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endeavours to give a detailed and critical
assessment of the origin and development
of Jaina Yaksi Ambika. Acknowledged as
the Yaksi of the 22nd Jina Arista-nemi or
Neminatha, Ambika enjoys an exalted
position in Jaina worship. The popular
worship of Mother representing fertility cult
J was adopted by the Jainas in the form of
' an early Yaksi Bahu-putrika. By the close
of the sixth century A.D., she got
transformed into Yaksi Ambika. The study
portrays the evolution of the forms of
Ambika in the Jaina literature and icono-
graphic texts with their visual manifestation
in sculpture and painting. The work is
based on a detailed and comprehensive
study of the images of Ambika from the
: sites which in past had been the centres
i of Jaina activities, namely Khajuraho,
Osian, Deogarh, Mathura, Kumbharia,
Mt. Abia, Ellora etc. The appendices,
illustrations and a detailed bibliography
1 will be found useful by the students of this
and allied subjects.
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Publisher’s Note

The Bharatiya Inanpith has over the years developed an extensive
collection of about 15,000 photographs of faina antiguities. This
has been dane to build a systematic, comprehensive photographic
record of ancient and medieval Jaina art, architecture, paintings,
epigraphs etc. drawn from both public and private collections in
india and abroad. These antiquities have made a significant
contribution to our cultural heritage. These art objects pertain to
the period from the Mauryan age to the close of the eighteenth
century. The Universities and other academic institutions are aware
of this rich collection and their research scholars have been
consulting it for their work according to their requirements.

On the suggestion of some scholars we have planned a series of
small monographs on laina deities. The present volume is the first
of that series. Similar monographs of Parévanatha, Bahubalin,
Sarasvati, Padmavati and others are contemplated. It is sometimes
felt that even the surface of the rich historical and authentic
information available on Jaina art has not been scratched. Such
studies would be a small effort to let this information reach the
interested readers.

The Bharativa Inanpith is grateful to Dr. Maruti Nandan Prasad
Tiwari for his lucid and succinct treatise on Ambika. bHis deep and
wide scholarship is writ large on this work. Our thanks are afso due
to the scholars, archaeologists and philanthropists whe have
variously helped us in our programme. Shri Gopilal Amar and Dr.
Gulab Chandra Jain of the Jnanpith staff have helped Dr. Tiwari and
have worked kard to bring out this volume.

New Delhi B.N. Tandon
i15th March, 1989 Directos
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Preface

Ambika, acknowledged as the YaksT of the 22nd Jina Aristanemi
or Neminatha, enjoyed a specially venerated position in Jaina
worship. The popular worship of female principle as ‘Mother’,
representing fertility cult, was adopted by the Jainas in the form of
an early Yaksi Bahu-putrika who towards the close of sixth century
A.D., was transformed into Yaksi Ambika. The concept and visual
form of Ambik3, the most poepular of all the Jaina Yaksis, have some
very interesting and revealing aspects which, however, have so far
not been properly studied. Hence, an exclusive work on Ambika
was a long felt need.

It has been endeavoured in the present work—a desideratum—
to give a detailed and critical assessment of the origin and
development of the Jaina Yaksi Ambika. The evolution of her
iconographic forms, on the basis of Jaina literature and iconographic
texts with their visual manifestation in sculpture and painting, have
been dealt with in great details. i have personally visited a number
of prolific Jaina sites, namely Khajuraho, Deogarh, Mathura, Osian,
Kumbharia, Mt. Ab0, Taranga, Khandagiri, Ellora etc., to make a
detailed study of the icons of Ambika. The treatment of the subject
has always been historical. The sculptural data have been compared
with relevant textual prescriptions for showing the development of
her iconic forms. Besides nine coherent chapters, the appendices,
the detailed bibliography and iliustrations have also been added.

| must record at this juncture my gratitude to those who assisted
me in one or the other way in preparing this monograph. My heartfelt
thanks are due to Prof. M.A. Dhaky, Associate Director (Research},
American Institute of Indian Studies, Varanasi, for. kindly reading
the manuscript and offering valuable commenis,

I would like particularly to thank Dr. (Mrs.) Kamal Giri, Reader,
Deptt. of Histary of Art, Banaras Hindu University and Sri Gopilal
Amar, Research Officer, Bharatiya Jnanpith, New Delhi, for their
valuable suggestions and kind assistance in preparation of the
manograph.

} am also grateful to Prof. (Dr.} K.D. Bajpai, Former Tagore
Professor and Head of the Deptt. of Ancient Indian History, Culture



and Archaeclogy, Sagar University, Sagar, Dr. U.P. Shah, former
Dy. Director, Oriental Institute, Baroda, Sni Krishna Deva, Varanasi
and Prof. (Dr.) Anand Krishna, former Head of the Deptt. of History
of Art, Banaras Hindu University, Varanasi, whe have always heen
source of inspiration and guidance to me.

! am particularty indebted to Shri Bishan Tandon, Director,
Bharatiya } inpith, New Delhi for kindly giving rne an opportuaity
to prepare a monograph on Ambika. 1 have greatly been benefited
by his valuable comments as well.

| deeply appreciate ungrudging assistance extended to me by the
American Institute of Indian Studies, Varanasi and the Archives of
the Photographs of laina Antiquities of Bharativa Jnanpith, New
Delhi for supplying the photographs. To M/s Bharativa Jnanpith,
New Delhi are my special thanks for publishing this monograph so
nicely and timely. The printers are likewise to be thanked for their
cooperation.

Although | have made sincere efforts to cast fresh light on different
aspects of the iconography of Ambika, 1 am aware of my personal
limitations reflected it the shortcoming of the production; | crave
the indulg +.ce of readers and reviewers for their kind suggestions.

Banaras Hindu University Maruti Nandan Prasad Tiwari
Rama-navami, *hth March 1388
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Introduction

The political and economic conditions play a vital role in the
development of religion and art. As regards Jainism, it received
patronage and support from the rulers of north as well as south
India.' However, in comparison to south india, the number of rulers
embracing Jainism in north india is smaller. Jainism also remained
a popular religion throughout amongst almost all the ruling dynasties
and the masses, specially the business class. There are inscriptions
from Kankalt Ti1a at Mathura, Osian, Khajuraho, Jalore and several
other places which frequently refer to the éresthin (head of a
mercantile guild), sidrthaviha (a merchant), gandhika {perfume
selier), svarnakara (goldsmith), vardhakin (carpenter), fauvhakarmaka
{blacksmith), ndvika {satlor}, nartaka (dancer), vesya (prostitute)
classes from the general mass and different gosthis (guilds of traders}
making significant contributions towards Jainism. '

The contribution of north India in the development of Jaina
iconography s of much more significance than what has been
brought out. According to the jaina tradition, all the twenty-four
tinas of the present avasarpini aeon were born in this region and it
was the reason that most of the Jaina deities gained sculptural
representations first in the region. The earliest Jaina images with their
characteristic iconographic features, such as the falling hair-locks of
Rsabhanatha, seven-hooded snake cancpy of Pardvanatha, the
srivatsa, the asta-pratiharyas, the cognizances and the Yaksa-Yaksi
pairs also make their first appearance in this region. However, the
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usnisa and the srivatsa are generally absent in the Jina images of
south India.* The figures of the Jaina Mahavidyas, the complete sets
of twenty-four Yaksis, jivantasvamin Mahavira and jaina tutelary
couples and so, are conspicuous by their absence in south India.

While Parsvanatha and Mahavira were the most favoured Jinas
in south india, Rsabhanatha and Parévanatha were the most
favoured ones in the North. Among the Yaksis Cakresvari, Ambika
and Padmavati were accorded the moest favoured position in the
North, while in the South the popularity of Cakreévart was replaced
by that of Jvalamalini. North India has yielded the remains of both
the Svetambara and the Digambara sects whereas the remains from
South belong only to the Digambara and the Yapaniya sects.

The Indus Valley Civilization {c. 2300-1750 B.C.) is the earliest
civilization of India. The figures on some of the seals from
Mohen-Jo-Daro and also a male torso from Harappa remind of the
lina images on account of their nudity and posture, identical with
the kdayotsarga-mudra, ali this much comparable with the Lohanipur
Torso.® But nothing can be said with certainty until the Indus Vailey
script is deciphered finally.

Apart from the doubtful instance as above, we do not have any
literary or archaeological evidence regarding any Jina image prior
to Mahavira. Mahavira is never said to have visited any Jina temple
or worshipped any lina image.® In this connection it would be
relevant to make reference to the livantasvami-Mahavira image
which is said to have been carved in the life-time of Mahavira (c.
late sixth century B.C.}, hence called livantasvamin or Jivitasvamin.
According to the tradition, a sandalwood image of Mahavira,
wearing mukuta and other ornaments befitting rovalty, was carved
in his life-time during the period of his tapas in palace, about a year
prior 1 his renunciation as prince. Like the Bodhisaitva beiore
reaching Buddhahood, ivantasvamin aiso represented a conception
which may be called jinasattva. U.P. Shah, the first scholar to
identity the Jivantasvamin images,” has accepted the literary tradition
and conceded that Jivantasvamin image was carved in the life time
of Mahavira. He has tried to reinforce his view on the strength of
the two Jivaniasvamin images of the early Maitraka period
discovered from Akotd near Vadodara in Gujarat.? These images
exhibit Jivantasvamin as standing in the kavefsarga-rmmudra and
wearing royal dress and ornaments, and one of the images also
bears the word ‘Jivantasami’ in the pedestal inscription.



The Jaina dgamas, the Kalpasatra and early literary works like the
Paumacariya of Vimala Sari (A.D. 473), however, do not refer to
the fivantaswamin image. The earliest references to these images are
found in the later commentaries of the agamas (c. mid 6th century
A.D. onwards), and other works, namely the Vasudevahindi, the
Avasyakacirpi and the Trisastisalikapurusacaritra of Hemacandra
(A.D. 1169-72). These works mention the existence of the
Jivantasvamin images at Kosala, Ujjain, Dasapura {(Mandsaur),
Vidiéa, Puri and Vitabhayapaftana.® The Trisastisaldkapurusa-
caritra' while dealing at length with the legend and the iconogra-
phic features of the Jivantasvamin images, mentions that Chaulukya
ruler Kumiarapala (c. A.D. 1145-76) caused the excavation at
Vitabhayapattana and unearthed the fivantasvdmin image.
According to Hemacandra, the first and original image made by
God Vidyunmalin was installed at Vidisad. However, there is no
literary or archaeological reference to the fivantasvamin image prior
to the fifth-sixth century A.DD. Hence the tradition of the
contemporaneity of the Jivantasvamin image with Mahavira seems
only to represent the prevalence of such a belief in the later Gupta
period.'’

The earliest known Jina image, preserved in the Patna Museum,
comes from Lohanipur (Patna, Bihar) and is datable to c. third
century B.C."" The nudity and the kayotsarga-mudra, suggesting
rigorous austerity, of the image were confined only to the jinas.
Another Jina image from Lohanipur is assignable to the Sunga period
or slightly later. A terracotta Jina figure of c. third century B.C. is
also reported from Ayodhya.'' The reference to the ‘Kalinga Jina’
{image), once taken away by Nandaraja, and brought back by
Kharavela (c. 25 8.C.}, in the Hathigumpha inscription of Kharavela
is of special interest in this connection.” Thus the Jina images from
Lohanipur and Ayodhya and. also the evidence of Hathigumpha
inscription distinctly suggest that the antiquity of Jina image may
well be pushed back at least to ¢. fourth-third century B.C.

The two early bronze images of Parsvanatha of c. second-first
century B.C. are in the collections of the Prince of Wales Museum,
Bombay and Patna Museum.'® These figures, provided respectively
with the five-hooded and seven-hooded snake canopy, are ren-
dered as sky-clad and standing in the kayotsarga-mudra.

Mathura was a stronghold of Jainism from ¢. 100 B.C. to 1177
A.D." The eacly (¢. 100 B_C. to the Kusana period) jJaina scuiptures
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from Mathura are of special iconographic significance, because they
exhibit certain formative stages in the developmeni of |aina
iconography. The vast amount of veritable vestiges includes the
ayagapatas, independent lina mages, pratima-sarvatobhadrika,
Sarasvaii, Naigamesin and also the narrative scenes from the lives
of Jinas Rsabhanatha and Mahavira.'” Of all these, the ayagapatas
{tablets of homage) of second-first century B.C. merit special
attention, since they represent the transitional phase of Jaina
iccnography in which the worship of auspicious symbols together
with the Jinas in human form was in vogue. One such example of
c. first century B.C., bearing the figure of Pardvanatba, seated in
dhyana-mudra in the centre, is in the collection of the State Museum,
Lucknow (] 253). The rendering of jinas in dhyana-mudra (seated
cross-legged) and the representation of srivatsa in the centre of their
chest appear for the first time in the Sunga-Kusana sculptures of
Mathura.

The Gupta period was a milestone in the development of Jaina
iconography, and some of the most significant iconographic
features, as for example, the distinguishing cognizances {{afichana)
and the Yaksa-Yaksi figures, were introduced during the period.
The Gupta laina sculptures are reported from several sites, like
Mathura, Rajgir, Durjanpur, (Vidisa), Varanasi, Chausa and Akota,
The images of Rsabhanatha, Candraprabha, Puspadanta,
Neminatha, Parévanatha and Mahavira were carved during the
period. The first Svetambara Jaina image, known from Akota, was
also carved in the Gupta period '8

The history of fainism continued uninterrupted in the post-gupta
period. The Jaina literature and art thrived most vigorously between
the 10th and the 15th centuries A.D. The period saw the building
of a very large number of Jaina temples with exquisite sculptural
carvings. Gujarat and Rajasthan were the strongholds of the
Svetambara sect while the vestiges yielded by other regions are
affihated mainly to the Digambara and the Yapantya secis.

The tradition of carving twenty-four devakufikas with the figures
of the twenty-four Jinas therein was popular mainly at the
Svetambara sites. The Digambara jaina images show much more
variety in iconographic details than the Svetambara images, wherein
the digures of Navagrahas, Bahubalin, Balarama and Krsna with
Neminatha, Yaksa-Yaksi grair, and few other goddesses, like Laksmi
and Sarasvaii, are carved in the parikara. At the Svetambara sites



the mention of the names of the linas in the pedestal inscription was
preferred to providing them with their respective cognizances which
are usually found in Digambara lina images. The rendering of the
narratives from the lives of the linas was popular mainly with the
Svetambaras.

The sixteen Mahavidyas were accorded the most favoured
position after the Jinas in Western India while in other parts of the
country the Yaksa-Yaksi pairs occupied that position. Of the sixteen
Mahavidyas Rohim, Vajrankusa, Vajrasmkhald, Apraticakra,
Acchupta and Vairotyd were the most popular ones. The
representation of Santidevi, Brahmasanti Yaksa, fivantasvamin
Mahavira, Ganesa, the parents of the 24 Jinas, and some goddesses,
not known in Jaina tradition, was confined mainly to the western
indian sites. The figures of Sarasvati, Asta-dikpalas, Navagrahas and
Ksetrapalas were popular in both the sects. The figures of Rohini,
Manovega, Gauri and Gandhari Yaksis, Garuda Yaksa, Jaina
tutelary couples and Rama and Sitd occur only at the Digambara
sites. There are also some icon types and images from the Digambara
jaina sites like Deogarh and Khajurdho, which were not known in
the tradition, The rendering of the dvi-tirthi and tré-tirthr Jina images
and the representation of Sarasvati and Biahubal'n in the tri-tirthi
Jina images, and Yaksa-Yaksi pair with Bahubalin and Ambika are
some such examples.

The figures of male deitics in these sculptures are meagre in
number compared to the female ones, which probably owes to the
Tantric influence and Sakti worship. The Parévanatha Jaina temple
(AL, 930 70) at Khajuraho contains all along its facade the divine
figures with sheir Saktis in alingana-pose, which include Siva, Visnu,
Brahma, Rama, Balarama, Agni and Kubera. Such rigures are against
the accepted norms of Jaina tradition and were actually carved under
the influence of Brahminical temiples at the site. Many of these divine
figures, excepting Ambika and a few Jinas, are somehow or the
other related with the Brahminical pantheon.

On the south and north dikhara and also on the facade of the
garbhagrha of the Pardvanatha temple, there are four sculptures
showing amorous couples.'” The instances of erotic figures in Jaina
context, datable between 10th and 12th centuries A.D., arc also
known from Deogarh (doorway, Termiple No. 18), Santinatha temple
at Nadlii (Pali, Rajasthan), Asitanatha tempie at Taranga iMehsana,
Gujaratd and Neminaiha temple at Kumbharia (Banaskantha,

Ambika

5



1§

Ambika

Gujarat). The presence of erotic figures at Jaina sites is gross violation
of the jaina tradition which does not conceive of any jaina god
along with his Sakti in alingana-pose. This was due to the Tantric
influence in Jainism during the early medieval times (c. 8th to 10th
centuries A.D .} The Jaina Harivamsa Purana {A.D. 783} makes the
point more clear by seferring to the construction of a lina temple
by a $resthi-Kamadatta, who for the general attraction of the people
also caused the installation of the figures of Kamadeva and Rati in
the temple.” It also alludes to the worship of Rati and Kamadeva
along with the Jina images.? it may also be noted here that the
Tantric nfluence was accepted in Jainism with certain restraints.
Overt eroticism was never so pronounced in Jaina literature and
sculptural manifestations as was the case with Brahminical and
Buddhist religions, which is evident from the examples carved on
the temples of Khajuraho, Modherd, Konark, Bhubanesvara, and
many other places. The erotic figures from Jaina temples as
compared to Brahminical ones are neither so large in number nor
so obscene in manifestations.
jatna Divinities

The jaina pantheon was evolved by the end of the fifih century
A.D. At this stage it mainly consisted of the twenty-four linas, Yaksas
and Yaksis, Vidyadevis, Sarasvati, Laksmi, Balarama, Krsna, Rama,
Naigamésin, Bahubalin and other Salakapurusas.22 The Salaka-
purusas of Mahapurusas, according to the Jaina tradition, are great
souls. The hives of these Salakipurusas, numbering 63, became
favourite themes of faina Puranas. Their list includes the 24 Jinas,
12 Cakravartins (Bharata, Sagara etc.), 9 Baladevas (Balabhadras)
{Rama, Balarama etc.), 9 Vasudevas {Narayanas) (Laksmana, Krsna
etc.) and 9 Prati-vasudevas {Prati-narayanas) (Bali, Prahlada, Ravana
etc.}.

it may be noted here that only the names and some of the general
features of the deities were finalized by this time, while their detailed
icanographic features were finalised between the eighth and 13th
centuries A.D. The development of Jaina pantheon was more or less
identical in both the sectss and the differences are noticed mainly
in regard to their names and, attimes, their iconographic features,

Jinas or Tirthankaras

The Jinas or Tirthankaras occupy the most exalted position in
laina worship. As a consequence, the jina images outnumber the



images of all other laina deities. The Jina images denote bhava
worship (mental attitudel and not the dravya worship (physical or
idol worship). lina worship i1s regarded mainly a worship not of a
deity but of a human being who has attained perfection and freedom
from all bondage. The passionless Jinas or Arhats are vitardgas and
therefore neither favour nor frown upon anybeody. Because of this
only linas were always represented in the seated or standing attitude
of meditation while Buddha, in due course of time, was represented
with such different gestures as the abhava-mudra, the varada-mudra
etc., which show his concern about the world. Moreover, none of
the Jinas was ever credited with the performance of miracle while
the case was vice-versa with Buddha. Thus it is apparent that the
Jainas by strictly adhering to the dhyadna (seated crosslegged} and
the kdyotsarga (standing erect) mudras in respect of the Jinas have
shown their unceasing respect for yogic postures of transcendental
merlitation and bodily abandonment.

The list of the twenty-four Jinas was first found some time before
the beginning of the Christian era. The earliest list occurs in the
Samavayangasiitra, Bhagavalisitra, Kalpasatra (c. third century
A.D.} and Paumacariya. 2+ As we know the concrete representation
of the finas started in ¢. fourth-third century B.C. The Kalpasitra
describes at length only the lives of Rsabhanatha, Neminatha,
Parévanatha and Mahavira who were most popular among all the
twentyfour Jinas. As a natural corollary the Yaksa-Yaksi pairs of these
linas enjoyed a very favoured position. Ajitanatha, Sambhavanatha,
Suparivanatha, Candraprabha, Santinatha and Munisuvratanatha
happened to be the next favoured |inas. The figures of the remaining
finas are, however, very few in number.

Of all the linas, the iconographic features of Parévanatha were
finalized first. The seven-hooded snake canopy was associated with
Parsvanatha in ¢. first century B.C. Thereafter, in ¢. first century
A.D. Rsabhanatha was endowed with fiowing hair-locks, as is
evident from the sculptures procured from Mathurd and Chausa.
Balarama and Krsna joined Neminatha as his cousin in the Kusana
period as is borne out by the Neminatha sculptures yielded by
Kankali Tila, Mathurd. During the Kusana period, the images of
Sambhavanatha, Munisuvratanatha and Mahavira were also carved
but they are identified on the basis of the pedestal inscriptions,
bearing their respective names, Of the asta-pratiharyas, only seven
were finalized at Mathurd by the end of Kusina period; they are
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simhasana (lion-throne}, prabhimandala (nimbus), camaradhara
attendant hovering maladhara, chatra, {parasol), caitya-tree and
divyadhvani (divine music).

The rendering of the distinguishing emblems, Yaksa-Yaksi pairs
and all the astapratiharyas:s with the jinas which marks a significant
development in lina iconography, started as early as in the Gupta
period. The Neminatha and Mahavira images respectively from
Rajgir {Vaibhara hill, Bihar) and Varanasi (now in the Bharat Kala
Bhavan, Varanasi, Acc. No. 161) are the earliest instances showing
their distinguishing emblems.2» The Rsabhanatha images from Akota
and Mahavira images from laina caves at Badami and Aihole
{Bijjapur, Karnataka) are the earliest Jina images with Yaksa-Yaksi
figures.27 The representation of tiny fina figures at throne-ends and
in the parikara also started in the Gupta period. The Brhatsamhita
of Varahamihira is the earliest text which mentions the iconographic
features of the jina images.:#

The list of the distinguishing cognizances of the twenty-four Jinas
was finalized in . eighth-ninth century A.D_, the earliest references
to which are found in the Kahavali, Pravacanasaroddhara (381-82)
and the Tiloyapannatti (4,604-05). As far the cognizances of the
Jinas, the Svetambara and the Digambara traditions are in agreement
with each other with a few exceptions as in those of Suparévanitha,
Sitalanatha, Anantanitha and Aranatha. The rendering of the
svastika and snake emblems respectively with Suparévanatha and
Par$vanatha was rather a rare phenomencn in sculptures. However,
the need to show the cognizances was not felt, probably due to the
representation of five and seven-hcoded snake canopy with them.

