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Abstract

Mudra as a divine sign language of the spiritual kind applied in religious rituals

is essentially a means of communication and a bridge between physical existence
and ultimate emancipation from non-existent existence envisaged in vajrayana
thought process. A pragmatic solution for final release from rebirths. It is a means of
visualization for eventual realization. Interaction of sadhana, sadhya and sadhaka
paves the way for nirvana through the formation of mudras.

Keywords: mudra, sanmudra’, paiicamudra, mantra, mandala, sadhanamala,
guhyasamajatantra, manjusrimulakalpa, caryagitinrtya .

Introduction
Mudra defined

Mudra is a silent language vibrating

the space most eloquently. It is a divine
language of communication with divinity
visualized in a sadhana.

Mudra is by which supreme spirits are
pleased.!

Mudra indicates the ecstasy or sukha
thus it is said ‘mudam sukhavisesam rati
dadatiti mudra’ >

It is further elaborated saying that karma
mudra leads to aksara sukha, gyana
mudra leads to spanda sukha, samaya
mudra to svachittapratibhasa sukha

and mahamudra bestows paramaksara
sukha.?

To explain the application and usage
of mudra, it is narrated that mudras
(hand gestures) are formed by fingers
of the hand and it is equated with ‘pan-
camahabhiita’, which are earth, sky,
water, fire and air.*

From the first finger (kanistha) to the last
finger (angustha) in a sequence, fingers
symbolically represent the placement of
five elements or ‘pancamahdbhiita’. To
please the supreme spirit connected with
the specified element, relevant finger is
used. This brings sadhaka or worshiper
closer to the supreme spirit meditated
upon and that is the common application
of mudra.
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In Buddhist tantric literature application
of mudra has been explained in four
different context and meanings —

in decorative meaning
- in philosophical meaning

- in the context of worship of supreme
spirits expressed by different forma-
tions of fingers

- in the context of specified supreme
spirits with specified objective at
specified time

In decorative meaning

For the explanation of the form of ‘pan-
cabuddha’, ‘pancamudra’ is used which
is specified thus-

cakrt kundala kantht ca haste rucakam
mekhala 1

pancabuddhavisuddhaya ca eta mudrah
prakirtita 11 (hevajra. 1.3.14)

In the same way ‘sanmudra’-

kanthikarucakakundalani Siromanivibhu-
sitam 1

yagyopavitam bhasmeti mudragatkam
prakirtitam 11

We find mudra being mentioned as orna-
ments in decorative meaning in caryagiti
- parica mudrd and sana mudra:

panicakapaladharitamauli panicagyana
pancamudrabharana 2

narasiramala grivyasobhd vyaghracar-
makatibhisitaracana 11’
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vyaghracarmasanamudrd gadhalingana

advaya-samadhi-vajraghantha-alidhapa-
da 1l dhu 11°

In philosophical meaning

This is of four kinds —karmamudra,
dharmamudra, mahamudra & sa-
mayamudra. 1t is hinted at by acarya
ndagarjuna in his manuscript named
mudrabandha. 1t is explained thus:

karmamudra:

karmakayavakcittac-
ettapradhanyamudrakalpandsvarupa 1
(iyam dharmamudrayd hetubhubhiita)

dharmamudra:

dharmadhatusvarupa nisprapanca
nirvikalpakytih mohamadarahita
karundsvabhava paramanandaikasund-
aropayabhiitda pravahanityatvena saha-
Jjasvabhavayah pragyayah sahajodayat-
vena bhinnd ya sa dharmamudra | (iyam
samayamudra hetubhiita)

mahamudra:

mahato casau mudra ceti mahamudra,
nisvabhava gyanacchayaddhavarana-
vivarjita saranmadhyanhantagagana-
sankasa sakalasampadadharabhiita
bhavanirmanaikarupd analambana-
karundsariramahasukhaikarupa | (iyam
mahamudraya hetubhiita)

samayamudra:

sambhoganirmanakayakarasvabhave-
na svacchayakarena ca satvarthaya
ca vajradharmarahasyaherukakarena
vispharanam samayamudra |



(mudrabandha, patya 3, advayasangra-

ha, prstha 32)

In the third and fourth category men-
tioned above, the Buddhist tantric
literature puts forward explanatory hints
of 123 mudras in which 83 mudras are
those commonly used for supreme spirits
and 40 mudras are those specifically
used (samaya mudra) to denote speci-
fied supreme spirits. 46 mudras are from
sadhanamala and 37 are from other texts
out of 83 commonly used mudra. Man-
Jjsrimulakalpa has 37 mudra of common-
ly used for supreme spirits.

