LOKESH CHANDRA

MORPHOLOGICAL TYPOLOGY IN BUDDHIST ICONOGRAPHY

Pafieca-buddham namasyami
samsara-pada-chedakam |
Jrianagjhiana-krtan papah
sarvamh nadaya me vibho ||

Indian art in its Buddhist idiom is a trancic response to the immensity
of humano-cosmic unity. It is translated into a plurality of visual sym-
bols. This symbolic art, born of ritual and liturgy as a compliment to
transcendental meditation, came to reflect the constant evolution of
philosophical ideas in mystical esoterism of mantrayana, developing in-
to vajrayana, and later into abstruse and complex doctrines which may be
generically termed *guhyaydna. This art became the frozen music of form
in the vast expanses of Asia, from Siberia, Mongolia, Tibet, China, Ko-

rea, and Japan to Nepal, Ceylon, Thailand, Cambodia, Indonesia, etc.

This majestic plurality of iconic forms has defied identification. As
recently as 1965, William Willetts laments in his Foundations of Chinese
Art (London, 1965): "In spite of all the spadework that has been done on
the subject of Chinese Buddhist Iconography — by Chavannes, Siren, Toki-
wa and Sekino, Nagahiro, and Mizuno, to mention but a few — there is no
sure path through the maze of iconographic alternatives we face when we

begin our attempt to run one of these personages to earth."

For the last twenty years, flying and trekking to remote and unknown
hamlets and renowned museums all over Asia, Europe and the Soviet Union

I have collected over fifty thousand photographs of bronzes, stone sculp-
tures, wood carvings, paintings, and sketches in the most diverse gentius
loei, along with their metaphoric structure of symbols (mudras, bIjas,
metagraphs). Every day I have been appelled by the imprecise state of
iconographic identities not only in Indian and Far Eastern (Chinese, Ko-

rean and Japanese) art but also in the art of the entire cultural space
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of Siberia, Mongolia, Tibet, Nepal, Thailand, Indonesia and other areas

which share a living rapport in a common rhythm of values incarnated.

The elaboration of minute details in all their richness of variety, span-
ning several centuries and covering an unprecedented geographic expanse,
has yielded astonishing results. To cite an example, William Willetts
(op.cit. p. 195) defines: "A Bodhisattva mounted on an elephant is Sam-—
antabhadra." While it is not fully wrong, it involves us in ambiguities
as we find another Far Eastern statue on an elephant which, judging from
the context, cannot be Samantabhadra. Here he is Indra on his elephant
Airdvata, as one of the Ju-ni-ten 'Twelve Devas', distinguished by his
elephant a n d vajra. Thus we find that collocation of the mount (v@ha-
na) and symbols (laksana) and even mudra have to be considered together.
Moreover the contextual setting is vitally important in identification.
These and other factors, can be worked out only when extensive materials
are brought together which do reveal the remarkable possibilities of pre-
cise identification in the multiple idioms of Buddhist art. T have tried
to assemble them and they have resulted in an encyclopaedic Dictionary
of Buddhist Art which will run into 24 volumes of 500 pages each, with

over 20,000 illustrations.

Although studies in Buddhist iconography have been going on for over a
century and a half, yet a long, long journey lies ahead of us before we
are in a position to define in a determinative manner the morphology of
Buddhist icons. We shall take as a type specimen the goddess Locand. Lo-
cani was described for the first time by Hodgson in the 19th century|
from the wall of the Yamaguti monastery at Kathmandu (Nepal) where she
is depicted in high relief as the consort of Aksobhya, one of the Five
Cosmic Buddhas. The description, reduced to a mere two lines, was re-
peated as late as 1928 by Alice Getty? Here Locana is the consort of
Aksobhya, which is her secondary role; she is primarily the comsort of

Vairocana. Her very name Locand (Rocand) stems from rocana in Vai-rocana.