The Jina images reached the final stage of iconographic
development in c. ninth-tenth century A.D. The fully developed
jina images invariably contain distinguishing emblems, Yaksa-Yakst
paifs, astapratiharyas, dharmacakra with worshippers, diminutive
Jina digures and, at times, navagrahas, Vidvadevis, elephants
fustrating the Jinas and some other figures. The rendering of Santidevi
with lotuses and deer in the centre of the throne, bulil-faced figures
and some other figures playing an flute and vina with the jinas was
confined mainly to the Jaina sites in western India.??

The carving of the narrative scenes from the lives of the Jinas
occur mainly at the Jaina sites in western India, namely Kumbharia,
Delvada (Mt. Abfd, Vimala Vasahi and Luna Vasabi} and Osian.
These instances, datable between 11th and 13th century A.D., deal



chiefly with the parica-kalyanakas (five chief events in the life of a
jina—cyavana (conception), janman, diksa, kevalajiana and nir-
vina) and some other important events in the lives of Rsabhanatha,
Santinatha, Munisuvratanatha, Neminatha, Parsvanatha and Maha-
vira. Of all these, the scene of fight between Bharata and Bahubalin,
the story of previous life of Santinatha in which he generously offered
the flesh of his entire body to save the life of a pigeon, the trial of
strength between Krsna and Neminatha and also the marriage of
Neminatha and his consequent renunciation, the story of Asvava-
bodha and Sakuniki-vihara in the life of Munisuvratanatha and the
previous births of Parévanatha and Mahavira alongwith their tapas
and meditation are of special iconographic interest.

The dvitirthi and tritirthi images were popular at the Digambara
sites and a goad number of such sculptures are found at Deogarh
and Khajuraho. However, we do not find any literary reference to
these images. These figures, datable between ninth and twelfth
centuries A.D., show two or three jinas standing on separate

simhasanas with cognizances, Yaksa-Yakst pairs and other wsual

pratihdryas, which perhaps suggest that all the Jinas are of equal
status.

The four-fold Jina image, known as Pratima-sarvatobhadrika or
caurmmukha is one of the earliest and most significant form of Jina
images. The term Pratima-sarvatobhadrika signifies that the image
is auspicious on all the sides.*" The carving of jina caumukha,
showing four Jina figures, all either seated or standing on four sides,
started as early as in the first century A.D. and its earliest examples
are procured from the Kankali Tila, Mathura. These images remained
popular in all the regions in subsequent centuries, Scholars generally
helieve that the conception of lina caumukha was based on the
early conception of fina samavasarana with an advancement upon
it.32 But this view is not acceptable for the following reasons. The
samavasarana is the congregation hall erected by the gods wherein
every jina defivers his first sermon after attaining kevala-jiidna
{omniscience). It consists of three circular ramparts at the focal point
of which is the figure of a seated Jina, facing east. The three images
of the same |ina on the remaining sides were installed by the Vyantara
gods to facilitate the worshippers to see their Master from all the
sides. However, none of the early Jaina waorks like the Kalpasdtra
and the Padimacariya refer to the installation of Jina images on the
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remaining three sides. Its first mention occurs only in the works of
eighth-ninth century A.D. Moreover, in the Kusana sculptures four
different Jinas, always standing, are carved on four sides, as against
the original conception of samavasarana showing a seated Jina on
the top (east) alongwith three images of the selfsarne fina on the
remaining sides.

Under the circumstances, it would not be appropriate to conclude
that the Jina caumukha of the Kusana period, showing four different
jinas on four sides, bear any influence of the concepiion of the
samavasarana. \t is rather difficult to find any traditional basis of the
cenception of the Jina caumukha from the Jaina works. On the other
hand, we come across a number of such sculptures in contemporary
and even early art which might have inspired the Jainas to carve
Jina caumukha. It is not impossible that some such representations
as the Sarnath and Sanchi lion-capitals, multi-faced Yaksa figures
and svastika®® may have been the source of inspiration.

We may divide all the Jina caumukha images into two groups.
The first group consists of the images in which the figures of the
same fina are carved on four sides. In the second group, the frgures
represent four different finas. The earliest Jina caumukha figures
hailing from Mathurd belong to the second group, whereas the
figures of the first group are carved in seventh-eighth century A.D.
The figures of the first group are comparatively meagre in number
and generally do not show the cognizances of the finas. The
caumukha figures of the second group in most of the cases show
the cognizances of only two, generally those of Rsabhanatha and
Parévanatha, of the four linas. It is indeed surprising that even at a
later stage when the cognizances of all the jinas were evoived, the
rendering of the cognizances remained confined only to the figures
of Rsabhanatha and Parivanatha. This might be explained as a
continuation of the earlier tradition of the Kusana jina caumukha
from Mathura wherein only these two Jinas (Rsabhanatha and
Parévanatha) are identifiable on account of faliing hair-locks and
seven-headed snake canopy. In some instances from the Digambara
jaina sites, spread over in Uttara Pradesh, Bihar and Bengai, the
cognizances of some other finas were also carved; they are
Ajitanatha, Sambhavanatha, Suparivanatha, Santinatha, Neminatha
and Mahavira. One of such examples, datable to c. eighth ceniury
A.D., shows the standing figures of Rsabhandtha, Ajitanatha,
Sambhavanatha and Abhinandananatha, the first four linas of the



present avasarpini, on four sides. The jinas are provided with their
respective cognizances, namely, bull, elephant, horse and monkey.
The figure is procured from the Vaibharagiri (Rajgir, Bihar) and now
preserved in the Archaeological Museum, Nafanda.

Sasandevati or Yaksa-Yaksi Couples

Yaksas and Yaksis constituting a class of divine beings of Jaina
pantheon are technically known as $asanadevatas, guardian deities
of the order {finasdsanaraksd-karakdya; Acaradinakara). They figure
in Jaina pantheon as the subsidiary deities and were accorded the
most venerated position next to the Jinas. Their reference in the
Harivarnsapurana {783 A.D.} as "Sasana’and ‘Upasaka’ devas marks
the beginning of the concept of S$dsanadevatas. The Harivamsa-
purdna also speaks of the relevance of the veneration of the
$asanadavatis who are capable of pacifying the malefic powers of
the grahas, rogas, bhatas, pisacas and raksasas.*® According to the
Jaina belief, Indra appoints a Yaksa and a Yaksi to serve as attendants
upon every Jina. Thus they are mainly the attendant spirits regarded
as devotees of the Jinas. In Jaina representations they possess divine
attributes, and also symbolic meaning of various kinds. Gradually
their position was elevated and most of them attained even the status
of independent deities. We have literary as well as archaeological
evidences between tenth and thirteenth centuries A.D. that the
Yaksa Sarvanubhati or Sarvahna and the Yaksis Cakresvari, Ambika,
Padmavati, and Jvalamalini attained such a position in jaina
pantheon that independent cults developed around them. This, of
course, happened due to the increasing importance of material
achievements which could not, however, be obtained by the
worship of the Vitaraga |inas.

The Yaksas as a class of divinities existed in popuiar folk-belief and
also in literary tradition of the Brahmanas much before the rise of
Buddhism and Jainism. The faina texts classify Yaksas as Vyantara
devas, who are wandering spirits. The Yaksas bave both benign and
malign aspects. As benign spirits they bestow happiness upon
devotees and {fulfil their desires while as malefic spirits they bring
about disaster. The early jaina works like the Sthandngasitra,
Uttaradhyayanasuatra, Bhagavatisatra, Tattvarthasiatra, Antagada-
dasao and Paumacariya make frequent references to the Yaksas. Of
all the Yaksas, Manibhadra and Parnabhadra Yaksas and Bahuputrika
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Yaksi appear to have been the most favoured ones. it may be noted
that the earliest Yaksa-Yaksi pair {Sarvanubhtti, or Sarvahna, or
Kubera and Ambik3) associated with the lina was evolved from the
ancient concept of Manibhadra-Pdrnabhadra Yaksas and Bahuput-
rikd Yaksi.’s The Yaksa-Yaksi pair conceived as the Sasanadevatas,
makes its first appearance in art in ¢. sixth century A.D.%*

The laina works from ¢, sixth to the ninth century A.D. mention
only some of the iconographic features of Yaksaraja (Sarvahna or
Sarvanubhiti) and Dharanendra Yaksas and Cakredvari, Ambika
and Padmavati Yaksts. The list of the twenty-four Yaksa-Yaks pairs
was finalized in about eight-nintb century A.D. as found in the
Kahavali, Tiloyapannatti (4.934-39) and Pravacanasaroddhara
{375-78), while their independent iconographic forms were stan-
dardized in €. 11th-12th century A.D. as mentioned in the Nirvana-
kalika, the Trisastisalikapurusacaritra, the Pratisthasara-samgraha,
the Pratisthasaroddhdra, the Pratisthatilaka and the Acaradinakara
and a number of other texts. However, we find much difference
between the Svetambara and the Digambara traditions as to the
names and other iconographic features of the Yaksas and Yaksts.

The names of the Matanga, Yakse$vara and I$vara Yaksas and
Naradatta, Manavi, Acyuta and some other Yaksis occur with more
than one Jina in both the traditons. Bhrkuti has been invoked both
as Yaksa and Yaksi. The names and the iconographic features of
the majority of the Yaksas and Yaksis bear the influence of the
Brahminical’ and Buddhist® gods and goddesses. The jainas seem
to have adopted either the names or the distinct iconegraphic
features, sometimes both, in such cases,

The gods and goddesses borrowed from Brahmana pantheon may
be put into three groups. The first group consists of the Yaksa-Yaksi
pairs made up of minor divinities who are not known to have been
refated with each other before their adoption in Jainism. The second
group comprises the pairs who are generally known as retated with
each other, such as lévara and Gauri, respectively the Yaksa arnd
Yakst of Sreyamsanatha, who are none else but Siva and his Sakti,
Uma and Parvati. The third group includes Yaksa-Yaksi pairs such
as Gomukha and Cakresvari, respectively the Yaksa and Yaksi of
Rsabhanatha who represent two different well known sects.
Gomukha and Cakresvari are Siva and Vaisnavi, the two principal
deities of Saiva and Vaisnava sects. The jainas have always been
very liberal in assimilating the deities and other elements from



Braobmimcal, Buddhist and Tolk cults. Bul at the same time they
alwavs maintained the supreme position of the Jinas and as a
consequence all other deities are cither shown on the pedestal or
in the parikare of the fine images and even in case of their
independent renderings the Jinas are shown at the top ofthelr images.

The carliest Yaksa-Yakst pair carved in faina sculpture was
Sarvanubhati and Ambika. ™ Next come, the figures of Dharanendra
and Padmavati, the Yaksa-Yaksi pair of Parsvanatha. The other
Yaksas and Yaksis were carved in ¢ 1Oth century A D onwards.
In the sculptures rom ¢, «ixth 1o the ninth contury AD.
Rsabhanatha, Santinatha, Neminatha, Pardvanatha, Mahavira and
somie other Jinas are accompanied by the single Yaksa-Yakst pair,
Sarvanubhoti and Ambikd | It was only in ¢ 10th century AD.
onwards that separate Yaksa-Yaksi pairs were carved with the above
linas, the examples of which are known mainly from Deogarh,
Gyaraspus, Khajuraho and few other places. In such sculptures,
Rsabhanatha, Neminatha and Parévanatha are accompanied
respectively by the traditional Yaksa-Yaksi pairs, Gomukha-Cakres-
vani, Sarvanubhti-Ambika, and Dharanendra-Padmavati, while the
Yaksa-Yaksi pairs accompanying Santinatha and Mahavira do not
have any traditional features.

The rendering of the Yaksa-Yaksi figures with the linas became a
popular feature after ninth century A.D. It may be noted here that
in independent sculptures, the depiction of the Yaks's was more
poputar than their male counterparis. We have come across three
tnstances of the collective renderings of the twenty-four Yaksis*® but
the representation of the twenty-four Yaksas has not heen reported
from anywhere so far. The factis suggestive of comparatively much
favoured position enjoyed by the Yaksis.

Sarvanubhdti and Ambika, the most favoured Yaksa-Yaksi pair at
the Jaina sites of western India, were carved with almost all the
jinas. However, in few instances from the Svetambara sites, the
independent Yaksa-Yaksi pairs with Rsabhanatha and Parsvanatha
were also carved. Gomukha-Cakredvari, Sarvanubhiti-Ambika and
Dharanendra-Padmavalt enjoyed the most favoured position in
Digambara sculptures. it is surprising to note that [aina sites spread
over Bihar, Orissa and Bengal have yielded only a few Yaksa-Yaksi
figures.
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Mahavidya

After the Jinas and their Sasanadevatas, Mahavidyas enjoyed the
highest veneration among both the sects ! The Mabhavidyas form a
group of Tantric deities. Like mantras, vidyas—power—also have
been assimilated in jainism for securing peace and tranquillity of
body, mind and soul. The Jainas apparently became conscious of
the vidyas from atleast the fifth century A.D., although we have
some stray references to vidyas even in the carlier Jgamic works ™
The Paumacariva refers to various such vidvas -Garuda tlater
Cakredvarly, Simhavahini {Ambika), Bahurupa (Boburuping efc.
which were invoked and mastered by Rama, Laksmana, Ravana
and his brothers on different occasions. " By the medieval peried
Kasmandi (or Ambika), Padmavat, Vairolyd and Jvilamalini came
to the forefront as the maost powerful of all the vidyas invoked and
adored by the Jainas.

laina tradition speaks of as many as 48000 vidyas, of which only
sixteen are considered to be principal {(or Maha-) vidyis. The ear-
liest list of the 16 Mahavidyas was prepared from a number of
different vidyadevis in ¢. ninth-tenth century A D. The carliest lists
are enumerated in the Tijaya-pahutia of Manavadeva Sarni (¢, 9th
century A1), Sarhhitasdra of Indranandin (Digambara; A.[2. 93%)
and Stuti-caturvirnsatika or Sobhana-stuti of Sobhana Muni (¢, A1)
973). The final list of the 16 Mahavidyas supplied by the texts of
both the sects, includes the following names: Rohini, Prajnapti,
Vajrasrakhala, Vajrankusa, Apraticakra or Cakredvait (Svetambara)
and Jambonada (Digambara), Naradattd or Purusadatty, Kahi or
Kalika, Mahakali, Gaur, Gandhan, Sarvastra-mahajvala (Svetam-
bara} and valamalint (Bigambara), Manavi, Vairotya (Svetambara)
and Vairoti (Digambara), Acchupta (Svetambaral and  Acyuta
{Digambara, Manasi and Mahamanasi. But their individual icono-
graphic features for the first time are enunciated in Bappabhatti’s
Caturvirnsatikd and the Sobhana-stuti. A number of later texts of
Svetambara as well as the Digambara sects also deal with the
iconography of the 16 Mahavidyas. ¥

Unlike the Svetdmbara occusrence of Mahavidyas in western
India, no sculpture or painting of Digambara correspondence so far
has been known, excepting on the facade of ithe Adinatha temple
(c. late 1ith century A.D.) at Khajurdho where a series of the 16
Mahavidyas are encountered. These goddesses, crowned by tiny Jina



Sigures and possessing 4 Lo 8 arms, either seated in Jalitasana or
standing in tribhanga, bear various attnibutes with their respective
vahanas. On the basis of the iconograghical characteristics,
identification of some of the figures with Acchuptid, Vairotya,
Gandhari, Mahamanasi, Gaurl, Apraticakrd and Purusadatta
Mahavidyas is possible. So far as the collective rendering of the 16
Mahavidyas is concerned, only a few examples are so far known.
These examples are in the Santinatha temple at Kumbharia
{Banaskantha, Gujarat: ceiling: A.D. 1077), and the Vimala Vasahi
ftwo sets, one in the rafgamandapa ceiling: c. A.D. 1150, and the
other in the corridor ceiling of cell No. 41: ¢. A.D. 1185}, Lana
Vasahi (rarfigamandapa ceiling, A.D. 1230) and the Kharatara Vasahi
{hwo sets, €. A.D. 1459) in Delvada at Mt. Abd (Rajasthan).
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Ambika : Antiquity and
Tradition

The words Amba, Ambika, Ambalika, Ambali and Ambi1 are of
great antiquity. They are frequently used in the Vedas, Epics, the
Vajasaneyl Samhita, the Satapatha Brahmuana, the Astidhydyi (of
Panini) and several other Brahminical and Joina works. These words
have several applications such as the Mother, good woman fas a
term of respect), sisier of Rudra, name of Parval or Durga (wife of
Siva), the harvest (as the most productive scason), one of the mothers
(Ksitikas) in Skanda's retinue and the Yaksi of 22nd Tirthankara
Neminatha,

Of all the applications, the most common s the ‘Maother” which
is reflected in the concept and iconography of Jaina Yaka Ambika
as well. The worship of the female principle as Mother can be traced
in all the ancient civilizations of the world. In India the cult of the
Mother goddess existed in some form or other in the Indus valley
civilization. The importance of fertility Tor the exisience of the entire
mankind can well be undersiood by the remote antiguity and
poputarity of the worship of Mother goddess wheo s associated bath
with children and vegetation and hence called  jagan-mata or
Jagad-ambad. Her association with vegetation is well worked out in
her Sakambard aspect (Mdrkandeya-Purdna, Doevi-mdhdtimya 91,
48.- 49 She is the mother par exceflence susiaining ber children,



the men and animals of the universe with food produced from her
body.

Religion and art belong together by identities of origin, theme and
inner experience. Religious worship in India is that activity which
results from a recognition of dependence upon those powers,
henevolent as well as malevolent, which are beyond man’s control.
The origin of deities lies in the fear of, and reverence for elements
and natural phenomena, discases, and happenings around men and
affecting them: as good or evil. In religion we always find two main
streams going hand in hand and in constant state of interaction.
They are the “"great tradition” (sampradaya) and the litle tradition
({foka). This inferaction is clearly seen in case of Jaina Yaksi Ambika
when we try 1o trace her origin. The popular worship of female
principle as "Mother', representing fertility cult,’ was adopted by
the Jainas in the form of an early Yaksi Bahu-putrikd (one having
many children) who towards the close of sixth century A.D., was
transformed into Yaksi Ambika. Thus the Jaina Ambika is a clear
cut example of the assimilation of popular belief of the Mother
goddess in Jaina worship to formulate the form of one of the most
favoured Yaksi which is specifically shown with two sons. Her
popularity doubtlessly was due mainly to her symbols of fertility
such as a pairof sons and the dmralumbi (a bunch of mango fruits)
and, as a conscquence, people propitiated her for begetting
children.

The general assumption is that the laina Ambika, also called as
Amba, Kusmandini, Bala-devi, is borrowed from the Brahminical
pantheon.’ Observes B.C. Bhattacharya: “She is by name and
appearance a borrowed form of Durga. She further has the name,
as in this case, of Kasmandini. Kusmandi is the name of Durga.
Kasmandas were a hilly clan attached to Siva.”"s And writes |.N.
Banerjea : “Ambika or Kasmandintis a laina adaptation of the Hindu
goddess of the same name. But the Jainas have a mythology of their
own about this goddess, which has very litile 10 common with the
stories associated with her Hindu orniginal. Ambika in jaina
iconographic art rides a lion and bholds in her four hands an
amra-lumbi, a noose, a child and an ankusa, and she is thus the
Jaina opposite of Durga, one of whose early appellations is Ambika;
Kasmandinl appears also to have been derived from an epithet of
Druga, which is Kdsmandi o Kismanda. Sometimes she is shown
accompanied by seven dancing female figures, and they may be
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the Jaina adaptations of the Sapta-matrkas in this context.”*
According to Debala Mitra 1 “The name Ambika and the mount
fion are clear indications of her borrowal by the Jainas from the
Brahminical pantheon. Her holding of a child also points to the
conception of the Matrkas. At the same time, the figures of Buddhist
Harsiti have a close iconographical resemblance with the icons of
Amra. The Jaina conception of this divinity is thus an amalgam of
different ideas.”s And Kalipada Mitra observes : It seems that the
Jainas have taken the ideas of Ambika from the Hindu goddess
Ambika together with her vehicle, the lion. Hindu Ambika is also
called Amba (Mother). Amba is Amra. From Amba to Amra is an
early step... it should be remembered that Kosmandi is also another
name of Durgd who was regarded as the protection deity of the
Kusmandas, a hilly class attached to Siva.”¢ And finally 5.K. Jain
thus explains the same point: “Ambika or Kasmandi Yakshinf of
Neminatha seems to be borrowed form of Simhavahini Durga in as
much as her names and vehicle. The attribute of child in her lap
also tends to identify her with Amba, the Mother Goddess.””

But if we examine the basic concept of Jaina Ambika in historical
perspective, we find that virtually she has nothing in common with
Durga or Ambika of Brahminical pantheon. The origin of Ambika
can well be traced in the earlier worship of Bahu-putrika Yaksi,
known to Jainism in its earlier days in Magadha. Bahu-putrika
represents the popularity of mother goddess or fertility cult known
to Jainism, her dispositions suggested by the appellation
Bahu-putrika. In one of the laina Tantric passages (Ambika-tadariika,
¢. 13th century A.D.} it is clearly stated that, by the worship of
Ambika, the devotees are blessed with chiidren (putrarir fabhate) .8
The rendering of a bunch of mangoes in her hand and also the
shade of a mango tree over her head are also suggestive of her
association with fertility. It was only at a later stage between the
10th and 13th century A.D. that some features of Sakti cult were
induced in faina Yaksi Ambika, as is evidenced by the details
available in different iconographic texts wherein she is conceived
with some such attributes as goad, noose, vajra, ghantd, sword and
disc to manifest her Sakti or power aspect. During the period
between the 12th and the 13th century A.D. she was also endowed
with such appellations and attributes, both in literature and art,
which at once suggest her affinity with Brahminic Durga or Ambika.
Some of the stotras devoted to Ambika in the Bhairava-Padma-



vati-kalpa bear testimony to this fact. The terrific form of Ambika
propitiated in a number of Tantric rites such as $antika, paustika,
stambhana, marana, etc. are also enunciated in some of the stutis
and the stotras given in the appendices of the Bhairava-Padma-
vati-kapla. Apart from the propitiatory rites, the gruesome rites
were also accepted in the Tantric mode of her worship.