These mudras are taken from vajrayana
tantric literatures like sadhanamala and
yogambaratantra and Buddhist litera-
tures like saradatilakatika and parsuram-
kalpasiitra.

In some of the documents certain sym-
bolic words are being used for five differ-
ent fingers, which runs thus: tara = tar-
Jjant, talah = angustha, dhard = anamika,
Sikht = madhyama & kanya = kaniyasr itt
paryayah | (sadhanamala, pr.69)

In the ritual pancagrasa bhojan, the
ritual of eating is performed through

the act of eating with finger in different
combinations, as if in a mudra. The act
of eating in different combination of
fingers used derives a name according to
the combination of fingers used in the act
of eating. If the thumb gets the number
one and the subsequent fingers number
up to five in sequence, the combination
of the use of finger number two and five
is called ‘pramnaya’, use of finger number
three and five combination derives the
name ‘gyandaya’, number four and five is

‘aprandya’ and finally the combination
of the use of all the five fingers is known
as ‘samanaya’.

Mudra in vajrayana texts
Mudra in guhyasamdjatantra:

Guhyasamdjatantra establishes a clear
relationship of mudra, mantra and
mandala and clarifies on three different
meanings of mudra- hand gesture, orna-
ment and woman.

In guhyasamdjatantra, mudrd does not
intend to mean ornament as is found

in carydgiti in the form of sanamudra.
Though there is a reference to mudra in
the sense of a woman:

yositam sfarya navadha sadhyaya vimahe
nyaset 1

parivartya caturmudram mandalam tatra
kalpayet 11 165 11 GT 18

Here caturmudra indicates at yogsitam or
woman.

Relationship of mantra and mandala
with mudra is clearly established in the
passages of guhyasamajatantra:

daddhat pratidinam pragyo
danarbdhisiddhikandkshaya

arcipati mudram samadaya bud-
dhamandalamadhyatah 11 21 11 GT 8

The learned or pragyo present or dad-
dhat every day or pratidina shower or
samdaddya mudra on buddhamandala:

locanapadasambhogi vajracinham tu
bhavayet 1
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mudramantravidhanagyo mantratantra-

susikshitam 1192 11 GT 16

By mudra and mantra vidhana or pre-
scribed practice of hand gestures and
spells, mantra and tantra is taught, so

it says. Prescribed practice (vidhana or
vidhi) for the execution of hand gestures
is repeatedly emphasized, as above,
which by its nature is abhyantara and
guhya or full of secrecy, be it mudranya-
sa or mudravajrapada :

tasyabhyantaratascakamalikhetpari-
mandalam 1

mudranyasam tatah kuryat vidhidrstena
karmana 11 10 11 GT 4

tasyabhyantaratascakramalikhedvidhir-
vajraya l

mudravajrapadam kuryanmantranam
guhyamuttamam 113 11 GT 16

Mudra suggested for parica buddha is
named or called mahamudra targeting or
lakshitam kayavakacitta or triakshara or
trivajra:

bhavayitva samdasena bimbamadhye
vibhavayet 1

vairocanamahdamudram kayavakcittal-
akshitam 113 11 GT 3

So has been put forward for remaining
parnica buddha:

kayavakcittavajrasya mudram vatha
vibhavayet 1

akshobhya pravaram mudram sambhar-
advayayogatah 11411 GT 3
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ratnaketumahamudramamitayuh pra-
bhakarim |

amoghasiddhimahamudram bhavayet
buddhamandale 11 511 GT 3

Kayavakacitta aimed at by the practice
of formation of hand gesture or mudra
is being referred to as trayakshara and
trivajra:

vagvajragracittebhya idam pujayati
sarvatha l

svamudram va athava cinteddhyanam
trayaksharavajrinam 1197 11 GT 16

kayavakcittavajranam mukute dhyanam
vicintayet 1

trivajrasamayaih sarvaih krudhai rjetum
na Sakyate 1134 11 GT 17

Realization of the state of dharmodaya is
linked to the execution of mudra:

