Varada mudrd, and
in the left the noose, the shield, the bow, the flag and the Abhaya pose.
She stands in the Pratyalidha attitude”.

Fig. 150 illustrates a miniature painting of the goddess in the collec-
tion of Dr. Evans-Wentz.



CHAPTER VIII
EMANATIONS OF VAIROCANA

According to the Sadhanamala all the deities that emanate from the
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 particular Dhyani Buddha. Some of the deities are expressly
stated in the Sadhanas to be ‘“Vairocanakulodbhavd” or “born of the
family of Vairocana” The deities emanating from this Dhyani 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 Stupa.
Among the deities emanating fiom Vairocana Mirici seems to the first
in importance and popularity. She is even regarded as the consort
of Vairocana. Vairocana is distinguished from the other Dhyani
Buddhas by his white complexion and the Dharmacakra mudrd he dis
plays in his two hands.

1. NAMASANGITI
Colour—White Face—One

Arms—Twelve Asana—Vajraparyanka

Pandit Amrtananda’s Dharmakosasahgraha gives the description of
a most interesting god, named as Namasangiti. This description
enables the students of iconography to identify a large number of his
images that lie scattered throughout the Nepal valley and other Buddhist
countries. This deity should be distinguished from the Namasangiti
Mafijusri who has already been described as one of the varieties of the
Bodhisattva Mafijusri. Like the goddess Prajfiiparamitd who is the
embodiment of the Prajiaparamita literature, Namasangiti also seems
to be the deification of the Namasangiti literature of the Buddhists.
Pandit Amrtananda characterises Nimasahgiti 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 Khatvanga
as also other Bodhisattva symbols do not befit a Buddha. Although
the parental Dhyani Buddha of Niamasangiti 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 mudras exhibited by
the deity are also inaccurate. The Dhyana as given in the Dharma-
kosasahgraha is quoted as follows :

“Namasangitinama (Bodhisattvah).

Ekavaktrah $vetavarnah dhyananayanah smerinanah Jataimukutadha-
rah nanilankarilankrtah sanmudralankrtah dvadasabhujah prathama-
bhyarh  savyadaksabhyam  hrdayapradeée abhayamudradvayarh,
dvayabhyam mukutopari krtafijalimudrarm, daksatrtiyena visvavajropari
khadgarh savyavamacaturthabhyam tarpanamudradvayam, savyavam-
apaficamabhyarh patrasthimrtaksepanamudram sasthasavyavamabhyarh
sapatradhyanamudrarth vamatrtiyena savajrakhatvangarh dadhanah,
kamalopari vajrasanah.”

Dharmakosasangraha (A. S. B. MS.) Fol. 91

“The (Bodhisattva) Namsangiti.

“He is one-faced, white in colour, has eyes (half-closed) in meditation,
a smiling countenance, the Jatdimukuta and various ornaments,
is decked in the six auspicious ornaments, and twelve-armed. He
exhibits in the first pair of right and left hands the two Abhaya
mudrds against the chest ; and in the second pair the Afjali (clasped
hand) mudrd over the crown. The third right hand carries the sword
on the double Vajra. The fourth pair exhibits the Tarpana mudras,
the fifth pair shows the mudrda of sprinkling nectar from the vessel
(Ksepana), and the sixth pair exhibits the Samadhi mudra on which
is the vessel (of nectar); the third left hand carries the Khatvahga with
the Vajra ; 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 Khatvahga with the Vajra 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 Mirici 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 Akso-
bhya, Mirici invariably appears singly, and her consort is Vairocana
himself, and not any emanation of a Dhyani Buddha. Again, Heruka
rides a corpse lying on its chest, and accordingly, such a Vahana has
been given to Vajravaradhi, but Marici is never known to tread upon a
corpse, or even the prostrate body of a man. The images of Vajra-
varihi always represent her as one-faced with an excrescence near the
right ear, but Marici, even when represented as one-faced is not known
to have any excrescence on her face. Vajravarahi according to
the Dhyana, may have four arms, but Marici must have either
two, eight, ten or twelve arms according to the Sadhana. Marici
is always said to reside in the womb of a Caitya, whereas Vajravarihi,
being an abbess, may reside anywhere. The mantra for Vajravarahi is
“Orh Sarva-Buddhadikiniye Vajravarpaniye htGrh htrh phat phat svaha”
or “Orh Vajravetali hlirh phat”. Santideva gives the Dharani for
Marici but the Dhirani never refers to her as Vajravarahi. The con-
ception of Mairici has a greater 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 is assigned to
Maricl. Vajravarahi stands in the Ardhaparyanka in a dancing attitude
on a corpse, but Marici stands almost always in the Alidha attitude
and moves in a chariot, but she is never in the dancing attitude. Last
but not the least, Vajravarahi has been called a Dakini, that is. anabbess
who had attained perfection, ( siddhi ) and had become a deified
woman, but Mairici is a goddess, first and last.

In view of these wide differences in form, character and accoutre-
ments, the identity of the two goddesses Marici and Vajravarahi, can
not be established. The only points of agreement between them are
that both of them are emanations of Vairocana, and both sometimes

have two arms and two legs.

Sixteen Sidhanas in the Sadhanamaild describe six distinct forms of
Mirici. She may have one, three, five or six faces and two. eight, ten
or twelve arms. She is generally accompanied by her four attendants,
Varttali, Vadali, Varili and Varahamukhi. Sheis 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 Mirici are rather common in India.
In her two-armed form of Asokakantd she accompanies Khadiravani
Tard; amongst other varieties of Maricl, 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. Sadvata or Vairocana is said to be the spiritual sire of
Marici 4.

() ASOKAKANTA

Vahana—Pig Colour—Yellow
Asana—Standing Mudra— Varada

Distinctive feature—Left hand touching the Asoka kFough

Ordinarily, Marici has two arms and one face. She is called Adoka-
kanta when she holds the bough of an Aéoka tree inthe left hand and
exhibits the Varada mudrd in the right hand ; but she is called
Arya-Marici if she carries the needle and the string in her two bands.
The Dhyana describing the form of Asokakantd is stated below :

“Hemabhastkara1Tidhar taptakaficanabbasvaram 1
Lilayordhvasthitam candrabimbambhoruhasarmhsthitarh 11
Asokavrksasikhagravilagnam vimapaning |

Bibhratith varadakaradaksinakarapallavam 11
Diptaratnopasobhena maulina Buddhasekharam I
Svetavastram namasyami Maricith abhayapradam” 1l

Sadhanamaila, p. 306

“] 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 mocn over the lotus, and holds with her left hand the
bough of an Asoka 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 Aéokakantd is referred to by Alice Getty °.

1. Bhattasali: IBBS. p. 43f and Pl XHI—XIV
2. Getty : GNB, p. 133

3. Clark : TLP, II, pp. 207, 286, 189, 201

4 NSP:pp. 40, 41

5. Getty : GNB, p. 133.
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() ARYA-MARICI.
Symbols—Needle and String.

Arya-Maridi is identical with Adokakantd except for the symbols she
bears in her hands. As already stated, "ASokakantd has the Asoka
bough and the Varada pose, but Arya-Marici carries the needle and
the string !.

(Ill) MARICIPICUVA.
Faces—Three Arms=—FEight

Maricipicuva is also called Astabhujapita-Marici or Sarhksipta-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 Maricipicuva, 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 Ankus$a and the noose in another pair, the bow and the
arrow in the third pair, and the Vajra and the Asoka flower in the
fourth pair. She has three faces, each displaying a mixture of three
different sentiments (Rasa). The Dhyana in verse runs as follows :

"égr’xgﬁravirasaddhar§air—jﬁmbﬁnadasamaprabhith I
Madhyendranilavarnasyarh bhayabibhatsaraudrakaih 11
Karunadbhutasantaisca sphatikendvitarananam I
Trivimoksamukhaistryaksath dharmasambhoganirmitarh I
Pitabharanasadvastrarh mayikhasukhavasinih
Sucyaksasyani sivantith badhnantith mukhacaksusi 1l
Hrdgalenkusapasabhyarm bindhantith banakarmukaih I
Vajrena dusthrdbhitvasokenisecandpararh II...
Prajfiopayapadakrantith Maricith bhavayedvrati I

Maricipicuva-Sadhanarh’’. Sadhanamala pp. 297-298.

“The worshipper should conceive himself as Maricipicuva who dis-
plays the sentiments of éghgﬁra, 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 Dharmakiaya and Sambhogakiya. She

1. Sadhana No. 147 in the Sidhanamils, 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 Anku$a, 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 Prajiia and Upaya.”

Astabhuja-Marici or Sathksipta-Marici 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 of a 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, hasthe colour of the Indra-
nila gem, displays wrath and looks 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 cf Santa. She rides
a chariot drawn by seven pigs, stands in the Alidha attitude, and
appears a virgin in the fulness of youth. Below the seven sows
is the fierce Rahu, who devours the sun and the moon. She is sur-
rounded by the four attendant goddesses, Varttah, Vadali, Varali and
Vardhamukhi.

(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 Vajranku$a and the needle in the right.

(ii) Vadali has many features in common with Varttali, but her
colour is yellow and she carries the noose and the Vajra in
‘the two left hands and Asoka and the needle in the right.

(iii) Varali 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 Vadili and Varali, but her complexion is ruddy, and

. she carries the Vajra and the arrow in the two right hands and
-the Aéoka and the bow in the left. .-

It is very curious that almost all the images of Marici known so far,
belong to this variety. Ipb actual images, a legless lady charioteer
tnay somietimes ‘be met with™ instead of Rahu, while some * images
retain the charioteer "as” well ‘'as Rahu. Two images of the
eight-armed variety of “Mirici. are in the Dacca Museum; two
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are in the Indian Museum ( Figs. 152, 153 ) Calcutta, and the one
(Fig. 154) which is reproduced in many works of art, was discovered 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 artistic 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 in all details, yet they are not always so scrupulous in
the case of the four attendant goddesses who are sometimes two-
armed, and sometimes, though four-armed, do not carry the symbols
prescribed by the Sidhanamal3.

