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INTRODUCTION

The subject of the present study is the Tantric cult in Tamil Nadu in Pallava and
later times. The term, Tantric, in a general sense may be said to represent the cult of
image worship and its associated philosophic thought. In the 7th century in the
Devaram hymns of the Tamil country, Siva is praised as the embodiment of Mantra
and Tantra; Mantra standing for vedic hymns and Tantra for image worship. But
the word has come to stay now for the Sakti'cult and its associated philosophy. I have
used the term Tanira in the sense of Sakta or Devi cult. Sir Jhon Woodroffe and,
following him, many other eminent scholars have enquired into the true nature of
the Tantric cult specially of northern India and have brought out many scholarly
publications. But in all these texts, southern India, particularly the Tamil country,
has not received the attention it deserves; the reason being the vast body of Tamil
literature has not yet been translated and made available to scholars. Hence we have
tried to analyse as many Tamil texts as are necessary in this study.

Though Tamil literature is available from the beginning of the Christian era, it
is only with the advent of the Pallavas that monumental art and architecture have
survived. So I have taken the Pallava and later periods as the main periods of the
enquiry. The Pallavas appear in the history of the Tamil country from the end of the
3rd century A.D. and survive till the end of the 9th century A.D., but their art and

architecture are extant only from the 7th century A.D.

The Sakta cult culminates in the 12-13th century A.D. After the 16-17th century
the cult concepts exhausted themselves and what we get later is only a repetition of the
same ideas and representations. So I have ended my enquiries with the end of the 16th

century A.D.

I have not included Buddhist or Jain cults. I have also not included the Sakti cult
as manifested in the Vaishnava faith. The present study is, therefore, confined
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to various manifestations of the Devi and their intimate connection with the Sakta and
Saiva doctrines.

During the early phase of my study I, recognised that a correlated study of
classical, sastraic, devotional, agamic and Silpa literature, together with monumental
relics, was essential to get a clear picture of the cult. I have, therefore, concentrated
on both Tamil and Sanskrit work that were written in the Tamil country. The works
taken up for study are not confined to the Pallava and later periods, but include the
earlier texts so that the development of the cult could be clearly grasped.

Tamil literature is very vast, and it is not possible to exhaust it all in such a study
as this. Some excellent works like Abhirami andati etc., were composed in the 18th

and later centuries. But they need a separate dissertation. A vast body of folk songs
bearing directly on the Sikta cult exists, but its date is not known and it is not possible
to include it in the present study for the Sakta cult is a dominant faith even to this day
and needs a cultural anthropological approch to complete the story.

I have also not included in this study some devotional Aymns on Devi, popularly
ascribed to Acharya Sankara, the exponent of the Advaita doctrine. Though they are
exceptionally good poems on Devi, I concur with many eminent scholars that the
greatest exponent of Advaita doctrine could not have been the author of these verses.
There is also a tradition that Sankarfcharya converted a number of ugradevatas into
saumya deities. Similar stories are also current on the conversion of many Vaikhanasa
temples into Paficharatra temaples by Ramanuja. These stories have no historicity.
The epigraphs of the period show no such movements at all. The stories associating
Sankara with temples seem to be post-16th century. So I have not analysed such works
as Soundaryalahari and various ambastutis.

However, in the history of the Tamil Sakza cult, the temples of Kamakshi at
Kanchi, Minakshi at Madurai and Kanyakumari occupy very important positions. So
I have discussed them separately at some length.

The monumental art and inscriptions have been analysed. Large number of
illustrations have been included to illustrate the various aspects of the Devi cult.
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TANTRISM IN TAMIL CLASSICAL LITERATURE

SANGAM WORKS

The body of literature collected into two groups called Pattu Pattu (ten songs)
and Ettutthogai (eight anthologies) is called Sangam works. They are excellent products
of the Tamil genius and are more secular than later day compositions, They are
collections of poems of various poets who are said to have adorned ‘the assembly of
poets’ called the Sangam. They are generally referred to as Samgam works: the
earliest records of Tamil thought reflecting the Tamil way of life and culture.

Regarding the date of the Samgam age, differences of opinion exist among
scholars; some would take them to earlier than the sixth century B.C. while others
place between the 6th to 8th century A.D. Both views are based on personal likings
rather than on historical reasoning. A conservative view,! now being accepted, would
place these poems around the 1st century B.C. to A.D. 150. I will not go into details
of the reasoning for this date.

The earliest inscriptions assignable to the pre-Christian era refer to the Pandya
rulers mentioned in these Tamil works.? Another inscription coming from Pugalur
assignable to the beginning of the Christian era refers to three generations of Chera
rulers who are mentioned in Sangam literature.® The Sangam works frequently refer
to the Yavanas who have been identified rightly with the Romans. Archaeological
excavations at Arikkamedu, Karur, Kanchi and other places have confirmed this
connection with the Roman world.*

1. Nilakanta Sastri, K.A., A history of South India, Madras, 1977, P. 116.

2. Mahadevan, 1., Corpus of the Tamil Brahmi Inscriptions in ‘Seminar on Inscriptions’, Ed. R. Naga-
swamy, Madras, 1968, Pp. 65-66.

3. Ibid., Pp. 65-66.

4. Mortimer Wheeler, Sir, Ancient India, No. 2.
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Sangam works refer to various aspects of Sakti, particularly in her Durga and Kali

manifestations. Tirumurugarruppadai,! the first of the ten songs, is in praise of Muruga-
Subrahmanya. Subrahmanya is extolled as the son of Haimavati (malaimagal mahan).

He is also called the son of goddess Durga, the giver of victory and son of the
goddess Kali.
“wivvsdt walar wrHEmr & HE
QeuppiCausd Gurrs @arppeney A e
@eoypueail Apule uepCurst Gpel”
(suflser : 57, 58, 59)

Here three aspects of Sakti are alluded to. As Korravai (Durga) she is the giver of
victory, and Palaiyd] i.e., the most ancient goddess Kali. The learned commentator,
Naccinarkiniyar gives the meaning of Korravai as Vana Durgd and Palaiyo] as
Kaduka] (Kali). He also gives the derivation of the word Kadukal as a corrupt form
of Kadukilal i.e., the presiding deity of the forest. In later literature and inscriptions
Kali is often called Kadukkal. ‘ _

Siruppanarruppadai® is another song of the anthology. Here the spear of a
chieftain is praised as a lofty one adorned by Korravai (Durgd). That Durga resides
in weapons, particularly the spear, is a well-known concept reflected in later literature

as well.
“ope Fapng PoLEEL IEhsam ArHCa
sped Qsry FLEm&Es srflyn”’
(suffiger : 45)

In this alal stands for the wrath of Korravai Durgd. Nedunalvadai, another work
of the same group, seems to allude to worship of Durgé by love-lorn women. Kuruntogai,
a collection of four hundred short verses, is included in the eight anthologies. It refers
to the vow taken by women whose husbands are seperated from them, during
expeditions etc. They remove their ornaments, and wear ritual threads around their
wrist to propitiate goddess Durgd, so that their husbands would return safely and

Speedily.
This vow to get back their husbands speedily and safely is also referred to in

Kuruntogai.® It refers to a desperate girl, who refuses to wear the ritual thread around
her wrist and worship Durga, as her husband has left her unmindful of her love.

“dAryams bsssH pdsy &Oss
SLg@ib e, MSHTE wreur’’
(UTL6 : 218—1-2)

1. Pattu Pdftu, Ed. U.V. Swaminatha Iyer, Madras, 1974, Pp. 1-80.

2, Ibid., P. 137.
3. Kuruntokai, Ed. U.V. Swaminatha Iyer, Madras, 1962, P. 416.
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It is interesting to see that Durgl is said to reside in natural caverns and then
she was called S#li. That this was the case, is proved by two striking examples
illustrated in this work. One comes from panamalai. An excellent image of
Durga installed by the Pallava ruler R4jasimha, in the 8th century A.D., in a beautiful
natural cavern at the foot of the hill. The other illustration comes from Tirtamalai
in Dharmanpuri district. It is an inscribed image of Durgd of the 8th century
A.D. It is on the hill called Tirtamalai; what is striking is that the Vattelettu inscrip-
tion on the slab calls it S@ili (Bhagavati Kuruccili).

The Ahananiru' collection of the eight anthologies also refers to the goddess as
the presiding deity of the forest. Kanamar Selvi bestowed a white horse on a poet,
an allusion which is not clear. Probably it refers to the beneficient aspect of Kali.

The Padirruppattu collection also seems to allude to the Goddess residing in the
Vahai tree (66).2

The Perumbanarruppadai®

“Qauarfep uri9s sGEy@Es Qarearp
@uby aw CFU LUBES
wrewL s gewnamsud Qe
(ufiser : 457-59)

refers to Moti, the mother of Subrahmanya, the destroyer of SUrapadman. She is said
to be the most beautiful Goddess, surrounded by dancing imps.

Kalittokai,* another collection of poems included in the eight anthologies refers to
the Goddess as the presiding deity of the cemetery (perungadu). Perungattukorri and she
is probably identical with Kali.

In the Porunararruppadai® the ministrels are exhorted by the poets to offer
worship and music, to please the goddess of the forest, Kali, which shows the impor-
tance attached to the temple, by the people.

“aaflp uYRESTE SmewEHHe s
S&ouled wrrgs Qeusicun G
audvauangsrer @usrefiper wmmdle
sr@op sLaL s_ar sfiuduy Ser’
(sufl@er : 49-53)

It was almost considered a kadan; essential rite or duty.

From the above it may be seen that the benign and terrific aspects of the Goddess
were well known in the Sangam period. Her manifestations as Uma, Durgd and Kali
were known. She was propitiated by all sections of society. Women used to take

Ahdnaniiru, Ed. Murray S. Rajam, Madras, 1958, P. 189,

Padirru Pattu, Ed. U.V. Swaminatha Iyer, Madras, 1957, Pp. 172-174.
Pattu Paftu, Ibid., p. 207,

Kalittokai, Ed. Murray S. Rajam, Madras, 1957, P. 80.

Pattu Pdttu, Ibid., P. 86.

it ol o
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vows and worship her. Wandering minstrels adored her with music. She associated
with cemetery and mountains. In short, all her manifestations in later literature
and art, had already their roots in the Tamil country at the beginning of the
Christian era.

TOLKAPPIYAM

Tolkappiyam® the earliest extant Tamil grammar, refers to a certain poetic compo-
sition called Korravai nilai.? The word Korravai means Durgd. The reference in this
work relates to the worship of goddess Durgd by soldiers when they embark on
a cattle lifting expedition or on a caitle rescuing operation. In poetic parlance
Korravai nilai is placed after Tudi nilai® i.e., announcing the expedition by beat of drum.
When Durga is adored, sacrifice is offered to her, praying victory. From citations it
is seen that this worship is offered not only at the time of cattle lifting or rescuing
expeditions but also when the king invades another country or starts on a defensive
operation called Vanji tinai.

The citation for this séfra, quoted by the commentator Naccinarkiniyar shows
three types of sacrificial offerings : a buffaloe sacrifice; a human sacrifice; and a hero
making a cut on his body and offering blood.*

Tolkappiyam also refers to Veriyatiu,® a form of wild dance in honour of V&|on
(Murugan). Thus the worship of Korravai and Murugan seems to have been performed
side by side during war expeditions.

The date of Tolkappiyam has been much debated but a conservative estimate
would place it in the 1st or 2nd century A.D. This shows that in the early centuries
of the Christian era Durgd was remembered for her association with battles and
wars and, therefore, was invoked in her terrific aspect and associated with bloody
sacrifices.

Purapporul Venbamalai®* a medieval work on poetics, follows Tolkappiyam and
refers to Korravai nilai’ which is said to come after Tudi nilai. According to this work,
Korravai nilai refers to singing the grace of the Devi, the bearer of ever shining and
victorious weapons. A verse exemplifying the Korravai nilai narrates that, “The Devi,
seated on a prancing stag, carrying a parrot and with the yali standard, followed by
the battalion of goblins, will go in front of the soldiers who are on a cau!e‘lifting
expedition”. This verse is interesting : the D&vi has the stag as her mount. She keeps
a parrot in one of her arms. The figure of yali is on her standard. She is followed by

1. Tolkdppiyam, Murray S. Rajam Publication 1960; Also S. Bhavanandam Pillai edition, Madras, 1916.
2. Ibid., Satra 59, P. 164. '

3. Ibid., Sitra 59.

4. Ibid., Porulathikiram with Naccinarkiniyar's commentary, P. 165.

5. Ibid., Sitra 60.

6. Purapporul Venbdmalai text and commentary, U.V, Swaminatha Iyer (ed.), Madras, 1963.

7. Ibid, 40, P. 21.



TANTRISM IN TAMIL CLASSICAL LITERATURE 7

her army of goblins. It was believed that she would go in front of the soldiers giving
them victory.

In describing another poetic expression, Vanji, Korravainilai is again mentioned.
In this case, the expedition is by the king for the conquest of territories. Soldiers
offer prayer and sacrifice to Korravai praying for victory to their king. The example
cited is of interest. Sesame oil, popcorn, boiled avarai and tuvarai seeds, blood, intestines
and flesh are said to be carried in a skull (or a vessel) by Durga who goes in front of
the soldiers bestowing victory on the ruler. Obviously this refers to the offerings
made by the soldiers.

SILAPPADHIKARAM

The Silappadhikaram® is an epic par excellence in Tamil composed by Ilango, a
Chera prince. It is an ocean of information on the social and religious conditions of the
times. [Its value is singularly high for the fact that it portrays various religious
sects in their true spirit, without bias towards unlike Manimekhalai, the other epic.
We are, therefore, in a position to evaluate each sect in its true perspective.

The Sakta cult is fully represented in this work in all its aspects. There are four
major themes, represented in this text: the iconography of Sakti, the Nagaradévata
concept, Sakta philosophy and the peculiar customs among the hill and forest tribes in
adoration of Sakti.

Iconography

The De&vi wears Jatamakuta, in which are the crescent moon and a serpent. She
wears elephant skin as a garment over which tiger’'s skin is worn as a girdle (Meékalai).
She has the third eye on her forehead. Her smile with pearl-like teeth with
coral like lips is enchanting. Her throat is darkened by the alakala poison that she
swallowed (as Siva). A fierce serpent is worn as the breast-band. She wears $ilambu
and kajal on her feet, and stands on the head of the asura who appeared with human
and buffalo bodies.? She has Siva as a part of her body, and in her arms holds Sankha
and Chakra, SGla and the sword. She is seated on a stag with twisted horns. She also
stands on a terrific male lion.®

All these iconographic details show that by the time of Silappadikaram, the
concept of Durga with all her attributes was fully evolved. In the earliest representa-
tions of Durgad in Tamil country, at Mamallapuram and Kanchipuram, she is shown
with all these attributes.

The following names* occur for Durga in this work : Korravai. Amari, Kumari,
Gauri, Samari, Aiyai, (Arya) Sali, Nili, Sankari, Antari,® Kalaiyamar Selvi (one who has

1. Silappadhikdram, text and commentaries, U.V. Swaminatha Iyer (Ed.), 7th ed. Madras, 1960; also
The Silappadikdram, Translated with an introduction and notes by V.R. Ramachandra Dikshitar,
Madras, 1939.

Ibid., 12-54 to 66.

Ibid., 12-Verse 8, 9, 10.

Ibid., 12-lines 66-68.

Ibid., P. 319.
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a deer as her vehicle), Vinndr Pavai' (The De€vi of the gods) here is perhaps an
allusion to the emanation of the Devi out of the rejas of all the gods as mentioned in
Devi Mahatmya, Vana Nadi? is another term showing her love of forests. She is also
the presiding deity of the desert region.

Nagaradéevata

The deification of a city as a goddess is an ancient concept which should
have spread to all parts of the country with urbanisation. From the very beginning, the
presiding deities of villages, cities and rivers were conceived as female principles in
India. The gramadeévatas and the nagaradévatas were always ldenuﬁed with Durga,
a wellknown example being the Pushkaldvati D&vata.

The nagaradévata concept is also fully developed in Silappadikaram and her
description clearly establishes that she is none other than Durga. She is described as
Madurapati Dévata,? the deification of the city of Madurai, in canto 23.

Madurapati’s head is decorated with matted locks and a crescent moon.
Her eyes are like the Kuvalai flowers. She wears a captivating smile and her red-lipped
mouth shows protruding teeth at the ends. Her left half of the body is dark-blue in
colour while the right is golden. She carries a lotus in her left arm and a sword in her
right arm. In her right leg is Kalal and in the left Silambu. She is the family deity
of the Pandyas.

From the above description it is evident that the Nagaradevata of the city
of Madura is Durgd, combining in herself the Sakti and Siva aspects almost as found in
the Ardhanari images.

In another verse of the same work, the Madurapati Devata is said to combine in
herself the valour of Mahalakshmi, Mahasaraswati and Mahadurga. (22-Venba).

WTLSEHL Brwsesw wroke H Q&pnass
Carwagn® STL UML-$F QaTDDSSTET BT
wHrrpd GopsSTeT (erewBr eubSTaT
wEIrTud eTewgyd wr .

V.R.R. Dikshitar’s translation of this verse,® ‘Kannaki’s signal victory over
the Madura king was tantamount to all the victories of the three goddesses put
together’ does not seem to be correct. The valour of the three goddesses are expresed
as attributes of goddess Madurapati and not as a comparision with Kannaki’s valour.

Silappadhikdaram, op. cit., P. 309,
Ibid., P. 297.

Ibid., P. 497.

Ibid., P, 496.

V.R.R. Dikshitar’s, op.cit., p. 262.
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The combination of the Durga-Lakshmi-Saraswati concept as mentioned in the
Devi Mahaimya of the Markandeya purana is reflected in this verse. It is worth noting

that the concept has taken deep root in Tamil Nadu as early as the age of
Silappadikaram.

Another concept 1n association with the Nagaradevaia representation 1S
also worthy of mention. It was the duty of the presiding deity of the city to ward off
wrongs, or to explain to those affected the cause of their suffering.

The occasion in which Madurfpati appears in this epic is interesting. When
Kannaki lost her husband for no fault of theirs, goddess Madurapati appeared before
her and explained to her that Kovalan died as a result of his past action in a previous
birth. In the Manimekhalai, the Goddess Champd&pati, the presiding deity of the city,
appeared before lady Gautami and consoled her for the loss of her son. From these,
it is seen that people in olden days had full faith in the presiding deity of the cities or
villages and that she would protect the dharma of the dwellers.

Tribal Custom :

A very interesting chapter of the Silappadikaram relates to the cult of Sakti as
Durga, prevalent among the hill and forest tribes. The hill and forest tribes are called
by varying names as Kadavar (foresters), Vettuvar (hunters), Eyinars, Maravar,
Kunravar (hill people) etc. These words are used as synonyms in early Tamil
literature, but in a later period, this probably came also to refer to sub-castes among
them. They were purely food gathering tribes, whose main occupation was hunting,
highway robbery and cattle lifting.

A full chapter of Silappadikaram deals with the worship of goddess Durga
by these hunter-tribes and the chapter itself is titled Vettuvavari,! i.e. the hunters song.
The entire scene is said to take place in the temple of Aiyai (Arya).

A lady born of a family of hunters was possessed with divinity and with hair stan-
ding on end and her hands raised aloft moved from one place to another, dancing with
appropriate gestures. In so dancing she pointed out that their yards are lying empty
and the towns of their enemies were prospering with cattle herd because the Eyinars
have become subdued and meek and no more resorted to highway robbery but
lived like people observing dharma (settled citizens). Unless they observed what was due
to their Goddess, riding on deer (Durga), the Devi would not give them victory. If they

wanted drinking toddy and a life of merriment they must render their dues to their
Goddess. |

When the Salini exhorted the Eyinars with these words, they chose a virgin from
their family and dressed her like Durgid. Her short hair was dressed in the
form of jata (like that of Durgd), and ornamented with a small silver snake and a
crescent-like semi circular tooth from a wild hog which had destroyed tender plants in
well-guarded fields. Her tali (mangalasitra) was a necklace made of white teeth plucked

1. V.R.R. Dikshitar, /bid., P. 180-189.
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from a strong limbed tiger and her girdle was a clean tiger’s skin resplendent with
spots and stripes on its surface. The bow in her hand was of heart wood. She was
riding a stag, with twisted horns. The Eyinar ladies who feted her with offerings of
dolls, parrot, wild fowl of soft feathers, blue peacocks, balls and Kalanju, followed her
carrying paint, powder, cool fragrant paste, boiled grain, sweet gingili seeds, rice
with meat, flowers, frankincense and fragrant scent when she was taken before
the shrine of Amangu who accepts the sacrificial offerings in return for victory.
This was accompanied by the beating of the drum, used during highway robberies and
the blowing of trumpet generally heard when looting, the horn and the pipe and
the ringing of loud bell simultaneously.

From the above description it is seen, when the virgin of their family
was dressed like a Durgd, she was seated on a stag and taken in procession to
the temple of Durga to the occompaniment of music and beating of drums connected
with the profession of the Eyinars, namely highway robbery and looting.

Then the people around, praise the girl dressed in Durga’s attire and also the clan
from which she has come. Then they dance extolling the greatness of Durga. The
Eyinars who had to her vow offer the supreme sacrifice to the goddess by cutting off
their head and offering the blood coming out of their severed neck. This is called
Avippali (Havis bali). 1t is also called by some Kuruthippali (blood sacrifice). The
Eyinars who offer their head in such a way say that these were their dues to the
goddess. The next stage is requesting the Devi to partake this offering which is called
Balikkodai (Bali dana). At the end, all of them prey that the ruler of their country
should prosper. After these ceremonies are over the girl in Durga’s attire divests herself

of the Durga form.

The above, somewhat elaborate description of Durgd worship by the tribals is not
only unique but also valuable for its wealth of information. Before examining
the impact of this cult at even such tribal levels, we will notice the salient features of

this mode of worship.

A virgin of the clan is selected, and the goddess is invoked on her. The basis of
this is that the gods and pitrs, manifest through human beings, are worshipped
and adored as the very god or pitr as the case may be, for the duration of the period.
Tn medieval inscriptions we find that Brahmins are fed in temples when the naivedya
food was offered to the god, the idea being that the god partakes the food in
human form. Though this custom has withered away in temple rituals, it is still strongly
held in Sraddha ceremonies, when offerings are made to the dead. The hunters seemed
to have had the same belief and invoked the goddess in human beings.

The second point worthy of mention is that the selection of the person expected
to personify the deity is dependent on the nature of the god. Since Brahmins
were considered gods on earth, they represented god in temple rituals. But in
the case of the Devi the person in whom she would manifest was a virgin, since she
herself is conceived of as a Kumari. In the S@kta cult, the worship of virgins is a well-
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known formula, and called Kanyapiija. It is, therefore, interesting to note that
the kanyapiuja concept was prevalent among the hill and forest-dwellers even at the time
of Silappadikaram. This shows the extent to which Saksa cult had permeated even the -
remotest sections of society in Tamil Nadu at such an early period.

Also worthy of mention in this context are the terms avippali and palikkodai
(havisbali and balidana) with reference to the offering of the head and invoking
the deity to partake the offering. According to Sakta canons, offerings to Sakti are
called Yagha. That which is offered as the sacrificial altar is havis. The terms, havis
and bali, are intimately associated with vedic yagnas. As the offering (of head
or blood) to the goddess was considered a havis and bali in Sakta cult, the relevant
portion is captioned havis bali or bali dana.

Human sacrifice in which the person severed his own head and offered it
to goddess Sakti was a popular belief and is reflected in later sculptures and
inscriptions.

The Sakta Philosophy :

Among early literature Silappadikaram is the work where Sakta philosophy is
reflected in its entire form. The work clearly portrays the goddess as the Supreme deity,
adored by all the gods, including the Trinity-Brahma, Vishnu and Siva.

The goddess standing on a buffalo-headed demon is adored by all the devas. She
is the veda of the vedas, the very embodiment of wisdom, (JAanak-Kolundu i.e.
the cream of knowledge; lit the sprout of knowledge 12-8).!

This goddess who is seated on a stag with a sword in hand is enshrined
in the heart of Brahma, Vishnu and Siva like a shining light with ever spreading rays
(12-9). Here we find the Sakta tattvas expressed in their highest esoteric sense (namely).
Sheigs the greatest of the gods, the ultimate reality adored by Brahma, Vishnu
and Siva.

Even Siva is said to adore Her, which bespeaks to Her Supreme position,
the highest plane of philosophnic concept. Hers is pure JAana adored even by
the vedas, which is akin to the advaitic doctrine of Brahma Jhana. All ritual treatises
like the agamas have two main sections. The kriyapada, is the ritual section and the
Jhanapada the philosophic. They conclude that by various sacrificial rites one attains.
Supreme jfiana, which is bliss. Though sacrificial rites in this case consist of gruesome
offering of head, the result and praise end in Jhdna.

The three stanzas which extol Sakti (12-8, 9 & 10) are called munnilai paraval i.e.
direct appeal to goddess (the stotras), which again emphasises this aspect. Incidentally
these verses may be considered one of the earliest and finest stotra works in Tamil
literature.

I. Swaminatha Iyer, op. cit., P. 316.
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Other concepts are reflected in this chapter. She is the Supreme Sakti who has
Siva as her right half, Kannudal Bhagam Aludaiyal.! In the Ardhanari concept also
the two forms of Siva and Sakti are shown united; yet the composite figure is said to
stand for Siva and is called Ardhanari Siva or Ardhandri Deva. But, in this instance
the composite figure is Devi to whom Siva appears as an anga, a part of her. This is
intended to emphasise the Supreme position of the goddess.

There is another concept of interest.* “The Devas are dead though they
have drunk the nectar, but you are ever living bestowing grace though you have
swallowed poison untouched by any”. Here is a veiled reference to the fact that among
all gods the Devi alone is capable of bestowing grace. In the above references it may
be seen that all the exploits of Siva, like the swallowing of poison, are ascribed to the
Devi. So also the exploits of Vishnu as Krishna, like the destruction of the Marudu

tree, and of Sakatasura are ascribed to the Devi.

That the Devi combined in herself Saivite and Vaishnavite traditions is often
mentioned in this text. The Devi is said to be the sister of Vishnu.® She is
said to wear both the konrai and Tulasi garland*® (Tulasi standing for the Vishnu

aspect).

The chapter on the demand for justice, Valakkurai-Kadai, distinguishes
Durga from Kali. Kannaki appears at the Royal Gate to demand justice for the
murder of her husband. The gatekeeper informs the ruler of the arrival of Kannaki
whom he describes as the lady with a terrific countenance. In this context, the
gatekeeper says that she is neither Durga nor Kali but more than that.5

The description of Durgd and Kali here is worth mentioning. Durg3 is the goddess
of victory, holding in her hand the victorious spear and standing upon the nape of
the buffalo from whose fresh wound unceasing blood flows. Kili is younger than the six
mothers (the youngest of the Sapicmaras) and as Bhadra Kili she witnessed the dance
of Siva. She tore open the heart of Darukasura. She is fond of the forest which is the
residence of ghosts and goblins. It is necessary to discuss some aspects of Kaili
as portrayed here. It 1s here for the first time that we come across a clear distinction
between Durgd and Kali. Durgd is the Devi who destroyed Mahishasura. Kali’s
manifestation 1s different in many aspects. In later literature she is always described
as Kadukal (Kadu kilal i.e. the goddess, of the forest). As the goddess who witnessed
the dance of Siva, she is Bhadra Kali and that is how she is portrayed in sculpture. That
she killed Darukésura is also mentioned in this text. “Silappadikaram” is influenced
by Kerala traditions where the story of Darukasura is very popular. It is evidently the
legend that arose from Siva’s enticing movement in Darukavana and the subjugation of

Swaminatha Iyer, /bid., P. 315.
Ibid., P. 318.
Ibid., P. 314.

Ibid., P. 316.
Ibid., P. 478 lines 34 to 40.

b
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the sages. Itis of interest to mention that the destruction of Darukasura by Kili is
not mentioned so often in other literature which shows its Keralaite impact.

Some customs as mentioned in this text are also worth recording. A lady
who lost her husband broke her bangles in the temple of Korravai. When Kannaki lost
her husband, she broke her bangles at the entrance to the temple of Korravail
(23-181). The efficacy of Durgamantra in exposing frauds was also fully believed.
When Kovalan was on his way to Madurai with Kannaki, a certain forest demi-
goddess, falling in love with him, assumed the form of a servant of his beloved
Madavi and enticed him. Kovalan, angered at this recited the Durgamantra, called
Paykalaippavai mantram (11-197-198).2 (Paykalai Pavai is Durgd). When this mantra
was uttered, the demi-goddess could not hide her identity, and appeared before
him pleading forgiveness.

It has been mentioned earlier, that Durgd was adored both as a terrific as also a
benign deity. It was believed that, if proper offerings were made to the goddess, she
will go in front of the bows of the Eiyinars, with the Yali standard, to bestow
victory on them when they go on a cattle lifting® expedition.

There were wandering ministrels singing the exploits of Goddess Durgd. They
were called Antari kolam padum Panar* and the songs themselves were called
Paykalaippavai Padarpani.

Not only the musicians but also the dancers were greatly fascinated by the
various themes connected with the exploits of Durgd. Madhavi performed the
eleven dances in the Indra vila. Among the eleven dances, two were dances of Durgi,
one as Bhairavi and the other as Durgd. That Bhairavi is addressed as Nritesvari in
other texts is well-known, from works like the Malatimadhava. As mentioned earlier
these eleven dances were performed by the dancing girl Madhavi. Another instance
of the dance, this time by a male dancer, named Kittachakkai, is said to have
been witnessed by the Chera king, Senguttuvan. The dancer performed the
Kotticchedam performed by Siva, with Uma as part of himself. The description of this
dance clearly indicates the Ardhanari aspect with all the features of Devi fully
represented.

The Patrtini Cult :

That the Silappadikaram extols the cult of Pattini is well known. Though
this is not connected directly with Sakti worship, it is necessarily the worship of
the female principle and is, therefore, worthy of study in this context. A lady who gave
up her life when her husband died, either by throwing herself in the funeral pyre, or by
some other means, was considered a Pattini, the goddess of chastity. She was deified
and worshipped. -

Swaminatha Iyer, Ibid., P. 506.
Ibid., P. 297,
ibid., P, 317.
Ibid., P, 334,

.
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Kannaki died on the 14th day after her husband’s death, and she was worshipped

by two sections of society, the people of the hilly region, where Kannaki gave up
her life and secondly by the ruling monarch himself.

The worship by the hill tribes was no more than the place under the Vengai tree
where Kannaki gave up her life. They immediately accepted her as the deity of their
clan and offered worship to her. This worship consisted of blowing trumpets,
beating small drums, ringing of bells, and offering flowers. This is the simplest form
of worship that the hill tribes offered her. But they prayed that the worship would
bring timely rain and fertility.

When the Chera King, Senguttuvan, decided to erect a temple to Kannaki, it was
considered necessary that he should obtain the stone for carving the image of Kannaki
from the Himalayas. Though suitable stones were available in his country, it
was counselled that he should bring the stone from the holy Himalayas which alone
would befit his greatness. The third canto of this epic is devoted entirely to
the northern expedition of Senguttuvan, his bringing the stone and erection and
consecration of the temple of Kannaki.

Though the entire episode as described is legendary and has very little of history, it
nevertheless contains valuable information on the mode of erection and consecration of
the temple to the goddess.

An auspicious day was selected for the expedition to bring the stone, and
the king with his retinue and army started out for the purpose. After overcoming
the encounters a suitable stone was selected and the image of Pattini was carved. The
carved stone was brought to the banks of the Ganges and bathed in the holy river in
confirmity with the Sastric rules with the help of masters versed in ritual.! On this
occasion the King honoured his soldiers with golden flowers, which was more than he
would present even on his birthday. The expedition returned to the capital with the
King leading the soldiers on an elephant to the accompaniment of music and dance.

In the company of Brahmanas, Acharya, the astrologer and the Silpacharya,
Senguttuvan got the temple of Pattini constructed in all its parts according to the pres-
cribed rules, so that it might win the approval of the wise. Therein was installed the
image of Pattini, carved by skilful sculptors. The image was duly decorated with choice
ornaments of exquisite workmanship. At the entrance to the temple were stationed
the guardian deities. Worship was offered with flowers. Having thus consecrated the
deity, Senguttuvan instituted daily rites and festivals.

After the consecration, there were music and dances at the end of which
the goddess appeared and blessed the King. The goddess Pattini consecrated by
Senguttuvan is refered to as the daughter of the king.?

1. Swaminatha Iyer, 27-11 to 24. Also VRR, P. 305.
2. Ibid., 29-31.
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A miracle happened when Senguttuvan was standing in front of the goddess. A
certain lady Devantikai became god-possessed and asked the Brahmin Midalan
to sprinkle water on three girls standing nearby, which would reveal their previous
birth. When so done, it was found that they were the mothers of Kannaki and
Kovalan in the previous birth. Then the Chera king completed the ceremonial
rites; other kings like the northern rulers, Kongu King, the King of Malva, and
Gajabahu of Ceylon, prayed reverentialy to the deity that she should grace their country
also with her presence. The goddess granted their request. After praising the goddess
and placing the lady, Devantikai in charge of worship of the temple, Senguttuvan

retired to his vedic sacrificial hall.

In this royal consecration, the entire process from the selection of stone to
the installation, and the institution of daily rites and festivals (nityapija and nitys-
tsavas), is clearly after the Agamic code of the higher castes. This is in distinct contrast
to the simple deification by the hill tribes. Further two things stand out prominently
in this chapter. Though Senguttuvan went on expedition for bringing the stone and
constructed the temple and instituted worship, he was primarily a follower of
vedic sacrifice, as he is shown returning to his vedic sacrificial hall, at the end.
Secondly, the office of priesthood for the temple of Kannaki, was entrusted to
a lady Devantikai, which suggests that it was not uncommon, to have lady priests for
temples of goddesses. In this case, Devantikai was a Bradhmana lady is worth
mentioning. It may be suggested that the consecration of Sakti images and institution
of daily rites could not have differed very much from the above.

When new cults came into existence, especially with the royal support, they
spread to other countries as well, and people were ready to accept such new faiths and

assimilate them with their own.

MANIMEKALAI
The Manimekalai® is a well-known epic in Tamil, narrating the story of a lady

Manimekalai, who became a Buddha Bhikshuni in the end. The main aim of the work
is to extol the greatness of Buddhism, in preference to other schools of Indian thought.

The date of this epic is far from settled and various views exist among scholars, We
will not be wrong in holding that it belongs to a period earlier than the Pallava
supremacy in Tamil Nadu for it carries no reference to this dynasty in its long
narration.

It has interesting references to the Sakti cult as prevelant in Tamil land. Four
forms of the goddess are prominently mentioned in this work and they are:
(@) Champapati, (b) Kadukal, (c¢) Vindhyavasini and (d) Chintadevi.

Champapati :

The goddess Champapati? occupies a prominent position in the epic. She is
the presiding deity of the city of Kaveri-pumpattinam, which was originally called

1. U. V. Swaminatha Iyer (Ed.), Manimekalai, Madras, 1956.
2. Ibid., P. 1-2.
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Champipati. From the description of the deity it is evident that she is none other
than Durgi, the Adhidevata of the city of Champa. She is said to be golden in colour
like the rising sun, and wears matted locks, spread on all side. The goddess first
appeared on the golden hill of Meru and came down South. She is also the presiding
deity of the Jambildvipa. She is said to have stood below the Jambu tree and did
penance to remove the sufferings of the world and to conquor the Rakshasas.

The above description of Champd#pati, occurs at the very beginning of the work
which shows the impact of the Sakti cult on this predominantly Buddhist work. The
attributes of this deity are clearly traceable to the concept of Durga as reflected in late
Vedic and Puranic literature. Here she is described as golden coloured. The Vedic
passage calls her Agnivarna or Hiranya Varna—tam agnivarnam tapasa jvalantim.

That she had spread out matted locks of hair, shows her identity with Siva. Her
penance would recall the fapas performed by Parvati. That Devi’s association with
montains is well-known and Manimekalai describes her as emanating from the Meru
mountain. The Devi Mahatmya points out that the Goddess incarnated herself to
destroy the Rakshasas and remove the sufferings of the world. From the above des-

criptions it is evident that the Champapati, the presiding deity of the Champdapati 1s
Durga.

That Durga appearing as the Adhidevata of a city or a grama, is as old as lst
century B.C. A golden coin, issued by an unknown Indo-Seythian king, reads Push-
kalavati Devata, evidently the presiding deity of the city of Pushkaldavati. Dr J.N.
Banerjee has rightly identified her with Durga. Similarly the description of Madura-

pati Devata in Silappadhikdaram, also points to the same fact that she is none other
than Durga.

Champdpati, also called the most ancient, received the river Kaveri whom she
described as celestial Gangd. Sage Agastya asked the river goddess to pay obeissance
to Champépati and Champépati gave the name Kaviripmpattinam to the city after
the river goddess. From the above it is evident that Sakti as the goddess was consi-

dered more ancient than rivers, mountains, etc,, which in philosophical term would
mean that she is Adifakiti.

A further, somewhat more elaborate description of the deity occurs in chapter
six of the work. It relates to a description of a cemetry temple, which was also called
Chakravalakkottam®. The cemetry was situated outside the city near a upavana It is
said to have come into existence along with the city. It had an cnclosure running all
around with four decorated entrances; each having some one of the entrances had a
painting of a divinely chariot, while another had a mural depicting paddy fields, sugar-
cane fields, ponds and pleasant groves. The third had no decoration but had a silvery

finish with shining lime plaster. The fourth entrance had a huge stucco figure probably
of Bhairava with pasa and S#la.

Inside this cremation ground was situated a temple dedicated to Kali, here called
Kadamar Selvi, the deity of the forest. In front of the temple was an open yard and

1. J.N. Banerjee, op. cil.
2. Swaminatha lyer, op. cit., Chapter 6.
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a balipitha. The tall trees in front of the temple carried heads of those who had sacri-
ficed themselves willingly to propitiate the goddess. In the same cemetry there were
Kapalikas and Sudalai Nonbis, who offered cooked food under the Vanni trees. There
were also Mahavratins, ematiated by their penance, making garlands of broken skulls

under [latti trees.

The temple of Kadamar Selvi was inside the Smasana is an interesting feature.
Kali is often referred to in literature as Mayana Vasini. That people offered their head
as offerings speaks of the Sakta cult. It is seen that such worshippers tied their head
to the branches of trees and severed their heads. Such a practise is also alluded to
in later works like the Kallingattupparani. The head-offerings, a form of primitive cult
was always associated with Sakti cult. Besides this, the presence of Kapalikas and
Mahavratins in the vicinity is to be noted!. It is said that Sakti pithas were always
found near Siva temples. (The description of the cemetry seems to be close to the des-
cription of cemetry in Malatimadhava a sanskrit work by Bhavabhuti.)

There was a belief in those days that the goddess Nagaradevata, will remove
all sufferings and injustices. Gautami, a lady lost her only son. She carried the dead
body to the cemetry and pleaded with the goddess Champdapati, to bring him back to
life. The goddess called all the gods of the place and asked whether anyone among
them could bring back to life, the dead boy. The gods said that it was not possible.
Gautami realised that it was impossible to restore life once it was extinct. She gave
up her life as well. In this context Gautami addresses Champdapati as the greatest
of gods and protectress of river banks, open yards, trees, residences and temples.

oo Wb e p(p, G maeusd WL
2 PWEHd CaTLIL_pb Sruum
(cuflssr : 6-136-137)

Here the benign aspect of the deity is also alluded to.

The Manimekalai refers to a pavilion, in front of the temple Champapati. Called

the world forum,? it was an asylum to suferring human beings. Many ascetics were
also there.

It is of interest to mention that this temple of Champdapati, and this Ulaka aravi
play an important role in this epic. Many important episodes, often crucial to
the development of the story, are seen enacted there. Manimekalai, herself a Buddhist,
went and stayed there. She is seen often worshipping the goddess. When she got
the akshayapatra, with which she could feed countless people, she went to the temple of
Champdpati, offered worship to Her and then began feeding the poor in the ambalam.

' It must be mentioned that the epic Manimekalai was essentially a Buddhist work,
intended to propagate Buddhist religion. The heroine of the epic was herself a
Bhikshuni, advocating Bauddha dharma. In such a work, we find the temple of Kali

. Swaminatha Iyer, op.cit., 6-84-86.
2. Ibid., 17-86.
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receiving a vital role and that even the Buddha Bhikshuni, often going to this temple to
offer worship. It shows that the Sakti cult was so popular among the public, it was held
1n high esteem by all sects.

Meruchakra :

One of the interesting aspects of the Sakti cult, is the adoration of the deity in the

form of a magical diagram, chakra. There seems to be a veild reference to the existence
of Chakra in Manimekalai.

It has been mentioned earlier, that the goddess Champdipati summoned all the
gods to see whether anyone could bring back to life, a dead. Since all the gods

assembled in the place of Champéapati, a temple was erected to honour the goddess.
The whole structure was made of stucco.

In the centre was shown the tall Meru mountain; encircling were seven small hills.
In the next circle were seven deep seas, equal in depth, to the height of the mountains.
Beyond these were shown the form of dvipas (the great islands) surrounded by 8000
small islands. In these were shown human beings, animals, plants, trees, etc. A
careful study of this shows that it was a diagran mandala representing a meru chakra,
hence the name Chakravalakottam. The name Chakravala has not so far been pro-
perly explained. To us it seems the term Chakravala (chakra+alam i.e. circle) is a
deliberate choice to suggest the Chakra mandala aspect. That this concept of Chakra
seems to have taken full shaps even at this period is interesting. The following
epithets of Lalita in Lalita Sahasranama may be remembered here with advantage.

Suméru giri madhyastha ie. dwelling on the middle of Mount Meru. The
Manimekalai also speaks of middle peak of the Mount Meru,

“naduvu nintfa Meru Kunramum’’!
Manimekalai also states that this was in the centre of an ocean,
Sal Kadal Valai iya Valiyarh Kunram
Lalita Sahasranama says,

Sudha Sagara madhyastha i.e. residing in the centre of the ocean of nectar. Hence
the Chakravlllakkottam of Manimekalai is Chakra-raja-nilaya of the Sakta cult.

Vindhyavasin! :

The goddess Kali, is often refered to as Vindhyavasini in Sakta works. This
concept was also well-known in the time of Manimekalai. Vindhyavasini is referred
to by name in this work. The goddess Antari (i.e. Kali) resided on top of the
'Vindhya hill. Those who move through the air, will not dare to cross this mountain
for the goddess would drag such persons through their shadow and swallow. She 1s
also called Vindaghatikai. A certain character in the story called Kayachandika who

1. Swaminatha Iyer, op.cir., 6-193,
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accidentally crossed the mountain was swallowed by the goddess thus.! In this aspect
she is described as a terrific goddess, destroyer of human beings, and as one dreaded

by all men.
Cintadevi :

The Manimekalai, refers to a temple of Cintadévi, in south Madurai. The
temple is called Kalai Niyamam: and the deity, goddess of Meditation, Cinta Vilakku—

(the light of Cinta). She is again decribed as Vak devi (Namisai Pavac) the goddess of
Gods and men, and undying light and as one who wards of sufferings.?

This Cintadevi gifted an Akshayapdsra (a devine bowl) to a certain Aputra, who
fed the poor with the bowl. This bowl was later obtained by Manimekalai, which
forms an important episode in the story. It is seen that this deity was worshipped by
all sections of the society (yavarum éttum i.e. adored by all).* The temple seems to
have been in a dark place and the people came to the temple during the darkness.

K fimer Enery ouswdarsg®

Other Aspects

Besides the above references to Champapati, Vindhyavasini and Cintadevi, a few
other aspects are worthy of note. Kaili is said to feed devils (péys) with the Kapala in
her hand.

srwr Qsddl swuud rw
o0 meslasrew® dlear priGiner®

Worshipping the goddess with mind, speech and body (Manas, Vak and Kaya) is
also alluded to. It also probably refers to prostrating three times at the feet of the
deévi.

wpdurer Gar_L b poawudp auamrmdl’

YAPPARUNKALAVRITTI

Yapparunkalavritti® is an important Tamil work on prosody. It gives well
organised grammatical rules and cites a number of verses from early works as illustra-
tions. The work is to be assigned to 9th century A.D. and as such the citations

Swaminatha Iyer, op.cit., 20-116-121.
Ibid., 14-10.

Ibid., 14-18-20.

Ibid., 14-10.

Ibid., 25-141.

Ibid., 18-115-116.

Ibid., 17-87-88,

. M.V. Venugopala Pillai (Ed.), Yapparunkalam, Madras, 1960.
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are earlier than that period. Among them a few verses occur extolling the greatness of
Sakti.

In one of the verses,! occurs a graphic description of these goddess. She stands on
the head of the haughty buffaloe. She wears both Silambu and Kalal and manifests her-
self on the golden hill. She rides on a stag and is victorious in the battle field. She has
destroyed the Asuras in terrific battles. Kili followed her in her war expeditions. She
was playing with balls (krida kantugas). In her arms she carried a bell, a parrot, spear
(trident), sword, shield, bow, (Kodu) horn and a musical instrument.

This lyrical hymn 1s interesting in a particular way, since, it mentions a horn
(cornucopia) as one of the weapons in her arms. Such a representation is not to be seen
in Tamil Nadu, though cornucopia occurs as an important emblem of Sakti in early
representations of her in northern India.

Yapparunkalam also refers to the eleven traditional dances? said to have been
performed by the gods. Among the eleven, Durgd is said to have danced the pole-
dance (Marakkal), and the Saptamatas are said to have performed Tudiadal. Silappadi-
karam does not refer to the dance of Saptamitas but mentions the dance of Bhdrati
(Bhairavi), called Pandaranga on the charriot in the presense of Brahma. However, this
work mentions that Pandaranga was danced by Siva himself. In the Devaram hymns the
Pandaranga is said to have been performed by Siva.

This Pandaranga is probably identical with ‘ter mun Kuravai’® in which, the King,
vanquishing his enemy, dances with the victorious joy, on the war-chariot, in the
battle field. It is, therefore, quite fitting that Siva, dances Pandaranga at the battle
field when he conquered the Tripurdsura. In the case of Devi we do not know
whether she danced in the charriot when she destroyed the Rakshasas like Mahishisura,
Sumbha and Nisumbha.

KALLADAM

Kalladam*® is an interesting Tamil work, dealing with 100 different love lorn
conditions but with a special emphasis on the exploits of Siva of Madurai. In fact, the
main aim of the poem is to extol the greatness of Lord Siva of Madurai, with the poetic
convention of love lorn themes as a back drop. The author of the poems, called
Kalladar, is assigned to the later half of the 11th century by scholars.5

In many of the verses, the dance of Siva at Madurai is portrayed in vivid
pictures. In most of these instances, the Devi is said to witness the dance. In
describing the Devi, she is often mentioned as the daughter of Himavan.®

1. M.V. Venugopala Pillai (Ed.), Yapparunkalam, Madras, 1960, P. 247, 248,

2. Ibid., P. 443, 444,

3. U.V. Swaminatha Iyer (Ed.), Purapporul Vnebamalai, Madras, 1963, Verse 143, P. 67-68,
4. Kalladam, Murray S. Rajam edition, Madras, 1967.

5. M. Arunachalam, History of Tamil literature—11Ith Century; Kalladam, 1971, P. 32-34.
6. Ibid., P. 11-17, 22-27.
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One of the poem, refers to the competition between Siva and Kali. (The entire
dance of Kali with various mudras, flexions of the body, and the rhythmic changes, are
described in highly technical terms). At the end, Kali could not compete, but stood
by the side, vanquished and ashamed. Dakini an attendent is said to have stood on her
right.!

Many verses describe her as the Mother of the Universe. A concept that received
greater emphasis. In one verse she is described as the virgin, who gave birth to this

great anda.
LU Qumo Frer Hoa Farpeflss searsl
(uflser ; 6-36; 28-16. 17)
Uma who gave birth to the loka

2 & Farpefiss 2 anwn
(uflger : 25, 24)

oo ewfled QumS L QumsSloer
SoLey rarpefiss dop HsH sdred
(uflser ; 28-16. 17)

2 6@ Qup THSS e SAF Qe
(sufl@er : 60-29)

The marriage of Parvati with Siva also finds mention in a number of verses.

usflaadlr @oeausr LGS LTSS
HrLQum augma QurEmadlu HyEmmer
(uflmer : 11-17. 18)

Here the reference is to Uma as Haimavati marrying Siva. In other instances the
local legend of Parvati being born as a Pandya princess with three breasts and Siva
marrying her is also refered to (13-12-13; 31-8-20). A graphic description of the
marriage rites is seen in verse 31.

That the Devi forms the left half of Siva is also alluded to (85-33).

An interesting reference relates to the Dévi holding the bow when Siva distroyed
the Tripuras.

Qearaflivd rarp sdrefl oflp Sipuu
(uflser : 26-24)

Verse 82-1-11 describes the cremation ground, the offer of head sacrifice,
carrying lamps in hands, the goblins and Dakinis serving the Devi. The Devi who
delights in such ghastly scenes, is said to be the very embodimeat of kindness. She 1s
said to wear the crescent moon and poison. She is also described as the mother of
Muruga. Another verse (91) gives a detailed description of the desert, and the
iconographic description of Durga. Of interest is the reference to Dakinis as her
attendent. The Devi is said to wear green Tulasi garland, a green parrot on her front

1. M. Arunachalam, History of Tamil Literature —11 Century; Kalladam, 1971, P. 63-1 to 25.
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arm, silken garment on her waist and Trif§la in her hand. (She is said to have
destroyed the Asuras). She bore three eyes, eight arms and protruding teeth like the
crescent moon. The above description shows that the complete picturisation of Kali has
become very popular by that time.

The work also has another interesting reference which relates to a temple of
Durgd, situated in the north of the city of Madurai. The description of Durga, as one
wearing anklets, necklaces, rulasi garland, and performing the pole-dance (wrasmed
L) are referred to. It must be mentioned, that in the lay out of villages and cities,
vastu texts prescribe the northern direction, for the temple of Durgid. Medieval
epigraphs describe her as the deity of northern direction—Vadavayilchelvi. The present
work shows there was a Durga temple in the north of the city of Madurai.

KALINGATTUPPARANI

The 11th and 12th centuries A.D., particularly the latter may be considered the
best period in the history of classical Tamil literature. Incidentaly the period also wit-
nessed the beginning of great works, directly based on Sakta Cult. Among them the
Kalingattupparani* by Jayamkondar is not only the first but also the best work extol-
ling the greatness of Kili.

Parani Literature :

It would be useful to have a background to this type of literature. Parani is
considered the Sanskrit equivalant of Bharani, a star. Bharani is the star of Kali and
also that of Yama, the god of death. A commentary on Tolkappiyam states that it
was a tradition to offer k#/, i.e. boiled soup and Tunangai dance to Kali, on the Bharani
day. The Kalingattupparani avers that this tradition was in Mahabhirata war. As
Kali is the giver of victory in battles, special offering made to her at the victorious
battle field came to be called Parani. So the literature having as its main theme a
singnal victory over an enemy and described in a dramatic setting with Kali as the main
deity, came to be called Parani.

Kalavelvi, a fore-runner of Parani :

No direct reference is met with, for Parani, in Sangam literature. But three types
of poetic compositions called Kalavali, Pin-ter-Kuravai and va] mangalam, are the fore-
runners of Parani literature as a full blown kavya by 11th century A.D. Kalavali or
Kalavélvi in Sangam period refers to the sacrifice offered by the victorious king
at the battle-field. The sacrifice consisted of blood, flesh, flour, chopped off
limbs of enemies, etc. These were used for preparing a salad, to be offered as
a sacrifice in honour of the victory. That goblins were present in this sacrifice is re-
ferred to by the Sangam works. But the deity to whom the offering was made is not
mentioned by name in any of the Sangam works. The later commentators like Nach-
chinarkiniydr, mention that this offering was intended for Korravai, i.e., Durgd or
Kali. In all probability it was the case. In which case we have to consider that Kala-

1. Kalingattupparani.
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vali or Mara-kala-vélvi, of the sangam age as the forerunner of Parani literature of later
periods. However, none of the Sangam works, has given such an emphasis on Kaili
cult as Kalingattupparani or other Paranis.

The early Paranis :

The Tolkappiyam does not refer to the type of literature called Parani. But a work
called Panniru Pattiyal, assigned to the 10th century A.D. gives the grammer of Parani
literature. Though we have no surviving Parani work which could be dated earlier
than the Kalingattuparani, it is possible that some Parani works existed before.
M. Arunachalam thinks? that the safras dealing with Parani literature might have been later
interpolations. His doubt is justified, for the earliest reference to a Parani work occurs
in 11th century A.D. Ottakkuttar, another great Parani composer refers to two early
Paranis, Koppattu Parani and Kudal-Sangama-Parani, the former, signifying the victory
of Rijéndra Chola II, at Koppam and the latter, the conquest Kiidal Sangama by Vira-
rdjéndra Chola I. These two Chola rulers were predecessors of Kulottunga I. These
two Paranis have not survived, but Jayangondar, the author of Kalingattupparani could
himself have been the author of these works or a contemporary of their author.

The earliest Parani to have survived so faris Kalingattupparani which unmistakably
shows the Sakta cult in its full form.

The format

The Parani is usually set in the following format. After imprecatory verses, the
young women of the city are called to wake up, and open the door of their houses
and are invited to join in singing the glory of the victor. Generally this part is full
of references to amourous sports of the ladies, with their victorious husbands. The
next chapter deals with the greatness of forest, the abode of Kili, followed by the des-
cription of Kali and her attendent goblins. Then the hero, his ancestry, the cause of
the war and a detailed description of the war follow. At the end, when victory
was achieved, the goblins prepare « feast and singing the praises of the victor make an
offering to goddess Kili and delight in the feast. The entire literature is thus based on
Sakta cult and is full of references to Sa@kta customs, and rituals in which sense they
are a good source of information for the present study.

As mentioned earlier the Parani literature seems to have become popular from
the 11th century A.D. when two Paranis are said to have been composed, but they
have not survived. Besides these two there was a Parani written by Ottakk(ttan, on
Vikramachola’s conquest of Kalinga, which has also not survived. The Kalingattu-
parani of Jayamkond4r, and three lost Paranis mentioned above celebrated the victo-
ries of the Chola rulers. Oftakkuttan has sung another Parani on a puranic theme,
namely the destruction of Daksha’s Yaghia by Virabhadra. A few Paranis based on
Puranic legends like Hiranyavadha, etc., and others based on philosophic concepts, such
as Agha-Vadha (the destruction of ignorance) have survived. In all these works the

1. M. Arunachalam, History of Tamil literature—12th century, Pt. 1, Madras, P. 379,
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role of Kali, her attendant goblins and the offer of victory-sacrifice, form the main
literary format.

Kalingattupparani :

Kalingattupparani on Kulottunga, begins with an invocation to the Kalyanasun-
dara form of Siva. The verse itself is significant and truely reflects the spirit of the
Sakta beliefs reflected throughout the poem.

Union of Siva and Sakti :

““Adoration to Lord ﬁiva, who, in order to establish homely life in the world,
married Parvati, the daughter of Himavan, with Vishnu giving Parvati, in marriage
by pouring water and Brahman offering homas.! The invocatory verse begins with the
union of Sakti with Siva, an important concept of the Sakta religion. The term
Punarnta used in this verse to denote marriage is also significant. The word Punartal
stands for marriage as well as sexual union. Though its primary meaning in the con-
text is marriage the poet has employed this word deliberately to suggest the sense of
sexual union, i.e. maithuna, which is one of the Pancha makaras of the Sakta cult.

After the invocation of the marriage of Sakti with Siva, other deities like Vishnu,
Brahma, Surya, Ganesa and Subramanya are invoked in order. This is followed by
salutation to Sarasvati® who is said to reside in the tongue of Kulottunga. Again we
come to the goddess Uma,® who is described as a virgin. She bore red coloured Siva
in her right half, and prevented cupids arrows aimed at Siva, falling on her feet. This
verse seems to indicate that though she is inseparably united with Siva, is adored as
a virgin by the Saktas.

Saptamatas

The next verse is dedicated to Saptamatas,* the seven Mothers whose vehicles are
also praised. The following are the mounts thus described: swan for Brahma, bull
for Mahesvari, peacock for Kaumari, elephant for Indrani, buffaloe for Varahi and
goblin for Chamunda. The adoration of Saptamita is of interest for they are the
secondary deities, in the temple of Kali. Perhaps this is the earliest work which
includes separate invocatory verse for the saptamatas.

The next Chapter, as mentioned already, relates to the amorous conditions of
young maidens of the city. The sexual unions of these maidens are portrayed in such
a vivid manner that many an orthodox scholars, feel shy of this chapter.

The desert :

The third chapter describes the forest, the abode of Kaili, titled Kadu padivaru
i.e., the praise of forest. In Tamil literature and inscriptions, Kali is described as

1. Kalingattuparani, v. 1.
2. Ibid., v. 13.
3. Ibid., v. 15.
4, Ibid., v. 17.
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the deity of the forest. Kadu Kilal, Kadu Kal, Vana Nadi, etc. The Tolkappiyam,
divides the earth into four regions as hills, forest and coastal regions, and plains and
each region has a deity of its own. Murugan is the Lord of hilly region, Vishnu of
the forest, Indra of the plains, and Varuna of the coastal regions. In this scheme Kaili
or Durga is not conceived as the deity of the forest. In somewhat later period, a fifth,
namely the desert region is also recognised. The desert region is said to be formed by
one or the other region becoming a waste land. Korravai is considered the presiding
deity of the desert region.

In this text, though the chapter heading reads Kadu Padiyatu, forest land, itin fact
relates to desert in all its terrific nature. The description of this desert with all its
horrors is indeed a poetic device, to enhance the terrific aspect of the Goddess, and the
destructive nature of the war that is to be described. The poetic description of the
desert land is excellent. The trees are said to stand like ghosts, whithered and charred
by the heat of the desert.

A unigue temple :

The next chapter deals with the temple of the Goddess giving an insight
into the mode of construction of a Kali temple. The poet says though the desert land
itself was the ancient temple of the goddess, dedicated by the very Creator, Brahma, we
will describe a new type of temple erected for her. The poet’s preface to the new tem-
ple 1s indeed apt; for the Kali temple as described here is not only unique but also a
strange one, being constructed of severed heads, bones, flesh, blood, etc., of the fallen
soldiers, horses and elephants of the enemy. The work describes the process of cons-
truction from the garbhavinyasa to the consecration.

The construction began with the impregnation ceremony of the building with the
precious gems, an important ceremony in building structures that is done with
the first brick-laying rite called adyeshiaka vidhana. According to some texts, four
bricks, each representing a veda, are laid and in the cavity so formed, gold and
precious gems are put invoking the vastu dévata. Then the whole is sealed by the fifth
brick. This called the garbhavinyasa, which is a must not only for a Kali temple but for
all structures. A stone used in the garbha rite, bearing an inscription in the reign of
Kulottunga I, said to have been gifted by his sister, Kundavai, was noticed in Chidam-
baram. It is called Karu (garbha) in the inscription. Befitting the general trend of this
poem, Jayamkondar says the gems so laid were the ma@ngalyas of the wives of the oppo-
nent kings killed in the battle.

The walls of this peculiar temple, were erected with heads as bricks, flesh as
mortar and blood as water. The pillars and the lintels were the wooden beams used in
the fortifications of Kulottunga’s enemies. Evidently enemy fortresses were destroyed
and the wood used in this temple as pillars and lintels. The triangular wooden frame
work called tula, for the roof and cross-reapers were made of the tusks of elephants
killed in battle. The nasikas, another architectural element, were made of yalis,
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elephants, pig and lion standards of the opponents, captured in the battle field. The
roof covering was made of elephant hangings captured in the battle of Tungabhadra.

This temple of Kali was enclosed by an enclosure wall and an entrance gopura,
constructed with bones. This gopura was preceeded by a makaratorana of iron erected
by goblins. On the top of the enclosure walls, the severed heads of peacocks, the heads
of men offered as sacrifice, the heads of young babies also severed in sacrifice and
blood-oozing flesh as standards, were placed as beautifying elements. The makaratorana
captured from the Pandyan capital, and the severed ears of war elephants were planted
as swings.

The main shrine, a gopuram in front with a enclosure, a makaratorana and a
swing, were the constituents of this Kaili temple. These elements of the Kali temples
have survived even to this day and in many parts of Tamil Nadu these could be seen,
except for this difference that they are made of regular building materials unlike this
fantastic temple of poetic creation.

The description of the main temple brings to light another fact. It was a thatched
building, a Kuti, like the Draupadi Ratha at Mamallapuram. We must remember that
in the 12th century A.D., monumental temples built of stone were the most popular,
but the temple of Kali retained the form of a thatched building. Evidently independent
temples, dedicated to Kali, still retained the traditional form. We have mentioned that
.a thatched hut is described as the temple of Devi, in Silappadikaram.

Head-offerings :

Certain rituals conncected with Kili worship are mentioned in this chapter.
Three types of head offerings are mentioned in one of the verses viz. the heads of
peacocks the heads of heroic men and heads of young babies. The peacock offering,
Mayytira bali seems to have been popular. The head offerings by warriors are mentioned
from Sangam period onwards, but the offering of young babies as bali to the goddess is
mentioned for the first time in this work. That this gruesome offering to Kali has be-
come an accepted mode by the 12th century A.D. is evidenced from this verse. That
this seems to have continued atleast upto 17th century is known from literature of that
- period. Another verse! says that like the roaring sound of ocean waves, the shouts of

heroes offering their heads in return for the bestowal of boons were echoeing all over
the area.

In one of the finest verses, the process of offering a head, is portrayed. The
sacrificer cut his head at the bottom of the neck and placed it on the hands of Kali.
The head thus presented sang the greatness of Kali while the remaining trunk stood
saluting the Goddess.? Another form of head offering is also mentioned. The severed
head is said to be placed on the bali pitha before the deity. An Andalai bird (a kind of
vulture) mistaking the head to be a bird of its own species, approached it and was

chased away by the trembling head. As the head was severed, the remaining trunk was
quivering.

1. Kalingattuparani, v. 109,
2, Ibid., v. 111
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Buffaloe offering is also referred to in this work. To the accompaniment of
beating drums and shouts buffaloes were sacrificed and their blood offered.

The Kali temple used to be swept, sprinkled with water and spread with flowers
daily. In this work the poet says ‘the horse’ was used as alaku, the fresh blood as
water and flesh offered as flowers. The fires consuming the corpses, resembled lamps.

There seemed to have been homas as well in Kili temples. In this fantastic
temple, the fire sticks were bones and the blood was used as ghee for the homa'.

Sadhakas :

Sadhakas used to frequent this temple dancing to the beats of damarukas. Eviden-
tly they were carrying the damarukas (followers of Bhairava cult are said to adopt this
practise). Yoginis used to come to this temple carrying swords in their right arms and
heads in their left arms. In fact the Kali temple was full of blood, flesh, burning
corpses, vultures, jackals and goblins.

The description of the Kali temple as given above not only presents a ghastly
scene but also gives a peep into the terrific nature of practises, which were accepted by
the then existing society.

The Goddess

Chapter five is equally interesting for it directly portrays the goddess here called
Moti. The description of the Devi begins with her feet, evidently following the mode
of description of gods, known as Padadi késanta varnana i.e. foot to head description.
The serpent Vasuki, which was used as a rope around the Meru mountain for
churning the milky ocean and the other serpent Adisesha, which supports the entire
Universe on its hood, coil around the feet of the Devi as anklets. The heavenly
stars were embedded as gems on these anklets. Her face resembled the moon
and the tilaka, the sun. Hers was a dancing form. Her breasts were as if
vessels filled with ambrosia, and marked white with vibhuti by Siva, so that he could
enjoy it in seclusion in the forest. She wears the elephants hide presented to her by
Siva. Over this hide were tied as ropes, the intestines of the elephant, destroyed by Siva
and a serpant. Siva gave this elephant’s hide as a present to her, when he was pleased
with his sexual union. These two verses again show the impact of the panchamakaras
of the Sakza cult particularly the maithuna, in which the Goddess and Siva are said to.

have engaged.
The Devi is the mother of Brahma, Vishnu, Gan&a and Subrahmanya. Her
uttarlya (upper garment) consists of a serpent, emetting fire, covering the breasts of

the Devi which enamoured Siva. Her hands are red as she drinks the blood of sacrificed.
heads, and becomes black as they are washed with the rut of the elephants.

1. Kalingattuparani, v. 110.
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When alakala poison appeared, the mountains began to melt; the ocean dried,
smoke emanated and the living beings all around began to be charred and the Devas
shivered. Siva swallowed the poison. Under such a condition the Devi’s lips gave
him amuda. A mere glance of the goddess is capable of fanning the love-longings of
Siva but her sweet words, bewitching smile and rose lips would immediately quench his
thirst,

The Kulagiris are worn by her as ear ornament. The same are also worn as
garlands. She plays with the mountains as balls, Kalanju and ammanai.

If she desires there is nothing that is not achieved by her. The Devi’s greatness
is beyond description as she is the very embodiment of the meaning of pranava.

The above description of the Devi points out many important aspects of the Devi
cult. She is considered the mother of all gods like Brahma, Vishnu, Ganesa and
Muruga. She is all powerful. Siva is always fond of uniting with her. She is a terri-
fic goddess as a blood sucker and simultaneously benign bestowing all boons.

Pancha-préta-asana-asina

Chapter six deals with goblins who are hunger-striken and pray for food, but
chapter seven gives some additional information on Kali cult. Kali i1s said to be seat-
ted on five prétas (panchapréta) and has a goblin as a pillow. Her bed consists of the
white part of the flesh, spread over the cot, having lamp-like legs. This bed of her is
called Pancha chayana. She is carrying in her arms the weapons pindi and padla. As
she was thus seated an old goblin came and saluted her. Once this old goblin commit-
ted a mistake and fearing the wrath of Kili, ran away and hid itself in the Himalayas.
Rudra Yogini, who was herself a servant of Kali, taught this old goblin, Indrajala
(hypnotism and mesmerism) which it performed before the Goddess.

That Kali was seated on Panchapréta and that she had a Rudra yogini as her
servant are the points that interest us. In Sakta cult, Kaili is called Pancha pretasana-
sina which shows the full impact of Sakta tradition.

The succeeding chapters of Kalingattupparani deal with the geneology, birth and
the conquests of Kulottunga and the last chapter has for its theme the sacrificial
offering to Kali at the battle field when Kulottunga gained the decisive victory at
Kalinga. Kali is here praised as Pinam tarum Nachchi i.e., giver of corpses.

TAKKAYAGAPPARANI

The work Takkayagapparani* (Dakshayagapparani) by Ottakkittar is by far
the best literary work of the Chola period (12th cent. A.D.) which throws valuable light
on Sakta customs and beliefs. Since the author was a court poet under three
successive Chola rulers, we are sure of its date, and will be in a position to asses the
impact of Sa@kra cult as evolved upto the period.

1. U.V. Swaminatha Iyer (Ed.), Takkayagapparani, Madras, 1945,
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Ottakkittan, a gifted poet and prolific writer adorned the court of Vikrama Chola,
Kulottunga II and Rajar3ja II. He has composed a type of poetry called u/a on all
the three patrons and these works are now called Mivar ula (i.e., Ula on three).
He has composed two Paranis, one on Vikramachola’s conquest of Kalinga and the other
on the destruction of Daksha Yagha. The former however has not survived while the
later is undoubtedly the best among the poet’s creations. Besides the Ulas and
Paranis, Ottakkittan has sung many other poems like Kulottungan Pillai Tamil (on
Kulottunga II), Gangeyan Nalayirakkovai (four thousand amourous poems on a patron,
Gangeya), Arumpai Tollayiram (Arumpai, nine hundred) and Izti Elupadu (spear
seventy), etc.

Ottakkiittan was such an accomplished poet that he was called Kaviccakravarti
(Emperor among poets). Kavi Rakshasa, and Kalakkavi. Kalam means piper. A
special previllage seems to have been confered on him by the king in recognition of his
poetic genius, that when he went out, pipes were blown announcing his visit; hence the
name Kalakkavi. His mastery of various sastras earned him the title Sarvajia Kavi. It is
said that when he was composing the Ula on Rajraja Chola II, the King presented him
one golden coconut for each verse.

Ottakilttan was a great devotee of the Goddess Saraswati, which he mentions in
one of his verses. But it is in describing the Sakti cult that he excels. In many
verses he makes pointed references to yamala tantras and other works connected with
the Sakta religion.

The Takkayagaparani, has an excellant commentary, by an anonymous author.
According to tradition, the commentator was a desciple of Oftakkilittan himself. In all
probability he was. In many places he refers to historic personages, mentioned in epi-
graphs, otherwise unknown. His diction and vocabulary reflect the Chola period.
In his commentary he at times refers to variant readings and comments on them.
Probably the variations were made by the poet himself. At any rate he is not far
removed from Ofttakkilttan, the author of the Parani. The Commentator gives such an
excellant exposition of the verses and their meanings, it is impossible to deal with this
work without the commentary. For the purpose of our study, both the text and
its commentary are taken together, indicating at appropriate places, whether the
views are in the text or commentary.

The Takkayagapparani, set in the conventional pattern, deals with the appearance
of Virabhadra at the command of Siva, and punishing the gods who participated in the
Daksha’s, sacrifice and the gift of a goat’s head to Daksha. As mentioned in Kalingattu-
parani the work includes the description of Kali, her forest, her temple, the attendent
goblins and her worshippers. At the end, when Virabhadra defeated all the gods and
destroyed the Yagha, the goblins offered Kalavélvi to Kali, who delighted in the feast.
The narration of the story need not detain us here. We will confine ourselves
to the elements of Sakta cult alone in this study.
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Identification with Vishnu :

Among various aspects of the D&vi, described in this text one of the most striking
feature is the complete identification of the D&vi with the attributes of Vishnu.! She is
called Mayo! which is the femenine form of Mayan i.e., Vishnu. According to popular
puridnas, Vishnu took the form of Mohini, distributed nectar to Devas and Asuras
and in the process deceiving the Asuras, gave it to the Devas. In this text the goddess is
said to have assumed the form of Mohini to distribute Amrtapana to the Gods and put
an end to the life of Asuras®. The D&vi, like Trivikrama Vishnu is said to have measured
the Universe with her lotus feet. These are said to have reached the Mokshaloka,
piercing on the way the Akdsa, the elachakra (SGrya), Mahdméru, the clouds and the
cyclonic storms.

She swallowed the fourteen universes, as ampita through her rose lipped mouth and
created them again, through the red lotus issuing from the naval of her beautiful
abdomen. The D&vi moves on her mount which is Garuda. Here the allusion
is to Vishnu as Krishna swallowing the entire universe through his mouth and creating
the universe through Brahma who issued forth from his naval. That she had Garuda as
her vehicle also suggests her Vishnu aspect.

The Devi slept on the coiled serpent on the milky ocean’. She was wearing
Kausika silk and garment. (Siva wears skin while it is Vishnu who wears silk). The
Goddess has the serpent king Adisesha as her seat. This thousand hooded cobra had
thousand precious gems, and the hoods and gems resembled thousand milky oceans and
thousand Adityas. (It alludes to the thousand hooded Adisesha). Its eyes emanated
deadly poison, like the vadava fire residing in ocean. Its teeth were bent like the
crescent moon, with full of poison. This snake was greater than Meru.

The D&vi carried the five weapons, the danda, khadga, bow, conch and discus
associated with Vishpu. Her body was green in colour like emerald. (Vishpu’'s
colour is maragata). She is said to be seated thus on her seat Anantasayana.’

The above attributes of the De@vi clearly indicate that she was Vishnu as such,
described by the commentator as Vishnu Maya. The probable reason for the identifi-
cation of De&vi with Vishnu, was that she was always considered the sister of Vishnu.
The second reason probably was that Vishnu formed the left half of Siva in his
Harihara aspect. De&vi also formed the left half of Siva and as such the two,
namely Vishpu and Parvati forming the left half of Siva were considered identical.
Such absolute identity is noticed for the first time in this Tamil work.

Sridevi and Sarasvati were gifted to Umdaparame$wari as stridana by their
respective husbands Vishnu and Brahma, so that they may serve the goddess®. They are
said to have placed their lotuses at the feet of the goddess. The commentator gives an

U.V. Swaminatha Iyer (Ed.), op. cit., v. 104,
Ibid., v. 107.

Ibid., v. 111.

Ibid,, v. 110-7.
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interesting explanation. Besides Sridavi Vishnu had Bhildevi as his consort. Likewise
Brahma had Savitri in addition to Sarasvati as his consort. Sriddvi and Bhidevi
worshipped Parameswari (who is the giver of all soubhagyas— Soubhiagya Kartri) with their
red and white roses respectively, in order that they may be the favourites of their
husbands in preference to others. The Parame$wari granted their prayers.

Moti or Durgad parame$wari forms the left half of Siva. The seven oceans, the
seven crevices, the seven mountains and the Chakravila mountain reside in her
part.! She mounts on the sharp-horned deer.? She made the heart of her husband melt
in love for her payodhara. She also rides on a sturdy lion.?

The D&vi is wearing a serpant as pendant with precious gems, and a fine necklace
of pearls. Makara kundalas adorn her ears while Vahuvalaya, bracelets with Yali face,
decorate her shoulders. One half of her is that of her Lord Siva, whose intense love
she commands. While she was lying on the serpant, Siva united with her.* The D&vi
carries Sdla in her hand.® A parrot is to be seen on one of her arms® and a crescent
moon on her jatas. She is fond of music.’

