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Peerless Manifestations of Devi

SUMMARY: In Hinduism, the sastras list many iconographical forms
of Devi. Nevertheless, for a number of them, there is no existing mate-
rial rendition. The present article examines the cases of a few such
iconographical forms, those of Sadangadevi, Catussastikaladevi,
Sitaladevi, Dasamudra and Trikanthakidevi. Silpas’dstms enumer-
ate the pratimalaksanas of these goddesses elaborately. It is an enig-
ma why material evidence that is expected to portray the canonized
form is missing. However, recently a few models have become avail-
able that get closer to the Sastraic notions. These redesigned entries
add a new dimension to the iconography of the goddess. The pres-
ent article deals with some rarities in the realm of Sakti icono-
graphy based on the Sritattvanidhi in its Taficavir Sarasvati Mahal
Library edition.
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Dasamudra, Trikanthakidevi.

Peerless manifestations of Devi are canonized in sastras, however,
for some of them no iconographical illustrations are to be found in



222 R.K.K. Rajarajan

visual arts. The pratimalaksanas of several such forms are given
in the Sritattvanidhi (STN) of SiT Krsnaraja Udaiyar.! A few of these
recherché forms (cf. nirupama LSN-389, Rajarajan 2020b: 43) enu-
merated in the Sastras are Sadangadevi (STN 1.33), Catussastikala-
devi (STN 1.91), Sitaladevi (STN 1.106), Sarvasamksobhinyadi-
Dasamudra (STN 1.8), and Trikanthakidevi (STN 1.120). Several
other Devis are also described and these are Bherunda (STN 1.20),
Tvarita (STN 1.24), KulasundarT (STN 1.25), Mi[ciJtra (STN 1.31),
Satruvidvamsini-trivaktra (STN 1.73), Svathavesini-trivaktra (STN 1.74),
Kamakalesvari (STN 1.87), Suradevi (STN 1.90), Dvadasardhadevi-
paricavaktra (STN 1.93), Tiraskarinl (STN 1.94), and a long list of 103
aksara-devatas (STN: 137-239).

The present article will consider five forms from the text that
includes a total of 239 forms of the goddess (summarized in Kalidos
1995). It will describe the individual goddesses, their attributes and
their functions, and seek material examples where these previously
unidentified goddesses can be discovered. Parallel references from the
Devimahatmyam (DM, 5% century CE, cf. Doniger 1994: 18, 550 CE),
part of the Markandéya Purana (250 CE), and Lalitasahasranama

' He was the son of maharaja Samaraja Udaiyar of the Mysore Princely Family

and lived from 1794 to 1868 (cf. Del Bonta 2000: 99). The Taficaviir Sarasvati Mahal
Library published the book in three volumes, including the Tamil translation of K. S.
Subrahmanya Sastri (1964). Kalidos 1995 (cf. Santhana-Lakshmi-Parthiban 2014)
attempted a summary of Sakti iconography (assisted by the Tamil University San-
skrit vidvan S. Visvanathan), which was reviewed by Pierre-Sylvain Filliozat. Filliozat
refers to a Pune edition of STN in ndgart which I could not consult. When I con-
tacted the Oriental Institute, Mysore, there was no response. One can supply data also
from https://etexts.muktabodha.org. This source may be of use in my future research.
Muktobodha and the Taficavir edition will have to be compared deeply, which needs
more time and space. One can notice how different the dhyanas in the Muktabodha
transcription are. Filliozat is also worth citing here (vide, the letter dated 30 November
1994), “... This is a very interesting text, which deserves really a good study. It covers
a large amount of tantric and puranic literature which in several cases is not accessible
otherwise. And, of course, we have to search if there exist images in sculpture or paint-
ing, corresponding to these textual descriptions...”.
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(LSN)? of the Brahmanda Purana (359-950 CE?) are cited in appro-
priate contexts.

Several gods and goddesses and the prescribed laksanas (cf. Kalidos
2017) are missing in visual arts (cf. Dallapiccola 1989; Kalidos 2012:
33-68, figs. 2, 89, 10-11, 18-19, 22). Some of the Sastraic forms
remain merely at the theory level. These forms do not seem to command
any puranamsa.’ Such manifestations are likely to command an overt
symbolism. Even if hidden, the idea concerning the contextual meaning
of the form in question may be retrieved from external sources
(cf. Kalidos 2012: 33-34). For example, Sadangadevt is likely to denote
the six angas of Purusika (Saundaryalahart v. 7, DSN-910, cf. Purusa
of the Purusasitktam). It is a metaphor for the Dravidian temple, called
sadanga-vimana. CatussastikaladevT is the Mistress of the Sixty-Four
arts. Sttaladevi causes pestilences like smallpox and removes the same.*
Dasamudra stands for the ten hand postures symbolically shown in
Indian images of gods or enacted in ritual performances, and black-
magic orgies. Attapuyakkarattan (Astabhujasvami) is the name of
Visnu in a divyadesa of Kancipuram (Rajarajan et al. 2017: 224); there
are eight hands but not all of them display mudras. Dasamudra literally
means ‘ten hand-postures’ that may denote the goddess showing differ-
ent mudras. Trikanthakidevt is graced with a triple neck (¢ri-kanthah)