The Sthananga-sitra {sitra 273) (c. mid 4th century A.D.) refers
to Parna-bhadra as Yaksendra {lord of Yaksas) who has Putra and
Bahu-putsa as two of his four agra-mahisis. According to the
Vyakhya-prajiipti-satra (popularly known as Viyaha-pannattl and
also as Bhagavati-satra), Bahu-putrika (one of the four chief queens
of both the Yaksendras—Mani-bhadra and Parna-bhadra) had an
independent caitya for her near Visala, probably Ujjain or Vaishali.®
The Jaina agamas are full of references to the worship of Yaksa
and Yaksi, the most important of them being Mani-bhadra and
Parna-bhadra Yaksas and Bahu-putrika Yaksi. These references at
once suggest that the Jainas were keeping well with the time in those
ancient days by embracing popular worship. U.P. Shah has rightly
observed in this connection that the origin of the Jaina Sarvahna (or
Sarvanubhdti, i.e. Vaisravana or Kubera) and Ambika, and Buddhist
Jambhala and Hariti is rooted in the ancient worship of Mani-bhadra
and Parna-bhadra Yaksas, invoked as a patron of tradesmen,
indicated also by Manibhadra’s early statue from Pavaya {anciently
called Padmavati, Gwalior, M.P., ¢. Ist century B.C.), set up by a
gostha (guild) and called ‘Bhagavan’ in the inscription, and cne of
his two chief consorts, Bahu-putrika Yaksi.

The emergence of Ambika with Sarvahna or Sarvanubhilti as the
earliest Yaksa-Yaksi or Sdsana-devata pair to be associated with the
Jinas is a form of Sakti worship as well. The seed of the cult of Sakti
both in the Brahminical and Buddhist faiths seems to go back to the
worship of the mother goddess in remote past. The Jaina Yaksi
Ambika, riding a lion and sitting under a mango tree with a bunch
of mangoes and child (putra) in her hands and her second son
standing nearby, is a wonderful creation of the Jainas combining in
her both the Mother and the Sakti aspects which the Jaina devotees
hail from all walks of life. They had not gone beyond the desires of
the material world and hence could not remain satisfied with the
austerity and asceticism and as a consequence with the worship of
the vita-raga Jinas. As such they gradually developed for their
convenience some formulae so as to induct such deities in Jaina
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order who could bless their worshippers with the prosperity, wealth,
kingly splendour and all other desired material objects and objec-
tives. The idea finds best expression in the worship of the Sasana-
devatas or the Yaksa-Yaksi pair attending upon the Jinas, which is
why we find early Jaina works referring to Ambika as vidya-power.
in the Pauma-cariya {(A.D. 473) we notice reference to the Simha-
vahini-vidva (none else but Ambika} who was bestowed on Rama
by Mahalocana-deva (59.84). The earliest reference to 'Ambika’ is
obtained in the unfinished auto-commentary {¢. A.D. 594) of lina-
bhadra-ganin Ksama-sramana on the Visesavasyaka-bhasya (c.
A.D. 585). The work, however, refers to her as Amba-kasmanda
vidya and not as the Yaksi.'' Hari-bhadra Sori (c. A.D. 775) in his
commentaries, the Lalita-vistard-tTka and the Avagyaka-niryukti-vrtti
also refers to Amba-kasmandi as a vidya.'? The supplementary
commentary on the ViSesavasyaka-bhasya of linabhadra-ganin
Ksama-$ramana by Koftarya-vadi-ganin, sometime in the first half
of the eighth century A_D., also alludes to Amba-kGsmandi as a vidva
alongwith Maha-rohini, Maha-purusadatta and Maha-Prajnapti
vidyas (gatha 3590).13 It was only towards the close of the eighth
century A.D, that she came to be known as “YaksV', as is evidenced
by her references in the Caturvirhsatika of Bappabhatti Sari (22.88,
24.96) and the Hari-vamsa-purana of linasena (66.44),

The word Ambika or Amba simply means a Mother and hence
the appellation, apart from her iconographic features, also suggests
her Mother aspect. The word Ambik3 is likewise used in the
Brahminical context. The Devi-mahatmya refers to different aspects
of Sakti or Devi like Mahisamardini, Sapta-mitrkas and Candika as
the manifestations of Ambika who, like a Mother, is to protect
mankind from the demons and evil spirits.’¥ As a Mother the Jaina
Ambika beautifully combines in herself the features suggestive of
ecological balance. She rides a lion, the king of animals and aiso
the personification of power, while the mango tree under which
she rests and the bunch of mangoes in her hand suggest her intimate
association with vegetation world. The rendering of the bunch of
mangoes and a tree full of mango fruits also symbolize plentitude
and prosperity, and, above all, the fertility aspect of the goddess.
The two sons of Ambika remind of her being the goddess of infants.
She sometimes also holds a fruit which again is a symbol of pros-
perity which the goddess bestows upon her worshippers. Thus
Ambika is an original conception of the Jainas based on the



ancient tradition of the worship of Mother goddess. As a great
Mother, she protects children and afso the entire mankind alongwith
the vegetation and animal world. The Ambika-devi-stuti of Jinesvara
Sari {¢. 12th century A.D.) rightly invokes her as jagaj-janani and
Jagat-svamini.’s It was only at a later stage in about 11th century
A.D. that she acquired some features characteristics of Brahminic
Ambika or Durga.

The earliest reference to Ambika, as noted above, is obtain-
ed in the vrtti of jinabhadfa-ganin Ksama-éramana on his
Visesavasyaka-bhasya. The earliest archaeological evidence also
shows that Ambikd does not appear in laina worship prior to
¢. A.D. 550. The earliest known representation of Ambika, both with
the Jina (Rsabhanatha) and in independent image, is datable to late
sixth century A.D.'s These figures are procured from Akota near
Baroda in Gujarat. One of her early images was obtained from the
Meguti temple {c. A.D. 634) at Aihole (Bijapur, Karnataka, now in
Aihole site museum). An image of Aristanemi of about late seventh
century A.D., discovered at Rajghat {varanasi, U.P., presently in
Bharat Kala Bhavan, Varanasi, Acc. No. 212}, also coniains the
figure of Yaksi Ambika, joined as usual by her two sons.'7 The
earliest work, the Caturvirhsatikd of Bappa-bhatti SGri dealing with
the iconographic features of Ambika, is assignable to the late eighth
century A.D. Bappa-bhatti Séri invokes Ambikd both with
Neminatha and Mahavira (22.88, 24.96). A number of independent
figures of Ambika were carved during the eighth and ninth centuries
A.D., the examples of which are known mainly from Dhank
{Saurastra, Gujarat}, Osian {Mahavira temple, Jodhpur, Rajasthany,
Akota, Mathura,™® Deogarh (Temple No. 12, A.D. 862)'° and Eliora
{Jaina Caves 30-34, c. 9th century A.D.; Aurangabad, Maharashtra).

After the ninth century A.D., Ambika enjoyed still greater
popularity as is evidenced by the innumerable instances of her
rendering in sculpture and painting. Deogarh, Khajuraho, Delvada,
Kumbharia, and Khandagisi are the sites which have yielded large
number of her sculptures datable between the 10th and the 15th
centuries A.D. It was during the 10th and the 13th centuries A.D.
that the iconographic form of Ambika witnessed several such
additions which hint at the elevation of her status, sometimes
equalling even 10 the Jinas, highest in Jaina pantheon. The period
also witnessed assimilation of several appellations and aitributes of
the Brahminic Durgd or Ambika. In one of the instances from
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Khajuraho, databie to c. 1ith century A.D. {(Archaeological
Museurmn, Khajurdho, Acc. No. 1608) Ambik3, like the linas, is
joined by the figures of Yaksa and Yaksi. A nonpareil image of
Ambika from Patian-dai, (Satna, M.P.), assignable to ¢. 11th century
A.D. (Allahabad Museum, Acc. No. 293), contains the figures of
the remaining twentythree Yaksis alongwith their names inscribed
below their figures in the parikara which perhaps suggest that she
is represented here as the head of the group of the twentyfour YaksTs.

in addition to the usual dmra-lumbi and son, the atiributes like
goad, noose, mirror, manuscript-cum-lotus, vajra-ghanta, sword
and disc were also incorporated in the iconography of Ambika. The
rendering of goad and noose, however, finds textual support right
from ¢. early 10th century A.D. onwards in north India,2® while
reference to sword and disc are found only in south indian works,
Although a number of forms of Devisuch as the Tripurd-Bhairavi and
others show goad and noose in their hands??, their affinity with Jaina
Ambika merely on the strength of goad and noose is not plausible.
Moreover, these attributes were most commonly shown with a
number of deities, both of Brahminical and Jaina pantheons. The
inclusion of goad, noose, sword and disc was intended probably
to suggest the power of Yaksi Ambika who has constant vigil and
control over evil spirits such as the grahas, bhatas, rogas, rdksasas
and pisicas. According to the Hari-vamsa-purana, as a Sasana-
devata, she was supposed to protect the sarigha (church) and the
interests of her worshippers.22

While earlier concept of Jaina Ambika seemingly was rooted in
the Bahu-putrika Yaksi, we are encountered with a few stray literary
references and also the concrete manifestations of the later period
wherein Ambik3 is shown with definite bearing of and hence nexus
with Brahminic goddess Durga or Ambika. In one such image of
Ambika, from Mathura {(c. 9th century A.D., Government Museum,
Mathura, Acc. No. D7), the two-armed Yaksi is joined by Ganesa
and VaiSravana respectively on right and left flanks. The rendering
of eight female figures on the pedestal perhaps suggests the presence
of Asta-matrkas. The presence of GaneSa and Matrkas (?) with
Ambikd may well be linked with the Brahminic Ambika. 1t is
mentioned in the Devi-mahatmya (c. eighth century A.D. and later)
that Ambika in one of her forms as Candikd was assisted by
Sapta-matrkas in the battle against the demon Raktabija.2

In some of the jaina hymns of Ambika (given in the appendices



of the Bhairava-Padmdavati-kalpa), the terrific form of the goddess
alongwith different mode of her Tantric worship have been enun-
ciated which very largely correspond to the horrible forms of the
great goddess Ambika in Brahminic pantheon, As a Mother she has
to protect the entire universe from the onslaughts of demoriic powers
and hence she also assumes different terrific forms and attributes of
destruction. it is Ambika who had manifested herself as Mahisasura-
mardini, Durga, Candika etc. Thus the Tantric passages dealing with
the Jaina Yaksi Ambika undoubtedly suggest that her terrific form
as Srsti-sarnhara-kartri cleasly was inspired by the Brahminical
Ambika. jaina Ambika, also called the Mother of the universe
{fagaty-ambikd), is wvariously propitiated as graha-sphotini,
sarmhara-sammarjani, and mahd-vighna-sarhghata -nirnasini.?* The
Ambika-tatanka conceives her with such destructive weapons as
bow, arrow, staff, sword, disc etc.s The Ambika-tatarka, the
Ambika-tidamka and the Ambika-devi-stuti (appendices 18, 19, 21
of the Bhairava-Padmavati-kapfa) also give her such appellations as
Siva, Sankari, Mantra-ripa, Gauri, Gandhari, Yaksesvari, Kafy,
Mahakall, Aghora, Bhima-nada, Candika, <Canda-rapa,
layantd-kumari, Yogesvari, Tripur-angt, Mahadevi, Amogha-
vagisvari, Mohini, Dipani, Sosani, Trasini, etc., which distinctly
suggest sirong influence of Brahminic Ambika who is endowed with
alike appellations in her manifestations as twelve Gaurts, twenty-four
Parvatis, nine Durgas and several other forms.26 In two examples
reported from Darhat (Hamirpur, U.P.) and datable to ¢. 13th
century A.D., Jaina Ambika is surprisingly depicted with noose,
vajra-ghantd, manuscript-cum-totus and mirror (?) attributes. The
forms of these images (State Museum, Lucknow, Acc. No. G 312
and 66/225), bear close affinity with Brahminic $ivad who likewise
rides a lion and halds a mirror in one of her hands. The noose and
the vajra-ghanta are suggestive of the power aspect of Ambika while
the manuscript represents her as amogha-vagisvari and Sarasvati as
mentioned in jaina stulis.??

From the foregoing discussion, it is apparent that the worship of
Ambika started as early as in the sixth century A.D. and atleast upto
ninth century A.D. she was carved in association with Rsabhanatha,
Parévanatha and Neminatha. Her more distinctive iconogaphic form
was first visualized towards the close of the eighth century A.D.
From the 10th century A.D. onwards she was mainly represented
with Neminatha and as having either two or four arms.
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The concept and the earlier form of Ambika show no imprint of
Brahminic Ambika or Durga; instead it .was based on the early
worship of the Mother goddess. It was only during the 11th-12th
century A.D. when she came to be worshipped in different Tantric
rites with terrible forms. Cradually she acquired different
appellations and attributes which undoubtedly were refated with
Brahminic Ambika or Durga. Contrary to other Jaina Yaksi we do
not find much variety in her iconographic forms although she
enjoyed the position of the most favoured Yaksi of the Jaina
pantheon in all the Jaina sects all over the country.



Ambika : Iconographic
Concept and Symbolism

“May Ambika, of golden complexion, riding on alion and accom-
panied by her two sons, Siddha and Buddha, and holding a bunch
of mangoes in her hand, protect the Jaina sarigha from obstacles.””?

Ambika, acknowledged as the Yaksi of the twenty-second Jina
Aristanemi or Neminatha, enjoyed an exalted position in Jaina
worship. She is also considered one of the four most popular Yaksis
of Jaina pantheon. According to the Rapa-mandana of Sitradhara-
mandana (c. mid 15th century A.D.), the images of Adinatha,
Neminatha, Par§vanatha and Mahavira and so also their respective
Yaksis Cakreévari, Ambika, Padmavati and Siddhayika, who are
endowed with great power, occupy a specially venerated position.2
After the introduction of Ambika in the Jaina Church as Yaksi, she
progressively attained popularity in Jaina worship, as is evidenced
by literary notices and archaeological material. There are several
literary references to the ancient images as well as to the temples of
Ambika, the most important of them being at Mathura, Urjayantagiri,
Hastinapura, Ahicchatrd and Pratisthanapura. The Kalpa-pradipa
{popularly known as Vividha-tirtha-kalpa} frequently refers to such
temples. 1t mentions that Ambika, riding a lion, was the guardian
goddess of the Mathura firtha. A similar reference is found in the
Ahicchatra-nagari-kalpa in the selfsame work, wherein Ambika is
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said 1o have stood near the rampart of the city of Ahicchatra. The
goddess riding a lion and holding a bunch of mangoes is
accompanied by her two sons, Siddha and Buddha.®

Iconographic Forms of Ambika

The present chapter endeavours to frace the evolution of the
iconographic forms of Ambika on the basis exclusively of the Jaina
literature and iconographic texts. This development may be divided
into two phases, early and late, with a view on more specificity and
clarity concerning the linear evolution in Ambika’s form. Compared
to other popular Yaksis of the Jaina pantheon—Cakresvari,
Padmavaii, and Jvalamalini—the form of Ambika did not undergo
much development in respect of increase in number of arms and
thereby the attributes. She mainly remained two-armed and at most
four-armed with a few exceptions showing more hands, envisaged
mainly by the Tantric, works.

Early Phase (c. 8th-12th century A.D.)

After making her first appearance in about sixth century A D.,
she remained only two-armed atieast upto the end of the ninth century
A.D. During the 10th and 12th century A.D. we find some
development in her iconographic form, mainly in regard to the
multiplication of arms rising to four and the attributes to be shown
in them to accentuate the artistic and symbotlic effect of her image.
Between the 11th and 13th centuries A.D., the geddess is invoked
also in different Tantric rites with terrific form and having more than
four hands.

The earliest reference to the iconographic form of Amibnka is found
in the Caturvimsatika of Bappa-bhaiti $Gri wherein she is invoked
into two dhyanas respectively with Neminatha and Mahavira.# In
hoth the dhyanas, giving identical details, the two-armed Ambika
is visualized as resting under a mango tree and riding on a lion who
is compared poetically to the lightning in the clouds. The goddess,
accompanied by her son, is believed to possess sharp nails which
can easily hreak the sword {of an enemy). The text, however, does
not refer to the bunch of mangoes (amra-lumbi) in her hand. Perhaps
this is the reason why in early sculptures of Ambika {from ¢. 7th to
the 9th century A.D.), the rendering of amra-lumbi has not been
very regular, as has been noticed in case of her figures from Varanasi



iBharat Kala Bhavan, Varanasi, Acc. No. 212}, Mathura {fina-
caumukha) and Deogarh (Temple No. 12, A.D. 862). The
Stuti-caturvirhdatika of Sobhana Sori likewise gives her dhyana twice
respectively with Neminatha and Mahavira wherein she is conceived
with two hands and as riding on a lion. She holds a bunch of
mangoes and is accompanied by two wandering sons and hence
called Cari-putra.> it may be noted that the later works also
conceived Ambikd mainly with two arms and as holding an amra-
jumbi and a child and riding a lion.¢ She always rests under a mango
iree with a tiny figure of Jina Neminatha carved at the top.

The Nirvana-kalika of Pada-lipta Suri il (¢. A.D. 900) is perhaps
the earliest wosk which visualizes Ambika with four hands. Accord-
ing to this work, Kismandi, having golden complexion, rides a lion
and holds a fruit {(matulinga) and noose (pasa) in her right hands
while the left hands bear a child and goad {afnkusda).” The Trisasti-
salaka-purusa-caritra {latter half of the 12th century A.D) also
conceives the golden complexioned Yaksi with four hands and
envisages the same attributes, as enunciated in the Nirvana-kalika,
excepting for the fruit (matulungal which is here replaced by a bunch
of mangoes (amra-lumbi.® The Pravacana-saroddhara of
Nemicandra Sari {12th century A.D.) follows the description of the
Trisasti-salaka-purusa-caritra.’

The Pratistha-sara-sarfigraha of Vasunandin (c. 12th century A.D.)
invokes Kosmandini or Amri-dev both with two as well as four
armis, but does not refer to her atiributes. The work, however,
alludes to her simhavahana.'?

Later Phase : (c.13th-16th century A.D.)

The later phase of the evolution of the iconographic form of
Ambika shows that the earlier form of two-armed Ambika was
retained alongwith the four-armed and muilti-armed forms. The later
works also refer o her terrific forms in different Tantric rites. The
Pratistha-saroddhara of Asadhara {fivst half of the 13th century A.D.)
and the Pratistha-tilaka of Nemicandra (A.D. 1543) visualize the
dark blue complexioned two-armed Yaksi as riding on a lion and
resting under a mango tree with a bunch of mangoes and a child
{(Privankara), seated in lap, in her hands. Her second son
Subhankara, however, stands on the right flank.'' It may be
mentioned here in passing that references to two-armed Ambika are
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found mainly irr the Digambara works while the Svetambara works
(from ¢. 10th century A.D. onwards) make the dhyana of Ambika
with four hands.

The Caturvihéati-jina-carftra or Padmananda-mahakivya of
Amara-candra Sori (A.D. 1241) makes the dhyana of four-armed
Ambika, nding a lion and holding the same set of attributes as
prescribed by  the  Trisasti-Saldk3-purusa-caritra.’*  The
Ambikd-devi-kalpa of fina-prabha Suri (c. AD. 1335), the
Acara-dinakara of Vardhamana Sani (AD. 1412) and the
Rap-avatara also invoke four-armed Ambika with similar attributes. "
The Ripa-mandana and the Devatd-marti-prakarapa of Sitradhara-
mandana (15th century A.D.) envisage identical attributes for
four-armed Ambika with minor aiteration. These works give
naga-pasa in place of pasa'* The Mantradhirdja-kalpa of
Sagara-candra Shri {c. 13th century A.D.) also refers to the
four-armed Ambika as riding a lion and holding a bunch of mangoes,
noose, goad and fruit.’* Apparently, the usual child to be shown in
the lower left hand has been substituted here by a fruit. However,
both of her sons, according to this text, should be carved close o
her breasts. The Apardjita-prcchd of Bhuvana-deva {c. late 12th or

13th century A.D., devoted a hymn to the Ambika of Urjayantagiri,

showing fruit and the varada-mudra.'¢ It further mentions that both
of her sons should be carved nearby, one of which remaining in
the lap. Vastu-pala, the famous Jaina minister of the Chaulukyas of
13th century A.D., devoted a hymn of the Ambika of Urjayantagiri,
titled the Ambika-stavana.'’ Ambika, addressed here as Kismandini,
Padmalaya (seated on lotus) and Amba, is visualized as holding a
bunch of mangoes in her right hand. Jine$vara Sari too conceives
her with a bunch of mangoes.'® It seems that Vastu-pala and
Jinesvara Sari both had a form of two-armed Ambika in their mind.
The forms of Ambika, discussed above, belong to the north Indian
tradition. However, we come across a few references to her forms
in south Indian works as well. T.N. Ramachandran has given three
such forms of Ambika which belong both to the Svetambara and
the Digambara traditions. In south indian works Ambika is portrayed
as having two and four arms.”™ The dark blue- complexioned
Ambika, also called Dharma-devi, when two-armed, rides a lion
and shows fruit and the varada-mudra (boon-conferring gesture).
This form is supplied by an untitled palm-feaf manuscript, now in
the possession of the temple priest of Jina Kaachi (Tirupparuttikkun-



ram). Another work based on a Canares tradition and recited by
the temple priest at Jina Kanchy, . conceives the four-armed
Dharma-devi as seated in fafitisana with her two sons, one on
each lap. Her lower two hands resting in the lap support the children
while the upper hands bear sword and disc. Her vahana as usual
is a lon. The third work—the Yaksa-Yaksi-laksana—also visualizes
the four-armed Dharma-devi as riding a lion and sitting with her
two sons, one on each lap. Two of her hands support the sons
while in one of the remaining two hands (left) she bears a bunch of
mangoes, However, one of her hands (right) is extended towards
lion mount.

The figure of Kosmandini published by James Burgess is
noteworthy in this connection inasmuch as it is based on some late
Canarese tradition coliected by Alexander Rea.?® Writes Burgess :
“The Yakshini is Kishmandini—four-armed, with two children in
her lap, and a lion as her congnizance. She is the only attendant
who has not the front right hand in the varada-hasta attitude.”” The
figure, however, shows the four-armed Yaksi as seated in /afita pose
with simtha-vahana close to her feet. The lower two hands of the
Yaksi support her sons, seated in lap, while the upper right and left
show respectively sword and disc. Thus it is apparent that the
rendering of a bunch of mangoes in her hand and also the shade
of a mango-tree over her head did not find much favour in
south Indian tradition. And instead she was provided with sword
and disc in her hands. Contrary to the north Indian tradition, the
south Indian works envisage the rendering of both the sons in her iap.

