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Abstract of DPhil Thesis

This thesis concerns worship in the Krama or the cult of Guhyakalt in medieval Nepal,
drawing mainly on unpublished liturgical sources and Tantras for its analysis. A major part
of the thesis is the edition of Vimalaprabodha’s previously unpublished Kalikulakramarcana,
the most elaborate known Krama liturgy. Beyond this edition, the thesis is the first full
study of the ritual practice, rather than philosophy, of the Krama and is split into two rough
sections. The first (Chapters 1 — 3) deals with the iconography of the Krama as found in
the medieval Kathmandu Valley. Chapter 1 provides an analysis of the salient features of
the 54-armed, ten-faced Guhyakali as visualised in several textual and visual sources, allowing
us to assess the consistency of Guhyakali’s depiction and decipher problematic elements.
This chapter also raises interesting questions on the nature of iconography and the relationship
between the worshipper and worshipped in Krama visualisation. A new edition of the supreme
Guhyakali’s dhyana from the Paratantra benefitting from these findings and new
manuscript evidence accompanies the analysis. In Chapter 2, we cover the iconography of
the entire Krama pantheon and note important trends concerning both central and ancillary
deities. Meanwhile, Chapter 3 attempts to decode the description of some significant yet

complex cakras of the Krama that warrant independent treatment.

The second section (Chapters 4 and 5) includes an extended exposition of the
Kalikulakramarcana’s entire ritual sequence. The commentary in Chapter 4 examines the
ritual process of both routine and occasional rites by clarifying cryptic aspects and remarking
upon distinctive elements. Chapter 5 is devoted to the last three occasional rites of the
Kalikulakramarcana, especially the Mahasivaratrividhi. These rites find their parallel in
another text by Vimalaprabodha still unknown to scholarship - the Parvatrayavidhana —
whose edition is also published as part of the thesis. The last chapter also conjectures the
social context of the Krama’s rites in medieval Nepal. The non-dual theology underpinning

Krama ritual is touched upon here and discussed more extensively in the conclusion.

Word count: 92,177 words
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Introduction

The purpose of this thesis is to document and examine certain practice-oriented
aspects of the Saiva cult known as the Krama or Uttaramnaya in its historical form as attested
by texts and traditions present in the Malla-period Kathmandu Valley (1200 — 1779). To frame it
differently, my work lays emphasis on the lived religion of the medieval fantrika in a specific
place and point in time rather than the doctrinal or philosophical undergirding of his worship,
although the two are of course intertwined. As such, the thesis has three broad aims:

1) the survey and analysis of the complex iconography of the Krama 2) the study of its ritual
procedure as practiced in Malla Nepal and 3) the creation of the first edition and annotation
of a Krama pizjapaddhati (liturgy of worship) in the form of the Kalikulakramarcana (KKA).
It is worth stating from the outset that the thrust of this thesis will be largely descriptive
since the field we are researching has such paucity of published material that careful
documentation must be carried out before any analysis is undertaken. To date, no systematic
study of the iconography of the Krama has been made nor is there any scholarship specifically
dealing with the ritual activity of this cult or editions of Krama liturgies, although primary
and secondary sources tackling Krama exegesis and philosophy, especially its emergence
and influence upon the Saiva traditions of Kashmir, have been published as will be shown
below. Due to the scarcity of scholarship, I have refrained from writing a separate literature
review but have rather integrated this review into my discussion of the general context of the

Krama and of the key primary sources for the thesis.

A little more, however, should be said about the scope of my research. Firstly,
by iconography, I do not only mean the mere description of the appearance of deities but all
the different forms in which a cult engages with visual culture. Therefore, our treatment of
iconography will include all forms of ritual technologies used to manifest deities, such as

nyasa and cakroddhara, and will also explore the relationship between visual culture as it



appears in texts and as interpreted by artists. As for our documentation of ritual, I cannot
hope to give a comprehensive overview of all literature present in Nepal which deals with the
cult of Guhyakali or Kaula traditions. The Newars were incredibly prolific writers and
copyists of liturgies with Sakta Tantric material amongst the most popular subjects. A brief
search of the NGMPP catalogue will reveal thousands of unpublished Kaula liturgies which
span from palm-leaf texts of the 11th century to paper manuscripts from the 20th. It would
require a lifetime to read these works let alone to analyse their contents. Nor is my task
concerned with understanding the relationship between this historical material and current
Uttaramnaya practices in Nepal which would be more the domain of the anthropologist. The
more modest goal of my thesis is to pinpoint several important texts and to use them as an
enlightening but not all-encompassing window into the ritual life of the Krama adept. The
thesis as a whole aims to be a small yet handy tool that will allow us to better navigate the

largely uncharted landscape of Newar Sakta Tantra.
Contextualisation

Before we turn to these texts, however, it is necessary to do some contextualizing
of the Krama and its role in the historical Kathmandu Valley. I only provide a very brief
overview of the Krama’s place amongst Tantric Saiva traditions and some of its distinctive
characteristics since the contextualisation of Saiva traditions, including a description of the
principal doctrines and practices of each cult, has already been extensively discussed in
Sanderson’s seminal works mapping Saivism’s development (primarily 1988, 2007b and
2014), works which scholars with an interest in the field will be very familiar with.

It is from these studies that I largely draw my summary below.

The Krama is a cult belonging to the stream of initiatory Saivism known as the

Mantramarga, more specifically the Kula division of this stream. The Mantramarga is



pursued mainly by householders and promises both liberation (moksa) and supernatural
attainments (siddhi) as opposed to the traditions exclusively pursued by ascetics known as
the Atimarga. Within the Mantramarga itself, two broad divisions emerged, that of the
Saiva Siddhanta which was veda-congruent in its practice and mostly dualistic in its
philosophy centring around the worship of Sadasiva and, secondly, the division based on
the more diverse and heterodox Bhairavagamas. The Tantras of the Bhairavagamas are
commonly divided into those whose central deities are male (the Mantrapitha), the principle
cult being that of Svacchandabhairava and those which revolved around goddesses

(the Vidyapitha) whose deities are usually forms of Kali. The closer one moves towards
the wholly feminised forms of the Bhairavagamas, the more transgressive its practices
become. However, the division of Saiva traditions did not end there and out of the
Vidyapitha emerges another path known as the Kulamarga which placed an even greater
emphasis on transgression drawn, Sanderson proposes, from the Atimarga cult known as
the Kapalikas or Somasiddhantins. These skull-bearing Kapalikas were the last out of the
three main Atimarga sects to develop and were distinct on account of their “great vow”
(mahavrata) which demanded that they roamed the cremation ground adorned with

mortuary accouterments. As Sanderson explains:

“As for the Kulamarga, its texts share with those of the non-Saiddhantika Mantramarga
the counter-brahmanical character of its offerings and observances. But it is more extreme
in this regard and also departs markedly by following a distinct ritual system, which was
inherited, I propose, with some modifications and additions, from the Kapalika Atimarga III...
instead of the elaborate and time-consuming process of initiation through offerings into a
consecrated fire (hautri diksa) seen throughout the Mantramarga, we see initiation through
possession (avesah) by the Goddess and the consumption of ‘impure’ sacramental

substances (caruprasanam, virapanam). We also find sexual intercourse with a consecrated



consort (diiti) as a central element of private worship, sanguinary sacrifices, and collective

orgiastic rites celebrated by assemblies of initiates and women of low caste.”!

I cite this lengthy quote since we will see many of these practices being repeated in the
Krama’s ritual procedure. The Kulamarga/Kaula was known as such on account of the family
(kula) of yoginis which formed the basis of its worship and at whose centre were the core
divine couple of the cult known as the Kule§vart and Kule$vara. The literature of the Kulamarga
also commonly read into the above transgressive acts a mystical meaning that tended towards
non-dualism. The Kaula was however not a uniform movement and was classified according
to four transmissions corresponding to the cardinal points. These comprise the Pirvamnaya
also known as the Trika on account of the triad of goddesses — Para, Apara and Parapara —
at its centre; the Uttaramnaya, the cult that is the subject of this thesis; the Pascimamnaya
focused on the goddess Kubjika; and the Daksinamnaya, a tradition dedicated to

Kamesvari/Tripurasundari who would eventually become the most popular Kaula goddess?.

We shall now go into greater depth concerning the Krama/Uttaramnaya which can
also go by the name Mahanaya, Mahartha, Devinaya, or Kalikula. According to Sanderson,
the core extant scriptures of this tradition includes parts of the Jayadrathayamala’s later Satkas,
the Kalikakulaparicasataka, Devidvyardhasatika, the Kalikulakramasadbhava and the
Yonigahvara®. Up until recently, all of these texts remained unpublished, making the
Uttaramnaya the least accessible of Kaula traditions to be studied. However, thanks to the
work of Lamichhane (VS 2074), we now have editions of the Devidvyardhasatikd and
Kalikakulapanicasataka. These have been highly helpful in decoding terminology and for

comparing lists of names in our edition and annotation of the KKA.

! Sanderson (2014), p. 57

2 See Sanderson (2014), pp. 58 — 66 for the sources of this classification and a summary of each cult’s texts and deities.

3 Sanderson (2014), pp. 63 — 64 lists the extant texts of the Krama but also lost texts as recorded by the
KKA. In Appendix IV, we add to this list by showing the content the KKA derives from each of these texts.



The Krama (literally meaning sequence) is known as such because its worship
follows a sequence of phases. A series of deities is worshipped in a fixed sequence of
cakras which represents, at least in some sources, the “cyclical pulse of cognition™.

The classical composition and order of these phases as found in early works such as

the Kalikastotra by Jhananetranatha, commonly considered to be the first propagator
(avataraka) of the Krama scriptures revealed to him in Uddiyana, the sacred seat of the
North, is comprised of the following cakras: 1) the Five Flows (Paficavaha) 2) the Circle
of Bliss (Anandacakra) 3) Circle of Light (Prakasacakra) 4) the Circle of Embodiment
(Miirticakra) 5) the Circle of the Multitude (Vrndacakra)®. The phases culminate in the
worship of four (Srsti, Sthiti, Samhara, Anakhya ) or five Kalis (with the addition of Bhasa)
depending on the tradition followed®. Moreover, it is common to preface these phases with
the worship of Uddiyana alongside four associated elements as a separate step known as
the Pithaniketana. The individual deities of each cakra represent the various elements of
cognition and the sequence of the cakras become the cycle by which consciousness is projected
towards its object and is eventually withdrawn and dissolves into its ultimate ground of
non-duality embodied by the final Kali’. Sanderson thus notes that the Krama is unique for
“producing perhaps for the first time in Saivism a model for a form of contemplative ritual
entirely fashioned by and subservient to the terms of a doctrine of liberating gnosis®”. It is,
however, important to keep in mind that the iteration of the Krama found in our Newar

texts, especially those of the late medieval period like the Paratantra, Haharavatantra and

4 Sanderson (1988), p. 683

5 For an extended discussion of Jiiananetranatha’s work, see Sanderson (2007b), pp. 270 — 273.

6 The Kaltkulakramasadbhava, for instance, teaches the sequence of five Kalis while the
Kalikakulaparicasataka teaches four (See Sanderson (2007b), pp. 306-307).

7 A detailed discussion of how the Krama creates this correspondence as described by the Anonymous
Mahanayaprakasa is found in Sanderson (1988), pp. 696 — 699.

8 Sanderson (2007b), p. 273



Mahdakalasamhita diverge from this classical formulation both in the composition and

order of phases and deities and the correspondence between philosophy and ritual practice.

Now that we have looked at the Kaula and the Krama generally, let us focus on
these traditions as found in the medieval Kathmandu Valley. The fourfold classification of
the Kaula according to the cardinal directions is reformulated in the Kathmandu Valley to
encompass six transmissions. A discussion of the sixfold transmission (Sadamnaya) can be
found in the work of a number of scholars, including Dyczkowski (2000), Lidke (2004),
Sanderson (2004) and Timalsina (2006). The main differences between the fourfold system
previously described and the Sadamnaya is that in the latter, a nadir and zenith are added
to the four cardinal points which are respectively occupied by Vajrayogini and
Tripurasundari/Kames$vari. Furthermore, the Eastern transmission, traditionally the abode
of the Trika’s triad and the Southern transmission which is usually occupied by
Tripurasundari become in the Newar system the cults of the mysterious Piirne$vart and
Nisesvarl. These two deities, Sanderson conjectures, are artificial additions to the Kaula to
fit this new schematization and possess no apparent independent cult of their own®.

Perhaps the most influential source to describe this system is the Paratantra which lays

out the six transmissions in its first six patalas.

Amongst the six, the two dominant transmissions were the Northern and the Western.
It is the goddesses of these two traditions — Kubjika (Western) and Guhyakali/Siddhalaksmi1
(Northern) — who are the most common subject of the Sakta Tantra liturgies extant in the
NGMPP. Their predominance is further confirmed by how these goddesses were
persistently cited amongst the lineage or chosen deities (kuladevi or svestadevi) of the

medieval kings of Nepal. This fact is itself acknowledged by the Paratantra which ascribes

9 Sanderson (2004), p. 368



Kubjika the role of lineage deity of the lunar dynasty and Siddhalaksmy, invariably spelt
Siddhilaksmi in the Kathmandu Valley, the role of tutelary deity of the solar dynasty. In
addition to these statements by the Paratantra (v. 3.24 and 7.59), Sanderson affirms
Siddhilaksm1’s importance by showing through textual and anthropological evidence that
she is the secret identity of Vatsaladevi, a goddess commonly considered the consort of
Pasupatinatha, a deity viewed as the rastradevata (state deity) of Nepal since at least the
6 century®®. Meanwhile, Dyczkowski (2000) provides additional proof of Kubjika’s importance
through her role as the lineage deity “of most, if not all, the higher caste priests of the

Hindu Newars” and the pervasion of her mantra into the liturgies of all other amnayas*.

We should also add that the secret goddess, Taleju who appears to be the royal
deity of the Malla kings par excellence could have either one of or of both goddesses of
the Northern and Western transmissions as her esoteric identity as several scholars have

pointed out!?

. Moreover, the prominence of the Northern transmission is viewed most
conspicuously in the religious architecture/sites of the Kathmandu Valley. The Valley’s
tallest temple, the Nyatapola constructed by King Bhiipatindramalla (r. 1696 — 1722)

is dedicated to Siddhilaksmi*® while the temple of Guhyegvari, long considered the most
sacred Sakta site of the Valley has strong associations with both Kubjika and Guhyakali**.
As for the time period in which the Uttaramnaya flourished, we should firstly make clear
that this is still a living phenomenon in Nepal and that the above-mentioned temples are

very much in active use. On the other hand, the entry of the Kaula into the Valley is

difficult to document but we can be certain that the cult of Kubjika was already present in

0 Tbid., pp. 369 - 371

1 Dyczkowski (2000), p. 17 and fn. 38

12 See Sanderson (2004), pp. 372 — 373, fn. 74

13 For a more extensive explanation of the significance of this temple, see Dyczkowski (2000), p. 58 while a
list of Siddhilaksmi temples in the Valley can be found in ibid., p. 11 and Timalsina (2006), p. 3.

14 See Sanderson (2004) p. 372, Michaels (2008) pp. 138 - 143 and Dyczkowski (2000) p. 18, fn. 40 for
discussion on the possible identity of Guhyes$vari.



the Valley at a relatively early date as attested by a MS of the Laghvikamnaya dated to
1037/38 and four MS of the Kubjikamata preceding the 13th century®®. Although the
presence of Krama literature in the Valley is not found at this early date, the dating of
Vimalaprabodha and the KKA to be discussed later shows us that the tradition was at least
known to Nepal from the very beginning of the Malla dynasty when the family of this

name emerged from obscurity with the ascension of Arimalla (1200/1201 — 1216)*°.

These Kaula cults continuously received royal patronage, both during the middle
of the Malla period following the disintegration of the Kingdom into three city states
(Bhaktapur, Patan and Kathmandu) precipitated by the death of Yaksamalla (1482)
as well as after the collapse of the Malla dynasty entirely after the conquest of Prthvi
Narayana Saha in 1768. Proof for the former is found in the fact that several Malla kings
openly advertised their tantrika credentials not only as patrons of temples and rituals
but by acting as poets and scribes of Uttaramnaya-related works. Thus, from Bhaktapur,
for example, we have King Jitamitramalla’s (r. 1673 — 1696) composition of the
Siddhilaksmimantrayantroddharastotra, a hymn which extracts the mantras and mandala
of the Goddess Siddhilaksmi'” and the Sakta liturgies copied by his own hand, especially
one known as the Kubjikaguhyesvaripiijapaddhati*®. In Kathmandu, King Pratapamalla,
celebrated for his many compositions and religious endowments, composed the

Sarvaparadhastotra®® to Siddhilaksmi/Guhyakali and acted as the patron of the

15 Sanderson (2002), pp. 1 - 4

16 For more on the emergence and dominance of the Mallas, see Regmi (2007), Vol. I, pp. 200 — 204.

17 This unpublished poem is cited by Sanderson (2004), p. 370, fn. 61 and 62 from whom I was made aware
of its existence. I have prepared an edition of the poem from 3 MSS sources and hope to publish it along
with my notes in the future.

18 This MSS is catalogued under Reel No. B 181/17 in the NGMPP and was copied by the King in 1688
according to its colophon. There are six other MSS I know of which were copied by Jitamitramalla, all of
which, as far as [ am aware, are unknown to scholarship. I therefore plan to do further research on this king’s
scribal output.

19 The poem has been edited and translated into English in Bledsoe (2000), pp. 195 - 205.



construction of the Guhye$vari temple in its current location®®. After the Malla dynasty,
this practice of royal compositions of Kaula works continued with the most famous being
the humongous compendium of Sadamnaya worship known as the Purascaryarnava by

King Pratapa Simha Saha (r.1774 — 1777).

Beyond the evidence of patronage at the highest level, proof of the consistent
presence of the Kaula in the Valley, especially the Northern and Western transmissions,
is found in the existence of innumerable dated manuscripts of these schools. A good snapshot
is inadvertently provided in Regmi’s History of Nepal (2007 (reprint), Volumes I and 1)
where to ascertain the dates of the reigns of individual Malla monarchs, Regmi has given
lists of manuscripts whose colophons proclaim both the date and reign of their copying.
A high proportion of the manuscripts from the reign of Arimalla up to the reigns of the last
three Malla monarchs of the Valley are Tantras or liturgies from either the Kubjika or
Kalikula schools?!. Finally, some of the artworks depicting Guhyakali which have been
included and described in Ch. 1 - 3 of this thesis dating between the 14th — 19th centuries
are further material proof of persistent worship in the Valley. A careful overview of all
forms of evidence pointing to Krama devotion in pre-modern Nepal would take up a thesis
of its own but it is hoped that the brief survey above will at least show that Guhyakali’s

presence there was constant and vigorous throughout the centuries.

As is evident in the later medieval Tantras influential in the Kathmandu Valley and
as will be pointed out at times throughout the thesis, the Uttaramnaya of the Newars did
not simply mimic the classical version. We see far less emphasis on philosophical speculation

and a greater focus on ritual content. Thus, in spite of the vast content of the MKS and HRT

20 See Michaels (2008), p. 132 for the sources of this event.
2L This can be observed by examining the colophon evidence section in the chapters on the reign of each
Malla king in Regmi (2007), Volumes I and II.
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for instance, we do not find a philosophical explanation of the phases of routine worship
according to the unfolding of the cognitive process as we do in early Krama literature.
What is stressed are instructions for complex ritual procedures — yantroddhara, nydasa and
dhyanas and elaborate kamya rites — largely absent in the classical Tantras. The names of
the ancillary deities of the Nityapiijacakras documented by the KKA also largely disappear

to be replaced by goddesses who are amongst the locally popular forms of Durga.
Primary Sources and Secondary Literature

The KKA and the Works of Vimalaprabodha

The most important source for this thesis is the KKA which has long been recognised
as highly significant for an understanding of Krama worship but for which, bar this thesis,
there are surprisingly no editions, translations or studies. For instance, its importance was
highlighted as early as in Sanderson (1988) where he calls it “the earliest datable example
of a Tantric ritual handbook providing detailed instructions on worship with all the mantras”?2,
Beyond its ritual significance, it is particularly essential to our project since it is the only
Guhyakali paddhati 1 know of which details the visualisation for almost every single deity
of the Krama’s cakras, comprising 209 deities up to the end of the first 16 Nityapiijacakras
and far more if other rites were included. The sources used for our study and edition of
this text have been described in the editorial principles. Although the date of composition
is not given in any colophon, we are certain that it must have been written some time around

the beginning of the 12" century given what we know of Vimalaprabodha, its author,

which is outlined below.

Although this thesis aims to be the first systematic study of this text, limited segments

of the KKA have been cited and analysed in secondary literature. In Sanderson (2007b),

22 Sanderson (1988), p. 684
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the text is used in relation to wider discussions on the Krama’s arrangement of deities,
especially the composition of the Bhasacakra (p. 307, fn. 246), the Raksacatuska (p. 319,
fn. 286) and Jiianasiddhacakra (p. 319, fn. 287). In this same work, Sanderson also provides
an edition and analysis of close to the entire Cakrakrida section of the KKA (pp. 282 — 284).
Furthermore, Sanderson (2007a, p. 283, fn. 160) has deciphered the mantroddhara at the

end of the KKA’s Bhasacakra and shows that it follows the Devidvyardhasatika.

The KKA is also frequently cited by Torzsok in her entries for the
Tantrikabhidhanakosa. The entries that make more extensive use of this paddhati include,
from Vol. 11, those on kuladravya (pp. 123 -124), kulayogini (p. 128), cakra (p. 219),
cakrakrida (p. 221) and from Vol. II1, those on dikcari (p. 157), dravya (p. 206) and
padangustha (p. 430). Meanwhile, Dyczkowski (2009) draws on the KK A as a point of
comparison for the 64 pithas found in the Pithastava in his edition of the Kumarikakhanda
of the Manthanabhairavatantra. His comparison of the KKA with other Tantric sources

will be discussed thoroughly later on in this thesis.

With regard to the origins of the KKA’s tradition, Sanderson has convincingly
shown that it is likely that the form of the Krama pursued by the KKA was influenced by
practices in the South of India. This conclusion is principally made through an analysis of
the chommaka or secretive utterances that the participants are instructed to employ during
the worship of the phases of the five Kalis in the course of the Cakrakrida. These utterances
appear to convey the activities associated with these phases derived from Dravidian
languages (Kannada, Malayalam, Tamil and Tulu)?®. Likewise, Sanderson has also

highlighted that the sequence of worship of the KKA matches that of the Krama variation

found in the Southern guru Mahes$varananda’s works as well as two Kaula paddhatis of

23 Sanderson (2007b), pp. 283 — 284, fn. 172
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South Indian origin®*. Bolstering this argument is additional evidence discovered by me
and elaborated in our discussion of Vimalaprabodha’s bibliography below which shows

not only his Krama practice to be of Southern origin but also his tradition of Kubjika worship.

No matter what the exact origins of the KKA’s Krama tradition, it is undeniable
that it did become influential in the Kathmandu Valley, which is one of our key criteria for
incorporating it as the crux for this thesis. This influence is detected by the fact that its
composition of deity names, mantras and sequence of worship was copied by a number of
other Newar liturgies discussed in this chapter and evidence of its replication in fresh
manuscripts for well over four centuries?®. More importantly, its centrality is shown by
Vimalaprabodha’s own role in the Malla court. This is most clearly proven in the colophon
of the liturgy known as the Amrtesvaranityapijavidhi, a text for the worship of
Amrte$vara/Mrtyuiijaya attributed to Abhayamalla where we are told that the MS was
completed on June 8", 1216 during the reign of King Arimalla, who had received his royal
consecration through the grace of Vimalaprabodha (srimadvimalaprabodhapadaprasadal
labdhabhiseka)?®. This fixes both the date and the courtly milieu of Vimalaprabodha. As
for the identity between the Vimalaprabodha mentioned in this MS and our Vimalaprabodha,
additional evidence will be discussed below which conclusively proves this. This MS
seemingly bears no relation to Vimalaprabodha since its professed author is Abhayamalla,
Arimalla’s son, as proclaimed in the opening verses and its scribe was a certain Brahmin
by the name of Harihara from Camatkarapura in Gurjjaradesa (present day Vadnagar in
Guyjarat). Nonetheless the colophon highlights the consecration of Arimalla by Vimalaprabodha

and marks him out with high praise, describing him as “the knower of the meaning of the

2 See ibid., p. 320 as well as Sanderson’s lecture at OCHS titled “Saktism among the Saivas” (November, 2020)
and handout.

% See my Editorial Principles of the KKA for a detailed discussion of this.

26 This colophon is noted by Sanderson (2007b), p. 282, fn. 168. It was first transcribed by Petech (1984), p.
81 - 82 and also appears in Dyczkowski (2009), Introduction to Volume II, p. 347. It is more accurately
transcribed in Barilits-Gupta (2017).
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secret Agamas and Siddhanta Tantras.”?” We can therefore speculate that Harihara must
have had a special kinship with Vimalaprabodha to include him in such a way in the
colophon of a seemingly unrelated work and this inclusion could give rise to the possibility
that Vimalaprabodha came with Harihara from Gurjjaradesa since we also have evidence

of Vimalaprabodha being from outside of the Valley.

As far as [ am aware, there are three works of confirmed authorship by Vimalaprabodha.
Out of the three, only the KKA has been discussed in secondary literature. I summarise

below the few details that can be gleaned from these works about their author and his background.

1) The KKA The first authorial statement occurs at the beginning of the text in v. 3 of the
introductory verses where our author calls himself the student of Alakacarya and an ekadandin
as well as “having the nature of Siva”. Meanwhile, the end of the KKA comprises five
concluding verses which is the passage in the three texts by Vimalaprabodha to contain the

most biographical detail on the author. The translation of these verses is as follows:

“The routine and occasional rites revered in the Northern Transmission is proclaimed as
that which grants siddhis, free of obstacles, to those human devotees identifying themselves
with Kali. The fact that this secret oral transmission of the Kalikula which should not be
committed to writing has indeed been caused to descend by me, serving at the feet of his
guru known as Anandasakti, the grandson of Prakasasakti, the blessed teacher, the Ekadandin

ascetic by the name of Vimalaprabodha, also known as Parasakti, the worshipper of the

2" The compound here is siddhamtatantrarahasyagamarthavida transcribed incorrectly by Petech as
arghavida rather than arthavida. We should note the peculiar use of vida instead of vid in a colophon that is
otherwise largely free of grammatical issues. The rahasydgama most likely refers to the Tantras of the more
esoteric (hence rahasya) Bhairava and Sakta streams. The pairing of this stream with the Siddhanta thus
shows Vimalaprabodha to be learned in the entire Mantramarga. Dyczkowski states that this colophon reveals
Vimalaprabodha to be the teacher of Harihara. However, this relationship is not spelt out and the abhiseka
mentioned here quite clearly refers to that of Arimalla as Sanderson (2007b) has interpreted. What is of
further interest, though, is the effusive praise attached to Arimalla in the colophon and the date of copying
recorded as in the reign of Arimalla (srimadarimalladevapravarddhamanavijayarajye), indicating that it must have
been written during Abhayamalla’s period as crown prince and that the true patron of the work may have
been Arimalla who commissioned it on behalf of his son, the proclaimed author of the work.
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Lord of the Sadanvaya should be forgiven by the teachers (of the tradition). Here ends the
Kalitkulakramarcana composed by the Acarya Vimalaprabodha, the Paramahamsa and

wandering ascetic (parivrdjaka).”

2) _Parvatrayavidhana (PTV) which concerns three naimittika rites of the Uttaramnaya.
It is as far as | am aware a codex unicus (NGMPP B 32-18; palm leaf; Newari script;
14 folios). Sadly, the MS lacks its last folio but contains enough information for us

to know for certain that it was by Vimalaprabodha. Its statement of authorship reads:

sSrimadalakacaryacaranavallabhena
paramahamsavimalaprabodhenakrstaparvatrayavidhanam uttalend of MS with last folio

missing]

A possible reconstruction of the statement of authorship as well as the contents of this MS

will be discussed in detail in Chapter 5 of this thesis.

3) Pascimarcanapaddhati This work covers the routine and occasional rites for the worship
of the goddess Kubjika. It is also attested by only one manuscript (NGMPP C 6-15; palm leaf;
Newari script; 149 folios). In the same manuscript as the Pascimarcanapaddhati, we find
another text by the same hand but with no proclaimed authorship known as the “Srikrama
of the Maharahasyasampradaya”. The colophon of the entire manuscript which comes at
the end of this Srikrama gives its date as Samvat 331 (1210) during the reign of Arimalla
(rajadhirajaparamesvaraparamabhattarakasrimadarimalladevasya vijaye), providing
further proof in addition to the colophon of the Amrtesvaranityapiijavidhi that Vimalaprabodha
was active during the reign of this king. This manuscript also unrecorded in secondary
literature. Although a thorough reading of this manuscript has not been undertaken by me,

I have found five instances where the authorship of Vimalaprabodha is proclaimed as follows:
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1) 1v4 - 2rl (introductory verses): guroh Srisahadevasya pranamya caranambujam/
srivimalaprabodho ’ham pascimarcanapaddhatim//
Srutva srisambhavam vakyam saddesikamukhagatam/
vaksye hitaya sisyanam samksepat trividham sphutam//

2) 71v1 = 2: Srivimalaprabodhena pavitrakarcanakam krtam

3) 9015 — v1: naimittikam samuddistam pascimarcanapaddhatau/
srivimalaprabodhena samksepd(n) na tu vistarat //

paramahamsaparivrdjakasadanvayacaryasrivimalaprabodhaviracitayam dvitiyo vidhih

4) 10012 — 5: iti srimatkramoddhdaram gaditam svalpato maya/
sadanvayasamamnayat samakrsya prayatnatah//
paramahamsaparivrajakasadanvaydcaryasrivimalaprabodhaviracitayam

kramoddharavidhih

5) 105: iti paramahamsaparivrajakasadanvayacaryasrivimalaprabodhaviracitayam

dipacaruvidhih iti pascimarcanapaddhatih samaptah

Although the details provided in these texts are not sufficient to paint a full account
of Vimalaprabodha’s cultic and socio-geographical background, a few things can be
postulated. Without evidence of the Pascimarcanapaddhati examined for the first time
here, we can only say that it is highly likely that the Vimalaprabodha referred to in the
Amrtesvaranityapujavidhi is the same as the Vimalaprabodha who is the author of the
KKA given how we cannot ascertain the date of composition of the KKA from its
manuscripts. However, the alignment between the designations of Vimalaprabodha in the
KKA and Pascimarcanapaddhati as well as the date of the latter’s MS (1210 during the
reign of Arimalla) show the author of the KKA to undoubtedly be the Vimalaprabodha

who was the royal preceptor of Arimalla mentioned in the Amrtesvaranityapijavidhi.
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This also discounts one of Dyczkowski’s theories concerning Vimalaprabodha’s identity.
He postulates that Vimalaprabodha could be the same as “the Kashimiri Kalt Krama
teacher called Prabodha mentioned in the Mahanayaprakasa by Arnasimha as the disciple
of Cakrabhanu (verse 163) whom Rastogi (1979: 178) dates to the second half of the 11th
century.”?® As can be seen from the evidence, our dating does not permit Vimalaprabodha
to be active in the 11th century. A Kashmiri origin might also be questionable given the
potential Southern origins of his strand of the Krama as well as the very limited contact

between Kashmir and the Kathmandu Valley during the medieval period.

We can see that the KKA gives us two names for the author’s guru. At the start of
the text, we are told that his teacher is called Alakacarya while in the concluding verses the
name given to his guru is Ananda$akti. Two possibilities arise from this. First, he is naming
two separate gurus, one who is responsible for his exoteric learning and the other his
Krama education. Second, these two names belong to one and the same person, the first
being his guru’s public name, the second being his initiation name. I am tempted to adopt
the second interpretation since Vimalaprabodha also supplies himself with two names at
the beginning and end of the KKA, the latter, which is most likely his initiatory name,
being Parasakti. Since his own adopted name is appended with sakti, it is probable that
that of his guru will end with the same particle, meaning the name Anandasakti fits the bill

as the esoteric/initiatory epithet of Alakacarya.

Another important clue is found in how he calls himself the grandson of
Prakasasakti, showing that acaryas with names ending in sakti were not only related to
Vimalaprabodha through a master-student lineage but also a familial one. This raises the

possibility that Alakacarya was both his father and guru. Furthermore, the ambiguous term

28 Dyczkowski (2009), Vol. 11, pp. 440 — 445
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sivatmaka qualifying him at the beginning of the text could indicate two things. It may
denote either his ontological state, implying his true nature is at one with Siva. However,
more prosaically, atmaka can be used to mean “by the name/designation of”, indicating that
the name Vimalaprabodha is appended with siva (Vimalaprabodhasiva). The second
possibility would indicate that he belongs to a group of mendicants for whom their public
names are appended with siva and their esoteric names are appended with sakti. If more
evidence on such religious groups was forthcoming, this would help us in narrowing down
Vimalaprabodha’s origins. We should additionally note that he possesses a different guru
for his Pascimamnaya lineage known by the name Sahadeva as declared in the opening

verses of the Pascimarcanapaddhati.

The commonality in declarations of authorship found in all three works by
Vimalaprabodha is the description of him as an ascetic. All three texts (in the concluding
lines of the KKA and PTV and at three points in the Pascimarcanapaddhati) have the
author describing himself as a paramahamsa, a pan-Hindu term used to denote an ascetic
of high spiritual attainment. The qualification of parivrajaka, which denotes a generic
wandering mendicant is found in the KKA and three points in the Pascimarcanapaddhati
while the descriptor ekadandin (one who bears a single staff) is used at the beginning of
the KKA. This term is frequently used in contradistinction to ascetics who are known as
tridandin to distinguish between mendicants using one bamboo pole and those using a
bundle of three bamboo poles as carrying sticks. However, its exact religious connotation
is ambiguous and ascetics from a number of sectarian backgrounds (Saiva, Vaisnava, Jaina
and even Ajivika) identified themselves as ekadandins®®. Moreover, the term can be used
for certain classes of yatis within a single tradition itself as seen in the way the Paficaratra

Sanatkumdarasamhita classifies two of its yatis as ekadandins and the other two as

29 See for instance Lorenzen (1991), p. 105 and Basham (2002)



18

tridandins®. Other traditions make a distinction between the intensity of ascetic practice
through these two labels with the ekadandin being the stricter. In spite of the vagueness of
these terms, they do give further support to the idea that Vimalaprabodha came from
outside of the Valley to spread his cult. Wandering mendicants of this period were known
to travel great distances, relying on the generosity of patrons, especially kings and
pilgrims’ mathas, many of whom, records show, found their way into the Kathmandu

Valley before the 13th century®.,

From his composition of the above texts, we can consider Vimalaprabodha to have
been a teacher of both the traditions of Guhyakali and Kubjika, the two Kaula schools that
would come to dominate Sakta Tantra in Nepal. Vimalaprabodha indeed openly advertises
his affiliation with both schools. He calls himself a knower of the Northern Transmission
at the conclusion of the Nityapiija of the KKA (uttaramnayavedin)®?. His self-declaration
as an expert of the Western Transmission is not as obvious but can be detected from the
description of him in the Pascimarcanapaddhati as a sadanvayacarya®. This designation
might at first bring to mind the Newar Sadamnaya and lead the reader to understand it as a
reference to his expertise in the sixfold Kaula transmission. However, a more likely
interpretation of this term, especially since it appears frequently in his Pa§cimamnaya
work, is to see it as the name of a tradition of the Western Transmission prevalent in the
South of India. Contemporaneous with Vimalaprabodha, a tradition of Kubjika worship

was flourishing known as the Sadanvayasambava on account of its emphasis on

30 See the entry for paramahamsa and prabhu in TAK, Vol. 111, pp. 389 - 390 and pp. 530 - 531 as well as
Raghavan (1975), p. 75 for his discussion of ekadandin.

31 See Regmi (2007), Vol I, pp. 558 - 559 for the evidence of wandering ndthas in the Kathmandu Valley
during and before the 13th century

32 It should be noted that this is similar to the title ascribed to Vimalaprabodha in the colophon of a MS
(NGMPP A 161-12) of the Devidvyardhasatika where he is called uttaranvayacarya. Sanderson (2007b, p. 438)
states that this MS is a descendant of one in the library of Vimalaprabodha, hence his inclusion in the colophon.
33 This title is used in the colophons of another two MSS of the Deviparicasatika belonging to his library as
described by Dyczkowski (2009, Volume II of the Introduction, p. 347) who does not seem to be aware of
the Pascimarcanapaddhati.
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Sambhu/Navatman over Kubjika. This tradition was an influential one as proven by the
number of its South Indian liturgies as well as by the fact that it became incorporated into
the Tripurasundari school of the Sankaracaryas of Srigeri and formed “the esoteric content
of the ever-popular Anandalahar*. Although the specific term sadanvaya is not used in
the KK A, we have the related characterisation of the author as srisadamndayadevesapiijaka
(the worshipper of the Lord of the Blessed Sadamnaya). We may use this as proof that the
sadamndya/anvaya referred to in the two texts denotes the Sadanvayasambava rather than
the Newar sixfold transmission since the term devesa makes clear that the central deity of
this cult is male (Sambhu/Navatman) rather than female (the Kaula goddesses of the
Sixfold Transmission). This attribution is further supported by our knowledge of the
existence of authors who were initiated into both the Krama and the Sadanvayasambava
variant of the Kubjika cult. Such is also the case with Mahe$varananda who proclaims this
dual initiation in the opening verses of Mahdarthamarjariparimala®. Since, as already
discussed, Mahesvarananda’s tradition of the Krama is very close to Vimalaprabodha’s,

it is probable that the same applies to the Kubjika lineage they both subscribed to.

Support for this hypothesis also comes in the form of the preliminary verses of the
Pascimarcanapaddhati which indicates that the primary object of worship in this manual
is Navatman rather than Kubjika, a hallmark of the Sadanvayasambava. Thus, the initial
obeisance before the commencement of the text is made to Navatman (om namah srinavatmane)
and the final part of the rather perplexing marngaldcarana shows this verse to clearly be
dedicated to a male rather than female deity (1v3:..tam vande srinavesam kramakulavibhavam. . .).
Finally, the cited introductory verses also characterise the entire paddhati as pertaining to

the speech of Sambhu (srisambhavam vakyam). This Pascimamnaya aspect of Vimalaprabodha

3% Sanderson (1988), p. 687
35 Sanderson (2014), pp. 300 — 301, fn. 304 and Sanderson (2002), p. 23, fn. 20
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has not yet been mentioned by secondary literature and thus forms an important clue in

piecing together his background.

The Paratantra

The Paratantra (PT) is a scripture of the Kathmandu Valley that contains 582 verses
mainly concerning the Uttaramnaya; the three final and most prominent Patalas solely
cover various aspects of the worship of Guhyakalt and are far longer than the previous
six chapters combined. Sanderson has convincingly shown that its date of composition is
post-15th century on account of its inclusion of the East-Indian Mahavidya goddesses and
its description of a purity-congruent form of Tripurasundari worship advocated by the
Sankaracarya Samnyasins who were only present in the Valley from the reign of Ratnamalla
(c. 1484 — 1530) onwards®. It is one of our key sources for the iconography sections of
this thesis since 1) its widespread reproduction over centuries attests to its popularity among
the Newars 2) it describes key features of each transmission of the Sadamnaya and is thus
a crucial source for this tradition 3) it is iconographically rich, documenting the visualisation
of several forms of Guhyakali, including rare visualisations of the Five Kalis as well as an
important Guhyakaliyantra. Two editions of the PT have been published so far, the first by
Dhan Shum Shere based on a manuscript in his collection, appearing in the periodical

Candi in 1959, and another by M. Lamichhane as a critical edition based on 4 manuscripts

36 See Sanderson (2004), p. 370, fn. 60. With regard to its Newar origins, Sanderson states this is almost
certain on account of the arrangement of its deities which reflect the paddhatis of the Newars, especially the
pairing of SiddhilaksmT and Guhyakalt in the Northern transmission. Moreover, he cites the fact that it agrees
with Newar religious art for which he mentions a set of paubhas depicting Siddhilaksmi (in her ten-armed
and visvariipa forms), Guhyakali (two paubhas), Kubjika and Tripurasundart in Bhaktapur Museum of Art
which mirrors the PT’s description of them. On my visit to this museum, I was able to identify the paubhas
mentioned by Sanderson with one of the paubhas of Guhyakali illustrated as fig. 8 in Ch. 1. Even stronger
proof for the mirroring of the PT’s dhyana in a work of art is found in an illuminated manuscript (accession
number: 1994-148-617) in the collection of the Philadelphia Museum of Art roughly dated to the 17th century
which contains paintings of all six goddesses of the PT’s version of the Sadamnaya, including the mysterious
Nisesvari and PairpesvarT. This artwork was the subject of my talk presented at the World Sanskrit Conference 2023
(History, Art, Architecture and Epigraphy Panel) in which the links with the PT were highlighted. The proximity
between the text and artwork is unmistakable as elements of iconography down to minor details like the
adornments on a goddess’s head crest or less important aspects of her throne are replicated in the paintings.
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and published by the National Archives, Kathmandu (2018). My own edition of the dhyana
section benefits from this second edition but uses our analysis of iconography to help
correct problematic readings and adds new manuscript evidence as will be explained in the
preface to the edition. Furthermore, no translation of this text exists so our dhyana excerpt
will be the first translation of an extensive segment of the Tantra. Scholars concur on the
importance of the PT for Newar Kaulism®’ but no independent studies of the Tantra exist
in English beyond the few paragraphs discussing it in Sanderson (2004), its mention in a
footnote by Dyczkowski (2000) and a brief summary of its treatment of the Kubjika
tradition in Dyczkowski (2009). This thesis will therefore contribute to a better understanding
of the text, especially its 7" Patala. However, the other Patalas in this Tantra contain

content that is also of considerable interest for the study of the Sadamnaya>®.

A second text of importance for our study of iconography is the Mahdakalasamhita
(MKS), a vast Tantra whose two main subjects are the Goddess Kamakalakalt®® and
Guhyakali and was most likely written in Mithila during the late medieval period*. This thesis

will be concerned with the Guhyakalikhanda which alone spans over 500 pages in Kishore

37 Goudriaan and Gupta (1981), p. 77 call the PT “a most important source” of the Sadamnaya system.

38 The first three Patalas of this Tantra are concerned with the worship of Piirne$vari, Nisesvari and Kubjika
respectively, recording their visualisations, epithets, ancillary deities and the siddhis associated with each
goddess. The fourth Patala is the first time the Tantra deals with the cult of Uttaramnaya, which will be
elaborated upon fully in Patalas 7-9. Here, Guhyakali is worshipped in her three-faced, eight-armed form
with her name undergoing a semantic analysis. Patala 5 concerns the Urdhvamnaya of Tripurasundari and,
besides the Patalas on Guhyakali, it is the longest in this Tantra. It discusses extensively the famous 16-
syllabled vidya and Sricakra of this cult while also visualising her as a four-armed auspicious-looking deity.
The brief sixth Patala deals with the goddess Vajrayogini who is said by the Tantra to be worshipped by the
Buddhists. Patala 7 is by far the work’s longest and its two principal subjects - the cakroddhara and dhyana
of the Supreme Guhyakalt - will be analysed in detail in subsequent chapters of this thesis. Besides these
subjects, the chapter also discusses the lineage of Guhyakali worship, the importance of rendering service to
a guru and mantroddharas of the cult’s key vidyas. Patala 8 largely concerns the matter of non-duality,
prescribing non-dual knowledge as the refuge of mankind and instructing the adept to cast aside his prejudices
concerning the pure and impure. The last Patala has ritual as its theme, especially purascarana rites and rites
for worldly benefits. The kamya rites recorded here are highly diverse and extend well beyond the standard
satkarman (six traditional magical rites).

39 A summary of the contents of the Kamakaldkhanda can be found in Goudriaan and Gupta (1981), pp. 78 — 80.
%0 See Sanderson (2014), p. 82 and Sanderson’s lecture at the OCHS titled “Saktism among the Saivas”
(November, 2020) and accompanying handout 3, p. 17.
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Nath Jha’s printed edition and covers such topics as the multiple dhyanas of the goddess
according to the number of her faces and arms; the mantroddharas according to mantras
obtained by divine and mortal beings and for achieving specific goals; nydsas corresponding
to the forms of the goddess, important mantras, the six transmissions and ancillary deities
like yoginis, dakinis and matrkas, the five Kalis and the pithas; 24 yantroddhdras; and an

enumeration of ritual apparatus/ offerings and the corresponding mantras for their purification.

Although the text is Maithili in origin, we justify its inclusion in our study of

Newar Tantrism as it was evidently one of the most influential Tantras in the Valley given
the ubiquity of its manuscripts in the NGMPP and the fact that it was a focal scripture for
Narasimha Thakura who played a key role in King Pratapa Malla’s religious patronage as
his royal preceptor®’. In spite of the fact that no studies of this text exist, the highly
impressive appendix in Jha’s edition goes some way in deciphering the Tantra since it
provides the decoded mantras for the mantroddharas and nydsas as well as renderings of
the 24 yantroddharas. Nonetheless, with the assistance of newly available manuscript and
artistic sources, I have been able to supplement and clarify in this thesis some of Jha’s

suppositions about iconography.

The Haharavatantra

The next Tantra under discussion is the Haharavatantra (HRT) which is another
extensive work, important for our study as it is especially abundant in iconographic content.
It includes the visualisation of the supreme 54-armed form of Guhyakali at three points in
the text whereas the PT and MKS only give one such dhyana. Moreover, it contains a
highly detailed description of the central Guhyakaliyantra in its 9" chapter and the most

elaborate system of nydsas I have so far witnessed in Tantric literature. Other content in

1 See Michaels (2008), p. 132 - 133.
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this Tantra includes the exposition of long mantras, instructions for magical rites and for
visualisations and worship of a plethora of other Kaula deities. Currently, there are no
editions of this text, although a very corrupt transcript has been made available by Muktabodha
Indological Research Institute online. This transcript is at points almost unintelligible
without comparison with the MS on which it is based (NGMPP A 204-6). Therefore,

I have principally consulted manuscripts for evidence required from the Tantra in this thesis.

I have used NGMPP C 30-3 (Newari Script), which has more accurate readings, as the
principal witness for the iconographic section I call HRT 1 while for the sections HRT 2
and 3, the MS consulted is A 204-6. This is on account of the former MS being incomplete
(99 folios) and therefore ending before the beginning of HRT 2. In spite of the state of the
Muktabodha transcription, it is helpful more broadly in locating sections in the Tantra as a
searchable e-text. Given the fact that no MSS of this Tantra exists outside the Valley and
that elements of its content imply a Newar origin, we can be quite confident that it is a

work of the Kathmandu Valley*?.

Other unpublished sources

Numerous other unpublished sources have helped supplement our understanding of the
practice of the Guhyakali cult. Key sources include paddhatis that proclaim a cycle of Nityaptja
that are allied to the KKA. These have been used in the verification of names of deities and their
orientation in mandalas. Sanderson cites the Mahdarthakramaparicakamantrapaddhati (MPP)
dated 1278 and listed under Pijakanda MS AD 1412 in the Cambridge University Library
as a source for the names and mantras of the Nityapiija alongside the KKA*. This paddhati

has been frequently consulted in the thesis as well. However, an even more useful MS is

%2 See Sanderson’s lecture at OCHS (November, 2020) and handout 3, p. 13 as well as Dyczkowski’s entry
for this Tantra in the Muktabodha Catalogue.
3 Sanderson (2014), p. 71
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the Guhyakalinirvanapijapaddhati (GNP) dated 1380 which adds material which the MPP
lacks; the latter refrains from supplying the mantras for the Bhasakalicakra and composition

of the Gurumandala. Moreover, both the orientation and names of ancillary deities are given in
the GNP while only their names are found in the MPP. Beyond this, the GNP also contains
instructions for a system of nyasa almost identical to what is found in the paripati (preparatory
rites) of the KK A (Paficanavatmikanyasa, Saptadasaksaranyasa, Sadanganyasa etc.) as well
as several mantroddharas and a yantroddhara for the central goddess and five Kalis and

brief dhyanas of less complex forms of Guhyakali.

Finally, another unpublished manuscript frequently consulted is the
Uttaramnayapavitrarohanavidhi (UPV) which contains liturgies, including the mantras,
dhyanas and cakroddharas, primarily concerned with the goddesses of the Northern
transmission (Guhyakalt and Siddhilaksm1), Kubjika and Tripurasundari. It is of value to
us mainly for its detailed account of the cakroddhara of a core Guhyakaliyantra. However,
it is a fascinating text that should be studied in its own right beyond this thesis for containing
the dhyanas of lesser-known Tantric deities, a witness to the mentioned Siddhilaksm1 hymn
composed by Jitamitramalla and a section dealing with the divinisation of consumable
offerings (caru). Other manuscripts which have been used to a lesser degree will be
described as we go along including the Guhyakalidevyarcana written on palm leaf in what

looks like early medieval script and three MSS calling themselves Guhyakalitantra.

I will now give a brief overview of the secondary literature relevant to my research,
much of which I have already alluded to in relation to the scholarship on our primary sources.
Although my thesis deals largely with an undocumented phenomenon drawing on unpublished
sources, it would not have been possible without the meticulous groundwork of established
scholars. I have already mentioned the importance of Sanderson’s work in contextualising

the Tantric traditions but equally significant are his works on the development of the Krama
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as found in his article The Saiva Exegesis of Kashmir (2007b) and his brief but valuable
discussion on Newar Saivism in The Saiva Religion amongst the Khmers (Part I) (2004).
The former dedicates over a hundred pages to the Krama’s primary sources and mainly
concerns the Krama’s treatment by Kashmiri exegetes. Although its principal topic is the
Kashmiri Krama, Sanderson makes reference to much Krama material outside of this
region. As for the second article, although its subject is not Newar Saivism, Sanderson
charts in a short section the trajectory of Newar Sakta Tantra, especially the royal patronage
of the cults of Kubjika and Siddhilaksm1 through several scriptures and liturgies. It is from
these publications that I came to encounter for the first time much of the unpublished material
used for this thesis. Since I have the luxury of dedicating an entire DPhil thesis to the
Uttaramnaya in Nepal, what my work hopefully does is to pick up on some of these
previously recorded sources as well as newly discovered ones and give them room to fully

expose their richness and value.

Regarding works specifically on Kaula cults in the Kathmandu Valley, beyond the
introductions and notes found in editions of texts, these are few and far between. We may
however mention the research of Dyczkowski, especially Dyczkowski (2000) which focuses
on a textual and anthropological approach to the cult of Kubjika in the Valley with some
references to Guhyakalt and Siddhilaksm1 and useful citations of liturgical material.

Of a similar anthropological slant is Timalsina’s (2006) study on the interrelation between
vernacular and Sanskritic traditions of the Siddhalaksm cult, including her relationship
with the goddess Taleju. Moreover, Michaels’ (2008) work has explored the history of
Kaula/Tantric Sakta sites and their modern-day processions. His examination of the
Guhyes$vartyatra is particularly relevant for the contextualisation of my research. In these
works, references or brief descriptions are made of historical ritual practice but none of

them treat this subject in a systematic way. This is understandably so because the practical
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worship of Guhyakal is not the principal objective of their research. My thesis therefore
aims to cover new ground by providing a systematic treatment of worship in the sense that
each and every step of the ritual process, at least as it appears in the KKA and its allied
liturgies, will be documented, interpreted and analysed. Original research, especially with
regard to the Krama’s naimittika rites, is importantly also made possible by my discovery

of a hitherto unknown ritual work by Vimalaprabodha - the Parvatrayavidhana.

From the perspective of art history, secondary literature dealing with discrete images
of Guhyakalt do exist. Many of these are found in the work of Pal, the pioneering art
historian who was amongst the first to treat Newar art as an independent field of study.
These include a Cosmic Guhyakali from the Zimmerman Collection in Pal (1991), pp. 81 - 82;
the Walters Art Museum Guhyakali paubha in Pal (2001), p. 224 corresponding to figure 2
in Chapter 1 of this thesis; and two folios depicting Guhyakalt from an illustrated manuscript
in the collection of the Bharat Kala Bhavan in Pal (2004), pp. 56 - 57. However, since
Pal’s project in these publications was to document the course of and contextualise Newar
art more generally, little reference to the cultic backdrop or textual sources of these pieces
are made. Nor has there been any research comparing groups of artworks depicting Guhyakali,
the multiple dhyanas of this goddess and the relationship between these artworks and

144

textual material™. This overarching and cross-cutting outlook is exactly the task of this

thesis for which our next chapter is a fitting starting point.

4 Although studies specifically on Guhyakali are lacking, it is worth mentioning the work of Timalsina
(2015) which lays out helpful frameworks for understanding the symbolism and progression of Tantric
iconography, particularly Kaula visual culture.
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Chapter 1
A Study of the 54-armed Form of Guhyakali

1.1 Introduction

This chapter will focus on the visualisation of the 54-armed supreme form of the
Goddess Guhyakali by comparing texts containing this dhyana alongside artworks from the
Kathmandu Valley that largely date from the Malla period. The key sources are Patala 7 of
the Paratantra (PT), which will be the primary focus of our analysis, the Haharavatantra
(three passages containing the nyasa/dhyana of this form of the goddess called here HRT 1,
2 and 3), the Guhyakalikhanda of Mahakdlasamhita (MKS) and the Kalikulakramarcana
(KKA). The main purpose of this paper is to show that multiple textual sources, especially
understudied and unpublished material, must be examined side by side with artworks in
order to reach a systematic perspective and holistic understanding of the iconography of this
goddess. Through this overarching examination, I hope to achieve the following: 1) to provide
an overview across texts of the notoriously complex iconography of Guhyakalt 2) to prepare
a translation and more accurate edition of the dhyana section of Patala 7 of the PT using this
comparative overview 3) to compare textual materials of this period with visual sources to
clarify our understanding of texts while untangling the complex relationship between textual
and visual traditions and finally 4) to explore how the nexus between dhyana and nyasa in the
cult of Guhyakalt achieves a wholly immersive means of transformation for the adept. Before
tackling the particularities of iconography, however, I should first explain why emphasis is
placed on this particular visualisation of Guhyakali and why the dhyana from the PT is

selected for the edition and translation.

Although the ten-faced, 54-armed form is by no means the only visualisation of

Guhyakali in the texts listed above, it is selected as our subject since our Tantras and
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paddhatis see it as the supreme visualisation of the Goddess. The PT for instance also provides
visualisations for the three-faced, eight-armed Guhyakali, the nine-faced, 54-armed Paficakalis
(Srsti, Sthiti, Samhara, Anakhya, Bhdsa forms) and another three-faced, eight-armed form
known as Balakumari. Out of these, however, only the form we are concerned with is declared
to be the unexcelled visualisation (dhyanayogam anuttamam) embodying the features of
all other Kalis. Her visualisation befittingly takes up by far the most space in the PT. Likewise,
the MKS mentions many other forms of Guhyakali from her one-faced form up to her
100-faced form®. However, it is the 54-armed form propitiated by Bharata (Bharatopasitd)*®
that receives the most attention (vv. 25 — 102), definitively proclaimed as the origin of all
other dhyanas*’ and forming the basis of several principle nydsas. The primacy of this
form in the HRT is shown by how it is not only the first visualisation but also the first
subject matter proper of the Tantra following the preamble. In the same vein, this is the

only dhyana given for the central Guhyakali in the KKA and is the form which the adept is

instructed to transform himself into before he is fit to worship the pantheon of the Krama.

As for my choice of placing somewhat more focus on the PT in this chapter, we may
justify this on account of the importance of the PT, as already discussed, as a text that
epitomises the Newar Sadamnaya and its widespread reproduction. However, the significance
of the dhyana found in the PT, at least from a cultural perspective, is the fact that it or
the template on which it is based became the most popular visualisation of this goddess,
appearing in many other texts and probably acting as the source for artworks as well.

For instance, HRT 1 is almost identical to the PT’s dhyana and is either drawn directly

from it or shares the same source. Beyond this, the dhyana finds its way into other

4> The forms that are listed are those with one, two, three, five, ten, 20, 30, 36, 60, 80 and 100 faces.

46 The MKS follows the common system of naming mantras according to the figure who sought them while
the dhyanas all correspond to a mantra. The 16-syllabled mantra sought by Bharata is said to correspond to
the ten-faced, 54-armed Guhyakali.

47 MKS 1.129
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unpublished material such as visualisation passages unrelated to the KKA in the MS I call
KKA 18 and A 150-1%. These two manuscripts are mainly used in this thesis as witnesses
for the KKA but in fact contain additional liturgical material on the Uttaramnaya, including
this very dhyana, which appears immediately after the end of the KKA in both manuscripts.
The visualisation is also found at the beginning of a MS that calls itself Guhyakalitantra
(see bibliography). Its role as the basis for artworks is shown by how the composition of the
animalian faces and thrones of worship in most extant Newar artworks align with its
instructions rather than those of the MKS, KKA or HRT 2 and 3, a feature which will be

discussed in detail later.

Since an edition and commentary of the entire KKA is appended to this thesis,
emphasis need not be placed on this text in this chapter. Further justification comes from
the fact that the available Nepali edition of the PT often struggles to make sense of the
oblique elements of iconography and frequently makes emendations that go unrecorded in
the apparatus as we will show. An accurate translation of this passage of the PT will also
be essential for our next chapter since it contains an account of the iconographic distinctness
of the Five Kalis. Moreover, many common translated sources consulted by art historians
for models of Tantric deities, such as the Mantramahodadhi, Praparicasara, Saradatilaka,
Tantrasara (Krsnananda Agamavagisa) and Srividydrnava amongst others, do not contain
this particular form of Kali. The translation of any Guhyakalt dhyana will be a small but
helpful resource for scholars not working in Sanskrit. Finally, because we are dealing with

six passages in total, in order to provide an overview of the iconography of Guhyakali,

%8 KKA 1, ff. 32v1 — 3516. The dhyana in both MSS mirror that of the PT almost word for word, omitting the
section on the Five Kalis, making them similar to the content of HRT 1.
A 150-1, ff. 35v2 — 3717
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a single source needs to be chosen as the primary point of comparison to ground our

analysis and to avoid confusion.