The Davi’s feet are adorned with niupuras; the Veda mantra-sakas also adorn the
feet of the Devi®.

When the D&vi takes bath in manasa-tirtha of the Himalayas, Lakshmi caresses her
feet and Bhiidevi touches her body (obviously help her in bathing). Sarasvati will be
seated in front of the Goddess listening to her commands.® Devi’s foremost quality
is her pativrata-dharma. By her effulgent jyoti, she is Omniecient.

The Temple

It is impossible to describe the temple of the goddess as it is far beyond descrip-
tions. The seven nether worlds, also called the sapta patalas, are the lower tiers of her
temple and the seven heavenly worlds form the upper tiers. The two mountains
udayagiri and astagiri, stand at the entrance. The seven oceans act as the godown of
her temple. The Chakravalagiri acts as the enclosure while the trident in her hand
stands as the raksha of the whole temple. Mahodara, Gundodhara, and Vyaghra
mukha, and other Karanagananathas stood as gate keepers. After they permit,
Brahma, Vishnu, Rudra, ISvara and Sadasiva, who are the deities of the elements enter
the temple. The balipithas of the goddess, who is ViSveSvari, and Vedanayaki, are the
Mahadméru. At the entrance of the temple there is the Padmanidhi.l® Swans and

U.V. Swaminatha Iver (Ed.), op. cit., v. 48.
Ibid., v. 75.

Ibid., v. 14,

Ibid., v. 111.

Ibid., v. 137.

Ibid., v. 608.

Ibid., v. 114,

Ibid., v. 119,

Ibid., v. 221.

Ibid., v. 73.
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peacocks dance in the temple of the goddess! while Indra and others play musical
instruments.? Sdrya and Chandra are the perpetual lamps burning in her temple.?

Here we may make a diagression on the temple of the goddess as portrayed in
the Kalingattupparani and the Takkayagapparani. In Kalingattupparani, we saw a temple
—a fantastic temple indeed—said to have been erected with flesh, bones, blood etc.
There the entire description was based on gruesome battle that formed the subject
matter.  But here the purpose was a divinely theme and all the descriptions are soul ele-
vating divine concepts which incidently shows the Supreme nature of the Goddess as
the very embodiment of the Divine nature. In that sense Takkayagapparani is
certainly an improvement over its predecessor. While the Kalingattupparani states
that the temple was in the form of a hut, the shape of the temple is not indicated in
this work.

The present text deals with a Vata Vriksa, a banyan tree as the abode of the D&vi.
This tree comes in for special and detail treatment in this text. The description is
again more poetical and philosophical than real. Itis said to have supported the
entire andagolas (mundane egg), when the ocean dried at the deluge. °‘Even if all the
twelve suns simultaneously shine, causing all the oceans to dry by their heat, their rays,
can not penetrate through the leaves to the ground below which was ever cool. If one
Brahma dies one leaf will fall from it. If that leaf falls in the ocean, the entire ocean
will be dried up. If the fire of deluge arises, that itself will be charred and allowed to
fall by the cool shades of the branches. When the final cyclonic storm, which is
capable of uprooting not only the universe but also the various Kulagiris by its velocity,
blows even a single leaf of the tree of the Goddess will not be moved by it. When
there comes the final rain to destroy the world, this tree will protect it.

When Vishnu swallowed the fourteen worlds, he wanted to recline and found
the milky ocean insufficient. He came and slept in one of the leaves of this
tree. Siva sat under its shades and taught the sixty-four kalas to his followers.
When the entire world was being destroyed by Varuna and Vata at Sarva
samhdara lokayuganta (the very end of the world), this tree would give protection.
Mahadeva will sleep beneath its shades spreading elephant skin as bed and likewise
Vishnu will safely recline on his serpent (Ananta). The peacock of Subrahmanya, and
the Garuda of Vishpu, are from this tree. The (ashtamahanagas), the eight directional
elephants (ashtadikgajas) are tied to the shoots of the tree.

In order to emphasise the supreme nature of the Goddess, the gods of all other
faiths, like Vishnu, Siva, Subramanya, etc., are shown either taking protection under
her tree or derive their mounts, weapons etc., from it, a poetic and at the sametime
ingenius method of glorifying the goddess.

1. U.V. Swaminatha Iyer (Ed.), op. cit., v. 111.
2. Ibid., v. 112.
3. Ibid., v. 137.
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The temple of the De&vi is adored by Bhira and paisdca ganas. The Vedas and
Sivagamas adore her temple. The temple of ISvari who is praised by Yoga Yamala
Sastras, is liked by all the eight ganandthas. In her temple, Vishnu learns ﬂivagﬁana
Saiva Siddhanta Sastra taught by Sivamahadeva. Likewise Brahma and Indra recite the
Siva Agamas. In the front yard of the temple, the divine damsels like Urvasi and

Rambha pay obesience.

The Yoginis in the temple of Parame$vari, resembled Mohinis not by their own
beauty but by constantly medidating upon the goddess who herself was Mohini. Some
damsels in the temple of Paramesvari were called Carmini. Carminis are those who
cover themselves with skin.! But here the Carminis were the bearers of D&vi’s feet.
The Sakinis whose number could not easily be counted were the standard bearers of
the D&vi.? According to the commentator the Sakinis are women, born of Brahmin

mothers of the love of Siva.

The work is also remarkable for the information it provides on the followers of
Yamala Tantra in their worship of Kili. The followers of Mayanavasin! are the mantra
Sddhakas who put on the dress of Bhairava (Bhairava vesha) and are called Bhairavas in
the text and Bhairava Veshadhari in the commentary. They will select the sensitive heads
among themselves, severe and offer them to the goddess as flowers, sira pushpas which
are heaped as mountains. Since the land of the goddess is the dry desert, all the heads
would be charred and burnt to ashes by the heat of the desert. The disciples of these
mantra sadhakas, coming to do archana and desirous of carrying the sirapushpas as
nirmalya, will laugh on seeing the heads charred to ashes.? The Commentator says
“the Yamalacharyas are those who are well versed in the Sakala Pafichakas which are
liquor, fish, flesh, sign and sexual union (Madhu, Matsya, Mamsa, Mudra and
Maithung). This information is available in the Agama Sastras of the Mahavratin”. The
above note of the commentator shows that there were practisioners of the Sakala
pafchaka in Tamil Nadu, in the 12th century A.D.

The mantra sadhakas of the Yamala sastras of Paramesvari, will cut their own
heads, but prevent their lives being extinquished and retain it in their bodies by their
Yoga. Then standing before Parame$vari in rare poses, kindle their Yogic fire
(Yogagni), and light the halo of fire agni mandala in the naval part of their body (nabhi
kamala) and allow the lamp of hridaya kamala (the lotus of heart) to burn as a perpetual
lamp. This* is undoubtedly an interesting reference to the Yogic practises of the
Mantra sadhakas, who believed that after offering their heads, they could raise their
" kundalini $akti and allow it to burn the lamp of heart. It must be remembered that the
word Yoga yamala referring to the goddess indicates the Yogic tilt of the text.

Some Mantrasadhakas will cut their hearts and head, and their remainil:t_g trunk
will circumambulate the Devi temple with folded hands.® This is expressed in a fine

U.V. Swaminatha Iyer (Ed.), op. cit., V. 88 (Commentary).
Ibid., v. 89.
Ibid., v. 51.
Ibid., v. 91.
Ibid., v. 92.
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poetic form. ‘When they cut hrdaya kamala, their vadana kamala (face) will blossom
and when their Vadana kamala was severed, their hridaya kamala would blossom. When
both were cut, their hands will fold as a Kamala (Kara Kamala) and the trunk will cir-
cumambulate the temple’. It only shows that when they cut the limbs of their body,
they never screamed in pain but learnt to bear with it and even rejoice at it.

Some mantra sadhakas wore black shirts with rows of cowrie shells stitched on to
it.! The Lord Bhairava himself is called Kariya Kanjugan, wearer of black-shirt. Some
Mantra sadhakas will place lamps on their body and head and burn them in front of
the deity. This peculiar custom has survived to this day. In the temple of Vaidhes-
varan Koil in Thanjavur district, people take a vow to burn such lamps. They lie in
front of the deity with a lamp on their chest or on their forehead. They lie in the same
position with the lamps filled with ghee and lit, till the lamps burn themselves out.
Probably this is a survival of one of the Sakfa cult referred to in the above verse.?

In the temple of the De&vi, there are five flower gardens, consisting of Kalpa,
Parijata, Mandara, Cantana and Arichandana trees. The five flowers of Manmatha,
namely Ma, Asoka, Kamala, Mullai and Kuvalai, can not penetrate into these gardens.
(i.e., these are pure and kept free of cupid’s sports).

In the temple of D&vi, the main Yamalas like the Brahma Yamalas and the
secondary Yamalas numbering 91, and the 18 puranas (Brahmanda purana is the first,
Vishnu Purana the middle and the Kiushmanda purana the last) praise the greatness of
the goddess. Obviously they were studied in the temple.

Some followers will be dancing violently when the drum called Tudi was beaten.
Some would move around and cut to pieces the vultures. Some would capture the
tigers alive, skin them and wear their skins as garments, with blood still oozing out.from
them.® Some would wear the Umattai flowers on their head and move about, with
tridents in their hand* and yet others will capture eight deadly serpants, and tie them
around their waist as belts. There were others who will insert human skulls into these
snakes and tie the same as waist band.®* Probably some tied them on their hands also.
When heroic people fell (in encounters) some would take in their fingers the blood from
the intestine and wear it as tilaka on their foreheads. They would also be wearing
thirteen chank-shell chains in their arms.® Yet others would carry vajra in their right
arms and shields in their left arms.” There were also others who would wear green
leaves as garments and be adoring cakras till such time that their bodily heat burns
up the green leaves.®

U.V. Swaminatha Iyer (Ed.), op. cit., v. 93.
Ibid., v. 60.

Ibid., v. 97.

Ibid., v. 98.
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In short Indra, Agni, Varuna, Vayu, Chandra, Slrya, Nakshatras and all other
Brahmas are Mantra Sadhakas in the temple of the D€vi and they also received fame
and prosperity (aisvarya) by their Sadhanas. The women who do personal service to
the Goddess are Lakshmi, Saraswati and other Pradhana stars, who are the Yoginis
performing Yoganishta.

PERIYAPURANAM

Tirumurai

The Saiva tradition has collected all the devotional literature and compiled them
into twelve books called the twelve Tirumurais. The twelth is Tiruttondar puranam?
popularly called Periyapuranam. The work deals with the life of Saivite saints tradi-
tionally accepted as sixty-three.

Sekkilar

Sekkildr, the author of this work was a minister to one of the Chola ruler,
Kulottunga II in the 12th century. Sekkildr was a fine historian of his period. On
account of his ministerial training he had great love for records and contemporary
events which he portrayed in his work with remarkable lucidity. Thus it is the most
outstanding literature of the period, to which scholars turn for an understanding of the
society of the age.

As he himself was steeped in Saiva tradition, Sekkilar took up for his subject, the
lives of Saivite saints as originally told by Saint Sundaramdrti in the 8th century
and later elaborated by Nambidnddr Nambi in the 1Ith century A.D. As its
main purpose was to extol the greatness of Saivite saints, especially the events leading
to their saint-hood, Periyapuranam mainly deals with intense devotion to Lord Siva. As,

the cult of Sakti, has developed to a great extent, it is undoubtedly reflected in the
work.

The concept of Ammai appa, Universal parenthood, has already reached the final
form and is referred to in many episodes. In fact while bestowing grace on the saints,
Siva always appears with his consort Sakti.

Begins with Love

As opposed to the principles of negation of worldly life (Sanyasa), the work
begins with an acceptance of worldly pleasures, especially carnal love as the beginning
of the story. Though the work deals with the lives of 63 saints, Saint Sundaramdrthi
is the hero of the poem. Saint Sundara was an attendent of Siva in his previous birth.
He fell in love with two girl-attendents of Sakti where upon Siva directed him to
be born in the world and get his love towards the girls consumated. So begins the

story.

1. Tirutondarpurdnam of Sekkilar Srivaikuntam, 1964.
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This we consider an important departure from other schools, where time and
again, the worldly pleasures are despised as perils to God-realisation. In this significant
text, we will refer to the attributes and other manifestations of D&vi and also descrip-
tions of some followers of Bhairava cult, which has some bearing on our subject.

Tavakkodi

Degvi witnessing the dance of Natardja at Chidambaram is called the creeper of
Penance—Meytavakkodi* This Devi, the mother of the seven world, did penance on
the banks of the river Kampa at Kanchi and obtained Siva as her husband.?

She is the ruler of the Universe—Ulagam Aludaiyal. Siva taught her the Agamas, on
mount Kailasa, and told her, that the p#ja as prescribed in Agamas was the one he loved
most. There upon the D2vi expressed a desire to do the p#ija of the Lord.® Siva con-
ceded her request and directed her to do the worship at Kanchipuram under the mango
tree. As she proceded to Kanchi, the serpent king Padmanaga approached her uttering
the panchakshara mantra (NamaS$ivaya). Siva manifested under the mango tree. D&vi
began her worship which consisted of Tirumanjana (sacred bath), gandha, dipa, dhipa,
etc. as prescribed in the Agamas. To test her devotion, Siva made the river Kampa, to
suddenly overflow with floods. D&vi out of her intense love, immediately embraced the
linga she was worshipping. Siva appeared before her and blessed her. D&vi wanted her
remaining worship also to be accepted by the Lord where upon Siva said that he was
so pleased with her worship, he would receive it for ever from her hands. In order
that the entire world will ever rejoice in married life, She stationed herself at Kama-
kottam the temple of Kamakshi at Kanchi. This story of D&vi doing p#ja at Kanchi
has a greater significance which we will discuss at later stage. Here we are to note a
few points of interest.

(1) That the Agamic mode of worship knew no barrier of sex or caste. It was
absolutely in order, for D&vi, a female to do p#ja as prescribed in the Agamas.

(2) The chapter in which this episode is narrated is not directly connected with
Devi but with the life of one saint Tirukkurippu tongar who hailed from Kanchi.
Sekkilar has chosen the subject of Kanchi as the native place of this saint, to describe
the episode of D&vi’s worship. This is a deliberate attempt to accomodate the legend
of D@vi as otherwise the whole work is mainly on the Saiva saints. This shows that
the cult of Kamakkottam has attained greater popularity.

(3) Thirdly we have noticed the advent of the serpent king Padmanaga. We are
not sure how this finds a place here. Probably it is a survival of an earlier belief
associating D8vi with Naga, the significance of which has been lost now.

(4) Fourthly, the D&vi is described here, as the Mother who has given birth to
everything in the Universe.

1. Tirutondarpurdnam of Sekkilar, Srivaikuntam, op. cir., 1: 1: 32.
2. Ibid., 1: 1: 34,
3. Ibid., 2: 19; 51-52,
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(3) That she is the destroyer of the birth cycles is also mentioned,

Wife Gifted

In the life of Saint Iyarpahai,! we have another interesting fact of the Saiva cult.
Iyarpahai was a merchant and a great Siva bhakta. Siva who appeared at the doors of
his house as a Brahmin was received with all respects and courtesy. On being asked
the purpose of his visit, the Brahmin said, he would put forth his request if Iyarpahai
would agree to grant it. The merchant replied immediately saying that to please a Siva
bhakta, he would place at his feet his entire possession. The Brahmin there upon told the
merchant, that he came to the merchant’s house to take away his wife. The merchant
agreed to gift away his own wife to the Brahmin. But the mendicant asked the merchant
to give him protection till he was able to reach a safe place. With a sword in hand, the
merchant went in front of them, offering protection. But the clan of the merchant who
came to know of this ghastly episode tried to intercept the Brahmin. But the merchant
put them to sword. Thereupon Siva blessed him. This story thus depicts an extrodi-
nary event, in which a man gifts away his own wife to a bhakta. It is perhaps an
indication to the one pointed devotion of the Siva bhaktas.

Mahavratin

The story of Manakkanjarar? another saint, gives us an insight into the mode of
dress and behaviour of a Mahavrati sanyasin. MAanakkanjarar arranged for the
marriage of his only daughter. On the day of marriage, Siva as a Mahavrati sanyasin
came to his house. His request was a curious one. He requested Manakkanjlrar to
cut the long hair of his daughter and give it to him for panchavati. The removal of
hair of a woman is considered very inauspicious as it is a symbol of widowhood. This
sanyasin, demanded the removal of the hair of a young girl on the day of her marriage.
This was done, out of devotion.

The description of the Mahavratin who thus appeared is interesting. A part of
the head was shaven and on the remaining §ikha, bone beads were tied; kundalas ador-
ned his earlobes; the necklace consisted of bone-beads; a pdtaka resembling a snake
was on the shoulders; his upavita was made of hairs; the sanydsin was carrying a bag of
sacred ashes; in his front arm was tied a s@tra (thread) with a bead; He was wearing
a rag of cloth to cover his private part and on his feet were the five mudras (Pancha
mudras). This sanyasin is called Mavrata mundi in the text.

Bhairava veshadhari

The most striking information on the followers of Bhairava faith is furnished by
the story of saint Siruttondar.? The story is briefly as follows : Siruttondar once a
commander of a Pallava ruler, who conquered Vatdpi, turned a Saiva saint and
was known for his devotion to Saivite devotees. Siva appeared before him as a

1. Tirutondarpurinam of Sekkilar Srivaikuntam, op. cit., 2: 3.
2. Ibid, 2: 12,
3. Ibid., 2: 36.
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Sanyasin of the Bhairava sect, Bhairava Veshadhari. (From this we learn how
Bhairavins of the mediaeval periods dressed).

The saint was wearing a dishevelled hair and over the black hair wore a garland
of white kurumbai flowers; and on the forehead sacred ashes resembling crescent moon.
In the earlobes, ear rings made of chank shell, set with a red flower were worn; the
necklace consisted of stone beads of white marble; the body was covered with black
kanjuka (shirt) over which channavira, hara, vata, armlets, katisitra, anklets, etc., all
made of bone-beads were worn. A silambu adorned his feet. In the left hand he was
carrying a kapala and over the left shoulder a trifila was rested and in the right arm,
he was carrying a damaruka.

The Siva sanyasin wearing this Bhairava vésha approached Siruttondar with one of
the strangest and ghastliest demand of food. The request was this; A boy being the;
only progeny of the family, should be cut to pieces by his father helped by his mother.
The flesh of the boy should be cooked and offered to him as food. The Sanyisin
demanded even the head of the boy to be cooked and offered to him.

The story goes that Siruttondar helped by his wife cut his only son, cooked his
flesh and offered it to the Sanyasin. The Sanyasin asked Siruttondar also to eat the
food, but asked him to call his son to dine with them. The miracle happened when
Siruttondar called his son. The boy who was cut to pieces and cooked came run-
ning from a distance with joy. Lord Siva in the company of Sakti and their son Skanda,
appeared before Siruttopdar and blessed him for his extrodinary devotion.

The legend apart, we are given to understand that such Bhairavaveshadharins
existed, who ate human flesh. The dark black shirt, the bone garlands, kapala, sgla and
darmaruka being carried in their arms, are some of their characteristics which are seen
represented in sculptures of the period.

We have given this account, though it is not directly connected with Sakta cult,
because of the close relationship between the Saktas and Bhairavins.

Apart from these points of interest, one dominating element !hruughupt this
work, deserve mention, in relation to Sakta cult. In all the events leading to saintdom

of the 63 devotees, Siva appears in the company of Sakti, and blesses them. This
shows that Saivism of this period has completely assimilated the finer aspects Sakti cult
which is reflected in monumental architecture as well.

Devi Temple Worshipped First

We have noticed earlier, that at Kanchipuram, there was a temple seperately
dedicated to Sakti in the name of Kamakkottam. This D&vi considered the consort of
Lord, is the presiding deity of Ekambaresvara. Saint Sundaramdrti, one of the three
Devaram hymnists, on his return voyage to Tiruvarur visited Kanchi.! He first went to
the temple of Kamakkottam and offered worship before going to the temple of
Ekambaresvara. This shows the importance gained by the temples of Sakti.

1. Tirutondarpurdnam of Sekkilar Srivaikuntam, op. cit., 2: 29: 284.
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TIRUVILAYADALPURANAM

Sixty-four legends connected with the sports of the presiding deity of the Lord of
Madurai, form the theme of two outstanding Tamil works, by the name Tiruvilayadal-
puranam.® The earlier one is by Perumbarrappuliylr Nambi who is assigned to 13th
century A.D. Paranjoti who elaborated the same in excellant poetry, is assigned to
18th century. We are mainly concerned with the former. All the sixty-four sports
portray the greatness of Siva, and we have very little said of the greatness of g:icti.
Among the sports, one is significant. It refers to the birth of Tatatagai (Minakshi) as
the daughter of Malayadhvaja Pandya. She had three breasts from her birth. It was
told that if she met her would-be husband, the third breast would disappear. Tatataka,
though a girl, succeded her father to the throne, a rare case of a princess ruling the
country. She conquerred all her opponents and won victories in all the directions. At
last Siva appeared before her, on seeing whom, her third breast vanished. Siva married
her and assumed the rulership of the Pindya country.

In this story relating to Mindkshi, we get no reference to the Sakfa cult or
concepts.

In the invocatory verses of the text there is an invocation to Minakshi, who is
described as the giver of wealth and knowledge.? In the chapter on Madurai city,
there are two significant verses. One describes Durgd, as Kanya® She was the
destroyer of Mahishdsura and the protector of the city. Her temple was in south,
where perpetual lamps were burnt. Her colour is described as green.

1. U.V. Swaminatha Iyer (Ed)., Tiruvilaiyadarpuranam of Perumparrapuliyar Nambi, 1927.
2. Ibid., v. 1.
3. Ibid., P. 20, v. 12,
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The other is Kali who is described as the protector of the city in its northern
direction. She was the destroyer of Darukasura and was the giver of victory. Her name
was Selli.!

That the city was protected by Durgé, Vishnu and Kali is again referred to in
verse 33-16.

As Perumbarrappuliyur Nambi, the author of this text is assigned to 13th century
A.D.,, it is evident that in the layout of the cities, Durgd and K4ili, continued to play
important roles as protectors and were worshipped during that period. Secondly
legends were beginning to appear on the D&vi as consort of Siva though the miracles
are still centered around the Lord.

As the second work on the same theme by Paranjoti, is late it falls outside our
present study.

DEVARAM HYMNS

The Bhakti movement spearheaded by the Saivite saints and Vaishnavite Alvars
was mainly responsible for the development of temples and arts. Their songs made the
hearts of millions of devotees melt in devotion and gave a divine joy which could not
be achieved by any material acquistions. But for their works, the Tamil land would
have been a dry land of people living and dying like herds of sheep.

Appar, Jidnasambandar and Sundarar are the three shining stars in the horizon
of Saivite literature. They have sung several hundred verses on Siva, enshrined in
various temples of Tamil land. Towards the end of the 13th century, their works were
collected and codified as the first seven books of the Saivite canon. Sambandar’s poems
are included in the first three books and Appar’s poems constitute the 4th, 5th and
6th; Sundarar’s work form the 7th. They are called Devarams in Tamil. The word
Devaram is interpretted in two ways : (1) Deva+aram i.e. a divine garland and (2) De
vdram i.e. the hymn to be offered regularly to the gods. May be both the meanings were
intended. They are all in hymns of ten verses each and are sung in praise of presiding
deities of various temples. Some temples like Chidambaram have many hymns sung
by the saints. They visited on foot temples, from Kanyakumari in the south to
Kalahasti in the north and instilled in the minds of the people intimate longing for
divinehood.

Among the three, Appar and Jiiinasambandar were contemporaries. Appar was
born of a Saiva Vellala family and in his early age was fascinated by the Jaina faith.
Later he returned to his parent faith and took up the task of spreading bhakti among
the masses. His return to the Saiva faith angered the Jain monks who are said to have
influenced the Pallava ruler to persecute him. Having failed in his persecution the
Pallava ruler himself was converted to Saivism. This Pallava ruler is none other than

1. U.V. Swaminatha Iyer (Ed.), Tiruvilaiyadarpuranam of Perumparrapuliyar Nambi, P. 20, v. 14.
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that versatile genius, Mahendra I. Though the story of persecution may not be true,
Mahendra’s change of faith is mentioned in the Tirachirappalli cave inscription,! where
he says that he embraced Saivism from an alien faith. I have discussed this inscription
and the date of Appar elsewhere.? Mahendra ruled from A.D. 590 to 630. Appar
must, therefore, be assigned to the first half of the 7th century A.D. He lived upto a
ripe age of 80 years.

Jiidnasambandar, a younger contemporary of Appar had a very short life of 16
years. While Appar converted the Pallava ruler, Jiidlnasambandar converted the Pandya
ruler, Arikesari Maravarman, who came to the throne about A.D. 650.

Sundaramdrti lived a century later. He refers in his hymn to a Pallava ruler who
is identified with Rajasimha, and should be assigned to the 8th century A.D.

. In the hymns of these three great saints, the main deity receiving adoration is
Siva, but Uma is invariably mentioned in her various associations with Siva. In almost
all the exploits of Siva, she is an active participator.

The following aspects of the D&vi are mentioned in their hymns. The D&vi
wears a jafamakuta, in which are Ganga and the crescent moon. The D&vi plays with
Kantuka and parrot (Pandum kiliyum payilum pavai). In the Kailasanatha temple of
Kanchi, Durga is shown playing with Kantuga (balls). In all her representations the
parrot is also shown. That she resides in the half of Siva as Ardhandri is frequently
referred to. That De&vi is said to wear ashes (vibh#iti) on her body is also mentioned.
She is said to wear the red silken garment (which is called Kofikapartu). That she is
Tripurasundari, who destroyed the three cities is mentioned by Appar. The arm that
carried the bow in the destruction of Tripura is the hand of the De&vi-Tripuram serra

Angaiyal.

One interesting aspect of D&vi is that She is the giver of grains (Vasundhara). She
is said to have protected dharma by distributing paddy seeds. This concept is alluded to

even in the 8th century, in a verse of Sundarar—Taiyala]l Ulaguyya Vaitta Karirum
polil Kacci.

D8vi is the presiding deity of the cemetery Sudalainari. She is Adisakti among
Saktis (Saktiyal Adiyor Taiyal). She is young Kumari, Jlamadu. She has no equal
(Samanadhika varjita of Lalita Sahasranama). She is identical with Mahalakshmi—
Peruntiru, Peruntirumakal. She is of golden colour—Ponnin Uruvanta meni Uma
(Hiranyavarna). She performs penance fapas.

An interesﬁ:;g reference which however is not reflected in sculpture is that D&vi
sings songs while Siva dances—Gitam Umai pada Vedamudalvar ninuradum. De&vi wor-
shipped Siva with great love. D&vi is the author and exponent of the vedas—Umai

urai seyyum aval marai oliya. She is the embodiment of music, and carries fire in her
ﬂfmﬂn

1. South Indian Inscriptions. Vol. 1 no. 33.
2. Dr. V. Raghavan, 60th birthday Felicitation volume.
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The above references are sufficient to show that various concepts connected with
Sakti are already known to the 7th, 8th century Devaram hymns. It is also interesting
that various sculptural representatous in the Kaildsanitha temple Kanchi reflect these
Devaram hymns rather than the later day silpa texts. In the chapter on Kailasanatha
temple, I have shown the representation of De&vi in her various manifestations and the
references in the Devaram hymns to all these aspects are thus interesting.

TIRUVACHKAM

Manickavacrakar

Tiruvacakam® is a collection of soul stirring devotional hymns by Saint
Manickavicaka. He is held in very high esteem by followers of south Indian Saivism
and his poems are marked by a direct appeal to the Lord couched in different poetic
expressions. Two collections of poems are assigned to him : (1) the Tiruvacakam and
(2) the Tirukkovaiyar, consisting of verses describing love longings but intended to
extol the greatness of the Lord of Chidambaram. So the second one is also called

Chirrambalakkovai.

His Date

The date of Manickavacaka is strongly debated. Scholars who hold the saint in

high reverence find in his writing evidence to date him to the 2nd and 3rd century A:D.
Other scholars would place him in the 9th century A.D. In his poems, the saint refers
to a Pandya ruler Varaguna as a great devotee of Siva. Recent epigraphical researches
prove that he could be Varaguna II, who ascended the throne in A.D. 862.2 He seems
to have been a saintly ruler, described as one who ruled the country ever enshring Lord
Siva in his heart. Though he was the crowned ruler, his brother Parantaka Viranara-
yana held the reins of the kingdom and issued records in his own regnal years.
Evidently Varaguna being a pious ruler, entrusted the rule to his brother. The language
of Manickaviacaka’s hymns and the highly developed concepts given expression
to would not place him earlier than the 9th century A.D.

Tiruvembavai

Of all his poems, the most popular, called Tiruvembavai, is of great interest for
our study. It consists of 20 verses all of them ending with the words *‘“Markali
nir adelo rembavay” and hence called the sacred Embavai (Tiruvembavai). It exhorts
young girls to come out of their houses for taking bath in the early hours of the
morning in the month of Mrigasira. Even to this day the practice is maintained, in
that people get up in the early hours of the morning in the month of Mrigsira and go
to take bath in a river or pond nearby singing these poems.

In all the known manuscripts, the poem has the caption Saktiyai Viyantatu i.e.
extolling Sakti.

1. Tiruvachakam, Ed., Saiva Sidhanda Samajam, Saiva Siddhanda Publishing Society, Tiruvavaduthurai.
2. A.S. Gnanasambandam, Manikkavachakar, Annamalai University, 1974.
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While all the poems of Manickavacakar are addressed to Lord Siva this alone
has the distinction of being related to Sakti. According to tradition the first
nine verses of this poem are intended for the nine Saktis, each Sakti waking up

the other. The first verse stands for Manonmani waking up Sarvabhiitadamani.

Sarvabhiitadamani, waking Balapramathani
Balapramathani waking Balavikarini
Balavikarini waking Kalavikarini
Kalavikarini waking Kali

Kali waking Raudri

Raudri waking Jy&shta and

Jyeshtd waking Vama.

All the nine Saktis praise the greatness of Lord.! This is the accepted tradition
by most of the followers of Saivism. But the late Pandit M. Raghava Iyengar
has drawn our attention to many references to this custom of bathing in the early hours
of the morning in the month of Mrgasira or Tishya in Tamil and Sanskrit literature.
He has shown that this tradition is connected with the worship of Kityiyani, also

called Amba. His contribution forms a brilliant chapter in the history of south Indian
Sakti cult and is worth recording.?

Margali Nonbu

“The worship is called Margali vow. Though from the commentary of Periyavac-
can Pillai, on Tiruppavai hymns of Andal, it is seen that the celebration has no vedic
sanction, it is evident from various references in Tamil and Sanskrit works, there was

a hoary tradition relating to this ¥rata. Both the Saivites and Vaishnavites celebrate
to this day, this festival of Margali month.

According to Periyaviccan Pillai, the commentator on the hymns of Andal, the
following is the origin of this festival. *“‘Once there was drought in Gokula. The Ayas
(Gopalas) selected Krishna as their leader and made their own girls celebrate this
festival. Accordingly Krishna, the girls, and their mates were woken up and led to the
river Yamund, where they took bath. After celebrating this worship obtained
Krishna as their husbands as desired by them.”

The source for this commentary was obviously the 22nd Adhyaya of the
tenth skandha of Srimad Bhagavata. According to this source, the girls of Gokula
began the workship of Katyayani pyja at the end of hemanta rtu. They continued
the worship, eating havis. Before dawn they got up and took bath in the river Yamuna.
In the wet sand they made the figure of Katyayani D8vi and worshipped her with
sandal, flowers, fruits, etc. and prayed “Kaityayani he Mahdmaye; Mahayogini, Isvarl we
adore Thee, grant us Krishna, the son of Nandagopala as our husband”. Repeating
this request they continued their worship for one month. One day Krishna appeared

1. S. Dandapani Desikar, Tiruvachakam, Notes Dharmapuram, 1949,
2. M. Ragava lyangar, Araichi Tohuti (Tamil), Madras, 1964.



44 TANTRIC CULT OF SOUTH INDIA

at the river bank and hid their garments as they were taking bath. Finally when they
prayed to him, Krishna said, “with whatever longings you all adored Katyayani those
will be fulfilled and you will attain me this night”’. From the above commentary two
facts stand out prominently viz. virgins performed this Margali piija in praise of
Katyayani : (i) praying for rain and (ii) praying for suitable husbands.

“From such expressions as Nam Pavaikku Seyyum Krisaikal (fm:m our rites
to our Pavai) etc., the term Pavai stands for D8vi is evident. We must note that
Katyayani Pija was performed irrespective of Vaishnavite or Saivite faiths.

“The hymns of Manikkavicaka on Margali Pija are said to have been sung
at Tiruvannamalai, according to the Tiruvadavirar purdnam in which it said that
the Dé&vi as the destroyer of Vikramisura as Mahisha, was adored. The Tiruvalava-
yudiyar purana mentions that these hymns were sung at Tirupperunturai. Just
as Andal prays for rain in Tiruppavai, Manikkavacaka also in his verses prays
for plenty of rain and it is therefore evident, that both these traditions have common
aim. The tradition that the first nine verses of Manickavacaka reiate to the nine Saktis
does not seem to be correct. When there are twenty verses all having the common aim

and ending, it is not correct to say that only the first nine have references to Sakti. We
must take it that the entire hymn is in praise of Katyayani.

“One of the poems by Nallanduvandr in Paripadal collection refers to Amba Adal,
in the month of Tai. The verse states that this worship was done by virgins, praying
for rains. They bathed in the early hours of the morning and stood adoring the Vedic
altars. The poet called it Ambavadal which evidently stands for the worship of D&vi.

“Though the poems mentioned earlier refer to the worship as Margali, this poem
calls it Tai (The month of Tishya). This need not puzzle us; one accounts probably
followed the Chandramana tradition, while the other the Sauramdna tradition which in
essence are the same. The Sangam works Kalitogai (59), Aingurun@ru (84) and Narrinai
(22) refer to Tai niradal.

“All evidences would point out that the worship was originally devoted to
Katyayani by Virgins, praying for rains and suitable husbands. In due course
the original tradition was forgotten and the worship came to be associated with
the Lord and the exclusive worship by virgins discontinued.

“The echo of this ancient tradition is still found in the Malabar country
where Tiruvadirai is celebrated.”

This some what long summary of the late Aiyangar’s researches prove that
Manikkavacakar’s Tiruvenbidvai hymns were intended to be sung in Katyayani vrata.
However, Siva is extolled in the verses themselves. The prayers are rains and Sivabhak-
tas as husbands.

Our Mother
However, verse 14 of the poem directly extols the lotus feet of the D&vi :

Cudlsg nbaw aitGHAs@sS Quiieudrsar
urgsSon ury. H6LCeort stouraur.
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Kali and Uma Blessed

In addition to Tiruvembavai, hymns, Manikkavacaka refers to the association of
Sakti with Siva in some of his other hymns. In Kirti Tiruvahaval the Cosmic Dancer
of Chidambaram is said to have bestowed grace on both Uma and Kali.

Qurellgm yslyr Qur gieflaflsd sLmefled
scilgm QFsuaurymwCur® sreflse

nsflu Fnyss spey Hpsms G paer.

When Darukasura was killed by Kali in a fierce battle, no one could subdue Her
wrath and her destruction went unabated. Siva, therefore, began dancing a wild dance
which brought Kali to senses. This episode is what is referred to in this verse.

It is interesting to mention that in stone sculptures representing Natarija, Parvati
is portrayed on one side witnessing the dance and Kali is seen dancing behind Siva. The
earliest example of this comes from a cave excavated by one of the commanders of the
Pandya ruler Parintaka Nedunjadaiyan in 8th century A.D. The other best illustration
comes from Gangaikonda Cholapuram, built in 11th century A.D. The remarkable
fresco at Thanjavur also portrays this episode.

Maya Sakti
In his Porri Tiru Ahaval, Manikavacaka refers to six crores of Maya Sakti :

& mGsmip wrur FsHeer
Caup Cagso wrawssr Qgm_mdlear.
(uflger : 44-45)

This six crore Maya Saktis are also referred to in Tirumandiram. This number
six crore stands for innumerable manifestations of Sakti.

In other hymn, called Porchunnam Siva is said to manifest and bestow grace in the
company of His consort Sakti.

Describing the cause of Siva’s dance, a verse in Thiruchchalal (268) says that had
Siva not resorted to dance, the entire universe would have become, meat to the Kaligana.
Metaphorically it means the Universe will be a place of chaos if Siva remained an idle
spectator. In order to bestow grace, Siva danced. Here again, there is the vieled
reference to Siva subduing Kali who continued to remain ferocious after the destruction

of Daruka.

$akti resides in Siva and Siva in Sakti and both resides in the heart of the devo-
tees (Koyil miutta THuppadigam). The verse 536, refers to the concept of Universal
parentage as Ammai Appar.

There is a hymn consisting of ten verses, under the name punarchi patiu.
Punarthal means uniting. The word is often used to denote sexual intercourse. Hence
the commentators of this poem say that this relates to the union of the Soul with Siva,
which may be called Advaitic intercourse (Advaitakkalavi). We are not sure whether
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this concept is a mere poetic probibility or whether it is due to the impact of
Vamachara.

Essentially Saivism

Manickavacaka has left 656 verses in Tiruvacakam, all of which extol the great-
ness of Siva only. We have seen there are references here and there to the aspects of
$akti as universal mother who manifests with Siva and also the reference to Katyayani
vrata. But neither the Tantric cult, as reflected in Tirumandiram, nor that Siva actuates
the Universe through Sakti, find any prominence. Hence Manikkavicaka’s expres-
sions reflect the pure Saivism, of the Suddha Saiva school.

TIRUMANDIRAM

One of the most remarkable works of Sastric nature in Tamil language is
Tirumandiram! by Tirumila deva. The work consisting of 3000 verses under nine
chapter called Tantras, is also called Tirumandira mala and is included as the tenth
book in the Saiva canon. Tirumilladeva was probably a cowherd and his life as usual
1s wrapped in a mystic legend. As he is mentioned by Sekkilar, he should be assigned
to a period earlier them 12th century. His work is full of mystic utterences based on
Tantras and has not been subjected to modern critical studies. S. Dandapani Desikar,
a modern commentator has said that “this work has been studied only with lingustic
chauvanism and religious fanaticism and a rational study is yet to be made”.
S. Desikar’s commentary is valuable and to the extent possible reflects the sense of the
poems which are to a great extent still obscure.

“Tirumilar gives out the experience both in a classical language and of the masses;
the ecstatic outpourings of a siddha are also there in his work. These three elements
perhaps tend to make his poetry uneven and a little obscure in places although the over-
whelming ecstacy of experience and the flash of brilliance are always present.”’?

The Author

A glimpse into the life of Tirumular, is got from his own works and also the
tradition preserved in Sekkilar’s Periyapuranam.

Sundarandtha
The original name of Tirumillar seems to be Sundaranitha.®

Suglrd gerug srre) apaurulyod
sngrar Haws derar QumfisgrCar.
(suflger : 101)

1. “Thirumandiram®”, a. Saiva Siddhanda Publishing Society, Madras.

b. Tiruvavaduturai Ed.

c. Saiva Siddhanda Samajan Publication.
2. ‘An Introduction to history of Tamil Literature’, by M. Arunachalam, Madras, 1974, P. 144.
3. Tirumandiram, verse 101.
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In the work “Mantra three hundred’’ the name Sundaraniitha is specifically
mentioned :

wedlrm Qsraw@ ufu@banrrss
& rnrger Aerseiwu wrdlro,

It 1s evident that the original name of this saint was Sundaranatha.

The Legend

“With a desire to meet sage Agastya, Sundaranitha came to Tamil Nadu, from
north Kailasa, after crossing Kedara, Nepala, Avimukta and other places. When he
came to Sattanur near Tiruvaduturai, he found the cowherd Tirumillan lying dead and
his cows crying pitifully near him. Out of compassion for them, Sundaranitha left
his own body and entered into the body of Millan. Subsequently his own body was
lost and he had to remain in the body of Millan. Sundaranitha in the body of Milan
was the author of Tirumandiram™. This is the story! given by Sekkildr in his Periya-
puranam. Though this is only a legend preserved in tradition it is important for
reconstructing the history of the text.

Divination .
It has been a hoary custom to trace the origin of any religious text to heaven such

as Kailasa in the case of Saivism and Vaikunta in the case of Vaishnavism, in order
that it may assume sacredness. Further, some mysterious and at the same time divine
episodes are narrated to give the origin of any text, a status of authority. Innumerable
examples could be cited. It is not in any way different in the case of Tirumandiram and

its author. Historions have, however, to confine themselves to realities.

In the case of Tirumillar two facts stand out prominently. As Sundaranitha he
came from Kailasa, via Keddra and Nepadla. The second, is that he is said to have
entered the body of Millan. Probably Sundaranitha was the teacher and Mualan was
his disciple. Millan so ably put forth the teachings of his master, it was considered that

he was none other than Sundaranitha himself.

Judging from the expressions of Tirumandiram, it is evident that only a person
steeped in Tamil language and tradition could express such subtle and intricate philo-
sophic thoughts in such a mystic language. The tradition that he is a native of
Sattanur corraborates the evidence.

According Tirumandiram, the nine Tantras constituting this book were based on
nine agamas. It is believed that quite a considerable number of @gamas had their origin
in South India and what Tirumilar tried to synthesize in his work was, the then
prevelant belief. Thus it is evident that his work reflects the faiths prevelant in the

native region.

1. Tirutondarpurdnam, 2: 30: 1:—28,
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However, in the process of this remarkable synthesis that other incoming ideas
were also absorbed cannot be demied. It is in this perspective the advent of Sundara-
natha from K&dara and Ne&pila to Tamil land, should be viewed.

The Natha Cult

There was a popular sect in northern India, called the Natha sect, in the
medieval period. The followers of Natha school were votaries of Siva and Sakti with a
strong bias towards Sakta tradition. The origin and development of this sect is not
very clear. The following account of the sect in a recent work is worth noting. “On
the esoteric cults of Mediaeval India Nathism is important. It is heterodox in character
and its followers are still found in different parts of Northern and North eastern India.
Once it was also popular in some parts of Maharashtra. Modern Nathism of Punjab,
Uttar Pradesh, Nepal and Bihar, has been mixed with the principal existing religions of
the said regions, while in Bengal and Assam, the Natha Yogis want to preserve their
seperate identity. The origin of Nathism is covered in mystery. Fragments of
mediaeval Natha literature are preserved in Bengali language, a critical examination of
which must show that Nathism was originally a primitive Mother Goddess cult that
came into India, from outside.

However judging by the north Indian regional literature on the Natha yogis and
the variety of myths and legends connected with them, it would seem that the Natha
movement in its developed form was a north Indian one and that it was amalgamated
with the Sakti cult. Their religious discipline was that of hatayoga, which was
an article of faith with them. Their objective was to attain the state of Jivan mukti or
immortality in life, through the process of Ulta sadhana, that is by making the semen
flow upwards instead of downwards and the kaya sadhana that is, by disciplining
of physical body they believed that the imperfect body could be transformed into perfect
and then into divine which was the only way to overcome decay and death. The right
and left nerve channels were designated as the sun and the moon, the former standing
for fire or heat and the later for Somarasa, the nectar essance. The sun was identified
with Sakti or the female and the moon with Siva or Male”.1

“One of the founders of the Natha cult which in essence was a form of Tantrism,
was called Goraksha, the cowherd.”"?

Tirumular—a Follower of Nathism

The fact that Sekkildr mentions Keddra and Nepila as places from where
Sundaranitha came to Tamil land shows that those places were held in high esteem by
the followers of Sundaranitha. That Tirumilar, the author of Tirumandiram was said to
have been a cowherd, very closely resemble the Natha tradition. Tirumillar himself is
called Tirum@lanatha. In the prologue of Tirumandiram, Tirumilar himself says that
he got the name Natha by the grace of Nandi—Nandi Arulale Nathanam Peyar Perrom.?

1. “History of Sakta religion™ by N.N. Bhattacharya, 1974, P. 129-30.
2. “Lokayata” by Devi Prasad Cathopadhyaya—pa.
3. Tirumandiram. v. 68,
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widl HmearrCe nrysd Cur@upmemu.
(uflwer : 68),

That Tirumandiram extols the greatness Sakti is evident in the fourth Tantra which

iss almost exclusively Sakta in its outlook. That Tirumilar himself states that he adored
akti! ;

yu@udurd synigaus Gesoailanw
Ceellsm g Cuear ufibgL er aubgenear,
(uflger : 75).

Bhuvanapathiyam Aruntavac celviyai sevittu adiyen Parindu udan Vantanam.

Tirumandiram emphasises yoga, particularly the raising of Kundalini through Ida
and Pingala.

In this connection another aspect also deserves special mention. Though
the Nathas were Tantric followers they never advocated the Vamécdra namely Pancha
makaras and the lat@ sadhana of the Saktas. *The Natha sect never indulged in this
type of Sakti worship (Vamacara)”.? Though Tirumandiram speaks so much of Sakta
and Bhairava cults it does not advocate the Vamacara. It would be clear that a close
resemblence exists between the Natha school and Tirumandiram and that considerable
ideas of the sect have permeated and is reflected in legends and thoughts of Tirumdlar.

Tamil and Sanskrit

Tirumilar gives many important facts about the text, teachers and schools
to which he belongs. He refers to twenty-eight Saiva @gamas and also records
the tradition that the dgamas were taught by Siva to Uma.? He asserts that
Siva taught agamas both in the Tamil and in Sanskrit languages—Ariyamum
Tamilum udane solli Karikaiyarku karunai cheytane.

S flwepd Slld e LCar Qemssl
srfleaurmss smdwr QeugsrCer.
(aflser ; 65).

also in—Tamilccol Vadacol ennum ivvirandum Unarthum Avanai unarthalum ame*.

From among the twenty-eight dgamas, Tirumilar has drawn from nine dgaemas

which he mentions as Karana, Kamika, Vira, Chinta, Vatula, Yamala, Kalsttara,
Suprabheda and Makuta.® P

1. Tirumandiram, v, 75. _
2, “*Sakti cult in Ancient Indja’’ by Pushpendra Kumdr, Varanasij, 1974, P. 164.
3. Tirumandiram, v. 165.

4, Ibid., v. 66.

5, Ibid., v. 63.
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The School

In his Guruparampari, Millan says that there were originally four disciples of Natha
viz. Sivayogamuni, Patafijali, Vyidgrama and Tirumilan. They are said to belong to the
Nandi group. It is not known whether there was any sub-sect among the Natha
school called the Nandi group. Tirumillar says that the four obtained the name Natha
by the grace of Nandi.! (It is of interest to mention that among the Jains, there was a
gana called Nandi-sangha.) Among the Saivaites, the Nandi lineage (Parampara)
was very powerful, Tirumilar had seven disciples Matangan, Indran, Soman, Brahman,
Rudran, Kanturu, Kilingi and Kanchamalaiyin.? Four of his disciples went to the
four directions® carrying his message. In all probability Millan and his disciples assumed
the title Deva or Natha and were probably called, Maldnganatha, Indranitha, Somandtha,
Brahmandtha and so on.

Sakta Cult

Milan says* that by the grace of Lord, he is composing this Agama. Thus it is
evident that this is an Agama composed in Tamil, based mainly on the nine @gamas
mentioned earlier. The inclusion of Ydmala and Kalottara, would suggest that Milan
drew also from Sakta Tantras, which is reflected to a very great extent in the text. In
fact Malan says that he adored the lotus feet of that great Goddess of Penance Bhuvana.
pati.® He further says that he has come to expound the cosmic dance of the D&vi who
is (Sacchidananda svaripi), Niratisayananda svaripi, and who is said to have removed his
cycle of birth.

The Nine Tantras

Of the nine sections called Tantras, the first Tantra deals with upadesa, the transi-
tory nature of wealth and the physical body, etc., the greatness of non-violence,
refraining from drinking intoxicants, etc.; the second gives the esoteric meanings
of some of the manifestations of Siva, such as Ashta Viratta, Lingapurana, Panchakritya,
etc.; the third with Ashtanga Yoga and Ashtasiddhi; fourth with Ambala Chakra, Bhairav
Mantram, etc.; the Carya, Kriya, yoga and JAana are dealt with in the fifth, while in the
sixth Tapdovesha, Jhanavesha, Guru Darfana are dealt with; the seventh has the
six Adharas, Sivapija, Gurupija, etc., as its topic. The removal of desires, greatness of
Bhakti etc., are dea!t with in 8th, whlle in the last, are detailed Panchakshara and Siva

dar$ana.

An Original Contribution

It may be seen, from the above that the Tirumandiram does not follow the
four fold division of the dgamas as Caryakanda, Kriyakanda, Yogakanda and

1. Tirumandiram, v, 68.
2. Ibid., v. 69.
3. Ibid., v. 70.
4, Ibid., v. 73.
5. Ibid., v. 75.
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Jhanakanda. Nor does it deal with the process of installation, etc., which are elaborately
dealt with in the Agamas. It does refer to various forms of fire offerings, the construc-
tion of altars (Kundas) etc., but in every case it emphasises the esoteric significance and
in that sense is an original contribution. As it has drawn from various texts of Agamas,
its massage is not unitary in character, but has paths prescribed for various followers,
But it does emphasise to a very great extent the yogic path of raising Kundalini
Sakti to sahasrara. This is essentially Yoga-Jfanamadrga and is not the Bakti cult
in the ordinary sense.

The descriprion of Sakti’s kundas, mantras, yantras, and their bijaksharas as given
in this text are so remarkable, one would immediately treat this as a Sakta text per
excellance, in Tamil.

The text in its elaborate descriptions, does not mention the Pancha makdras, and
lata sadhana which shows that it is the Dakshina school. In fact Tirumillar, decries
the taking of intoxicants and meat. There is no reference to matsya at all. Though
maithuna is refered to, it is always in its esoteric sense. This shows that here is a Sakia
school, having all the aspects of the other Sakta schools but without the Vamamarga.

We list below the names of PariSakti as mentioned in this text to show the Sakra
traditions :

Adi Bhairavi Candika
Agocari Stlini
Abhirami Sukhaparasundari
Ashta Sakti Mamaya
Anandamohini Maya

Antari Mohini
Kanya Manonmani
Kriyasakti Masakti
Karani Narani
Karishani Nisacari
Jnanasakti Nili

Tripura Bhairavi Navasakti
Tatvanayaki Vairavi
Tripurasundari Varahamukhi
Suddha Vaikhari
Suhodaya Vaindhavi
Sindhuraparipura Parabindu
Sambavi Parasakti
Yogini Paravidya and

Omkari.
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Vamacara Condemned

Tirumdlar strongly denounces the eating of meat, drinks, lust, licing, murder,
etc.! Obviously in this text, madhu and mamsa were not approved. Mdilar also
strongly condemns cohabitation with others wife.? He also denounces those who
advocates sexual union as a source of emancipation. Mular advocates Vedic yaghas
of saumya order and at the same time recommends, Jike the Vedantins, the discarding
of Karma and Niyama.

Tirumilar also squarely condemns Vamdachara. The Vamins are said to waste
their life in drinking liquor and sexual indulgence. He also refers to those who drink
intoxicants, to attain Sakti.?

Fourth Tantra—A Sakta Section

The fourth Tantra of Tirumandiram is the most important and is considered the
central teaching of the whole text. It carries 535 verses in thirteen chapters viz.,

1. Ajapa 8. Adhara Adheya

2. Tiru Ambala Cakra 9. Eroli Cakra

3. Arcchana 10. Bhairava Cakra

4. Tripura Cakra 11. Sambavi mandala Cakra
5. Navakunda 12. Bhuvanapati Cakra, and
6. Bhairavi mantra 13. Navakshari Cakra.

7. Parna Sakti

Barring the first four chapters, in all the others, the various aspects of Sakia
Tantra namely the mantra, yantra, updsana, maya, its various forms and the ultimate,
supremacy of Sakti are detailed. A careful study of this portion would reveal that this
part is a comprehensive treatise on Tantra Sastra of the Saktas. Here Sakti is conceived
as the Supreme Goddess (Para devata). The cakra in the human body, the Kundalin}
$akti, the mode of awakening her, the various yantras, syllables connected with the
appropriate mantras, the nyasas, the mudras, etc., are discussed in such detail that we
begin to feel that we are dealing with a purely Sakta Tantra in excellant Tamil.

That the cakras (mystic-diagrams) play a vital role in the Sakta cult is well-known.
In the fourth Tanira alone, as many as seven chakras are discussed in different chapters
under the heading :

Tiru Ambala Cakram, Tripura Cakra, Eroli Cakra, Sambhavl mandala Cakra,
Bhairava Cakra, Bhuvanapati Cakra and Navakshar! Cakra. -

Besides the above Bhairavl! mantra, Pirna Sakti and Adhara Adheya also emphasise
the Sakta cult. :

1. Tirumandiram, 1., 199,
2. Ibid., 1. 201.
3. Ibid., 1. 332.
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Tripura Cakra

The D&vi is called Tripura since she is the presiding deity of the cakra of three
kandas. Mahamaya, Suddhamaya, Kutila, Bindu and Kundall are synonyms. Asuddha-
mdaya is also called Adhomaya or Mohinimaya. Pranava is the body and grace of
Tripurd. The six mantras Namah, Vashat, Vaushat, Swahi, Swadha and Humpat are
the effects of Pranava. Tripurd is Makamaya, Maya, Vaindava, Vaikari, Pranava, the
six mantra and JAdnasakti. She is also beyond all these.!

The following are her other forms. Tripur3, Sundari, Antari, Paripurd, Nirani,
Devi of varied colours, Isi and ManSnmani. Assuming various forms appropriate to
the Gods, Tripurd bestows grace. Tripurd assumes three forms suited to the three
worlds. She bestows knowledge, enjoyment and Liberation jn@na, bhoga and moksha as
Saraswatl, Lakshmi and SivA. She is white, red and golden in colour and combines in
one form all the three aspects.? (That the Pardsakti combines in herself the aspect
of Durga, Lakshmi and Saraswati is wellknown).

Tripurd bestows Nada and Nadanta; She creates the universe as Parabindu; as
Para, Abhirami and Agocari, she bestows grace and J#ana.® The D&vi wears anklets
(niipura) on her legs, red silk as garment and Kundala in her ears. Her breasts are
covered by a breast band. As Parasakti holds sugarcane bow, flower arrows, ankufa
and pasa (This is generally considered the iconographic description of Rajarajesvari),
wears kandika as a hdra around her neck, a jatamakuta with the crescent moon. Her
eyes (obviously ball-like) are topped by brows resembling a curved bow. She is also
called Candika, with heavy breasts, She is Maya, Uma, Sakti, Mapara and AnGranl.
There is no god who doesn’t adore her, and She is the ultimate penance of all. Brahm4,
Vishnu, Rudra, Mah&Sa and SadaSiva cannot function without her. She is Iccd, JAa@na,
Kriya and Ananda Saktis. Wherever there is Siva, there she resides as Mahad&vi. She
is also Dhara Sakti (obvious identification with Vasundhara). As ParaSakti she has in
her half, Bhogasakti. She is also the deity of Vidya (Sr1 Vidyh).* She has ten faces
(the 8 directions and the upper and lower regions). She is Manonmani Mangali and
the goddess of dance.®

There is an interesting manifestation often refered to in this text. The Ardhanari
form of Siva, assumes a puzzling posture, when the Supreme principle is conceived of
as D&vi; Ardhaniri, has one half male and the other half as female. But when the whole
is considered a femenine principle, the Sakias speak of the form as a female uniting
with a female. This concept is repeated in Tirumandiram. The DE&vi who stands united
with the Umadavi, will bestow moksha.® The supreme realisation is called Sivagati and

Tirumandiram, 1v. 1045,
Ibid,, 1v. 1047,
Ibid., 1v. 1048,
Ibid., 1v. 1059.
Ibid., 1v. 1061.
Ibid., v, 1063.
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that is bestowed by Sakti who is also called Anandasundari. Parasakti is the body and
soul of Siva (some take it that she is the body and soul of individual self). She bears
manuscript on her hand (an obvious identification with Sarasvati). In this aspect she
is Manonmani. She has three eyes, and is white in colour. Her seat is white lotus.
She is fond of singing Tirumarai, meaning Vedas.!

She is Rajarajesvari, weilding pafa, ankusa and sugarcane bow.2 She bears Varaha
mukha and pestle and plough in her hand.?

The Deévi, who is the embodiment of pramava, is green in colour; She creates
Brahma, Vishnu, Siva, I$a and Sadasiva and resides in the sound Hrim.* She
is the Tatpara, the Supreme being.®

Thus in the chapter on Tripura cakra, Tripura Bhairavi is considered the
Parasakti, the primordeal Being who creates this universe, and is the creator of the five
Lords Brahma, Vishnu, Siva, Isa and Sadasiva. She is Mahalakshmi, Mahéasarasvati,
and Mahadevi in one form. Hers are Iecha, Jaana, Kriya and Ananda Sakti. She is
the embodiment of Srividya. She is Rajard3jesvari, Varahi and Chamunda. The
identification of this Tripurd with Camunda having curving eyebrows, manifesting
anger, and hairs moving up like the flames of fire is clearly the Tantric Bhavana.
Her identification with Varahi, holding pestle and plough is also a point worthy
of note. She manifests as the sixteen Kalas and is the ultimate Supreme taught
by Vedas and other sacred texts. She is also the ultimate support, Adhdra of
the realised souls. She is Ndda as well as Nadanta. If the name of Parasakti
is medidated in the lotus seat of heart, the illuminating light will begin to brighten the
soul.

Thus this whole chapter is in praise of Tripura-Bhairavl culit.

Bhairavl Mantra

The sixth chapter is captioned Bhairavi mantra, which deals with Supreme Bhairavi,
Her manifestations as Manonmani, Kali and Nar#yani, the path of internal medidation,
antaryaga, the process of controlling breath, the nyasas to be adopted and the mudras

(the signs of hands) to be shown and her different manifestations are detailed in fifty
verses.

Kali—She wears $§gla, kapala, nagapasa and ankufa in her arms and is a part of
Siva (On this description She is Kali). The D&vi, red like Agni in colour, wears Sirya
and Candra as her eyes and Kundala earrings.®

Narayani—As Naryani she carries sankha and cakra in her hands and wears
silambu in her legs.

. Tiramandiram, 1v. 1066-67.
Ibid., 1v. 1068,
Ibid., 1v. 1072.
Ibid., 1v. 1073.
Ibid., 1v. 1074.
Ibid., 1v. 1083,
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The De&vi as Mahasakti, manifests in the heart of the dzvotee as the beginning,
middle and end of life. The heart of the devotee is equated to lotus in many verses.
But in one verse it is conceived as a kalafa. She is adored by the eight kanyas
and sixty four women (Yoginis). To the worshippers of Tripura with Tripuramantra she
manifests as Dakshindmirthi, the teacher of knowledge!. Manifesting as a resplendent
light like a full moon, She adopts the Vedic path and bestows grace. The S#@la offers
protection to the Souls when the individual meditates on her in his hrdaya kamala.
She appears in breath, inhalation, exhalation and vitariha Puraka, récaka and prana
as Narayani which is the end of Vedas and Vedantas®.

This chapter also deals with the worshipping Sakti through the process of medita-
tion which is called antaryaga of the eight fold yogic ashtangaysga path.® After giving
the process of Karanyasa it deals with the meditation of the nine Saktis, beginning with
Vama and ending with Manonmani, each mediated in their respective vital centres
adhara sthanas, the last one being adored at the head in the dvadasanta.® In this
process the D8vi like a creeper emanates from the muladhara centre, like an illuminat-
ing light and slowly reaches the sahasrara centre also called matimandala and returns
with the nectar’, In this aspect she resembles the great fire emanating from the

sacrificial altar. .

The chapter also deals with anganyasa (assigning the various limbs of body with
the mantras). Sikhd, Kavaca and Astra mantras are to be recited while doing the angan-
yasa and the Supreme is invoked with various hand signs, like netra, sila and yoni

mudras.

The triple gunas (satva, rajas and tamas) of the devotees are subdued and Devi
bestows grace as Bhairavi, Nill and Nisdcari.

After dealing this process of antaryaga, Thirumilar enters into the realm of poetic
ecstacy, the thrill of joy, he himself has experienced. He says the Vedas, the world of
sentient and non-sentient beings, the five elements and the four directions are all noth-
ing but the manifestation of this Universal Energy, who is the light of lights and the
illuminating power of the individual® She is the body and soul of Isa as Adi
Bhairavi.” She is the most beautiful embodiment of the very ambrosia, Amrtdnanda-
sundari, who has created the sun, moon and fire.® She resides in the heart of those
who are capable of listening to the divine sound of the anklet. She is also called the

Goddess Kumari, as Kanya (the Goddess of the southern extreme).

Tirumandiram, 1v. 1079.
Ibid., 1v. 1088.
Ibid., 1v. 1090.
Ibid., 1v. 1090.
Ibid., 1v. 1091.
Ibid., 1v. 1098,
Ibid., 1v. 1099,
Ibid., 1v. 1102,
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Pirna Sakti

The seventh chapter of the fourth Tantra is captioned Pgrna Sakti, the comprehen-
sive energy, the D&vi in her full aspect. She protects the soul in times of suffering
while Siva in times of pleasure. Siva and Sakti are the real parents of the universe. As
Yoga Sakti, Devi will help the individual to cross the maya alias bindu and Nada. She
is Yoga Sakti, as the resplendent pitha, facing South, like Dakshinamflrti. She resides
as Yoga Sakti in the middle of naval.

Thirumilar says the De&vi is Srividya. Sri Cakra consists of nine triangles. When
the Vedic mantra, Rudram is recited, She manifests herself with three eyes and holding
gada and abhaya mudra (Rudra yamala). It is interesting to mention here that the
temple of Kamakshi at Kanchipuram is called Nabhi sthana and a pltha has been
installed in the antarala as ysnipitha. In the centre of the pitha which 1s in the form
of Yoni, there is Sri Cakra drawn., The worship in the temple is performed, according

to Vedic tradition (not Agamic tradition). It only suggests the prominent role of
Rudram as mentioned in this text.

The Vaihkari vak emanates as nada from bindu and rising as an illuminating light
reaches the tongue. The centre between the eyebrows is the place where the Sakti
manifests herself as pure knowledge and in the further regions as pure experience. By
medidating upon her as a Bald, a young girl, one would himself become a youth. In
another interesting statement the text, says one would become a DE&vi himself by medi-
dating upon her. This is again the highest concept of the Saktas.

The ParaSiva does the panca kritya act, in association with Icca, Kriya and Jnana
$aktis. Siva and Sakti are united as flower and its fragrance, Sakti manifests as the
syllables, beginning with ‘4’ and ending with ‘ksha’. Those who visualise the Lord in
Matimandala are HatayOgins. The Sakti resides in 224 Bhuvanas. The world is
protected by Navasakti. The Devi in association with Siva teaches supreme knowledge.
Parasakti appears as Virat svaripi, wearing silk and skin, traverses the universe with
her feet. She wears Candra, Silrya and Agni as ornaments.

In this chapter we have an interesting reference. The D&vi is said to delight in
sexual union. Her liking for maithuna is pointedly mentioned in its esoteric sense,
which is important to show, that though the echoes of Vamdacara are seen yet it is the
sublime Dakshindcfira that doiminates the work.

Pearussedl @afigep aguer®
Inbak Kalavi Inidurai Taiyal.

Adhara Adheya

The eighth chapter deals with the container and the content. Sakti is the Adhéra
of Siva. For the happiness of the world Siva lived as Bhogadeva united with the Sakti.

1. Tirumandirum, 1v. 1112.
2. Ibid., 1v. 1127.
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(Tantra is a Bhoga marga). The place where Sakti as Kanyd manifests herself is red
in colour. She resides in the head (Siras) with sixteen kalas. Sakti is adored by
Yamala! Agama. Before the creation of this universe, Sakti remained united with Siva
as Parasakti. Sakti and Siva resemble sexual union and its delight. Yoga Sakti is
represented in pitha, and faces south (as Dakshindmirti). Yoga Sakti is in the middle
of the naval (Nabhi) and has her feet in the North.? She is in the form of Sri Vidya
Sri Cakra which consists of nine triangles. When the Rudra hymn is uttered she manifests
herself with three eyes, gada and abhaya mudra. Vaikarivak, emanates as nade from
bindu, and rising as a resplendent light, comes through the tongue. From Miladhara
to Visuddhi sthana, Sakti manifests herself as knowledge (jnana), and above that as
experience. Those who meditate upon De&vi, become DEvi themselves. One will attain
Samadhi when meditating on undivided Siva and Sakti. Siva’s enjoyment with
Sakti is Maya. The virgin remained united with her lover. (soBg fsrmer serafl Sex
srseCe®) Siva is the support of Sakti and Sakti is the support of Siva. They remain
as adhara and adheya to each other.

Eroli Cakra

The next chapter deals with the cakra in the form of resplendent light moving op-
wards. The letters ‘@’, ‘v’ and ‘ma’ (of Aum). Nada and Bindu, and ‘Si’ are Sivaksharas.
‘VA’ is Sakti akshara. The 16 letters ‘@’ to ‘ah’ and the two letters ‘e’ and ‘ksha’ mak-
ing a total of 18, reside in the Visuddhi and Ajna cakras. Siva passing these cakras and
residing in candramandala is the kdladevata. He himself manifests as 360 days, Pakshas,
Rtus, months and days. The twelve rasis are divided into 3 parts. Taurus, leo, gemini
and capricorn form Mesha Vithi, Pices, Aries, Virgo and Libra, form Rshba vithi,
Sagittaurus and Scarpio form the gemini path. One should medidate on the six
adharas and the twelve rasis. This is called Rasi cakra. By the energy of Sakti,
the five elements appeared as light. They mingled into one great illumination. From
these emanated the universe. The soul reside in this universe. The world is the effect

of Bindu.

When Bindu and Nada coalesce, in equal proportion, they form the seed of this.
material universe. When the proportion of the Bindu is reduced and Nada increased to.
eight times, it is mantra bija. Two mantra bljas appear from Nada. When Bija and
Nada join, bija enlarges into bindu. Bindu is the cause of all things. It is the energy of
the lotus feet of the Lord.

The words Bindu and Nada constitute the cakra. There is no use of mearly
uttering the mantras and drawing the diagram. The result can be obtained by medida-
ting upon pranava in the inner soul. The mantra arising from the cakra, enlarges into
Dambana, Mshana, Uccatana, Vidvéshana, Marana and Vasya. The Eroli cakra and its
mantra if used for (Ka@mya) material desires will not be effective.

1. Tirumandiram, 1v. 1169.
2. Ibid., 1v. 1172,
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Bhairava Cakra

The next chapter is captioned Bhairava cakra. It is a short chapter, dealing with
the greatness of Adi Bhairava, and His cakra, the worship of which would destroy the
opponents. Most of the commentators take the opponents as real enemies of the
individual and suggest that this is intended for those who want to destroy their
enemies. It is also possible to interpret this chapter in its esoteric sense in confirmity
with the general tune of this text. The enemies referred to are one’s own senses which
are the obstacles to the realisation of the Supreme. This chapter is also interesting from
another angle. It gives the iconographic description of Adi Bhairava as having six
hands and holds Siila, Kapila, Damaruka, pasa, head and sword. He is red in colour.
Those desiring victory over enemies, should worship Bhairava with liquor, Madhu and
Sandhu, Jawadu and Punugu nei (ghee). The cakra consists of six and six—36 squares.
The dead body of the opponents can be tossed up as a ball when Bairava drinks the life
of the opponent. It is interesting to see that Bhairava is given a prominent position in
this section. Secondly his invocation is intimately connected with war. Thirdly the
offer of madhu (liquor) is also advocated, though probably in its finer sense as honey.

Sambhavi Mandali Cakra

Another short chapter details the drawing of the cakra and the adoration of
Sambhavi. The cakra consists of 8 x8=64 squares in which four lingas are drawn. The
five sacred letters Panciaksharas are medidated upon. Any one can mediate upon this
Sambhavi cakra and Pancakshara, a universal approach, without caste, creed or sex).
It may be mentioned that the worshippers of the D&vi are said to take Sambavi Diksha,
in other works. Another point of interest is that this cakra is called Nadari Mandala,
is well known to the people. Since all people could worship this aspect, this cakra seems
to be called popular Mandala. Everything in the universe, the object we see, the God
we adore, the temple we revere, the body, feelings, sleep etc. are all the same Sakti.
The Degvi is also called Kamuka. (It is of interest to mention that the Amman shrines
in Tamil Nad are called Kamaksttam).

Bhuvanapati Cakra

The five letters from ‘ka’ are golden in colour. The six letters from ‘ha’ are red
in colour. The four letters from ‘ca’ are pure white in colour. The Parasakti (the anga
of Isa) manifests as eight Saktis, as Parasakti, Adi Sakti, Bindu Sakti, Manonmani,
Maheévari, Uma, Lakshmi and Saraswati. These eight forms of Sakti, following the
eight yogas, unite with Nadanta. The form of Yantra is then detailed. This Yantra
was probably held superior to others and was called Yantra rdja the emperor among
mystical diagrams.

The invocation, establishing the vital breadth and meditation, Avahana, Prana
pratishta and dhyana are prescribed in her worship. The D&vi is said to be red in
colour, wearing a red silk. She holds Ankusa, Pasa and Abhaya and wears gem set
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ormaments. She is offered milk and the mantra Naradaya Svaha is uttered in all the
four directions. Then udv@sana is done and the left over (sesha) is partaken.!

Navakshari Cakra

The 13th chapter of the fourth Tantra is called Navakshari (nine syllables). This
chapter may be called a chapter on mantra Sadhana. The nine sacred syllables as
given in this chapter are ‘Chaum’, ‘Aum’, ‘Haum’, ‘Am’, Krim, Aim, Rlm and Srim.
Each of these syllables are said to contain nine syllables, the combination making a
total of 81 syllables. By the combination of various syllables, different Saktis are
propitiated and their grace attained. The manifestations of these Saktis, and their
dhyanaslokas are given in this chapter which is the last of the fourth Tantra (section)
in this text. Thus it is essentially a mantra sadhana.

Before discussing the text it is pertinent to note what Sir John Woodroffe has to
say on the Sakta aspect of the mantra sadhana. “A mantra is like everything else,
Sakti. Each mantra is the Embodiment of a particular form of consciousness of Sakti.
This is the Mantra Sakti. Consciousness of Sakti also exists in the form of the
Sadhaka. The object then is to unite these two when thought is not only in the outer
husk but is vitalised by will, knowledge and action through its conscious centre in union
with that the mantra. The latter is Devata or a particular manifestation of Sakti; and
the Sadhaka who identifies himself with the Sakti.

As the Vamas are Siva Sakti concentration on them draws the mind towards and
then unifies it with the Devata which is one with the Mantra. The Devata of the
Mantra, is only the creative Sakti assuming that particular form. As already stated,
Devata may be realised in any object not merely in mantras, yantras, Ghatas, Pratimas
or other ritual objects of worship. The same power which manifests to the ear in the
mantra is represented in the lines and curves of the yantra which the Kulavali Tantra
says, 1s the body of the Devata.

The Devata is thus the graphic symbol of the Sakti, indicated by the Mantra,
with which identification takes place. As in Kundalini yoga so also here the identifica-
tion of the sadhaka with different mantras gives rise to various Vibhutis or powers; for
each grouping of the letters represents a new combination of Matuka Sakti. It is the
eternal Sakti who is the life of the Mantra, Therefore siddhi in Mantra Sidhana is
the union of the Sadhaka’s Sakti with the Mantra Sakti; the identification of the
Sadhaka with the Mantra is the identification of the knower, knowing and known or
Sadhaka, Mantra and Devata. Then the Mantra works.?

What is dealt with in the chapter on Navakshari cakra of the Thirumandiram is
essentially the same as discussed by Woodroffe above. Thus it is evident, this chapter is
truly a Sakta work. Thirumular says that he is describing the circle of Navikshari (nine
syllables) each having nine aksharas making a total of eighty one and this circle begins

1. Sakti and Sakta by Sir. John Woodrofie, P. 509-510.
2. Ibid., P. 511-513.
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with ‘Klim’ and ends with ‘Caum’. This is clearly a subjective recitation (ullelum) which
will confer navakshar? Sakti. 1t will bestow knowledge, education and manifest itself as
a luminary. The cakra is to be made of silver, gold or copper and should be medidated
upon. The Sakti should be worshipped with sambha paddy and arha grass reciting the
mantras beginning with Srim and ending with Klim. She is Dharma devata, Kamakshi
of Kanchi worshipped in Sri cakra is called Dharmadevata. This D&vi is black and
will bestow all auspicious things on earth and conquest of death.

As mentioned earlier the text deals with the worship of various cakras and
mantras and in that sense is a compendium of Sakta yantrépdsana. A second cakra is
dealt with then in which the mantras beginning with ‘Hrim’ and ending with ‘Srim’ are
to be invoked and worshipped by medidation. The worship of this is intended to draw
people towards the worshipper. So this may be considered a Vasikarana cakra. This
Devi is the Para, the Goddess of all the eight quarters.