Ambika in Tantric Works

The dhyana-mantras of Ambika given mainly in the appendices
of the Bhairava-Padmavati-kafpa reveal the Tantric mode of her
worship. The Ambikastaka (of Amba-prasada, c. 12th century A.D.),
the Ambika-tadarhka, the Ambikatatarika, the Ambika-stuti and the
Ambika-devi-stuti {of Jinedvara Sori}, datable between ¢. 12th-14th
centuries A.D., enjoin her worship in afl such Tantric rites as santika,
paustika, vasyakarana, mohana, stambhana, dusta-saficrnana
and uccatana. The various Tantric modes include her -arcana
yantra-vidhi, pitha-sthipana and mantra-pija alongwith different
rites to be performed. Apart from propitiatory rites, the gruesome
rites were also accepted and as a consequence the terrific form of
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Ambikid was visualized.2? These works variously address her as
Dusta-safcarmini, Satru-sadcarmini, Siva, Sankari, Ambika, Mantra-
ropa, Bhata-graha-sphotini,  Sarmhara-sammarjani, Mahavighna-
samghatanimasini, Stambhini, Mohini, Dipant, Bhima-nada, Candika,
Mahakali, Yogesvari and Yaksesvari which undoubtedly suggest the
terrific as well as the Tantric forms of the goddess. She is also called
srsti-samhara-kartef (the destroyer of the entire universe) and one
who is worshipped by the kings of the deities, Nagas, Bhitas and
Candra.? The recitation of her mantras and ako the periormance
of different Tantric rites bestow vanious powers on the worshippers
and remove the effect of evil spirits and help in fulfilment of desires. <
The mala-mantras of Ambika are given in the Ambika-tadamka and
the Ambika-siuti.s* The Ambika-tadarmka gives the details of mantra
and the vantra-pija of Ambika. According to this work, the recitation
of the mdla-mantra for twelve, six and three thousand times with
homa and other rites enables the worshippers to see the goddess
in dream and get their desires fulfiiled. 1t is further mentioned in the
Ambika-tadarnka that the siddhi of Ambika is possible by the forma-
tion of several diagrams (yantra) which enables the devotees to allure
beautiful lady, to acquire great powers, and entitles him also to
receive nstructions from Ambika in dream 4

The Ambika staka gives a fine description of her ornaments and
attributes in a poetic language alongwith an account of her previous
life. it is mentioned that the colour of Ambika varies in different rites
cuch as white in §3nti-karman, red in gruesome {(marana, stambhana)
and yellow in the vasya-karana.-” The colours are the same as found
in the Buddhist and the Hindu Tantras in connection with alike rites.
The dhyana in the Ambika-staka conceives the Yaksi with fwo arms
and as sitting under a mango tree alongwith her two sons. Her
vahana is a rampant lion. She hold an amra-lumbi in one hand
while the other hand supports a child.»* The Ambika-stuti of
unknown authorship, giving the details of yantra-pgja in the form
of a hexagonal diagram (sat-kopa-yantra), perhaps conceives the
Yaksi with two hands and as riding a lion with her two sons in the
tap. 2 The Ambika-tatanka (c. 13th-14th centuries A.D.) makes the
dhyana of Ambika with bow, arrow, staff, sword, disc, lotus and
other attributes in her hand. She also bears mangoes in her hands
{amra-hastd). The goddess, riding a fierce lion, is accompanied by
two sons. The dhydna here apparently refers to the multi-armed
form of Ambika.* The Tantric mode of her rakta-dhyana, as given



in the Ambika-tadarnka (c. 13th century A.D.}, mentions that the
worshipper should meditate over the following form of Ambika.
Golden in colour Ambika wears red garments, and golden
ornaments and rides on a lion. She is joined by her two sons, one
holding her finger and the other one sitting in the lap. The four-armed
Ambika holds a bunch of mangoes and goad in her upper right and
left hands while the lower two hands show fruit and nocose.*'

U.P. Shah has quoted still another Tantric dhyana of Ambika,
according to which, the four-armed Ambika, black in colour and
sitting on a lion-throne, carries conch, disc, varada-mudrad and
noose. A deva-kanya stands close to her with the inscription
vimupakadisramatam (2} on her left hand.3? Another dhyana quoted
by U.P. Shah refers to the eight-armed variety of Ambika. According
to the dhyana, Amra-kissmandini, black in colour, wields conch,
disc, how, axe, javelin (fomara), sword, noose and corn (kodrava)
i her eight hands.?3

Parivara of Ambika

It appears that owing to the increasing popularity of Ambika, the
idea of evolving her family was also developed after c. 10th century
A.D. The Ambika-devi-kalpa of Subha-candra makes a distinct
indication towards the family of Ambika. The work gives a sadhana
of Randa who is called a Yaksi and an attendant of Kismandini.
U.P. Shah has rightly observed that it would not be surprising if
details regarding the parivara of Ambika are found in some
unpublished Jaina Tantric work.3* Some other works also mention
that Ambika is attended by a number of gods and goddesses without
specifving their names.? An image of Ambika from Khajuraho,
assignable to ¢ 11th century A.D., gives support to the above
observation. The image, now deposited in the Archaeological
Museum, Khajuraho {Acc. No. 1608}, contains the figures of
two-armed Yaksa and Yaksi at two extremities of the pedestal, just
in the manner as shown in the lina images.

Ambiki in Legends

In keeping with the traditions of Brahminical and Buddhist
pantheons, the Jainas also developed legends about several of their
deities, though at a fairly late date. The foremost among such
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examples are the twenty-four-Jinas. The Jainas have given various
legends regarding the previous births of the Jinas alongwith several
other miraculous incidents incleding the upasargas {hindrances} put
to them by some contemporaries who were enemies of their
previous existence, and by evil spirits, The episode of Jina
Parsvanatha and Meghamalin {Kamatha in previous birth) is one
such famous illustration of such legends.

Due to the extremely venerated position and popularity of Ambika
in Jaina worship, different legendary stories devetoped around her
after the 13th century A.D. It was perhaps intended to shroud the
origin of Ambika in mystery and push back the antiquity of her
worship to still remote period, i.e. even before the sixth century
A.D. The legends also incorporate such details which gave nise to
her basic iconographic form. The iegends of Ambika also reveal
how a common soul like that of Ambika gradually acquired the
position of a highly revered Yaksi by her virtues.

The earliest legendary account of Ambika is found in the
Ambika-devi-kapla of Jina-prabha Sari {c. A.D. 1335) forming the
61st chapter of the Kalpa-pradipa of the selfsame author.3¢ The work
mentions that there once lived an orthodox learned Brabmin
Soma-bhatta in the city of Kodinar in Saurashtra. Soma had a
virtuous and devoted wife in Ambika (Ambini in Prakrit) who had
a couple of sons, Siddha and Buddha. Once Soma invited some
Brahmins to a dinner on the occasion of the sraddha ceremony of
his ancestors. While meals were ready Ambika’s mother-in-law went
out for a bath and a muni, who was on fast for complete one month,
turned in and asked Ambika for some food to break his fast. Ambika
happily offered different dishes prepared for the Brahmins to that
muni. When the matter was reported to Soma, he was enraged and
drove Ambikd out of the house. As a consequence Ambika,
alongwith her children, was rendered homeless.

Ambika felt helpless when her sons asked for food and water.
Owing to the meritorious deed of Ambika (of her having given alms
to the laina monk) some miracles accurred io her at this point when
a dried mango tree by the road side came to bear mangoes and a
dry lake nearby was filled at once with water to feed Ambika and
her sons. Ambika tired of her aimless wandering then rested under
the shade of the mango tree for some time. On the other hand, the
miracles occurring in the hame at once opened the eyes of Soma
and his mother. They were then filed with remorse, and conse-



guently Soma went to search for Ambika to persuade her to return.
When Ambika saw Soma rushing toward her, she misunderstood
his intentions and tried to find out some hiding place. She jumped
into the well alongwith her sons and, as a result, died. According
to another tradition, quoted by the same author, she fell down from
the top of the Raivataka hiil and died. She was then reborn as a
Yaksi, devoted to the sdsana of Jina Neminatha, in one of the
heavenly mansions called Kohamda-vimdna. She is hence known
as Koharmdi, and Kasmandi (or Kasmandini}. Her husband also died
soon and was reborn as a lion to serve Ambika as her vahana.

A Digambara version of this legend is supplied by the Yaksi-katha
found in a work called Punydsrava-katha which is a palm-leaf
manuscript in the possession of the temple priest of Jina-Kafchi.
The version of the Yaksi-katha is slightly different from the above
legend in respect of the names, According to the Yaksi-katha her
name was Agnila and her husband Somasarman was a Brahmin of
Girinagara. The names of her two sons are given as Subhankara
and Prabhankara. She likewise leaves her husband’s house
alongwith her sons and a faithful maid servant. It is further narrated
that in course of her wandering she reached Ujjayantagiri where
she offered food to a muni Vara-datta for breaking his fast.¥

Thus both the legends coming from north and south India are,
on essential points, similar. Apparently we find indications as to the
distinguishing iconographic features of Ambika in these legends.
The two sons of Ambika joined her again after she attained the
position of a Yaksi. Likewise the association of mango-tree and a
bunch of mangoes alongwith fion mount with Ambika finds
appropriate explanation in these legends.

Ambika
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Ambika in Art : Early Phase

The earliest archaeological evidence shows that Ambika finds
visual representation towards the late sixth century A.D. The earliest
known representation of Ambika in north India, both in the fina-
samyukia (Rsabhanatha) and independent inages are datable to late
sixth century A.D. These figures are procured from Akotd near
Vadedara in Gujarat.’ South India has yielded independent figures
of Ambika towards the beginning of seventh century A.D. The two
early images of Ambika from south are obtained respectively from
Badami (cave Na. 4, ealry 7th century A.D.) and the Megutt temple
at Aihole (c. 634 A.D_; Fig. 1}, both in Bijapur district of Karnasaka.
The rendering of Ambika became more popular during the subse-
quent centyries as is evidenced from the increasing number of her
sculptures both with the Jinas and in independent images. Some of
the early examples of her rendering during the seventh and eighth
century A.D. arc found at Mathurd, Varanast {Rajghat), Dhank
(Saurastra, Gujarat, ¢. 8th century, A.D.), Osian (Mahavira temple,
jodhpur, Rajasthan, ¢. 8th century A.D.) and Aketa.

The figures of Ambika from c. sixth to late eighth century A.D.
distinctly show a formative stage, She was not associated finally with
Neminatha at least upto the end of the eighth century A.D. and
hence she is invariably represented with Rsabhanatha (Akota),
Parsvanatha (Dhank, Akota), and Mahavira (Osian), besides with
Nemindtha in fow instances from Mathura and Rajghat. Ambika
remained exclusively two-armed upio the eighth century A.D. and
increase in number of her hands, rising to four and sometimes even
eight, came in vogue only from the ninth century A.D. The earliest
figures of Ambika from Akota depict her as holding amra-lumbi
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and child, seated in lap, and riding a lion with the figure of
her elder son (nude), standing close to her on right. The goddess
seated in lalitasana in the earliest instance of her independent
rendering from Akota is provided with a beautiful halo, decorated
with lotus petals and the figure of Jina Parsvanatha over her head.?
While in western India, the distinguishing iconographic features of
Ambika, as is apparent from her images from Akota, were manifested
towards the close of sixth century A.D., the other regions did not
share all these features atleast until eighth century A.D. As a
consequence, amra-lumbi and lion mount were not shown in the
images of Ambika from Mathura until the beginning of the eighth
century A.D. Both at Mathura and Varanasi her Mother aspect was
emphasized by the rendering of either one or both the sons. We
have already observed that as compared to other Yaksis like Cakres-
vari, Padmavati, and Jvala-malini, Ambika did not experience
much icongoraphic development. This is why we do not find much
variety in her iconographic forms.

The present study of the evolution of the images of Ambika is
divided into two phases: early (from c. sixth to eighth century A.D.)
and.later (c. 9th to 16th century A.D.). The obove classification
rests on two different stages of the development of her iconography.
The independent as well as the figures carved with different Jinas
(hereafter called Jina-samyukta images) are taken together for the
present study. The rendering of Ambika in painting is, however
discussed separately.

Early Phase (c. sixth to eighth century A.D.)

Akota has yielded four independent and 13 Jina-samyukta bronze
images of Ambika, datable between the sixth and eighth centuries
A.D. In Jina:samyukta figures, she is represented with Rsabhanatha
and Parévanatha only.? In all the examples, the two-armed Ambika,
seated in falitasana on a lion, invariably holds an amra-fumbi in
right hand while the left hand supports the younger son, seated in
lap. However, her elder son Subhankara (Siddha) stands (nude)
close to her on right.* In Jina-samyukta figures the rendering of her
elder son and lion mount was not very regular.s

The earliest independent figure of Ambika (Fig. 2) from Akota is
assignable to latter half of the sixth century A.D. Over the head of
Ambika, there appears the figure of Jina ParSvanatha with five-
hooded snake canopy. The modelling of the figure is excellent,
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_ though exaggerated in certain respects in details. Ambika is seated
With consort, in lalita pose on a couchant lion, shown with bulging eyes and

Akota (Vadodara),

& ok 6th centuly protruded tongue. The figure of Ambika along with halo are attached

on pitha, enriched by three bands of varied designs and a lotus
pattern on its legs. The nimbus made of lotus petals and surrounded
by a broad band of flames, is topped by the tiny figure of Paréva-
natha, sitting in dhyana-mudra. The halo surmounts the cross-bar
of the back seat adorned with makara-mukha. The goddess bears
an amra-lumbi in right hand and a fruit in left. The younger son of
Ambika, as usual, sits in her left lap while the elder son stands
nearby on the right. The image has a fragmentary inscription too,

~which is incised in characters assignable to latter half of the sixth
century A.D.6 Ambika has rather a plump face with broad jaws and
long eyes. She is adorned with two heavy rings, ekavali, a broad
necklace and stanahara with mangalamala and a bell at its end. The
lower garment (caranika) worn in vikaccha fashion has a design of
broad band interspersed with circular marks. The eloborate crown
of Ambika is made of a trikdta-mukutu with a big gem in the centre
and a gavaksa motif or a solar representation at its top.

38 Ambika Another figure from Akota (Fig. 3), datable to c. mid sixth century




A.D., is a Jina-samiyuktaimage. The two-armed bronze Ambika joins
Rsabhanatha as his Yaksi alongwith Sarvanubhati as her male
counterpart. The Yaksi carries an amra-lumbi and child in her two
hands. The lion mount and her elder son are not shown here.”? Ambika
wears an ekavali with an additional urah-satra passing between
her breasts and forming a graceful curve. All other figures from
Akota show identical features both in respect of art and iconography.

Aihole has also yielded one of the earliest images of Ambika (see
Fig. 1 above). The image, originally installed in the Meguti temple
and datable to A.D. 634-35, is now preserved in the Aihole site
museum. The image is a beautiful piece of Calukya art. The
two-armed Ambika is gracefully seated, giving slightly an impression
of profile view. Although both the hands of Ambika are damaged,
yet atleast some portion of her palm resting on the raised pedestal
cou!d be seen. The perfect modelling with a smooth and slender
treatment of her body limbs alongwith the tall decorated mukuta,
and minutely carved ornaments, specially the girdle, suggest refind
test and superb workmanship. The tenderness in modelling from
abdomen downwards is exceptionally smooth and natural. Under
her seat, there sits a rampant lion, behind which is shown a male
camaradhara. The sylvan background created by the rendering of
bunches of mango tree and animals like peacock, monkey, and
buffalo on its branches is very natural which reminds us of Ambika
being the goddess of vegetation and animal world as the mother of
the universe (jagan-matr). Both of her sons are carved but they are
not shown as usual in the lap. The female attendant standing on

_right holds a baby, apparently the son of Ambika, while the other
son is shown on her left, standing close to a female attendant holding
lotus. Another female attendant holds fly-whisk and lotus. Thus this
magnificent, and also one of the earliest, image of Ambika is
important both as an icon and also as a piece of quality art.

Badami was an important and prolific art centre of the Calukyas.
The Jaina cave (No. IV) at Badami has only one figure of Ambika,
assignable to early seventh century A.D. The figure, carved on the
northern wall of the mandapa, shows two-armed Ambika as seated
with her two sons, one standing on right and the other on the left.
Ambika holds a fruit in her right hand while the left hand is kept
over the head of her child. The mount lion is conspicuous by its
absence.
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Like Badami, we have another example of the Jina-samyukta figure
of Ambika, belonging to c. seventh century A.D., where we do not
find dmra-lumbi and lion mount. The image, representing Nemi-
natha, was procured from Rajghat, near Varanasi in U.P. (presently
in the Bharat Kala Bhavan, Varanasi, Acc. No. 212). The figures of
the Yaksa and Yaksi of Neminatha, carved under the throne, are
standing on two sides of a tree. The two-armed Ambika in tri-bhariga
holds a flower in right hand and a child, clinging to her breast, in
the left. However, the second son stands close to her on right.? The
figure from Dhank, carved with Parsvanatha, shows the two-armed
Yaksi as bearing an amra-lumbi and a child. The image, attributable
to c. eighth century A.D., does not show lion mount and the bran-
ches of mango fruit over her head, the latter feature being absent
also in the figures from Akota. The Mahavira temple at Osian (8th
century A.D.) also contains a two-armed figure of Ambika on the
door-way of the gidha-mandapa. The Yaksi, riding a lion, holds
amra-lumbi and child.®

There are two examples of the rendering of Ambika from Mathura.
The first example showing a sarvato-bhadrika-pratima or Jina-
caumukha (Fig. 4), assignable to c¢. seventh century A.D., is
exhibited in the Government Museum, Mathura (Acc. No. B65).
Of the four Jinas in the caumukha, only three are identifiable, they
are Neminatha, Parévanatha and Rsabhanatha. Neminatha is
identified on account of the rendering of the two-armed
Sarvanubhati Yaksa and Ambika Yaksi, seated on pedestal. Ambika
holds a flower in right hand while with left she supports a child,
seated in lap. However, no other feature of Ambika is shown here.
Another figure of about eighth century A.D. isa Jina-samyukta figure.
Ambika (Fig. 5), carved on the left extremity of the pedestal of
Rsabhanatha, rides a lion and holds amra-lumbi and child with the
branches of mango tree beautifully spread over her head. The image
obtained from Kankali Tila, Mathura is now preserved in the State
Museum, Lucknow (Acc. No. J 78).

Thus Ambika, carved both in Jina images and in independent
figures, remained always two-armed. Although the earliest figure
from Akota shows her with lion mount, amra-lumbi and two sons
(one in lap) but the rendering of the lion mount, amra-lumbi and
also her elder son was not very common until the beginning of the
ninth century A.D.



Ambika in Art : Later Phase
(9th to 16th centuries A.D.)

Gujarat, Rajasthan, Maharashtra

The linear development of the icons of Arnbika took a new turn
with the beginning of the ninth century A.D. The find-spot of her
figures, both independent and Jina-samyukta, increased and
covered almost the entire country. The most vigorous representation
of Ambika with variety and several innovatory features, sometimes
even in the form of a cult deity, are met with during the ninth and
the 12th century A.D. She is now shown both with two and four
hands, although the former variety always remained a favoured one.
In few instances, both in literature and art, she is conceived also as
having more than four hands. The concept of atleast some sort of
parivira of Ambika also developed during this period who is
represented not only as the head of the 24 Sasana-devis in the
instance of the Patian-dai image but is also accompained by some
minor goddesses, and above all, the Yaksa-Yaksi figures in the
images from Khajuraho, Deogarh, Singhpur, Ahar and Delvada.
Apparently, the images of Ambika at Digambara Jaina sites reveal
more variety and also the figures of Parsva-devatas in parikara.
Ambika, as usual, rides a lion and a joined by her two sons, the
younger one being in lap and the elder one standing close to her
on right. The rendering of the branches of mango tree topped by
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the figure of her jJina Neminatha became an invariable feature in her
images and paintings. The figures of two-armed Ambika from different
regions likewise depict her as two-armed Yaksi with amra-lumbi and
child. When four-armed, she either holds amra-lumbiin three hands
and a child in the remaining one, or has amra-lumbi, goad, noose
and child in her four hands.’ The most prolific sites yielding profuse
amount of the images of Ambika are Deogarh, Mathura, Khajuraho,
Nava-muni and Barabhuji caves (Khan'da-giri}, Achutarajapur,
Delvada, Kumbharia, Ellora, Akota, Sravanabelgola, Humcha and
Malkheda. Of these, Deogarh, Khajurdho, Ellora and Mathura are
of special importance for yielding about 20 to 50 figures with greater
variety in her forms. The present chapter deals with the icons of
Ambika in different regions with a view on more specificity and clarity
concerning the evolution of the images of Ambika in different
regions.

Gujarat and Rajasthan

Guijarat and Rajasthan, the strongholds of Jainism right from early
sixth century A.D. to this day, had greately contributed towards the
evolution of the iconography of Ambika. The Jaina bronze collection
from Akota alone contains about eight independent and 22 Jina-
samyukta figures of Ambika, ranging in date from sixth to the 10th
century A.D. During the period under study Akota has yielded four
independent and 10 Jina-samyukta figures (Figs. 6 to 11).% Like the
earliest figure of Ambika from Akota, the later figures of ninth-tenth
century A.D. from Akota also depict her as two-armed and as hold-
ing amra-lumbi and child. However, the lion mount, second son
\someXimes standing also on lett), decorated aureole with the Jina
figure and leaves of mango tree are shown only in independent
figures.? The YaksT is always shown as seated in /alita-pose. In Jina-
samyukta images, she is carved only with Rsabhanatha and Parsva-
natha.4

We find innumerable images of Ambik3, both independent and

Jina-samyukta, from different places in western India. Ambika
alongwith her male counterpart Sarvahna or Sarvanubhati, forms
the most popular Yaksa-Yaksi-pair commonly represented with almost
all the Jinas. In Jina-sarmyukta images, Ambika invariably appears
as two-armed and as holding amra-lumbi and child. However, the
rendering of her elder son and also lion vdhana is found rarely in
Jina-samyukta images.