Jjapamityatra kim gyeyam
kimamudranamucyate 1

dharmodayam katham bhavyam sam-
baram kidysam tatha 11 15 11 GT 18

adarsa vinam sankham ca patram bim-
bapatamstatha |

dharmodayakhyd mudraisd vajradhipati-
vajrinam 11 103 11 GT 18

Relationship of pada, in the ritualistic
practice of the religion (GT 16 /3 & 92
locandpada and vajrapadam), and the
doctrine adhered to for the emancipation
of the sentient beings (GT 18/ 15 & 103
and 3 / 4 dharmodaya and kayavakacitta)
is also established in guhyasamajatantra.



Further on, dvesamoharaga is linked to
mudranyasa:

dvesamohamahaaragaih sattvartha ku-
rute katham 1

mandaleti kimucyeta mudranyasam kath-
am bhavet 1116 11 GT 18

So has skandha or parica skandha, a
basic doctrine inherent in the concept and
formulation of parica buddha:

mudritam mudraya sarvam
skandhayatanadhatuna 1

tena mudra sada nyasta mandaleti

vinirdiset 11 100 11 GT 18
Mudra in Maiijusrimiilakalpa :

Manjusrimiilakalpa : mudra, mantra and
tantra

The mention of the mudra in this mantra
passage points to a significant aspect

of the mantra as it is used in the mari-
Jusrimulakalpa. The hand gesture is an
indispensable aspect of the type of ritual
promulgated in the vaisnava pancaratra
samhitas, saiva siddhanta agamas, as
well as in the manjusrimulakalpa. By the
early medieval era, the mudrd becomes
an increasingly widespread element of
the type of worship known as mantra-
caryd or tantra.®

The importance of the mudra for the
practitioners of the Buddhist form of
mantracarya is evident from the fact
that ten of the fifty-five chapters of the
manjusrimulakalpa are devoted to it.

At manjusrimulakalpa 34 we read of a
mudrakosa, a treasury of ritual gestures.’

Manjusrimulakalpa 34-37 and 41-46 is
an extensive compendium, a “text on
gestures” (mudratantra).'’

In the manjusrimulakalpa, these gestures
invariably accompany verbal actions.
The two, mudras and mantras, are in fact
so closely bound that they can be said to
form a single instrumental act:!!

“The mudras are the seals of the man-
tras’, and with the mantras they are
well-sealed. There is no mantra without
a mudra; devoid of the mudra, there is no
seal.”"?

In many instances, the mudras seem to
be bodily presentations of the object
either invoked or offered by means of
the mantra (e.g., the “three-headed” and
“five-headed” gestures imitating the head
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dress of marnjusri; “the spike,” and the
“seat of the peacock”). Stephan Beyer
calls these types of mudras, “mimet-

ic representations of the objects being
offered simulacra that control the trans-
mission of worship to the god, just as the
mantras of offering enjoin its acceptance
and response.”"?

Stephan Beyer also mentions a “stereo-
typed gesture,” that is, a ritualized use
of'a common gesture for threat. Such
mudras correspond to mantras such as
phat - i.e., the ritual use of sounds that
are employed in everyday expression.
Examples of this type of mudra are
gestures of “reverence, threat, welcome,
or farewell.”!* (No such gestures are pre-
scribed at manjusrimulakalpa 2.)

In sum, the mudra, when employed by a
serious initiate,' in conjunction with the
proper mantra, creates quick and infal-
lible results (mudra mantra- samopeta
samyukta ksiprakarmikda; mudra man-
trasamopeta samyukta sarvakarmika).'®

There are 37 mudrd being mentioned in
manjusrimulakalpa.'’

Mudra & siddhi of boddhisattva-carya :
mudra of 10 fingers'?