2 For the text and commentaries, see Murthy 1975; Tapasyananda n.d.; Raina

2000; Devimahatmyam 1953. For dates see Zvelebil 1974; Doniger 1994. Doniger’s
chronology of Sanskrit texts vis-a-vis Tamil is disputable; e.g. Cilappatikaram
450 CE (Zvelebil 1974: 132) and Devimahatmyam 550 CE (Doniger 1994: 18).

3 Myths support most iconographical forms described in puranas. For exam-
ple, Devi slaughtering the buffalo-demon is Mahisasuramardini. The puranamsa
of the Devi is elaborated on in the DM, crisply dramatized in the Tamil epic
Cilappatikaram, in Véttuvavari, ‘the Hunter’s song’ (Cf. Joshi 1977: 13).

4 Just as Ganapati is the one who removes hurdles, Vignaharta, and at the same
time causes hurdles, Vignakarta. In Hindu orthodox tradition, any auspicious work
is commenced with an invocation to Vignesvara, otherwise, such an undertaking may
end in fiasco. Cf. The Mudgala Purana cited in STN 1.3.70-101; 78 Vigna [Vignesa]-
Ganapati and 101 Samkastahara-Ganapati (Bithnemann 1989: 12—19; Krishan 1994:
293-314; Rajarajan 2001: 379).



224 R.K.K. Rajarajan

that could also be Tridehamtirti (infra), cf. the Yoginis Tride$e$vart and
Saptamukht (Dehejia 1986: 196, 215). The pratimalaksanas of such
forms are canonized in the Sritattvanidhi. Now, after undertaking
research in this area, I understand the critique of Pierre Filliozat
(cf. the letter cited in note 1). They seem to fail to appear in visual
arts. There is a need to re-examine whether such images could be dis-
cerned in ancient or medieval Indian visual art or in recently emerging
contemporary temples. The following iconographic descriptions are
based on STN (no. 1. 8, 33, 91, 106, 120) in the grantha-Tamil book
published by the Taficaviir Sarasvati Mahal Library.

Sadangadevl

The Sakta cult considers Sakti or Devi the archetypal goddess of femi-
ninity. She is Bhagamalint (LSN-277) delineating the six excellences
of loveliness, righteousness, glory, beauty, omniscience, and detach-
ment. She absorbs the powers of Siva, Visnu and Brahma; cf. epithets
in LSN: Parapara (the Absolute 790), Trimiirti (628), Astamiirti (662),
Brahman (822), Vira-[bhadra] (899, Dehejia 1986: 210), Visnumaya
(339), and Pancakrtyaparayana (274). Sadajm|ngadevi (STN 1.33 cit-
ing Jiaanarnavam-Candrajiianavidyd) is “the Lady of Six Parts”; cf.
Sadangadevatayukta (LSN-386). The six angas “parts” are hrdaya
(heart), siras (head), sikha (topknot), varma (varman “an armour”
or “a coat of mail”), drsti (view, eye-sight falling on others, good
or bad; drs “to see”), and astra (missile), all suffixed with Devi.
It is not clear whether the six are separate entities or merge in a single
form.> The colour of the Devi-[s] is raktavarna (blood red). Devi radi-
ates brilliance and moves round the bindupitha. Bindupitha is likely
to be the Brahma-sthana (cosmic core) of the vastupurusamandala

5 Cf. Paficadehamirti (Mdrti of five bodies) in Cola inscriptions (SII, 11, i-ii,
no. 30, p. 138). It is likely to be to Sadasivala. Normally this Mrti is five-faced fit-
ted with a single human body (Sharma 1976: pls. XX-XXI, Jeyapriya 2014: 41-52,
figs. 2-7).
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(Kramrisch 1980: 86—88, Gail 2016: fig. 2), the centroid in the holy
of the holies. It could as well be the centre of the Cosmic ‘Sricakra’.
Sadangadevt is supposed to move around the cosmic core to pro-
mote creation. It is exactly in this place that the Linga is established
(Lorenzetti 2008: fig. 1). The Linga/Sthanu (Tamil Tanu, Kantu or Tari)
is the Pillar of Creation®.