Another cakra, beginning with ‘4im’ and ending with ‘RIm’ will bestow knowledge
of Vedas, Agamas and all other desired sciences. This is also considered the knowledge
of the cosmic dance. This is recommended for those afflicted with mental agonies as
it would remove all such afflictions. The medidation on this chakra is also said bestow
golden colour to the devotee. Another chakra begins with ‘Haum’ and ends with ‘Krim’
and the presiding deity is called Sadasiva Nayaki, who is ManOnmani. Another chakra
is dedicated to Amudesvari and is to be adored with the bljas ‘Lam’ to ‘Ham’. This
«<hakra seems to be devoted to the control of breath (prana). Another chakra beginning
with ‘Sam’ and ending with ‘Lam’ is called the cakra of illuminating lamp (Vilakkoli
cakra). The De&vi of this cakra is the embodiment of knowledge. She pervades the
supreme akasa, the space and dissolves all that has come into existance. In this
cakra, D&vi, the consort of the Lord of ‘A’ is invoked. She is identified as Navuk-
karasi (Vakdevi). She is the presiding deity of words and their meanings and knowledge
(Kalvikkarasi).

The next cakra begins with ‘Kaum’ and ends with ‘Aim’. In this cakra, the Dgvi
manifests as the embodiment of Tattvas (Tattvanayaki) and will remove lust, anger and
the unending evil of karma. She witnessed the dance of the cosmic dancer, and is
‘the Mother of this universe.

The next cakra is in praise of Parisakti' as the virgin, dwelling in forest
(Aranyavasini—Kanattu kanni kalanda para sakti). The bijaksharas begin with ‘Krim’ and
ends in ‘Kaum’. The worship of this deity will bring rain and prosperity.

The next cakra, is discussed in detail. Even the method of drawing this cakra is
-given. It is called the Svayambu cakra (self manifesting cakra). It consists of 9x9=81
squares. The circles in this cgkra are to be gold in colour, the line in yellow colour
.and the letters in green colour. After drawing this diagram, special oblations should
.be performed in sacrificial altar with ghee and Avis. Nine objects that give fragrance

il. Tirumandiram, 1v. 1344,
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are to be placed; they are sandal, Kumkumam, Kastiri, red smandal paste, Javvadu,
Punugu, Paccaikarpiram, Gorocanai and Pani nlr.

Nine Saktis

After giving these nine cakras, the chapter gives the iconographic description of
nine Saktis and the result that would be obtained by worshipping them. However the
name of the individual Sakti’s are not given.

The De&vi has six arms holding Parasu, S#la, Ankusa, Pasa, bow and arrow. The
sacred syllable of this De&vi is ‘Klim’ she is surrounded by 64 Saktis and 64 kanyas,
carrying bow and arrow in their two arms. This D&vi is golden in colour and is the
embodiment of mercy. The second aspect of D&vi is that of Sri (Mahalakshmi). She
has four hands and in both the upper arms holds lotus and the lower ones are held in
abhaya and varada poses. She wears Kirita makuta and on her legs silambu. She is
surrounded by sixty Saktis and sixty virgins, kanyas. They would be carrying flowers
in their hands. The Dé&vi of this manifestation is Dhanalakshmi.® The third aspect of
Devi is also four armed holding pasa, ankusa, jnanamudra and a parrot. Her syllable
is ‘Hrim’. She is surrounded by fifty six Saktis and fifty six kanyas. This D&vi helps
in cutting asunder the bondage of the individual. The fourth manifestation is that of
Saraswati. She is seated on a lotus and holds, abhaya, vyakhyanamudra, kundika and
akshamala. She is surrounded by fifty two Saktis and fifty two kanyas. Another
manifestation of the De&vi shown with eight arms, holding flower, parrot, pasa, parasu,
sword, sheild, bow and arrow, wears a garland of pearls and a breastband of coral
beads. The D&vi green in colour and wearing silken garment, is attended by 48 Saktis
and 48 kanyas who are holding their hands in protective poses. She is to be worshipped

as Prana Sakti. Another manifestation is shown with ten faces and twenty arms. The
following are the weapons :

1. Pdsa 11. Ankufa

2. Sula 12. Parrot

3. Danda 13. Bow

4. Sudarval 14. Flower

5. Fire 15. Pasa (Naga)
6. Cakra 16. Parafu

1. Jnanamudra 17. Sword

8. Spear 18. Shield

9. Arrow 19. Sankha

10. Damaruka 20. Kataka

She is also seated op a lotus and is surrounded by 44 Sakti and 44 kanyas. She seems
to be Siddhidhairi bestowing siddhis like Anima. Some aspects of this D8vi are interes-
ting. She is ten faced and twenty armed. The weapons in her arms are also detailed.
She is indeed a unique conception rarely seen in the silpa sastras.

1. Tirumandiram, 1v. 1379,
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The next representation discussed is Sadasivandyaki, (Manonmani) with five
heads and ten arms, holding bell, sula, kapala, parrot, snake, parasu, sword, ball,
flower and damaruka. She is surrounded by 46 saktis and 46 kanyas. She manifests
in the Kasi cakra. The medidation of this Deévi will lead to the realisation of
the Siva-pancdkshara ‘Sivayanama’. Another manifestation is called Amrtakala. She
is two armed, holding amrta kalasa in her arm. She is attended by 36 Saktis and 36
kanyas. She seems to be the Mohini and is therefore called Narayanasama. The ninth
aspect discussed 1s the Omkarasvargpi two armed, slender like a creaper and the very
embodiment of feminine beauty. She is the daughter of Girindra, and is attended by 32
Saktis and 32 kanyas.

Having described these nine aksharas, nine cakras and Saktis, the text says
that there is nothing that one cannot obtain by adoring this D&vi. In fact the
author extols the greatness of Siva as a grhasta, united with D8vi and the allusions are
sufficient enough to show, that all people particularly grahastas can obtain the supreme
bliss in this path. As discussed in other parts of this work, the worship of Sakti and
Siva, did not emphasise renunciation as a sole path to realisation. Again and again
they catagorically assured the householder that the path of realisation is open to him.

A careful analysis of this fourth section of Thirumandiram, clearly shows that it is
a full Tantra sastra of the Sakta cult. Various manifestations of the D&vi are dealt
with, including the iconographic features, respective sacred syllables, the mystical
diagrams (cakras), and even the homa associated with it etc. We have also shown
that even among the Sidkta school, different .Saktis are prescribed for different

purposes.

Besides this section, Thirumilar gives the Sakta concept of six cakras in the body,
the nada and bindu concepts, Kundalini Sakti remaining as a coiled serpent, the ability
to rise this power which will pierce the psychic centres and reach the sahasrara,
Parasakti being the cause of the entire universe etc., in many other verses, which it is
needless to discuss in detail. We will cite only a few instances. In the seventh section
we have time and again the concept of Sakti figuring. The first appearance caused in
the world by Sadasiva is Sakti. All the forms of the universe are Sakti. All the gunas
of the world are Sakti. Bhoga, Moksha, Buddhi, Siddhi, the total of 36 tattvas etc., are
also Sadéasiva.l (1713-1714).

Brahma, Vishnu, Rudra, Isd and the five faced Sadasiva, Nida and Bindu,
Adharasakti and the Parasiva are commonly called Sadasiva.? Sakti is the earth, while
Sadasiva is the universe. Sakti and Siva constitute the mobile and immobile objects.
Sakti is with form and Siva is formless. Sakti and Siva constitute the 36 Tattvas.
Sadasiva with five heads and ten arms is invoked with five angamantras; they are hrdaya
(heart), siram (head), sikha tuft. Kavaca (sheath) and netra (eye) mantras. In each we have
the Sakti manifesting in different forms. In Ardaya mantra she manifests as Jnanasakti;
in Siromantra, she is Pardsakti; in sikha, she is Adi Sakti and in the sheath she is lcca

1. Tirumandiram, vii* 1713-14,
2. Ibid., vi1. 1731.
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and in Netra, she manifests as kriya Saktil The Pitha of linga is music and Omkara?.
Bindu and Nada constitute the Linga in which Bindu is the pitha and Nada is the linga.
The two united are to be adored as Adhara devas.? Sakti in the pitha is Atma Sakti; in
the kanta portion is Vidya Sakti and the linga portion is Sivatattva and the Sakti that
manifests in the whole, is called Sadasiva. The creation of the universe, the individual
soul made to go through the experience of Maya and Kanma and bestowal of final
emancipation are all the sports Siva and Sakti.

The age of the work

The date of this work is essential for the study of Sakta cult in India as such.
The traditional accounts that Thirumular lived in 6000 B.C. and that he lived for 3000
years, composing one verse each year are to be left to the realm of myths. The highly
advanced concepts of Sdkta and Saiva faith expressed in this work; the references to
Chidambaram and the coloquial expressions found abundantly in this work are
considered by some scholars as a pointer to a late date for this work. We do not think

that it is possible to fix the date of this valuable work with any certainity, but rest
satisfied with indicating the possibilities.

That the work seems to be earlier than 12th century A.D. appears to be certain,
for Sekkilar, the author of the Periyapuranam, who adorned the Chola court, refers to
the 3000 verses composed by Thirumilar basides giving his life history. Sekkildr based
his work on the Thirtthondar antati by Nambi Andar Nambi and Thiruttondatthai
of Sundaramurti. Nambi Apndar Nambi is assigned to the 11th century A.D. He refers
to Thirumilan as a native of Sattanur and belonging to a family of Cowherds. He also
says that Milan sang the essence of Vedas in pure Tamil.

Glpergy sTHSEITE Carsge CuuLGursr Groy Ysg
(Ppwarg) &er D SenpuTeTew S6wdsw (PSS pTe
upweargy Caugddler QerHuwCu urell QL arped
g werew meugsd Grmew poo@dlarp HmsrarGer,

Nambi Andar Nambi refers also to the legend that Milan entered the body of the
Cowherd. This would take the work earlier than 11th century. As has been mentioned
above, Nambi Andar Nambi himself elaborated the list of saints given by Sundaramurti.
Sundaramurti, who is assigned to 8th century A.D., refers to Thirumilan as one of the
saints. He does not give any exploits of Thirumilan nor does he refer to the composi-
tion of this work. Some scholars try to argue that there was no doubt a saint,
Thirumilllan, but the author of this Thirumandiram must be a later saint, the identity
being only in their names. The reasons for this view are the highly developed
philosophic contents and terminology. However, it is seen that Nambi Andar Nambi
who elaborated Sundaramurti’s work has to the extent possible preserved the legends

1. Tirumandiram, vii. 1744,
2. Ibid., vir. 1752.
3. Ibid., vir. 1757.
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connected with the life of other saints. There is no reason to believe that a different
legend is given only with reference to Milan, though the possibility of some mixing up
in the intervening period cannot be completely ruled out. That would place Mlan,
earlier than 8th century A.D. The great Saivite saints Appar and Sambandar who
lived in 7th century A.D. have no reference to Thirum@lan. The absence of reference
is though not an argument, for they do not refer to many other saints mentioned by
Sundaramurti, yet we may hold that the work of Mulan has not attained sufficient
popularity to have attracted their attention. In all probability Milan himself wrote his
work sometime in 7th century A.D.

This dating would of course give raise to further problems which need an
independent enquiry. For example whether the twenty eight Agamas and their
upagamas were well codified before this period ? Whether the Rudra Yamala has
developed to the extent found in this text ? Whether Natha cult to whom we assign
Milan, has developed in Northern India before the 8th century A.D., to such great
heights ? What was the role of Benaras as a centre of Saiva learning before the 8th
century A.D. and what was its relation with the Vama school of Bengal ? Whether in
Benaras itself, the Vama school was squarely denounced as has been done by Thiruma-
lar ? The constant wave of ideas emanating and spreading towards the south and the
impact of the Tamil scholars visiting Benaras and leaving their imprint on the
developing ideas there, also deserve a special study.

We would only say that the Thirumandiram cannot possibly be dated later than
8th century A.D. and for the study of Tantric cult it is one of the ancient works in the
whole of India and needs greater attention than it has received so far.

THIRUPPUGAL

Thiruppugal®

One of the greatest figures of late medieaval period (14) who revived the Bhakti
movements, by his excellant poems was Arunagirinatha. Arunagiri was a great bhakta
of Subrahmanya and has composed hundreds of poems on him. His poems are
collected and are popularly called Thiruppugal. Besides Thiruppugal, Arunagiri has
composed Kandar anubhuti and Kandar alamkara, both one hundred verses each,
on Lord Skandha. Besides a number of other poems are also assigned to him. His
poem are sung reverentially by millions of devotees to this day. They are in excellent

Tamil, with an admixture Sanskrit, and are known for their rhythm and deep
meanings.

Life of Arunagiri

Arunagiri belonged to the family of Dindima family which received the patronage
of the Vijayanagara rulers in later times. Arunagiri spent the major part of his life at
Thiruvannamalai, a place known for its impressive hill and a great spiritual attraction.

1. *Tiruppugal’, Saiva Siddhands Samajan, Ed.



TANTRISM IN TAMIL DEVOTIONAL LITERATURE 65

The hill was called Arunagiri i.e. the red hill. Obviously the saint Arunagirinitha was
named after this sacred hill.

According to tradition, saint Arunagirindtha came into conflict with one Sam-
bandan, an influential person in the administration of Thiruvannamalai temple,
Sambandandian, is said to have been a Sakta, a Kali upasaka, who schemed to do
away with Arunagirinatha. Having failed in his attempt, he was converted says the
tradition.

Arunagirinitha has two biographical references in his poems. In one he refers
to a Praudadevariya, a contemporary ruler and in another refers to one Somanathadeva
Matha. This Praudadevardya has been taken to refer to the Vijayanagara ruler
Devaraya and Arunagiri is assigned to the 15th century A.D.!

Date of Arunagiri

I have discussed the date of Arunagiri in detail elsewhere.? An inscription from
Thiruvannamalai temple where Arunagiri lived, helps us in fixing the date of Arunagiri-
natha. The inscription is dated in saka 1262 (A.D. 1340). The then ruler mentioned
in the inscription is Hoysala Viravalldla III. The epigraph refers to a gift of land to
some Brahmins by one Sambandindan, a head of a matha at Thiruvannamalai. Among
the signatories figure one Somandthadeva and one Arunagirijiydr. Mention has
already been made that Arunagirindtha came into conflict with Sambandandan at
Thiruvannamalai and he also refers to Somanitha. The contemporaneity of all the
three persons, Arunagiri, Sambandindin and Somanitha are established by this
epigraph. A certain Arunagiri is said to have been born in A.D. 1300 according to a
manuscript. In all probability Arunagiri the author of Thiruppugal was identical with
this and lived in the 14th century.

Sakta leanings of Arunagiri

As mentioned earlier, all his poems are in praise of Subrahmanya, but he refers
so frequently to various aspects of Sakti, that we are tempted to suggest that he was
only following a modified form of Sakta tradition. The suffix natha attached to his
name seems to indicate that he belonged to a branch of the Natha cult. It is not known
whether this branch of the Nitha cult, had as its main deity, Kumara Skanda. But
Arunagirinitha made it an independent, powerful and at the sametime popular
devotional movement in praise of Skanda with a strong base of Sakta tradition. It
would therefore be interesting to outline briefly the Sakta cult as reflected in Arunagiri’s
poems.

The various forms of Sakti are mentioned by Arunagiri while praising Skanda as
the child of this universal mother. In most of these instances, well known Sakta

1. ‘History of Tamil Literature’, 15th century, Madras, 1969, P. 6-40.
2. Arunagiri and Annamalai Inscription by R. Nagaswamy; S.LI., Vol. VIII, No. 80, P. 231-233.
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names in Sanskrit are used freely. An example would suffice to show this trend.
Dhavalaripa Sarasvati Indira
Rati Puldmasa Krittika Rambhaiyar
Samiha sevita Durga Bhayankari Bhuvanési
Sakalakarani Sakti Parampari
Himayaparvati Rudri niranjani
Samayanayaki Nishkali Kundali Emadaye
Sivai Manonmani chitsukha sundari
Gauri Vedavidakshini Ambikai Tripurai Yamalai*

Devi is praised by her both benign and terrific aspects. She is praised as Ranabhairavi,
Ranatungakali, Camundi, Pidari, Kangali, Kutilaysgini, Sankari, Candikai Virabhadrakali
which clearly signify the Sakta traditions in full.

A list of select names of De@vi, which are reflective of Sakta cult is given below :

Akilanda Nayaki Kanya

Abhirami Kamakkottakulamayil
Ambika Kamatantra lila lokini
Agamasundari Kami

Adi Ambika Kutila

Ranasuli Kutila yogini

Onrettu cakradalappen (the DEvi of Ashtadala cakra). Sankar?

Kapali Candika

Kalyani Samaranili

Gauri Nirguna

Sadhaki Bhadrakali
Samdalakara Paramayogine Bhairavi

Syamala Parapari
Sivakamasundari Paramayogin

Stulini Bhavant

Tatpara Mandnmani

Tripura Veda Tantri

Nadavadivi (Nadarupa)
These names are,sufficient to show the height to which the Sakta concepts have
permeated the Tamil country in the 14th century A.D.2

Sakta Concept

The following attributes of the DE&vi as mentioned in Thiruppugal also deserve
notice. The D&vi is the embodiment of the eight marras (the eight elements), and is
beyond the comprehension of all the Agamas. She is the embodiment of the six sects
(Shat Samaya), and the giver of Kamasukha. The individual souls will ultimately merge
with the De&vi. In order to protect the souls she took the form of Vishnu. She

1. ‘Arunagiri and Devi’ by 5.V. Seturaman, Madras, 1968, P. 337.
2. Ibid., P. 2649,
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is Gayatri beyond verbal description. She floats as a child on waves of ocean (obvious
reference to the Vatapatrasayi Vishnu). She is the Kama Tantra lila lokini. She came
to Kanchipura on a bull. She resides in cakradala; She is praised by Simavéda;
She is Jndnaplirani and Mantrarllpi; She is the giver of Puriinas; She puts under her
feet Muyalaka, and takes her residence in cakra (cakra pracanda sankari). She is
Varahi; She studies Vamatantra (Vamatantra nil ayval). She gives Parama Bhoga to
those who drink Madhupana. (Madhupanam Parukinar Paramapbhéga Mohini).!

The Devi is said to dance as Bhairavi to the left of dancing Siva (a feature often
noticed in sculptural respresentation). She is said to be the Goddess residing in the
temple at Smaséna.

It is shown above that all the concepts of the Sakta cult, are fully developed and
reflected in Arunagiri’s hymns to Skandha. We have shown that by 12th century the
Sakta tradition is beginning to emerge in the literature of the period, as reflected in
Takkayagapparani and Kalingattupparani. This reaches its height in the 14th century
with the advent of Arunagiri, and soon we begin to get hymns and works solely devoted
to Dévi cult. The popularity of D&vi worship in Siva temples is in no small measure to
Arunagiri’s work.

1. ‘Arunagiri and Devi' by S.V. Seturaman, Madras, 1968, P. 84-95.
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TANTRISM IN TAMIL SASTRIC WORKS

JNANAMIRTHAM

Jndndmirtham,! by Vagisa Pandita is an interesting work on Saiva cannon, which
was in probablity written in the middle of 12th century A.D.

Vagisa

Vigisa Pandita, who originally was a resident of Kodambakkam, a part of the
present Madras city learnt at the feet of a master Paramiananda Muni also called
Arulnandi and then went to Thiruvorriyur (now a suburb of Madras) and became an
exponent of Saiva doctrine.?

In the Siva temple of Thiruvorriyur, a matha was established by a Caturinana
Pandita in the 10th century A.D., which became an important seat of learning. At the
instance of one of the Caturdpana Panditas, the present structure of the temple was
rebuilt of stone by the Chola Emperor, Rdjendra in 11th century.

Vagisa a Somasiddhantin

An inscription in the Temple dated in the reign of the Chola ruler, Rajadhiraja II
{circa A.D. 1175), gives an interesting information. During the Panguni festival in the
temple, the emperor himself was present on the sixth day of the festival. The deity
Padampakka d&va was taken out in procession and stationed under the Mahisa tree. At
that time, Aludainambi Sripurna was expounded. Along with the Chola ruler,
‘Chaturdnana Pandita and Vagisa Pandita were present on that occasion. The signators
to an endowment recorded in an inscription in the same temple, include Chaturana

1. ‘Jndpdmirtham’ with commentory, Ed. Avvai 8. Duraiswamy Pillai, Annamalai University, 1954.
2. ‘History of Tamil Literature’ (Tamil) by M. Arunachalam, 12th Century, Madras, 1973, P. 723,
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Pandita and Vagisa Pandita, the exponent of Somasiddhanta! We will discuss

Somasiddhanta elsewhere, but suffice it to say that this Vagisa Pandita is held identical
with the author of Jnanamirtam.

He is said to have later went to Thiruvaliswaram and became the head of
the GOlaki matha. Inscriptions in that temple, refer to his successors as belonging to
the Santana of the Jndnamirtha Acarya of Golaki matha. From the above identification
we may conclude that Vagisa was a follower of the Somasiddhanta school of which he
became a great exponent. His tittle Pandita also suggests the same. We, therefore,
conclude that this work Jnanamirta is an exposition of the Sémasiddhanta school and
not the Saiva Siddhanta school. It is perhaps the reason why this good work has
not been included among the 14 Saiva Siddhanta texts. In the succeeding paragraphs
we may examine the concept of Sakti according to this text.

Eight Sections

The work has been divided into eight sections by later commentators under the
following headings : (1) Samyak Jnana, (2) Samyak darsana, (3) Pasabandha, (4) Déhan-
tara, (5) Pasa anadi, (6) Pasa cheda, (7) Pati Unmai, and (8) Pdsa mocana.

The invocatory verse is dedicated to Siva as Ardhandri. Sakti is said to
be emerald-green in colour, and is grace incarnate. She is the very abode of dharma
aravo| and her very personality is revealed in her captivating smile.

Adinayaki

The work also has a verse dedicated to Saraswati, who is described as Adinayaki,
the primordial Goddess. She is seated on a white lotus, adored by pairs of Kinnaras,
vipras and divine damsels. Her adorers renounced even svargabhoga and other pleasures

like Kama sukha (eternal desires). She by her illuminating grace, dispels their
ignorance and bestows bliss.

It is interesting to see Saraswati being praised as the Primordeal Goddess,
Adinayaki, in a Saiva text. We have seen that Mahalakshmi, Mahadévi and Maha
Sarasvati were considered the manifestations of the same Sakti, in D&vi bhigavata.
This verse reflects that idea by the term Adinayaki.

In the section on Patiniscaya, the greatness of Siva is enunciated werein he is called
the Lord of Sri, Sarasvati and Kali (virya madhu) which again shows the d&vi bhagavata
cult of Maha Kali, Maha Sarasvati and Maha Lakshmi. Three mayas namely
Suddhamaya, Asuddhamaya and Prakritimaya are recognised. These are also called
Bindu, Mohini and Man.

Srishti

By the Sankalpa of Sakti, inherent in Siva, the universe comes into being
in Bindu avastha. Suddhamaya is insentient; Srishti is of two kinds; Sankalpa Srishti

1. ‘South Indian Inscriptions’, Volume V.
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and karana srishti. Parasiva activates bindu by his meare will (Sankalpa) and not by
any seperate act. This is also given in Paushkara as

farg gFeawTy g aa:
7 =i fadigu a9 wg fagar #3q

Paramasiva in whom the merciful Sakti inheres, is the creator of this universe. He can
be visualised only by knowledge. He resides in all perceptible objects but beyond
perception. He is beyond forms and is not the direct agent of the five action but does
the five acts through his Icca Sakti. Siva is nishkala, Sadasiva is Nishkala sakala
and Mahesvara is Sakala. Paramasiva, though creates the entire universe through his
Sakti, is unaffected himself, like the sun which makes the lotus flowers to blossom but
is unaffected by its action. It is only when the individual soul enters the body
and enjoys the pains and pleasures, the mala will be removed and it is for this reason
the inseperable eka sakti of Paramasiva, binds and releases the individual soul by her
creation (405).

Siva Sakti

Siva Sakti, is unparalleled, self luminary; Omnipresent; by itself unaffected or
unchanged, Nitya, not covered by any other object. It by itself has no likes or
dislikes. This is the Svarupa lakshana of this Sakti (406). Siva Sakti has two aspects
Kriya and Jnana, through Jnana Sakti it visualises and activates through kriya $aki.

Mabamaya is the upadhana cause of the five elements; She unites with the Bindu
and remains in the pancakrityas and is devoid of any other desire; without a beginning,
middle or end, remains as illuminating light everywhere; without any binding remains
as the very end of all padarthas culminating at the nada.

Parasakti

The Parssakti, in the company of Siva, enters the Bindu alias Suddhamaya and by

producing the four vaks (speeches) —vaikari, Madhyama, Baisant! and S@kshma, actuates
the Bindu at the time of creation.

Sakti, the aspect of Siva is one and the same but by its varied functions it is called
by various names. Kriya Sakti, without seperation from Siva, though is without
action, actuates the universe says the treatises. Kriya Sakti is a Jata, devoid of know-

ledge. It is the Jnana Sakti of Siva, that bestows bhoga and moksha to the individual
soul, through Kriya Sakti.

Sakti nipata is another important concept of the Saiva school. This is explained
in the following way. When suddenly a stone falls in the midst of people, they are
shaken and hurriedly resort to safer places, so also at the appropriate time Siva makes
his Sakti fall on the individual soul, who attains the lotus feet of the jndnacharya

realising the uselesness of the samsara. By Sakti nipata, the individual soul will get
diksha.
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THIRUVUNDIYAR
The Author

The Tamil tradition has grouped fourteen Sastric texts in Tamil as representing
the Saiva Siddhanta cannon among which Meikandadeva’s Sivagnanabodham is
considered the basic treatise of this school. Meikandadeva is assigned to 13th century
A.D. However there are two works written earlier to this period which are also
included among the fourteen texts and they are: (1) Thiruvundiyar® by Thiruvisalur Uyya-
vanda deva and the (2) Thirukkalirrupadiyar by Thirukkadaviir Uyyavandadeva.
Recorded tradition assigns the composition of the works to Saka 1070 (A.D. 1148)
and to Saka 1100 (A.D. 1178) respectively.?

Undiyar

Undiyar (‘Thiru’ is an auspicious prefix) consisting of 45 verses, in the poetic
convention of a sport, recalling the flight of butterflies. The last verse of the composi-
tion gives the name of the author as Uyyavantdn. It is placed at the head of the
fourteen Siddhinta texts. It is so close to the Thirumandiram in its exposition
and content, we are tempted to hold this as a text, belonging to Thirumandiram school,
which we have identified with the Natha school of the North. This is equally
corroborated by the tradition which state Uyyavantadeva came originally from Northern
India and after preaching this doctrine at Thiruvisalur, attained salvation. If Thiruvi-
salur Uyyavantadeva was realy a northerner (which some scholars dispute) his mastery
over Tamil language is remarkable which bespeaks of the missionary zeal of these great

saints.

Since this is a short work, the references to Sakti cult are meagre. However, the
author refers to Siva as Ambikai bhadga.

The Doctrine

The Lord is akala but manifests himself as sakala for the benefit of the living
beings. The ashranga path, eight fold path, will lead to liberation®. By controlling the
prana and changing its directions one gets the ability to realise®. By raising Kundalini
(called the lying old lady) one attains bliss®. A gingling sound of anklets, that would be
heard will lead to the realisation of the Dancing God®. One is led to nirddhdra from
adhara by following this path.’

Tiruvundiyir—Meikanda Sittiram, Published by Dharmapuram Mutt, 1942.

“History of Tamil Literature” (Tamil), 12th Century by M. Arunachalam, Madras, 1973, P. 714.
Thiruvundiyar, v. 24.

Ibid., v. 22.

Ibid., v. 14.

Ibid., v. 17.

Ibid., v. B.
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In addition to the above concepts, Thiruvundiyar also refers to two important acts
of the sadhaka. The first one relates to sexual union maithuna (sirrinba) which itself
would lead to great bliss.

Qupm ApplaruCo Cuflearuwry Hmes

W ppaumw uflsss up.
(uflger : 33)

It also refers to drinking intoxicating liquors.

wrusssTEhenLr Qrer s up.

However, the author mentions these two forms of observances in their esoteric
sense and not in their ordinary sense. In fact, the author says that it is only the fools,
who will take to these ordinary or lower course without realising their real estoric
meanings; for example drinking does not mean the drinking of licquor but the licquor of
knowledge. He calls the followers of lower paths as dry human beings.

Another important aspect, is the reference to the supreme Lord as Natha. The
God, the ruler of our souls, is one (Ekg) and many (aneka), who becomes Natha.
This reference to Natha, would confirm our view that this work was also influenced by
the Natha tradition. Though we have references to Sakti and its worship, they are not
of the Vama but of the Dakshina school. However it is clear from this work that the
Vama school with an emphasis on maithuna and madhu was also known to the author
who despised the practices.

THIRUKKALIRRUPPADIYAR

The Author

Thirukkalirruppadiyar’ by Uyyavandadeva of Thirukkadavilr, is the second
Siddhanta work constituting the 14 works in Tamil. This work is almost an elaboration
of Thiruvundiyar discussed earlier. The author of this work, Uyyavandadeva, is said
to have been a disciple of one Aludaiyadeva who was himself a disciple of the author
of Thiruvundiyar. The authors of bore the texts Thiruvundiyar and its elaboration
Tirukalirruppadiyar, bore the same name Uyyavandadeva, the elder hailing from
ThirlQvisallr and the younger from Thirukkadavir. The teachings of the former was
transmitted to the later, through a disciple. This tradition is based on one of the
verses in Thirukkalirruppadiyar® (verse 95). The verse specifically states that the
author of the Kalirruppadiyar was inspired by the Sivaydgi of Thiruvisalur. Probably
the author of Kalirruppadiyar was a direct disciple of Thiruvisalur Uyyavandadeva.
There is only 30 years between the composition of the first and the second work.

1. Tirukkalirruppadiyair—Meikanda Sattiram, Published by Dharmapuram Mutt, 1942,
2. Ibid., v. 5.
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Whatever it may be, it is significant that the Untiyar was elaborated within 30 years by
one of the disciples.

The Doctrine

As mentioned earlier, the Kalirruppadiyar is only an elaboration of Untiyar,

its outlook and concepts are identical. The following concepts of this work may be
briefly mentioned.

«Sakti and Siva known as Ammaiappar, are the parents of the Universe. Good
Sivadharma will lead one to Sivayoga which in turn will lead to Siva Ji@na as a result of
which the anava (ahamkara) will be destroyed and Siva will manifest himself. The five
syllables, Pancakshara, will help one to realise Ammaiappa (Primogdial parents). When
external sounds are abandoned internal sounds of the anklet will be heard. The real
knowledge is like the seed and the inherent sprout in it. Of all the Yogas nothing is
superior to Sivayoga. All the other Yogas are only despicable yogas Avayoga.!
For the Yogins, physical pleasures are real great bliss.? The Lord activates
the universe through Sakti.® The Lord is golden in colour, while Ambika is red in
colour. Whatever the colour taken by Siva, the Lord also assumes the same colour.*
He unites with his consort and also becomes part of her and stands at the head of all
with her and also resides in the Nadanta of the consort.’ I am a devotee of the Nayaka
(Siva) Nayaki and Nandi.

The work consisting of 100 verses beggins with Ammai (Universal motherhood)
and emphasises the universal parantage of Siva and Sakti. Thus it is essentially a Saiva

doctrine. However, foremost importance is given to Sakti, as Siva functions only
through her.

SIVA JNANABODHAM

With the advent of Meykandadeva, the author of Siva JA@nabodha® in Tamil,
we enter into a grand period of Saiva doctrines. It is for the first time that Saiva
Siddhanta doctrine is reasoned out in terms of logic, and the existence of the Supreme
Being, the individual souls, the bondage their interrelationship and the path of
realisation are coherently established in the true sastric discipline. The exposition of
Meykandadeva was so brilliant, that all those who succeeded him, refer to him as their
Jidnaguru, and the Saiva Siddhanta doctrine itself came to be called Meykanda Sastra.
Meykarda was followed by great exponents of his doctrine, the writings of whom now
constitute the Meykanda Sastra. All together 14 works have been included in this
canon, which includes also the Thiruvuntiyar and Thirukkalirruppadiar which were
composed earlier.

“Tirukkalirruppadiydr”, Meikanda Sattiram,, Published by Dharampuram Mutt, 1042, v. 74.
Ibid., v. 76.
Ibid., v. 78.
Ibid., v. 79.
Ibid., v. 80.
Ibid., v. 98.

SivagAidnabodom—Meikanda Sittiram, Published by Dharmapuram Mutt, 1942,
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Meykandar-Life

Meykardadeva was born of a Vellala family at Pennagadam in Tamilnadu and
was brought up at his mother’s place, Vennainallur and hence came to be called
Vennainallur Meykandadeva. A certain éakalagama Pandita who was his family guru,
became his disciple and assumed the name Arulnandi. Meykandar is said to have
received intiation at the hands of one Paranjyoti Muni.

An inscription in the Siva temple at Thiruvannamalai', dated in the reign of the
Chola ruler, Rajaraja III (1232) refers to a Meykandadeva of Vennainallur who dug a
tank, and erected a Siva temple after his name. Scholars have identified this Meykanda-
deva with the author of the gx‘m Jnanabodha.?

Siva Jhanabsdham-Tamil

The Siva Jhanabodha, consists of twelve sutras in Tamil outlining the Saiva doctrine.
There is a Vriti on these sutras, consisting of prose elucidation interspersed with some
verses, also in Tamil cited as examples. The citations are in the form of Karikas
(Udaharanas). Thus we have Sutras, Karikas and Vrtti, in the true sastric tradition.
According to accepted traditions the Swtras, Karikas and Vrttis were all written by the
same author, Meykandadeva.

Siva Jaanabodham-Sanskrit

There are also available, 12 s@rras called Siva Jagnabodham, in sanskrit language.
It is held by some that the Tamil work by Meykandadeva, was a translation into Tamil,
of the Sanskrit work., The Sanskrit work has been commented upon by one Sadasiva
about A.D. 1500. A certain Siva Jianaswamy, who commented on Tamil Siva Jhana-
bodham, in 18th century holds that the Tamil Siva J#anabodham was a translation of the
Sanskrit text which forms a part of Rauravagama. However this tradition is discounted
by modern traditional scholars, who hold the Tamil work as an original writing for :
(1) in the available manuscripts of Rauravagama, these sutras are not to be seen, and
(2) the sutras do not fit in with the general trend of the Agamas. As such it is held that
the two works are different. It must be admitted that the 12 sanskrit satras,
constituting the Siva JA@na are crisp, but the Tamil s@tras are more pregnant with
meaning and concepts. Undoubtedly the Tamil work is the greatest and first work in
Tamil, placing Saiva Siddhanta on a rational footing. Secondly all the subsequent
works on the subject are based on the Tamil work only and not on the Sanskrit work.
So we are led to conclude, that though the form of expression as Sutra, Karika
and Vriti is based on Sanskrit tradition, the work is an original contribution in Tamil.

Sakti as Grace

As this 1s an original and main contribution on the Saiva doctrine we have
to examine the concept of Sakti in this work. Most strikingly we have very little

1. S.1LI, Volume VIII, No, 74.
2. ‘Hitory of Tamil Literature’ (Tamil) by M. Arunachalam, 13th Century Madras, 1970, P. 258.



TANTRISM IN TAMIL SASTRIC WORKS 75

said of Sakti in this work. The s#itras carry no reference at all to Sakti. One of the
karikas tefer to Sakti as the grace of Lord, Siva.

“Arul undam Isarku adu Sakti anre” 33

This is the only solitary reference to Eq.kti in this whole text, though all the later works
of the school have treated the role of Sakti elaborately. However, the word @;jAa in the
second s#tra, stands for Chid-Sakti according to commentators. The word @j#a is used
both in the sanskrit! and Tamil s&tras.

W §9 ATEa: 994G A1 FAGATE:
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Sutra 2

The Lord exists in the universe as its form and life as Visvarma and yet remains
beyond the universe Vivatita, and through his Sakti (refered to as @jfa in the sitra)
orders the individual soul to be born and dead according to its own actions, says
Pandipperumal, the earliest commentator on Siva JA@na Sitra. The Karika on the same
sitra is elucidated by Pandipperurnal thus; There are three malas called anava, Maya
and Karma. They are beginningless. The Lord is Omniscient. The individual soul

possesses only a limited knowledge. The Lord who creates the universe doesn’t
change.

Chit Sakti

The Chit Sakti of the Lord is manifold in nature. In that sense the Lord

is spoken of as a Lord of pleasure and office, and becomes the possesser of Icca, Jhana
and Kriya.

Maya is of two kinds as suddhamaya and asuddhamdya. They are like the two
sides of a mirror. From suddhamaya, the following five principles namely Suddhavidya,
I$vara, Sadakhya, Sakti and Siva appear. Also from the same appear, the four vaks:;
Stkshma, Pasyanti, Madhyama and Vaikharl.

When Suddhamaya remains as pure knowledge, it is called Siva; when it stands as
Kriya it is called Sakti; when JAana and Kriya on equal footing, it is called Sadasiva.
When there is more of JAdna and less of Kriya it is called Rudra and when Kriya
remains more than Jiana it is called Mahesa. Rudra is also called Suddha Vidya.

These five manifestations as Vidya, Isvara, Sddakhya, Sakti and Sadaiéiva are
Suddha Tattvas and are considered the independent (Svatantra) forms of Siva.

The words ““‘induvin mayai ahi”’ denotes that Suddhamaya and Asuddhamaya are
not two different entities.

1. Sutra 2.
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The entities from Kala to Prhvi appear from asuddhamaya.

From Maya emanate, Kala, niyati, kalda, Vidya, Raga and Purusha; along with
Maya they are seven in number. From Kala emanate milaprakriti. From the milapra-
kriti, the three gunas, Satva, Rajas and Tamas appear. From this unmanifested
Miilaprakriti appear Citta and Buddhi.

The words Avyakta, Miulaprakirti and Mahat are synonyms.

From Buddhi, emanates Ahankara and from ahankaaa jhana. From Ahankara, appear
JR@nendriyas and Karménndriyas.

The commentator Siva Jnanayogi, gives the following points of interest on the
same sifras. When the Supreme principle remains as pure consciousness, without any
reference to external objects it is called Siva. But when it manifests as an illuminating
light, it is called Sakti. The same commentator holds the word @jia as a synonym of
Chit Sakti of Para Siva. Thus the word ajAa in the sutra, stands for Chit Sakti which
is considered an inherent samavaya $akti of the Supreme.

As mentioned earlier, the Karika on the fifth siitra, refers to arul $akti, merciful
energy of the supreme.

DT LWL FEDE )5 FaPSuealCp
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In order to remove the individuality (pasutva) of the soul, and to bestow Sivatva, Siva
bestows grace and that grace is called Sakti. There is no Siva without grace (Sakti) and
there is no grace without Siva. Siva doesn’t act himself but activates through his Sakti,
by mere will force Sankalpa srishti.

It would be interesting to compare the Sdkta principle at this stage. “The Sakta
Sastra being a practical Sadhana Sastra, views the matter from our, that is the jiva
stand point. To us the universe and ourselves are real. And Isvara the creator is real.
Therefore there is a creation and Siva as Sakti creates by evolving into the universe and
then appearing as all jivas”.! It would be clear, that the highest philosophical truths,
accepted by the Saktas are not different from those held by Saiva Siddhantins.

SIVAJNANA SIDDHIYAR

Arulnandi

Next to Sivajianabodham of Meykandar, the most important work on
Saivasiddhanta is Sivaj#ana Siddhi,* by Arulnandi Sivacharya. Arulnandi Sivam, was a
great scholar in Agamas and was called Sakaldgama Panditar. He was the family teacher
of Meykandar. In fact, Meykandar’s father Kalappalar held Sakalagama Pandita in

1. “Sakta and Sakti” by Sir John. Woodroffe, P. 279.
2. Sivaghanasiddhiyar—Meikanda Sathiram, published by Dharmapuram Mutt, 1942,
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great veneration. But soon SakalAgama Pandita recognised the greatness of Meykandar
and became his disciple. He is said to have received Siva-dlksha at the hands of
Meykandar. This is a noteworthy instance of a Brahmin Acharya, Arulnandi, taking
intiation at the hands of Meykandar, a Vellala (Sadra). Saiva siddhantins have not only

preached equality of castes but have shown the way, in their own lives. Arulnandi lived
in 13th century.

Arulnandi Sivam, pays respectful homage to Meykandar in his own works. Two of
his works Sivagjhana Siddhi and Irupa Irupadu have survived. Sivajfiana Siddhi is
Arulnandi’s magnum opus. In excellant poetic form, he has elaborated the system of
Meykandadeva in over six hundred verses.

Parapaksha and Svapaksha

Sivaijiana Siddhi is in two parts as Parapaksha and Svapaksha. In Parapaksha,
14 systems of Indian philosophies (Lokayata, Sautrantika, Yogachara, Madhyamika,
Vaibhashika, Nigrandha, Ajivaka, Bhattacharya, Prabhakara, Sabda Brahmavada,
Mayavada, Bhaskariya, Nirisvara sankhya and Pancardtra) are examined; their views
quoted and rejected on logical grounds. It is an ocean of information on doctrines of
various faiths as understood in Tamil land then. However, there is no reference in this
to Vamacharins.

After detailing instruments of knowledge according to the Siddhanta School, the
doctrine of Saiva Siddhanta is expounded in Svapaksha in clear terms. It is a brilliant
work and is the mainstay of Siddhanta school to this day.

Commentaries

Sivajhana Siddhi has been commented upon by many scholars from very early
times; Maraijfilna Sambandar, Sivagrayogi, and Sivajninayogi are the well known
commentators on this work. We draw mainly from Sivagrayogi, whose commentary is
not only elaborate but cites innumerable Sanskrit, Agamic and other texts which are
valuable for contemporary studies.

Though this work of Sivajiana Siddhi is essentially a Saiva doctrine, we are
discussing it here at some length as it gives elaborately the concept of Sakti in this
school. Qur studies are confined to the Supreme principle. the manifestation of Sakti
in various aspects, the nature of the Sidhakas, the similarities between this school and
the Sakta school of the north discussed by Sir John Woodroffe.

_ Sivajhana Siddhiyar begins with an invocation to Siva, in which is condensed the
Saiva Siddhanata doctrine. According to the commentator, Siva is invoked in this verse
by both, his natural form Svaripa and spiritual essence Tatastha lakshanas.

The Great Dancer

“Siva is limitless light of consciousness and mercy, without a beginning, middle
or end. He has in himself Sakti, the Mother of this entire universe, as a part. He is the
Lord of the Devas. This Parasiva, wearing a crescent moon, and with his matted locks of
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hair whirling around, dances in the space ambala. Placing our head on his lotus feet let
us remain with infinite love ever growing in us”.

According to the commentator ﬁivagrayngi, Siva is beyond creation, sustenance
and destruction. He is not bound by space or time. He is one pure, all pervading, self
effulgent, consciousness and bliss. This is his Svaripa lakshana. In his spiritual essence
Tatastha, he is called by three names as Sakta, Udyukta and Pravritta. These are dis-
tinctions recognised by the manifestation of the Sakti and do not refer to different entities.
In order to bestow grace to the individual soul, He becomes $akta, i.e. manifests with
JAana Sakti, which is one of his five Saktis. So he is called JAanamarti. The undifferen-
tiated Adi Sakti of Siva is the material cause of this universe. Siva actuates Pure Maya
Suddhamaya through his five Saktis, and in this aspect is called Udyukta or Sadafiva.
From this aspect the five Sadakyas emanate :

1. Siva Sadakhya 4. Kartr Sadakhya
2. Amirti Sidakhya 5. Karma Sadakhya.
3. Madrti Sadakhya

These are considered inarticulate forms Nishkalas.
From Bindu the following five emanate.

1. Isana 4. Siva
2. Iévara 5. Sadasiva
3. Brahma

These are called articulate forms Sakala.

In Sakala and Nishkala forms, the gross act is performed by Pure Maya
Suddhamaya. The Subtle act in Suddhamaya is performed by Sakta. The pravrtta aspect
is the cosmic dance of Siva, which is panca kritya in Chit Sabha.

Sivasakti

The second invocatory verse is dedicated to Sivasakti. In this verse, many
aspects of the universal Sakti, through which the creation takes place, is indicated.
Sakti is the inseperable, undifferentiated power of Siva (samavaya Sakti). She resides
in Parames$vara as heat in fire; But out of boundless mercy, she manifests herself in five
forms to perform the five acts (panca kritya). The following are her five forms :

1. Paraakti 4. Jiana Sakti and
2. Adisakti 5. Kriya Sakti.
3. Icca Sakti

Siva Srishti

ParaSakti manifests herself as one thousand part of Paramesvara. She bestows
grace on ripe individual souls. From Parf$akti, appears Adi Sakti as one thousand
part, and she provides objective pleasures, vishaya sukha to individual souls, removes
the impurity Anavamala from them. Icci Sakti emanates from Adi Sakti (one thou-
sandth part) as a desire to createt he universe. Jndna Sakti is the Creator (appearing
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as one thousandth part of Icca Sakti), who analyses the actions and the corresponding
bodies, senses, worlds, and pleasures for the individual soul. The actual creation, Sirshti.
is performed by Kriya Sakti, who is one thousandth part of Jnana Sakti.

This process of the appearance of the five Saktis, is called Sivasristi. These five
Siva Sakti’s are formless manifestations, nishkalas and are distinguished not by their
differential nature, but by their actions.

Jiidnasakti acts as the imperceptible and at the same time illuminating knowledge
to Sakta (We have seen three different manifestations of Para$iva as Sakta (Udyukta

and Pravrtta).

Sakta is inarticulate (Nishkala); Udyukta is with and without articulation (Sakala
Nishkala); and Pravritta, the articulate form (Sakala). From the five Saktis emanates
Udyukta, who is also known as Sadasiva. From each Sakti appears a corresponding
form called Sadakhyas (as one tenth of the corresponding Sakti).

From Par@iSakti appears Siva Sadakhyas

From AdiSakti — Amirta Sadakhya
Icca Sakti — Mirta Sadakhya
Jiigna Sakti — Kartr Sadakhya
Kriya Sakti — Karma Sadakhya

Because of these five forms, He is called Sadasiva.

Maheévara emanates from this SadaSiva as one thousandth part, through Kriyi
Sakti. He creates the 25 forms of Siva as an act of Suddhamaya. He is Pravritta. He
is also called Anantesvara. The Sakti hereby becomes Bhoga Saktis, like ManGnmani to

Sadasiva.

The Mother

The Primordial Mother creates innumerable souls, ripen their impurities mala
and bestows supreme bliss. She removes the cycle of births and deaths of individual
souls. She remains and appears to the individual souls, from whom the malas have
vanished as undifferentiated illuminating light in the universal father Siva.

According to Saiva Siddhanta, though the souls are eternal, Siva and Sakti are
spoken of as parents for the following reason. At the time of great deluge the individual
soul remains as a pure ego Anava without even the slightest knowledge of its existence.
It remains as if it is non-existant. From this stage of apparent non-existence, the
Supreme Sakti unveils its ignorance a little and make the soul realise its existence. It is
in this sense She is called the mother and as she is inseperable from Siva. He is called
the father of the universe.

This concept that Siva is the creator of the individual soul is recognised till the
final realisation of the individual soul, which becomes Siva svar@pa at the time of final
emancipation.
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Dr. Devasenapathi in his work ‘Saiva Siddhanta’ refers to these concepts as
follows.

““Pardsakti is one viewed in a general way as the included intelligence. According
to different in activity it becomes differentiated into three, effective energy congnitive
energy and conative energy. These, again, are differentiated into many according to the
differences, among their respective activities. Affective energy is the Lord’s grace
involved in removing the mala of the souls and granting them the attainment of
salvation; congnitive energy is his knowledge of the ways by which he can do what he
desires to do; and conative energy is what he wills to do and does accordingly”.

“Where Siva and Sakti unite we have Sadasiva tattva. They both unite joyfully and

cause the origination of the intelligent and inert universe. Nevertheless Siva, is a celebate
and Sakti is a Virgin”.!

Validity of Vedas and Agamas

The Saiva Siddhanta recognise the validity of both Vedas and Agamas. They are
valid because they emanate from Siva. The word Agama is split into a, ga, and ma; a repre-
sents Sivajfiana ga represents mokshasadhana and ma stands for the destruction of mala.
These are again differenciated into three as Tantrakala, Mantrakala and Upadesakala.
The Tantrakala stands for such acts as agnishtsma, ‘Sivapiija’ etc.

We consider this statement very significant. It is clear, the Tantric rituals (dgamic),
were modelled on, if not evolved from, Vedic sacrificial rites. It would be shown later

that the construction of temples for deities also sought to give a permanence to these
rituals in a visual form.

The Mantrakala stands for upasana marga. That is controlling the mind and other
senses and by medidating on the nydsa, rshi, chandas, adhidévata, blja and $akti of the
Lord, one choses. Mantra means that which protects the man, who medidates. (It might
represent Vedic mantra or Agamic mantra). '

The Upadesakala is that which teaches the Sivaripa of Siva, the individual soul
and the bondage. Agamas are divided into four sections as caryd, Kriya ysga and

Jhdnapadas. Carya and Kriyapadas are included in Tantrakala; ysgapada in mantrakala
and Jhdnapada in upadesa kala.

It seems to us that the division of Agamas into four padas as carya, kriya, ysga
and jnanapada, are artificial brought into force on anology with the four vedas. The
carva and kriya are such divisions that the commentators have to defend the divisions
rather feebly. According to the Siddhantins Vedas are eternal because they are the
work of Siva and because they persist upto the deluge.?

Védabhahyas

Sivagrayogin, the commentator raises an interesting question. Since the Vedas
and Agamas are valid according to Siddhantins, as these were brought into existence by

1. Saiva Siddhanda by Dr. Devasenapatly, Madras, 1974, P. 107-08.
2, Ibid., P. 41.
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Siva himself, would they not be compelled to accept such agamic schools like vama,
Kalamukha and even Bauddha' Here Sivagrayogi has preserved a tradition for us. The
tradition is that all these texts (Vama, Kalamukha etc.) were undoubtedly brought into
existence by Siva. But they are meant for those who do not accept the authority of
Vedas and are also intended for deluding the asuras. This seems to be the stand taken
by Agamas like Kamika which tell that these Vama, Kalamukha etc. are considered
Vedabhdyas and are therefore invalid.

Here we see clearly an attempt by the followers of the Agamic school to identify
themselves with the Vedic school and reject the pure Tantric schools like Vama,
Kalamukha etc. as invalid. In this commentary Vama, pasupata, Lakula and Bhairava
are called non-Vedic Vedabahyas. The commentator completes his identity with Vedic
school by saying that prohibition to Tantric rites mentioned in smrtis like Manusmrti
and others, relate only to the non Vedic schools.

The Chit Sakti of Siva enters the Bindu which is pure Maya Suddhamaya, as a
result of which Nada emanates, ‘@’ kara emanates thus. The inseperable Sakti which
generated this sound, is called yogamaya. From this Bindu will emanate Apara bindu
which will manifest in order as Stxshma, Pasyanti, Madhyama and Vaikharl.

Ambika Sakti appears at the bottom of Bindu Sakti actuated by Siva’s will Jeca.
Other Saktis called Vama, Jyeshta and Raudra, emanate from Her. Vama will remain

like a coiled sleeping serpant; Jyeshta like a stick and Raudri like a horn with two
branches.

Maya taking on a lower form assumes the forms of sixteen Saktis.

1. Jaya 9. Indika

2. Vijaya 10. Dipika

3. A4jia 11. Rochika

4. Pardjita 12. Mocika

5. Nivirti 13. Vyomarupa
6. Pratishta 14. Ananta

1. Vidya 15. Anatha

8. Santi 16. Anasrta

These Saktis will pervade the entire universe from Sivatattva to Prthvi tattvas.
From these Saktis the fifty letters commencing from ‘a’ are produced. Without the
Sakti, which is the form of letters, which is gracious, which is of the forms of sounds
and meanings, there is neither the world of names nor the world of forms3.

Bindu, Mohin! and Mahat

Bindu is the instrumental cause (upddana karana) of the Pure path Suddha adhva.
Mohini is the instrumental cause of the mixed path misra adhva and Mahat is the

1. Saiva Siddhdnda by Devasenapathy, P. 78.
2. Ibid., P. 45.
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instrumental cause of impure path Asuddha adhva. Sivigrayogins gives the views of
other schools like Sivadvaita, Vamadvaita. Sivadvaiti holds Isvara as the instrumental
cause —upddana karana of the universe.

Here we have a distinction between the Vama school and Saiva Siddhanta school.
The distinction between Suddha maya and Asuddha maya have been accepted for the
following reason for purpose of universal creation. Saiva siddhantins accepts Vijjnana
kala. He has body, senses etc. The body senses of this Vijfigna kald cannot emanate
from asuddha maya which is responsible for the lower regions. So Suddha Bindu is
considered the instrumental cause—upadana of the suddhamaya.

While the Vama margins hold Chit Sakti as instrumental cause, Siddhantins hold
Bindu as the cause; this shows Bindu is different from Chit Sakti in Siddhanta doctrine.
Bindu is also called Ysga maya! in which the Chit Sakti enters and activates.

Regarding Chit Sakti, Sir John Woodroffee has the following to say “This pure
consciousness or cif is the Paramatma nirguna Siva, who is Being-Consciousness-Bliss
(Saccidananda). That which is the nature of Paramatma never changes not with standing
the creative ideation (Srishti Kalpana) which is the manifestation of Sakti as Chir Sakti
and Maya Sakti. It is this letter Sakti which according to Sakta tantra evolves”.? This
is at variance with the commentators view of Vama school. According to the commen-
tator, Chit Sakti is the upadana cause while according to Woodroffe, it is the Maya
Sakti which is different from Chit Sakti, that is the instrumental cause of the universe.

Vaikari the transformating sound can be heard by others. It appears as an audible
sound being in association with udaya, it appears in Buddhi as sound and word in
association with vital breadth (prana vayu) and is the meaning of word uttered.

Madhyama the middle sound is different from Vaikari; it cannot be heard by
others. It is also not formed by letters and their combination; nor is it in association
with vital breadth (pranavayu). It is an internal sound. It is in association with mild
breathing.

Baisanti (Pasyantl) is that seeing or beholding sound which contains the fifty one
syllables. It is also an illuminative entity and causes the production of the Madhyama
Vak. It remains with pranavayu.

| Stkshma is a subtle, internal, illuminating knowledge-sound, from which the other

three sounds emanate. All sounds dissolve at the end, in this Swkshmd. It does not
-dissolve with other three sounds, but disappears only with the ego impurity (@navamala)
-of the individual souls.

The individual souls do not recognise easily their selfs as different from this
.Stkshma vak. The souls which have performed Kalasodhana or the benediction of
guru, will alone be able to distinguish this vak from their individual souls.

1. Ibid. Page 82.
2. ‘Sakti and Sakta’ by Sir John Woodroffe. Page. 275.
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While discussing Sivajdana bodham, we have seen that grace is considered the
$akti of Isvara and that it does not exist without Siva. The Sivajnana Siddhiyar echoes
the same idea in dealing with the fifth sutra.

BT G FEFUTGD JTeT SMESG HIT Geir
Qamer A @Pod nssF Aaudlarp sagdl G
wmefldar ymerred eurlip wergyuirs’ @ oyefllusdr saral G
@mefldor gellured gu@wr G@relsmwu Gured Fear
(283)

Grace is the Sakti of Siva. There is no Siva without this Sakti and there is no
Sakti without Siva. Siva will dispel the power of ignorance of the ripe individual soul
and bestow grace through his Sakti.

The Role of Guru

The role of Guru (the teacher) in the spiritual evolution of the individual soul is
clearly emphasised by Sir John Woodroffe in his Sakti and Sakta.! “Until a Sadhaka is
a siddha all sadhana is or should be undertaken with authority and under the direction
of a guru or spiritual teacher and Director. There is in reality but one guru and that is
the Lord (Isvara) himself. He is the supreme guru as also his Devi his power, one with
himself. But he acts through man and human means. The ordinary human guru is but
the manifestation on earth of the Adinatha, Mahakala and Mahakali, the supreme guru
residing in Kaildsa.” This is of course in the tradition of smritis, like that of Manu.
The Saiva Siddhanta also lays great emphasis on the role of Guru. “Siva comes in the
form of the preceptor and performs diksha’’?

Gflu arsdls saal_56s5 Asuw
sLrGgrerp W& Cergdl Comrer guor Cumred
Sflugd g erer aubg ymerred CFHmearp
Sp.grand gerwrels Corer g Cararpd
gnrflugyo Aausr Corer Qb Srgyd CHmer pw
Qgregiesd sraeomd FeorgystCar G meir pb
Croflugw Sfluguord e Wrasulrmi emEw
dlerp B3 ereemd per Bapmg CHmer po
(8-28)

The following translation of the commentary on this verse, from Devasenapathis
“Saiva Siddhanta” clearly enunciate the role of Guru and the process of realisation.

1. Ibid., P. 538-539.
2, ‘Saiva Siddhinta. Page 241.
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“Sivagra yogin speaks of the ritual, knowledge and sambhava intiation Kriya,
Jnana and Sambhava dikshas. By Kriya diksha, the bondage of Karma is removed. Jnana
ditksha is performed by contemplation, done with Chit Sakti. Sambhava diksha is done
with Chit-Sakti alone. In this way the paths adhvas are purified. What is meant by
purification of adhvas 7 Karma in the six paths adhvas are destroyed. Maya is removed;
the obstruction of ego @nava is also removed. By grades of intiation diksha, tattvas are
removed one by one and the soul is restored to its real nature of pervasivesness and

omnisclence.

Caste and Sex

The Saiva Siddhantins like the Saktas are more catholic in approach, so far as
caste and sex are concerned. All persons irrespective of caste or sex or eligible for
following the Siddhanta school. However there should be a genuine desire on the part
of the individual to attain Sivajndna. They should not consume prohibited food or
drinks. They should have taken Saivite intiation Siva diksha, at the hands of a
competent guru. Even in the case of the twice borns, they must satisfy these require-
ments and can not become Sivajninins, mearly by virtue of their birth.!

The Sakta tantras do not place any restriction of caste or sex on its followers.
“The Tantra Sastra makes no caste distinction as regards worship, in the sense that it
may not challenge the exclusive right of the twice born to Vaidic rites, it provides other
and similar rites for the Sudra. Thus there is both a Vaidic and Tantric gayatri and
Sandhya, and there are rites available for worshippers of all castes. Even the lowest
outcaste candala, if otherwise fit receive the Tantric intiation and be a member of a
cakra or circle of worship. According to Tantra Sastra a woman may not only receive
Mantra but may as a guru intiate and give it”.?

Path of Jnina

Though the Siddhantins accepts the four fold path as carya, kriya, ydga and Jnana,
he concludes that final emancipation is possible only through the path of knowledge
Jnana marga. The carya, kriya and ysga paths lead one to Jnana marga and do not by
themselves bestow liberation (Sutra-8). This Jnana is bestowed through the form of a

guru by the Lord himself. -

This clearly indicates, that as a result of intense disputation and dialogue, the
various schools have drifted away from Bhakti mdrga, which was the most dominent
form of expression from 6th to 9th century A.D. The impact is mainly due to the
‘masterly exposition of Jmama marga by the Advaita teacher Sankara. His brilliance
forced all the other schools of South Indian philosophies to resort to dialectics in
preference to Bhakti. That is what we see as a new movement in Saiva school. The days
.of the devotional hymns are no more. Even the emphasis on yOga one witnesses, in
Thirumandiram, has been abandoned. Many ideas of those earlier movements have been
integrated, but the superiority of the Jndna is emphasised. |

1. Ibid., Page 47.
2. ﬂiva;rnyngin's commentary, pp. 188-189.
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Sex

The Siddhantin is not averse to sexual pleasures. He only tried to sublimate it by
the story of Ka&madahana. *““When the Lord was in yogic medidation, the celestials began
to pine for sexual pleasures although Manmatha was present. Vishnu desiring to alleviate
their distress, sent his son Manmatha, to influence Siva. Enraged by his interference
with his medidation, Siva burned Manmatha to ashes. However taking pity on the
souls, Siva wedded the daughter of Himalayas and thereby caused great happiness to
souls”.

“Though Manmatha was present he was unable to stimulate sexual urge. It has to
be sanctified by the Lords personal example, so to speak. We find here a healthy atti-
tude to the problem of sex. The play and gratification of sexual instinct are not frowned
upon. Nor is there any over emphasis on sex because release through medidation
becomes equally obligatory™.!

Bindu, Mohini, Mahat

The Siddhiyar accepts three entities i.e., Bindu, Mohini and Man (Mahat) as the
material cause of the universe. Among them Bindu is the supreme entity, in which Siva
Sakti emanates. Only the Mahamaya is the primordeal natural cause. The space actuated
by her is called prakasa, Mohaka, and Anjaka. The sam: are called Suddha, Suddha—
suddha, and Asuddha. Bindu, Mohini and Man(Mahat) are synonyms of the same words.
The universe that emanated from Bindu is called peaceful one santdatmaka; the one from
Mohini 1s called the terrible ghoratmaka and the one that emanated from Mahat 1s
insentient jad@tmaka. The primordeal material cause is Kundalini also called Mahamaya
ESEYS Sivagrayogin.? Sakti coiled round Siva making one point with it is kupdalini

akti.®

Vaidikas Cursed

Sivagrayogin has the following to say on Sivagamas. The Vedas do not mention
anything about the worship of images from selection to installation, and from festival
to the end. They do not also mention the objections raised by and the answers to the
schools like Caruvikas. Sivagamas deal with what had not been included in Vedas,
besides the subtle meanings enunciated by Vedaata. As such there is no difference bet-
ween Vedas and Agamas. Treatises other than Vedas and Sivagamas are not valid. That
this is the view of the Sivagniana siddhiyar is clear from the following verse where he
catagorically states so.

Cagpre emsas Hrev srerpy PrawbL prossr
Cagy e.anr&@L Hred Goupmer cifleg preoser
KIpred P ywesr Hm Hiredly sor G
KT prev durg eosaud o Apuy [HTOT

1. ‘Serpant power’ Sir John Woodroffe. P. 35.
2. Sivagrayogin’s Commentary. P. 76.
3. “Serpant Power’, P. 36.
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B 2 waTEGD F&H BurFréeEw
Sdlov Qurmer Garaw® e.orsdl Fred enFeud 9p Hre
gl yrauw dAar swrssr A55TES0TEL0.

(8 - 15).

There has been some stiff opposition from some sects to accept Saivagamas as
Vaidic in nature. The scholars of the period were also aware that the Vedas do not
speak of image worship as a form of Devata aradhana. So Arulnandi defends the Vaidic
nature of Agamas.

Sivagrayogins cites an interesting tradition of the non Vedic origin of Tantric
worship.! ‘Tantric worships are spoken 1ll off in puranas. Further some Brahmins who
were cursed by sages like Durvasa, Dadici, Gautama, Kanva, Brgu and Upamanyu,
approached Vishnu and Siva and prayed for their lively-hood. In order that these
Brahmins cursed by Brahma sapa, will get their lively-hood, and the Asuras will be
deluded, Agamas were created. Dravida rulers like Sandilya and Chitrandma went to
hell by following Téantric rites’. Sivajnayogin explains this tradition as refering to non-
Vedic Tantric school and not to the Tantric schools following the Vedas.

This tradition is again an indication of the non Vedic origin of the Agamas, That
Dravida kings went to hell by following the Tantric rites might indicate that either the
Tantric cult had its origin in Dravida desa, or it was widely prevelant in that region.
The association of Brahmins is an indication of the inter mixing of the Vedic with non-
vedic schools. |

SIVAPRAKASA AND SANKALPA NIRAKARANA

Umapati Sivam

Next to Arulnandi, Umapati Siva of Korravankudi, was the greatest exponent of
Saiva Siddhanta doctrine. Umapati Sivam was a prolific writer both in Tamil and
Sanskrit. As many as eight of his Tamil works are included in the (14 works) the
Siddh&nta canon, popularly called Meykanda Sastras. The eight Tamil works of
Umapati Sivam, are Sivaprakasam,® Sankalpa nirakarana, Thiru Arulpayan, Vina venba
(question and answers), Paorri Pahrodai, Kodikkavi, Nenjuviduditu (heart-messenger)
and Unmaineri vilakkam (the definition of true path).

Besides these Sastric works, Umapati is attributed with a few outstanding puranic
works in Tamil. One called Koyilpuranam is on the Chidambaram temple, and the
second is on'the discovery of the Devaram hymns in the temple of Chidambaram by
Rajaraja Chola. The work is called Thirumurai Kanda Puranam. The third is Sekkilar
Puranam, on the life of Sekkildr, the brilliant author of Periyapuranam.

Of Umapati Sivam’s outstanding works in sanskrit are Paushkara Bhashya and
Sataratna Sangraha. While the former is a commentary on Paushkara agama, one of

1. Si?apnrugin's Commentary, P. 76.
2. Sankalpa-nirakarana—Mailanda Sattiram. Published by Dharmapuram Mutt. 1942.
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the Upagamas, the later consists of 100 verses collected from various Agamas like
Svayambuva, Nisv@sa, Devi yamala, Devi Kalottara etc. Umapati is second in discend,
as an 4charya from Arulnandi. His Sankalpa nirdkarana was completed in Saka 1235
(1313 A.D.).

“Eredl difu sougLer
TRSAGHTY TGS 2T
uT(QL BH FSerd Wmeurs oo’
(smispu dlyrereord urwlgd  euflaer ; 25 - 27)

This is one of the rare works for which we have a reference to the date of its composi-
tion by the author himself.

Sivaprakasa

The Sivaprakasa consists of one hundred verses, giving the outline of Siddhanta
doctrine as expounded by Meykandadeva and elaborated by Arulnandi. The nature of
the Lord, His manifesting Sakti, the bondage and the path leading to its removal are
thus detailed.

The work begins with an invocation to the cosmic dancer followed by salutations
to Sivakami, the consort of the Dancer.

Natardja

“On our head and heart we shall entertain and cherish the beautiful lotus feet of
him, who is the source of the Primordeal rising light, whose form is grace and wisdom,
whose spreading tresses are the seat of honeyed flowers of Konrai, the crescent moon,
the river Ganga, and the glistering serpent and who with intent to lift us from the end-
less chain of births, dances in the common hall of all souls to the applauding tunes of
angles, of feasting eye of mother Uma the protector of all the world’’.! This transla-
tion however does not do justice to the original which has more to convey. It is a
tradition to write the invocatory verse in such a way as to reflect the entire message of
the book in a nut shell. Following this practice, Umapati Sivam salutes Natariija, the
cosmic dancer, who represents the Supreme Lord.

He is ever shining, self effulgent, nirmalaswaripa Paramasiva. He is Mercy and
Jnana incarnate. Through his grace, he manifests as leca, Jnana and Kriya Sakitis.
Uma the mother of the universe witnesses the dance. Umdaparamesvari is the material
cause of the universe, according to Siddhnta doctrine. As such she is spoken of as
the Mother of the universe. Siva’s dance is intended to remove the cycle of births and

deaths. The dance of Siva represents Paficakrityas the five acts. The Siddhiyar gives
the following verse.

1. Sivapprakasam.—English translation by K. Subramanya Pillai, Dharmapuram, 1945.
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“2 aCw o (mawrs Curaflaar 2 UUSTS
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Sivakami
The second verse extolling the greatness of Sivakami is important as it directly
enumerates the concept of Sakti.

urBg urrusngwrd urer Sleeme
urgsrenm Eflenw upGurs mumns
sousnIw ynurd dassr 5555
SEIET O YuRTGur SESST HFIRIS

efifing eyurgrerm&st Cuwell Gwrerm
efloewr ausAgsrfnsh dssru Ereos
greemg @aL wesflwer peTTis0 SmgpD
Sirdam mer urgwer Qearafll mauurw,!

She is all pervasive Paraparai, Paripurna parasakti. She Herself manifests as
Adisakti also known as Tirsdha Sakti. This Supreme Sakti, manifests herself as Icca,
Jnana and Kriya of the Lord and also the all merciful power that gives final emancipa-
tion (the last refers to Parasakti aspect). She also activates pure and impure Suddha
and Asuddha Mayas, each forming its own tanu, kdarana, Bhuvana and bhoga (body,
senses, world and pleasures). Yet She remains aloof, unstinted by their activities. She
remains as a Vimalaripi (purd). She also forms the seed of the five acts panca krityas.
This Supreme Sakti witnesses the dance in the space ambala for removing the misseries
of this universe. We salute this Cosmic Mother.

It may be seen that all the Siddhantic concepts, especially with reference to Sakti
are vividly picturised in this invocatory verse.

The same concepts especially with reference to the nature of Supreme, and the
Sakti, are given in almost the same vein in the two verses under the first sirra. It is
needless to give their translation, but the verses are so fine, we give them below.

u® sdowr swCugL wraaulgit &mdHuU
uflusur Fn@sfss0 udlurCuw wgsrer
Hloveyom emears gammgps eerd
dlearwewr Cuawry Bfgs wrd

o &Quinrs Gewreaurdl weewrdl

DSV ST WTENES Qmeur wer P&
Qesooaufigrius QessPurnsg Afigrdl Quflgru
despugsp Aauuarur Agfing CarrGy. 2

1. Ibid., v. 2.
2. Ibid., v. 13.
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eQuor sgdldls Hlesr gpren

dleop dflowu sreugln dlwsa Cuedl
mr i smdor Sl aymeu wrd

weflerr o us &donrg tg eurdl
sHEwrell suerm Gw.dv wremw Cwells
Qar® sbidw@arer sguarawr YauarGursh
SGQup Apduma @bh&E Guel
Qprdudl. sarsasaru QupplurCw.!

It is interesting to see that Suddhamdya is here refered to as Kutila. The
commentator, Sivaprakasar of Madurai, takes it as a synonym of Mahamaya.

Sankalpa Nirakarana*

The other work Samkalpa nirakarana by Umapati Sivam, is essentially a work
of disputation of the other schools. We have already stated that this work was
composed in 1313 A.D. In this work, Mayavada, Aikyavada, Pashanavada, Bhedavada,
Sivasamavada, Samkrantavada, Isvara Avikaravada, Nimittakarana Parindmavada and
Saivavada, are examined and refuted. The school ultimately expounded is called
Siddhanta Saiva. Thisis a very important work, which gives the various schools that
existed in Tamil country before 14th century A.D. From the point of the present study
it 1s interesting in another way. Though it mentions many sub-schools, with in the
Saiva faith, it does not refer to the Vama school. It seems to suggest that the

Sakta school, did not have a seperate existence, but was integrated into the Saiva faith
itself.

Sata Ratna Sangraha®

Umapati adopted a novel method of collecting a total of one hundred verses
from various Agamas, and weaving into a fine book that outlines the Siddhanta doctrine
in a cogent way. The Agamas thus represented are :

1. Devi Kaldttara 1. Nisvdsa

2. Deviyamala 8. Paushkara

3. Kalottara 9. Sarvajnanottara
4. Viragama 10. Svayambhuva and
5. Matanga 11. Visvasarsttara.

6. Mrgéndra

This work has been commentated by an anonymous author. Originally published in
the Tantric texts series, by Pancanana Sastri, it has recently been published with an
English translation by Prof. P. Thirujnanasambanadam, in the Madras University

1. Ibid., v. 14.

2. Sankalpa-nirakarana—Naikanda Sattiram. Page. 299.

3. Sataratna Sangraha—English translation by Professor P. Thirugnanasambandam. Madras
University. 1973.
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series. (1973). Since a number of Agamic texts, that were in existent before 14th
century A.D. are quoted by Umapati, we examine briefly the work with special refer-

ence to Sakti.

“In order to enable the soul to be liberated from the triple bonds of Anava, Maya
and Karma and to realise Siva-hood inherent in him, knowledge flows from Siva”.
According to the commentator the Sivajnina is identical with Siva Sakti which
comprehends also his will that bestows grace on the ripe soul. This Siva Sakti has a
positive and a negative aspect i.e. bestowal of grace and destruction of the bonds and
this plays a role of Jnfina in leading to bliss.

*This Jnana is of two kinds, the higher and the lower. The higher knowledge is
called Avabodha! and the lower, the great Sastra’.

The Subdivisions of Avabsdha may be indicated thus

Avabddha (Siva Sakti)

(Supreme knowledge)
E
| |
| |
Samavayavartini Pratigrahavartini
(inherent knowledge) (assumptive knowledge)
I t
| |
Bodha Kriya
(Cognitive (Kinetic
aspect) aspect)
I
! |
: :
anugraha tirobhdva
(gracious (Play of
revelation) observation)

“The locus of action of the Pati is in the form of his lustrous potency’.?

“That Sakti is supreme, subtle, all pervasive, and nectarine. It is free from any
bond, tranquil and non different from God intensely eager to help the soul; this eternal
Sakti is graceful; its description as a form is only figuritive’. The means is none other

1. Ibid., Page 3.
2. Ibid., Page 9.
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than Sakti, which being associated with the Supreme consciousness (Siva)cannot be
an entity lacking conciousness.!

“That Sakti of Mahesvara is quite an auspicious one that bestows grace on everyone.
Yet it is called pasa in a secondary sense.

grat argead ot . gafqurfger far, }R.

“This Sakti of Siva brings about a transformation in the nature of the several Saktis of
anava until that power is exhausted and when by its light comparable to the light of the
sun, it brings about enlightment to the soul then it is called benevolent’.