However, the comparison of a number of texts will not only benefit an accurate
edition of the PT’s dhyana but enhance our understanding of every other source as well.
This is largely due to the differing styles in the presentation of the dhyana. The MKS and
PT present the visualisation in descriptive verses, rich in vivid detail but often obfuscating
on account of their poetic form. On the other hand, the KKA describes the goddess in a
terse prose passage in which her faces and hands are listed, numbered and separated by
individual mantras. The directness of the KKA clarifies the verses of the MKS and PT

while the elaboration of the latter two adds depth of imagery to the KKA.

As for our analysis of nydsa, | draw largely from both HRT 2 and 3, the KKA and,
to a lesser degree, MKS® since these are the texts that amalgamate dhyana and nydsa
showing them to be two forms of the same goal of manifesting the divine. The HRT,
however, expands greatly upon the basic formulas provided in the KK A and manages to
incorporate every aspect of Guhyakali’s appearance into its numerous nyasas. Thus, for

the more complex nyasas, the HRT serves as my principal source.

At this point, a brief explanation of the context of the different passages of the HRT is
warranted for the sake of clarity. HRT 1 comes at the beginning of this huge text (Patala 1,
vv. 21 — 54 or C 30-3, ff. 2v1 - 4r2) and appears as a versified dhyana describing the faces,
implements, seats and adornments of the goddess very similar in style and content to the
PT’s dhyana except for the lack of description of the appearance of the Five Kalis. Meanwhile,
my abbreviation HRT 2 corresponds to a chapter known as the Guhyakalipijapatala (ff. 28v2

— 3716 in A 204-06) concerned mainly with the cakroddhara of the goddess. The two relevant

0 MKS Patala 1 contains the principle dhyana. However, Patalas 6 and 7 contain nydsas related to this
dhyana. The reason why these are consulted less than the HRT will be explained.
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parts of this Patala are those that precede and succeed the cakroddhara. Before the
cakroddhara, we have a number of nydsas, the most important of these being the vaktranyasa
(nydsa of the faces of Guhyakali found in f. 3115 — 9) and an asananyasa (nyasa of the seats
of her throne of worship in ff. 3119 — 31v4). Having enumerated the various elements of the
goddess’s yantra, we approach the centre of the diagram where the supreme deity is situated.
This part corresponds to the second segment of HRT 2 explored by us. Here, the mantras of

Guhyakali’s seats, hand implements and faces are given (ff. 34v6 — 3519).

Meanwhile, HRT 3 appears towards the end of the entire Tantra in a section known
as the Guhyakalikasodhanydasa (f£.105v9 — 113r5) in which Bhairava proclaims a versified
dhyana of roughly 26 slokas and a sixfold nyasa that will enable the three worlds and even
the gods to be at the command of the adept. The s/okas are very similar to the PT/HRT 1’s
dhyana but with minor changes to the faces and implements of the goddess as noted in
iconography tables 1 - 3. However, HRT 3 is relevant mainly on account of a second
vaktranydasa and astranyasas which incorporates all 54 hand implements of Guhyakali

(ff.109r11 — 110r8).

Since, this thesis also examines how text and image are mutually informative,
the criteria for the selection of visual sources for this chapter should be stated. These works
have been chosen on the basis of several factors that make them relevant to the depiction of
Guhyakali in our texts, including 1) the sources are created in the Kathmandu Valley with
estimated dates between the latter half of the Malla period to the early Saha period (15% —
early 19" century), the era in which many of the texts discussed were produced and when this
cult reached its apogee; 2) the sources cover a number of media (eight works of sculptures,
painted paubhas and ink on paper) and functions (cult objects, commissioned paintings, artist
manuals and visualisation manuals) giving a cross-section of artistic production on this

topic; 3) their subject matter is the ten/nine-faced Guhyakali, although certain figures
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conform to the 8-armed type. Despite the fact that many more artworks depicting this
goddess may be uncovered from this period, the figures should be representative of artistic
depictions in general. The visual sources alongside their details have been recorded at the

end of this chapter as figures 1 — 8.
1.2 The Status of Iconography

Before an analysis of the principal features of the central Guhyakali, we should
take a step back and offer a brief remark on the status of icons in general in the Uttaramnaya.
This is because the attitude of the tradition towards the artistic depiction of the divine
might come as a surprise to the reader who is familiar with the proliferation of esoteric
Tantric icons in medieval Nepal. At least from the perspective of an early text of the tradition
like the KK A, iconography is manifested in routine worship purely through ideation or
visualisation rather than the creation of physical images (miirti or pratima).>:. The verbs

used when instructing the adept to manifest the forms of deities - Yvicint (to observe or
imagine) and Ydhyai (to meditate or visualize) — suggest this. The deities are brought into

one’s presence either by transforming oneself mentally into the central deity as is the case
with the 54-armed Guhyakali in the sanyasadhyana section of the KKA or by imagining
them as present on various parts of the relevant mandala as per the instructions at the end of
each cakra. Remarkably, nowhere in the KKA are we instructed to involve icons in the act
of worship, whether as the object of offerings and meditation or as a witness to ritual acts,
recitations or vows. However, the mandala itself, which forms the support of this visualisation,

does seem to be rendered physically as indicated by the verbs used in relation to mandala

51 1t is noteworthy that even when the ritual procedure of the KKA closely aligns with that of another text

whereby an icon is called for, this feature is removed from the KKA. An example is the worship of the 24

pithas (discussed later) for which the KKA shares most of its steps with Kubjika Tantras. In the latter (see

Dyczkowski (2009), Volume I of Introduction, p. 546), worship in front of an icon is one of the alternative
locations for this rite. However, this option is missing from the KKA.
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construction, such as ynirmd (to create or produce) and \samalikh (to inscribe or draw)

which undeniably refer to material creation. This is further bolstered by the description of a
paste used for the inscription of the mandala in the Mandaloddharavidhi of the KKA or
instructions to fill certain features of the mandala with colours after they are drawn as

shown in the raising of the Prayascittamandala®?.

If the KK A were solely concerned with the procedure of worship to the exclusion
of the materials of worship then it might be plausible to argue that the absence of any mention
of icons is due it being outside the purview of what the author considers the subject of his
work. However, this is not so since Vimalaprabodha actively engages with the materiality
of the cult, giving detailed descriptions of materials and processes for producing cult objects
and ritual apparatuses. Thus, a comprehensive list of ingredients/materials and methods for
mixing and enchanting them are found in the instructions for the production of the d@sana
(seat), arghapatra (water vessel), aksamala (rosary), dipa (lamp) and caruka (dough offering),
damanaka (plant offering) and pavitraka (cord offering) as will be shown in subsequent
chapters. If a physical icon were at all involved in worship, we would expect in the very
least some extended description of not only its material composition and creation but also
references to installation and consecration (such rites as pranapratistha or netronmilana).
Unsurprisingly, this apprehension concerning idols seems to extend to the physical spaces

that house them (temples or shrines) as well®,

>2 For instance, we are to fill the drawn seeds inside the pericarp of the mandala’s lotus black (bijam
Syamena piirayet) and told to fill the lines demarcating the enclosure with black pigment
(prativaranarekham...ca krsnavarnena piirayet).

33 Thus, on the rare occasions where sites of worship are enumerated, these are usually outdoor spaces free
of any purpose-built structures. The Prayascittavidhi for instance prescribes cremation grounds, lone trees
and the confluence of rivers as appropriate spots for worship. While when /irigas are mentioned as sites of
worship, such as in the Prayascittavidhi or the Nisatanavidhi, the /irigas are most likely deconsecrated as
their characteristation as lone lingas (ekalinga) or lingas devoid of the marks of worship
(trisulavrsabhojjhita) show.
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Although later texts, such as the PT, might admit the presence of icons, they do so
fleetingly without elaborating on them. Thus, the only occasion where icons do feature in
the PT in relation to the Guhyakali cult is in instructions for the cakroddhara where the
physical idol (pratimd) and the cloth (pata), which in the context of worship most likely
refers to the painted iconic cloth, are listed as the first two supports for the drawing of the
yantra of the Goddess. Moreover, this apprehension concerning the Goddess’s iconism is
still present in late medieval Guhyakalt works and their attitude towards dhyana as a whole.
The MKS for instance states that the three manners of conceptualising Guhyakali corresponds
to three types of worshippers (1.138). The categories are clearly in descending order of
importance as the first class of worshippers comprise Mahe$vara, Visnu and Brahma (1.138 —
1.139), the second class are mostly made up of divine beings and the third are exclusively
humans. The first type of “visualisation” is not really a dhyana at all since it characterises
the Goddess as formless, transcending all conventional reality and having the nature of
pure awareness. The various physical offerings and implements for worship are to be

substituted with internal contemplation.

The second type of dhyana is the visualisation of the goddess in her viradripa
where Guhyakali’s awe-inspiring form straddles the border between the conceivable and
inconceivable or the iconic and aniconic. In this beautiful passage of 21 verses (1.178 — 199),
her features are compared to cosmic phenomena. For instance, the top half of the Brahmanda
forms her head and five of the nagalokas constitute five of her toes. It is only in the third
type of dhyana where she is associated with a denumerable number of heads and arms and
discernable anthropic features and adornments. It is also to this third type of worship that
the supreme 54-armed form of the goddess under discussion in this chapter as well as forms of
increasing numbers of arms and heads belong. This classification is thus an interesting

aniconic streak in a text otherwise heavily involved with iconography and possibly
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harkens back to early Krama Tantras which evade iconographic description and use

apophatic language to describe the goddess.

Despite certain aniconic trends and the reticence in dealing with idols in earlier
texts, the depiction of a variety of forms of Guhyakali in the plastic arts did become
commonplace in the medieval Kathmandu Valley. Likewise, purpose-built structures
created to house these idols emerged as the very conspicuous and lavishly patronized
temples of the Uttaramnaya in the Valley attest. This points to a natural tendency for more
abstract religion to move towards the tangible but also indicates a complex and by no
means imitative relationship between the prescriptive vision of worship in Tantras and the

more flexible lived religion of the medieval Kathmandu Valley.
1.3 The Faces of Guhyakali

Now that we have covered the status of iconography in Krama literature in general
and the principal sources for Guhyakali’s iconography, we can begin to grapple with various
aspects of Guhyakali’s appearance. In this section, I attempt to compare the depictions of
the nine/ten faces of Guhyakali in the visualisations of the PT, HRT, MKS and KKA in
order to understand the patterns in depicting this aspect of Guhyakali in the textual tradition of
the period. The textual depictions will also be compared with figures 1 — 8 to discern how
these patterns were translated into visual material, allowing us to assess the uniformity and

divergence between textual and visual traditions.

The most conspicuous divergence to note is the difference in the number of faces

between certain texts with the PT, MKS and HRT 1 and 2 listing ten faces while the KKA
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and HRT 3 display nine by dropping the uppermost flame face®*. This difference will be
explained in detail later but for now, we can argue that the faces are one of the more stable
elements of Guhyakali’s iconography with a high degree of uniformity across texts and
between texts and visual material as shown by table 1. The texts show a remarkable
consistency in both the identity and arrangement of the faces. Although the appellation of
each animal face varies according to synonyms preferred by that text (in the case of the
lion face, for instance, the PT and HRT use simhavadana while the MKS employs
kesarimukha), the identity of seven out of eight animalian faces remain the same, the only
difference being the substitution of a bear face (rksavaktra) in MKS, KKA, HRT 2 and 3

for the boar face (kola/sitkara) in PT and HRT 1.

This consistency extends to the texts’ common scheme of splitting the faces into
four tiers (shown in the table) with the flame face at the top (for the texts that contain 10 faces);
the lion face in the second tier; the jackal, monkey and boar/bear in the third; and the garuda,
makara, elephant and Kali faces in the bottom tier. Interestingly, this schema is shared
exactly, in terms of the identity and location of the faces on each tier, by all the visual
material that explicitly depict Guhyakalt in her ten-faced form, whether sculpture or painting.
The texts also share the same colour scheme for the faces of Guhyakali. In spite of the
replacement of the bear face for the boar face in certain texts, the colour of this face,
whether bear or boar, is said to be grey. Moreover, several of the artworks in which the

colour scheme is easily discernible (for instance, figures 2, 7 and 8) largely follow the

>4 Jha’s edition of the MKS reads for the first upper face (v.61b) “irdhvavaktram (dvipikisyam) candayogesvariti hi”.
The parentheses suggest the word is a conjecture on his part. This conjecture (dvipika) seems to be derived
from the term dvipin, which means tiger or leopard. At first glance, this appears to be a reasonable conjecture
given that the eight other faces are theriomorphic. As such, the tiger/leopard face is also reproduced in his
edition’s sketch of the goddess on p. 9. However, due to its similarity to the word dipaka and the attestation
of both the PT and HRT of dipaka, I have favoured this reading over Jha’s. This is bolstered by the fact that
all MSS of the PT and HRT have this reading as well as the PT describing this face on two occasions as
consisting of light (jyotirmayamahavaktram in v. 68 and jyotirmayam vaktram in v. 104). Further proof comes in
the MKS’s own vaktranyasa where this face is described as jvaladdipakarint (MKS 7.16)
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prescriptions of the text. Figures 7 and 8, for example, exactly replicate the textual colour
scheme while in figure 2, only the horse face diverges, being white instead of the prescribed

dark colour.

Having grasped an overview of the faces of Guhyakali, we are now in a position to
discuss points of divergence beginning with the number of faces. It could be said that the
confusion over whether the goddess has nine or ten faces can be put down to the fact that
the additional face missing from the KKA/HRT 3 - the flame face - is in fact an inanimate
element. Therefore, some texts might not have strictly considered this a face at all but
rather an additional iconographic feature. In addition to this, however, I wish to argue that
the nine-faced form of the goddess might be considered the original form while the ten-faced
one is possibly a later development. Beyond the fact that the KKA is by far the oldest source
amongst our texts, the nine-faced form makes more schematic sense than the ten-faced for

two main reasons.

The first is that emanations of Tantric deities are associated with particular mantras®.
This association between forms of mantras and dhyanas of Guhyakali is also acknowledged
at the very beginning of the MKS®. Since the core mantra of the Uttaramnaya is the nine-
syllabled vidya (khphrem mahdcandayogesvari), we would also expect the number of
faces of the supreme form of the goddess to be nine rather than ten. Secondly, more often
than not, in ancient Indian iconometry, the number of arms of a deity should be a multiple
of the number of faces®’. This form of the goddess has 54 arms which are divisible by nine

but not by ten.

*® For a discussion of the phenomenon of the correspondence between faces of deities and their mantric
syllables, see Torzsok (2013a)
% guhyakalyas tu mantranam astadasabhidah priye/
sarvagamesu gopyas te na prakasyah kadacanall 1
mantranam bhedato dhyanabhedah syur vividhas tathal
% Bithnemann (2016), Vol. I, p. 46
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Beyond the KKA and HRT 3, there appears to be tacit acceptance of nine rather
than ten faces for the goddess. Although HRT 2’s vaktranyasa preceding the cakroddhara
does include the flame face as the upper face, the vaktramantras (f. 3513 -9) after the
cakroddhara do not fully acknowledge this arrangement. In this passage, after the articulation
of the mantra for each face, the name of that face is given followed by a numeral. While a
mantra exists for Candayoge$vari who, as we will examine, is linked to the flame face, the
mantra seems to treat her as an iconographic feature rather than a face since there is no
explicit appellation of this element as a face nor any numbering after the mantra as per the
other faces. In fact, the numbering begins with the lion face which is enumerated as

“tirdhvavaktrasimha I and ends with the naravaktra enumerated as the 9" face.

As we have already noted, the main distinction concerning the identity of the faces
among texts is the prescription of a bear instead of a boar head on the left face of the third tier
in the MKS, KKA and HRT 2 and 3. By examining the available visual material, some examples
of which have been enlarged below, we note that all artistic depictions from the Kathmandu
Valley we know of depict a boar face which can be easily identified through the presence of a
protruded snout, thus preferencing the visualisations found in the PT and HRT 1. The HRT’s
model being unstable (HRT 1 conflicts with HRT 2 and 3), this seems to indicate that the PT’s
iconic archetype was the predominant one when it came to artistic templates for the goddess.
We can only speculate about why the boar face came to prevail. It is possible that the KKA’s
bear head represented an earlier model which fell out of fashion. We may also tentatively link
the preference of a boar face to the popularity of boar-headed deities in the Kathmandu Valley,
especially the goddess Varaht who is worshipped by the Newars as part of the ubiquitous

Astamatrkas but also as an independent goddess with her own Tantras and temple up to the
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present day>®. It might be the case that it was preferable to have the head of a goddess with a
strong cultic backing over one which had no such associations (the bear). Another piece of
evidence beyond the boar’s predominance that cements the PT as a major source for artists’
depiction of the faces is the fact that amongst the artworks where all faces are extant, the great

majority of them depict ten rather than nine heads.

Close-ups of the boar face from figures 2, 3, 7 and 8

A final minor aspect where the visualisations differ textually is the number of eyes
of Guhyakalt and the way they are ascribed, again highlighted in table 1. Both the PT and
MKS describe the goddess as possessing 27 eyes (saptavimsatilocana) while HRT 1 states
that she is adorned with 30 eyes (trimsallocanabhusita). HRT 2 and 3 and the KKA make
no mention of their number. The MKS and PT seem to have different understandings of
how her 27 eyes are to be apportioned among the ten faces. The MKS (vv. 61 - 62ab) states
that the three faces of the bottom tier (the central Kali face and those to her immediate left
and right) are endowed with two eyes while the seven other faces have three®®. Meanwhile,
the scheme in the PT is by no means clear and we would be tempted to adopt the MKS’s

system if it were not for a description of the central Kali face as three-eyed in a later verse®°.

%8 See for instance the several texts with the title Varahitantra in the NGMPP, especially B 144-9. A very
active temple dedicated to the Hindu form of this goddess is the Tal Barahi in Pokhara. Meanwhile,
Vajravarahi was also the predominant wrathful Buddhist Tantric goddess worshipped in conjunction with
Cakrasamvara in the medieval Kathmandu Valley with many MSS and artworks attesting this.
59 dvidvinetrayutam vaktre vamadaksinasammukhe/

saptasv anyesu vaktresu tritrilocanasamyutam//
80 In PT 7.72, she is described as “...sarvadamstrakardla ca trinetra bhimanadini.”



40

A way of solving how the three additional eyes might be subtracted in the PT to make 27
rather than 30 is to imagine the flame face with no eyes as a representation of something

inanimate. Moreover, it is notable that the visual material, in the instances where the number
of eyes can be discerned, does not replicate the MKS but gives the central Kali three eyes

as per the PT.

Having addressed specific features of the faces, we can discuss whether the texts
attach any symbolic significance to these animalian heads. The texts, to a lesser or greater
degree, associate the faces with different deities but do so in a highly varied way. The two
texts that ascribe a divine identity to all ten faces are the HRT (1 and 2) and KKA 1 (this
information is missing in the MS I call KKA 2 in my edition). The HRT links each of the
ten faces to ten deities that are all commonly found in the Newar Sakta pantheon. Most of
these deities in the HRT’s list of associations are names drawn from the most prominent
three out of six transmissions - the Uttara, Urdhva and Pa§cimamnayas. These include, for
the Northern Transmission, epithets for Kal1 (Samkarsani, Pratyangira) and Siddhilaksmi
(Siddhikalika and Siddhiyogesvari); for the Upper Transmission, the goddess Srisundarf;
and Kubjika for the Western Transmission. Newar liturgies commonly combine the worship
of these three transmissions in a single pantheon to create a synthesised ritual system®’.

It appears that the HRT is loosely embarking upon this same project of unification through
iconographic means. KKA 1 meanwhile has a scheme of associations that is less obvious
by linking the nine theriocephalic faces to goddesses whose names end with isvari.
Moreover, it is hard to discern the logic, if any, behind the HRT and KKA 1°s choice of

why a certain deity is ascribed a particular animal.

®1 See Sanderson (2004), p. 367.
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In the PT and MKS, additional information concerning the animal faces is mostly
in the form of descriptors of appearance rather than symbolic associations. Thus, for
instance, both texts describe the monkey face as abundantly furnished (maholbana); the
lion face is radiant (subhdsvara) in the PT and terrifying (vibhisana) in the MKS; while
the garuda face is furnished with a beak in both Tantras (sacaricuka). However, there are
instances when the names of animals are coupled not just with adjectives but proper
nouns. Both texts consider the jackal face the goddess Trailokyadamara while the flame
face is Candayoge$vari, an identification common to the PT, MKS and HRT 1 and 2. The
divergence in the symbolism of the faces shows that there was no single dominant system
for interpreting the meaning behind these animals. What can be said for sure is that a
system of divine associations did exist and was no mere afterthought since HRT 2 goes as
far as devising distinct mantras which extol these animals as specific goddesses as part of
the worship of the supreme Guhyakali following the cakroddhara. We should further note
that an attempt to unify several cults by identifying a goddess’s multiple faces with multiple
deities is not restricted to Guhyakali. The conceptual basis for this phenomenon has been

extensively discussed by Timalsina (2015) using the example of the faces of Kubjika®?.

Finally, we can analyse the nyasa associated with the faces of the Guhyakalt to
show how they facilitate the transformation of the sadhaka’s face into the many heads of
the goddess. I wish to prove here that the nyasa is not a haphazard installation of animalian
heads onto facial features but a well-considered system which enables the arrangement of
heads into columns/ rows in the visualisation to correspond to the nydsa locations on the
practitioner’s face. The passages where we find a vaktranyasa are HRT 2 and 3 and the

Sanyasadhyanavidhi of KKA 1, all of which share a common scheme with minor variants,

62 Timalsina (2015), pp. 87 - 89
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and MKS 7.13 — 40%. We can use the example of HRT 2 to show how this physical
correspondence between animalian heads and facial features takes place. In this passage,
the uppermost flame face of Guhyakali is deposited on the highest of ten nydsa locations,
the sahasrara, here called the sahasradala, while the face below that (the lion) is placed on
the location directly beneath it, the brahmarandhra (the aperture of the cranium). Presumably,
this nydasa follows the system that sees the sahasracakra as the subtle space above the
human head rather than synonymous with its crown or aperture (brahmarandhra)® since we
cannot have two heads deposited in the same location. Following the dhyana’s scheme of
placing the jackal beneath the lion, the nyasa correspondingly deposits this head directly
below the aperture of the cranium on the forehead/brow (bAriz). To the left and right of the
jackal on the brow are, as is the case with the third row of faces in the visualisation, the

monkey on the left eye and the bear on the right eye.

The rest of the nydasa with one exception follows the schema of the dhyana
with the central-most head — the human face — deposited on the central-most feature,
the mouth®, and the faces to the immediate left and right of the centre, the garuda
and the makara, placed on the left and right nostrils, the immediate left and right of the
worshipper’s face’s centre. The anomaly is the elephant and horse faces which, as the
outermost left and right heads on the fourth row, are correctly deposited on the ears (the
outermost facial features) but instead of the elephant being on the left ear and horse being
on the right, the positions are reversed. I understand this to be a mistake since the order in
which the faces and features are listed in HRT 2’s vaktranyasa follow exactly the order in

which the faces and their positions are described in the PT and HRT 1’s dhyana, showing the

831 do not delve into the vaktranyasa of the MKS here as it does not possess the system of arranging the
installation of facial features to reflect the scheme of heads in the visualisation as I will show with HRT 2.
64 See Mallinson and Singleton (2017), p. 138 on potential locations of the sahasrara

65 Although HRT 2, most likely by mistake, omits the nydsa location for the human Kali face, the nydsa in
HRT 3 and KKA 1 both proclaim it to be the mouth.
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intention of the nyasa to follow the layout of the dhyana step by step. The sole exception
to this is the nyasas for the horse and elephant (the eighth and ninth nydsas) which are the
reverse of the order found in the diyana where the elephant is listed before the horse®®. This
means that their positioning in the nydsa is most likely a scribal error. Discounting this error,
we can see that the Uttaramnaya comes up with a very innovative solution for seamlessly
turning the practitioner's single head into the multiple heads of the goddess by allowing these

animalian heads to emerge naturally in their correct positions.

Table 1
. AUTLEOFR O Associated Deity
Face Position Colour Eyes
MKS |HRT1| HRT1 and HRT2 PT/MKS MS KKA 1
1. Flame - uppermost Flame- 3 3 Candayogesvart | Candayogesvarl | -
(top row) for coloured (mantra present
PT,HRT 1, MKS in HRT 2 but not
- face missing named as face)
in HRT 3 and
KKA
2. Lion second row White 3 3 Siddhikalika None Candamahesvari
3. Jackal third row, Black 3 3 Samkarsant Trailokyadamara | Mahamahe$vart
centre
4. Monkey third row, Red 3 3 Kubjika None Ragacandesvart
left
5. Boar third row, Grey 3 3 Trailokyadamara | None Khagacandesvari
(PT/HRT) right
Bear
(MKS)
6. Garuda fourth row, Red 2 3 Srisundari None Candaganesvari
left of centre
7. Makara fourth row, Green 2 3 Mahajhamkarini | None Saracandes$vari
right of centre
8. Elephant | fourth row, White 3 3 | Pratyangira None Candacandeévart®
outer left
9. Horse fourth row, Dark 3 3 Siddhiyoges$vart | None Candayoges$vari
outer right
10. Kalt fourth row, Multicoloured| 2 2 Supreme Supreme Goddesy Candacandesvart
centre (MKS) Goddess

% To elaborate, the order in which the faces are listed in the dhyana is row by row from top to bottom and
then centre, left and right within each row. The order in the PT and HRT 1 is therefore 1) flame 2) lion 3)
jackal 4) monkey 5) boar 6) garuda 7) makara 8) elephant 9) horse 10) human. The order for the nyasa in
HRT 2 reverses elephant and horse making them faces number 9 and 8 respectively, meaning the order of
listing faces within a row from centre then left and right is disturbed. However, simply switching the names
but retaining the mantras and nydsa locations for the elephant and horse, as I have done, would result in a
consistent order.

%7 This is a repetition of the name associated with the central human face. KKA 2 has an alternative list of
names but since in this MS, the equivalence is not made between the goddess’s heads, facial features of the
adept and names of goddesses, I have displayed KKA 1°s list here. KKA 2’s can be found in my edition.
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1.4 The Hand Attributes of Guhyakali

In this section, I will discuss the 54 hand attributes of the goddess by drawing mainly
on the list found in the PT’s dhyana. 1 will attempt to discern their identity and meaning
through comparison with lists in the three other texts, two of which (HRT 1, 2 and 3 and
KKA) are almost identical to the PT’s. For the sake of practicality, we therefore use the PT’s
list as a point of departure to further our understanding of the implements described in the
other texts. A comparison of all of the attributes in each text and our findings concerning their
identity is found in table 2. However, when individual implements are discussed, their
numbering in brackets will correspond to the numbering as it appears in the PT’s column of
table 2. Although superficially it might seem that finding out the identity of each attribute in
the PT is self-evident because we are presented with a list, a closer examination shows that
several reasons call for an untangling of the material. Firstly, the hand attributes are often listed
alongside descriptors, many of which are descriptive nouns or adjectives that could be mistaken
for separate attributes in their own right or vice-versa. A confusion therefore arises about how
to distinguish between the descriptors and attributes. This problem is further complicated by

the fact that many items on the list are presented in dvandva compounds.

A second issue concerns the obscurity of some of the attributes. The Krama’s
esotericism means it revels in atypical objects, both in its iconography and as ingredients
for rites. The meaning of these attributes is lost on the reader without reference to wider
texts and practices. Thirdly, due to the length of the PT’s list and its proclivity for such
objects, there is a higher possibility for corruptions in the manuscript, some of which have
found their way into the Nepali edition unchallenged. The issues listed above would be
less problematic for visualisations of deities with four, eight or even 16 hand attributes
where the reader can keep count. However, a list of 54 is a different matter. Although

fewer artistic sources display Guhyakali with the full 54 arms and the details are rendered
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less distinctly in these sources, correspondence between cryptic attributes in the text and
visual representation are useful for clarification. In this section, I will not have space to
discuss every attribute independently but the more unclear or interesting cases are explained.

These will be discussed according to loose categories of attributes.

Auspicious Symbols

A notable facet of Guhyakali’s iconography is that many of her hand attributes are
not utilitarian objects but geometric sacred diagrams. The items in this category include a
six-angled shape (left hand, 18 in the table), an eight-angled shape (left, 23), a svastika
(right, 19) and the nandyavarta (right, 23). Although one finds nandyavartas and svastikas
in the iconography of other deities®, to my knowledge, no other figure has the six-angled
and eight-angled shapes as hand attributes. The identity of these two items is by no means
obvious by reading the PT alone. The six-angled shape in the PT is presented in a line that
reads “sarpam ca kuttanivamsam sadasram dodikam punah.” Here, one is tempted to take
sadasra (six-angled) as a descriptor of vamsa (bamboo flute) since “six-angled” does not
seem like a viable object in its own right. However, we can confirm that it is in fact to be
taken independently, firstly on account of it appearing in the three HRT passages and the
KKA as well as its depiction as an independent attribute in the visual sources (figures 3, 4,
7 and 8). The same argument applies to astara which is again listed in the HRT and KKA
and present in the visual sources (figures 3, 4 and 8). I have highlighted a few examples of

these two objects as well as the svastika and nandyavarta from this material below.

®8 For the presence of the svastika as an attribute, see for instance the visualisation of Agni in the
Mantramahodadhi (Bithnemann 2016, Vol. I, pp. 79 - 80), the Prapaiicasara and Saradatilaka (ibid., Vol. II,
pp. 64, 176 and 244)
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nandyavarta and svastika (figure 3) sadasra and astara (figure 8) svastika (figure 8)

The artworks show us how these implements are to be drawn. The sadasra can be
depicted in two different ways, either as a hexagon (figures 4 and 7) or as one triangle
embedded in another amounting to six angles as seen in figures 3 and 8 while the astara is a
simple octagon. We should note that the MKS is the only text without these two implements in
its list. Finally, we can only theorise about these shapes’ significance. A possibility is that they
are Guhyakali’s cakra reproduced in her attributes since the sadasra and astara are two shapes

that recur in the PT’s Guhyakalicakra and amongst the many Kali cakras of the KKA and MKS®® .

Animal Attributes

In line with her theriomorphic faces, the PT’s form of Guhyakali holds many

animals in her hands, which include, on her left, the mongoose (14), snake (15) and lion (24)

8 For instance, four out of five of the Svatantrapaficakalicakras contain an eight-sided shape while the
Svatantrashiticakra has both shapes. The cakroddhara in the PT contains the astara but lacks the sadasra.
Meanwhile, most of the 24 yantras of the MKS have the sadasra while yantra 3 has both shapes.
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and on the right, the elephant (11) and vulture (18). Most of the attributes in this category
are not problematic. However, some deciphering is warranted to establish the elephant attribute.
Both the manuscripts and edition of the PT present challenging readings. The compound
where this attribute is contained in the Nepali edition reads padmadvipamatodgamam without
recording any variants while most of the available manuscripts examined in our edition
that diverge from this have what resembles padmadvipamatarngamah. The usually unreliable
D1 however has the most likely reading of padmadvipamatangaja. If we discount padma
(lotus) which is evidently an attribute on its own since it appears as a separate implement
in all dhyanas, we are left with the pairing of dvipamatarigaja. We can be confident that
the elephant (matangaja) must be at least one of the attributes in this compound and that
D1’s reading is correct since at the equivalent point in the HRT 1’s list of attributes, we also
find the term matangaja (10, left hand). However, how are we to decipher the ambivalent
dvipa? Although the manuscripts all read dvipa with a long 1, I have decided to amend
this to dvipa which is also a term for an elephant, a common etymology being that it
drinks twice (dvabhyam pibatiti dvipa) (once with its trunk and again with its mouth)”°.
The use of two terms for elephants might seem tautologous but I see the author possibly
using this second descriptor for elephant as a means of adding two syllables for the sake of
metre. Moreover, the interpretation of this term as an independent object besides elephant
would mean we end up with one too many attributes on the right hand of the goddess and
would also lead the PT’s list to problematically diverge further from HRT 1, all of whose

implements, except those of the two principal hands, seem to match the PT’s.

Although the elephant is exclusive to the PT and HRT 1, the visual sources also

establish its presence. For instance, in figure 7, the elephant can be quite clearly made out

70 See the entry for dvipa in Monier-Williams Dictionary
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while it is faintly depicted in figure 8. Examples of some other animal hand attributes from

the visual sources are also enlarged below.

elephant in figure 7 snake in figure 7

B o -t it
e

mongoose in figure 3 lion in figure 8

Macabre Attributes

As befits Guhyakali’s status as a cremation ground dweller and the PT’s antinomian
proclivity for transgressive rites, one of the most significant clusters of attributes in this
visualisation is objects related to the Kapalika milieu. These include on the left, the skull
(2), skull staff (6), chopped head (7), dead child (11) and skeleton (13) and on the right,

a handful of dust (23) and a lump of meat (25). The purpose and symbolism of most of
these objects are obvious. These implements will also be distributed amongst the great
majority of the ancillary deities of the Krama, especially the skull, skull staff and chopped

head, as the next chapter will show.

However, reference to wider Krama ritual is required to explain the indeterminate
lump of meat (mamsakhanda) and fistful of dust (pamsumusti). A piece of meat, as a
proscribed food substance, is an essential and common offering to transgressive Tantric

deities, forming in its most familiar usage part of the Five Ms which is also prescribed by
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the PT (v. 9.5). However, Krama ritual makes especially widespread use of meat in its
rituals, including ground with liquid as part of the arghapatra, fashioned into bali offerings
and cooked into comestible lamps as we will observe in the KKA and Ch. 4 and 5 of this
thesis. As for the identity of what animal’s meat this might be, there are a variety of
possibilities. Both generic meat (mamsa) and human flesh (mahamamsa) are listed amongst
the necessary eatables (bhaksyani) of Kaula ritual at the end of the KKA. Meanwhile, the
recipe for the bali offerings calls for various kinds of meat (nanamamsa). It should be added
that artistic depictions of transgressive female deities, especially yoginis, with lumps of
meat are also common. The meat is sometimes raised to their mouths portraying the act of
eager consumption’!. Although it is difficult to identify the lump of meat in the visual
sources of Guhyakali, we can show that artists did give importance to the depiction of her

other macabre attributes, which are portrayed in considerable detail as seen below.

Depiction of the chopped
head and body of a child

(figures 3 and 4)

Skeleton in figure 8

1 For images of female deities chewing lumps of meat, see for instance the celebrated group of 12 Yogini
sculptures from Kanchipuram now part of several collections around the world including the Musée Guimet
and British Museum discussed in Dehejia (1986) or the gilt depiction of Camunda on the gates of the Bhaktapur
Taleju Temple.
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As for the handful of dust (pamsumusti), the compound from which I get this
interpretation reads pasupustibhayapaham in the Nepali edition. The edition fails to record
any variants. Variants, however, do exist in the form of N3 and 4’s pasumustibhayapaham.
This is the same as the reading in HRT 1 MS C 30-3. Meanwhile, HRT 1 MS A 204/6
reads pasumusti ante-correctionem and parsuputrim, which is even more unlikely, post-
correctionem. The fact that pasupusti/pasumusti should be amended to pamsumusti is
supported by three factors, namely 1) the readings in other textual sources 2) the final
number of hand implements and 3) the potential meaning of this term. Firstly, all MSS of
the KKA list this implement as pamsumusti as do HRT 2 and 3. By following the Nepali
edition’s reading, we would have to understand pasupustibhayapaham as adjectival, qualifying
nandyavarta, meaning that the nandyavarta “dispels danger and nourishes livestock™.

In interpreting it as a descriptor rather than implement, we may end up with one too few

implements in our final list of 27.

Moreover, a reading of pamsumusti also makes sense in a Tantric ritual context.
Pamsu, or its more uncommon form pamsu, means dust, dirt or soil. The reason why I
classify this as a macabre ingredient is because a handful or fistful of dirt or ashes is used
as a common ingredient in magical rites in Tantra and these ashes/dust are usually drawn from
the cremation ground or from human or animal remains. Thus, in Patala 9 of the PT which
primarily deals with magical rites, several ingredients that could be classified as pamsu
including gravel (Sarkard) from the cremation ground (PT 9.29), earth from the crossroads
(PT 9.47) or human ashes (PT 9.50) are used in magical rites for protection, causing harm
to others or obtaining supernatural abilities. A genitive tatpurusa compound very similar to
pamsumusti also appears in the HRT in the context of the procedure to cause uccatana
(extirpation), one of the satkarmans or six classical black magic rites. Here, the practitioner

is told to oblate a number of ingredients and to scatter a fistful of ashes (bhasmamusti) of
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these ingredients in the house of the victim who is to be extirpated’2. In a wider Tantric
context, the use of this type of ingredient is also ubiquitous. Wenta (2022) has for instance
highlighted this in relation to “crow magic” where the charcoal or ashes arising from the
burning of a crow in a cremation ground becomes a key component of magical recipes.
Furthermore, the description of this fistful of dust as “dispelling danger” (bhayapaham) is
consonant with the protective rites in which it features. This implement therefore seems to
point to Guhyakali’s role as the granter of siddhis. By deciphering the implications of this
implement, we are also able to deepen our understanding of the MKS, which simply lists

this implement as a “fist” (musti) without context.

Ritual implements and musical instruments

This is the category with the fewest issues since all attributes, with the exception of
the water-jar (vardhant), are shared between the four texts and none of the items are alien
to popular iconography. These attributes include on the left, the bell (10), bamboo flute
(vamsa) (17), fire vessel (vahnipatra) (20), ghee ladle (22) and damaru drum (27) and
on the right, the dindima drum (17), the water jar (vardhant) (20), water pot (kamandalu)
(21), a second ghee ladle (22) and needle (27). The only attribute here that at first seems
ambiguous is vamsa, which is listed as a single term in the PT, HRT and KKA and on its
own can mean a number of things, including a bamboo cane, any type of cane, a beam or a
flute. However, at the exact same point in its left-hand list, the MKS has unmadavamsika
(17). Vamsika in the feminine has the more specific meaning of a pipe or a flute. Paired
with unmdda (intoxicating or enrapturing), it is likely that the MKS has an instrument in

mind. We should therefore identify the other three texts’ vamsa as a flute as well.

72 See f. 81r10 - 12
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Flora and other natural phenomena

Under this category, one finds such objects as two pellets that are wish-granting
gems (1 on both left and right), a mountain (left, 16), dodika fruit (left, 19), pot full of
gems (right, 6), lotus (right, 9), Indian coral tree (right, 13), garland of flowers (right, 16)
and citron fruit (right, 26). The object calling for further analysis is what is described in the PT
as the cidratnavatika, which I take to mean “pellet of wish-granting gems”. One might be
tempted to interpret this compound as a dvandva separating the term into two objects
(a pellet and a wish-fulfilling gem) rather than a visesanakarmadharaya as I have. The reason
why this is avoided is because the splitting would result in too many attributes as well as
the evidence supplied in a later passage of the PT and from the MKS, KK A and the HRT 2
and 3. The PT itself clearly sees this compound as a single object since when describing
the distinctiveness of each of the five Kalis later on, it instructs the adept to distinguish
these five goddesses by dropping the cidratnavatika in the Supreme Kali’s principal left

and right hands and to replace them with two of the same objects particular to each of the five.

The astranyasas of the HRT 2 and 3 simply call this attribute a cidratna, similarly
appearing on the first left and right hands of the goddess. Furthermore, in the MKS’s list,
the first objects in the left and right hands are also gem-related attributes, the ratnamala
(garland of gems). Although the KKA'’s list of implements for the central Guhyakali lacks a
comparable attribute, its instructions for the hand implements particular to each of the Five
Kalis appears to support our interpretation of this compound in the PT because, as will be
discussed in the next chapter, Bhasakali is said to bear a pair of clusters of blossoms made
of wish-fulfilling gems (cintamanimayamanjaridvayam) in her principle two hands. As for
how this item might appear visually, I understand it to be a wish granting gem (cidratna
being a synonym for the more common cintamani) in the shape of a round pellet (vatika).

The visual sources back this understanding as one of the ancillary Kalis in figure 4 holds a
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round and brightly-coloured object in her first left and right hands which closely fit our

description as shown below.

Possible depiction of cidratnavatika in figure 4

At this point, it is worth observing that where the three texts that most closely align (the PT,
HRT and KKA) differ is the first implements on their lists held in the principal left and
right hands. The gesture supplied by the KKA for these two hands — the abhayamudra —
in fact is widely found in the visual sources as well. This is easily discernible through the

bare, open-palmed hands in figures 3 and 8.

Two principal hands in abhayamudra from figure 8

The category in which we see the greatest divergence between the PT/HRT/KKA
and MKS is the weapon attributes. In the PT, these include on the left, the sword (3), noose (4),
spear (5), discus (9), chopper (16) and mallet (26) and in the right hands, the chopping

knife (2), club (5), trident (7), five pasupata arrows (8), lance (12), cleaver (14) and javelin (15).
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In this list, only the pasupata arrows stand out as an unconventional attribute not usually
found in the typical arsenal of weapons in iconography. For further detail, we have to look to
the MKS, which describes the names of each arrow corresponding to its function, namely
“withering”, “intoxicating”, “stupefying”, “destroying” and “causing death™’3, The elaboration
of this attribute in the PT and MKS also deepens our reading of the KKA where the attribute is
listed merely as banam. The MKS is more partial than the other texts to depicting weapons and
has an additional nine weapons. Although some of these are standard weapons commonly
found in iconography such as the axe (parasu) and mace (gada), there are obscure missile-
type weapons (bhusundi, bhindipala, sataghni, pattisa) as well. It is notable that the list of
rarer weapons has large overlap with the weapons found in the Lalitopdakhyana, a text of the
Tripura school, as part of the arsenal of the daityas in their fight against Lalita’®. With the
attested widespread borrowing of later Uttaramnaya works from Tripura sources’, it would
not be peculiar that the MKS has made use of this list of weapons from the Lalitopakhyana

with the logic that the goddess, once victorious, incorporates the weapons of her enemies

into her own armory.

Although the three other texts’ inclusion of weapons is less pronounced, weapons
remain one of the most dominant categories of implements in all our dhyana material.
This might also reflect the greater involvement of the Guhyakali cult, and indeed Sakta
Tantrism generally, in the practice of war magic. As Serbaeva has shown in detail, in the

10th - 12th centuries, the Tantric deities worshipped for the bestowal of attainments in

3 MKS v.79 paiica pasupatan bandn sosakonmdadamiircchakan/

samharakan mytyukaran evam namapradharinah//
"4 The Lalitopakhyana was eventually included in the fourth section of the Brahmandapurana and is framed
as a dialogue between Agastya and Hayagriva on the Goddess’s conquest of Bhandasura. In it, we also find
the Lalitasahasranama and rites for propitiating KamaksT. The section where these weapons appear is
Chapter 22 in the fight between the demon chief Durmada and the Goddess. Linder (2020) dates the text to
the 13" century, most likely preceding the MKS.
> Goudriaan and Gupta (1981) p. 79 discuss the influence of the Tripura school on the MKS, especially on
the Kamakalakhanda. The influence of Tripura texts is also felt in the PT where there is much borrowing
from this school, especially the Jiianarnavatantra.
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battle shifted from the male Aghora/Bhairava to goddesses, the Tantric forms of Kali being

predominant as various chapters of Jayadrathayamalatantra concerning war magic show

(2.16, 4.21 and 4.45)"®. It is highly likely that our dhyanas, the oldest of which (the KKA)

comes directly after this period of transition from male to female war deities, registers this shift

iconographically. Further backing this idea of the goddess’s weapons being linked to war

magic, other material in the Guhyakali literature examined by us shows a concern with the

empowerment of weapons for warfare as seen in the instructions for the inscription of

yantras onto weapons in the PT, which will be discussed in Ch. 3 of this thesis.

Table 2: The Hand Attributes

| PT HRT 1 MKS | KKA [HRT2and3
Left Hand
1 | wish-granting gem as a abhaya gesture rosary of gems abhaya wish-fulfilling
round pellet (cidratmavatika) (ratnamala) gesture gem
2 | skull skull skull skull
3 | sword sword shield sword
4 | noose skull staff noose noose
5 | spear (Saktika) noose spear (Sakti) spear
6 | skull staff spear (Saktika) skull staff skull staff
7 | chopped head chopped head chopped head chopped head
8 | bow bow bhusundi bow
(a type of mythical
missile)
9 | discus discus bow discus
10 | bell bell discus bell
11 | dead child (balapreta) dead child bell dead child
(balapreta)
12 | mountain ($aila) mountain (parvata) | dead child (balapreta) | mountain
13 | skeleton skeleton mountain (Saila) skeleton
14 | mongoose mongoose skeleton mongoose
15 | snake snake mongoose snake
16 | chopper (kuttant) six-angled shape snake chopper
(sadasra)
17 | bamboo (flute) (vamsa) bamboo bamboo flute flute
(flute)(vamsa) (vamsika)
18 | six-angled shape chopper mallet six-angled shape
(sadasra) (kuttani) (mudgara)
19 | dodika fruit dodika fruit fire vessel dodika fruit
(vahnikunda)
20 | fire vessel (vahnipatra) fire vessel damaru drum fire vessel
(vahnipatra)
21 | club three-pronged staff | iron bludgeon three-pronged staff
(tridanda) (parigha)
22 | ghee ladle garment short javelin ghee ladle
(bhindipala)

76 Serbaeva (2022), pp. 1 -3 and 6 - 11
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PT HRT 1 MKS KKA | HRT2and3
23 | eight-angled shape mallet pestle eight-angled shape
(astara) (mudgara) (musala)
24 | lion eight-angled shape sharp-edged spear lion
(astara) (pattisa)
25 | garment ghee ladle dart (prasa) garment
26 | mallet damaru drum bombarding weapon mallet
(Sataghni)
27 | damaru drum lion female jackal cub damaru drum
(Sivapota)
Right Hand
1 | wish-granting gem as varada gesture rosary of gems abhaya wish-fulfilling
round pellet gesture gem
2 | chopping knife (kartr) chopping knife chopping knife (kartr) | chopping knife (karttika)
(kartr)
3 tarjani gesture tarjani gesture sword tarjani gesture
4 | elephant goad trident tarjant gesture elephant goad
5 | club elephant goad elephant goad club
6 | pot full of gems club club pot
(ratnapiirnakalasa)
7 | trident pot full of gems pot of gems trident
(ratnapurnaghata) (ratnakumbha)
8 | five pasupata arrows five arrows trident arrow
9 | lotus lotus five pasupata arrows | lotus
10 | elephant elephant lance (kunta) book
11 | lance (kunta) mandara flower Indian coral tree lance
12 | Indian coral tree cleaver cleaver Indian coral tree
(churika) (churika)
13 | cleaver (churika) lance (kunta) javelin (tomara) cleaver (churika)
14 | javelin (fomara) javelin (tomara) garland of flowers javelin (tomara)
15 | garland of flowers garland of flowers dindima drums garland of flowers
16 | dindima drum dindima drum vulture dindima drum
17 | vulture svastika water-pot (kamandalu) | vulture
18 | svastika vulture piece of meat svastika
(mamsakhanda)
19 | water-jar (vardhani) water-jar (vardhani) | ghee ladle water-jar (vardhani)
20 | water-pot (kamandalu) water-pot citron fruit water-pot
(kamandalu) (bijapira) (kamandalu)
21 | ghee ladle ghee ladle needle ghee ladle
22 | handful of dust handful of dust axe handful of dust
(pamsumusti) (pamsumusti) (pamsumusti)
23 | nandyavarta nandyavarta mace (gada) nandyavarta
24 | earrings earrings staff (yasti) earrings
25 | piece of meat piece of meat handful (of dust) piece of meat
(mamsakhanda) (mamsakhanda) (musti)
26 | citron fruit (bijapiira) citron fruit (bijapiira) | corpse (kunapa) fruit
27 | needle (siici) needle (siici) lalana™ needle (siici)

Since we have now gone some way in deciphering the identity and symbolism of

the 54 hand implements of Guhyakali, I wish to show how the method adopted by texts in

7 This attribute appears in compound as kunapalalanam. It is necessary to take lalana as a separate attribute
for the list to amount to 27. The meaning of lalana here is cryptic and can mean a number of things
including a caressing gesture or, according to the Susrutasamhita, a poisonous animal resembling a mouse.
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treating these implements prove that the relationship between the sadhaka and iconography is
far more sophisticated than mere visualisation. This multifaceted engagement — already shown
in relation to treatment of the faces of the goddess which harnesses dhyana, nyasa and mantra
— becomes even more complex in relation to the hand implements since the additional element
of mudra is added and also given the far greater number of arms. The texts that display this
multi-dimensional approach are the HRT and the KKA. As shown by my edition of the KKA,
the implements are listed alongside their own particular mantras so that we have a total of
54 mantras. This tradition is maintained in the HRT 2 where we find almost entirely the
same list of mantras with only minor variants in a passage which comes before the articulation
of the mantras of Guhyakali’s faces (ff. 34v8 — 351r2). For the sake of brevity, I will not
remark on all the variants but the main difference in presentation is slight; the KK A presents
the mantras followed by the implements in the accusative (agreeing with nyaset) while the
HRT presents the mantras with the implements in the dative often appended by the syllable
om (For instance for the skullcup implement in the KKA, we have sah kapalam while in
the HRT it is om sah kapalaya). The fact that the ascription of mantras to implements is
almost identical in two texts that are separated by several centuries in spite of the proclivity
of the transmission of long mantra passages for corruption shows that a great deal of

attention must have been placed on correctly recording them.

The mudras for the hand implements meanwhile are not discussed in the KKA’s
section on the nydasas and dhyanas of the main goddess (Sanyasadhyanavidhi) but in a
section appearing much later called the Mudravidhi. The reason we can tell that these
mudras do correspond to the mantras and visualisation of the hand implements is that they
are called the mudras of the 54 hand implements (catusparnicasastramudrah), astra being a
common term which, in the context of dhyana, refers not only specifically to weapons but

any type of hand implement. Nine mudrdas are given here while the rest are said to be
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known through oral transmission from the guru. Since no equivalent section seemingly
exists in the HRT, I am still unable to ascertain the identity of the remaining 45 mudras.
However, in this Mudravidhi, a tantalising clue concerning the importance of the mantras
associated with the implements is also given. These mudras are described as “accompanied by
the own forms of all of the mantras of the Krama” (sarvakramamantrasvaripasahita),
perhaps suggesting that the 54 mantras listed are not just a contrived method for creating
sonic equivalences of the implements but are those that are already considered integral to

the Guhyakali cult.

Finally, we can tackle the deposition of these implements onto the body of the
sadhaka which is found in both HRT 3 (ff. 109r11 — 110r8) and MKS 7.70 — 116. I will
focus on the HRT 3 as the HRT again follows a more consistent logic governing where
these elements are installed’®, that is to say the body part of the goddess subject to nydsa
should be placed on the equivalent body part of the adept. Thus, in the same way the ten
faces are placed on the worshipper’s facial features, the 54 arms are placed on 27 parts of
the practitioner’s left and right arms. This section in HRT 3 is relatively corrupt with variants
existing even between the locations in the left and right arm which we would expect to be
identical for the sake of the symmetry of the nyasa. However, without attempting to emend
the problematic parts, a rough idea of how this nydsa works can still be gauged; the adept
installs the implements one by one on each arm by moving up the arm, alternating between
the back and front parts. These locations include, amongst others, the tip of the five fingers,
the palm, the nails and the back of the hand, the front and back parts of the wrist, the forearm,
the front and back of the elbow and the shoulder. Interestingly, the last implement in each

hand should be imagined as deposited from the base of the arm up to the tip of the nails.

78 Once again, there seems to be no clear system of correspondence between the astranydsa and astradhyana
in the MKS since Guhyakali’s implements are installed all over the body rather than being restricted to the
arms as in HRT 3.
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In this manner, the HRT has solved the seemingly intractable task of transforming our two

human arms into 54 arms of the goddess.
1.5 The Seats of the Goddess

This section gives an analysis of the various components of Guhyakali’s throne.
A throne is often an integral part of iconography in Tantric worship, conceived as a multi-tiered
pedestal on which the deity is installed seated or standing. Although called a lion throne
(simhasana) in many sources, including the PT, the object need not be an actual chair with
lion adornments but can simply be a pedestal whose many levels (asana or pitha) are made
of a panoply of common pan-Hindu figures or concepts, often signifying features of that
cult’s worship or elements of other cults it has subsumed. A thorough analysis of Guhyakali’s
throne of worship has been undertaken by me in a previous publication (Pangsrivongse (2023)).
Although some material will be repeated for the sake of the argument, I will try to provide
a closer reading of texts in this chapter as well as expand upon the findings made in my previous
work. In all of our principal textual sources, except for the KKA, the tiers of the Goddess’s
throne, besides the lotus on which Guhyakali rests, principally comprise 1) Siva/Bhairava
2) the she-jackal 3) the paricapretas 4) the Eight Guardians of the Directions and 5) the twelve

(in total) vedas, upavedas and yugas.

The KKA enumerates the goddess’s throne in two main sections. The first is in the
preamble to the Pafcakalicakra where the throne matches the model described above except
for the absence of the last veda/yuga tier. Here, each kalasana, as the tiers are known, also
possess a unique mantra. The second instance of a throne’s description in the KKA is in
the instructions for the raising of the five Svatantrakalicakras to which much of Ch.3 is
dedicated. This far more complex throne comprised of 20 tiers will be discussed separately

in Ch.2. Therefore, this chapter will focus on this five-tiered model and more specifically,
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the versions of the thrones found in the PT and HRT which also happen to be the two

models that are the closest to our visual sources.

A further point should be made about the general presentation of the throne in the
MKS. The MKS is distinct in providing a more elaborate schema by fleshing out two lotus
seats of 16 and eight petals, the first representing 16 types of sacrifices and the second four
positive qualities of buddhi’ and four attainments. The single lotuses of the PT and HRT

meanwhile are not described in detail and are not assigned specific numbers of petals.

The Siva/Bhairava Seat

The main point of divergence between the models of the PT and HRT 1 and the
MKS is the prescription of one rather than two seats above the five prefas. The MKS
describes both Siva and Bhairava tiers which are divided by the 16-petalled lotus as
resting above these pretas. Siva in the MKS is described as one-faced and two-armed,
bearing the trident and skull staff while Bhairava below is five-faced and four-armed,
holding the skull staff and chopping knife in his left hands and in his right, the skull cup
and damaru drum. The PT and HRT 1 describe only one seat above the pretas but this seat
appears to amalgamate the names and appearance of the MKS Bhairava and Siva. In the
PT, this tier is first explicitly assigned the name sivasana but is also secondarily described
as the unexcelled Bhairava tier (bhairavapitham...asanam uttamam). The figure on this

tier also incorporates the iconography of both Siva and Bhairava from the MKS so like the

79 In his work on throne of worship in Saivism, Goodall (2011, pp. 229 — 230) shows that the association of
parts of the throne with the qualities of buddhi was common in the form of four positive qualities of buddhi
or a total of eight qualities, positive and negative. These qualities are linked to either the legs of the throne or
parts of the lotus. In the MKS, it is only the petals that are said to symbolise the qualities of buddhi but
instead of applying the eight positive and negative qualities to the eight petals, the MKS has uniquely opted
for the four positive qualities with another list of four comprised of yasas, kama, viveka and moksa. We are
unable to tell from the PT’s passage whether the lotus supporting the Goddess’s feet in the PT is the same as
the eight-petalled or 16-petalled lotus in the MKS as the number of petals and their symbolism are not given.
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MKS Siva, he is one-faced yet has the same hand attributes as the MKS Bhairava.

Moreover, he is adorned with the ornaments of Bhairava (bhairavabharananvitam).

We might posit that the PT and HRT 1’s first seat, part of a comparatively simpler
throne, is thus a composite of the Siva and Bhairava models found in the MKS or a source
with a similar arrangement. However, the reverse could also be the case and it might be
argued that it is the MKS that has in fact elaborated a simpler model, transforming one tier
into two. Support for the latter conjecture is found in several older sources such as the 14"
century GNP where there is only one tier above the five prefas known as the Mahasivasana
(f. 20r1 — 4) and the KK A where this single tier is interestingly also seen as a composite
Bhairavasivasana in the prelude to the worship of the Five Kalis. The reason we know that
this compound (bhairavasivasandya) is to be taken as a single seat is because the final
number of seats is enumerated as seven at the end of the section (Indra heading the dikpatis as
one seat, seats two to six as the five pretas and the seventh as Bhairavasiva). Notably, even
in the 20-tiered version of the throne in the KKA, only one tier consisting of a male deity
(Phetkarabhairava in this case) rests above the five pretas. It therefore seems more likely

that the MKS’s model is the anomaly rather than the reverse.