(IV) UBHAYAVARAHANANA
Faces—Three Arms—Twelve

Asana—Alidha  Distinctive mark—Two Sow-faces

She has been given this name because, unlike all other three-faced
forms of Marici, 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 1s decked in all sorts of ornaments. She
resides within the womb of a Caitya, stands in the Alidha attitude, and
is endowed with three faces, each with three eyes, and twelve arms.
The principal face smiles with delight, is peaceful in expression and
display the emotion ot love, while the two side ones are distorted sow-
like. 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 carries the Vajra and the noose. In her sixleft hands she
shows the Tarjani against the chest, the Asoka bough, the Vajran-
kusa, the Kapala, the head of Brahmi and the vessel, and in the six
right hands the needle, the Ankus$a, the Bhindipala ( 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 (Vispu), Hara (Siva), Hiranyagarbha (Brahma)
and others. The guardians of the quarters 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 Varadhamukhi !.

1. Sadhana No. 145 in the Sadhanamilsa, pp. 299-302.
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(V) DASABHUJASITA-MARICI.

Faces—Five Colour—White

Arms—Ten Legs — Four

Two Sadhanas in the Sadhanamild 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 prn-
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 Tri$ikh3 (three tufts of hair) 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 bow, 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, Vispu 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 Marici, 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 Marici. 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 A$oka 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 the 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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(V) VAJRADHATVISVAR TMARICL
Faces—Six Asana—Alidha
Arms—Twelve Appearance—Terrible

When six-faced and twelve-armed, -Marici is invoked in three
different forms and under three different names:Vajradhatvisvari Marici.
Uddiyana Maricl, and Vajravetali. These three forms are classed to-
gether here because of their marked resemblance. 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 are 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 Alidha 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.

Vajradhatviévari carries in her six right hands, 1. the sword, _2. the
Misala, 3. the arrow, 4. the goad, 5. the Vajra and 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 Triéula.

Uddiyana Marici holds the Cakra in one of her right hands, instead
of the goad, and the Khatvanga-Kapila in one of the left hands instead
of only the Kapala. Vajravetali 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 Kapila or the Khatvanga-
Kapila. All the other hands carry the same weapons in all the three
cases !

3. USNISAVIJAYA
Colour—White Faces—Three Arms—Eight
Identification mark—Buddha on lotus
Like Marici, Usnisavijaya is also said to bear the image of Vaxro—
cana on her-crown and to reside within the womb of a Caitya. She is
one of the most- prular deities of the pantheon, and almost every

temple in Nepal contains her image. The most artistic specimer,
however, belongs to the Indian Museum, Calcutta. - A miniature Caitya

1. Sadhana No- 136 in the Sadhumamals, p. 280 - « e o
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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. Itis not impro-
bable that Usnisavijaya is the deified form of the Dharini of the same
name included in the group of twelve Dbarini goddesses. She may
thus represent the deified form of the Usnisavijaya Dharinl. Several
Sadhanas describe her form and the Dhyana contained in one of
these is given below :

“Suklarh trimukhar trinetrarh navayauvanim nanilankaradharam
astabhujarh Bhagavatith cintayet ; pitakrsnadaksinetaravadanirh ; daksi-
nacaturbhujaih visvavajra-padmastha-Buddha-bana-varadamudradhararh,
vamacaturbhujaih  c@pa-tarjanipasa-abhayahasta-plirnakumbhah ; cait-
yaguhagarbhasthitath, Vairocanamukutinith nispadya...”

Usnisavijaya-Sadhanarh.” Sadhanamali, p. 394

“The worshipper should conceive himself as (Usnisavijayd) 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 Tarjanl, 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 Usnisavijayd 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 Vajraparyahka
attitude.

The other illustration (Fig. 157) is the reproduction of a painting
contained in an illuminated manuscript of Paficaraksa 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 all 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 Sadhana shows that she also belongs

1. Getty: GNB,p. 135, - ° e
2. Clark : TLP, II, p. 286
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to the family of the Dhyani Buddha Vairocana. Sheis mild in nature
except for the eyes, which display anger. The Dhyana describes her
form in the following manner :

“Sitatapatraparajitamh Bhagavatith trimukham sadbhujam, prati-
mukh:th  trinayanamh, $uklath nilarunadaksinavimamukhirh, cakran-
kusSadhanurdharadaksinakar@m sitavajrasarapasatarjanidharavamakararh
sakrodhadrstikath ~ sarvagrahavidhvarhsinith  divyalahkaravastravatirh
Vairocanandyakarm dhyatva...”’ Sadhanamails, p. 395

“The worshipper should conceive himself as goddess Sitatapatra
Apardjita, who is three-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
Vajra, the arrow and the noose with the Tarjani. She has angry looks,
destroys all sorts of evil spirits (Grahas lit. Planets), wears celestial
ornaments and garments, and is led by Vairocana. Thus meditating...”

This goddess is called Sitatapatra Apar3jita ‘““The Invincible Goddess
with the White Parasol” and should ke distinguished from the other
Aparajitd who has an entirely different form and is yellow in colour.
Fig. 158 illustrates a Nepalease drawing of the deity Sitatapatra
Apaigjita 1.

As Sitatapatra this deity is known in Tibet 2 and China 2.

5. MAHASAHASRAPRAMARDANI
Colour— White Arms—Six

Mahasahasrapramardani is another goddess of the Paficaraksa
group, and is assigned to Vairocana exactly in the same way as Maha$i-
tavati and Mah@mantranusarini are affiliated respectively to Amitabha
and Aksobhya. Her form is different from that in which she is
worshipped in the Paficaraksa Mandala. Here the Dhyana describes
her form in the following terms :

“Mahasahasrapramardanim atmanarh dhyayat; suklam ekamukhirh
sadbhujarh ; daksinatribhujesu  khadgabanavaradamudrah vamatri-
bhujesu dbanuhpasaparasavah ; vicitralahkaradharath ripayauvana-
srhgaravatim Vairocanakiritayuktarh padmacandrasanaprabharh”.

Sadhanamili, p. 400

1. Bbattasali : IBBS, p. 53, P1. XVIIL
2. Gordon: ITL, p. 27; For Sitatapatra Apardjita see Geity : GNB, p. 136.
3. Clark: TLP, II, pp. 190, 202 under the title of Sitatapatra.
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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 btow, the noose and the Parasu. She
is decked in variegated ornaments, is young and Dbeautiful, displays
the sentiment of amour, bears the figure of Vairocana on her crown,
sits on the moon over a lotus, and 1s radiant like the moon”.

Images of this deity are found in Tibet ! and China *.

6. 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-
Herukadevasyagramahisi’” or “the first queen of the god Sri-Heruka”.
She is also called a Dakini and in the Buddhist Tantra this signifies any
Sakti with whom the Yuganaddha (yab-yum) worship may be per-
formed. It will not be out of place to mention here that Heruka 1s
also associated with Vajrayogini and theit union 1s the subject of the
great Heruka Tant1a, but Vajravarahi diffets considerably from Vajra-
yogini in form. If Vajravarabi is the first queen ot Heruka, there 1s no
reason to suppose that Vajrayogini may not ke ancther. In fact, 1t
has already been shown that Heruka in yab-yum torm used to be
associated with other goddesses, such ss Nanitmid and Vajnalrikhala,
as well. Vajravarahi is represcnted as nude and as displaying intense
and passionate love.

The name Vajravarahi or ‘adamantine sow’ 1s given to her
for the simple reason that she has an excrescence mnear her right
ear which resembles the face of a sow. Itisfar more hkely that
Getty’s story about Yun-gar’s attack on the abbess and the monastery
refers to Vajravarahi than to Marici; for while Maiici 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 Sadhanas. Another argument 1n favour of this is that, while Vajra-
varahi is called a Dakini, and 1s associated with four other Dakinis, she
may quite easily be an abbess, and therefore, a Siddha woman deified,
and not a goddess. But Marici is decidedly a goddess ; she is Vajra-
dhatvisvari and the consort of a Dhyani Buddha.

l. Gordon: ITL, p. 76 )

2. Clark: TLP, I, p 275

28
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Several Sadhanas, both long and short, describe two distinct forms
of Vajravarahi. who is also known as Buddhadikini and Vajravairo-
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 2.

(I) VAJRAVARAHI

Colour—Red Appearance—Nude
Arms—Two Asana—Pratyalidha
Symbols—Vajra-Tarjani and Kapila.

Several Sadhanas in the Sadhanamila describe two-armed forms of
Vajravarahi. Below is quoted a Dhyana which gives a general idea of
her form :

Atmanarh Bhagavatih Vajravarahih dadimakusumaprakhyam dvi-
bhujarh daksinakarena vajratacjanikikaram vamena karotakhatvanhga-
dharim ek@nanam trinetrimh muktakesam sanmudrimudritith digam-
bara paficajiianatmikarh sahajanandasvabhavam, pratyalidhapadakran-
ta-Bhairava-Kilaratrikarh sardramundamalalahkrtagatram sravadrudhi-
ram pibantim bhavayet. Sadhanamali, p. 425.

“The worshipper should think himself as goddess Vajravarahi whose
colour is red like the pomegranate flower and is two-armed. She
exhibits in her right hand the Vajra along with the raised index finger,
and shows in the left the Kapala and the Khatvahga. 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, tramples upon the gods Bhairava and Kalaratri,
wears a garland of heads still 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 four goddesses Dikini, Lam3, Khanda-
rohd 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
carry the Khatvanga, the Kapila in the left hands and the Damaru and
the Kartri in the two right hands. )

1. Gordon: ITL, p. 80; Getty: GNB, pp. 131, 132.
2. Clark: TLP, II, p. 238.
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(1) VASYA-VAJRAVARAHI
Symbols—Kartri and Kapila Asana—Dancing in Ardhaparyanka
Vihana—Corpse lying on back

This form of Vajravarahi is invoked in those rituals which are per-
formed with the specific purpose of kewitching 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 left has the Kapala like
the previous one. The Khatvanga as usual hangs from her left shoul-
der just as it is seen in the Heruka and Nairitma images. She stands
in the attitude of dancing in Ardhapatyanka on a corpse instead of
showing the Pratyalidha as in the previous case *.