Vagisvari is the basic material-cause of the rattvas in the pure path Suddha adhva.?

AR § AITATH 9T HTCT
The commentator says Paushkara Agama, describes Vagisvari as Pardvidya, as distinct
from Maya. Which is identified with Nescience. Several synonyms of Mahamaya
occur in the Agamas and they are recounted in Nadakarika. Among them we find
Nada, Parama mangala, Malini, Mahamaya, Anahata bindu. Aghosh@ vak, Brahma
Kundalini Tattva, Vidya etc.

The Kundalini (Mahamaya) Sakti functions in accordance with the Maya and
Karma in the world of the pure (Suddhddhva) and forms the source of the Tattvas,
Nada, bindu etc. (Visvasarottara)

gar geefat afw: aar Saigarfc
a1z fearfes w9 aar gfa srfeafa .

“This Sakti is to be distinguished from the Supreme Sakti which is inherent in and
inseperable from Lord Siva. The Kundalini Sakti is a step below that Sakti. It acts
in conformity with Maya and Karma, in the form of Kalas like Nivrithi and serves as
the ultimate source of the tartvas like earth. It is also in the form of the power of the
world Vak $akti in conformity with karma. Sivajn&na Swami explains this Sakti as
samething which 1s coiled like a serpent existing severally in every soul in the form of
Nada, its own evolute though it is really one.

The first tattva that arises from Kundalini is the N@da otherwise called Nada
Tattva. The next stage is bindu, otherwise called Sakti rattva. The next one is
Sadhakhya followed by Isa which in turn is followed by vidya Tattva. These five con-
stitute the five higher tattvas.

The vidya tattva comprehends the cover lord of that tattva, the seven queens of
vidya, namely Bhrguni Brahma vetali, Sthanumati, Ambika, Rupini, Nandini and Jvala
(commentary).

“That Supreme and pure potency inhering in Siva is in reality only one. It is
inseperable from Sambhu as heat is from fire. It is the connecting link between the
soul and Siva.”

1. Ibid., Page 12.
2. Ibid., Page 24.
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ohY 35 ;O g afe: feder oo

wfeararfa givy : ¥ : Ioigr g
We have shown these Agamic citations at length, only to show, that developing
jdeas with reference to Sakti were steadily and deliberately assimilated into the Saiva

Siddhanta school and the claim that they belong to one particular school of thought
may have to be rejected.
JNANAVARNAVILAKKAM

There is an interesting work, Jnandavarnavilakkam,! composed by Guru Jnina
Sambandar, the first pontif of the Dharmapuram mutt. The work running to several
hundred verses, has not however survived. Only a few verses are now available. But
this has an excellant commentary by Velliambalavana Tambran Swami who was an
erudite scholar, both in Tamil and Sanskrit. He gives the numbers of the original
verses and elaborates their content. The commentary is such an excellant and elabor-
ate treatise it is called a Mahabhashva. The commentator went to Benares and learned
both Sanskrit and Tamil treatises at the feet of Kumaraguruparar. As we know that
Kumaragurupara was a contemporary of Thirumalai Nayak of Madura, the author of
the commentary lived in 17th century A.D. is evident. Gurujninasambandar the
author of the original text lived in 16th century A.D.

As mentioned earlier the commentator was a remarkable scholar, who cites from
more than one hundred texts in his works. The works cited are both in Tamil and
Sanskrit, a good number of which have not survived. All that we have are the citations
in this commentary. He quotes profusely from almost all the major Agamas like
Kiamika, Karana, Cintya, Raurava etc., besides a number of other works. He cites
many Siddh&nta texts like.

1. Siddhanta Samuccaya. 6. Jnana ratnavall.

2. Siddhanta dipika. 1. Jnanasiddhi.

3. Siddhanta rahasya. 8. Jnananta paribhasha.

4. Siddhanta bodha. 9. Jnanachara.

5. Sarva Siddhanta Viveka. 10. Jnana diksha prakasika.

Besides, a few samhia texts like Vayu samhita, Bhima samhita, Sita samhita etc., and a
few sthalapurdanas are also prominently mentioned among which are Chidambara
Mahatmya, Svetdranya Mahatmya and Vriddhagiri mahatmya. Among the Tamil works,
Tattvamrta, Paripirnasiddhi and the work of Nirimayadeva are rare texts refered to.

This commentary is one of the most valuable works which gives the philosophy
-of various schools of Indian sects citing their original texts, that existed before 17th
.century A.D. All the sects cited are not necessarily South Indian in character. As
mentioned earlier the commentator spent considerable period of his life in Benares,
:studying the texts there. Hence the citations must be considered all Indian in character
‘with perhaps an emphasis on philosophies that were more popularly studied in Benares
in the 17th century A.D.

1. ‘JIndnavarna vilakkam’ with the commentary of Velliyambalavana Tambiran, Dharma-Puran-1957.
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The light this commentary throws on the Sakti cult is so bright that we are
tempted to discuss it here rather in detail.

The Vama school is called Sambhava Sastra while the Bhairava Sastra is called
Dakshina school. The Yamala Sastra is considered a mixed school, dealing mainly with
the worship of Saptamatas.

Vamam hi Sambhavam Sastram Dakshinam Bhairavatmakam
Misram Yamalam iti uktam Saptamatr pradhdnakam.

The yamala is also said to relate to Navasakti vidhi.
Nine books of the y@mala school are mentioned. They are :—

1. Paratatvaraga 5. Kalagamam

2. Paramagamam 6. Deva prasadam

3. Sivagamam 1. Paratantravatdram
4, Saktyagamam 8. Sivapijasaram and

9. Sivasadakhyaprasadam.
The philosophy expounded by these nine Agamas are also nine fold. They are :—

1. Vama 6. Advaitavama

2. Mantravada 1. Dvaitavama

3. Yantravada 8. Misravama and
4. Aushcdavada 9. Vamasiddhanta.
5. Karmavada

The Vama and Bhairava sects are considered the inner schools of the Saiva faith. The
nine sub-sects among the Vama school are outlined in the text as follows.

Vama School :

The Vama sect considers Param@svari Sakti as the Supreme who causes the Sakti,
Brahmi and Vaishnavi to create and protect the universe. In whichever form the Sakti
manifests she assumes that name. Brahmi, Vishpu, Rudra, Vidy&sas, Gané&svaras,
grhas, mothers, the stars, the planets and all other beings are Sakti’s and reside in
Sakti. It is only by her power and energy, these beings stay in their positions, have
Sakti as their soul, assume forms and act.

Sakti samjnas tu te Sarve
bhajanti tadadhishtitas

g‘he world is pervaded by Sakti; The world emanates from Siva. Sakti is the Supreme
iva.

Jagat Saktimayam Vyaptam
Jagat Saktimayam Sivam
Jagat utpadyaté Saktés
Saktis tu Parama Sivas

Just as the sun cannot shine without the rays, so also Siva doesn’t exist without Sakti.
Siva is Dharmi and Sakti is Dharma. The commentator quotes a number of verses from
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Ambastuti, which is a very fine collection of stotra on Devi. Obviously this poem seems
to have been very popular among the Saktas then. One of the verses says, ‘“Devi, some
adore you as Vidya, others as ambaram and others as dnanda, and yet others as Maya,
but we adore thee as the very teacher of boundless mercy”’.

Vidyam param katicit ambaram amba kécit
Anandem éva kécit katicit ca mayam

Tvam visvam Ahur aparé vayam Amanamaha
Sakshad apara Karun@m gurumirtim éva.

(Ambastuti-27).

Mantravada :

The second sect among the Vamins, layed emphasis on repetition of mantras like
svaha, svadha. vaushat, vashat, Humpat etc. This sect consider these mantras as the
form of Sakti, Sakti svargpa. The release or final emanapation is achieved by Mantro-
pasana and so they are called Mantra Vamins.

Yantravami :

The third sub-sect is called Yantravimi who adore yantras as given by the
Vamatantras and believe that final emancipation is achieved through the worship of
Yantras, mystical diagrams. The followers of this school believe that without Yantras
nothing can be achieved by the repetition of mantras. The Yantras confer all the desir-
ed results. All the siddhis like, Anima, Mahima, garima, laghima, Isatva, Vasiatva,
Prapti, Prakaraja and others like MOhana, Karshapa, Ucc@tana, Sthambhana, Marana,
Vidveshana, Bhédana and enjoyment in the other worlds are obtained by the worship of
Yantras. They are all the forms of Sakti and therefore the worship of Yantras are the
best way to which the mantras are only the parts angas.

Sakshat Sakti svaripam tat
Yantram éva atra Sévate
Tadangatvena Mantradi
Séva tulyam ca Sammatam

Aushadavami :

The fourth sect among the Saktas consider that adoration of aushadhas,
(medicines) as given by the Tantras will lead one to final bliss. All these, like
Kayakalpa observed for a specified period, are all forms of Sakti which will destroy
even the cycle of birth. By this process one obtains a shining body and even powers to
move through the air. The followers of this school do not believe in the efficiency of
either of mantras or Yantras.

Karmavami :

Karma Vamis are the other sects who believed that everything on earth is destin-
ed and no useful purpose will be served by following the paths of Yantra, Mantra etc.
This school seems to be an absolutely a pessimistic school, prescribing nothing except
that the knowledge of this in effaciable destiny would ultimate bestow release.
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Advaitavami :

The Advaitavamins, consider Sakti as the one indivisable absolute, and the entire
universe is an apparent manifestation and not a reality. The entities like Karma,
Mayai, the individual, the lord, Pasu, the bondage, do not have any seperate existence
apart from Sakti. The followers of this school believe, that the final emancipation
comes through knowledge. The belief that, unless the past action is completely
exhausted, no release from bondage can be obtained, arise out of ignorance. It is
possible to attain release through Jnana.

Advaitavami Pakshé tu Sarvam Sakti Vivartakam
Tata Sakti Vivarténa Vina Kinjit na drsyate.

Dvaitavimi :

The Dvaitavamins, accept three entities, Sakti, the individual and the bondage.
The individual soul, like Sakti is omniniscient but due to its association with the
beginningless impurity mala, remains ignorant. Being initiated by a competent teacher
and observing the path taught by the Sdkta Tantra, one will attain knowledge which
will lead on to final emancipation. One may attain the same by observing either the
carya, yoga or the kriya marga of the Sakta school. The kriyd would consist of doing
phijas to various manifestations of Sakti or Sakti Herself. In the realised state, the
individual soul shines like Sakti, as a Sarvajna. This sub-sect is called Dvaita vama
siddhanta.

Misravami

The Misravamins adore Sakti through liquor and meat and do pija, homa or japa.
Siva, his body, the concealment of knowledge, his soul etc., are all nothing his Sakti.
The three entities like Sakti, pasu and pasa, though are independent ones, yet unite and
in the final stage of release become Saktyatmakas. Neither do they stand seperate from
Sakti nor do they become equal to Sakti but become Saktyatmaka.

Siddhantavami :

The Vama Siddhantins accept the three entities Sakti, pasu and pdsa. Following
the eight Agamas like Vama, one should accept the instruments of knowledge like
perception. The one Sakti pervades all the entities. By adoring Sakti with the strength
of good path, and according to the discend of Sakti nipata, through Sambhavi diksha
one attains Mukri. The good path consists of worshipping that Paramesvari through
knowledge or YBga or through the adoration of various manifestations of Sakti.

All these are considered the Parinamavada of the Sakti schools. The Sakti is the
creator of the universe. She assumes thousands of forms beginning from Parasakti and
ending with Kriyasakti. By modification of Sakti the entire sentient and unsentient
beings of the universe come into being.

Saktireva Jagat Kartr! S@ punah syat Sahasrasah,
Samarabhya Parasakteh Kriya saktyanta Bhétadah,
Tadriipa parim@néna Jagatsarvam car@caram,
Yadasti sarvam tad Sakti martiripam tada Jjagat.
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This summary of various sub-sects of the VAma philosophies are from a work
called Sarva Siddhanta Viveka. 1t is to be noted that the commentator cites a few lines
from the original Jnanavarana vilakkam to which he gives the references from
Sarvasiddhanta Viveka. So it is evident that even at the time of the original text, these
sub-sects among the VaAma school were known. It is not known whether the author of
the original text, Gurujnanisambanda, knew the Sarva Siddhdnta Viveka.

The commentator gives an interesting verse which defines a Sakta as one carrying
sila, kapala, and katvanga, and wearing ornaments made of conch shell and bones, and
drinking liquor and eating meat.

Sankastibhushanai Yuktam Madhya Mﬁnm:m tu Sevitam
Sglam Kapalam Katvangam ityetad Sakta lakshanam.



Vv
TANTRISM IN SANSKRIT WORKS—SASTRIC

SIVADVAITA OF SRIK_A}_J_TA

The Sivadvaita school of Saiva cannon, was spearheaded by Srikanta, who from
the stand point of Saiva school, interpreted the Brahmas@itras of Badarayana, as Sankara
and Raminuja have done earlier. His work, called Srikanta Bhashya, is an important
school of the south, that calls our attention, with special reference to the concepts of
Sakti.

Srikapta Bhashya has been commented upon by that versatile scholar, Appayya
dikshita, of 16th century, in his commentary Sivarkamanidipika. This has been studied
in detail by S. Suryanarayana Sastri, in the Madras University series.! (Reprinted 1972).
Mr. S. Sastri, discusses the similarities and dissimilarities in the approach to Vedanta
slitras between Srikanta on the one hand and Sankara and Ramanuja on the other. The
date of Srikanta has also been discussed in detail by the learned scholar, who assigns a

probable date of early 12th century A.D.

Aupanishadi Mimamsa

ﬁﬂkanta calls his own exposition as Aupanishadi Mimamsa. According to ﬂrikauta,

all the Vedantic texts extol the Supreme nature of Brahman which is Siva and all words
like Narayana, really stand for Siva. His philosophy is brought out vividly in the invoca-
tory verses. Siva is Paramatma, Sacchidanandaripa. (Existence, knowledge and bliss) and
he is the ‘I’ consciousness of the world. He creates the entire universe by his own Sakti
as a painting on a wall and He is the end of all the Sastras.

THIg Tarqia wyeT fafagad

gfeagr= s fgam oo ¢

1. Sivadvaita of Srikanta by S. Suryanarayana Sastri, Madras University, 1972,
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Elucidating the same points Srikanta 8ays Siva is the nondualistic Reality, manifesting
himself through Supreme Sakti as this universe of entire sentient and non-sentient
beings. He stands revealed by such synonymous words, as Bhava, Siva, Sarva, Pasupati,
Parameévara, Mahadeva, Rudra and Sambhu. By worshipping the divinities which are
his partly manifestations the individuals attain supreme bliss, by his grace. This
according to Srikanta is the message of the Upanishads

aq; FwAfaaray sesarwr qorgfs fafoe afifirdwng, e foma s s w7 o
4 quufe T ' eyl qaty avew weaare swif oo afgar frareer adaa fafas o agaraw
aw ayfaa faarware gafug geadander gfaees wafeg aesy P 71

Sivatattva

Srikanta holds that Vedas and Agamas are non-different in essence and are equally
authoritative. Sruti is our sole authority and source of knowledge in respect of
Brahman.! “Brahman is the material cause and the operative cause of the universe.
Brahman creates himself and transforms himself. It is a change not of Brahman but in
Brahman—not of substance but of form it is a manifestation, a development from
subtle to gross’.

seqrfe: arfereed@s agrfor wewa:
ARERAT A I=qq
The nature of Brahman being the cause of the universe is called Sivatattva. Sivatattva

is that which possesses the qualities like Omniscience, which are defined as Sarva-jatva,
Nityatrptatva, Anadibodhatva, Svatantratva, Alupta, Saktimatva and Ananta Saktimatva.

Five-Fold Acts

Brahman is the cause of creation, preservation, and destruction of the world and
of the functions of concealment and grace in respect of the soul.

v feqfawsg fadwme
g ¥ s P, 115

“The two last mentioned functions are distinctive of Agamic doctrine. According to
that doctrine, the soul is impure from the beginning of time, the impurity being innate
as verdigis in action. The only way to get rid of it is to engage in action as one passes
metal through fire in order to purify it. As action involves a cycle of birth and death,
it is not likely to be undertaken unless it is presented as pleasant and attractive while
the soul’s own eternal perfection is concealed. The concealment of the real nature of
things with a view to the ultimate good of the jivas is called tirobhava. It is an expres-
sion of Lord’s energy (Sakti) though in view of the impurities with which it is associated,
through which it operates, and to the removal of which it is directed, that energy is itself

1. Sivadvaita of Srikanta, op. cit., P. 91.
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known as an impurity (mala). When by successive performance of action, and enjoy-
ment of the fruit there of, the soul is purified and made fit for release; the Lord bestows
grace on it and helps it on to the final realisation of what is essentially his own. The
creation, preservation and destruction of the world results thus from the concealing
activity of Brahman and they cease when the bestowal of grace supervenes. Tirobhdva
and Anugraha are the two termini without which the intervening process have as such
no significance; and the Agamic recognition of these two function’s is pressed into
service by Srikanta in the interpretation of the Janmadi Sitra”.}

This Pahca kritya concept is reflected in Siva Natarija images wherein his inherent
Sakti is also portrayed. ‘Srikapta says the Lord, through his Iccha Sakti desired, may I
become many; by Jaana Sakti he considered the means and instruments necessary; with
Kriya Sakti he created the universe which is like a picture painted on the wall.

Srikanta on Sakti

“Srikanta rises to heights of poetic expression when he starts to write of the glory
of Para Sakti. She is of the Lord, of his very nature, figuring as his wisdom, strength and
activity. She is the form of the intelligent and non-intelligent worlds that express his
glory; she is existence, knowledge and bliss; She is unrestricted and undefined. It is She,
indeed, that constitutes the forms and the qualities of Brahman. But for her, neither the
six attributes nor the eight names would be predictable of Siva’’.?

According to Srikapta, the cencept of innate and undivided Sakti of Brahman are
gleaned from the Upanishadic sayings as

g o arw faa fudy:
A 7 gFi @ o S
go arfewfa:

Alupta Saktimatva is defined as
arfasafeaa ugw afeas
sfifee afwfafres smwaafers P. 124

We have shown from the above citations that Sakti is an essential Principle, the
undifferentiated, all knowing Supreme power of Siva who is mainly responsible for the
creation of the world. The mode of attaining final emancipation is achieved through
Bhakti Jaana. Except in minor details, Sivadvaita of Srikanta is in no way different from
that Saiva Siddhantins. It is the reason why some later commentators like Sivajiiana
yogin claimed Srikanta as a Siddhantin.

Chit Sakti

However there are certain differences in the doctrinal approach to Chit-Sakti and
Jivan Mukti, which we may note in passing. According to Srikanta, the world of both

1. Sivadvaita of Srikanta, op cir., P. 138.
2. Ibid., P. 160,
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intelligent and non-intelligent beings, is the result of the transformation of the Lord.
That is there is no difference between Sakti and Saktiman. The non intelligent world
consisting of bodies, instruments, and objects of enjoyment is derived from the same
principle as the enjoying souls. In support of his Sakti concept, Srikanta quotes the
following Sruti and epic texts.
aor wer o fafasga qaq
|raTfasr 71 aw A Svet 6.8
TF 0F &) 7 fadram qeq:
7 gHF A6 §oa ot Svet 3.2
ATHAT A AN FeeA
afers g agwaT:
wfwh:  wfweq w9
sfais 7 7wefa |
graresg wA4Y: facd
afg arfgwar. 33
gt ofeaar: aeang
uA%: gagr feqa:
qusey fafaar afes:
SATETA- TS qAT
Q& THEqEGT
wife A= gawar
All the Sruti, smriti, epic, puranic and other texts, testify that Parama$akti, is the form
of (swariipa) and quality (guna) of Siva. She is of the form of the entire sentient and
non-sentient beings of this world; (Sakala chidachit prapafica maha vibhiti ripa). She is
the knower of everything and the embodiment of bliss, unbounded by time, space, etc.
and is the inherent power of the Lord.

sfy sfe sfagm goor wfvgs afe smam

awa faefag yov agrfagfoea agr dfrgmegaar

earaTfasY oo afe:

Ty g el T M ¥
Thus there is no Siva without Sakti and no Sakti without Siva; without this Supreme
Sakti, there is no all pervasive knowledge for Brahman. That He is Omnipotent, the
.cause of all becomings, the leader of everything; to be adored by all, the bestower of
-grace to all and the cause of all purushdrthas, cannot happen without this Supreme Sakti.

e Ao qoag:

ANy ayufRcT eIy

T fAgeey 94 SURIe
TATITEST ¥4 JRITHRT

utfes gaqnad o 7 awafa

fF = n3wa< for wgaa

wx1fE Tt windae 9 7 gwafa P, 302
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Chidambaram

However there is one point, on which Srikanta has thrown valuable light so far as
this study is concerned and that is with reference to the word Chidambaram. The place
of the cosmic dancer Natardja is called Chidambaram, and the particular form of dancing
Siva, so familiar to students of South Indian Bronzes, is called Ananda Tandava. How
these words Chidambaram and Ananda Tandava are derived, is interesting field of
enquiry. Ananda Coomaraswamy has immortailised this form in his ‘Dance of Siva’.
The clue to the association of the word Chidambaram and Ananda Tandava is cited by
Srikanta in his bh@shya, which shows that the concepts, evolved from veddntic
doctrines.

Chidambaram is the centre of Saiva faith ever since Saivism became the greatest
religion of the South. The dancing form of Siva assumed supreme significance gradually
and for this popularity, apart from the Bhakti hymns, the philosophic doctrines expoun-
ded by eminent Saiva teachers especially from 9th-10th centuries were also responsible to
agreat extent. The concepts thus propounded by the Saiva philosophers were gradually
associated with the form of the dancer. The one such association is the paficakrityas,
the five-fold actions of Siva. These were associated with Natarija; the creation represen-
ted by damaruka, sustenance by the abhaya arm; dissolution by the fire in his arm; the
act of concealment by the trampling of apasmara (dwarf) with right leg; and the
bestowal of grace with the lifted left leg and the gajahasta. This is a clear association
of concepts with the existing form. There are four arms each with a distinct pose;
together with the two legs, there are six parts of the Lord to which five acts are to be
accomodated. We find the lifted leg and the left arm together indicating the fifth act.
Obviously the Pafica krityas, were associated with this figure.

Chidambaram-Vedantic

The word Chiddmbaram is clearly made of two words Chid and Ambalam (Akasa).

This is beautifully explained in terms of Sruti by Srikanta. The Sruti says Brahman is
Ananda (dnandam Brahma). Brahman has akasa as its body, akasa sariram Brahma. The
Sruti reads *

qPRTY T AR | TR ATTUH

a7 WA | a9 aqaq | p. 122
Srikapta explains @kasa as Brightness which is Chidambara.

urered xfa wrema:

g famas o= P, 122
Again the Supreme Sakti, who is Paraprakriti, who manifests herself as various entities
of the universe is the Chit Sakti of the Lord which is Chidambaram.

qupiacs (aarwTareg |

vggife g ¥ garfa qarfa i

AT | WTHTH AAEq AT |

FTeTaY g & Amw waan; fafgar”?

taarfe Afafagy  P. 123
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Further the $ruti says “all these beings appear from Aka$a and disappear into that akasa.
It is akdsa that gives name and form to these being’’. Chidakas$a is Paraprakriti.

RN GTATEY | JTUTUH

srreRRaTUR AT g

g§fa: I=49 | T @It awi

WITH: I Tq AT P. 123
Brahman is the very existence Sattaripam. Pranaramam means the prana which is the
support of all beings which again is nothing but chidakasa or Chit Sakti.

q9 W% A9 0T "TAR:

T q ATAHTH A qF ATTEH P. 123
Bliss is obtained in mind for Brahman without any external instruments. Here also the
word Ananda stands for Chidambara Prakriti because akdsa according to S$ruti, is a
synonym of ananda.

anify amaee gfa faerae wofa: o=@
qaT ¥ A | B T A F; AT
T A WA= AT g fa
mife: &ng faear ave=t )

wiE WAl qw P. 123

From the above discussions and citations it would be clear that Chit Sakti played an
important role in the concepts of Chidambaram and Ananda Tandava. The Chit Sakti,
is Brightness, the support of the universe and is the embodiment of Bliss. All these ideas
were associated with the Cosmic dancer with whom the five fold acts were also
associated. Thus the philosophic doctrines associated with the form of dance of Siva,
assumes preeminent position.

AGAMAS

Agamas constitute the most important group of literature, that deal with the
worship in and the philosophy of, the temples of South India. All the Agamas are
referred to as Tantras (Sometimes Mahdtantras) in the respective texts themselves,
which goes to suggest that these two terms are synonyms. Volumes of literature are
available on the origin and development of Taatric literature.

The Agamas are generally divided into Saiva Agamas and Vaishpava Agamas.
The Sakta Agamas also constitute a seperate body of literature though in the South,
this group of literature seems to have been closely associated with the Saiva school.
We bave precluded the study of Vaishnava Agamas in this enquiry, since that calls for
an elaborate and independent study. However we do draw from them to complete the
story of Sakti cult, wherever necessary.

1. Brahmasitra bashya, Srikapta acharya (Sanskrit quotations from the above work-) Nirnaya Sagar
Edition, Bombay, 1918.



TANTRISM IN SANSKRIT WORKS-SASTRIC 103

Maha Agamas and Upa-Agamas

The Saiva Agamas are divided into principal texts and secondary texts; principal
texts being twenty eight in number and the secondary 207,* though the number of the
secondary texts vary. According to tradition KAmikagama is the earliest.

Para and Apara Vidyas

The Kamika has an interesting passage in which it is said that there were two
originally, kinds of knowledge one supreme (Para) and the other transitory (apara).
The one that reveals the ever shining knowledge of Siva is considered Parajhana.
Supreme knowledge. The other ones, like the Vedas, which deal with the nature of
individual souls and the bondage are transitary knowledge apardjfana.

st ¥ fasr e wiwwrf fad
99T /AT qfer qeard qwwy
ferasrers o farawd o€ Sqaq
Faraae fawme agarand aurey
Kamika; Vyasa Vidvad Sadas, Malar, p. 72.

It is interesting to see in this saying even Vedas being relagated to a secondary
position.

The twenty eight principal texts are also divided into supreme (Pard) and secon-
dary (apara) texts.

1) Kamika 2) Yogaja 3) Cintya 4) Karana 5) Ajita 6) Dipta T) Stkshma 8) Sahasra
9) Amsuman and 10) Suprabheda are said to be the Supreme (pard) Agamas. The other
eighteen as 1) Vijaya 2) Nisvasa 3) Svayambhuva 4) Agneya 5) Vira 6) Raurava T) Makuta
8) Vimala 9) Candrajnana 10) Mukhabimba 11) Protgita 12) Lalita 13) Siddha 14) Santana
15) Sarvokta 16) Paramesvara 17) Kirana and 18) Vatula are considered (apara)
secondary texts.

Saiva and Raudra Agamas

These eighteen texts are also said to belong to the Raudra class while the other
ten are said to belong to the Saiva class.? The Kamika gives a different account. It says
the twenty eight texts constitute the Saiva class and the rest Raudra class. The Agamas
Saiva, Pasupata, Soma and Lakula among which the Saiva is the most benign path
while the rest belong to the wild path (raudra).

Saivam Pasupatam Somam Lakulam ca Caturvidham .
Teshu Saivam Param Saumyam Raudram Pasupatddhikam
Kamikadyashtavimsati Tantrani Saivamiti Smritam

Tadeva Saumyam Akhyatam Siddhantam tu Tadeva tu
Tadanyat Raudram Akhy@tam Tantram Pasupatadhikam

1. Vyasa Vidvad Sadas—Souvenir, Madras 1968. Page 71.
2. Ibid. Page 72.
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Agamas—Vedic or Non-Vedic

The Kamika gives another definition which goes against its own stand mentioned
earlier. It says that all the twenty eight Tantras are the essence of Vedas

Vedasararthmakam tantram
Tasmat Vaidikam dcaret
Vedantarthamayam Jhanam

Siddhantam Paramam Subham

According to Makutdgama, the Raudra class is considered transitary (apara),
because they are non-vedic in character.

Srutyuktacara bahyatvat
aparam Raudram ucyate
Vaidikacara sambandat
Saumyam $reshtham ity smritam

The Vedic and non-vedic nature, are so badly mixed up in these texts, that it would
require an independent study to ascertain its true nature. We cite only a few example
below. We have noticed earlier that Kadmikdgama considers Vedic knowledge as apara
and Agamic as para but later the same text says Agamas are the essence of the Vedas.
It again says the vedic rites should be given precedence over dgamic rites.

Vaidikam tu pura kritva
tatas Saivam samdcaret.

We have seen Virdgama being considered a Raudra class, which is non-Vedic; but
Virigama itself asserts that Saivas should do everything as prescribed in Vedas.

Vedoktaih atha mantraih
Saivas sarvam Samacaret

Evidently the available texts of these works have many interpolations, inconsistent
with their nature.

Agamas— Four Sections

The Agamas are divided into four sections as (pddas) Carya, Kriya, Yoga and
Jhana. In some instances the JAdnapada is also called Vidyapada. The Agamic verses
are also called sifras. All the twenty eight principal Sivagamas have not so far been
published. Even among the manuscripts so far obtained some parts are found wanting.
However the text so far published do give a general picture of the nature of these class
of texts.

The Caryapada of the texts deal with the rites and code of daily life of the indivi-
dual, like his personal cleanliness, the daily and the periodical cermonies one has to
perform etc.

In the caryapada, the followers of Saiva path are classified into Desika, Mantra-
vritti, Putraka, and Samayi. DeS8ika is the teacher of Sivadharma. Mantra Vritti to one
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who is ever engaged in the recitation of mantras.. They are again divided into Vratins
and non-Vratins i.e. those who have taken vow, either wear matted hair or shave their
heads. However Mrgendra Agama prohibits, sudras, fools, madmen, women and the
like, wearing matted locks. The hairs are grouped into 38, 36, 5, 9 or 8 and matted. The
texts also detail the process of making matted locks.

Those who take vows for a limited period are called Bhautikavratins and those
who take vows till the end of their lives are called Naishtikavratins. For the Vratins
certain prohibitions are prescribed. Both the Bhautika and Naishtika Vratins should not
eat meat, not drink liquor. They should avoid sexual inter-course, and should sleep on
the ground only. They can take care of their personal belongings like rosary danda,
Kamandalu etc, but should avoid meeting women in lonely places, and should not listen
to music or see dance performances by women. They should also avoid wearing
garlands or cosmetics. When a Bfmunka Vratin has completed his period of vow he can
duly engage himself with wowan.! The caryapada goes on, to detail the various Saiva
rites, the conduct of the teacher and the taught. It also prescribes the rites of purification
by those who sverve from the path.

Kriyapada

The most important part of the Agamas, is perhaps the Kriyapada, which deals
with the rites of temple from selection of site to the installation of the deity and from
daily rites to the end of all festive rites in detail. This part consists of architectural
details, iconomentry, iconographic descriptions and the daily and occasional rites and
festivals.

Worships are divided into personel worship (@tmartha pija) and worship for
others (parartha pija). Each puja begins with the five purificatory rites called panca
suddhis. (1) Atma suddhi (self purification) (2) Bhita suddhi (purifying the seat) (3)Dravya
suddhi (purification of objects used in worship; (4) Mantra suddhi (Purifying the chants),
and (5) Bimba suddhi (purifying the image).

The whole process is a psychological atunement to the divine nature of the
worship. In most of the Saiva texts, worship in five circles (pancavarana) are prefered,
but in other forms of worship like Sakta, the nine circle (Navidvarana piija) seems to
have been popular.®

The worship begins with the offering of five spheres (or seats) called panca asanas.
They are Anantasana, Simhasana, Yogasana, Padmasana and Vimalasana, one placed
over the other. Each seat has particular deities and the supreme Lord resides above all
these seats. The five seats are included in the 36 rartvas beginning from pruhw-ﬂdhﬂra.fakﬂ
and ending with Siva tattva-Kutila Sakti.

The Supreme Lord who resides above these spheres is the formless Supreme
(nishkala) who is now invoked with form (Sakala), as chants (mantra sarira). Various

1. Mrgendra Agama—Pondicherry 1962. Page 207.
2. Ibid. Page 213.

3. Vyasa Vidvad Souvenir. Madras. 1963. Page 60.
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parts like head, hands etc. are now attributed to him by medidation. First they are
conceived as five major parts, as head, neck, chest, naval and leg. To these parts are
attributed the five Saktis or kalas; from foot to knee is attributed Nivritti kala; upto the
naval pratishta kala; from the naval part to the heart is Vidya kala; upto the neck is
Santi kala and above Santyatita kala.

After this kala nyadsa the subtle parts are invoked with 38 mahd@mantras. These are
the attribution of sacred syllables to the centres of six psychic powers such migladhara
svadhisth@na etc.

In M3ladhara is seated Mahaganapati with his consorts; in Svadhishtana is Brahma
with Gayatri and Savitri; Vishnu with Sri and Bha, is seated in the next centre called
Mani piuraka;, Paramesvara is seated with Gauri and Ambika in the next centre called
Anahata. The next centre Visuddhi is the seat of Paramesvara with Unmadini and
Vakvadini and in the last seat Anja, is seated Paramasiva with Parasakti.

After invoking the Lord in the gros and the subtle forms his weapons are
medidated upon. These invocations are performed simultaneously with mantras (chants)

kriyas (actions) and Chayanas (medidations).?

This process of psychic transformation is essential for both personal worship and
worship for others.

The Kriyapadas give the definition of main and secondary icons, the process of
making them, the rites connected with their individual installation and other rites. The
preparation of sacrificial altars, connected with each rite are also given in detail in
these texts.

Yogapada
The Yogapada of the Agamas deals with control of individual body and mind,

and channelling them towards the Supreme Lord. This consists of the eightfold path of
the Yogic school. This process is also called adhd@ra and d@dheya, ddhdara constituting the

first six parts and adheya the last two parts of yoga. The eightfold path 1s Yama,
niyama, Asana, Pran@yama, pratyahara, dharana, dhyana and Samadhi. We need not go
into details of this process since there is not much difference between the Saiva school
and the yoga school of Patanjali in this aspect.

Jhanapida

The Jiiinapada of the Agamas deal with the nature of creation, the knowledge of
the Lord, the individual soul, the nature of the bondage and the process of attaining
liberation. This would be the important portion dealing with the philosophy of the
Saiva school. As we have mentioned earlier this part is called vidy@ pada as well.

Karma@nta, Jnananta
It is interesting to mention that in some later texts the Agamas are divided into

1. Ibid. Page 60-65.
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only two parts as Karmdnta and Jhananta, a distinction clearly imitating the vedic
divisions as Karma kanda and Jhdna Kanda.

Much has been written on the origin of the Agamic cults. S. Suryanarayana Sastri
struck what seems to be an acceptable course on this subject. “Assuming that the non
sacrificial Agamic cult was neither earlier than nor contemporaneous with, but subse-
quent to, the Vedic cult, the movement away from sacrifices may well have been due to
a realisation of the impermanence and the comparitively small worth of the fruit there
of, a realisation which certainly came to the aupanishada seers. The weekness of the
followers of the Agamic cult would then be manifest not in the revolt against sacrifice
but in the variety of spiritual consolation sought that being so to speak, externally
centered, while the aupanishada teaching was self centered. It is also possible to
contend, with some measure of reason, that the Agamic cult which was that of the
priestly classes, officiating for themselves or for others, were both indigenous that they
existed and grew up side by side from the earliest times without any extraneous
influence, and that the distinction between the two in no sense be racial’".

But as they exist today the 28 principal Agamas admit that they are the essence of
vedas and in that sense are essentially vedic in nature. Most of the chants they specify
are vedic mantras and their terminology is nothing but vedic. Inspite of such associa-
tions, there have been at every stage attempts to brand the Agamic schools as non-vedic
by the pauranic and purely vedic followers. As a result certains Agamic schools
assimilated many of the vedic rites and began to condemn other Agamic schools as
non-vedic. Some Agamic statements, claiming that they are superior to Vedas, are not
wanting. This clearly indicates a continuous process of assimilation and division

between the vedic and Agamic cults.

Vedic School Relegated

During the centuries when great number of temples were being erected especially
by the rulers themselves either as a mark of their victories or as an act of pious dedica-
tion, the Agamic school had greater and closer contact with the ruling and wealthy class,
slowly relegating the vedic school into the background.

In the Agamas, the Sakti concepts are to be seen broadly in three forms. (1) In
the description of various images, many Sakti images are included (2) in the Jianapada
while discussing the philosophy of the school, the nature of Sakti and her relationship
with the Supreme etc. are detailed, and (3) in the rituals, especially with kaldsas (water
vessels), Sakti is dealt with seperately.

It is again needless to go into these three broad divisions of Sakti concepts in all
the available text but we will only indicate here their general nature.

Manonmani— Xumbhas—Sivakumbha and Vardhani

Pu]:r'mg of sacred water from auspicious water-vessels form an important rite in
temple rituals. These rites are called Kumbhabhisheka and Kalasa snapana. The deity is

1. Sivadvaita of Srikanta—Suryanarayana Sastri. Madras. 1972. Page 72-73.
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invoked in the water vessel and while pouring the water on the image, the respective
power of the deity is transfered to the image. In Saiva rites the principal water-vessel is
called Siva Kumbha, which would be placed in the centre, wherein the Supreme Lord
as Sadasiva is invoked. As mentioned earlier, Siva is accompanied by his Sakti in
every aspect. A seperate water vessel slightly smaller in size than the Siva Kumbha,
is placed to the left of the main vessel. This second vessel is called Vardhani. In this
vessel, the Supreme Sakti as Manonmani is invoked. Around the Siva Kumbha and
Vardhini, are placed eight smaller vessels in which the VidyeSvaras are invoked. These
are placed in a specially decorated platform under a special pavilion. These water vessels
are filled with sacred water and carry mango leaves, a cocoanut and kircha of dharbha
grass. Externally they are decorated with cotton threads and new clothes. How these
Kumbhas play their role in temple consecratory rites, is given in Rauravigama.:

Lingaprathishta

In the installation of Sivalinga the following process is prescribed. The Linga,
carved to size and cleaned according to the rites is placed in the pavilion. The linga
part would be kept lying with its head in the east and face down. It should be covered
with red cloth. The Siva Kumbha is placed near the head of the linga and to the left of
it should be placed Vardhani and around them the eight water vessels. The mulamantra
is invoked in Siva Kumbha and the Supreme Lord as Sarvesvara is medidated upon. In
the principal Kumbha Sadasiva is invoked. Sadasiva is conceived as standing on a lotus
seat with five heads, and ten arms, beautified with fine cloth and ornaments. He holds
in his right arms Sula, axe, sword, vajra and fire while the left hands hold pasa, ankusa
snake, bell and abhaya. He wears jata makutas and flower garlands. (The Sdkshmigama
gives the same form of Saddsiva with slight variations in the weapons held in arms.
According to it, s@la, Axe, vajra, sword, and abhaya, are held in the right arms while in
the left pasa, ankusa fire, sword and varada are shown.)

In the Vardhani, Manonmani Sakti is invoked. She is personified as three eyed, four
armed, benign Goddess with prominent breasts, thighs and organ; she is golden in colour
and wears kirita makuta. Bedecked with jewelled ornaments she wears silken garments.
She stands on a lotus pedestal in tribhanga pose. In the front arms she holds abhaya
and varada poses while in the rear arms she holds lotus and lilly. The Karanagama
gives the same description in addition to a two armed form of the Devi in which she is
said to carry lilly and hanging arm.

Vidyesvaras are invoked in the other Kumbhas. All these rites are accompanied by
offerings in fire altars. Appropriate altars are made and to the chanting of mantras, ghee
is poured into the fire. The fire itself is called Sivagni. Siva and other deities are to be
invoked in the fire altar also. The Diptagama gives a detailed description of various
deities constituting the five circles (pancavaranas). The Agamas prescribe various dhutis,
the offerings in fire. An important dhuti is done with ghee to the chanting of the Vedic

mantra.

1. Rauravagama Ed. by N.R. Bhat, Pondicherry.
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Trayambakam Yajamahe
Sugandhim Pushti Vardhanam
Urvarukam iva bandanat
Mrtysr mukshiya mam riat.

This offering is repeated one hundred times.

The Diptagama states that offering should be made in the altar with the Gauri
Brahma angavidya. 1t is the ahuti with the mantra, Gaurimimaya.

Gauri mimaya Salilani Takshati
(Taitrlya arnyaka 1.1.37).

This also is accompanied by the Gauri Gayatri which is given as

Aum Mahadevyai ca vidmahe
Rudrapatni ca dhimahi

Tanno Gaur? pracédayat
(Yogaja T. No. 161 p. 38)L.

Thus in every aspect of the rite, Sakti is given equal importance with Siva. The
final or what is called full ahuti is a vedic rite.

After this fire offering is over, the linga is carried to the accompaniment of music,
into the sanctum. The supporting slab called @dharasila is put in position. Over this are

placed precious gems, golden flowers etc. and then the linga set in position, and
cemented.

Sakti Transfered

From the sacrificial pavilion the Sivakumbha, Vardhani and other water vessels are
brought in procession to the sanctum and placed before the linga. Again Sadasiva
Manonmani and Vidy&sas are worshipped at this stage. By meditation the bijaksharas
are transfered from the kalasas (water vessels) to the linga. When this has been effected
for SadasSiva, Manonmani, Sakti is transfered from the Vardhani vessel to the pitha in
the left. Likewise VidyéSas are also to be done around the linga pitha. Then the water
from the water vessels is poured; the Siva Kumbha water on the Linga, the Vardhani
water on the pitha and water from other vessels around the pitha. While Rauravagama
speaks of the installation of the linga and the Yoni pitha, in two different chapters,
Ajitdagama® deals with them in the same chapter.

Yoni Pitha Prathishta

Since the Yoni pitha of the linga, is the embodiment of Sakti, it receives special
attention. A seperate pavilion is erected with a pedestal where the Yoni pitha is placed
after being duly carved and purified. In front of it is placed the main water vessel pradhana
Kumbha with eight vessels Kumbhas around it, altogether being nine. In the principal
vessel is invoked Gauri and ia the other vessels, Vama, Jyéshta, Raudri, Kala Vikarani,

1. Ibid. Page 33. Foot Note.
2. Ajitogama—Pondicherry.
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Balavikarini, Balapramathini and Sarvabhita damani are invoked. In this rite we find all
the vessels are invoked with only the Sakiis.

The offerings in the Vedic altar are performed seperately for this rite as well. The
altar would be in the form of a Yoni. There the Vedic chant Gauri mimaya is chanted
and offerings made. The purnahuri (the final full offering) is made to the accompaniment
of Gauri Gayatri as

Aum Mahadevyai ca Vidmahe
Rudra patniyai ca dhimahe
Tanno Gauri pracodayat

yogaja. T. No. 161. P. 38.

Then the pitha and kumbhas are taken into the sanctum after worshipping Gauri,
Vama and others; the pitha is lifted and inserted into the linga through the head. After
it has been put in position the bijaksharas (sacred syllables) are medidated upon and
are transfered to the Yoni pitha from the vessel.

Consecration of Icca, Jfiana and Kriya Saktis.

The Kamik3gama gives an interesting additional rite at this stage. The Yoni
pitha of a linga consists of three parts, the lower part with an inverted lotus; a central
part like Kumuda and the uppar part with the upturned lotus. Through medidation the
invocation of the three Saktis, Icca Sakti, Kriya Sakti and JAgna Sakti is made in order.
That is the reason why the Sakti called is here Tattava Tattvesi and Marti Murtisvari.
(Raurava p. 32.) Then the water from the principal vessel is poured over the pitha follo-
wed by the other vessels.

Thus the concept of the Principal Sakti of Siva, and the other manifesting Saktis
like Icca, Jhana and Kriyd are consecreted in the linga and Yonipitha.

Kalasa Snapanas

We have seen the invocation of Sakti in the consecratory rites of linga and its
Yonipitha, with the water vessel called Vardhani. After consecration, special oblations
are performed on select festival days. These consists of doing abhisheka with many
kalasa water, the number of Kalasa varying according to the importance of the festival
or the ability of the Yajamana; from 8 Kalasas, to as many as one thousand and eight
Kalasas are used in such rites. In all these cases, the Principal vessels are Siva Kumbha
and Vardhani, representing Paramesvara and Gauri as mentioned earlier.

Sivakumbha should be four times the size of the ordinary Kalasa and the Vardhani,
two times. If the Sivakumbha and the Vardhani are made of gold, the other vessels
should be of silver. If they are of Silver, other Kalasas should be made of copper and if
the main two are made of copper, the others should be made of clay. The Kumbhas and
Kalasas are filled with fragrant water duly filtered and then covered. In the Sivakumbha.
Five precious gems (Pancarainas) should be placed while in the Vardhani should
be placed gold leaves. After performing homas in fire altar, Siva is medidated upon in
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the Sivakumbha. He wears Jat@makuta and crescent moon. Sambhu, white in colour is
three-eyed Lord, carrying mrga, parasu, abhaya and varada in four arms

Svetam trilocanam Sambhum Jatdmakuta Samyutam
Candravayava lakshmanam Sarvabharana bhiishanam
Caturbhujam prasannasyam Varaddbhaya hastakam
Krishnaparasu samyuktam dhyatva ca avahanadibhih
(Ajite—Kriya 29-109),

This is followed by an invocation of Devi as Gauri. ‘She is two armed, beautiful
in all her limbs; adorned with jewels and is golden in colour’

Hemavarnam dvinetram ca

Piirna candra nibh@nanam

dvibhujam Sarvahrdyangim

sarvabharana bhushitam

Vardhanyam tu yajet gaurim

Svanamapada mantrataht

For both the Kumbhas, the mudra called Kalakarni is offered. Lingamudra is
offered for Sivakumbha and Manorama mudra for the Gauri kumbha. Again Surabhi
mudra is shown for both the Kumbhas. In the abhisheka, the Sivakumbha water is
poured over the linga and Vardhani water over the pitha, followed by water from other
kilasas.?

Sruk as Sakti

The concept of Sakti is also carried to sacrificial laddles called Sruk and Sruva.
In these laddles the three rattvas called atma, vidya and Siva are consecrated. The Sruk
is conceived of as Sakti and the Sruva as Sambhu.

Sruci Saktim Sruve Sambhum
Vinyaset ca Kramena vai®
(Ajita, Kriya—21-78).

Gauri

The installation of Supreme Sakti as Gauri is dealt with in Raurava, Amsumada-
f’iﬂmﬂ: Acintyavisvsadakhya, ~Kamika, Karana, Yogaja, Sahasra, and Suprebheda
gamas.

Vira, Yoga and Krama Saktis

The Rauravagama classifies the Gauri images under three classes as Vira, Yoga
and Krama. When Gauri is installed seperately (standing) it is called the Vira class (or
Kevala). When it is installed with the image of Siva, it is considered of the Yoga class;
when installed in the prakara, sleeping chamber, or as a processional deity, it is called

1. Ibid.—Kriyapada 20; 100.
2. Ibid. Chapter 29.
3. Ibid 21 : 73,
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the Krama class. The Amsumadbheda divides the images under two classes as Svafantra
and Kevala. The image having its own secondary deities (Parivara) is called Svatantra
(also called Vira) and the one devoid of parivaras called Kevala. The Kdmikagama
devides it yet another way. The Devi images are classified under Vira, Bhoga and Yoga
varieties. Vira is of the Svatantra class. Yoga is that which has the pitha and Bhoga is
that which is accompanied by other images. The Suprebhedagama has a different
classification.

According to the Raurava Agama, Vira class of images should be in samapada
while yoga and krama classes should be in tribhanga pose. The description of Devi in
Raurava runs as follows; standing with two arms and two eyes; she wears
Karandamakuta or Kesabandha; lotus or lilly in the right, while the left is hanging.
An alternative description in the same Agama says that the Devi would carry lilly or
lotus in both the arms. Viragama also gives the same description.’

Gaurlprathishta

For the installation of the Devi image a special mandapa is erected in front of the
main shrine or the shrine of the Devi. The sculpture is placed after due purificatory
rites. By the side of its head, the Gaurikumbha; which is the main vessel

pradhanakumbha is placed; around it are placed eight Kumbhas for Vama, Jyeshta,
Raudri and other Saktis.

The Karanagama prescribes that the Gauri Kumbha should be placed to the right
of the image. In it are to be placed golden lotuses, The form of Gauri should be
medidated and invoked in the vessel. Around the Gauri Kumbha are to be placed eight
Kumbhas for eight Saktis. Their respective bljaksharas are to be invoked in each and
then the mudras, viz Mukuli, Padmamudra and Bimbamudra are to be shown.

This is followed by homa in the altar Kunda (Yoni Kunda). The Samit homa is
performed with Gauri Gayatri; the ghrta homa with the mantra, Gauri mimava;, caru
homa with sikhamantra; each homa is to be done one hundred times.

The Karanagama states that Devi standing on a red lotus is to be propitiated in
the centre of the altar.

Samit homa with Sadyojata hymn
Ghrta homa with Gauri mimaya hymn
Caru homa with Aghora hymn

Laja homa with Vama hymn

Tila homa with Astra hymn

Sarshapa homa with Kavaca hymn, and
Tila homa with Pancama hymn.

Each one should be offered one hundred, fifty or twentyfive times. This is to be
followed by twentyfive ahutis with them antra-Gaurimimaya; then one hundred dhutis
are done with Gauribija. After these fire offerings, the individual parts of the image are
to be touched. Slight variations are noticed in Viragama.

1. Rauravagama—Kriyapada 31 : 5—8v.
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Rauravagama, states that holding each limb of the image, ten ahutis are to be
performed and this is called sparsahuti, Suprabhedagama gives the Gauri Gayartri as

Ganambikayai Vidmahe

Mahatapayai dhimahi

Tanno Gauri pracodayat

which is at variance with the Gauri gayatri mentioned earlier.

For purposes of installation, the final oblation ahuti is performed the next day,
with Gauri Gayatri mantra. Then the image is taken inside the sanctum to the chanting
of music and dance. After the image has been set in position, the Gauri vessel and the
other vessels are brought in; the Devi is propitiated, the b?jas are transfered from the
secred vessel to the heart of the image by medidation; The respective Kalas are invoked
in the image and finally the sacred water from the vessel is poured over the image. This
is followed by regular archanas, and food offerings.

It is of interest to note that while in the installation of linga and other images, the
Sivakumbha, finds the principal place, in the installation of Gauri, it is not at all

brought into use. We have already noticed that Vardhani vessel, standing for Sakti 1s an
invariable necessity along with Sivakumbha.

After due consecration and worships are completed, a special invocatory verse is
given in the Kamikagama which runs as follows. “O Goddess, be pleased to reside in
this shrine, so long as the sun, moon and the earth lasts.”

Yavat candras ca Stryas ca
Yavat tishthati medini
Tavat atra tvaya Devi

Sthatavyam iha mandire®
(Kamika 11 44 86-96).

Kalyana Karma

Another important aspect of this Gauri installation is also worth recording. The
Raurava, Kamika, Viragama and Suprabheddgama prescribe the performance of marriage
rites to the image as per Vivaha vidhi. The Rauravagama simply enjoins Kalyana,
according to marriage rites.

Kalyanam Karavet dhiman
vivaha vidhi margatah
(Kriya 31-47)®

The Kamika also states that ‘then marriage rites are to be performed’ but it also
gives another interesting information that if the image is to be worshipped as the
principal deity (and not as a secondary to Siva) then the marriage rite should not be
performed.

Tatah Kalyana Karma syat Caturte Karmavit tatah

Devyas svayam pradh@nayas Sahajayas ca Varjayet

1. Kamikagama—I1I 44 : 86-96.
2. Rauravagama—Kriya—36 : 295-300.
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Karma Vaivahikam Viprah Prateshtaivam Samirita

The Amsumadbheda gives however the complete marriage rites. Uma and Rudra
should be placed in the pavilion (It does not specify whether it means processional
images, vessels or what other symbols would stand for the two deities). They should be
beautifully decorated with garments and ornaments. The Acarya should consider
himself as Brahma and arrange for the fire offerings. Vishnu should be invoked, Uma
should be made to stand to the left of Siva and Vishnu should give Uma in marriage by
pouring water. She should be given in the right hand of Siva with the Blja mantra. On
the left should be placed, a stone, with Gauri Gayatri hymn, Siva should hold the foot
of Devi and place it on the stone. Then laja homa is to be performed with Siva mantra.
In the Viragama also this rite is detailed.

This marriage of Siva Sakti seems to constitute an important concept that Sakti
and Siva remain ever united in the Siva temple. But when the Devi is worshipped as a
Primordeal deity, how this concept is given effect to is not known for the marriage rite
is prohibited in such instances.

It is to be mentioned here that among the existing structures in Tamil country,
separate shrines for Gauri comes into existence only from the end of the 11th century
A.D. However two temples, purely dedicated to Gauri were in existence even before the
10th century A.D. and they are the Kanyakumari temple at Kanyakumari and the
Kamaikshi temple at Kanchi. The Chola inscriptions testify to the existence of these
temples prior to that period. Both these temples have Gauri as the main deity Pradhana
Devata; though at Kanchi, she is considered the consort of Ekambaresvara. In such
cases these dgamic references would be valid and may be taken to refer to an earlier
tradition. But in Siva temples separate shrines for Devi have not come into existence.
In such cases it is not clear whether these Agamic codes have been abandoned or these
parts of the Agamas are posterior to the 1Ith century.

Sakti Pratimas

The Agamas deal with Saktis under pratimas and their installation. These may be
broadly divided into two aspects. 1) Saktis portrayed as consorts of Siva and 2) Sakti in
her independent manifestations as Durga, Kili, Saptamatas etc.

Of many forms of Siva the number varying from text to text, some are
:accompanied by Devi and others not. In most cases where she accompanies Siva, she is
shown with two arms standing, holding Kataka mudra in her right arm or Utpala flower
while her left is shown hanging. Where Siva is shown seated as Somaskanda image, she
is also seated, sometimes resting her left arm on the pedestal. In the case of Alingana
Candrasekhara form, also called Pradoshamurti, Siva is shown embracing Gauri. In case
.of Gauripras&da, Siva is shown trying to appease her anger. In the case of Gayasamhdéra
murti, She is to be portrayed shivering and exhibiting her fear and at the same time
carrying the child in her arm. The Rauravigama states that Devi should be portrayed
standing by the side of Nrittamurti Siva, holding the child in her hand.
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It is of interest to note that in all the &gamas, Tripurantaka images are said to be
accompanied by the Devi. From literature and philosophy of the period, we find Devi
as Tripura Bhairavi occupying a pre-eminant position. But in none of the Agamas so far
published do we come across the term Tripura Bhairavi applied to the Devi
accompanying Tripurintaka.

In some representations of Siva like Dakshipamirti, Bhikshatana etc., Devi is not
to be portrayed.

Saktidvata

Of the independent manifestations of Devi, the Ajitdgama speaks of two forms of
Sakti. She should be portrayed a young beautiful damsel with prominent breasts and
parts. She should be portrayed with four arms, carrying s#la, pdsa, pataka and kataka
mudras. She should be either standing or seated on a lotus pedestal. The second form
of Sakti would be a two armed Devi standing or seated, wearing Karandamakuta; she will
carry Kataka mudra in the right arm and the left arm would be placed on the thigh or
on the seat. The left leg would be slightly bent and the right extended.

Saktirupadvayam'

FguETas 97 Vg Fagtaay

g 9% famaoreT saaw |
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giewg amag afaw wqrq fawfeas
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qaaq e ged aafaeor qfey

o7 wfer fred &) Ajita-Kriya-36 295-300

The Suprebheda refers to four armed Devi, holding utpala flower and akshamalain
the upper arms and varada and abhaya in the lower arms.? (Ajita II pp. 50 footnote).

Gauri Pratishta

The Isana Sivagurudeva Paddhati® has a full chapter on Gauri Pratishta. It gives
the Gauri Gayatri as

“Aum Kamayai ca Vidmahe Malinyai ca dhimah?
Tanno Gauri Pracodayar”.

1. Ajitagama—Kriya—36 : 295—300.
2. Ibid. 1I. Page 50. Foot Note.

3. Esana sivaguru dava Paddhati—Ed. by Ganapa L. Sastri, Trivandram.
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This is at variance with the other Gayatri, mentioned earlier. According to this
text, Gauri is four armed holding Pasa, Ankusa, Abhaya and Varada.

The following are the foranas that would adorn the four directions of the
mandapa.

1. Bhadra 3. Vijrmbha and
2. Vijaya 4. Lohiia.

The eight entrance vessels, dvara kumbhas are :

1. Jaya 5. Nitya

2. Vijaya 6. Vilasini

3. Ajita 7. Saund! and
4. Apardjita 8. Aghora.

The following deities are shown 1n the flags, two on each side
1. Kunda 5. Kalusha

2. Kumuda 6. Ghoshani

3. Vidyunmala 7. Karali

4. Vibhiishana 8. Vikria.

In the central vessel, Gauri is invoked as seated on bull Vrshariidha. Gauri is
called Mononmanpi. As Vrsharlida, she is four armed, holding s#la, tanka, abhaya and
varada.

As mentioned earlier, when the image is brought for installation it is placed on
five spreads. These five spreads represent the five elements.

Mandape atha tato vedyam

Sayane pancadhastrte

Panca Bhutatmake dévim

Sayayitva abhi payayet

The installatary rites are the same. In invoking various powers in the image,
Sarasvati is to be invoked in the heart, Savitri and Gayatri in the breasts. The Devi is
said to bave eight secondary deities. They are :

1. Anangaripd 5. Bhuvanapalika

2. Anangamadana 6. Sarvasisira

3. Madanatura 1. Anangavedana and
4. Pavanavega 8. Ananga mekhala.

The Vrshabha bull, is said to be the vehicle of Gauri. Seven mothers with Vira

and Ganesa, Skanda, Sasta and Candra are parishadevatas of Gauri. This text gives
ten mudras which are called Gauri mudras.

1. Avahini 6. Dravint

2. Sthapini 7. Karshani

3. Nishtura 8. Sannidhapini
4. Kshabhini 9. Vandini

5. Mohini 10. Mahamudra.
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In the gopura entrance Trisulini and Khadgini are the deities. In the second circle,
eight Gananayikas are invoked. They are :

1. Karali 5. Saci

2. Vikarali 6. Mahinl

3. Ugra 7. Maya and

4. Vani 8. Mahalakshmi.

The Gaurisena army of Gauri are eight in number. They are :
1. Riddhi 5. Medha

2. Smrti 6. Kanti

3. Dhriti 7. Mati

4. Sraddha 8. Sruti.

The Bull is the vehicle and the flag of Gauri. In each of the eight directions,
12 Senanayikas (called Parshad nadyikas) are worshipped. Since the list is incomplete
we are not listing them here.

Durga
Durga is one of the most important aspect of Sakti, worshipped independently as
well as one of the Parivaradevatas, in Siva temples.

Apart from the legends in the various Purdnas, some of the Agamas too, give the
story connected with the origin of Durga. In Ajita agama, Siva himself narrates the
origin of the Goddess. “Once I called my consort by the name of Kali. She was
offended by my address as Kali. All my efforts to pacify her went in vain. I tried to
give her a beautiful colour but she refused to accept that, but wanted to attain it by
her own penance and started doing penance. Brahma, at my bidding, gave her the
desired request. Brahma addressed her, *You, mother of the Universe, be pleased to
take your form, leaving this colour as a kosa by your own power for the benefit of the
worlds’. Devi did likewise and to the form that emanated, she gave her powers and
weapons. She is called Durga, Kausiki, Candi and Bhavani”’.! The above account
corresponds to the story in Vamanapurana (54-6-79).

‘Bam’ 1s said to be the mulamantra main chant to be pronounced with bindu and
ndada. Two Durga Gayatris are mentioned.

“Aum Katyayanyaya Vidmahe

Kanyakumari dhimahi

Tanno Durgi Pracsdayar’”

The above Gayatri is mentioned in the Yogajagama; the Karanagama® gives

another version of Durga Gayatri, which reads as

“Aum Simhadhvajayai ca Vidhmaheé Cakra hastayai

Dh!mahi Tanno Durga Pracodayat”
Ajitagama gives a third version of Durga Gayatri as

“Aum Kanyaruapayai ca Vidhmahe Sula hastayai ca

dhimahi, Tanno Durga pracodayat”

1. Rauravagama— Kriyapata—35: 2-10.
2. Karanagama—] 98 : 38,
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Durga is installed as an independent main deity, Pradhana Devata in separate
temples or as a secondary deity Parivaradevata in other temples. As an independent
deity Durga can be installed in villages, wherever linga can be installed, says the
Rauravagama.

The temple dedicated to Durga will bestow pleasures (Bhukti) or victory if it faces
east and mukti if it faces west. The temple should have the sanctum garbhagraha
preceded by a mandapa. The sacrificial altars in front should be in the form of Yoni
and padma.

In the Svayampradhana temples, Ulkhamukhi (boar head) and Vijihva are placed
as Dvaradevatas (deities of the entrance). The lion 1s to be placed as her mount in front.
She would be accompanied by eight Parivaras, who are as Jyeshta, Bhumi, Moti,
Mohini, Prakriti, Vikriti, Niyati and Nivritti. There should be a mahapitha adorned with
Putanas outside’.

Daily worship and festival are to be done thrice a day. The annual festivals are
to be done for single, three, five or seven days, either in the month of Krittika or
Madhu (Ashada).

As a Parivaradevata, Durga is an invariable deity in Siva and Vishnu temples
though her position varies in different texts. The Dipta, Yogaja and Viragamas, assign

her to the south-east, while Karana assigns the south. Rauravdgama prescribes north as
her quarters.

Installation of Durga Image ’

In the installation of Durga, the following parts are prescribed in Ajitdgama.
First is mentioned the rite of eye opening. The carving of the eyes (called opening of
the eyes) is a special rite. The sculpture is placed in a pavilion; rice is spread and the
sculpture is placed over that standing, facing east. The sculptor will carve the eyes.
First he will draw the lines with a golden needle. Three eyes are thus marked. In the
right eye honey is applied, and in the left milk, while for the third eye also honey is
applied. Siurya, Candra and Agni mantras are uttered for the respective eyes. (right
eye—Sirya; left eye—Candra; and the third eye—Agni). Then the eyes should be carved
and shown to Brahmins accompanied by the Durga Gayatri. Then it should be
cleaned with panca gavya and Panca mrt (five earth). Then it should be anointed with
fragrant water.

The next rite is the placing of the sculpture in water for some days. This rite is
called Jaladhivasa. After taking the image in procession around the village, it is placed
either in the river water or in a water tub for one, three, five or seven nights. The
water vessels representing Vidyesas are placed near the water source.

The third rite is ‘allowing the image to lie on a spread of paddy and five
blankets’. This is done in a mandapa where five blankets are spread over a spread of
paddy. Over this the sculpture is layed. Eight Kalasas are placed around the sculp-
ture, beginning from the east, representing Vama and the other Saktis. The Vardhani
vessel, representing Manonmani, is placed by the side of the sculpture in the

1. Ajita—Kriya Chapter 32.
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North-eastern direction. The Karandgama and Svayambhuva @gama, state that the
image should be beautified with garments and ornaments.?

With reference to the placing of vessels, the Karandgama prescribes the following.
To the right of the image the main vessel (vardhani) should be placed. Nine vessels
representing Durgd, Katyayani, Vijaya, Apardjita, Devi, Végavati, Gayatri, Sarvari and
Gandhari are placed around. According to the Suprabhadagama the dikpalas directional
deities are to be invoked instead of Saktis.?

The next rite is the oblation in fire (homa) with twigs, ghee, food, cornflake, and
honey with Durga bija mantra. The Karanagama calls the fire as Devi agni and states
that the Parnahuti should be done with Dévi Gayatri® The next rite is the Kumbha-
bhisheka, (installation) which is done as per rites for other deities, except with this
difference that the mantras are appropriate to the Devi.*

Vaishnava Texts on Durga

Durga is a parivaradevata in not only Siva temples but also in Vaishnavite
temples. She is described as a deity in the third @varana (circle) according to the
Marichi Samhita® To the north of the eastern entrance, is to be worshipped Durga,
black in colour, clad in white silken garment, eight or four armed holding Sankha,
Cakra and other weapons. She is to be beautified with all ornaments and a breast
band. She was born in Krithika nakshatra. Her sound is like a resonant bell. Her
mount and standard are lion. She is to be worshippsd as Durga, Katyayani, Vaishnav
and Vindhyavasini.

AR SO WA faara

GEAT THAT AT GATFIY

watAC §gwaT SRITAg HAeadt giasraar

HIETET ATATOAT 41971 fag sas qrgar

gt | gt wregra qerdi farsaarfast gfr p.- 123

The Bhrigu Samhita® has a separate chapter on Durgd —Durga Kalpa. The Bhrigu
Sambhita belongs to the Vaikh#nasa school of the Vaishnavite branch. Its date is not
certain but should be considered an early text which could be assigned to the mediaeval
period. The Durga kalpa of this text is more elaborate than any of the sections avail-
able even in the Saiva tantras. In 235 verses, Durgamahima, Bimbamana, Parivara,
Balalaya, Pratishtakrama, Nityakrama, Utsava etc. are given in detail.

Icca Sakti of Narayana

Durga is called the very Vaishnavt maya and Yoganidra. She is the subtle Sakti
and Prakriti. She is also the embodiment of Vedas, Trayimayi. She took the form of
Durga for the protection of the world. When Narayana protects this universe, his Icca

Karanagama—I 98 : 20-22.; Svayabhuva—52 : 12-14.
Subrabhadagama.—1I 46: 6-7.

Karanagama.—1I 98: 31-36.

Antagama—I[I[ Chapter 53.

Marichi Samhita—Vladras. 1926. Page 123.
Bhrgusamhita—Tripati.

L L g e
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Sakti takes this Durga form. Durgd by her own will is born in the universe for its
protection.

It is interesting to note that in this text Durga is considered the Jcca Sakti of
Bhagvan Narayana
““Yatha Narayanah Sarvan Sadeva asura manavani
Lokan nityam palayate Bhagavan
nirvahan sthithim Tatha tatsaktih
isana Tadiccha Klpta Vigraha™

Durga is to be worshipped for obtaining the desired effects not only here but also
in the other world. Brahmins can worship her for attaining Brahminhood Brahma-
vriddhi. Kshatriyas can worship her for conquering their enemies. Since she is the
Vaishnavi Sakti, she would bestow the fruits undoubtedly. She can be installed in
Villages, Towns, Pattanas, by the side of mountains, on the banks rivers, or lakes. She
can be worshipped by the kings in their palaces.

Before erecting a temple, this text prescribes the erection of a separate balalaya
for her. The image for this balalaya may be made of either copper or wood. She is
to be four armed, holding Sankha and Cakra in the rear arms and holding her front
arms in anjali. For the balalaya the attendent deities are also to be provided and
worshipped.

The main image of Durga can be made either with four arms or eight arms. The
four armed image is called the Saumyamurti (the benign form); Sankha and Cakra will
be in the rear arms while the front arms will be in anjali hasta. It is not known why
the text prescribes anjali hasta for the image. We do have Kali images with anjali
hasta when she is portrayed with Siva doing the rd@ndava dance, but for Durga this
seems to be a peculiar pose. So far we have not noticed any Durga image in Vishnu
or Siva temple, with anjali hasta.

Durga is to be portrayed with eight arms if she is to be propitiated for victory
over enemies, in which form she would carry sakti, bow, sword, discus, arrow, shaft,
pestle and shield. She would be portrayed with a terrific countenance, standing with
her right leg placed on the head of buffaloe and the left slightly bent. We have an
image of Durga, in Mahabalipuram in a Vishnu Temple (the Adivaraha temple) where
she stands with eight arms, but with the left on the head of Mahisha and the right
slightly bent.

The Bhrigu Samhita states that Durga can be installed in the village in the
northern direction with attendent deities. On either side of the Devi are to be shown
two women attendents, called Vinda and Pushti bearing chouris. Yakshas and
Gandharvas are to be shown as Paricarakas. In the wall to the right of the image,
should be portrayed Padma with a lotus in her hand and Uma holding a garland of
flowers in her left (probably in the left wall). Sages Angiras and Mrgandu should be
shown adoring the Goddess with flowers in their arms. In the inner entrance
antardvara are to be shown Nandagopa and Yasoda. (Since Vishnumidya was once the
daughter of them). Ganga and Yamunai are the first dvarapalikas while Aditi and Diti
would be the second dvarapalikas.
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The rites of installation, as detailed in the text is almost the same prescribed in
Saiva Agamas discussed early except for this difference that the Vishnusiikta hymn
plays a prominent role here. Further, Durga sikta beginning with ‘“Jaravédase
sunavama.-....”’ is given prominence here instead of Durga Gayatri.

Vaishnava Rites of Durga

As mentioned earlier, this text is interesting as it gives the daily rites connected
with Durga pija. The priest should enter the temple uttering the mantra Jatavédase
sunavama, circumambulate the temple; offer salutations to dvarapalikas and then open
the door and do mamaskar to the Devi. The bell should be rung and the nirmalyas
cleared Nirmalyadharini should be propitiated, (Is@na Sivaguru deva paddhati gives the
name of Nirmalyadhdrini as Simhika) with the address :

*“Jayam ca sukhadam @nanda bhogadayini®

Then the area should be cleaned and the punca suddhis (five purificatory rites like
bhuta suddhi, Atma suddhi, dravya suddhi, bimba suddhi and mantra suddhi) performed.
Then the goddess is invoked with the verse

“dyatu Bhagavati Devi, dhvajini hamsa (simha)
Vahini Senavaradhini Durge”

Then the following worships are offered with appropriate mantras, @vahana,
anumati, padya, Gcamanivam pushpa, gandha, dhiipa, dipa, arghya, Gcamaniya, snapana,
Vimrja (drying) Vastra, uttariya, abharana, padya, acamana, pushpa, gandha, anjana,
adarsa, followed by dhipa, dlpa, havis and then bali is to be offered. This process of
daily worship is identical to all the deities, except that the mantras vary according to
the deity for example the text gives the following hymn for Durga.

“Durgam Katyayanim céte

Vaishnavim Vindhyavasinim™

The attendent deities like Ram3, Um#, Nandagopa, Yasoda, Gangi, Yamun4,
Jaya, Vijaya and the lion are to be worshipped. The text also gives a third set of
dvarapalas, whose names are given as Ugrasena and Jayanta. Ugrasena will hold
trident and Jayanta will hold club. They are called Yakshamukyas. Another
important person to be worshipped is Kumbodara, the pot bellied and short, bhiita who
is described as a Durgabhakta (great devotee of Durga).

The text says the Yajamana should perform Santika and Paushtika worships only
and should not permit a@bhicarika worship. But in case the ruler wants the abhicarika
worship for gaining victory, it should be done along with Santika and Paushtika worship,
only.

Festivals to Durgl are to be performed at the end of first installation ceremony,
on the natal star of the ruler, in times auspicious occasions and when faced with great
calamities. Festivals are also parformed on Durga pancamis. The festivals are to be
performed for one, two, three, five, seven and nine days. The festivals are begun with
flag hoisting ceremony. The flag will have the figure of a lion topped by a parasol and
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flanked by chouris. The flag is duly worshipped. The priest will go round the village
and offer bali to the directional deities and with due festivities and hoist the flag.

The festival mahotsava of Durg3 is performed, as for other deities. It is of interest
to not such a detailed description of Durga piija described in a Vaishnava text of the
South. It must be admitted that after 11th century, Vaishnavism took a purely sectarian
garb and slowly jettisioned the rites connected with the Saivite faith. While the
followers of the Vaikhd@nasa school continued to have a tolerent outlook, the Pancaratra
sect followed a millitant path. In many of the temples, following Vaikhanasa tradition,
one could see even today worship offered to Durga; It has gone out of vogue in
temples controlled by Pdncaratra cult. However we must admit even Pancaritra
Agamas do deal with worship of Durga for example Visvaksenasamhita gives the
worship of Durgd with four or eight arms.! Dr. Smith has also drawn our attention
to an image of Arya seated, four armed, holding Sankha, Chakra, bow and abhaya and

by a deer.

Paddhatis on Durga

We will discuss elsewhere, the role of a group of literature called Paddhatis, in
temple rituals. Here we deal with the worship of Durgd as given in one of the
Paddhatis. A long chapter is devoted to the installation and worship of Durga in
Isanasiva Gurudeva paddhati a work by Isana Siva (chapter 55). We will only note the
salient feature, given in this excellant work.

The Durga mantra is said to consist of nine syllables. The Durga Gayatri according
to this text.

“Katyayanyaya Vidhmahe, Kanyakumari dhimabhi,
Tanno durg! pracodayat”,

The following five vedic mantras constitute what is called Durgapancami.

L. JAIGVEGARE. .....oionrenerers

2. Tam agnivarn@m..................
3. Agne tvam.........

4. Visvam............

"These are called mantra adhvas, the mantric path.

Devi is portrayed with four, eight or sixteen arms. She may either be seated on a
ssimhasana or stand on the head of mahisha or she may be shown on a lion. If shown
with four arms, she should hold conch, discus, varada and abhaya. If with eight arms,
she would hold in the left tarjant, bow, shield and conch and in the right trident,
.arrow, sword, and discus. If shown with sixteen arms, she would hold in the left arms
kapala, ankusa, gada, satagni, parasu, bow, shield and conch. The eight arms will bear
sila, pasa, fire, vajra, tomara, arrow, sword and discus. The image must be made to the

.madhyama dasatala measurement.