Interestingly, some visual material (figure 1 for instance) does depict two separate
seats directly beneath the Goddess before the paricapretas, showing that the MKS’s scheme
was at times adopted by artists. Indeed, the proximity of this segment of figure 1’°s throne
to the MKS is remarkable given that the number of faces, arms and identity of implements
appear to align for both the Siva and Bhairava seats. However, our remaining visual sources
depict only the single composite Siva/Bhairava figure and do so with remarkable consistency
with the descriptions found in the PT and HRT 1. In these sources, Siva/Bhairava is one-faced,

three eyed and holds the four hand attributes stipulated in these two texts.
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Another issue clarified by the visual sources is the characterisation of Siva/Bhairava in
both the Nepali edition and certain manuscripts of the PT as nadordhvalarichanam (marked
by the nadordhva symbol) which I have amended to nalordhvalarichanam (marked with
an upward lotus stalk). In several visual sources (figures 2, 3 and 4), the stalk of the lotus on
which the Goddess is standing emerges out of Siva/Bhairava’s navel, a concept prevalent
in wider Hindu iconography. This is seen in how the navel of Visnu is the locus from which
Brahma’s lotus emerges while in the Sivadharmottara, the adept is taught to imagine the
visualisation of the throne originating from his navel as a lotus stalk®. This point is confirmed
by the HRT manuscripts where the writing more closely resembles nalordhva than nadhordhva.
This makes us confident that the Nepali edition has a corrupt reading. The similarities of the

visual depiction of the Siva/Bhairava seat to the texts and the lotus stalk’s presence can be

seen below.

| Siva seat with nalordhva in figures 2, 3 and 4

80 See the visualisation of the throne of worship in the Sivadharmottara included in Goodall (2011), p. 233.
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Paricapretas and the She-Jackal

The depiction of the paricapretas as part of the presiding deity’s throne is a common
feature in Sakta Tantras and is also found in the cults of Tripura and Kubjika. They act as a
statement that the cult of the goddess not only includes but also transcends the cults of the
male divinities represented by the pretas (Brahma, Visnu, Rudra, I$vara and Sadasiva),
who are often displayed crushed under the Goddess’s throne®.. In the PT, as in many other
cults, the order of proximity to the Goddess represents the hierarchy towards the ultimate truth.
Thus, the Bhairava seat discussed above is the last to be transcended since the Bhairavatantras,
considered superior to the orthodox cults of the veda-congruent pretas, is the stream out of
which the Saktitantras, including the Kaula, arise. The description of the paiicapretas in
the PT follows established conventions and in all three texts, the colours of the pretas and
their characteristic weapons (staff, discus, trident, spear, and skull staff) are identical. The
artistic tradition shows a high degree of consistency with the texts since it largely follows
the colour scheme prescribed. This is proven most clearly by the shorthand Newari
abbreviations for colours above the pretas in figure 3 which correspond to the colours
supplied by our texts, a point which has been elaborated upon in my article®. Likewise,
although figure 3 shows the five with just the farjani gesture, other sources display them

with their requisite weapons, the clearest example of this being figure 1 as seen below.

An enigmatic element in their portrayal, however, is their pose which the PT and

HRT 1 describe as tarjanimukhaniksiptah and the KKA as vamahastatarjanimukhani.

81 Goodall (2011) aptly characterises this form of syncretism “aggressive inclusivism” and also discusses it
briefly in the work cited above.
82 Pangsrivongse (2023), pp. 98 - 99
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The awkward word order of this compound obstructs easy interpretation but if we examine
a similar compound describing the pretas in the MKS, the situation is clarified. Here, they
are described as mukhanyastatarjanikah. Nyasta and niksipta seem to have the same sense
to describe the forefinger (tarjani) being extended/pointed. With the indication from the
MKS and evidence from the visual sources, I have therefore translated this pose as “their
forefingers pointed (up) in front of their faces”. Most visual sources (figures 1 — 5 and 7-8)
depict the pretas with their forefingers pointed up as if lifting the throne. I believe that this
compound is used to distinguish the pretas’ active pose from their more common position

of lying crushed and inert similar to what is seen in figure 6.

We might also add that although the dhyana of the PT/HRT/MKS do not supply us
with any symbolism behind these five pretas, the KKA does give us clues with which to
interpret them in its mantra for the paricapretas. When these five are summoned in the
KKA as part of the Asanapiija as well as Damanakavidhi, the mantra chanted is hrim $rim
samastakalakalasanapada, suggesting that they are identified with the entirety of cosmic
principles known as kalds. This term is a highly polysemous one in Saiva texts and in its
most general sense suggests the “limited power to act” or “the first of the evolutes of primal
matter (mayd) and the tattva from which all the other evolutes directly or indirectly derive.”®?
However, the term later came to connote the four or, more relevant to our discussion, five
“modes/activities of the subtle sound-matter bindu (binduvrttayah), each of which pervades a

section of the cosmos”®*

, namely nivrtti, pratistha, vidya, santi and santyatita. Thus, the
36 tattvas or 108 bhuvanas can be assigned to each kalda. The KKA’s mantra for the pretas

implies that each of these deities can be associated with a kal/a. This also fits the scheme of

ascending power embodied by the throne since these kalas/pretas which represent the ever

8 TAK Vol. I1, p. 68
8 Ibid., p. 71



65

grosser forms of the maya are transcended by Bhairava and the Goddess who denote the

non-dual union of siva and sakti.

Following the paricapretas in the PT and HRT 1 comes a very notable aspect of
Guhyakali’s throne which I interpret as the she-jackal seat. As far as I am aware, this is an
element of the throne that is missing entirely in Siddhanta and Bhairavatantra depictions
and is perhaps unique to Guhyakali. The establishment of this element as a she-jackal is

not entirely straightforward so I will cite the PT verse in full to assist with our analysis:

pingarakta trigunya hi phetkararavabhisana/
vajradamstranakhasparsa padmaprsthe sivottama/l7.92
The crucial compound here is sivotfama which could be translated in two ways

other than she-jackal. Firstly, one could understand this term as referring back to Guhyakali in
the sense of “the Supreme Siva” (Siva as the feminized form of Siva and a common epithet
of the Parvati). However, it would be peculiar to find additional descriptions of her at this
point in the dhyana since her appearance has already been discussed at length before the
description of the pretas. To take it so would make this verse a random insertion of her
description into a segment that deals with her throne which still has a remaining six verses
for this purpose. Another solution would be to understand sivottama as an ancillary form
of Siva because this epithet in canonical literature can refer to Siva’s manifestation as the
eight vidyesvaras®. This too though is unlikely as the compound is in the feminine and the

descriptions of sivottama in the verse do not conform to what we know about these vidyesvaras.

I therefore interpret the compound as a genitive tatpurusa meaning the “best of
she-jackals” (Sivanam uttama). The use of the term siva to mean she-jackal is commonly

attested, especially a jackal dwelling in the cremation ground. The jackal was also popularly

85 Svacchandatantra 10.1161-1162



66

understood in Tantric literature to be the animal form of shape-shifting female deities®
and there is evidence to suggest that this manifestation was especially revered in the
Kathmandu Valley®'. In fact, some texts explicitly describe Guhyakali as the “Goddess
with the Jackal as her Vehicle” (srgalavahana devi in the Guhyakdalitantra®). Most importantly,
the sivottama of this verse is described as having teeth and nails with touch like lightning
(vajradamstranakhasparsa)®® and terrifying with howling (phetkararavabhisana), both of
which are characteristics of a wild animal rather than an anthropic figure. The same description
is applied to the Sivottama found in the versified section of HRT 3%. The description of
this animal residing on a lotus (padmaprsthe) is also consistent with most of our visual
sources (figures 2 - 8), which show the jackal and the Goddess occupying the same lotus
resting above Siva/Bhairava. The jackal is a ubiquitous presence in artistic depictions with

only figure 1 lacking this element. It would therefore be peculiar for textual accounts to be

missing a description of a feature so common in visual sources.

Confusingly, a similar figure described as sivotfama (this time in the masculine)
who is likewise seated on the surface of the lotus with similarly fearsome nails and teeth
makes an appearance in MKS 1.55ab. This half-verse intervenes the three and a half
verses (MKS 1.53 — 56ab) where the highest Siva seat is described. Since this description
of teeth and nails is incongruous with Siva and the $ivottama is a female figure in other

texts, [ tentatively see the half verse in this passage as misplaced. It is possible that

8 This association with jackals is an ancient one and is found in the figure of Sivadiiti in the Devimahdtmya
whose retinue is hundreds of jackals. See a discussion in Yokochi (1999), p.99, fn. 104. For more evidence
of shape-shifting jackals, see White (2003), pp. 210-211.

87 Michaels (2008) devotes a chapter to the Newari Vatsala Festival in which the transgressive jackal god,
Dhvadyah is worshipped. He is sometimes considered the mount of Vatsala much like the role of the jackal here
in the PT, pp. 79-107

8C51-2,12v4

8 I have translated this compound in this way as it appears in a similar form in v. 15 and 37 of the
Apamarjanastotra, part of the the Visnudharmottarapurana, when extolling Narasimha where it clearly
refers to his thunder-like nails that tore apart Hiranyakasipu.

0 f 10817
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scribe/redactor could have been tempted to embed this half-verse originally describing the
jackal (siva) from elsewhere within the several verses on Siva while masculinising it in the
process. This confusion could have arisen from the meaning of siva which can be both a

proper noun or the word for a jackal.

The description of the jackal as trigunya (endowed with three qualities) is not
entirely clear but could be a reference to the three cosmic gunas (sattva, rajas and tamas).
This could suggest that the jackal, in the same vein as the other aspects of the throne which
correspond to cosmic principles, represents the three gunas. This would be consonant with
the fact that the jackal rests above the five deities who, as the five kalas, represent the
operation of mahamaya in manifesting ever grosser forms of the cosmos. Traditionally in
Indian cosmology, it is only through the participation of the three gunas that the cosmic

descent from the pure towards impure realms can come about.

The Guardians of the Directions (Dikpatis) and the Vedas and Yugas

The final two tiers of the Goddess’s throne consist of eight figures for the
penultimate tier (the 8 guardians of the directions) and, for the lowest tier, 12 figures (the 4
vedas, upavedas and 4 yugas) according to the PT and MKS and eight (the same figures
but excluding the upavedas) according to all HRT passages. The guardian of the directions
in our texts are the typical group found in pan-Hindu iconography occupying the outer
ring of a deity’s mandala at eight major and intermediate compass points. The deities are
assigned colours and insignia consistent with the standard list with these details being the
same across the PT, HRT and MKS. Additional information is given by the MKS which

lists the vahanas of each guardian. Likewise, the inclusion of the vedas, upavedas®* and

91 The upavedas are often a porous category with the classical formulation being Ayurveda (medicine),
Gandharvaveda (music and dancing), Dhanurveda (archery) and Artha (administration/governance). The last
upaveda, however, is sometimes substituted with either Sthapatyaveda (architecture) or Silpasastra (craft). If
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yugas in the throne of a Tantric deity is not restricted to the cult of Guhyakalt and is even
found beyond the Bhairavatantras in Siddhanta Saivism and Paficaratra Vaisnavism?.
Again, the colour assigned to each veda, upaveda and yuga is the same across texts. Due to

the consistency of these tiers throughout our texts and wider pan-Hindu models, there is no

confusion over the identity and composition of these bottom two tiers in the PT.

Where confusion does arise is how the non-figurative elements (vedas, upavedas
and yugas) should be depicted and their arrangement in three-dimensional space. We can
again look to the MKS for solutions since here the positioning of these two tiers is explained.
The dikpatis are described as located at their respective compass points®, a predictable
arrangement while each veda is paired with a yuga, the pairs being distributed amongst the
four corners at the cardinal points of the throne®®. The locations for the upavedas are not
given but we can assume they occupy the intermediate compass points at the throne’s base.
The visual sources, most of which do depict these two tiers below the pretas, present their
own solution, placing the figures in a horizontal row rather than around the throne. However,
it might be noted that the arrangement of the two bottom tiers as two horizontal rows rather
than distributed amongst the throne’s corners might be down to an inability to represent
them with the complex dimensions prescribed by the MKS due to limitations of the artist’s

medium, especially in a drawing or painting.

The great majority of visual sources are also alike in portraying the dikpatis and

the vedas/yugas as human heads of different colours, which is distinct to other Tantric

we go by the MKS, which names the upavedas in its asananyasa, then the classical formulation should be
followed for our throne.
92 Goodall (2011) discusses passages from the work of the 12" century Saiddhantika Aghorasiva (pp. 224-
228) and the Pancaratra Jayakhyasamhita (pp. 228 -230), which include these two elements.
93 MKS 1.40 “...svam svam disam avastabhya sthitan paramasobhanan”
9 MKS 1.35 ratnasimhasanam divyam hiramuktadinirmitam/

dharayantam catuskone yugam vedam ca cintayet//
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sources where the vedas/yugas are depicted as the heads of horses and bulls®. I have
discussed this extensively in my article but wish to repeat that the use of heads to depict
the two bottommost tiers is a custom with a widespread textual basis. Indeed, amongst our
principal sources for this chapter, the HRT acknowledges the depiction of the dikpatis and
vedas and yugas as chopped heads by calling them mundasanas in the asananydasa of HRT 2
(ff. 3119 — 31v4). However, this tradition clearly precedes the HRT as it is also found in
more ancient liturgies such as the 14" century GNP. In my article, I have also shown how
the description of which tiers of the throne should be depicted as chopped heads differed
according to textual sources with some prescribing heads for the two bottom tiers and
others for only the bottommost tier. Moreover, there are visual sources that forgo entirely
the symbolic use of chopped heads. Figure 1, for instance, follows the MKS’s prescription
of depicting dikpatis with their vahanas and weapons. It, moreover, shows the vedas and
the yugas in the bottommost tier as full-bodied figures, the figures representing the four

vedas distinguishable on account of the manuscripts held in their right hands on their laps.

A further point for our attention is that many of the sources differ in the number of
heads represented on each tier. The variation on the bottommost tier, the number of whose
heads/figures differ between 8 — 12 depending on the visual source, can be accounted for
by the dropping of all or some upavedas by the artist. As for which upavedas are retained,
this can often be discerned by the colour of the head. The variation in figures in the
penultimate tier is more problematic as all our principal sources agree on their being eight
guardians of the directions. However, it becomes evident that the appearance of ten
figures/heads is due to the addition of two further directions — upper (&zrdhvam) and lower
(adhas) — to the list of eight. This is confirmed by the annotation in figure 3 which has the

names of the dikpatis above each head on this tier except for two labels that read adha and

% For instance, the Jayakhyasamhita as found in Goodall (2011), p. 229 prescribes this.
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udha, abbreviations for the lower and upper directions traditionally presided over by Brahma
and Ananta, above the heads on the furthest left and right. The ascription of this pair to the
two additional heads is backed by some liturgies which include ten rather than eight guardians

as well as the presence of four faces on the head to the furthest right of figure 4, clearly

confirming his identity as Brahma.

Two lowest tiers from figure 1
(8 on each tier)

Two lowest tiers from figure 3
(10 on each tier)

Two lowest tiers from figure 4
(10 on each tier with furthest
right head being four-headed.)

Having surveyed the key aspects of the throne of worship, we can briefly tackle the
relationship between nyasa and dhyana with regard to the throne. The nydsa of the five pretas
as found in the KKA has already been examined in Pangsrivongse (2023), including the method
in which the hierarchy of the pretas is maintained according to where they are installed on
the two feet of the sddhaka which serves as the locus for the dsananyasa®. It should be added

that HRT 2 and the MKS have an asananydsa that encompass all the elements of the throne

% Pangsrivongse (2023), p. 103



71

and not just the five pretas. The nyasa found in HRT 2 similarly maintains the hierarchy
between all tiers by positioning the lowest level of the throne at the lowest point of the
body then moving up the lower body from left to right, tier by tier. The vedas and yugas
are therefore installed on features of the left and right foot, the penultimate tier of dikpatis
is distributed from the ankles up to the thigh while the five pretas are installed around the
waist. HRT 2 splits the uppermost tier — the Bhairava/ Siva seat — into two separate seats,
the Bhairavasana and Mahasivasana. In line with their importance, they are placed on two
points close to the waist associated with the two lowest out of six classical cakras — Bhairava
at the mulddhara and Mahasiva at the navel, the location of the svadhisthana. In this way,

the consistency of iconography is maintained on two levels; the hierarchy within the throne
itself through the ascent from feet to navel and the subordination of the deities of the throne to
the goddess by means of locating the throne in the lower body beneath the point of installation
(in the arms and face) of the key elements of the goddess’s form (her weapons and heads).
The MKS too has an extensive asananyasa covering MKS 6.620 — 663. However, like its
vaktra and astranyasas, the scheme for distributing the seats amongst the body parts does
not seem to correspond to the logical position of those seats on the human body (the five
pretas for instance are to be found on the adept’s face) nor is there an ascent from lower to
higher body parts following the ascent of the tiers of the throne. What is notable however is
the MKS’s nyasa makes room for the installation of the additional features not found in the

other texts (the phenomena represented by the eight and 16-petalled lotuses).

Table 3
Tier 1 Tier 2 Tier 3 Tier 4 Tier § Tier 6
Composite . . . . Vedas and
PT/HRT 1 Siva/Bhairava She-jackal Five Pretas Dikpatis Yugas -
MKS Siva Bhairava She-jackal (?) | Five Pretas Dikpatis Vi(}j;;nd
KKA Composite
(simplified | 4. OmPO* Five Pretas |  Dikpatis - - -
Siva/Bhairava
throne)
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1.6 Conclusion

After an analysis of the major aspects of Guhyakali’s iconography in the PT, we can
come to a few conclusions. Firstly, it might be said that in spite of the complexity of her
iconography and sheer number of her physical features which could provide ample room
for divergence in depiction, there is a notable degree of uniformity in the visualisation of
Guhykali in the texts examined. This is especially remarkable given the possible time
difference of several centuries between these sources. Moreover, the textual archetypes
largely find their parallels in visual material counterparts. The consistency of iconography
across time and between text and image shows us that in the mind of tantrikas, Guhyakali
did possess a discrete and stable visual identity of her own and that there were common

paradigms for her visual worship in the medieval Kathmandu Valley.

Our survey of the evidence in this chapter shows us that for a figure as esoteric
and enigmatic as Guhyakali, it is impossible to rely on a single textual source to gain a
comprehensive understanding. Without our examination of the HRT, MKS and KKA,
the meaning of cryptic objects, symbolism and language in the PT could not be uncovered
and vice- versa. Moreover, the relationship between all these texts and artworks is mutually
enlightening, proving that one type of source is often incomprehensible without the other.
Images for instance can help us solve text critical issues like corrupt portions in the list of
hand implements while texts can clarify the meaning of obscure symbols such as the

chopped heads of the throne.

Just as interestingly, our study has shown us that the process of visualisation is not
a simple, one-way act but involves different modes of ritual technology in a concerted way
that targets the entire body. This is to ensure that the metamorphosis of the adept into the

divine is both complete and precise, enabling each feature of the Goddess to be mapped
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onto the corresponding part of the worshipper. The implications of this form of visualisation

will be revisited in the conclusion to this thesis.

1.7 Visual Material
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Fig. 1 Guhyakalt
Nepal; 17th century
Bronze; height 26.5 cm

Pergamon Museum, Berlin
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Fig. 2 Guhyakali paubha

Nepal; 19th century

Ground mineral pigment on cotton;
(framed) 98.8 x 91 x 6.8 cm

Walters Art Museum, Baltimore
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Fig. 3 Folio from an artist’s manual
depicting Guhyakalt

Nepal; 18th century
Ink on paper; 27 x 28.6 cm
Rubin Museum of Art, New York
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Fig. 4 Paubha depicting Guhyakalt

Nepal; ca. 16th century
Distemper on cloth; 68 x 56.5 cm

Lot 906 in the Ernst Collection
Auction, Sotheby’s, 2018
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Fig. 5 Detail of Guhyakali from paubha
depicting Siddhilaksm1

Nepal; 1796
Pigments on cloth; 84.5 x 61 cm

Rubin Museum of Art, New York
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Fig. 6 Guhyakali
Nepal; 15 century
Bronze; 38.1 cm

Lot 205 in the Indian, Himalayan and Southeast
Asian Works of Art Auction, Christie’s,
September 2016
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Fig. 7 Folio depicting Guhyakali from an illuminated manuscript
Nepal; 17th century
Watercolour on paper; 17.8 x 23.8 cm per folio (26 folios)
Philadelphia Museum of Art, Philadelphia
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Fig. 8 Guhyakali paubha

Nepal; 18th century

Ground mineral pigment on cotton;
dimensions unknown

National Art Gallery, Bhaktapur
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Chapter 2
The Extended Iconography of the Krama’s Nityapuja

2.1 Introduction

In this chapter, I aim to document and analyse aspects of the vast iconography of
the Krama cult beyond the central 54-armed Supreme Guhyakali. The primary subject of
this chapter will therefore be the ancillary deities from the eleven Nityapujacakras of the
Krama as well as the Five Kalis and their cakras which succeed these eleven. In exploring the
depiction of these figures, the chapter will achieve the following 1) a systematic documentation
of the iconography of all 209 deities of the 16 Nityaptuijacakras as shown in the table at the
end of this chapter 2) a close study of the visualisation of the Five Kalis and a discussion
of their iconographic distinctness 3) a discussion of discernible trends in the Krama’s

iconography, principally its therianthropism and colonisation of orthodox iconography.

The evidence for this chapter is mainly drawn from the KKA since this is the only
text I know which gives not only the names and mantras of all the ancillary deities of the
Krama but also their visualisation. Alongside the KK A, I will largely make use of supporting
evidence from four other texts. These are: the Paratantra for a comparison of the depiction of
the Five Kalis; the Mahakdalasamhita for our discussion of therianthropism; and the
Guhyakdalinirvanapijapaddhati and Maharthakramaparicakamantrapaddhati for the
accurate names and arrangements of the ancillary deities of the Krama (citations of these

two texts are mainly found in my edition).

A few words should be said about the challenges of the first goal of this chapter —
the documentation of the iconography of the Nityapijja. This task is not merely a matter of
translating visualisation instructions in the KK A into English given the lack of clarity

often found in the writing style of the paddhati genre. Paddhatis are notoriously difficult to
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elucidate since they are written for an audience already conversant with the traditions of
the cult. The instructions are frequently incomplete or in short-hand, merely serving as
reminders. Much of my research in this chapter has therefore gone into piecing together
and interpreting these instructions so that they form a coherent picture. Where difficulties
in interpretation do arise, [ have described in the footnotes the process of reasoning

undergone to reach the conclusions in the table.

2.2 How are the Five Kalis distinct?

It is well-known that the sequence of worship of the Krama culminates in the
propitiation of four (Srsti, Sthiti, Samhara and Anakhya) or five Kalis (with the addition of
Bhasa) depending on the scriptural tradition with each Kalt representing a distinct phase of
cognition from the emission of the object of cognition to its identity with the consciousness
that is its ultimate ground. Although these Kalis have been described as having distinct
identities in relation to their cognitive or epistemological function in secondary literature,
the distinctiveness of their iconography has not yet been discussed by scholars. In this
section, I will show that it cannot be assumed that their iconographies are identical to the
central Guhyakali’s and that each of the five Kalis does indeed have a separate visual

identity. This is done by closely comparing sources for their visualisation.

Sources recording the visualisation of the 54-armed, ten-faced central Guhyakali
are relatively abundant but amongst the Tantras and paddhatis 1 have come across, it is
only the PT and KKA that shed light on the particularities of each of the five Kalis.
Through these two texts, I will demonstrate how each Kali is distinct according to four
factors, namely 1) their facial expressions 2) their poses (@sanas) 3) their bodily appearance
and 4) their characteristic hand implements. The findings according to these four categories

are recorded in the table below.
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Before launching into analysis, we should examine the context of these visualisation
passages in the PT and KKA. In the KKA, passages describing the five Kalis’ distinctiveness
come at two points in the text. The first is as part of the Sanydasadhyanavidhi of the central
Guhyakali. Following the description of the nine faces of Guhyakali, the s@dhaka is instructed
to imagine the facial expression of the central human face (madhyavaktram) changing
according to each of the five phases. Then after listing Guhyakali’s 54 hand implements,
we have a section known as the bhavanyasa in which different poses are imagined for
each Kali. The second point where we are told about the five Kalis’ appearance in the
KKA is in the description of the cakras of the five Kalis themselves. Here, after the
visualisation of the ancillary deities of each cakra, details are given concerning the characteristic

implement and distinctive bodily appearance of the Kal at the centre of the particular cakra.

In the PT, the description of the five Kalis comes after the visualisation of the
central Guhyakalt (vv. 7.103 - 119) which is included in my translation and edition of the
PT’s dhyana appended to this thesis. We are helpfully told by the PT, before it goes into
detailed description, that nearly all of the visualisation of the five Kalis mimics the central
Guhyakali’s, the exception being that her upper-flame face is dropped so that she now has
nine rather than ten faces and the principal hand implements in Guhyakali’s left and right
hands — the pellet of wish-fulfilling gems (cidratnavatika) — are to be replaced with two
implements particular to each Kali. By reading the PT alone, one might assume that the
distinct portrayal of each Kali is an imaginative quirk of this Tantra rather than belonging
to a well-defined tradition. However, the near identity of the descriptions in the PT and

KKA show us that the PT is indeed recording accepted conventions regarding their visualisation.

We shall now turn to an examination of the depiction of each Kali according to the
four factors listed above beginning with Srstikali. The descriptions for this Kalt are almost

identical in the KKA and PT. Her facial expression in the KKA is described as



84
attattahasam hasantam (laughing with very loud laughter) which is reflected in the PT’s
portrayal of her as attahdasasamanvitam (enjoined with wild laughter), the projection of
laughter from her wide-open mouth possibly evoking an act of emission/creation from
sound. Her pose in both texts is seen as samapada (even footed) while the PT adds that her
posture is irdhva (erect), possibly suggesting that she is standing. As for her two hand
implements, both texts unambiguously declare that she holds the sun and the moon
(candrasuryavidharinim). Her bodily appearance is depicted as pleasing in both sources,
the KKA stating she is beautiful (/alitam) and the PT describing her body as slim, lovely
and beautiful (carulalitam tanuvigraham). Her auspicious bodily appearance is perhaps on
account of her association with the auspicious act of creation and set up as a contrast to the

depiction of the Kali with the opposite function, samhara, who possesses a haggard body.

In the succeeding cakra, Sthitikali’s facial expression varies slightly in the two texts,
described as isatprahasitananam (a face that is mildly laughing) in the PT and the KKA
as lagnausthaputam (the petals of her lips closed). Both facial expressions suggest the idea
that her mouth is no longer wide-open as is the case with Srstikali, reflecting the notion of stasis
in conformity with this Kali’s phase. Her poses once examined closely are the same.
Sthitikali’s pose is described by the KK A as vamapdadakunicitadaksinapadavalambitam
(the right foot pendant and the left foot bent) while the PT states she is in rajalilasana.
The pose given by the KKA is in fact a detailed description of the rajalilasana, a pose
where one leg is bent perpendicular to the hip while the other is hanging from the seat.
Her characteristic implement in both texts is the vind made out of the bones of Brahma
(brahmakankalavina) while her bodily appearance is crooked and pot-bellied (kharvam
lambodarim) in our sources. This recalls the appearance of the ganas of Siva who are

depicted as such in both visual and textual sources. However, since she is responsible for
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the cosmic and cognitive function of maintenance (sthiti), her pot belly could also be

linked to ideas of plenitude.

The description of Samharakali is perhaps the most striking. In the two texts, her
facial expression is associated with consuming. The KKA describes her as chewing her
lips with her own teeth (svadantausthacarvantam) and the PT states that a ball of flesh is
ground from her lips by her teeth (dantausthaghrstapindikam). The idea these sources
convey is that her hunger is so great that she has to consume her own flesh. This connects
with the Krama and indeed wider Hindu notion of linking destruction to hunger and the act
of consumption. Indeed, the term carvantam is redolent of the name certain Krama texts
ascribe to the Phase of Withdrawal, which they call carvana or kalagrasa® instead of
samhara. Moreover, sources such as the MKS also use the imagery of consuming to describe
Kali in the act of withdrawing a kalpa or epoch. In this text, her mealtime is equated with
the apocalype and her destruction of the universe satiates her hunger®. As for Samharakali’s
pose, she is described as having the archer’s asana (pratyalidhasana) in both texts, a pose
associated with warfare and a readiness to strike, befitting her destructive nature. Her
characteristic hand implements are said to be Brahma and Visnu (ajakesavau in PT and
ajahart in KKA). Her bodily appearance is that of the archetypical horrifying (ugra/ghora)
female deity. She is depicted in the KKA as having only skin and bones (asthicarmavasesam)
while the PT similarly describes her as without any flesh and hollow bellied (nirmamsam
kotarambikam). Such an appearance chimes with the iconography of Camunda and the

Puranic Kalt and again emphasises her ravenous hunger.

Anakhyakali possesses the memorable facial expression in our two sources of

licking the tip of her teeth with her tongue (the KKA describes this as jihvagrena

97 See Dupuche (2003), pp. 59-60
% pralayo bhojanakdalas trptis tena ca nalpika...(MKS 2.169)
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vamadamstragram sparsantam). This might be understood as a gesture typically carried
out after eating, the activity associated with the previous phase of Samhara. Her pose in
the PT matches that of the KKA where she is described as being in the bound lotus position
(baddhapadmasanam). Her two hands are simply in the varada and abhaya gestures in
both texts. Another notable feature of her appearance is the description of her eyes which
the KKA describes as extending to her ears, fixed on meditation and rolling about with
rapture (karnantayatamadaghurnitadhyanalocanam). The PT has a similar description
with the compound describing this meditative rapture being slightly awkwardly arranged
(madaghurnitadivghdaksim dhyanalocanatatparam). The purpose of this description is
possibly to show that she represents the cognitive phase where our vision turns inward and

is moving towards identity with the ultimate, all-encompassing consciousness.

Finally, we move on to Bhasakali whose description is more problematic than the
others’. Firstly, on the surface, there seems to be a lack of correspondence in her facial
expression described by the KKA as the act of lolling her tongue while releasing the sound
hiim (muktahumkararavena jihvam lalayantam). In the PT, the facial expression for Bhasa
is cryptically missing while the facial expression which is particular to Bhasa in the KKA
is transferred to Samhara in the PT as an additional facial expression for Samharakali. The
PT thus describes Samhara as playing with her lolling tongue, resounding with the released
sound of hiim (lelihanam lalajjihvam muktahiimkararavinim). The solution I propose is
that the half-verse where this activity appears in the PT*® is erroneously applied to Samhara
and should in fact apply to Bhasa as per the KKA’s instructions. If this were otherwise,
Samhara would have two facial expressions that cannot be performed simultaneously

(the act of chewing and that of releasing the sound of A4im with her tongue) while Bhasa

9 PT 7.113a. The fact that this is a hanging half-verse in the text without its second line makes its position
all the more suspect.
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would uncharacteristically lack a facial expression in spite of all four preceding Kalis
being ascribed one. As for Bhasa’s pose, another problem arises since the description of
one is missing in the PT. In the KKA, she is portrayed as dancing (nrtyamanam) and 1 propose
this too should be the case with the PT. In spite of the absence of any description, the
central Guhyakali described earlier in the PT is also said to be in this pose!®. Since Bhasa

ultimately has the same identity as this central Kali, we can ascribe this pose to her as well.

Concerning the hand implements and other aspects of Bhasa’s appearance,
however, the two texts do agree to an extent. The PT describes her two central hands as
marnijaridvayadharini or manjiradvayadharini (a pair of cluster of blossoms/anklets
depending on the manuscript). I have adopted the former reading since the marnjira would
be an awkward implement and marijari aligns with the KKA which reads
cintamanimayamanjaridvayam (a pair of clusters of blossoms made of wish-fulfilling
gems), furnishing us with additional details concerning what these ‘clusters of blossoms’
consist of. This would also be in line with the two main implements of the central
Guhyakalt in the PT who holds pellets of wish-fulfilling gems (cidratnavatika). Finally,
additional descriptions of Bhasa’s appearance link her to her eponymous light with the
KKA describing her as consisting of the light of all rays (sarvarasmiprakasamayim) and

the PT viewing her as illumining the universe (jagad bhasayate).

To summarise, we might say that the iconographic identity of each of the five Kalis
is distinct and their distinctiveness is overwhelmingly consistent in the two sources where
this iconography appears. If we were to account for the time difference in the composition
of the two texts — the KKA can be confidently dated to the early 13" century and the PT

more tentatively to the 15%/16%1°1 — then we can also conclude that the tradition of

190 sahasrasiryajvalagram asanam parikirtitam | padmoparisthitam devim nrtyamanam sadoditam || 98
101Gee the discussion in the Introduction for the dating of the PT.
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visualising these five Kalis as distinct and of doing so in a highly particular way relating to
four main features of their appearance remained important for several centuries.
Unfortunately, visual sources recording all five Kalis seem to be rare. Since I have not
come across such material, we are therefore unable to assess the consistency between the

iconography of the five Kalis in textual and visual sources.

It should also be remarked that another element which is retained throughout the
centuries between the PT and KKA is the idea that the five Kalis are accompanied by the
ancillary deities of their cakra. This is particularly surprising given how traces of the system
of the 16 cakras found in the KKA and early Krama canonical literature almost entirely
disappear in the PT. Although the bulk of the PT is concerned with the worship of Guhyakali,
the complexity of the pantheon and mandala of this cult has been streamlined with only
one Guhyakall mandala surviving in Patala 7 1%2. Moreover, the iconographic variety is
heavily reduced so that rather than portraying hundreds of visually distinct ancillary
deities found in the KK A, we are given a mere seven visualisations from the Guhyakali

cult - the central Guhyakali, five Kalis and an eight-armed Kali known as Balakumari.

Nonetheless, an echo of this earlier cult of multiple cakras is present in the PT’s
oblique references when describing the five Kalis, a feature which would be indecipherable
without the help of the KK A or other Krama material. Thus, Srstikali is described as
yonipanicakamadhyastham (standing amidst the Five Yonis), a clear acknowledgement of
the arrangement of the Srstikalicakra in the KKA where the Five Yonis and their consorts
are arranged around Srstikali in the four cardinal directions and the Northeast. Sthitikalt in
the PT is said to possess a sixteen-fold nature (sodasatmikam), a clue to the sixteen petalled
lotus that houses the 4 nathas and 16 rajaputras of the Sthitikalicakra. Samhara is enjoined

with 10 Saktis (dasasaktisamayuktam), namely the 10 goddesses known as Samharinis in the

102 pT 7.34-39b. This subject forms half of Ch.3 of this thesis.
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KKA while Anakhya is accompanied by twelve rays (rasmidvadasasamyuktam), an

allusion to the 12 Kalis surrounding her ending with Mahaghoracandabhairavagrasanakali.

However, the PT’s description of Bhasakali as sodasare pratisthita (installed on
the 16-sided shape) requires some deciphering. As can be seen from our iconography
table, none of the three rings surrounding Bhasakalt are comprised of 16 petals, the three
being the 12 Kalis in the seeds of the lotus, the 8 Kalis of the pericarp and the 8 Rasmikalis.
Additional clues, however, exist in the first pada of the same verse which strangely tells us
that Bhasakali is situated at the centre of the Anakhyacakra (andkhyacakramadhyastha).
Two traditions of the Anakhyacakra exist, a more common one ascribing it 12 ancillary
deities as discussed above and another based on the Kaltkulakramasadbhava, where
sixteen Kalis surround Anakhya with four Kalis being added to the twelve of the former'®,
This second tradition also makes its way into the Svatantranakhyakalicakra of the KKA,

a cakra discussed in Ch. 3, where sixteen rather than twelve Kalis are located on the seeds
of the lotus surrounding the central Anakhyakali*%*. What the PT therefore implies here is
that Bhasakali’s cakra is nothing but the expanded cakra of Anakhya. It has united the Bhasa
with the Anakhyacakra in this way perhaps to create coherence between the distinct Krama
traditions that preach four Kalis and five Kalis as well as those that teach 12 and 17 figures
in the Anakhyacakra, thus attempting to subtly show that there is no real difference between
these divergent systems. We might, however, ask where then the ancillary deities of the
Bhasacakra go in the PT if this cakra has been supplanted by the 17 Anakhyakalis. This
question is answered in an earlier verse (v. 102) where the central Guhyakali herself is said
to be at the centre of this Bhasacakra (bhasakramasya madhyastha cakrest paramesvart).

The PT has thus assigned each of the six deities (the five Kalis plus the miiladevi) a cakra

103 For a discussion of these two traditions, see Sanderson (2007b), p. 353, fn. 406.

104 KKA Svantrabhdsacakrapiijavidhi: “...sodasarake pirvavat systikalyadidvadasakam tadante om pham
phim mahdakysakali ambapada 13. sarvantakalt 14. sivakaltr 15. krodhakalr 16. purvad arabhya
vahnyantam...”
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of their own, which is different to the KKA’s arrangement where the central goddess does

not have a separate cakra of ancillary goddesses.

sound Ahiim
(KKA)

wish-fulfilling
gems

Bodily
Name Facial Pose Characteristic Appearance /
Expression Implement Additional
Details
1. Srstikali wild laughter even-footed sun and moon pleasing body
2. Sthitikalt mild laughter pose of royal ease vind made from | hunch-backed
(PT)/lips closed | (rajalilasana) Brahma’s bones | and pot-bellied
(KKA)
3. Samharakali chewing her archer’s pose Brahma and emaciated
own lips (pratyalidhasana) Visnu
4. Anakhyakali | licking the tip of | bound lotus pose wish-granting eyes rolling with
her teeth (baddhapadmasana) | and fearlessness | rapture
gesture
5. Bhasakalt releasing the dancing two clusters of emanating light

2.3 Therianthropism in the Cult of Guhyakali

Having delineated the distinct iconography of the five central Kalis, we shall proceed

to an analysis of general trends found amongst the visualisation of the Krama’s ancillary

deities. We begin with the most striking element of Krama iconography - its therianthropism

or depiction of animal-human hybrids, which in the KKA is present as theriocephalism or

figures possessing human bodies with animal heads. The Krama is by no means alone in

its therianthropism as shown by how several therianthropic deities, such as the man-lion

Narasimha or man-boar Varaha, are the central divinities of orthodox Hindu cults. Moreover,

Sakta cults, even in early incarnations in texts such as the Devimahatmya and original

Skandapurana, firmly display this tendency which reaches its apogee in the development

of yogini cults. This phenomenon is discussed by several scholars, especially Chiara Policardi

who has published a thorough outline of therianthropism in early Saivism®%®. In spite of

105 Policardi (2016) has published an important article examining both textual and visual sources of
therianthropism amongst yogini cults while making distinctions between forms of
therianthropism/theriomorphism and positing the roots and motivations of this phenomenon. I have largely
based my appraisal of the Krama’s therianthropism in relation to other yogini cults on Policardi’s overview.
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the conspicuousness of therianthropism in other cults, I wish to argue, by examining the
KKA alongside relevant passages from the MKS, that the Krama is the therianthropic
yogini tradition par excellence, possibly surpassing other cults in its engagement with

human-animal hybrids.

In order to show the intensification which the pre-existing therianthropism of
Saktism undergoes in the Krama, it is helpful to refer briefly to an early instance of this
phenomenon found in the original Skandapurana 64.19 — 30 for comparison, a text which
Bakker believes originated in Benares around the late 6th/early 7th century CE®. In this
passage, a number of theriocephalic goddesses spring from Kaus$iki’s limbs to battle the
demons Sumbha and Nigumbha. Even at this early stage of systematic Saktism, a wide-
range of theriocephalic forms are already found, including the crow, owl, lion, tiger,
elephant, peahen, horse, goose, sheldrake, jackal, dog, hawk, heron, diver bird and hen'?’.
The point of their manifestation seems to be to harness these species’ particular strengths
to combat the demon army. As we can see, avian species predominate this list, a feature

discussed later in relation to the Krama.

In spite of this vibrant therianthropism in early Saktism, I aim to show that this
process is deeply amplified by the Krama through the following means: 1) an unprecedented
intensification and proliferation of therianthropism within the figure of the central goddess
of the cult; 2) the increase in the overall number and proportion of ancillary deities that are
theriocephalic and; 3) the diversification of therianthropism to include many species not

deified in other Hindu cults, Tantric or otherwise.

It is to be noted that Krama liturgical sources were not available to Policardi so it is hoped this chapter will
add some new evidence to the field.

106 See Bakker (2014), p. 12 - 25.
197 Skandapurana, Volume II1, pp. 293-295
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The first point — the dominance of therianthropism in the central deity- is shown
clearly by how nine out of ten heads of the supreme form of Guhyakali are non-human, an
element of her iconography already discussed in Ch.1. However, we have not yet examined
the forms of Guhyakali whose faces exceed ten for which the MKS is our most fertile
source. Since, as far as [ am aware, no secondary literature has recorded the exact
composition of such forms and because this element proves the extent of this cult’s
theriocephalism while also being of interest to scholars studying Guhyakali generally,

I describe these dhyanas in some detail below.

The predominance of animal heads amongst the faces of Guhyakalt continues in
the MKS with the 30, 24, 36 and 100-faced forms, which are the forms of Guhyakali
whose faces are articulated in full. The 30-faced form is described in a detailed yet cryptic
section in MKS 2.38-70 where the sadhaka is required to attach an avian face (vaikireyam)
to odd faces exceeding the traditional ten (faces 11, 13, 15 etc.) and a quadraped face
(catuspadam) to additional even faces (faces 12, 14 etc.)!®®. I tentatively record this form’s
faces, in addition to the traditional ten faces, as consisting of the peacock, goose, eagle,
parrot, crow, owl, an unknown bird of prey, osprey, crane and heron on the odd number
faces and the donkey, boar, bull, goat, camel, deer, buffalo, snake, hound and mule on her

even faces. MKS 2.74 tells us that the 24-faced form is reached by subtracting six of these

108 vaikireyari ca visame same catuspadam bhavet/

vihaya nagasarabhav anantastapadau hi tau//38

sikhihamsasyenasukakakolitkapadayudhan/

krauficasarasakankams ca visamdasye tu yojayet//39

kharakolavrsajostramrgasairibhapannagan/

visvakadrumayanghri ca same vaktre vinirdiset//40

I have amended k#%ala in Jha’s edition to khara since the former yields no sense. There are one or two
unclear animals listed. The padayudha presumably refers to a bird whose legs are weapons (a bird with
talons), I have therefore translated it as “bird of prey” for lack of a more accurate understanding. Mayanghri
similarly poses challenges and occurs in no lexicons. Maya, however, according to lexicographers can mean
either a camel or a mule. I tentatively translate this term as mule since a camel already appears on our list. It
will also be noted that cryptically the snake is not a quadruped but is nonetheless placed amongst the even-
numbered faces by the author.
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animal faces (osprey, crane, heron, snake, hound and mule) from the 30-faced form.
The 36-faced form constitutes an addition of 6 faces to these 30, comprised of the cuckoo,
tortoise, alligator (nakra), turtle dove, karanda duck and haritala pigeon (MKS 2.70)
while the 60-faced form is a simple doubling of the animal faces found in the 30-faced

visualisation (MKS 2.80).

The 100-faced visualisation takes this therianthropism to an extreme, making
changes to the ten-faced format by subtracting three existing faces and replacing them
with the new faces of the camel, sarabha and mule then prescribing an arrangement of the
faces in ten columns of ten rows, totaling one hundred!®. Since the uppermost flame
(dipakdsya) is one of the faces subtracted, this renders the 100-faced Guhyakali even more
theriocephalic than the other forms mentioned. Accompanying this information on
Guhyakalt’s faces are highly complex instructions on the correspondence between numbers
of faces and arms which merit further study'°. Aside from the value of this section of the
MKS for a deeper understanding of Guhyakali, we can use this passage to deduce that the
cult of Guhyakali incorporates theriocephalism into its central deity to an extent seemingly
unmatched in any other Hindu cult. It might be added that this radical theriocephalism

where we find Guhyakali with animalian heads far exceeding the conventional ten is

199 dhyanam asya vidhehi tvam kathyamanam atah param/

Satavaktra guhyakalt dordandayutamandita// 112

simhebhavdajisarabhakapipherugarutmatam/

rksostrakharavaktranam prastaro’dhah kramat priye// 113

The key problem here is the central human face is not listed. A possibility is that out of the 100 animal faces,
the central bottom-most is removed to make way for a single human face.

110 In a highly challenging and long section (MKS 2.32 — 83) on account of the code words used for numbers
and possible corruptions in the edition/manuscript, the MKS informs us of the method employed to calculate
the number of arms from the number of faces. An example of a particularly complex formula is the 23-faced
Guhyakali for whom we are told, in addition to the existing 54 arms, to attach six arms to each odd face
exceeding the tenth face (8 x 7 = 56) and ten arms to each even face (10 x 6 = 60) then to subtract eight arms
from one of the even faces (54 + 56 + 60 -8). This gives us the final number of arms, which is 162. For the
24-faced form, we are told merely to add ten arms to the previous form to make 172 and likewise to add another
ten arms for the 30-faced form, giving us 182. However, the 60-faced form’s arms are calculated by multiplying
the arms of the 30-faced form by 32, giving us 5,824 arms. There is a need for further research into the
purpose for undertaking such a complicated method rather than directly prescribing the final number of arms.
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incredibly rare in artistic depiction. A fine and perhaps unique example of this phenomenon is

to be found in a paubha in the Zimmerman Collection published by Pal (1991), pp. 81 — 82111,

Our second argument for the uniqueness of the Krama’s therianthropism — the steep
increase in the total number and proportion of theriocephalic figures in the entire cult -
is proven by the visualisation of ancillary deities in the 16 cakras of the KKA. In many of
these cakras, theriocephalism is not an anomaly but wholly predominates. This includes
deities in the Paficavahacakra (cakra 3) where all of the deities bar the central deity
(Vyomavames$vari) bear animal faces; the Antahsiddhacakra (cakra 8) where out of the 25
deities, only one has a human face (Antariksaja in the Northeast); the Melapacakra (cakra 9)
where 12 out of 13 deities are partially theriocephalic'!? (the exception is the central deity)
and the Sambhavacakra (cakra 11) where only one of five, the central Candin, has a human

face. This level of pervasion seems to exceed what is found in other yogini texts where this

11 Given the importance of this artwork as “one of the largest Nepali paubhas known” and “one of the most
complex iconographically” as Pal notes and due to the relevance and rarity of its subject matter, it warrants a
discussion here. In his notes to this paubha in Pal (1991) as well as brief references to it in Pal (1975), p. 105
and (1978), p. 91, he describes its component parts, remarks upon the skill of its artist and makes mention of
the importance of the Guhyakalt cult in the Kathmandu Valley. However, no mention is made of the
relationship between this artwork and GuhyakalT literature. We can therefore add to Pal’s scholarship by
showing how the MKS sheds light on the paubha’s subject. Although the paubha depicts a 54-faced
Guhyakali and thus is not found in any of the literature examined by us, its method of portraying a form with
an excess of ten heads appears to follow a similar logic to the MKS. Firstly, the polycephalism is formed by
adding heads to the core structure of the original ten heads of the Supreme Guhyakali. For this paubha, the
original ten heads are located on the second, third, seventh and eighth (final) rows. Disregarding the other
heads, the arrangement of animalian heads in each row conform to the schema discussed in Chapter 1. For
instance, in the bottommost row where the human face is located, we see it flanked to the immediate left and
right by the makara and garuda and to the left and right of these are the horse and the elephant while the
additional heads on this row are placed to the left and right of the original five of the bottommost row. As for
the identity of the additional heads, quite a few of these seem to align with the animal species listed for the
30 or 60-faced form in the MKS. For example, in both our textual and visual sources, many horned
quadrupeds (bull, goat, deer and buffalo) are added to the original ten heads which lack this type of animal.
Moreover, the MKS prescribes a roughly equal divide between the birds and quadrupeds for the additional
faces of the 30 or 60-faced form. Likewise, around half of the additional faces depicted in the paubha are
avian. The instructions for the heads of the 60-faced form calls for a doubling of the 30-faced form and the
repetition of heads for some species is also observed in this artwork. Finally, although the depictions of
cosmic forms of deities often incorporate a stylised rendering of myriad arms simply to suggest innumerability,
the painter of our paubha has painstakingly painted each arm so that upon inspection, separate hand implements
can be made out. This suggests that the iconic model to which the artist conforms calls for precise correspondence
between the number of arms and heads and instructions on the identity of the hand implements, bringing the logic
behind this artwork even closer to the way visualisations are presented in the MKS.

112 See the iconography table of this cakra for the meaning of partial theriocephalism.
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phenomenon is already highly developed, including the Brahmayamala, Siddhayogesvarimata

and Kaulajiiananirnaya, the main texts examined by Policardi in her study.

Our third point concerning the distinctiveness of the Krama’s therianthropism,
which hinges on the unique range of animal species depicted in this cult, is backed by
figures in the Antahsiddhacakra. First, we should note that some of the animal hybrids
deified here are already ubiquitous in mainstream Hinduism. Under this category, we
might include Damstrini, the tiger hybrid whose equivalent in other traditions would be
Simhini, the elephant-faced Umanandint (Ganesa), the snake-faced Sarvaga (the Nagas),
the many bird-faced goddesses who are comparable to Garuda or the goat-faced Vidya
(certain depictions of Agni or Naigamesa) amongst others. Furthermore, many figures that
are not found in the mainstream Hindu pantheon and appear bizarre to those unfamiliar
with Sakta/yoginT cults do find their counterparts, albeit with different names or unnamed,
in other Sakta textual sources. For instance, the bear-faced and donkey-faced deities
known in the KKA as Jvalin and Vicca®® are found in several yogini texts while the dog-
faced Gandhart or cat-faced Dhiimra already have their predecessors in the original

Skandapurana passage cited.

However, the Krama also records theriocephalic types that to my knowledge
appear in no other known textual sources or whose presence as part of theriocephalic
forms cannot be unambiguously established elsewhere. These notably include the rabbit-
faced Mahamaya, the lizard/alligator-faced Nitya''4, the frog-faced Subhaganandini and

the mouse-faced Idamarici*’®. Some of these animals, such as the frog or mouse, are

113 See Policardi’s (2016) excerpts from the Brahmayamala (p. 132) and Siddhayogesvarimata (p. 137) for
examples of these.

114 It is to be noted that although the Pratisthalaksanasarasamuccaya as found in Bithnemann (2003) does record

a deity called Godhasya (lizard/alligator-faced) as the 183rd deity in its sixth chapter, Bithnemann notes (fn. 150) that
the line drawings of this figure depict him as a bull-headed figure, showing the lizard-headed goddess in the KKA

to be, if not unique, then rare enough for another text describing such a figure to be altered by the artistic tradition.

115 Refer to iconography table 8 to see where these animalian identifications occur.
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associated in other texts with yoginis through a theriomorphic relationship, meaning the
yoginis fully shape-shift into these animals, but a theriocephalic association is not
found!*®. It should also be pointed out that the lack of known textual sources depicting
these species does not preclude visual representation. For instance, in Dehejia’s seminal
study of yogini temples, a rabbit-faced yogin is identified in Lokhari'!’. Another point that
might support the view that the Krama pushes the boundaries of iconographic diversity is
the incorporation of faces of mythical beings that are not animals. Again, we have
examples of this in the Antahsiddhacakra where three deities have the faces of a raksasa,
kinnara and bhairava, although clearly not actually being identical to these beings.

Likewise, the goddess Vajrapiitana in the Sambhavasiddhacakra has the face of Carcika.

We have already noted that even in the early strata of Sakta therianthropism as
seen in the original Skandapurana, avian iconography predominates. This is an element of
the goddess cult discussed by White in relation to Kushana era matr deities''®. A brief
remark is warranted on how this phenomenon persists in the Krama. The prevalence of
avian imagery is not merely down to the fact that the Krama represents so many species of
animals that multiple birds would invariably make it into this pantheon. Birds seem to
occupy a central role as proven by a number of factors. Firstly, in cakras where the central
human-faced deity is displaced by an animal-faced one, the central theriocephalic deity is
avian. Such is the case with the Antahsiddhacakra where the central deity of the cakra is
the hen-faced Mahacandini. Furthermore, we have noted how avian faces have a
disproportionately high presence amongst the animal faces of the central Guhyakali,
shown by how all odd faces exceeding the ten-faced form up to the 60-faced form are bird

faces. Finally, we might point to nomenclature in the Guhyakali cult where many important

116 See Policardi’s (2016) citation of a passage (pp. 139-140) on shapeshifting from the Kaulajiiananirpaya.
117 Dehejia (1986), pp. 156-162
118 White (2003), p. 39
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figures are referred to by avian-related names. Guhyes$vart herself when aligned with her
traditional sacred site, the Nepala/Himalayapitha is called Khaganana (the Bird-faced
One), both within the Kaula tradition and outside of it}°. Moreover, the first natha of the
Kaula transmission, portrayed in the KKA as the first figure in the Sthitikalicakra located

on its eastern petal, is Khagendra (Lord of the Birds).

Policardi has already argued that this predilection for the avian might be linked to
the primacy of the khecaris (sky-farers) among categories of yoginis*?® and the belief that
yoginis possess the power to take to the skies. This is to an extent reflected in the KKA as
well where deities who embody this concept also possess bird faces. Thus, the goddess
Khecari, one of the Paficavaha deities, is said to have the face of a Bengal kite while Vyomaka
in the Sambhavasiddhacakra, evidently equipped with sky-faring abilities given her name,
has a garuda face. However, since the pervasion of avian imagery is so high, we would
struggle to explain it solely on the basis of its links with this idea. Although the diachronic
development of Tantric traditions is notoriously slippery, I therefore cautiously view this
element of the Krama as an absorption of an ancient strata of avian imagery, derived from
avian matrs/grahas/yoginis in earlier sources as well as the possible influence of unknown

cults revolving around avian worship.

Having examined the breadth and distinctiveness of therianthropism in the cult of
Guhyakali, we might begin to ask questions about the meaning of this imagery and the
function, intended or not, of the cult’s active integration of these figures. It is beyond the
scope of my current research to reach firm conclusions on this matter but I do wish to

highlight a passage in the MKS which might support the quite common idea amongst

119 For an occurrence of this nomenclature in the Krama itself see the deity located in the Northeast in the
Saktasiddhacakra while beyond the Saiva milieu, we find this in several Buddhist tantric texts, such as the
Vajravarahisadhana of Umapatideva (Meditation Stage 4, para. 18 (English, 2002)).

120 policardi (2016), p. 141
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scholars that, as Policardi phrases it, therianthropism amongst yoginis represents
“liminality, wildness and otherness”. This is, in short, the idea that in embodying their
animalian forms, these deities are channeling the power and danger associated with what

lies beyond the bounds of the civilised world.

Although we can indirectly support this thesis by pointing to the supernatural
abilities and antinomian behaviour of deities with therianthropic forms, passages in textual
sources that openly express this idea are rare. A passage from the MKS (2.60 -70) that will
be discussed is one that comes very close to doing so. This section begins with Mahakala
relating to the Goddess the reason for why the 23-faced theriocephalic form of Guhyakali
disappeared from common worship and was reviled by the Goddess herself. I have cited

and translated this passage below:

sruyatam devadevesi tannisedhasya karanam/

adyapi kenacin naiva rahasyam jiayate tv idam//

na yamaladau kathitam naivedam vamakesvare/
tripuraghnas tu mam praha rahasyam idam uttamam//
trayovimsatyasyaya hi guhyakalikaya pura/
svasaktibhih samvrtaya kridantya pitrkanane//
dauhitran gautamasya rseh jarithyams trin munisvaran/
pailingam saralomanam palasayanam eva ca//
samscikirsin mrtam tatam samayatan mahanisi/
svecchayopasthitan viksya vipran apanamattaya//
bhaksitah sasava yadvad dvipinya sasasavakah/

kalacakranrsimhena devisannidhivarttina//
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tvaya krta brahmahatya sahdasamukham irita/

vimrSantya taya*?* cestam tatah sapitaras trayah//

te tasya jivita viprah sanjatakrpaya taya/

Jjatanirvedaya proktda camunda bhairavi purah//

sasava bhaksita vipra yadrgakaraya maya/

na kadapi bhavisyami tadrsakaradharini// (MKS 2.60-68)

“Listen, O Goddess, to the cause of the repudiation of this (23-faced form of
Guhyakalt). Even now, this secret is not known by anyone. It is not told in the Yamalatantras
nor in the Vamakesvarimata. The Destroyer of the Three Cities told me this unexcelled secret.
The Goddess with 23 faces who was playing in the Grove of the Forefathers (the cremation
ground) surrounded by her own saktis beheld three fleshy Lords of Ascetics - Pailinga,
Saralomana, and Palasayana - the grand-children of Gautama Rsi, who had set out at night
desirous of carrying out the funerary rites of their deceased forefather and had approached
according to her own wish. She, drunk with liquor, ate them with the corpse (of their forefather)
just like a tigress eats rabbit cubs. She was addressed by Kalacakranrsimha who was standing
nearby with a smile thus, “Brahminicide has been committed by you”. Reflecting upon
this behaviour and as one in whom compassion emerged, she brought back to life the three
along with their forefather. Camunda Bhairavi (one of her saktis) was (then) addressed by
her in whom disgust was born thus, “Henceforth, I shall never again be a bearer of my

form by which the Brahmins and the corpse were eaten.”

Here, we see all the elements of wildness converging in a single narrative. The Goddess
is roaming the paradigmatic liminal space, the cremation ground in the form of a therianthropic

predator drunk on liquor and commits the most unpardonable act, that of Brahminicide.

121 T have taken the liberty of amending the word aksaya which was the original reading of the edition in
v.66b to tayd here since the former makes no sense in this context.
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Brahminicide is of course a common trope in Saiva mythology but here the Brahminicide
is not a response to the disrespect of Brahma towards Siva as is the usual impetus in this
Saiva narrative frame but is done out of the Goddess’s animal appetites and therefore undeniably
linked to her manifestation as a divine beast. This fact is made all the more clear by the upama
which describes her act of predation like a tiger feasting on rabbits. Thus, in a rare instance,
we find a conscious and undeniable expression in a text of the link between therianthropism
and the wildness it is meant to represent. We should also take note that the form which
Siva takes here to chastise Kal for her act is also a therianthropic one as the lion-headed

Kalacakranrsimha'??.

2.4 Inclusivism through Iconography

In my discussion of Guhyakali’s throne of worship prescribed by the PT, MKS and
HRT in Ch.1, I have already analysed how the throne with its five pretas and 8 Brahminical
dikpatis is a tool by which the cult of Guhyakalt incorporates and subjugates orthodox
Brahminical deities, a process which Goodall coins “aggressive inclusivism”!?%, In this
section, I show how this appropriation of orthodox iconography is carried out through
three further methods 1) the appropriation of characteristic markers, such as the appearance
and location, of orthodox deities by the Krama’s goddesses 2) the incorporation of orthodox
deities into the hand implements of the Five Kalis and 3) the construction of an even more

elaborate throne of worship comprised of twenty elements.

122 See Sanderson (1988), pp. 685-686 for a description of how pairing Narasimha with Kali was an ancient
tradition. Therefore, not only a theriocephalic central deity but also a theriocephalic consort was well-established
in the cult of Guhyakali.