Those who want to enter samadhi should
keep away from all worldly affairs at the
time of first learning. Alone, in a solitary
place he should sit cross-legged. First
make the mudra for your protection.
Combine the dana (the little finger of the
right hand) with the prajnda (the little fin-
ger of the left), raise sila (ring finger of
the right hand), ksanti (middle finger of
the right hand), up@ya (ring finger of the
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left hand) and pranidhana (middle finger
of the left). The two hands are in an in-
terlacing position. Then virya (fore-finger
of the right hand) and bala (fore-finger of
the left) are joined and raised. Then open
the heart (?) a little, and join the dhyana
(thumb of the right hand) and the jnana
(thumb of the left) and raise them. This
makes the mudra (complete). The first
mudra is made on the top of the head,

the second on the forehead, the third on
the right shoulder, the fourth on the left
shoulder, the fifth on the heart, the sixth
on the right knee and seventh on the left
knee.

While making the mudrdas, repeat each
of the dharanis'® mentioned below seven
times in all the seven places, the last
mudra® being made on the top of the
head. Then repeat the dharanis on the
rosary. If you can repeat it from 200 or
300 times to 3000 or 5000 times at each
sitting then repeat them fully for a laksa
times. By doing so, you can attain vari-
ous siddhis.

Mudra bhavand in guhyasamdjatantra
and sekodesatika:

mudra bhavana: conception of a hand
gesture

In conception one imagines, feels and
emotes — imagines the form of the deity,
feels the manifestation derived and emote
the bliss bestowed. It is a contemplation
leading to knowledge and to an ultimate
bliss. It is a feeling of devotion towards
mudra and thus sekodesatika S
says:

mudam sukhavisesam ratim dadatiti



mudra l ... mudam paramaksarasukha-
gvanalaksanam rati sarvakalamadatte
purvavasthaya acalanayogeneti mudra |
(sekodesatika, pr.56)

Mudra offers pure bliss (and) exceptional
joy...

Mudra is a pure respected bliss of letter,
a sign of knowledge; bliss for all times; it
takes you to the primary state of the firm

yoga.

Here, ‘purvavasthaya acalanayoga’
means ‘adiyoga’ referred to in Guhyasa-
majatantra:

akasadhatumadhyastham bhavayed
ratnamandalam [

adiyogam prayatnena tasyopari
vibhavayet 11 12 11 (GT Ch.VI)

with reference to vajradhara and
‘bhavana’

atha vajradharah sriman sar-
vatathagatanvitah |

sarvabuddhagrasarvagyo bhdsate bhava-
nottamam 117 11

(GT Ch.VI)
Mudra used in caryagitinytya:

A reference to mudra can be found in
esoteric rituals of vajrayana rituals, in
sculptural and pictorial iconography or in
caryad dances performed in vajrayana rit-
uals which can be named carydagitinrtya
which has been proudly preserved by the
vajracaryas of Nepal.

The actual classification of these mudra

took place as far as we know around the
VI century A.D., and in what is proba-
bly the first sutra to codify them, that is
to say the Murimandarajukyo, there are
listed some sixteen gestures. Later, in the
VII century along with the developing
codification of Esoteric Buddhism there
are listed more than 300.!

As for pre-Buddhist origins one may well
look to the dance, for since most ancient
times, the dance seems to have been, at
all times and universally, the spontaneous
expression of the magic and the mystery
of primitive rites. In very remote antiqui-
ty, dance gestures seem to have evolved
towards a religious usage. They became
early integrated into a religious ritualism
which, while depriving them of their for-
mer liberty, imposed on them a hierarchy,
a ritual classification which tended to
conserve them over the centuries. For the
needs of the cult subsequent religions had
only to adopt the choreographic gesture
to their rites: the idea of a system of
gestures as well as the forms had existed
for a long time... The dance gesture was
essentially rhythmic.*

Words of ratnakaji vajracarya gurujyu,
the most respected guru of carya dance,
are of prime importance as a concluding
remarks on vajrayana mudra:

According to hevajratantra, mudra
paves the way to moksa. In yoga ratna
mald, mudra has been equated with vajra
which can never be destroyed. Guhyasa-
majapradipodhhyotaka vyakhyana
grantha segregates dharma mudra as the
one which is a bijaksara of mahamudra
mantra pada; likewise, cinha mudra is
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a mudra of symbolism and mahamudra
is a mudra for dhyana or meditation of
deities. Mudra is a symbolic language of
wisdom, it is a sutra of different expres-
sion, it a vidhi of acquiring mysterious
knowledge and it is a path of enlighten-
ment by focusing on paramarth tattva.