In 1937 Walter Eugene Clark published his Two Lamaistic Pantheons, where
he illustrated and identified the 766 images or inscribed pedestals pre-
served in the Pao-hsiang Lou temple situated in the garden of the Tz -
ning palace in the Forbidden City at Peking. This pantheon, executed in
about A.D. 1771 during the reign of emperor Ch’ien-lung, was of inestima-
ble value for the history of Buddhist art, which has yet to be recog-

nised in a detailed study of its richness. The goddess Locana is depicted
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thrice in the divisions of carya tantras, anuttara yoginl tantras and

anuttara yoga tantras:

2A61 anuttara yoga tantras, whose central deity is Guhyasamaja Aksobhya.
3B57 anuttara yoginl tantras, whose central deity is Cakrasamvara.

5M9 carya tantras, whose central deity is Abhisambodhi-Vairocana.

In each of these divisions she has a different form. It may be pointed
out here, that the four divisions of tantras, namely, kriya~, carya-,
yoga~, and anuttara yoga (male or yogi, female or yoginl) tantras were

responsible for variations in the deity, when it occupied a place in them.

In 1958, Benoytosh Bhattacharyya3 clearly pointed out for the first time
that Locani is the female consort (prajia) of Vairocana, like whom she is
white in colour. For this he cited her description from the Advaya-vajra-
sangraha (p. 42). He reproduced a Nepalese drawing of Locana (p. 63 fig.
31), and pointed out that "paintings and sculptures of this goddess are
rare". He even overlooked the three icons in the Pao-hsiang Lou pantheon,
which he had used extensively throughout his work. This oversight was due
to the goddess being named Buddhalocand. In our Dictionary we have repro-
duced about 28 separate types and metaphoric representations of Locana,
not to speak of their repetitions in different sources. This will show
the abundance of materials that await investigation and correlation in a

broad-spectrum study.

The most recent work on Buddhist art is Marie-Thérése de Mallmann's In-
troduction & 1’iconographie du tantrisme bouddhique (Paris, 1975). It
concentrates on Indian sources, supplemented by the Tibetan tradition,
particularly as depicted in the 12th part of the New Tibeto-Mongol Pan-
theon (NTMP)? by Raghu Vira and Lokesh Chandra, which illustrates the
magdalas of the Vajravall as elaborated in the Nigpannayogivall. She de-
scribes four forms from the Advaya-vajra-safgraha (AVS), Nigpannayogﬁvali

(Nigp.), and Pindi-krama-sadhana (PKS):

I. One face, 2 hands (AVS, Nigp. 24, NTMP pl. 24)
II. One face, 8 hands (Nisp. 3, NTMP 12 pl. 3)
III. Three faces, 6 hands (PKS, Clark 2A61)
IV. Three faces, 8 hands (Nisp. 20, NTMP 12 pl. 20)

After a survey of our present knowledge of Locana in her various hypos-—

tases, we now proceed to classify the immense mass of un-utilized mate-
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rials and to work out the typology of the goddess in order to attain a

comprehensive understanding of her morphology.

N ame s. Locand, Rocana, Locani, Buddha-locana, ®locani. The original
form Rocana is attested in the Ekalla-vira-canda-maharosana-tantra (ms.
no. G. 9089 in the Asiatic Society of Bengal, Calcutta, folio QOb)? It
is the feminine form of rocana in Vairocana, whose consort she is. In
Japan, she is popularly known as Butsugemmo, Butsugenson, transcribed as
Botsudaroshano, Roshanei, Roshani, in Tibetan: Sans-rgyas-kyi-span (Mvy.

4278), Spyan-ma (Locana), and in Chinese: Fo-yen fo-mu.

Hypostases. In Japan Butsugemmo (Buddhalocana) has three main
hypostases (shohen): (i) of Vairocana, (ii) of Vajrasattva, and (iii) of
Sdkyamuni. This means that she occurs in three places: (i) in the quarter
of Universal Wisdom as the consort of Mahdvairocana, (ii) as the central
deity of her special mandala, where she herself is the Absolute Being or
Vajrasattva, though her iconic form is identical with the aforesaid form,
(iii) as the apotheosis of the eyes of Buddha S$dakyamuni, along with the
apotheoses of $akyamuni's tongue (Tathdgata-jihva), mouth (T.-vaktra),

smile (T.-h@sa), Grna (T.-uUrna) in the quarter of S$akyamuni.