123 Goodall (2011)
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2.4.1 The Appropriation of Orthodox Iconographic Markers

We should first remind ourselves of the core visual elements of the orthodox
deities colonised by the pantheon of the Krama in the KKA to elucidate this process of
appropriation, namely those of the five pretas and eight dikpatis. We briefly covered the
description of the five pretas stationed at the base of Guhyakali’s throne (Brahma, Visnu,
Sadasiva, Rudra and I$vara) in Ch.1. These deities are identified in the KKA as well as
other texts by their characteristic weapons (dandacakrasilasaktikhatvangadharani), their
tarjani gesture on their left hands pointed in front of their faces (vamahastatarjanimukhani)
and their colours (yellow, dark, red, grey and white (pitasyamaraktadhiimasvetavarnani)).
Meanwhile, the 8 dikpatis or guardian deities are characterised by their distinguishing
implements and compass directions, namely Indra (East, thunderbolt), Agni (Southeast,
spear), Yama (South, staff), Nirrti (South-West, sword), Varuna (West, noose), Vayu

(North-West, flagstaff), Kubera (North, mace) and I$ana (North-East, trident).

The appropriation of the dikpatis and paricapretas occurs through the application
of their characteristic weapon and locations (in the case of the dikpatis) to Tantric Sakta

deities in various cakras of the KKA. Thus, this happens in the following 4 cakras:

1. Mirticakra: The cakra has 16 lotus petals with two petals in each cardinal and
intermediate direction. The traditional location of the eight dikpatis are colonised by pairs of
Krama deities who also appropriate implements of the Brahminical deity displaced. For instance,
Mahasukhamiirti and Mahasilamiirti occupy the Eastern petals of the cakra displacing Indra and
possessing his vajra as their distinguishing implement. Mahastiryamtrti and Mahasomamtirti in
the South-East bear Agni’s spear while Mahanandamiirti and Prabhamdirti are in the South with
Yama’s staff and so on. Interestingly, the central deity, Mahacandamuirti, although not technically a
dikpati due to her central location, appropriates elements of Visnu’s iconography by having among

her four implements, the discus and lotus, two objects invariably held by the Caturbhujavisnu.
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2. Srsticakra: The ancillary deities of this cakra — the Paficayonis and their five
male consorts — have, in pairs, appropriated the characteristic weapons of the paricapretas
and are listed in this cakra in the sequence in which the prefas usually appear in their
visualisation. There is one anomaly in the form of Yoni and Yonisiddha, the first couple,
who, if we go by the implements of the four other pairs (discus, trident, spear and skull staff),
should correspond to Brahma but instead of bearing the traditional danda, hold a lotus.
This however is explicable as the lotus is closely associated with Brahma as a hand-held

implement and his insignia consistent with his epithet as the lotus-born (padmabhi).

3. Prayascittacakra: This cakra will be discussed in detail in Ch. 4. Nonetheless,

we should note its active inclusion of the iconographic elements of the dikpatis. Amongst this
cakra’s many shapes are a set of eight three-layered lotus petals on which one is meant to
install the personification of various categories of sacred sites (24 ksetras, upaksetras and
samdohas in total). There are eight ksetras, upaksetras and samdohas each and the figures
in each set have appropriated the locations and characteristic implements of the dikpatis.
Thus, the layer of lotus petals for the ksetras, for instance, begins with Vesya, the Goddess
of Prayaga occupying Indra’s Eastern quarter and bearing his thunderbolt and ends with Kosat1
representing Devikota occupying I$ana’s Northeast with his trident. The distinguishing feature
of each category of sacred site deity is an implement in one of the hands of these four-armed
figures which changes according to the category of sacred site. These are the lotus for the

ksetra deities, blue lotus for upaksetras and a cluster of gems (ratnamanjari) for the samdohas.

4. Svatantrasthiticakra: This cakra belongs to a section where the KKA prescribes
the independent worship of the Five Kalis (Svatantrakramapaficaka) for those who are unable
to venerate them alongside all 16 cakras, its schema being elaborated in Ch. 3. In the
Svatantrasthiticakra, a core component amongst the many layers of lotus petals, is the

64-petalled layer where the original 24 ksetras, upaksetras and samdohas of the Prayascittacakra
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are installed alongside an additional 40 sites grouped into 5 groups of 8 sites. We know that
the deities personifying these 40 sites also appropriate the iconography of the orthodox dikpatis
as the KK A gives us instructions to visualise these 40 in the same manner as the Prayascittacakra’s
ksetra deities (ksetrastakasvarupah). Their distinguishing characteristic is also a novel

implement for each of the five groups of eight deities (see Ch. 3 for more details).

To sum up our findings, the cult of Guhyakalt colonises the orthodox iconography
of the dikpatis in order to show its transcendence of these figures. However, it does not
merely replace orthodox central deities such as Visnu or Siva while retaining the outer
circle of pan-Hindu dikpatis to show its penetration of mainstream Hinduism’s mandalas.
The Krama has in fact gone one step further by transforming the dikpatis themselves.
Thus, these dikpatis acquire names relevant to Guhyakali’s cult, take on new accoutrements

124" and often become female to

suitable to the cremation ground setting, such as skulls
reflect the Sakta nature of their new milieu. They, however, leave clues in the form of their
characteristic implements and locations so that a visually literate audience may still

recognise their orthodox counterparts. Through this process, the Tantric Sakta transformation

of orthodox iconography becomes complete.
2.4.2 Inclusivism through the Hand Implements of the Five Kalis.

We have shown how the Krama presents its supremacy over orthodox cults by
appropriating conspicuous iconographic features. Now, I shall explore a visual method
that is even more apparent, the inclusion of orthodox deities themselves as the main hand
implements of some of the Five Kalis. Out of the five, three Kalis hold implements suggesting

the subservience of the orthodox mainstream; Srstikali holds the sun and the moon,

124 Unsurprisingly, macabre implements like the skull are highly pervasive in the Krama. Even so, the sheer level
of pervasion is impressive. In my definition of mortuary implements, I include the skull (kadya), skull cup
(kapala), chopped head (munda) and corpse (sava). Going by this understanding, only two out of 17 cakras
examined (the Mrticakra and Jiianasiddhacakra) do not have all or the majority of their deities holding at least one
mortuary object.
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Sthitikali the vina (lute) made from Brahma’s bones and Samharakali holds Brahma and
Visnu. It is notable that the Saiva deities amongst the pasicapretas — Rudra, Sadasiva and
I$vara — do not become hand implements, perhaps showing that the indignity of being
turned into implements is fit only for the lowest pretas and not suitable for the Saiva cults

out of which the Kaula itself emerges.

Secondly, we see the incorporation here of a cult not yet discussed in our work on
iconographic inclusivism, that of the Sauras. The impact of sun worship on the 12 Kalis of
the Krama is thoroughly examined by Wenta (2021) who shows that this sequence of goddesses
emerged out of the cult of the Sun-Goddess (bhanavikrama), linked to the mysterious tradition
of the Skeleton of Kalt with the solar context of the Krama eventually experiencing a decline.
Here, we seem to have a direct acknowledgement of this influence in the form of the sun
and the moon appearing as the principle implements of Srstikali. This is bolstered by many
more subtle allusions to the Saura cult pervading the cakras of the Krama, especially in the
nomenclature of deities and the imagery surrounding them through repeated metaphors

)25 The elucidation of this trend would

related to the tryagni (the Sun, the Moon and the Fire
require a study in its own right but particularly evident examples are found in the Miirticakra
where the names of all deities bar four are derived from solar/astrological phenomena and

the naming of the circle of 7 ancillary deities of the Bhasacakra “rasmis” (rays), the number

seven being symbolic of seven tongues (saptajihva) of the traditional Hindu sacrificial fire.

The hand implement I now wish to focus on closely though is the vina of Sthitikali,
which is made out of Brahma’s bones. The presence of the vind alongside its material

immediately links Sthitikali to Sarasvati, a goddess rarely seen without her lute seated in

125 This imagery pervades the KKA but is particularly prevalent in the Verse of Obeisance, the symbolic
codes for the formulation of mandalas in the Mandaloddharavidhi and the Svatantrakramapaiicaka,
Arghapatravidhi and Tattvopadesavidhi as well as the hymn chanted during Sivaratri known as the Kalisitra
discussed in Ch.4.
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the lalitdsana/rajalilasana, the pose also adopted by Sthitikalt. What we see here is a
prototypical Vedic goddess transformed through a Krama visual idiom. In a shocking
inversion of orthodox norms whereby Sarasvat is subservient to Brahma as his consort or
daughter depending on the mythical tradition, she now assumes primacy and turns her
husband/father’s bones into her lute. In orthodox iconography, she is associated with
purity and auspiciousness reflected in her beautiful bodily appearance and glowing mien'?®.
The Krama now inverts this image, turning her into a disfigured goddess marked by the
deformity of a hunch-back, a pot belly and her black appearance. The other iconographic
markers of Sarasvati who typically holds the book, lute, rosary and water pot in her four
hands are also represented in the retinue of Sthitikali, many of whom hold the book and
rosary as their distinctive implement. However, they too are a foil to Sarasvati’s auspiciousness,
also taking the form of hunchbacks. Thus, the appearance of Sthitikali actively transgresses

orthodox imagery while also retaining its visual markers, thereby showing the rich visual

imagination of the Krama and its ability to transform exoteric deities into antinomian ones.
2.4.3 The Expanded Throne of Worship of the KKA

The iconographic inclusivism discussed above is also seen just as clearly through
the composition of Guhyakali’s throne, especially the throne of worship found in the
Svatantrakramapaficaka section, which is an elaborate version of Guhyakali’s basic throne
found elsewhere. The five tiers in the basic version now expand into twenty seats (vimsatyasanani)
as follows: 1) adharasakti 2) kalagnirudra 3) kusmanda 4) hataka 5) madirarnava
6) kanda (lotus bulb) 7) nala (stalk) 8) granthi (reed joint) 9) patra (leaf) 10) karnika
(pericarp) 11) kesara (filament) 12) bija (seed) 13) paricayoni 14) indradipretasana

15) Brahma 16) Visnu 17) Rudra 18) I$vara 19) Sadasiva 20) Phetkarabhairava.

126 For a brief outline of her orthodox appearance, see Kinsley (1986), p. 61 - 62
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This throne presents itself as an all-encompassing vision of the cosmos which

Guhyakali rules over by interweaving macrocosmic spheres and phenomena (tiers 1 —5),
the anatomy of the lotus which is Kali’s traditional seat (tiers 6 — 12) and her subservient
deities (tiers 13 —20). The inclusivism is highly apparent since the throne embeds orthodox
deities in a Saiva universe by bookending these deities with unmistakably Saiva elements.
Thus, below the anatomy of the lotus and the orthodox deities, we find phenomena related
to traditional Saiva cosmology. First, there is the adhdrasakti, the supporting power often
invoked at the base of Siva’s throne in the Siddhanta, conceived of as the seed of the impure
worlds and deposited on the cosmic tortoise (kitrmasila) which bears the load of the universe
according to Puranic conceptions of cosmology*?’. In the same segment of the throne and
above the adharasakti, we also find the three Rudras (kalagnirudra, kusmanda, hataka)

associated with the lowest realms amongst the 108 bhuvanas.

Although the number, composition and names of these bhuvanas vary highly from
text to text, we can use the Mrgendragama’s section on the bhuvanadhvan which has a detailed
description of these figures as an example of the hierarchy implied by the KKA’s throne.
Reflecting the order of our throne, the bottommost Rudra in the Mrgendragama s Kalagni
(equivalent to tier 2 in our throne) who blazes with ten million rays which shoot upward to
consume the universe at the time of its dissolution upon the instigation of Siva'?®. Above
Kalagni’s golden mansion are found the 32 hells which are ruled over by Kusmanda Rudra
(tier 3 in the KKA) who is of terrifying appearance with protruding eyes'?°. Intervening
between the hells and the prthviloka (the earth) are the seven subterranean patalalokas

ruled by the next Rudra (tier 4) in our throne, Hataka'®. In the Mrgendragama, after the

127 See the entry for adharasakti and kiirmasila in TAK, Vols. I and II respectively as well as SP, Vol. 1, 3.47
and Brunner’s notes on this verse.

128 Mrgendragama 13.9 — 12 and see also the entry for kalagnirudra in TAK, Vol. II.

129 Mrgendragama 13.22¢d - 24

130 Ibid., 13.32 - 34
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elaboration of these Rudra realms, comes a description of the seven islands and oceans of
the prthviloka, which in our throne is represented by tier 5 — the madirarnava. The conception
of the earth surrounded by seven oceans made of seven types of liquids is common to most
Puranic accounts. However, we can argue that a Tantric Saiva slant is added to this idea since
the KK A describes the ocean as made out of the most transgressive liquid — liquor (madira) —

131 Concluding this Saiva

out of the seven traditional liquids that form this layer of the cosmos
domination of the orthodox universe is Phetkarabhairava lying above the paricapretas who,
if we recall from our discussion of their mantras in Ch.1, may also be said to represent cosmic
levels as the five kalds. It can be argued that this throne is more distinctly hierarchical than the
five-tiered version as it does not place the paricapretas together in a single tier but layers them
one on top of the other so that there is no ambiguity that the exoteric Saiva deities, Sadasiva,

Rudra and I$vara, surpass the Brahminical Brahma and Visnu and are themselves transcended

by the esoteric Phetkarabhairava.

We should state that there is some ambiguity concerning the identity of tier 13, which I
adopt as paricayoni, due to the variants found in the two manuscript branches. The Stemma
of KKA 1 reads paricayogini while KKA 2 reads paricayoni. I have cautiously selected the
latter reading as no explicit grouping of deities known as the paricayogini are elsewhere
recorded in the KKA’s pantheon while the paricayoni do exist as the ancillary deities of the
Srsticakra. A problem does arise, however, in preferencing paricayoni as it begs the question
of why these deities who appear close to the centre of the entire sequence of Guhyakali’s

worship should be beneath even the dikpatis, here called the indradikalasana. Nonetheless,

131 The seven types of liquids vary according to sources but many Piiranic accounts contain liquor/wine as
one of the liquids. For a comparison of these liquids amongst Puranas, see Sandahl (2012), p. 153. As for the
Mrgendragama, its list also includes a madyarnava while the six other liquids are ksara (salt water), ksira
(milk), dadhi (curds), sneha (grease), rasa (juice), and amrta (ambrosia) found in 13.98. It should be noted
that a number of deities have the ocean of liquor as their abode including MatangT and Nitya as per
Biithnemann (2016), Vol. I, pp. 139 - 140 and Vol. II, pp. 209 - 210.
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no matter how we choose to interpret this tier, we can confidently say that it represents the

inclusion of a S@kta element into the throne which was previously missing in its basic version.

To conclude, we might say that the 20-tiered throne goes beyond a traditional throne
of worship due to its remarkable complexity and more closely resembles a vertical mandala in
its own right which is then embedded into the horizontal mandala that is one of the cakras
of the Svatantrakramapatficaka. Indeed, Torzsok (2003, p. 196 and pp. 222-224) has a useful
discussion on the function of the vertical mandala, which is a rare occurrence in wider Hindu
iconography but is often represented in Tantric Sakta cults. Due to their verticality, such
mandalas are more apt at expressing the vision of theological hierarchy of a particular cult,

the very function which I interpret our throne of worship to display.
2.5 Conclusion

After undertaking a survey of the overall iconography of the Krama and documenting
its trends, we may offer a brief conclusion. Arguably, the strongest thread we find throughout
the diverse iconography of this cult is the vigorous dynamism with which it engages with
imagery. In a sense, all Hindu cults are dynamic and can recycle old symbols to new ends
while introducing novel visual forms. However, we see the Krama stretching the limits of
this visual dynamism, whether in its extreme therianthropism, seemingly unmatched by other
cults or in the many creative ways it simultaneously appropriates and subjugates the pre-existing
visual vocabulary of orthodoxy, using thrones of worship, hand implements or the displacement
of orthodox guardians to establish its ascendancy. The daring of the Krama’s imagery is such
that it seeks to expand and elaborate the already complex ten-faced Kali, articulating the
identities of each face up to the 100-faced form and composing complicated formulae to
calculate her arms. It can be argued that the Krama, as a self-consciously antinomian cult
located on the far left of householder Tantrism, had the license to disturb orthodox canons

of visual representation as it more evidently does with orthodox rituals and ideas of purity.
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As aresult, we find a cult with a truly uninhibited imagination, showing us the exciting

possibilities of Hindu visual culture beyond the norms of mainstream representation.

2.6 Tables for the Iconography of the Deities of the 16 Nityapujacakras

A. Ganadicatuskacakra

N 6Bty Iidnozi;[g: LHand ImplemenIt{s Nun(l)l;eégléissntlty Colour
1. Mahakramaganapati South™® | 1. axe'® 1. wish-granting] Not specified Black'®®
2. Mahakramaganapativallabha West 2. spear gesture Black
3. Mahakramavatuka North | 3. sweet 2. fearlessness Yellow
4. Kramavatukavallabha East | 4. skull gesture Yellow
(kadya) 3. rosary™*
4. staff (danda)
1. Pithaniketanacakra
N 6 Dy %nogjaa;[g: Hﬁnd ImplementsR Nurr;?elggg:sntlty Colour
1. Uddiyanapitha Centre 1. wish-granting |1. skull-cup | Not specified
2. Srimangaladevi East gesture 2. trident
3. Karavira§masana South 2.fearlessness Yellow
4. Samharabalotkata- North gesture
ksetrapala
5. Kalikastra®® West 42 hands holding variety of Eleven faces Black
weapons with the tarjant adorned with
gesture and thunderbolt crown of
specified weapons

132 The description of the orientation of the guardians is slightly cryptic. I assume that they are oriented around
a vessel (arghapatra) since the term arghdagre daksine is used to situate Mahakramaganapati. The taduttare
describing Ganapativallabha should be interpreted in the sense of “immediately succeeding/after that
(Ganapati)” rather than in its literal sense of to the North so that we can locate her in the West and thus enable
each of the guardians to occupy a cardinal position. This assumption is backed by the description of the two
latter guardians (Vatuka and his consort) being at arghottare and piirve, thus completing the four directions.
133 When hand implements are given without specifying whether they belong to the left or right hand, T assume
that the first set belongs to the left and the second to the right because in the visualisations where the difference
between the left and right hand is specified, most often the left-hand implements are listed first. There are
exceptions to this rule, however, which leaves room for ambiguity.

134 In the KK A, this implement is described as japya, which I take as an abbreviation for japa/japyamala (rosary),
a common attribute of Ganesa. For instance, see Rao (1914) pp. 51 — 63 for an overview of different forms of
Ganapati and their implements, including the japamala or Biihnemann (2016), pp. 31 - 34 for Tantric forms of Ganesa.
135 We are only given two colours for the four guardians (krsnapitavarnan). This is the case in most other
cakras of the KKA where the number of deities exceeds the number of colours listed. This may lead us to two
conclusions concerning the deities’ colour 1) the deities are each multi-coloured and the colours listed belong
to different parts of each and every deity in the cakra or 2) many deities in the cakra share the same colour
and sets of deities are grouped under one colour. I adopt the latter since the number of colours listed in these
cakras is always a divisor of the number of deities, allowing deities to fit neatly into sets of colours. Moreover,
when a multi-coloured deity is described, this fact is often made clear (see, for instance, the multi-coloured
faces of deities of the Srstikalicakra)

136 The personified weapon (@yudhapurusa) of Kali is also described as flaming (jvalantam) and having an
ardhvalinga (erect penis), a common feature of wrathful Tantric deities, Buddhist and Hindu. This
ayudhapurusa however is distinct from the archetypical ayudhapurusa as he has 42 hands against the
conventional two hands (see Rao (1914), p. 288 for conventions of ayudhapurusas). Moreover, these figures
are usually depicted representing one eponymous weapon, which is placed in their hands or on their heads. In
the case of the Kalikastra, the weapons seem to be multiple as per the description of the hand implements.
Also notable is how he is both holding them in his hands and is crowned by them (purvoktastramaulinam),
rendering him an intensified version of the archetype.




2. Paficavahacakra
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Wi o Dy Location Hand Implements Number/Identity Colour
L R of Faces
1. Vyomavamesvarl Centre | 1. sword 1. skull Human White
2. Khecari East 2. chopping |2. lance (sitla) Bengal Kite Smoky
3. Dikcari South | knife (kartr) Boar Red
4. Gocarl North Cow Dark
5. Bhiicar1 West Snake Yellow
3. Mdrticakra
Name of Deity iergEZ Lgfmd Implemenlt{s Nun;t;ﬁe;élgl:;ﬂty Colour
1. Mahasukhamirti East 1. thunderbolt| 1. wish-granting| Not specified
2. tarjani gesture Yellow
gesture 2. fearlessness
2. Mahasilamirti East 1. thunderbolt| gesture
2. tarjant Yellow
gesture
3. Mahastiryamurti South-East| 1. spear
2. tarjant Red
gesture
4. Mahasomamiirti South-East| 1. spear
2. tarjant Red
gesture
5. Mahanandamirti South | 1. staff Dark
2. tarjant Blue
gesture (nila)
6. Mahaprabhamirti South | 1. staff
2. tarjani Dark
Blue
gesture
7. Mahanabhomirti South-West| 1. sword
2. tarjani Black
gesture
8. Mahaksiramurti South-West| 1. sword
2. tarjant Black
gesture
9. Maharcisamiirti West 1. noose
2. tarjant Dark
gesture
10. Mahaketumiirti West 1. noose
2. tarjani Dark
gesture
11. Mahakuli§apraharanamiirti [North-West| 1. flagstaff
2. tarjant Smoky
gesture

137 The total number of hand implements given for the first set of hands, which I assume to be the left hands,
is nine while for the second set (right hand), it is two. Since in other aspects of the visualisation, including
their location in the cakra and colour, the 16 deities are split into pairs, I deduce that for the left hands of the
goddesses, pairs of deities each share one of eight implements with the tarjani gesture being common to
them all, leading to two left hands and two right hands for each goddess. This is consolidated by how each
goddess’s characteristic implement in their left hand corresponds to the insignia of the dikpati of their
direction, a feature discussed in my analysis.
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W o sty il;lo(cje;tli(r)él ngémd Implemenl‘;s Nurr(l)‘tl)celggiesntlty Colour
12. Mahapanduramdirti North-West| 1. flagstaff 1. wish-granting| Not specified
2. tarjani gesture Smoky
gesture 2. fearlessness
13. Mahatapaktmiirti North | 1. mace gesture
2. tarjant Bright®
gesture
14. Maharasapimiirti*® North  |1. mace
2. tarjant Bright
gesture
15. Maharksam{irti North-East| 1. lance
2. tarjant White
gesture
16. Mahasahasramiirti North-East| 1. lance
2. tarjant White
gesture
17. Mahacandamurti Centre | 1. discus Pinkish
2. lotus 140
4. Prakasacakra
Nt P Dty I;;)éa;ll((;: Ifiland Implemenft{s Nurr;?eégg:sntlty Colour
1.Hamsamati East 1. blue lotus | 1 skull cup Not specified Pale
2. Vimalamati East 2. lotus 2. fearlessness Pale
3. Visnumati South-East gesture Pale
4. Simhamati South Pale
5. Khandamati South Red
6. Viracakramati South-West Red
7. Ahiramati West Red
8. Ksatakharamati West Red
9. Vicitramati North - Yellow
West
10. Virasimhamati North Yellow
11. Bhairavasimhamati North Yellow
12. Jiianamati North-East Yellow
13. Candara$émimati** Centre Not
specified

138 The term used here is gaura which could be translated as white in the same way as sveta for the
succeeding pair of deities. I am not certain of the author’s intention in employing different terms but I have

translated gaura as “bright” to note this distinction.

139 Often, we find names of ancillary deities of the Krama without meaning or cultic precedence. When all

MSS attest these names or they are attested by KKA 2 and backed by both the MPP and GNP as explained in

my editorial principles, I do not emend them to try to make them more meaningful.
140 The term used is saindhava which usually denotes the pinkish hue of Himalayan salt.
141 The implements of the central deity are not given. When this is the case, I assume that they are the same

as those of the ancillary deities.




5. Anandacakra
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N 6 By I;nocczz[gg Iiand ImplementsR Nurrcl)l;‘elggiesntlty Colour
1. Konkanamba East 1. wish-granting | 1. skull Not specified White
2. Idamarict East gesture 2. rosary White
3. Sarvaga South-East | 2. fearlessness White
4. Divyaga South-East | gesture White
5. Mina South Red
6. Amrta South Red
7. Candini** South-West Red
8. Vidya South-West Red
9. Bhumija West Yellow
10. Antariksaja West Yellow
11. Teja North-West Yellow
12. Siddhayoge$vari North-West Yellow
13. Dama'® North Dark
14. Bhattint North Dark
15. ASigagana North-East Dark
16. Lambastant North-East Dark
17. Candint Centre Dark
Blue
6. Jiianasiddhacakra
Name of Deity IiJnocCagll((;: Igand Implement; Nun:)l;e;élj;nnty Colour
1. Mangala East 1. wish- 1.thunderbolt | Not specified
2. Saundiki East granting 2. tarjant
3. Jyestha South-East | gesture gesture
4. Kanduki South-East | 2. fearlessness
5. Pattaki South gesture
6. Kirm1 South Yellow
7. Dhamani South-West
8. Gandhakali South-West
9. Matangi West
10. Campaka West
11. Kaivartant North-West
12. Mattakamini North-West
13. Subhyaki North
14. Bhaksaki North Red
15. Nabhaksaki* North-East
16. Srotika North-East
17. Rupika Centre Dark
Blue

142 This name is a repetition of the central deity’s name but since all MSS report it, I have refrained from emending.
143 This curious name is recorded by all KKA MSS and by the MPP (MPP 2, Exposure 1, 1.1)

144 T have kept this irregular name since it appears in all KKA MSS as well as the MPP (MPP 2, Exposure 1,

1.6) and the GNP (£. 9v1).
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7. Antahsiddhacakra

N 6 Bty ]'1;10((;&:11:;2 LHand Implemer;{ts Nurrcl)l;‘elggiesntlty Colour
1. Damstrini 1. sword 1. wish-granting tiger
2. Dhiimra East 2. chopped | gesture cat
3. Jvalini head 2. fearlessness bear
4. Gandhari gesture dog
5. Gagane$vari South-East parrot White
6. Maya heron (baka)
7. Mahamaya rabbit
8. Nitya lizard
9. Santa South peacock
10. Vicca donkey
11. Kamanandini wagtail bird
South-West (khgaﬁjarr_m) Red
12. Umanandinl elephant
13. Sriyanandini lion
14. Subhaganandini frog
15. Mahalaksmi West monkey
16. Idamarici mouse
17. Sarvaga North- West snake
18. Vidya goat
19. Minaja fish
20. Amrta water-hen Yellow
North (tittibha)
21. Candini demon (raksasa)
22. Antariksaja human
23. Siddhayogini bhairava
24. Vidyadhari North-East kinnara
25. Mahacandint Centre hen (kukkuta) Dark
Blue
8. Melapacakra
. Location Hand Implements Number/Identit
Name of Deity in Cakra L b R of Faces Y| Colour
1. Maruti East 1. wish-granting| 1. chopped cow-eared*® White
2. Sarvar gesture head (human)
3. Ulkamukhi South-East | 2. fearlessness | 2. chopping
4. Trailokyamukhi South | gesture knife
5. Bhimamukhi elephant-eared Red
6. Raksasamukhi South-West (human)
7. Madanamukhit West
8. Candamukht

145 The two compounds in which the description of the faces appears are gogajasvakarnd manusyanand.
Although there is ambiguity concerning its meaning, | interpret it as indicating that all deities are human-faced
with their distinguishing feature being their different animalian ears. I follow this interpretation since we would
expect three distinct categories of faces to correspond to the three groups of colours and though possession of
animal ears with human faces might seem bizarre, this phenomenon does occur in yogini iconography as
Hatley (2014, p. 207) attests with the case of Gajakarna in the Brahmayamalatantra or even with figures in
Puranic literature such as Gokarna in the Bhdagavatapurana, the namesake of the celebrated pilgrimage site.
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. Location Hand Implements Number/Identit
Name of Deity in Cakra L D R of Faces Y| Colour
9. Anangamukhi North -West | 1. wish-granting | 1. chopped horse-eared Dark
10. Vidyadhari North gesture head (human)
11. Manabhi 2. fearlessness | 2. chopping
12. Namani North-East | gesture knife
13. Candini Centre unspecified Dark
/human®*® Blue
9. Saktasiddhacakra
. Location Hand Implements Number/Identit
Name of Deity in Cakra L P R of Faces Y| Colour
1. Durmani East 1. wish-granting | 1. elephant unspecified Red
2. Sundart South-East | gesture goad
3. Viévadalaki South 2. fearlessness 2. skull cup
4. Karala South-West | gesture
5. Cipita West
6. Bhima North-West
7. Vikarali North
8. Khaganana North-East
9. Candini Central Dark
Blue
10. Sambhavasiddhacakra
. Location Hand Implements Number/Identit
Name of Deity in Cakra L P R of Faces Y| Colour
1. Sreali East 1. skull staff 1. wish-granting Jackal Yellow
2. Vajrapiitana 2. trident gesture Carcika™’ Dark
South
2. fearlessness Blue
3. Sarvari West gesture Owl White
4. Vyomaka North Garuda Red
5. Candini Human Dark
Centre
Blue

146 If the identity of the central face is left unspecified, I assume that it is a human face since the human face
is the most conventional choice and demands no additional comments from the author. When the central face

is something other than human then it is remarked upon as seen with the central hen-faced deity of the

Antahsiddhacakra.

147 This is the name of a deity often associated with Durga who takes on different roles depending on the
cult. For instance, in Durgapija, she is sometimes understood as one of the 64 matrkas while in the
Manthanabhairavatantra, she is the goddess associated with Omkarapitha.




115

11. Paranavasiddhacakra®*®

N e By ]'1;10((;&:11:;2 Ifland Im lementsR Nurrcl)l;‘elggiesntlty Colour
1. Mangala Centre 1. wish-granting | 1. skull Not specified Red
2. Mahasivananda gesture 2. blue lotus
3. Jiianadipti East 2. fearlessness
4. Anandadipti gesture
5. Raktanandadipti South-East
6. Vicitranandadipti South
7. Sahajanandadipti
8. Yoganandadipti South-West
9. Jvalanandadipti West
10. Samayanandadipti
11. Nityanandadipti North-West )
12. Vimalanandadipti North White
13. Ghiirnanandadipti
14. Umanandadipti North-East
15. Svavimarsanandadipti | Front of

Centre
12. Srstikalicakra

Naiine @ Disity Ii;:)g:gg If—Iand ImplementsR Nurrézeégieftlty Colour
1. Yoni North-East | 1. wish-granting | 1. skull 4 faces as
2. Yonisiddha gesture 2. lotus™*® follows:
3. Mahayoni East 2.fearlessness 1. skull Red (Left)
4. Mahayonisiddha gesture 2. discus Yellow (Right) Colour
5. Sankhayoni South 1. skull Black (Upper) of body
6. Sankhayonisiddha 2. trident White (Central) not
7. Divyayoni West 1. skull stated
8. Divyayonisiddha 2. spear
9. Padmayoni North 1. skull
10. Padmayonisiddha 2. skull staff
11. Srstikalt Centre See section on iconography of Five Kalis

13. Sthitikalicakra

148 It is to be noted that the manuscripts of the KKA record two varying arrangements of presenting the

Paranavaisiddhacakra. KKA 2 and 150-3 list the goddess Mangala as situated on the Southeastern petal and
two male deities at the centre of the cakra, namely the first deity in the list, Mahasivananda and the last,
Svavimarsananda. Meanwhile, KKA 1 and 150-1 present Mangala in the centre with Mahasivananda as a
pair and the last deity in the list, known in Stemma B as Vinayananda, at the front of centre (madhyagre).
This is one of the few occasions in which I have adopted KKA 1°s orientation over KKA 2’s when the
schema of their cakras conflict. The reason for this is the explanation of the deities’ colour at the end of the
section in all MSS which reads devyau raktavarne parikramena devyoh siddhah svetavarnah. From the
feminine dual, we would expect at least one female deity in the cakra’s centre who is surrounded
(parikramena) by the (male) siddhas, an arrangement found in KKA 1 but not KKA 2. Further backing
comes from the notion that Mangala as the Krama’s lineage progenitor should be in the centre as well as the
GNP, which adopts the same spatial arrangement as KKA 1 with the exception of stating the last deity’s
location as madhye rather than madhyagre.

149 A deduction must be made in order to understand the ascription of implements to deities. The description of
implements we are given is two compounds split into three and five implements. We are also told that the deities
are four-armed. I have therefore assumed that the first three implements are common to each pair while the remaining
five are distinct to each. This would add up to four implements per deity corresponding to the number of arms.
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. Location Hand Implements Number/Identity
Name of Deity in Cakra L R of Faces Colour
1. Khagendra skull blue lotus Not specified Red
2.Bijja East Redish
lotus book Whitel®
3. Kiirma skull blue lotus Black
4. Mangala South Redish
lotus book White
5. Mesa skull blue lotus Pale
6. Kamamangala North lotus book Red¥sh
White
7. Mina skull blue lotus White
West (Sveta)
8. Konkana lotus book Redish
White
9. Bhatta Yellow
10. Mahendra North-East Dark
11. Valkala Red
12. Ahindra North-West wish-granting | fearlessness Smoky
13. Gajendra gesture gesture White
(Sukla)
14. Mahidhara South-West Dark
Blue
15. Amara Dark
Blue
16. Varadeva South-East White
(sukla)
17. Vicitra Smoky
18. Ali South-West | book rosary Red
19. Cintya North-West Dark
20. Gudika North-East Yellow
21. Sthitikalt Centre See section on Five Kalis
14. Samharakalicakra
. Location Hand Implements Number/Identity
Name of Deity in Cakra L R of Faces Colour
1. Mahabhaksabhaksani 1. bow with | 1. corpse Not specified Dark
2. Mahasambharini Not arrows 2. lance Blue'®?
3. Maharakte$vari "0 151 | 2. sword
specified

4. Mahakrtantanasani

5. Mahayamabhaksani

150 Here, the four female consorts are described as raktagaurah which could be interpreted in two ways 1)

the consorts are split into two groups, two red and two white or 2) taken as a single colour meaning reddish
white. I have tentatively followed the latter interpretation.
151 We are not given the locations for the ten deities of the Samharakalicakra. However, if we follow the
schema of the Srstikalicakra which also has ten ancillary deities then four pairs of deities would be located in
each of the cardinal directions and one pair would be in the Northeast.

152 Although the deities are all dark blue (nila), the lotus is described as multi-hued
(pitaraktagaurasyamakanakasyamaraktaraktakyrsnadhumarunasvetasaindhavavarnadasapatre sthitah). The

colours of the lotus petals which serve as the deities’ seat exceed ten so we have to pair some of them into
compounds specifying the particular shade of that colour.
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: Location Hand Implements Number/Identity
Name of Deity in Cakra L R of Faces Colour
6. Mahakalaratrikalasamharini
7. Mahacandacandesvart
8. Mahaviravire§vari
9. Mahakalagnirudrasamharint
10. Mahabhairavasamharini
11. Samharakalt Centre See section on Five Kalis
15. Anakhyakalicakra?
: Location Hand Implements Number/Identity
Name of Deity in Cakra L R of Faces Colour
1. Mahasrstikalt North 1. wish- 1. lotus Not specified dark like
2. Mahasthitikalt granting 2. skull a blue
3. Mahasamharakali North-East gesture lotus™*
4. Maharaktakali West 2.trident
5. Mahasukalikali
6. Mahayamakali South-West
7. Mahamrtyukali South
8. Mahabhadrakali
9. Mahaparamarkakali South-Fast
10. Mahamartandakali East
11. Mahakalagnirudrakal
12. Mahakalakalt North-East
1%' Mahaghorfl c_allgdabhalraw— Centre See section on Five Kalis
kalagrasanakali
16. Bhasakalicakra
. Location Hand Implements Number/Identity
Name of Deity in Cakra L | R of Faces Colour
12 Kalis Located at Lotus Seeds
1. Mahamantrakali On the seeds| 1. wish- 1. fearlessness Not specified Red
2. Mahahamsakalt but compass| granting gesture
3. Mahakramakali direction | gesture 2. skull
4. Mahajfianakali unspecified | 2. trident
5. Mahadamarakalt 198 Yellow
6. Mahacakrakali
7. Mahaumkarakali
8. Mahagaganakali
9. Mahaikabhasakali White
10. Mahasabdakali

153 For this cakra, the KKA furnishes us with rich peripheral details concerning not only the central deity but
also the ancillary deities. We are told that the 12 Kalis have the form of rays of light, are adorned with a garland
of seven dried skulls and have the half-moon crest as their headpiece with a ndga as the head-band which ties
their tawny, flying locks. They are decorated with anklets, vira drums and a net of tinkling bells. Three-eyed,
they are seated upon a white corpse.
154 The colour of the lotus petals which house the deities is said to be red by the KKA.

155 There is considerable variation in the name of the 13™ Kali (see relevant section in KKA Edition).
156 Although the exact compass locations are unspecified, in line with other cakras with 12 figures, we can assume that
there are two deities per cardinal direction and one per intermediate direction, adding up to 12 or vice-versa.
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N o D %nogjz:g: If{and Implemenl‘;s Nurr:)t;e;géi;ntlty Colour

11. Mahavarakali On the seeds| 1. wish- 1. fearlessness Not specified | White
12. Maharddhikalt but compass| granting gesture

direction | gesture 2. skull

unspecified | 2. trident
155

8 Kalis Located in the Pericarp
1. Mahabhasakal North™" | 1. wish- 1. lance Not specified White
2. Mahabhasahamsakali North-West | granting 2. lotus
3. Mahabhasacandakali West gesture
4. Mahabhasadamarakalt South-West | 2.
5. Mahabhasayogakali South fearlessness
6. Mahabhasagaganakali South-East | gesture
7. Mahabhasasvarakali East
8. Mahabhasarksakali North-East
7 Raémicakra (location in lotus not given®®)
1. Siiryakali (candara$mi™®) Not Not Not specified Not specified Not
2. Candrakali specified | specified specified
(saumyarasmi)
3. Agnikalt
(varnarasmi)
4. Vayukali
(nirgamara$mi)
5. Vyomakali
(vyapakarasmi)
6. Manahkali
(amoghara$mi)
7. Sarvakali
(sarvarasmi)

157 The directions are not explicitly given but we are told to begin in the North of the pericarp and move anti-
clockwise when visualising (kesarasthane uttarad vamavartena). From this instruction, we can ascertain the

locations of the other Kalis.

18 The location of the Rasmicakra has not been given. We can assume that these deities occupy the petals of
the lotus since the petals are the mandala’s most conspicuous part and their inhabitants have not been listed in
the description of the Bhasakalicakra.
159 The formula for the deities of the Rasmicakra is to give the mantra followed by the name of the Kali and
the type of rays of light by which they are surrounded. I have therefore also provided the names of these rays.
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Chapter 3
Ascertaining the Structure of the

Krama’s Multi-layered Cakras

I have dedicated this chapter to deciphering two sets of highly complex cakras
from the Guhyakali tradition. They warrant their own chapter as the process of ascertaining
their component parts and their arrangement requires careful unpacking as well as supporting
evidence from other texts and artworks. Once their final composition is delineated, we may
also detect stratums and trends in the Guhyakali cult which earlier went unnoticed. The first
yantra tackled here is the cornerstone yantra for housing the central Guhyakali in the PT,
MKS and HRT. I refrained from discussing this yantra in our chapter on the iconography of
the central goddess (Ch.1) which mainly concerns these three texts since the reader must
first have a thorough grasp of the Krama’s ancillary deities (Ch.2) for an understanding of
this yantra’s arrangement and anomalies. In the course of reading this section, the reader
should refer closely to the tables of ancillary deities found in Ch.2. The second group
analysed will be a set of 5 yantras found in the KKA known as Svatantrakalikakramapaficaka
(a ‘free-standing pentad of Kalikas’). Out of all the Guhyakali material examined by me,
they appear only in the KKA. Their function is the worship of each of the five Kalis

independently without ancillary cakras.
3.1 The Central Guhyakaliyantra of the PT and MKS

The reason for selecting this yantra for discussion is its centrality to the worship of
Guhyakali, at least reflected in later medieval texts and works of art. The significance of
this yantra is shown by how it is the most commonly depicted Guhyakaliyantra in visual
sources, three of which are given here for comparison with our textual accounts. It is also

described as the “King of Yantras” by the MKS which gives a total of 24 yantras for the



120

worship of Guhyakali, each purportedly corresponding to a mantra. Its primacy in the PT
is beyond doubt as it is the only yantra described. In a similar vein, the HRT dedicates an
entire chapter to its cakroddhara known as the Guhyakalipijapatala (ff. 28v2 — 3716)

as already explained in Ch.1 of my thesis'®®. Although this yantra has been published in
secondary literature, including an attempt to render it by Kishore Nath Jha in his edition of
the MKS (fig. 4), there has been no scholarship so far identifying the inhabitants of its
geometric shapes or its symbolism since the published texts, such as the PT and MKS,
only provide the bare bones of the yantra without assigning specific deities to shapes.

This lacunae is surprising given its ubiquity*®!

. We are, however, now in a position to
bridge this gap thanks to the availability of unpublished material, namely the HRT and the
Uttaramnayapavitrarohanavidhi (UPV) (ff. 18r5 — 21r1), which gives us detailed instructions
on the installation of deities in this diagram. Both sources are arguably required in this task
since the instructions in each text are corrupt, containing misspelt names and repetitions.
Only by comparing the schema of the two sources can we come to an approximation of the
entire cakra’s arrangement alongside an analysis of concordance with the traditional list of
ancillary Krama deities found in the KK A, all of which is recorded in the table at the end

of this section. However, on account of the problematic text of these sources, what is given

here is more a rough sketch of the yantra s residents rather than an exact list.

Furthermore, thanks to the greater availability of images of Newar artworks,
we can now better understand how artists conceptualised the often oblique cakroddhara

instructions found in the PT and MKS. After providing my translation of the general

160 In Ch.1, I called this passage of the Tantra HRT 2 for disambiguation but since only one passage of the
HRT is referred to here, I will simply call it HRT.

161 Khanna (1994) deals mainly with the exoteric Daksinakalfyantra but publishes an image of this
Guhyakaliyantra on p. 151 stating, “Guhya-Kali Yantra, used for meditation: the power-diagram of one of
the nine esoteric aspects of Kali with auspicious symbols. Nepal ¢ 1761. Gouache on paper.” She does not
expand further on its significance. The image she publishes is fig. 2 in this chapter.
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instructions for the cakroddhara found in the PT and MKS, I will first examine the
structure of the yantra and use our visual and manuscript sources to tackle problematic
aspects then go on to investigate its inhabitants. Throughout my description, I also hope to
show that the HRT and UPV seem to draw upon a common tradition of ancillary Krama

deities which is somewhat divergent from the classical list found in the KKA.

The instructions for raising the cakra in the PT are found in 7.34 — 43 and are as follows:

“Now I shall proclaim to you the raising of the cakra. Listen, O Blessed One,
single-mindedly. He should draw a bindu inside a triangle inside a pentagon then a nonagon,
an octagon and eight petals, twelve petals as well as sixteen petals. One should draw an
enclosure with severed heads. One should draw 54 kabandhas. The garland of 54 severed
heads should be on spears. One should draw a cremation ground, granting desires, in the
eight directions. He should draw the eight cremation grounds that are the destroyer of
grievous sin with a burnt corpse in a glowing flame with Bhairavas, jackals and owls and
with crows, vetalas, caityas and lingas and funerary pyres in the eight directions. A wise
one should, on gold, silver, semi-precious stones or a chiselled slab, make a paste with
sandalwood, aloe, camphor, musk, rubber plant and vermilion mixed with red sandalwood
and smear it on the surface then inscribe an image pleasing to the mind with beautiful
straight lines with a golden needle. (The cakra can be) on a physical image, cloth, plinth,
book, in one’s heart, on a sword, trident, skull bowl or else on a consort. On these nine

objects, the supreme nine yonis are to be worshipped.”

The overall description of the bare shapes of the yantra in the HRT before we enter
into the particulars of its inhabitants is almost identical to the PT’s except for the fact that
it lacks instructions on the materials on which the yantra can be installed. Since the PT’s

description is more extensive, [ have therefore refrained from supplying the HRT’s here.



122

It can however be found in f. 31v5 - 8 which describes the yantra up to the eight cremation

grounds while a brief summary of the shapes in this yantra is repeated in f. 31v8 — 10 of the HRT.

Meanwhile, the following is the equivalent passage from the MKS (5.13 — 17)

which closely follows that of the PT:

“(The mandala should be drawn with) a bindu then a triangle, a pentagon and
joined with a split nonagon. Following that, O Beautiful Lady, it should be enjoined with
an octagon inside two circles (vrttayoh) then (tadanu) surrounded by eight lotus petals
(vasu), 12 lotus petals (arka) and 16 lotus petals (bhiipa). It should also be furnished with
8 thunderbolts, 8 heads and 8 spears, outside and inside. It is surrounded, in the remaining
part, by a cremation ground with burning fires and is enclosed by a torrent of blood. This
king of yantras should be constructed for the sake of worship, O Goddess. The five men —

Bharata, Cyavana, Harita, Jabalaja and Daksa — worship the Mother through this.”

As we can see, the passage from the PT furnishes us with additional details on the
materiality of and method for inscribing the yantra. The idea is that one creates an image
by incising onto a paste that has been spread across the entire surface so that lines are
formed where the paste has been scraped off. This is the exact same method prescribed by
the KK A in the Mandaloddharavidhi, which uses the skull bowl, one of the nine supports
listed in the PT, as the surface for the drawing of its mandala. KKA 1 provides us with
additional details concerning the ingredients used for the paste which are very similar to
the PT’s with the supplement of the antinomian viradravya which will be discussed later.
Likewise, the implement for incision is described as a golden quill (kanakasalaka). Examples
of yantras on the entire range of materials presented by the PT can still be found today in

1162

Nepal***. A peculiarity for those not familiar with Tantric ritual will be the use of the consort

162 1t is also worth noting that the sword which is included amongst the permitted surfaces for drawing the
yantra is particularly important in a Kalikula context where a sword embodying the power of the goddess is
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as the medium for the yantra. This is an allusion to the practice of worshipping the genitals
(usually coded as pitha) of the consort followed by the nydsa of the pantheon of the yantra
onto this organ before ritual sex. This practice is evidently an ancient one as it is found in

the Brahmayamalatantra and precedes almost every instance of ritual sex*® in this text.

We can begin our examination of the yantra with the outermost feature present in
the MKS but not described in the PT. This yantra in the former text is described as
“enclosed by a sea of blood” (Sonitodena vestitam). Ambiguity arises with the compound
Sonitodena which is comprised of the terms sonita (blood) and uda (liquid/water). A natural
assumption would be to understand it as referring to the “sea of blood” since compounds
with this formula (type of liquid + uda) often designates one of the seven seas of different
liquids that surrounds the seven concentric island-continents in Puranic mythology,

a phenomenon discussed in the previous chapter. Examples of this compound include
ksiroda to refer the sea of milk or ksaroda to refer to the sea of salt water!®*. Although this
particular feature is not shown in the illustration of the yantra from Jha’s MKS edition,
we can further justify our assumption of this compound’s meaning by means of additional
passages from the MKS and historic visual sources. In an earlier passage from this Tantra
(1.26¢d — 31ab), the island which is the home of Guhyakali’s mandala is described. Here,
we are told that Guhyakalt’s island is full of blood and meat with bloody shores (raktabalukam)
amidst an ocean of spurting blood that originates from the goddess’s own power

(deviprabhavotthaprocchaladraktavaridhim) with its four quarters filled with lofty waves

often granted to kings as symbols of their royal legitimacy. Evidence of the link between the worship of
swords and Kalasamkarsani has been extensively highlighted by Sanderson (2007a), pp. 288 - 295 using
inscriptional and historical evidence from Nepal as well as descriptions in the Jayadrathayamalatantra,
Tantraloka and Kalikakulaparicasataka amongst other texts. The last of these sources, like the PT, also
prescribes a trident as an object on which to worship the goddess. The PT is thus another important piece of
evidence for the divinisation of weapons in Nepal.

183Clear examples of this are found for instance in Brahmayamala vv. 45.199 — 200 when the basic ritual of
the adept qualified to undertake sexual rites is described. It is again found, for instance, in 45.248 in the
context of the ritual carried out to attain supreme powers for the sadhaka.

164 Again, see Sandahl (2012), p. 53
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(uttungottungakallolaprapiiritadigantaram). This is further confirmed by descriptions of this
ocean in many of the other Guhyakalimandalas in the MKS where the watery enclosure is

various described as raktoda or raktarnava.

Likewise, our visual sources also suggest the presence of an ocean. In fig. 1, from a
pattern that is commonly used to depict stylised waves in Newari paubhas, we can discern
the sea enclosing the mandala, though the ocean is one of water rather than blood while in
fig. 2, there is a ring of the same design but coming after the eight cremation grounds.
This feature is important as it is another means by which the cult of Guhyakalt renders its
iconography more transgressive than other traditions, even other Kaula ones. The visualisation
of the central goddess on an island in the middle of an ocean is a common theme in Kaula
traditions but whereas the cult of Tripurasundari famously sees this island as made of gems
(manidvipa) and that of Kubjika envisions it as an isle of moonstone (candradvipa),
Guhyakalt’s abode is fashioned exclusively from the polluting substances of the human
body!®. Moreover, the bloody sea becomes a horrifying inversion of the typical composition
of mythical oceans in Puranic sources, most of whose seven seas are said to be made out
of pleasing and edible substances like milk, curds, ghee, sugarcane juice or even simply

sweet liquid (svadiidaka)'®®.

The edge of the yantra (figure 1) shows stylized wave patterns

185 Guhyakali is not the only goddess said to be situated amidst an ocean of blood. Such a location is also
commonly ascribed to Pranasakti and Nitya (see respectively Bithnemann (2006), Vol. I, p. 73 and Vol. 11, p. 121
and ibid., Vol. I, pp. 48 and 212).

166 Sandahl (2012), p. 154
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Following the ocean of blood, the next confusing feature in the MKS’s description
is the eight thunderbolts, heads and spears. We are not told their exact location but they are
said to be outer and inner (antar bahir). Jha’s edition’s illustration shows these symbols on
the four sides of the yantra’s square with four thunderbolts, heads and spears inside the
square and four outside to reflect the sense of antar bahir. It seems that artists also had a
different understanding of how to arrange these symbols. A careful look at fig. 1 where
these three symbols can just about be made out shows the artist placing them at the eight
cardinal and intermediate directions of the mandala. All of them are contained within the
mandala walls but the sense of inner and outer is reflected in them being stacked moving
outwards — with the thunderbolts at the bottom and spear at the top - from the mandala’s

last layer (the 16-petalled lotus) towards the final enclosure.

Enlargement of the thunderbolts, heads and spears

of fig. 1 showing the Northwestern and Northern

points of the yantra

However, since these symbols are not shown at all in fig. 2 and 3, it would be difficult to

say whether there was an accepted method for their depiction.

The next problematic aspect is the double circle inside which we find the shapes
beginning with the octagon. I have interpreted vrttayor antare as “inside the two circles”
qualifying astara (octagon) but the edition’s illustration interprets the octagon as being

between the two circles (taking antare to mean “between”). I justify my translation on the
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basis of the visual sources, all of which depict the octagon inside these two circles rather
than intervening them. We might also note that the word ara in Sanskrit which is compounded
with numbers to denote geometric shapes can mean both spokes or sides. Thus, asta@ra can
be an eight-spoked shape or simply an octagon. Although Jha’s edition has depicted the
three shapes containing this term as three, five and eight-spoked shapes, artists, as seen in

all illustrations, have understood them simply as a triangle, pentagon and octagon.

Having examined the bare structure of the mandala and resolved some challenging
elements, we can now turn to the residents of the mandalas whose identities are only
hinted at in the PT and MKS but are fully revealed by the unpublished UPV and HRT.

The first and perhaps most interesting feature we address are the eight cremation grounds,
which are a common trope in Tantric Saiva and Buddhist art. Little has been written on the
depiction of these cremation grounds in Newar Tantra and art. I therefore give a detailed
analysis here which will contribute to Biihnemann’s (2007a) study of this phenomenon,
the only detailed analysis of this subject so far. The UPV (ff. 18r5 — 18v7) tells us that the
names of these eight cremation grounds are Karavira, Jayavaha, Kaladanda, Kalapasa,
Laksmivana, Dhiimakula, Asipatra and Bhutavasa. The HRT (f. 3319 — 3) confirms this list
but adds their directions, informing us that the first four are in the cardinal directions
moving clockwise from East and the latter four are in the intermediate directions

clockwise from Southeast.

Some of these names are resonant with other Buddhist or Saiva lists of charnel
grounds, especially Laksmivana and Karavira, while others appear to be particular to the
Guhyakali tradition. These eight names are also not unique to this particular Guhyakaliyantra
as they appear in other cakroddharas, an example being a cakroddhdra in a Guhyakalipaddhati
that is appended to KKA 1 (see ff. 46v5 - 47r3). The residents of these cremations grounds

are described in the PT where we are told to include a cremation fire, burning corpse, Bhairavas,
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jackals, owls, crows, vetalas, caityas and lingas. Several of the visual sources I have included
for my study of Guhyakali’s iconography in Ch.1 and those found in this Chapter incorporate
many of the features from the PT®’. Thus, in figure 2, we have a pyre, caitya, vetala, Bhairava,
owl and jackal. Meanwhile, in some depictions of these cremation grounds as seen in an
illustrated segment of a paubha of the Cosmic Guhyakali from the Zimmerman Collection
(illustrated in Pal (1991), p. 81 and discussed in fn. 15 of Ch.2 of this thesis), a /iriga, burning
corpse and additional bird are added to the group of beings found in fig. 2 rendering it almost

identical to the PT’s description.

Enlargement of segment depicting the cremation ground from the

w® Zimmerman Guhyakalt Paubha

Bithnemann explains that the combination of the Buddhist caityas and Saiva lingas
in textual and visual depictions of the cremation grounds is possibly a uniquely Newar
phenomenon that became popularised at least artistically in the 17" century'®. She identifies
the earliest recorded instance of this combination as a frieze in Patan’s celebrated Tusa Hiti

completed in 1647 but states that due to a lack of studies of textual sources, the antiquity

167 Some of these visual sources are also cited by Biihnemann (2007a), p. 26
168 Ibid., p. 32
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of their appearance in texts is unclear'®®

. The PT supplements Bithnemann’s analysis of the
visual sources since the PT is a text that most likely post-dates the 15™ century with most of
its dated manuscripts written in the 17" century. Going by this evidence, we can tentatively

say that the emergence in texts of the combination of caityas and lingas in cremation grounds

roughly coincided with its appearance in works of art.

After the eight cremation grounds, we approach the yantra proper which, as per the
classical depiction of mandalas, is furnished with doors on its cardinal directions. The Tantras
themselves do not tell us who the door guardians are but the UPV (f. 18v7 - 11) and HRT
(f. 32r7 — 11) fill in this gap. For the UPYV, the doors are guarded by both the conventional
set of dikpatis (in this case, the eight at the cardinal and intermediate quarters plus Ananta
and Brahma at the nadir and zenith) as well as a group of eight possibly unique to this
tradition. This second group of eight are 1) Mundal’® 2) Kalaksa 3) Kalaratri 4) Dhvaja
5) Kankala 6) Mahogra 7) Mahananda 8) Candes$vara. The last four are commonly found
amongst other Saiva lists of door guardians. The distinction in location between the first
and second group of eight might be that the former is outside the doors while the latter are
in the niches behind the doors. The HRT meanwhile has its own schema assigning pairs of
deities, some who share the names of the UPV’s list, to left and right of a door in each
cardinal direction: Kalaksa and Kalaratri in the south; Mrtyudhvaja and Vamadhvaja in the

East; Kankala and Mahasva in the North; and Mahacandra and Candres$vart in the West.

Our visual and textual sources then record a fence of chopped heads (mundaprakara)

enclosing the layers of lotus petals. These 54 chopped heads are called kabandhas in the

189 Ibid., p. 28

170 All eight figures have the mantra om phrem hrim before their name which is suffixed with the honorific
dvarapalasripada. A mistake appears in the name of the first figure who is simply called mundapala instead
of mundadvarapala and the second figure listed as kalaksadvala instead of kalaksadvarapala.
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UPV and PT, perhaps because they surround (bandha) the earth (ka).}™* They are arranged,
as some visual sources show, by being pierced onto eight spears which form a square fence with
two spears on each side of the square, the prongs of the spears crisscrossing at the corners

(shown below).

Although the Tantras themselves do not describe this arrangement of two spears
per side, the UPV and HRT shows us that the spears are necessarily eight in number and
arranged in this crisscross pattern since a protective enclosure of exactly 24 prongs must
be formed (six prongs per corner). This is because the prakara is meant to contain not only
the 54 kabandhas pierced onto its hilt as its resident deities but also 24 figures on the tips
of the spears or Silagrasthitakali as the UPV describes them. An examination of the names
of these Kalis (ff. 18r11 — 18v7 in UPV and HRT ff. 33r12 - 33v1) show them to be the deities
of the Antahsiddhacakra. Both texts prefix their names with Mahamantra and suffix them
with kali. For instance, Damstrini, the first deity of this cakra, becomes Mahamantradamstrinikali.
A few corruptions have also found their way into the list. Thus, in the UPV, both deities
10 and 18 are called Vidya while the list in the KKA and its allied paddhatis show us that
the 10th deity should be called Viccal’2. Moreover, although the UPV explicitly says that
24 deities rest on the tips of these tridents (si/agracaturvimsatikalr), it adds a 25th deity

called Stiranandini between Subhaganandini and Mahalaksmi. This 25" deity is not found

171 The term kabandha usually denotes a headless body epitomised by the famous rdksasa by that name in
the Ramayana but | have interpreted it in the above manner as the visual sources very clearly show the
kabandhas to be the opposite — a bodiless head.