. Vaishnava Iconography. by H. Danial Smith. Madras-1960. Page 267.
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For installation, a separate pavilion should be erected. Four toranas should be
erected on all the four sides. In the toranas are to be consecrated four Vedas and
Yanjésa, Prabhakara, Mangala and Subhadra. Inside the four roranas, two flags on each
side should be placed. The presiding deities of these flags are Kunda, Kumuda,
Vidyunmala, Bhishana, Kalushi, Ghoshani, Karali and Vikriti. They will have conch and
other emblems drawn on them. In the eight vessels Kali, Karali, Viraja, Mandara,
" Vindhyavasini, Suprabha, Simhavakra, and Daityadamani, each holding a sword and
shield, are to be worshipped. In the central vessel (vardhani) is to be worshipped Siva
as Simhavahini.

The installation rites are similar to other deities. The Kriya Sakti is to be invoked
in the pitha and Jnanasakti in the image. The Acarya should meditate the chinmay?
sakti, in his Kundalini and raise the same through his Brahmanadi (a nerve in the body)
and raise to the padma centre in him, and meditate this as a light of Sakti which he
should transfer to the heart of the image. Then the image should be anointed with
the auspicious waters of the vessels.

Jaya and Vijaya are the Dvarapalikas and Ganga and Yamuna are the dvarasrl.
The following are considered the eight dvarapalikas. Jaya and Vijaya in the east;
Raudri and Bhishani in the South; Sulini and Prabha in the West; and Aparajita and
Jayanti in the north. These are considered Virgins carrying sword and shield.
Lokapalas, Simha (also called Mahasimha) the seven mothers with Vira and Ganesa,
Sasta, Skanda and moon are the Durgaparishadas (attendent deities). Simhika is the
nirmalya dharini (the receiver of mirmalya). At the entrance of the Gopura, on the
innerside are Hradini and Madini and on the outerside Katyayani and Canda.

In the second circle eight Goddesses are propitiated. They are Kali, Karali,
Viraja, Mandara, Vindhyavasini, Suprabha, Simhavaktra and Daityamardini. The
Durgasena consists of eight who are listed as

1. Brahmaghosha 5. Arya

2. Sughosha - 6. Hemavarna
3. Kumari 1. Krittika and
4. Varavarnini 8. Abhayaprada.

In each of the eight directions, eight Kanyakas (total 64) are to be propitiated as
Gananayikas.

EAST : S. EAST :

1. Saumya 1. Mahabala
2. Bhadra 2. Bala

3. Jaya 3. Subala

4. Nanda 4. Bala

5. Kunda 5. Abala

6. Kumuda 6. Bhishana
7. Dyuti 7. Raii

8. Vidyunmala 8. Kalusha.
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SOUTH S. WEST
1. Ghoshani 1. Vikarati
2. Nandani 2. Palini
3. Smrthi 3. St#lakatyayani
4. Yuddhapriya 4. Mahayogesvari
5. Devasiddhaptauji 5. Gauri
6. Vikrti 6. Kanda
7. Kriti 7. Canda
8. Mahasuravimardini 8. Khadgini.
WEST N. WEST
1. Hradini 1. Kshemya
2. Kshemakarika 2. Vedagarbha
3. Arya 3. Ananta
4. Bhadra 4. Sarvanishkala
5. Bhadrakali 5. Santi
6. Varuni 6. Bhairavi
1. Amrta 7. Prana
8. Ambika 8. Cetana.
NORTH N. EAST
1. Riddhi 1. Sruti
2. Lakshmi 2. Smrii
3. Tushti 3. Nui
4. Pushti 4. Bhima
5. Kirti 5. Brahmacarini
6. Dhanesvari 6. Nilambara
7. Arbhuda 7. Stlini
8. Mada 8. Saraswati.

These sixty four attendents are called Gananayikas. It is not known whether these

are modelled out of 64 yoginis.

Sapta Matas

Isana Sivagurudeva Paddhati deals in a separate chapter,! the installation of
Saptamatas. As this is perhaps the only elaborate treatise we shall discuss this at some
length. The text deals with only the seven mothers and has no reference to ashtamatas.
"The Saptamaitas listed are

Brahmi
Mahesvari

Kaumari
Vaishnavi

1. Esanasivaguru Paddati. Chapter 30.
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Vardahi
Indrani
Camundi
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At the beginning is Virabhadra and at the end Ganesvara. Isina Siva states that
he follows Svaccanda Bhairava tantra and Matritantra in writing this chapter. Evidently
the worship of Saptamaitas were brought by the followers of Bhairava and Sakta cult.

The following mantras are given for each Goddess.

Brahmi

Rgyajus S@ma atharva
Kamandalu Kurcadharini namo namah

Mahesvari

Devi, Parasudharini, Svetaripini
Mahe$vari namo namah

Kaumari

Sakti dharini, Mayuravahini
Kukkuta dhvajini kumkuma Varnini
kaumari namo namah

Vaishnavi

Sankha Cakra Dharini Garuda
Vahini Vaishnavt namo namah

Varahi

Hala musala dharini, damshtrini
Sukarmani Simhavahini
Varahi namo namah

Indrani
Vajradharini, Gajavahini, syama
Varnini namo namah

LCamunda

Kapaladharini, Nilambavarnini,
Pretavahini, Humkarini, namo namah

Virabhadra
Virabhadraya, Lakulisvar@ya
Purushaya Rakshasutragnidharine
Dhruvayapataye yogaripava
Vyapine namo namah
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Vighnesvara

Vighnesvaraya ghanadhipataye
Hastivaktraya namo namah

These milamantras basic hymns are used when the seven mothers are grouped together;
when there is only Camunda the following is the mantra.

Aum namo Bhagavati Trinéire
Kali Kalavarnini Ashtabhuja
Sulakapala dharini Preta vahini
Rudhirasneha sampirna vaktre
Camundi namo namah

Swam, Bull, Peacock, Garuda, Lion, Elephant and deadbody are mentioned as
the vehicles of the respective mothers and they are used in their respective flags also.
Dharbha grass, trident, Sakti, discus, plough, vajra and kapala are described as their
respective emblems. The Gayatri for the respective hymns are formed with the
names of vehicles and flags, for example for Brahmi

Hamsa Vahinyai ca Vidhmahe
Kirca hastayai ca Dhimahi
Tanno Brahmi pracodayat.

For Virabhadra the following is the Gayarri

Lakulisvaraya Vidhmahe
Akshamaladharaya dhimahi
Tanno Virabhadrah pracodayat

For Ganapati

Ekadantaya Vidmahe
Hasti vaktraya dhimahi
Tanno Ganapathi pracodayat

It may be seen all these Gayatri’s are specially composed with none of them going
back to remote antiquity as Durga Gayatri etc.

The images of mothers should correspond to the male counterparts. If installed
with the group Camunda will have four arms, holding S%la, Sword and Kapala and
Pdsa. In place of sfila or sword she may hold damaruka as well. If she is represented
alone She is to be shown with eight arms holding kapala, shield, bell and snake in the
left while in the right would hold, Silla, sword, vetala and damaruka. She should be
shown fierce and seated on preta asana. Her locks of hairs flowing like glowing fire.
The right leg placed firmly on the seat and with the left she is shown trampling on
Darukasura. She must be accompanied by Bhita, Prem. Pis@ca, Hakini, Dakini, and
Yoginis and also fighters. She is CAmunda.

The temple must be rectangular in shape and may face either east or north. For
snitallation of Saptamaitas, a special mandapa must be erected and on all the four sides
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toranas should be provided. These toranas are Pramodani, Abhaya, Santi and
Subhada.

Each torana entrance is presided over by Kumbhi, Nikumbhi, Vajrabhishana and
Mangini. The entrances have two vessels each and their names are

1. Dutika 5. Pdsin?

2. Palina 6. Varuni

3. Dandini 7. Sankhini and
4. Bhavahastaka 8. Padmini.

The flags of the respective Saptamaitas and Vira and Ganesa are provided. If CAmunda
is represented alone, the flag will have the figure of a Paisaca drawn out.

Two vessels are to be placed in the middle; one is the main vessel in which
Camundo, seated on Paisdca is to be worshipped. The other vessel is Vardhani, the
weapon seated on lion and in the form of a woman is worshipped. It should have
Tristla, as its head and holding Kapala and sword. Around it are to be made the nine
vessels. The central vessel would be Cimunda and the rest would represent Brahmi
and other beginning from the east. Fire offering to be made in each altar, uttering
the respective mantras.

The eye opening of the image should be performed after taking in procession
around the village for Pratishtha installation the image is brought to the mandapa. A
central spread surrounded by eight spreads are to be prepared and the images placed
on them with Camunda in the centre. If Cimunda is to be installed alone, she should
be placed in the centre on five spreads. To the north of each image a vessel is to be
placed. Inside each, the respective Vahana and weapons made or drawn in gold are to
be placed. Virabhadra’s vessel should be in the west and Ganesa’s in the North east.
The vessel should be covered with a lid after placing Kircas (darbha grass) in them. In
each Kumbha the respective Gayatri is to be invoked and worshipped. Outside the
Vedi (Pedestal) are to be placed the eight attendent ghatas representing Aindri, Agneyi,
Yami, Nairrti, Varuni, Vayavi, Kauberi and I'sani. They are to be meditated with four
arms, holding s@la and pasa in their upper arms and holding the lower arms in
anjalihasta. They are to be accompanied by their respective consorts. Another ghata
is to be placed for the installation of the balipitha. In this is worshipped ugrasena with
a terrific countenance black in colour holding a sword in her right arm and placing her
left on her thigh.

For performing fire offerings the following mantras are prescribed.

Brahmi Brahmaja Jninam . . .
Mahesvari Trayambakam Yajamohe . . .
Kaumari Ayam Kumarat . . .
Vaishnavi Yotteyam . . .

Varahi Idam Vishnu . . .

Indrani Svasti na Indro . . .
Camunda Isatas . . .

Ganapati Gananam tva . . .

The mantra portion for Virabhadra is lost.
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Eight vessels are to placed around C&munda and in each the following are to be
worshipped. Bhavani, Sarvéni, Urga, Pasupati, Sankari, Sasini, Bhima and Rudrani. In
the central altar CiAmunda 1s to be invoked and oblation performed. Like wise in the
respective directions, Tatpurusha, Aghora, Vamadeva and SadyOjata are to be
worshipped. In the fire, a cake made of masha grain is to be offered. This is a substi-
tute for goat’s flesh. (Evidently flesh was offered originally in such sacrifices). The
final @huti is to be performed in agni and bali is to be offered for the bhutas. The bali
consists of cooked rice mixed with seasame jaggery, ghee, and red colour. This is
again a substitute for flesh mamsa. Kshetrapala, Pisacas, Pretas, Rakshasas, Nagas,
Asuras, Yaksha and Gandharvas are offered bali, starting from eastern directions. In
the upper region Bhutas and in the lower region are water deities receiving offerings.

Having performed this offering, seven virgins and one Br@hmana are to be fed
with delicious food. Then Brahmins, lingins and women and other matribhakitas
(devotees of the mothers) are to be fed. That night should be spent in dance, music

etc.

The next day, after doing preliminary worship to the images the dcharya would
place the respective pedestals over the turtle stone Kurmasila, inside the sanctum. If
Camunda is to be installed alone, her pedestal alone is to be placed. In them, five
precious gems, plaques bearing the figures of the respective mounts and weapons made
of gold are to be placed. While placing them, the respective bljas of the mothers are
to be invoked. To the accompaniment of Vedic chanting, music, dance etc., the images
are to be circumambulated and taken inside the sanctum and the images are set in
position with their respective mantras. Brahmi to Cimunda are to be placed in one
line beginning from east. In the east should be Virabhadra and the west Ganapati.

From the respective Kumbhas, the respective bljas are to be transfered to the heart
of the respective images. Then the Acarya performs the psychic transference of Para-
sakti from Miladhara to the image. The process as described is as follows.

The guru should invoke the subtle Pardsakti, who is chinmatra, manifesting in his
Kundalini lotus. She is the creator of Vidyutlekha. The Acirya should raise her
through his nerve centres, to Sahasrapadma, where she would manifest herself as Bindu,
Nada, Kala, Amrta and rasa and transfer her to the heart of the image. In describing
Parasakti thus being transfered, Isana Siva reaches poetic height

qar TE: AT Foefer=ar: gyIaar
a3 arfes gewey fageaamgeTial
ATEATTT @ Ived gRRawy graTRet
TEAIH TAHSYY, FATHA AEAN
favammaT: g aq areear
g9 §9 weqeyi
Araraer< i
g ardmnta 3= g 9%y waq—IL.S.P. Kriya. 59, 85. 89.
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After performing piijas, the attendant deities are to be installed in their respective
directions and from the kumbhas like Aindri etc. consecration is to be performed.

Similarly in the balipitha, ugrasena is to be consecrated.
For the Saptamata temple, eight dvarapalas are listed. They are :

East : Rakshdhana
Vahaghahana
South : Sumukha
Kaladanda
West : Atithi
Mudita
North : Sakala and
Suktikarna.
Each entrance is named as
East : Pramddani
South : Abhaya
West : Santi and
North : Subhakari.
On each side two female deitie are mentioned
East : Karali
Kamuka
South : Subhaga
Dahini
West : Gagana
Hladini
North : Vishpulingi
Viriipakshi.
The names of Matrsenas who reside in the lotus petals are
Sundari Yogini
Sdkhini Amrtapirva
Vishakanthi Ghataki and
Vasundhara Amrtapirva.

These female deities are also called Yoginis.

Nityotsava daily festival is prescribed for Saptaméatas when Bali is offered to the
various deities of Matas. With the bali bera taken out in procession to the accompani-
ment of music, etc. the offerings are made to, dv@aradévatas, Gopura devatas, Balipithas
etc. standing at the Balipitha, the priest should utter ‘Ye the attendants of the Matas,
residing in earth, heaven, and nether worlds, Yoginis, Sakini, Pretas, KatapQtas,
Dakini’s, Pisacas, Pramathas and all others be pleased to manifest here and partake

this offering’
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Baliptthasya puratah mantrena dmantrayet ganam
Yah samastham Jagadvyapya Matriparishadas sthitas
Yoginyas ape ca Sakinyas Prétas Katapttanas
Dakinyas ca Pisa@cas ca

Vétalas Pramathas tatha

Paiale Bhuvi ca akase

Yasca yé va vasante tdh

Te ca suprltamanasa

Pratigrh hantu imam balim.

Going around the Yoginis are to be propitiated in the eastern direction; Sakini in
the South east; Pr&tas in the south, Pltanas in the South West, Dakinis in the west,
Pisicas in the North West, vetilas in the North, and Bhiltas in the North east. Again
coming back to the balipitha; ugrasena should be offered Bali.

Isanaguru discusses special festival to Saptamatas which he calls Mahasanti the
great santi. This is performed to remove disease, drought, epidemics and other
calamities. It can be performed in any month, either in the bright or dark half of the
month. From dvityai to ashtami, seven days are to be chosen for this worship.
Beginning from Tuesday the seven days are also to be chosen and each day is named
after each Mata beginning from Brahmi. The astra (Stla) should be brought to the
mandapa and worshipped. To the accompaniment of music and dance, pishtapasu must
be offered. We are not told what is pishfapasu. Every morning and evening Parasava
(a man of the Parasava family) should sing and dance in front of the astra. In the
middle of each night, maunabali should be offered.

On the sixth night, the great pasu, mahapasu should be brought and worshipped.
If the worship is arranged by Brahmin, the mahapasu would be a stag; if by a king it
would be an elephant; by a vaisya it would be a buffaloe and for others Chagamrga
( ). The festival to begin with the sprouting rite (ankurarpanam) followed by the
hoisting of flag. In the flag is to be drawn the figure of Paisaci if the temple 1s dedi-
cated only to Camunda. But if it is dedicated to Saptamadtas, the mounts of the seven
respective mothers should be drawn around the Paisachi. The Paisachi should be
drawn as a skeletal figure with rounded eyes, protruding teeth, hanging lips, gawing
mouth, long neck and @rdhvakesa. In her two arms she would hold kapdla and
vetdla.

A special mandapa should be erected in front of the temple for bath and other
offerings. To the accompaniment of Sala, bali is to be offered at the approprate
quarters of the village, city or town. The bali consists of cooked rice mixed with red
colour, and sandal. This is a substitute for flesh mamsa. In addition to the offerings
at the directions, bali should be offered in front of all. If these specified animals are
not available buffaloe can be sacrificed by all.

In the afternoon of the seventh day upapasu (a goat) should be tied to the
yupasthambhas. Then the Mah@pasu should be cut and its blood should be offered to
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the mothers. The cooked rice mixed with its blood should be offered in all the
directions.

The text is interesting in many ways. It prescribes stag, buffaloe and even
elephant as sacrificial animal. So far no record has come to light about the sacrifice
of elephant That even Brahmins consented to the sacrifice of stag, shows the impact
- of this méita cult. Even to this day the sacrifice of buffaloe by all sections of the society
is prevalent in remote parts of the villages though it is prohibited under the existing
law. The text is not however clear whether the upapasu, the goat was also to be sacri-
ficed with the main animal. The animal sacrifice is specified for the evening of the
seventh day in the text. But in present practise, most of the buffaloe sacrifices are
performed in midnights.

On the eight day, the worship should be conducted as per SaivAgama. This
consist of Tirthaydtra i.e. taking the deity in procession to the water source and then the
flag is lowered.

One interesting aspect of the Saptaméta cult as mentioned in this text, is that it
is associated with the worship of Cimunda. The text refers to Camunga, in this
context and considers Her as the main deity pradhdna devata. Even when the group of
seven mothers are installed and worshipped the central deity of worship is Camunda.

In the flag, in the Kumbha etc., we find the prominent position given to Camunda. It is
in essence the worship of Camunda.

There is another point of interest that needs attention. Isfinaguru gives the
worship of many deities like Saraswati, Gauri, Sasta, Kshetrapala etc. besides the main
manifestations of Siva. For all these deities, when they are worshipped as pradhdna
devatas, Saptamfitas are mentioned invariably as Parivara devatas.



VI
SILPA TEXTS

The great pioneer T.A. Gopinatha Rao has discussed in detail various representa-
tions of Devi, as given in the Agama and Silpa texts in his “Elements of Hindu
Iconography (Vol. I Pt. II. p. 327-400)”. The veteran scholar J.N. Banerjee has simi-
larly discussed the Devi cult. I have had occasion to peruse a good collection of
manuscripts of Silpa texts with V. Ganapathi Sthapati, the Principal of the Sculpture
Training Centre, Mamallapuram. He comes from a family of traditional Sthapathis and
intends publishing these collections. Some of them have already been published while
others are in manuscript stage. I am therefore not able to give reference to individual
representations. All those listed here are from that collection.

It is difficult to discuss the date of these Silpa texts. Most of them have included
later additions and were mainly used as manuals by the practising sthapatis. So we
have dhyanaslokas of deities which are of recent origin. The silpa texts are sometimes
found belonging to two different sects, as Vaishnava and Saiva. No separate text for
the Sakta cult has survived. Most of the architectural treatises, like Mayamata, include
chapters on iconography in which we get Devi representations. Some of these texts
are of considerable antiquity. The Mayamata is referred to in Sangam works, but as
it has come down to us it seems to preserve the 11th-12th century tradition.

In most of the silpa texts some forms of Devis are included. They generally give
the complexion, colour of the garments, head dress, arms, the main emphasis being on
the hands and the various emblems held in them. We have discussed a few significant
representations of Devi here. It would be seen that we do not have dhyana slokas for
all the early representations as found in early Pallava and Chola period. We have
included some modern illustrations in this study to compare them with the silpa text.

Durga
The Silpa texts speak of nine different manifestations of Durgds as Nava Durga.
The names of these nine Durgis vary according to texts. The main manuscript in the
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Mahabalipuram collections gives the following nine names :

1. Agni Durga. 6. Rudra Durga.
2. Maha Durga. 1. Vana Durga.
3. Jala Durga. 8. Sthula Durga.
4. Brahma Durga. and
5. Vishnu Durga. 9. Stulini Durga.
The Sritatwanidhi gives the following nine names :
1. Sailaputri Durga. 6. Kathyayani Durga.
2. Brahmac@rini Durga. 7. Kalarathri Durga.
3. Candakdnda Durga. 8. Maha Gouri Durga.
4. Skanda Durga. and
5. Kishmanda Durga. 9. Siddidayini Durga.

Another manuscript

(No. 3) gives Brahma Durgd, Vishnu Durgi, Rudra Durga,

Vira Durgd, Mahishasura-mardini Durgd, Jaya Durgé, and Simha Durg3d. The text is

incomplete.

The following are
manuscript.

Agni Durga :
Maha Durga :
Jala Durga :

Brahma Durga :

Vishnu Durga :

Vana Durga :

the descriptions of the nine Durgas according to the main

Devi holds in her right arms chakra, sword, arrow and sila.
The left arms carry conch, shield, bow and kapala. She
stands on the head of a buffaloe.

She resembles lightning in colour, and is seated on lion. Holds
cakra, sword, shield, bow, arrow, pdsa and tarjani mudra in
her arms; has three eyes.

holds conch, sugarcane bow and arrow—three eyed; wears
crescent moon on her kirltamakuta; seated on lion; adored by
Devas and Siddhas.

Yellow in colour, with four heads and four arms; holds
kendi, pataka, varada and akshamala; three eyed Devi.

holds sanka and chakra in the upper arms, abhaya and kati in
the lower arms; white in colour; stands on the head of
Mahisha and is three eyed; Or holds sanka and cakra, bow,
arrow, sila and shield, kapala and tarjani mudra in her arms;
wears kirita makuta and crescent moon on her head.

Black in colour. Wears kundala in ears and crescent moon on
her head; holds sanka, cakra, sword and anukusa in her arms;
seated on a lion.

The preserved manuscript gives the description of dhyana slokas only for the

seven Durgas and for the

rest the manuscript is incomplete,

The manuscript number 3., in the Mahabalipuram collection gives the following
description of the Nava Durgas.
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Brahma Purga - Yellow in colour, two eyed, four arms holding varada, abhaya,
kamandalu and akshamala; is on a padmapltha; wears jatdma-
kuta. The temple for this deity should be circular in form
with bhadras in the centre. The goddess is seated on a
swan.

-Vishnu Durga : Black in colour; two eyed, four armed, ‘holding sankha,, cakra
and abhaya, varada in her arms; seated on a lion, carries a
garuda standard; wears kirlta makuta and also stands on the
head of a bufifaloe.

Rudra Durga : spotless white in colour, wears jara@ makuta and tigers skin,
four arms, holds damaruka, naga, -abhaya and varada in her
arms.

Sri Tatvanidhi gives the following description.

Bailaputri Durga : Wears crescent toon seated on bull, holding s#la.
Brahmacarini Durga : two armed, carries akshamala and kamandalu.

Candakanda Durga : Seated on Garuda, wearing a terrific countenance.

Skanda Durga : Seated on Simhdsana, two arms,-holding lotus- in-both her
arms.

Kiushmanda Durga: . Two arms, carrying pots in-both her arms, one filled with
liquor and the other filled with blood.

Katyayani Durga : Seated on a simha with a sword.

Kalaratri Durga : Wears a terrific couiitenance and is blue lotus in colour.

Mahagouri Durga : Seated on white elephant, wearing white saree¢; she gives
pleasures to Mahadeva.

Siddidayini Durga : Devi adored by Siddhas, Gandarvas and Yakshas.

Another text of Sri Tatvanidhi gives the description of nine Durgas which are
said to be in Skandayadmala text. One of the Durgas is said to have 18 arms. Sheis
said to have sturdy hands, thighs and breasts and is adorned with characteristic orna-
ments. In the left arm she holds siitra, shield, bell, mirror, tarjini, bow, standard,
damaruka and pasa. In the right arm she holds sakti, mudgala, stla, vajra, conch,
lotus, salaka, arrow and cakra.

The other eight Durgas are said to bear 16 arms. They carry th¢ same emblems
except the arrow and the damaruka. The names of these nine Durgas are given as
Rudra, Chanda, Sasi, Saiva, Candi, KrQira, Anucandika, Navami and Ugracapda.

Sri Tatvanidhi gives the description of a Durga whose name is called Ripumérini.
She is red in colour, holding tarjini and sula in her arms. It also gives another Durga
whose name is given as Vindyavasini. She is seated on a golden lotus; three eyed;
ilghtning in complexion. It also states that she is seated by the side of Siva.



SILPA TEXTS.
Kali :

Bhgdra Kali ;.

LY

(1).

(2).

3).

(4).

()

(1),

(2

Seated -on ratngsimhdsana.

Red coloured garments.

4 arms.

Right arms Left arms
Stla : Kapila
Damaruka Pasa.
4 arms.

Right arms Left arms
damaruka pasa

stla kapala
@ arms.

Right arms Left arms
sila , pasa
damaruka kapala
Blue complexion.

Three eyes. .

4 arms.

Right arms Left arms
abhaya pasa

sila kapala
White in complexion,

wears snake and sisu kundalas.
4 arms.

Right arms Left arms
sila naga
damaruka kapala

Black in complexion,
wears red garments.

8 arms.

Right arms . Left arms
sila kapala
vetala agni
sword bone
damaruka shield

Varied complexioa, .
golden coloured garments

face be smeared with flesh and blood.

14 armed.
Right arms Left arms
sila, , sakti
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Mahakali :

()

@

&)

(1)

2)

kunta
cakra
musala
tomara
bell

pasa

order not given.
4 arms.
Right arms
stla

sword

Standing in alidha pose

four lions.
18 arms.
Right arms
akshamala
sula

sword
shield
arrow
bow
sankha
cakra

sruk

Three eyes

snake breast-band.
10 arms.

Right arms

sila

vajra

sword

gada

axe

Black complexion
terrific countenance.
4 arms.
Right arms
katvanga

dundubi
ten faces.

ten legs.
10 arms.

TANTRIC CULT OF SOUTH INDIA

sankha
standard
plough
fire
vajra
shield

Left arms
kapala
shield

Left arms
sruva
kamandalu
danda
sakti

mrga

agni
abhaya
varada
patra

Left arms
sakti
lotus

bone
kapala

Left arms
kapdla
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Kalika :

Kshetramundi :

Kali :

(3

(1)

(2)

Right arms
sword

cakra

mace

bow

arrow

order not given.

Adored by Kshatriyas.
12 arms.

Right arms

sila

vajra

cakra

mace

arrow

axe

Adored by Sudras.
Wears Jatamakuta,
8 arms.

Right arms

sila

damaruka

sword

karavala

8 arms.
Right arms
sula

vajra
sword
nardca

Identical with Tripura.
Three heads.
Jatamakuta

very powerful,

6 arms.

Right arms

stla

damaruvka

sword

She is with dancing Siva.

Left arms
shield
svla
busundi
head
sankha

Left arms
alapallava
sakti

fire

pasa
lotus
kapala

Left arms
kapala
shield
bell

vismaya

Left arms
bow

gada
pasa
kapala

Left arms
kapala
pasa
shield

Sun, moon and fire are her eyes.

8 arms.

137
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Right arms Left arms
parasu snake
fire dvaja
snake pustaka
dolahasta ?

Kali ; A two armed Kali is also described

She would hold Kapala and sula in her arms.
Or She may hold plough and pestle.

Camunda : Black complexion
Three eyes.
Terrific countenance.
Snake breast-band.
Jatamakuta
munda mala
8 arms.
Right arms Left arms
sula pasa
ankusa shield
sword bell
vajra kapila

Carmamunda : Green complexion.
terrific countenance
three eyes.
Jata
garland of skulls.
serpent breast-band
8 arms.
Right arms Left arms
sila bow
cakra pasa
vajra sakti
arrow kapala (main manuscript)

Bhairavi : Adored by Sudras.
Black or green complexion.
Jatamakuta
Bilvamala
breast-band.
16 arms.
Right arms Left arms
sila alapallava
cakra sakti
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Jarjara :

Laghuspdmala :

Rajamatangi :

Indrakshi Devi :

Tulaja Bhavani .

Bhuvanésvari :

Angalamman :

139
vajra bow
pasa lotus
tomara pindipala
ankusa pasa
katvanga vetala
gada kapala
Adorned by Vaisyas.

Black or golden complexion.
Jatamakuta.

terrific countenance

three eyes.

14 arms.

Right arms Left arms
skla Vismaya
vajra sakti
cakra bow
gada pasa
axe naga
arrow kapdla
ndrdca bell

Is the personification of first mensuration and is called
pratama Pushpini; wears red garments bears Vinag in her
arms. Another description says she is four armed with
vina in the two arms and liquor vessel in the left arm.

Seated on ratndsana with one of her leg on a lotus
pedestal; black in colour; listening to the parrot; bears
crescent moon, wears black garments; plays on ving with
her two arms.

Two armed holding Vajra in the right and varada in the

left arm; wears the yellow garment; adorned with
ornaments.

Red in colour with smiling face wearing pearl jewellery
holding amirtha kalasa in one arm and laddle in the
other.

Resembles the rising sun in colour, bears crescent moon;

three eyes, seated on a lotus holds Pasa, ankusa, abhaya
and varada.

Red in colour, two eyed; holding lotus in both her arms
wearing karandamakuda.
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Sivaduti

A nnapiirni :

Kamesi :

Bala :
Mari :
Kamakoti :

Manonmani :

Mahishasuramardini

Cauri :

Saplamatas:

Brahmi:

()
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Holds in her left arms a patra, gada, shield and pasa and
in the right lotus, axe, sword and ankusa.

Sindura in complexion; three eyed, holds pasa, ankusa,
abhaya and varada in her arms.

Holds pasa, sugarcane bow, a patra with liquor, ankusa,
flower arrow and varadamudra; red in colour and three
eyed.

Holds akshamala, pusthaka, abhaya and varada.
Wears Agnikesa, Damaruka, sila, katga, kapala, seated.

Holds padma, akshamala, abhaya and Uroahasta:
karandamakuta or jatdmakuta wears crescent moon. She
is called Sivasakti in manuscript (collection of Vaithya-
nitha Sthapati) or she may be shown with two arms
holding uthpala and kataka or she may hold Padma and
kundika. In this aspect she is called Brahmamsi.

Resembles moon in colour, five faced ten armed, holding
S@la, tanka, padma, abhaya, pasa, varada, ankusa, bell,
padma and fire. A variation of the same deity with four
arms is also shown, in which case she holds lotus, abhaya,
varada and utpala.

Black in colour, eight armed, terrific deity, holds cakra,
Stla, kadga, Padma in right arms; in left arms sankha,
dvaja, shield and patra.

She is represented either seated or standing with either
two or four arms. When endowed with four arms, she
would hold akshamala, ankusa, pasa and matulinga fruit
in her arms. Variations are also noticed Mrga, parasu,
varada and abhaya are prescribed in certain texts, while
yet others prescribe pasa, ankusa, abhaya and varada.
While the later two forms are quite common, images with
matula fruits are rare though akshamala and pasa in the
upper arms are well known.

All most all the silpa texts describe the Saptamitas with
only four arms holding respective emblems. One
manuscript (Mss.13) in Mahabalipuram collection gives
more arms to these goddess. They are as follows.

4 arms.
Right arms Left arms
akshamala kundika

abhaya varada
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Mahesvari:

Kaumari:

(2) 6 arms.

(1)

(2)

Right arms
varada
sruva

Stitra

4 arms.
Right arms
mrga
abhaya

5 faces-10 arms.
Right arms
sword

vajra

sila

parasu

abhaya

(1) 4 arms.

(2) 6 heads-12 arms.

Right arms
Vajra
abhaya

Right arms
varada
sakti
patdka
danda

patra
arrow

Left arms
pustaka
kundika
abhaya

Left arms
parasu
varada

Left arms
varada
pasa

bell

naga
ankusa

Left arms
sakti
varada

Left arms
bow

bell

lotus
cock

axe

abhaya
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Vil
TANTRISM IN MONUMENTAL ART

Though the worship of Sakti as the Primordeal mother is well-known in the
Tamil country from the beginning of the Christian era, no temple assignable to
that era has come down to us so far. However, a small copper figure (mother goddess?)
hardly 3" in length, has been found among a number of grave goods, assignable to
the megalithic period from Adicchanallur in Thirunelveli District. The date of
Adicchanallur urn burrials has not been fixed with any measure of accuracy, but a
period around 8th Century B.C. has been suggested.

Only from about the reign of the Pallavas, monumental art appears in Tamil
land. Till recent times, it was believed that only from the time of Mahendravarman
(600 A.D.) sculptural art was introduced in the Tamil region, but in recent years several
hero-stones dated in the reign of Mahendra’s father Simhavishnu and grandfather
Simhavarman have been brought to notice and showing the figures of warriors who
fought and died in battles or skirmishes. In some cases these memorial stones are found
within the premises of Kali temple but their association is local. However the sculptures
of Durga are found in Cave temples excavated in the reign of Mahendravarman.

In the reign of Mahendra

In Pallava region, we do not come across any monument, which could be firmly
dated earlier than the time of Mahendravarman I. All most all the known monuments
of Mahendra are excavated cave-temples, baring a few pillars found at the Ekamabares-
vara temple of Kanchi, that bear his titles. These pillars are of no use to our study as
they carry no carvings.

Of the cave temples of Mahendra, some are dated with the help of inscriptions
while others are assigned to his period on grounds of style. In the absence of inscrip-
tions the dating of uninscribed caves, has been a matter of controversy among scholars.
It would therefore be appropriate to take first the dated monuments of Mahendra I for
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the present study. The cave temples from the following places Mandagappattu,
Mamandur, Pallavaram, Vallam, Trichirappalli, Siyamangalam and Mahendravadi bear
Mahendra’s inscriptions. In some of these places there are more than one cave, as for
example at Trichy, Mamandur and Vallam. But in all these places we take only the
inscribed caves. The cave temples at Mandagappattu, Mamandur, Pallavaram and
Trichirappalli bearing his inscriptions carry no image of Goddess, in any of her
aspect.

Vallam

At Vallam, the cave I, was excavated by Skandasena, the son of Vasantapriya-
raja, a subordinate of Mahendra. The temple is dedicated to Siva. On either side of
the cave, the facade carries niches; the one on the South carries a fine relief of Ganesa
and the northern one carries a worn out image of Jyeshta. With both legs hanging
down she is shown seated with a slim body. Sri K.R. Srinivasan in his Pallava Cave
temples holds that these are not contemporary with cave temple but are later since
according to him, there could be no image of Ganesa in the time of Mahendra I. We
do not agree with this suggestion. Since the images of Ganesa and Jyeshta are seen
flanking in the inscribed excavated cave, we are justified in taking them as coeval with
the cave. Here then is a temple of the time of Mahendra, having an image of Goddess
Jyeshta, in the north, along with an image of Ganesa in the south. Jyeshta is shown
alone without her son and daughter who are represented in most of the cases.

Siyamangalam

The cave temple at Siyamangalam, called Avanibh&tana Pallav&svaram, is a
Mahendra foundation. Since it bears Mahendra’s inscription, it is a good example of
his period. In one of the Pillars, |is shown Siva as Vrshabhantika. *“Siva is shown
standing four armed, the upper two holding myrga and akshamala, lower right in kati
and lower left resting by the elbow on the intervined face of the bull......... In front of
the bull and to the left of Siva, stands Péarvati, in tribhanga, two armed, the left arm in
kati and the right holding a flower. She wears a jat@makuta like Siva and stands under

a tree.” This is perheps one of the earliest representations of the Goddess now,
surviving.

Thiruchi

Of the other notable temple of Mahendra, Thiruchirappalli, upper rock-cut cave
is the most important. It is called Lalitankura Pallavesvaragrham in inscription after
one of Mahendra’s title. It has a sanctum now empty and an excellent image of
Gangadhara carved on the wall facing the sanctum. In the Gangadhara panel, there is
no image of Parvati, but Mahendra’s inscription in this temple is interesting.

It says that Parvati the daughter of Himavan, remains ever seated by her Lord in
this cave temple caused to be made by Mahendra. This is essentially a poetic expres-
sion—one of the finest expressions to be found in epigraphs. This has however made
scholars to believe that Mahendra installed an image of Parvati along with Siva in this
temple. In the sanctum of this temple are two sockets cut in the floor. Describing
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these sockets Sri K.R. Srinivasan says “Right in the centre of the floor is cut a socket
2 feet square and about 2} feet deep and to the north of it, between it and the wall of
the side is a shallower oblong pit 2 feetx1 feet and about 9 inch deep cut longitudin-
ally. While the central pit could have accommodated the representation of Siva, as
Mahendravarman mentions in his inscriptions, the pit to its north might have contained
a bas-relief of Parvati mentioned in the same inscription. Perhaps she was shown as
facing the central deity as if worshipping it from its north side, which is the
conventional position for a devi or for one performing archana™.

In our opinion this suggestion is untenable. Sri K.R. Srinivasan has come to the
above conclusions for two reasons. 1) that there were no lingas under worship in the
sanctum during the time of Mahendravarman, and 2) the deity installed wasin the form
of a Sakalamirti, anthropomorphic image and not a linga. In this connection there is
a verse in the same inscription of Mahendra, which refers to the main deity as linga.
To justify the stand taken by him, Sri K.R. Srinivasan is at great pains to show that
the word linga in the inscription does not mean linga. We have shown elsewhere that
this stand is untenable. The verse in discussion unquestionably refers to the linga
installed by Mahendra in the temple. A such the central socket in the sanctum was
intended to receive the lower part of the linga.

In many a Pandya rock-cut caves of the region like Pilaiyarpatti and
Thirumeyyam, there are sockets in the sanctum, just underneath the gamukha of the
linga pitha. (It must also be mentioned that in these cases the linga is rock-cut). This
socket was in all probability intended to collect the abhiseka water. As such the second

socket in the Thiruchirappalli cave, was intended to collect the abhisheka water and not
for an image of Goddess Parvati.

Other caves

Before leaving Mahendra’s period, we will discuss three more cave temples. The
~ Ranganétha cave in Singavaram village in South Arcot District is an important cave
temple of the period. It bears no inscription but is assigned to the reign period of
Mahendra I, by Dubriuel and to the reign of Mahamalla or even Paramesvara by
K.R. Srinivasan. This is a cave temple dedicated to Vishnu as Anantasdyi whose
image is carved on the back wall of the sanctum. In the south side of the facade,
is a niche containing a carved sculpture of Durgl. Devi is shown standing
in tribhanga pose, placing her right leg over the Mahisha’s head and the left firmly
planted on the ground. In her four arms, the upper right holds cakra and the left
sankha, while both her lower arms are placed on thigh an unusual representation. To
her right is shown a sturdy, fierce looking devotee, kneeling, holding something in his
right arm while the left is placed on his thigh. Sri K.R. Srinivasan suggests that this
man is piercing his own hand with a dagger and is letting blood out as a form of
blood offering. To the left of Devi is shown another kneeling devotee with his left
over his hip and holding the right arm in the pose of adoration.

The association of Durga with the Vishnu temple is not a surprise. Similar
Durga panels occur at Mamallapuram, in the Var3ha and Adivaridha cave temples.
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Thiruchi Lower Rock-cut Cave

The lower rock-cut cave at Thiruchirappalli, (Pl. 1) is an important temple for the
present study. Considering this as a latter temple, Sri K.R. Srinivasan, has not
described this cave in his work. The sculptures are absolutely Pallava in style and are
to be dated to 7th century A.D. In our opinion it immediately follows the upper rock-

cut cave in the same hill excavated by Mahendra. This must be assigned to the first
half of the 7th century.

This cave has two sanctums one on either side of the side walls. One is dedicated
to Siva and the other to Vishnu. At the back wall facing the entrance are shown a row
of deities, all of them standing identical heights and adored by devotees. The central
image is that of Brahma. With Siva and Vishnu in the sanctum and Brahma occupy-
ing the central part of the hind wall; this constitutes the unit of three Primordeal
deities of the Hindu pantheon. To the right of Brahma are shown Ganesa and
Kartikeya in separate niches, and to the left are shown Sdrya and Durgid also in
separate niches.

All the five deities shown at the back wall of the cave, are flanked by devotees
below and flying figures at the top. Thus this cave temple gives equal importance to
seven deities, Siva, Vishnu, Brahma, Ganesa, Kartikeya, SGrya and Durgd. Each of
these deities, was adored as Primordeal deity by the respective sect of the Hindu

religion. The adorers of these deities constitute the major sects of the Hindu
religion.

There is a tradition which groups the major sects of the Hindu religion as
Shanmatha, the six cults, which includes Saivam, Vaishnavam, Ganapathyam,
Kaumiram, Sauram and Saktam, each claiming their respective deity as the Primordeal
God. The worship of Brahma did not develop as an independent cult. Among the

six cults, the Sakta cult centered around the worship of Durga, as suggested by this
panel.

The cave temple dedicated to Vishnu, and excavated by Mahendra at Mahendra-
vadi, bears no image of Durga. There are a few cave temples, brought under Mahendra
style, by K.R. Srinivasan and others, which we will discuss under Rajasimha in the 8th
century A.D. The most important of such monuments are at Mamallapuram.

MAMALLAPURAM

The most important site for the study of Sakti cult in the Pallava period, is
Mamallapuram. Mamallapuram abound in monumental architecture, cave temples,
monoliths, structural temples and bas reliefs. It is well known that the finest represen-
tation in Indian art of Sakti, as Mahishasuramardini, is found in this site which is often
described as a moving picture in stone. Besides this Mahishasuramardini, Sakti appears
as Durga, and Candika in various forms and also in association with both Siva and
Vishnu.
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Authorship of Mamallapuram

The monuments at Mamallapuram are assigned to a succession of Pallava rulers
beginning from Mahendra I, but mostly to Narasimha I, and a few to Paramesvara I.
But I have assigned all the monuments to Rajasimha, in an article “New light on
Mamallapuram” published in 1962.

The main reasons for assigning them to Rajasimha are:-

1. The greatest event in the life of Mahamalla is the conquest of Vatapi which is not
mentioned in the Mamallapuram inscriptions.

2. The greatest event in the life of Paramesvara is the conquest of Chalukya
Vikramaditya which also is not found in the epigraphs of Mamallapuram.

3. Therefore there is no inscription of Narasimha I or Paramesvara I at
Mamallapuram.

4. The inscriptions at Ganesa ratha, and Dharmardja Mandapa which are repetitions
of Rajasimha’s inscriptions at Saluvankuppam specifically state that the king
caused the temple to be made.

5. The Tittle, Atyantakama appearing in many monuments of Mamallapuram is the
exclusive title of R&jasimha proved by his other inscriptions.

6. The Dharmardja ratha, Dharmar3dja mapdapa, and Ganesa ratha are called
Atyantakama Pallavesvara grhas after the title of Rajasimha, and

7. That Rajasimha has employed varieties of scripts, inscriptions, architecture and
sculpture in his known monuments show that he was a lover of variety, also seen
in the monuments of Mamallapuram.

A few attempts have been made to subject my above views to critical examina-
tion. Though these views are based on what is called architectural or sculptural
evolutions, almost all the scholars now begin to agree that all the inscriptions at
Mamallapuram belong to R#jasimha. They suggest that these monuments were there
early and that Rijasimha misappropriated these monuments to himself, by inscribing
his epigraphs. However my objections to their view is fundamental. These are founda-
tion inscriptions in which the king specifically states that he caused the temples to be
made. If such foundation inscriptions are held as misappropriations, with no evidence
to the existence of the monuments earlier, there will then be no way of dating any
monument in the world. Any inscription can be dubbed as a misappropriation. As
such I feel that no argument has been put forth to disclaim my suggestion on valid
grounds. I therefore discuss all the monuments of Mamallapuram as the creations of

Réjasimbha.

Instead of discussing representations of Saktis under various monuments, it would
be easy to study them under various iconographic aspects. In doing so we hold that
after the period of Mahendra I, the psriod of Rajasimha is the most important stage

in the distribution of Sakti images.
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In Mamallapuram, there are a number of cave temples, dedicated to Siva, Vishnu
and Durga. A few of them are solely dedicated to Durga.

Kotikkal Mandapa

The cave temple at the northern end of the village, now called Kotikkal mandapa
is undoubtedly a monument dedicated to Durga. It is a simple mandapa-type cave
temple with only one row of pillars at the outer end. The sanctum projects into the
mandapa, with a flight of steps. At the beginning of the step is a moon slab. No
carving representing the deity is inside the sanctum, now plain. The sanctum is shown
on a raised adhishtana, which is of the Pratibandha variety. Flanking the sanctum are
shown female guardians, the dvarapalikas, closely resembling the ones in the Draupadi
ratha dedicated to Durga. The dvarapilika to the north of the sanctum, stands in
tribhanga pose, with her legs crossed, holding a long curved sword in her right arm and
resting her left arm on a shield. The dvarapilika to the south of the sanctum, also
shown in fribhanga pose stands with her left arm placed on her hip and the right
holding a lofty bow, planted before her. Besides the Draupadi ratha, the Durga
panel in the Adivardbha cave also carries similar dvarapalikas holding sword and bow.
Though there is no image of the deity inside the sanctum of the Kotikkal mandapa, the
presense of the dvirapalikas unmistakably suggests that this is a cave temple dedicated
to Durga. Further this shows that Mandapa-type temples were also dedicated to Durga.

Regarding the date of this cave temple, Sri K.R. Srinivasan states that the title
Vamankusa, is neither one of the known epithets of Mahendra I, nor of Mmalla. It
appears to be the title of a chieftain, perhaps a subordinate to the Pallavas, who
excavated the cave temple’’. Srinivasan goes a step further and states that the title
appears to be that of one of the Telugu chola kings. I think there is no need to
postulate a Telugu chola origin to this cave. In the Kailasandtha temple of Kanchi,
the title Jnanankusa is found as one among the three hundred titles of Réjasimha. In
the Dharmaraja ratha, the same king had the title ¥a@ma. Since both the names Vima
and anku$a are found among Rajasimha’s titles, this cave was also a foundation of

Rijasimha.

Mahishasura Rock-cut Cave

To the north of the sea-shore temple is this rock-cut cave dedicated to Durga.
On the northern face of this rock is shown a prancing lion, mauling a huge Mahishasura.
Mabhishasura is shown in a helpless condition, caught at the back by the devouring
lion with one of his left arm thrown up in depair and the right holding the heavy club
tucked in his arm pit. The mighty asura with his crest fallen, is screaming with pain,
being unable to bear the onslaught of the lion.

The role played by the Devi’s lion, in the battle between Mahishfisura and Devi
is graphically described in the Devi Mahatmya. The lion, terrifying the battle-field
with its mighty roar wrought havoc in the enemy’s camp.
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In the battle that ensued between Devi and Mahishdsura, the asura began assuming
many forms. He took the form of a lion; when its head was cut he assumed the form
of a man; when the human figure was slain, he took the form of an elephant and draged
the Mahasimha of the Devi with its trunk, shouting the battle cry. When Devi cut the
trunk of the elephant, the asura again assumed the form of Mahisha.
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What we see at the Mahishisura rock is exactly the opposite of this scene, the
Mahisimha (great lion) jumping on the head of asura, drags him with it right paw
clinching his shoulder; the asura with his back turned to the lion, tries to escape from
the clutches of the roaring lion but without success (Pl. 2). This is a finest portrayal
of the fight between the animals, the lion and buffaloe.

The cave proper is on the eastern face of the rock, and consists of a shrine cell,
shown on an adhishtdna of the pratibandha type, consisting of upana, padma jagati,
vrtia kumuda and prati. The cell is flanked by lion-based pilasters. On either side are
shown dvarapalikas. Inside the cell is shown an eight armed Durga. No steps are
shown. The colossal figure of Mahishasura has given the name to this rock-cut cave.

The Tiger-cave at Saluvankuppam

The Yali mandapa, popularly called the Tiger-cave at Saluvankuppam about two
miles north of Mamallapuram must also be considered here. On the north face of the
rock can be seen an attempt to cut a seated lion with a square socket in its abdomen,
resembling the seated lion with Durga in its abdomen in the sea-shore temple. The
yali mandapa may also be considered a dedication to Durga. Fanciful theories are
put-forth 1n recent years regarding this cave. One view holds this as an wtsava
mandapa, where the processional deities were brought and placed on audience when
the king himself witnessed the festival. The utterly unfinished pilaster between the
<lephant, is claimed as Indradhvaja (with no parallel either in the Pallava or post
Pallava sculptures) to justify the claim.

What makes this the most fascinating cave temple of all the Mamallapuram
<aves, is the bewitching row of yali heads, arranged as a circular aureole around the
<ave temple. This arrangement is so unique and charming, that it has a captivating
beauty. The cave in the centre, is plain without any image carved at the back wall.
The entrance of the shrine is adorned with lion-based pilasters, the lions being shown in
rearing position with mounted soldiers. On either side are recesses cut deep without
any sculpture. Steps leading to the cave are flanked by seated lions. The two seated
elephants with howdas on their back and the horse, shown south of the yali mapdapa,
must be considered pure artistic creations, with no functional motives. This group,
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consisting of the yiali mandapa, elephants, horse and the lion are the creations of
Rajasimha.

A small replica of the ydli mandapa is carved on a low-crop, south of the
shore temple. By its side are some other carvings, showing sedent and recumbant lion.
As these are weather-worn it is difficult to describe their cult association. But one

thing is certain these are creations motivated by purely aesthetic appeal rather than
ritual or functional needs.

There is one monument which we have to discuss as a temple solely dedicated
to Durga and that is the monolith called Draupadi ratha. We will discuss this under
temples to Durga. There is another group of monoliths Pidari rathas that need
mention on account of their association with the word Pidari. These are two
unfinished monoliths at the western end of the village. Since these two monoliths
are near a Pidari temple, they came to be called Pidari rathas. Otherwise they have
nothing to suggest that they were dedicated to Pidari. Being left unfinished and
with no sculpture to suggest its dedication, we will not venture to say to which
deity these were intended.

Draupadi Ratha : (Durga Temple)

Among the monuments at Mamallapuram, the so called Draupadi ratha is
the most important with reference to the Sakti cult in Tamilnad. It is perhaps the
earliest surviving temple proto-type, dedicated to Durga.

The name Draupadi ratha i1s a misnomer. Since there are five monoliths here, the
common people called all these monoliths after the name of the Pandava brothers
and the temples came to be called Panca Pandava rathas; normally the names of
Dharma, Bhima, Arjuna, Nakula and Sahadeva should have been associated; however
in view of the fact that inside this sanctum there is an image of Durga, the common
people called this temple Draupadi ratha, after the wife of the Panca Pandavas. In
factitis a pure and simple Durga temple. It is also interesting to note that the
monoliths are clearly modelled out of the already existing structures. Hence the
Draupadi ratha, may be taken to portray really the Durga temples that existed then.
Mention has been made earlier, while discussing Silappadhikarma, that the temple
of a Goddess was refered to as Kuccara Kutisai, a hut of Kurchara. Itis significant
therefore that the Durga temple at Mamallapuram is in the form of a hut. (PI. 3).

The monolith Draupadi ratha, shares a broad and elaborate upapitha with the
adjoining Arjuna ratha (Pl. 4). The adhishtana is of the Padabandha variety consisting
upana, jagati, tripatta kumuda and prati. The prati portion has suffered damage. A
series of slots have been cut to insert stones to finish the prati at a later stage. The wall -
is of simple variety with pilasters at the corners. Over this raises the super structure in
the form of a hut. The corners of the hut are adorned with foliage designs. The stupi
made of stone is now preserved in the ground. Above the entrance is a fine makara
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torana. There are niches flanking the entrance which house Dvarapalikas, Jaya and
Vijaya (Pl. 5). The steps leading to the garbhagrha have a candrasila at the beginning.
On the outer walls of the garbhagrha at the three sides, are niches housing images of
Durga (PL. 9). All the three are unfinished. All the three niches are toped by makara
toranas. Jaya, the Dviarapilika to the north of the entrance, stands with a long
sword in her right arm and a shield also long, rested on the ground, on which she is
resting her left elbow on the shield. She wears an undergarment and also a breast-band.
The sculpture is unfinished. Vijaya, in the southern niche, holds a bow as tall as her
planted on the ground. On both the shoulders at the back are shown r@nas. (She is
also shown with breast-band).

Inside the sanctum is the most powerfully delineated Durga standing on a lotus
(Pl. 6). She stands like a warrior with full of “built-in”” power, four armed. The
prayoga cakra is in the upper right arm but the corresponding left is broken. The lower
right is in abhaya and the left is on the thigh. Her lower left garment, is like that of
warriors with heavy median loops and side tassels extending upto the ground. There is
a broad breast-band. The necklace is interesting with a bell like pendent in the middle.
There is also a mangala sitra with tiger’s nails as mangalya. Heavy patrakundalas adorn
her ears. Jatamakuta characterise her head. The Devi here is not shown as a young
virgin, but as a full blown youth, commanding respect and reverence. By the side of
her feet are shown two warrior devotees one on either side. The warrior to her right
is kneeling before her holding his own head with the left arm and severing the neck
with a sword with a grim determination in fulfilment of his vow (Pl. 7). The head
turned up, with muscles and chin drawn in, depict the quality of the sacrificer.
Nothing will swerve him from this supreme sacrifice. Heis a majestic personality,
who draws our admiration. Seated to her left is another kneeling figure with both
arms folded in anjali, adoring the Devi, who is receiving the supreme sacrifice of the
other. Above the Devi are shown two ganas (Pl. 8) one on each side. They are tough
guys, two of them with moustaches and sturdy swords rested on their shoulders. The
other two are adoring the Devi. In front of the ratha is cut a standing lion, represen-
ting the mount of the Devi.

This temple has certain features that deserve special mention. The Durga inside
the sanctum is standing on a lotus pedestal and not on the head of a buffaloe. This
shows the Devi stands in the sanctum not as the destroyer of Mahisha but as the
Paradevata, the supreme Goddess, standing on the sacred lotus seat, adored by all. It
is of interest to note that in the Silappadhikaram, the Devi as Durga is said to reside in
the heart of Brahma, Vishnu and Siva and their heart is likened to a lotus. She is also
said to remain as an effulgent light in that heart. On the three walls of the garbhagrha,
the same Devi is shown as Durga, with the one at the back (Pl. 9), standing on the
Mahisha’s head. Just as Icca Sakti, Kriy& Sakti and Jnfina Sakti are shown around the
garbhagrha of later Amman shrines so also here Durga images are shown on all the
three sides. So the tradition of placing Sakti images in the garbhagrha niches of the
Amman shrines, could be traced back to 8th century A.D.
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The orientation of the temple to the west need no special attention since it
follows the other three monoliths all of which face west. But it is significant to note
that the Durga temple is in the North in the whole group. Durga is always assigned the
Northern direction and is called Vadavayil Chelvi, the darling of the northern
quarters. It is possible, the northern most monolith has been delibrately chosen for
Durga. Many temples solely dedicated to Durga exist, but none of them have retained
their original structure. At Uttaramerur, the Durga temple, with a Pallava sculpture, is
in its original position in the northern side of the village but its shrine or superstructure
can hardly be considered original. In the absence of any original Durga temple that
could be dated to early mediaeval period, we may hold that the Draupadi ratha is the
only earhiest surviving temple that has preserved to us the early traditions of an
independent Durga temple.

Mention has been made earlier that in Pallava period, Durga cult was a predomi-
nant one. We find her as an independent deity in the Draupadi ratha and also in the
Kotikkal mandapa. She also appears in rock-cut caves dedicated both to Siva and
Vishnu, besides the structural temple at the sea-shore.

Durga in Vishnu Caves

In two Vishpu cave temples, Durgd is shown. They occur in Vardha and
Adivaraha cave temples. Before discussing the detailed discription of the deity, one
significant point needs attention. In both the cave temples she appears in association
with Lakshmi. Both the cave temples face west. In both instances, Durga is present to
the south of the garbhagrha and Lakshmi is to the north. The particular position of
Durga is prescribed in Marici Samhita (Dakshine Srih Vame Harinim ca) (P. 57) and
these seem to conform the above convention.

In the Adivaraha cave, Durga is shown with eight arms and holds cakra, sword,
bell and kapala in the right arms and conch, shield, bow and parrot in the left arms.
Below her left leg is the head of Mahisha while the right is bent and placed on the
ground at the back. Above her right is shown a trident on a long shaft. The Devi
stands in delightful pose with moving limbs and graceful bends of the body. By the
side of her feet, one on either side, are human figures both holding flowers anda doring
the Devi. Above the Devi are shown ganas carrying vessels and chouri. Further a
lion is shown on the right and deer on the left side of the Devi. Jaya and Vijaya are
also shown on either side of Durga. Jaya holds a sword in her right arm and rests her
left on the shield. Vijaya holds the long bow. Both these attendents of the Devi may
be considered the best representations of the theme in Mamallapuram.

In the Varaha mandapa, the main sanctum is empty. But owing to the presence

of Vargha and Trivikrama, the cave has been rightly considered a shrine dedicated to
Vishnu. Recent researches have shown that the Dvarapilas of this cave temple are

Vishnu’s Ayudha purushas. In this Vishnu cave, Durga is shown to the south of the
sanctum, standing not on the head of Mahisha but on a lotus seat. This four armed
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deity holds cakra, sankha, abhaya and kati hastas as in the Draupadi ratha but is some
what less vibrant. The two devotees are shown in this panel as well. The one to her
right is facing the Goddess with his back turned towards the spectator and is severing
his own head. The other fellow is seated in adoration. Above are shown two ganas
on either side flying. Further above are shown a lion to the right and a deer to the
left. The Devi is shown with a parasol above her head. In the Draupadi ratha lion,
deer and the parasol are absent.

In the Varaha and Adivaraha caves, the niche to the north of sanctum carries the
image of Sridevi. She is seated on a high lotus seat and holds lotuses in both her arms.
Above her are shown two elephants, both carrying water vessels, one pouring water
over the head of the Devi. Two female attendents are shown carrying vessels on either
side of the Devi. Both panels are remarkable sculptures, the one at the Adivaraha
cave being the finest representation of Lakshmi in Pallava art.

Durga in Trimurti Cave

Before we takeup the Siva caves, in would be interesting to study the representa-
tion of Durga in the Trimurti Cave. The cave has three sanctums excavated on the
rock face, which are dedicated to Subrahmanya, Siva and Vishnu. To the south of this
group is carved an image of Durgl, standing on the head of a Mahisha with 8 arms.
Cakra, arrow, sword with bell and abhaya are in the right arms. The left arms carry
sankha, bow, shield and katihasta. The Devi wears heavy lower garments and breast-
band. There is a channavira on her body. Above the sculpture is a makaratorana.
We have seen that this cave temple is dedicated to Guha, Siva and Vishnu, with Siva

in the centre and in this temple dedicated to three deities, Durgd is seen occupying a
place.

Durga in Siva Caves

There are a number of Siva caves in Mamallapuram; some of them are inscribed
just as the Dharmarajamandapa, which calls it an Isvaragrha, but only two temples had
sculptured panels of deities and they are the Rdm#nuja mandapa and Mahishasura-
mardini cave. In the Ramanuja mandapa, the sculptures have been chiselled off at a
later date. The back wall of the sanctum shows clear traces of a Somaskanda panel.
On the south wall was a Durga, very much similar to the Adivariha cave and on

the northern wall a Gajalakshmi but both the sculptures have been completely
obliterated.

Mahishasuramardini

The Mahishasuramardini panel, is the greatest product of Indian genius and is a
veritable epic in stone (Pl. 10). It has rightly received the admiration of the world.

The cave temple carrying this master piece, is dedicated to Siva and carries an
image of Somaskanda in the sanctum. There are two side cells one on either side; but
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to whom they were dedicated is not very clear. The cave itself faces east. In the
northern wall, facing south is the famous Mahish@suramardini and on the opposite side
Vishnu is shown as Anantasayi. It has been pointed out by many scholars that the
Association of Mahishasuramardini and Anantasdyi Vishnu recall Devi mahatmya.

The Mahishasuramardini panel is skilfully planed. There are as many as eighteen
figure sculptures in this panel, all of them neatly distributed in space, each falling in its
own position, each vying with each other suggesting the great moment of victory. The
central figure is Devi seated on the prancing lion aiming an arrow. Mounted firmly on
the lion, turns her body and head slightly to give force to the drawn arrow. A long
sword whose power is yet to be commanded is held across passively in the lower right
arm. The war bell that could produce infinite and terrific noice, loud enough to drown
the mighty roar of the monster is in the other arm. The cakra the embodiment of
Vishnu’s power is in the other right arm. As if to suggest that the bow itself is
sufficient to demolish the might of Asura the bow is held firmly in the extended left
arm. The other arms hold sankha, pasa and shield. The presence of shield is so
insignificantly shown that the Devi seems to have no use for it. A parasol held above
the head of the Devi by a female dwarf is in tune with the movement of the scene.
Around the Devi are shown dwarfs forming a mandala. Most of them carry weapons,
sword and shield or bow and arrow; all moving forward to strike. One carries a fly-
whisk and yet another a plate carrying plate full of delicious food for the immanent
victory-feast. There is only one female attendent who is in fore front striking power-
fully. She has already fell an asura lying dead in front of her.

The mighty asura, who caused the universe to tremble and whose power and
valour drove even the very Creator, Indra and other Gods to run hither and thither for
shelter, stands before the Devi, occupying a greater part of the panel by his broad and
tall body. The whole weight of the asura is now thrown on his left leg, the right leg
being dragged in retreat. The powerful gada with which he reigned supreme has now
suddenly become heavy. He can no more whirl it around with his powerful right arm.
Its weight is now supported by the left arm. With his body already beginning to turn
back, he is clearly in retreat, a retreat that is to cause him his final doom. But yet
his demonic nature is latent. He is obstinate, unwilling to yield, turning his grim and
determined face to see whether he could still offer battle. The Asura who can fly, leap
and cause havoc in the field has been pinned to the ground and his fatal fall is only a
matter of moment. His army of soldiers are still in a worse condition. One is seen on
the ground with his body severed, dying in anguish. Another pathetically falling dead
with head and arms drooping down. Another one above the asura is shown as if pray-
ing for his life. To the left of the asura is one falling flat, supporting his weight with
the left arm. The right is pointing to the immanent defeat. His eyes, feeling shy to
face the defeat, leave no doubt about the final outcome. Above him is another soldier
drawing back both his sword and shield is ready to flee turning his back. Further up
is another figure with his face, completely turned back in utter defeat and drops his
shield and sword. In between this group, hiding himself behind the Mahishasura, is a
tiny figure, full of fear, looking up pathetically to his retreating master.
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This panel depicts everything of the Devi group with tremendous striking force
and everything of Asura retreating. Master indeed is the sculptor who conceived
this scene and executed this so thoroughly and suggestively. We are in front of a world
classic.

Nidrarupi

In the south wall of the cave is Vishnu in his cosmic sleep. The Asuras, Madhu
and Kaitabha, are in a defiant mood at the feet of the cosmic sleeper. The conch
represented as a dwarf and the gada represented as a female, are shown flying in the
air. By the side of sleeping Vishnu are shown cakra personified, Markandeya rishi and
Bhidevi all in adoration. Vishnu lying on the Ananta is in supreme sleep which is
depicted so blissfully that this panel is also recognised as one of the masterpieces of
Pallava art. What does this panel seek to portray and what is the central deity ?
According to us this panel also portrays Sakti in one of her subtle form as Nidradevi.
Nidradevi cannot be portrayed physically. She can only be suggested by portraying
some one in deep sleep. In the ‘Devi Bhagavata’, the episode is graphically described.
'Vishnu lies in deep slumber and Brahma praises Nidradevi as Paramaya. It shows
«clearly the supreme nature of Sakti. That is what seems to be suggested here.

It is of interest to mention that almost one hundred years later, this Mahishamar-
dini cave, inspired another artist to excavate a similar cave in Malaiyadipatti in
Pudukkottai district. There are two cave temples one dedicated to Vishnu as
Anantasayin and the other to Siva. In the Siva temple is Mahishamardini resembling
the Mahishamardini of Mamallapuram. The cave was excavated by a Muttaraiya
chieftain under the Pallava ruler Dantivarman. Obviously this chieftain must have
seen the cave at Mamallapuram in the heart of his master’s domain and that he con-
ceived a similar monument. It may also be stated that the depiction of Mahishamardini
at Mamallapuram so graphically, clearly demonstrates, that the Durga concept was the
most popular theme with the Pallavas.

Durga in Shore Temple

In the Sea-shore temple at Mamallapuram, the walls of both the Siva shrines have
undergone restoration and have lost most of their original forms and sculptures. How-
ever the larger Siva temple called Kshatriyasimha Pallavesvaragrham, has retained the
sculptures in their original position. In them we have Durga portrayed in the northern
wall of the ardhamandapa. 1t is very much obliterated but has the same characteristics
-as the one in the Kailasanatha temple of Kanchi.

.Simha Durga

However in this temple there is an interesting rock-cut figure to the south of the
shrines. A seated figure of a lion is carved in situ (Pl. 11). In its belly is cut a square
socket and inside this is shown Durg3 as Mahishisuramardini. Durgd is shown seated
on the head of Mahisha with 8 arms. Arrow, sword, sula and suci are in the right
arms and the left holds bow, sankha, an indistinct emblem, and placed on the knee. On
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either leg of the lion are seated the dvArapalikas. By the side is a deer reclining but
unfortunately its head is broken. So also is the head of the gana standing by the side.
The sculpture is one of pure artistic representation with no religious motif but what
interests us is the theme of Durghl chosen for such a representation. Mention has been
made already, that by the side of the tiger cave at Saluvankuppam an attempt to carve
a similar seated lion with a central socket has been made.

Besides the sea-shore temple there are two structural temples at Mamallapuram.
One is the Olakkannesvara temple on top of the hill and the other Mukundanayanar
temple on way to Saluvankuppam. The later one has no sculptures on the walls. In
the former though there are sculptures on the walls of the main sanctum, the wall of
the ardhamandapa is plain. Besides the above, a fragmentary panel showing Vaishpavi
and Varahi, forming part of Saptaméita group is now preserved in the archaeological
survey office at Mamallapuram. It is not known to which temple this group belongs.
It probably belongs to the sea-shore temple. The panel is of Rajasimha’s period.

Kanchi Temples

Besides the Kailasaniitha temple, a few more Pallava temples at Kanchi, also
deserve attention.

Iravatana Temple

The Iravatina at the entrance to the city is a small structure but it has retained
all its sculptures. The temple faces west. In the Northern wall of the ardhamandapa is
Durga, and on the corresponding southern wall is Lakshmi. The main Devakasshtas
carry Yogesvara in the north, Samhara tindava in the west and Dakshinamurti in the
south. The Durga in the northern wall is six armed, holding sankha, cakra, kataka, bow,
katihasta and on the chest, aiming an arrow. Over her head are shown two umbrellas.
The left leg is placed on the lion and the right is on the ground. She bears ambardtuna.
This temple is assigned to the reign of Rajasimha.

Matangesvara

Of the two later Pallava temples assigned to the reign of Nandivarman Pallava-
malla, the Matangesvara and Muktesvara deserve mention as they are on an elaborate
plan. The Matangesvara some what unfinished, faces west. A part of the eastern wall
and the entire southern wallare not sculpted. In the northern wall of the ardhamandapa
is Durga, standing with four arms holding cakra, sankha, abhaya and katihasta.
Neither the Mahisha nor the lion is shown at the feet. A parasol is over the head of the
Devi. The Devi is flanked on either side by her female attendents. The one to her right
holds the sword and shield and to the left a bow. At the south eastern wall of the
temple is again shown Durga, four armed with sankha, cakra, kataka and katihasta. The
presence of Durga at the back wall is interesting. Besides these two figures, Camunda
is shown dancing with dancing Siva. The sculpture is in the inner face of the mukhaman--
dapa wall. Siva dances the urdhva tdndava with ten arms and Camunpda dances by his.
side with six arms. She wears Jatabhdra; in her arms are seen damaruka in one and fire
in another.
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Muktesvara Temple

In the northern wall of the mukhamandapa is Durga with four arms; sankha,
cakra, abhaya and katihasta are in the arms. No Mahisha’s head is shown. The two
attendents holding sword and shield are on either side.

Durga in Devakoshta of Pallava Temples

The above study of Pallava temples shows clearly that in the northern wall of the
ardhamandapa of the Siva temples, Durg8 was invariably positioned (wherever sculptural
representations are seen). Secondly in none of these instances She is shown standing on
the head of Mahisha, which is so common in later times. She is shown with four, six or
more arms and sometimes flanked by female attendents wielding sword and bow. In
none of these instances the human warriors severing their head or offering flowers, as
found in later temples are noticed in the Durga panels of the ardhamandapa.

Panamalai

Before we close the study of Durga in Pallava temples of 8th century, one image
in the Panamalai village deserves special mention. There is a hill in the village on top of
which is a structural Pallava temple of Rajasimha. The temple has no sculptures on the
wall except the Somaskanda inside the sanctum. There are three side shrines, projecting
from the garbhagrha on the three sides. In one of the shrines is an excellant painting of
Siva performing Samhara tandava. By the side is shown Parvati, resting in a delightful
pose witnessing the dance, as Mahatandava Sakshini (Pl. 12). The temple bears
inscription of Rajasimha on the base.

But what is more significant for our study, is a natural cave at the foot of the hill
overlooking the lake. The cave is a natural formation not very deep but narrow. At the
end of this cave is installed a delightful Durga. She stands with her left leg planted on
the back of the lion and the right placed on the ground. She is eight armed holding
cakra, sword, a five hooded cobra and katihasta in the right arms. In the left arms are
bow, conch, suci and placed on the thigh. The strong and study lion faces the front
with the right leg lifted up. The secluded surroundings, the cave and the majesty of the
sculpture instils inspiration and reverence in the spectator. On the side face of the rock
is an oft repeated verse of Rajasimha, which shows that Rijasimha was personally
responsible for the selection of the site and theme.

Candi

We have mentioned that in the Pallava sculptures at Kanci and Mamallapuram,
Durga as Mahishamardini is the dominating theme. However at Mamallapuram occurs
what may be considered the most striking example of Candi (Pl. 13). It is found in the
North eastern part of the village amidst a group of Saptamé#tas. The figure of Candi is
placed in the centre and the rest are on either side. The Candi which is 4% feet high and
taller than other sculptures alone is an 8th century Pallava sculpture while the rest are
late figures probably belonging to 15th century A.D. The Candi originally should have
been an independent deity, not belonging to a Saptamata group. The Devi is seated in
a dignified pose, with both her arms pressing her thigh, characteristing her vibrant
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power. The right arm holds firmly a sharpedged dagger, which could tear open the heart
of any asuric devil. In the left arm she holds an asura looking like a child. His whole
figure from shoulder to his knees is squeezed within the palm of the Devi, his head,
hands and legs drooping dead like tiny twigs. The Devi has been able to catch hold of
this invincible asura effortlessly. The asura appearing as a little child in her arm,
magnifies the might and tremendous personality of the Goddess. There is no other
sculpture in the whole of South India which could surpas this finest representation in its
of expressives power. True to her nature, her hairs fall on the shoulders as jatabhara.
On the head is a skull. In her right ear Candi wears a sisu and the left a patrakundala.
A string of skulls is worn around her body as Yagnopavita. A breast band is present. A
tiger’s claw is worn as 1@/i. In the upper arms the right holds a bell but the left is broken. In
the pedestal no figures are shown. That the meare look of the Devi is capable of reducing
the entire universe to a waste land is suggested by her round ball like projecting eyes.
And yet that she is a benign mother, with full of compassion and is prepared to take
under her loving protection the needy souls is brought out vividly by her broad smile
which is at the same time remenicent of the great laughter canda attahasa, so often
referred to in literature. This Devi is a true representation of conception of Candi as it
existed in the time of Pallava R3jasimha. We do not know whether the present location
of the sculpture is its original position.

THE KAILASANATHA TEMPLE OF KANCHI

The Temple

For the study of Sakti cult in the art history of the Tamil country the Kaila-
sanidtha temple of Kanchi is an important land mark, not only because it is dated
precisely with the help of inscription, but also because of immense variety in the
portrayal of Sakti images. The temple was built by the Pallava ruler R3jasimha in the
beginning of the 8th century A.D. It consists of a main vim@na, preceded by a mandapa
(this mandapa was connected to the main vimana by an additional structure in later
times), and a cloistered enclosure. This cloister has a row of miniature cells running all
around. These cells and the prakara wall carry sculptures of various deities which
consist of the benign and terrific aspects of Siva, Sakti and Vishnu, the full compliment
of Parivara devatas, the Dikpdlas, and the Vastupada devatas.

At the entrance to this enclosure is another but smaller temple erected by
Mahendra, the son of Rajasimha. This also is a Siva temple, provided with a small
enclosure, portraying Parivara devatas on its wall. At the outer side, are smaller Siva
temples, built as dedicatory temples by the queens of Rijasimha. The entire wall
surfaces of the main temple and the smaller temples are studded with sculptures of
deities. Rajasimha, justifiably claims in his inscription here, that this temple was built
with sculptural wealth, befitting his fame.
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Saile Kailasalllam apaharati grhe Rajasimhésvarakhye

For an intelligent observer these sculptures will not only reveal the mythology
they seek to portray with consumate artistic display, but also the codified architectural
and religious principles that guided their distribution. I have shown elsewhere that this
temple is built on the Vastupurusha mandala, the Padavinyasa being probably on the
Mandiukapada variety. In the lay out of temples, the Vimanas are said to represent the
Purusha tattva (male principle) and the mandapa in front the female principle (Sakti
tattva). In this temple these are fully realised as will be shown in the sequense. Sakti
appears in this temple in her various manifestations inside the sanctum, on the walls of
sanctum and mandapa, in the miniature cells of the prakara and also on the prakara
walls, besides the smaller temples in the front.