Vairocana quarter of Universal | complementary role | Koki-gen
Knowledge (henchi-in) | as the Consort of | 'Eye of Void'
Vairocana

Vajrasattva | central deity of her independent role

mandala as the Supreme —
Being
$akyamuni quarter of S$akyamuni | subsidiary role as | Henchi-gen
the apotheosis of | 'Eye of
the eyes of $dkya- | Omniscience'
muni

(i) Here she is the hypostasis of Maha-Vairocana, in fact, his consort.
As such she sits in the quarter of Universal Knowledge. She is called
Koki-gen 'Eye of the Void' because she regards the world as a void or
akasa. She is Kokii-gen 'space-eye', for Suchness, forming the essence of
Buddhahood, is like the vacuity of space. She takes the form of a bodhi-
sattva in the Mahakarunda-garbha mandala, but it seems to be more proper

to consider her a Buddha. (EB.7, 29, with modifications).

(ii) The Yugikyo (T.867) says: "The body of Butsumo is on a great, white
lotus, has the whiteness of the moonlight, her eyes are smiling, her

hands are on the navel, forming the mudrd of meditation.'" This L. referred
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to in the Yugikyo is the manifestation (shohen) of Vajrasattva. Her es-

oteric name is Shushu-kongd 'Diamond of Special Excellence'. (EB.7, 28).

In the Yugikyo (T.B67, 260a, translated by Vajrabodhi during A.D. 723-
730) her mandala is described: She is in the central circle surrounded
by seven grahas (sun, moon, five planets) and in front of her is Ekaksa-
ra-buddhosnisa in the first concentric circle. In the second circle is
Vajrasattva and Eight Great Bodhisattvas, and in the third circle are
the Eight Vidyadharas. In the outer rectangle are Eight Pujadevis (kuyo)

with four emissaries (shishd) in the interior rectangle.

(iii) She is termed Nojakumo 'Mother of $ikyamuni' in the Dainichikyosho
by Ichigyo (A.D. 683-727, T.1796, 633c) and Henchigen 'Eye of Omnisci-
ence' in the Dainichikyd translated by Subhakara-simha and Ichigyo (T.
848, 7c). Nojakumo signifies '"the mother of benevolence and tranquility’,
which is also the literary meaning of $3kyamuni (EB.7, 28-29). She rep-
resents the principle of the virtues inherent in the five eyes of Buddha:
the eyes are the gate of wisdom, leading one to inner enlightemment.

That she is called Butsumo 'the Buddha-mother' does not mean that she
is the procreator of Buddhas, but that the principle of wisdom she rep-
resents is the generating power that makes up Buddhahood. According to
the Dainichikyo (Mahavairocana-sitra), Butsumo is of true golden colour,
brilliantly shining, and wrapped in a white robe; illuminating all things
like the sun, she sits in the state of perfect meditation. A commentary
explains that this true golden-coloured body of Butsumo is the substance
of Suchness itself; the white robe shows the purity of all its outer
manifestations; it shines because it puts an end to the darkness of every
form of falsehood (EB.7, 28-29).

In the Japanese paintings of the mandala, she is denominated Sarva-tatha-
gata-magi. So we will not deal with her in this paper and her iconography
will be treated under the entry of Sarva-tathagata-mani, in consonance
with the well-established nomenclature of the Genju mandara or 'actual

painted mapdalas'.

The above excursion makes it clear that two distinct goddesses converged
in later times owing to phonetic confusion in nomenclature. One was con-
sort of Vairocana, whose original name was Rocand 'the Effulgent Goddess'.
She was represented along with Vairocana. The second one was the apothe-

osis of the Eyes of Buddha $&kyamuni, and she was termed (Buddha)locani
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(1), where locana means 'eye'; r slurred into I in pronunciation and
this lead to the merger of Rocand into Locand. This must have taken
place at an early date, as the Chinese versions of the 7th century
translated Locand by the ideogram for 'eye'. This loss of differenti-
ation is also evident in Tibetan Spyan-ma, where spyan is 'eye'. This
was further reflected in the philosophical interpretation of Japanese
Butsugenson 'Goddess of Buddha’s Eye'. Eye indicates the Buddha's middle
path. The wisdom of Prajfia-paramita is personified and named Buddha-
mother or Buddha's Eye because from her all Buddhas and bodhisattvas are

born.