172 1t is possible that their names are in fact the same, Vidya being a Sanskrit equivalent of Prakrit Vicca.
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in the HRT’s list and would disrupt the symmetry of the prongs indicating it is likely a mistake.

However, the confusion between Vicca and Vidya is maintained in the HRT as well.

Following the list of the 24 Antahsiddhacakra deities, the UPV and HRT record the
kabandhas which are represented as chopped heads. The PT’s cakroddhara tells us that the
kabandhas number 54. Two of our visual sources depict this layer of the cakra and do so
with rows of chopped heads numbering very close to 54 (fig. 1 depicts either 54 or 55 heads
with one or two being very faint while fig. 2 depicts 56). The UPV (ff. 18v7 — 191r9) and the
HRT (f. 33v1 — 10) both list 57 figures but vary on two names (Astakame$vari and
Adiramamati respectively). The variation in number shows that the list was unstable and
the names themselves in the list do not make the final number easily resolvable. The
fluidity in names and number of heads might be due to the fact that the kabandha fence
was not considered an essential feature of the yantra since it is absent from both the MKS
and fig. 1. However, general groupings can be discerned from the list provided in the UPV

and HRT and some errors can also be rooted out through comparison.

The first 16 of the 56/57 kabandhas correspond to the 16 deities of the Murticakra
(cakra 3 of the Nityapiijacakras of the KKA). Some corruptions/alternative names are
recorded in the UPV’s list, most of which are found in their correct form in the HRT.
Curiously though, the variant for the name of deity 12 (Mandalamiirti as opposed to the
KKA’s Panduramiirti) is found in both lists, suggesting this change is intentional or
interconnected. After these comes a set of eleven (HRT) or twelve (UPV) deities who are
also suffixed with the term mirtikali but are not encountered in the traditional Miirticakra
of the KKA, showing the intention of the HRT and UPV to create a new set of miirti
goddesses of 27/28 rather than 16 deities. These additional deities are 17) Rava 18)

Bhisana 19) Jiiana 20) Jyotis 21) Tattva 22) Vira 23) Kala 24) Jhana 25) Ghora 26)
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Trasabhi'” 27) RaksasT and 28) Astamakamesvari according to the UPV. By examining
the UPV alone, we might assume that the repetition of Jfiana is a mistake. However, the
repeated Jiiana appears as Mahajiana in the HRT showing deities 19 and 24 to in fact be
distinct. AstamakamesvarT however is missing from the HRT. Nonetheless, the HRT makes
it clear that these 27/28 deities belong in a single grouping as they are together said to
occupy two rows (the Western and Southern rows) of the square enclosure formed by the
kabandhas (ete daksinapascimapanktau) beginning with the first mirtikali —

Mahasukhamiirti — in the Southeastern corner (agneyad arabhya).

Following these 27/28 deities are a group of five that by and large correspond to
the Paficavahacakra deities of the Nityaptjacakra (cakra 2). In the UPV, they are listed as
1) Khecara 2) Dikcar 3) Khecari 4) Bhiicart and 5) Rasacari. The HRT calls the first figure
Vyomavamesvari which is again more likely as this allows us to avoid repetition (Khecara
and Khecar1) while also including the central deity of the Paficavahacakra missing from
the UPV’s list. Having established the presence of the four other deities of the Paficavahacakra,
we can also tentatively propose that Rasacart (appearing in both the UPV and HRT) is an

alternate name or substitute for Gocart, the traditional fifth Paficavaha goddess.

The next set of deities from the list of kabandhas are a group of 8/9 who are found
amongst the 11 deities of the Prakasacakra. Thus, in line with the presentation of the
Prakasacakra in the KKA, these deities have mati appended to their names. In the UPV, we
have the following figures: 1) Hamsamati*’* 2) Vimalamati'”® 3) Visnumati 4) Simhamati

5) Khandamati 6) Viracakramati 7) Ahiramati 8) Bhairavasimhamati. The HRT adds

173 This name appears as Trasabhi in the MS but since the palatal and dental sibilants are often
interchangeable in such manuscripts, I have amended to Trasabhi to make sense of the name.

174 T have amended this from the UPV’s Hamsacari since Hamsa is the first of the Prakasacakra deities, all of
whose names end in mati in the UPV and in the conventional list. The carT is a mistake that is perhaps caused by
the preceding group of deities of the kabandhas, the Paiicavahacakra, having cart suffixed to their name.

175 This is amended to Vimalamati from Vimaracamati in the MS as the latter makes no sense while the
former is conventionally understood to be the second Prakasacakra deity.
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Adiramamati to the list. Both the UPV and the HRT omit three deities of the conventional
Prakasacakra that intervene between Ahiramati and Bhairavasimhamati in the KKA,
showing that they possibly draw from an alternative tradition where these three do not
feature. These Prakasa deities are said by the HRT to comprise the Northern row of the
square kabandha enclosure. After this group, one finds the guru lineage which is
comprised of 16 gurus in total. The first eight are the same as the list of eight gurus who
are listed alongside their disciples in the GNP after the installation of the Guhyakalimandala
beginning with Srikanthanatha and ending with Hayagriva (their names are given in the
analysis of the Gurumandala section in Ch.4). A few minor differences exist between the
GNP’s list and those of these two texts. Thus, both the HRT and UPV give a male
(Vyomes$anatha) rather than female guru (Vyomes$adevi) for the third figure. The UPV also
gives the corrupt reading of Kandhaka for the fifth guru with the correct Andhaka found in
the HRT. The two texts then add a further eight gurus which I have not seen grouped
together in this way anywhere else in Guhyakali literature with the following names:

9) Garbhanandanatha 10) Bhadragaure$varanatha 11) Gagananatha 12) Mahendranatha

13) Vyomanatha 14) Jayadrathanatha 15) Khecaranatha 16) Siddhinatha. The HRT says
these 16 make up the eastern row of the enclosure (ete pirvamandalaprakare). The square
kabandhas thus curiously have an unequal number of spiked heads on each side of the
square. Although the final number of heads in the visual sources do not match the UPV and
HRT, the fact that the heads are divided unequally amongst the four sides in the visual
sources as well suggests that a similar idea of groupings of deities could have been at play

in the rendering of the kabandhas by artists.

What we also see in the use of spiked heads for the representation of deities is an
innovation upon an ancient convention. The depiction of impaled heads and bodies was a

common feature of the Tantric depiction of cremation grounds found in texts as ancient as
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the Brahmayamalatantra where they are sometimes described as criminals!’®. This is
because it was customary for charnel grounds to be the location where the bodies of
wrongdoers were disposed of in gruesome ways!’’. The Guhyakali cult however has not
left these impaled figures as merely signs of horror and danger but have imbued them
individually with symbolic meaning. The same has been done with the prongs of the
tridents which are no longer merely protective but deified as the 24 Antahsiddhacakra
deities. This again shows the tendency of the Krama to add greater symbolic depth to

otherwise conventional iconographic tropes.

After the 54 kabandhas, we enter into the three layers of lotus petals, the outermost
of which consists of 16 petals (UPV ff. 19r9 — 19v4 and HRT f. 33v10 — 34r5%®). These 16
petals again house the Mirticakra, a set of deities we encountered at the beginning of the
list of kabandhas where they were included with an additional 10/11 figures. The UPV
prefixes each name with Mahajiana while the HRT prefixes a few with Jiana. The names
themselves by and large conform to the standard list in the KK A with a few deviations or
corruptions. In both texts, the second mirti goddess is now known as Agnimurti rather
than Silamiirti while the name of the 9th is Umarci rather than Arcisa. Meanwhile, the
names of deities 10 and 16 in the UPV also deviate from the standard Murticakra. Instead
of Ketumiirti as the 10th deity, the name listed is Mahajhanaprabhamirti which is a
repetition of the name of the 6th deity on the list. The HRT distinguishes this 10th deity

from the 6th by adding Jiiana before the former and not the latter (Jianaprabhamdirti vs.

176 See Brahmayamala, Vol. 11, p. 187 — 195 (vv. 3.63 — 135) for this Tantra’s description of the cremation
grounds including impaled criminals.

Y71 (2020), p. 5

178 The ordering of the text in the MS becomes problematic at this point. Folio 34r (unnumbered) contains
for its first few lines, the remainder of a dhyana describing the throne of the goddess before picking up with
the deities of the 16-petalled lotus on line 3. This disjuncture could be related to the change in scribal hand
between 33v and 34r where the difference in handwriting is very clear. If the general structure of the
mandala was not previously known then the reader could be easily lost at this point.
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Prabhamiirti). As for the 16th and final deity, the UPV calls her Sukhamukhimdirti and not
Sahasramirti as per the list found in the KKA. However, this seems to just be an epithet
which combines a few of the terms found in the mantra of Sahasramurti as articulated in
the HRT: om hrim ham sah srimahajiianasukhakali sahasramukhakali 2 murti ambapada
hum phem namah. Overall, we can say that the clear difference in three names (Agni vs.
Sila, Umarci vs. Arcisa and Jiianaprabha vs Ketu) and which are shared by both UPV and

HRT again suggest an alternative list of Miirticakra deities.

The next layer of lotus petals number 12 and contain the 12 Melapacakra deities
(cakra 8 of the Nityapiijacakras). For this level of the yantra, the UPV (f. 19v5 — 10)
proves considerably more reliable than the HRT (f. 34r4 — 7) where the number of deities
is 14 rather than 12, a clear corruption given the fact that the HRT itself proclaims this
level of the yantra to be twelvefold before and after their articulation (tato dvadasadale.. .iti
dvadasadale). Moreover, whereas the UPV largely follows the order of the traditional
Melapacakra with three exceptions in nomenclature, the HRT’s list, even at points where
the names are comparable to the traditional Melapacakra, are not ordered as they should be
while the names that do not align with the traditional list yield little sense. For the purposes of
our table, the UPV has therefore been utilised. A common variant shared by both texts is

the displacement of the first deity Marutt of the KKA for one known as Melapakali.

After the 12-petalled lotus comes a set enshrined on eight petals not found amongst
the Nityapiijacakras of the KKA but which is also a feature of the Guhyakalicakra found in
the GNP'®, showing they are not unique to the UPV and HRT. In both the UPV (ff.19v11 —20r4)
and HRT (f. 34r7 — 10), we are told to install on each petal one from the conventional list

of eight Mothers seated on one of the eight Bhairavas, both of whom are surrounded by 64

179 Qee . 29v of the GNP MS.
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yoginist®. The list is as follows: 1) Brahmavati on Asitanga; 2) Rudravati on Ruru;

3) Kumaravati on Canda 4) Visnumati on Krodha; 5) Ghonavatt (Varahi) on Unmatta;

6) Mahendra on Kapala; 7) Carcika (Camunda) on Bhisana and 8) Mahalaksmi on Samhara.
In the GNP, the exact same pairings are found but the status of the Bhairavas as the matrkas’
seats is missing. It is noteworthy that unlike most Tantric and Puranic lists that assign each
mother a set of eight yoginis in order to reach the classic number of 64, in this yantra, we
have all 64 belonging to each matrka thus giving a total of 512. It can be argued that the
vantra therefore represents the eight Mothers as a mirror image of the central Guhyakali.
As already discussed, this Guhyakali is also seated on a Bhairava like the eight Mothers
and is similarly surrounded by 64 yoginis, either in the form of the 64 goddesses of the sacred

sites or the 64 goddesses known as the Vrndacakra or the Siddhayoginis according to the KKA.

After this comes two circles before an octagon (UPV f. 20r5 — 7 and HRT f. 34r10 — 12).
On the corners of this octagon are eight Kalis that I have not encountered elsewhere in
Guhyakali literature. These are: 1) Mundinikali 2) Mudgarakali 3) Damstrinikali 4) Srealikalt
5) Salinikali 6) Vajrinikali 7) Pasinikali and 8) Ankusini. The closest list in Kaula literature to
these eight Kalis I know of is a group of nine diitis who form part of the Diiticakra in the
Kubjikamatatantra, the second out of the Five Cakras of the subtle body. The Diticakra
has 81 deities comprising nine groups of nine goddesses each presided over by a Bhairava.
The seventh group of diitis are mostly named after weapons and implements much like our
class of eight Kalis with three names being identical (Vajrini, Pasini and Salini). Heilijgers-
Seelen in her edition and study of the Five Cakras of the Kubjikamatatantra'® proposes

that the names of these yoginis refer to the attributes in their hands as well as their

180 This arrangement for each of the Eight Mothers becomes clear when examining the formulation of the
mantras. For instance, Brahmavati’s mantras is as follows: om hrim hiim cchrim phrem namah
asitangabhairavasandaya astastakayoginisahitaya brahmavatikali 2 ambapada hiim phrem namabh.

181 Heilijgers-Seelen (1994), p. 76
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association with certain mudras given that their presiding Bhairava is known as Mudresa.
This might also be the case with our list given that two of the names of these Kalis appear
as mudras in the KKA (Damstrint and Vajrin) while the installation of personified mudras
in a mandala 1s a common practice in this cult (see for instance the eight-petalled lotus of

the Svatantrasthitimandala described later in this chapter).

Beyond this octagon is a nonagon on which we again find a set of nine deities not
encountered in the Nityapiijacakras of the KKA. These are 1) Svetakali 2) Raktakalt
3) Jhamkalt (UPV) or Jhamkari (HRT) 4) Suvarnakoti 5) Rajarajesvari 6) Siddhipadma
7) Guhyakubja 8) Vajrakali (UPV) or Vajra (HRT) 9) Srisundari (UPV) or Sundari (HRT)
recorded in UPV f. 20r8 — 11 and HRT ff. 34r12 — 34v1. The only goddess who is familiar
from the standard sequence of worship of the KKA is Raktakali who is found in the
Anakhyakalicakra as its third deity. Several of the other goddesses seemingly represent the
central deities of other transmissions within the Newari Sadamnaya. Therefore, we have
the Guhyakubja/Kubjika of the Western Transmission, SundarT of the Upper Transmission
and Vajrakali/Vajrayogini of the Lower Transmission. If we take Padma in the name
Siddhipadma as an epithet of Laksm1 then we can also include the other key deity of the
Northern Transmission — Siddhilaksmi. Two amongst the remaining goddesses meanwhile
are those with popular cults in medieval Nepal — Jhamkarint and Rajarajesvari. We therefore
have all the goddesses of the Sadamnaya who have active cults, the goddesses Purnesvari
and NisesvarT presiding over the East and South who are missing amongst these nine most
likely being artificial additions to the sixfold schema as explained in the Introduction of
this thesis. Therefore, much like the ascription of the animalian faces of the goddess to
different transmission goddesses seen in Ch.1, the yantra is harnessed as a tool for

unifying the key Sakta traditions of the Kathmandu Valley.
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The description of these goddesses as the navayoni in the UPV and HRT allows us
to understand the PT’s cryptic statement that the cakra is dedicated to the Nine Yonis
(navayonipara). The fact that the cakra is epitomised by this single element in the PT
shows that it must have been a key feature of worship in the mandala. This element of the
mandala 1s described confusingly as vibhinna (split) in the MKS. It is only by looking at
the visual sources can we grasp what this means. In all illustrated cakras, the nonagon is

drawn in such a way that it can be split into nine discrete triangles which house the nine deities.

Finally, we move on to the last two elements of the cakra, the pentagon enclosing a
triangle containing a bindu. There is no doubt about the residents of this pentad who are
the five Kalis occupying the five corners of the pentagon as the UPV informs us. They in
turn surround the root goddess (miiladevi). Like the illustration of the nonagon, the pentagon
is drawn so that five discrete triangles emerge. Paired with the central triangle, this allows

each Kalt to be housed in a separate triangle of her own as all the artworks show us.

A few words should be said concerning what the composition of deities and the
structure of the yantra tell us about the tradition pursued by the UPV and HRT as well as
the PT and MKS if we are to understand that they had the same arrangement of deities as
the two former texts at the back of their minds when raising this yantra. The yantra, in spite of
its significance in these texts and its widespread artistic popularity, does not make an
appearance in the KKA or its allied liturgies like the GNP. This is surprising given the number
of cakras covered by the KKA. There is therefore a strong possibility that this yantra was
derived from a different tradition whose adoption was relatively late. Further proof of the
existence of a divergent tradition of ancillary deities comes from the deviation found in the
names of the deities, both in the form of groups of entirely novel deities and alterations

made to deities that supposedly belong to ancillary cakras already present in the KKA.
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Entirely novel groups of deities include the eight or 16 door guardians, the eight
gurus who end the list of kabandhas, the eight novel Kalis of the octagon who are
personifications of mudras/astras and the nine Yonis on the nonagon. Meanwhile minor
changes are made to the nomenclature of the Antahsiddhacakra and the Paficavahacakra
and major changes are found in the Murticakra (the addition of 11 or 12 new miirti goddesses)
and the Prakasacakra (the omission of three deities), both of whom are grouped amongst
the kabandhas. There is also the peculiar repetition of the Miirticakra for the 16-petalled
lotus where several names are also switched. We could alternatively argue that these
alterations are only done in order to impose the scheme of classical ancillary deities onto a
vantra that was not initially designed for this purpose. However, it seems to me that the
alterations are more radical than needed for a simple refit. Moreover, the complete absence
of many other circles of ancillary deities found in the KKA which could have been helpful
in filling in the gaps in this yantra also point to a different schema. These clues of a
different tradition of ancillary deities is consonant with the contents of the PT and MKS,
both of which retain very few traces of the system of 16 Nityaptijacakras of the classical
Krama. This evidence again tantalisingly shows us that the Uttaramnaya was a tradition of

far greater diversity than initially conceived.

Main Correspondence

Feature of the Yantra Inhabitants with/Divergence from KKA

Eight Cremation Grounds Animals, supernatural beings | 6 out of 8 names of the
and objects of worship listed | cremation grounds not found
in PT in KKA

Gates of the yantra UPV: HRT: Names of the non-traditional
8 traditional | 8 largely guardians not found in KKA
dikpatis and | unique
8 largely guardians in
unique the cardinal
guardians directions

24 prongs of the spear 24 Antahsiddhacakra deities | Almost identical (some

enclosure possible corruptions)
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Feature of the Yantra

Inhabitants

Main Correspondence
with/Divergence from KKA

chopped heads impaled on
spear (numbers vary between
54 -57)

South and West rows:
27/28 Murtikalis

16 Mirticakra deities largely
the same with an additional
11/12 novel deities.

Northern row:
8 Prakasacakra deities and the
5 Paficavaha deities

3 Prakasacakra deities
dropped and GocarT replaced
with Rasacari for Paficavaha

Western row:

Guru lineage not found in

16 gurus KKA but half is the same as
GNP’s
16-petalled lotus 16 Mirticakra deities Identical except for 3 main
replacements
12-petalled lotus 12 Melapacakra deities Replacement of first deity
(UPV) and some possible
corruptions
8-petalled lotus 8 matrkas atop 8 Bhairavas Not found in KKA but found
each surrounded by 64 in GNP
yoginis
Octagon 8 mudralastra goddesses Not found as a set of § in
KKA
Nonagon 9 Yonis Not found in KKA
Pentagon 5 Kalis Same 5 Kalis
Bindu mitladevi

Fig. 1 Detail of from a Guhyakali paubha

Nepal; 19th century

Ground mineral pigment on cotton; (framed) 98.8 x 91 x 6.8 cm

Walters Art Museum, Baltimore
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Fig. 2 Guhyakaliyantra which is part of MS 10054
Nepal; 1765
Collection of the Bharat Kala Bhavan, Varanast

(negative no. 3-20 of the American Institute of Indian Studies)
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Fig. 4 Guhyakaliyantra from an illuminated manuscript

Nepal; 17th century

Watercolour on paper; 17.8 x 23.8 cm per folio (26 folios)
Philadelphia Museum of Art, Philadelphia
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Fig. 5 lllustration of Guhyakaliyantra (4) from Jha’s Edition of the MKS (Appendix, p.172)

3.2 The Svatantrakalikakramapancaka of the KKA

In this section, we now move away from the key cakra of the PT and MKS and turn

our attention to the KKA. Here, I will discuss the arrangement and implications of the
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most complex group of cakras found in the KKA known as the Svatantrakalikakramapaficaka,
possibly even surpassing the earlier discussed Guhyakaliyantra in their intricacy. Since
these cakras are only described in the KK A amongst the literature surveyed and have no
artistic depictions I know of, we will have to rely upon the KKA itself as well as what we
know of the Guhyakali cult generally to unlock their arrangement. However, before tackling
the cryptic cakroddhara instructions, let us examine their function. In the two verses introducing
these cakras, Vimalaprabodha explains their purpose, stating that these Kali cakras are
proclaimed for the sake of those who are unable to worship the sequence of five Kalis
alongside the 11 preceding cakras as preached by Mahe$vara in the Dvipamata (a now lost
Krama work) of 24,000 verses. They are therefore designed for the sadhaka who wishes to
worship the five Kalis independently, hence their characterization as svatantra. Here, | have
interpreted the compound rudracakrasamayuktam which qualifies kalikakramaparicakam in the

text to refer to the 11 ancillary cakras since rudra is a common code for 11.

These five mandalas are comprised both of elements drawn from the generic
five Kali cakras and ancillary cakras but also include entirely novel features. Before
drawing each mandala, the adept is first instructed to carry out three of the four paripatis
(preliminary rites), namely the Atmapiija, Asanapiija and Sanyasadhyanavidhi. After this,
we are told to lay out the mandala in a suitable location. The difficulty in ascertaining the
arrangement of the mandala is due to the fact that the KKA first gives the bare component
shapes without their inhabitants then instructs us on the installation of the mandala’s
resident divinities later, often not in the order in which the shapes are listed and at times
altogether missing out the residents of certain shapes. This means that the mandala must
be reconstructed by matching the number of deities of a certain group with the corresponding
shape serving as their abode according to the number of habitable spaces on that shape.

At times, the likely relationship of a group of deities to the central Kalt and the subtle
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references to their orientation can be helpful. My reconstruction of these mandalas is
therefore a tentative effort. The justification for problematic pairings of deities and
locations as well as unresolved issues will be explained as I go along. Due to the repeated
elements of the five Kali cakras of the Nityapja, it is advisable for the reader to consult
the table in Ch.2 as we progress through the Svatantracakras. For the Svatantrasrstimandala,

I have understood the arrangement from the centre as follows:

1. A four-petalled lotus housing the Five Yonis in the centre, East, South, North
and West. The exact identity of these Yonis is not given but they can only be the yoniparicaka
of the conventional Srsticakra, a group of five goddesses whose names are appended with
the word yoni and are worshipped alongside their consorts. Nonetheless, a problem arises
from a variation in orientation of the Yonis between the Svatantrasrsticakra and the generic
Srstikalicakra. In the latter, the Yonis are arranged in the four cardinal directions and the
Northeast rather than the four cardinal directions and the centre as prescribed by the former in
order to allow Srstikalt herself to occupy the centre of the mandala. Since Srstikali’s position
in the Svatantrasrsticakra seems to have been displaced by one of the Five Yonis, we have
to understand her as either being synonymous with the most important Yoni (most likely the
one installed in the Northeast (known simply as Yoni) if we go by the generic Srsticakra’s

schema) or we have to see her as somehow placed above this fifth Yoni in the centre.

2. The agnimandala (a lotus of eight petals) on which we install the eight rddhis
or magical powers. The rddhis in Tantric literature are usually understood as a group of eight
whose exact composition depends on the cult or context involved'®2. The KK A’s list includes
1) the ability to shrink the body (animan) 2) to lighten the body (gariman) 3) to enlarge

the body (mahiman) 4) lordship over phenomena (isitva) 5) the power of attainment (prapti)

182 For a discussion on the composition of these rddhis, see for instance Padoux (2013), p. 166, fn. 39 and
p. 175, fn. 9.
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6) irresistibility (prakamya) 7) the power to enjoy the fruits of the world (bhukti) and

8) the power to take on any form at will (iccha). The identification of the agnimandala

as the locus for these eight is made explicit in the installation instructions “patrastake
agnisthane... rddhyastakam”. The rddhis can sometimes be personified so they are perhaps
installed as such here, although their visualisations are not given. We are told to begin with

animan in the Northeast and to install them counter-clockwise ending with icchd in the East.

3. The somamandala which, in this context, is a lotus of 16 petals on which we

find the 16 Anandacakra deities.

4. The siryamandala, a layer of another 16 petals on which are found the 16

Marticakra deities.

5. Two mandalas of five petals each located at the Northeastern and Northwestern
corners of the square of the overarching mandala on which are installed the Paficapitha
and Paficavaha deities. The identification of these cakras as the locus of the Paicapitha
and Paficavaha is established on account of the fact that they are the only two shapes said
to possess five petals and thus capable of accommodating these two sets of deities. Moreover,
in the instructions for the installation of these two sets of five goddesses, we are told to
place them at the back (prsthabhdge) of the Svatantrasrsticakra, which concurs with the
idea of these two mandalas being in the Northeast and Northwest of the Svatantrasrsticakra
(iSanavayuparnicapadmadvayayuktam), two background locations removed from the

overarching mandala’s centre.

6. The square on whose (inner and outer) sides are placed the four diitis said to arise
out of a corpse (a new component not encountered earlier in the KKA) and the four raksa
deities headed by Ganapati. Although the specific location of the raksacatuskam is not give

(they are said to be in their appropriate place [yathasthane]), 1 justify placing them on the outer
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sides of the square by virtue of them being guardians and thus necessarily located at the outermost
part of the mandala. Meanwhile, the diitis are explicitly said to be on the square for the
Svatantrasrsticakra. The names, locations and visualisations of these diitis are revealed later in
the Svatantrasamharacakra. It should also be said that amongst the five cakras, their

locations do vary.

The adept is said to draw this mandala while reciting the three own vidyas
(svavidydatrayena). It is highly likely that these refer to the three vidyas of the generic
Srsticakra which are the standard nine-syllabled vidya accompanied by the 17-syllabled
vidya and the 100-syllabled samayahrdaya mantra particular to Srsti. The worshipper then
installs the arghapatra preceded by the astramantra and displays the sankhamudra to the
arghapatra. He recites a Krama inflected version of the Gayatrimantra and sprinkles the
three mandalas (probably a reference to the three component shapes known as the agni,
soma and sirya mandalas). At this point, the installation of the above-mentioned inhabitants
of the mandala is performed, beginning with layers 3 - 6. This is then followed by the
summoning of the central goddess of the mandala which starts with the installation of her
20-tiered throne, a feature already discussed in Ch.2. The worship of the central goddess is
followed by the installation of the five Yonis and eight rddhis (layers 1 and 2). The sadhaka
should then worship the goddess with various offerings beginning with five substances
(unguents, lamps, eatables, betel and argha) and four principal mudras (padma, sarikha,
bimba and yoni mudras) followed by a threefold bali offering to Vatuka, the guardians and
voginis (the sequence and mantra for these offerings were earlier elaborated in the balividhi)
succeeded by further recitations. The worship concludes by causing Srsti to dissolve into her
resting place, possibly a reference to the practice of dissolving each Kalt into her successive
phase (or into Sthiti in the case of Srsti) as was described in similar terms in both the

Atmapija and Tarpanavidhi.
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Svatantrasthitimandala

Like the worship of the Svatantrasrsticakra, that of Sthiti begins with the preliminary

rites. After this, come instructions for the mandala’s component parts which I interpret as follows:

1) Six-petalled lotus or hexagon (sadasram). The residents of this shape are not given.

2) Eight-petalled lotus inhabited by the four Yuganathas found in the generic
Sthiticakra (Khagendra, Kiirma, Mesa and Mina) alongside their diitis in the cardinal
directions. The installation begins with Khagendranatha and Bija on the Western petal and
ends with Minanatha and Konkana on the Eastern petal. Note how their locations are the
reverse of the generic Sthiticakra’s. In the intermediate directions, we are to install four
personified mudras. Although the installation of these mudras comes towards the end of
the cakra’s worship long after the instructions for Yuganathas, I justify them being on the
same lotus since we are given the mudras’ location as astadala isanadivahnyantapatre
(on the petals beginning in the Northeast and ending in Southeast on the eight-petalled lotus).
Since there are no other eight-petalled lotuses in the description of the cakra’s shapes, we must
understand them as cohabiting the Yuganathas’ abode. This is consolidated by the fact that
the Yuganatha couples each share a cardinal direction, leaving the intermediate directions

free for the mudras.

3) 12-petalled lotus with the 12 Melapakas. These are the 12 deities of the

Melapacakra (cakra 8) beginning in the West and moving clockwise.

4) 64 petals with the 64 sacred sites and their resident deities. The 64 are formed
by adding 40 sites to the 24 sites (the 8 ksetras, upaksetras and samdohas) found in the
Prayascittavidhi. Since this complex ritual will only be fleshed out in the next chapter,

a brief explanation is required. The Prayascittavidhi involves the worship of two sets of 24

pithas which are, bar a few variants and differences in sequence, largely the same. This set
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of 24 is first worshipped through their installation on a mandala then as part of a nyasa.
The list of 24 (divided into eight ksetras, upaksetras and samdohas) to which the 40 sites
are added to form the 64-petalled lotus are the set worshipped in the mandala (beginning with
Attahasa and ending with Rajagrha as the KKA informs us) rather than the nyasa. These
additional 40 sites (pithas 25 - 64) begin with Nepalapitha occupied by Guhyes$vari, an
important reference since, as Sanderson notes, it aligns Nepal with this patron goddess of
the Newars even at this early stage'®3. The list ends with Hiranyapura occupied by Mahapara. The
installation begins on the Western petal and the group of 40 can be divided into five classes
of eight deities. The appearance of these deities is said to resemble the four-armed ksetra
goddesses listed in the Prayascittavidhi (their iconography has been briefly described in Ch.2)
but with the hand bearing the characteristic lotus dropped and replaced with an implement
unique to each additional class of eight. Therefore, the fourth class (caturthastakasthah) of
eight (deities 25 — 32 out of 64) hold a red cloth, the fifth class (32 — 40) a chopped head,

the sixth an owl, the seventh the gesture of threat (farjadharah) and the eighth a bell.

5) 16-petalled lotus occupied by the 12 remaining figures (the 12 Rajaputras) of
the generic Sthiticakra alongside the four pithas and four yugas. The partition of these
figures is into four sets of four petals. In each set, three petals are occupied by three
Rajaputras while the fourth petal houses both a pitha and yuga. Each set is in one of the four
cardinal directions. Thus, for instance, on the four Western petals, three petals house the
Rajaputras known as Bhatta, Mahendra and Valkala while the fourth represents

Uddiyanapitha and the Satyayuga.

6) A mandala of five petals each located at the Northeastern and Northwestern

corners within the square of the mandala where we find the Paficapitha and Paficavaha deities.

183 See Sanderson in Michaels (2008), p. 134
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7) The square on whose sides (inner and outer respectively) are placed the four
dutis and the four raksa deities. I have assumed that the location of the diitis remains the
same due to the instruction srstivat (“as per the Srsticakra”) after listing the Paficapitha,

Panicavaha and the diifis in the description of the mandala’s shapes.

Following the raising of the mandala, the sequence of worship closely follows that
of the Srsticakra. The difference is that the mudra used for worshipping the arghapatra is
now the bhagalingamudra. There is the additional instruction to sprinkle the liquid from
the argha while chanting a mantra with a snap of the fingers using the forefinger. Meanwhile,
the instructions for worshipping the central goddess with various substances and mudras,
the threefold bali offering, the concluding recitations and the dissolution of Sthiti into her

resting place remain the same.

Svantantrasamharacakra

Out of the five Svatantracakras, the arrangement of the Samharacakra is possibly
the least problematic. It is uniquely described as having the shape of the peepal leaf
containing the entire universe (asvatthapatrakrtivisvasahitam mandalam). 1 interpret its

installation as follows:

1) Pericarp split into ten points, each being the location of one of the ten Kalis of

the generic Samharacakra beginning in the South and ending in the Southeast.

2) Eight-petalled lotus occupied by the four personified miidras in the four
intermediate directions, namely Tarjani, Kapali, Damstrini and Leliha in the Southwest to
the Southeast and the four diitis on the petals at the cardinal directions. I take the diitis to
share this layer with the mudras since the diitis are explicitly said to be on petals in the
four cardinal directions (Savaniskramani, Savari, Pasakunda, Kalavera in the South, West,

North and Eastern petals respectively) while no separate four-petalled shape is specified.
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Moreover, without the diifis, the cardinal directions of this lotus would be left empty, the mudras
occupying only the intermediate directions. We are also given their appearance for the first
time at this point; they are said to be black, grey, dark and dust-coloured and two-armed,

bearing the farjani gesture and, respectively, a sword, thunderbolt, discus and axe.

3) A mandala of five petals each located at the Northeastern and Northwestern

corners within the square of the mandala where we find the Paficapitha and Paficavaha deities.

4) The square on whose sides are placed the four raksa deities.

All other steps in the worship of the cakra after its installation follow those

prescribed for Srsti and Sthiti.

Svatantranakhyacakra

I interpret the installation of this cakra as comprised of the following:

1) Nada, bindu and ardhacandra, three symbols which are part of the nine subtle

symbol system'®,

2) 16-sided shape with the 12 Kalis of the original Anakhyacakra and an additional
5 Kalis known as Krsakali, Sarvantakali, Sivakali and Krodhakali installed in the East to
Northeast with Mahabhairavaghoracandagrasanakali in the centre. The sequence of 17 rather
than 13 Kalis belongs to the tradition of the now fragmentary Kramasadbhava as Sanderson
explains'®. Before the installation of the central Kali, the numeral 3 is given in KKA 2.
When numbers are recorded without further elaboration in the KKA, they usually refer to

the number of syllables of the mantra to be chanted at particular points. 3 should refer to

184 These are the symbols that represent nine divisions of sound (often called kal@) which are widely
believed in Tantric literature to be the elongation of the anusvara at the end of a seed syllable as it becomes
increasingly subtle (see the entry for kala in TAK, Vol. I, pp. 70 - 71).

185 See a discussion on these Kalfs, including a reference to the attestation of the KKA, in Sanderson
(2007¢), pp. 101 - 102, fn. 20



151

the syllables am pham phim since this is the mantra given before the names of the Kalis
(13-16) in this cakra as well as the previous 12 Kalis in the original Anakhyacakra.

An additional complication arises concerning the orientation of the central Kali in relation
to the three above symbols. She too is worshipped in the centre of the mandala (madhye
sampiijya) but we are not told whether she appears in the centre of a horizontal row flanked
by these symbols, atop them vertically, aniconically represented by them or even embodying

the symbols which are imagined sonically but not visually.
3) 64 filaments with the 64 sacred sites found in the Svatantrasthitikrama.

4) 64 petals with the 16 goddesses of the Jiianasiddhacakra, 24 of the
Antahsiddha, 12 of the Melapasiddha, eight of the Saktasiddha and four Sambhavasiddha.
It is to be noted that all these figures are female and therefore they are collectively called
the 64 Siddhayoginis (catuhsastisiddhayoginyah) also known in other sources as the

Vrndacakra'®.

5) Three circles intervening between the petals and the square whose symbolism

1s not stated.

6) A mandala of five petals each located at the Northeastern and Northwestern

corners within the square of the mandala where we find the Paficapitha and Paficavaha deities.

7) Although the raksa deities are not specifically mentioned in this cakra, | assume
that they are in the same location on the square. Meanwhile, the instructions also make no

mention of the four diis.

18 See Sanderson (1988), pp. 697 - 698
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The rites preceding and succeeding the installation of the mandala are as per the
formula discussed for previous cakras with the exception that the mudras shown at the

conclusion of the worship are the nirbhaya, varada, sankhini and vajrini.

Svatantrabhasacakra

The design for the Svantrabhasacakra is more complicated than the previous cakras
since the matching of compounds describing the shapes with their qualifiers is not entirely

clear. With this in mind, my approximation of the cakra is as follows:

1. A pericarp with 12 bindus, each representing one of the 12 Kalis which were in
the lotus seeds of the original Bhasacakra. I have interpreted the pericarp in this way as we
are told to install the deities beginning with Mantra (mantradi) in the place of the twelve
nadas (mantradi dvadasanddasthane). Because the pericarp is described as adorned with
twelve nadabindus (dvadasabindundadakalalamkytam) when the elements of the cakra are
being listed before their installation, the pericarp must be understood as this nadasthana.
Meanwhile, we are in no doubt that the group “beginning with Mantra” should be these 12
Kalis of the original Bhasacakra since we have no other group of 12 beginning with this

name in the KKA.

2. 24 filaments representing the 24 Antahsiddha goddesses

3. A circle surrounding the pericarp. I understand this to be the case due to the
description of the location of the eight-petalled lotus as vrttad bahih (outside of the circle)
suggesting that there is a circle separating the petals from the pericarp and the compound
vrttabindukarnikam when listing the pericarp, which I take to mean a pericarp with bindus

and a circle.

4. FEight petals representing each of the eight Kalis originally found in the pericarp

of the generic Bhasacakra beginning with Mahabhasa in the Southeastern petal.
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5. Another circle intervening between the eight petals and the final square enclosure.
On this circle are placed the four diifis in the intermediate directions and a new set of deities
known as the Pratiharikas in the cardinal direction. These are called 1. Bhattin1 2. Pesvart
3. Candin1 4. Siddhayogini, beginning in the Southeast and ending in the Northeast.
I interpret the circle to be located beyond the petals due to the compound vrttaikavestitam
(surrounded by a single circle) used to qualify the eight-petalled lotus. Meanwhile,
the locations of the diitis and Pratiharikas are inferred from the description of the former
as agnipatrordhvavrttasthanad arabhya (beginning in the place of the circle above the
Southeastern petal [of the eight-petalled lotus]) and the latter as pirvapatrad iirdhvavrttasthane
(on the place in the circle above the Eastern petal [of the eight-petalled lotus]). This is
consolidated by the fact that these two groups are said to be on the same row as shown by
the additional instruction for the Pratiharikas that states diitinam panktau pirvad daksinantam

(on the same row as the diitis who begin in the East and end in the South (of that row)).

6. A mandala of five petals each located at the Northeastern and Northwestern

corners within the square of the mandala where we find the Paricapitha and Paricavaha deities.

7. The square with the four raksa deities headed by Ganapati. [ have amended the
first compound in the listing of the component shapes (catuskonastadalakamalodaram) by
splitting it into two words (catuskonam astadalakamalodaram) which would suggest that
the square is surrounding the eight-petalled lotus and is the outermost shape in the

mandala as reflected in the cakras of all other Kalis.

The worship concludes in a similar manner with the set of four mudras, this time
round being the jvalini, Sasini, bhasvari and visphara mudras. A further peculiarity is
the group of mantras by which the goddess is worshipped which is still unencoded by me.

We are given the cryptic formula “mahamanthanateja 1. khphrem ma phat 2. 5. 5
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followed by the instruction to worship with the Five Paravidyas

(rasmikevalasthiilasitksmamisraparavidyaparicakena).

General Observations on the Cakras

As can be seen from the above arrangements, the way in which the
Svatantrakalicakras enable the worship of the entire sequence of the Krama through
merely five cakras is by embedding the deities from the 11 ancillary Nityaptjacakras
in their own mandalas. We therefore find several groups of Nityapiija deities that are
common to all five mandalas, namely the four raksas, the Paficapithas and Paficavaha,
which form the outer structures of each Svatantrakalt mandala. Other groups drawn from
the Nityapiija are found in one or two of these mandalas. These are the Ananda and Mirti
cakras found in the Svatantrasrsticakra alone; the Melapacakra (Sthiti and Anakhya); the
Antahsiddhacakra (Andkhya and Bhasa); and the Jiianasiddha, Saktasiddha and
Sambhavasiddha cakras which appear in the Svatantranakhyacakra. This leaves only two
cakras that are not represented —the 12 deities of the Prakasacakra and the 15 of the
Paranavasiddhacakra. It is possible that these could have been placed amongst some of the

lotuses and circles whose inhabitants are not identified in our five mandalas.

Another point of interest is the manner in which the Krama engages with the
widespread Sakta concept of 64 yoginis. Although the number of yoginis amongst Sakta
cults varied highly to begin with, later texts, both Tantric and Puranic, tended to strive for
64 yoginis either as independent goddesses or classified under groups of eight mothers.
Serbaeva (2009) has expertly shown this trajectory in her study of the chronology of
yogini cults. These 64 yoginis in the KKA are formed by adding 40 sacred sites and their
resident goddesses to the existing 24 sites/goddesses found in the mandala of the

Prayascittavidhi. These deities then become part of both the Svatantrasthiticakra, where
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they are located on a lotus of 64 petals and the Svatantranakhyacakra, located on the

64 filaments.

A thorough comparison of the mode of worship of the 24 sites of the Prayascittavidhi
of the KK A with their worship in other Tantric sources, many of which are listed in
Dyczkowski (2009), will be fully elaborated in the next chapter. However, we may briefly
compare the KKA’s approach to the full 64 sites with other sources which call for the
worship of such a number here. Although Dyczkowski (2009) records multiple sources
containing the worship of 24 pithas, he states that there are only two texts in addition to
the KK A which he knows of to record a list of 64 sites, namely the Ambamatasamhita and
the Kumarikakhanda of the Manthanabhairavatantra (MBT)'¥®'. Although these two
Tantras’ lists of the first 24 sites are very close to the KKA’s, a significant number of
variants are found in the remaining 40 sites of the three sources. It is worth noting then
that a text that contains a list with an order and nomenclature that is almost identical to the
KKA’s not known to Dyczkowski is the HRT which lists these sites in its pithanyasa of the
Guhyakalikasodhanydsapatala*®®. The major difference in the two texts’ list of 64 is that
the HRT omits seven sites (sites 53 and 54 and 60 — 64 on the KKA'’s list). Other than
these seven, the lists are almost identical. Moreover, whereas the KKA has a nydsa for
only the 24 sites of the Prayascittavidhi, the HRT finds a locus on the body for the
deposition of all 57 sites. This again highlights the HRT’s tendency to develop the pre-
existing models of nyasa found in the KKA as we saw with its treatment of the faces, arms

and seats of Guhyakali.

Furthermore, Dyczkowski does note that the 64 pithas in the KKA are split into

eight groups of eight. However, he does not elaborate on how this division into eight

187 Dyczkowski (2009), Vol. II, Part 11, pp. 440 — 445.
188 This is found in ff. 111r2 — 11216.
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categories is achieved. As shown in Ch.2, the division of the first 24 sites into three groups
of eight is unproblematic as they are split into the rather natural categories of ksetra,
upaksetra and samdoha. However, since additional site categories are not found for the
additional 40 pithas, it is through iconography alone that five further groups of eight are
created or, as already shown in our description of the Svatantrasthiticakra, each additional
group of eight beyond the first 24 are ascribed one distinguishing attribute. Iconography
thus plays the key role in allowing the KKA to adopt the idea widespread in yogini

literature of classifying the 64 yoginis under eight groups.

Finally, a subtle mirroring of this set of 64 site-specific yoginis with another group
of 64 yoginis takes place in the Svatantranakhyacakra. The 64 goddesses of 5 ancillary
cakras preceding the Five Kalis known collectively in some Krama literature as the Vrndacakra
and labelled here the Siddhayoginis are deposited in a ring of petals. They form a natural
pair with the 64 pitha yoginis who are housed in 64 filaments immediately beyond them as
we move closer to the centre of the cakra. Although the symbolism is not spelt out, there
seems to be a system of equivalence between the esoteric Krama (the Vrndacakra) and the
more generic Sakta conceptualisation of yoginis (the pitha goddesses). The Vrndacakra,
although not explained as such in the KKA, is commonly considered the sum total of the
factors of cognition which are eventually absorbed in the ultimate grounds of pure
consciousness'®. They are therefore interior phenomena. The pithayoginis meanwhile are
associated with physical locations and gross matter in terms of geographical sites and parts
of the body onto which they are deposited. The KKA implicitly suggests that the idea of
the 64 exoteric yoginis found in other Kaula texts and common to much of Sakta literature

is nothing but the exteriorisation of the esoteric Krama pantheon.

189 Sanderson (1988), p. 698
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Chapter 4
A Commentary on the KKA

with Emphasis on the Ritual Procedure

In this Chapter, I aim to provide an exposition and analysis of the entire contents of
the KKA in the order in which they appear in this text. The only material that will not be
commented upon is topics related to iconography which have been dealt with in previous
chapters as well as the three major naimittika rites which, on account of their complexity,
are discussed separately in Ch.5. As we go along, emphasis will be placed on the ways in
which the KK A considerably supplements what we know of Krama worship and the affinities

and distinctiveness of Krama rituals with wider Kaula practice.

At this point, it may also be helpful to define the two broad categories — nitya and
naimittika — which Vimalaprabodha uses to classify the rituals of the KKA. As explained
by Goodall in the TAK®, this categorisation adopted by Saiva literature and common to
Hindu works on ritual in general is derived from the Mimamsa system of the “fourfold
categorisation of ritual into nitya, that which is regularly obligatory (e.g., sandhyopdasana,
daily worship); naimittika, that which is obligatory but enjoined on particular occasions
(e.g., diksa); kamya*®'; and nisiddha, that which is forbidden”. In the KKA, all rites up to
and including the Niralambarcana come under the rubric of nitya as indicated by the
concluding statement of this section (iti sampiirnanityarcanavidhih) while the naimittika

begins with the Damanakavidhi.

190 TAK Vol. I1, p. 90

191 These are rites performed for specific goals, usually magical attainments involving the transformation of
oneself or the transformation of others to one’s benefit. An important class of kamya rites - the eight rddhis -
have already been discussed by us in the previous chapter. See ibid., Vol. I, p. 88 - 89 for an extensive
definition.
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A few notable features of the KKA’s system of classification should be remarked
upon. Firstly, the understanding of nitya as pertaining exclusively to rites that are performed
on a daily basis as per some definitions of this term% is not valid for the KKA which
includes rites, such as the Cakrakrida, which given how elaborate and time-consuming
they are, could not be replicated daily. A rite such as the Cakrakrida may, however, be termed
nitya as opposed to naimittika since the adept was possibly expected to undertake them in
a routine manner on several dates throughout the year rather than on a single annual occasion
as is the case with the naimittika Mahasivaratri for instance. Furthermore, we see that the
KKA does not have any instructions for initiation (diksa) which is often considered the
most important naimittika rite. Although this seems perplexing at first, it is understandable
given the Kaula tendency to forgo formal diksa entirely in favour of recognising initiation
merely through the descent of divine power manifest in changes to the adept’s behaviour
following the consumption of the power substances of the cult as Sanderson (1995) explains®.
Finally, we see the complete omission of the category of kamya rites. This category will be
further discussed in the conclusion of the thesis but since these rites are so diverse and
goal-specific, it is possible that Vimalaprabodha has silently delegated the responsibility
for them to the numerous cults and liturgies specifically designed to handle matters of
bhukti (enjoyment/mundane rewards) while seeing his own work as principally related to

mukti (liberation).

Opening Verses

Following Vimalaprabodha’s obeisance to Siva and Sakti alongside his line of gurus

beginning with Srinatha'®, the original revealer of the Krama scriptures, and ending with

192 1hid., Vol. I, p. 296

193 Sanderson (1995), pp. 85 - 86 and 88 - 89

194 Srinatha, as Sanderson (2007b, p. 263 — 265) states, is an alias for Jiiananetra or Sivananda, considered
the promulgator (avataraka) of a number of Krama scriptures in the tradition.
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his own guru, he presents an intriguing mangalacarana. Before examining the meaning of
this cryptic verse, it is worth remarking upon its appearance in texts beyond the KKA.

A tradition exists which pairs this mangalacarana with the five verses that are prescribed
as a chant for the Mahasivaratrividhi in the KKA known to Vimalaprabodha as the Kalisitra
to form a six-versed hymn (the marngaldacarana of the KKA acting as v.1 and the five verses
of Mahasivaratri being vv. 2 - 6). This tradition is at least as ancient as the late 14th century
GNP since this six-versed hymn appears in this liturgy also under the name of Kalisiitra at

the culmination of its sequence of worship!%®

. The very same hymn is attested in a manuscript
which is a collection of hymns known as the Stotrasamgraha where the six verses are

called the Srikalikdadevinityastuti*®®.

It is more likely than not that the six-versed version was the work of a redactor
postdating Vimalaprabodha who decided to combine the two verse passages in the KKA
rather than its opposite, namely that the marngaldcarana was a verse extracted by Vimalaprabodha
from an originally six-versed hymn. Other than the difference in metre between v. 1 and
vv. 2 - 6 of the six-versed version of the Kalisiutra, further proof that these two verse
segments were once separate is found in the fact that several other Uttaramnaya liturgies
continue to record the hymn as five verses as per its appearance in the Mahasivaratrividhi of the
KKA. These liturgies include the Siddhilaksmyadhivasanasthandilarcanavidhi and the
Siddhilaksmikramasthandilarcanavidhi*® . 1 will not digress further into the compositional
history of the Kalisitra since this is dealt with in detail in my forthcoming publication but
our short treatment here goes to show that the KKA’s marngalacarana did gain widespread

influence. We may also note that parts of the Kalisiitra must be far older than the liturgies

195 GNP, ff. 35r1 — 36r1

196 Stotrasamgraha, f. 40v1 — 8

197 See Siddhilaksmyadhivasanasthandilarcanavidhi (ff. 89v3 — 90r5) and
Siddhilaksmikramasthandilarcanavidhi (ff. 166v7 — 16717).
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of the Newars since a verse that is almost identical to two segments of the first and

last verse of this hymn appears as the marngaldcarana of the Devidvyardhasatika,

the Kalikakulaparicasataka and Yonigahvara, three early important Tantras of the
Krama®®. This very verse also serves as the first verse of the Mahagivaratri chant in the
Parvatrayavidhana (PTV) and appears as a line in a hymn to Siddhilaksm1 in a paddhati
called the Siddhilaksmyaratrikavidhi*®. A thorough examination of Guhyakali literature

would doubtlessly uncover far more citations of this verse.

Let us now return to the mangaldcarana of the KKA itself, which seems to describe
Guhyakali in her manifestation as each of the Five Kalis by describing their functions and

also connection with the body’s cakras. My attempt at translating the verse is as follows:

ya candre bhiitabhinna ravihavisadane gotracandrais ca rudrair
hrnnabhau kandacakre tridahanakuhare dvadasaikena samsthd|
srstisthairyantakartri trikalakhakhayutam sarvatattvaikavrttim

tam kalim naumi nityam paramapadamayim satsadanandaddatrim||1

“She is present in the moon (Srstikalt) as divided into the Five, in the sun (Sthitikalr)
and the abode of the oblation (Samharakali) as 17 and 11, (found respectively) in the navel, in
the heart and in the root wheel (kandacakra), present in the void of the three fires (Anakhyakalt)
as 13, the enacter of emission, maintenance and dissolution (Anakhya), I always pay
homage to her who is joined with that which is the void of the void of the three kalas

(Srsti, Sthiti, Samhara), consisting in the supreme realm, granting the true and eternal bliss.”

198 The verse can be found in the two former Tantras in their edition by Lamichhane (2017) while a
transcription of this verse from the unpublished Yonigahvara is found in Dyczkowski (2009), Volume I of
Introduction, p. 680. Dyczkowski states that this verse resembles one in the MBT but does not seem to be
aware of it being the same as those found in the listed literature above. The exact extent of its similarity with
the first verse of the five-versed Kalisitra is discussed in my forthcoming publication (Pangsrivongse,
2023).

199 For its appearance in the PTV, consult my edition while its presence in the latter is found in Exposure 46, 1. 1-3.
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Certain words act as common codes for numbers in this verse?® while the three
fires are symbolic of Srsti, Sthiti and Samhara. By pairing these veiled terms together,
we see that the verse in fact describes the basic arrangement of the cakras of the five
Kalis. The links between the three fires and three Kalis is made explicit at two points in the
Kalikakulapaiicasataka (vv 4.3 - 7 and vv. 7.36 — 39)?! where the three Kalis are imagined
in a column with Srsti at the top represented as the moon, Sthiti known in this scripture
known as Avataraka as the sun and Samhara at the base as the Fire of Time. The first
coded association in the verse is between candra (Srstikalt) and the numeric code bhiita.
Since bhiita can mean the (five) elements and commonly denotes “five”, we can understand
this association as a reference to the Five Yonis who surround Srstikali in her cakra.
Next is ravi (Sthitikalt) which is linked to gotracandra. Gotra, often denoting 16, and
candra, which can mean 1, add up to make 17, which is the number of figures in the
Sthiticakra if we include the central Sthitikali (the four Yuganathas plus the twelve Rajaputras).
Meanwhile, rudra is a well-known code for 11 and is paired with havisadana, literally
the abode of the oblation which is another term for Fire. This pairing thus refers to the

11 figures of the Samharacakra.

These three are said in the mangalacarana to be located in the heart, navel and root
cakra. Since these three bodily locations are aligned as a column with the heart at the top
and the root at its base, they presumably correspond to the vertical arrangement of Kalis
described in the Kalikakulaparicasataka 7.36 - 39 with Srsti at the top (heart), Sthiti in the
middle (navel) and Samhara at the base (root cakra). A fourth location — tridahanakuhara

— is also given in this verse, which must correspond to Anakhya. This is consolidated by

200 The numeric meaning for all of these code words can be found in Monier-Williams Dictionary, except
gotra.

201 Although the entire segments cited contain descriptions of the three Kalis as the three fires, the most
explicit associations come at 4.6b — 7a (candram srstim vijaniyad agnih samhara ucyatel// avataro ravih
prokto madhyasthah paramesvaral)
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the fact that this Kali is said to be present as thirteen, given in uncoded form as dvadasaikena,
in this location, which is a reference to the thirteen Kalis of the Anakhyacakra. Her location as
the void of the three fires also conforms with the Krama idea that each of the Five Kalis is
subsumed by the succeeding Kali. Anakhya is thus the void or point of dissolution of the
Moon, Sun and Fire or the three preceding Kalis. Moreover, the descriptor systisthairyantakartri
should also apply to her as well since being more supreme than the three that precede her,

she also absorbs their three cosmic functions.

Where then is Bhasakali to be located in the verse? The verse appears to be neatly
split so that the qualifiers of the four Kalis are declined in the nominative agreeing with
the relative pronoun ya while all descriptors of Bhasakali are declined in the accusative
becoming the direct object of naumi and following tam. First, Bhasa is aptly described as
trikalakhakhayutam. Following the principle that each Kalt dissolves into her successor,

I interpret this as Bhasa being “the void of the void of the three Kalis”. We have already
seen the use of tridahanakuhara (the void of the three fires) as a descriptor for Anakhya.
If we interpret trikala/trikala®® as a reference to Srsti, Sthiti and Samhara then trikalakha
must be the equivalent of tridahanakuhara (Anakhya). Since Bhasa transcends and absorbs
Anakhya then she can be described as devoid even of that void (khakha). This doubling of
apophatic language may seem strange and redundant at first sight but is actually a common
feature in the Krama. Terms describing the supreme Kalt in a synonymous manner, such as
sunyasunyataram (“more empty than the empty”), are commonly found in Krama canonical

203

literature”™. Moreover, the use of the term kha to denote the supreme and ineffable state

which can be transcended no further has common currency within the Saiva system and

202 Across all Saiva traditions, the kalds are often considered the first evolutes of mayasakti from which the
other rattvas arise. They are therefore associated with the conventional cosmic processes which fit the roles
of creation, maintenance and dissolution played by the first three Kalis. It is therefore reasonable to imagine
this Sloka using trikala/kald to describe the Kalis whose nature is more immanent than transcendent. See the
extended discussion of this term in TAK, Vol. II, pp. 68 - 73

203 See for instance Kalikakulapaiicasataka vv. 2.33 —34 and 5.21.
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indeed outside it?**. Meanwhile, the three other descriptors attached to Bhasakali merely

emphasise her supremacy.

After this verse, Vimalaprabodha goes on to list the gurus of his lineage comprised
of Vi$vamitra, Vasistha, Srikantha, Kundali$vara, Srikrodha, Mina and Talanka and pays
obseisance to his own guru Alakacarya. Issues related to this list of gurus will be discussed
in greater detail in the Gurumandala section of my analysis. He then names all 35 sections
of the KKA saying that after observing the now lost Pajicacamarasekhara®®, he has been
able to proclaim this sequence of worship. These 35 encompass the six preparatory rites
(paripati), the 11 ancillary Nityapiijacakras, the Vi§esarghapatrapiija, the worship of the
Five Kalis, the Gurumandalapija, ten methods of worship associated with the Nityaptja

and finally five naimittika rites.

Atmapuja

The first part of the paripati, the Atmapiija requires the deposition (nyasa) of the
11 ancillary Nityapiijacakras onto the body. The adept is instructed to cause the sakti in his
body to rise from its own resting place, leading it up to the crown of his head (brahmarandhra).
He should then cause the sakti, split into the 11 ancillary cakras beginning with the
Pancapithacakra and ending with the fifteen figures of the Paranavasiddhacakra, to
descend cakra by cakra into 11 body parts envisaged with various colours as follows:
the yellow urethra, the red private parts, the red-white base of the kaja®°®, the red navel,
the dark region above the navel, the white heart, the grey region above it, the black cavity

207

of his throat, his joints=’ which have the colour of lightning, his palate the colour of lac

204 Khasvariipa (“possessing own nature of the void”) and khamadhyastha (“situated in the middle of the void”)
are amongst the descriptors of the supreme Kali in the Kalikakulaparicasataka.

205 Sanderson (2007b, p. 342, fn. 363) understands Paiicacamarasekhara as a text.

206 The term kajadhara is not entirely clear but since one of the meanings of kaja is lotus and the lotus is
associated with the navel, the root (@dhara) of the lotus should be the region directly beneath the navel.