Somaskanda

While discussing the image of Somaskanda (Pl. 14) we have seen that Sakti is
portrayed with Siva and her child Guha inside the sanctum. Thus she shares with her

consort Siva, the main ritualistic sanctity.

Uma Portrayed on the Prakara Wall

In the main prakara wall of the temple, the Pada devatas and Parivd@ra devatas are
shown. But what is striking is the repeated representations of Uma on the wall besides
the Pada devatas and Parivara devatas. On the prakara wall of the main shrine alone She
is portrayed 18 times. This number 18 should have some significance for all the other
portrayals conform to the architectural numberings. We are unable to say what this 18
means in Sdkta cult; the numbers 9 and 16 play a prominent role as Navakshari or
Shodasakhasar!. While discussing the Tamil text Thirumandiram, a certain cakra, Eroli
cakra was discussed. It sanctifies the number 18 consisting of 16 letters from a to ah
and the two letters ha and ksha, which are said to reside in Visuddhi and Ajna cakras.
It would be too much to suggest that the repetition of Devi 18 times on the walls has
anything to do with this cakra, but what could be suggested is the sacredness given to
the number 18.

Kanya

In all these representations, the Devi is shown as a young maiden, (Kanya) seated
on the peak of a mountain under a devine tree. The representation is clearly suggestive
of the peak of Meru mountain and the Kadamba tree.

Sumeru Madhya Sringastha

In the Lalita Sahasranama, the Devi is said to reside on the peak of Sumeru
mountain, Sumerumadhya sringastha. The Syamala dandaka, another excellant poem on
Devi, extols the Devi seated amidst the Kadamba trees in the middle of the Vilva
forest. That the Devi is seated under the wish fulfilling Kalpa tree (Kalpa druma) is an
oft repeated concept.

Vilvatavi madhya Kalpa druma kalpa Kadamba Kantara Vasapriva.
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Vina Vadini

In two instances, the Devi is shown playing on musical instrument, a Yal in one
instance and Fina (Pl. 15) in another instance. The association of the Devi with music
is also a well known concept. She is extolled in Lalita Sahasrandma as Nadaripa, the
very embodiment of sound. The Syamala dandaka praises her love of music and says
that she is playing Vina made of gems Manikka Vinam Upalalayantim. In the hymn
Navaratnamalika the Devi is said to rest the Vina on her left breast while playing it.

Vama kuca nihita vindm.

She is said to be deeply engrossed in the sweet music of Vina.

Vina vadana vela Kampita Sirasam; also
Vina rasdsvada navanavollasam.

The Devi’s hand holding the Vina is said to be resplendent.
Vinasankranta kantahastantam.

Adored by Devas, Rishis and Ganas

Another interesting aspect noticed in this group of Devi sculptures, is the presence
of sages either seated or standing adoring the Devi. In a number of instances a bearded
sage is shown seated in Yoga pose with a Yoga patta going around his knees. He is
holding his hands in anjali pose. In other instances the sage is shown standing with a
flower in his arm adoring the Devi (Pl. 16). In a few instances nobles with crowns are
shown seated below her adoring the Devi and they are clearly the Devas. The Devi is
often flanked by female figures wielding fly whisks. In some cases we get dwarfish ganas
blowing what looks like conch. Such representation show, that the Devi is adored by
the Devas, rishis and ganas. In the Lalita Sahasranama, the Devi is adored as the
Supreme soul, by the Devas, the sages and the ganas, Deva rishi gana sanghata stiya-
mandtma Vaibhava, which is truly portrayed in these figures. She is also praised as a
Swan, residing in the heart of the sages.

Muni ma@nasa hamsika.

Matangi

In as many as ten instances, elephants are portrayed under the seat of the Goddess
which suggests the popularity of the association of elephant with Devi. The Goddess
is often called Matangi, the term being explained as the daughter of the sage Matanga.
Matangi also means the daughter of an elephant, or Kirdti. The representation of
elephants below the seat suggest the Matangi aspect of Devi.

Lilasukapriya

The Devi as shown in this series has another significant aspect. She is shown
playing with parrots. About nine sculptures portray parrots by the side of Devi; in
some cases, the Devi is shown caressing them fondly. The Syamala dandaka refers to
this aspect of the Goddess repeatedly as tam sukam kimsukam lalayantim Parikridase.
She is said to be fond of playing with parrots Lila suka priye. In two instances
peacocks are shown in place of parrots.
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Vanavasini

That she is a forest dweller is a welknown concept. This is emphasised by the
portrayal of lion, deer or buffaloes besides elephants in the Devi sculptures of Kanchi.

Distribution Pattern

Besides the figure of Parvati shown on the Prakara walls, the Devi 1s shown 1n
different forms among which the Durga aspect is the predominating theme. The
pattern of distribution suggests a certain set principles. We will discuss the pattern of
distribution in this temple as it is important to understand the distribution of Sakti
icons in the later temples.

The smaller temple called the Mahendravarmesvaragrha, has an enclosure wall of
its own. It carries a row of sculptures on the walls facing the inner courtyard. In the
front side facing north is shown Durga and facing it on the opposite side is Lakshmi.
At the entrance to the bigger courtyard of the main shrine is Durga on the southern
side and Lakshmi in the north. This shows Durga and Lakshmi were positioned at the
entrance to the prakaras of Siva temples. We have no extent prakira, later to these,
till we come to the end of 9th century A.D. The temple at Perunpaluvur (Kilaiyur)
built in the reign of Adityachola, by the Paluvettaraiyar chieftain, has retained its
prdkara walls and some of the parivara shrines. There are a few other chola examples
as well. In these places we do not get the representations of Durga and Lakshmi at the
entrance. The great temple of Tanjore, built by Rajaraja I, in 11th century A.D., has
retained the biggest prakdra in its original condition. So also the Siva temple at
Gangaikonda Cholapuram. These also do not portray Durga or Lakshmi. However the
gopuras erected from the middle chola period at Chidambaram and other places, carry
Durga images at the entrance, and facing it are Bhairava images. In later gopuras this
practise has been given up.

The cloister cells in the bigger courtyard of the R&jasimhesvara temple, carry the
Parivlra devata besides the various aspects of Siva and Vishnu. Beginning from the south-
eastern corner, the following images are shown. Ganesa, Durga (Pl. 17), Subrahmanya,
Parvati and forms of Vishnu and Siva. In line with the central s@tra of the garbhagrha,
is the ParivAra shrine dedicated to Brahma in the south and on the corresponding
northern side is the Parivara shrine dedicated to Vishnu. To the east of Brahma shrine
is Jyesh{a on the prakira wall and to the west is Durga. In the next bay is Saptamdita
and in next Candika. In the northern prakara, the side wall of the Vishnu shrine
carries an image of Sarasvati. These are the feminine images distributed on the
prakira wall and its cells. In the main prisida, Lakshmi and Sarasvati are shown on
the southern wall of the ardhamandapa. In the northern wall of the ardhamandapa are
shown Durga in the central niche flanked by Jyeshta on the east and Yogesvari on the

west. In all the later temples the northern niche of the ardhamandapa carries Durga
images as in this temple.

In the northern wall of the Garbhagrha portion is an interesting group of
sculptures. The central panel depicts Siva as Tripurdntaka. In front of him is shown
Durga as Simhavahini, shown in fighting pose holding the bow in position and drawing
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an arrow; the lion is in prancing stance. It is interesting to mention that in the great
temple of Tanjore, inside the sandhara passage, are excellant paintings of the chola
period. In the northern wall, is depicted what may be called the most excellant painting
of Tripurintaka ever depicted in Indian art. The point worthy of note is that the
representation of Tripurdntaka is also in the northern wall as in the Kailasanatha
temple of Kanchi. In the painting, Durga is also shown as Simhavahini, attacking the
asuras.

In the Kailasanatha temple to the east of Tripurantaka is shown Tripura Bhairavi
seated. The Tanjore painting also portrays Bhairavi as Kali in the Tripurdataka
scene. The presense of Tripurintaka, Tripura Durga and Tripura Bhairavi in the
northern wall of the garbhagrha in both the temples could not be accidental but point
to certain conventions.

In the front mandapa of the Kailasanatha temple of Kanchi, are shown Devi
images at the four corners. Lakshmi and Sarasvati are shown in the Southern side and
Durga and Jyeshtd are shown in the northern side. We have seen similar representa-
tions in the Vimana portion as well. In the Piravatana temple of Kanchi, assigned to
Rajasimha’s period, Lakshmi is shown in the southern side of the ardhamandapa and
Durga in the northern wall of the ardhamandapa. In the great temple, of Tanjore
and Gangaikonda Cholapuram, Lakshmi is shown in the south side of the Mahamandapa
and Sarasvati in the northern side. Durga is shown in the North, facing northern
direction. It is therefore evident that the images of Durga, Lakshmi, Sarasvati and
Jyeshta in the Mahamandapa of the Kailasanatha temple conforms to ritual needs.

It may be mentioned that the mandapa itself is considered a Sakti, Mandaparup:m
Aghorasambhup’s paddhati, prescribes the worship of Mandaparfipi devata as

dvarasya sammukhim syamam
Pushpa ratnaugha varshinim
dhyatva avahya yayet vidvan
Smaret Mandapargpinim.

(P. 217)

Among the Pariviradevatas of the Siva temples, eight of them constitute the
Parivara mandala. An inscription dated in the 28th year of Parantaka chola, (935A.D.)
refers to the establishment of ashtaparivara temple in Thiruverumbur, which proves
that in the 10th century, the main parivaras to the Siva temple were considered eight
in number. The Agamas do prescribe the same. In most of the Agamas the following
eight deities are prescribed as the Parivara devatas.

1. Vrshabha. 5. Subrahmanya.
2. Durga. 6. Jyeshta.
3. Saptamata. 7. Vishnu, and

4. Ganesa. 8. Sdrya.
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Agastya, Brahma and Candesa are also included in place of others in some instances.
A distribution list of the Parivara deities in select 8gamas is as follows :

Rauravagama Karana Dipta Yogaja Vira.
East. Vrsha Vrsha Vrsha Vrsha Vrsha.
S. East Brahma Agastya Simhava- Durga Durga.
hini.
South Saptamatas Katyayani Matas Matas Matas.
S. West Ganesa Ganesa Ganesa Ganesa Ganesa.
West Kumara Kumira Kuméira Kumaira Kumara.
N. West Jyeshta Shanmukha Jyeshta Jyeshta Jyeshta.
North Kushiki or Vishnu Vishnu Vishnu Vishnu.
Vishnu
N. East. Shrya Sarya Sirya Candesa Sdrya.

It may be seen from the list, that Durga appears as the Parivdra devata and is assigned
the south eastern direction. In the Kailasanatha temple, Durga is seen in the South
eastern direction. In the Rauravagama, Durga as Kausiki is assigned the northern
direction, while the Kiranigama assigns the Southern direction wherein she is called
Katylyani. In the southern direction of the Kailasanatha temple is shown Durga on the
wall, in a rare representation. This probably may be taken as Mahishasuramardini. In
most of the texts, the Saptamatas are assigned the southern direction. In the Kailasaniitha
temple, the Saptamatas are found in the southern direction. In the chola temples which
have preserved the parivara shrines, Saptamatas are seen in the southern direction as at
Perumpaluvur (Kilaiyur) and Melappaluvur. In other temples, though the original
parivara shrines have disappeared the Saptamailas may be seen still, south of the
garbhagrha.

Most of the texts examined, assign north-western direction to Jyeshti. In the
Kailasanatha temple though Jyeshta is seen in the northern direction on the Vimana and
on the Mahimandapa, occupying the north western direction, Jyeshtd appears in the
parivdra group in the south.

Having discussed the distribution of Devi images in the Kailasanatha temple
Kanchi, in relation to agamic texts and later temples, the individual deities in the
Kailasanatha temple may now be considered in detail.

Durga

The greatest number of variety in which Durga is shown can be seen only
in-this temple. She is shown with 4, 8, 10 or 16 arms, and is shown seated either on a
simhasana, or a lion; in some instances she is seen with her right leg planted on the
ground and the left placed elegantly on the lion standing by. She is shown fighting
vigourously being seated on a prancing lion in one. Yet in an another is shown
majestically seated on a lion. Characteristic of Pallava genious, the artist has been able
to portray Durga in various forms, which shows the mythology relating to the
manifestation of Durga was fully developed by the 8th century A.D.
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Katyayani

At the entrance to the main prikara, on the southern side is this most delightful
Devi seated on a lion with sixteen arms. The distribution of 16 arms of this seated
figure on the lion, is so tasteful and at the same time done with such consumate skill,
it is an essay in marshalling space and volume. Nothing disturbs the elegance, every-
thing falling in their respective positions, hightening the grandeur of the Devi. The soft,
broad and at the sametime strong back of the lion acts as the seat on which the Devi
is seated in an absolutely relaxed pose, the left leg hanging down and the right bent and
based on the other thigh. That she is a royal personage (Rajardjesvari) is suggested by
the parasol above her head. The following are the emblems seen on the arms. The upper
right arm is drawing an arrow from the quiver. The second is held in katakamudra, but
gently playing with kandukas (balls). The third arm is holding a circular discuss with
four spokes. The fourth arm holds the prayoga cakra. The fifth arm holds the long
handled parasu pointing down. The sixth placed on the thigh holds a five hooded cobra
coiling around. One arm is shown hanging and the main right arm is aiming an arrow.
In the left arms are seen the following emblems; the upper left has sllla, and the others
horn (?), sankha, vismaya, kataka, pdsa, and a long bow. The lower left is on the thigh.
The bow held vertically and the casual manner the arrow is discharged is suggestive of
the ability of the Devi to destroy the most powerful asuras with effortless ease. The lion
mount of the Devi, turned to the front with its front paw raised is another remarkable
portrayal. Traces of paintings are noticed on the sculpture.

Durga

In the south eastern corner of the big prikara, the cloistered cell next to
Ganapati, carry a fine example of Durga (Pl. 17). The Devi is standing with her right
leg on the ground and the left placed on the lion. The image is 8 armed. The upper
right arm is drawing the arrow. A sword is held in the second right; the third is
placed on thigh while the fourth is in prayoga mudra, as it aims an arrow. The upper
left is holding a long bow, planted on the ground. The second left holds a shield; the
third is in suci, while the fourth is on the thigh; a parrot is seen on this arm. The
prayoga cakra and conch are shown separately to the right and left respectively. Two
umbrellas are shown above. The lion is also interesting.

Mahishasuradamani

To the west of the Brahma shrine in the bigger prakara, between the cells 20 and
21, is shown another Devi as Mahishasura damani. The figure is heavily plastered but
its general characters are preserved. She is seated on a pedestal, the right rested on the
pedestal. The hanging left leg is placed on the head of a Mahisha, which itself is shown
on a pedestal (P1. 18). On either side of this head are two warrior devotees both of them
in adoration. The goddess has eight arms, holding cakra, sula, kataka (on the abhaya
form of the Pallava period) and sword in the right arms and bow, conch, parasu and
snake in the left arms. The sword is held across in prayoga pose.
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Central Durga

What may be called the central Durga (because Durga images are found in all the
later temples in the same position) is found on the northern wall of the ardhamandapa
(antarala 7) of the main prasada. Incidentally it is the biggest image of Durga in the
temple. The Devi is ten armed, standing with the right leg on the ground and the left
placed on the lion (Pl. 19). The upper right arm is drawing an arrow; the other right
arms hold prayoga cakra, a sword, aiming an arrow, and the lower right placed on the
thigh. In the left arms are bow, shield, snake, sWcihasta and Gruhasta. A big sula is
shown to her right and a parasu to the left. The edge of the sword is like a saw.
Above the head of the Devi is a big parasol.

Yogesvari

To the west of the above Devi is this Goddess seated on a high pedestal. The
right leg is rested on the pedestal while the left is placed on footrest. The Devi is four
armed but carries no emblem in the upper arms (Pl. 19). The lower right arm is in
vyakhyadna pose while the left is in dhyana mudra. Evidently the yoga and Jn&na aspects
usually associated with Devi. Lalita Tripurasundari is praised as Maha@yogesvari in
Lalita Sahasranama. She is also called Chinmayl. This is certainly a rare representation
of Devi as the teacher of supreme yoga and knowledge. Thus this would provide the
latest archaeological limit to which the concept of Devi as Yogesvari and Jndnadhatri
could be assigned. On either side of the Devi are shown her mounts lion and deer.

Durga (in the Mahamandapa)

In the front mahimandapa, Durga is shown in the north eastern direction. The
Devi is standing with the right leg on the ground and the left placed on the lion. She is
sixteen armed. The following poses or emblems are seen in arms; in the right arms,
kataka, drawing the arrow, circular disc, prayoga cakra, long sword, snake, Gruhasta
and aiming the arrow; in the left arms are vismaya, bow, bell, shield, parasu, parrot, sici
and touching the bow. Above the bell is shown a conch.

Tripura .

As mentioned earlier, Tripurantaka, Tripurd and Tripurabhairavi are shown in the
north western wall of the maha prdsada. As the Devi is shown in action along with
Tripurantaka Siva, we identify her with Tripurd (Pl. 20). Devi in this aspect is
shown riding a prancing lion. She is four armed. Bhairavi aspect is shown by the
jarabhara, It is interesting to note that inspite of being a terrific deity, Bhairavi is
shown here in dhyana mudra. 1t is well known that in Sakta cult, Bhairavi is adored as
Yogesvari. Such a cult was well established before 8th century A.D. and was well known
to the Tamil people is seen by this representation. It may not be out of place to
mention that by the side of this Bhairavi is a standing Bhairava four armed holding
tadana hasta and suci hasta with a knife in the right arms. The upper left arm is in a
peculiar mudra, the upper two fingers are extended (Pl. 21). In the lower arm there is
a Kamandalu, the upper right arm is drawing the arrow and the lower right is wielding
a sword. The upper left holds vismaya hasta and the lower left holds a bow.
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Tripura Bhairavi

Bhairavi images are portrayed twice in this temple once as Tripura Bhairavi and
secondly as Candi-Bhairavi. To the east of the above Tripurantaka and Tripura images
(P1. 20)'is shown the seated image of Tripura Bhairavi. She is four armed holding a
snake and a long trisula in the right arms. The upper left arm is in suci basta and
above that is shown a kapdla. The lower left is dhydna pose. A parasu with a long
handle is rested on her left shoulder. The Devi is seated on a pedestal and her hanging
left leg is rested on a footrest.

Canda Bhairavi

Between the cloistered cell 22nd and 23rd, Bhairavi is shown as Candi in the
southern side of the prakara wall. The Devi, seated is 8 armed. She holds a tris@la
in prayoga form, in the upper right arm resting, the points on the ground. In the lower
left arm are bell, snake and kataka mudra. In the left are vismaya mudra, parasu
pointing down, an indistinct emblem, and the lower left in dhyana pose. Above the
right arms, is shown a kapala. The Devi wears jatabhara.

It is of interest to mention by the side of this Candi is positioned the saptamata
group. In later periods also Saptamitas appear along with Candi as in Triruvakkarai

temple.
Saptamatas

Saptamdtas occurs only once in the Kailasanatha group and that in the southern
direction. They are found between the cells 21 and 22 (Pl 22). Ganapati and Virabhadra
are shown at the head facing west and the rest of the group i.e. all the matas are shown
facing north, towards the main sanctum. Ganapati, a Valampuri image, is four armed.
Virabhadra, wearing yogapatta is two armed, holding sword in the left arm and
abhaya in the right. Heis shown with jafabhara. All the seven mothers are shown
seated on a common seat. Except Indrani, the rest of the mothers are four armed.
Some of them have one of their arms in dhyana pose, while the others are in various
poses holding emblems. All of them are provided with a parasol, one each above
their head. Brahmi holds akshamila and kamandalu; Mahesvari sila and pdsa, The
emblems of Kaumari are not clear; Vaishnavi holds cakra and sankha which are
shown separately above., The emblems of Varahi are not clear. Indrani holds vajra in
her left arm. Camunda wields dagger, s@la, kapala and sici. The sula has a very
long shaft.

Jyeshta

Jyeshta occurs three times in the big temple, once on the southern wall of prakara
to the east of Brahma shrine, where she is shown pot bellyed and with two arms.
Secondly she is shown in the north wall of the ardhamandapa to the east of Durga
(Pl. 23) where also she is shown seated on a pedestal, with two arms. No emblems are
noticed in the arms. Behind her are shown the bovine headed son wielding a club and
her daughter, one on either side.
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The third and somewhat more elaborate figure occurs on the north western part
of the Mah@mandapa. She is two armed and seated to her left is her daughter and to
the right are two males but not the bovine headed figure; on either side are shown her
standards, the crow flag and the broom-stick.

Lakshmi

Lakshmi occurs thrice in the temple once at the northern entrance, secondly at the
southern side of the Mahamandapa and thirdly at the South wall of the Antarala part
of the Mahaprasada. In all the instances she is shown facing South. She is seated on a
lotus seat, two armed holding lotuses in both the arms. Above her are elephants with
vessels. The one on the northern entrance is particularly a beautiful image.

Sarasvati

Sarasvati is also shown thrice in the temple. Firstly on the southern side of the
Mahamandapa; secondly in the South wall of the ardhamandapa; in both these cases
She is shown facing south. Thirdly she appears on the northern prakdra wall, to the
west of Vishnu shrine. In this instance she is facing west. In Tanjore and Gangaikon-
dacholapuram temples, Sarasvati is shown in the Mahidmandapa, facing west. Sarasvati
in the Mahamandapa is four armed, holding gkshamala and plam leaves in the right
arm and kundika and dhyana mudra in the left arms. Sarasvati in the northern prakara
is between cells 37 and 38. She is four armed holding akshamala and abhaya in the
right arms and kamandalu and flower in the left. Behind her are shown male
attendents.

Tandava Sakshini

One aspect of Devi, which deserves special attention is the Goddess witnessing
the great dance of Siva, which is to assume the greatest significance in Saiva siddhanta
Philosophy. On either side of the entrance to the garbhagrha, is shown Siva
performing #rdhva tandava. The sculpture on the southern side is the most well
preserved. As this group is without plaster, is representative of the quality and
elegance the art of Rajasimha reached. Urdhva Tandava Siva is adored by Brahma and
Vishnu to either side. To the left of Siva, on the side wall is figured the finest sculpture
of Devi, leaning on a pedestal, watching gracefully the Mahatandava. What a great
figure it is ! Words are inadequate to describe the grace and elegance of this master
piece of Pallava art. The universal mother stands with her eyes glancing the master
dancer. The Lalita Sahasranama, describes the Goddess as Mahesvara Mahakalpa
Mahatandava sakshini. That this was a popular form in much earlier period is seen
from the hymns of Appar (early 7th century) when he gives a graphic description of
this dance witnessed by the Devi.

..Maner nokkin Arumana van muhattal
anmrnrur kﬁrm amarar ganam mudivananga aduhinra Perumal.

We have seen earlier that in the Thirupparankunram temple, the dance of Siva
portrayed in the excavated cave, assignable to late 8th century and in this panel Parvati
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1s also shown as a witness. In the Ananda Tandava form, so popular in chola period,
Devi always witnesses the dance as Sivakami,

Ambika

In the cloister cells of the Kailasanatha temple of Kanchi, Ambika is shown in
the south-east, the fourth from the east. Just as Ganesa, Durga, and Subrahmanya are
given separate shrines, so also she occupies a separate shrine in the lay out. Devi is
seated with two arms, resting her left on the pedestal and holding the right in s#ci
mudra. At her back stand two female attendents probably Manjula and Menaka
holding chouri. To her right is a bearded yogi and to her left is shown a kneeling male
figure adoring the Goddess. There is also a female attentent standing by. We have
seen earlier that the Devi is constantly adored by Devas, Rishis, and siddhanganas. The
Syamala dandaka, praises the Devi in the following words—O Devi you manifest in the
minds of yogins. Yogindm manase dhydtase. You are adored by women like Manjula
and Menaka. Manjulda Menakadi Angana Manite. You are adored by Yakshas,
Gandharvas, and Siddha women. Yaksha gandharva siddhangana mandalairarchite. The
representation of various figures in association with Ambika in the above sculpture
should be viewed in this perspective.

Another point of interest that deserve special mention is a separate shrine to
Ambika in the Siva temple complex. We will discuss the significance of this shrine
when we take up the study of Kamakottam in the sequence.

We will point out that in the Kailasanatha temple of Kanchi, Devi is shown in so
many manifestation, that it has no parallel in Indian art and that it also points to the
highly developed concepts of Devi cult in early 8th century A.D. Her manifestation as
Srimata, Ambika, Umi, Kanya, Kadambavanaviasini, M#tangi, Sumerugiri madhyasta,
Durga, Katyayani, Tripurd, Tripurabhairavi, Adibhairavi, Yogesvari, Jyeshta, Lakshmi,
Sarasvati and Mah&atandava Sakshini are the forms represented here.

SAKTI CULT IN LATER PALLAVA PERIOD

We have discussed the representation of Durga, Candi Jy&shtd and Saptamadtas in
the reign of Ré&jasimha, with special reference to Kanchi and Mamallapuram. A few
select Pallava foundations subsequent to this period will provide us an idea of their
worship and cult. We are not exhausting the list, but study only representative sites.
The sites selected for this study are Uttaramerur, Thiruttani, Alambakkam and a few
others.

Uttaramerur

Uttaramerur village is a Pallava foundation of the time of Nandivarman Pallava-
malla and its date is crica 750 A.D. The village seems to have been laid out according
to the Vaikhanasa tradition probably the Marici samhita. The village holds a unique
position in the history of Tamilnad. The pattern of the distribution of temples and
other structures, conform to religious texts and are still in their original positions.
There is a sabha mandapa, village assembly hall in the centre of the village. The Vishnu
temple is in the west; a Durga temple in the north, a Siva temple and a Saptamata
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temple in the north east and a Jyeshtd, in the south. These are not only in these

positions today but are referred to as existing in their respective position in the
inscriptions. '

Sarasvati

The Vishnu temple now called Sundaravarada temple has many interesting
features. In the southern side of the main sanctum the sopana bhitta. (parapet of the
steps) carry a unique image of Sarasvati. The Devi is seated on a lotus pedestal with four
arms, the upper arms carrying akshamala and kamandalu, the lower right is in abhaya
pose and the left placed on the thigh. On either side of the Devi below are two devotees
adoring the Goddess. The adorer to the right holds lotus flowers and the left is in anjali
pose. But what is significant is the two elephants shown above the Devi one pouring
water over the head of the Goddess and the other holding the pot (Pl. 24). The repre-
sentation resembling Gajalakshmi panel is only one of its kind in the south. A bronze
said to come from Kashmir region, now in the British Museum, shows Durga seated
with her lion below the seat, with two elephants above, pouring water. It is evident that
all the three images of Durga, Lakshmi and Sarasvati were shown with water pouring
elephants, the Lakshmi shown invariably and the other two occasionally. This would
suggest that the representation of the three Goddesses had a common origin and the
three had something to do with the mother goddess (earth). The identification
Mahalakshmi, Mahasarasvati and Mahadevi with the Parddevat4, in the Devi Mahatmya
is also reflected in this representation. Mahakali, Mahalakshmi, Mahasarasvati rapini
Durgayai namah, says the Devi Mahatmya. We have mentioned that Sarasvati occuring

in Sundaravarada temple at Uttaramerur conforms to Vaikhanasa texts. The Marici
samhita says

dakshine sopanasthala bhittau
Dakshinamukhim Vakdevim ca karayet.

Durga

In the village of Uttaramerur, is a Durga temple to the north west of the village.
The base of the shrine carries a fragmentary inscription, that could be assigned on
paleographical grounds to 12th century. The superstructure has been renovated in brick
and mortar. But the image of Durga in low relief is a Pallava sculpture of 8th century
A.D. The Devi is 8 armed holding usual emblems, with a parrot on her left arm.
The buffaloe head is shown below the feet. Oneither side are devotees seated adoring
the Devi. A little above 1s shown a tiny deer. The sculpture is however crudely and
dispropotionably finished, in folk style. It is interesting to find such Durga images
being called Vadavayil Chelvi i.e. the Goddess of Northern quarters, in inscriptions.

Saptamatas

In the north eastern corner of the village is Jocated the Saptamdta temple; the
base of the temple carries inscriptions of Parthivendravarman and Parantaka chola and
must therefore be anterrior to 10th century A.D. The temple is rectangular in plan.

Inside are Saptamatas, two sculptures, of Madari Amman and a Dapndu Mdri. Of the two
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Madari Amman figures one is a later copy with 8 arms but the earlier one assignable
to Pallava period holds damaru, sword, parasu, sila, shield and sarpa in her arms. The
Saptamatas and the accompanying Ganesa and Dakshinamurti also belong to 8th
century. Inscriptions in the temple record gifts of perpectual lamps, provisions for food
offerings, worship etc. for the Saptamatakkal also called Pidarimars, from the time of
Parantaka chola (10th cent.) The significance of the inscriptions will be discussed in the

next chapter.

Jyeshta

In the south wertern part of the village a sculpture of Jyeshta is lying. The local
people fear this sculpture very much and keep it lying upside down. The placement of
the sculpture corresponds to prescription in certain texts. Two inscriptions of 10th
century also point to the present location of sculpture as a temple of Jyeshta
(Uttaramerur). The sculpture is in the usual pose with the two attendants. The crow
standard and the broom stick standard are also shown.

It is interesting to note that in a village laid out according to Vaishnava texts and
in which Vaishnava followers predominated from 8th to 12th century A.D., these Devi
temples were installed and continued to be worshipped with great veneration.

Alambakkam

Alambakkam about 30 miles from Thiruchi, was a Pallava foundation in the reign
of Dantivarman, 9th century A.D. One of the powerful chieftains under Danti came
from this village. In the village is a Vishnu temple, a Siva temple and Saptamata
temple. The Vishnu temple is of the reign of Dantivarman but the superstructure has
been reconstructed in later period. In the niches of the ardhamandapa, Lakshmi and
Sarasvati are shown standing, which is an interesting feature of this temple. The Siva
temple seems to be a century later than the Vishnu temple. But the Saptamita temple
to the north east of the village is a Pallava foundation. According to an inscription it
was built in the reign of Dantivarman (ARE. 705/1909). However only the base of the
shrine 1s original while the superstructure and the sculptures inside are later ones. It
seems from the Vishnu temple which is a big structure, Alambakkam was also a
predominantly Vaishnavite settlement and the installation of Saptamaitas in the
Vaishnavite centre was continued in the 9th century as well, is revealed from this
village. A certain Vijayanallulan, a chieftain under Dantivarman hailed from this village
of Alambakkam. He was a great builder. At Thiruvellarai near Thiruchi, he dug a big
well in the form of Svastika which has survived to this day. On the lintel stones
sculptures are carved on all the sides. On one of them we find a Saptamata group.

During the third quarter of the 9th century two great temples were built in the
reign of Apar#jita Pallava, one at Takkolam and the other at Thiruttani.

Takkolam

The Jalanatasvami temple at Takkolam was wrongly ascribed to the Banas but I
have found an inscription of Aparajita on the base of the main shrine and assigned to
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the reign of Aparajita. The village received the benzfaction from Aparajita after whose
name it was renamed Aparajita Chaturvedimangalam. The Siva temple contains one
of the most delightful sculpture of Durga in its northern devakoshta (Pl. 25). The Devi
stands on a Mahisha's haad with four arms holding cakra and sankha in the upper
arms and abhaya and katihasta in the lower arms. We may say that this almost
presupposes the conventional representation of Durga in later temples. Another point

of interest in this temple is the portrayal of Somaskanda image at the lintal of the
entrance.

Thiruttani

The Virattanesvara temple at Thiruttani about 60 miles from Madras was built by
one Nambi Appi in the 18th regnal year of Aparajita. This is considered the last of
the great Pallava temple and has been discussed in detail by Jouveau Dubrawil in his
Pallava antiquities (London 1916). There are three points that are of interest to us in
our study. The conventional representation of Brahma, Vishnu, Dakshinamurti, Ganesa
and Durga in the devakoshtas as found in Takkolam temple are repeated here and seem
to take firm root. Durga in the northern devakoshta (Pl. IV Pallava Antiquities) is four
armed holding cakra, sankha, abhaya and katihasta. She is shown without the
Mahisha’s head, but standing in samabhanga pose. In the upper part of the griva
(facade) is shown Uméamahesvara seated on a pedestal. Siva is four armed holding
parasu and mrga and abhaya and kati. Uma3 seated to his left is in two arms holding a
lotus in the right and resting the other on the pedestal.

More significant than these, is the group of Saptamatas preserved in the mandapa.
The Saptamdta group is complete and are excellent illustrations of Apardjita art. All
the matas are four armed and on a pedestal. The following are the emblems in their
arms and their mounts shown in their seats.

Brahmi : Akshamala, kamandalu, abhaya and kati-swan (Pl. 26).
Mahesvari : Parasu, mrga, abhaya and kati-bull (Pl. 27).
Kaumari : Akshamala, kundika, abhaya and kati-peacock (PL. 28).
Vaishnavi : Cakra, sankha, abhaya and kati-Garuda (Pl. 29).
Varahi : Cakra, sankha, abhaya and kati-lion (Pl. 30).

Indrani : Vajra, pasa, abhaya and kati-elephant (P1. 31).
Camunda : Sula, damaruka, abhaya and kapala-pisaca (Pl. 32).

Before we leave the Pallava period it is necessary to detail some sculptures of
Sakti, which are to be assigned to this period on grounds of style.

Durga

Two Durga sculptures to be assigned to the 8th century A.D. illustrated in this
study come from Vishnu temples. Pl. 33 is in the Vishnu temple of Mangadu, near
Madras. In this Vishnu temple the structures seems to have undergone reconstruction
but the main image of Vishnu, a seated figure with Sri devi and Bhudevi by the side is
a fine Pallava product of the 8th century. So also the Garuda figure placed facing the
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main shrine. But in the compound are seen a few Pallava sculptures two of them
representing Lokapalas, one representing Siva and another a Durga. A lion base of a
pillar is also seen outside. It is not known whether this Durga belonged originally to the
Vishnu temple or a Siva temple. If it originally belonged to a Vishnu temple—which is
not improbable—it is a good example. It is 4 feet in height, holding cakra, sankha,
abhaya and katihasta. The village has also yielded a good sculpture of Jyeshta, to be
assigned to 8th century A.D. Tha Durga coming from the Ranganatha temple,
Thiruvarangam (Pl. 34) South Arcot District, is 8 armed holding the usual emblems;
special characteristics are a parrot shown on the right arm and another right arm placed
over the head of the devotee, seated by the side holding a dagger in his right and
adoring with the left. Another devotee is shown kneeling with Anjali pose. It is possible
that this was worshipped originally as an independent deity and later on has found its

way to this temple.

Durga, (P1. 35) is shown standing on a lotus pedestal, with the deer standing at
the back. The Devi is four armed wielding cakra, sankha, abhaya and katihasta. It is also
a fine example of 9th century Pallava art. A crude but low bas-relief Durga (Pl.. 36)
standing on the head of a Mahisha with eight arms, wielding usual emblems, is in
Perangiyur, near Viluppuram. By the side of it is a beastly looking femenine figure,
seated, holding the female organ with her left arm and probably a flower in the right.
It is probably a yogini (Pl. 37) attendant on Durga. These two folkish, crude
sculptures assignable to 8-9th century A.D., show that the Durga images were made and
consecrated not only by royal patrons, but also by common people who could only
command the village artists for the execution of the figures.

Two standing figures, both with four arms, with their usual emblems, both to be
assigned 8th century A.D. are illustrated as Pls. 38 and 39. One comes from Vallam
in Chingelput district and the other is in Periyamarai in Trichi district. An eight armed
Durga holding her usual emblems, now preserved in the Madras Museum (Pl. 40),
shows the deer standing behind. This has the head of the Mahisha below the feet.

An interesting inscribed Durga stone sculpture is in Tirthamalai, Dharmapuri
district (Pl. 41). The Devi standing on the head of Mahisha is eight armed holding,
sankha, cakra, sword, shield, arrow, bow, kafihasta and probably a parrot. On her back
are tunas. An inscription to her right in Vatteluttu characters of 8th century reads
Bhagavati Kurucciili Kodudai...the last few letters are illegible. It means the Goddess Suli
of the mountain. This is perhaps the earliest inscribed Durga, of the Tamil country
whose name is given in the epigraph. A similar Durga but belonging to 11th century
A.D. (Pl. 42), also carries an inscription which unfortunately is fragmentary. The
inscription begins with the name of the chola ruler Rajendra chola I. These two
illustrate the fact that inscribed Durga images were also installed from 8th century and
were under worship.
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SAKTI CULT IN EARLY PANDYA PERIOD (600-900 A.D.)

The Imperial Pandyas, ruling the southern part of the Tamil country with Madurai
as their capital came into power almost at the sametime as the Pallavas in the north. Like
the Pallavas, the Pandyas were also great patrons of art and literature. A great number
of cave temples in the southern country owes their existence to their patronage. Unfor-
tunately no structural temple that could be attributed to the early Pandyas has come to
light so for. An assessment of the Pandyan contribution to Tamil art is yet to be under-
taken. A few cave temples bearing excellent sculptures have unfortunately been plas-

tered and it is difficult to asses their artistic achievement. Inspite of these handicaps a
few works do remain to tell us their contribution.

Earliest Cave

The earliest Pandyan rook-cut cave, is at Pillaiyarpatti near Karaikkudi. The ins-
cription inside the excavated cave, to be assigned to 6th ceutury on paleographical
grounds gives the name of the architect. The cave itself is dedicated to Siva with
an excavated sanctum. The Sivalinga in the sanctum is rock-cut and there are three
sculptures, representing Ganesa, Harihara and Lingodbhava. There is no sculpture
of Devi in this early rock-cut cave.

Kunrakkudi

There are three rock-cut caves at Kunrakkudi, near Pillaiyarpatti. All the three
caves are dedicated to Siva and are to be assigned to 8th century A.D. on grounds
of paleography of the inscriptions found in one of them. Among the three caves,
the first is an elaborate one with a number of sculptures representing dancing Siva,
Harihara, Vishnu, Subrahmanya, Ganesa and Durga. The Durga image is shown stan-
ding on the head of Mahisha with eight arms. In the right arms She holds cakra,
sword, bell and abhaya and in the left holds sankha, shield, bow, and fire (Pl. 43).
A peculiarity is that she holds the fire near her chest. On either side of her feet are
shown warriors one on either side, the person to the right, cutting his dead as offering
and to the left seated in adoration. Since the sculpture has been plastered we are
not in a position to asses its artistic quality.

Thirugokarnam

The cave temple at Thirugokarnam in Pudukkottai, is assigned to the Pandyas
on grounds of style. It is an excavated cave temple, dedicated to Siva. A point of
interest to our study is the presense of Saptamatas caverd on the rock by the side
of the rock-cut cave. These are excellent sculptures of the 8th century A.D.

Kalugumalai

In Kalugumalai, in Thirunelveli district, is what may be considered the excel-
lent group of Pandya rock-cut monuments. A rock-cut cave, a monolithic temple and
sculptures carved in bas reliefs are found there. The rock-cut cave temple now houses
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the image of Subrahmanya which is under worship. Over,sixty sculptures representing
Jain Thirthankaras and Yakshis are carved on the rock face, each with an inscrip-
tion, recording their dedication. The third monument is the monolith now called Vettu-
vankoil. Like the Kailasa temple of Ellora, a block has been separated from the parent
rock and the monolith carved. The work has been abandoned in the middle due to
unknown causes. The sculptures are of outstanding quality but that is of interest to
our study is the portrayal of the universal parents Siva and Parvati in the facade of the
vimdna. The concept of portraying Umamahesvara on the vimidna was continued in
later times as well.

Rajakkalmangalam

A number of sculptures representing various Gods and Goddesses have been
brought to light from a village Rajakkalmangalam near Nanguneri in Tinnelveli district.
These are excellent sculptures of the 8th century A.D. and are illustrative of the Pandyan
art. More than twenty images of Devi have come to light from this site. We do not
know to whom this temple was dedicated. In all probability it was dedicated to Vishnu
as Narasimha. The presense of such a large number of Devi figures is striking. We are
not able toidentify them with any amount of certainity except to say that they represent
both Vaishnavite and Saivite images.

Minakshi Temple

In the famous Minakshi temple of Madurai, one group of Saptamaitas, assignable
to 8th century A.D. are under worship. Originally they were said to have been outside
the temple and were brought to the temple within the living memory. Probably they were
the Saptamaitas of the lay out of the city. The group is not complete, the Kaumari
is missing and in its place a Sarasvati image has been added but they do represent clas-
sical tradition of the Pandyas.

Thirupparankunram

Before we close the account of the Pandyas of the 6-9th century A.D., we will
discuss one important cave temple from Thirupparankunram. The main temple of
Thirupparankunram, now added as Subrahmanya is an excavated cave temple. The
Thirupparankunram was known from Sangam period, as the abode of Subrahmanya.
The temple of Subrahmanya in the hill of Parankunram is adored in glowing terms in
Paripadel and other sangam poems. But where the original shrine was located we have
no knowledge. The present temple was originally excavated for five deities, Siva,
Vishnu, Durga, Subrahmanya and Ganesa. But the presiding deity of the temple seems
to have been Siva till the end of 15th century. An Amman shrine erected for it calls it
Kamakkottamudaiya Nachiyar temple, evidently the name of Parvati, the consort of
Siva. This proves that this was a Siva temple. But Thirumalai Nayak made extensive
additions with his portrait just in line with the Subrahmanya shrine. The tradition from
the sangam age and the royal patronage to the deity, has made the present temple,
predominantly a Subrahmanya shrine.
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The cave temple was renovated by one Sattan Ganapathi alias, Pandiamirta
mangalavaraiyan in the sixth regnal year of PAndya Maranjadaiya who is identical with
Parantaka Nedunjadaiyan whose accession is placed in 762 A.D. Obviously the temple
has been in existence before him. We do not know who excavated the cave. However
the present shape of the cave temple is mainly due to Sattan Ganapathi. The cave temple,
interesting in many ways, has five sanctums dedicated to Siva, Vishnu, Durga, Subrah-
manya and Ganesa. The sanctum of Siva is at the southern side. In the centre of it is a
rock-cut Sivalinga and at the back wall is an image of Somaskanda. Opposite to this
sanctum 1s the sanctum of Vishnu who has Bhudevi on one side and a sage probably
Mrgandu on the other side. On the back wall of the cave are Durga in the centre with
Subrahmanya and Ganesa flanking her. It resembles very much the Trichy lower rock-
cut cave where Vishnu, Ganesa, Subrahmanya, Brahma, Durga and Siva are portrayed.
The special features of the temple are Surya is not included in the group. While at
Trichy the sculptures at the back wall are only panels, here they have sanctums scooped
at the back wall. Further the wall adjoining the Siva sanctum has a fine group of
sculpture representing Siva dancing the Chatura T&ndava in the centre. To his right is
Parvati standing by the side of a Bull, calmly watching the dance of her master. Above
are shown Brahma, Vishnu, and Indra Gods adoring the King of dance. Below them
are Ganas playing flute and one of Siva’s attendants playing a Drum. To the left of Siva
was also a panel which has been covered by later structures but in the visible portion
may be seen, Camunda or Kaili, dancing. We will discuss this panel under Dancing Siva
and Kali. The wall adjoining the Vishnu cave carries three images of Vishnu as Adinatha,

Narasimha and Variha.

Rajarajesvari Durga

A little further down, on the southern side is a fine group of sculpture. In the
centre i1s an excellent image of Devi seated on an elaborate simhasana with four arms
holding pdsa, ankusa, abhaya and an indistinct emblem. On either side of Devi are
shown Surya and Candra above and in the middle rishis one on either side and
below are female chouri bearers one on either side. In front of her below are shown
four sages. To the right of the Devi on the side wall are celestials and in front of all is
shown a royal portrait standing. The shield he holds bears fish emblem and this may
probably indicate that the figure is a Pandya. To the left of the Devi are also celestials
and in front of all of them is Mahisha standing in adoration. This group 1s unique in the
history of Indian art. The whole group presents a royal court in which the Devi is
seated majestically as king of Kings adored by Devas, rishis, and others. Rightly She is
now called Rajardjesvari. A late Tamil work on Thirupparankunram has a dedicatory
verse to Adi Bhuvanesvari. It is not known whether the reference is to this image but the

description seems to fit in well with the sculpture.

It is of interest to mention that the inscription recording the renovation to main
cave by Sattan Ganapathi in the reign of Parantaka Nedunjadaiyan also states that
Nakkan Korri, wife of Sattan Ganapathi, caused the temple Durga and Jyeshta to be
made.
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Jyeshta

In the same temple, correspondingly on the other side is a rock-cut sculpture of
Jyeshtd. The Devi is seated on a pedestal with two arms holding a lotus in her right
arm and placing her left on the lap of her daughter sitting to her left. Her daughter is
also shown as big as Jyeshtd seated on the pedestal. To the right of Jyeshtd is her
bovine headed son also seated on the same pedestal. Jyeshta is shown as an elderly lady
but without the pot belly and plunpy appearance. Though it is not an elegant sculpture
it is representative of 8th century Pandya art. The presence of Jyeshtd here would
indicate, what is now worshipped as Rajarajesvari on the corresponding south, is really
Durga, caused to be made by Nakkan Korri in the year 768 A.D. It shows that the
concept of Devi as the primordial deity seated on a royal throne, receiving worship at
the hands of all and that this concept was welknown in the heart of the Pandya region
In 8th century A.D. It is also of interest to note that these two Devi shrines, one of
Durga and another of Jyesh{d were made and consecrated by a lady.

The Sakti cult in later Pandya period is only an extension of the cult as prevalent
in the imperial chola days. It must be remembered that the Pandya region was virtually
under the direct rule of the cholas and their cultural impact is so great of that it

virtually took a universal character. We will discuss it after dealing with the chola
period.

SAKTI CULT UNDER THE CHOLAS

The Cholas appear on the scene about the middle of the 9th century A.D. The
imperial chola line virtually begins with Vijayalaya, who is said to have defeated the
Muttaraiyar. His ascendency was signalled by the capture of Tanjore, which is mentio-
ned in both copper plates and lithic records. Literature of the chola period speak of him as
a great warrior who received over 96 heroic wounds on his body. The first act af Vijaya-
laya, on his conquest of Tanjore was the installation of the image of Nisumbhas@idani at
Tanjore. The Thiruvilangddu copper plates of Rajendra chola I, states that Vijayilaya
having conquered the city of Tanjipuri installed the image of Nisumbhasiidani, whose
lotus feet were adored by the celestials and ruled his country by her grace. The Nisum-
bhasilldani image installed by Vijaydlaya has since been traced in Tanjore. It is now
worshipped as Vadabhadrakali near the eastern gate (Pl. 45).

Description

The description of the Devi would indicate that it is one of the unique sculpture in
the whole of India, exhibiting the tremendous power with which the Devi shook off the
mighty asuras and emerged victorious. Is is also illustrative of the grim determination
with which, Vijayilaya chola was able to throw of the yoke of the Pallava power of the
north and the menacing power of the Pandyas of the south. Soon he was to create a power
‘which brought the entire southern India under its firm grip and extended the power even
far beyond the seas in the east and penetrated upto the Gangetic plains in the north.
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This achievement of Vijayalaya was due to the grace of this Goddess. The reason why
Vijayalaya chose this Goddess as his patron deity is clear. In Devi Mahatmya it is said
that the King who desires conquest in war should propitiate this Goddess. Vijayalaya’s
expectations were fulfilled. We may say the great period of Kali worship begins with the
installation of Nisumbhasiidani at Tanjore. Being the patron deity of the Imperial chola
ruler, it has influenced the feudatories of the choles to install Kali images of sufficient
magnitude in their village foundations.

Aditya chola, the son and successor of Vijayalaya was a great devotee of
Siva. He is said to have studded the banks of river Kaveri with stone temples of Siva.
A good number of his foundations have been identified now. The Paluvettaraiyar
chieftains who were the powerful feudatories under them, were ruling with Paluvur
as their capital. In the reign of Aditya two magnificant temples have been built by
one of the Paluvettaraiyar in the village called Perumpaluyur. At the southern end of
the village is a temple dedicated to Kali (Pl. 46). The Devi seated on a pedestal with{eight
arms, wielding usual emblems, is powerful expression in stone. The asura is shown
lymg dead at the feet of the Goddess with her head thrown back and the hairs standing
erect like flames, the rounded ball like eyes and the upper arm, in the pose of weilding
the trident about to pierce the heart of the asura, are indicating the wrath of the Goddess.

It is an excellent illustration of the Kili of the Aditya’s period beginning of 10th century
A.D.

In between these two excellent Kali sculptures must be placed another masterpiece
of Kali, now under worship in Thiruvakkarai (Pl. 47). This Deviis also eight armed; her
right arms hold a trident, cakra, a long bladed sword, and a dagger. The left arms carry
Vismaya mudra, a big shield, a kapala and sicimudra. The hairs move around. The Devi
is shown as giving a howling sound. The right leg is placed on the seat and the left is
placed on the ground. Nofigure is shown on the pedestal. There is a munda yagnopavita.
In her right ears the Devi wears a sisu as ear ornament and in the left a big patrakundala.
Unlike the Tanjore Nisumbhas@idani, which is shown as a skeleton, and the Perumpalur
Kali which exhibits strength, the Thiruvakkarai image has supple limbs, and lose flash
characterising her softness. The hairs do not move up and stand erect, which becomes
a fashion from the reign of Aditya. It moves gently to the side like the Tanjore image.
Both the ear ornaments also show close resemblance to the Tanjore image. The sculpture
is to be assigned to the reign period Vijayalaya chola. This also illustrates the popularity
of the cult in the reign of Vijayalaya.

The bronzes of the age of Vijayalaya are rare. Butthere are two that can certainly
be said to belong to his reign. One from Ambalavanesvaram temple Uraniambalam, is
eight armed seated on pedestal. The right arms holds sila, sword, snake and buffaloe’s
horn. The left arms are in vismaya, shield, bell and kapala. Below her left foot is a dead
figure with sword and shield. The hairs do not stand erect but fan to the side like the
Tanjore and Thiruva kkarai images. There is no Yagnopavita at all for this image. The
modelling, pose etc. of this bronze very closely resemble the Thiruvakkarai image.

The Kali from Arunacalesvara temple Kilaiyllr is seated rather in a stiff
pose. She is four armed holding s#/a in her upper right arm. No embelm is seen in the
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upper left. The lower right is in abhaya and the lower left in ah@yavarada pose. There is
a mundayagnopavita. The left leg 1s rested on.the pedestal and the right is hanging down.
The face is full of charm. It is also to be assigned to the reign period of Vijayalaya.
KilaiylQlr has yielded besides this Kali a superb Somaskanda and Tripurdntaka now pre-
served in the Tanjore Art Gallery, all to be assigned to 9th century A.D.

There are two bronzes to be assigned to the reign of Aditya. An image comes from
the Ramanathaswami temple, Ramesvaram. It is a fine image of Kili, four armed sea-
ted, holding damaruka, sila, ndga and kapala in the four arms. There is a fine yagnopa-
vita of small beads (skull?). The pedestal, however seems to be a late one. A bronze
to be assigned to the end of Aditya’s reign coming from a different tradition is
which is now in the Pannakaparamesvara temple Pannateru, Tanjore district. It is eight
armed holding s@la, sword, pasa and snake in the right arms and damaruka, shield, bell
and kapdla in the left arms. The hairs are standing erect as the Perumpaluvur K4li.
Below her left foot.is the lying figure holding sword and shield. A point of interest is
the presense of three heads on the pedestal. It is found on all the sides of the pedestal.
There is a mundayagnopavita. Though the figure is somewhat stiff it is a good illustra-
tion of Aditya’s period. We have examined these bronzes to show that in addition to
stone images excellent images of Kali were made in bronze in the early chola period.

It is of interest to mention that in the Pallava period, Durga dominates. She is
given a separate shrine in villages and towns. Besides we also get Saptamdta temples in
the village lay out. But with the advent of Vijayalaya, big images of Kili were enshrin-
ed in the village lay out. Though Durga images were also consecrated, it is Kili who
dominates as illustrated by the Perumpaluvur image. But such Kili images were conse-
crated mainly outside the temple complex. Within the Siva temples however Durga,
Saptamata and also Jyeshta are found.

Durga is found in 95% of the temples occupying the northern niche of the ardha-
mandapa. She in generally four armed holding cakra, sankha in the upper arms and
abhaya and katihasta in the lower arms. Six or eight armed Durgas are also found. The
weapons in her arms are almost the same in all cases cakra and sankha, sword and
shield, bow and arrow, abhaya and kati. In the early period, particularly upto the end
of 10th century two heroes, one cutting his head and the other seated and adoring the
Devi are represented in some illustrations. But this representation is given up later. Itis
not easy say why it was given up. In the literature of the period like the Kalingattup-
parani and Takkayagapparani we get references to head offerings. The only reason for
dropping the representation of head offering is the tendency to formalise every-
thing. Only the main image of God or Goddess came to be represented, shedding the
other details.

We will discuss a few Durga images of the Chola period which we have included in
this study on account of their artistic and iconographic interest. One of the earliest
image is the Durga now in worship in the Kandiyur temple (Pl. 49). It is an excellent figure
of the age of Vijayalaya. The Devi is standing, four armed holding cakra and sankha in
the upper arms. The lower right arm is in varada pose, an unusual representation. The
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left is in katihasta. No Mahisha’s head is shown below the feet. The broad breast-band
and heavy undergarment are characteristic of the age. It is one of the finest specimen of
Durga in Tanjore region. Douglas Barret in his ‘early chola architecture’, rightly points
out that there is perhaps no example of early chola sculpture of greater scale and autho-
rity but assigns it to the second phase (940-970), but seems to be early 885 A.D.

Almost to the same period must be assigned Pl. 50 coming from Tyagarja temple
Thiruvarur. The Devi is eight armed, standing in an attractive tribhanga pose on the
Mahisha’s head. The right arms carry cakra, sword, abhaya and varada; the left arms
hold sankha, bow, shield and katihasta. To the left of the Devi is a s@la planted with a
long handle. A point of interest is the presense of parrot on a stand to her right, like a
standard. The Devi wears a broad breast-band and channavira. The sculpture is also a
fine example of the age of Vijayalaya. In contrast to this is another image of Durga, pre-
served in the same temple (Pl. 51). It was made almost one hundred years later, in the
2nd regnal year of Rajaraja (987 A.D.) Perhaps the best representation of Durga of the
first quarter of the 10th century A.D. are to be seen at the Nagesvara temple Kumbako-

nam and the Brahmapurisvara temple at Pullamangai. The Pullamangai image reflects
almost metallic quality. Two excellent specimens of the middle 10th century A.D., come

from Thiruvaduturai and Punjai (Pl. 52). Both are masterpieces, each unique in its own
way, in its form and expressive quality. In Punjai, we have the mounts lion and deer
shown above, which is a survival of early features. The Durga image, which we recover-

ed from Debris is a good example of the third quarter of 10th century. The temple
was built in the reign of Uttamachola from (970-985 A.D.). All the sculptures discuss-

ed above are in the Devakoshtas of the vimanas, except the Pl. 49 from Kandiyur,
which probably adorned a bigger temple which has since disappeared. An illustration of
the age of Rajardja is also included in this study. This however belongs to a
temple erected in the early years of Rajarja’s reign and hence bears the characters of the
earlier phase. In the great temple of Tanjore, the image is found in the northern niche
of the Mahimandapa. The same position is occupied in the Gangaikondacholapuram
as well. A fine sculpture of Durga which occupied the niche of the Darasuram temple
is missing. The image now in Palaiyarai temple is probably the same, where it is placed
inside the mahdmandapa. The imperial temples built by the Chola emperors, bear Durga
in the Mah&mandapa.

At this stage it is also necessary to state that Lakshmi and Sarasvati are shown in
the south and north of the Mah&mandapa, facing west. We have seen that Durga,
Lakshmi, Sarasvati and Jyeshtd are placed in the Mahidmandapa of the Kailasanatha
temple of Kanchi, built in the beginning of 8th century A.D. The association of Devi
images in the Mahamandapa is continued to the middle of 11th century after which the
practice seems to have been given up. Practically the mahamandapas that came up later,

bear no sculpture at all.
The chola period beginning from 1100 A.D., witnessed a new movement in temple

building activity. It manifested itself in the form of monumental Gopuras. The temple
which have assumed greater proportions like the Chidambaram temple were enlarged on
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great scale. Elaborately planned gopuras came to be built and in them a number of

Sakti images were installed. In the entrance were always placed Durga on one side
and Bhairava on the other,

Chidambaram Gopuras

The best illustrations of the Gopuras of the chola period are at Chidambaram. All
the four were built within one hundred and fifty years circa 1100 A.D. All the four
Gopuras of the Chidambaram temple carry images of Durga. These are generally four
armed standing erect holding sankha cakra, abhaya and katihasta. Durga is the protec-

tor of the Durgams (forts) and it is in this sense probably she is positioned at the
entrance of the fortification (enclosure).

Besides the entrance, various aspects of Devi are portrayed at the niches of the
Chidambaram Gopuras. One of the most striking representations in all the Chidamba-

ram gopuras is the Tripurasundari images striding on the back of Mahishdsura. The
portrayal is unique and what is interesting is the label inscription on one of them, giving
the name of the Devi as Tripurasundari (Pl. 54). The Devi is shown with 18 arms
(ashtadasabhuja). The Devi is in an attacking pose bearing multiple arms. With her right
leg she is pressing the back of the Mahishasura. The left leg is pressing the leg of the
asura. Caught underneath the legs of the Devi, the asura is crying out; his head turned
to the right shows the pathetic fall. The Devi’s lion is shown at the back. In the
portrayal of Durga Mahisha@suramardini, this is a great and bold conception, we meet
with after the period of the Pallavas. What is more significant is that the Durga
Mahishamardini was worshipped as Tripurasundari in 12th century. The label

inscription helps us in determining the aspect. In addition to Tripurasundari, Durga is
also portrayed with an inscription as Durga devi.

Another interesting portrayal in the gopuras of Chidambaram is Bhadrakali, which
is seen in the west, south and north gopuras. The figure in the western gopura (Pl. 55)
has a label inscription reading Bhadrakali. James Harle gives a good account of the
three images of Chidambaram gopuras. The Devi is eight armed in all the three
instances, but the emblems held in the arms are preserved in the images of the northern
gopura only. The emblems are s#la, nagapasa, sword and damaru in the right arms and
agni, shield, vajra and kapdla in the left arms. K&li here appears as Sumbha Nisumbha-

sildani in which form she was popular in the chola period. It is different from the
Mahishasuramardini aspect.

The sculpture in the western gopura is particularly an excellent sculpture of Kali
of the later chola period. The Kali is shown with #rdhvakesa. A number of snakes are
seen on her hair. Sisukundala in the right and patrakundala with an owl in the left are
shown as in early sculptures. The asura is shown lying below the feet of the Devi in the

same way as in the Tripurasundari image. A gana is at the back. Two female attendants
are shown flanking the niche.

Besides the representation of Durga, Tripurasundari, and Bhadrakali, other forms
of Sakti also occur in Chidambaram gopuras. A significant group among them is the
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representation of the three Saktis, so familiar to the Saiva Siddhantins, viz. Iccd Sakti,
Jnana Sakti and Kriya Sakti. Among the three, two bearing label inscriptions, Jnfinasakti
and Kriyasakti have survived. Probably the third one was also portrayed but it is not yet
identified. The Gopura built about a hundred years later at Thiruvanaikkaval in the
reign of Jatavarman Sundara Pandya, has all the three Saktis in the lower niches of the

gopura.

The Jnfinasakti and Kriyasakti images in the Chidambaram Gopuras are two
armed, both holding what looks like chouri. Commenting on them, James Harle rightly
observes “The even distribution of these images among the four gopuras and the almost
identical position which they occupy, show that they definitely belong to the
iconographical plan of the gopura”.

Lakshmi and Sarasvati (Pl. 56) are also portrayed in the lower tier of the gopura.

Other forms of femenine deities which find prominent place in the gopuras are
Ganga (Pl. 57) and Yamuna. The representation of Ganga and Yamuna, at the entrance
can be traced back to the Pallava period. In the Mahendravarmesvara grham, in front
of the Kailasanatha temple of Kanchi, Ganga and Yamuna are portrayed at the
entrance to the garbhagrha. In later gopuras, these Goddesses are figured at the
entrance often portrayed as holding meandering creapers. Ganga will stand on Makara
and Yamuna on turtle. In Chidambaram, the Ganga is shown without the makara and
Yamuna is shown on turtle (Pl. 58).

Tanjore Gopuras

It is necessary to mention here that in the two Gopuras of Tanjore erected in the
reign of Rajardja, we do not come across the portrayal of these Saktis. Various aspects
of Siva and his exploits are portrayed in the base of the inner Gopura. In the southern
side of the innerside of the inner Gopura, a few sculptures representing Saptamatas are
portrayed. They are in moving stance participating in some exploits which are not very
clear. Some of them are completely worn out. The absense of Sakti images in the
Gopuras of Rajardja in 1000 A.D., would indicate that the philosophic concepts, rela-
ting to Icca, Jndna, Kriya Saktis and also other Saktis, like Santi Sakti, S@ntiyatita Sakti
have not yet emerged into iconographic concepts in 11th century and if they had, they
had not yet become dominant factors in the sculptural dispositions. However we have
seen in the chapter on Thirumandiram, which we have assigned to 8th century A.D.,
the concepts of Icca, Jndna and Kriya Saktis are well developed. Why it has not develop-
ed in the iconographical side is difficult to say. But what we are able to say at this stage
is that the various Saktis as explained in Saiva Siddhanta philosophy, are given
iconographic form and representation in the 12th century A.D.

Darasuram Gopura

The temple at Darasuram, near Kumbakonam was built by Rajaraja Chola II.
Though this is smaller than the two big temples of Tanjore and Gangaikondachola-
puram, it is a fine example of the 12th century A.D. It has many special characters.
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This was built after the great Tamil works Kalingattupparani by Jayankondar and
Periya Puranam by Sekkilar were composed, directly due to the patronage of Chola
rulers. We have discussed both these texts earlier. We have shown how the worship of
Durga-Kili was extolled to a great extent in Kalingattupparani. Many scholars from
Aryadesa, and Gaudadesa came and settled in Tamil country also due to the patronage
of Imperial Chola, like Rajardja I and Rajendra I. With them they have brought the
Tantric cult with all its concepts. Kulottunga chola I was himself a descendant of the
Eastern Chalukyar live. He spend the early part of war campaigns in Kalinga and won
a great battle. He was influenced by the Tantric cult of the region. All these royal con-
quests resulted in cultural contacts particularly in the royal courts. Thus the temple at
Darasuram (R3ajar3japuram) erected by Rajaraja II, imbibed the Tantric thoughts that
were current then. We have mentioned that atleast four Paranis were composed within
one hundred years, which shows the impact of the cult. Ottakkuttan a great poet who
adorned the court of Riajardja II, has sung his Takkayagapparani as soon as the
Darasuram temple was built. We have discussed this textalso separately. As such the
Darasuram temple is an important monument for the study of Tantric cult in 12th
century A.D.

This was also the time when great works on Saiva Siddhanta system were being
composed. All these are reflected in the monumental temple of Darasuram. We have
discussed two important representations, Tripurl and Vishnumdya appearing in the
Airavatesvara temple of Darasuram, separatly.

We will discuss here the representations of Saktis in the outer Gopura of
Darasuram temple. The outer gopura was in all probability built by Rajardja II. The
superstructure has crumbled. The lower part, built. of stone, carries a number of
niches, a good number of them carrying label inscriptions. In the northern niches of
the Gopura (Western side) the following Saktis are mentioned,

Brahmini, and
Vaishnavi.

Correspondingly on the southern side are the following Saktis.

Santiyatita Sakti,
Santi Sakti, and
Vidya Sakti.

In the eastern face we get Durgadevi, Sridevi and Sarasvati.

We may remember that in Chidambaram Gopuras, built almost at the same time,
Durga, Lakshmi, Sarasvati, Tripurasundari, Bhadrakati and Iccd Sakti, Jndna Sakti
and Kriya Sakti are figured. But here we get a different tradition. The three Saktis
Brahmani, Vaishnavi and Rudrfni appear. The five Saktis generally adored as
kalas in modern times are mentioned as Saktis as Santiyatita Sakti, Santi Sakti etc. Un-
fortunately in a number of niches the sculptures are missing and in others they are lying
covered. It is not possible to asses their iconographic variations. It is just of interest
to say that the Saiva Siddhanta which emerged in this century in its full form was not



182 TANTRIC CULT OF SOUTH INDIA

only represented in philosophic thoughts and literature, but was also represented
visually in sculptures giving a permanence.

The outer gopura at Tribhuvanam, near Kumbakonam, was built by the last of
the great Chola rulers, Kulottunga III. The temple itself is called after him as Tribhu-
vanaviresvaram, but unfortunately most of the sculptures of the Gopura have disappear-
ed and it is difficult to arrive at any conclusion. One Gopura, which is of interest, is
Sundara Pandya Gopura at Thiruvanaikkoil probably built by Jatavarman Sundarapandya
in the later half of the 13th century. J.C. Harle has discussed this Gopura also in his
work. If follows the Chidambaram Gopuras in the lay out and distribution of
images. However one significant inclusion is the pair of Lakshmi and Sarasvati at the
entrance. The Gopura at Madurai has also last many of its sculptures.

In the Vijayanagar reign particularly in the period of Krishnadevaraya 16th cent.
A.D., great Gopuras became the norm of the day. Krishnadevaraya himself was respon-
sible for lofty towers at places like Kalahasti, Kanchi, Chidambaram and Thiruvan-
namalai. At Chidambaram, he rebuilt the northern Gopura. But the sculptures which
were originally in the Gopura have been reused and they follow the pattern of the
other Gopuras. But in other places like Ekambaranatha temple of Kanchi, only feeble
attempts are made to portray images in the niches of the Gopura. Still in later
periods no sculpture was included in the lower niches of the Gopuras.

In Bronzes

The contribution of the Chola dynasty to the art of Bronze casting i1s well known.
It is not an exageration to say that the very large number of bronzes that are found in
various temples are as a result of direct patronage given by the Chola rulers and their
queens. Innumberable references are met with in inscriptions to the setting up of bronze
images by the Chola rulers themselves. Inscriptions begin to appear from the reign of
Parantaka, in large numbers relating to metal icons. However the peak period in the
art was reached in the reign of Rajraja I. We have discussed earlier some outstanding
pieces of Kali images in metal. Some more images of Kili are in the Madras Museum
collection. The Kali from Senniyan Viduthi is a welknown example, bearing a
dedicatory inscription on the pedestal which is however worn out.

Durga images in bronze are not rare though we have not come across any image
which could be assigned to the reign of the Vijayilaya, Aditya or even Pardntaka. We
have illustrated in this study three early Durga images, all of which are to be assigned
to the reign of Rajardja I. The fine image of Durga (Pl 59) is in the Tanjore Art
Gallery while Pl. 60, is in the Dharmapuram Mutt collections. And yet a third one comes.
from Vadagur. All the three bear youthful countenance and carry cakra and sankha in

the upper arms and abhaya and katihasta in the lower arms. Most of the Durga images.
of the Chola period followed this pattern.

In the great temple of Tanjore a bronze image of Durga Paramesvari, by a certain
Vadugan in the reign of Rajaraja. The image has not survived.
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A significant aspect that deserves special mention in Bronze image is the setting up
of Devi icons as consorts of various aspects of Siva. When various images of Siva were
gifted, the consorts always referred to as Umaparamesvari was also made and gifted. In
the temple of Rajarija at Tanjore many Siva bronzes were gifted with their consorts
Umaparamesvari. The term Umaparamesvari is very significant. She is now considered
the supreme Goddess.

It is shown elsewhere that the erection of monumental temples to Devi as Kamak-
kottam became very popular from the reign of Kulottunga I. Naralokavira, one of the
generals of Kulottunga I, and his son Vikrama Chola, was a great builder. He has made
extensive additions to Chidambaram and Thiruvadigai temples. Sri B. Natarajan in his
recent work on the city of “the cosmic dancer” writes on the Amman shrine of

Chidambaram as follows.

o ‘There was no independent Amman shrine in any of the South Indian temples till
the days of Kulottunga I. It seems very likely that the Sivakamisundari Amman shrine
built by the later Cholas was the first among independent Amman shrines” Further he
says ‘““Epigraphical evidence indicates that the construction of this shrine should have
been undertaken by Naralokavira in the reign of Kulottunga and Vikrama Chola and
it seems to have been completed in the days of Kulottunga II. Final additions were
made in the time of the Pallava Kopperunjinga and Kulottunga III.”

The Vimana called Kamakkottam was already in existence in the reign of Kulot-
tunga and Naralokavira built an enclosure, a mandapa and a dvarasala

Tasmin devyas sikhariduhituh
Kamakdshta sthitayah

Prakarajyam api dayitam asau
Kliptavan Mandapamca

Naralokavira’s inscription is both in Sanskrit and Tamil. In both the epigraphs,
the additions carried out to the Kamakdtta alone are mentioned but no reference to the
construction of the Amman shrine. We therefore conclude that the Amman shrine was
in existence before the time of Kulottunga I, but it received great benefactions during
his reign and his successors. Naralokavira’s contribution were as mentioned earlier the
construction of the enclosure, a dancing hall and the sala in front of the shrine. He also
gave a pitambara to the Goddess. Another gift was provisions for milk and oil for offer-
ing to the Goddess. These were to be offered to the universal Mother and distributed to
children which he considered as a form of worship (S11. IV. 225). The enclosure erected
by Naralokavira is still in existence. It is not merely an enclosure but a monumental
art. In the base of the enclosure are excellent sculptures, of dancers both males and
females in a row. They play on various musical instruments and dance in delightful
poses. (Pls. 61, 62 and 63). But a matter of interest is that the female dancers are
shown in a number of cases carrying damaru and sila. The worshippers of the Devi are
said to come to the temple of the Goddess, dancing in ecstasy to the beat of damarukas
(Kalingattupparani). The Portrayal of women with sila and damaruka, dancing in

<ecstasy, is specially associated with the Devi cult.
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From the time of Kulottunga I, it was a great period in the history of Sivakami
temple of Chidambaram. Vikrama Chola the son and successor of Kulottunga gifted
many valuables to this shrine.

Kulottunga III, was a great devotee of the Goddess. He covered the Kamakkot-
tam shrine, the enclosure and the entrance Gopura of the Amman shrine with gold.
He also covered the prakara harmya with gold. But as the present main shrine has
undergone rebuilding, we are unable to come to any conclusion on its original lay out.
As it is, it is in the form of the other Vimana of Nataraja and is rectangular in shape.
The three main devakoshtas carry the three saktis.

Tillaikkali Temple

An important temple which needs study in this connection is the Tillaikkali
temple at Chidambaram. It was built in the reign of Kopperunjinga, a turbulant Pallava
Chieftain in the middle of 13th century A.D. This Kali temple is closely related to the
Natardja shrine, according to local legends. As it not only falls within the later Chola

period but also important for the study of Kali worship in 13th century A.D. we are
discussing 1t here in detail.

According to an inscription, fifty Kulis of land were purchased by one Cholakkon,
a local officer of Kopperunjinga, in his 8th regnal year for building the temple of
Pidariyar, the temple Campus, and the street for the temple servants (ARE. 401/1903).
According to epigraphs the main deity of this temple is called Tillaivanam Udaiya
Paramesvari. The temple is a rectangular Sala Vimana with an Ardhamandapa in the
front. It carries devakoshtas in the three main sides of the Vimana and also the ardha-
mandapa. The temple faces west. The main niches of the vimana carry Brahm4ni in the
north, Vaishnavi in the east (back) and Rudrini in the south. The niches of the

ardhamandapa carry Durga in the north and Sarasvati in the south. Guarding the
entrance are Kili’s dvarapalikas.

The main deity is seated with four heads and four arms, holding akshamala and
sila in the upper arms and p@napadtra and lotus in the lower arms. A few peculiar
characters of this image needs mention. That She has four heads is unique and on
account of it is now called Brahma Camunda. That She is the presiding deity of
knowledge is indicated by the akshamala. Her Kali aspect is emphasised by the kapala
held in her main right arm. Otherwise she is a soumya devata, wearing jatamakuta, with
none of the terrific signs portrayed. She is probably adored here, as Manonmani, the
Paradevata. Below her feet is shown lying figure like the Preta. A bronze image of this
deity which is an exact replica of the main stone image is under worship now as the
processional deity but thé bronze is a late figure probably belonging to 18th century
A.D.

But an excellent bronze (Pl. 65) which could be assigned to the 11th century is
also under worship in the temple. It is four armed, seated on a lotus pedestal over a
bhadrasana. The upper two arms are in kafaka pose but without the emblems. The
main right holds kapala and the left is in the form of kafaka. She is with one head
wearing jatamakuta. Below her hanging right leg is the preta lying flat. This is a very
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fine representation of the saumya form of Kali and rightly she was called the Supreme
Goddess of Tillaivana, Tillai vanam udaya Paramesvari. In all probability the original
deity before the reconstruction of the shrine by Kopperunjinga, was of this iconographic
form. The four headed Devi was installed by Kopperunjinga.