The dance gestures or 108 mudras ap-
plied in vajrayana caryagitinrtya are:*

Methodology

The research is based on the review of
the Buddhist text manjusrimulakalpa and

sadhanamala, the main source of ref-
erence for mudra, and its practical
application by the vajracarya priests

and their disciples who have turned into
performers of the art of dance of carya.
Close association and interaction with
vajracarya priests and participation in
bahya or outer rituals and observation of
the caryd dances performed on stage by
the artists has been a pathway to compar-
ative analysis and understanding of the
progress of the dance in its present state
and form.

Discussion

Mudra used in vajrayana rituals are the
basis for the performers of the caryanrtya
to put in application for expression of
words of carydgiti as an aesthetic means
of dance. Lack of treaty or grantha on
dance in vajraydana religious practice
necessitates a synchronization between
available material on mudra in authentic
vajrayana text like manjusrimuklakalpa
and sadhanamdala and mudra used for ex-
pression by the performers of the dance.
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Dance as a religious component of the
religion has led to its being overlooked
as an art form. Practice of the dance in a
ritual has been transmitted from one gen-
eration to other almost on verbal level. In
a changing scenario, caryanyrtya is turn-
ing into a performing art based on the
ritual practice by the vajracarya priests.
In this perspective, for performers of
caryanrtya in public, on stage, textual
reference on mudrd remains a guiding
force to be adhered to.

Findings

Origin of mudra as a symbolic gesture of
expression of the mankind to inspiration
for mudra from initial letter of a mantra
in Esoteric Buddhism, caryagitinrtya

of Nepalese vajracaya has come a long
way. Application of mudra in a secret
rituals to its use in an outer rituals has led
it to being an expression for the dance of
carya as an art form to be performed on
stage for the appreciation of the audience
deep dawn conscious of the culture it
represents. A leap from a ritual ceremo-
nial need to artistic expression asks for
coordination of the two for classification
mudra as an art form.

Conclusion

Among two types of specified mudras
commonly applied in the context of
worship of supreme spirits and another in
the context of specified supreme spirits,
the one commonly applied mudras have
found its way into caryagitinrtya per-
formed in public. Mudras of specified
supreme spirits or samaya mudrd are
complex in construction and thus hinders



proper execution. Mudras commonly

used for supreme spirits calls for an apt
interpretation and formation to apply in
dance performed by the artists on stage.

Notes
1. ‘yabhirviracitabhstu modante sarvadevatah’
2. amytakanika of aryamnjusrinamasangiti by

acarya ravisri bhiksu in dhih vol.1 p.113

3. karmagyanamahamudrasamayakhyah
prabhasvarah |

heturbhavya tatha prapya caturdha
cavinasvarah Il

from caturmudropadesa in dhih vol.l p.113

4. prthivyadini bhiitani kanisthaddhah
kramanmatah |

tesamanyonyasambhedaprakaraistatpra-
pancata ll

dhih p.113-114
5. panca kapala: caca muna p.78
Other references are:

caturvinsati pithesvararupam eka vadane
trinetradhart 2

paricamudra bhiisitaarige grivye
narasiramala 1l

ambijasambhava: cacd mund p.41
trinetra mukutakesi panicamudra sansthita 2

sadgurucarane candravajragita Il dhu [l
dakinidevi: caca muna p.55

6. namami 2 $ri heruka candra sekhara caca
mund p.71

Other references are:

dvadasa bhuvanesvara mahaheruka
sanamudra ratnabharanabhiisita 2
sadgurupdda sire namita

bhanayi gitadhvani omkaravajra ll dhu Il
astacatvarinsata: caca mund p.30
(description of heruka)

cakrikundalakanthe rocakamekhala 2
vibhiisita sanmudra alankyta Il dhu 1l
khandorohadevi: caca muna p.46