207 This is a polysemous term to denote power centres in the body usually located along the susumna and
numbering from five to 16 depending on the tradition (see TAK, Vol II, p. 206). The KKA sadly does not
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and the white bindu (between eyebrows). He should then imagine these cakras, with the
exception of the Paficapithacakra, dissolving two by two with the single utterance of a
mantra into the Five Kalis while worshipping them with the mahamrta whose sequence is
the Fire, Sun, Moon, Air and Ether and with offerings such as flowers. The mahamrta
most likely refers to the paricamrta which will be explained in this chapter in the section
on the Samayagutikavidhi. However, what is meant by the sequence of the Fire, Sun,
Moon, Air and Ether is oblique. Later on, this sequence is associated with the five vessels
of the Visesarghapatra and here there might be a subtle reference to the laying out of water
vessels for the sprinkling of the liquid paricamrta. However, this would suggest that we
have a third arghapatra beyond the Samanya and Visesarghapatras. Nonetheless, the next
stage of the Atmapija is clear; each of the Five Kalis themselves should dissolve into the
succeeding Kalt (Srsti into Sthiti, Sthiti into Samhara and so on) until we reach Bhasa who is
said to be present in all Kalis (sarvasthe). The Atmapiija concludes with the worship of the

self with a single flower.

Asanapiija

We are then instructed on the second paripati, the worship of the seat. The seat
should be 36 angulas in perimetre, three angulas thick and with a border of one angula,
made out of several animal skins. In the absence of these, it can be made out of red cloth.
In the absence of all such materials, it should be imagined. One should then worship
this seat with the mantra — hrim srim samastakalakalasanapada - and with flowers.

The identity of the animal skins which is listed in a compound as

naragajamygabrhadvyaghracitrakachagacarmamayam raises some issues. The presence of

give an account of its own system but the location we are looking for would have to be above the throat and
below the palate. A granthi at the throat is given as one of the locations for the 17-syllabled nyasa,
suggesting this could be the location of the unspecified granthi of the Atmapija.
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brhad can be understood as qualifying vyaghra to mean a large tiger in which case the
animals used would be human, elephant, deer, large tiger, leopard and goat. However,

the mantra used for enchanting the seat suggests that the seat should represent all
kalasanas (deity seats of the goddess) of which there are seven consisting of the dikpatis,
the Five Pretas and Bhairava. It would therefore be preferable if there were seven animal
skins each representing an asana. In such a case, we would have to interpret brhat as an
independent animal. A possibility would be to understand it as an abbreviation for brhadravin,
a term for an owl. However, this might be unlikely given the small size of this animal and
the quantity needed for this large seat. A tentative solution would be to see brhat as a
corruption of an orthographically similar word for another more suitable animal such as

prsat (spotted antelope).

Sanyasadhyanavidhi

We now come to the third paripati, the Sanyasadhyanavidhi, of which there are
eight parts as follows: the nine-syllabled nydsa (navaksaranydsa), seventeen-syllabled
nyasa (saptadasaksara), the sixfold anganyasa, the facial nydsa followed by the dhyanas
for the faces, weapons, poses and seats of Guhyakali. The first of these is the nyasa
involving the nine-syllabled mantra, which both the KKA and other Krama texts articulate
as khphrem mahdcandayogesvari. The procedure begins with the deposition of this mantra
five times on to the hand of the adept. The adept then deposits the mantra syllable by syllable
on to nine body parts as follows: 1) private parts 2) kandacakra®® 3) heart 4) throat

5) palate 6) bindu 5) crown of the head 8) tripatha®®® and 9) dhiimasikha?'®. This deposition

208 See TAK, Vol. II (p. 44) for definition of the kanda as the bulb which forms the base of the susumna.

209 Torzsdk has used this nydsa in the KKA to help with her definitions of various bodily locations in the
TAK. However, the tripatha, traditionally understood as the meeting point of the three nadrs, seems oblique
to her as well (“Tripatha appears to denote a place in or above the body, for it is listed as the eighth place in a
series of nine, on which the aksaras of Mahacande$vari should be placed,” TAK Vol. 111, p. 125).

210 Torzsdk understands this term, citing this section of the KKA and Ksemaraja, as possibly denoting the
dvadasanta or a location above that (see TAK, Vol. 111, p. 236).
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occurs five times for each of the five Kalis with the sequence of nydsa also changing for
each Kali. For Srsti, we are told that the sequence is in reverse (vyatyayat) meaning the
nyasa begins with the ninth body part (dhiimasikhd) and ends with the first (guhya).

The sequence for Sthiti is said to begin at the navel (nabhyddau). This is problematic since
nabhi is not listed amongst the nine body parts. Kanda — the base cakra —however is
commonly understood to be just below the navel. Since all manuscripts read nabhi,

I have assumed that nabhi refers to the kanda of our list. Samhara’s nydsa follows the
listed sequence beginning with the private parts. Anakhya’s sequence starts at the palate

while Bhasa’s begins at the bindu.

The nyasa for the seventeen-syllabled vidya proceeds along the same lines as the
preceding nydsa with the 17 body parts for this vidya said to be: 1) penis 2) medhra®'
3) navel 4) heart 5) hollow of the throat 6) the knot (granthi) of the throat?!? 7) base of the
palate 8) palate 9) tip of the nose 10) brow 11) forehead 12) the parting of the hair
14) above that 15) the crown of the head 16) Sirahsandhi?*® 17) the tip of the head’s crest
(Sikhanta). From the term yathakramena, we can assume that the sequence for each Kali is
different beginning at the point specified in the previous nyasa. This is by and large
unproblematic as the body parts that are the starting point particular to Sthiti and Anakhya
are also on the seventeen-syllabled nydsa’s list (nabhi and talu) while for Srsti and Samhara,
the previous principle of reversing the order and following the listed order can be applied.
For Bhasa, whose sequence should begin at the bindu which is lacking in this list,

we might understand bhri (the brow) which shares the bindu’s location as the substitute.

21 Medhra also means penis so the distinction between this term and the preceding /iriga is still unclear to me.

212 See Hatley (2022), pp. 822 - 826 for elaboration on the meaning of granthi.

213 The locations of the Sirahsandhi and Sikhanta are problematic since the highest point on the head has
already been listed (brahmarandhra). This means that the nyasa should continue above the head to locations
beyond the physical body or that it continues by moving down the back side of the head so that the
Sirahsandhi and sikhanta are two locations behind the head’s crest, possibly the back parting of the hair and
the end of the back of the head’s hair.
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Another problem arises in identifying the seventeen-syllabled mantra. The KKA gives
five versions of this mantra particular to each Kali as elaborated in the section on the
Pancakalicakra. Therefore, the author could intend for us to use a separate seventeen-
syllabled vidya for each Kali’s sequence. However, if he intended for only one version to
be used, this would most likely be the form associated with Bhasa which is the nine—
syllabled vidya with its conjuncts split into seventeen syllables as will be described.

It should be noted that this fivefold nyasa of the nine and seventeen—syllabled vidyds is
found in other unpublished sources as well. For instance, the GNP (f. 2r1-5) has the exact
same locations and sequences for the nine-syllabled nydsa and has incomplete instructions
for the seventeen-syllabled nydsa. Where the instructions are extant, these are also

identical with those found in the KKA.

After this, we have the sadanganyasa, a practice highly prevalent to Buddhist and
Hindu Tantras whose purpose is largely protective. The standard list of locations for the
nyasa in these sources, including the KKA, consists of 1) the heart 2) head 3) crest of the
head 4) armour (kavaca) 5) eyes and 6) the directions around the body (disasu). In the Krama
version, the deities deposited are goddesses whose names end with isvari and preceded by
the seed syllable KHPHREM. This is followed by a vaktranyasa in which another set of
I$varis, this time nine, are deposited on various facial features. Again, both the asiga and
vaktranyasas appear in almost identical form in the GNP (ff. 2r5 — 2v4) with some changes
to the mantra. A point of interest is how some MSS of the KKA associate the nine facial
features in the vaktranyasa with the different animalian heads of Guhyakali. This also

features prominently in the HRT and is a phenomenon already discussed in Ch. 1.
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Samanvarghapatravidhi

Following the nyasas, we have four dhyanas on the faces, implements, poses and
seats of the central Guhyakali and the Five Kalis. Since this forms the subject of Ch.1,
I will omit an explanation of these sections here and move on to the instructions for the
arghapatra. The arghapatra in Tantric ritual is an adaptation of its orthodox counterpart
which serves as a container for water offered to guests. In the Tantric context, it contains
the liquid for the satiation of deities and for the purificatory sprinkling of ritual paraphernalia
and participants. Worshippers may also be invited to consume this liquid in certain rites as
we will see. In the KKA, two arghapatras are consecrated, the first being used for the
11 ancillary cakras of the Nityaptja and the second — known as the visesarghapatra —
is reserved for the five Kalis. The KKA gives a list of materials out of which the vessel can
be made. These are a human skull, conch shell, coconut shell?!4, tortoise shell, pearl, gold
and silver. The vessel should be filled with a mix of orthodox Hindu offerings paired with
transgressive ingredients, namely unhusked rice, flowers and sandal paste alongside liquor,
meat and blood. It should then be placed at the centre of a square mandala accompanied
by the chanting of Arim. With his two little fingers, the adept should rotate the vessel three
times anticlockwise and clockwise chanting Arim for the former and Aim for the latter.
He should then draw the samayahrdayavidya®®® at its centre, display the lelihamudrd and
cast five flowers into the centre while chanting the five-fold 100-syllabled mantras.

These mantras are a reference to the 100-syllabled mantra particular to each of the Five

Kalis and which conclude their worship in the Paficakalicakras. He should then place a

214 The term visvamitra is used here. To my knowledge, there is no common meaning of this term that
denotes a material out of which a vessel could be made. I have however tentatively taken it to mean coconut
shell due to this sage’s reputed invention of the coconut tree (See Ahuja (2014), p. 222 for the myths
associated with this plant) and the common use of this material as a patra in Hindu ritual.

215 For the identity of this mantra, see Sanderson (2007b), pp. 307 - 308, fn. 247
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tilaka made from this argha on his navel, heart, throat, forehead and head and sprinkle all

the ritual implements and ground.

Mandaloddharavidhi

Succeeding the arghapatra, we have one of the most challenging sections of the
KKA known as the Mandaloddharavidhi. The mandala we are meant to raise involves the
installation of the Sanskrit syllabary divided into groups that fit various geometric shapes
and layers of lotus petals. Although the syllabary cakra is a common phenomenon in
Tantra, I am still unable to unlock the entire scheme of this mandala due to the use of code
words. Just as problematically, the relationship between this mandala, both conceptual and
spatial, with the following cakras of the Nityapija is unclear in spite of instructions
preceding the arrangement of some of these cakras informing us of their orientation in
relation to the former. For instance, before the Paficapithacakra, we are told
yathapurvottaramandale and preceding the Paficavahacakra, taddaksamandale is given.
The issue is some of these instructions lead to repeated locations while instructions in
manuscripts KKA 2 and 1 often conflict. What we can be more certain of is the general
physical process by which this mandala is inscribed and the arrangement of the first five
layers and the periphery of the mandala. Having enchanted the space with mantras, a
square of 36 arngulas should be installed on top of which one places an @sana. We can
presume this @sana resembles the one we were instructed to construct earlier since the
measurements and formula for substitution by means of a red cloth in the case of the
absence of such a seat (tadabhdavad raktavastram) is the same. On this seat/red cloth is
placed an appropriate golden receptacle whose surface is smeared with a paste said by

MSS of Stemma A to be made from the viradravya which is a mixture of the pasicamrta with
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seven additional ingredients?!®. Stemma B expands upon this mixture, adding ground
camphor, saffron, deer musk, sandalwood and red vermillion. The mandala is thereafter

inscribed on to the paste with, according to Stemma B, a golden salaka.

We then come to the core of the mandala which is where the syllabary is placed.
Stemma A, which is preferable as explained in my edition, instructs us to draw a triangle,
pentagon, 16-petalled lotus, 12-petalled lotus and another 16-petalled lotus. It seems that
instructions for the installation of letters then proceed from outer to inner since we are first

D)
T

given the set of letters beginning with “a” and ending in “r” accompanied by the anusvara
(akaradirephantam sanusvaram). This gives us 44 letters if we include “ksa” to the list of
consonants before the semi-vowels beginning with “I” (16 vowels including the anusvara
and visarga, 25 stops, ksa and “y” and “r”) , the inclusion of “ksa” being a convention in
the Saiva syllabary?'’. This fits exactly the number of petals on the three lotus layers

(16 + 12 + 16) suggesting each letter can be placed on a petal of its own. We are then told
that the remaining six letters of the Saiva syllabary are deposited at the centre (madhye
sesasatkam) and at the very centre of those six comes “the letter passed down by tradition”
(madhye paramparyaksaram). The remaining group of six are “1”, “v”, the three sibilants
and “h” while the letter at the very centre should be the root vidya of the cult, which is
KHPHREM. Going by the remaining shapes in the mandala, the six letters and KHPHREM
must be laid out on the pentagon and triangle. The most logical arrangement would be to
place KHPHREM at the centre of the triangle and to deposit the remaining six elsewhere.

Five will most likely be placed on the sides of the pentagon but the location for the sixth

(“h”) is not known. Given the importance of the letter “h” in the Saiva system?, often

216 See Sanderson (2005), pp. 112 - 113 for the identity of these substances.

217 See Torzsok (2016) for the development of the Saiva syllabary and TAK, Vol. II, p. 152 for the
significance of ksa. For a discussion of the composition of this syllabary alongside its deposition, see Padoux
(1978), pp. 68 and 82 - 83

218 See for instance Vijianabhairavatantra v. 24.
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representing the enlivening force as the apdna, it is conceivable that it is deposited on one

of the sides of the central triangle or even at the centre beside or beneath KHPHREM.

Beyond these first five shapes (triangle, pentagon and three layers of lotus petals),
we are told to add a series of shapes which have been given in code as the vahni, sirya
and soma cakras. We can assume that these too are arrangements of letters, possibly
specific mantras, as they are said to be accompanied by prescribed letters (upadesavarnasahitam).
Even though the terms vahni/siirya/soma cakras or the mandalas of the three fires
(mandalatrayam) have common currency in Kaula texts, their exact meaning varies
according to traditions and even within the same tradition?!®. We cannot be sure of the
KKA'’s intention for this terminology. We should note, however, that this terminology of
the triple-fire mandala recurs in the Svatantrasthiticakra where they refer to an eight-
petalled (agni) and two 16-petalled lotuses (soma and siirya) containing respectively the

eight rddhis, 16 Anandacakra deities and 16 Miirticakra deities as already discussed in Ch.3.

Equally puzzling is the next shape beyond these three cakras. KKA 1 records the
name of this feature as ksecakra while KKA 2 calls it the khecakra, the latter perhaps
being preferable as an abbreviation of khecaricakra (the confusion of ksa and kha being
easily made in Newari script). A text that might provide insight into the appearance of a
khecaricakra as well as mandalas of the three fires is the Kubjikamatatantra (KMT)
where the Khecaricakra is the last and highest out of the Five Cakras of the subtle human
body and is comprised of the mandalas of the three fires embedded in one another.
These three mandalas contain multiple Khecaris on the 24 petals of the siryamandala,
16 petals of the soma and 8 petals of the vahni. In addition, similar to the instructions in

the KK A to draw these three mandalas accompanied by letters, in the KMT, we have the

219 See the entry for dhamatraya in TAK, Vol. Il which shows how these three circles are variously interpreted (p.
227)
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prescription to deposit a series of mantras or single letters on each petal of these
mandalas®°. Although it would be tempting to identify our khecakra fully with this
scheme found in the KMT, the indication that the khecakra is somehow outside of the
three fires rather than synonymous with it in the KKA proves a problem (tadbahih
khecakram). Finally, the mandala is completed with a square and three circular cakras
each in the cardinal directions of this square inscribed with four syllables each (jiim srim

sah phat; hitm hiim am krom; and hrim om ksaum glaum).

Visesarghapatravidhi and the Paficakalicakras

The Mandaloddharavidhi is followed by the listing of and instructions for orienting
the Raksacatuska and the 11 Nityapiijacakras. The arrangement and visualisation of these
have been discussed in detail in Ch. 2 and will not be examined further here. Vimalaprabodha
concludes this section by summarising the deities worshipped whose number totals 133
visesarghapatra alongside the gurumandala. For the visesarghapatra, the adept is first
told to chant the samaya and guhyasamayahrdaya mantras. He then “brings about”
(nispadya) a flame which is a heap of rays moving clockwise and anticlockwise with the
syllable phrem and prepares the ritual ground with the syllable Aim. It is likely that this
flame, due to the peculiar movement of its rays, is a mental exercise rather than an actual
fire. However, if it is physical, then this movement might be achieved by rotating the fire
one way then the other. Imagining the contents of the patra to consist of soma, siirya,
agni, vayu and vyoman, he lays out five patras representing each of these elements and

worships them as follows: Soma in the North; Siirya in the East; Agni in the South; Vayu

220 See Heilijgers-Seelen’s (1994) study of the cakras of the Kubjikamata (pp. 161 — 180). Although this text
is from a different Kaula tradition to the KKA, much material, especially mandalic, is borrowed from it as
we will show in our discussion of the KKA’s list of 24 pithas.
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in the West; and Vyoman in the Centre. The patras are appended with the honorific
amrtapada suggesting they contain the so-called pasicamrta of the Kaula. They are then
worshipped for a second time, this time seen as the divine couple who commonly represent
liquor, Anandabhairava and Anandabhairavi??!, and three principal mantras of the Krama
(the samayahrdaya, guhyasamayahrdaya and mahdasamayahrdaya). The adept then chants

222 Having worshipped the patra again with the rudramantras and

a 129 syllabled mantra
having perfumed it while chanting the mahdasamayahrdayamantra, he concludes the rite

by displaying five mudras (sankhapadmatarjanivisphurakarankinimudrapancaka).

Once the visesarghapatra is prepared, the adept is fit to worship the Five Kalis. We will
only touch briefly upon the worship of the phases of the Five Kalis since the arrangement
of their cakras and visualisations are discussed at length in Ch. 2. Before the elaboration
of these cakras, the sadhaka is first instructed to worship the seven seats of the goddess
accompanied by their mantras. The mantras for the five pretas had already been given in
the asana section of the Sanyasadhyanavidhi while the mantra for the Bhairavasiva seat is
given here for the first time (phah phuh phrem hah hiim phat). Then comes a highly cryptic
instruction to worship the goddess - probably the Supreme Guhyakali in the form visualised
earlier in the Sanyasadhyanavidhi (pirvoktadevisvariipam) - as flashing forth from the five
mandalas (most likely the mandalas of the Five Kalis) accompanied by the movement of
letters (anijikaksarasamcaraparnicamandalavikasatpiirvoktadevisvariipam). Particularly
problematic here is the seemingly meaningless term arijika recorded by all MSS. The compound
which presumably furnishes more information on subsidiary components out of which this

central Kalt is manifested is equally puzzling

221 This deification of liquor contained in the arghapdtra is a common phenomenon in Kaula practice and is
recorded numerous times in the TA. See Sanderson (1995), p. 82.

222 KKA 1 adds phat svaha making the number of syllables 132. It is possible that the original intention was
for the mantra to be 133-syllabled to mirror the number of deities worshipped in the Nityapiijacakras but
some of these syllables have been lost or are corrupt.
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(dasacakranavacakrasaptadasaksaranavaksarasrstisamharaprayogena). As examined in
Ch.3, the core Guhyakaliyantra of the HRT, MKS and PT do contain the central Guhyakali

surrounded by the Five Kalis but do not make mention of any letters from which she emerges.

Although we are unable to fully elaborate its composition as it would require a
chapter in its own right, the Guhyakaliyantra of the GNP may provide some clues given
the greater proximity in the schema of routine worship between this paddhati and the KKA.
At the core of the Guhyakaliyantra of the GNP (ff. 1413 - 26v2), we find a hexagon on
whose sides are installed six different mantras and at whose internal corners are found the
cakras of the Five Kalis beginning with the Srstikalicakra on the Eastern corner and
ending with Bhasa on the Northeastern. The sixth corner in the Northwest is occupied by
the Kalikastra whose identity we discussed in Ch. 2. The supreme Guhyakali is at the
centre of this hexagon and is encircled by the thousand-syllabled vidya. It would be
tempting to see the KKA adopting this system as well. However, without further context,
we can only assume that the GNP gives us an approximate idea of how the worship of the

central Guhykali alongside letters may be conceived.

Following this enigmatic section is the description of each of the Kali cakras.
The pattern for their worship and visualisation is common to all five phases. First, the
ancillary deities of the cakra are listed followed by their visualisation and a description of
the central Kali of that cakra. Then comes the 17-syllabled mantra and 100-syllabled
mantra particular to that Kalt and the conclusion of the worship with the generic nine-
syllabled vidya. The only divergence from this pattern is the instructions at the end of the
Bhasakalicakra where a mantroddhara is provided. However, as Sanderson has shown in

relation to the KKA and four other texts??®, this mantroddhara is merely the code for the

223 Sanderson (2007a), p. 83, fn. 160 and p. 279
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17-syllabled vidya specified earlier which is in the form of the nine-syllabled vidya with
its conjunct letters separated (ma-e-kha-pha-ra-ma-ha-ca-na-da-ya-o-ga-e-$a-va-r). At the

conclusion of the Bhasakalicakra, we are told to proceed on to Gurupanktyarcanavidhi.

Gurupanktyarcanavidhi

The Gurupanktyarcanavidhi is problematic on account of the presentation of three
separate lists of gurus in the KKA that do not align. The first list occurs as part of the Verse of

Obeisance at the very beginning of the text and is comprised of seven figures as follows:
1.Viévamitra 2. Vasistha 3. Srikantha 4. Kundali$vara 5. Srikrodha 6. Mina 7. Talanka

The second list occurs in the Gurupanktyarcanavidhi itself and comprises the group

to be installed onto the Gurumandala as follows:

1. Anadigurunathapada 2. Srikanthanatha/ Srikalamba
3. Bhismabhairava/Bhismabhairavi 4. Sivanatha/Amba 5. Viranatha/Candaviresvari
6. Visvamitra/Cetana. 7. Vasisthaguru/Arundhati 8. Anantanatha/Kalakantha

9. Guhyasiddha/Raktes$vari.

These are described as the revealers of the Pasicacamara, the scripture on which
the sequence of worship in the KKA is based as the opening verses inform us. With minor
emendations to the text as discussed in my edition, the scheme for the mandala seems to
be the installation of the first guru on the pericarp of the lotus followed by the first four
couples (2 — 5) on the petals at the cardinal points and the last four on the petals at the

intermediate points.

The third list comes immediately after instructions for the Gurumandala

comprising the following five figures:

1. Bhairava 2. Bhairavi 3. Yoginicakra 4. Minanatha 5. Varadeva
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In these lists, we find a mix between Vedic rsis such as Vasistha, Visvamitra and
Durvasas (Krodha is one of his epithets on account of his legendary wrath) as well as
important figures of the Kaula. Therefore, in the first and second lists, Srikanthanatha??*,
Siva’s manifestation on earth as a human guru to propagate the Mantramarga scriptures,
is found. Likewise, in the second and third lists, Minanatha??®, the guru of our current age,
the Kaliyuga, responsible for saving the Kaula scriptures from the belly of a fish, is also
listed. The third list contains Varadevanatha, one of the Rajaputras (prince) who propagate

the lineage after Minanatha??®

as well as the Yoginicakra, most likely a reference to the
clan of yoginis helmed by Mangala who passed the Krama teaching on to human teachers

in the Uddiyanapitha.

The main issue is how to reconcile these three lists, especially when the same
figures appear in two or more lists in conflicting orders. For instance, in the first list
Vasistha precedes Visvamitra who both precede Srikanthanatha. This situation is reversed
in the second list. This might be explained by the fact that the way the second list is presented
is not chronological but corresponds to the layout of the mandala. Therefore, the gurus
located in the cardinal directions are named first followed by those in the intermediate
directions. The sequence here can possibly be discounted. Nonetheless, since the figures
are repeated, we cannot treat these lists as entirely separate and some relationship must
exist between them. A possible explanation is that the second list applies specifically to the
gurus associated with Paricacamara scripture while the first and third lists are more generic
or that the second list is somehow an elaboration upon the first or third. However, the precise

nature of the link can only be confirmed once more relevant material comes to light.

224 For his role as the semi-divine propagator of Saiva scripture, see TA 1.9 and TA 37.13-17

225 For a more detailed discussion of this figure as the promulgator of Kaula scriptures, see Dyczkowski
(2009), Intro. 2, pp. 273 - 274

226 These Rajaputras are found as figures 9 — 20 in the Sthiticakra as seen in table 13 of Ch.2. Moreover, a
chart of the Rajaputras and their details can be found in Dyczkowski (1988), p. 70.
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The fact that the KKA draws on multiple Krama scriptures for its rites with Tantric
scriptures commonly known to have their independent transmission lineages may also

explain the complexity of the guru lists in our texts.

These differing lineages are further complicated by the presence of another list of
gurus found in GNP who are to be propitiated after the installation of the Guhyakalimandala
towards the end of the entire sequence of worship (ff. 29r5 — 29v4). As mentioned in Ch. 3,
the list corresponds to eight out of the 16 guru figures who are amongst the so-called 54
Kabandhas on the outer enclosure of the Guhyakalicakra according to the UPV. However,
the GNP supplies us with additional information in the form of the number of disciples
each guru had. Thus, we are given the following list: 1) Srikanthanatha (eight disciples)
2) Durvasa (16 disciples) 3) Vyomesadevi (15 disciples) 4) Vasistha (20 disciples)

5) Andhaka (16 disciples) 6) Dasakanda (5 disciples) 7) Minanatha (three disciples)
8) Hayagriva (29 disciples). As we can see, four names match those found in other lists

while four others are unique to this list.

Mudravidhi and Japavidhi

Following the worship of the Gurumandala comes the Mudravidhi. Here, the adept
is told to display 54 mudras to the goddess accompanied by their specific mantra. Since
the mudras are called astramudra and they number 54, we can assume that they somehow
correspond to the 54 hand implements of Guhyakali and their mantras are also those said
to accompany these implements in the Sanyasadhyanavidhi. Only nine mudras are listed
here (damstrini, leliha, kapalini, kalasamkarsant, samayakari, vikarala, bhramani,
kundala and visvakald), the rest being known orally through the lineage of the gurus.

More on this rite has already been discussed in the context of iconography in Ch.1.
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The adept then performs the Japavidhi by which he creates and enchants a rosary
used for the counting of mantras. He should grasp a rosary with beads alongside the meru
bead (the central-most bead) made out of human bones and threaded with silk and
sprinkled with liquor, the threaded rosary having the form of a necklace (gopucchakaram).
Or alternatively, the beads are made from other materials (pearl, rudraksa, crystal, lapis
lazuli, coral, gajamukta®’, putrajiva seeds). The rosary should have 108 beads or half that
number and should be held in the left hand. He should imagine himself from the tip of the
toe to the top of the cranium as pervaded sakti and flowing with inner channels comprised

of mantras. He should then recite the 15 or 17-syllabled mantra (depending on either

KKA 1 and 2) as many times as possible.

Dipavidhi

The next rite discussed is the Dipavidhi, the method for making lamps that are
offered to deities as well as human recipients for consumption. Both functions will
become particularly evident in the naimittika rites. The reason why the instructions for the
Dipavidhi and Carukavidhi which will include instructions for the creation of lamps,
pinda, mudrd and bali offerings are given at this point is because these upacaras will be
used in the complex rites that follow this section of the KKA, including the Cakrakrida,
Kumarivatukarcana, offerings at the end of the Svatantrapaficakalicakras and the
Mahasivaratri rites. Likewise, the Tarpanavidhi is described here since subsequent rites

will often conclude with the libations (farpana) to satiate deities.

First, we begin with the lamps. These lamps in many ways resemble those in other
Kaula contexts, including the Tantraloka’s (TA) 29th Ahnika where the lamp is significant

enough to be amongst the frirahasya (the three core components of Kaula worship which

227 These were traditionally believed to be pearls found in elephants’ heads but are in fact dentine formed in
the cavity at the top of an elephant’s tusk.
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also include the dhaman (earth) and arghapatra®?®). The appearance of these lamps also
resemble their description in v. 72 of this chapter of the TA where they are said to be
round, furnished with a red wick and fed with ghee?®®. The difference seems to be that
whereas in the TA, at least according to Jayaratha’s commentary, the dough of the lamps is
used as a substitute for human flesh (tatra ca mahapasupratinidhitvat dipacaror eva
pradhanyam?®®), in the KKA, the flesh becomes an actual core ingredient of the pinda
offering on which the lamp is eventually placed, although the mamsa mentioned here
might refer to beef rather than human flesh. Likewise, the lamp is to be fed with cow ghee
in TA 297! while here, an option for the wick oil is human fat (naraghrta), an ingredient
which is no longer optional but essential when it comes to the lamps of the Mahasivaratri
(described there as mahataila). The KKA therefore lays greater emphasis on the
antinomian character of the dipa. Indeed, Sanderson has noted the intensification of
heteropraxy of the TA’s offering of lamps by other Kaula texts (Kaulavalinirnaya,
Sarvollasatantra and Uttaracaruvidhana)®?. These versions also approximate the
instructions found in the KKA, showing a certain standardisation for the more antinomian

methods for the creation of lamps.

To make the five round lamps, the adept first mixes a mixture of three spices
known as trikatu (dried ginger, long pepper and black pepper) with red rice flour mixed
together with mead and liquor. Here, I take the term paridhi which describes the lamps to

)23 is also mentioned in the TA. Then the red

mean round, since their roundness (vartula
wick should be lit with oil made from either cow or goat ghee or human fat. I have understood

the nara in the compound naragochagaghrtena to mean human fat rather than human ghee

228 TA29.14-16

229 TA 29.72 and commentary

230 TAV 29.54

231 TA 29.72 — 73 and commentary and TA 29.16a and commentary
232 Sanderson (1995), pp. 82 - 83 and fn. 234 and 235

Z3TAV 29.72
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as the production of the latter seems implausible while the lamps in the Mahasivaratrividhi
are described as lit with human fat (mahatailapradiptadipastakam). They are then sprinkled
with liquor. The compound madydstrena is slightly ambiguous here. It could refer to the
liquor itself as an astra (weapon), its sprinkling having purificatory or defensive purposes or
it might be a dvandva meaning that the sprinkling of liquor is accompanied by the astramantra
(the latter is perhaps more convincing). The worshipper then places the lamps on a container
filled with red rice. Next to each lamp, he should then place a pinda ground with flesh and
its fluids (mamsarasamarditapinda) and containing a list of rare ingredients that include
three parts camphor, musk, aloe and simhanada (a type of guggul used in ayurvedic recipes)
mixed with human, cow, goat, buffalo and rhinoceros semen. He should then light this
pinda with the flame of the lamp and place each lamp on top of one of the five pindas.

He should chant the 17-syllabled mantra®** five hundred times while stabilising the container for

the pinda and lamps atop his head®®

. Once the chanting is complete (samaptau), he should
move in a circle five times anticlockwise. Each time, he places a pair of pinda and dipa in

one of five directions (the Northeast, East, South, North and West).
Carukavidhi

We then enter the section known as the Carukavidhi in which instructions for
mudra and bali offerings are made. These will be paired with the lamps and pindas.
The caru/caruka is usually understood as “a rice offering, which is then rendered more
236

powerful through the addition of impure substances such as human flesh, meat and wine

It is possible that the five carukas in the KKA are known as mudraparicakam because

234 The reason for seeing this unnamed vidyd as the fivefold 17-syllabled mantra particular to each Kali is
account of the qualification dipavat (“as with the lamps”) after the instructions for the chanting of this now
mentioned mantra before the installation of the pindas.

235 Although this might seem a peculiar practice, the act of carrying lamps deposited on a tray before their
installation is still observable today in the Kathmandu Valley, making this interpretation probable.

236 TAK, Vol. 111, p. 595
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the base with which the impure/more rarefied ingredients is mixed is made from grain,
mudra being a common Tantric code for grain and cooked grain being one of the

237

admissible primary ingredients for this offering™’. The adept is instructed to create these five

offerings from a mixture of various meats, fish, foods, clarified butter, sesame oil, kafu?®,
unguents and alkali, he should place an appropriate flower on top of each caruka. He enchants
them with the five 17-syllabled mantras particular to each of the Five Kalis and then
installs them in the same way as the lamps (dipavat). He does so by first chanting the five
100-syllabled mantras. Once complete, he then moves in a circle, this time clockwise,
placing the mudras in the same locations as the lamps (the Northeast, East, South, North
and West). He forms the bali offering by extracting them from the caruka (carukoddhrtena),
possibly meaning small pieces of bali are broken from the pinda and mudra. These are
then offered alongside the lamps to four groups of deities accompanied by the chanting of
mantras particular to each group. These mantras contain vivid descriptions of the deities
and end with a supplication to seize the offering. The first is Ganesa alongside his consort,
who is described as an elephant in rut surrounded by the buzzing of a group of bees
(bhramaralijhankaronmatta). The second mantra is to Vatuka who is described as having
flying tawny locks with wild laughter and drunk on liquor. This is followed by the offering
to the Bhiitas, Yoginis, Matrs, Dakinis and the goddesses of the Paficavahacakra (Khecar,
Dikcar1, Gocar1, Vyomesi and Bhiicar1 who is here called Bhiitapatni). The peculiarity of
this mantra is it ends with kraum instead of the traditional svaha found in the other mantras.

Finally, comes the mantras to Ksetrapala. It should be noted that the offerings are oriented

to face the deity to which they belong as denoted by the preposition agre. Moreover,

BT TAK, Vol. 11, p. 232
238 This term is most commonly used in an adjectival sense to mean “pungent/acrid” but here it likely refers
to one of the medicinal plants that go by this name.
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the mantra for bali offering in the KKA very closely resembles what is found in the GNP

(ff. 29v4 — 31r4).

Tarpanavidhi

After this comes the Tarpanavidhi. The adept should place all 11 cakras on the
palm of his hand, each with their own mantra, using drops of the argha. After invoking
them (prarocya) with the ring finger and thumb of his left hand, he satisfies the five Kalis
in sequence with his five fingers beginning with Srsti associated with his ring finger and
ending in Bhasa represented by his thumb by means of what dwells in the argha (arghasthena).
This most likely means he dips these five fingers into the liquid. The use of each finger to
represent one of the Five Kalis is a common one and is found extensively in the GNP. In
this text, following the installation of each Kali cakra, two fingers are used to worship
each Kali, the two thumbs for Bhasa, the two forefingers for Anakhya, the two index

fingers for Samhara and so on.

After this worship with the fingers, the adept places three drops of argha on his
tongue. He extols and pays obeisance to the goddesses then carries out the worship of the
clan of yoginis. He imagines the five Kalis as one and recites the samayavidya three times.
After grasping a single flower with his left hand, he rotates the flower anticlockwise over
the 11 cakras, which are presumably on his right hand and represented by the aforementioned
drops of argha. The act of rotating the flower is perhaps the gesture by which the ancillary
deities dispersed on his hand are collected, ready to be unified and absorbed into Bhasa.
Following this comes instructions that are somewhat cryptic (¢rikiitim dhyatva paranmukham
argham dattva). | tentatively interpret this as “having meditated upon the tripod (which
supports the argha), he should then place the argha downward (upon the tripod)”. However,

the exact purpose of these two gestures and whether he allows the argha substance to spill
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while placing it downward is left unanswered. He then enjoins all deities in Bhasa.

He thus imagines each of the five Kalis dissolving into the succeeding Kali sequence until
we reach Bhasa. The description bhdasa bhdasayam indicating that Bhasa is absorbed into
herself is confusing and seems to be an explanatory statement that since there are no
further Kalis for Bhasa to be absorbed into, we should see her merging with the central
Guhyakali (bhasa guhyakalyam eva). Meanwhile, the puzzling ekadha, dvidha etc. after
each Kalt might be in the sense of “firstly”, “secondly” and so forth or be related to mantra
recitation, indicating that the mantra is recited once for Srsti and is increased by one for

each following dissolution.

Cakrakridavidhi

Vimalaprabodha now gives us instructions for one of the lengthiest and most
important rites, the Cakrakrida or orgiastic worship. This is carried out by inviting groups
of worshippers of different classes to a site occupied by human yoginis. There, they take
their specially prepared seats, are offered food and drink and worship the deities of the
Krama after which orgiastic activities ensue. I will not describe this rite in great detail as
the KK A’s section on it has for the most part been edited and discussed in detail by
Sanderson (2007b). The segment not recorded by Sanderson concerns the mantra for the
samayabali which articulates the supplication for three classes of beings to seize the
samayabali as follows: 1) viras, bhairavas, nathas, ksetrapalas, bhiitas and damaras who
are said to dwell in all the various categories of sacred sites 2) a reconfiguration of the
Paficavaha deities so that they become six by excluding Vyomes1 and including Mantracari
and VidyacarT (these are said to dwell in the cakras of worship) 3) the central goddess here
called by her archaic names Candayoges$vari and Samkarsanakali who is said to occupy
the cult’s mandala and embodies its vidyas and mantras. The mantra for this bali offering

shows it moving away from the traditional idea of presenting bali as an appeasement to
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peripheral but dangerous deities towards being simply another method for the propitiation

of the central deity of the cult.

Kumarivatukarcanavidhi

Vimalaprabodha instructs those who are unable to carry out the cakrakrida to
undertake worship of Kumart and Vatuka, the source for which he claims is a now lost

239 preached by Srikanthanatha. The worship of Kumaris was

scripture known as the Hatta
a pervasive practice as seen through the references and descriptions of this worship in
multiple scriptures, especially those of the Kubjika tradition?*’. The s@dhaka summons the
KumarT and Vatuka who are black and white and leads them to the ritual ground. He then
carries out preparatory purification on the seats including sprinkling and wiping and
installs them there. He worships the Five Kalas on the Kumari seat and the sun, moon and
fire lotuses on the Vatuka seat. The Five Kalas on the Kumart seat evidently refer to the
Five Brahminical deities at the base of Guhyakali’s throne but the identity of the triple fire
lotus is not entirely clear. As already noted in the Mandaloddharavidhi, the symbolism of

these three fires is polyvalent. A possibility would be to equate them with the triple fire

lotus from the Svatantrasthiticakra representing the Anandacakra, Miirticakra and 8 rddhis.

The adept proceeds to worship the two with the anandakiita mantra
(hasaksamalavarayiim) and invites them to be seated preceded by the washing of their
feet. He then worships the Five Flow deities (cakra 2) in front of the Kumari and the
Paficapithas (cakra 1) in front of Vatuka and offers them a tilaka preceded by argha.

Both are satisfied with substances such as liquor and meat together with the samayabali

239 The peculiar name of this Tantra could be an abbreviation of Srihatta, which is the ancient name for the
modern district of Sylhet (see the entry for this term in Monier-Williams Dictionary) and thus denote the
scripture’s place of reputed origin. This is likely given that Sylhet was known to have been a centre of Sakta
Tantra worship.

240 TAK, Vol. 11, pp. 115 - 116
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(possibly the bali whose method was prescribed earlier), Vatuka being propitiated through
the sequence of the 11 Nityaptjacakras that precede the 5 Kalis and Kumari with the
cakras of the 5 Kalis. Then comes an elliptical statement (kalagnirudrasthane sthirikrtya)
which translated literally means “having stabilised/fixed (them) in the place of the
kalagnirudra (the toe)”. Given that a similar prescription is found in the Japavidhi in
which the adept is told to imagine his body from the toe upwards pervaded by sakti
(kalagnirudrasthanad yavac chivayatanam saktijvalaprakasitam mantranadikasvaripam
dhyatva), we might propose an analogous interpretation here. It is possible that the adept
should imagine Kumart and Vatuka along with their associated deities as fixed in his toe
before the dismissal of the physical pair so that in their absence, they are somehow still
present in his body. After the conclusion of the worship, Vimalaprabodha citing the
Dvipamata, states the benefits of the Kumarivatukarcana. It is said that the specific fruits
derived from worship of Viras, Bhairavas and Siddhas are also received by worshipping
the Kumarivatuka. This is because Kumart is Kalt and Vatuka is Bhairava while all cakras

are pervaded by their emanations.

Praya$cittavidhi

Vimalaprabodha then proclaims the method for vidhilupta (transgression in practice)

2

spoken of in a text known as the Rgjesvara®*! in order to make amends for a defect in ritual

due to the complacency of the sadhaka. The worship should be performed where there is a

242

lone tree, lone /inga, cremation ground, the confluence of rivers=* or in front of a sacred

scripture?®. This is one of the most complex rituals of the KKA and involves two steps as

241 See the Appendix for further discussion on this text.

242 This is my translation for the term samgama since if it denotes an outdoor physical location, then
“confluence” is the likely meaning. However, we should keep in mind the open-endedness of this term.

243 1 understand vidydpitha as sacred scripture since worship in front of book on various occasions is known
as Vidyapithaptja. See TAK, Vol. III, p. 488. The compound kramdagre, however, is more ambiguous and has
not been understood by me.
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alluded to in Ch. 3 — the drawing of a mandala on purified ground and the deposition of
elements of this mandala onto the worshipper’s body parts. The arrangement of the

mandala, as far as I can ascertain, is from the centre as follows:

1) Black seeds. It is possible to understand the Five Kalis as located on these seeds
since we are told in vv. 9 — 11 of the Prayascittavidhi to worship these Five beginning with
the Rasmis, which is another name for Kalis of the Bhasacakra, followed by the sequence
of Srsti to Anakhya after one has worshipped the Five Kalasanas who are located on the
lotus’s pericarp. Since the location of the Five Kalis in the mandala is not given while the
seeds, which are the central-most element of the mandala, remain unoccupied, it is highly

likely that they are located here.
2) A yellow pericarp comprised of the Paficakalasanas.

3) Top, middle and lower filaments that are white, yellow and red occupied by the
four vedas, four pithas of the Kaula inhabited by their resident goddesses (Uddiyana with
Chippini, Jalandhara with Dhivari, Piirnagiri with Pulindi and Kamartipa with Dombi1) and
the possibility of another unknown group of four. The clue to the identity of the third
element in the filaments might be found in the perplexing compound gadin in v. 9ab.

One interpretation is this compound could be an abbreviation due to metre for yugadin.
The yugas are commonly paired with the pithas in other mandalas of the KKA (see for
instance the 16-petalled lotus in the Svatantrasthiticakra) and are coupled with the vedas
as part of the goddess’s throne in other texts of the Krama as shown in my discussion of
the throne of worship in Ch. 1 of this thesis. Another possible group of four housed in the
filaments would be the Raksacatuska since ga according to lexicographers?** can mean

Ganesa, thereby causing gadin to mean “the group which begins with Ganesa”, Ganapati

24 See entry for ga in Monier-Williams Dictionary.
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being the first out of the four guardian deities worshipped as the Raksacatuska (see table A
in Ch.2). A final interpretation is to see gadin as a shortened form of rgadin due to the
constraints of metre in which case it would correspond to the later compound vedapithakam,
giving the sense that the four pithas and vedas ‘beginning with the Rgveda’ should be
installed on the four filaments. However, with this final interpretation, one level of the

threefold filaments would be missing a set of occupants.

4) A circle of eight lotus petals made of three layers representing three categories

of sacred sites as follows:

4.1) The ksetras which are 1) Prayagaksetra occupied by Vesya 2) Varanasi with
Saundini 3) Kollapura with Kaivarti 4) Attahasa with Khattiki 5) Jayanti with Rajaki 6) Caritra

with Chippika 7) Ekamra with Kanduki 8) Devikota with Kosati.

4.2) The upaksetras which are 1) Viraja inhabited by Ambika 2) Eruda by
Agnivaktra 3) Hastinapura by Pingaksi 4) Elapura with Kharanana 5) Gokarna with

Gokarni 6) Martka with Mani 7) Sﬁnagara with Vetra 8) Piindavardhana with Camunda.

4.3) The samdohas which are 1) Purastira inhabited by Prasanna 2) Prsthapura
by Vidyunmukht 3) Kulita by Bala 4) Strpara with Brahmanana 5) Ksirika with
Lokamata 6) Mayapuri with Kapila 7) Amratike$vara with Mani 8) Rajagrha with

Bhagnanasa.

5) Eight doors presided over by the eight dikpatis starting from Indra in the East
respectively coloured red, flame-coloured, black, dark (nila), dark (syama), grey, pale

(pandu) and white.

6) On the outer enclosure of the mandala is a black protective line

(prativaranarekham) with golden gopuras with red borders.
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An additional, eight doors representing the gateways to the pithas, upapithas,
ksetras, upaksetras, samdohas, upasamdohas, melapas and upamelapas are also worshipped.

The locations of these on the mandala are not given so their worship could be purely mental.

Following the drawing of the mandala, the adept then installs the 28 sacred sites
found in the pericarp (four pithas) and the lotus petals of the mandala (the 24 ksetras,
upaksetras and samdohas) on his body parts. He starts with the four pithas on his face in
an order that is different to the way they are listed in the mandala beginning with Kamartipa
on his two eyes and ending with Uddiyana on his two ears. This is followed by the installation
of the eight ksetras, again in a different order and with some variants. Indeed, the jumbled
order and existence of minor variants occur in all three classes of sacred sites (ksetra,
upaksetra and samdoha). The ksetras are placed on the body parts beginning with Attahasa on
the crest of his head and ending with Sripitha on his two shoulders. After these are the
upaksetras starting with Viraja on his throat and ending with Paunda/Pundavardhana on
his left testicle. Finally, he installs the Samdohas which start with Purastira on the left

shoulder and end with Rajagrha on the left ankle.

Among the ksetras in the nydsa, Ujjayini/Ujjaini?*® (5) and Sripitha (8) replace
Ekamra and Devikota from the mandala. For the upaksetras, we have Alampura (11)
instead of Hastinapura, although these could be synonymous. Meanwhile, Kundakesi in
the nyasa for the samdohas replaces Kuliita. There are also a few variants in spelling
between the two lists which are clearly to be taken as identical sites (Paunda/Punda and
Supara/Saupara for instance). These variants are also largely common to both manuscript
stemmas. This indicates that the KKA may have employed sets of sacred sites from two

near identical but different traditions/Tantras for the mandaloddhara and nydsa sections of

245 This is found with the variant spellings Ujjent and Ujjani in KKA 1 and 2 respectively.
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this chapter as suggested by the epilogue of the Prayascittavidhi discussed later. A list of
24 sacred sites whose composition is largely similar to the two groups found in the KKA’s
Prayascittavidhi is a prevalent feature of Kaula literature. In the notes to his edition of the
Kumarikakhanda of the MBT, Dyczkowski has closely compared seven texts containing
the 24 sites — the MBT, Jayadrathayamalatantra, KMT, Kularatnoddyota, Srimatottara,
Satsahasrasamhita as well as the two versions (mandala and nydsa) found in the KKA —
in order to discern the variants. I have therefore not undertaken such a comparison myself
but have only noted the variants between the two lists within the KKA itself. Those

)246

interested can refer to Dyczkowski (2009)* in which an analysis of sources that also

contain 24 as well as the full 64 sacred sites, including the KK A, has also been provided.

I will however discuss two points not yet fleshed out by Dyczkowski — the comparison
of iconography of the resident deities of these sites and the context or function for their
recitation/installation in other texts. I use the KMT where the pithas appear as part of the
Pithastava (22.23 — 46) as a point of comparison because its list of site names is arguably
the closest to the KKA’s out of all those examined by Dyczkowski. The iconography of the
resident yoginis of the sacred sites has been touched upon in our section on the colonisation of
orthodox iconography. It should be further added that the KK A creates a far more systematic
and symmetrical scheme in the configuration of the iconography of the 24 deities than
other texts. The basic model for the yoginis of the sacred sites in the KKA is to portray
them with four hand implements, the two on the right being an implement of a displaced
dikpati and the boon granting gesture and on the left, the fearlessness gesture and an
implement particular to each class of deities (for the identity of each goddess’s dikpati
implement and class distinctive implement, see Ch.2). The KMT has a similar iconographic

scheme to the KKA for the first eight goddesses in that they each bear the implements of

246 Dyczkowski (2009), Vol. II, Part I, pp. 421 - 445



190

the eight dikpatis. These eight are the same as the yoginis who are residents of the ksetras
in the KKA but they are not labelled under the category of ksetra in the KMT. In spite of
this, the remaining 16 yoginis of the KMT are no longer assigned hand implements in
accordance with the dikpatis. Moreover, most of the KMT’s 24 yoginis are described with
only one implement and not four like the KKA. This means that the KMT’s goddesses
cannot be split into three groups of eight according to distinct implements particular to
each group as is done in the KKA. The more structured approach of the KK A thus reflects
its attempt to categorise the 24 sites into groups of eight, a systematisation seemingly

missing in other texts and already highlighted in relation to all 64 yoginis in Ch.3.

As for the function and the method of carrying out this pitha worship, we can again
compare the KKA with the KMT. For certain texts, these pithas and their nydsa are
incorporated without any reference to prayascitta as shown in Abhinavagupta’s prescription
for their use in TA 29 in the context of the worship of the Krama’s four phases applied to
the object of knowledge (prameya)**’. However, the KMT shows that the expiatory nature
of these pithas must have been pan-Kaula. Thus, the context for the proclamation of the
Pithastava in the KMT is Kubjika’s question to Bhairava as to how a sadhaka who has
caused the mandala of the tradition to become defective as a result of his complacency and
thus is plagued with obstacles should become pure again.?*8 The same reasoning is to be found
in the Kumarikakhanda of the MBT (16.24 — 27) whose pitha worship mirrors the KMT’s.
After the stava, the expiatory results of the pithas are again emphasised by the KMT which
states that even those joined with heinous sins (yukto’ pi patakair ghorair) may be
esteemed again®*®. Such crimes include matricide, patricide, Brahminicide and the killing

of cows but also sins pertaining to ritual faults more in line with the KKA’s reasoning for

24T TA 29.66 - 67
248 KMT 22.18 - 19
249 KMT 22.47-50
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this rite such as breaking a pledge vow (samayacyutah) or defectiveness in mantra recitation
(mantracaravilupto’ pi). Arguably, the KMT and the KKA show that the Kaula draws on
the more ancient and pan-Hindu traditions of tirthayatra whereby travel to a number of
pilgrimage sites may expiate one’s sins and grant desired boons. However, the Kaula
provides a novel solution to this by imposing its characteristic method of mapping the
macrocosmic onto the microcosmic or in this case sacred geography onto the body of the

worshipper, thus forgoing the need for real pilgrimage.

Interestingly, the KKA hints at an additional benefit beyond expiation to this rite at
its conclusion (sadhakasya suddhir bhavati. abhistaphalalabho bhavati). We are not told
what this “desired fruit” that the s@dhaka receives is but we can turn to other texts for clues.

It appears that the KKA has retained the two-fold (expiation and boon-granting) purpose of
this rite that features more prominently in the KMT. Here (16.62 — 67), the desired fruits
listed include safety from all kinds of dangers, supernatural powers, sons, wealth and
knowledge. Since the KMT is close to the KKA in many aspects of this rite, we can
assume that the KMT’s list is what is also roughly meant by abhistaphala in our text.

This list is enumerated more extensively still in the Kumarikakhanda (16.30 — 16.37) and
Satsahasrasamhita where even communal benefits are included, such as victory in battle for the

kingdom and an end to drought and disease (34.59 — 61).

Finally, we may compare the raising of the mandala for the 24 sacred sites found
in the KK A with the versions of the KMT and Satsahasrasamhita, the latter two being
largely similar. Several differences exist in the versions presented by the KKA on the one
hand and the KMT/ Satsahasrasamhita on the other. Firstly, according to the KMT
(22.55 — 58) and Satsahasrasamhita (34.63-68), the 24 sites are distributed into groups of
six, each located at the cardinal directions of the mandala. The KKA, however, has these

sites arranged on three concentric layers of eight lotus petals. The KKA’s solution is more
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suited to its schema which sees the 24 sites split into three distinct groups of ksetras,

upaksetras and samdohas, each conforming to an iconographic template.

Another significant difference found in the KKA is that it adds figures unique to
the Krama into the innermost layer of the mandala. Thus, the centremost space of the
mandala - the seeds — is occupied by the Five Kalis replacing the pitha of Hiranyapura
which is at the centre of the mandala in the two Kubyjika texts. After this comes the inhabitants
of the pericarp also exclusive to the KKA - the Paficakalasanas or deities at the base of
Guhyakali’s throne. The two known groups in the lotus’ filaments — the four principal
sacred sites (Uddiyana, Jalandhara, Purnagiri and Kamartpa) and the four vedas —
are likewise absent from the KMT’s pithamandala. These four principal sites, however,
are found in the Satsahasrasamhita whose mandala is more elaborate than the KMT’s.

In this Tantra, they are arranged on the sides of a square enclosing the mandala’s centre.
Missing from the two Kubjika versions are also the eight guardian deities present in the
KKA who are placed at the mandala’s doors which are coloured according to their
compass points. Finally, the Kubjika versions of this rite prescribe ritual paraphernalia
missing from the KKA. In the two Kubjika Tantras, lamps are installed in the locations of
the 24 pithas in the outer rim of the mandala while a jar is placed at the centre®®. All of
the above differences prove that although the KK A may have been deeply influenced by

the Pascimamnaya formula for this rite, it came to develop a version uniquely its own.

An attempt should also be made to unpack the concluding section of the rite.
According to the KKA, the nyasa of the 24 sites ends with the chanting of the 24 Pithaslokas
learnt from the mouth of the guru. This is likely a reference to the versified list of pithas

known as the Pithastava in the KMT. The KKA also provides an alternative to the 24-fold

250 See Satsahasrasamhita 34.125b — 26a and KMT 22.58b -59.
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nyasa in the form of the worship of all 64 sites followed by their extolment in slokas.
Presumably, these sites are those that will be enumerated in the Svatantrasthiticakra.
Although no slokas are articulated in the KKA, an idea of them can be gained from the
hymn praising 64 sites found in Kumarikakhanda ®*. A more cryptic element is the
statement that the rewards of the rite will be reaped after the cakrakrida (cakrakridante).
I interpret this to mean the enactment of the Cakrakridavidhi to complete the rite. Although
Dyczkowski does not note this element of the KKA’s worship, he brings to our attention a
comparable concluding step in the Satsahasrasamhita’s rite where the adept offers
blessings then begins to “play” (kridam samarabhet), attracting the yoginis and their
consorts who possess their human hosts?®2. The #ika to this passage makes it evident that
this play is a sexual one. The interpretation that ritual intercourse should complete the
Prayascittavidhi is backed by the fact that it is also performed at the conclusion of other

important rites in the KKA such as the Pavitraka, Damanaka and Mahasivaratrividhis.

Finally, in the concluding verse (v. 14), the KKA tells us its source for this rite is
the fourth satka of the Jayadrathayamalatantra where we also find a pithanyasa. However,
this Tantra, whose list of 24 sites is also compiled for comparison by Dyczkowski, could not
have been its exclusive source for two reasons. Firstly, as has already been noted, there are
two lists of 24 pithas in this section with the Jayadrathayamalatantra’s list closely
corresponding to the second, nyasa list but not the first mandalic one, which is possibly based
off the text known as the Ra@jesvara mentioned at the beginning of this section. Moreover, in
spite of its proximity to the KKA’s nyasa list, significant differences exist in nomenclature,
both regarding variants in spelling and names, as well as the correspondences between

body parts and sites. This shows us that amendments were made by Vimalaprabodha to

251 See Dyczkowski (2009), Vol. I, Part II, p. 423.
252 Satsahasrasamhita 34.127 — 129 and fika as well as the interpretation of this as sexual in Dyczkowski
(2009), Vol. 11, Part II, p. 341, fn. 184.
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the Jayadrathayamalatantra’s list or at least a recension/version of this Tantra divergent

from the one now available to us was used by the KKA.

Tattvopade$avidhi

Following the Prayascittavidhi, Vimalaprabodha introduces the Tattvopadesavidhi,
the only section in the KKA with a wholly mystical or philosophical focus in a text
predominantly about ritual. This is also possibly the most elliptical section of the text,
meaning I am unable to unpack large parts of it. This mystical knowledge in 11 verses is
characterised by the author as akin to a gem churned from the ocean of the Bhairavagamas.
The section can be roughly split into two parts. The first part concerns the division of
reality into three states of various kinds which arguably subtly mimics the common Kaula
classification of reality as akula, kula and kaula. The first two states represent common or
false dichotomies and the third state transcends them or is not defined by either. We are
therefore given the triads of existence (asti), non-existence (nasti) and that which is
distinct (vyatiriktam); the supportless, that which is with support and that which is other;
presence (bhdava), absence (abhava) and that which is mind and non-mind (manonmanas).
The verses which seem to explain how these triads proliferate to become the Krama’s
schematisation are Scd — 7cd. However, there is very little sense | can extract from them.
The second part concerns the etymology of the Goddess’s name of which three justifications
are given. Again, they contain obscure elements but a general idea can be gauged. First,
the Supreme is described as Kalt on account of her relationship with the notion of “parts”
(kal@) since she is both partless (akala) and that in which parts are absorbed (kalasamlind). She 1is
called Samkarsani (dragging/drawing out) since she draws one to the supreme state
(a@karsayet param sthanam). She is known as Para because she rests at the highest point of

the subtle body (dvadasante sthitd). Finally, having perceived the different steps in the
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process of consciousness, one should correctly identify reality as divided into the five

phases of Kali.

Samavagutikavidhi

In the Samayagutikavidhi, the adept creates a pellet which ensures the success of
the pledge-holders’ activities (samayacara), the purification of the arghapatra and unspecified
benefits for the sadhaka. The use of pills or pellets, known variously as vatika, gutika or
gudika, is a common phenomenon in Tantric literature and is most commonly associated
with the attainment of siddhis, such as invisibility, invincibility or the ability to travel great
distances®. In the Krama context, the Yonigahvara, an important scripture of this school,
also prescribes the consumption of a pellet during the daily preparation of the arghapatra
similarly made from antinomian substances?>*. In the case of the KK A, a total of 16 ingredients
are given. The first five ingredients are denoted through codes corresponding to the names
of the Paficapretas (Sadasiva, I$vara, Rudra, Visnu and Brahma). As Sanderson has shown
with reference to the Urmikaularnava 3.75¢ -78%%°, the substances meant by these five
deities are the paricamrta consisting of semen, phlegm, blood, urine and excrement.