Fig. 159 illustrates a Nepalese drawing of the goddess. A beautiful
statutte of Vajravarahi is presetrved in the Baroda Museum (Fig. 160).

(II ARYA-VAJRAVARAH]I
Appearance—Terrible Asana— Alidha

Arms—Four

The four-armed form of Vajravarahi is also similar to the forms
mentioned before, and is called Arya-vajravarahi. The difference lies
only in the attitude, number of arms, and the symbols carried in her
hands. She carries in the two right hands the Vajra and the goad, and
in the two left the Kapila and the Tarjani with the noose. She is
one-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 Vajravarahi. The Khatvahga hangs from her left
shoulder as usual 2,

7. CUNDA

Colour—White Symbol—Book on Lotus.
Face—One
Arms—Two, Four, Sixteen, Eighteen and Twenty-six.

According to a definite statement ® contained in the Nispannayopa-
vall under the Mafijuvajra Mandala, Cunda is affiliated to the Dhyani

1. Sadhana No. 220 in the Sadhanamala p. 433.
2. Sadhana No. 224 in the Sadhanamala, pp. 437, 438.
3. Nispannayogivali, p. 52. Here Mafijuvajza is the seme as Vairocara.
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Buddha Vairocana, and thus Cunda is the spiritual daughter of Vairo-
cana, and is required to be classed under the emanations of this very

Dhyani Buddha.

The name of the deity is spelt variously as Cunda, Cundrd, Candra,
Canda, 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 Sadhanamili : “Orh Cale Cule Cunde Svaha contains
the word Cunda 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 Nispannayogavali !
it appears probable that the deity Cunda is the embodiment of the
Buddhist Dharin1 work called the Cundadharini to which a reference
is made by Sintideva. The Nispannayogavali acknowledges altogether
twelve Dharinl deities and gives their descriptions. These Dharinis
look alike when represented and they are usually two-armed, holding
the Visvavajra in the right hand and their special symbols in the left.

The names of the twelve Dharinis as given in the Nispannayogavali
are these : 1. Sumati, 2. Ratnolka, 3. Usnpisavijaya, 4. Mari
5. Parpasabari, 6. Janguli 7. Anantamukhi 8. Cunda 9. Pra-
jiavardhani 10. Sarvakarmavarapaviéodhani 11. Aksayajfianakar-
andd and 12. Sarvabuddhadharma-Kosavati. These Dharinis are
collectively assigned to the Dhyani: Buddha Amoghasiddhi, and are des-
cribed 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 along
time. They are short works mostly composed of meaningless sylla-
bles, sometimes revealing traces of a language now defunct. The deifi-
cation of books is not unknown in Buddhism. The best example of
this is the deity Prajidparamitd, who is the embodiment of the great
Mahayana scripture, the Prajidparamita, which is believed to have been
rescued from the nether regions by Nagarjuna the Pontiff.

Amongst the Dharini deities Usnisavijaya, Janguli, Parpadabari
and Cundi are popular, and there are Sadhanas and images of these
deities in art. But they represent nothing more than the respective
Vidyas or mantras of which they are the embodiments.

1. Se_e >the list Vot' Dh%rii(x d—e;ties in the Dharmadhatu-Vagiévara Mandala, NSP,
p. 57.
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Cunda thus is the embodiment of the Cunda Dhirini or the Cunda
mantra. The Buddhists believe that when the Dharini is repeated in
deep meditation for a long time with concentration and faith, the mantra
vibrations grossen 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 him everything that
he desires.

With regard to the antiquity of Cundi in the Buddhist pantheon,
it may be said that the very first mention of her name Candrd which is
considered to be the same as Cund3, appears in the Mafijusrimtlakalpa,
the composition of which is usually placed cir. 200 A. D. As Cunda-
vajri, she finds mention in one of the earliest Tantric works, the Guhy-
asamaja which was written most probably: in the time of As’ar’lga, cIr.
300 A.D. Cunda is also mentioned in the Siksasamuccaya of Santideva
in the 7th century. Cund3 images are found in illuminated Prajiapara-
mitd MSS of the llth century and several Sadhanas are dedicated to
her in the Sadhanamald, the earliest MS of which bears a date which is
equivalent to A. D. 1165. Earlier, she 1s mentioned in the Nispannayo-
gavali of Abhayikara Gupta (C 1130. A. D.).

So far only three Sadhanas of Cunda are known, and they are all to
be found in the printed edition of the Sadhanamala as Nos. 129,
130, and 131. There is a further description of the goddess in
the same book where Cund3d 1s included as a minor deity
in the Mandala of Astabhuja-Kurukullda. Three more descriptions
are available in the Nispannayogavali.

The three Sidhanas in the Sadhanamila describe the principal
deity Cunda in one form only. She is four-armed, one-faced and of
white complexion. The Dhyina is given below :

“Saraccandrabharh caturbhujarh daksinena varadarh, vime pustaka-
fkitapadmadharath karadvaye patradhararh sarvalankarabhusitam”

Sadhanamala, p. 271.

“She is of the colour of the autumn moon, and is four-armed. She
shows the Varada mudrid in the right hand and holds the book on a
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 : ITI,—p. 74. Itisnow in the famous Freer Gallery
of Art.
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The Sadhanamala also makes Cunda a companion deity of Astabhu-
ja Kurukulld in Sadhana No. 174, p. 352. In the [5ana corner of the
Kurukulla Mandala on a lotus petal sits Cunda while the other petals
are occupied by Prasannatarid in the east, Nispannatara in the south,
Jayatara in the west, Karpatara in the north, Apardjita in the Agni
corner, Pradipatird in the Nairrta corner and Gauritdra in the Vayu
corner, All the deities including Cunda look alike and are described as
follows :

“Etasca sarva raktavarnih paficatathagatamukutd vajraparyankanisa-
nna daksinabhujabhyarh varadamudra-akarnapUritasaradhara vamabhu-
jabhyarh utpala-capadharah.” Sadhanamils, 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 two right hands they show the Varada mudra and
the arrow drawn to the ears. They carrv in their two left hands the
blue lotus and the bow.”

In the Nispannayogavali there are altogether three descriptions of
Cunda. In the Kalacakra Mandala, Cunda is the consort of Takkiraja
who is similar to Ratnasambhava in appearance The relevant passage
is given below :

“Cunda $ukla savyabhyarm mudgara-kuntau vamabhyar padma-dan-
dau vibhrana”. NSP, p. 89

“Cunda is white in colour. In the two right hands she carries the
Mudgara (club) and the Kunta (knife) and in the two left the Padma
(lotus) and the Danda (staff) "

Cundi is once again mentioned in the Dharamadhatuvagiévara
Mandala. In this Mandala her form is described in the following words :

“Cunda $ukla aksasttrivalambita-kamandaludhara”
NSP, p. 57
“Cundai is white in colour. She carries in her two hands the rosaty
to which a Kamandalu is suspended.”

A third form of Cunda is described in the Nispannayogavall i the
Mafijuvajra Mandala. It is an elaborate description of Cunda who
is here endowed with as many as twenty-six arms. The relevant extract
is quoted below :

“Ctnda candravarna sadvimsatibhuja pradbanabhyam hrdi mile-
mudrarh daksinairabhayarh khadgarh ratnadama bijaptrarh $srath para-
surh gadarh mudgararh ankudarh vajrath tripatakabhinayarh aksastitrarh
ca ; vamai$cintimanidhvajarh padarh kamandalurth padarh capamh 4aktith
cakrarh khadgarh tarjanarh ghantam bhindipalath prajfiaparamitipusta-
karh ca vibhrati. NSP,p 49
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“Cund3 is moon-white in colour. She has twenty-six arms. With
the two principal hands she exhibits the chief mudra !. In the remain-
ing right hands she shows the 1. Abhaya mudrd, 2. sword, 3. gar-
land of jewels, 4. citron, 5. arrow, 6. axe, 7. club, 8. hammer, 9. goad,
10. thunderbolt, 11. Tripataka and 12. rosary. In the remaining left
hands she shows the 1. flag marked with Cintdmani jewel, 2. lotus, 3.
Kamandalu, 4. noose, 5. bow, 6. javelin, 7. discus, 8. sword, 9. Tarjani
(raised index finger), 10. bowl, 11. Bhindipala and 12. the Prajia-
paramitd 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 sixteen-armed Cunda
(Fig. 162) available in the manuscript No. Add 1643 of Prajiidparamita
in the Cambridge University Library. This miniature bears a label in
old Newari characters which reads as :

‘“Pattikere Cundavarabhavane Cunda”
“Cundai in the excellent temple of Cundi at Pattikera.”

This inscription leaves no room for doubting the identification of
the sixteen-armed image as that of Cundi. In this figure also the
principal pair of hands exhibits against the chest the mudra which is
called inthe Sadhanaas the Miila mudra which is akin if not equal to the
Dharmacakra mudrd. Foucher has given a description of the miniature
of Cund3 in his L’Iconographie Bouddhique, part I. p. 199. According
to him the two principal hands exhibit the mudra of teaching. The
remaining seven right hands show the 1. Varada mudr3, 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 Prajfiaparamita manuscript obviously depicts the sixteen-armed
image of Cund3, 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 with a golden leaf or polish

1. This mudra may be called the Cundamudrs which is akin to the Dharmacakra

mudra displayed by Vairocana.
2. Bhattasali : IBBS, p. 13.
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which has faded out at many places, on a pedestal there is the prostrate
figure of a man 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 mudrd which is akin to Dharmacakra The remaining
seven right hands show downwards from the topthe 1. sword, 2. Damaru
(kettle-drum), 3. knife, 4. (broken), 5. hammer, 6. garland of jewels,
7. Abhaya mudra. The remaining seven left hands show likewise the
1. discus, 2. bell, 3. noose, 4. dagger, 5. goad, 6. arrow ard 7. Vara
da mudrd. The deity is one-faced.