Jatayuta vyaghracarmmasanmudra [l
alidha pratya bhairava capayiresvara Il
kaltratrt bimbamudra Il

visvakulisa ardhacandra

Jatayuta vyaghracarma sanmudra Il
gajajina: cacd mund p.47

bhiigita sanmudra grive rudramala 2
sodasa hathe dhariya kapala ll
nilakeytira: caca muna p.75

trtiva bhuja damaru khatvanga kapala 2
sanmudrd mundamala vibhiisita Il dhu [l
visvasaroruha: cacd mund p.89

dahina damaru vame khagvanga
sanmudra mundamala bhasmavibhiisita
katighrtavyaghracarma tribhuvananatha
anandaalingana nairatmadevi Il dhu Il
hunkarasambhava: caca mund p.112

dhyanaprada sahasradala padmamdjhe
sthiaa 2

nand sanmudra susobhita Il
Svetavarna: cacd mund p.122 & 123

82 mudras are those commonly used for
supreme spirits:

adbhuta, argha, asaha, asima, astra,
aksepa, avahana, asana, utpalavikaca
(vikacotpala), usnisavijaya, kapala,

karana, karma, kavaca, kasika, krodha
(krodha), krodhavesa, gandha, gita,

ksatra, gyana, tathagatasambhava, tosini,
trailokyarajasadhana, trailokyavijaya,
trailokyasadhant, digbandhana,
dipa,dharmacakra, dharmadesana,
dharmamudra, dharmodaya, dhiipini,
nrtya, netra, naiveddha, parncaksara,
pataka, padma, paramasva, paddha,
papandsana, puspa, pirna, pranava, prand,
proksant, bali, bhayanaka, bhiitadamara,
mahamudra, millamudra, ripa, lasya,
vajracakra, vajraparnjara, vajraprakara,
vajramandala, vajramudra, vajrankusa,
vajrankust, vajravesa, vajrasana,
vajrognisa, vasudhara, vitana, visarjana,
vind, vyanjand, Sataksara, Sikha, Siromudra,
Srngara, satvasantana, samayamudra,
sambodhana, siddhakarsana, sfota, svastika,
svetd, hasita and hydayamudra.
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10.
11.

12.

13.

14.
15.

16.
17.

These mudras are being explained with the
help of a sloka for each mudra. Constrain
on space restricts further dwelling on the
subject.

See Danial H. SMITH: 1980 S.V. mudra,
DAVIS 1991:32f; GONDA 1977:73.

Mmk 34.351.8 and 35.355.10.
Mmk 34.350.16.

See, for example, mmk 2.26.8-35.10, where
numerous mantras and vidyds are given
with their corresponding mudras. The
correspondences are made fairly explicit
here.

Mmk 34.351.20-21: mantranam mudrita
mudrd mantrais capi sumudrita Il na
mantram mudrahinam tu na mudra
mudravarjita.

Stephan Beyer 1973:146. See mmk
35.355.241t. For obvious examples of this
category of mudra. Gestures given there
include utphala, svastika, dhvaja, chatra,
ghata, malda, sila, kumbha, and mmk
2.27.10 ff. for similar correspondences.

Stephan Beyer 1973:146.

See, for instance, mmk 34.350.10-21,

a section on the requirements of the
practitioner who receives mudra: he must be
adorned with bodhicitta, follow the buddhas
path interminably, etc.

Mmk 34.351.9 and 22.

Mudra of marnjusrimulakalpa: Common
mudras used for supreme spirits
agnikarmaprasadhika: ankusa:
ardhacandra: utpala: ekasSikha: kalasa:
kunta: kumbha: ketu: khadga: gaja: gada:

ghanta: cintamaniratnamahamudra: chhaty:

tadgatacarini: tomara: trisikha: dansty,
vakra: dvilinga: dhanu: dharmacakra:
dharmabheri: dhvaja: namaskara: naraca:
pancasikha: pata: pataha: patisa: padma:
padmalaya: parasu: paryanka: paty: pasa:
pitha:

Dhih 3 1987 p70-87
Mudras from manjusyimiilakalpa :
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19.