The iconography of the koshta devatas are as follows. Brahmani four armed,
seated with three heads; holds akshamala, kamandala, abhaya and ahuyavarada.
Vaishnavi—seated, four armed holding cakra, sanka, abhaya and varada. Rudrani—four
armed, seated holding Parasu, deer, abhaya, and abfjjavarada. Durga in the ardhamandapa
is six armed, standing on the head of Mahisha holding cakra, sanka, bow, arrow,
abhaya and katihasta. Saraswati—holding vina in her arms. The dvarapilikas are two
armed holding kapala and flower.

Darasuram Amman Shrine

Another great temple built in the 13th century to the Goddess is the Amman
shrine at Darasuram which is an elaborate structure luckily well preserved and may be
cited as a fine example of Amman shrine of 13th century. The structure is Sa/a type on
a high upapitha. It was probably built by Jatavarman Sundarapandya in 13th century.
The main sanctum has niches on all the three sides carrying the three Saktis, Icca Sakti,
JnaAna Sakti and Kriya Sakti, all the three shown standing with parasu, s§la, abhaya and
varada. (Pls. 67, 68). They are flanked by female chouri bearers. The front mandapa has
also niches but they are empty. The entrance steps carry superbly carved rider motives.
The dvarapalikas are shown holding sword and shield (Pls. 69, 70).

A few representations of Saktis which can not be discussed in the chronological
order, but belong to the Chola period need also special mention.

Ashtamatas

In the Siva temple of Thiruvaiyaru is preserved a group of Saktis carved on a single
slab (Pl. 71). There are altogether nine figures in the group. All the figures are shown
seated on lotus pedestals, with only two arms holding what looks like a lotus flower
with a long stem in the right arm and placing the left on the thigh. All of them are
shown with a lying preta below their feet. The central figure is Siva seated majestically.
On either side of him are shown four Devis on eitherside. The first seven seem to be the
Saptamitas. Kaumari is shown seated immediatly to the right of Siva and can be
identified with her head dress. The Devi immediately to the left of Siva is Varahi also
identifiable by her Varaha face. The tall cylinderical kirita in the next Devi, suggests
She is Indrani. Camunpda is clearly seen by her kesabhara and naga breast-band.
Obviously the first three represent Brihmi, Mahesvari and Vaishnavi. The last one is
probably Lakshmi. The representation of Ashtamatas or what may be called Ashta
Saktis is rare in South India. In northern India the representation is quite common. In
some representations in Northern India, Siva is shown in the centre and four Matas each
on either side. An interesting example is the famous Ravan Padi cave at Aihole where
Siva dances in the centre and is flanked by Saptamatas and Parvati. In Thiruvaiyaru
panel also, Siva is shown in the centre, but what is significant is the presense of preta
below the feet of all the images which shows it is essentially a Tantric cult-image.
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Tﬂnrnc Cult Images. Brought from Other Lands by the Cholas

Perhaps an important aspect of Tantric ideas, permeating the Chola country in
the 11th and 12th centuries A.D. are reflected in the sculptures brought as war rophies
by the Imperial Chola rulers from the Chalukya and Kalinga regions. A good number
of sculptures from other regions brought into the Chola country are still preserved in
and around Gangaikonda-cholapuram.

.aninga Sculptures

A group of three sculptures (Pls. 72, 73 & 74) found in Sengamedu about a mile to
the east of Gangaikonda-cholapuram are excellent specimens of Kalinga art. Two of
them are Bhairava images, one broken. They are four armed, standing figures holding

sila, damaru, sword and kapala. Siva is shown naked with a string of skulls going upto
his ankle. In the waist are shown kinkinis. On to his right is Bhairavi, an ematiated

figure holding a severed head. To the right is an ematiated male figure. A superb image
of Bhairavi (Pl. 74) is also in the same place. The Devi is shown naked with eight arms
and holds s@la, a snake, a sword and what looks like a fore arm, in her right arms. In
the left arms are damaruka, katvanga, munda and probably kapdla (this is broken).
Below the munda is a jackel jumping up; to her right is a male figure standing. These
three sculptures are excellent specimens of Kalinga art and are to be assigned to
8-9 century A.D. Probably they were brought as war trophies during Rajendra’s expe-
dition to gangetic plain. The bringing of these images should not be viewed in isolation.

In the reign of Rajendra, a temple was erected to Yogesvara and Yogini in Kolar.
The emphasis on Bhairava and Bhairavi (Kali) cult, that we witness from the second
half of the 11th century A.D. should be attributed to the bringing of this cult images
from Kalinga, where Tantric element was at its height. An exact replica of the Bhairavi
but executed by a local artist is also in the same place which shows that the Bhairavi

cult has taken deep roots in the Chola Capital.

Nolamba and Chalukya Sculptures

Besides this fine group there are a number of other Durga images. A Nolamba
sculpture now preserved in Manmedu, a part of Gangaikonda-cholapuram (Pl. 75),
represents Durga Mahishamardini. Another similar figure is under worship in the great
temple of Gangaikonda-cholapuram itself. These represent Nolamba tradition flowing
into the Chola country. A remarkable sculpture representing Durga Mahishamardini
brought from the Chalukyan region is preserved in the Virareddy street, a part of
‘Gangaikonda-cholapuram. Among the war trophies brought by the imperial Cholas,
‘Durga and Kaili images are more in number, which suggest that the Chola soldiers and

rulers attached great importance to these cult images.
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- SOMASKANDA

Pallava Period

| One of the most 1mportant represenlatmns in Pallava times is the Somaskanda
panel in the back wall of the Sanctum of Siva temples. In the decidedly Mah:ndra"s’
cave temples (7th century A.D.) the Somaskanda image is not noticed. However, we
get them in the monuments, which are decidedly of the reign of R#jasimha (Early 8th’
century A.D.) as i the temple of Kailasanatha at Kanchi, Talagirisvara at Panamalai
and the shore temple at Mamallapuram. In these cases, Siva is shown seated on a
pedestal with four arms and by his side is shown Devi also seated, two armed with the
baby Skanda seated on her lap. Somaskanda is shown in the following temples at

Mamallapuram, Dharmaraja ratha, Mahishamardini cave, RAmanuja mandapa, Sea-shnre
templcs, Mukundandyanar temple, and the Saluvankuppam cave.

In Monoliths

In the Dharmar#ja ratha Somaskanda is shown in the sanctum of the third floor.
In the centre of the back wall, a shallow niche is carved where Siva seated with Devi
and Skanda, is shown. Siva is four armed, holding a snake in the upper right arm and
an indistinct emblem in the left. To his left is Parvati seated turned towards her lord
with the baby in her lap. The Devi shown as a young mother is two armed, holding the
baby. in her left arm and the right is probably bent. Flanking this niche are shown
Brahma to the right and Vishnu to the left, both four armed, adoring the main deity.
The standing figures of Brahma and Vishnu are almost of the same size as that of Siva.
Besides the Dharmarfija ratha no other monolith in Mamallapuram carries the image
of Somaskanda.

In Caves

Among the cave temples at Mamallapuram the most important to carry this
representation is the famous Mahishamardini cave. In the central sanctum of this cave
is seen the biggest Somaskanda in Mamallapuram. Siva and Parvati are shown seated
on a pedestal, Parvati with Skanda on her lap. Below their seat is shown a big Nandi.
On either side of Siva in the same panel are shown Brahma and Vishnu. In the centre
of the sanctum there is a socket to receive a linga and traces of its Yonipitha are visible.
The other cave temple to have had Somaskanda, which seems to have been chiselled off
at a later date is Rdmanuja mandapa. The traces of Somaskanda at the back wall of

the sanctum are visible. But we will not say anything about its form as only faint traces
exist.

It must be admitted that two temples exist here, one a cave temple and another a
monolith bearing inscriptions in which they are called Isvaragrhas, i.e., Siva temples and
they are Dharmarija mandapa and Ganesa ratha. There are no Somaskanda panels in
these two temples.

The Atiranacanda cave temple at Saluvankuppam, has three Somaskandas, one in
the sanctum and two on the back wall of the front mandapa, one on either side of the
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sanctum. The Panels conform to the general pattern, and the repetition of this in the
same temple shows that it was a favourite theme with the creator. In this connection
two points deserve special mention. In the inscription of the same cave temple, the King
says “let Pasupati ever reside in this temple with Parvati and Guha”. The inscription
which incidentaly is a foundation epigraph, points to the fact that the Somaskanda
panel, was carved with the temple. It is also significant that king R&jasimha who
caused these monuments, likened himself to Guha, the son of Paramesvara.

In Structural Temples

The following structural temples built by Rajasimha carry Somaskanda panels;
Kailasanatha at Kanchi, Talagirisvara at Panamalai, the Sea-shore temple and
Mukundanayanar at Mamallapuram, and the Vedagirisvara temple at Thirukkalukkun-
ram. The temples built by Rajasimha’s son Mahendravarman at Kanchi also carry this
panel. Some of the temples built almost at the same period at Kanchi, like Muktesvara,
Matangisvara, Piravatana, Iravatana, and Airavatesvara also carry this panel.

There is a cave temple dedicated to Siva, Vishnu and Subrahmanya at Mamalla-
puram, now called Trimurti cave. In this cave the central shrine is dedicated to Siva.
Here Siva is shown standing in samabanga, with four arms. Siva holds parasu with the
upper right arm, akshamala with the upper left; lower right is in abhaya and the lower
left in katihasta. He is flanked by ganas on top and devotees below. In front of the
image and in the centre of the sanctum is a Sivalinga. The image of Subrahmanya in
the northern sanctum and that of Vishnu in the southern sanctum are also of the same
size and posture as Siva in the central sanctum. This indicates that besides Somaskanda
panel, Siva is shown sometimes also in his iconic form at the back wall of the sanctum.
This we have three different modes of representing Siva in the Sanctum in Pallava
temples : (a) Only a Sivalinga in the centre of the centre of the sanctum, (b) a Sivalinga
in the centre and Somaskanda at the back wall, and (c) Sivalinga in the centre with a
standing form of Siva at the back wall of the Sanctum.

At Melacheri near Gingee, an excavated cave is found bearing an inscription
which calls the temple Sikhari Pallavesvara grham. (K.R.S. 116). The name of the maker
is called king Chandriaditya who also had the title Pallava. Inspite of the fact that the
temple is called Pallavesvara grham, K.R. Srinivasan holds that it was not excavated by
any Pallava King. He also states that the appellation Aditya is common to Chalukya
name. This is not correct because the appellation Aditya is also found occuring for
Pallavas. Paramesvaraverman is called Somaditya. R#jasimha is called Pallavaditya.
and Yugandaditya. The temple is certainly a Pallava foundation as its bears the name
Pallavesvaragriham. Who this Pallava king Chandriditya who also bore the title Sikhari
i8 not clear. May be this was excavated in the 8th century A.D. The important fact
that deserves mention about this temple is the rock-cut linga in the centre of the
sanctum. The linga is cylinderical and the Avudaiyar octoganal in shape. An image of
Parvati is carved in a niche, in the northern wall of the mandapa. Carving of rock-cut
lingas inside the sanctum of the Siva temple in the 7th century, in the Pallava territory
and by the Pallavas is thus established.
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In the far south a number of excavated caves have been brought to light. A
number of these caves like the ones at Pillaiyarpatti, Thirumeyyam, Kunrakkudi and
other places show that rock-cut lingas were excavated along with the cave temples. We
have one important cave temple which is of historic interest. It is the main temple at
Thirupparankunram. This was excavated in the reign of Pandya ruler Parantaka
Nedunjadaiyan by one of his general.

In the inscription the temple is called Isvaragrham. But it is dedicated to five
Gods namely Siva, Vishnu, Subrahmanya, Ganapathi and Durga. We will have more
to say about this temple later but what is significant is the presense of Somaskanda at
the back wall of the sanctum of the Siva shrine. Somaskanda panels, at the back wall
of the sanctum seem to have assumed significance in 18th century A.D.

Kapalesvara and Kapalika

Inside the Ekambaresvara temple of Kanchi there is a shrine bearing Pallava
features. It has of late, been plastered and renovated but fortunately the interior is
intact. Inside the sanctum, at the back wall are shown Siva and Parvati seated, like the
Somaskanda panels. The Skanda is not present in the panel. The representation of Devi
and Siva are also unique. Both of them are shown with four arms and holding identical
emblems in their arms. In their upper right arm they hold trisula with a long handle;
the upper left holds a khatvanga, a bone topped by a skull. It has a flying cloth sugges-
ting katvangadhvaja. In the lower right arm is shown a long bladed sword and in the left
is kapala. It is very interesting to see both Siva and Devi holding the same emblems
particularly sword, kapala and khatvanga which suggest their association with the
Kapalika cult. Both Siva and Devi are shown with jatamakuta. Undoubtedly the images
are from the hands of the Pallava artists and are assignable to 8th century A.D. That
Kanchi was a great centre of Kapalikas even in 7th century, is known from Matavilasa
prahasana of Mahendra. The presense of this group is thus interesting.

Umamahesvara

In the chola period, the representation of Somaskanda has taken a different form.
In some temples of the chola region Umamahesvara images are found instead of
Somaskanda. The date of these temples are not easy of determination as they have
undergone renovations. The following are the few places where such representations are
seen. Thirunallur, Srikali, both in Tanjore District, Thiruvadigai in South Arcot,
Ekambaresvara in Kanchipuram, Thiruverkadu in Chingleput District and the Siva
temple at Vilakkanampundi also in the Chingleput district. The Siva temple at
Thiruvadigai was a Pallava foundation, renovated by Nrpatunga in 9th century and
was further renovated in the 14th century A.D. The walls of the garbhagrha are built
of brick and so the Umamahesvara image is made of brick and stucco. The Siva
temple at Vilakkanampundi, is called Vijayalaya Cholisvaram in inscription. It
was built in the 9th century A.D. The walls of the sanctum are built of bricks and
the image of Umamahesvara is also stucco. It is not known how many times this
image has been retouched and we cannot come to any conclusion on the basis of
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their form, but we only know that the tradition of representing Uméamahesvara at the
back wall continued. Thiruverkadu Siva temple is a 12th century stone structure proba-
bly built in the reign of Kulottunga III. It carries an image of Umamahesvara in stone
at the back wall of the sanctum. The Ekambaresvara temple at Kanchipuram was in
existence even in 7th century but has been renovated many times. About fifty years ago
the entire garbhagrha was completely renewed of stone. A Somaskanda image in stone
is found on the back wall of the sanctum, which is a 20th century image. Probably the
original sanctum had this feature.

All this indicate that images of Umamahesvara or Somaskanda were portrayed in
some temples, at the back wall of the sanctum from 8th century A.D.

Bronzes

The earliest Somaskanda image in bronze to have survived is the one from Thiru-
valangadu now preserved in the Madras Museum (Pl. 83). In this group Siva and Uma
are well portrayed seated on a pedestal. The Skanda accompanying the universal parents
was not found but that was originally there is seen from a separate seat provided in
the pedestal. Siva appears with four arms holding parasu and myrga in the upper arms
and kapala and trisula in the lower ones. The Devi seated to the left, is two armed
holding a padma in her right arm and ahuyavarada mudra in the left arm. She is young,
lithe and beautiful. Among the bronze images of the South so far brought to notice,
this is perhaps the earliest representation of Somaskanda, to be assigned to the begin-
ning of the 9th century A.D. Among the metal images of Devi, this is not only the
earliest but also one of the finest representations to have survived. The image clearly
bears Pallava imprint.

We have seen that in the 8th century Pallava temples, Somaskanda panels are
represented at the back wall of the sanctum. Evidently Siva and P&rvati with their
child were invoked and worshipped in the sanctum and have assumed ritual import-
ance. We have also seen that in the installation of Sivalinga, the Sakti is consecrated in
the pitha. What 1s significant is that Somaskanda assumed the representative form for
Linga and this had an important effect in the later periods. While Linga represented
Siva in the sanctum, the metal of Somaskanda represented the main God in festivals.
During most of the festivals the Somaskanda images are taken out in procession and as
such are to be seen invariably in all the Siva temples. It is difficult to say when
this trend took a concrete form. We know that even by the beginning of 7th century the
Devaram hymns refers to deities being taken out in procession. Appar, a contemporary .
of Mahendravarman, refers to the Lord Vithi Vitanka, taken out in procession. The
Somaskanda image of Thiruvarur temple, is called Vithi Vitankar. There is a tradition
that Muchukunda Chola, one of the early members of the chola dynasty, obtained the
image of Somaskanda from Indra. All this tradition indicates, that the worship of
Somaskanda is of sufficient antiquity. Whether the processional image referred to by
Appar was a Somaskanda bronze, we cannot say.

But in the 8th century A.D., we find the Somaskanda panels at the back wall of
the sanctum. But no Somaskanda Bronze of 7th or 8th century has survived. The
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earliest to have survived is the present image from Thiruvalangadu, under discussion.
But even this is a small one hardly about one foot in height. It must also be mentioned
that all the bronze images so far noticed, assignable to the Pallava period are small in
size. We are not sure, whether this was a processional image.

From the end of the 9th century A.D., however we begin to get big metal images

of Somaskanda. The one coming from Kilaiyur, now preserved in the Tanjore Art
Gallery, is an early group.

Tripurasundari

One of the most important aspects of Sakti, often referred to is Tripurasundari,
Tripura Bhairavi or Tripurd. We have seen that she is referred to in Thirumandiram.
Tripurasundari is shown as the consort of Tripurintaka Siva, in art. In mediaeval Siva
temples, where separate shrines are provided for Parvati, she is called Tripurasundari
in some places, but she shares the common iconographic features with other Parvati
images with no special distinguishing attributes. When she is adored in yantras, she is
also designated as Tripurd or Maha-Tripurasundari.

Some important Tripurdntaka images have come down to us from the 8th century
A.D. The most important ones come from the Kailasanatha temple of Kanchi. In the
North-Western shrine, (anga dlaya) attached to the main sanctum, Siva is shown riding
his charriot. The panel, a massive one, occupies the entire back wall of the shrine. It

is in the side wall of the shrine Parvati is shown. In this illustration she would be
Tripurasundari.

Again in the northern wall of the main sanctum Siva is shown ridding his
charriot, as Tripuraantaka. In his left is shown Devi ridding on her lion, also in war
costumes. Here she is again Tripurasundari or Tripurd. In one of the small cells in the
enclosure of the same temple is shown Tripurdntaka where again she is also represen-
ted. In one of the small temples built by the queens of Rajasimha, in front of
the Kailasanatha temple, the Tripurintaka aspect of Siva is portrayed at the back,
where the Devi is shown by the side. In the sea-shore temple at Mamallapuram, Siva
as Tripur&intaka is shown in the northern wall. In the minor Pallava temples at Kanchi,
the Tripurdntaka aspect of Siva does not find a prominent place.

The Virattana temple at Thiruvadigai, is a Pallava foundation. It is dedicated to
Siva as Tripurantaka. The temple was renovated in the reign of Pallava Nripatunga and
the base of the main shrine was strengthened with stone mouldings in the 14th century
by the Kerala ruler Ravivarman Kulasekhara. Above the adhishtana, the entire
superstructure 1s of brick and mortar. It has ungﬂ!ayas like the Kailasanatha temple of
Kanchi. The Amman shrine in the temple is a late construction. In one of the main
walls of the sanctum on the southern side is a figure of Tnpurantaka in stucco but Devi
does not receive any prominence there.

In the far south, near Trivandram is an excavated cave at Vilinjam assignable to
8th century A.D. On the side of the excavated cell, are figure-sculptures, one of which
represent Tripurdntaka Siva, but no Devi is represented there.
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In the early chola temples Siva is seen as Tripurataka in one of the Devakoshtas,
sometimes accompanied by the Devi but in most cases appearing without the Devi. A
remarkable pair of Tripurintaka and Tripurasundari, which were originally in the Siva
temple, Kodumbalur, is now preserved in the Madras Museum. Siva wearing the war
costumes of Channavira and the bow and arrow is clearly Tripurfintaka, but he is shown
here not as a destroyer, but as a benign Lord, bestowing boon. The accompanying
Tripurasundari image is one of the finest stone sculpture of the Goddess made by the
early chola artists. The Goddess is in her prime of youth, and with her in-turned eyes,
seems to be in a blissful mood. She carries a lilly in her right arm and has placed her
left on the thigh.

The great temple of Tanjore is an important landmark in many aspects. Built
about 1000 A.D., by Réajaraja I, the greatest of chola emperors, the temple has many
remarkable sculptures and paintings. Being a great conqueror Rajarija was deeply
facinated by the Tripurlntaka aspect of Siva. The representation is repeated in all the
niches of the upper row of the main Vimfna, a unique feature not noticed in any other
temple. But in none of them, Devi is shown accompanying the lord. The Tripurintaka

theme is repeated in the fine painting in the inner wall of the sandhara passage of the
main shrine. The painting is unquestionably the best representation of Tripur8ntaka in

Indian art. Even as a destroyer, Siva appears here in his finest form, full of fury, his
eyes emitting fire and the arms ready to strike the final blow, the stance itself powerful
enough to pulverise the three cities of the Asuras. In this powerful delineation of the
theme, the Devi is also seen in animated action seated on her lion attacking the asuras.
She is also followed by K&l. We will return to the painting later.

Some of the finest representation, of Tripurfintaka and Tripurasundari images
were also made in bronze in the chola period. Though a good number of them have
survived we will discuss only three representations to show the popularity of the theme.
The earliest and perhaps the best representation in bronze is now preserved in the Siva
temple at Konerirajapuram. Made and gifted by the holy chola queen, Sembiyan
Mahadevi, the image called Tripuravijaya in inscription, shows Siva standing with four
arms, accompanied by Parvati as Tripurasundari (Pl. 86). This Tripurasundari bronze
is the loveliest production of the chola bronze maker. Another good representation of
Tripur@ntaka in Bronze comes from Tanjore temple. It is now preserved in the Tanjore
Art Gallery.? The God is probably identical with Tanjai Alagar of the inscription. But
its consort has not survived. The Kongu artists have given us a unique specimen of
Tripurintaka and Tripurasundari® (Pl. 87) in the local idiom. The images are now under
worship in Kodumudi in Coimbatore District. Poised in majestic stance, the image of
Siva signifies the ease with which the three cities of the devils were destroyed. The
accompanying Devi is like a tender creeper, standing with her left arm rested on a

attendant female, standing nearby. There are many other examples of this in bronze but
this need not detain us here.

There is one aspect of Tripurdntaka we must mention. In most of the temples tl_le
annual festival closes with the car festival in which the bronze image of the temple will
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be decorated and placed and drawn in procession around the village. The car festival
signifies, Siva riding his charriot as Tripurintaka and the Devi accompanying him
would be the Tripurasundari.

In all the above instances the Devi manifesting herself as Tripurasundari, appears
as the consort of Siva and not independently.

KANYA KUMARI TEMPLE

An important temple for the understanding of South Indian Sakti cult is the
temple of Kanyakumari, at the southern most tip of India. This is a temple solely
dedicated to the goddess as Kanya and is adored as such from very ancient times. The
reference in later Vedic literature to katydyanyaya Vidmahe, Kanya Kumari dhimahi,
Tanno durgi pracodayat, is taken to refer to this goddess of Tamil land by some
scholars. The ‘Periplus of the Eretheraen sea’ assigned to the first century after Christ
makes a positive reference to the worship of this deity. ““Beyond this there is another
place called Comari at which are the cape of the comari and a harbour. Hither come
those men who wish to consecrate themselves for the rest of their lives and bathe and
dwell in celebacy and women also do the same, for it is told that a goddess once dwelt
here and bathed.”

The present image of the goddess is two armed (Pl. 82), holding an akshamala in the
right arm and kati hasta in the left. It is a rare representation. The presentation of the
Devi with only two arms, is probably to signify her Virgin aspect. That she was the
embodiment of knowledge, as Uma Haimavati is an Upanishadic concept. The aksha-
mala in the right arm of the Devi is indicative of her Jnana aspect. What is interesting
is that even before the Christian era, the Vedic concepts of Kanya, and Uma Haimavati
have become a part of the Tamil Country. This is significant in two ways. That Vedic
ideas have been given permanance in this deity. Secondly even in such early period,
Vedic cult, which was mainly concerned with Yagas, have accepted the murti worship
(i.e. the image worship) and thirdly local legends have already grown around this shrine
in the first century A.D.

Kanyakumari was revered and respected by the Pandya rulers. They often
delighted themselves in calling themselves as the lords Kumari shore, Kumaritturaivan.
The imperial cholas were great devotees of goddess Kanyakumari. A number of Chola
rulers have gifted wealth personally for worship in the temple. More than fifty
inscriptions have been copied from this temple, some of them being fragmentary.
Among them most of them relate to the rule period of the Imperial Cholas. Rajaraja,
Rajendra, Rajadhi raja, Sundara chola Pandya, Kulothunga, Vikrama chola and others
are thus represented in this temple.

In the inscription the Devi is called Kanya Bhatari, or Kanya Bhagavati. The wife
of Sundara chola Pandya, Mukkokilanadigal seems to have been a great devotee of the
goddess. Her attendant is seen gifting a perpetual lamp to the goddess. Rajendra II,
personally gifted the proceeds from a number of villages, for worship in the temple on
the birth day of one of his queens Kilanadigal. The inscription of his successor
Virarajendra Chola, is a historic record giving the geneology of the Chola till the
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granter. Virarajendra himself gifted a number of villages to the Worship in the temple.
The great period in the history of the temple, was in the reigns of the imperial cholas.
In the succeeding period, it has received benefactions in the hands of later Pandyas and
the rulers of Travancore. The present structure of the shrine seems to date from the
time of the Cholas. Additions were made in later times. Certain important concepts
connected with the temple are that the goddess is Kanya and as such there is no
shrine for Siva here. That she did penance to marry Siva is also associated with this
temple.

THE MEENAKSHI TEMPLE, MADURAI

One of the most important temples that deserves special attention with reference
to the study of Devi cult in Tamilnad is the Meenakshi temple at Madurai. A brief
study of the history of the temple may not be out of place here.

Early history

The temple is now popularly called Meen#@ikshi temple, but in temple records is
mentioned as Meen&kshi Sundaresvara temple, Madurai. The main deity of this temple
from ancient times is Siva. The main deity of Madurai is referred to in Sangam works
assignable to the beginning of the Christian era as the Lord with parasu. The evening
festival of this Lord and the great procession are referred to in the work Madurai
Kanchi. It is therefore evident the antiquity of the Siva temple of Madurai could be
traced as far back as the beginning of the Christian era. In the beginning of the 7th
century it has become an important centre of pilgrimage as we find the Saivite saints,
Jnanasambandar and Appar visiting this shrine and paying obeisance to the Lord. In
the hymns, the main deity that receives adoration is Siva though in some instances Siva
1s said to be in the company of Devi with beautiful eyes resembling fish, Ankayar Kanni
(Minakshi). Such references to Siva being in the company of Uma, are innumerable and
are only in the general nature. It does not refer to the existence of a separate shrine for
the Goddess in the Siva temple. The main deity continues to be Siva. The sthalapur@nas
i.e. the local legends, which arose about this temple till 13th century centre round Siva’s
sports- The sthalapurana (Thiruvilay@dalpuranam), written around 13th century speaks of
the sports of Siva, where Devi occurs as a secondary deity.

In the 13th century, the chola ruler, Kulothunga III arranged for special festival
to Lord Siva, when he conquered Madurai. Though by this time separate shrines have
come into existence for Devi in Siva temples, we are not sure whether the Madurai
temple had a separate shrine for the Devi in 13th century. The temple suffered damage
and desecration early in the 14th century, during Malikkaffur’s incursion and the Mushm
rule. When the Nayak rule was established in Madurai, in the 16th century the temple
received great benefactions.

The beginning of a great movement

Visvanitha Nflyak, the originator of the Nayak dynasty of Madurai, is said to
have built the main Vimanas of both the Siva and Amman shrines. This may be placed
about 1550 A.D. The architectural details of the shrines conform this date. So the
present shrine of Minakshi is a middle 16th century structure. It is significant to



TANTRISM IN MONUMENTAL ART 195

note that the Vimana of the Siva temple is built on an elaborate plan, showing eight
elephants supporting the superstructure. This Vim@na has been built in its original
position, retaining some earlier structures in their old condition.

The one hundred years

The one hundred years from 1550, is the peak period in the structural activity of
the Madurai temple. The majority of the structures like the 1000 pillared hall, the 2nd
eastern tower, Viravasantariya mandapa, the Kambattadi mandapa (the mandapa
around the flag staff) the inner northern tower, and most of the gopuras, have come
into existence towards the end of 16th century, during the reign of Virappa Nayak. This
ruler himself built the 1000 pillared mandapa, the 2nd prakdira, the northern gopura,

etc. It is seen that all these building activities are oriented towards Lord Siva who was
still the central deity.

However the same ruler is said to have covered the flag staff of the Amman shrine
with gold. This flag staff, gifted by one Mallappan, had become old due to usage and
was renewed. This was again guilded with gold by Thirumalai Niyak in the 17th
century. The point of interest is that by the middle of the 16th century, the Devi shrine
is beginning to assume importance, with a separate shrine and flag staff.

Thirumalai Nayak

The advent of Thirumalai Nayak in the 17th century (1623-1659) was a turning
point in the history of the Madurai temple. He built that remarkable pudumandapa and
began constructing the tallest tower possible, the latter however came up only upto the
ceiling level of the ground floor. Thirumal Nayak, constructed the enclosure around the
Amman shrine, and the front mandapa now called Kili mandapa in front of the Amman
shrine. His queens erected the Ashta sakti mandapa, in front of the Devi shrine. A life
size statue of Thirumal Nayak is to be seen inside the enclosure of the Amman shrine.
It is evident that the Devi has assumed greater significance in the reign of this ruler.
But what may be considered a more significant emergence of the Devi cult, is the
special festival arranged by Thirumal Nayak, who considered himself a servant of the
Goddess Minakshi, and proclaimed that he ruled the country on behalf of the Goddess
as her agent. There is a significant work called tala pustaka, which gives an almost an
eye witness account, of how Thirumal Nayak celebrated the symbolic assumption of

the kingdom every year during the annual festival. The following is a free rendering of
the passage relating to this festival.

Senkolvila

The mode of receiving the sceptre by the Durai (ruler) is as follows. Till the Saka
year 1544, corresponding to the year Dundubi, the ruler used to receive the sceptre
from the main deity in the mulasth@na, where it used to be religiously placed. But from
the days of Thirumalai Sauri Ayyan, when the sthala assumed great fame and as a
result of festivals instituted, the sth@inikas, the Bhattas of both the sections, will meet
the king on the morning of the 8th day festival, in the month of Chitra and invite to his
kind notice. The king will complete his bath etc and will observe fast for the day. In
the temple, special decorations would be done, for the Lord when the lamps would be
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lit. The six pillared mandapa in the Amman shrine would be decorated. The deity
would be placed on a ratnasimh@sana (jewelled throne) in that mandapa. To the accom-
paniment of many torches, music, dance and melavadya, the assembly will meet there.
Anantaguna Sadasiva Bhatta, will perform thirumanjana (anointment) with the golden
pot intended for Pattabhisheka and perform mantra rites. Then the seven sthanikas
will open the jewel-box, in the treasury and will take out the Pattabhisheka crown, and
sceptre; for Getti Mudali, Tatpurushadeva Mudali, and Periyadeva Mudali, Makara
Mudra for one, Makara flag for another will be taken out; golden stylus for Viluppada-
rayan; Rshohd Mudra for Pandi Nattu Mudali, and Nagard Mudra for Kesava Dikshita
would be taken out and carried in an abharana plate. The sthinikas will carry them in
procession to the accompaniment of music and reach the presense of Amman, where
they would be placed in front of Her. The Nambi will perform pdja which will be
followed by Pattabhisheka. The Bhattas of both sections will crown the Goddess and
give the ceremonials sceptre in the hands of the deity. After this Neivadya would be
offered. Then message would be sent to the ruler through the Kattiyakkarar that it is
time (for his arrival).

The king will then mount the royal elephant decorated with howda, ambari etc.
He will be accompanied by the chieftains of the seventy two Pialayappattu. Each will be
accompanied by his own men, carrying arms and their respective paraparnalia. The pro-
cession will be preceded by 18 types of melavadyas, many types of torches and day
torches, crackers, and also dance and sports of the girls of Natakasala. The grandeur
of the King’s procession to the temple to receive the sceptre, is beyond description.

On reaching the temple the king will descend from the elephant and with all
festivities reach the six pillared mandapa of the Amman shrine. There the shodasdpa-
cara diparadhana would be performed to the Goddess. After the king has completed his
worship, the Bhattas of both the sections will offer to the king prasadas like Vibhiti.
The nilai garland and the twin garland, which were offered to the deity would be re-
moved and offered to the ruler. The Sadarap parivattam and the double parivattam would
be tied to the king. (Parivattam is a silken or other cloth received from the deity and tied
around the head of the distinguished, as a mark of honour). The sceptre would be recei-
ved from the deity and presented to the king. Then the seven sthanikas would be given
vibhiti, sandal and other prasadas in the sannidhi. The Bhattas of both sections, will
present the respective emblems to the sthinikas, The sthanikas will receive their respec-
tive emblems, and with the king proceed to the entrance; the king will mount the royal
elephant and perform the festival called Pattanapravesa. Of the seven sthanikas, two
Bhattas will ascend the palanquins, and the remaining five will mount horses and
follow the king in the procession. The Goddess and the Ilaya Nayinar (Subrahmanya)
who was in the six pillared mandapa will be brought to the street in procession. They
will be placed in cetti (?) where abhisheka, neivedya and diparadhana would be perform-
ed. The Pallakku chokkar (Probably Lord Siva on Palanquin) will also be brought and

then the temple will be locked. With all celebrations the Pattana pravesa would be
performed and the procession will reach the Asthana mandapa in the royal palace. The
Asthana mandapa would be tastefully decorated and the throne would be in the centre.



TANTRISM IN MONUMENTAL ART 197

The king will enthrone the sceptre and will remain seated by its side. The sthanikas
would be ordered to remain by the side. The sceptre will be offered neivedya and
diparadhana. The local governors, Palaiyakkara Chieftains, Dalavay Pradhani and all
others will pay their tributes to the king and the king will be pleased to receive them.
Earlier Sadasiva Bhatta and Malava Chakravarti will be presented Sadira and Kadaya.
The other sthanikas will be presented with Salvai and either ear ornament or a neck-
lace. The other parijanas will receive presents according to their status. The sthalattars
will then order the parijanas to return to the temple and perform their service to the
God. Then the Lords in the palace, Palaiyakkarars and Kulankilars will be suitably
honoured and ordered to retire to their quarters. The king will retire to the antapura.
The sceptre will remain on the throne in Asthana mandapa. The next day punarpuja
will be performed to the sceptre and will be returned to the temple. Thus the
Pattabhisheka festival will be performed to the Goddess.

The above account of the talapustaka brings out some salient points that deserve
special attention. It says that before the saka era 1544 (1622) that is before the acces-
sion of Thirumalai Nayak, the sceptre used to be offered to the Mulasthana before being
received and handed over to the king. It means that the concept then the king was ruling
the country as a servant of the God was popular before Thirumalai Nayak and the
Nayak rulers earlier to him have also performed this as a rite but it is not clear
whether they considered the Lord Siva or the Goddess as the real ruler. But Thirumalai
Nayak considered Minakshi as the real ruler of the country and it was she who was
crowned and given the sceptre.

Tradition continued

This tradition of symbolically receiving the royal sceptre from Goddess Minakshi,
was continued by the successors of Thirumalai Nayak. This writer has discovered a
painting in the Madurai temple, depicting Queen Mangamma, a successor of Thiru-
malai Nayak, standing before the Goddess and receiving the sceptre. This tradition is
retained to this day in the chitra festival of the temple. |

Impact of literature

The increasing importance given to the Goddess Minakshi is not only due to
fabulous gifts and festivals instituted by the King Thirumalai Nayak, but also due to
the remarkable literary output during the same period. It is of interest to mention that
the literary compositions, that date earlier to 17th century A.D., have Sundaresvara as
the Lord of the poem but from the 17th century, the poems are in praise of Goddess
Minakshi. Two important poets deserve special attention and both of them have receiv-
ed patronage in the hands of that great Nayak ruler, Thirumalai. The two are Kumara-
gurupara, and Nilakanta Dikshita; the later is said to have been a minister to
Thirumalai N3ayak.

Kumaraguru

Kumaragurupara was born of Saiva Vellala family near Srivaikuntam in Trinelveli
District. He is said to have been born dumb and till his fifth year could not speak a
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word. As a result of ardent prayers to Lord Subrahmanya of Thiruchendur, he gained
his speech and began composing excellent poems in Tamil. When he visited Madurai,
Kumaraguru composed, Minakshi Amman Pillaittamil, at the request of Thirumalai
Nayak. Pillaittamil is a type of composition in Tamil in which the hero or the heroine
of the poem is conceived of as a child and all the exploits are attributed to the child.
Ten stages of childhood are praised, generally, in this type of composition. Minakshi-
Amman Pillaittamil, is one of the finest Pillaittamil in Tamil literature in which Goddess
Minakshi is praised as a girl child sporting in the universe, bestowing grace on the
devotees. It is said that Kumaragurupara, composed the poem, being seated in six pillar-
ed mandapa of the Minakshi shrine, in the presense of Thirumalai Nayak. As he was
singing the Muthupparuvam (the stage of Pearl) Goddess Minakshi assumed the form
of a young girl, came running to him from the sanctum, sat on his lap, presented him
with her pearl-necklace and disappeared. This episode is still popularly cherished by
millions of devotees.

The story must be traced directly to the Sakta cult, wherein it is believed that
Sakti will manifest herself in whatever form she is adored by the devotee. Obviously
she appeared before Kumaraguru as a girl-child as she was praised as Bala Tripurasun-
dari by him in this Pillaittamil work. This work is a full Sakta work and reflects the
Sakta traditions. The Goddess is praised as Abhiramavalli, Kalyana Saundari, and
Abhishekavalli weilding sugarcane bow (Rajarajesvari) (75). She is also said to have
given birth to the universe, the mother of Akhilanda (28). That she is adored by
Tantrik followers is also alluded to wherein they are trying to reach her grace in the
mahakasa at the dvadasanta (76). As it is a 17th century work it reflects all Sakta tradi-
tion and it is needless to go into all the details. It is just of interest to mention that
Kumaraguru visited Kasi and established a mutt there. Besides Minakshi Amman
Pillaittamil, Kumaraguru has sung Sakala Kalavallimalai on Goddess Sarasvati and
hymns in praise of God Subrahmanya and other deities. Three other poems ascribed to
him traditionally also deserve special mention. They are Minakshi Amman Kuram,
Minakshi Amman Irattaimanimalai, and Sivakami Ammai Irattaimanimalai. The learn-
ed Tamil scholar U.V. Swaminatha Iyer however considers these three were not the
works of Kumaragurupara. The first two are in praise of Goddess Minakshi of Maduari,
and the last one on Goddess Sivakami of Chidambaram. However the colophon to
Minakshi Amman Maram, praises Thirumalaibhupati, the ruler of Maduari. The
tradition seems to have preserved the historicity and these three poems were also by
Kumaragurupara. It is necessary to mention that Kumaraguru was not a Sakta. He has
suing the praises of Subrahmanya and Siva besides the Devi. It only reflects the
religious tolerance of the people of the age.

Nilakanta Dikshita

Almost the same must be said of Nilakanta Dikshita who was the other great
composer of the period. While Kumaraguru excelled in Tamil composition, he was a
follower of Srikanta Sambhu’s Sivadvaita. He belonged to the famous Sanskrit
composer Appayya Dikshita’s sisters family. Nilakanta excelled in the alankara known
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as Vakrokti, Nilakantasya Vakrokti. Nilakanta’s one of the finest poems is the
Anandasagarasthava on Goddess Minaskhi, Nilakanta refers to the Goddess as
Minaskhi and Malayadhvaja Pindya Kanyi. Obviously the term Minakshi is a
sanskritisation of the Tamil word Ankayarkkanni. It is with the advent of Nilakanta
Dikshita in 17th century A.D. the term Minakshi gained greater currency for the
Goddess of Madurai. Among his numerous other works, Nilakanta has a hymn on
Candi, called Candirahasya, consisting of 36 verses.

Popularity of Goddess Minakshi

The general and gradual popularity being gained by the Devi cult, the great
contribution of Thirumalai Nayak and the literary pourings of these two great poets, one
in Tamil and the other in Sanskrit, and the continuance of the Hindu Nayak Kingdom
in Madurai till the middle of 18th century, has made the cult of Meenakshi so popular
in the Southern part of Tamilnad.

In the great temple of Madurai, Sakti images are found in considerable number
and deserve mention. One significant aspect is the absense of Durga images prominently.
The Kali images predominate, especially in relation to the dancing form of Siva, often
in @irdhva tandava pose. As mentioned earlier, both the Vimanas of Lord Sundaresvara
and Goddess Minakshi were built by Visvanatha Nayak in the middle of the 16th
century. In the Vimana of the Goddess the main devakoshtas carry Icca Sakti, Kriya
Sakti and Jnana Sakti, all the three being shown standing, two armed, holding a flower
in the right arm and keeping the left in hanging position. It is also interesting to
mention that the main image of Minakshi is also in standing form with two arms.
There is a group of Saptamatas in this temple, which are the earliest sculptures to have
survived. They are to be assigned to 8th century A.D. and are the finest representa-
tions of Pandya art. The group is not complete. The scultptures are said to have
been elsewhere and brought to the temple with in the living memory.

In front of the Kambattadi mandapa, in the Sundaresvara temple, Madurai, are
four remarkable sculptures that deserve special mention. They are over seven feet in
height with multiple arms and are known for their powerful delineation. Two of them are
now called Virabhadra images, one Agni Virabhadra and the other Aghora Virabhadra.
Of the other two, one represents Siva dancing the @rdhava tandava and the other Kali.

Besides these four remarkable sculptures, there are various representations of Siva,
shown around the dhvaja sthamba. These are clearly intended to portray all the known
iconographic forms of Siva under one roof. The sculptures though interesting from
the iconographic point of view, lack artistic expressions and are generally dull except
perhaps the Kalyanasundara group. Flanking the entracce to the Sundaresvara shrine,
are two interesting iconographic representations. On to the right of the entrance, is

Sadasivamurti with his consort and the one of the left represents a Goddess now adored
as Gayatri devi.

The iconographic representations of Siva around the dwajasthamba were installed
by Sri Nagappayya of Vainagdram family of the Nattukkottai Nagarattas Community
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about 100 years ago (1877). I think the tradition is right and the sculptures may be
assigned to 18th century. But the four remarkable sculptures representing Grdhva
tandava, Kali and Virabhadras, are of 16th century. In one of the pillars there is an
inscription recording the construction of the mandapa by Virappa nayaka, the son
Visvanatha Krishnappa nayaka in the saka era 1505 (1583 A.D.). It is evident that
the four remarkable sculptures belong to this mandapa and are fine examples of 16th
- century handiwork.

Agni Virabhadra

This fine image of the God is shown with a Jv@lamakuta and in the centre is shown
a prominent skull. The protruding teeth and prominent moustache, highten the terrific
nature of the scene. The kundalas in the ears are formed with coiling snakes. Behind
the jatamakuta a snake move around. The Lord is eight armed piercing with the sila,
the dying Asura the right arms hold, si#la, damaruka, sword, and a human figure
probably kamkala. The left arms carry kapala, shield and bell and the fourth left arm
holds the handle of the s@la. Around the lower right arm is a serpent. Snakes are
also seen as anklets. A garland of bell worn around the neck extends upto the knee.
High heeld sandals are worn in the feet. The left feet is pressing the dying asura,
whose neck is pierced by the S#la. Below this sculpture are shown, eight Bhairavas

on this four faces of the pillar.

It is possible that this sculpture identified as Agni Virabhadra, on account of the
jvala-like head-dress probably represents Bhairava.

Aghora Virabhadra

This sculpture standing close to the Agni Virabhadra, wears Jaf@makuta and is
endowed with 10 arms; the upper right arm draws the arrow. Other right arms hold
parasu, sila, damaruka and a long bladed sword, piercing the neck of the dying figure
below the feet. The left arms hold bow, deer, a small ring in the pointed finger,
ankusa and shield. The shield is highly ornate and bears a figure of Virabhadra, high
sandals are worn on the feet. A two armed figure wearing a crown and carrying sword
and shield is falling dead, pierced by the sword.

Below this sculpture is shown, a four armed Kali, kicking a falling figure with her
right leg and holding s#la and sword in the right arms and kapala and shield in the
left arms. It is a fine representation. To the right are shown one woman beating a
gong and the other a portrait of a Naik king in adoration, probably representing
Virappa Nayak, the maker of the image.

Urdhva Tandava

The Urdhva Tandava Siva of this group is an imposing sculpture, with ten arms.
The following emblems are seen in the right arms damaruka, parasu, arrow, sword,
and sgla. The left arm holds fire, deer, bow, shield and bell. The lifted right leg
reaches the face band. The left leg is planted on the back of the dwarf, musalaka, who
holds a sword and shield. To the left of Siva is shown Nandi seated, with bovine head
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and four arms. The upper right arms are held above the head in anjali and the lower
ones are playing on kudamuza. To the right of Siva is shown the skeletal figure of
Karaikkal pey the woman saint playing cymbals.

Immediately below is shown Narada. On the left face of the pillar is Vishnu,
four armed, playing on a drum called Idakkai. To his left is shown a bearded sage.
On the right face of the pillar is shown the four headed Brahma, playing cymbals.

The representation of this irdhva tandava, corresponds to the description, given
in Tamil poems like the Kalladam.

Bhadra Kali

This Kali is greatly venerated by the local people. She has urdhvakesa, and is 8
armed, holding prayogasila, in right arm. The emblem in the second right arm is
broken. The third arm holds a weapon made of flowers. The Devi has placed her left
leg on the lifted palm of a gana. On the left face of the pillar, is a human figure,
playing a maddala. On the right face of the pillar is Kuli, holding sword and shield.

Pudumandapa-Dancing Siva

The representation of Urdhva Tandava Siva and Kili, have assumed great
significance during the Nayak period. A some what similar representation, is now to
be seen in the Pudumandapa, erected in 17th century by Thirumalai Nayak. At the
western end of the mandapa are the sculptures of Urdhva Tandava Siva, and K4li. Siva
with his leg lifted above the facial band, is shown with ten arms; holds damaruka,
parasu, sword, sila and abhaya mudra in the right arms; fire, deer, shield, vrshadvaja
and gajahasta in the left arms. The vrsha, held on a long shaft is reminescent of the
dancing Siva found in the Thirupparankunram, assignable to 8th century A.D. Below
the planted leg is the dwarf holding a snake. To the right of the feet of Siva is Karaikkal
ammai, and to the left is a four-armed figure playing kudamuza. Unlike the figure
described in the previous Urdhva Tandava form, where Nandi with a bovine head is shown
playing kudamuza, here the figure is shown with human face. Nandisa is shown playing
maddala below. He is four armed, holding deer and axe in the upper arms and playing
maddala with the lower arms. On either side are shown ganas playing conch.

On the right face of the pillar is shown Vishnu, four armed, wielding cakra,
sankha, the drum Idakkai and beating stick. Below Vishnu are shown Tumburu and
Narada, carrying Vinas. Behind them is shown the ruler Thirumalai Nayak standing in

adoration with his consort.

On the left face of the rock is the four armed Brahma, with akshamila and
kamandalu in the upper arms, and playing cymbals with the lower arms. Below Brahma
are shown sages in anjali pose. Behind Brahma are shown two portraits of women
among whom the first has manly head-dress and lower garment.
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Kali

Facing Siva on the other side is shown Kali, with grdhvakesa, she has eight arms.
In the right arms are prayogasula, arrow, cakra and sword. While in the left are bow,
pasa, shield and kapala, A female attendant supports the left leg of the devi.
Further below are shown another female attendant holding s#la and agni. On the left
face of the pillar, is shown a female playing maddala and on the right face is a big Kuli
carrying sword and shield. A female figure is shown offering incense.

In both the Kali figures now discussed, the Devi is shown in dancing pose, wielding
her usual weapons, and not as a vanguished by the great dancer. In scenes where
Devi is shown as a vanguished Goddess, she is shown clasping her lower arms. We may
hold that she is not only a witness but also a partaker in the cosmic dance. We have
seen that Kali is shown dancing with Siva even in the Ananda Tandava form as seen in
the Gangaikonda Cholapuram sculpture. We have also noticed in the panel of Catura
Tandava Siva at Thirupparankunram assignable to 8th century A.D. Kali is shown
dancing with Siva.

Mention has been mentioned earlier that competition between Siva and Kaili and
the final victory of Siva one referred to in Kalladam. The work is assignable to 11th
century A.D. Though this is referred to, in this medieaval text, we may conclude that
this is not the original concept, and was a later development. The ruler shown adoring

Siva’s dance, however, points to the superiority of Siva’s dance which received
veneration.

Bhairavi

The mandapa before the astha sakti mandapa carries sculptures, one representing
Bhairavi and the other a KirAta. The Bhairavi is on the southern side. She is two
armed holding s@la in the right arm and kapala in the left arm. The hair is tied as a
knot to the side. Vibhifti is seen on the forehead. A point of interest is the presense of
five hooded Cobra over the head of the Goddess. This is an important iconographic
feature. In later temples, which are now worshipped as Mari Amman, Mundakanni
Amman, Ankalamman or Pachaiyamman, we find in variably the presence of the five
hooded cobra. What is the meaning of this association? While discussing Takkayagap-
parani we have mentioned that Kili is endowed with many aspects of Vishnu and one
-:such association is Vishnu’s serpent Ananta, acting as the seat of the Devi, A Chola
sculpture now preserved in the Siva temple at Thirukkattuppalli, shows the Deviseated
under a single hooded cobra. The sculpture is assignable to 10th century A.D. We have
also shown the association serpents legend with Devi, mentioned in Periyapur@nam, a
12th century work.

Thus the association of serpent hood over the head of Devi could be traced back
to 10th century A.D. It is significant to see that the theme has continued to be popular

in 17th century A.D.
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Facing this Bhairavi is a sculpture of a hunter of the other pillar. What is the
significance of this Kirfita sculpture is not clear for the present. The Kirdta is two
armed holding a parrot in the left arm, and Vismaya in the right arm. By the side of
the feet is shown a monkey.

These sculptures and the mandapa are to be assigned to the 17th century A.D.
and were either constructed by Thirumalai Nayak himself or by an immediate predeces-
sor of his.

Vasantaraya mandapa

We may also mention the Vasantaraya mandapa in front of the Siva shrine and
adjoining the thousand pillared hall. The pillared hall has to be assigned to late 16th
century and must have come into existence sometime after the thousand pillared hall.
In this Vasantaraya mandapa, at the eastern end are four figure sculptures, each being
about five feet in height. On the southern side of the passage, are Virabhadra and Kaili;
Kali wears kiritamakuta which has flames issuing from its sides. Above the head is
shown the five hooded serpent. The Devi is eight armed holding sword, discus, trident
and t@danamudra; the left arms hold shield sankha, pasa and kapala. The third eye is
present in the forehead. The rounded eyeballs and protruding teeth highten the destruc-
tive aspect of the Goddess. But this is one of the finest sculpture in the Madurai
temple.

To the north of it are sculptures representing a hunter and Bhairava. The
Bhairava may be considered the counterpart of the Goddess. He wears jatamakuta,
and has six arms, s#la, parasu and sword while the left has deer, shield and kapala.
This figure may be called Mahdakala and the corresponding figure as Mahakali.

Ashtasakti mandapa

At the eastern end of the temple complex, in front of the Meenakshi shrine, is the
entrance mandapa, which is now called Ashtasakti mandapa, on account of the presence
of eight Sakti sculptures. It is seen that this mandapa was built by one of the queens of
Thirumalai Nayak in 17th century. The Portraits of Thirumalai Nayak and his queens
and other nobles are to be seen in the pillars at the back. The intention of the builder
is clearly to make this the entrance to the Meenakshi shrine. At a later period, in the
early 18th century, another mandapa was erected further east leaving a roadway in
between. This, now called Nagara mandapa, was erected by Queen Mangammal.

It is the Ashta Sakti mandapa that is of interest to us. At the front are shown
dvarapalikas, one of either side of the entrance and chouri bearers at the rear. At the
entrance to the inner mandapa are Ganesa and Subrahmanya. But it is flanking the
entrance we notice the Ashta saktis. There are altogether eight images of Goddess, al}
of them standing and identical, except for variations in emblems and head gear. The
series begin from the inner end of the northern side. The following are the deities re-

presented—Manonmani, Mahesvari, Syamala, Yagnar@pini, Kaumari, Raudri, Vaishnavi
and Mahalakshmi.
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Manonmani : Wears jat@makuta; four armed, the upper arms hold lotuses;
the lower right arm is in Chin mudra and holds an akshamala between the figures. In
the. left arm she holds a flower bunch; a parrot is seen pecking flowers.

Mahesvari : Wears kirita makuta;, four armed, ankusa, pasa, abhaya and varada
being the emblems.

Syamala : Wears kirita makuta; four armed and holds lotus and lilly in thf.‘: upper
arms and abhaya and varada in the lower arms.

Yagnartpini: Wears jatdmakuta; holds sruk and sruva in the upper arms and abhaya
and varada in the lower arms.

Kaumari : Wears kirita; has four arms holding Sakti, Vajra, abhaya and varada
in the arms.

Raudri : Wears jatamakuta, ball-like eyes and protruding teeth show her raudra
aspect; holds damaruka, serpent, sila and kapala.

Vaishnavi: Wears kirita; holds sankha, cakra, abhaya and varada but what is of
interest is the presense of vibhuti pundra on the forehead.

Mahalakshmi: Wears kirita and holds abhaya and varada in the lower arms
while the upper ones bear lotuses.

The representation of this Ashta Saktis in this temple in 17th century is interest-
ing.

THE KAMAKKOTTAM CULT

A special character of the Siva temples of Tamilnad is the existence of a separate
shrine to Goddess within the Siva temple complex. These shrines are now popularly
called Amman shrinesand have assumed equal importance as the main sanctums 'of Siva.
In some temples, the devotees now believe that they should first visit the Amman shrine
before going to the Siva shrine. From the end of llth century A.D., these Amman
shrines have assumed significance and were invariably called K&makkottam in all the
temples and the Amman was called Kamakkottam Udaiya Nacchiyar. The importance
attached to the Amman shrines is neither noticed in Kerala nor in '‘Andhra-Karnataka
regions. It has become specially Tamil in character and therefore needs special study.

One of the most important temples now adored as Kamakkottam is the present
Kamakshi temple of Kanchi, The earliest reference to Kamékshi occurs in the hymns
of the Saivite saint Appar. I have discussed elsewhere the date of the Saivite saints and
assigned Appar to the beginning of 7th century A.D. One of Appar’s hymns addressed
to the presiding deity of Thiruvadigai, is taken to allude to Parvati embracing Siva at
Kanchi, when the river Kampa overflowed. K.R. Venkataraman holds that the episode
referred to in Appar’s hymn relates to Kanchi. But it is stretching the meaning of the
word too far. The more appropriate meaning is that Lord Siva bears on his chest the
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mark left by Devi in her amourous sports. The selection of the word Kamakkodi in
relation to amourous sports is significant as it is to heighten the poetic appeal (Kima
standing here for sexual desires). It is also significant in another way. The words amar
porudu kolamkonda used are carefully chosen which means Uma was sportively resisting
and Siva exercised sufficient force to embrace her. In the story of Kanchi, this
amourous force on the part of Siva has no place. Uma embraced Siva out of fear and
not in amourous sport. The verse has no allusion to the Kanchi episnde either out-
wordly or even subtly. In the present case the Goddess at Thiruvadigai is referred to
as Kamakodi by Appar.

It must be remembered that in the mediaeval chola inscriptions the Goddess in
Siva temples are referred to generally as Kamak®oti. Hence the suggestion that Kadmak-
kOttam-Lalita cult originated from Kanchi and spread to other places of Tamilnadu, is
unacceptable. Appar the earliest to refer to Kamak®oti speaks of her in association with
Thiruvadigai. Jndnasambandar, an younger contemporary of Appar also refcrs to
Kamak®dti in association with a Irumbulai in Tanjore district.

It only suggests that by the beginning of the 7th century the term Kamakkoti
applied to the consort of Siva was well-known. How far earlier this concept developed
we do not know.

We have seen that in the Kailasanatha temple of Kanchi, a separate shrine for
the Goddess was provided and that it was as important as the other Parivara shrines like
Durga, Ganesa, Jyeshta etc. However the sub shrines dedicated to Brahma and Vishnu
are bigger than the Ambika shrine.

The Devi shrines in Siva temples being called KAmakkdf{tam Ugaiya Nachiyar is
not confined to any particular region. It is found in all the districts of Tamilnadu, from
Chingleput in the north to Thirunelveli in the south, where inscriptions are found referring
to the Devi shrines as KamakkG{tamugdaiya Nichiyar shrines. Beginning from 11th, to
the end of 16th century, we find the name Kamakkt{Gamudaiya Néacchi occurring for
Goddess in various temples. Nor such references restricted to any particular dynasty.
References occur in inscriptions of Chola, Pandya, Sambuvaraya and Vijayanagar rulers.
But soon the Goddess of each temple was given a separate name and this in most cases,
was based, on a significant name found in the Devaram hymns of that particular temple,
These were also sanskritised which are now popular among the devotees, the most
famous being Ankayal Kanni for Meenakshi of Madurai.

It is of interest to mention that in the worship of images, depending upon the
approach of the devotee, different forms are prescribed. In the Vaishnava dgamic texts the
deities are classified as Ysga, Bhoga, Vira and Abhicharika forms are prescribed for wor-
ship. In Saivite concepts also we know that some of the temples were called Virasthdnas.
We have shown, that Vama mirgins were there in Tamilnadu. Sekkilar in his Periyapu-
ranam refers to a Yoga pitha and a Bhoga pitha that were in existence in Kanchi. The Devi
residing in the yoga pitha is said to be surrounded by Yoginis and probably this refers
to a Durga temple. The reference to BhOga pitha is to the temple of Kimakshi when a
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separate shrine was established for the Goddess as consort of Siva, then it obviously
stood as a Bhsga pitha, BhOgasthina or Bhogasakti. That is the reason why it was pro-
bably called Kamakkdttam.

It may also be mentioned that in most of the Siva temples a bronze image of Devi
is placed in the sanctum where the Siva linga is worshipped. Such images are
called Bhogasakti or BhoOgesvari. It is believed that Siva should never be without
this Bhoga Sakti. The prayers of the devotee to bestow happy worldly life on him, is
addressed to Siva and Devi as universal parents. We have also seen that the Sakti of
Siva is installed in the Ydnipttha during the consecration ceremony. When such is the
case why, there arose a separate shrine for Devi with in the Siva temple complex. We
may suggest the following for such a development. Just as Durga, or Kili was consecra-
ted for bestowing victory or Yoga, separate temples were erected for Devi for the fulfil-
ment of Bhiga.

The references to Kamakkottam of Kanchi by Saint Sundaramurti in 8th century

was probably to such a separate temple dedicated to BhOgadevi. Since the Devi was
always recognised as the consort of Siva, early literature spoke of her in association
with the famous Siva temple of the village, like the Ekambarandtha at Kanchi, though

both the temples stood in different parts of the city, separated by considerable distance.
This continued to be the norm till the end of 11th century. The great temples of Kanchi,
Tanjore, Gangaikondacholapuram, Darasuram and even Tribhuvanam temples were
built by the chola rulers probably as Firasthanas dedicated to Siva. That is perhaps the
reason why no separate Devi shrine was erected within the temple complex.

However, when new shrines were erected separately for Devi from 12th century
A.D., it was built in the proximity of the Siva temple, though still falling outside the
enclosures. The Amman shrine in Chidambaram temple erected in the reign of Kulot-
tunga I, was outside the enclosure of the Siva temple. It was towards the end of
Kulottunga’s reign, a separate enclosure and an entrance tower were built separately for
the Devi. In later times perhaps in 13th century, another enclosure including the Amman
shrine was built integrating it with the main lay out. In the famous Meenakshi temple
at Maduraij, the Amman shrine was separate which was encased within the common
enclosure only 16-17th century. However a separate shrine to the Goddess was built in
the great temple of Tanjore, within the main prakara in the 13th century A.D. by a
certain Pandya ruler whose title alone has survived.

We may not be wrong when we say that Kamakkottams were originally
indcpendent Sakti shrines dedicated to the Goddess in her benign aspect as BhOgesvari
in Pallava and Early chola period, which were integrated into the Siva shrine in 12-13th

century A.D., when the Saivite and Sakta philosophy developed closely influencing each
other.

We must also mention that the development of Devi cult is not an isolated event.
From the end of 8th century A.D., the Jains who were averse to femenine principles
were greatly influenced by the Hindu movement and began worshipping Yakshi figures
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in great numbers. It would be appropriate to trace the popularity of Yakshi cult among
the Jains to the Devi cult of the Hindu school than vice versa as suggested by
K.R. Venkatraman.

In many famous temples such as Chidambaram, Madurai, Darasuram, Tribhuva-
nam, the shrine of the Goddess face the same direction as the main sanctum. However
in the great temple of Tanjore, the shrine of the Goddess faces south. But in all cases
the Devi shrines were located to the north of the sanctum.

KAMAKSHI TEMPLE OF KANCHI
In 7th cent. A.D.

The earliest reference to Kamakshi of Kanchi as Kamakkotti occurs in the hymn

of Thirujndna Sambandar. Sambandar refers to Siva remaining in union with Kamakoti
of Kacci.

Kaccippoli Kamakkotijudan Kudi
Iccittu Irum Pilai idam Konda Isan.

The word Kaccippoli Kamakkoti means Kamakkoti of Kacci. Thus this may be taken
to be the earliest reference to Kamakshi of Kanchi. In fact Sambandar refers in
this verse to Siva of the village Irumpulai in Tanjore district as Irumpilai idam konda Isan.
In this case the reference would indicate that the Goddess of Irumpulai was also called
Kamakkodi which is not unlikely. We have shown earlier that Appar refers to the
Goddess of Thiruvadigai as Kdmakkodi. Appar and Sambandar were contemporaries
and lived in the 7th century A.D.

In 8th cent. A.D.

The Saivite saint Sundaramurti who lived in 8th century makes a positive reference
to the KAmakk3ttam of Kanchipuram. He refers to Kacci mudar Kamakkdttam and says
“when the Devi of Kamakkd{tam is here why do you O Lord go about begging.” We
are therefore certain that by the 8th century A.D. a separate temple to Goddess
Kamakshi, was in existence at Kanchi in the Name of Kimakkottam. I am of the
opinion that the present Kdmakshi temple is in the same place where it was when

Sundarar visited it in 8th century A.D., though the structures have undergone reconst-
ruction.

Kamakshi Vilasa

There is a sthalapurina for the Kamakshi temple under the title Kamakshi Vilasa.
It is said to be a part of Markandeya purdana and is in the form of a dialogue between
Markandeya and a king, Suratha. This text gives puranic anecdotes connected with all
the structures that are held in veneration in K&makshi temple today. Some of these
structures are of very recent origin and we are therefore justified in holding this work
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as a late 19th century work. It is said to have been published for the first time in 1889
in telugu script by the Karvet nagar, ruler. In all probability this work was composed
then.

There is no need to say that this work is found in none of the Markandeyapurana
text known to us. The stories enumerated in this text are fantastic and are mainly
aimed at glorifying the Goddess Kamakshi as the Supreme deity. It does not hesitate to
create a situation in which Lord Siva is made to fight with K&dmakshi and be defeated
by her. The kshetra itself is called Sivajit Kshétra. The text tries to localise the story
of Bhandasura vadha in this place. It also says that the mandapa in front of the sanctum,
supported by twenty four pillars, is Gdyatri on a Mahabila i.e. great hole, where
Kamakshi as Kanya resided, did tapas and issuing forth from the hole, reduced the
universe to ashes. She then created Brahma, Vishnu and Siva for the universal function-
ing. The present temple is said to be built over the remains of Banda&sura whose body
was burried there. It also gives some stories for the installation of Yantra. Sri K.R.
Venkataraman in his studies in this temple tries to cull out some history from this
concocted text to strengthen his stand. On our part we dismiss this text as purely useless
for our study. A few well-known concepts of the Sakta tradition have been taken and
rustic stories woven around them. We will examine these few concepts and show their
integration into this text.

That Devi did tapas to attain Siva is well-known. The association of Mahabila i.e.
the great hole and the Devi issuing forth from it and burning the universe to ashes and
reentering the hole, arise out of the serpent cult. The identification of serpent cult
with the Devi cult seem to be very ancient and all-Indian in character. How far ancient
is this it is difficult to say. The cult of Manas3 in eastern India, arise out of this identi-
fication. It is probably to be traced to the worship of Nagas in the Pre-christian era.
The Upanishadic concepts that the Supreme deity resides in Guha such as Guham pra-
vishtau Parame Pardrdhe, also directly influenced these tales. '

That the mandapa represents Glyatri is also a similar tale. Since there are twenty
four pillars in the mandapa the term Gayatri could have been originally used symboli-
cally, for which a story has now been invented. However the association of the Devi, at
Kanchi with serpent hole is earlier to 12th century. Sekkilar mentions this in his
Periyapuranam but in a different way. She is said to have been requested by the serpent
king, Padmanaga, to reside in his bila and do tapas. This she accepted.

The fulfilment of sexual desires both in the physical sense and esoteric sense are
well-known concepts of the Sakta tradition. The sthalapurana calls the Devi as Kamaplta,
Ka@mavardhani, and Srng@r@mohini. She is said to have assumed the form, Manmatha
mandala which shows the fuller expression of Sakta tradition. The text also states that
the worship in the temple was based on Rudraymala, a tantric text.

Sri K.R. Venkatraman, states that “the Devi exhorted Brahma to install the Devi
images in all the Siva temples” which he considers significant. This he cites to show
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hat Devi images were not in Siva temples originally and they were installed by Brahma
newly. K.R. Venkatraman’s citations are partial. The Mamakshi vilasg clearly says, the
Devi caused the Devi images in all the temples to disappear so that Siva will be afflicted
with Kdma and come to her. It is after this episode that Brahma was asked to reinstall
the Gauri images in all the temples. So the Gauri images were there already and Brahma
only reinstalled them. We are only citing this to show it would be useless to rely on
this text to get any historical data.

Tripura

In the Airavatesvara temple (R&jardjesvara temple) at Darasuram, built by
Rajardja Chola II, in the 12th century A.D. there is an interesting figure of what looks
like Ardhandri. The right half the figure is male and the left is female. It has three
heads, adorned with karandamakutas. Behind the heads, is shown a circular disc. The
third eye is visibly shown in the forehead. The deity is endowed with eight arms,
holding akshamala, kadga, katvanga and a lotus flower in the right arms and pasa,
abhaya, danda and kapala in the left arms. The lower garment in the left is shown upto
the ankle while that on the right is upto the middle of the thigh. The figure has many
peculiar features. In both the ears, only makarakundalas are seen whereas in Ardhanari
forms, the right ear will have makarakundala and the left a patrakundala. The head
dress in all the three heads represent karandamakuta, which emphasises that this whole
is a feminine deity. In Ardhanari images, the right side of the head dress would be
jatdmakuta, and the left karandamakuta. Nipuras are shown in both the legs which
again shows that the deity is a female. The deity also holds in the main right arm, a
lotus, which is characteristic of a female deity and yet it is an ardhanari form and as
such it is necessary to state what it represents. The whole represents Devi as Parfsakti-
Tripurd (Pl. 98) to whom Siva is an anga, a part. Thes word, kafvanga, danda, pasa
and kapala, lay emphasis on Tripura Bhairavi aspect of the Devi. The akshamala
symbolises Jnana. The three heads will show the Devis embodiment as Durgl, Lakshmi
and Saraswati or Icca Sakti, Kriya Sakti and Jnfina Sakti.

The Takkayagapparani, a Tamil work by Ottakkittan is a work composed at the
time when the temple at Darasuram was built by Rajaraja II. There are strong evidences
to suggest that Ottakk@ttan composed his work after seeing the temple and its sculptures.
There are two verses in Takkaydgapparani that are of interest in respect of the image
under discussion. The Devi is praised, in one of the verses (V 109), to whom Siva is said
to form a part. Devi is said to delight in having Siva as her part. She is also extolled
(in V 431) as Tripura Bhairavi. The sculpture at the Darasuram temple is unique and
represents Tripurl.

Devi as Mohini

While discussing Takkaydgapparani, we have mentioned that Sakti is endowed
with most of the aspects of Vishnu. There is an interesting sculpture in a niche of the
front mandapa in the Darasuram temple, representing a Goddess. The Devi is shown
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standing with two arms, holding a lotus in her right arm and amirta kalasa in the left.
The moving limbs, the most chdrming face and the captivating smile, makes it the most
elegant sculpture that one could see in the Darasuram temple. The sculpture has been
identified as Annapilrna by many scholars, but it is not a representation of Annapiirna
who should be shown with annapatra in the left and a spoon in the right. The Goddess
represented here is Devi as Mohini who holds Amirta Kalasa from which she distributed
ambrosia to the Devas (Pl. 99). A verse (107) in Takkayagapparani extols Devi as
Mohini who distributed Amirtapina to the Devas.

Amarar valvu valvaga Avunar valvu palaga
Arulum Mohini Ahi Amudapanam 1vale.

This sculpture is a representation of Sakti as Mohini who is also called Vishnu

maya.
Sakti in Sati Stones

When a woman committed Sati, either by burning herself to death in the funeral
pyre of her husband or burrying herself with the body of her husband, she was adored
and honoured by erecting Sati stones, also called Masati-stones. Such a custom seems
to have gained momentum in the mediaeval period and are seen in large numbers in
Karnataka region. This custom was also in Vogue in Tamilnadu from the Sangam
period. However Sati stones are very rarely met with in Tamilnadu. So far only two
inscribed stones have come to light both coming from the regions contiguous with
Karnataka region.

However a few Pallava panels, recently brought to light, can now defenitely be
identified as Sati stones. The principal distinguishing feature in these panels, is the re-
presentation of two arms issuing from a shaft (Pls. 101 & 102). In well-known inscribed
Sati stones of mediaeval period, one or two arms are shown issuing from a shafts. The
representation of arms, issuing from a shaft is a common motif in Sati stones.

Another distinguishing feature is the representation of two apsaras holding flower
or chouri 1n their arm, flanking a pair of human beings shown with their arms in anjali
pose. The human pair thus standing in between represent the dead husband and the
wife who committed Sati. When a hero dies he is said to ascend heaven in a divine
chariot accompanied by apsaras. In hundreds of hero-stones that have come to light, the
representations of hero, being accompanied by the apsaras, either holding flowers or
chour are seen. In the panel under discussion the apsaras flanking the human pair,
signify the couple being accompanied to the devaloka.

In such panels, a number of deities are represented (either shown seated or stand-
ing) besides the arms and human figures. In general all the deities are shown seated
on a common pedestal and are shown in the following order. First is shown Brahma;
then is Siva in the form™ of linga. To his left is shown invariable Parvati seated. Then
Subrahmanya and Narasimha are represented. In some panels Narasimha is followed
by Sri in the form of Srivatsa. There are panels in which Ganesa and Jyeshtd are also
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shown. A panel from Peddamudiyam, now preserved in the Madras Museum shows
Durga as Mahishasuramardini in addition to the other deities.

The representation of various Gods in these panels signifies the attainment
devaloka by the dead pair. They had achieved the unique distinction of reaching not
only heaven but also standing face to face with all the Gods. The representation of
both Saivite and Vaishnavite deities in the same panels, shows the sectarian bias has
not yet emerged strongly as it did in late mediaeval periods. Special mention must be
made of the portrayal of Sakti invariably with Sivalinga and in many cases, Sridevi
with Narasimha. Both the principal Gods are shown with their consorts giving audience
to the couple who have arrived from manushyaloka. This emphasises the importance
given to the femenine principle, in these Sati stones. It is of interest to mention that
many such women who committed Sati were deified and often identified with Durga
or Kili in later periods. Such Sati stones have come to light from Munnur, Kanchipu-
ram, Manimangalam, Ukkal, Utteramerur, Brahmadesam and Tenneri, all in the
Pallava territory.



VIl
SAKTI WORSHIP AS GLEANED FROM EPIGRAPHS

So far as Tamilnadu is concerned, written documents in the form of lithic
records begin to appezar from the 2nd Century B.C. Most of the epigraphs ranging
from 2ad Century B.C. to 2nd Century A.D., are associated with Jaina abodes, refer-
ring to the name of the monks or the donors of the abodes.

From the reign of the great Pallava ruler Mahendravarman (600 A.D.), the
epigraphs begin to make pointed reference to Sakti, in her various manifestations.
Mahendra’s inscription at the upper rock cut cave, refers to the constant company of
Uma with Siva, in a dramatic form.