The Baroda Museum image has theretfore 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. One more stone image of Cunda is illustrated
in the History of Bengal, Vol. 1, pl. xxvi, 64. Here Cundi has eighteen
arms nstead of sixteen as in the miniature.

The special feature of the Baroda Museum image is its seat which
is on the prostrate figure of a man. This kind of special seat is absent
n all other images of Cundi so far discovered either in stone or in
metal. But this seat appears to te a special feature of the Cunda
images which is not against the direction of the Sadhana. Cunda is said
in the Sadhana to be seated on a Sattvaparyanka or a seat spread on a
‘Sattva’ which usually means a man or an animal. This particular bronze
gives the indication that Sattvapatyanka is a seat that is placed on a man
lying on his back.

9

Cundsi 1s popular both in Tiket ' and China ®.

8. GRAHAMATRKA

Faces—Three Arms—Six

Mudra—Dharmacakra Asana—Vajraparyanka

She has been described in the Dharmakosasangraha in the following
words ;

“Grabamitrk3 trimukha $vetapitaraktd sadbhuja dakse dharmacakra-

-3

mudii-vajra-sard ; vime kamala-capa ; sahasradalapadme vajrasana”.

Dharmakosasahgraha. fol. 44A.

1. Gordon: ITL. p 74 ; Getty : GNB, pp. 129, 130.
2. Clark: TLP, 1, pp. 285. 222, 284.
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“Grahamatrka has three faces of white, yellow and red colour, and
six-arms, displaying the Dharmacakra mudra (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 .

1. Getty : GNB, illustrates a similar miniature on plate LXI, p. 474.
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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 mudra. 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.

1. 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 :

“$ri-Vajramrtah sattvaparyanki priyahguéyamah sitaraktamilasavya-
vimamukhatrayo....sadbhujal  savajraghantabhujayugmalihgitasvabha-
prajiiah savyabhyarh cakrasi vimabhyam pasankusau vibhrapah.”

NSP, p. 18.

“Vajramrta sits on a Sattvaparyanka and is green like the Priyangu
flower. Heis three-faced, the right and left faces show the white and
red colour. Heis six-armed. The two principal hands holding the
Vajra, and the Ghant3, 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 v

Colour—Green Mudra—Varada
Symbol—Utpala *
Companions—A$okakinta and Ekajata.
Tara is the common name applied to a large number of feminine
deities in the Buddhist pantheon. In the Sidhanamala, Janguli, Parpa-
abari, Mahacinatdra, Ekajatd and many others are called Tarss,

1. Clark: TLP, II, p. 236.
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including Khadiravani, who is endowed with two hands, showing the
Varada mudrd in the right and the Utpala in the left. She can be
recognized by the figures of the two attendant deities, Aédokakanta
Marici and Ekajatd. One Sidhana in the Sadhanamdla contains a
Dhyana which describes her form thus :

“Haritath Amoghasiddhimakutith varadotpaladharidaksinavimaka-
rith Asokakanta-Maricy-Ekajatavyagradaksinavimadigbhagam divyaku-
marim...dhyatva”’

Khadiravani-Tara-Sadhanarh” Sadhanamaila, 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 mudr3 and the Utpala in the right and left hands
respectively. To the right and left of her appear Asokakanta Marici
and Ekajatd, and she appears a celestial virgin....Thus meditating

She is commonly known as éyﬁmi-Tirﬁ’ because of her green
colour, and as the Sadhana does 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
Mudra—Vyakhyina Companion—Four

Another deity emanating from the Dhyani Buddha Amoghasiddhi
of green colour is Mahaéri Tara “Saviouress of Great Beauty”. A single
Sadhana in the Sadhanamild describes her form along with her four
companion deities, such as Ekajata, ASokakanta Marici, Arya-Janguli
and Mahamaytri. The Sadhana describes her form as follows :

Mahaéritaramh candrasanastham $yamavarnarh dvibhujam hastadva-
yena vyikhyanamudradharam ekavaktrarh sarvalankarabhisitamh pars-
vadvayenotpaladobham suvarpasirhhasanopari apasrayadiSobbharm nana-
puspaéokacampakanageévaraparijatakadibhirajitath-Amoghasiddhimuku-
tinim. . Sadhanamala, p. 244-245

“Mahaéri Tara sits on the seat of the moon, and is green in colour ;

she is endowed with two hands which exhibits the Vyakhyana mudra.
She is one-faced and is adorned with ornaments. Two lotuses beautify
1. IBBS:p. 56, Pl. XXI-XXIIL.

2. Getty : GNB, p. 125
3. 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, Nagesvara
and Parijataka. She bears on her crown a 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 :

“Ekajatarmh ardhaparyankopavistath nilavarnam kartrikapaladhararh
sakrodham lambodaram pihgalajatavibhusitam vyaghracarmimbaradha-

- 3

ram. Sadhanamaila, p. 245

‘Ekajata sits in the Ardhaparyanka, 1s 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
garment made of tiger-skin.”

In the corresponding right side appears Asokakinta who is described
in the following words :

Daksine parsve ASokakantarh pitavarnam ratnamukutinith vajidso-
kadhararh.” Sadhanamala, p. 245.

“Towards the right is Asokakanta 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 Arva-Jahgulith $yamavarnirh sarpavaradahastarh.”
Sadhanamals, p. 245.
“Further to the left there is-Arya-Janguli of green colour showing 1n
her hands the snake and the Varda mudra.”

In the extreme right there is another goddess called Mahamaydri.
She is given the following form in the Sidhana :

“Daksine Maham3aylrim maytrapicchavaradahastar’.
Sadhanamala, p. 245.
“In the right there is Mahamayirishowing the peacock’s feathers and
the Varada mudra.”

The mantra of the central deity Mahasri Tar3 is given in the Sa-
dhana as :

“Om Tare Tuttare Ture dhanam 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 discovered so far. Itis
now in the Indian Museum, Calcutta ( Fig. 169 ). In conformity with
the Sadhana the principal deity Mahasri Tara is shown as one-faced
and two-armed exhibiting the Vyiakhydna or the Dharmacakra mudri.
There are two night lotuses on either side. The principal deity sits
in the R3jalila pose on a lion-throne and bears on her crown the
miniature figure of Amoghasiddhi with the Abhaya mudra.

To her left is the fierce figure of Ekajatd, sitting in the Ardhaparyan-
ka attitude and holding the Kartri and the Kapila in the two hands. She
has a protruding belly, garment of tiger-skin, and she bears a wrathful
demeanour which is clear on the stone.

To her right similarly, sits ASokakanta Marici who wears a bejewelled
crown, and carries the Vajraand the Asoka flower according to the
direction of the Sadhana.

The statuette also depicts Arya-Janguli towards the extreme left of
the deity and shows the snake and the Varada mudrd in accordance with
the direction of the Sadhana.

The statuette also includes the small figure of Maliimaytri to the
extreme right of the principal goddess. She shows the peacock’s
feathers and the Varada mudra.

The Indian Museum image seems to be the only image representing
Mahaéri Tara where the sculpture does not deviate even a little from
the description given in the Sadhanamal3 . ‘

4. VASYATARA
Asana—Bhadrisana Symbol—Lotus
Mudra—Varada Colour—Green

Vadyatdra, is also known by the name of Aryatara, and only
one Sadhana in the Sadhanam3ild is assigned to her. There 1s
practically no difference between her form and thatof Khadira-
vani-Tara in as much as both display the Varada mudra in the
right hand and carry the Utpala in the left. Both have green colour,
and both bear the image of Amoghasiddhi on their crowns. In the
case of Khadiravani-Tara, however, no mention is made regarding
the attitude in which she should stand or sit, but here it is expressly
mentioned that Vasyatara should be seated in the Bhadrasana, which
resembles the European fashion of sitting with both legs dangling below

1. For an article on the subject see Proceedings of the Third Oriental Conferenc:,
Madras, p. 257 et. seq.—Identification of an Indian Museum Statuette. Besides this
there are some miniature paintings depicting Mahaéritara.
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This Asana, or the attitude of sitting alone distinguishes Va&ystara from
other otdinary Taras carrying the Utpala in the leftand exhibiting the
Varada mudrd in the right. The other point of difference between
Khadiravani-Tara and Vasyatara is, that the former is accompanied by
the two goddesses, Asokakanta Marici and Ekajatd, whereas the latter is
without companions. Khadiravani may sit or stand in any attitude,
but the Sadhana prescribes the Bhadrasana only for Vasyatara.

The accompanying sketch (Fig. 170) represents Vasyatira as she is
pictured in Nepal, and its special importance lies in its depiction of the
Bhadrasana attitude in which the goddess sits !.

5. SADBHUJA SITATARA
Colour—White Asana—Ardhaparyanka
Faces—Three Arms—Six

There are many Sadhanas for Sitataras, or the Tards 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 Dhyani Buddha is expressly mentioned. This White Tara is
three-faced and six-armed, and the Dhyana describes her form in the
following terms :

“Sitataramh trimukhir sadbhujarh pitaniladaksinetaramukhirh pra-
timukharh trinetrath varada-ksasftra-saradharadaksinatrikararh utpala-
padma-capadharavamapanitrayarh ardhaparyafikanisannam candrasanaca-
ndraprabharh jatamukutasthit-Amoghasiddbith paficamundavibbisitam-
astakarh ardhacandrakrtasekharath nandlahkiradhararth dvirastavarsakr-
tith asta§masanamadhyasthitarh.. vicintya.”