The literal meaning of Sadangadevt is “Mistress of six parts”
(cf. sat/sad Monier Williams 2005: 1108-1109, Apte 1990: 1074-1075),
of which three are parts of human body; cf. ‘Purusa’ in the Purusasitktam
of the Rgveda is viewed as anthropomorphic with thousands of faces,
eyes, hands and legs (cf. Kalidos 2012: fig. 19).” The other three are
not human arnigas. We may note the Hindu temple of the Dravidian
type is sadanga-vimana, Valalstu Purusa (vastu “site” and vastu
“building” [Monier-Williams 2005: 931-933, 948]) of Six Parts.
Purusa may denote a “male” or “female” person, while napumsaka
means neither male nor female. Vastu Purusa lies flat (Sayana)
in the pretasana mode (Kramrisch 1980: 66, Mitter 2001: fig. 22a)
or stands (sthanaka posture).® If standing, Vastu Purusa is samapada;
e.g. Purusottama in Devaprayagah on top of the Himalayas. Scholars
believe that the six vital parts of a Hindu temple represent the human
angas as shown below. Therefore, it is [Dravida]-sadanga-vimana
(Fig. 1), i.e. the garbhagrha.’

6 Tamil Lexicon 11, 719 and Lorenzetti 2008: 185-212. According to Silpasastras,
the Linga in its vertical order consists of three parts; base Brahmams$am—square,
middle Visnvam$am—octagonal and top Sivaméam—circular (Kasyapasilpasastra
49.85, Silparatna 2.66). 1t is fitted with yoni (Tam. @vutai) that represents the female
(Kalidos 1997: 318-322,2001: 171-179).

7 sahasraSirsa purusah sahasraksah sahasrapad (Purusasiktam 1.1). Cf.
the epithets, LSN, Sahasrasirsavadana-282, Sahasraksi-283 and Sahasrapad-284.

8 See Gananada 1992: 28, 89; Mitter 2001: fig. 22; Kalidos 2006. The plans
of temples illustrated in Kalidos 2006 are linked with the laid up Vastu Purusa
described by R. K. Parthiban.

Devi is Garbhadhara and Garbhasayanivasini (DSN-446, 449).
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upapitha- feet
adhisthana- leg
pada or bhitti- “torso”, cf. Hrdayadevi
(Hrdayastha LSN-595)
prastara- shoulder
griva- neck!?
Sikhara- head or face Sirodevi
stipi-kalasa top-knot Sikhadevi'!

Varma- (“hands”?), Drsti- (maybe a metaphor for “eyes”) and Astra-
(missile in hands),'? are -Devis that could not be fitted within the
format of Vastu Purusa.

The concept of sadanga-vimana and its parallelism with Vastu/
Vastu Purusa is theoretical. Scientific material evidence is scanty.
Vastu/Vastu Purusa in the temple form is symbolic (cf. Gananada cited
in note 8). The Himalayan temples of Nepal and Southeast Asia show
the faces on the structural sikhara (cf. Fergusson 1972: fig. 447, 468;
Meister 1979, Bussagli 1985: pl. 348-352; Kramrisch 1980). It is more
anideogram than idealism. Purusa is mobile, and Vastu Purusa is station-
ary; cf. temple cars (7ér, “car-temple” or ratha) are of two types, iyaltér
(mobile temple car, e.g. Tiruvariir wooden tér; Kalidos 1989: pls. 15,
16-22) and iyanka-nilaittér (“immovable stationary chariot”, Kalidos
1989: 27, e.g. the M&laikkatampiir temple; Lorenzetti 2008: fig. 3).

' The interlaying zone in the vimana between the prastara and griva is fit-

ted with several talas (layers, e.g. ekatala and dvitala) the maximum reaching
in the Rajarajesvaram of Taficavir (1010 CE). See Hardy 2013: fig. 19.9.

" The Lord of the Vijayanagara-Nayaka temple near Putukkottai
is Sikhagirisvara, Sikhagiri = Kutumiyamalai (see note 23 for Tintukkal). It is due
to the reason that the steep granite hill on the site is of the shape of kutumi/sikha.
It accommodates an early medieval rock-cut temple at its base and earlier Jain rock-cut
beds on cliffs (Kalidos 1989: 268; 2006: 1V, Part I, 60, pl. VI-1), for new Indian vimana
types see Hardy 2013: 101-125, figs. 1-21, also Rajarajan 2020e: 1-11, figs. 1-5.

12 Cf. Visnu’s paricayudhas, i.e., cakra, Sankha, dhanus, gada and khadga.
(Rajarajan 2017a: 1068).
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The present author has reported a model-temple built in the 1970s
that brings out the correlation between vastu and Vastu Purusa. It is
clear evidence to justify the concept of Vastu Devi, the ‘Purusika’, and
Sadangadevt (Rajarajan 2014: figs. 117-118). This sculpture is from
the Kalaikk@itam (Art Gallery) of Pimpukar, the ancient port-metrop-
olis of the Cdlas. The entire Cilappatikaram® is portrayed in sculp-
tural art. The story of the Cilappatikaram ends with Keralaputra
Cenkuttuvan erecting a temple, Pattinik-ko¢fam for Pattini, the Goddess
of Chastity (Rajarajan 2016: 5253, Rajarajan 2020c). The image was
carved on a stone brought from the Himalayas. The author of the epic,
Ilankd (which means yuvaraja), supposed to be the younger brother
of Cenkuttuvan, says that experts in vastu-vidya built the temple.
The image was duly consecrated according to the regulations of pra-
thistha (Cilappatikaram, 28. 228-230):

kaivinaimurriyateyvappatimattu
vittakariyarriyavilankiyakolattu

Image of the Goddess was created by experts.
Those were skilled in the nuances of sculptural work.