An early bionze image of Ambika of about c. seventh century
A.D. is exhibited in the Baroda Museum (Acc. No. A 52).5 The
image, comparable to the Ambika images from Akota, depicts the
two-armed YaKsi as seated and holding, as usual, amra-lumbi and
child. Another two-armed image of about ninth century A.D. is
found at $ala at Ghatiyala (Jodhpur).¢ The goddess, sitting on lotus
with couchant lion below her seat, holds amra-lumbi in right hand
while the left hand is placed on thigh. On right, however, there
stands her son.

6
Akota (Vadodara),
9th century
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= (Vadodara)? A figure of two-armed A‘r'nbike'_i is also found from the Mahavira
g temple at Ghanerava. (Pali, Rajasthan; 10th century A.D.). The

: Yaksi sitting on a beautiful lotus seat with its stems delineated below
is accompanied by lion vahana. She bears amra-lumbi and child

10 :
Wil consort (in lap). The figure of her elder son, somewhat grown up, stands
Akota (Vadodara), on her right flank. The exquisitely carved figure of Ambika, wearing
9th century (p. 44) rich jewelleries, is provided with karanda-mukuta and also branches

of mango tree overhead. The beautiful figures of two apsarases
46 Ambika further add to the compositional value of the image. Two metal



images, exhibiting identical features, are being worshipped
respectively in the Jaina temples at Vadodara and Idar (V.S.
1134/A.D. 1077).7 Another instance of two-armed Ambika, likewise
riding a lion and carrying amra-lumbi and child, is obtained from
Melaja (Viramgaon, Ahmedabad, 12th-13th century A.D.).

The Jaina deva-kulikas at Osian, belonging to 11th century A.D.,
also contain about four figures of two-armed Ambika on the exterior
walls and door=sills. The Yaksi as usual rides a lion and shows the
amra-lumbi and child.

Akota (Vadodara),
9th century (in the
middle; p. 44)
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Kumbhiria, in Banaskantha district of Gujarat, was indeed a
prolific centre of Jaina art. There are five magnificent Jaina temples
and immense amount of iconic data at the site.® The temples are
dedicated to Mahavira (A.D. 1062), Santinatha (A.D. 1084),
Neminatha (A.D. 1135), Parsvanatha and Sambhavanatha (13th
century A.D.). In the Jina-sayukta images, mostly in the
deva-kulikas, the two-armed Ambika invariably appears with almost
all the Jinas. Besides, we are also encountered with a good number
of her independent images wherein she appears as two-armed (Fig.

9

With consort,
Akota (Vadodara),
9th century (p. 44)
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12). Ambika in all the cases sits in lalita-pose on lion mount and
holds dmra-lumbi and child (in lap). However, in two instances,
Ambika bears either sword or merely a fruit, in place of an
amra-lumbi. These figures are carved on the west facade and the
door-sill of the Santinatha temple.

However, in three examples from Kumbharia, Ambika possesses
four arms. All these figures are in the form of Jina-samyukta images,
enshrined in the deva-kulika Nos. 11 (A.D. 1081) and 12 of the
Santinatha, and deva-kulika No 5 of the Neminatha, temples. In all
these instances, Ambika holds amra-lumbi in three hands whife the
fourth hand (lower left) supports a child, seated in lap and touching
her breast. The source of this form of Ambika holding amra-lumbi
in three of her four hands is apparently the earlier form of two-armed
Ambika.

An identical figure of four-armed Ambika bearing amra-lumbi in
three hands and child (in lap) in the fourth one is obtained from a
Jaina temple at Idar (V.S. 1230/A.D. 1173). The child in lap holds
a fruit in left hand while his right hand is raised to pluck a mango
fruit. The elder son, however, stands on right and holds a fruitin
one hand.

Delvada

The Delvada (Mt. Abu, Rajasthan) Jaina temples are world famous
for their architectural beauty and marvellous carvings, appearing
more like metallic work, in marble. The serene and supple-bodied
figures in the Vimala Vasahi and Lana Vasahi are chiselled with
excellent workmanship showing highly ornate figures with slim and
sharp body. The small and tender faces and the delicate treatment
in the rendering of different limbs of the figures are bewitching.
The beauty in figural renderings is more like a feminine beauty. There
are three main temples, known as the Vimala Vasahi, Luna Vasahi
and the Kharatara Vasahi, dedicated respectively to Rsabhanatha,
Neminitha and Parévanatha. As already pointed out, Ambika
enjoyed a very exalted position at Delvada and all other Jaina sites
in western India right from the 10th to the 16th century A.D.

The Vimala Vasahi, built in A.D. 1031-32 (samvat 1088), with
its ranga-mandapa, bhramika and 54 deva-kulikas added between
A.D. 1145-49, has numerous figures of Ambika wherein she mostly
appears on the thrones of different Jina images. She is carved with
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almost all the Jinas and possesses invariably amra-lumbi and son in
her two hands. The two-armed Ambika in Jina-samyukta images is
rarely accompanied by her vahana, lion. The identical figures of
two-armed Ambika are also carved in the ceilings of the bhramika
and on the door-ways of deva-kulikds. In three instances from
Vimala Vasashi, Ambika is shown with four hands. These figures,
datable to the latter half of the 12th century A.D., are accompanied
by lion mount (Fig. 13). In two instances, carved in the northern
niche of the gadha-mandapa and the south-west corner of the
ranga-mandapa ceiling she holds amra-lumbi in three hands while
the fourth lower left hand supports a son (nude), seated in her lap
and touching a breast. In both the cases, her elder son Subhankara
stands on her right and holds a fruit in his left hand while the right
hand is raised to pluck a mango from amra-lumbiheld by his mother,
Ambika. She is joined by two female attendents, holding flywhisks.
The third figure on the southern door-way of the giddha-mandapa
depicts Ambika as riding a lion and holding amra-lumbi, noose,
disc and a child.

Two interesting independent figures of four-armed Ambika, riding
a lion, are carved on the Jaina temples at Taranga (Mehsana, Guijarat)
and Jalore (Rajasthan), both assignable to the 12th century A.D.
The figures carved on the eastern adhisthana of the mala-prasada
of the Mahavira temple at jalore shows her with amra-lumbi, disc,
disc and child while in the figure on the north facade of the Ajitanatha
temple at Taranga, Ambika, standing in tri-bhanga, bears the
varada-mudra, amra-lumbi, noose and a child (clinging to waist).
Another instance of the four-armed Ambika is carved on a Jaina
temple at Nagda (Udaipur, Rajasthan; 12th century A.D.). The
Yaksi, standing as she is in tri-bhanga, is accompanied by her
conventional conveyance, lion. She holds the varada-mudra,
amra-lumbi, dmra-lumbi and a child.

H.D. Sankalia has also published four brass images, belonging to
12th century A.D.? The figures are procured from Western India.
In three examples, the two-armed Ambika holds amra-lumbi and
child. The third figure (V.S. 1198/A.D. 1141) represents four-armed
Ambika as seated in lalitasana on lotus seat with her mount lion
carved below. She bears mango (2), lotus, lotus and child. Her
second son, stands on right. One bronze image of four-armed
Ambika, inscribed in samvat 1203, (A.D. 1146), is in the collection
of the National Museum, New Delhi'® (Acc. No. 48.4/11; Figs.
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14 and 15). The image, belonging to the Paramara art, shows Ambika as
seated in lalitasana on lion. The Yaksi holds fruit, amra-lumbi,
amra-lumbi and child. Her elder son as usually stands on right.

The museums at Kota, Jhalawar and several other places of
Rajasthan preserve a good number of figures of two-armed Ambika,
seated on lion and bearing amra-lumbi and child.!

The Lana Vasahi, constructed ‘in A.D. 1230-31 (V.S. 1287),
contains the images inscribed between A.D. 1230 and 1236. A
colossal cult image of Ambika (in deva-kulika No. 24) accompanied
by the diminutive figures of different Mahavidyas and Yaksas in the
parikara, is an important example which has close parallel to the
figure of Ambika from Patian-dai. The figure of Ambika, however,
is a later replacement, but the parikara is an original one. The
two-armed Ambika, as usual, holds an amra-lumbi and child.



Besides the rendering of two-armed Ambika, as usual with amra-

Jumbi and son in the Jina-samyukta images enshrined in the
deva-kulikas, six independent figures of Ambika are also noticed in
the temple. These figures, identical in details, are carved on the
walls of the corridor near main entrance and the rarga-mandapa
and also in the ceiling of the porch near ranga-mandapa. In all these
examples, Ambika is two-armed and holds amra-lumbi in her right
hand and supports a child, seated in lap, with the left hand. Ambika,
invariably accompanied by lion, either sits or stands on bhadrasana.
However, in one example, the vahana is not carved. The rendering
of the bunches of mangoes, hanging over the shoulders of Ambika,
is beautifully done. The figure of second son is shown only in two
examples. The goddess is usually attended upon by two flywhisk-

15
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Mt. Abu, c. 13th
century

bearing attendants. The figures of
male and female devotees are also
carved. The representation of four
or six female figures, dancing and
playing on different musical instru-
ments, is also interesting. Ambika,
embellished with karapda-mukuta
and other wusual ornaments,
appears as a graceful boon-con-
ferring goddess. The figures have
the following accession numbers
11A, B (Fig.16), 17A (Fig. 17), D
and 18 (Fig. 18). In one of the
examples, carved in the ceiling of
the portico attached to the
ranga-mandapa on west, the 68
female figures, arranged in three
concentric bands, are also shown.
These female figures, carved as
dancing and playing on various
musical instruments, are usually
identified as dik-kumaris but their
actual meaning is yet to be clearly
ascertained. Thus, Ambika in
Lana Vasahi is represented only
with two hands and without any
variety in her form.

The Kharatara Vasahi (A.D.
1459) has yielded four figures of
Ambika. In all the instances,
Ambika, seated in lalitasana and
possessing four hands, rides a
lion. In two examples, she is
accompanied by her elder son
Subhankara also. These figures,
sometimes attended by female
dancers and camaradharins,
exhibit two different sets of attri-
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18
Mt. Abu, c. 13th
century

butes. The first group, represented by two examples carved
respectively on the door-lintel and as an independent image (A.D.
1483; upper storey) shows her as bearing amra-lumbiin three hands
while the fourth hand (lower left) supports a child seated in lap. The
second variety, interestingly concurring with the Svetambara mantras
depicts Ambika with amra-lumbi, goad, noose and child (seated in



lap). The figures are carved on the western adhisthana and the
torana (inside the sanctum) of the Parsvanatha temple.

The Victoria Hall Museum at Udaipur preserves two bronze
figures of the four-armed Ambika, bearing inscriptions in' V.S. 1305
(A.D. 1248) and V.S. 1349 (A.D. 1292). In both the figures, which
were obtained from Bigod (Bhilwara, Rajasthan), Ambika bears
amra-lumbi in her three hands and supports a child with the fourth
one. Another identilcal figure, deposited in the Udaipur Museum,
is inscribed in V.S. 1409 (A.D. 1352).12

An interestting metal image of about 14th century A.D. is
preserved in the Museum of Indian Historical Research Institute, St.
Xaviers College, Bombay.!? The two-armed goddess stands over a
lotus in tri-bhanga and carries an amra-lumbi and a child. Another
two-armed metal image of A.D. 1350 is exhibited in the Baroda
Museum (Acc. No. A8/325).14 The YaksT sits in falita-pose on lion
and carries an amra-lumbi and a child. Her elder son is also carved
on right.

H.D. Sankalia has published two 15th century bronzes of
Ambika.’s Of these, one represents two-armed Ambika as seated
and holding dmra-lumbi and child, while in other example, inscribed
in V.S. 1505 (A.D. 1448), the four-armed Ambika, called Bala-devi
in inscription, sits in falita-pose on a lion and bears amra-lumbi in
her upper two hands while with each of the lower two hands she
supports a child seated on lap.

A brass image from a Jaina temple in Baroda represents four-
armed Ambika as riding on a lion and holding amra-lumbi, noose,
goad and child (in lap). Her elder son, however, stands on right.
The image is inscribed in V.S. 1534 (A.D. 1477). Another identical
image is found in the Cintamani ParSvanatha temple at Cambay.'®
The image is inscribed in V.S. 1547 (A.D. 1490). A brass image of
four-armed Ambika is also preserved in the Bostan Museum, New
York.” The inscription on its back shows that it was installed in
Sarmvat 1547 (A.D. 1490) by Sri Jina-samudra Sari of the
Kharatara-gaccha in the line of Sri Jina-bhadra. Ambika shows
amra-lumbi, child, trident and the damaru in her hands.

Maharashtra

Maharashtra, although not so rich in respect of the figures of
Ambika as compared to Gujarat and Rajasthan, has yielded sufficient
images, ranging in date from ninth to the 12th century A.D. and
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belonging mainly to the Digambara tradition. Besides the most
prolific Jaina site at Ellora, which alone has yielded about 20
independent images, Rajanapur Khinkhini (Murtajapur) in Akola
district is also credited with yielding some beautiful metal images of
Ambika, belonging to 11th-12th century A.D.

We come across three independent and one Jina-samyukta
images of Ambika from Rajanapur Khinkhini, now preserved in the
collection of Central Museum, Nagpur. Except for one instance
where Ambika is four-armed, the Yaksi is always shown with two
hands. Of the two independent figures of two-armed Ambikas, one
is seated on lion while the other stands gracefully in tri-bhanga with
her lion mount carved on right. The seated figure (17X7.5 cms.)
rests under a mango tree and supports a child with her right hand
and holds a fruit in the left, the attributes apparently are here
juxtaposed. The modelling is somewhat crude and the entire figure
appears in static posture. However, the other figure (14.8 x8.6 cms.;
Fig. 19) is indeed a beautiful example of two-armed Ambika,
standing in tri-bhanga on inverted lotus seat with a diminutive figure
of Neminatha overhead. The rhythmic linear movement of body is
full of tenderness and life. The ornaments and the coiffure are
particularly interesting. The goddess standing under the foliages of
mango tree with its creepers on her sides, holds a@mra-lumbi and
matuluniga in her hands. However, both of her sons stand on her
sides. The son on right, bearing fruit and purse in his hands, rides
on the lion mount of his mother.'s The Jina-samyukta figure of
two-armed Ambika, however, bears the traditional attributes, amra-
Jumbi and child. However, in one instance (Fig. 20), the four-armed
Ambika from Narsinghpur in M.P. sits in alita-pose on lion under
the shade of a mango tree. The Yaksi holds in three of her surviving
hands goad, noose and child (in lap). The other son, however, sits
on her right. Ambika wearing beautiful ornaments and karanda-
mukuta is benign in appearance, Thus the figures from Rajanapur
Khinkhini clearly give an idea as to the imagination of the artists to
show her with some freshness by introducing certain changes which
are strictly in tune with her traditional features.

Ellora

Ellora in Aurangabad district of Maharashtra occupies a singular
position in respect of Indian art history for its long, continuous and
quality art activity from the sixth to the 10th century A.D. The site
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Narsinghapur
(Madhya Pradesh),
11th century (p. 60)

becomes all the more important
due to its being the confluence of
the three principal Indian sects,
the Vaidika, the Buddhist and the
Jaina. A series of five Jaina caves
(Nos. 30 to 34), occupying the
northern horn of the Ellora ridge,
are very important from the
stand-point of the study of Jaina
iconography (and architecture) in
south India in early medieval
times. These caves, belonging ex-
clusively to the Digambara tradi-
tion, are datable to the ninth
century A.D. The Jaina caves
apparently were carved during
the reign of the Rastrakata king
Amoghavarsa | (A.D. 819-881),
the great patron of Jainism. These
caves contain the figures of Jina
Parévanatha, Jina Mahavira,
Bahubalin, Sarvanubhati Yaksa,
and Cakresvari and Ambika
Yaksis.

Among the Yaksis Ambika
undoubtedly was accorded a very
favoured position in Ellora. She is
represented by about 20 figures,
the number being equal to the
figures of Par§vanatha and Maha-
vira Jinas and hence suggesting
her great popularity. The cave 32

(Indra-sabha, c. A.D. 810-80; -

Figs. 21 to 23) alone has yielded
14 images while the other caves
have one to three figures. In all
the examples (Fig. 24), the
two-armed Ambika is shown as
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Ellora (Cave 33},
A.D. 810-880(p. 62)

seated in lalitasana on a high pedestal. The figures in most of the
cases are excellent showing an advancement upon the earlier figures
of Ambika from Aihole and Badami. Ambika with her slightly tilted
body, suggesting relaxed posture, rests against a cushioned pillow,
a characteristic of the RastrakGta images inherited from the
Chalukyas. The small and smiling faces of Ambika with a remarkable
slenderness and rhythmic linear movement in body alongwith
pleasing ornaments, are typical of the Rastrakita art.

In all the examples, there appears a rampant lion under the feet
of the goddess and beautifully delineated mango tree overhead with
different birds and animals, like parrot, monkey, carved on its
branches, which at once remind us of the images of Ambika from
Aihole. The goddess bedecked in different ornaments, specially with
pleasing variety in coiffure, is provided with an oblong halo. Ambika
is usually accompanied by her younger son Prabhankara only,
seated in lap or standing nearby. In all the instance she holds a
bunch of mangoes and a son (or a fruit) in the right and left hands.
In the images where Ambika holds fruit in her left hand, the son
(nude) is usually ‘carved standing along her side. The necklace and
girdle of her son are beautiful and also natural because such beaded
necklace and girdles are usually worn by the children of early age
even upto this day.

The most striking, rather intriguing, point in the images of Ambika
from Ellora is the rendering of a bearded devotee (sadhu) on left flank in
most of the instances. The sadhu (2) wearing a loin-cloth with a
short patka on the front and thick band like yajiopavita, holds a
long parasol in his right hand while his left hand is raised in the
attitude of appreciation of the goddess. In few instances, there also
stands a male attendant, either holding a flower or fly-whisk, on the
right. However, the definite identification of bearded devotee is not
possible. Sometimes Ambika is attended by female attendants too.
Thus Ambika in Ellora is without any variety and variation in respect
of her iconographic form.

Ambika
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Ambika in Art : Later Phase
(9th to 16th centuries A.D.)
Uttar Pradesh and Madhya Pradesh

The regions of Uttar Pradesh and Madhya Pradesh are taken
together because the development of the Jaina art and iconography
remained identical and unilateral in both these states. The area also
forms a nucleus region for yielding the earliest Jaina vestiges at
Mathura, showing several early stages of the development of Jaina
iconography, and also the collective renderings of the 24 Sasana-
devis on Santinatha temple at Deogarh and in the parikara of an
image of Ambika from Patian-dai. Like Gujarat and Rajasthan in
western India, Uttar Pradesh and Madhya Pradesh also have wit-
nessed the most vigorous art activity of the Jainas, belonging mainly
to the Digambara sect. However, a few sporadic instances of the
Svetambara Jaina images are also encountered in the region. Ambika
undoubtedly occupies the most exalted position among all the
Yaksis in the region, as evidenced by innumerable instances of her
visual manifestations. She is represented both in independent figures
and in Jina-samyukta images. Contrary to the figures from western
India, she mostly appears with her conventional Jina Neminatha.
However, in few exceptiohs known from Mathura, Deogarh, Etawa,
Agra etc. she also joins Rsabhanatha, Muni-suvrata and Mahavira
(State Museum, Lucknow, ) 782, | 776) Jinas as their Yaksi.

In" Jina-samyukta figures Ambika is invariably rendered as
two-armed and sitting in /lalitasana, sometimes accompanied by her



lion mount. She invariably holds amra-lumbi and child. In few
examples, she is also accompanied by her elder son on right. The
four-armed figures of Ambika show pleasing variety which suggest
that keeping well within the framework of the Jaina tradition, the
artists have introduced several innovatory features to break the
monotony and also to keep the figures refreshing. This is why we
find Ambika holding, besides usual amra-lumbi and child, lotus of
different types, lotus-cum-manuscript, goad, noose, trisila, ghanta,
and mirror (2) attributes in her additional two hands. Ambika also
attains the position of a cult-goddess with a parivara of her own, as
is distinctly revealed by some of her cult icons from Mathura,
Khajuraho, Deogarh, Patian-dai and Singhpur.

Ambika became four-armed towards mid ninth century A.D., as
noticed in case of her possibly the earliest four-armed figure from
Deogarh (temple No. 12, A.D. 862). She acquires a very revered
position of a cult goddess in Jaina worship which is clearly
manifested in one of her ninth century independent images from
Mathura (presently in Govt. Museum, Mathura, Acc. No. D7).
Although a good number of her four-armed figures are obtained
from Khajuraho, Deogarh and elsewhere, the rendering of two-
armed Ambika was always preferred, apparently to show deep faith
of the Jainas in tradition. To keep Ambika, the great Mother, to the
expectations of the contemporary people, specially the trader’s
community, for acquiring material affluence, the Jainas brought
in certain changes by way of increase in number of her hands
and thereby the attributes. But in doing so they had never
compromised with the basic concept of Ambika and they very
carefully retained the basic form by providing her with amra-lumbi
and child in hands and lion as mount, and also by the rendering of
her elder son on right and the branches of mango tree overhead.

The images of Ambika are found from Mathura, Deogarh, Khaju-
raho, Gyarasapur, Sahdol, Hinglajgarh, Jabalpur, Vidiéa, Gwalior,
Maihar, Siron, Thabaun, Patian-dai, Chanderi, Ahar, Dhubela,
Sivapuri, Singhpur, Bhopal and many other places in the region.
Of all the places, the figures from Deogarh, Khajuraho and Patian-dai
are of immense importance. A detailed account of the Ambika
images from these places will help us to understand the course of
development of her iconography in the region.

Ambika
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Deogarh

Deogarh, in Lalitpur district of Uttar Pradesh, has undoubtedly
been one of the richest centres of Jaina religious art in India. There
live in the ambience of Deogarh the superhuman Jaina Tirthan-
karas, their Yaksas and Yaksis and others in inanimate stone who
have out-lived ‘their human creators. The iconographic remains of
Deogarh, spread-over ninth (A.D. 862) to the 12th century A.D.,
are the product exclusively of the Digambara sect. Besides the Jina
images, a profuse amount of the figures of Yaksas and Yaksis are
also available at the site. The Yaksis, of course, enjoyed a more
favoured position at the site than their male counterparts, the Yaksas.
This is evident by the greater number of independent figures of the
Yaksis and also by the fact that all the 24 Yaksis are sculptured
collectively all along the exterior wall of the temple No. 12 (A.D.
862) at the site, this being the earliest-known instance of the
colleetive rendering of the 24 Yaksis. On the merit of the frequency
of her visual representation, Ambika appears to have enjoyed the
most exalted position among all the Yaksis at Deogarh.! She is
represented at the site by over 50 sculptures, excluding the tiny
figures carved on the pedestal of different Jinas.?