Sadbhuja-$ukla-Tarasadhanarh Sadhanamaili, p. 216

““The worshipper should conceive himself as Sitatara, who is three-
faced, and six-armed. Her right face is yellow and the left bluein colour,
and the faces are endowed with three eyes each. Her three right hands
show the Varada mudr3, the rosary and the arrow, and the three left
carry the Utpala, the lotus and the bow. She sits in the Ardhaparyanka
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 resides 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 Sadhanamals, 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 Tari. The
special features of this goddess are that she rides an animal, and like
Vajratarg, is surrounded by eight goddesses, originating from the eight
syllables of the famous mantra “Orh Tare Tuttire Ture Svaha”. The
symbols that are held in her four hands are also different from all other
varieties of four-armed Tara. The Dhyana describing her form runs as
follow :

“Tara-Bhagavatith dtmanath bhavayet ; candrasanaprabham saumyirh
sattvaparyankasth@rh, haritaSyamarm ekavadanamh dvilocanim catur-
bhujam  aksasttravaradotpalapustakadharam  vicitravastrilankarava-
tith...Locanadibhir-devibhir-abhisiktarh atmanam Amoghasiddhimuku-
tarh dhyayat.”

Dhanada-Tara Sadhanarh.” Sadhanamil3, p. 219.

“The worshipper should conceive himself as goddess Dhanada Tar3,
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 eyes,
and four arms showing the rosary, the Varada pose, the Utpala and the
book. She wears variegated ornaments and garments...The worshipper
should further conceive himself as receiving homage from the goddesses,
Locand and others, and as bearing the image of Amoghasiddhi on the
crown.”

Images of Dhanada Tara are found in Tibet * and China 3. Fig. 172
illustrates a Nepalese drawing.

7. SITATARA
Colour—White Arms—Four
Mudra—Utpala Mudra

Sitatara, as the name implies, is a Tard of white variety with one
face and four arms. She is accompanied by two goddesses Marici and
Mahamayliri. It may be remembered that Khadiravani also is accom-
panied by Marici and Ekajata ; but the difierence is that Khadiravani

1. Clark: TLP, I, p. 282
2. Getty: GNB, p. 123.
3. Clark: TLP, II, p. 283
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is two-armed whereas Sitatdrd is four-armed. The Dhyina contained
in the only Sadhana for her worship in the Sadhanamild describes her
form in the following terms :

“Tarabhagavatirh Suklar trinetrath caturbhujirh Pafica-Tathdgatamu-
kutirh nanalankiram, bhujadvayena utpalamudram dadhanarh, daksina-
bhujena cintdmaniratnasathyuktavaradarm, sarvasattvanarh @$drmh pari-
pUrayantith, vimenotpalamafijarith vibhranam dhyayat.

Tasyd daksinaparéve Maricith pitarh candrisandth nilambarérh
dvibhujarh ; vamena raktaSokapallavadharirth, daksipena sitacamara-
dharir ; raktakaficuk@bharanarh.

Vamaparsve Mah@maydrith priyangusyamam dvibhujam ; vamena
maytrapicchadbararh, daksinena camaradharar, evarh vicintya...”

Sidhanamali, p. 215.

“The worshipper should visualise himself as the goddess (Sits)-
Tari of white complexion, with three eyes and four arms. She bears
the images of the five Dhyani Buddhas on her crown, is decked in
many ornaments, exhibits the Utpala mudra with the first pair of hands,
displays the Varada mudri along with the Cintimani jewel in the second
right, and carries the Utpala bud in the second left, and fulfils the
prayers of all beings.

To her right is Marici 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 left hand and the Camara in the right.
She wears a red jacket and ornaments.

To her left is Mahamaytri of green colour, like the Priyangu fruit,
who is two-armed and carries the peacock’s feathers in the left hand
and the Camara in the right. Thus meditating...”.

Images of Sitatard arg found in Tibet * and China *.

» 8. PARNASABARI
Colour—Green Faces—Three

Vihana—Diseases (in human form) Asana——PratyElic_lha.

One form of Parpasabari 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 Dhyani Buddha
Amoghasiddhi, from whom she is said to emanate, is of that colour.
The Mantra calls her ‘Pisac’ and also ‘Sarvamiriprasamani’ or ‘“‘the
destroyer of all diseases and epidemics”. She is almost identical

1 Getty: GNBp. 122.
2. Clark: TLP, II, pp 189, 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 very
diflerent, there a pleasant beaming smile, here an angry laugh. As the
two specimens of Parnasabari discovered in East Bengal both bearing
the image of Amoghasiddhi on the crown, it is necessary to quote the
Dhvana in this case also, for a comparison of the details with the
images reproduced here :

“Parnasabarirh haritarh trimukharh trinetrarh sadbhujarh krsnpasukla-
daksinavimananirh vajra-parasu-saradaksinakaratrayar karmuka-patrac-
chatd-sapadatarjanivaimakaratrayarh sakrodhahasitananam navayauvanava-
tith sapatramilavydghracarmanivasanarh isallambodarih  Grdhvasarhya-
takesim adho adesarogamiripadikrantarn  Amoghasiddhimukutirh
itmanarh jhatiti mspadya ..”’ Sadhanamala, 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 carries
in her three right hands the Vajra, the Paradu and the arrow, and in her
three left, the bow, the cluster of leaves and the Tarjanipasa. Her faces
show an angry laugh. She is in the prime of youth, is decked in tiger-
skin and a garment of leaves, has a shghtly protruding belly, and hair
tied up above. She tramples under her feet various diseases and pestile-
nces, and bears the image of Amoghasiddhi on the crown Thus

meditating.. .

The two images of Parnasabari (Figs. 173 and 174) have been dis-
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 divinities, 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 ParpaSabari. 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, is probably attacked with some fatal disease.
Both the images of Parna$abari are decidedly very fine specimens of the

Bengal school of art.

1. Bhattasali : IBBS, p. 58f. Plate XXIII.
30
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Parnasabari is represented in Tibet ' and China *

9. MAHAMAYURI

Colour—Green Faces—Three

Arms—Six Asana—Ardhaparyanka

Mahimayiri is another goddess of the Paficaraksa eroup, 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 Paficaraksa Mandala, which
will be described 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
mudri in the left. The three-faced and six-armed form of Mahamayurl
has been described in the Sadhanamadld as follows :

““MahamayUrith haritavarnam trimukham sadbhujarmh pratimukharh
trinetrdmh krsnadukladaksinetravadanarh ; Jdaksinatrihastesu yathakra-
mar mayirapiccha-bina-varadamudrah ; tatha vamatrihaste$u ratnacch-
ticapotsahgasthakala$ah ; vicitrabharanam, srhgararasam, navayau-
vanar, candrisane candraprabhivatirh ardhaparyankinith Amoghasiddi-
mukutih bhavayet Gtmanam”. Sadhanamila, p. 400.

“The worshipper should visualise himself as Mahamaytri, who has
a green complexion, six arms, and three faces, each endowed with three
eyes. Her right and left faces are of blue and white colour respec-
tively. She shows in her three 1ight hands the peacock’s feathers, the
arrow and the Varada mudrd, 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’’.

Maha@mayuri is popular in Tibet ¥ and China * and her images are
found in these countries. Sheis said to nullify the effect of snake-
poison.

Gordon: ITL, p. 71 ; Getty : GNB, p. 134, 135.
Clark: TLP, II, pp. 207, 287 two-armed, 287.

Gordon : ITL, p. 74 ; Getty : GNB, p. 136.
Clark : TLP, II, pp. 206, 275.
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10. VAJRASRNKHALA

Colour—Green Faces—Three
Arms—Eight Asana—Lalita
Symbol—Chain

Three Sadhanas in the Sidhanamala are devoted to the worship of
Vajrasrhkhala. Her colour is green, and as she emanates from Amo-
ghasiddi she bears the image of that Dhyani Buddha on the crown.
“égﬁkhala” means a chain, and as the goddess carries a chain. marked
with a Vajra, she is called Vajrasrikhala. The chain, therefore, is her
characteristic sign and should be paid particular attention to, in identi-
fying her images, if ever, thev come to light. She may be compared
with Vajrasphot3 another chain-bearing deity. One of the Dhyanas
describes her form in the following manner :

“Haritarh trimukbar astabhujarh; prathamamukharh isaddhisarasarh;
dakgnarh kapilarh kapilalocanarh ca ; vamarh raktath bhrkutidarhstra-
karalarh ; daksinesu catuhkaresu abhaya-vajra-$rhkhala-$aradharam ;
vamacatuhkaraih rudhirapiirnakapala-tarjani-pasa-capadharam ; lalitak-
Sepasanasthdr, marjjaracarmottariyarh, Amoghasiddhibhusitordhva-
pingalakesam vicintya...

Vajrasrhkhala-Sadhanamh.” Sidhanamila, p. 414.

“The worshipper should visualise himself as (Vajrasrikhala) of
green complexion, with three faces and eight arms. Her first face is
gently smiling, right face 1s ot brown colour with biown eyes, and the
left 1s of red colour and appears tettible with contortions ot the hrows
and bare fangs. She shows in the four night hands the Abhaya pose,
the Vajra, the Vajraérakhala 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 skin, and her brown hair rises
upwards and is decorated with the image of Amoghasiddhi. Thus

2

meditating

Vajrasrhkhald may, according to the Sadhanas, have another form !
with three faces and six atms, 1n which case she carries the Vajra, the
Vajrasrnkhala and the arrow 1n the three right hands ; and the Tarjani,
the noose and the bow in the three left hands. The illustrauon (Fig.
175) shows this form of the goddess as drawn by the native Citrakiras
of Nepal. She is represented in China *.

l._. :Ss‘u;i;ana go_ 2?7 inithe S_ﬁdlxarlaxn.e.‘a—léj_;. 41:3. -
2. Clark: TLP, II, pp. 19¢, 311. e
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11. VAJRAGANDHARI

Colour—Blue Faces—Six
Arms—Twelve Asana—Pratyalidha

The name of Vajragandhari is already mentioned in connection with
the Mandala of the eight-armed Kurukull3, an emanation of Amitibha.
In this Mandala it is definitely said that Vajragandhari should bear the
image of his 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 Sadhanamila describes her form as follows :

“Vajragindhari krsna sanmukhi dvadasabhuja wGrdhvapingalakes$i
pratyilidhapada darhstrakaralavadana pratimukharh trinetrd. Daksina-
bhujesu yathikramarh vajra vajraghanta-khadga-tristila-bana-cakrani ;
vimasadbhujesu  khatvang dnkusa-dhanuh-parasu-pasa-hrttarjanyah ;
prathamamukharh krsparh, aparani mukhani paficavarnini visvapadma-
sliryasand ceti’’. Sadhanamila, pp. 403-404.