We do not come across any sculptural narrative based on the
Cilappatikaram through the ages. The architectural evidence of
the Cilappatikaram is the modern ‘Pimpukar Kalaikkttam’.'* Signifi-
cantly, the temple built by Cenkuttuvan was a model of the sadarnga-
vimana. The temple from upapitha to kalasa is subjoined with an image
of Visvartipa-Pattini (Fig. 2). This Goddess can be treated as a personi-
fication of Sadangadevi.

13 For translation, see Pillai 1989 and transliteration Rajarajan 2016: 263-398.

4" Lakshmi Holmstrom (Holmstrom 1996) has demonstrated a few episodes
of the Cilappatikaram and Manimeékalai. These drawings are in tune with brahmanical
day-to-day life of the early 20" century (e.g. fig. facing p. 132). Interestingly,
the paraiyas are in the panicakaccam-dhoti meant for the dvija (fig. facing p. 36),
which is daring from the societal notions of perhaps either the fifth century CE or even
early twentieth century.
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Catusastikaladevi

Devi-Lalita is the Cosmic Mistress (Srimaharajya LSN-2). She is
the Mistress of Sixty-four Arts (STN 1.91); cf. Kalavati (LSN-327)
and Kalanidhi (LSN-797). She is credited with five faces, parica-
vaktra and ten arms, dasabhuja. Each face is graced with three eyes,
trinetra. The dasabhujas are expected to carry padma, rathanga
(cakra), guna (pasa), harina (mrga), pustaka, varnamala (aksamala),
tanka, subhram-kapala (white skull), varam (varadahasta), and
amrtalasadhema-kumbha (golden pitcher containing ambrosia).
The five faces are of the hue of mukta (Tamil muttu; “pear]” white),
vidhyatpayoda (lightening dispelled by thin clouds), megha (black),
sphatika (crystal-white), and the blossom japakusuma (blood-red).
The full breasts are so heavy that the body is slanting; cf. LSN-36
‘stanabhara-dalanmadhya-pattabandha-valitraya’. She shines like can-
dra “moon”. The hue is Suklavarna “white”. She is named Saradadevi;
the manifestation of Maha-Sarasvati (DM, Invocation ‘Uttamacarit-
ram’; STN 1.5) and also Vedic Vakdevi (Liebert 1986: 315, 326; Tamil
Namakkal in Cilappatikaram 22, ‘Venpa’), Vagisvarl (STN 1.131),
Vani (ga-kara-devata, STN 1.207), and Suddha-Vidya (LSN-25).
Sarasvati, otherwise Sarada is the Mistress of the Sixty-four
Arts. The “sixty-four” mentioned in the STN (4.77)" are four Vedas,
SiX vedangas, itihasa, agama, nyayasastra, kavya, alankarasastra,
nataka, kavita, kamasastra (which lists its own “sixty-four”, Upadhyaya
1970: 76-78), proficiency in languages, expertise in scripts, svara-
sastra (musical notes), agnistambhanam'® (magic by fire), uccatana

15" The Kamasiitra (Part I, chap. III in Upadhyaya 1961/1970: 76-80, Burton
1994: chaps. IV-V, VII) talks of the sixty-four arts. Devi is Kamakalartipa (LSN-322).

Lailta means “playing”, “sportive”, “amorous”, “charming” (cf. Vilasinya LSN-340,
Tapasyananda n.d. 157, Raina 2000: 88).

16

LI LIS LIRS

stambhana means “stiffening”, “paralyzing”, “arresting”, “a kind of magic”
and so on. Vide, Monier-Williams 2005: 1258. Few such arts are mentioned in the Nala-
Damayanti story. Vide, Goswami 2006: Colour pl. 19, Monochrome pl. 38 (Nala disap-
pearing and appearing).
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(causing a person to quit his occupation by magical incantations—
Monier-Williams 2005: 173), horticulture, rati-sausilya (excellence
in the skills of Rati-[rahasya], cf. Comfort 1997), hunting, sculp-
tural art, osadhisiddhi (expertise in aphrodisiacs), svaravaiicana
(goldsmiths’ tricks17), drstivaricanam (delude by look), floating in water
(prakamyam under astamahasiddhis), vaksiddhi (eloquence), indrajala
(divine magic) and so on. Sritattvanidhi of Krsnardja adds that the six-
ty-four arts are described in different ways in the Sri Visnubhagavata
(10™ skanda, pirvabhaga, 45" adhyaya), Sridhariya (36" sloka) and
Sukraniti (4" adhyaya).