As elsewhere, the figures of Ambika at Deogarh also lack in variety
in respect of iconographic forms. The exquisitely carved figures of
Ambika range in date from ninth (A.D. 862) to the 12th century
A.D. She is portrayed either as standing or sitting in /alita pose with
one leg hanging down and the other being folded. The formal
posture is of more frequent occurrence. Ambika,.usually decked
with dhoti, necklaces, stana-hara, bejewelled coiffure, bracelets,
armlets and anklets, is represented in two varieties of forms namely,
the two-armed and the four-armed, the latter being represented only
by three instances. The paucity of the four-armed figures at the site
suggests that the artists of Deogarh were tradition abiding. Over the
head of Ambika there invariably appears a diminutive figure of her
Jina Neminatha and the branches of mango tree, spread all along.

The two-armed Ambika always holds an dmra-lumbi in the right
hand while with left she supports a child, either seated in lap or
standing by her side. However, in two instances, Ambika carries a
fotus in the right hand while in one instance the hand rests on the
head of her second son, standing by her side. Thus the amra-lumbi
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Deogarh (Lalitpur,
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is conspicuous by its absence in
these instances (Figs. 25 to 29).
These figures, belonging to the
11th century A.D., are preserved
respectively in the Sahu Jaina
Museum (Fig. 30) at Deogarh and
on the enclosure wall (northern)
of the temple No. 12. Close to
Ambika is carved her mount lion.
In other examples to her right is
usually sculptured the second
son, standing and touching the
amra-lumbi held by Ambika. In
some examples, specially those
on the free-standing pillars (stam-
bhas) the second son of Ambika
is not shown. Sometimes, the
Yaksi is attended by two fly-whisk
bearers at the flanks and the two
hovering maladharas at the top.
However, the two images, exhi-
bited in the Sahu Jaina Museum
Deogarh, also contain figures of
Jina Suparévanatha with five-
hooded snake canopy overhead
and the four-armed goddesses,
bearing the abhaya-mudra,lotus,
fly-whisk and kalasa, in the
parikara. Thus the two-armed
figures of Ambika at Deogarh
apparently correspond to the
injunctions of the Digambara
texts.

The earliest image of Ambika at
Deogarh is carved on the facade
of the temple No. 12, also known
as the Santinatha temple (A.D.
862). The four-armed Ambika
here is shown in the group of 24
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Deogarh (Lalitpur,
U.P.), 10th century
(p. 71)
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Deogarh (Lalitpur,
U.P.), c. 10th
century (p. 71)




Yaksis, carved all along the temple facade. The idea of associating

a Yaksi with each of the 24 Jinas with different appellations was
manifested at Deogarh but their individual iconography, excepting
Ambika, a Yaksi of older tradition, was not yet settled. ‘Ambayika’
as the inscription calls her, stands without her vahana. She bears
flower (or fruit), fly-whisk, lotus and child in her hands. The absence
of the lion mount and the amra-lumbi, the invariable features of
Ambika, in the present instance is surprising, specially in view of
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Deogarh (Lalitpu
U.P.), c. 10th
century (p. 71)
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Deogarh (Lalitpur,
U.P.), c. 10th
century (p. 71)

their invariable rendering in the
sculptures of ninth-tenth century
A.D. at Deogarh and elsewhere.

The other two instances of the
four-armed Ambika, assignable to
11th-12th century A.D., are
carved on the free-standing pillars
adjacent respectively to the tem-
ple Nos. 11 (A.D. 1059) and 16
(12th century A.D.). In the former
instance, Ambika hold amra-
lumbi, goad and noose in three
hands while with the remaining
one she supports a child, holding
a fruit. Over her head as usual are
carved a small figure of Jina and
the branches of mango tree. Close
to her seat, there also appears lion
mount. The other image, exhibit-
ing identical attributes, however,
does not contain the figure of her
conveyance. : :

It should be noted here in
passing that the rendering of goad
and noose in uppper two hands
of the four-armed Ambika at
Deogarh, like the identical figures
in the temple No. 13 at Khajuraho,
is apparently guided by the
prescriptions of the Svetambara
texts which invariably conceive
the four-armed Ambika with these
attributes.? Such a borrowing,
noticed also in cases of the figures
of some other deities at the site,
at once suggests a welcome
trans-sectarian trend prevalent at
Deogarh »etween the ninth and
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the 12th centuries A.D.

To complete the study of the figures of Ambika at Deogarh, it is
necessary also to make a brief reference to her small figures carved
on the thrones of the Neminatha images.

In such instances, Ambika is always represented as two-armed
and as bearing an amra-lumbi in one of her hands. However, in
two examples, installed in the temple Nos. 13 and 24 and
attributable to the 11th century A.D., she holds a mango fruit (or
a fruit), in place of an amra-lumbi. The lion and her second son are
rarely shown in such Jina-samyukta figures of Ambika.

The four instances of her Jina-samyukta figures are preserved
respectively in the temple Nos. 12, 13, 15 and on the enclosure
wall of the temple No. 12.

Like Khajuraho, Deogarh also has yielded a few images of Ambika
which reveal the form of a cult icon, by showing her with the
entourage of the figures of four-armed goddesses, attendants,
hovering malidharas and, above all, the diminutive Jina figures,
carved in the parikara.

In one such instance, preserved in the Sahu Jaina Museum at
Deogarh (Acc. No. 136), the two-armed Ambika wearing dhammilla
and necklace of high workmanship and holding lotus and child and
accompanied by a lion mount, is joined by the figures of two and
four-armed goddesses, seated in lalitasana and showing the
abhaya-mudra, lotus, camara and kalasa. The image, fashioned in
red sandstone and measuring 40.6"x24", is datable to c. 11th
century A.D. The image undoubtedly gives an idea as to the
evolution of some sort of parivara of Ambika.

Artistically, the figures from Deogarh do not show that magni-
ficence, delicacy and sharp linear movement as was very common
during the early medieval times. The figures, though sometimes
ornate, are simple and the postures and the body limbs are some-
times even static and show poor workmanship.

The swollen belly looking like that of a pregnant woman, in many
a case, deserves a mention here. But at the same time, some figures
reveal better modelling and proportion showing vigour and pulsating
life which can easily be noticed in cases of two beautiful images
deposited in the Sahu Jaina Museum at Deogarh.



Khajuraho

Khajuraho, in the Chhatarpur district of Madhya Pradesh, has
yielded profuse Brahminical and Jaina vestiges of iconographic and
religious interest which vouch for the artistic dexterity and craving,
and also the material affluence, of the artist of Khajuraho. Besides,
about 32 new Jaina temples, there are three old Jaina temples at
Khajuraho, namely, the Par$vanatha (c. 950-70 A.D.), the Ghantai
(late 10th century A.D.) and the Adinatha (latter half of the 11th century
A.D.). All these temples are dedicated to the first Jina Rsabhanatha
who was accorded the most favoured position at the site. The entire
group of the Jaina temples and so also the sculptures at Khajuraho,
spread over c. 950 to 12th century A.D., is the product exclusively
of the Digambara Jaina sect. The images of only 13 out of 24 Jinas
are found in Khajuraho collections. The Yaksa and Yaksi invariably
join the Jinas but the representation of all the 24 Sasana-devatas was
not shown in Khajuraho. However, the standardized and distinctive
forms of only three Yaksa-Yaksi pairs, namely, Gomukha and
Cakresvari, Kubera (or Sarvanubhati) and Ambika and Dharanendra
and Padmavati, the Sisana-devatas respectively of Rsabhanatha,
Neminatha and Parévanatha, were known to the Khajuraho sculptors.

Ambika has enjoyed great prominence in Khajuraho which is evident
from the eleven independent figures of Ambika at the site, besides a
number of tiny figures, carved on the door-lintels.# The images of
Ambika at Khajuraho, datable between c. mid 10th to the 12th century
A.D., are very much in agreement with the canonical injunctions
which invariably conceive the two-armed Ambika with amra-lumbi
and child in her hands and lion as her mount. The earliest figure of
Ambika at Khajuraho is carved on the south facade of the Parsvanatha
temple wherein the two-armed Ambika (Fig. 31, on page 81) stands
gracefully on a bracket and holds a bunch of mangoes in her right
hand, while with her left she supports a child, clinging to her breast.
It may be noted that it is a solitary example of two-armed Ambika at
Khajuraho. The figure, however, agrees in regard to the attributes with
the descriptions available in the Pratistha-saroddhara and the
Pratistha-tilaka. Several bunches of mangoes are beautifully delineated
at the back drop of the image. The second son of Ambika, somewhat
grown up, stands close to her on right and holds possibly a fruit in
one hand. The figures of her mount lion and Jina Neminatha to be
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shown at the top, are conspicuous by their absence. Another figure
of Ambika (Figs. 32 and 33), carved in a niche above the cornice
of the Parévanatha temple on south, shows her with four arms. The
Yaksi seated in /alitasana on lotus with its stems spread below, is
accompanied by her conventional vahana lion. She bears lotuses

in her two upper hands while the lower right and left hands
hold respectively a bunch of mangoes and a child, seated in
lap. The child is touching her breast. There appears a diminu-
tive figure of her Jina Neminatha overhead. On each side of her
head the foliages of mango tree can be seen. Behind the head
of Ambika is shown a circular halo, consisting of blossom circlet.
Both the figures of Par§vanatha temple are superb from the aesthe-
tic point of view. The rhythmic contours of the body with a smiling
face showing benign appearance is very soothing to the eyes

= — e

of the visitors. The profuse ornamentation and angularity both of
the face and in general treatment of the body give them a peculiar
sensitiveness. The face is oval with round chins, prominently carved
eyes and eye-brows, nose and lips. They convey a sense of pulsating
life and have an irresistible individual attraction. But at the same
time the divine aspect is also revealed aptly and the figures appear
as supreme divine Mother with two sons and also amra-lumbi,
the symbols of fertility, fortune and plenitude.

The Adinatha temple contains three figures of four-armed Ambika,
two carved on the exterior walls and one on the door-lintel. The
figure on the western adhisthana depicts her as sitting on the pedestal
in lalita-pose with a lion. She shows a long-stalked rolled-up lotus
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in her upper right hand and a
manuscript-cum-lotus in the left.
A bunch of mangoes is held by
her lower right hand while the
lower left supports a child, seated
in lap (Fig. 34). However, the
figure of Neminatha overhead
and the shade of mango tree are
not carved. The second figure,
carved in the pillared niche of the
cornice on east, shows her as
standing on a pedestal and wear-
ing a long garland, appearing
more like the Vaijayantr of Visnu.
She holds amra-lumbi,
long-stalked rolled-up lotus and
long-stalked rolled-up lotus in
three hands while the lower left
hand is placed on the head of her
younger son, standing nearby.
Her mount lion appears on the
right. The head of Ambika is
topped by the figure of Neminatha
and the branches 'of mango tree
are spread overhead. The third
figure on the door-lintel, renders
Ambika with amra-lumbi,
long-stalked rolled-up lotus, man-
uscript-cum-lotus  and  child
alongwith the figure of her con-
veyance lion.

The other examples of the
rendering of Ambika, mainly on

the door-lintels, depict her as-

seated in lalitasana with lion and
as holding amra-lumbi, lotus,
lotus (or manuscript-cum-lotus)
and a child. The rendering of
different forms of lotuses and
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Khajuraho
(ParSvanatha
temple), A.D.
950-70 (p. 77)

lotus-cum-manuscript was  very
popular at Khajuraho. (These sym-
bols, however, were shown both
with the Brahminical and Jaina
deities without having any specific
connotation.)

However, in a solitary instance
of the figure of four-armed Ambika
(25.3"% 12", preserved in the mod-
ern Jaina temple No. 13, she is
provided with goad and noose in
her upper-right and left hands, in
place of lotuses. The rendering of
the second son of Ambika was
seemingly not very regular. The
two fly-whisk bearing female atten-
dants, sometimes also holding
lotuses, are carved with Ambika
possibly to suggest her exalted
position at the site. The point is
explained even more explicitly in a
unique image of Ambika at the site.
The image (39" % 24"), assignable to
c. 11th century A.D. is now in the
collection of the Archaeological
Museum, Khajuraho (Acc. No.
1608). Although the three hands
are broken off, the child in her
surviving lower left hand, lion
mount and the branches of mango
tree overhead make her identifica-
tion with Ambika doubtless.
Besides the figures of adorers, and
the male and female attendants,
holding fly-whisk and lotuses, the
rendering of the figures of Yaksa
and Yaksi at the two extremities of
the pedestal and a few minor
goddesses, showing either vina
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(Sarasvati) or the abhaya-mudra
and the water-pot, are indeed very
striking. These features are perhaps
suggestive of some type of parivara
of Ambika (Fig. 35). The present
beautiful image is a cult image of
Ambika showing her with nicely
done ornaments. The two-armed
Yaksi sitting on her right shows the
abhaya-mudra and mongoose-skin
purse (nakulaka) while the
two-armed  Yaksi shows the
abhaya-mudra and the water-ves-
sel. The present image with all
medieval elements is decorated
also with gaja-vyala-makara trio as
throne-frame animals.

Thus it is apparent that the
rendering of four-armed Ambika
was very much favoured at
Khajuraho. The rendering of either
lotuses or a lotus and manus-
cript-cum-lotus in two upper hands
is a clearcut violation of the textual
prescriptions which, on the con-
trary, envisage noose and goad in
the upper two hands of the
four-armed Ambika. It should also
be pointed out that no Digambara
mantra refers to the four-armed
Ambika and also as bearing noose
and goad in hands. It is only in the
Svetambara tradition, and also in
Tantric worship, that she is vis-
ualised as holding goad and noose
in her two upper hands. Regarding
the popularity of Ambika at
Khajuraho, it is interesting to note
that although both the Parévanatha



and Adinatha temples are attributed
to Rsabhanatha, Ambika finds an-
important place on Jaina temples.
On the contrary, Cakredvari, the
Yaksi of Rsabhanatha, has not
been given that much of promi-
nence and her images, barring a
few instances carved on the north
adhisthana of the Adinatha temple,
etc. can be seen only on the door-
lintels of the Jaina temples.

Pati ai

The Ambika image (Fig. 36)
procured from Patian-dai temple,
about six miles from Satna in M.P.,
is a nonpareil image of Ambika
inasmuch as it contains the tiny
figures of other 23 Yaksis in the
parikara alongwith their appella-
tions inscribed below.5 It is quite
interesting to find their iconog-
raphic details as well as the
appellations greatly concurring
with the dhyana-mantras available
‘in the Digambara texts. The image,
fashioned in wine coloured
sand-stone  and measuring
1.700%.920 metres, is now on
display in the Allahabad Museum
(Acc. No. AM 293). The image is
datable to ¢. 11th century A.D.
both on account of style and
iconography.

Of the 23 Yaksis carved in the
parikara, the figures of 18 Yaksis,
in vertical rows, are carved on two
flanks of Ambika while the remain-
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ing five are portrayed in a horizontal row at the top parikara. The Yaksis
in the top parikara are labelled as VahurGpini, Camunda, Sarasati,
Padumavati and Vijaya, while those on the two flanks (from top to
bottom) are Jaya, Anantamati, Vairota, Gauri, Mahakali, Kali, Pusa-
dadhi and Prajapati (on right), and Aparajita, Mahamanusi, Ananta-
mati, Gandhari, Manusi, Jalamalini, Manuja and Vajrasamkala (on left).

All the 23 Yaksis in the parikara, possessing four arms, are carved
arbitrarily, instead of being in traditional order. They are all standing
in tribhanga with their respective vahanas. Except for Manuja and
Sarasati, their names correspond with the list supplied by the
Digambara works, namely, the Tiloya-pannatti of Yati-vrsabha, (c. 8th
century A.D.), the Pratistha-sara-sangraha and the Pratistha-
saroddhara. However, the name of Anantamati has been carved twice
because of the engraver’s mistake. The inscription, however, does not
mention the names of Cakresvari, Rohini, Manovega, Manavi, Ambika
and Siddhayini Yaksis. But the figures of Cakresvari, Manovega
(labelled as Manuja), Ambika and Siddhayini (labelled as Sarasati)
could distinctly be identified on account of their iconographic features.

The beautiful figure of four-arrned Ambika, bejewelled in graive-
yaka, necklaces, girdle (with suspended loops), anklets, bracelets, -
armlets, and karanda-mukuta, stands as she is in tribhanga.The
jewelleries of Ambika are minutely done with fine workmanship,
appearing more like a metallic work. The plasticity in body and posture,
linear movement and proportional body limbs are magnificent which
all make this image a wonderful piece of India art. The goddess is
provided with stellate cut halo. The small face of the goddess shows
benign appearance while the contours and other bodily features give
somewhat sensuous flavour. Although all the hands are damaged ,
remnant of the foliage of a mango tree overhead and the rendering of
two sons (nude), Priyankara and Subhankara, alongwith lion mount,
make the identification of the goddess with Ambika doubtless. Of the
two sons, Subhankara on right rides on lion, the vahana of Ambika,
while the other son (Priyankara) stands to her left. The tiny figure of
Jina Neminatha with conch lifichana is carved over the head of
Ambika. Besides, the figures of 12 other Jinas, both seated in
dhyana-mudra and standing in kayotsarga-mudra are also shown in
the parikara. The nudity of the Jina figures and also the iconographic
details of the Yaksis carved in the parikara distinctly reveal that the
image belongs to the Digambara sect. The figures of the gaja-vyala-



makara trio as throne-frame animais, an invariate feature of the
medieval images, are also rendered. Close to the feet of Ambika,
there appear a female and a male lay devotees. The representation
of two-armed Sarvahna Yaksa, the male counterpart of Ambika, at
the pedestal is also significant. The Yaksa, seated in lalitasana, holds
a mace and a mongoose-skin purse. Another point of interest is the
rendering of the two-armed figures of Nava-grahas on the lowermost
part of the pedestal. The present cult image thus renders Ambika
as the head of the Sasana-devis.

An exquistely carved image (21"7x17") of two-armed Ambika
(Fig. 37, on page 88) belonging to ¢. ninth century A.D., is exhibited
in Govt. Museum, Mathura (Acc. No. 00D7). The provenance is
perhpas Mathura. The face and right hand of the Yaksi are mutilated
but the iconographic details of parikara are rather peculiar and show
her affiliation with Brahminic Siva. The image, hewn out of buff-colour=
ed sandstone, shows Ambika as seated in /alitasana on a lotus seat with
her lion mount carved underneath. The elegantly modelled figure of
Ambika supports a child with her surviving left hand. To her right there
stands her elder son, Subharkara, touching her knee. Ambika provided
with a nimbus,. consisting of lotus petals, is joined by two male
attendants with fly-whisks and the figures of two-armed Ganesa and
Sarvahna or Vaisravana sitting on two extremities of the pedestal. The
elephant-headed Ganesa on right shows abhaya-mudra and the
modaka-patra while Sarvahna, on the corresponding left, holds fruit
and mongoose-skin purse. The lowermost portion of the pedestal
contains eight female figures with folded hands; they may be
asta-matrkas. The rendering of Ganesa, Sarvahna and astamatrkas (?)
are clear indication as to the bearing of the Brahminic Siva on the
iconography of Jaina Ambika. It is further interesting to find the figure
of Neminatha, surmounting Ambika, being joined by the figures of
four-armed Balarama and Krsna-Vasudeva on his two flanks. It may be
noted that in Jaina tradition Balarama and Krsna-Vasudeva happen
to be the cousin brothers of Neminatha. Balarama with three-hooded
snake canopy stands in tribhariga and holds cup, musala, hala in
three hands while the fourth hand rests on thigh. Krsna-Vasudeva
stands in tribhariga and shows the abhaya-mudra, mace, disc and
conch. The present image is thus a unique one both for its art and
for iconography.

We have three other independent images of Ambika, assignable
between 10th and 11th century A.D., and coming as they do from
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Bate$vara (Agra) and Saheth-Maheth (ancient Sravasti in Baharaich
district of Uttar Pradesh; Fig. 38). In all these instances, the
two-armed Ambika is seated in lalitasana with her mount lion carved
on the pedestal. She holds amra-lumbiin the right hand and supports
a child, seated in the lap, with her left hand. The tiny figure of her
Jina Neminatha and foliages of mango tree alongwith her elder son

38

Saheth Maheth
(Gonda, U.P.),
10th century
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(on right) have also been carved. All these images are now deposited
in the Reserve Collection of the State Museum, Lucknow (Acc. No.
1798, ) 853, 0.334). The images from Bateévara (] 798) also contains
in it parikara the figures of two-armed goddesses showing
abhaya-mudra and kalasa. The throne-frame animals, lay devotees
and flying maladharas are also carved. Ambika, wearing dhammilla
and the usual ornaments, is shown in a graceful manner.

The Maladevi temple (10th century A.D.) at Gyarasapur (Vidisha,
M.P.) has two figures of Ambika, on its northern and southern
$ikharas. In both these intances the two-armed Ambika, endowed
with foliages of mango tree overhead, rides a lion and holds amra-
lumbi and child.

Likewise, her images (10th-11th century A.D.) from Siron (Fig. 39)

39

Siron (Lalitpur,
U.P.), 10th century
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Jabalpur district,
c. 11th century
(p. 90)
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Gandharvapuri
(Gandhawal,

Ujjain, M.P.),

10th century (p. 90)
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With Kubera etc.,
Chandpur (Lalitpur,
U.P.), 10th century

90 Ambika

and Chandapur (Fig. 40) in U.P. and Thubaun, Chanderi (Fig. 41),
Budhi Chanderi, Kari Talai (Fig. 42), Narwar, Vidisha (Fig. 43) and
some more places in M.P. represent the two-armed Ambika, with
lion mount, shade of mango tree overhead and amra-lumbi and

belonging to 10th century A.D., is reported from Khukhundoo
(Gorakhpur, U.P.). The image, now in the State Museum, Lucknow
(Fig. 44), also shows the figure of her elder son. One of her images
from some place in M.P. is also preserved in the National Museum,
New Delhi (Acc. No. 75. 890). In few other examples from Jabalpur
(Fig. 45), Dhubela, Gwalior, Vidisha and Gandharvapuri (Fig. 46,
on page 90) belonging to 10th to 15th centuries A.D., Ambika is
represented with identical features. In few examples she is also
accompanied by her elder son, standing nearby and plucking mango
from the amra-lumbi.