T AaAfaaw afaal grRAAEET
4T dtgg A& fyagwat adewq gfa
arargy faferasr faggs fecda =g fir
fred frsefir qewraen afaai qat aamorr 44
The Kuram grant of Paramesvara Pallava, begins with salutations to Siva as
Visvamurti who is evidently the five faced Sadasiva.

qeareq: fraee gfe s ag=;
aegafer: faget
#TR syregdfa e

aeaATTeH A
feisden: ge=  sqfaf
gfeesq wmfez:
m‘fa‘ngﬁrﬁﬂ'rfqﬁ!rm:

Traai farawfa:



SAKTI WORSHIP AS GLEANED FROM EPIGRAPHS 213

Siva bestows Sakti, who is responsible for Kriyasadhana on devotees says the next verse
in the same grant.

wrdegg ST WA 9T AR sa:

faga we T ofa: gsefa gegtaa:
ATt ggiq wafa 3 afs fer @i
TEEHT qEnTT 8 gafy fasagamfn

Siva, seated on top of Sumeru mountain as a great Yogin with Uméa is mentioned in
the benedictory verse of the Udayendram copper plate grant of Nandivarman.

gas frfe g fa sy agrad
g fped ey vgay
IRTE g weTa SegaE aefing
garfarg wg aarfa farcer srerarfon

The Kasakkudi plates (8th Century) of Nandivarman Pallava include in the
benedictory verses, adoration of Lakshmi and Durga. Durga is called Arya, Bhagavati
and Vishnu’s sister.

geeaT qATE A9 fada

FIHY 7 qTH I TR
fasoit; sq@r |1
' R
wrat saral fagar @9

The other point of interest in this verse is, that the Devi is said to be worshipped
by Kama. The Lalita Sahasranama, calls Devi as Kamapujita. The concept was popular
in the Tamil land even in 8th Century is attested by this grant.

Rajasimha’s inscription at Mamallapuram and Saluvankuppam refer to the
Somaskanda aspect.

%g frfasar gg wor afga:
fraa Fa e, wag agafa:

Mention has been made earlier of the installation of the image of Gnddcss
Nisumbasudani at Tanjore by Vijayalaya around 850 A.D.

aa: sfaserer frpewgadt
AT Woad TRIEAT]

The adoration of Devi as the Supreme Goddess, whosé blessings were sought fot
éven the mighty emperors, for their conquests, and well beings is pointed by this ins«
cription. The installation of Mahakalattu Bhatari (obviously Chandika) at Nemam in
Tanjore District, by the Muttaraiya Chieftain Perumbidugu Muttaraiya in the first half
of 9th Century is recorded in a pillar inscription now in Sendalai. That the Pallava ruler
Tillarerinda Nandi, and the Pandya ruler Maran Sadaiyan visited this temple of Bhatari
personally and gifted gold and wealth speak of the popularity of the Devi cult in the 9th
Century A.D.
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Recently an inscription has been exposed on a pillar behind the shrine of the
Goddess in the northern part of the prakara of the great temple of Tanjore. The ins-
cription is dated in the reign of Rajaraja Chola 1 and refers to the endowment for the
Goddess Umaparamesvari, in prakara of the temple. The pillar on which the inscription
is found, is in front of a small shrine which obviously enshrined the Goddess. The
inscription for the first time shows that even from the time of Rajaraja, a separate shrine
for the Goddess were built in the Siva Temples. However, from the end of the 1lith
Century, from the reign of Kulottunga Chola I, such temples assumed very great impor-
tance and were called Kamakottam Udaiyanachiyar. Several inscriptions refer to such
shrines in the Siva temples. A few select inscriptions on such Devi shrines are appended
at the end, References to Sakti are innumerable in mediaeval and late mediaeval
literature, which would require an exhaustive treatise. I am therefore appending a few
inscriptions for the convenience of the readers.

SELECT INSCRIPTIONS ON KAMAKKOTTAM

1. An inscription in Tamil in the Tirukkalukkunram Udaiyar temple Tirukkalu-
kkunram, Chingleput district dated in the 20th year of Chola king Tribhuvanacha-
kravartin Kulothunga chola deva records a gift of sheep for a perpetual lamp to the
Goddess Tirukkamakotta-Nachchiyar (A.R.E. 136/1932-33).

2. An inscription in Tamil in the Adavallar temple dated 23rd year in the reign of
the Chola king Tribhuvanavartin Konerinmai Kondfin records a gift of land made tax
free for the expenses to the shrine Tirukk@makkotta-Mudaiya-Periya Nachchiyar
(A.R.E. 89/1919).

3. An inscription in Tamil in the Tirupperumanamudaiyar temple dated 32nd year
in the reign of the Chola king Tribhuvanachakravartin Tribhuvana Vira deva, records a
gift of land to the shrine of Tirukkamakkotta mudaiya Nachchiyar (A.R.E. 530/1919-21).

4. An inscription in Tamil in the Siva temple, Sirudavur, Chingleput Taluk,
Chingleput District, dated 12th year Chittirai 26, in the reign of Sambuvaraya King
Sakalalokachakravartin Rajanarayanan, records a remission of some specified taxes
on two veli of devaddna land belonging to the God and the Nachchiyar (A.R.E.
03/1933).

5. An inscription in Tamil in the Atmanayaki Amman temple Tirukkalakkudi
dated in 14th year, of Pandya king Maravarman alias Tribuvanachakravartin Sundara
Pandya deva records that at the instance of the king’s nephew Kulasekhara deva, certain
lands situated in Kumattakkudi, a village of Kana-nadu, were made tax free and given
to the Goddess of Pidariyar Alagiya Nachchiyar. (A.R.E. of the A.A.S. Vol. VI
1916-18) (A.R.E. 61/1916-18).

6. An inscription in Tamil in the Minakshi Amman Temple, Kolinji Vadi,
Dharapuram Coimbatore district, dated in the reign of the king Tribuvanachakravarti
Konerinmai Kondan, records a gift of land to the Goddess Tirukkamakkotta Nachchiar
(S.LI. Vol. V 260).
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7. An inscription in Tamil in the Nellaiyappar temple Tirunelveli Taluk, Tirunelveli
District dated 34th year in the reign of the Pandya king Sundara Pandya devar
records a gift of tank for the irregation purpose to the offering of the Goddess
Nachchiyar of Tirukkamakottam (S.II. Vol. V, No. 408).

8. An inscription in Tamil in the Sokkanathasvamin temple Kolinjivadi, Coimba-
tore District dated 30th year and 51st day in the reign of the Chola king Tribuvanacha-
kravartin, Konerinmai Kondan records a gift of land free of all taxes in Anukampal-
lJam alias Amarabhayankara to the Goddess Tirukkamakottattu Nachchiyar alias
Alagiyasokkiyar (A.R.E. 155/1920).

9. An inscription in Tamil in the Sokkanathasvamin temple Kolinjivadi, dated 30th
year and 56th day in the reign of the Chola king Tribuvana Chakravartin, Konerinmai
Kondan records another gift of land to the same Goddess Tirukkamakottattu-Nachchiyar
alias Alagiya Sokkiyar (A.R.E. 156/1920).

10. An inscription in Tamil in the Sokkanathasvamin Temple Kolinjavadi, Coimba-
tore District dated 29th year and 235th day in the reign of the Chola king, Tribuvana-
Chakravartin, Konerinmai Kondan records a gift of land to the same Goddess
Tirukk@amakottattu nachchiyar alias Alagiyasokkiyar in the temple (A.R.E. 157/1920).

11. An inscription in Tamil in the Kailasanata Temple Tentiruppera, Tiruchendur
Taluk, Tinneveli district dated 11th year in the reign of the Pandya king Jatdvarman
alias Tribuvana Kulasekara De&va records some endowment by the king for the wor-
ship of Goddess Tirukkamakkotiattu Aludaya Nachchiyar (A.R.E. 286/1939-43).

12. An inscription in Tamil in the Kailasanatha temple Singikulam, Nanguneri
Taluk, Tinneveli District dated 33rd year and 61st day in the reign of the Pandya king
Maravarman alias Tribuvanachakravartin (Kula) Sekara Deva records an endowment
made by the king of land to the Goddess Tirukkamakkottamudaiya-Nachchiyar,
(A.RE. 262/1939-43).

13. An inscription in Tamil in the Govardhani Amman shrine in Subramanya
Temple Tirupparankunram, Madura Taluk, Madura District dated 43rd year in the
reign of the king Tribuvanachakravartin Konerinmai Kondan records a gift of land
of the Tirukkamakkottam (A.R.E. 387/1918).

14. An inscription in Tamil in the Govardhani Amman shrine in the Subramanya
temple Thirupparankunram, Madurai Taluk, Madurai District dated 43rd year in the
reign of the king records a similar grant of land to the same shrine (A.R.E. 338/1918).

15. An inscription in Tamil in the Govardhani Amman shrine, Subramanya temple,
Tirupparankunram, Madurai Taluk, Madurai District dated 42nd year in the reign of
the Pandya king Maravarman alias Tribuvanachakravartin Kulasekahra deva records a
gift of land of the Tirukkamakkottattu Aludaya Nachchiyar (A.R.E. 339/1918).

16. An inscription in Tamil in the Nellaiappar temple, Tirunelveli Taluk, Tirunelveli
District in the reign of the Kerala king, Sri Buthalaveeraramavarmar records a gift of

the land to the Goddess Nachchiyar Tirukk@maikkottattu Aludaiya Nachchiyar. (S.1.I.
Vol. V 409).
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17. An inscription in Tamil in the Nellaiyappar temple Tinneveli, Tinneveli Taluk,
Tinneveli District dated in the reign of the Naick king, Srimath Viswanatha Krishnappa
Naicker, records a gift of land to the Goddess Nachchiyar Tirukkamakkottattu

Aludaiya Nachchiyar (S.1.1. Vol. V 410).

18. An inscription in Tamil in the Muruganatha temple Tirumuruganpundi, dated,
4th year in the reign of the Kongu Pandya king Jatavarman records that the paving of
the floor of the ardhamandapa of the shrine of the Goddess frugunannidai mangaiyar
(A.R. of the AAS Vol. VI 1916-18).

19. An inscription in Tamil in the Sangamesvara Temple Vedavalli Amman
shrine, Bhavani, dated Parthiva tai 20 records that the front ardhamandapa of the
shrine of Pannarmoliyamman at Thiruvanikudal was the benefaction of Immadi Ketti-
Mudaliyar and Sinnammal (A.R.E. 232/1950-51).

20. An inscription in Tamil in the Sangamesvara temple Bhavani dated Vikrama,
Chittirai that Immadi-ketti Mudaliyar constructed a procession path round the shrine
(tirunadai maligai), the front nritya mandapa and the Sikhara (Pinnacle) of God
Nannavudaiyasvamin and also the central shrine the ardhamandapa and the maha-
mandapa of the Goddess Pannar (moli)-amman (A.R.E. 229/1950-51).

SELECT INSCRIPTIONS ON DURGA

1. Aninscription in Tamil in the Selliyamman temple Kilachchur (Vellore Taluk)
near Pallikonda dated in the reign of the Chola king Parthivendra varman records that

Punkuran Uttamasivanathan, an officer of Sola Prithivigangaraiyar whose territory
extended to Kallodu constructed (on behalf of his master) the Vimana of the Goddess

Vadapalamandal (Durga) at Nandikampa Chaturvedimangalam in Pali-nadu a subdivi-
sion of Paduvur-Kottam (A.R.E. 23/1938-39).

2. An inscription in Tamil in the Ainjanjandi Durgaiyar of Kanchipuram dated
18th year of the Chola king Rajaraja records gift of 60 Kalanju of gold by the residents
of Sirumanraiyur, a devadana situated in Ambi-nadu in Eyyilkottam for burning four
perpetual lamps in the name of the king in the temple of Ainjanjandi-Durgaiyar of
Kanchipuram (A.R.E. 78/1919).

3. An inscription in Tamil in the Kachapisvara temple (on the eastern wall of the
Durga shrine) big Conjeevaram, Chingleput district, dated in 3rd year of Parakesari-
varman alias Rajendra chola deva records that a gift of 95 sheep by a private individual
of Alisavur in Alisavur-nadu, a subdivision of Kaliyur-Kottam to the temple of
Ainjanjandi Durga battaraki (A.R.E. 74/1921).

4. An inscription in Tamil on the east wall of the Durga shrine in the Kachapis-
vara temple, Big Kanchipuram, Chingleput district, dated in the 16th year of the Chola
king Rajendra choladeva, records a gift of gold by Nigarili-lokamadevi, a servant of the
queen Mukkokkilinadigal and by a temple dancing girl called Perri Ponnambalam, for
two perpetual lamps to be burnt in the shrine of the Goddess Ainjanjandi-Durgaiyar

(A.R.E. 73/1921).
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5. An inscription in Tamil dated in the 18th year of the Chola king Rajendra
choladeva records a gift of gold by a private individual of Magaral, in Eyir kottam, for
offerings and worship to the Goddess Durgaiyar during the pushya day in the month of
Aippasi, every year (A.R.E. 77/1921).

6. Aninscription in Tamil, on the base of the month and west walls of the Durga
shrine in the Kachapisvara temple dated 18th year of the Chola king Rajaraja, Raja-
kesarivarman records gift of 60 Kalanju of gold by the residents of sirunanraiyur, a
devadana, situated in Ambi-nadu in Eyil-Kottam for burning for perpetual lamps in
the name of the king in the temple of Ainjanjandi Durgaiyar of Kanchipuram
(A.R.E. 78/1921).

7. An inscription in Tamil in the Lakshminarayana Perumal temple at Sinnama-
nur dated in the reign of the Chola king Rajendra chola devar, records sale of land for
a lamp to the shrine of Durga Paramesvariyar, by the assemblies of three villages
viz. Arikesarinallur, Arapadasekara mangalam and Mandaragaurava mangalam
(A.R.E. 439/1908).

8. An inscription in Tamil in the Siva Temple, Eydanur, Cuddalore, South Arcot
district, dated 28th year of the Chola king Rajakesarivarman alias Kulotunga choladeva
records the different amounts ‘of money received prior to the 28th year of the king by
several sivabrahmanas from Thirvayindran Viraiyan and Meykilan of Eydanur for
burning lamps in the temples of Tirumandurai-Andar at Colakulavallinallur in Pattam-
pakkai nadu, a sub division of Gangaikondasola Valanadu and Ganapatiyar in the same
village (A.R.E. 141/1933-34).

9. An inscription in Tamil dated in the reign of the Chola king Kulottunga chola-
devar (42nd year) records that the lands belonging to the temple of Emalattu Durgaiyar
Onkara sundariyar, situated in the eastern hamlet of this village with the temple flower
garden and tank were registered as a village gift to the said goddess under class 12.
This land was renamed Bhupala sundara vilagam after democrating the lands and fixing
the boundaries (A.R.E. 207/1919). ,

10. An inscription in Tamil in a dry land called Nattakkollai, Ariyllr, Tiruk-
koyilur taluk, South Arcot district record the nonbu observed by a certain lady in the
temple of Durga characters belong to the 11th century A.D. (A.R.E. 234/1936-37).

11. An inscription in Tamil in Tevadiyakuppam, South Arcot district dated 27th
year of the Chola king Tribhuvanachakravartin Rajarajadeva III, registers a gift of the
village Attamalayamanpatti, in Vanagoppadi-nadu by Akarasuram Tiruvannamalai
perumal alias Rajdgambira Chediyarayan for offerings and worship to the God Vayiri-
suramudaiya Nayanar alias Erivalan Chydanayanar and Durgaiyar at Sanbai
- (A.R.E. 450/1937-38).

12. An inscription in Tamil in the Lakshmi Narayanasvamin temple Mudigondam
dated in the reign of the Hoysala king Vira somesvara deva records gift of a garden to
the temple by the mahajanas of Durgaiyar-agaram (A.R.E. 7/1910).

13. An inscription in Tamil in the Vijaghrapurisvara temple Pulippakkam, Ching-
leput, dated in 14th year of the Telugu Chola king Vijay Gandagopala devar, registers
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a similar gift by the Pillaiyarmudali belonging to the temple, for a twilight lamp to
be burnt before the image of Durga, set up by him in the temple (A.R.E. 10/1932-33).

14. An inscription in Tamil ( Vatteluttu) in the Tiruvaludisvara temple, perungulam,
Srivaikuntam Taluk, Tinneveli district dated in the reign of Pandya king Jatavarman
alias Sundara chola pandyadeva records a gift of 25 sheep lay, a vellala named Ikkansiri-
yan for a sacred lamp to the image of Durgaiyar in the temple of Tiruvaludisvara at
Perungulam alias Uttamacolanallur in Tiruvaludi valanadu, a district of Uttamcola
Valanadu in Rajaraja Pandinadu (A.R.E. of 1932-33).

15. An inscription in Tamil, in the Durga temple Attuvampadi Polur Taluk North
Arcot District dated, Saka 1374 of the Vijayanagara king Virapratapa Praudha Malli-
karjuna deva Maharaya remarks an order of Mahapradhana Ganapanna Dannayakkar
to the tanattar of the several temples including Dharmisvaramudaiya Nayanar and
Umapatiswaramudaiya Nayanar allotting this annual contribution of jodi and sulavari
taxes amounting to 90 panam payable at 7% panam amount, for the daily midday
offerings and worship in the temple of Prasanna Durga devi for the merit of the king
(A.R.E. 94/1939-40),

16. An inscription in the Aruvampadi (Polut taluk) North Arcot district, dated
Saka 140 (9) year of the Vijayanagara king Narasingaraya maharaya records an order
of Bupparasar the agent of Nagama-Nayakar who was the mugappavadai of the king
making a gift of the tax Kadukaval-Varttanai realised from the hil] forest near Arruvan-
padi to provide for scented unguents and other materials for the Goddess Prasanna
Durgadevi on special occasions for the increasing prosperity of the king and of Nagama
Nayaka (A.R.E. 93/1939-40).

17. An inscription in the Durga temple Attuvampadi, Polur taluk, North Arcot
district dated saka 1434, year of the Vijayanagara king Krishnaraya maharaya records the
sale of the village Malaiyampatti, for 500 panam to Tirumalai-Nayakka son of Ekkappa
Nayakka, a Kannadiyanayaka of Marudarasar-Padaividu, by a number of persons who
fixed its rent as 20 panam and 50 Kalam of paddy per annum which had to be paid by
the purchaser to the Durga temple (A.R.E. 92/1939-40).

18. An inscription in Tamil in the Durga temple Atturampadi, Polur Taluk,
North Arcot district, records appointment of two shepherds, Ilaiyperumal and pirattia-
lvar paying taxes at 5 panam each to Murugamangalapparru and Andinadu respectively
as the tiruvilakkukkudi for measuring out ghee of that value to the Prasanna Durgadevi
temple for a perpetual lamp on bzhalt of idaitturai Chinnamarajar (A.R.E. 91/
1939-40).

19. An inscription in the Durga temple Attuvampadi, Polur taluk, North Arcot
district dated in the reign of the Vijayanagar king Virapratapa Vira Bhu (Patiraya)
Maharaya records the endowment of the (entire) village Arrutampadi for offerings and
worship to Durgadevi (A.R.E. 95/1939-40).

~20. An inscription in Tamil in Pugaippatti, Tirukkoyilur taluk, South Arcot
district specifies the mayana land belonging to a Kuttadi, probably attached to the
Durga temple.
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SELECT INSCRIPTIONS ON KALI

An inscription in Tamil on the slab set up at the Kaliyamman Temple in the
village, Colapuram, Vellore Taluk, North Arcot district records a Pidari temple const-
ructed by Nangai Mani, daughter of Ari kandan wife of Prithvigangaraiyar (A.R.E. 426/
1902).

An inscription in Tamil in the Tirukkamesvara temple, Kappalur, Polur Taluk,
North Arcot district seems to be the concluding portion of a record in which it is stated

that the Mannudaykar (?) of the village should first offer worship in the Pidari temple
and then in the Kadugal Kottam (A.R.E. 287/1938-39).

An inscription in Tamil near the Siva temple Timmichchur dated 5th year of
the Chola king Parakesarivarman records an endowment of sheep for the lighting of
the hall (ambalam) built at Timisur, Timisur-nadu by Mummudisola-Kadupattigal and
certain taxes for the expenses of maintaining it. It also states that the donor conse-
crated the goddess Pidari in a shrine built by him (A.R.E. 37/1936).

An inscription in Tamil in the Selliyamman temple at Alambakkam records that
the temple of Pidari was constructed by a certain Irayar Alankara priyan alias Tiru-
orriyuran and seems to register a gift of land for offerings (A.R.E. 704/1910).

An inscription in Tamil in the Salliyamman Temple at Velachcheri, Saidapet
Taluk, Chingleput district records a gift of land as manjikkam by the sabha of Velach-
cheri in Puliyur, Kottam for the maintenance of parpetual lamp and for offerings
during the two year service in the temple of Kala Bhatari (A.R.E. 317/1911).

An inscription in Tamil in the Selliyamman temple Velachcheri, Saidapet Taluk,
Chingleput district dated in 4th year of the Chola king Parakesarivarman records a gift

of land to the temple of Kala-Bhatari at Velachcheri in Puliyur Kottam by the assembly
of the village (A.R.E. 317/1912).

An inscription in the Maduvanesvara temple at Tirukkalavur dated 27th year of
the Chola king Madirai konda Parakesarivarman, gives a list of the lands owned by
the temples of Mahadeva, Kala-Pidari and Maha Vishau at Pala-Tirukka (ru) gavur
(A.R.E. 42/1910).

An inscription in Tamil in the Aiyanar temple Kottamangalam, Tiruchirappalli
district dated the reign of the Chola king Parakesarivarman records some provisions
made for food offerings and a lamp to Brahmisvaran Udaiya nayanar of Korramanga-
lam; two others refer to grant of land. The fourth mentions Pidari. In characters of the
14th and 15th century (A.R.E. 657/1962).

An inscription in the Jnanaparamesvara temple Tirumeyjnanam, Kumbakonam,
dated in the reign of the Chola king Parakesarivarman, refers the boundaries of a land
are mentioned those belonging to God Tirupparkadal Devar, and Bhitariyar
(S.LI. XIX No. 452).

An inscription in Tamil at Karandai, Tanjore Taluk dated in the reign of the
Chola king Ko-parakesari records the sale of right to do worship in the Siva temple
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and Pidari and Kali temple in Karuntittai Kudi to a certain Ramesvaramudaiyan by
two priests of the temple of Karuntittaikudi (S.I.I. Vol. V 1412).

An inscription in Tamil in the Bramhapurisvara temple Pullamangai, near
Pusupatikoil, Papanasam taluk dated in the reign of the Chola king Parakesarivarman
records gift of land to the Goddess Kala Pidari (S.I.I. Vol. IX No. 63).

An inscription in Tamil in the Vedaranyesvara temple Vedaranyam, Tirutturai-
ppundi Taluk, Tanjore district dated 18th year of the Chola king Parantaka I, records
an endowment of 25 Kalanju of gold on Sankranti day by Koyilanachchipidariyar, wife of
Sembian Muvendavelar for food offerings to the deity Tirumaraikkattu madevar from
out of the interest accuring from the endowed amount (S.I.I. Vol. XVII/484).

An inscription in Tamil in the Selliyamman temple Karadi, dated 20th year of
the Rashtrakuta king Kannaradeva records a gift of 96 sheep for a perpetual lamp
in the temple of Pidari Idaimalai-Nangai to the south east of the village Ravikulachula-
mani Chaturvedimangalam of the southern bank of Penni in Vanagoppadi, by
shepherd who entrushed it to the local sabha (A.R.E. 218/1936-37).

An inscription in Tamil in the Brahmapurisvara temple Pullamangalam,
Pusupatikoyil Papanasan Taluk, Tanjore district, dated in the reign of the Chola king
Uttama chola records that the mahasabha of Pullamangalam a Brahmadeya village in
Kilar-Kuvram which met together after beat of drum in the courtyard in front of the
temple of Tiruvalandurai, sold tax free a land 1§ ma in extent situated in Kandaman-
galam to the temple of Kala pidari in the centre of their village for 25 Flakkasu
(S.1.1. Vol. XIX No. 63).

An inscription in Tamil in the Siva temple Tiruppanamur cheyyar taluk, North
Arcot district, dated 23rd year of the Chola king Rajaraja deva records an endowment
for lamps to the Parivaradevas such as Ganapathi, sapta-matrikas, Subramanya,
Tirukkettaikilatti-Bhatari i. e. Jyeshtadevi, Durga, Chandesvara and Kshetrapala, in the
tiruvunnaligai of the temple Urani-Nakkar at Parampur in Srikamakottapuram
(A.R.E. 154/1939-40).

An inscription in Tamil in the Pidari temple Nangavaram, Kulittalai taluk, Kulittalai
district dated in the reign of the Chola king Ko-Rajakesari (S.I.I. Vol. VIII 655).

An inscription in Tamil dated in the reign of the Kongu-chola king Virarajendra-
deva records that Yalvallam Ullalaichchevagam, a mudali of Kiranur in Pongalurka-
nadu engraved on stone and copper the gift of land made by his grandfather Somanatha-
devar alias Anuttirppallavaraiyar for offering to the Goddess Rangapidariyar
(A.R.E. 175/1919). :

An inscription in Tamil in the Mahalingesvamin temple Tiruvidaimarudur dated
in the reign of the Chola king Tribhuvana chakravartin Konerinmaikondan records gift
to the shrine of the Pidari Yogirunda-Paramesvari in the fourth Prakara of the temple
(A.R.E. 307/1908).
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An inscription in Tamil on a slab set up in a field called Paruttirattan-Kollai,
Memalur, dated 35th year of the Chola king Kulottunga choladeva states that an image
of Pidari was set up by Perumal Palli, a workman of Memalur in Kurukkai-Kurram,
a subdivision of Miladu alias Jannathavalanadu (A.R.E. 230/1936-37).

An inscription in Tamil in the Jnanaparamesvara temple Tirumeyjnanam,
Kumbakonam Taluk, Tanjore district registers a sale of 521 Kuli of land tax free, by
the Perunguri perumakkal of the Mahasabha including the Battapperumakkal of Nalur,
a brahmadeya in Sevur Kurram for 5 Kalanju of gold to a merchant of the village
named Narana Tallam, who endowed the same after purchase to the temple of Tiruma-
yanadeva. Among the boundaries of this land are mentioned those belonging to god
Tirupparkadal Devar Bhitariyar (Bhatari) (S.1.1. Vol. XIX No. 452).

An inscription in Tamil in the Apratisvara temple Nagar, Lalgudi Taluk, Trichy
district, dated in the reign of the Chola king Kulottunga seems to refer to the lands
alloted to the temple servants viz. priests, paricharakas and svayampakis. Refers to the
land Turaimugam chey and mentions a Pidari koil among the boundaries
(A.R.E. 685/1962).

An inscription in Tamil in the Baktajanesvara temple Tirunamanallur,
Tirukkoyilur Taluk, South Arcotdistrict dated in the reign of the Chola king Kulottunga
chola deva records gift of money for burning lamps before the image of Tiruvidi-
Nachchiyar set up in the temple by a certain Siuttondan (A.R.E. 264/1939-40).

An inscription in Tamil in the Pidari temple at Neyyadipakkam, Kanjeevaram,
Chingleput dated 13th year of the Chola king Kulottunga chola deva records gift of 14
kasu by a private individual for a lamp to be burnt in the Pidari temple at Neyarrupak-
kam i1n Terodu Paluvur nadu a subdivision of Kaliyur Kottam, a district of Jayangonda
sola mandalam (A.R.E. 261/1922).

An inscription in Tamil in the Tiruvirattanesvara temple at Tiruvadi Cuddalore
Taluk, South Arcot in the reign of Sambuvaraya records gift of 3000 kuli of land by
Samuvaraya for providing sandal paste to the Goddess Chamundi Nachchiyar set up in
the temple of Tiruvirattanam Udaiya Nayanar (A.R.E. 384/1921).

An inscription in Tamil in the Tiruvallisvara temple, Padi, (Tiruvatidayam) dated
in the 3rd year of the king Tribhuvanachakravartin-Vijaya Gandagopaladeva records, a
dancing girl of the Tiruvegambam Udaiya-nayanar temple of the Goddess Tiruvidina-
chchiar in the temple at Tiruvallidayam and presented both to the God and Goddess
a number of jewels and vessels (A.R.E. 217/1911).

An inscription in Tamil in the Siva temple Sirudavur, Chingleput Taluk, Chingle-
put district dated 7th year in the reign of the Pandya king Jatavarman Tribuvana
Chakravartin Sundara Pandya deva records a remission of taxes by order of the king
through his officer (Mudali) Pillai Irungolur on several pieces of land purchased by the
temple authorities and the nyayattar of the village from a certain Rajendrasola-Tagadur-
nadalvan and others for requirements of the Goddess Aramavalli Nachchiyar in the

temple (A.R.E. 94/1933-349).
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An inscription in Tamil in the Devapurisvara temple at Tevur, Nagappattinam
taluk, Tanjore district dated 1 (I) 1287 A.D. in the reign of the Pandya king Jatavarman

Sundara Pandyan II records refer omly the name of a Pidarikovil (A.R. 518/1904
Vol. XVII).

An inscription in Tamil in the Sivaparipurani shrine in the Tribuvananathesvara
temple at Tenmalai Sankaranayinar koil, dated 6th year in the reign of the Pandya king
Jatavarman alias Tribuvanachakravartin Vira Pandya deva registers a sale of land by
the assembly of Sundara Pandya Chaturvedi Mangalam, a brahmadeya in Arinadu, for
the requirements of the Goddess of Sivanaimuludumudaiya Nachchiyar who was set up
in the temple of Tiruppattisvaramudaiya-Nayanar by Tiruvanaikkavudaiyan-Udaya-
divakaran alias Venadudaiyan, a native of Kugur in Vadavettani alias Sundara Pandya

Valanadu mentions the temple of Tirumolisai Vinnagar Emberuman (A.R.E. 613/
1915-16).

An inscription in Tamil in the Virapandisvaramudaiya Nayanar temple dated Sth
year and 334th day in the reign of the Pandya king Tribuvanachakravartin Konerinmai
Kondan records a gift of land and house sites to certain: Brahmans for reciting the Vedas
for making a flower garden and for providing offerings to the temple of Virapandisvara
mudaiya nayanar built in the name of the king by a certain Vaidyachakravarti. The

Goddess is called Veyanatoli-Nachchiyar (A.R.E. Vol. IV 1919/12 B. No. 3510 stone
inscription 1918).

An inscription in Tamil in the Pidariamman temple Dalayaypattanam, Coimbatore
taluk, Dharmapuri district dated 24th year in the reign of the Kongu Pandya king
Tribhuvanachakravartin Sundara Pandya deva records a gift of gold for a twilight
lamp to the Pidariamman called Nanadesa Nangai (A.R.E. 158/1920).

An inscription in Tamil in the Kakolanatha temple at Tirukkalakkudi, Ramnad
district dated 7th year in the reign of the Pandya king Jatavarmln alias Tribhuvana-
chakravartin Sundara Pandya Deva records a gift of land by purchase for celebrating
the festival to the image Nachchiyar Udaiyandar set up in the shrine of Pidariyar Alagiya

Nachchiyar by a native of Kulasekarapuram in Kalvagil Nadu. (A.R. of the AAS.
Vol. VI 1916-18 p. 69).

An inscription in Tamil in the Arikesanatha temple at Giriyambapuram dated in
the reign of the Pandya king Jatavarman alias Tribhuvanachakravartin Kula
(Sekhara deva) records gift of 8 achchu for a perpetual lamp by a lady. Another gift
of 2 achchu for the Goddess Periyanachchiyar is also recorded (A.R.E. 466/1916-17).

An inscription in Tamil in the Osuramma shrine Tiruvur, Tiruvallur Taluk,
Chingleput district dated Vrishika SU 10, record on endowment of land as garden

(Sringaratottam) made by the Mahajanas of Turugur to the Goddess Ellamma
(A.R.E. 87/1947-48).

An inscription in Tamil in Mutyalamman shrine Velanadal, Polur Taluk, North
Arcot district dated Saka 1550 in the reign of the king records an endowment of
Venkatadri Nayaka of Nellippattu (A.R.E. 89/1942-43).
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An inscription in Tamil in the Mutyalamman shrine dated Suk(la) Masi (10) in the
reign of the king records a grant of another bit of land to the same Goddess by
Raghupati Nayaka (A.R.E. 90/1942-43).

An inscription in Telugu in the Poleramma temple dated saka 1335 Pramadi in
the reign of the Kakatiya king Mahamandalesvara Prataparudradeva Maharaja records
provides for offering to the temple of Ganga Paramesvari (A.R.E. 585/1910).

An inscription in Tamil in the Nellaiyappar temple Tinneveli, Tinneveli taluk,
Tinneveli district dated 22nd year in the reign of the Cera king, Keralan Kulasekaran
records a lake in the name of Kali near Kunrathur in Tinneveli district (S.I.I. Vol. V

450).

An inscription in Tamil in the Renukamba temple Padavedu Polur taluk, North
Arcot district dated in the reign of the Vijayanagar king Kumara Timmaraya Udaiyar
record an order by an agent (name lost) of the king to one Aiya Noyan to supply a
flower garden (to the temple on specific occasions) mentions a garden called Soma-
devanttam (A.R.E. 49/1940-41).

An inscription in Tamil in the Renukamba temple Padavedu Polur Taluk, North
Arcot district, dated saka 1394 in the reign of the Vijayanagara king Mahamandalesvara
Narsingaraya Udaiyar records an order of Pradhoma Nayinar of Padaividu, the agent
of the king treating as manya, the fees received in the temple of Ekkaladevi amman or
ordinary days and festival occasions (A.R.E. 41/1940-41).

An inscription in Tamil in the Mariamman temple Padakam, Polur taluk, North
Arcot district dated Saumya Avani in the reign of the king records the provision made
for reading the Puranan in the matha constructed by Suryabhattar (170/1941-42).

An inscription in Tamil in the Renukamba temple Padavedu Polur taluk, North
Arcot district dated saka 1484 in the reign of the Vijayanagara king, Srirangadeva
Maharaya records an order of Idaitturai Tambikkon and Kavanayakkon, the agents of
china Bommu Nayakarayyan of Velur appointing four persons as Tiruvilakkuk-kudi
for the annual supply of ghee for burning lamps and for the sacred bath of Goddess
Prasanna Ekkaladevi ammai of Nurudarasar Padaividu on the days of Tiruvadirai and
of four sheep each day on the days of Mahanavami and Panguniuttiram (A.R.E. 45/

1940-41).

An inscription in Tamil in the slab in a private land Narasingapuram Polur taluk,

North Arcot district dated Plavanga in the reign of the Vijayanagara king Venkatapati
Maharaya records a gift of land to Goddess Ellamman (A.R.E. 150/1941-42).

An inscription in Tamil in the Bairava temple Tiruvalangadu, Tiruttani division
dated saka 1442 in the reign of the Vijayanagara king Mahamandalesvara Krishnadeva
Maharaja records a transaction made by the acharyas of the four Mandapas assembled
at Nagaladeviammapuram with the blessing of Kalikadevi (A.R.E. 193/1942-43).

An inscription in Tamil in the Kali temple Pugaippatti, Tirukkoyilur taluk, South
Arcot district dated Chitrabhanu, Panguni 13 in the reign of the king records a gift of
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land by Rama Nayaka, son of Seppili Ellappa Nayakka for service in the temple of the
Goddess Pidariyar, for the merit of Siddhamanayani Annamalai Nayaka (A.R.E. 358/
1937-38).

An inscription in Tamil in the Pidari temple Nangavaram, Kulittalai taluk,
Kulittalai district dated 4th year in the reign of the Chola king, Kovirajakesari Panmar
records a gift of two Nali rice for Tiruvamudu to the Goddess of Pidariyar Sattanur
Nangai (8. 1. 1. No. 655 A.R. No. 346/1903).

An inscription in Tamil in the Pidari temple Nangavaram, Kulittalai taluk,
Kulittalai district dated in the reign of the Chola king Madirai Konda Kopparakesari
Panmar records a gift of land to the Goddess Mahakalattu Padariyana Sattanur Nangai

(S.LI. No. 654, A.R. No. 345/1903).

An inscription in Tamil in the Pasupatisvara temple Allur, Trichinopoly taluk,
Trichinopoly district dated 17th year in the reign of the Chola king Madirai Konda
Kopparakesari Panmar records a gift of land to the Goddess Kaliyar Thudavai
(A.R.E. 381/1963).

An inscription in Tamil in the Virattanesvara temple Tiruvadi, Cuddalore taluk,
South Arcot district dated 23rd year in the reign of the Chola king Rajendrachola
Devar, mentions the name of the village Pidari Patti (S.I.I. 316 A.R.No. 42/1903).

An inscription in Tamil in the slab set up at Tiruvadavur, Melur taluk, Madura
district dated in the 16th year in the reign of the Pandya king Komaravarman Tribuvana-

chakravartin Sri Sundara Pandya Devar records, mentions the name of the Goddess
Samundesvari (A.R.E. 135/1903).
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Jayankondar 181
Jivan mukri 48, 99
Jnanaparamesvara temple 219, 221
Jndndvarnavilakkam 9 2
JAdna 11, 50, 53, 56, 57, 70, 75, 84, 95, 195
Jndndchdra 80, 92
Jnanadhatri 164
Jndna dikshd prakasikd 92
Jhidnakdnda 31
Jnana marga 84
Jndndmirtan 68, 69
Jndnamudra 61
Jiidnapdda 104, 106
Jnanapiiram 67
Jndna ratndvali 92
Jiinasambandar 40, 41
Jhanasakti 51, 53, 70, 78, 87, 99, 110, 123, 150,
180, 181, 195, 209
Jndnasiddhi 92
Jndndnta paribhdsha 92
Jhdnavesha 50
Jvdra 91
Jyeshtd 43, 81, 121, 161, 168, 169, 171, 175, 210
Jyeshtadevi 220
Jyoti 31

Kachapisvara 216
Kachapisvara temple 217
Kéadamar Selvi 16, 17
Kadamba tree 158
Kidavar 9
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Kadga 197, 209

Kadukal 12, 15

Kédu Padiyatu 24, 25

Kailasha 36, 47, 83

Kailashanatha 41, 161

Kailasanatha temple 42, 147, 154, 178, 180, 187,
188, 191

Kailasha temple 173

Kakolanatha temple 222

Kala Bhatari 219

Kalagama 93

Kalai Niyamam 19

Kalaiyamar 7

Kala(s) 54, 57, 91, 105, 113, 128, 181

Kalahasti 40

Kalal 8, 29
Kaldmukha 81

Kalakarni 111

Kalakkavi 29

Kalanju 28

Kala nydsa 106

Kala Pidari 219, 220

Kalasas 55, 107, 118

Kalasa snapana 107, 110

Kalavalt 23, 29

Kalavilvi 22

Kalavikarini 43

Kili 4, 5, 12, 16-19, 21-29, 33, 40, 43, 45, 54, 69,
123, 138, 176, 177, 179, 184, 185, 192, 200-203,
211, 223

Kali cult 28

Kaligana 45

Kalika 137

Kdlikadevi 223

Kalinga 23, 28, 29, 181, 186

Kalinga Sculptures 186

Kalingattupparani 22-24, 28, 29, 32, 67, 177, 181,
183 .

Kalirruppadiydar 72

Kali temple 142, 184, 220, 223

Kalitogai 44

Kalittokai 5

Kali upasaka 65

Kalladam 20, 201, 202

Kallddar 20

Kdlottara 89

Kalpa tree 158

Kalugumalaj 172

Kalushi 123

Kalyana 113

Kalyana Karma 113
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Kalyanasundara 24, 199

Kalyana Saundari 198

Kalydni 66

Kima 209

Kimadahana 85

Kamakkottakulamyil 66

Kimakkottam 36, 38, 183, 204, 206

Kamakkottamudaiya 173

Kamakottam Udaiyanachiyar 204, 214

Kamékshi 2, 36, 207

Kamakshi temple 114, 204

Kamandalu 164-166, 168, 185, 201

Kdmdpita 288

Kampujita 213

Kama sukha 66, 69

Kdma Tantra Lila lokini 60, 67

Kamavardhani 208

Kami 66

Kdamika 92, 103, 104, 111, 113

Kdmikdgama 102, 103

Kanchi 2, 3,36, 41, 42, 60, 114, 142, 147, 154,
157, 160, 161, 167, 178, 180, 187-189, 191, 194,
206-208

Kianchipuram 7, 36, 38, 56, 190, 207, 211, 216,
217

Kanchi Temple 155

Kandika 53

Kandiyur 178

Kandiyur temple 177

Kangili 66

Kanjuka 38

Kanma 63

Kantuka 41

Kanya 39, 51, 55, 57, 61, 62, 66

Kanya Bhagavati 193

Kanyakas 123

Kanyakumari 2, 40, 114

Kanyakumari temple 114, 193

Kanyapiija 11

Kapidla 19, 38, 54, 58, 62, 96, 122, 130, 136, 165,
176, 184, 185, 189, 202, 204

Karaikkal 201

Karaikkudi 172

Karali 123

Kérapa 103

Kdarandgama 49, 108, 111-113, 119, 161, 162

Karanagananithas 31

Karandamakuta(s) 112, 115, 139, 140, 209

Karma 52, 60, 75, 84, 90, 91

Karma Kdnda 107

Karmdnta Jndnanta 106
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Karmavdid 93
Karmavami 91
Karishani 51
Karnataka 210
Karshana 94

Karu 25

Karur 3

Karvet Nagar 208

Kasi 198

Kastiiri 61

Kataka 61, 184
Katakamudra 114, 115, 163
Katapitas 129

Kayi 143, 170
Katihasta 156, 158, 178, 182, 188
Katisitra 38
Kattiyakkrar 196
Kayvdnga 96, 186, 209
Katvangadhvaja 189
Kitydyani 43, 44, 46, 123
Katyadyani piija 43
Katydyani vrata 44
Kauberi 127

Kaumdri 24, 125, 173, 203
Kausika silk 30

Kavaca 55

Kéveri 16
Kaveri-pumpattinam 15
Kaviccakravarti 29

Kavi Rakshasa 29
Kavya 22

Kdya 19

kdya Sadhana 48
Kedira 47

Kendi 123

Kerala 12, 191, 204
Keralaite impact 13
Kesabhara 185

Kevala 111, 112

khadga 30

Khadgini 117
khatvanga 189
Kilachchur 216
Kilaiyir 176, 177, 191
Kilanadigal 193
kinkinis 186

Kirana 103

Kirata 202

Kirata sculpture 203
Kiréti 159

kirita makura 61, 103, 203, 204
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Kilim 60 Kumuda 123

Kodambakkam 68 Kunda (s) 51, 123

Kodu 20 Kundala (s) 37, 53, 54, 153, 200
Kodumbalur 182 Kundalini 25, 49, 51, 52, 62, 85, 91, 123, 128
Kodumdi 192 Kundalini sakti 33

Kolal 7 Kundalini Yoga 59

Kolar 186 Kundika 61, 140, 166

Komaravarman Tribuvana Chakravartin 224 Kunrakkudi 189

Kongu king 15 Kunravar 9

Konrai 12 Kiirecha of dharbha 108

Koppattu Parani 23 Kurmasila 128

Kopperunjinga 184, 185 Kurumbai 38

Korravai 4, 6-7, 25 Kuruntogai 4

Korravai nilai 6, 7 Kuruthippali 10

Korravankudi 86 Kishmdnda Durga 134

Kosa 117 Kushmdpda purdna 34

koshta devatas 185 Kuti 26

Kodikapatiu 41 Kutila 66

Kofikkal mandapa 147, 151 Kutild yogini 66

Krama 111 Kuvalai flower 8

Krishna 30, 43 .

Krishnaraya maharaja 218 Laghima siddhi 94
* Krithikd nakshatra 119 Laja homa 114

Kriya 50, 53, 54, 56, 70, 75, 80, 84, 88, 90, 95, Lakshmi 9, 31, 35, 53, 58, 151-153, 160, 161

104 166-169, 178, 180, 181, 209, 213

Kriyd mdrga 95 Lakshminarayana Perumal temple 217
kriydpada 11, 105, 106 Lakshmi Naravanasvamin temple 217
Kriyasadhana 213 Ldkula 103

kriya Sakti 56, 63, 70, 78, 79, 87, 95, 99, 110, 150,  latd sadhama 49, 51

180, 185, 199 Lalita 103

Kshatriyasimha Pallavesvaragrham 154 Lalitdnkura Pallavesvaragrham 143
Kshetramundi, 137 Lalitd Sahasrandma 18, 159, 166, 188, 213
Kshetrapala 125, 131, 220 Latita Tripurasundari 164

Kueeara Kutisai 149 Lllasukapriya 159

Kiadal-Sangama-Parani 23 Linga 108, 110, 113

Kudanuza 201 Lingamudra 111

Kulagiris 28, 32 Linga pitha 109

Kulottunga 23-25, 28, 206, 221 Lingaprathishta 108

Kulottunga Chola I, 25, 181, 184, 214 Lingodbhava 172

Kulottunga II 29, 35, 183 Lokapalas 123, 171

Kulottunga III 162, 190

Kulsi (s) 20, 184, 201 maddala 201, 202

Kumaraguruparar 92, 197, 198 Madhu 33, 52, 58, 72, 154

Kumadra Skanda 65 Madhupana 67

Kumari 7, 10, 41, 55 Madiraikonda Kopparakesara Panmar 224
Kumaritturaivan 193 Madras 68, 170

Kumbakonan 178, 180, 182 Madras Museum 17, 182, 190, 192, 211
Kumbha (s) 128, 129, 131 Madurai 2, 8, 13, 19, 20, 22, 39, 89, 173, 194,
Kumbhdabhisheka 107, 119 195, 198, 199, 206, 207

Kumbhi 127 Madurai temple 197, 203

Kumbodara 121 Madura 8, 92, 215
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Madurapdti 9

Madurapati D&vata 8

Mahabalipuram 120, 133, 140

Mahidbharata 22

Mahdbila 207

Mahadeva 32, 134

Mahadevan 3fn

Mahiddévi 53, 54, 69, 98, 168

Mahédurga 8

Mahikila 83, 203

Maha Kali 69, 83

Mahakallaru Padariyanna Sattanur Nangai 224

mahakasa 198

Mahi Lakshmi 8, 41, 54, 61, 69, 168, 203, 204

Mahalingesvamin temple 220

Mahimandalesvara 223

mahimandapa 166, 178

mahdmantras 106

mahamaya 53, 70, 85, 91, 103

Mahaméru 30, 31

mahdpasu 130

maha prdsdda 164, 166

Maharashtra 48

Mahasimha 148

Maha Sarasvati 8, 69, 168

Mahat 81, 85

Mahdtantras 102

Maha-Tripurasundari 191

Maha Vishnu 219

Mahavratin 33

Mahavrati sanydsin 37

Mahendra 143, 145, 157, 187

Mahendra [ 41, 146, 147

Mahendravarman 142, 144, 188-190, 212

Mahendravati 143

Mahesvara 70, 91

Mahesvari 24, 58, 124, 141, 185, 203, 204

Mahima 94

Mahisha 44, 53, 75, 122, 144, 148, 150, 151, 154,
170, 172, 178, 188

Mahishamardini 156, 186, 187

Mahishamardini cave 154

Mahishdsura 12, 20, 39, 147, 148, 153, 174

Mahishasura rock 148

Mahishasuramardini 145, 152, 153, 162, 163, 179,
211

Mahishasuramardini cave 125

Maithuna 24, 27, 33, 51, 56, 72

Makara 149, 180

makarakundalas 31, 209

makara tornas 26, 150, 152
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Makuga 104
Makutagama 104
malaimagal mahan 4
Maldati madhava 17
Malayadhvaja Pandya 39, 199
Malikkaffur 194
Malini 91
Mallappan 195
Mamallapuram 7, 26, 132, 144-149, 151, 152, 154,
167, 188
Mamandur 143
Mamdya 51
mdmsa 33, 52, 128, 208
Minakkanjirar 37
Manas 19
mdnasd-tirtha 31
Mandagappattu 143
mandala 18, 153
mandapa 112, 116, 118, 183, 188, 196, 200, 203,
208
Mandapariipinj 161
Mandikapadu 158
Mangadu 170
mangalasiitra 9
mdangalyas 25
Mainickavidcaka 42, 43
Manimakalai 15, 17-19
Mani piraka 106
Minikkavicaka 44, 45
Mainimangalam 211
Manimekhalai 7
Manjula 167
Manmatha 85
Manonmani 43, 51, 53-55, 60, 66, 79, 108, 116,
118, 140, 150, 203, 204
mantra(s) 1, 13, 51-53, 57, 59, 60, 80, 94, 105, 106,
109, 196
mantra adhvas 122
Manirakala 80
mantra Ndraddya Svaha 59
Mantra-pdasana 94
Mantrariipi 67
mantra sddhakas 33-35
Mantra Sddbana 59
Mantra Sakti 59
manira Sarira 105
mantra suddhi 121
Mantravada 93, 94
Mantra Vdmins 94
Manu 83
manushyaloka 211
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Maipara 53

Marajifiina Sambandar 77
Marana 94

Maran Sadaiyan 213
Maravarman 214
Margali 44

Madrgali piija 44

Mari Amman (temple) 202, 223
Marichi Samhita 119, 151
Markandeyapiirana 9, 208
Madsakti 51

mdsha 182

Masati-stones 210
Mdtanga 89
Matangisvara 188

Matas 129

Matha 65, 68
mdtribhaktas 128
Matritantra 125

Maitsya 33

Mattavildsa 189
maunabali 130

Mavrata mundi 37

Maya 51-53, 56, 57, 63, 69, 75, 78, 89, 91, 94, 95

Maydna Vasini 17, 33

Maya sakti 45, 55

Mayavada 89

Mayan 30

Madyol 30

Mayira bali 26

Medieval epigraphs 22
Meikandadeva 71, 87
Mikalai 7

Melacheri 188

melavddya 196
Melappaluvum 162

Menaka 167

Meykandéir 77

Meru 16, 18, 27

meru chakra 18

Meykandar 77

Meykardadeva 74

Meykanda Sdastras 73, 86
Mindkshi 2, 39, 195, 197
Minakshi amman 198
Mindkshi Amman Irattaimanimalai 198
Mindkshi Amman Kuram 198
Mindkshi Amman Temple 214
Mindkshi shrine 198, 203
Minikshi temple 173, 194
Misravama 93

Misravami 95

Mohinis 30, 31, 33, 53, 62, 70, 81, 85, 209, 219

Mohinimdya 53
Mokshaloka 30
monumental art 1-2
Mortimer Wheeler 3fn
Moti 5, 27, 31

mrga 170, 190

Mrgasird 42, 43
Mrgendra Agama 89, 105
Mudra (s) 21, 33, 37, 52, 54, 55, 66, 165
Mukhabimba 103
mukhamandapa 155, 156
Mukkokilamadigal 193
Muktesvara 188
Muktesvara Temple 156

mukti 95, 112, 113

Mukundanayanar 188
Miiladhdra 55, 57, 106, 128
milamantra 108, 117, 126
Miilar 52

Mulasthana 195, 197

munda 186

Mundakanni Amman 202

munda yagnopavita 176, 177

Munnur 211
Muruga 25, 28
Muruganatha temple 187, 216

Murugnan 6
Murray, S. Rajan 20fn

Miirti murtisvari 110

Nabhi sthdana 56
Naccinarkiniydr 4, 6, 6fn, 22
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Ndchchivdr Tirukkdmakkottattu Aludaiya Nach-

chiyar 2135, 216
Nachchiyar Udaiyandar 222
Nachiyar temple 173
Ndada 54, 56, 57, 62, 63, 81, 91, 128
Nadakdrika 91
Naddanta 54
Nddavadini 66
Ndga (s) 36, 61, 128, 134

ndgapasa 54

Nagappayya 199
Nagaradevata 7-9, 17

Nagesvara temple 178
Nairrti 127
Naishtikavratins 105
Nakkam Korri 174
Nakshatras 35
Nallanduvanar 44

Nambi Andar Nambi 63
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Namah 53
Nandagopa 121
Nandi 73, 187, 201

Nandikampa Chaturvedimangalam 216

Nandini 91

Nandi-sdngha 50
Nandivarman Pallava 213
Nannavudaiyasvamin 216
Narada 201

Naralokavira 183

Narami 51, 53

Narasimha 211

Narasimha I, 146
Narasingaraya mahardya 218
Narayana 97, 119

Niardyani 54, 55

Narrinai 44

ndshikas 25

Natakaséla 196

Natardja 36, 45, 81, 101, 184
Natha 71, 72

Nitha cult 64, 65

Natha school 49, 50

Natha sect 48, 49

Natha Yogis 48

Nava Durgd 132, 133
Navdakshari 59, 158
Navdkshari Cakra 52
navikshari Sakti 60

Navami 134

Nava Sakti 51, 56
Navratnamalikd 159
Navakkarasi (Vakdevi) 60
Niyeki 73

Nedunalvadai 4
Nedunjadaiyam 45, 189
Nellaiyappar temple 215, 216
Nepal 48

Népali 47, 48

netra (eye) mantras 62
Nidradevi 154

Nidrarupi 154

Nikumbhi 127

Nilakanta Dikshita 197-199
Nilakanta Sastri, K.A. 3fn
Nili 7, 51, 55
Nimittakdrana Parindmavdda 89
nirddhdra 71 '
Nirimayadeva 92

Nirguna 66

nirmatya 33

Nisécari 51, 55
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Nisumbha 20
Nisumbhasiidani 175, 176
Nisvdsa 89, 103

Nitya 70

nityapija 15

Nityatrpiratva 98
nityOtsavas 15

Nivrithi 91

Nivritti Kala 106
Nolamba 186

North Arcot 218, 220, 222, 223
Nrittamurti Siva 114
Nrittesvari 13

mipura 31, 53, 209

nydsas 52

Olakkannesvara temple 155
Omkdrasvarilpi 62

Ombkdri 51

Osuramma shrine 222
Ottakkittam 23, 28, 29, 181, 209

Paccdikarpiiram 61
Pachaiyamman 202
Pddabanhda 149

Pada devatas 158
Pddadi kasanta varnana 27
pdadas 104

Padavanydsa 156
Paddhatis 122
FPadirrupattu 5

Padma 118

Padmanaga 36, 208
Padmanidhi 31

Pddya 121

Paisachi 130

Pdla 28

Palaiyakkarars 197
Palaiyarai temple 178
Palaiyd] 4
Pilayappattu 196
palikkogdai 11

Pallakku chokkar 196
Pallamangai 178
Pallava 132, 171
Pallavaditya 188
Pallava Nripatunga 191
Pallava ruler 37, 40, 41
Pallava temple 170
Pallava territory 211
Paluvettaraiya 176
Panamalai 156, 187, 188
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Paiicakritya 99, 101

Pancanana Sastri 89

Pancaritha 122

Pancaratnas 110

Pancdvarana 106

Pdncharanga 20

Pancha chayana 28

Panchdkshara 36, 50

Pancha makdras 24, 27, 37, 49, 51

Pincha Pindava ratha 149

Panchaprita 28

Pancharatha temple 2

Pandipperumal 75

Pandit M. Raghava Iyengar 43

Pandyas 42, 172, 173

Pindya country 39

Pandya rulers 3, 41, 45, 193

Pandya rock-cut monuments 172

Pinpdyan 173

Pandyan rock-cut cave 172

Panguni festival 68

Pannir (moli) amman 68

Panniru Pattiyal 23

Para 133

Pard devatd 32, 150, 168, 184

Parajfidna 103

Paramdgamam 93

Parameé$vara 78, 98, 103, 144, 146

Paramesvara Pallava 212

Paramesvaravarman 188

Paramédtma 97

Paramasakti 100

Paramesvari 31, 33, 95, 184

Paramesvari Sakti 93

Paranayogin 16

Parani(s) 22, 29, 181

Parani Literature 22, 23

Paranjoti 39, 40

Parankunram 173

Parantaka (I) 45, 182, 220

Parapaksha 77

Parapari 66

Paraprakriti 51, 53, 54, 55-58, 60, 62, 78, 88, 95,
101, 102, 106

Para Sakti 99, 106

Parasiva 62

Parasu 61, 62, 122, 170, 185, 188, 190, 203, 207

Paratantrdvatdram 93

Paratatvardga 93

Pardvidya 51
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paricharakas 221

parijanas 197

Pdrijdra 34

Paripadal 44

Paripurd 53

Fariptiranasiddhi 92

Parishadevatas 116

Parivara 112, 118

Pariviradevas 220

Parivaradevatas 117-119, 131, 158, 161

Parivara mandala 161

Parivattam 196

Parthivendravarman 168

Parvati 16, 21, 24, 30, 143, 144, 160, 166, 173,

r 174, 183, 187, 188, 190, 192, 210

Pdsa 16, 53, 54, 58, 61, 91, 95, 122, 133-136, 165,
174, 204

Pdshanavdda 89

Pasu 95, 130

Pasupati 98, 103, 128, 188

Pasupatisvara temple 224

Pdtaka 37, 133

pativratd-dharma 31

patrakundala(s) 150, 209

Pattdbhisheka 196, 197

Pattanas 120

Pattana pravesa 196

Pattani 13

Pattu Pafju 3, 4

Paushkara 89

Paushtika 121

Paykalaippdvai Pddarpani 13

payodhara 31

Pennagadam 74

Periyanachchiyar 222

Periyapuranam 35, 46, 47, 63, 86, 186, 202, 208

Periyavaceam Pillai 43

Perumbarrappuliyur Nambi 39, 40

Perumbidugu Muttaraiya 213

Perunpaluvur 160, 162

Pidari 66, 149, 219, 221

Pidari amman temple 222

Pidari Idaimalai-Nangao 220

Pidari Koil 221

Piddri maras 169

Pidari Patti 224

Piddri rathas 149

Pidari temple 149, 219, 221, 224

Pidariyar 184, 224

Pidariyar Alagiya nachchiyar 214, 222
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Pidari Yogirunda-Paramesvari 220

Pilaiyarpatti 144, 189
- Pillaittamil work 198
pindi 28

Pingld 49

Piravatana 188
Piravatana temple 161
Pisdcas 128, 130
Pishtapasu 130

pitha 56, 57, 111, 112
pitrs 10

Poleramman temple 222
Porchunnam 45
Prabha 123

Pradhdna 35, 114
Pradhdnakumbha 112
Pradoshamurti 114
prakdrd 111, 157, 220
Prakaraja 94

Prakniti 119
Prakritmaya 69

prana 60

Prana prdtishfa 58
Prana Sakti 61
Prapava 53
Prandyama 106
Prdpti 94

Prasada (s) 164, 196
Prasanna Durgadevi 218

Prasanna Ekkaladeviammai 223

Pratama-Pushpini 129
Pratibandha 147
pratishid Kald 106
Pravritta 78

prayoga 165

prayoga cakra 150, 163, 164

prayoga sila 201, 202
pre-Christian era 3
Preia 184, 185
Pudukkottai 172
Pudumandapa 195, 207
Pija 36, 95, 129
Punarpuja 197

Punca suddhis 121
Punjai 178

Punugu 61

Puranas 30, 34, 67
Piranahuti 119
Puranic 16, 100
Puranic legends 23
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Puranic themes 23
Purapporul Venbamalai 6
Piirna Sakti 52, 56
purushdrthas 100
Purusha tattava 158
Pushkalavati Davata 8, 16
Pushpendra Kumir 49
Piitanas 130

Raga 76

Réjadhiraja IT 68
Rajakkalmangalam 173

Réjardja 86, 178, 180, 183, 193, 217
Rajaraja I 160, 181, 182, 192
Rajaraja 11 180, 181

Rajaraja 111 74

Rijardjapuram 181

‘Rijarajesvari 53, 54, 174

Rajarajesvari Durga 174

Rijasimha 5, 41, 145-147, 149, 155, 187, 188, 213
Rijasimhesvara temple 160

Rajendra (Chola) 68, 186, 193, 216, 224
Rijendra (Chola) I 175, 181

Réjéndra Chola II, 23

raksha 31

Rdakshasas 16, 20, 128

Ramai 121

Ramachandra Dikshitar, V.R. 7fn
Ramanathaswami temple 177
Rimdnuja 2, 97

Réiménuja mandapa 152, 187

Rambha 33

Ramesvaram 177

Ranabhairavi 66

Ranatungakdli 66

Ranganitha cave 144

Rangapidariyar 220

rasa 128

Rdsi cakra 57

rdsis 57

ratnasimhdsana 196

Raudra Agamas 103

Raudra Sakti 81

Raudri 43, 81, 123, 203

Rauravdgama 74, 92, 103, 108, 113, 118
Ravan Padi cave 185

Renukaniba temple 223

Rishis (rshi) 80, 159, 167

river Kaveri 176 Y
Ritus 57
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Rudra 51, 53, 57, 62, 75, 93, 98
Rudra Durgéd 133

Rudrdm 56, 128, 181, 184, 185
Rudra Yogini 28

Rupini 91

Sabha mandapa 167
Sacchiddnandariipa 97

Sddakyas T8

Sadisiva 31, 53, 54, 62, 63, 70, 75, 79, 108, 212
Sadasiva Bhatt 197

Sadisiva Nayaki 60

Sidhaka 22, 59, 72, 77, 83

Sddhaki 66

Sddhanas 35

Sadhana Sastra 76

Sadira 197

Sadyojita 128

Saharra 111

Sahasrapadmd 128

sahasrdra 51, 55

Sailaputri Durga 134

Saint Iyarpahai 37

Saint Sundara 35

Saint Sundaramrti 35

Saiva 49,73, 77, 97, 101, 103, 132, 134
Saiva Agamas 102, 103, 126

Saiva cult 37

Saiva doctrine 2, 68, 74, 77

Saiva faith 63, 89, 93

Saiva rites 105

Saiva saints 36, 57

Saiva school 70, 84, 97, 102

Saiva Siddhinta 69, 74, 76, 77, 79, 80, 89, 181
Saiva Siddhdnta doctrine 86

Saiva Siddhdnta philosophy 180
Saiva Siddhdnta Sdstra 33

Saiva Siddhanta school 92

Saiva tantras 119

Saiva tradition 35

Saivavdda 89

Saivism 38, 40, 41, 43, 46, 47, 101, 207
Saivite 12, 40, 43, 50, 64, 84, 206, 211
Saivite devotees 37

Saivite faiths 44

Saivite images 173

Saivite literature 40

Saivite saints 35, 40

Sakatdsura 12

Sakini (s) 35, 129

Sakala Kalavallimalai 198
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Sakalamdrti 144

Siakla 33, 76

Sakta (s) 2, 7, 11, 24, 38, 49, 52, 53, 56, 65, 66,
78, 83, 84, 94, 96, 105

Sidkta beliefs 24

Sdkta canons 1

Sdkta concepts 66

Sakta cult 1,2, 10, 11, 18, 22, 23, 27, 29, 34,
38, 39, 62, 63, 66, 67, 145, 198

Sakta customs 23, 28

Sdkra leanings 65

Sdkta philosophy 7

Sdkta principle 76

§akta religion 24, 29

Sakta school 51, 89, 95
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A view of the lower rock cut cave Thiruchirappalli, dedicated to Siva and Vishnu. At the back
wall are Ganesa, Subrahmanya, Brahma. Surya and Devi as Durga. That Durga is given
equal importance with other deities may be seen from the representations wherein Durga
appears at the end.

2,

The Mahisha cave, to the north of sea-shore temple Mahallapuram showing Devi's
lion attacking the monstrous Mahisha.



3. The monolithic temple of Durga, now called 4. The temple of Durga (Draupadiratha) with lion
Draupadiratha, Mamallapuram, &th cent.. A.D. mount of the Devi shown in front.

5. The female guardians of the Devi (Jaya and Vijaya) shown in Draupadiratha,

-

Mamallapuram



6. Devi as Paradevata standing on a lotus pedestal (not on Mahisha’s head)
inside the sanctum of Draupadiratha.

7. A hero ﬂfﬂr:rmg hl'_-. own tz_;l to the goddess. 8. The attendents Pfl_gh?_.,glqdd:sm
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9, Durga shown in a niche at the back of the Draupadiratha, Mamallapuram.
In this monolithic temple dedicated to Durga, all the three main niches
around the garbhagriha carry the image of Durga. The simple hut shape
of the temple may also be noted.




10. The saga in stone.
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The great scene of Mahishasuramardini, Mamallapuram.




11.  The lion mount of the Devi in the seashore temple,
complex, Mamallapuram.

12. Devi as Bhavani witnessing the dance of her
master-Siva-Pallava fresco, 8th cent.
Panamalaj.
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vigitized by (3O '81('3 UNIVERSITY OF MICHIGAN



13. Candika, the great Goddess, Mamallapuram, 14. Somaskanda in the seashore temple-
Pallava, 8th cent. A.D. Mamallapuram, Pallava, 8th cent. A.D.

15. Vina Vadini Devi found on the enclosure wall of the
Kailasanatha temple of Kanchipuram. Pallava, 8th cent.
A.D. The Syamaladandaka praises the love of
music of the Devi as ‘Manikka vinam upalalayantim.
The Navaratnamalika states ‘‘Vamanke nihita vinam’.
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16. Deva rshi sanghata stuyamana Atma vaibhava says Lalita
sahasranama, This sculpture found on the enclosure wall
of the Kailasanatha shows that the concept was fully
developed in the Pallava times in the 7th-8th cent. A.D.
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17. Durga in the cloistered cell south of the 8. Mahishasuradamani in cell south of main
main shrine of Kailasanatha temple Kanchi, shrine Kailasanatha temple, Kanchi.

Original from
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19, Durga and Mahayogesvari on the north wall of the 21. Bhairava, Kailasanatha temple
central shrine, Kailasanatha temple, Kanchipuram. Kanchipuram.

20. In the centre is Tripurantanka to his left is Tripura to his right Tripura Bhairava, on the
north wall of the Kailasanatha temple-Kanchipuram.

Original from

Digitized by GOx -gl(’f UNIVERSITY OF MICHIGAN



22. Saptamatas on the enclosure wall South of the main shrine, Kailasanatha temple, Kanchipuram,
Brahmi, Mahesvari, Kaumari, Vaishnavi, Varahi, Indrani, and Camunda are seen in order.

23, Jyashta devi on the north wall of the main 24, Vakdevi, Sundaravarada Perumal temple,
shrine, Kailasanatha temple, Kanchi. Uttaramerur, Pallava-8th cent, A.D.



23.

;;;;

Durga in the Devakoshta of the Sive temple, Takkolam, of the
age of Aparajita Pallava 9th cent. A.D,

Original from
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27. Mahesvari 28. Kaumari

The seven mothers (Saptamatas) in the Virattanesvara temple
of Thiruttani, of the age of Aparajita Pallava-9th cent. A.D.

e o B R e

29. Vaishnavi 30. Varahi

Original from
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32, Camunda

33. Durga in Mangadu village near Madras, Pallava- 34. Eight-armed Durga in the Ranganatha
8th cent. A.D. temple, Thiruvarangam.
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35. Durga, four-armed, standing 36. Eight-armed Durga standing 37. A yogini found near fig, 36

on a lotus by the side of on the head of a Mabhisha, Perangiyur,
her mount deer, Pallava, 9th Parangiyur, 9th cent.
cent. A.D.
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39. Durga, Perivamarai Tiruchchi district, Pallava, 38. Durga, Vallam, Pallava, 8th cent. A.D.
8th cent. A.D.

Qoriginal Trom
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Oth cent.

Durga on the buffaloe head. Standing by the side of her
15 her mount deer, now in the Madras Museum

A.D.
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A paper impression of an eight-armed Durga
standing with an inscription in 8th cent.
Vatteluttu characters giving the name of the
Goddess as Baghavati, Kurucculi on
Tirthamalai, Dharmapuri district.

zed by GO\ *81@

Another paper impression of Durga with an
inscription in Tamil of 11th cent. A.D.

Original from
UNIVERSITY OF MICHIGAN
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Siva dancing on Muyalaka and Parvati standing
by the side witnessing the dance. A part of the
panel showing Saptamatas dancing is blocked
by later walling, Thirupparankunram, Pandya,
8th cent. A.D.

Durga and Vishnu in an excavated cave at
Kunnakkudi, Pandya-8th cent. A.D.

Original from
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45. Tne Goddess Nisumbasudani, set up at Thanjavur by Vijayalaya
Chola, 9th cent. A.D.



46. Kali set up at Kilaiyur by a Paluvettarayar
chieftain. [Early Chola, 9th cent.

49. Durga stone, Kandiyur, Thanjavur District, 9th cent. A.D.




GAN

CH

nal fr

UNIVERSITY OF M

Goddess Kali of improsing beauty and elegance, Thiruvakkarai, of
|!_

the age of Vijavalaya Chola, 9th cent. A.D.
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48. A bronze image of Goddess Kali, Kilaivur, Thanjavur district, of the age
Vijayalaya Chola, 9th cent. A.D.
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50. Durga, stone, Thyagaraya temple, Thiruvarur,
Thanjavur, Early Chola, 9th cent. A.D.
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51. Durga, stone, Thyagaraja temple,
Thanjavur, Early Chola, 10th cent.
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52. Durga, stone, Siva temple, Punjai, Chola, 53. Durga, stone, Amalisvaram temple,
10th cent. A.D. Thiruchidistrict, Chola, 10th cent. A.D.

54, Tripurasundari Durga, stone in the East Gopura, Chidambaram, Later
Chola, 12th cent. A.D.
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56. Sarasvati in the Gopura, Chidambaram,
Later Chola

Bhadrakali in the West Gopura, Chidambaram,

Later Chola, 12th cent. A.D.

<

East Gopura,

the

Ganga 1In

Goddess
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Chidambaram, Later Chola, 12th cent. A.D.
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38. Yamuna, stone, in the eastern Gopura, chidambaram,
Later Chola, 12th cent.

59. Durga, Bronze, Chola, 11th cent. A.D. 60. Durga, Bronze, Dharmapuram mutt collection,
Tanjore Art Gallery. Chola, 11th-12th cent. A.D.
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61. Dancing girl carying damaru and sula, found on
the base of the prakera of Sivakami shrine,
Chidambaram, Later Chola, 12th cent. A.D,

62-63. Dancers, Chidambaram temple, Later Chola, 12th cent.

vigitized by (500 81@ UNIVERSITY OF MICHIGAN



64, Tillaikkali temple, built by Kopperunjing, 13th cent. A.D,
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65. Tillaivanam udaiva Paramesvari, Bronze, Chola, 11th cent. Tillaikali
temple, Chidambaram.
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67. Icca Sakti in the devakoshta of the Amman shrine Darasuram, 13th cent. A.D.

68. Jhana Sakti in the devakoshta of the Amman shrine, Darasuram,

vigitized by (300 81(’3 UNIVERSITY OF M




69. The dvarapalikas, Amman shrine. 70. Jaya and Vijaya in Darasuram.

71. Ashtamata group-Thiruvaivaru, Thanjavur Dist,

1 Google
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Bhairava from Kalinga. Now in Chengamedu 73. Bhairava from Kalinga, Ganga) Konda
Gangai Konda Cholapuram. Cholapuram.

74, Bhairavi, Kalinga, now in Gangai 75. Durga, Nolamba, now in Gangai
Konda Cholapuram., Konda Cholapuram.
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76. Durga,
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Devi in the sanctum. holdin

flowers in both the arms.
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84. Siva as Gananatha heading Saptamatas.
Thanjavur-Early Chola, 9th cent. A.D.

79. Devi enshrined in the Amman temple,
Kalantai near Pollachi, Later Chola,
13th cent. A.D.

80. Devi doing tapas often called Tapas
Kamakshi, stone, Later Chola, 12th 81. Tapas-Kamakshi, Bronze, Mangadu
cent. A.D. temple, 18th cent. A.D.
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A modern painting of Kanya Kumari the presiding
deity of Kanya Kumari.
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85. Guhambika, Bronze, Pallavanesvaram, 9th cent. A.D.

Original from

UNIVERSITY OF MICHIGAN



Urdhava Tandava Siva, Bronze, Thiruvalangadu, Chola, 10th cent.

88.



89.

]
N '-""‘..“'-I

Kali, Bronze, Chola, 11th cent.,
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86. Tripura vijaya and Tripurasundari-Bronze- 87. Tripurasundari, Bronze-Siva temple-Kodumudi-
Konerirajapuram, Chola, 10th cent. A.D. Kongunadu, 10th cent. A.D.,

90. Kali, Bronze, Kolamalhh Amman temple, Mylapore,
Chola, early 10th cent. A.D.




91. Kali standing with folded arms Melakkadambur Later
Chola, 10th cent. A.D.

92. Kali-stone, Madurai, Nayak, 17th 93. Kali-ivory-Srirangam Museum-Madurai
cent. A.D. Nayak 17th cent. A.D.
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94. Kali-stone, Chola, Tiruvorriyur, 11th cent. A.D.

95. Kali, Bronze guilded with gold from Mysore region.

Original from
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96. Kali, Bronze, 17th cent. A.D.

97. Kali, Bronze, 17th cent.



98.

Parasakt,

stone, in the Darasuram temple, Later Chola, 12th cent. A.D.



99. Maha Maya sakti-stone Siva temple-Darasuram,
Later Chola-12th cent.

100. An attendent, Darasuram, Later
Chola, 12th cent. A.D,
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101. Sati stone, from Tenneri. depicting Brahma, Sivalinga, Uma, Subramanya,
Narasimha, Srivatsa, the two arms, and two heros flanked by females.

102. Sati Panel. stone. Munnur, Braham, Linga, Parvati, Narasimha.
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