Catusastikaladevt is provided with ten arms that carry emblems
typical of Kali or Durga (pasa, cakra and sveta-kapala), Laksmi (pad-
ma), and Sarasvati (pustaka and aksamala). It suggests that Saradadevi
is an amsa of Devi-Trimirti (supra LSN-628). All the worldly arts
of good and bad emanate from the mixed-Devi. She is good to bestow
benedictions on the righteous (normally believed to be gods or god-
men, dharmatma) and bad to destroy evil-mongers (asuras and satanic
creatures).!® The edition transcribed at Muktabodha (https://etexts.
muktabodha.org) has notified an 18-armed image. Eighteen hands are
prescribed for Mahalaksm1 (DM, Madhyamacaritram, Invocation;
STN 1.4), there is also sodasabhuja-Durga (STN 1.61) and so on.

17" The arch-villain in the Cilappatikaram is a goldsmith. It was due to his
betrayal that the hero, Kovalan, is killed and his wife, Kannaki (supra), burns down
Maturai. She is the Goddess-morphed Pattini (Zvelebil 1974: 128-131, Holmstrom
1996, Rajarajan 2016: chap. II, 2016a).

18 For example, see how Visnu-Mohini beguiled demons on two occasions: 1)
Bhasmasura forced to burn down himself, and 2) The snakes Rahu and Ketu punished
by interchanging their heads; Rahu with a human body and snake-hood, and Ketu
with a snake coil and human head (Kalidos 1989: fig. 79, Santhana-Lakshmi-Parthiban
2014: figs. 3-4. 6).
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Sitaladevi

The Devi (STN 1.106 citing Sttalakalpa of the Rudrayamala)
is digambart (nude) and seated on a donkey (ra@sabha). She is pan-
Indian because the text cited is the Rudrayamala. She is krsna-
varna (black). Two hands carry marjani (broomstick) and kalasa
(full-pitcher, Fig. 3), emblems of a mixture of opposites suggest-
ing wrath and grace. She carries a winnowing basket on the head;
that is why she is described as Sirpalamkrta-mastaka. Sitala—
“She who makes cold” (Wilkins 2000: fig. on p. 473)—is a god-
dess presiding over smallpox, causes pestilences, and eradicates
epidemics if duly propitiated (Wilkins 2000: 473-474, Kinsley
1998: 204). The Devi is Vyadhinasini—annihilating ailments
(DM, ‘Argalastoram’ 12), and Siva is Vaidhyanatha (Rajarajan 2020b:
212, citing Sivasahasranama-956, Rajarajan 2020c). The broomstick
and winnowing basket are pointers of cleanliness. If the house is clean,
no epidemic/endemic storms.

Wilkins (Wilkins 1882) says the goddess is golden-complexioned
and sits on a lovely lotus' or an ugly donkey. She puts on red garments.
Sitala is famous in Bengal. In Tamil tradition, the goddess inflict-
ing smallpox is Muttalamman or Mutyalamma® and Mariyamman.
Mutyalamma is the tutelary folk goddess in Tatikkompu, the venue
of a Nayaka temple for Saundararaja (see note 21), Mutyalu is a mas-
culine name for the Telugus. These are regional variations because
Sitala verbatim is not popular with the Tamil folk. Festivals celebrat-
ing the Goddess Sitala in the hot month of May are popular today; e.g.
in Tintukkal, Virapanti, Virutunakar and Periyakulam. People propitiate

' Interestingly, the goddess, illustrated in Wilkins (Wilkins 2000: 473) sits
on a donkey, carries the broomstick in the left hand and a pot in the right. A winnow
appears on her head. She is decked in a north Indian veiled sari, and her habitation
is a deserted field.

2 In Telugu mutyalu means “pearl”, Tamil muttu and Sanskrit mukta. Small-
pox erupted on the face and all over the human body was of the size and hue of a pearl.
It was a common endemic during the high summer in pre-1970 India.
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the Goddess carrying sacred fire-pots (Fig. 4) called agnicatti. of which
the Kottai-Mariyamman temple in Tintukkal®! is famous.