Ritual. In Japan, she is worshipped to secure long life and pros-
perity (JEBD p. 26a). She is also prayed to for efficient help to avoid
disasters or to conquer enemies (EB.7, 29). Her ritual is $antika (soku—
sat) and abhicdruka (gobuku) homa. The Butsugen-giki (T.981) by Ichigyd
(A.D. 683-727) is specifically devoted to her rites alone. The Yugikyd
by Vajrabodhi (entered Nilandd in 680 and died in 741 or 731) has a spe-

cial chapter devoted to her rites.

Key to iconographic types and metaphor-
ic symbols. Now we will classify the materials from Indian, In-
donesian, Nepalese, Tibetan, Mongolian, Chinese, Japanese and other
sources. From a comparative analysis of them we present here the morpho-
logical types of Locand, indicating their contextual setting within a
mandala, date of the text or icon whence derived, exact reference. San-
skrit name, Tibetan or Japanese equivalent, iconic description, and il-

lustration.

TWO-ARMED LOCANA

1. both hands in dhyana mudra

25 r.h. cakra, 1.h. tarjani

3. r.h. chopper, 1l.h. tarjani

4. r.h. broken, 1.h. cakra on lotus

5. r.h. cakra, l.h. white lotus

6. r.h. first, 1l.h. vajra

7. r.h. vajra, 1.h. vidvavajra

8. both hands fold upright vajra

9., r.h. vajra in hand in varada, l1.h. vajra in hand in vitarka
10. r.h. varada, 1.h. abhaya

11 r.h. varada, 1l.h. cintamani or lotus
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12, both hands in dharmacakra mudra

FOUR-ARMED LOCANA

13, cakra, sword, mani, lotus

SIX-ARMED LOCANA

14. r.h. cakra, vajra, white lotus, 1.h. bell, jewel, sword

EIGHT-ARMED LOCANA

15. r.h. cakra, vajra, sword, arrow, l.h. kapala, bell, lasso, bow

16. r.h. varada, abhaya, vajra, arrow, l.h. lasso in tarjani, jewel-
casket (ratna-ma#jarit), rosary, bow

s two hands in dharmacakra mudra, r.h. sword, arrow, vajra, l.h.
Prajnaparamita-book, bow, vajra-bell

18. SYMBOLS (Samaya, Jap. sammaya-gyo)

19. Bijaksara (symbolic syllables): GA, GAM, BHRUM, $RI

20. Mantra

21. Mudras, Japanese
22, Mudras, Tibetan
23. Mudras, Balinese

24-28 Mandalas (rupa-m., bija-m., samaya-m.)

* * *

TWO-ARMED LOCANA

1 The oldest form of Locana, in her original hypostasis as the con-—
sort of Vairocana, is found in the Mahakaruna-garbha mandala (A.D. 806,
Esot. 18) as Butsugen Butsumo (Buddha-locana Buddha-mata). She is the
fourth from the south and to the left of the triangle in the quarter of
universal knowledge (henchi-in). Here she is seated with both hands in
dhyana mudra, like her Lord Vairocana, who is also seated with both

hands in the dhyd@na mudra. For details see earlier.

2 Locana (Tib. Spyan-ma) in the northern Viévadaka mandala of Pafica-
daka 24.42, Nisp. text p. 77 Locana sita cakradhara: white, holds a cak-
ra in the r.h. and l.h. tarjani, in the retinue of Viévaddka. She is the
first of the four prajfia: Locana, MamakI, Pandara, Tara, the consorts of

the four Buddhas of the quarters.

3 As the consort (prajfia) of Buddhadaka in the mandala of Paficadaka

(Nisp. 24): r.h. chopper, l.h. tarjanI (IIT p. 232).