“Vijragaindhiri is blue in colour, six-faced and twelve-armed with
brown hair rising upwards. She stands in the Pratyalidha attitude, and
her faces look terrible with bare fangs and three eyes. She carries in her
six richt hands 1. the Vajra, 2. the bell marked with a Vajra, 3. the
sword, 4. thetrident, 5. the arrow, and 6. the discus, and in the
six left hands 1. the Khatvanga, 2. the goad, 3. the bow, 4. the
Paradu, 5. the noose and 6. the Tarjani against the chest. Her first
face is blue, and the other five faces show five different colour. She
rests on the sun supported by a double lotus”.

The Dhirani quoted in the Sadhanamila gives her the epithets of
Yogini and Bhismabhagini, and she 1s believed to be the consort of the
Yaksa general, Candavajrapani by name.

Statuettes of this goddess are found in China !

1. 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 period. Jambhala is connected
with wealth and is said to distribute gems, jewels and riches to his
devotees. Again Ratnasambhava means ‘Jewel-born’ and whom might
Jambhala, the god of wealth, call his sire if not the Dhyani Buddha
born of jewels? If one or two forms of Jambhala emanate from
Ratnasambhava, it may be reasonably expected that at least one or two
forms of his consort, Vasudhiri, should also issue from the same source.
Inspite of all this, the Buddhists were divided in their opinion as to the
sire of Jambhala, the followers of the Aksobhya cult holding him
as originating from Aksobhya.

Mahiapratisard, another of his emanations, belongs to the Paficaraksa
group, and affiliates herself to Ratnasambhava in the same way as the
other members of the group affiliate themselves to one or another of the
five Dhyani Buddhas. Ratnasambhava is distinguished from the other
Dhyani Buddhas by his yellow colour and the Varada mudri he displays
with his right hand. The male deities that emanate from Ratnasambhava
are Jambhala and Ucchusma-Jambhala, the latter being regarded as a

terrible form of Jambhala.
1. JAMBHALA /

Several of Jambhala’s forms are noticed in the Sadhanamila, which
states that the god may emanate either from Aksobhya, or from Ratna-
sambhava. The<4erm-that-emanatesfrom—Akgsobhya -has -elready—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



238 " BUDDHIST ICONOGRAPH Y

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. In the Sidhanamild only three Dhyanas describe
him as single.

When represented in yab-yum, he sits on the moon under which
there is a double lotus of eight petals. He wears all sorts of ornaments,
his complexion is golden yellow and he has 1 protruding belly. He
carries the citron and the mongoose in the 1wht and left hands res-
pectively, wears a garland of yellow lotus, und remains in yab-yum with
Vasudhara. The eight petals of the lotus scat ute occupied by the eight
Yaksas, to wit, Manibhadra, PGrnabhadia, Dhunada, Vaisravana, Keli-
malj, C1v1kundah, Sukhendra and Carcxdm ‘who are identical 1n all
respects with the principal Tfiglite. Each Yahsa 1s accompanied by a
Sakti with whom he remains in yab-yum in the ~ame way as Jambhala
remains with Vasudhard, and the names ot these eight Yaksinis are :
Citrakali, Datta, Sudattd, _é_ry_ﬁ_l Subhadri, Gupti,Deyl and_Sarasvati.
The Yaksinis are identical in form with Visudhita, who is yellow in
complexion, carries the ears of cornand <hows the Varada mudra in

her two hands.

When single, Jambhala is of golden complexion and carries the
mongoose 1n the left hand and the citron mn the mght. The 1illustration
(Fig. 176) shows a stone image from Nepal w hich was in the possession
of the late Pandit Siddhiharsa. Here the god 1« represented as sitting in
the Lalita attitude. Two other specimens {tws. 177 and 178) from
Vikrampur®’. 1n EasternBengal, depict the god m the same attitude, and
they are some of the finest productsof the Benual art of medieval times.

There is another form of Jambhala which 1s two-armed, carries the
citron and the mongoose in his two hands and tramples upon two semi-
divine beings éahkhamundu and Padmamunda by name, apparently in
the Alidha attitude *.

(a) JAMBHALA (Yab-Yum)

Colour—White Faces— Three

Arms—Six

Jambhala in yab-yum has another form with three faces, six arms and
white colour. According to the Sadhana his two faces to the 1ight and
left are red and blue respectively. Jambbalu sits 1n the Vajraparyahka
attitude, and embraces his Prajnia Vasudham ot his own creation with

" 1. Bhattasali : IBBS, p. 34, PL. XI.
2. Sadhana No. 287 in the Sadhenamala, p. 564
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the two principal hands. In the two remaining right hands he carries
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 tound in Tibet * and China ‘. Fig. 179
illustrates a Nepalese drawing of the deity in yab-yum. __~

2. UCCHUSMA JAMBHALA

Asana—Pratyalidha Appearance—Terrible
\"al.ana—Kuvera

This Ucchusma Jambhala 1s 1dentical in form with the one already
discussed under the emanations of Aksobhya. | Here also Ucchusma
stands in the Pratyalidha atntude with his left leg stretched forward
on the forehead of Kuvera whilc the right tramples upon his two legs.
He is terrible to behold, with protruding belly, bare fangs and the
snakes for ornaments. Hc bolds the Kapala full of blood against his
chest 1n the right hand and looks eagerly at 1t with three eyes The left
hand as usual holds the mongoose.

Ucchusma Jambhala 1s rarchh  represented and his images are not
known except the one at darnathjalready described under the emana-
tions of Aksobhya. | This unique 1mage shows all the characteristic
features of the god as obtained trom the Sadhanas. The figure shows
his consort Vasudhard n the left, but the effigy of neither Aksobhya nor
Ratnasambhava can be scen on his head. [ It 1s Amitabha who 1s there.
Nevertheless, this 1s the only hgure known to students of iconography,
as representing Ucchusma Jambhala.

[Jambhala in his fierce form of Ucchusma or Dimbha is not known
either 1n Tibet or in Chimna. | '

[l. GODDESSES

Several Buddhist goddesses emanate from the Dhyani Buddha Ratna-
sambhava with the yellow colour and the Varada mudri as his recog-
nition symbol. He presides over the Ratnakula or the collection of
deities with the jewel as their tamily symbol, and the yellow colour as
their family colour. All detties which are not specifically mentioned
as emanations of a partn.uldr Dhyani Buddha can be assigned to the
Dhyam Buddha Ratnasambhava, provided -Tfat they have yellow colour.
On this principle the undernoted deities are  brought under Ratnasam-
bhava, and descnbed one after another

1. Sadhaha No. 297 in the badh-\namdla, P 581
2. Getty : GNB, p. 159
3. 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 Vajratira. Sheis four-faced and eight-armed
and her description is as under :

“Bhagavati Vajratari suvarpavarna . hemabha-$ubhra-nila-lohitamu-
la-savya-paécimottra-caturvaktra astabhuja savyair-vajrath pasath Sararh
$ankharh ca vibhrati vamaih pitotpalarh caparh anku$arh tarjanirh ca.”

NSP, p. 38

“Goddess Vajratdra is of golden yellow colour.. She is four-faced.
The principal face is golden 1n colour, the right is white, the one behind
is blue and the left red. She has eight 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.”

Vajratira is a popular deity in Buddhism and her images are found
almost everywhere in India. She is popularalso 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 Vajratard may be noted. It
is in the Indian Museum, Calcutta. The Indian Museum bronze of
Vajratara 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 Dhyiina describing her form
in the Sadhanamila and explaining this particular image is as under :

Mitrmandalamadhyastharh Taradevith vibhavayet I
Astabhujam caturvaktrath sarvalankarabhGsitam 11
Kanakavarpanibham bhavyarm kumarilaksanojjvalar 1
Paficabuddhamukutirh vajrastiryabhisekajam 11
Navayauvanalavanyarm calatkanakakundalam 1
Vi$vapadmasamisindrh raktaprabhavibhtsitam Il
Vajra-pasa-tatha-sankha-saccharodyatadaksinar [
Vajrankusotpaladhanustarjani-vimadharigim 1
Vajraparyhkayogena sadhayet bhuvanatrayarm I
Sadhanamala, p. 179

. — = —

1. NSP: p 38“Vajrat§r§yib kulengameéab
2. Clark: TLP, II, p. 210
3. See also Bhattasali : IBBS, pp. 45f. pl. XV, XVI, XVIIL
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“The worshipper should conceive himself as Vajratara, 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 wor-
shipper) 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.
1. Puspatara (East)
‘“Parvena PUspatardm tu sitavarnarh manoramarh [
Ormkaraksaranispannam puspadimakarakulam [
Dwvibhujarh ekavaktrafica sarvalenkarabhtsicam’ 11
“On the east 1s Puspatdra, who 1s white and winsome, 1s born of the
syllable ‘Om’, catries the garland of flowers, 1s two-armed, one-faced
and decked 1n all ornaments.
2. Dhupatara (South)
“Daksine Dhupataram tu krsnavarnir surGpimm |
Dhipasakhakaravyagram sarvalankarabh@sitar™ 1l
On the south 1s DhUpatara. who 1s ot blue colour, attractive,
carries the Dhipa (inceuse) stick and is decked in all ornaments.”
3. Dipatara (West)
“‘Pascime Dipatarafica dipayastikarakuli 1
Pitavarnarh mahabhisarh calatkanakakundulam™ I
On the west is Dipatard, who carries the torch in her hands, 1s of
yellow complexion, profusely otnamented and has ear-rings swaying.
4. Gandhatara (North)
“Uttare Gandhataram tu gandhasahkhakarakularh |
Raktavarnanibham devirh bhiavayet garbhamandale” 11

On 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 around the principal goeddess, but
apparently not in the same circle with the four described above.