Writing on the village deities, Henry Whitehead (Whitehead 1921)
presents a list of goddesses.?> The goddesses presiding over smallpox
and cholera are popular in Andhradesa, Karnataka and Tamilnadu.
Sitaladevi rarely finds a place in this group (Whitehead 1988: 23-34).
Among a host of others are Mutyalamma (amma “mother”), Gangam-
ma (in East Coast Andhra), Sitalamma (cf. Sitaladevi), Ankamma
(cf. Ankala-Paramécuvari in Evelin Meyer 1986), Pitari (noted
in Cola inscriptions, SII, II/i—ii, no. 4, p. 48, literally a “shrew”, ¢
kuratti, 3 pitaran “snake-charmer” TL V, 2652) and so on.>* Worship

2 Kottai is “a fort”, durga in Sanskrit. The place derives the name from

tintu “pillow”, the pillow-like granite hill in the city. The fort on the rock belonged
to the local zamindars, and this was where Umaiturai hid. He was the brother
of Virapantiya-Kattabomman (hanged in 1789) that rose against British imperialism
(Kalidos 1976: 272-276, Rajarajan 2019: 43-45). The ruins of a Nayaka period temple
(cf. Parthiban 2013, Kalidos 2019) destroyed by Tipu Stltan remain on the summit
of the hill that has two inscriptions on its walls (4nnual Reports on Epigraphy, 1894,
no. 2; 1961-1962, no. 320). Tatikkompu is close to Tintukkal (Gopalakrishnan 1996:
415-431).

22 Whitehead (Whitehead 1988: 121-122 pls. X, XIII, XVI) quotes examples
of gods/goddesses with a face only, and adds that when Tipu Stltan c. 1799 CE sacked
the Koniyamman temple of Kdyamputtir (cf. note 27), the people collected the bro-
ken parts of the cult image and started worshipping the head (cf. Figs. 6, 8). The head
or face is the hallmark of sadanga, encan-utampukku-ciracé-piratanm.

3 Henry Whitehead’s work is “Village Gods”, but the deities listed are
mostly feminine. The deities are ferocious toward wrongdoers and serve the righ-
teous (Whitehead 1988: 30-31). They may appear hideous but are angelic in action.
Whitehead brings the goddesses under various categories: Uramma (village goddess),
Cinnitamma (kuladevata/Kulesvari LSN-439; cf. lllurai-teyvam “domestic goddess”
in Cilappatikaram 9.1-4), Gangamma (river goddesses STN 4.129-137), Annamma
(Annapurna of Kasi, cf. STN 1.103-104), Maramma/Mariyamman (mdrakah means
“epidemic” or “plague”), Kalamma/Kaliyamman and so on. The gods are Virabhadra,
Karuppanacami, Maturaiviran (Hero of Maturai), Aiyanar (Sésta, Tamil Cattan
in Cilappatikaram 9.15, 23), Muni$varan, and Kattantavar (Whitehead 1988: 27-28,
cf. Dumont 1971). Most gramadevatas have merged with divinities of the Higher Tra-
dition, e.g. Tillai-Kali and Sivakami.
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of the village goddesses was the privilege of caste lineage, the high and
the oppressed, and the manner of sacrifices was adapted to suit societal
hierarchy and vocational needs.

The madiga and paraiya job was to remove the dead cows and
bulls, which they chopped for dinner and burried or threw away the car-
casses. The buffalo sacrifices were/are mostly offered by the low-castes
(Whitehead 1921: pls. VII, VIII, XVIII) that eat the flesh.

Sarvasamksobhinyadi et alii Dasamudra

The Devi (STN 1.8) is supposed to be the embodiment of dasamudras;*
the ritualized and stylized mudras (symbolic hand postures).” Citing
the Lalitopakhyana of the Brahmanda Purana, the ten-Devis are
named (STN 1. 8): Sarvasamksobhini, Sarvavidravini, Sarvakarsi-
ni, Sarvavasankari, Sarvonmadini, Sarvamahankus$a, Sarvakhecari
(‘Khesari’, one among the ‘asta-Virabhra’; Jeyapriya 2019: 62), Sarva-
b1ja, Sarvayoni and Sarvatrikanthika. All the goddesses are uniform-
ly blood-red, dadimipuspa-varna, i.e. in the colour of pomegranate
flower. They have four hands that resemble kamalakantibhir hastaih
(lotus-like). The rear hands carry the krpana “knife” and carma
(cf. Gajasamharamiirti, Kalidos 2006: II, pl. XXII), and the other ones
are two-mudras. The eyes are red-hued due to the consumption of alco-
holic drink, madaraktavilolaksyah (ctf. DM, adhyaya 3, v. 34). The eyes
can also be red due to fury. When the divine female is irritated, the hue
of her eyes is raktavarna (blood red).?

2 For mudras see Rao 2005: 14-17; Sastri 1916: 271 illustrations; Sthapati
1978: 34—42; Liebert 1986: 181-182; Bunce 1997: 190-191.

% See LSN-977 ‘Dasamudrasamaradhya’. Mudra is supposed to confer bliss
(Murthy 1975: 197-198). The hand-gestures are representative of the nature of Ulti-
mate Reality; i.e. the pasicakrtyas (five cosmic functions) and the pascabhiitas
(five cosmic elements). The mudras facilitate the union of jivatma with paramatma. Few
listed in LSN under Dev1’s are Jianamudra-979, Yonimudra-982 and Trikhanda-983
(Murthy 1975: 199).