4 Locana from Chandi Jago, Java (Indonesia), 13th century, seated, r.h.
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broken, l.h. holds cakra on a lotus. Her name is inscribed on the image
in Nagarl script: bhardl? Locana (J. L. A. Brandes, Tjandi Djago, pl. 7).
The Advaya-vajra-sangraha, p. 42, describes her as: agneyakona-dale can-
dramandalopari $ukla-Lom-karaja $ukla-varna Locana cakra-cihna prthivi-
dhatu-svaripa Tathagata-kulodbhava moha-rakta "On the disc of the moon
in the south-eastern corner there is Locana originating from the white
syllable Lom. She is white in colour, bears the recognition symbol of the
discus, and is the embodiment of the cosmic element of Earth. She be-
longs to the Tathagata family and is stooped in delusion.'" (IBI p. 55

with adaptations).

As long as Vajrayana was prevalent in Indonesia, from the eighth to the
fourteenth century, from the mandala of Borobudur to the kakavin (kavya
poem) of Sutasoma by Mpu Tantular (l4th cent.)? Locana was the consort

of Vairocana (Sutasoma 83.7b), who was the supreme among the Five Sugatas

(érz Vairocana .... makadi Paficasugata, id. 53.2d).

5 Buddhalocana (Tib. Sans-rgyas—spyan-ma) as one of the Five Vajrdsana
Ista-devas; r.h. cakra, l.h. white lotus (Tib. padma dkar-po). Rin-hbyun
70a = R.L. 1.900 line 4).

6 r.h., fist, 1.h. vajra. Kakuzen-shS 'collection by Kakuzen' written
and drawn by him about 1183-1213, 102.3. Compare B. in the Paficadaka man-

dala where her 1.h. is clenched in a fist (Nisp. text p. 77).

7 The modern Nepalese draﬁing reproduced in IBI fig. 31 on p. 63 is not

clear: r.h. vajra on lotus, l.h. vidvavajra on lotus.

8 Buddhalocana (Chin. Fo-yen fo-mu) occurs in the division of carya
tantras in the Pao-hsiang Lou Pantheon (ca. A.D, 1771) 5M9. Both hands

hold an upright vajra.

9 Locand in high relief on the walls of the Yamaguti monastery at Kath-
mandu (Nepal), as the consort of Aksobhya among the prajfias of the Five
Buddhas. She is blue as the consort of Aksobhya who is of blue colour
(GNﬁ p. 36). "Her hands, in varada and vitarka mudrd, hold the stalks of
lotus-flowers, each of which supports a vajra standing on end.”" (GNB p.
139, following illustration in Hodgson, Sketch of Buddhism, JRAS vol. ii,
1830, pl. III). Compare no. 7, which may be a careless copy of this Lo-

cana.

10 Locana: r.h. varada, l.h. abhaya. Dharma-kosa-sangraha p. 115: dvau

bhujau yasya varadabhaya-mudre.



145

11 Seated, r.h. varada, 1l.h. cintamani supported by a lotus. Besson-
zakki 'description of divinities' by Shinkaku (A.D. 1117-1180) 87.13.
The same form is delineated in clear and beautiful lines in the Daigo-

bon-zuzd 'figures in a copy kept in Daigoji', Kyoto, 92.2.

The attributes of the hands have been interchanged in the Kakuzen-sho
'collection by Kakuzen' written and drawn by him about A.D, 1183-1213,

102.2: r.h. cintdmani on a lotus, 1l.h. varada.

12 (Chin. Fo-yen fo-mu), occurs in the division of anuttara yogini
tantras in the Pao-hsiang Lou Pantheon (ca. A.D. 1771) 3B57. Dances in

ardha~-paryanka posture, both hands in dharma-cakra mudra.

FOUR-ARMED LOCANA

13 Locana (Tib. Spyan-ma) occurs in the dgneya (S.E.) corner of the in-
ner circle in the mandala of [25-deity Guhyasamaja] Mafijuvajra 1.6,
Nisp. text p. 3 agneyyahn Locand Vairocana-samd where she is said to be
identical with Vairocana, whose attributes are cakra, sword, mani and
lotus. The same four-armed B. is depicted in the Daigo-bon-zuzd 'figures

in a copy kept in Daigoji', Kyoto, 92.3.