A beautiful Cedi period image of about 12th century A.D. depicts
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Chanderi (Guna,

M.P.), 11th century
(p. 90)
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Kari-talai
(Jabalpur, M.P.),
10th century

(p. 90)
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Vidisha (M.P.), c.
10th century (p. 90)
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47
Dhubela (Nowgong,
M.P.), 11th century

the four-armed Ambika as riding a
lion and as holding amra-lumbi,
lotus and child in her three
surviving hands.e A number of
figures procured from different
places in Madhya Pradesh are also
preserved in different museums of
Madhya Pradesh, namely-Dhubela
(Fig. 47), Gwalior, Vidisha Rewa
and Bhopal.”

Two exceptionally magnificant
figures of two-armed Ambika,
datable to c. 10th century A.D. are
found from Hingalajagarh (Man-
dsaur, M.P.). One of these figures
is a cult image (Fig. 48, on page
95) which represents Ambika as
standing in tribhanga. The image is
now preserved in Indore Central
Museum. The dhammilla and the
ornaments alongwith artistically
tied breastband, are of fine work-
manship. The elegantly modelled
figure has slightly smiling face. The
bunches of mango tree, although
somewhat mutilated, beautifully
form the nimbus. The present stele
undoubtedly is an important piece
of quality art. The right hand of
Ambika is broken but with left she
supports a child (nude), touching
her breast and wearing surprisingly
channavira. The figure of her
vahana, rampant lion, is carved on -
left. Over the head of Ambika,
there appears Neminatha, flanked
by four other Jina figures, two of
which are identifiable  with
Parévanatha and Suparévanatha.



48

Hinglajagarh
(Mandsaur, M.P.),
c. 10th century

F The rendering of female attendants
~and six four-armed goddesses in
~ parikara is quite important and
- suggests the specially exalted posi-
~ tion enjoyed by Ambika. The other
figure (Fig. 49) from Hingalajagarh,
preserved in the Bhanpur State
Museum, is not that elaborate. It
shows Ambika as seated on lion
with amra-lumbi and child. A third
figure of Ambika from the same
place (Fig. 50) is also remarkable.

Three exquisitely carved cult
images of Ambika, belonging to
10th-11th century A.D., are also
procured from Ahar (Tikamgarh;
Fig. 51), Singhpur (Shahdol; Fig.
52) and Antra (Shahdol; Fig. 53).
In all these examples, the two-armed
Ambika sits gracefully on lotus with
her lion mount carved below. She
holds amra-lumbi in right hand
while with the left she supports a
child, seated in lap. (However, the
right hand of Ambika is broken in
the images from Shahdol.) The
elegantly carved figures from
Shahdol are excellent examples of
Kalchuri art of about 10th-11th
century A.D. The beautifully carved
ornaments, dhoti, coiffure and
nimbus are attractive. The carving
of nimbus and parikara shows
refined taste. Ambika sits in repose-
ful manner which apparently is
suggestive of her divine character.
The Yaksi, accompanied by her
elder son, is provided with foliage
of mango tree and figure of
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Hinglajagarh
(Mandsaur, M.P.),
c. 10th century)
(p. 95)
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At pedestal,

Hinglajagarh 51

(Mandsaur, M.P.), Ahar (Tikamgarh,
c. 10th century M.P.), 9th century
(p. 95) (p. 95)

Neminatha overhead. In the figure from Singhpur, we also find the
representation of Cakre$vari Yaksi and Sarasvati (playing on vipa)
in the parikara. The image from Ahar contains the figure of her elder
son, standing close to her feet.

We find that after the 12th century A.D. the number of both
independent and Jina-samyukta figures of Ambika decreased sharply.
This was apparently due to the Muslim invasions which put a sanction
on image making and worship. As a consequence, the carving of
images and also the construction of temples suffered badly.

However a few images of Ambika found from Mathura, Gwalior
and some other places, show that the worship of Ambika was still
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Singhpur (Shahdol,
M.P.), 10th-11th
century A.D. (p. 95)
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M.P.), c. 10th

century (p. 95)
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Hamirpur (U.P.),
13th century

55
Darhat (Hamirpur,
U.P.), 13th century
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in vogue. Barring two examples from Darhat (Hamirpur, U.P.),
Ambika is always represented as two-armed and as riding a lion. In
all such instances, she holds as usual the amra-lumbi and a child,
and her elder son is carved on her right. Two 13th century images
of Ambika from Darhat (presently in the State Museum, Lucknow;
Acc. Nos. G312 and 66.225; Figs. respectively 54, 55), are specially
interesting for their iconography. In both the examples, the
four-armed Ambika, though crude in modelling, wears typical
medieval stellate-cut mukuta and sits in /alita-pose on a bhadrasana
with her lion mount carved on left. In one instance, she holds
amra-lumbi, noose, vajraghanta and child (nude) while the other
figure represents her with amra-lumbi, lotus-cum-manuscript, mirror
and child. Her elder son is carved either on right or near the folded -
leg of the Yaksi on left. Ambika, in both the cases, rests under a
mango tree topped by small seated figure of Neminatha. The
rendering of manuscript-cum-lotus and vajra-ghanta does not find
textual support and is perhaps intended to manifest the Sakti aspect
of goddess with atleast some bearing of Brahminic Siva.



Ambikain Art : Later Phase
(9th to 16th centuries A.D.)
Bihar, Bengal and Orissa

Bihar and Bengal did not contribute much to the development of
Jaina S3sana-devatas. It appears that their visual representations did
not gain much favour in the region. This is why we find very few
examples of the images of Ambika, both in stone and metal, from
the region. These figures found mainly from Rajgir (Vaishali) and
Aluara (Dhanbad) in Bihar and Nalgora, Bankura, Barkola, Pakbira
(Manbham) in Bengal, are datable between c¢. 10th and 12th
centuries A.D. The figures belong exclusively to the Digambara
tradition. One of the beautiful stone images of Pala period belonging
to c. 10th century A.D., is preserved in the National Museum, New
Delhi (Acc. No. 63. 940; Fig. 56). The two-armed Ambika stands
in sama-bhanga on a double petalled lotus with a dwarfish figure
of her mount lion, carved in relief, below the lotus seat. Ambika,
as usual, bears amra-fumbi and a child (nude), standing close to
her and holding the finger of Ambika. To her right there appears
her elder son. The goddess, bejewelled in rich ornaments, is joined
by the figures of attendants and musician in the parikara with the
figure of her jJina Neminatha and foliages of mango tree overhead.
The figure is a beautiful example of Pala art showing slenderness in
body and profuse ornamentation.' Another figure of about 12th
century A.D. is preserved in the Modern Jaina temple at Rajgir. The
two-armed Ambika here sits in /alitisana on lion mount under a
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mango tree and holds a mango fruit and child in her hands. How-
ever, her elder son stands on right. The two other images of two-
armed Ambika, found from Aluara (Dhanbad) and Nalanda, are
preserved respectively in the Patna Museum (Acc. No. 10694) and
the National Museum, New Delhi.? The figure from Aluara depicts
Ambika as standing in tri-bhanga. She is joined by her two sons and
lion mount.’

The two-armed figure from Pakbira (Manbhiam) shows Ambika
with amra-lumbi and child (standing nearby). A bronze image of
two-armed Ambika from the forest Khadi-Pargana in the Sundarbana
region of Bengal shows Ambika as standing under mango creeper
and as holding a child in her left hand and a bunch of mangoes in
the right. On her right, there stands her second son alongwith lion.*

Likewise the figures from Ambikanagar (Bankura), Barkola and
Nalgora (24 Parganas), show the two-armed Ambika with lion
mount.® Ambika in these instances is either seated or standing in
tribharga on lotus seat and holds amra-lumbi and child in her two
hands. The figure of her second son also appears in these instances.
The younger son Priyankara holding the finger of Ambika either sits
in the lap or stands nearby. The 10th century bronze image from
Nalgora shows Ambika as standing and as holding amra-lumbi in
right hand and child in the left alongwith the figure of her elder son,
standing close to her on right. The above images mostly contain the
figure of Neminatha and the foliages of mango tree over the head.

Thus we can conclude that Ambika in Bihar and Bengal is always
shown with two hands and with traditional features, as envisaged
by the Digambara works.

Jainism entered in Orissa as early as in c. second-first century
B.C., as is evidenced by the Hathigumpha inscription of Kharavela
and several early Jaina caves in the twin hills of Udaigiri and
Khandagiri. Jainism continued to flourish uninterrupted in
subsequent centuries and the most vigorous art activity after second-
first century B.C. is witnessed in Udaigiri-Khandagiri caves between
c. ninth and the 12th centuries A.D. The Jaina remains from Orissa
apparently belong to the Digambara tradition. Ambika like in other
parts of the country was very popular in Orissa also which is
approved from the large number of her images from different places
in Orissa. Of all the Sasana-devis, she was particularly given an
exalted position. We come across quite a large number of her
independent figures, both two-armed and four-armed, ranging in
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date from about ninth century A.D. to the 12th century A.D. She
came to be venerated as an independent goddess, as in some of
her images the figures of Jina Neminatha is conspicuous by its
absence.®” Ambika is usually shown with a small son seated in left
lap while her elder son Subhankara, somewhat grown up, stands
by her right side. The Yaksi invariably holds a bunch of mangoes
in her right hand alongwith the branches of mango-tree, laddened
with mangoes, over her head. Debala Mitra rightly observes that
Ambika’s popularity was undoubtedly due to her symbolized
fertility.”

The figures of Ambika are found mainly from Anandpur, Khunta-
pal (Mayurbhanj), Podasingidi (Keonjhar district)., Jambhira, Barudi,
Badasai, Balighat (Balasore district), Kachela (Koraput district), B.
Singpur  (Koraput district), ~ Brahme$varpatna,  Achutaraja-
pur and Barabhuji and Navamuni caves in Khandagiri (Puri district).”
In all the examples, Ambika either sits in lalita pose or stands in
tribhanga. The pedestal of Ambika image is mostly decorated with
lotus. The figure of her lion mount is usually carved below the
pedestal. The branches of mango tree beautifully form the back
drop in all the images with the figure of Neminatha, seated in
dhyana-mudra, at its top.

The two Ambika images from Badasai, however, do not contain
the figure of Neminatha. In some examples an ornate nimbus and
decorative torana pillars are also carved. In most of the examples,
the figures of lay devotees are also shown. However, the figures of
female attendants, bearing fly-whisk, are carved only in few
examples. One such example is known from Podasingidi (c. eighth
century A.D.). The two-armed Yaksi here supports a child seated
in lap with left hand while the right hand is damaged.”

The two-armed Ambika is invariably shown with amra-lumbi (or
even an amra-Sakha) and child (in lap) in right and left hands.
However, in one of the figures from Podasingidi, she shows the
varada-mudra with right hand. In few instances, one or both the
sons are shown standing and plucking the mangoes from the
amra-lumbi held by their mother, Ambika. The rendering of the
second son, was, however, not very regular. In few instances the
goddess is also shown with four hands. One such image from
Badasai shows her with varada-mudra, amra-lumbi and one hand
being kept on the thigh. The other instance of the four-armed image
from Barudi depicts Ambikd with the varada-mudra, a bunch of



mangoes and some indistinct objects. It may be observed here in
passing, that the redering of the Sasana-devatas with the Jinas was
not at all popular in Orissa and hence the Jina-samyukta images of
Ambika are not found.

As elsewhere, the form of only two-armed Ambika was popular
in Orissa. The rendering of two-armed Ambika in the group of 24
and nine Yaksis respectively in the Barabhuji (Figs. 57, 58) and
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Khandagiri
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Khandagiri (Purs,
Orissa), 11th-12th
century

Navamuni caves at Khandagiri, datable to ¢. 11th-12th century
A.D., are importantinasmuch as they show her with Jina Neminatha.
It is interesting to find that while most of the Yaksis possess four to
20 hands in their collective renderings in Barabhuji and Navamuni
caves, Ambika retains her conventional form with two arms. In both
the examples, Ambika is seated in lalitasana with her mount lion
and branches of mango tree. The figure in Navamuni cave holds as
usual dmra-lumbi and putra. Close to the Yaksi, wearing
Jata-mukuta, the figure of her elder son Subharkara (nude) is also
carved. The example in Barabhuji cave, however, shows fruit and
the twig of a mango tree in the right and left hands. The figure of
her younger son, Priyankara, however, stands on lefts."

Three irnages of two-armed Ambika from Orissa are preserved in
different museums of India and abroad. Of these, the earliest figure
(see fig. 56 above) belonging to c¢. 10th century A.D., shows the
two-armed Ambika as standing reposefully with amra-lumbi in right
hand and the younger son Priyankara (nude), standing and holding
the finger of her mother, in the left. Apart from the beautiful
double-petalled louts seat, lion mount, devotees, shade of mango
tree and figure of Neminatha overhead, there also appears her elder
son Subhankara (not nude) on the right flank. The figure, now
exhibited in the National Museum, Delhi (Acc. No. 63. 940), is a
magpnificent piece of art.

The second figure, assignable to ¢. 11th century A.D., is now
preserved in the British Museum, London. Ambika stands gracefully
on double lotus in flexed pose with the figure of her Jina at the top.
On both the sides are carved rising creepers showing the figures of
monkeys etc. The YaKsi, standing under a mango tree, wears
exquisitely carved ornaments and somewhat transparent sari. The
two-armed Yaksi holds an @mra-lumbi in right hand, close to which
there stands her elder son Subhankara, making a bid to pluck a
mango from the amra-lumbi. The Yaksi supports with her left hand,
her younger son Prabhankara, clinging to waist and touching the
breast. The lion is carved on the pedestal. Almost identical images
of Ambika from Orissa are preserved in Victoria and Albert Museum,
London and Standahl Galleries U.S.A."

Apart from the above stone figures of Ambika, some of her bronze
images are also discovered by Debala Mitra from the village
Achutarajapur in Orissa. These bronze images are now preserved
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in the Art section of Orissa State Museum, Bhubaneswara. There
are four images in the collection showing likewise the two-armed
Ambika as seated in lalitasana or maharaja-lila pose. In all cases,
Ambika is two-armed and holds amra-lumbi (or a twig with the
bunch of mangoes) in her right hand while with left she supports a
child. Her elder son, however, stands on her right. The rendering
of lion and mango tree could also be seen. All these figures are
heavily decked in different ornaments.'’



RSN
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Ambika in Art: Later Phase
(9th to 16th centuries A.D.)
South India

Although the rendering of Ambika started in south India in c.
A.D. 600 (as evidenced from the examples at Badami and Aihole),
yet she could not attain that favoured position in the region as
enjoyed by some other Yaksis like Padmavati, Jvalamalini and
Cakresvari. However the figures of Ambika procured from almost
all parts of south India are spread over ninth to the 16th century
A.D. The rendering of two-armed Ambika was the most favoured
form in the region. We are encountered with only a few examples
of her Jina-samyukta figures. In most of the examples, the two-armed
Ambika is accompanied by her two sons and lion mount. Both the
sons (instead of one being in the lap) are shown on her left flank.
However, the rendering of amra-lumbi in the hand of Ambika was
not a regular feature. The south Indian images show mango tree in
place of its foliages over the head of Ambika.

One of the early figures of Ambika (Fig. 59), seated in /alitasana
on pedestal, is found from Hagargundagi (Gulbarga, Karnataka).
The two-armed Ambika is joined by her two sons (nude) on two
sides. She holds an dmra-lumbi in right hand while the left hand is
kept on thigh. The figure of her lion mount is carved on left. The
figure, belonging (o later Chalukya period (10th century A.D.), is
now preserved in the Govt. Museum, Gulbarga. The oval and
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somewhat elongated face and beautiful turban like headdress are
particularly interesting. P.B. Desai has published several of the
figures of Ambika from south India." Anandamangalam (near
Kafchi) has yielded an image of Neminatha wherein two-armed
Ambika standing with her lion mount is carved as the Yaksi. She
holds some indistinct object in her right hand while the left hand is
placed on the head of her child. An independent figure of two-armed
Ambika is found from Kalugumalai (Koilpatti taluk, Dist. Tinnevelly).
The image, belonging to 10th-11th century A.D., shows two-armed
Ambika as standing and holding amra-lumbi in left hand while her
right hand is placed on the head of a female child, instead of the
son or even the attendent. However, both of her sons stand on left.
Another image of about ninth-10th century A.D. is found from the
hill of the chdranas in Travancore state. The two-armed Ambika
stands with right hand in the varada-mudra and left hand hanging.
The lion is carved on right while her both the sons stand on her left.

One of her images, procured from Vengunram (north Arcot),
shows the two-armed Ambika (Fig. 60) with amra-lumbi and
varada-mudra. The image, belonging to 12th century A.D., also
shows lion and both of her sons near the feet. One of her bronze
images, belonging to 13th century A.D., is known from Singani-
kuppam (presently in the Govt. Museum, Madras, Acc. No.
321/57). The two-armed goddess stands gracefully in tribhariga on
padmasana with her left hand kept on the head of a garland-bearing
maid (cet). The small figure of her son (nude) stands on right.?
Another bronze figure of Ambika, fairly late, is found in the temple
at Tirupparuttikkunram.? The two-armed Yaksi stands on lotus and
holds lotus bud in right hand while the left hand is hanging down.
There appears a tiny figure of her jina Neminatha on her jata-
mukuta. Another identical figure is found again from Tirupparut-
tikkunram. The wall paintins from this place, also called Jina-Kanchr,
show four-armed Ambika in Padmasana and holding goad and
noose in her upper hands while the lower hands show the abhaya
and the varada-mudra.

The Jainas of Tantric traditions also invoked Ambika. One of such
instances is that of Akalanka who is alleged to have vanquished his
Buddhist opponents with the aid of Kismandini, another appellation
of Ambika.* A number of figures of Ambika are found from different
places in Karnataka. A two-armed figure from village Bankur
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Venkunrum(North
Arcot, Tamilnadu),
14th-15th century
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{Gulbarga), shows her with amra-lumbi and child. The image,
assignable to ¢. 11th century A.D., also shows the lion mount and
mango tree. The figures of Ambika found at Ammanagi (Hukeri,
Belgaum; Parsvanatha Basti, 13th century A.D.; Fig. 61), Gudigeri
{Kundagola, Dharwar; Mahavira Basti, 11th century A.D.), Hubli
(Dharwar, Anantanatha Basti, 13th century A.D.; Fig. 62, on page
115), Sedum (Gulbarga, Santinatha Basti, c. 12th century A.D.; Fig.
63, on page 116), Moodbidri (South Kanara, 14th century A.D.
onwards; Fig. 64, on page 117), Terdal (Jamkhandi Bijapur; Jaina
temple, 12th century A.D.; Fig. 65 on page 122), Nalldra (South
Kanara, Par§vanatha Basti, 12th century A.D.; Figs. 66, 67, on page
118 and 119), Vindhyagiri (Sravanabelgol, 13th century A.D.; Fig.
68, on page 120), Chandragiri (Sravanabelgol, 13th century A.D.;
Fig. 69, on page 120), Malkhed (Sedum, Gulbarga, Neminatha
Basti, 11th century A.D.; Fig. 70, on page 121) and Yadgiri
(Gulbarga; Mahavira Basti, 16th century A.D.) are specially
noteworthy. These figures invariably show two-armed Ambika-either
seated or in tribhanga with lion mount and as holding amra-lumbi
(or lotus) and fruit (or child). The figures which do not show child
in her left lap, represent both of her sons standing together. In some
instances from Gudigeri one of her sons rides on lion mount while
the second son stands on her right. The goddess, wearing
karanda-mukuta, is usually provided with the figure of the Jina over
head. In few instances, the lion mount has not been shown
(Moodbidri). The rendering of mango tree over the head of Ambika
was popular also in Karnataka. One of the beautiful figures of Ambika
(Fig. 71, on page 124) is found from Jaina Basti of Angadi
(Chikmagalur). The profusely ornamented figure of 11th century
A.D. shows beautiful rising creepers on both the sides with a small
bunch of mango fruits hanging overhead. Ambika in tribharga holds
an amra-lumbi in right hand while her left hand is placed on the
head of her younger son, standing (nude) and holding fruit and
danda. However, the figure of her elder son, wearing decorated
mukuta is shown sitting on her lion mount on right. The ornaments
are minutely carved and the features are also pleasing.® The figure
of two-armed Ambika bearing amra-lumbi and fruit and with the
figures of two sons on two sides (the figure on right rides a lion) is
obtained from Sravanabelgol. Ambika is profusely ornamented and
wears particularly embellished tall mukuta. An 11th century figure of
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(Belgaum, Kamnataka),
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Hubli (Dharwar,
Karnataka), 13th

century (p. 113)

two-armed Ambika (Fig. 72, on
page 125) from Narayanapur
(Dharwar, Karnataka) shows her
in tribhanga and as holding
amra-lumbi in right hand while
the left hand kept on the head of
her son is mutilated. Her second
son rides on lion. The figure is in
the Kalyani Govt. Museum. Her
two-armed figure with amra-lumbi
and child is found from the Jaina
Basti in Angadi. The second son
and lion mount are carved on the
right.

Humcha in Shimoga district has
yielded about four independent
figures of Ambika, datable, bet-
ween 10th and 11th centuries
A.D. In all the examples (Figs. 73
to 76, respectively on pages 126,
128, 127 and 129), Ambika,
seated in sukhasana, holds
amra-lumbi and child. Her mount
lion and second son are carved
either on the pedestal or on right
flank. One such figure (Fig. 77, on
page 130) is preserved in Shimoga
Gowvt. Museum. Since these
figures are fashioned in granite the
workmanship is somewhat crude.
Three figures of two-armed
Ambika are found at the Hoyasala
sites at Halebid (ParSvanatha
temple; 2 figures; Fig. 78, on page
131) and Arsikere (Mahavira tem-
ple). The figures, datable to 12th
century A.D., represent her as
seated in lalitasana and as holding
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Sedam (Gulbarga,
Karnataka), c.
12th century

(p. 113)

amra-lumbi and fruit. Her younger
son (nude) appears on left while
the elder son, riding on his
mother’s lion mount is carved on
right. In two instances the elder
son shown as grown up man
holds manuscript (or lotus) and
fruit instead.