26 In case of love passion, the face becomes red due to shyness (Tam. mukam civakka).
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The goddesses are named, but the ten mudras are not specified.
The given names of the goddesses do not signify the dasamudra.”
Tantric Buddhist sources talk of five-faced and ten-armed Dasabhuja-
Marici carrying different weapons (e.g. trisila [as on Fig. 9], kapala,
Sirah), wearing mundamala and dancing in sexual union with her
mate (Bunce 1997: fig. 198). The LSN-530 finds Devi equipped
with all weapons, sarvayudhadhara.®® The “ten goddesses”™ armed
with weapons are probably related to Sadangadevi (supra), maybe
on the philosophical plane. Perhaps, if well researched all over South
and Southeast Asia, material evidence may be found.

Trikhanthakidevi

Citing the Saradatilaka, the pratimalaksana of Trikhanthaki
(STN 1.120, cf. Trikhanthest in LSN-983) with trikanthas (three necks,

27

The Devisahasranama (in Ayyar 1990) talks of Ayudhapurusikas; e.g.
Cakrahasta-250, Bhusundo-parighayudha-251, Capini-252, Pasahasta-253, Tristla-
varadarini-254, Subana-255, and Saktihastd-256. Ganapati Sthapati (Sthapati 1978)
presents a list of mudras from various sources; brought under three categories; func-
tional twenty-eight, united four and ornamental four, totally thirty-six: abhaya, vara-
da, simhakarna, vyakhyana and so on. Bunce (Bunce 1997: 190-191) brings to light
200+ mudras.

28 Devi in her war with the demons such as Mahisasura is armed with sankha,
cakra, gada, hala, musala, khetaka, tomara, parasu, pasa, kuntayudha, and so on (DM,
‘Devikavacam’, 15-16). Other emblems are aksamala, kulisa, danda, asi, ghanta,
surabhajanam (for Mahalaksmi), sirah, capa, parigha (for Mahakali), kamandalu
(Brahmi), trisila (Mahesvar), sakti (Kaumari), sarnga (Vaisnavi), vajra (Aindri) and
so on (DM passim).

2 Muktabodha 1.8 lists Brahmi, Mahe$vari, Kaumari, Vaisnavi, Varahi
(Rajarajan 2020d), Mahem[n]dri, Camunda (the Sapta Matrkas), Mahalaksmi and
“she of the form of Brahma (Brahamani?), which is the “contemplation of the god-
dess with the 10 mudras”. In this transcription, the Devis are nine, not ten. It is 1.7
in the Taficavir edition listed under ‘asta-matr and maha-laksmi’. The Matrkas
are seven, Sapta (‘Seven Mothers’ listed in STN 143-149 [Santhana-Lakshmi-
Parthiban 2014: 75], Rajarajan 2020a: figs. 2-3), based on the archaic notation
of Elukannimar ([Fig. 10] ‘Seven Virgins’ Rajarajan 2020c: fig. 4, 2020a: fig. 4).
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cf. Nilakantha or Nilakanthi, the blue-throated Siva and Devi*) is enu-
merated. If the necks are three, naturally the heads are three. Could this
be trideha-Mirti (cf. the Cola inscription cited in note 5)? Interestingly
among the Dasamudra-devatas (supra), one is Sarvatrikanthika. That
means this Devi is trikantha or trideha besides being a mudra-devata.
I may also note Ganga-triveni or tripathaga (cf. STN 4.130, Kalidos
2006: T1, pl. L1.3).

The Goddess is citravarna; blue below the navel (Saktikuta LSN-
87), red from navel to neck (Madhyakuta or Kamarajakuta LSN-86)
and white-faced (Vagbhavakuta LSN-85—Kalidos 1990: fig. 10); nila
nabher adhastad arunarucidhara akanthadesat sita sa. The faces are
terrific, teeth protruding and elongated up to the stomach, vaktrair
damstrakaralair udaraparigataih. She holds two lamps, dipau, in two
forearms. The other hands hold the sankha and cakra. These emblems
would suggest she is a replica of Dipa-Laksmi and Vaisnavi or Durga-
MahisamardinT in addition to several other manifestations of Devi,
e.g. Vijaya (STN 1.20) and Aparajita (STN 1.72). The eyes are three.
She is crested with the crescent; dharayanti-jatanta-sphiirjasitamsu-
khantha. Such a goddess is one who eradicates phobias, bhayahara.