SIX-ARMED LOCANA
14 Pindikrama-sddhana 131b-135a. White, three faces: white (central),

red (right), black (left). Six arms: r.h. cakra, vajra, white utpala
lotus, 1.h. bell, jewel, sword, In Nigp. text p. 5 (mandala of PindTkram-
okta Aksobhya 2.6): Locana Vairocana-sama | kintu pundarika-sthane sitot-
palah (IIT p. 233 III). Illustrated in the division of anuttara yoga tan-
tras in the Pao-hsiang Lou Pantheon (ca. A.D. 1771) 2A61, with the Chin.

name Fo-yen fo-mu 'Buddhalocana' on the pedestal.

EIGHT-ARMED LOCANA

15 1In the T83na corner around the central deity of the mandala of 37-
deity Samputa-tantra Vajra-sattva 3.6. is the Locand with one face and

8 arms. Nisp. text p. 9 idane Locana éukla ’stabhuja savyaid cakra-vajra-
khadga-banan, vamaih kapala-ghantd-paéa-dhaniihgi: white in complexion,
r.h. cakra, vajra, sword, arrow, l.h. kapala, bell, lasso, bow (IIT p.
232 1I).

16 Locand (Tib. Spyan-ma) in the first circle surrounding the central
deity of the 43-deity mandala of Mafijuvajra 20.6, Nisp. text p. 48 aida-
nyam Locana pita sattva-paryankiny asta-bhuja daksinair varadabhaya-vajra-
$aran vamais tarjani-pada-ratnamaiijary-aksasiutra-dhanihsT dadhana: in the
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Téana corner, yellow in complexion, seated in sattva-paryanka posture,
8 arms: r.h. varada, abhaya, vajra, arrow, l.h. lasso in tarjani, jewel-

casket (ratna-maijari), rosary, bow.

17 Locana (Tib. Spyan-ma) in the I8dna corner of the mandala of Dharma-
dhatu-vagiévara Mafijughosa 21.14, Nisp. text p. 55 where she is like
Mafijughosa who is eight-armed: two hands in dharmacakra mudra, r.h.

sword, arrow, vajra, l.h. Prajfiaparamita-book, bow, vajra-bell.

18 SYMBOLS. Her sammayagyo is (1) a bucchd 'Buddha-head' with an eye on
either side of it; (2) a lotus flower upon which is placed Butsumo's
mudrd with eyes upon it; (3) a single vajra with eyes; (4) a jewel with
eyes (this one represents Nojakumo Butsugen). EB.7, 29. Illustrations in
the Ch5jo mandara scroll at the Toji monastery, Zuzdo-sho 'selection of
figures' (Entsuji monastery scrolls) 86.13, in Byaku-hokku-shd 'the
White Jewel Oral Tradition' compiled by Rydson, scrolls 1-167 kept at
KongG-sammai-in monastery, Koyasan, 194. § 17 (6.420-421).

19 Her bijaksara or nuclear syllable is GA, or GAM, the first letter of
the Sanskrit gagana, meaning sky or space (EB.7, 29). In GAM the m rep-
resents the pranava. Other symbolic syllables of Buddhalocana in the
Shittan-sh@ji-ruijd are BHRUM and SRI.

20 There are several mantras of B., the shortest of which is Ohm Buddha-
Locan svahd. As for Nojakumo the mantra is Om tathagatacaksu vyavalokaya

svahd (EB.7, 29). The mantra is reproduced in the Shittan-shuji-ruija.

21 Her mudrd is a complicated one and differs in detail in the different
schools, but it is formed in its outline by folding the hands, somewhat
hollowed inside, with index fingers bent over the upper parts of the mid-
dle fingers, while the thumbs press the middle parts of the middle fin-
gers. The little spaces thus formed between the various fingers are meant
to represent the five eyes of Butsu-gen: the wisdom-eye, the Dharma-eye,
the Buddha-eye, the heavenly eye and the physical eye. Her mudrad is the
HokaijG-in, the same as that of Mahavairocana. (EB.7, 29). Mudra of B.

is illustrated in In-zu 'illustrations of mudras' 244.84, 37; mudra and
mantra of B. in Bus-setsu ...... nenju-giki 240.42; and various mudras

in the Shingon-mikkyo-zu-in-shi 3.85, 4.14-15.