Three more ingredients ending v. 2 then form a group of eight, namely mixed seminal
fluids, onion and garlic. A second group of eight are listed in v. 3 comprised of wine,
liquor, camphor, cow bile orpiment (rocana), saffron, musk, human fat and sandalwood.
After listing the ingredients, we have a confusing verse (v. 4) in which the adept is
seemingly instructed to split the grasping of the ingredients into two groups, the first
group consisting of the first five ingredients and the second the remaining eleven

(paricadikevalantam). However, the significance of this division is unclear to me as well as

23 See TAK, Vol. II, p.198
254 Sanderson (2007b), p. 287, fn. 178
255 Sanderson (2005) p. 112
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the connotation of the compound “pirvamanavat” (literally “like the previous measurement”).
The finished pellet should be the size of a jujube fruit. Having dried it, he should lay it in
unguents. By applying the vatika, all defects in ritual will be neutralized. After this,

the instructions again become cryptic, we are told to offer siddhavrttambu (most likely
another code for an antinomian substance emitted from the body of a worshipper)

to satisfy the deity cakra and then told that that the third, fifth and ninth drinks (panta
according to KKA 2) or vessels (patra according to KKA 1) are mixed with meat.

We cannot be certain whether these drinks/vessels are synonymous with or contain the
siddhavrttambu and why they are multiple in number. Moreover, we can only posit the
relationship between this siddhavrttambu and the pellet including whether the pellet is
dissolved in this liquid. Then comes an instruction for the substitution of ingredients
compounded as rudradityakasturi with whatever one wishes in the case of their absence.

Rudra is the code for blood but the identity of aditya is unknown to me.

Nisatanavidhi and Mahacaturdasividhi

The next three rites after the Samayagutikavidhi are the three most important
naimittika rites of the KKA and arguably the most complex (Pavitrakavidhi, Damanakavidhi
and Mahasivaratri). They are also the subject of the Parvatrayavidhana whose edition is
submitted as part of this thesis. Since an entire chapter is dedicated to analysing them and
their implications, we will move on to the succeeding section, the Nisatanavidhi. The KKA
tells us that its Nisatanavidhi (Method for Night Roaming) is proclaimed in the (now lost)
Maharthakramabheda. The following five verses describing it are probably a quotation
from this text given its non-standard Sanskrit (for instance, the use of the instrumental
candrasiryabhyam instead of the genitive candrasiiryayoh with grahane). The rite is
carried out during the eclipse of the sun or the moon for the sake of the union with siddhas.

The adept should first smear himself with Brahma and Visnu (the code words for
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excrement and urine) in the first watch of the night and be naked, his hair unbound and

his eyes coloured with camphor paste. He should face the south (the direction of the cremation
ground) at a /inga that is devoid of the #risitla and bull. The linga’s lack of these two signs
denotes that it is a desacralised icon and indicates that the rite is undertaken in an isolated
place. The adept should then recite the five one hundredfold mantra (paricasatika) until the
(end) of the third watch of the night. It is unclear whether these five mantras are the five
Kali samayavidyamantras (each of one hundred verses) that conclude the worship of each of
the five Kali cakras or some other mantra. 1t is said that the site of nisatana worship is
perfected for the sake of manifesting a bhiicari®®® who arrives in human form. The term
bhiicari is likely used here generically to mean a divine yogini who roams the earth.

The adept, keeping in mind that there will be trouble if she (bhiicari) is not manifested,
should constantly recite (the mantra) until she arrives. If she is present, she should be

persistently desired?’

. The rather loose term kamayet is used but could indicate that

he should seek out sexual union with her as is the common culmination of such meetings
with yoginis. Having roamed about enjoined with this perfected being, he will receive the
divine union (divyamelapaka). Presumably, this divine union is the meeting of groups of

divine beings such as siddhas, yoginis, dakinis and bhiitas commonly found in Sakta Tantras?>®

from which the human worshipper can attain siddhis and receive revelatory knowledge®®.

The next rite follows on from the Ni§atana and appears to describe what occurs
once the adept has joined the divine melaka/melapa. Participation in this circle is said to
take place on the 14" night of the dark fortnight of A§vina. The last step of the previous

rite is repeated here when the KK A states that the adept roaming with “her” (“#aya” denoting

=

256 The bahuvrihi agreeing with bhiicari should have the reverse word order “samsiddhasthana” (one for
whom the place is perfected) for this meaning to strictly be possible but no other meaning can be extracted
by me in the compound’s present state.

27 This segment of the text (4b — 5a) is slightly cryptic so my translation here is tentative.

258 The very beginning of the PT has a vivid account of such a melaka/melapa.

29 See TAK Vol. 11, p. 568 (entry for privamelapa).
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the bhiicari of the previous rite) by means of this previously prescribed method (pirvayuktya
referring to the method of afana in the previous section) should behold the melaka. He should
then give argha (in this case consisting of blood) to the divine beings with effort by piercing
the left side of his body. He then receives the boon of being able to take to the skies
(khecaratvam). The next clause is ambiguous but I take it to mean “or he should receive a
group of tasks from (her).” This may suggest that the yogini might not grant him his reward

even after the offering of blood as argha and challenges him with additional tasks.

The offering of flesh or blood as a form of barter for siddhis and as a way of
testing the courage and devotion of the adept is a common trope in literature that deals
with transgressive Tantric deities. Dezso (2010) has written about what is known as the
mahamamsavikraya (barter in human flesh) in relation to vetala worship and states that
“selling human flesh to the denizens of the cremation ground” for boons is found in both
scriptural works, such as the Siddhayogesvarimata and Svacchandatantra and secular
works such as Bhavabhiiti’s Malatimadhava®®. In fact, in the Siddhayogesvarimata,
the sequence for this type of offering is very similar to what appears in the KKA. The rite
is likewise said to take place on the 14" night of the dark fortnight and the sadhaka is
adorned in a similar way to the KKA’s prescription, described as naked with hair unbound.
The appearance of the yoginis is also brought about by the repetition of a mantra, here the
Parapara mantra, while the offering made is argha of blood drawn from a wound inflicted
on his left limb. It is therefore likely that the framework for soliciting boons from yoginis
through night wandering (nisatana) preceded by a painful offering was a common formula
of Kaula traditions with the major difference being the substitution of the cult mantra to be
chanted. Moreover, other texts support the interpretation of karmaganam to mean the

additional tasks demanded by the yogini of the adept. Another source discussed by Dezso

260 Dezso (2010), p. 397
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concerning mahamamsavikraya is Uddyotana’s Prakrit novel, the Kuvalayamala. Here,

in order to obtain a boon, it does not suffice for King Vajragupta to make a single offering.
He is made to present increasingly vital components of his body — a piece of his flesh,

his bones, the blood from his chest — until his own head is offered?®'. This hints at some of

the additional “tasks” the KKA might have had in mind.

Dravyaganavyavastha

In the next and final section, the KKA deals with the discernment of ingredients
used in Kaula rituals alongside types of appropriate consorts for sexual rites and instructions
for interacting with these consorts. The 24 ingredients (kuladravya) are split into three
categories of eight substances (dravya), drinks (peya) and foods (bhaksya). The KKA tells
us that these are to be used for all types of rites (nitya, naimittika and kamya). Torzsok
briefly discusses the eight dravyas but not the peyas and bhaksyas in her entry for

“dravya” in TAK as follows:

“The dravyas are the following: onion (palandu, for palanda ms.), garlic (lasuna),
small red onion or garlic (?griijana, for grja ms.), lambusa (? = alabu, a sort of gourd),
nutmeg or cloves (?/ava), tarkvasam (?), menstrual blood (?vamapuspa) and puspabandha

(something related to menstrual blood?).”62

As we can see, many of the ingredients have unclear meanings. We might add that
KKA 2 supplies a reading which confirms Torzsok’s emendation of palanda to palandu
(the MS available to her is KKA 1). Then comes the list of liquids which is easier to
interpret and is as follows: urine (sivambu), wine (surd), blood (rakta), liquor (madya),

human fat (mahataila), sidhuka (spirituous liquor distilled from molasses), mixed male

261 Tbid., pp. 410 - 411
262 TAK, Vol. 111, p. 106
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and female seminal fluids (kundagolodbhava) and semen (sukra). It should be stated that
whereas many of the ingredients in the previous list of eight do not feature in the KKA’s
rites, almost all of the ingredients in the group of eight liquids do make an appearance.
The fact that the tradition distinguishes between various types of alcohol (sura, madya and
sidhuka) rather than listing just one term to cover all types gives an insight into how
different alcoholic beverages must have had different connotations?®®. The last list of
ingredients is the so-called edibles and comprises fish, meat, mahagottha or goccha
according to KKA 2 and 1 respectively, licorice root, saffron, human flesh and deer meat.
Both MSS miss out an ingredient; it is possible that the caiva in the verse could have
originally been a two-syllabled ingredient while the identity of mahagottha/goccha is
unclear to me. Moreover, all ingredients should technically be proscribed substances and
since sthalaja and kasmiraja are conventional ingredients, it is also possible that they have

a coded, transgressive meaning as well.

The next list is a group of women from eight low castes who are to be grasped
(grahya), presumably for the sake of sexual rites given that a description of how ritual sex
proceeds is briefly given after this. The list of eight are as follows: matarnga outcaste,
collyrium girl (karjjali), butcher (Saundi*®*), barber (kanduki*®®), a leather-worker (carmini),
liquor-seller (dhvaja), a dyer (chipp®®®) and courtesan (vesya). The involvement of low caste
women is a common phenomenon in Kaula rites whereby their caste impurity is meant to
heighten the transgression of the act. Many of the names in this group are shared with
other Kaula texts that associate women of eight castes with the eight principal sacred sites

(ksetras). Interestingly, these eight castes do not correspond directly to the inhabitants of

263 For the difference in the composition of these types of alcohol, see McHugh (2021).

264 See Sanderson (2007b), p. 282 — 283, fn. 170.

265 In ibid., p. 283, Sanderson translates this as a barber. However, Goudriaan in the TAK entry for this term
understands her as a cook.

266 See entry for Chippt in TAK, Vol. 11, p. 258.
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the eight ksetras found earlier in the KKA in the Prayascittacakra. However, a few of the
names do align while some others appear as the resident yoginis of other sites amongst the
64 pithas listed in the Svatantrasthiticakra. Thus, Saundi/ Saundini is the resident deity of
Varanasi (ksetra 2), Kanduki is the yogini of Ekamra (pitha 6) and Vesya inhabits Prayaga
(ksetra 1). Variants of the name Chipp1 — Chippika and Chippint - appear as the resident
deities of Caritra (ksetra 6) and Uddiyana (mahapitha 1) respectively while Matangi is the

vogini of Ekavira (pitha 41).

Another list of deities in the KKA to contain many of these names is the
Jianasiddhacakra (cakra 6 of the Nityapiijacakras) where we find Saundi (deity 2),
Kanduki (deity 4) and Matangi (deity 9). Moreover, the Cakrakridavidhi of the KKA
includes some of these names in the uttamayoginikula, a list of 16 yoginis who should be
invited to the rite. These are Matangi, Saundi, Carmini, Dhvaja, Chippi and Vesya. It should
also be noted that the eight yoginis found in TA 29°s section called the Navayaga as
elaborated by Jayaratha is very similar to the KKA’s list. The Navayaga is the ritual in which
eight deities each associated with a ksetra are installed in a circle around Cakrint (the potter)
as part of the worship associated with the Krama phase of Srsti in relation to the object of
knowledge (prameya). Going by Jayaratha’s commentary, five of the eight share the same
names as the KKA while three (Kanduki, Chippt and Vesya) are replaced by KarmukT,

Asthividarini and Dhivari?®’.

Once the lists are given, Vimalaprabodha cites a verse passage describing how
these substances and consorts should be enjoyed in a Krama context. The location for
these activities is said to be a ground for Tantric heroes (viraksetre) fit for siddhis that is

well-hidden, devoid of people and pleasing while the non-dual kula worshipper should be

267 TA 29.67 — 70 and commentary
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naked and without shame. This fits with the description of both the setting and appearance
of the sadhaka in a number of rites, especially the Nisatanavidhi and Mahacaturdasividhi.

The adept and his consort should worship?®

each other’s body served with such offerings
as food and drink, granting pleasure to each other enjoined with seminal fluids. We are
told that the two should be surrounded by the Minamandala®®®, enjoying each other and
sucking food and drinks and granting kisses from mouth to mouth. This statement forms
the last instruction in the ritual sequence of the KKA and precedes the statement on

authorship and exculpation already discussed in the Introduction of this thesis and with

which Vimalaprabodha brings the entire text to a close.

268 The verses are presented in non-standard Sanskrit, we therefore have yajet in the 3rd person singular
instead of dual but the list of duals that follows as well as the sexual element of the description confirms that
the passage is referring to the adept and the consort as a pair.

269 The meaning of this Minamandala is not obvious but Mina could be an abbreviation of Minanatha, the
progenitor of the Kaula teaching in which case the couple might imagine themselves surrounded by the
Kaula lineage of siddhas and nathas.
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Chapter 5
An Analysis of the Three Last Rites of the KKA
in light of the Parvatrayavidhana

In this chapter, I will examine Vimalaprabodha’s treatment of three rites -
the Damanakapiija, Pavitrarohana and Sivaratripiija. These are the three naimittika rites
described in the greatest detail in the KK A, clearly rendering them the most significant out
of the five (the other two are the Nisatanavidhi and Mahacaturdasividhi). These three rituals
also happen to be a subject of the PTV, another unpublished work by Vimalaprabodha.
This chapter will therefore explore the three rites as found in both the KKA and PTV.
Although the KKA’s categories of nitya and naimittika have been explained in Ch.4, it is
important to keep in mind that there is variance amongst Saiva authors as to whether the
above three rites were regarded as nitya or naimittika. For some Saiva ritualists, there was
the further qualification that the term naimittika applied to rites that were obligatory but
“for which there is no fixed schedule”?’°. For this reason, Jiianasambhu classified the

21 However, the view that

Pavitrarohana, a rite with a fixed annual date, as a nitya rite
rites such as the pavitraka are naimittika as per Vimalaprabodha’s definition are by no
means rare in Mantramargic literature?’?. It might be added that these rites are not only
alike in being naimittika but they can also be understood as utsavas (festivals celebrated
at significant dates in the religious calendar) as the widespread alternative names for the rites

(damanotsava and pavitrotsava) attest. Their status as the principle Krama utsavas helps to

explain why Vimalaprabodha has grouped them as the subject of a single work in the PTV.

270 TAK Vol. 11, p. 336

211 Ibid., p. 336

272 In the passages of the TA 28 which will be examined by us, Abhinavagupta treats this rite as naimittika.
See also TAK Vol. I, p. 337 and 338 which cite the ISanasivagurudevapaddhati and Somasambhu as seeing
the Pavitrakavidhi as such.
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The PTV and the KKA claim to derive their instructions for the three rites from
the same sources for each rite which are the the Kramodghata for the Damanaka;
the Kharapucchagama for the Pavitraka; and the Kaulakalmala®™ for the Mahasivaratri.
In spite of this, the PTV and KKA by no means mirror each other. At times, the instructions
differ radically while at others, the instructions, though similar, are terse in one text and
elaborated in the other. A close comparison of the two will therefore widen and clarify our
understanding of the Krama’s conception of naimittika rites. Despite the PTV’s importance for
understanding Krama ritual, as far as I am aware, neither its contents nor its authorship by
Vimalaprabodha has been discussed in secondary literature. This authorship is confirmed
by the PTV’s incomplete colophon which tells us that the threefold ritual was “extracted”
(akrsta) by Vimalaprabodha. To this are added the descriptors of the author also found in
the KKA denoting that he is an ascetic (paramahamsa) and naming his guru as Alakacarya
(Srimadalakdcaryacaranavallabha), meaning that he must be one and the same Vimalaprabodha
as the author of the KKA. Sadly, the MS is missing its final folio which would complete
the colophon; the text ends with the letters “utta” on the MS’s last page which might be the
beginning of the term uttaramnayavedina, a title also found as a descriptor of Vimalaprabodha at
the end of the Nityaptja in the KKA. Further information on the context of writing and dating
is therefore unavailable. Nonetheless, a rough analysis of the style of writing which is very
similar to the dated MS of the Pascimarcanapaddhati whose colophon has been discussed

gives us a tentative date of the 13" century, close to when the author was active.

This chapter will proceed through an annotated summary of the rites according to
each text followed by an analysis of points of interest. Principal focus will be given to the

Mahasivaratrividhi which on account of its length in both texts show it to be the most

273 Although the term kalmala does not yield any clear meaning, I have not emended the title of this now lost
text as it appears in this way in all MSS of the KKA and the MS of the PTV.
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important rite. The highly detailed nature of the Sivaratri instructions also help us better
understand more general topics related to Krama worship, including the aesthetic experience
of ritual, the use of transgression and the social context of Krama practice in Nepal. On account
of the complexity of the rites as well as the brevity of the instructions, interpretation is a
challenge. The reader should therefore keep in mind that my understanding is at certain

points speculative.
5.1 Pavitrakavidhi

As the TAK describes, the pavitraropana/pavitrarohana is “an annual rite of
reparation for all omissions and mistakes committed in rituals...The focus of the ceremony
is the offering of knotted rings of woven cotton thread”?’4. We should qualify this definition
by noting that the description of these threads as “rings” might be somewhat misleading in
certain traditions given that they may be worn in the same manner as a sacred thread across
the torso as the lengths of their cords indicate. The rite is by no means an exclusively Saiva
one with its early appearance in the Saiva canon being in the Kiranatantra (pre-10th century)
and Mohaciidottara according to Goodall?”>. The KKA discusses this rite after the
Damanakavidhi while the reverse is the case in the PTV. I have chosen to treat the
Pavitrakavidhi first as it is most likely the basis and precursor of the Damanaka rite.

Since few studies and translations of the Tantric Pavitraka have been undertaken®’®, it is

hoped that by presenting the sequence for this rite in full as they appear in the two texts,

we will add some primary material for scholars studying this ritual.

274 TAK, Vol. 111, p. 416

275 Goodall (2019), p. 395

276 The most extensive study and translation of the Tantric Saiva version of this rite is found in Brunner’s
edition of the SP which will be discussed below. However, for a treatment of the Paficaratra version of the
Pavitrakavidhi, see Hikita’s (1991) annotated translation of Chapters 14 - 15 of the Sattvatasamhita.
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5.1.2 The Pavitrakavidhi according to the KKA

The KKA begins by proclaiming that the method for the pavitraka, held in the
rainy season, is declared by the Kharapucchagama, the 6,000 versed scripture, for the sake
of the worship of Kalika. The worshipper is told to make a pavitraka after obtaining a new
nine-fold thread?’” soaked with human blood and liquor. A total of eight categories of
pavitraka offerings are described according to the number of cords offered per category as
well as the number of knots and finger-lengths per cord. The first to be listed, the
devyadhivasana pavitraka, should have 9 cords, each cord containing 1 knot and of
9 finger-lengths. The second, the sarvadevyadhivasana pavitraka, should have 5 cords,

1 knot and be 5 finger-lengths. The third is confusingly known as the “first” (prathama)
pavitraka with 468 cords, 17 knots and of 17 finger-lengths. The “second” (dvitiya)
pavitraka should have 234 cords, 13 knots and be 13 finger-lengths. The “third” (#rtiva)
pavitraka has 117 cords, 9 knots and is 9 finger-lengths. These three are to be offered to
the goddess. The sixth known as the sarvadevadevi pavitraka should have 24 cords,

4 knots and be 5 finger-lengths.

It should be noted that the specifications for the first five pavitrakas are numerically
significant in the Krama. The number of cords and argulas for the first two pavitrakas
are nine and five which possibly refer to the nine central Kalis of the Bhasacakra (the eight
Rasmis and the central Bhasakali) and the five core Kalis of the system. These numbers
appear to be no mere coincidence as the specifications (this time the knots and finger-lengths)
of the next three pavitrakas also hint at important configurations of Kalis in the Krama,

namely five, 13 (the number of Kalis as per the conventional Anakhyakalicakra) and 17

277 Here, we should make a distinction between the individual threads that form each string and the string
itself. Each category of pavitraka offering in the KKA and PTV has a different number of strings/cords but
each cord itself has 9 threads. I therefore use the word “thread” to refer to the components of a single string
and “cord” to refer to the finished product.
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(the expanded number of Kalis of Anakhya as found in the Svatantranakhyacakra).

The number of cords for the prathama, dvitiva and trtiya pavitraka (pavitrakas 3 — 5)

is reached by multiplying some of these symbolic numbers together. Multiplying 9 by 13,
we get 117 which is the number of cords of the ##iya pavitraka. By doubling this, we reach
the number of cords for the dvifiva pavitraka and in turn doubling that, we obtain the number
of cords for the prathama pavitraka. There is thus an interesting but not wholly deciphered

system of numerology operating in the background for these pavitrakas’ specifications.

The next pavitraka (the sixth) described is the srikula pavitraka which has 81 cords,
81 knots and is of 81 finger-lengths. Finally, the cakrakridajana pavitraka should have
9 cords, 32 knots and be 32 finger-lengths. We can observe that the lengths for the first six
pavitrakas are such that they cannot be worn by worshippers (they are far too short to fit
around the upper body). The remaining two pavitrakas, however, do have a length that is
sufficient for this purpose. This gives us an implicit scheme of splitting the pavitrakas into
those that are purely offerings to the divine and those that are wearable. The names of the
last two cords also seem to back this division, the name of the 7" suggesting that it can be

worn by pledge-holders during the Cakrakrida rite.

After the creation of the pavitrakas comes the instructions for their adhivasana.
This is the practice of causing something to dwell overnight in order to invite deities or
spirits to inhabit that object. The adhivasana should take place on the 8th or 14th night of
the fortnight, the type of fortnight — bright or dark - being unspecified. The process begins
with soaking the cords in blood and saffron with the samayahrdaya mantra. The adept
should then worship the goddess as per the routine worship according to the prescribed
method. Having chanted the astramantra of the goddess, he then sprinkles liquor onto the
pavitrakas. Enchanting each set of pavitrakas that are soaked in 16 substances seven times

with the guhyahrdaya mantra, he carries out the adhivasana. I cautiously take the instruction
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damanavidhanena pijjakramena (“through the sequence of worship as per the damana
method”) to refer to the replication of the method of mixing 16 ingredients to make a paste
in which to soak the objects of the adhivasana as was described in the Damanakavidhi

(this will be elaborated by me later).

The perplexing part of this step however comes with the compound
atmadisodasadravya with ambiguity arising over why the mixed 16 substances should be
qualified as “beginning with/such as the self”. A conjecture is that atmadi refers to the group
of the ingredients that are produced from one’s self i.e. the impure bodily substances such
as blood and seminal fluids. Once the pavitrakas have been made to dwell overnight, one
is told to satisfy (the deities) with such offerings as tarpana. The time prescription for
these offerings is ambiguous given the fact that sandhyasamaye could refer to the break of
dawn after the adhivasana or the dusk that precedes the night on which the presentation of
the pavitrakas is to take place?’®. The adept begins this presentation by perfuming the
pavitraka with guggula mixed with skull powder and by uttering of satpithavidya®’
followed by the display of the yonimudra. The next part is somewhat oblique. I understand
the text to suggest that the presentation of each category of pavitraka to the divinities is
intervened by libations (tarpanantarantarena). However, it is not entirely clear what the

qualification atmadikramena indicates here®®

. Nonetheless, the practitioner is then
enjoined to enact ritual intercourse (cakrapuja) after which he should offer the

kulapavitraka (the last category of pavitraka) with the samayahrdaya mantra. 1t is thus

218 By pavitrakam kuryat, the KKA most likely means the pavitraropana (the ritual of offering and
installation of the pavitrakas) as opposed to the pavitrakadhivasana or their creation which was the first step
documented.

279 The identity of this vidyd is still unclear to me.

280 Since, as we will see later with the PTV, the pavitraka worn by the adept himself may be known as the
atmapavitraka, a type that comes under the category of samayapavitraka, it is possible that the term
atmadikramena suggests that the presentation of the pavitrakas to deities begins with one’s own pavitraka.
In which case, even the pavitrakas of the human participants are symbolically offered alongside the divine
pavitrakas before being presented to and worn by their mortal owners.



209

probable that the divine pavitrakas are offered first before the ritual intercourse after
which one presents the human pavitrakas. Having satisfied and paid obeisance to the guru,

the adept then receives the fruit of the pavitraka.
5.1.3 The Pavitrakavidhi according to the PTV

The PVT also begins by telling us about the scriptural sources of its three rites,

the Kharapucchdgama again being the basis of the Pavitrakavidhi.

Having made a new nine-fold thread soaked in human blood and liquor, the adept
is instructed to create the three-fold pavitraka (akula, kula and kaula) with the hrdaya
mantra. These three terms are highly polysemous in Tantric literature but when found
together can denote levels of transcendence. For instance, according to Padoux’s entry on
kula in TAK, akula represents Siva in his supreme form. The kula is the imminent aspect
of the divine found in the clan of deities while kaula/kaulika is liberatory knowledge by
which one attains the absolute?®®. The first, the akula pavitraka, should have 121 cords, 66
knots and be 66 finger-lengths. The second, the kula pavitraka, has 242 cords, 33 knots
and should be 33 finger-lengths. The specifications for the third — the kaula pavitraka - are
726 cords, 16 knots and 16 finger-lengths. The fourth pavitraka is called the adhivasapavitraka
(64 cords, 9 finger-lengths and one knot) while the fifth is known as the samaya pavitraka
(9 cords, 64 finger-lengths and 8 knots). We are told that one’s own pavitraka, the guru’s
pavitraka and that of anyone that is invited (as a ritual participant) has the same specifications

as the samaya pavitraka (i.e. the same number of cords, knots and length).

After instructions for their creation, we are then given steps for the adhivasana
of the cords. During this process we are told to chant the 108 syllabled hrdaya mantra,

to sprinkle liquid from the argha and then chant the samayavidya followed by the mantra for

21 TAK Vol. 111, pp. 121 -122
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adhivasana. The point of confusion lies with the clause “adhivasanapavitrakam grhitva”
(having grasped the adhivasana pavitraka) which qualifies which pavitrakas are to be
enchanted. We could interpret the compound to refer exclusively to the fifth category of
pavitraka which goes by this name or it could be interpreted as denoting all pavitrakas
which are fit for adhivasana. If we were to understand the compound as referring to only
one category of pavitraka then this would mean the others do not undergo adhivasana
since this is the only point in the PTV’s instructions where we have a mantra for overnight
dwelling. The picture is further complicated by the fact that earlier Saiva texts split the
pavitrakas into two categories — the suddhapavitrakas which undergo adhivasana and the
gandhapavitrakas which do not dwell overnight but are offered on the day of the adhivasana

282

of the former~°“. Although this concept may have been at the back of the mind of our texts,

the distinction is not made clear here.

The adept, having satisfied each member of the entire sequence of deities by means
of this adhivasana, and having perfumed (the cords), should carry out the offering of the
pavitrakas. He first grasps the akula pavitraka, chants the samayavidya and then recites a
mantra particular to it then offers the pavitraka and satisfies the entire sequence of deities,
the method of satiation being left unsaid here. This process is then repeated for the kula,
kaula and samaya pavitrakas, each with their own mantra. It will be noted that the akula,
kula and kaula mantras are almost identical for the pavitraka and damanaka ofterings.

He then places a pavitraka on his own guru with the gurumantra, having oftered daksina
such as gold and an ornamented consort. Once he has satisfied and paid obeisance to his
guru, he puts on his own pavitraka, chanting the miilavidya. He should then carry out

kumart worship and the worship of the pledge-holders (ritual participants). Having satisfied

282 TAK Vol. 111, p. 415
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the pledge-holders, having created the caruka®®®

and satisfied the pledge-holders with
these, he should perform the sexual rite. Then in the morning, he should dismiss

the participants and pay obeisance. He should carry out this entire Pavitrakavidhi on the
14th or 8th night of the dark half of A§vina and never in the bright half. If unable to do so,

it should be done on such occasions as in Asadha. According to the PTV, the rite is proclaimed

in the four different recensions of the Kharapucchagama (5,500, 1,300, 300 and 500 verses).
5.1.4 Analysis of the Two Pavitraka Rites.

Before contextualising the Pavitraka rites of the KKA and the PTV amongst
literature on this topic in the Saiva canon, we should first examine the differences in the
two texts made all the more confusing by the fact that they are purportedly drawn from the
same Tantra and extracted by the same author. As we have seen, the differences apply to
the names of the pavitrakas, their physical specifications and the process for their enchantment
and adhivasana. This puzzling disparity cannot be easily accounted for but a possible
solution is offered at the end of the PTV’s account where we are told about the four
different recensions of the Kharapucchagama, although the PTV remains silent on which
version its own account is drawn from. A tentative approach is to understand the two
versions of the Pavitrakavidhi as derived from two different recensions of the text that
goes by this name. This is also supported by the fact that it is common for recensions of
the same Tantra, in both Buddhist and Hindu Tantric literature, to contain heavily
divergent material. An additional problem arises, however, with the KK A’s proclamation
that its version of the Kharapucchagama is 6,000—versed which does not match the
number of verses in any of the four recensions listed in the PTV (5,500, 1,300, 300 and

500 verses). This might be solved by how it is common for the number of verses by which

283 These should be the edible carukas that are created alongside the lamps in the KKA’s carukavidhi.
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a recension of an ancient Indian scripture is known to be a merely symbolic number or a
denotation of a large size. It is therefore probable that the 6,000-versed Kharapucchagama
referred to in the KKA is no different to the 5,500 versed recension listed the PTV. In spite

of this, the problem of why Vimalaprabodha would present two different versions in two texts
is left unanswered. All we can say is that this divergence does give an interesting glimpse
into the range of Krama practice and literature which must have been far more diverse

than the extant evidence of this cult.

As for the distinctive aspects of the Uttaramnaya’s Pavitrakavidhi, this can be
discussed by comparing it with other published pavitraka literature in the Saiva canon.
I use the examples of two Kaula versions as cited by Abhinavagupta in the Tantraloka
(28th Ahnika) and commented on by Jayaratha and a Saiddhantika version found in the
Somasambhupaddhati (SP) for this purpose. The former two Pavitrakavidhis are drawn
from the now lost Trika works, the Kularatnamala and Trisirobhairava, and should at least
provide a point of comparison within a similarly Sakta context. Somasambhu’s version,
meanwhile, is an early model of this rite and has been thoroughly examined by Brunner,

making for a detailed study of what the Pavitrakavidhi is in general.

Firstly, let us examine what these texts say about the function of the Pavitrakavidhi.
Both the Kaula and Saiddhantika versions make frequent and explicit references to the
pavitraka’s expiatory purpose. In the very first verse of the SP’s chapter on the rite, the
function of the pavitraka as compensating for breaches committed throughout the year is
stated. The expiatory character of the rite is again made evident in the mantra for the
offerings of the pavitrakas (1.107cd — 109ab) in which Siva is beseeched to forgive any
faults. Likewise, the introduction to the Pavitraka rite in the Kularatnamala version extols
its purificatory power which is more powerful than ten crores of sacrifices (28.19).

The Trisirobhairava adds to this by giving a list of offenses which the pavitraka can
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expiate (28.148 — 149). Moreover, the offering mantras again principally involve
supplications for forgiveness (28.163cd — 166ab and 175b — 176). In them, Bhairava is
characterised as the Lord who Fills All Ritual Faults (samastakriydadosapiiranesa).

This therefore makes it surprising that not a single reference to expiation is made in our
two versions of the rite. This absence cannot be accounted for by Vimalaprabodha’s
tendency not to mention the functions of rituals as the prelude to other rites in the KKA
readily explain their purpose. The only hint of any function is given at the conclusion of
the KK A’s version where the adept is merely said to receive the fruits of the Pavitrakavidhi
(pavitrakaphalam apnotiti pavitrakavidhih). This rather glaring absence could point to the
fact that by the time this rite was popularised in the Uttaramnaya, its earlier expiatory

function could have been lost or at least diminished.

We should now turn to a comparison of the dates which are fit for holding this
festival in our two versions and wider Saiva literature. As the TAK explains, amongst
Saiva literature, “the four-month period in which Visnu is said to sleep is typically
recommended, particularly the month of Asadha?®, This is similar to the prescription
found in the SP where the 14th of the first fortnight of Asadha is the preferred date but the
14th or 8th of any fortnight in Sravana or Bhadra are also permissible (SP 1.2)%. As for
the Kularatnamala, this Tantra does not give the specific date for the festival but states it
should be performed on a day during the bright fortnight between Asadha and Karttika
(TA 28.121 — 122) which corresponds to the traditional four month period. Meanwhile,
the Trisirobhairava restricts the period to any day in a bright fortnight between Sravana
and Karttika. It adds the additional prohibition against holding the rite on a dark fortnight

date, warning of suffering for the performer and the state (28.150). The KKA’s version

24 TAK, p. 417
285 See fn. 1, p. 6 of Brunner’s edition for preference for Asadha.
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which prescribes the rainy season as the appropriate season chimes with the Kularatnamala.
It is interesting, however, to note that the PTV overturns the Trisirobhairava’s injunction
concerning fortnights by stating that only the dark fortnight is permissible. This is perhaps
unsurprising given it is a Krama text dedicated to the worship of Krsna (the Dark One),

a goddess whose rites are mostly performed during the dark rather than bright fortnight.
Nonetheless, the fortnights aside, the range of dates which the PTV gives — priority for
performance in A$vina but permissibility of Asadha amongst other months — means it also
subscribes to the caturmasya system. This shows us that although many components of the

rite are changed by the Krama, the association with the rains, however attenuated, does remain.

Our sources, Krama and non-Krama, describe the creation and appearance of the
pavitraka in diverse ways but what they all agree on is the first step in the creation of the
cord. As already seen, the KKA and PTV explain that a single cord or string (sitra) is
made with a ninefold thread (navagunikrtya). This is also the case with the SP where the
cord is described as three threads tripled (trigunam trigunikrtam) and also the Kularatnamala
(28.134b) and Trisirobhairava (28.152a) where the triplication of three threads is also
mentioned?®®. This is of course inherited from the yajiiopavita which in its classical form,
as Manusmrti 2.44 tells us, should also be nine-threaded. Although the material for the
pavitrakas in the Uttaramnaya versions are not stated, we should understand this cord to
be made out of a fibre since in Vimalaprabodha’s accounts, they are soaked/dyed in the
process of the adhivasana. This is as opposed to some types of pavitraka which are made
out of gold or silver mentioned by the Kularatnamala (28.131 and 28.134a). Moreover, we
can look to the accounts in both the TA and SP for clues as to what type of fibres the Krama’s

version might be. For the SP, nine types of fibres are listed in 1.13. The options in the

286 For a detailed account of how this multiplication of threads is undertaken, see p. 20, fn. 2 of Brunner’s edition.
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Kularatnamalda, if not using precious metals, are silk, linen or cotton while the

Trisirobhairava account lists 4 common fibres depending on the d@srama of the offerer®®’,

With regards to the physical specifications for each category of pavitraka oftering
(the number of strings/cords as well as the arngulas and knots for each cord), we have
noted how a symbolic numerology is operating in the background in Vimalaprabodha’s
instructions, especially as found in the KKA. This symbolic numerology also has its
corollary in the non-Krama versions of this rite. This is shown for instance in the two
alternative sets of numbers of cords for the three principal categories of pavitraka
offerings in the SP (SP 1.15 — 16). The first set — 108, 54 and 27 strings — is comprised of
divisions of the auspicious number 108, which is also cosmologically significant as the
number of bhuvanas. The numbers in the second option — 81, 50 and 38 — correspond to
another cosmological schema. The first two numbers, Brunner explains, are the number of
padas in the padadhvan and varnas in the varndadhavan while the third corresponds to the
kalas of Sadasiva?®. These adhvans or paths are two amongst the six that will come to be
known as the sadadhvan, a method of conceptualizing the descent of the creative power of
the divine in its manifestation of the cosmos and the ascent of the worshipper through
initiation back to the godhead. In the TA, these adhvans are sixfold since they are split into
three types of two pathways, namely the “pathways of time” (kaladhvan) made up of
mantra, varna and pada and the “pathways of space” (desadhvan) comprised of kala,
tattva and bhuvana®®. As for the number of knots for the principal pavitrakas in the SP,
these correspond to the number of Saktis — nine or ten — in the Saiddhantika system

(SP 1.22 — 23). Likewise, the sadadhvan system plays an important role in determining the

287 These four are pattasiitram, kauseyam, karpasam and ksaumam. The latter two are cotton and linen but
the first two both mean silk so the exact distinction is unclear to me. The four materials are said to belong to
the four asramas (caturasramikanam) interpreted by Jayaratha to mean the four classes of initiates (putraka,
acarya, sadhaka and samayin).

288 See Brunner’s edition, p. 22, fn. 4

289 See Padoux (1990), pp. 330 — 371 for an extensive discussion of this system.
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specifications of the pavitrakas in the Kularatnamald which, at least in the iteration cited
by Abhinavagupta and commented upon by Jayaratha, indicates that the possible number
of knots should represent the 5 kalds, 36 tattvas or 108 bhuvanas in the desadhvan of the
sadadhvan. What we see, however, with the specifications of the pavitrakas in the KKA
as befits a secretive sect is the move away from a numerology that is shared across Saiva
traditions (sadadhvan cosmology) to one that comprehensible only to the Krama worshipper

(17, 13 and 9 Kalis).

Another important component in the appearance of the pavitraka is the process of
dyeing by which the threads are coloured. The non-Krama texts prescribe dyes that are
commonly used for the colouring or soaking of objects in conventional Brahminical rituals.
The Trisirobhairava (TA 28.144b) prescribes either the use of a mixture of ingredients
known as the catuhsama, “a term for an equal mixture of four fragrant substances

V290> or simply kurnkuma on its own.

(sandalwood, agaru, camphor, and kunkuma
The Kularatnamala mentions the perfuming of these cords but does not tell us about the
substance for these perfumes (TA 28.137) while the SP lists 9 largely costly ingredients as
the options for the dyeing (1.20). Where Vimalaprabodha’s versions diverge from other
literature is it sees the dye mixture as an opportunity to introduce impurity into the rite.
Thus, initially the nine threads for the cord are coloured by means of liquor and human
blood (maharaktamadyapraksalitasiitram) then, preceding the adhivasana, the cords are
soaked with human blood and sprinkled with liquor and finally undergo adhivasana
drenched in the 16-ingredient substance, many of whose components are highly impure.
During their presentation, the KKA tells us they should be perfumed with guggul mixed

with skull powder, a mixture which is also most likely the unnamed perfume used in the

PTV. This transgression is intensified through the instruction to end the rite in both

290 See TAK, Vol. 11, p. 227 for the ascertainment of the identity of this mixture.
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versions of the Pavitrakavidhi with ritual sex, a step that is also hinted at in the TA’s
reporting of the Kularatnamala’s ritual which concludes with the cakraydga, a form of

worship that often involves orgiastic activity?®!.

Finally, we should examine the categories of pavitrakas as well as types of
recipients of the offerings in our various texts. Despite the great diversity in the categories
of pavitrakas, there is a common understanding amongst all the texts discussed that the
cords can be given to both human and divine recipients. This has already explained in
relation to the two Krama versions where beyond the goddess and the ancillary deities of
her cakras, those fit to receive the pavitraka include oneself, one’s guru as well as any
ritual participant, especially the attendants of the Cakrakrida as the KKA highlights. The
self (28.139a) and various categories of gurus (28.131 — 132) are similarly understood to
be the human recipients in the Kularatnamala. This too is reflected in the Trisirobhairava
(28.156b — 157) which also adds various categories of initiates and worshippers who each
receive different numbers of knots on their cords (28.160b — 161). Similarly, the guru and

the self are amongst the worthy recipients of the SP (1.26).

With regards to the categories of pavitrakas offered to non-human recipients, the
Krama versions have more in common with the SP than the two rites of the TA. Although,
as earlier mentioned, the main distinction between the pavitrakas that undergo adhivasana
and those that are simply offered without adhivdsana is not explicitly stated in the Krama
version, traces of the categorisation of the principal suddhapavitrakas (those that undergo
adhivasana) still remain. In the SP, the three main suddhapavitrakas are known as the
tattvapavitrakas “because each in some way represents one of the three sections of the

universe when divided up into the three tattvas (tattvatraya) of atmatattva, vidyatattva and

291 See TAK, Vol. I1, p. 223
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Sivatattva (SP2 1.97-102))?2, In the KKA, we have three unnamed pavitrakas simply
referred to as the prathama, dvitiya and trtiya. The fact that they are conceived as a group
of three and also viewed as the principal pavitrakas shown by how they have the highest
number of cords per category is a strong indication that they are the vestiges of the
tattvatraya system found in the SP. In the PTV, the idea that the principle pavitrakas to be
offered are a triad (pavitrakatrayam) in the form of kula, akula and kaula shows such a
system is also retained in this text but transformed into a triad more relevant to a Kaula
context. To briefly conclude, our analysis of the two pavitraka rites in relation to other
literature has shown us that the Krama Pavitrakavidhi has many affinities with other Saiva
versions, including the cosmic symbolism, composition of the cords and categorisation of
pavitrakas. However, these are now overcoded with a Krama idiom alongside the
introduction of its characteristic impurity rendering the rite more suited to its new and

transgressive esoteric context.
5.2 Damanakavidhi

The Damanakavidhi also known as Damanaropana is a rite common to both the
Siddhanta and Bhairava streams of Tantric Saivism and consists principally in the offering
of parts of the damana plant (Artemisia Indica) to hosts of deities. The justification for this
rite, as we will later show, is various and although its purpose is not spelt out in the KKA
or PTV, its function in other Saiva texts appears to be expiatory as a means of countering
any transgressions. A full study of this rite across Saiva traditions has not been undertaken
and published sources that include the Damanaropana are much rarer than those featuring
the Pavitrakavidhi. A highly useful discussion of this rite as it appears in several Saiddhantika

texts and its place in the wider Mantramarga canon is found in Goodall (2019). Moreover,

292 Tbid., p. 64
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Brunner’s edition of the SP also contains detailed notes that accompany her translation of
the rite, some of which have been corrected by Goodall in the above article. On account of
the scarcity of literature, we will therefore use these two studies as a point of comparison
for the Krama version of this rite. Before this analysis, however, let us turn to the

Damanaropana as it appears in our two texts.
5.2.1 The KKA’s Damanakavidhi

Vimalaprabodha states that the Damanakavidhi should be carried out on the fourth
night of the bright half of Caitra. The version he adopts is drawn from the Kramodghata.
He begins by listing the ingredients used for soaking of the damanaka parts during its
adhivasana which are shared by the Pavitrakavidhi and are as follows: red sandalwood,
camphor, musk, saffron, sandalwood, blood, liquor, mixed seminal fluids, cow’s bile, lac,
unprocessed vermillion, nutmegs, crepe ginger, jatuka (lac) plant and fragrant black aloe
wood (16 ingredients in total). A bowl should be filled with these ingredients which are
mixed together and enchanted with the hrdayamantra. The damanaka that is brought forth
should be sprinkled with this mixture three times and, after carrying out the routine rites,
the damanaka may undergo adhivasana. Although the way the instructions for the adhivasana
is laid out is highly unclear, it appears that the KKA intends for the three types of
damanakadhivasana (visesarghapatradhivasana, devyadhivasana and gurvadhivasana) to
mirror the sequence of the last three phases of the Nityaptja. For the visesarghapatradhivasana,
the worshipper soaks parts of the damanaka comprised of flowers, fruits and leaves with
the aforementioned mixture and recites 18 mantras representing the phases of nitya worship
which precede the worship of the Five Kalis. This is comprised of mantras associated with

the three paripatis, the four raksas®®® and the 11 succeeding ancillary cakras of the Nityapiija.

293 The number 18 is reached because the raksas each peculiarly have their own mantras.
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At first, it might seem curious that he excludes the 5 Kalis from this mantra sequence.
However, upon closer inspection, the text’s reasoning becomes clear. In the Nityapija, the
Visesarghapatravidhi occurs after the propitiation of all 11 ancillary cakras as a preliminary to
the Five Kalis*®. Since this first adhivdsana concerns the visesarghapatra alone, it therefore
mirrors this sequence. After this comes instructions for orienting the damanaka, most

probably inside a mandala and the enchantment of its parts with mantras.

The base of the plant is said to be in the North and enchanted with the fivefold
arghapatra mantra. The middle of the plant at the mandala’s centre is blessed with the
Bhairavabhairavi mantra and the tip placed in the South is enchanted with the Ardayamantra.
These mantras all relate to the principal elements of the worship of the visesarghapatra in
the Nityapiija. As we will recall, in the Vi§esarghapatravidhi, the patras are five in number
and worshipped twice. The first time round, they are said to represent the three fires together
with vayu and vyoman. The second time, three of them become the embodiment of three
types of hrdayamantra while two are worshipped as the personification of liquor known as
Anandabhairava and Anandabhairavi. During this second round of worship, each patra is
given a unique mantra before its name. The enchantment of the base, middle and tip of the
plant likely reflects the components of the second round of worship of the five patras.

The enchantment at the base of the plant with the fivefold arghapatra mantra should refer
to the five unique mantras that precede the name of the five patras. The enchantment of
the middle of the plant with the Bhairavabhairavi mantra clearly refers to the two out of
the five patras which are installed as the personification of liquor. Finally, the enchantment

of the tip with the hrdayamantra connects this adhivasana to the worship of the remaining

three patras which are enshrined as the personification of three types of hrdayamantras.

29 It will be recalled that two arghapatras are detailed in the KK A, the first used for worshipping the
ancillary deities (samanyarghapatra) and the second for the Five Kalis (visesarghapatra).
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For the next adhivasana related to the Goddess, the instructions tell us to cut the
damanaka plant from top to bottom up to “sixteen” (sodasantam) and to offer them to
various goddesses. This unqualified “sixteen” is ambiguous but most probably denotes
sixteen parts given the instruction to cut the damanaka. However we interpret this term,
the number sixteen undoubtedly represents the sixteen cakras of worship and thus shows
the devyadhivasana to follow the same pattern as the visesarghapatradhivasana of the
damanaka. In the same way that the previous adhivasana had as many mantras as the
phases of worship up to the visesarghapatravidhi in the Nityapuyja, for the adhivasana of
the central Goddess, the number of offerings also reflect the number of phases of worship
up to Bhasakali (16 = 11 ancillary cakras + 5 Kalicakras). The plant or its parts are then
enchanted at the base, middle and tip like in the previous adhivasana. However, the text
does not tell us how to ascribe a base and tip to the plant after the cutting, which could be
done by arranging the cuttings in three groups oriented at different points on the ritual
ground. Nonetheless, the mantras for enchantment again show that the adhivasana is an
attempt to mimic the sequence of the nitya worship. The three mantras used to bless the
three parts of the plant are the nine, 17 and 100-syllabled mantras. These very mantras and
the order in which they appear comprise the steps which conclude the worship of each of the

Five Kali cakras of the Nityapiija.

Just as the Visesarghapatravidhi and the Paficakalicakra in the Nityapja is followed
by the Gurupanktyarcana so too is this the case with the adhivasanas of the damanaka.
However, unlike the two previous adhivasanas, the steps for the enchantment of the plant
in the gurvadhivasana is not given and we are simply instructed to cause the successive
lineage of gurus to dwell overnight by means of the damana parts (damanakavikarena).
We are also told all three adhivasanas take place after sunset and conclude with offerings

of food, drink, scents and unguents. I tentatively take the clause “atha yatha
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ratravadhivasite kramena sakrd damanakataruna gurumandalantam’ to be simply a
statement summarising all three adhivasanas since gurumandalantam indicates the
previously described process ending with the gurumandala®®®. 1f this is the case then the
entire rite should be concluded with the propitiation of the goddess with sixteen
substances (possibly the sixteen described as the mixture for soaking the damana) and
with the replication of the entire cycle of worship up to the Cakrakrida, suggesting that
ritual sex should end this rite. Such an interpretation is likely as the PTV explicitly tells us

that this rite ends with a sexual element as we will see below.
5.2.2 The PTV’s Damanakavidhi

In the PTV, we are first instructed to fill a vessel with the same ingredients as those
used for the adhivasana in the KKA. In the PTV’s MS, numbers are given after each
ingredient allowing us to separate the 16 ingredients correctly and thus also clarify the text
of the KKA. For instance, the number 1 after raktacandana tells us it is a single ingredient
karmadharaya (red sandalwood) rather than a dvandva (blood and sandalwood). Having
enchanted this mixture eight times with the Ardayamantra, a beautiful damanaka plant is
brought forth again accompanied by (the chanting of) the hrdayamantra a hundred times.
Once the damanaka is sprinkled with this mixture using the astramantra, the adept should
worship Kalt as per the routine worship. After this step, the ritual diverges entirely from

the framework found in the KKA.

Having chanted the hrdayamantra nine times, the adept should grasp the base of

the damanaka while chanting a mantra specific to this part of the plant and then offer it in

2% \We may understand gurumandalantam in an adverbial sense (“up to the gurumazndala”) going with the
locative absolute adhivasite while sakyt (“at once” or “simultaneously”) could suggest that all three
adhivasanas take place over the same night. Therefore, a cautious interpretation would be “once the
simultaneous dwelling overnight by means of the damanaka plant (of all three categories) according to the
steps (prescribed) up to that of the gurumandala has taken place...”.
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the Northwest. He then grasps the middle of the plant, chants another specific mantra and
offers it in the Northeast. He does the same for the tip of the damanaka, offering it to the
South. Each mantra is aftixed with om hrim hiim phrem namo bhagavati at the beginning
and ends with sriguhyakalike hiim (thrice) phrem (thrice) adhivasayami. The middle two
words of the mantra change according to the part of the plant being enchanted and describe
different aspects of the goddess. The first mantra calls her Candi and Bhairavi. The second
describes her with terrifying teeth and names her Raudri and the third refers to her flying
hair and lolling tongue. Since we have adhivasayami in the mantra, we can be certain that
this is the chanting done during the adhivasana. There is confusion however concerning
how the plant is to be oriented in the ritual ground since the compass points associated
with the base, middle and tip (Northwest, Northeast, South) do not align in a straight line.
This means that the plant must be bent at the middle or has to be cut into three parts at the
base, middle and tip with these cuttings then placed in three directions. The damanaka
said to be 16 arngulas is then cast into a vessel and offered as argha (to the Goddess?)

with the hrdayamantra.

Following this comes three further damanaka offerings that, like the three principal
pavitrakas, correspond to the categories of akula, kula kaula. A number is assigned to the
three plants (9, 18, 27) for each category. The ambiguity concerns whether these numbers
specify the measurement of the plants (their arigulas) or the quantity of plants per category of
offering. If the latter is the case, then it is possible that this mimics the offering of the
pavitrakas in which the number of cords for each type of offering can often be a multiple
of the preceding category. Moreover, this interpretation might be backed by how the kaula
is seen as combination of the akula and kula, a fact that is also acknowledged in the mantra

for the damanaka of Kaulaguhyakalika who is first addressed as “akulakulakaulaguhyakali”.
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Therefore the quantity of its plant offerings (27) could naturally be the addition of the

plants for the akula (9) and kula (18) offerings.

After the offering of these three categories of plants, the adept is told to offer
damanakas separately to the deities (perhaps the ancillary deities of the pantheon) each
with their own mantras (the identity of these deities are not given but possibly they are the
cakras of ancillary deities). Alternatively, having uttered the samayavidyd, he may offer
(the plants) to all of the deities at once in a single place. Then having uttered the
mitlavidya, he should offer argha in the form of human blood to the goddess. Having
carried out the laksaydga®® to the best of his ability, he should worship the feet of his guru
with a damanaka plant. The fact that the term yathasaktyd (to the best of one’s ability)?’
is included suggests that the figure of one lakh is only symbolic. He then offers a consort
adorned with all ornaments to his guru and gifts beginning with daksina. He is then told to
worship the cakras such as that of the Kumart. It is still unclear to me what exactly is
meant by the Kumaricakra and whether or not this refers to the kumaripiija as found in the
KKA. Nonetheless, the ritual ends with a sexual rite (samarasayoga) and the dismissal of

the mandala of worship according to the prescribed sequence.

From the above account, we see that the two versions of the Damanakavidhi share
some similarities in the way the plants are prepared. The two texts list the same 16 ingredients
for the adhivdasana mixture. The concept of orienting the damanaka so that the tip, middle
and root are placed at a specific compass point and the enchantment of these points with
separate mantras is also found in both versions. However, as with the Pavitrakavidhi,

the differences are striking. Here, the differences are even less accountable as the two Damana

2% This is traditionally understood as the ritual in which a lakh of oblations is offered.
297 \We may note the unconventional use of yathasaktya in the feminine instrumental rather than the more
correct yathasakti declined adverbially in the neuter nominative singular.



225

methods are supposedly extracted from the same text (the Kramodghata) but without
the qualifying statement as found in the PTV’s Pavitrakavidhi’s that the source text for the

rite contains multiple recensions. The variation in the material therefore remains a mystery.
5.2.3 Analysis of the Two Damanakavidhis

First, we may examine what Vimalaprabodha’s versions of the Damanakavidhi say
about the consolidation of this rite in the Mantramarga which according to Goodall is a
relatively late addition. Goodall argues that utsavas are generally absent from the earliest
strata of Mantramargic literature and that they must originally have had no soteriological

function?%8

. According to him, the earliest known textual account of the Damanakapijja in
the Mantramarga appears in the SP, usually dated to the late 11% century?®®. Since our two
texts can be confidently dated to the beginning of the 13™ century, we can say that within
less than two centuries, this rite which was extraneous to the Mantramargic Saivism had
not only penetrated the Saivasiddhanta but was firmly lodged in Sakta traditions as well.
This is further reinforced by its elevation by Vimalaprabodha to become amongst the three
most important naimittika rites in Guhyakali worship. Given the divergence in the instructions
for this rite, not only between the Saiddhantika and Krama versions but within the Krama

itself, the practice was not only swiftly entrenched in the Mantramarga but also became

diversified in form.

Moreover, Goodall shows that the Damanakavidhi, as a typically vernal festival,
most likely has its origins in the worship of Kamadeva who is traditionally associated with
spring. Vestiges of this association with Kamadeva are found in both the aetiological
justification and the common date for the rite. For instance, the 12th century Saiddhantika

guru, Jianasambhu in his Jiignaratnavali describes the Damanapja’s origins as linked to

2% Goodall (2019), p. 410
29 Thid., p. 389
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the episode of Siva burning Kamadeva. Meanwhile, most traditions prescribe the 13" day
of the lunar fortnight in Caitra or a day close to this date as the appropriate time to carry
out damana worship. According to the system which ascribes fithis (lunar days) to deities
as found in Grhyasiitra literature, the thirteenth lunar day is associated with Kamadeva
while Caitra is widely known as Kamadeva’s month®®, Although in Somasambu’s version
of this rite, the plant is connected to a Bhairava known as Damana instead of the God of

Love®®, the prescription of the 13™ lunar day of Caitra for the date remains.

In the Krama version of this rite as found in our two texts, this link with Kamadeva,
both calendrical and aetiological, is entirely expurgated. Unlike the Saiddhantika renderings,
the mythological background and the function of the rite is not given. Moreover, although
the vernal character is maintained, the lunar day for the rite in the two texts is now the
fourth. The types of damanaka offered (to three final phases of the Nityapija in the KKA
and to three manifestations of the Goddess and to Kali as akula/kula/kaula in the PTV)
and their mantras are also self-referential of the cult of Guhyakali and do not refer to
anything extraneous. Like the Pavitrakavidhi, this rite which was originally an exoteric
festival celebrated across sectarian lines*%? is transformed by Vimalaprabodha into a closed,
esoteric practice by means of transgression. This is reflected in the soaking of the damanaka
in ingredients that are largely impure, the offering of human blood as argha in the PTV

and the conclusion of the rite with ritual sex in both versions.

However, the Damanakavidhis of the PTV and KKA still retain some traces of the
ritual technique of the earlier SP and, in fact, the latter can supply possible answers to

confusing points in Vimalaprabodha’s versions. The most notable similarity between the

300 Ibid., p. 402

301 SP, Vol. I, pp. 197 — 201, vv. 1 — 4

302 See Goodall’s (2019) discussion of the various sources that proclaim Damana-related worship in Caitra in p.
396, fn. 24.
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two is the idea of offering different parts of the plant at different compass points. The SP
supplies greater detail for this practice, pairing five parts of the plant with a vr¢anga and
placing them in the West (the roots), North (the stems), South (leaves), East (flowers) and
Northeast (fruits), each direction representing the corresponding face of the five-faced
Sadasiva. Each part/compass point is accompanied by a unique mantra as found in the PTV
and KKA3%, As already mentioned, instructions for orienting the plants in the KKA and PTV
pose several issues. The devyadhivasana in the KKA speaks of orienting the base, middle
and tip of the plant, although instructions had already been given to cut the plant into
sixteen parts. The PTV’s first three offerings demand that the plant’s base, middle and tip
be oriented in a way that would not allow the plant to retain its original shape. If we were
to tentatively understand the vague base, middle and tip of the plants in the KKA and PTV
as corresponding to cuttings of different parts of the plant’s anatomy drawn from its root,
middle and tip as per the SP’s method of offering the damanaka then some of the

awkwardness in orienting the plant might be resolved.

Furthermore, the SP provides a further framework for understanding the origins of
the Damanakavidhi. On account of the proximity between this rite and the Pavitrakavidhi
as well as the latter’s earlier appearance in the Saiva canon, Goodall and Brunner have
convincingly argued that the damanaka rite is a duplication of the pavitraka. Goodall
therefore argues that “both its shape and purpose were calqued upon the reparatory
Pavitrarohana”3%. Our two texts, especially the PTV, provide additional evidence for this
calquing since the basic structure of the Damanakapiija seems to replicate the Pavitrakavidhi’s.
Thus, both rites follow the formula of soaking the offerings in the same 16 ingredient

mixture, enchanting them with mantras and causing them to undergo adhivasana followed

303 SP, Vol. I1, pp. 208 — 210, vv. 12 - 14
304 Goodall (2019), p. 395
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by the formal act of offering these objects, the worship of the cakras of routine worship
and ritual sex. These parallels become more evident with the versions of the rites found in
the PTV. In this text, the categories of akula, kula and kaula are both the principal types of
damanaka and pavitrakas. Moreover, the mantras during the adhivasana of these three
offerings are identical in the two rites of the PTV with the exception of the additional

element of the vocatives “akula/kula/kaulaguhyakalike” into the damanaka mantras.