Two figures are found from
Kambadahalli (Mandya, Pan-
cakata, Basti, 12th century A.D.;
Figs. 79, 80, on pages 133 and
132). In both the instances,
two-armed Ambika, seated in
lalita pose, holds amra-lumbi and
fruit. One of her sons stands nude
on left while the elder son rides
on her lion mount on right. Two
of her figures from Karnataka
standing in tri-bhanga and holding
amra-lumbi and fruit are displayed
in the National Museum, Delhi
(Acc. Nos. 74.127 and 48.4/21).
The goddess stands under a
mango tree with the figure of
Neminatha and her younger son,
standing on left. Her elder son,
riding on lion, is depicted on
right.”®

Thus Ambika in south India is
represented mainly as two-armed
with only two exceptions from
Karnataka, where she is carved
with four hands. One such figure:
is found from Terdal (Jamkhandi,
Bijapur). The figure, preserved in
the Jaina temple, called Gonka
Jinalaya, belongs to the 12th
century A.D. Instead of her usual



lion vahana an elephant is carved (on right) here with a figure of
her son riding on it. The beautiful image with profuse ornamentation
shows the Yaksi with amra-lumbi, goad, noose and fruit. The
younger son, however, stands (nude) on her left. The other figure
(in bronze) is obtained from Nallira (Karkala, South Kanara). The
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Moodbidri (South
Kanara,
Karnataka), 13th
century (p. 113)
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Nallur (South
Kanara, Karnataka),
16th century (p. 113)
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Nallur (South
Kanara, Karnataka),
16th century (p. 113)
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Sravanabelgola
(Hassan, Karnataka),
10th century (p. 113)

69

Sravanabelgola
(Hassan, Karnataka),
10th century (p. 113)

image, belonging to 16th century, is found from the Parévanatha
Basti. The four-armed Yaksi, seated on double lotus with her lion
mount carved below, holds fruit, disc, conch and lotus bud.
However, her younger child sits in her left lap while the elder son
(Subhankara, nude) stands on the right.
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Melkote (Gulbarga,
Karnataka), c. 10th
century (p. 113)
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Terdal (Bijapur,
Karnataka), 12th

century (p. 113)
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Ambika in Painting

Ambika also appears in paintings from about 12th century A.D.
onwards. Ambika in all the examples is shown as seated in /alita-pose
with her one leg dangling down and other being folded. Her slim
body is beautifully modelled in paintings with unusually narrow
waist, and sharp and long eyes and nose. Her serene appearance,
beautifully done coiffure with small curls hanging on cheeks,
prominent breasts, somewhat oblong halo, and above all, highly
ornate dhoti, bodice and hovering scarf are also commonly noticed
in all the paintings. She is bedecked in ornate golden mukuta, long
necklaces, bracelets and anklets. Her dhoti is decorated with
rosettes, cross and other designs. The colour scheme in the paintings
is mostly sharp but soothing.

One of the paintings in the collection of U.P. Shah shows the
Tantric form of the eight-armed Ambika. The figure, concurring with
the Tantric dhydna-mantra of the Digambara tradition referred to
by U.P. Shah, shows her with corn, trident, bow and the abhaya-
mudra in right hands while the left ones show goad, lotus, arrow
and amra-lumbi. The presence of lion mount makes her
identification with Ambika doubtless.’

Motichandra has published two paintings of Ambika from western
India.? Of these, the first is in the collection of Upadhyayaji Sri
Viravijayji Sastrasamgraha, Chhani (Vadodara Cat. No. 1155). The
palm-leaf manuscript painting (folio No. 227; size 2"x 23/8"), dated
A.D. 1161 (V.S. 1218), shows the two-armed Ambika as seated on
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Angadi (Chikmaglur,
Karnataka), 11th
century (p. 113)

a cushion.® Her lion mount facing
right is shown below the cushion.
She holds a baby in her right hand
while the left hand holds an
amra-lumbi, the attributes appa-
rently are here juxtaposed. She
wears beautiful green coloured
sari decorated with pink coloured
rosettes. The goddess, benign in
appearance, is labelled as Ambai.

Another painting of Ambika
from the palm-leaf manuscript of
the Neminatha-caritra of
Hemacandra's Trisasti-Salaka-
purusa-caritra, is preserved in the
Santinatha Temple Bhandara at
Cambay. The painting, dated V.S.
1298 (A.D. 1241), renders the
four-armed  Ambika, having
golden complexion, with a child
seated in her lower right hand. Of
the remaining three hands, two
carry amra-lumbi, while the lower
left bears only a mango fruit. The
painting reminds us of her alike
renderings in the Vimala Vasahi
and the Kharatara Vasahi at Mt.
Abu.* Ambika, fully ornamented
and dressed in dhoti and fluttering
scrarf, sits on a cushion in
lalitasana. Below her cushion
there appears a crouched lion.
The elder son (nude) Subhankara -
stands close to her. The goddess
with smiling face wears beautiful
black sari decorated with white
coloured cross-like design. The
entire colour scheme and well
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Narayanpur
(Dharwar,
Karnataka), c.

11th century (p. 115)

proportioned body are excellent.
The slim body with narrow waist
and beautiful hair curls hanging
on cheeks are also magnificent.

S.N. Nawab has published a
painting of two-armed Ambika, as
usual seated in lalitasana on a
cushion with the figure of her
mount lion shown below the
seat.” The paintings, dated V.S.
1241 (A.D. 1185), renders Ambika
with a child, seated in lap, in right
hand and an amra-lumbi with
seven mango fruits in the corres-
ponding left. The goddess, wear-
ing green coloured sari showing
pink coloured resette decorations,
is shown giving motherly smiling
look at her son in the lap. She
wears a beautiful long necklace,
triangular mukuta and hovering
dupatta.

One very interesting palm-leaf
manuscript of Pandava-caritra by
Maladhari-Devaprabha Sari in the
Santinatha Bhandara, Cambay,
contains on its first folio a painting
of Ambika.® The four-armed
Ambika sitting under a mango tree
with its branches spread all
around, shows the abhaya-
mudra, amra-lumbi, amra-lumbi
and her son Priyankara, lying in
lap. The golden complexioned
Ambika, wearing lower garment,
hovering scarf, kundalas, mukuta
and other ornaments, has benign
appearance. Her vahana lion and
second son Subhankara are also
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Humcha
(Shimoga,
Karnataka), c.
11th century
(p. 115)

126 Ambika

shown in the painting. The figure of rampant lion is here shown
standing separately. The painting is datable to 13th century A.D.
Another painting of four-armed Ambika is in the manuscript of
the Rsabha-deva-caritra which is now in Sangha-no Bhandara of
Patan (Gujarat).” The manuscript, dated in A.D. 1232, shows




Ambika as seated in /alita pose on a cushion. There appears her
rampant lion mount, facing right, under the seat. The Yaksi supports
her younger son Priyankara, seated in lap, with her lower right hand
while the remaining three hands carry respectively an amra-lumbi,
amra-lumbi and mango fruit. Ambika dressed in ornate sari, showing
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Humcha (Shimoga,
Karnataka), 10th
century (p. 115)

Ambika 127
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Humcha (Shimoga,
Karnataka), 10th
century (p. 115)

128 Ambika

densely designed circular marks, fluttering scarf, and mukuta, has -
her elder son Subhankara also standing (nude) on the right flank
Subhankara aiso holds a mango fruit in his left hand. The delineation
of mango tree over the head of Ambika is beautiful.

A.K. Coomaraswamy has also published an old Jaina pata on
cloth, datable to c¢. 15th century A.D. The four-armed Ambika,



seated in lalitasana, holds lotuses in her upper hands while the lower
right and left hands show the abhaya-mudra (actually varada-mudra)
and the son.® However, the figure of her lion mount is not discernible.

Thus it is apparent that in paintings, Ambika is represented as
possessing two, four and eight hands. The paintings mostly corres-
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Humcha (Shimoga,
Karnataka), c. 11th
century (p. 115)
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Shimoga
(Karnataka), c.
11th century
(p. 115)

130 Ambika
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Halebid (South
Kanara, Karnataka),
12th century (p. 115)

pond in details with the figures carved in the $vetambara Jaina
temples of western India, specially Delvada(Vimala Vasahi) and
Kumbharia. In some cases, the rendering of son in the right hand
and amra-lumbi in the left are surprising,

Ambika is also shown in the painting of the story of Agnila (the

Ambika 131
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LETNISED ELEL
(Mandya,
Karnataka), 10th
century (p. 116)

name of Ambika in previous birth)
illustrated in the wall paintings in
the sangita-mandapa of the Var-
dhamana temple at Tirupparut-
tikkunram (Jina Kanchi).? The
Yaksi, seated cross-legged and
wearing conical mukuta, is joined
by her two sons on the two sides.
There stands a female attendant
with garland on right. Another
panel shows the four-armed
Ambika likewise sitting cross-
legged and wearing a conical
crown. The Yaksi bears the
abhaya-mudra, goad, noose and
the varada-mudra. To her left
there stands a group of female
figures, of which only two are
discernible in the old painting.
The rendering of the figures of
Ambika in the narrative of Agnila
is thus interesting since they show
her without lion mount and
amra-lumbi.
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lain, S.K., op. cit, p. 22.

Ambika-tadarmka (Appendix 19 of Bhairava-Padmavati-kalpa, p. 93}.

Bhagavati-satra, 10.5, 18.2; Nirayavalivdo, iii. 4, p. 79, Shah, U.P.,

“Yaksa Worship in Early Jaina Literature™, Journal of Oriental Institute,

Baroda, Vob. }ll, Neo. |, Sept. 1953, pp. 54-71. Misra, Ramanath,

Yaksha Cuft and Iconography, Delhi, 1981, p. 53.

10. Shah, U.P., ‘Yaksa Worship in Jaina Literature” pp. 60-65.

11. Shah, U.P., Akota Bronzes, p. 29, fn.6. Shah, U.P., “Inroduction of
43sanadevatas in Jaina Worship’’, Proceedings & Trans. of Oriental

Conference, 20th Session, Bhubaneswar, Oct. 1959, Poona, 1961,
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27. Ambiki-tidarnka and Ambika-stavana of Vastupala (appendices No.
19 and 20 of Bhairava-Padmdvati-kalpa, p. 92-95).

Chapter 3
1. fEEE Wael fOGEEEnaa | FEECfergaREra weefsTed | |

Urjjayanta-stave (verse 13) of Kalpa-pradipa or Vividha-tirtha-kalpa
(Ed. Jina Vijaya, Singhi Jaina Series No. 10, Pt. 1, Santiniketan, 1934).
138 Ambika 2. Rdpa-mandana 6. 25-26.
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M.

| oA T A dieaeon faareh 31 TreAEe frere R g |

Kalpa-pradipa, p. 19.
SETEEE o1 forg o Stag]as FivaTeT SR 9233 |

Kafpa-pradipa, p. 14.

. Farrafe Fars S FarE TGRS

feerirRrT e |
fryTg G i A wagreh e afreg ) |
Caturvirnéatikd 88.22.
R FomTe TG EEAAEESRES, T YA frwf guwd
ufiscafies @)
o o1 I dfeRa wer wif dfie, TR e
A | )
Caturvirbsatikd 96.24.
TRt T S RreaRfaadmseeTal | Ry !
1 v g A Rdfirediesror favard Braarugararel AIRGEHE ) 1
Stuti-caturvirndatika 22 .4, also see its 24.4.
At Jeast in one mantra Ambika is also provided with a buffalo as her
vdhana :
3} Fonfichi @ TEEREEAES I T FR T e
Ambika-devi-kalpa of Subha-candra (in manuscript; as quoted by U.P.
Shah, in his article ‘lconography of the Jaina Goddess Ambika’ four.
University of Bombay, Vol. 1X, 1940-41, P. 149, in 2.
Foedt 2 Famav e a@ﬁw tn@%r{rmwgaaafm RZIESUEERE
R 9 )
Nirvapa-kalika 18 .22.
TR g WO R | STRRI SRR A | |
AR | SRR W WA i |
Trisasti-salaka-purusa-caritra 8.9.385-86.

e ST 26 FEae: fiEaE Sgue AmciaTagEaeia-

FEY PIEHORETARSE 4 |
Pravacana-saroddhara 22, p. 94.
fovgen fiearean swddl g |
0 P TE KA e | g R gerrRaatouT | )
Pratistha- 5ara safgraha 5.64, 66.

# sl R YR e aa g ¢
Ry gt Fordl ERTETRSSR, S ceRTTe Rt )
Pratisth3-saroddhira 3.176.
T ot R Al W OO, ST YRGS o TR B
IR W mRfEieT Srandeg ) 9l o a9

Pratistha-tilaka 7.22.
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12. SRR | FpEF AL e |

Padmananda-mahakavya: appendix Neminatha, 57.

13, W 9 TEd SSae GRUEay S T 9 g | ameeg T @ %A ¥

i4,

15,

16.

17.

18.

19,

20.

21.

22,

23,

wd | Rt aavRean & Fans Wiifes:
Ambika-devi-Kalpa (61st chapter of Kalpa-pradipa), p. 107.
fiPres FTHaTE STEEYS o, SRRt fawdh et 9
ST STl R, deg % 5w R ]
Acira-dinakara, Pt. 11, 22, p. 177.
e SagRarTTaeT | FSHE 9 T (7 79) [ o9 (¥) ey
FRE
Riapavatira (As quoted by U.P. Shah in his paper on the lconography
of Jaina Goddess Ambika, p. 159, fn. 4).
fareafiam o geR? (FFH) TAOaE, | 3T 3 a1 T a9 gRIEgh |
Rapa-mandana 6.19; also see, Devatd-mairti-prakarapa, 7.61.
Forfied FrrmtaRwias, smrafagitrreanmEs i
GRd FWFAAT q (AR-) TR e T
Mantradhiraja-kalpa 3.64.
Tigol Faeden By § S 307 POITEAE A YR qutae | |
Aparajita-preca, 221.36.
Ambik3-stavana (as appendix 20 of the Bhairava-Padmavati-kalpa, p. 95)
TRfraETRagiaE, Ty el 3 TafE
{As quoted by U.P. Shah in his paper ‘lconography of Ambika’, p.
150, fn. 3.
Ramachandran, T.N., Tirupparuttikkunram and Its Temples, Madras,
1934, p. 209.
Burgess, )., ‘Digambara laina lconography’, Indian Antiquary,
vol. XXXII, 1903, pp. 463, p!l. IV, fig. 22.
Bhairava-Padmavati-kapla, Appendices Nos. 16-19-21.
. Uit i waepit! et A gt
Rl WTTFOREERG! .
Ambik3-tatanka (Appendix 18 of Bhairava-Padmavati-kalpa, p. 91)
Fofiekl € 0 A ofEd § oo wHfER! I@ W w A AR A
e, O, TR, TS, T, o, i, wh v, feew, PR, T,
Hd, T I Troadd spared) S s, Wed, Svari, T,
i, SO, Sffaen)
Ambiki-titanka (Appendix 18 of Bhairava-Padmavati-kapia, p. 91).
finaprabha Séri invokes her as the remover of obstacles (Farg
fraEErd) and bestower of rddhi-siddhi (BEf sPmeareh iRt
Ambiki-devi-kapia (61st chapter of Kapla-pradipa, p. 107-08).



24, 3 &1 FaF! g o g1 ¢ He] G THTE T

25

26.

27.

28,

29.

3G,

31,

32, .

33 .

34,

35,

36.
3z.

Ambika-stutiappendix 17 of Bhairava-Padmavati-kalpa p. $0).
o & smmpifie gEReg) < 1 (3 ) )
Ambiki-tidarmka {Appendix 19 of Bhairava-Padmavati-kalpa, p. 92).
@ o 3 d T < G ogEedl W R T SRS
FEFETETEANRSE BAGTd TRy geei, 90 SRR -
TR Tfewa (12) BevES w1 adfiaw faw @ Rreae-
TR TEEaR-E Sa T e o faeefi | sy R wemefd
Ambika-tidarmka, (appendix 19 of Bhairava-Padmavati-kalpa, p. 93).
AT ERITATITRURI RO, EReary SRR = R R |
i Reiggrt e Vimmr B, Ao Wi B iR
7 24 AT, IR RGeS |
TG TR ARIRRRAT, SPRerOIrs SRR Ry e 3 1|
Ambika-staka, (appendix 16 of Bhairava-Padmavati-kalpa, p. 88).
TSI el RCTEITn ST, v o e gaiferea wren e |
TR TR WA Scminaaei, fe crar R R A I
Ambik staka, (appendix 16 of Bhairava-Padmavati-kapla, p. 89).
Ambika staka, (appendix 16 of Bhairava-Padmavati-kapla, 3-6, p. 88-89).
o F! Wit W & ) T W e |
[ G TARCAOAAICE ! TERCE) T AGHEIRD | )
TR EEARR SRR |
el neaeEaEFa! o X i & Bt v
Ambiki-siuti, verses 4-5 {appendix 17 of Bhairava-Padmavati-kapla, p. 30).
firmmea Srmiafirer SFR-THEITAN | SRR dtelfaantertt 7R A9 g
. ITER! ARHEERR | ORI e e .
Amb:ka t3tanka (appendix 18 of Bhairava-Padmavati-kapla, p. ).

"ﬁ@ﬁf@ﬂ:lw-ﬁﬂ:,wﬁ?ﬁﬁwm
& NP :

mmmwmmm i wRY
TR 79 F: | TERA s Wl weewed |
Ambikd-tadamka, (appendix 19 of Bhairava-Padmavati-kalpa, p. 92)
A I IRAERETITAEE R ViR T
As quoted by U .P_ Shah, in his paper 'lconography ofAmb:ka p. 161,

. . ARG TS
As quoted by U.P. Shah. op-cit., p. 161, in. 1.
Shah, U.P., gp-cit., P. 163.

. Rt %Fq'alsﬁma AFEFETTEFASEE |
Amb;ka -stuti, verse 8 {appendix 17 of Bhairava-Padmavati-kalpa, p. 90).
Ambika-devi-Kalpa, 61st Chapter of kalpa-pradipa, pp. 107-08.
For details consult, Shah, U.P., iconography of Ambika’, pp. 147-48. Ambika
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Appendix-A

Temples of Ambika

Besides several literary references to the ancient images and
temples of Ambika, mainly found in the Kalpa-pradipa of jina-
prabha Sori (first balf of the 14th cent. A.D.),’ we also come across
a few existing archaeological remains of ancient temples of Ambika,
ranging in date between c. eighth century A.D. and the 16th century
A.D.? One of the earliest tempies of Ambika, datable prior to A.D.
784 {probably to mid-8th century A.D.), is at Mt. Girnar in Gujarat.
The temple belonged to the Digambara sect.3 An inscription of
sarvat 1249 (A.D. 1192) refers to the pilgrimage of Vastupala, the
famous Jaina minister of the Vaghela regent Vira-dhavala of western
India, to the temple of Ambika on Raivataka hill (Mt. Girnar).* Jina-
harsa Sri also refers to the visit of Vastupala-Tejapala to the temple
of Ambika on Mt. Girnar. He further mentions that the two brothers
caused the construction of a big mapdapa in the Ambika temple
and also the parikara of the image of Ambika. They also installed
the images of Neminatha, Candapa, and his elder brother
Malladeva.s An eulogy given at the end of the golden lettered copy
of the Kalpa-satra also refers to the construction of the temple of
Ambika on the Gisnar hill by a sresthin Samala in sarvat 1524 (A.D.
1467).¢ The present temple on the Mt. Girnar apparently appears
to be the construction of the 15th century A.D. Thus we have a
long history of the construction and restoration of the temple of
Ambika on Mt. Girmmar from c. eighth century A.D. to the 14th
century A.D.

Another terple, again possibly of Digambara affiliation, and
attributable to ¢. late 10th or early 11th century A.D., is found neas
Than in Savrashtra (Gujarat).

The exquisitely carved unique image of Ambika from Patian-dai
ternple in Satna district of M.P. is indeed a cult image of c. 11th
century A.D. The image, presently preserved in the Allahabad
Museum, originally was installed in the sanctum sanctorum of the
Patian-dai temple.

Another termple, possibly of pre-medieval or carly medieval found-
ing was found at Kodinara in Saurashtra. Vastu-pala had founded a
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temple dedicated to Ambika at Kashrada (Kasindra}, near Karnavati
(Ahmedabad) in Gujarat. (The temple was founded between A.D.
1225 and 1235.) The 24th deva-kulikd in the Lana Vasahi complex
{Mt. Abu, Rajasthan, 2nd quarter of the 13th century A.D ) also
enshrines a large cult image of Ambika,” which possibly suggests
that this deva-kulika was dedicated 1o Ambika. An independent
shrine dedicated to Dharmi-devi {Ambika}, the Yaksi of Neminatha,
is situated to the south of the Vardhamana temple at Tirupparutti-
kkunram.8

1.

The most important images and temples were in Mathura, Urjayantagiri
{Mt. Girnar), Hastinapura, Abicchatrd and Pratisthanpura.

. The list is mainly based on the information kindly supplied by Prof. M.A.

Dhaky.

. T[EA- TR S T - A

e ofntr ey 58 @ Bsw avafe o

Hari-varhsa-purana, 66. 44,

. Jaina Tirtha Sarva Sarhgraha (Ed. Ambalal Premchand Shah), Vol I,

Ahmedabad, 1943, p. 128.

tbid., p. 128.

- - TR SRR | SR Fifte: S WA -9
Jaina Tirtha Sarva Sarhgraha, Vol. 1, PL. |, pp. 128-29.

The figure of Ambika is a later replacement but the parikara is original.
Ramachandran, 7.N., op. cit., p. 20



Appendix-B

Jaina Texts and Their Dates (A.D.)
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i0.
11,

12.
13.
14
15.
16.
7.
i8.

19,

20.
21,

22,
23.

Acdra-dinakara of Vardhamana Sari—1412.

Adi-purana of Jinasena—c. early 9th century.
Aparajita-prccha of Bhuvanadeva—13th century.
Bhairava-Padmavati-kalpa of Mallisena Stri—1047.
Caturviméati-lina-caritra of Amaracandara Sari—1241.
Caturvirh$atika of Bappabhatti Suri-—c. latter half of the
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Kahavali—c. eighth century.
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1335.

Mana-sdra—c. seventh-eighth century.
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Nirvana-kalika of Padalipta Sari lll—c. A.D. 900.
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973.

Tiloya-pannatti of Yativisabha—c. eighth century.
Trisasti-Salaka-purusa-caritra of Hemacandra Sari—latter
half of the 12th century.

Uttara-purdna tof Maha-purana) of Gunabhadra—c. 897.
Vastu-vidya of Vidvakarman—Ilate 11th or early 12th century.
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Appendix-C

Eulogies
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(From Bhairava-Padmavati-kalpa of Mailisena Suri, Appendix 16,
Ed. K.V. Abhyankara, Ahmedabad, 1937, pp. 88-89).

(ii) steifammagha:
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3 T TR A —
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{From Bhairava-Padmavati-kalpa: Appendix 17, p. 90.)
(iii) AfawaETET
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(From Bhairava-Padmavati-kalpa, Appendix 19, pp. 92-94.)
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