20.

21.

22.

23.

2nd Edition published by Mithila
Viddhyapitha Darabhangd (Bihara) in
1964.

These mudras are being explained with the
help of a sloka for each mudra. Constrain
on space restricts further dwelling on the
subject.

BSS/PCB/20-21 bodhisattva sila of
Subhakarasimha by Prabodh Chandra
Bagchi pdf p. 20-21

dharanis 3 in number:1. om vajramandalam
pravesami 2. om sudha sudhd 3. om
sarvavide svaha

mudra: mudra of fingers 10 in number:
Names of Ten Fingers of mudra of
bodhisattva carya: 1.dana: <, : the little
finger of the right hand 2.prajia: u=m, the
little finger of the left 3.s7/a: R, ring finger
of the right hand 4.ksanti: enfx, middle
finger of the right hand 5.upaya: sura,

ring finger of the left hand 6. pranidhana:
yofier, middle finger of the left 7.virya: fad,
fore-finger of the right hand 8. bala: s,
fore-finger of the left 9. dhyana: &=, thumb
of the right hand 10./7@na: sm. thumb of the
left

E. Dale Saunders, Symbolic Gestures in
Buddhism

Bhattacharyya, B., in the intro of Two
Vajrayyana Works, places among the

first Tantric texts containing numerous
mudra, mandala, and mantra, (i) the
manjusrimulakalpa (T. 1191) and (2) the
guhyasamajatantra (T. 885). The first dates
probably from the II (?) century A. D. and
the second from the III (?) century.

E. Dale Saunders, Symbolic Gestures in
Buddhism

At the beginning of the Christian era, the
role of the mudra in Buddhist symbolism
derives from traditional Buddhism,

but it is to Tantrism that it owes its full
development.

108 mudra of caryagitinytya listed by carya



exponent Raju Shakya are:

(* denotes frequently used mudra, (s) will
denote single handed gestures and (d) will
denote double handed gestures)

bhiumi sparsa (d), varada (d), dhyana /
samadhi (d), abhaya (d), dharmacakra

(d), bodhyanga (d), gyana*(s), padma*

(d), Sakti (s), raktasarncart (s), dharana*
(), bindu (s), trisula (s), gaja (d), asva/
turanga (d), Sikhi / mayura (d), garida (d),
sinha (d), krtanjali (d), uttarabodht* (d),
tarpana* (d), cakra (d), vajra ghanta (s),
vara* (s), varadana* (8), trailokya vijaya*
(d), tarjant™® (s), dharmodaya* (d), avhana*
(d), sthapant* (d), asana (s), kariina (s),
krodha (d), grantha (d), khadga (s), gita
(s), vina (d), nrtya (d), mydanga (d), muraja
(d), lasya (d), dhupa (s), dipa (s), gandha
(d), rasa (s), vajradhatu (d), dharmadhatu
(d), darpana (s), vajramusti (s), Srivatsa
(d), pundrika (d), dhvaja (d), kalas (d),
camara (d), chhatra (d), matsya (d), Sankha
(d), netra (d), naivaidhya (d), pataka* (d),
bhsayarnkara (d), tosana* (d), bhiitadamara
vajrapasa (d), vajrasfota (d), vajravesa (d),
vajrasana (d), indrasana (d), svastika* (d),
hrdaya (d), ghoradakini (d), naga* (s/d),
panca* (s/d), sana (s/d), candra (s), dhanu
(s), Sara (8), sikhi (s), mala (d), musala (s),
vajradanda (s), samalingt (d), amogha (d),
santa* (d), vyakarana* (d), patrastha amyta
ksepana (d), vajracakra* (d), jinapati*

(d), kulisa (s), gajacarma (d), nupiira (d),
jvala (d), rahu (d), natesvara (d), danda
(s), ekavaktra (s), kartari (s), kapala (s),
mahamudra (d), vyaghracarma (d), maha
(d), papanasana (s), ratna (d), ratna

mandala* (d) and mandala* (d).
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