22 Tibetan mudrds of B. in Miinter no. 79 (ms. at the Royal Library,
Copenhagen, purchased in Peking) 37b, 58b, 8lb; reproduced by Erik Haarh,
Contributions to the study of mandala and mudrd, AO 23 (1959): 81.
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23 Balinese mudra of B.: C. Hooykaas, Balinese baudda brahmans (Amster-
dam 1973), p. 103, m2.

24 In the Vajrayana tradition as represented by the Nisp. and Lamaist
depictions, Locand does not have independent mandalas where she herself
is the central figure. It is only in Japan that mandalas are devoted
specifically to Locana. There she sits alone in the centre of the manda-
la in the dhyana mudra. The deities in these mandalas can be shown in
three ways: (i) in iconic forms: rupa-mandala, (ii) as symbolic sylla-

bles: bIja-mandala, (iii) as symbols: samaya-mandala.

The mandalas are classified here on the basis of their structural analy-
sis in terms of the number of deities in the concentric circles sur-
rounding the central deity, those in the four corners, or in the outer
rectangle(s). The numerical analysis is as follows, irrespective of the

manner of depiction:

26 1+ 24 bija

25 1 + 24 + 4 rupa

26 1 + 24 + 4 + 8 ripa, bIja, samaya
27 1 + 24 + 4 + 16 riipa, bija

28 1 + 24 + 12 bija

B. mandala, 1 + 24 (B. surrounded by 24 deities), bIjaksaras, Shika-sho-

zuzo 'figures copied by four masters' 89.10.

The same bIja-mandala is found in the Shoson-zuzd p. 146, where the names
of the 24 surrounding deities are legible. This text specifies that the

configuration is according to the Yugikyd by Vajrabodhi.

25 B. mandala, 1 + 24 + 4 (B. surrounded by 24 deities in icomic form,
and 4 corners guarded by four goddesses represented as symbols), in the
Rishukyo-juhatte-mandara 'mandalas of the 18 sections of the Naya-sutra'

kept at the Daigoji monastery, Kyoto, 122.20.

26 B. mandala, 1 + 24 + 4 + 8 (B. surrounded by 24 deities in a concen-
tric lotigram, 4 deities in the corners, and 8 deities in the outer rec-
tangle), in the Mandara-shii 'collection of mandalas' compiled by Kdnen,
copied in A.D. 1187, 98.1. The names of the deities in the mandala are
also specified. The names of deities are also given in the Asaba-shd,
compiled by Shochd (A.D. 1205-1282), 264, § 62 (9.72).

The bIja-mapdala of B, (1 + 24 + 4 + 8). Kakuzen-sho 'collection by Kaku-
zen', written and drawn by him about A.D. 1183-1213, 102.4. This bija-
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mandala is found with minor variations in the Shika-sho-zuzd 'figures

copied by four masters' 89.11. So also in the Shoson-zuzd p. 147.

B. samaya-mandala, 1 + 24 + 4 + 8, where all the deities are represented
as symbols (samaya). Besson-zakki 'description of deities' by Shinkaku
(A.D. 1117-1180), 87.12.

27 B. mandala, 1 + 24 + 4 + 16 (B. surrounded by 24 deities in loti-
graphic cakra, 4 deities in the corners and 16 deities in the outer rec-
tangle). The names of deities are specified in the Asaba-shd, compiled
by Shocho (A.D. 1205-1282), 264, § 62 (9.72).

B. mandala (1 + 24 + 4 + 16). Mandara-shi 'collection of mandalas' com-
piled by Konen, copied in A.D. 1187, 98 fig. 2, riupa-mandala with its

names in Chinese.