5. Vajrankuséi (East)

“Pirvadvare Vajrankusim ekavaktrarh dvibhujam vajrankusotpalaha-
starh vikrtavadanarh krsnavarnam”.

“On the eastern gate there 1s Vajrankusi who is one-faced and
two-armed. She carries in her two hands the goad marked with a
Vajra and the night lotus. She has a distorted face and is bluein
colour.” -

6. Vajrapasi (South)

“Daksinadvare Vajrapasim pitavarnar vikrtananarm ekavaktram dvi-
bhujarh vajrapasahastam”.

“On the southern gate there is Vajrapasi of yellow colour. She
has one distorted face, She carries in her two hands the noose marked
with a Vajra”.

7. Vajrasphoti (West)

“Pa$cimadvare Vajrasphotim raktavarpam ekavaktrarh dvibhujam
vikrtavadanarh vajrasphotabastam’.

“On the western gate there is Vajrasphotl of red colour. She has
one distorted face. In her two hands she carries the chain marked with
a Vajra’.

8. Vajraghanta (North)

“Uttaradvare Vajraghantarh §vetavarnam ekavaktram dvibhujar vik-
rtavadanarh vajraghantahastam”’.

“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. Usnisavijaya (Above)

Goddess Usnisavijaya occupies the upper regions.

10. Sumbha (Below)
Goddess Sumbha occupies the lower reigons.

All these goddesses stand on the orb of the sun in the Alidha attitu-
de with the right leg stretched forward. They are radiant like the Sun-
god and are surrounded with a fiery halo. They are decked in orna-
ments of snakes.
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These goddesses originate from the ten different letters of the
mantra of Vajratira, which is “‘Orh 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

Mahayina 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, crocodiles, 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
enough to say that Vajratdrd 1s sure to bring 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 Vajratira enclosed
within a lotus, surrounded by all the ten deities of the Vajratara Man-
dala. Fig. 181 is the Orissa image of Vajratard illustrated in N.N. Vasu's
Mayurbhanj Archaeological Survey. Fig. 182 is the image of Vajratira
discovered at the Sarasvatisthan close to the Svayambhu Temple in
Nepal.

Fig. 183 1llustrates the Peiping statuette of Puspatdii, one of the
attendants of Vajratard.

4. MAHAPRATISARA

Varieties—1. Three-Faced, Ten-Armed
2. Four-Faced, Eight-Armed

Mahapratisard ! is the principal goddess in the Paficaraksa group,
and her worship is widely prevalent amongst the Tantric Buddhists.
She is represented either singly or in a Mandala in the company of four
other Paficaraksd 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 eight arms. The

1. See also Bhattasali : IBBS, p. 61 and Pl. XXIV
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form with three faces and eight arms, is said to bear the image of
Ratnasambhava on the crown, and the other yellow form may also be
assigned to this Dhyani Buddha. The Sadhana descrites the former in
the following terms :

“Mahapratisara pita trimukhi pratimukharh trinayana dasabhuja
krsnasitadaksinetaravadana daksinapaficabhujesu yathakramarh khadga-
vajra-bana-varada-hrdayasiyihastasthacchatiani tatha v@mapaficabhujesu
cipa-dhvaja-ratnacchati-parasu-éankhah Ratnasambhavamukuti krspa-
kaficukaraktottariya ca ardhaparyanka-lalitaksepa  divyabharapavastra-
bhiisita ceti.” Sadhanamala, p. 401-402.

“Mahi3pratisara 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 mudrda and the parasol held against
her chest, and her five left hands similarly hold the bow, the banner,
the jewel, the Parasu and the conch. She bears the image of Ratna-
sambhava on the crown, has a 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 preceeding 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 Tristla
and the arrow, and in the four left the Paradu, 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—Two Symbol—Ears of Corn
Vasudhara is the consort of Jambhala and bears the image of either

Aksobhya or Ratnasambhava on her crown. Several Sadhanas in
the Sadhanamala describe her form which is invariably two-armed. As

1. Gordon: ITL, p. 76 -
2. Clark : TLP, I, pp. 289 (two-armed)
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none of the Sadhanas mentions the Asana, she may be repiesented in
any attitude, standing or sitting. WShe is richl y decked in ornaments and
is invariably accompanied by her attendants. Her complexion 1s always
yellow, and she carries 1n her left hand the ears of corn with the vessel
that showers gems, while the right hand exhibits the Varada mudra.
The short Sadhana describing her 1s as follows :

“Pita-Vam-karaparinatath dvibhujatkamukhim pitam navayauvani-
bharanavastravibhiisitath dhanyamafjarinanaratnavarsamanaghatavama-
hastarh daksinena varadam anekasakhijana-parivrtam visvapadmacandia-
sanastharh Ratnasambhavamukutinimh...nispadya”.

Sadhanamala, p. 422-3.

“The worshipper should ccnceive himself as (Vasudbara) who ori-
ginates from the yellow germ syllable ‘Vam’. She 1s two-armed, one-
faced, of yellow complexion, is in the prime of youth and 1s 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 mudra. | She 1s surrounded by many lady friends, rests on the
moon over the double lotus, and bears the 1mage ot Ratnasambhava on
the crown...”.

Images of Vasudh@ara are not generally met with in sculpture.
She accompanies Ucchusma in the unique Sarnath image already referr-
ed to. The other image from Sarnath 1s muunlated beyond recognition.
In both cases, however, she 1s represented standing.] Fig. 186 illustrates
a Nepalese drawing of the goddess.

‘Vasudh’irﬁ is sometimes represented as one-faced and six-armed, and
as sitting in the Lalita attitude. In the three right hands she exhibits
the Namaskara mudra, the Varada mudra and the ears of corn.
The first left hand has the book, the second the ears of corn, and the
third on the lap carries the vessel containing jewels. Her hair rises
upwards in the shape of a flame, she is beautifully decked in ornaments
and her expression is truly peaceful. | Fig. 187 represents 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.

l Images of Vasudhard are found in Tibet ! but not in China. \

6. APARAJITA

Colour—Yellow
Identification Mark—Trampling upon Ganesa
Mudra—Capetadiana (Slapping)
The name of Apardjita occurs in the Dhyana for Astabhuja Kuru-
kulla already quoted and translated. There she is said to bear the

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.

| Aparijita 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. A very short Sadhana is devoted to her worship, and
the Dhyana contained in the Sidhana describes the form of Apargjita
thus :

“Aparidjita pita dvibhujaikamukbl nanaratnopasobhita Ganapatisa-
miakrinta capetadanabhinayadaksinakard, grhitapasatarjanikahrdayasthi-
tavimabhuja atibhayankarakaralaraudramukhi asesamaranirdalani
Brahmadidustaraudradevataparikarocchritacchatra ceti.”

Sadhanamila, p. 403.

“Aparijitd is yellow in complexion, two-armed, one-faced, is decked
in various gems, and tramples upon Ganesa. Her right hand is raised,
displaying the act of dealing a slap, while the left carries the noose
round the raised index finger against her chest. Her face is awful,
terrible and ferocious. She 1s 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 Ganapatisamakianta ‘“Who tramples wupon Ganapati”’. The
word ‘Gkranta’ is derived from the original root ‘kram’ to ‘trample’. On
the strength of this epithet of the goddess the Nalanda fragment (Fig.
189) showing only the lower half of the full image is identified with
that of Apar3jita. In 1t, the figure to the right of the principal goddess
appeass to be Indra and the rod held by him seems to be the handle of
the parasol required to be held over her head by the gods beginning
with Brahm3. The upper part of the Nilanda image is unfortunately
losg., Had 1t been complete, it would have been possible to find the
Capetadana mudrd 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 1s only slightly
mutilated but is complete, and resembles the Nilanda fragment in the
lower portion, while the whole image follows with precision, the direc-
tions given in the Sadhana quoted above. This new discovery leaves
no room for doubt regarding the identification.

Apar3djitd is known in China . \

1, Clark : TLP, II, pp. 208, 290.
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7. VAJRAYOGINI
() 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 Sidhanas 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 on her 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 Cchinnamasta belonging to the
group of ten Mahavidyas. It is therefore possible to conclude that
this Buddhist goddess was borrowed and incorporated wholly 1nto
their pantheon by the Hindus. She 1s 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 follows :

“Bhartarikam Vajrayoginimh...pltavarnarh svayameva svakartri-karti-
ta-svamastaka-vimahastasthitarh daksinahastakartrisahitam, trdhvavis-
trtavimabdhurh, adhonamitadaksinabahurh, vasahstinyam, prasaritadak-
sinapadarh sahkucitavamapadam, bhavayet. Kavandhannihsrtyasrkdha-
ra svamukhe pravisati, apare ubhayoh parévayoginyor-mukhe pravisati
iti bhavayet.

Vamadaksinapar$vayoh  Sydmavarna-Vajravarpani-pitavarna-Vajra-
vairocanyau vamadaksinahastakartrisahite, daksinavamahastakarppara-
sahite, prasaritavamapadaprasaritadaksinapade sankucitetarapade muk-
takeSyau bhavayet Ubhayoh parévayoh, ubhayor-yoginyor-madhye
antarikse atibhayakularh $maéanarh bhavayet.”

Sadhanamalg, p. 452-453.