Concluding remarks

Sculptures traced from existing South Asian temples do not seemingly
comply with the laksanas recommended in the Sastras; also, it seems
that the text succumbs to variations (I keep in mind the Taficavur
edition of STN and the dhyanas seen transcribed at Muktabodha).
I do not know whether the original manuscript of Krsnaraja is avail-
able. He must have followed devandgari, not grantha. In those times,
the sastras, agamas and tantra were treated as Brahmatattva (Rajarajan

30 Their neck is nila “blue” (Nilagriva in DM, ‘Devikavacam’ 29) because
they consumed the hdalahala, the deadly poison that was emitted at the time
of ksirabdhimanthana “Churn the Ocean of Milk”; ‘nancuntukaruttakanti’
(Cilappatikaram [12.57]).
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2020), confidential for professional experts.*' Scholars in Dallapiccola
1989 present contradicting views; i.e. some agree with the sastra, and
others do not. We find a new world in the STN (Donaldson 1991: 130).
Material evidence does not corroborate the forms enumerated above.
If properly surveyed some of the canonized imageries and those beyond
the sastra may be recaptured (Kalidos 1989 & 2012, Boner et al. 1994:
Tafel 17 [Fig. 7, Kalidos 2017: fig. 1], Rajarajan 2006: figs., 61-62, 74,
101) in a later phase of South Indian art, particularly wood and stucco,
including folk proto-types (Fig. 8). It is mainly due to the reason that
the folk arts (Gottet 2016, Parthiban 2019), and those reflected in wood
(cf. Kalidos 1988) and stucco (Jeyapriya 2014: figs. 5—7 reports poly-
cephaous forms of Devl) remain much less explored. The many faces
of Dev1 (Fig. 7) are hidden in archaic traditions and the canon.

A new dimension of the recent temple building tradition is that
the temples for village gods and goddesses, gramadevatalayas, includ-
ing ‘kattunayakan’ tribe (e.g. Kolakkaranpatti, near Tintukkal), are
converted to the Agamic style (Fig. 6, Jeyapriya 2018: figs. 2-5).
Some antique temples of the folk type illustrated in Whitehead
(Whitehead 1988: pls. I, I1, IV, X VII) may be found in the interior regions
ofthe South (Parthiban2019: figs. 18—19,22-24). Despite the revolution
in diversifying the material and design from folk to Agamic (Figs. 6-7),
the rituals such as buffalo-sacrifice continue to persist only in isolated
circles disregarding legal prohibition (Loshita 2012, 2014). Sometime
in the 1980s goat-sacrifice was a day-to-day affair in the Kolkata-Kalt
temple, now given up. Gramadevatas are recast in the mould of god-
desses of the elite-tradition. An art historian with foresight may say
the surviving temples of the gramadevatas of the ‘little tradition’
(better to say “forgotten” or “neglected” by the elite) may be brought

31 Brahma-sitras could be read only by the brahmana or the initiate dvija,
not the avarna or paiicama, note Sri Ramanujacarya’s philosophical encounter with
his guru, Tirukkottiyr Nampi on the utterance of the pramavamantra. The guru
said, “You will go to naraka (hell) if acaryaniyamana (teacher’s injunction) is
violated”. Ramanujacaraya replied, “I revealed the truth for well-being of millions of
souls, let me go to hell” (Arayirappati-G pp. 194-195).
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within the radius of the Sastraic tradition. Such a withering culture
needs attention as a matter of Intangible Heritage of the UNESCO.
R. K. Parthiban, a specialist in World Heritage Studies from the BTU
(Cottbus), emphasized this idea. The art in wood also needs imminent
conservation because many of the temple cars reported in Kalidos
1988, e.g. Tiruvitaimaruttr, Vétaranyam and Periyakulam, have disap-
peared, save some photos in personal collections (Kalidos 1989) and
museums all over the world (Rajarajan 2020a).
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Abbreviations

DM  Devimahatmya

DSN  Devisahasranama

LSN  Lalitasahasranama

SHI South Indian Inscriptions
STN  Sritattvanidhi
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Appendix

Sritattvanidhi (Taficavir ed. 2007: 16-17, 35-36, 76-77, 89,
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1. ‘Sadanga-vimana’ and ‘Vastu Purusa’, Méttuppatti, Tintukkal (Author’s photo).

2. The Temple and Sadangadevi, Pimpukar (Rajarajan 2016: pl. 118).

3. The Puirana-kalasa ritual at home, before the Agnicatti procession (Author’s photo).

4. Agnicatti, the Mariyamman Temple, Periyakulam (Author’s photo).



5. Riipa-Artipa, Devi-KaumarT utsavabera (cf. Fig. 8), Virapanti, the Teni district
(photo by J. K. Verabhathra).

6. A folk temple in the Agamic mode, the Periyakulam-Téni Highway,
close to Laksmipuram (photo by J. K. Verabhathra).



7. The temple for Gramadevata in the Agamic fitting, Nakamalai, Maturai
(Author’s photo).
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8. The head of Devi-Kaumari (a wood-carved image in tér), Virapanti, the Téni district
(Author’s photo).



9. Devi, Mankot (Alice Boner collection 1720/30, Kat. Nr. 271,
Museum Rietberg Ziirich (Boner, Fischer and Goswamy 1994: Tafel 17)).

10. ‘Elukannimar’ (archaism in material and design), Cankiliyanparai,
the Tintukkal district (photo by R. K. Parthiban).
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