The bija-mandala of B. (1 + 24 + 4 + 16) in the Shika-sho-zuzo 'figures
copied by four masters' 89.13. The same is repeated in full clarity in

the Shoson-zuzo p. 149.

B. bija-mandala (Jap. Butsugen shiiji mandara) on a sheet in the posses-
sion of the Toji monastery, 109, has a different bija for B. besides

other minor variations.

28 The bIja-mandala of B. 1 + 24 + 12 (B. surrounded by 24 deities in
three concentric circles, and 12 deities in the outer concentric circle),
in the Shika-sho-zuzd 'figures copied by four masters' 89.12. The same

is repeated in full clarity in the Shoson-zuzd p. 148.

This is a glimpse into the vast world of ever—developing Buddhist art,
which expressed the continuing evolution of thought, its constant renewal

of experience in the realisation in the concomitance of ritual.

Notes

*This paper is a token of the author's sincere appreciation of the immense
learning and profound insight of Prof. Pentti Aalto into the kaleidoscop-
ic culture of our land: a tribute from India to the great scholar of Suo-
mi.

'Sketch of Buddhism, JRAS, vol. ii (1830, p. 222-257), pl. III.
2Gods of Northern Buddhism, p. 139.

Indian Buddhist Tconography, Calcutta 1958, p. 54. Bhattacharyya has
wrongly interpreted tathagata-kulodbhavad as '"Locand belongs to the Tatha-
gata family to which the Dhyani Buddha Vairocana also belongs". He means
by this that Tathagata and Vairocana are separate. In fact, in the San-
skrit text the word tathdgata refers to Vairocana. The Five Cosmic Bud-



dhas are referred to as Pafica-Tathagata, Pafica~Jina, Pafica-Buddha, or
Pafica-Sugata. Bhattacharyya again erred in saying that "L. is repre-
sented in Tibet. (Getty, GNB, p. 139)". This representation in Getty
referred to by him is from the Nepalese monastery of Yamaguti.

4 i H
Abbreviation s:

AVS -- Advaya-vajra-sangraha.

B. == Buddhalocana

Dharmakosa-sangraha, ed. by Lokesh Chandra.

EB.7 -- Eastern Buddhist, vol. VII (Kyoto 1936), Beatrice Lane

Suzuki, The Shingon School of Mahayana Buddhism, part II.
The Mandara: The Taizo Kai, pages 1-38, 177-213.

Esot. -- Esoteric Iconography of Japanese Mandalas, by Lokesh
Chandra, New Delhi 1971.

GNB -- The Gods of Northern Buddhism, by Alice Getty, Tokyo 1962,
reprint of 1928 edition.

IBI -- Indian Buddhist Iconography, by Benoytosh Bhattacharyya,
Calcutta 1958.

IIT -- Introduction a4 1’iconographie du tantrisme bouddhique, by
Marie-Thérése de Mallmann, Paris 1975.

JEBD -- Japanese-English Buddhist Dictionary, Tokyo 1965.

L. -- Locana

1.h. -- left hand

Nisp. —-—- Nispannayogavall, ed. by Benoytosh Bhattacharyya, Baroda
1949,

NTMP -- New Tibeto-Mongol Pantheon, part 12, by Raghu Vira and
Lokesh Chandra, New Delhi 1967.

PKS —- Pindi-krama-sadhana.

E.hi -- right hand

Rin-hbyun -- New Tibeto-Mongol Pantheon, parts 8-9, by Raghu Vira and
Lokesh Chandra, New Delhi 1963-64.

R.L. —-- Rin-lhan: ed. by Lokesh Chandra, S3dhanamild of the Pan-
chen Lama, parts 1-2, New Delhi 1967.

Shoson-zuzo, ed. by John C. Huntington, in: Studies in Indo-Asian Art
and Culture, vol. 4, New Delhi 1975.

T -= Taisho edition of the Chinese Tripitaka.

°D. C. Bhattacharyya, Tantric Buddhist Iconographic Studies, Delhi 1974,
p. 32.

6Soewito Santoso, Sutasoma, New Delhi (International Academy of Indian
Culture) 1975, p. 126.
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