“The worshipper should conceive himself as Bhattarika Vajrayogini
...of 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 is
raised upwards while the right is placed below. She is nude, and her
right leg 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 mouths
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 godc{ess) , the green Vajravarnani and the
yellow Vajravairocani, both of whom carry the Kartri in their left and
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right hands respectively, and the cup made of a 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, tetween the two Yoginis and in the firmament there
is the awful cremation ground”.

(I) RED FORM

Colour—Red Vihana— Corpse
Symbols—Vajra and Kapila 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 1n the Alidha attitude, on the orb of the sun, is in the prime
of youth, and has red complexion. She rides the corpse, is nude, has
three eyes. red and round, contorted brows, protruding belly and
tongue, and is endowed with the six auspicious symbols. She carries
the Kapala in the left hand and the Vajra in the right, while the Khat-
vanga hangs from her left shoulder. This form of Vajrayogini is
similar in many respects to the forms of koth Nairitm3a and Vajra-
varihi, so much so, indeed, that a confusion 1s likely to arise in the
identification of their images. If an image shows the dancing attitude
in Ardhaparyanka, it may be identified as Nairdtma or Vajravarahi,
but if it shows the Alidha attitude, it may have to te identified as Vajra-
yogini. The excrescence near the right ear and the corpse lying on its
chest is peculiar only to Vajravarahi; while the absence of the excres-
cence and the corpse lying on its back point to Nairatma. The Alidha
attitude 1s peculiar only to Vajrayogini.

(I1)  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 Kartri ard the Kapala, but in other respects
will be identical with the one just described  Another Sadhana adds
the information that the Kapala 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 Ugratd1i, more popularly known as Mahacina-Tar3,
which is believed to have been carried over there by Bengali priests
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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

Prasannatdri is mentioned twice in the Sadhanamala, 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 vellow 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 foim gives her the epithets of Amrtamukhi and Amrta-
locanz 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 peacetul. She1s fearful like Vidyujjvalaka-
rali, a form of Ekajata. The Dhyana describes her form in the follow-
ing terms :

“Hemavarparh mahaghorarh Taradevirh maharddhikam 1
Trinetram astavadandrth bhujasodasabhusitam 1l
Urdhvapingalake$ath sardrasatardhamundamalakrtaharam.
Pratyalidhapadopetam jagattranarn mahabalam I
Vicitravastranepathyam hasantith navayauvanam 11

Pradhanamukharh pitath daksinarh dvitiyarh nilarh, triiyam $y@amarh
caturtharh gaganaéyamarh, vime kundasannibham, dvitiyarh raktarh, trti-
yarh gaganasyamarh Grdhvasyarh dhlimravarpabharh mahaghorarh vikato-
tkatath ; daksina-karesu khadga-utpala-$ara-vajra-ankuéa-danda-kartri-
abhayadhararth ; v@mabhujesu sapasatarjani-kapala-dhanuh-khatvanga-
vajrapasa-Brahmasirah-ratnakalasadharam ; visvapadmacandrastharh
stiryyaprabhavibhUsitarh : vamapadena Indrarh, daksinapadena Upen-
drarh, padadvayamadhye Rudrarth Brahmanath cakramya sthit@m, sarva-
varanavinasanirh bhavayet.

Prasannatara-Sadhanarh.” Sadhanamala, p. 241.

“The worshipper should conceive himself as (Prasannatara) who
is of golden complexion, of terrible appearance, bestows prosperity,
is three-eyed, eight-faced and sixteen-aimed. Her brown hair rises
upwards and her necklace is made of half-a-hundred heads wet with

1. Gorcion: TLP, p. 81.
32



250 BUDDHIST ICONOGRAPHY

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 Khatvanga, 2. the Uptala, 3. the
arrow, 4. the Vajra, 5. the Ankusa, 6. the staff, 7. the Kartri
and 8. the Abhayapose; and in the left 1. the noose with the
Tarjani, 2. the Kapala, 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 Brahm3 between the two, and destroys
the veils of ignorance”.

Fig. 192 illustrates a Nepalese drawing of the goddess which tallies
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.

I. TEN GODS OF DIRECTION

The process of deification was applied in Vajrayina to the four
cardinal directions, North, South,_East and West, and the four interme-
diate corners, such as Vayu, Agni, ]$ana and Nairrta. With the top.2nd
the bottom the quarters numbered ten, and thus the Buddhist Tantras
added ten gods of the quarters tothe 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 for 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 dlfferent Samiadhis (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 Guhyasamdja 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 all 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 des-
cribing their forms

1. YAMANTAKA

Colour—Blue Arms—Six

Faces —Three Direction—East

Yamantaka presides over the East and 1s 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-Yamiri and Rakta-Yamari.
Some of his forms and Sadhanas have alredy been dealt with in an
earlier chapter. Independant Tantras are also ascribed to his worship.
As a guardian of the Eastern quarter Yamantaka is described in the
Mafijuvajra Mandala of the Nispannayogavali, along with his nine other
colleagues. He is described there as :

““Tatra pUrvasyarh @arayar Yamantakahkrsnah 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.”
4

Yamantaka is six-armed like all other Krodha deities of the quarters.
All the Krodha deities including Yamaataka embrace their Saktis with
their two principal hands.

In the Vajrahlihkara Mandala his second name is given as Vajra-

1. Clark: TLP, II, pp. 52, 73
2. Gordon: ITL,p.90; Getty: GNB, p. 164
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2. PRAJNANTAKA

Clour—White Faces—Three
Arms—Six Direction— South

The second deity in the series is Prajiiantaka who presides over the
Southern direction. He is described in the same Mandala as :

“Daksinasyath Prajiiantakah sitah [sita] krsnaraktamukho Vajranki-
tasitadandasimanipadmadhari.” NSP, p. 2

“In the South, there is Prajiantaka, 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 Vajrahtinkara Mandala
his second name 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 Padmantaka who is described in the

Nispannayogavali with the following words :

“Paécimdyarm Padmantako raktah raktanilasitisyo raktapadmasima-
nicakradhari” NSP, p. 2

“Padmantaka is in the West and 1s 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-
h@hkira Mandala he is known by the name of Vajrosnisa. His images

9

are found in China 2.

4. VIGHNANTAKA

Colour—Green Faces—Three
Arms—Six Direction—North

The fourth deity in the series is Vighnantaka who is already well-
known and an account of whom appears in an earliar chapter of this
book. Vighnantaka as the lord of the North appears in the Nispannayo-
gavali as follows :

“Uttarasyam Vighnantako haritah haritasitaraktamukhah karilavaj-
rasimanipadmadhari.” NSP, p. 2

1. Clark : TLP, I, p. 59
2. For his statuette in China as Vajrognisa, see Clark : TLP, II, pp. 65, 49.
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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 Vajrahtnka-
ra Mandala his second name is Analarka. His images are found in
China !,

5. TAKKIRAJA
Colour—Blue Faces—Three
Arms—Six Direction— Agni

Takkiraja as the guardian of the Agni corner is very frequently
referred to in the Nispannayogavali. He is described as :

“Agneyvar Takkirajo nilah nilasitaraktasyo niladandakhadgaman-
yabjadhari.” NSP, p. 2

“Takkirgja 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 Vajrahtinkdara Mandala his name is Vajrayaksa. Inthe Dhar-
madhatuvagiSvara Mandala he is Vajrajvalanalarka. His images are
found in China *.

6. NILADANDA.

Colour—Blue Faces—Three
Arms—Six Direction—Nairrta
The sixth deity in the series is Niladanda who is the presiding deity
of the Nairrta corner. His form is described as :
“Nairrtyarm Niladandah krsnah krsnpasitaraktasyo niladandakhadga-
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 Vajrahtihkara Mandala his name is Vajrakala. Butin the
Dharmadhatuvagi$vara Mandala his name is Herukavajra. His images
are found in China 3.

1. Clark : TLP, II, pp. 217, 311
2. Clark: TLP, 11, p. 303 (as 'I_'akkir'aja) pp. 66, 145, 269 (as Vajrayaksa).
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

The seventh deity in the series is Mahdbala, who is the presiding
deity of the intermediate corner of Vayu. His form is described in the
Nispannayogivali in the following words :

“Vayavyarh Mahabalah krsnah krsnasitaraktamukhah triGlasimanik-
amaladhari.” NSP, p. 2
“In the Vayu corner appears Mahibala of blue colour with three

faces of blue, white and red colour. He holds the Tri$ula, the sword,
the jewel and the lotus.”

As usual, with the principal hands he holds the Sakti.
In the Vajrahinkara Mandala he is given the name of Mahikala. But

in the Dharmadhatuvagi$vara Mandala he is known as Paramasva. His
images are found in China .

8. ACALA
Colour—Blue Faces—Three
Arms—Six Direction—I43na

Acala is the eighth deity in the series, and is regarded as the presid-
ing deity of the l$ina corner. His form is several times described in
the Nispannayogivali. 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 :

*““AiSinyarh Acalo nilakekarah nilasitaraktasyah khadgavajramanipa-
dmadhari.” NSP, p. 2

“In the I43na 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 $akti in embrace.

In the Vajrahinkdra Mandala he is given the name of Vajrabhisana,
but in the Dharmadhatuvagi$vara Mandala his name is Trailokyavijaya.
His images are found in China 2.

1. Clark : TLP, II, pp. 49, 217 (as Mahabala) p. 75 (as Mahakalavajra)
2. Clark : TLP, II, p. 116 (as Trailokyavijaya)
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9. USNT§A
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 :

“Urdhve Usnisacakarvarti pitah pitanilaraktasyah pitacakrakhadga-
manipadmadhari.” NSP, p. 2

“In the upper region there is Usnisacakravarti of yellow colour. His
three 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
Arme—~9S1x Direction—Down

The tenth deity in this series, is Sumkthaidja who is the embodiment
of the Nether regions. His form is descrited in the Mafijuvajramandala
as follows :

“Adhab Sumbharajo niloh nilasitaraktasyo vajrakhadgamanikamala-
bhrt.” NSP, p. 2

‘“‘Below is Sumbhardja who is blue in colour. His three faces are
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