5.3 Mahasivaratri

The Mahasivaratri rite is one of the most significant Krama rites for Vimalaprabodha
as shown by how it is the naimittika rite described in the greatest detail. Indeed, if we were
to judge by the expanded version of this rite found in the PTV then it could be said to even
surpass the Cakrakrida, the longest section in the Nityapiija, in its complexity. It is also
important for providing insights into Krama ritualism as a whole since it brings together
all the characteristic elements of this cult’s worship which we earlier came across such as
the transformation of the adept into the object of worship, the consumption of proscribed
substances and orgiastic activity. The PTV claims to present a version of the Mahasivaratri
drawn from the same text as the KKA, the Kaulakalmala. However, as we have observed
in the Pavitraka and Damanaka rites, the declaration of a common scriptural basis does not
guarantee that the rites follow the same framework. Yet due to the large amount of shared
material and the common sequence, the Mahasivaratri rites in the PTV and KKA should be
understood as coming from the same source, the PTV’s version being at some points an
elaboration of the KKA’s. I will first give a summary of the rite as found in the two texts,
commenting on cryptic points and showing how the PTV supplements and clarifies our

interpretation of the KKA’s version.
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Both texts begin with the date on which this rite is to be performed which is the
14th night of the dark half of the month of Magha, which is the traditional date for this
festival found in pan-Saiva material. The rite commences by summoning the pledge-
holders to the ritual ground. The KKA gives us scant details concerning these pledge-
holders describing them as “previously described” (pirvoktasamayam) and instructing us
to summon them to the best of our abilities (yathasaktya). The PTV tells us that the
participants are 81 couples of pledge-holders (ekasitiyamalasamayam). It is important for
them to be mentioned as couples since this rite will take on a distinctly sexual element.
They are summoned according to the PTV with the samayahrdayamantra chanted 12, 9
or 3 times®®. The PTV adds that once summoned, the participants should be offered betel
leaf and tilaka. It also cryptically describes the sponsor of the sacrifice as holding an
unidentified object with his left-hand (vamahaste dhrtva). 1 have interpreted what the
sponsor is holding as his own consort since the consort’s position on his left side,
grasped by his left hand is made clear later (for instance, seen through the statements

“vamaparsvaropitapinonnatapayodharasaktisamanvitam” or ‘“varacandalim...vamakare

dhrtva”).

The PTV also adds that the sponsor should then invite kumaris of the same number
as the pledge-holders (samayasamkhyaya) with the previously mentioned offerings (betel
and tilaka), having recited the hrdayamantra or the hrdaya. The question raised by the
presence of this additional element not found in the KKA is whether these kumaris are to
be understood as one half of the 81 couples who are required to perform the sexual rite as

an epithet for sakti or diti or whether they are independent of these couples. The text itself

305 Here, I have understood the numbers dvatrimsakam etc. to have neuter singular endings as adverbs
qualifying the chanting of the samayavidya. However, it is also possible to take them as separate mantras
which are alternatives to the samayavidya in the summoning of the participants with the numbers denoting
the number of syllables of those mantras.
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does not make this clear but in support of the latter interpretation, the consorts of the
adepts are nowhere else in the KKA or PTV known as kumaris. They are instead called
saktis or yoginis in other sections involving sexual practice. Moreover, there is the widespread
connotation of kumari in Sanskrit as not only a girl but a virgin girl. On the other hand,
backing the interpretation that this term is indeed a synonym for the consort is the nydsa

that will be performed on this group which will be discussed later.

No matter the interpretation we prefer, while examining the passages where these
kumaris feature, we should keep in mind both possibilities. In the KK A, this section dealing
with the invitation of the kumaris is simply replaced with the instruction to prepare the
ritual ground. Following on from this, the two texts are again almost identical. They describe
the way in which the adept should adorn himself, which I will return to later in a close
analysis. After this the sponsor is told to place a red seat of 36 arigulas on the ground
which has been smeared with liquor and blood. Then, either to its side or above it according
to the KKA or PTV, he should place a human skull as the vessel for the argha made of
blood, liquor and meat. Having placed another eight skulls filled with liquor3® in the eight
directions, he should offer eight lamps lit with human fat on top of the skulls. Once he has
worshipped the goddess as per the routine worship stated, he should perfume the ritual
ground with guggul mixed with liquor, flesh and fat. He should then summon the group of
participants for which the KKA uses the causative absolutive utthapya (causing to get up)
while the PTV uses a@huya (having called), adding that they are preceded by the kumaris.
The participants are then offered blood as argha and liquor as dcamana. The adept causes
the entire delegation to enter the cakra chanting the hrdayamantra. This shows that earlier,

although summoned to assemble, the participants were standing outside of the circular

306 The term here is madyakandala, kandala being a rare synonym for kapala. See for instance the entry for
this term in Boehtlingk Sanskrit-German Dictionary.



231

enclosure of the ritual space. The KKA’s redacted version tells us the sponsor is to offer
the participants a suitable seat one by one with the kamalamudra. The PTV elaborates
upon the seat and mudra. The seat is made from either goatskin or mahamrdu. The identity
of this material is not clear but since mrdu can refer to any material that is soft or tender
while mahd added before a term for an ingredient commonly denotes that it is a product of
the human body in the KKA®" as well as wider Tantric literature, we can assume that it
refers to either human skin or human hair. Indeed, goat and human skins are two out of the
six materials used to make the seat in the Asanaptja of the KKA. Meanwhile, the mudra
used is described by the PTV as performed by moving the forefinger and middle finger in
a way that is circular (bimbavat). The sponsor then orients the participants towards him

from the feet up to the head with the mahamudra.

After this, the KKA tells us obliquely that he should carry out the remaining practice
as proclaimed in the previous cakra (Sesam yathapurvacakroktopacaram). Since the KKA
has omitted the kumari element entirely, it is not surprising that it does not give specific
instructions for the next part of the rite as laid out in the PTV which involves nydasa of the
kumaris. This constitutes depositing the root vidya on the head of the kumari, the hrdaya
on her heart and the samayavidya over her entire body. At this point, the identification of
the kumari with the sexual consort becomes more compelling. It could be argued that the
male adepts and their consorts imitate Bhairava and the goddess in their love-making and
therefore through nydsa transform themselves into the object of their worship. The male
adepts have already done this since he was earlier instructed to carry out the routine

worship which involves his sanyasadhyana as part of the preparatory rites. In this passage

307 See the repeated use of mahdarakta/mahdksataja for blood, mahataila for human fat and mahasarkha for
a human skull in the KKA.
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of the PTV, it is possible that he is now enacting the same transformation for his consort,

turning her into Kali through the deposition of these vidyas.

Then comes the instructions in both texts for the creation of the pledge lamps. The
adept is told to knead flour mixed with seminal fluids alongside liquor and human blood,
he bakes this mixture in a cremation ground fire, thereby creating the pledge lamps that
are triangular and three arnigulas in size. He then places the lamps in the four directions
where the skulls full of liquor are located and lights them with human fat and a pinch of
vermillion. It should be noted that the ingredients for this set of lamps is not entirely the
same as those in the Dipavidhi since there is the addition of blood and seminal fluids here.
Moreover, the relationship between this set of four lamps and the preceding eight which
had already been installed is not made clear, especially their orientation in relation to the
former set. The adept then chants the samayavidya and bends his knees before diffusing
the lamps. Here, the PTV very clearly supplies information for which the MSS of the KKA
are defective. In all MSS of the KK A, we have the absolutive bhitva (“having become™)
at this point in the instructions but no further term to qualify what the sadhaka should
become. However, we know bhitjanukah (knee bent to the ground) to be the correct
missing term as it appears in the identical location of the PTV. The PTV then elliptically
uses the verb spharayet with the group of lamps as its object. By using this verb,
Vimalaprabodha seems to suggest that the lamps should be moved in such a way as to
diffuse its scent since in the KKA, we are told to rotate the lamp anticlockwise after
grasping it with one’s two hands while chanting a mantra, a description that is missing in
the PTV. This is followed by recitation of two different hymns in the two texts. The five-
versed Kalisiutra, as already discussed in my treatment of the mangalacarana of the KKA
in Ch.4, is prescribed in the KKA. Meanwhile, the PTV provides a two-versed chant,

the first verse resembling parts of the Kalisiitra and the marngalacarana of three Krama
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Tantras as also highlighted in Ch. 4. The second verse in the PTV’s chant shifts from the
Vasantatilaka of the Kalisiitra to Anustubh and has been seen by me nowhere else in

Guhyakalr literature.

After this recitation, the worshipper places the lamps in front of the cakra. The KKA
gives this location in coded terms as antariksasthane, the meaning of which is made clear
by the PTV’s description of the location as cakragre. The sponsor then offers the lamps for
consumption to each of the participants alongside the skull vessels. The KK A adds that caru
is also offered alongside the lamps while the PTV tells us the exact steps for sipping the argha
from the skull: the vessel is lifted with the hrdayamantra, sipped with the Ardaya and
deposited again with the chatamudra followed by the chanting of the samayavidya.
Following this comes a section that is puzzling in both texts. In the PTV, the literal translation
is “envisioning/ manifesting a lakh beginning with one and ending with a lakh, having
caused it to fall and having imagined the state of falling to be of three natures, he should
perform the samayamudra”. As we can see, without further context, this sentence yields
little meaning. As for the KKA, its next sentence is the conclusion of the rite through
the satiation of the goddess with seminal fluids (kundagolodbhavena). However, the
meaning of the compound qualifying the offering to the goddess (anandabhedaksaraksanena)

remains unclear to me.

Unlike the KK A, however, the sexual rite in the PTV is not briefly referred to but
is expanded in full. Moreover, following the description of the practical steps of this ritual
intercourse 1s a mystical explanation of the bliss generated from it in 17 verses derived
from a text known as the Kalikamata. This explanation is highly obscure and much of it
remains unintelligible to me. However, I shall return to these verses and the instructions

for the sexual rite itself in full in my discussion of ritual intercourse in this chapter.
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After these verses, the PTV’s version of the rite is brought to a close. The sponsor
is said to satiate all (participants) with the arisen (substances), most likely a reference to
the seminal fluids arisen from sex. Having risen up, he pays obeisance to the goddess’s
worshippers. The description of this sequence of obeisance (namaskrtikramam) is confusingly
described as “beginning with one and ending with a lakh” (ekadilaksantam) and “eventually
nine lakhs” (navalaksam kramena). We can only speculate on the meaning. It is possible that
the obeisance is some form of mantra which one chants up to a lakh times in the ritual
itself and potentially up to nine lakhs in the course of one’s life as a worshipper. He ends
by offering gifts to the pledge-holders according to his capacity and dismissing them as

per the prescribed sequence.

After these verses, the PTV adds a further element missing from the KKA —
two substitutions in the case of incapacity to perform the elaborate version of the Sivaratri.
The first consists of worshiping the goddess as per the correct sequence followed by filling
a pitcher with liquor. A black kumart is then placed atop a red eight-petalled lotus and
worshipped with the samayavidya. After the kumari is offered such gifts as clothes,
ornaments and gold, the adept chants the root vidya three times and creates the set of
offerings beginning with the lamp. The adi in the compound suggests that other offerings
besides the lamp are made. Basing our interpretation off the Dipavidhi of the KKA, these
additional offerings should refer to the pinda and the mudra which are fashioned after the
creation of the lamps, enchanted in a similar way and deposited alongside the lamps in the
four cardinal directions and the Northeast. The adept then becomes content by satiating
himself with the triad of alibalikali. The identity of these three are not evident to me but
the bali could be the conventional bali offering which in the KKA is made from pieces of

the pinda, mudrd and dipa while the ali can mean, according to some lexicographers®®®,

308 See the entry in Monier-Williams Dictionary for a/i.
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liquor. The adept then performs either a full bath (p/avasnanam) or sprinkling (secanam)
with “that which arises from the pot”, possibly a reference to alcohol which was earlier
poured into the pitcher. With this, he concludes the rite and takes leave of the goddess.
A couple of similarities with the Kumarivatukarcana in the KKA are observed here.

In this section of the KKA, the worship of the kumari is similarly prescribed for the
sadhaka who is unable to carry out a more elaborate rite involving ritual intercourse
(Cakrakrida). The kumari’s seat there is also conceived of as a lotus and the kumari is

likewise described as dark.

The second alternative carried out in the absence of all ritual materials calls for the
adept to simply imagine the ritual. Once complete, he should circumambulate the cremation
ground of his own locality at night. The PTV ends with a hint of the mythic basis for
Sivaratri and warns against non-performance of the rite which would result in a rupture of the

adept’s pledge.
5.3.1 Analysis of the Sivaratri Rite

Before examining the specifics of this rite, we should briefly touch upon popular
versions of Mahasivaratri and the history of this rite in Nepal to locate the place of this
Sakta Tantric version in the religious landscape. Axel Michaels has done a brief but
helpful survey of the literature surrounding Mahasivaratri in Nepal®®. He notes that the
majority of sources contextualising this rite in Nepal are in Sanskrit and belong to the pan-
Indian tradition of viewing the festival’s origins according to the celebrated story of the
hunter who unwittingly worships a sivalinga in a forest through fasting, a night vigil and
the offering of bilva leaves (the three would become the core components of the pan-

Indian Sivaratripiija). According to Michaels, the practice of Sivaratri even outside of

309 Michaels (2008), pp. 183 - 193
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Nepal, seems a late development, the earliest inscriptional evidence being 1141 C.E.3%,
Meanwhile, he argues, “it seems a justified conclusion that in Nepal Sivaratri is of a
comparatively late origin and is not strongly rooted in her (Newar) tradition” while citing
the 18™ century date of most sources as proof of this®!*. Michaels importantly adds that
this dating “perhaps only holds true for the non-diksita i.e. pauranic $aivas since various
early manuscripts of agamic texts can be found in the National Archives, Kathmandu.”3!?
Michaels however does not include any Newari Tantric literature in his examination of the
ritual. Our edition of the KKA and PTV are important for an understanding of the religious
history of Nepal as it confirms the idea that Sivaratri was performed in Nepal in its Tantric
form much earlier than in its Pauranic counterpart if Michaels’ chronology of the latter is
correct. Moreover, given Vimalaprabodha’s confirmed dates at the beginning of the 13
century, the attestation of Sivaratri in our sources not only pushes back evidence for

Sivaratri worship in Nepal but brings Tantric Sivaratri practice to a date very close to the

earliest inscriptional evidence for any form of this rite.

As shown by the above description, the Newar Krama version also diverges
entirely in its practice from the Pauranic since the elements of fasting, vigil and bilva
leaves are absent. Unsurprisingly, the worship has been wholly redirected towards the
goddess and no mention of worshiping Siva or a liniga even as an ancillary is made.
Although mythology is notoriously scarce in Tantric sources, the PTV does contain a hint
of the Krama’s mythic justification for this festival. At the conclusion of the festival,
we are tantalisingly told that the rite gets its name from an occasion in ancient times when
the goddess assumed the form of the jackal (sivaripam dhrtam devya) as one who was

thousand-eyed. I have understood siva as jackal rather than the common epithet for Parvati

310 Thid,, p. 188
3L bid., p. 186
312 Ibid., p. 187, fn. 16
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as it would hardly make sense for the goddess to turn into herself as the basis for a
mythological narrative. Moreover, the site for this ritual is the cremation ground, the
stereotypical home of the jackal. Due to the brevity of this explanation, there is an
assumption here that the worshipper is already familiar with this episode of Krama
mythology. This opens a window into an entire world of Krama mythology that is sadly

unavailable to us.
5.3.2 The sensory experience of the rite

Having discussed the background of Sivaratri, we can proceed to the specifics of
the ritual. It would perhaps be trite to note that Tantric rituals are an intense multi-sensory
experience but we should remark on how this engagement with the senses is amplified yet
further in this Krama rite. Beyond the sexual practice which is at the heart of this ritual,
the senses are stimulated by the powerful taste of the edible offerings, the sight of the
skulls and brightly coloured paraphernalia, the sound of the harmonious chanting of the
Kalisiitra and the smell of the burning unguents and human fat from the lamps. However,
this is no normal sensory engagement designed merely to sharpen one’s attention and
meditation upon the ritual. The senses are engaged almost solely through antinomian

substances which in any other context would inspire extreme disgust.

What we find here is a rite designed to be enveloped by transgression to the degree
that even mundane elements often overlooked in conventional rituals now become charged
with transgressive power. Thus, the ritual implements such as the vessels and seats are
made from human skulls and human hair/skin. The purification of the ritual ground is done
through blood and liquor. The edible offerings consist of argha made from blood, liquor
and meat while the lamps are crafted from seminal fluids, liquor and human blood and are

cooked in a fire from a cremation ground. Even the unguents are mixed with liquor, flesh
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and fat. If the purpose of transgression is to generate freedom from disgust or angst (niksarnka)
resulting from the dichotomy of pure and impure then there seems to be no greater arena
for this than the Krama version of the Sivaratri. Moreover, we again observe in this rite the
Krama tendency to take an element already found in Saktism - such as the use of transgression
- and to intensify it to an extreme — the pervasion of transgression into every single act and
object in the ritual. Such an intensification is the ritual corollary to the trend found in its
visual culture where the Krama picks up pre-existing trends in Sakta iconography such as

therianthropism and transforms them into something far more radical as shown in Ch. 2.

A second remarkable facet of the sensory experience of the worship is its ability to
conjure an atmosphere through the use of colour. The rite’s aesthetics are all the more
awe-inspiring by infusing every element with the colour red. The admixture of blood and
flesh into many of the ritual objects (for instance, the argha and lamps), the prescription
for a red seat for the participants and the adornment of the worshipper’s body with red
(by means of the betel in their mouths, their red clothes and red garlands and vermillion
smeared body) show the predominance of red to be intentional. The use of liquor as an
ingredient is just as ubiquitous as blood and possibly consolidates this colour scheme.
Several types of ancient Indian alcoholic brews would have been red, most famously asava.
The predominance of red for certain types of rites is derived from earlier Sakta Tantra
practice and is found in sources as ancient as the Brahmayamalatantra where a Red

Observance®™®

is associated with the Goddess Karalt. Here, in a manner very similar to
the KKA/PTV, there are instructions for red clothes, garlands, unguents and ornaments.

However, the colour red is not only for dramatic effect but also has symbolic/magical

implications. The use of red has long been associated in Tantric practice, as Golovkova

313 This is one of the nine vidyd observances that the sddhaka undertakes at the start of his career. See
Brahmayamala, Vol. 11, p. 220 - 221
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(2020) shows concerning the cult of Kame$vari, with rites which emphasise passion and
desire®!*. Likewise, attraction (@karsana) is said to be one of the two main boons of the
Red Observance in the Brahmayamala. This makes this colour especially apt for the
Sivaratri worship, an occasion which culminates in a sexual rite and depends upon its

fruits for its offerings.
5.3.3 The Transformation of the Adept and his Consort into Divinities.

We have already seen earlier how various ritual technologies are used in the Krama
as part of dhyana and nydsa to transform the worshipper into the object of his worship. In
this rite, we find another, more arguably potent, method for this transformation whereby
the change does not occur on a purely mental plain but alterations are made to the
worshipper’s physical appearance. Both versions of the Sivartri rite contain instructions

for how the sadhaka’s transformation should take place. They are as follows:

“On that great night, he transforms himself into one whose entire body is
besmeared with vermillion, his hair is unbound, covered in red clothes and bearing a red
garland, equipped with a dagger on his waist, drunk on liquor, satiated with human flesh,
his mouth full of betel leaf, enjoined with a consort whose breasts are prominent and

upright on his left side, seated on a red seat that extends 36 arnigulas from the centre.”

The consort is additionally described in the PTV as bearing the same form as the
adept (atmariupadharinim), which I take to mean that she is dressed and adorned in the
same way. [ will show that most features of the appearance of the sadhaka and consort
described here correspond to ways in which Kalt and Bhairava are characterised in Kaula

literature. As already shown in Ch. 1, sources beyond the KKA furnish us with additional

314 Golovkova (2020), pp. 13 - 14



240

information concerning minor aspects of Guhyakali’s appearance so these will also have to

be consulted in our analysis. The imitation of the divine form includes the following:

1) The pose the adept assumes in relation to his consort. His consort is described
as seated on his left side (vamaparsvaropita) and additionally the adept holds the consort
with his left hand. This is the most common pose adopted by depictions of divine Saiva

couples, whether in their exoteric form as Uma-Mahésvara or as the esoteric Bhairava-Kali.

2) The adept’s hair which is described unbound (muktakesa). This reflects the
depictions of Kali and other deities’ hair throughout the KKA and beyond. Thus, the PT
and HRT describe Guhyakali’s hair as “a mass of matted tawny locks flying upwards”
(pingalordhvajatatopa)®*® while a similar compound denoting loose hair is ascribed to

Srstikali, Anakhyakali as well as Vatuka in the KKA (pingordhvakesa).

3) The adept is instructed to wear a dagger on his waist (katikattarakanvitam).
This too is an aspect of Guhyakali’s appearance as shown by the dagger adorning Guhyakali’s
waist in the PT (karicikattarakopetakati) in v. 7.84ab. It should be noted that this dagger is
not symbolic but could also be of functional value since in Mahacaturdasividhi described

later in the KK A, the adept is said to cut himself on his left arm as an offering to the yoginis.

4) The red garland worn by the sadhaka is a prominent feature of the goddess’s
appearance. In the HRT, two red garlands adorn her neck, the first being a garland of red
java flowers interspersed with freshly-chopped heads flowing with blood (v. 1.30) and
the second being a garland of red lotuses with skulls (v. 1.39). Likewise, the PT describes
Guhyakali wearing a red lotus garland and a garland of heads hanging to her feet in v. 7.83

while the MKS list the java flower as one of her adornments (v. 1.82).

815 See for instance PT 7.73a
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5) The adept is described as satisfied with human flesh, drunk on liquor and
his mouth full of betel. These are the substances typically offered to the the goddess and
her ancillaries and form part of the liquid of the arghapatra and the ingredients for the
dipa, pinda, caru and bali offerings of the Carukavidhi. White (2003) has argued that the
use of betel in sexual rites was important both as an aphrodisiac and as “an “overcoding”
of parallel or concurrent transactions involving the male consumption of female discharge.”3®
He also points to the characterisation of the goddess and human worshipper in Kaula Tantras
as having their mouths full of paan®'’. In the same vein, in the texts examined by us,

descriptions of deities being drunk are commonplace as shown for instance in the mantric

formulas for the bali offerings or in the descriptions of Srstikali’s appearance in the KKA.

6) Both the KKA and PTV describe the consort as bearing prominent breasts
using the compound (pinonnatapayodhara). This same compound was used to describe
the appearance of Samharakalt in the KKA as well as the supreme form of Guhyakalt
inv. 7.109 of the PT. A similar description also occurs in MKS v. 1.72

(kathorapivaratungavaksojayugalanvitam).

These factors show that the appearance of the adept and his diit7 as similar to
the divine couple is not coincidental but intentional. Although the transformation of
the human couple into Siva-Sakti is strongly indicated but not explicitly stated here,
other Kaula sources do openly spell out this divinisation. We can for instance cite Jayaratha
who quotes an unattributed Tantra to this effect in his commentary on TA 29.102 (Qt 102d.5

“Sivasaktyatmakam riipam bhavayec ca parasparam”). The Brahmayamala shows that

316 White (2003), p. 106
317 Ibid., p. 104
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the practice of the adept adorning himself to resemble his object of worship is an ancient one,

a practice described in the Bhairavavrata of the 21st Patala8,

Moreover, we should observe that other than the positioning of the diifi, the similarities
between the goddess and the human worshipper is not restricted by gender. Both the
female and male worshippers share aspects of Guhyakali’s appearance. This sexual
ambiguity is consistent with prescriptions in other Sakta Tantric texts where the male adept

is transvestite in appearance®!®

. Meanwhile, the custom of adorning the consort so that she
mirrors the divine image represented by the male adept is also prescribed in other texts. This is
described in the Brahmayamala during the discussion on the basic ritual of the talaka, the
category of adept fit to perform sexual rites, meaning the physical mirroring of the male
and female partners in this Tantra appears in a context similar to that of Vimalaprabodha’s two

works®%,

What is important about this physical change is that it is the final and perhaps
the most concrete level in which the adept becomes the object of his worship. This has
already been carried out at the purely mental level through dhyana where the mind becomes
a fitting receptacle for the goddess. At the subtle bodily level, this is performed through
nyasa whereby the touch of the mantra-enchanted hands has turned one’s body parts into
the locus of Guhyakali and her ancillary goddesses. Now this transformation bursts forth
into the material, and manifests itself in one’s gross physical body. In this way, there is

no part of the adept’s being that is not pervaded by the divine.

318 See Brahmayamala Vol. 11, pp. 225 -226
319 Sanderson (2014) cites numerous examples of this, especially from the Jayadrathayamalatantra.
320 See Brahmayamala Vol. 11, p. 258
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5.3.4 The Sexual Aspect of the Mahasivaratri as described in the PTV

The PTV is remarkable for the open and detailed way in which it discusses the
sexual rite as part of the Mahasivaratri. Although Tantric literature is direct in prescribing
the need for sexual activity, the precise details of how this is to take place is frequently glossed
over with vague generic terms that indicate foreplay, stimulation and the consumption of
seminal fluids. This is also the case in most of the KK A where the need for ritual sex is
largely only hinted at. We can take the example of the Cakrakrida where orgiastic activity
plays a prime role. Here, it is the simple clause yathasukhena srikramasadbhavoktakramena
cakrakrida (“the cakrakridd is as one pleases through the method proclaimed in the
Kramasadbhava™) that is used to indicate this. As Sanderson (2007b) has shown, we must
look to other texts such as the Jayadrathayamalatantra to elaborate the activities of this
orgy which, this Tantra says, will include copulation and the consumption of its products.
Elsewhere in the KKA, when a sexual rite is demanded, usually at the conclusion of a
naimittika ritual, it is implied by instructing the participants to end the rite with cakrapija
or cakrakrida as is the case with the Prayascittavidhi (cakrakridante sadhakasya suddhir
bhavati), the Pavitraka (cakrapujam vidhaya) and Damanaka (cakrakridantam vidhaya).
Even in the Mahasivaratri of the KK A, copulation is hinted at through a series of cryptic
compounds. The value of the PTV is therefore in showing us the mechanics of this sexual
rite as it was actually practiced. It is beyond the scope of this thesis to ground the PTV’s
passage in the vast literature on Tantric sex but it would be helpful to examine the PTV side
by side with an archetypical text prescribing these practices in order to show how the PTV
might be valuable in deepening our understanding of such literature. For this purpose, I have
chosen the Brahmayamalatantra whose Chapter 45 largely concerns sexual rites in the
course of nitya, naimittika and kamyaka worship enacted by the class of s@dhaka who is

qualified to undertake these practices known as the talaka.
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Although the descriptions of copulation in Brahmayamala 45 are frequent and
follow a set pattern, they are also brief, leaving us puzzling over the exact details.
These passages typically describe the installation of the pantheon of deities on the sakti’s
genitalia, the installation of the sakti upon a throne, acts of kissing and embracing and
stimulation, the insertion of the penis and the collection and consumption of the seminal
fluids. We can use the first description of this act in a section that deals with the basic
ritual of the sadhaka as an example (vv. 45.200 — 202). Here, I use the edition and

translation by Kiss (2015):

“He should project the whole pantheon (yaga) there (her genitalia) by the
aforementioned method. He should make a throne (@sana) with a small seat on its top
on the ground. The sadhaka should make [her] sit down there. He should start kissing
and embracing her and stimulating her. He should collect the purifying [substance i.e.

the sexual fluids]. Overjoyed, they should consume [the fluids]”

The act of stimulation translated from the causative of the root ksubh in this
excerpt and indicated elsewhere through this same verbal form or through its noun
derivation ksobham is one of the most common features of such passages (45.250b, 298b,
302a, 333b for instance). In addition to these steps, many of the other passages directly
mention the insertion of the penis (the verb ksip/viniksip/pravis is used such as in 45.204cd,
249cd, 263ab, 278ab etc.) while many other passages also indicate that after insertion,
the penis should move slowly. The Aisa form isic calanam (45.332a, 314a) or conventional
mandak calanam (278a) is used. These terms are employed without further elaboration.
Thus, by looking at the PTV, we can get some idea of what the actual practitioners of
Tantra had in mind when they translated these instructions into action through the course
of worship. We will now turn to my tentative translation of the sexual rite in the PTV

which comes after the offering of the liquid in the skull-cup to the sakti:
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“Having held the Best of Candalis who is upright and bearing the same form as
him in his left hand, having embraced her with the niyamamantra, having kissed her with
the hrdaya, he should raise his little finger with clipped nails up and down the mouth
(of the vagina) as per the size of the (opening) of the vagina at the ankurasthana, twelve
angulas below the fold of the navel. He should cause it (the finger) smeared with camphor
to enter up to the fourth joint (equivalent to the entire finger) with the Ardaya then he should
rub it in an anticlockwise and clockwise motion 21 times. Having withdrawn his finger,

he should insert his penis and reciting the samayavidya, he slowly carries out the churning.”

First of all, we can see that the pattern found in the Brahmayamala is mirrored here
beginning with kissing and embracing followed by stimulation then the insertion of the
penis. The PTV is helpful in fleshing out what a practitioner's interpretation of the rather
vague stimulation (ksobham) before the insertion of the penis might be, which it describes
as the use of the little finger, expanding on the action it undertakes as well as the appearance
of this finger. Likewise, the term “slow/slight movement” of the penis found in the
Brahmayamala is elaborated. The chanting of mantras is also shown to take place,
the mantras being different for each sex act, something not mentioned in the Brahmayamala.
More importantly, we gain a general impression of Tantric sex as being something extremely
precise. Specific instructions are given at every point concerning the locus for penetration
and the movements enacted. This shows Tantric sex as undertaken by medieval practitioners
to be highly regulated and perhaps provides a good antidote to the idea of this act being
wild and uncontrolled. From the PTV, we get the impression that the Krama’s ritualism

is highly transgressive but a transgression that is in no way equated with anarchy.

However, not only are the exact instructions for ritual sex provided but so too is the
conceptualisation behind it. This is found in 17 extremely challenging verses that appear

immediately after the description of the steps of ritual intercourse and seem to be a citation
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from another source. The verses themselves claim to be based on the rather vaguely named
Kalikamata which at least suggests their Krama origins. I take them to be a citation from a
Tantra rather than a composition of Vimalaprabodha himself due to the aberrations in the
Sanskrit suggestive of Aisa and the vocative “mahesvari” in v. 14d which shows that the
narrative frame for these verses must have been a dialogue between Siva and Parvati as is
commonly the case for scripture. Although a great deal in this section is unintelligible to
me, the little we can make sense of allows us to explore at least two important points
concerning ritual sex, namely 1) evidence for the Krama and the Buddhist Yoginitantras’
shared vocabulary for conceptualising ritual intercourse 2) how the Krama justified this

transgressive act.

Let us turn to a close reading of this passage to show how strongly the language
mirrors that of Buddhist Tantric material. In v. 1 of the 17 verses, four types of bliss are
said to be found in different locations in the body; the first being in heart, the second the
throat, the third beneath the navel and the fourth on the tip of the nose. This is followed by
an important categorisation of bliss into two broad types in v. 2, namely that which is with
support (sadharam) and that which is supportless (niradharam). The former is the product
of sexual contact (yonisamparkat) while the latter arises without intercourse (tadvina).
The former is transient (lasting half a muhiirta which is equivalent to 24 minutes, possibly
a symbolic designation for the period of intercourse itself) while the latter (without support)
is eternal. The former is characterised as “gross” (sthizlam) and is at first carried out for
the sake of siddhis. Meanwhile, according to Bhairava’s words (bhairavam vacah), the subtle
(sitksmakam) and supportless bliss is attained by means of that which is with support
(i.e. with ritual intercourse as its preliminary). These two types of bliss are said to each be
fourfold (turyadha taken here as a non-standard synonym of caturdha formed from turya),

totalling eight forms of bliss. At this point, the verses become highly esoteric but what can
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be said is that both the gross and subtle blisses are split into four categories bearing the
same names. Going by their naming as found in the verses on the subtle form of bliss,
they can be divided as follows: 1) ananda (bliss) 2) sahajananda (the co-emergent bliss)
3) paramananda (supreme bliss) and 4) viramananda (bliss of cessation). Those with
knowledge of Tantric Buddhist sexual practices will immediately see that the names for
the four categories are in fact the same as the Four Blisses associated with different stages
of ritual intercourse which gained huge doctrinal influence amongst the class of Buddhist
Tantras known as the Yoginitantras as well as the Indian and Tibetan exegetes of this
canon. According to Sferra and Isaacson (2014), the Buddhist Tantric Four Blisses became
established in their popular formulation under the influence of the Hevajratantra and
became widespread in Tantric Buddhism from the late 10™ century onwards®?. In this
Tantra, we find two different sequences of these blisses which are, according to the first
version, 1) ananda 2) paramananda 3) viramananda and 4) sahajananda while the second
sequence reverses the order of the last two blisses so that viramananda becomes the
ultimate bliss®?2. The Hevajratantra itself is unclear as to which sequence is the original
and this ambiguity became a source of heated debate amongst Buddhist Tantric masters
with proponents of the first sequence including the famous Abhayakaragupta and the
masters of the Kalacakra tradition while Maitreyanatha, Ramapala and Ratnakarasanti

are amongst the followers of the second®?®,

What is more important for our purposes though is that these four types of bliss are
associated with the position of the bodhicitta (the vital essence or life force) in four cakras

of the body. As explained in the Hevajratantra, the heat emanating from sexual activity as

321 Isaacson and Sferra’s examine the sources of the Four Blisses in their 2014 edition and study of
Maitreyanatha’s Sekanirdesa and its panjika commentary by Ramapala, especially p. 97 and p. 99.

322 See Snellgrove (1959), p. 95 for the occurrences of these two conflicting sequences in the Hevajratantra.
323 This is extensively discussed in Isaacson and Sferra (2014) since one of the primary aims of the
Sekanirdesa is to defend the sequence which ends with the viramananda. See p. 100 for a summary of the
proponents of these two views.
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it progresses from one type of bliss to the next causes the bodhicitta to melt and thus move
up or down the body along the avadhiiti (the body’s central channel) depending on which
sequence is followed. Thus, in the descending order, the first bliss is located in the head,
the second in the throat, the third in the heart and the fourth in the navel while in the
ascending order, the cakras are reversed®**. As we can see, the system propounded by the
Kalikamata, although not entirely understandable to us, shares both the names of the types
of bliss and the locations associated with those blisses as the Hevajratantra. Without this
Tantric Buddhist background, it would have been quite unclear as to why the PTV’s verses
locate the four blisses in different parts of the body. We may note that the order of the
blisses prescribed by the Kalikamata is closer to the sequence adopted by Maitreyanatha
amongst others which sees viramananda rather than sahajananda as the ultimate bliss.
However, its main point of difference is in switching the orders of the third and second
blisses so that the sahajananda is inferior to the paramananda. Moreover, its sequence of
bodily cakras does not follow a consistent vertical line of ascent or descent along the body
like the Buddhist model as seen in how there is a movement upwards from the heart to the
throat between the first and second types of bliss then downward to the navel in the third
before ascending again to the head. Although the “vital essence” which moves between
cakras according to moments of bliss is not named in the PTV, it would doubtlessly have
been called something other than the bodhicitta of the Hevajratantra, which is a distinctly

Mahayanist term.

Having explored the proximity in categories between the two traditions, we can
also show how Buddhist Tantrism might help us tackle the section in these verses that

explains the moment at which each category of gross bliss occurs. I roughly understand

324 See Snellgrove (1959), pp. 35 — 39 for a discussion of this phenomenon in the Hevajratantra as well as
Stenzel (2015) for a summary of the interpretation of this ascent/descent by Naropa.
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these moments in the PTV to correspond to the movement and location of semen on
account of the prevalence of the description of the bindu. According to the exegetical
tradition of the Hevajratantra, the emergence of bliss occurs during different acts of
sexual intercourse or as summarised by Isaacson and Sferra “with Bliss being assigned to
the phase of kissing and embracing and so on (i.e. the erotic preliminaries to coition),
Supreme Bliss to the ‘yoga of the churned and the churning’ (i.e. coition itself), Innate
Bliss to the experience of bliss (when Bodhicitta, i.e. semen, is) in the Jewel, i.e. the glans
of the penis, and Bliss of Cessation to the falling (of Bodhicitta) in the Lotus of the
consort.”3% Although my interpretation is speculative, a similar scheme might be mapped
onto the four categories of the Kalikamata. Thus, in v. 5cd — 6ab, regarding the first
category of bliss, the semen is characterized as stable (bindu sthane sthiram yada) and thus
this bliss might be associated with the preliminaries to coition. The terms udyame and
utthane, which I take as locative absolutes qualifying the second type of bliss, have the
connotation of “stretching out” or “rising” and therefore might describe the moment when
the semen begins to rise on account of coition. The description of the third type of bliss
more obviously aligns with the Buddhist description. The semen, which is here called the
moon (candra/sast are common codes for sukra/bindu®?®), is said to reach the peak (yati
param sast) but does not fall into the vagina (na pated yoginivaktre). The peak likely
refers to the glans of the penis also known as its jewel (mani) while the description of this
moment of bliss as being the point when the semen is not yet spilt prior to ejaculation renders it
in conformity with the Buddhist definition of Vajrayana’s third type of bliss. Finally,

the fourth bliss of the Kalikamata, again in line with the Buddhist description, occurs

when the seed falls into the “mouth” (adhyustabindusampatan mukhe), the mouth being a

325 Sferra and Isaacson (2014), p. 100 as well as Maitreyanatha’s discussion of this in the Caturmudropadesa
which is appended to their edition of the Sekanirdesa (p. 395).
326 See Snellgrove (1959), p. 27 for a table of coded terms related to intercourse.
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common code for the consort’s vagina. However, it is still unclear to me why different
amounts of semen are enumerated for this category of bliss (ekabindur dvibindus ca...).
It should also be remarked that the Kalikamata, unlike the Buddhist sources, subdivides
virama into two types, the fifth coming about on account of a state of intense passion

(visesad ragabhavatah).

We shall now turn to the characterisation of the subtle bliss. The verses again
emphasise that this bliss is received by means of the gross (anena labhyate sitksmam in v. 11a).
Although the subtle is divided into the same categories as the gross, its categorization
cannot be related to intercourse since it is said to occur without contact with the yoni.

The description of each state is even more cryptic to me than those of gross bliss and seems
related to a mystical interpretation of consciousness in each stage of bliss. What is evident
is that the final stage of virama is explained through an etymology of this term. Thus, virama
is split into the particle “vi” as the shortened form of viyatsthana (the place of ether/the
sky) and the verbal root “ram” in its sense of “play” (ramukridaprayogena). The verses
become somewhat more comprehensible from v. 15 onwards which describes the state of
one who has entered into this virama bliss. We are told that for such a person, “there is no
I, no you, no $iva, no $akti, no gender, no beauty, no measurement yet the possession of all
measurements”. After this, the text for the third time stresses that only through practice
with the “gross” form of bliss (sthitlabhydsena) can one reach this subtle bliss which is the

state of supreme emptiness (khakhata or literally the state of being the void of the void).

Although the Buddhist literature as far as it has been examined by me does not
help us unpack the explanation behind the categorization of subtle bliss of the Kalikamata,
we find another parallel in that Buddhist exegetes understood the four categories of bliss
as being applied to both a gross form of practice rooted in union with a consort and

a subtle form devoid of ritual sex. In relation to the Tantric Buddhist notion of the Four
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Seals (Action, Doctrine, Great and Commitment Seals), which are ever subtler acts and
doctrines leading to enlightenment, exegetes like Maitripa asserted that the Four Blisses
could be found in both the lowest Seal, the Action Seal, and the superior Doctrine Seal.

As found in the Action Seal, it has as its substrate a physical consort while in the Doctrine
Seal, it is conceptual®*’. We may conclude by saying that the PTV by including these
Kalikamata verses is valuable on account of bringing to light new shared material between
Buddhist Yoginitantras and the Krama in the conceptualisation of sexual bliss. This is
especially the case since the PTV remains the only Krama source I know of to share the
influential Buddhist fourfold categorisation of bliss. Without wading into the question of
which way this borrowing proceeded and how exactly the exchange came about, we may say
that the PTV opens interesting new possibilities into the study of the relationship between

Sakta and Vajrayana traditions.

Before turning to how this passage of the PTV might be said to philosophically or
even soteriologically justify ritual sex, we should briefly revisit the common understanding of
the function of ritual sex and transgression in Tantric literature. Much has been written on
this subject and I am unable to capture all perspectives in this complex and growing field.
However, for the sake of brevity, I will largely depend upon the lucid explanations provided in
the works of Sanderson (1985 and 1995). Sanderson shows that, preceding the philosophical
justifications, ritual sex was largely conceived of as necessary to generate “power substances’-
impure offerings of blood and seminal fluids - which would entice and tame the wild deities

328

who could grant magical attainments to the worshipper-®. Once a more systematic non-

327 Stenzel (2015), pp. 201 — 203 provides an account of Maitripa’s interpretation of the application of these
Four Blisses to the Action and Doctrine Seals.
328 Sanderson (1985), pp. 198 - 202
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dualism had been developed, transgression was understood as a method by which the

practitioner could cast aside his inhibitions about the pure and impure or as Sanderson states:

“It was explained that the purpose of Kaula transcendence is to enable the worshipper
to realize that the purity and impurity which attach to things and persons on the authority
of Vedic injunctions are not objective properties of those things or persons (vastudharmah)

but purely subjective (pramatrdharmah)®®.”

In this way, once the tantrika is able to renounce the notion that phenomena had
discrete identities and qualities, he could come to an understanding of the unity of all
things and their ultimate identity with a single, all-pervasive consciousness. Linked to this
idea of freedom from inhibition is also the doctrine that transgressive acts such as drinking
liquor, eating meat and intercourse were conducive to expanding one’s consciousness and
to creating an aesthetic relishing. In this act of relishing synonymous with bliss, the barrier
between the subject and object of consciousness is broken down and their unity is realised.

Again, we may cite Sanderson®®;

“Wine (madyam), meat (mamsah) and sexual intercourse (maithunam) — the three
Ms — are enjoined in Kaula rituals not simply as a means of transcending the inhibitions of
orthodoxy but also because the first two stimulate the vigour of the worshipper so that he
may achieve the greatest possible degree of sensual bliss in the third. The greater the
intensity of this bliss the greater the self-realisation in one who experiences it aesthetically,

centred in consciousness uncontaminated by desire.”

In our summary, we now have three interrelated justifications for ritual sex:

1) using the products of intercourse to satiate deities and empower the adept 2) harnessing

329 Sanderson (1995), p. 85
330 Ibid., p. 88
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the impurity of the act to cast aside dualistic inhibitions 3) channeling the aesthetic experience
of transgression to generate a bliss that is the basis for non-dual consciousness. As per our
brief survey of Tantric Saiva traditions in the Introduction to this thesis, we might classify the
first justification as pertaining to a Kapalika background while the latter two, which are

more conceptual, being the outcome of the Kaula reformation.

It seems that although the line of reasoning in the Kalikamata also includes the
first justification, it gives greater weight to the third, aesthetic outlook. Its belief that ritual
sex may be performed for the production of “power substances” is seen in how seminal
fluids from intercourse are collected as offerings to be consumed by the deities and
participants of the rite, both in their unadulterated form immediately after the ritual
intercourse of Sivaratri but also transformed into processed products such as the dipa,
pinda and bali. Moreover, we are also told at the beginning of the exposition on the gross
form of bliss that sexual intercourse is undertaken for the sake of supernatural attainments
(siddhaikahetave). However, since it is said to only be done for this purpose initially

(arambhe), we must see this function of ritual sex as subordinate.

Because the 17 verses based on the Kalikamata primarily concern the experience
of bliss, its categorisation and its results, the PTV’s primary justification for ritual intercourse
arguably belongs to the third type of justification, bliss being an interior aesthetic rapture
rather than an exterior physical product. More importantly, we see three instances in which
it is emphasised that the subtle and superior type of bliss is produced by practicing ritual
intercourse as its preliminary and by reflecting upon it (in v. 5 and 17). We should therefore
understand the gist of the thinking in these verses to be that the sadhaka should perform
ritual intercourse in order to interiorise and cultivate the bliss that it generates so that he may
manifest it spontaneously devoid of the act and, ultimately, to enable it to pervade his

existence permanently. Such is the reason for why the subtle bliss is proclaimed as eternal
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rather than transient in v. 3b (niradharam sada bhavet). Thus, the transgressive fact of
intercourse itself is not its essential feature but rather the expansion of consciousness it
brings about. Moreover, this expansion of consciousness is akin to that conceived by the
Kashmiri exegetes since it is not simply any blissful experience but one in which all sense
of duality is dissolved. This is proven in how the supreme virama bliss is viewed as that
void beyond void or khakhata (v. 17¢cd), free of the false dichotomies of subjectivity,

gender, form or measurement (v. 15cd — 16).

5.4 The context of the rites of the KKA and PTV

Since the naimittika rites discussed in this chapter, especially the Mahasivaratrividhi,
are the rites that are the richest in detail, I wish to use them as a starting point to explore
wider questions related to the practical concerns of Krama worship in medieval Nepal.
Using these details, we may piece together certain considerations of the worshipper not
explicitly spelt out in the text itself. Arguably, the paddhati genre is more conducive to this
task than a canonical Tantra. Tantras claim to have divine authorship and are framed as a divine
conversation. What they relate concerning the praxis of a cult are often an ideal rather than
an applicable set of instructions. Likewise, minute or problematic practical details which
are nonetheless necessary for the ritual to proceed can sometimes be glossed over in Tantras
with the justification that such trifling matters are not the primary concern of the gods.
However, a paddhati as a manual is designed to answer these very mundane questions and must
necessarily grapple with even awkward details if it is to serve as an effective tool in guiding

ritual practice.

Here, I hope that ritual instructions in our texts will help elucidate two main areas:
1) patronage or the question of who is the intended audience of the KKA and PVT

2) the reality of the prescribed transgressions or to what extent the worshippers actually
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partook of the antinomian substances and practices laid out in the KKA. Perhaps
unsurprisingly, in relation to the former query, I will argue that the text quite strongly
points towards a wealthy courtly patron, perhaps even the King himself as the ideal
audience of our texts. The second question, that of transgression, meanwhile has arisen
because some forms of transgression are so extreme that they raise doubts about whether
their enactment was possible. In spite of this reasonable skepticism, I will try to show that

some but perhaps not all acts of transgression were expected to take place.

Vimalaprabodha’s courtly connection has already been mentioned by us as proven
by the colophon of the MS of Amrtesvaranityapijavidhi where he is called the royal
preceptor to Arimalla. It is likewise probable that the KK A was composed for a similar
client. Several features of the work show it to be a highly well-thought out composition,
chiefly the sheer length of the KKA on account of ritual minutiae; the erudition involved
as shown by the citation of numerous Tantras to justify its rituals; and the quality of the
Sanskrit which is largely free from vernacularisation or corruption, a peculiarity amongst
medieval Newar paddhatis. 1t is therefore distinct from the more basic type of Newar
paddhati where only the barebones of ritual and mantra recitation are provided without
any acknowledgement of authorship or the canonical sources it draws from®!. This self-
conscious nature of the work strongly suggests it was not written for the private use of
Vimalaprabodha or his immediate community as a simple ritual aide-memoire but for an

important external audience.

We can consolidate the notion that the KKA’s model audience was an important
client by arguing that the instructions in the KKA and PTV expose the socio-economic

status of the potential patron of its rituals. Our texts assume that the ideal patron for the

331 It might be said that this is the type to which the MPP and GNP conform.
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more elaborate rituals possess not only material wealth but also political status. We may,
for instance, take the Mahasivaratri as an example. As seen above, the PTV prescribes
three versions of this rite according to one’s financial capacity. The preferred and most
elaborate version, if actually performed, can only have been aimed at a highly powerful
and wealthy individual. It calls for 81 candala women for the sexual component. The patron
of this ritual, who appears at the centre of this ring of 81 couples, must not only have had
the power to procure and summon these women but had to be capable of housing them in
an appropriately large ritual ground. Moreover, once the rite was underway, he must have
had sufficient authority to ensure that no incursions upon the ritual ground took place,
interruption being detrimental to the success of any Hindu rite. At the same time, historically,
the relationship between Brahminical orthodoxy and Tantric transgression was by no means
without tension, the latter often being viewed with hostility. Instances of social reprobation
or punishment for Tantric heterodoxy have been widely recorded in history**2. The arrangement
of a rite of the scale and expense of the Mahasivaratri described in the KKA and PTV
could not have gone unnoticed. Therefore, the patron of this ritual had to be an individual

with enough political status to shield himself from any unwanted social consequences.

Moreover, not only is political capital required but also financial means, which
must be used for paying for the costly paraphernalia and ingredients of the rituals.
The number of participants in rites like the Mahasivaratri must have been a significant
financial burden on the sponsor. Depending, as discussed, on how we interpret the kumaris
in the PTV, the Sivaratri could contain up to 243 participants (162 participants from
81 couples plus 81 kumaris). All participants are to be honoured and worshipped with
offerings that begin with betel and tilaka upon being summoned followed by liquor and

blood as substitutes for argha and acamana. This is succeeded by the offering of the pledge

332 See Sanderson (2007b), pp. 280 — 281 for an example of this in Kashmir.
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lamps made from dough, blood and liquor and the sipping of the blood and liquor mixture
in the skull vessels. This expense is compounded by the seats that are assigned to each
participant which the PTV tells us is made of human hair/skin or goat skin, two materials
that are not easily procurable in the volume required for the ritual. Such preparations are
clearly beyond the spending power of a ritual patron of middling means. The instructions
for the superior type of Cakrakrida, involving 16 yoginis alongside the different categories

of pledge-holders in the KKA would have demanded expenditure on a comparable scale.

Elsewhere in the KKA, we have instructions showing the ideal materials for ritual
paraphernalia to be very costly ones. Materials listed for crafting the arghapatra include
tortoise shell, pearl, gold and silver. Likewise, in the Asanavidhi, the seat is ideally made
out of seven animal skins amongst which are the skins of tigers, elephants and leopards.
Although in both these instances, we do have instructions for substitution which supply cheaper
alternatives, the writer must have at least envisioned the ideal audience to be patrons with
the means for these luxurious materials. Further confirming the costly nature of these rites are
other instances where the expense of the ingredients is evident but cheaper alternatives are
not provided at all. Examples include the liberal use of saffron, sandalwood and deer musk
for pastes and potions, such as the method for the Mandaloddharavidhi of the paripati
where all three of the stated ingredients are used to draw the mandala. The complexity and
size of this mandala, measuring 36 angulas on each side, means a large volume of these
ingredients was needed. Similarly, the mixture with which one performs the adhivasana
for the damanaka (musk, saffron, sandal wood are again amongst the ingredients) and
pavitraka also includes costly or rare ingredients for which no substitutions are given.

The amount of objects soaked (up to 468 cords for a single category of sacred cord in the

Pavitrakavidhi in the KKA and up to 726 in the PTV) gives an indication of the cost.
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Finally, if the evidence in these two texts themselves and from what we know of
Vimalaprabodha did not suffice, we can always point to the recorded Tantric patronage of
Malla kings. As discussed in my introduction, these kings were not only nominal tantrikas
but proudly advertised their Tantric credentials, endowing temples and composing or even
copying Sakta Tantra texts. Therefore, writing for a courtly audience was not an aspirational act
but an actuality backed by historical evidence. Nonetheless, we should be reminded that
the courtly patron may have been the ideal audience for these two paddhatis but perhaps
not the only audience. The existence of substitution based on wealth shows that those with
fewer means could also be expected to sponsor these rites. However, the sparse description
of these substitutions compared to the elaborate details for their more costly counterparts

do show that these secondary patrons were not at the forefront of the writer’s mind.

Now, we shall turn to our second query concerning the extent to which the
transgression prescribed in the KKA and PTV was actually put into practice. Before
answering this question directly, however, we have to more generally consider how
prescriptive the instructions in the KK A, whether transgressive or not, were meant to be
by the author. It can be argued that the KKA self-consciously sees itself as a prescriptive text
of the pijapaddhati genre. Vimalaprabodha’s statements at the prologue and throughout the
work indicating that he has studied various Tantras and extracted this material for conversion
into instructions show that he sees his work as a tool for praxis rather than for theological
explanation. The presence of details concerning the minutiae of ritual (ingredients, mantras,
the orientation of mandalic components) proves that the text, at least for someone versed
in Krama terminology, could be readily converted into ritual action. This point — that
Vimalaprabodha’s works are action rather than concept-oriented — is a fairly obvious one
but we might further ask whether the intention of the author was maintained i.e.did the text

continue to be put into practice?
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Here, the manuscript evidence of the KKA is of help. The three dated MSS of our
text were written between 1609 - 1698 as discussed in the Editorial Principles of the edition.
What we can therefore say is that the practice enjoined by the KKA which dates from the
early 13" century must have easily covered over four centuries since there is no reason for
why an inactive ritual model would continue to be copied in fresh manuscripts. This is
further backed by the interpolations of KKA 1, which show that there must have been an
active engagement with the text as it was transmitted. This includes elaboration upon the
more terse instructions in KKA 2’s version (for instance, additional information on how
the armanyasa is to be performed or on the ingredients for the paste for the raising of the
mandala). The frequent insertion of the Newari term thvate (“thus is” or “this is”’) shows
the KKA to be part of a lived religion. The active engagement with the text proves that the
instructions contained therein were not simply an ideal to be admired and remain calcified
but practical steps to be grappled with. This brings us closer to answering our question

about the enactment of transgression.

Now that we have established that the KKA was most likely put into practice, we
can analyse more specifically the instructions relating to transgression. The most obvious
backing for the idea that Vimalaprabodha understood his prescriptions for transgressive
acts and substances seriously is found in the Dravyaganavyavastha, the section enumerating
the substances and categories of consorts to be adopted. Vimalaprabodha warns that those
who carry out Krama worship without eating and drinking impure substances and engaging in
sexual rites (khanapanastriya hinam) will not receive the fruit of their activities. This is in
line with standard warnings across left-handed Tantric literature that practitioners who display
anxiety in the face of transgressive non-dual acts will face obstruction, hell or destruction

at the hands of the wild deities he is propitiating. However, we have to examine the specifics
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of the usage of these ingredients and acts in greater detail to find out whether or not this

statement is mere posturing.

A useful method of exploring the commitment to transgression is to analyse the
concept of substitution in a text. If, for instance, all or most impure ingredients in a text
possess pure substitutes then we can be fairly certain that the prescription for transgression
was not a strongly enforced one. Although this is not the case in the KKA and PTV,
substitution does exist in our texts in two forms: 1) the substitution of an entire rite for
another ritual procedure in the case that the former cannot be performed 2) the substitution
of particular ingredients/materials within a ritual that are not available. I will argue here
that both types of substitution may alter the intensity of transgression but do not challenge

the idea that radical transgression remains a necessary component of ritual activity.

The prominent example of the first type of substitution features in the KKA in
relation to the Cakrakrida whereby we are told that this rite can be substituted for the
Kumarivatukapiija for those unable to perform the former. Although the substituted rite
does not contain ritual sex which is the key element of the Cakrakrida, its instructions
nonetheless heavily involve transgression. The offerings made to the Kumart and Vatuka
include liquor, meat and the samayabali which is made from a host of highly impure
ingredients. Therefore, this substitution cannot be said to be a mere replacement of impurity
with purity. Meanwhile, the PTV contains a comparable key ritual substitution. In the case
of inability to perform the full Mahasivaratrividhi, the adept is permitted to worship a Kumarf,
a rite which again involves transgressive substances including a pitcher of liquor and the
offering of pledge lamps accompanied by pinda and mudra, offerings which contain flesh,
liquor, seminal fluids and human fat. Although a further substitution for this Kumariptja
is given in which the adept merely imagines the full Mahasivaratri worship, even here an

element of transgression remains in the prescription for the adept to circumambulate the



261

cremation ground at night. We therefore see from the examples of the first type of substitution
that they may imply the lessening of transgression but by no means its complete replacement.
Since the rites (Cakrakrida and Mahasivaratri) where substitutions are available also happen
to be the most complex rites described by Vimalaprabodha, we might add that the function
of these substitutions is perhaps not to diminish transgression but to provide simpler and

cheaper alternatives for such rituals while still retaining some elements of transgression.

As for the second type of substitution — that of materials or ingredients — I also wish
to argue that this is not primarily done for the sake of diluting transgression. In order to
better understand the relationship between the substitution of ingredients/materials and
degrees of transgression, we may refer to a study by Torzsok (2014a). In this article,
she shows how the substitution of less impure substances in ritual instructions in some
early Sakta Tantras is often indicative of how strict a text’s viewpoint on transgression is.
For instance, in a seemingly highly transgressive Tantra like the Siddhayogesvarimata,
substitution for impure substances is permitted but these substitutions are believed to be
less powerful®®, So, for example, the substitution of a vegetarian option (sesame) for a
meat one (beef or goat) would require one hundred times the volume of the former®%,
This pattern of substitutions in such early yoginitantras has led Torzsok to conclude that

“the prescription of impurity is not always as strong and exclusive as it is usually assumed.”33®

In the case of the KK A, however, substitution seems to paint a different picture.
The substitution that does occur by and large applies to ritual apparatuses and not consumable
ingredients. These substitutions of materials are perhaps related to scarcity or cost and

seemingly have no implication on the efficacy of the ritual. Thus, the main instances of

333 Torzsok (2014a), pp. 202 — 203
3 bid., p. 202
35 bid.. p. 220
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ingredient/material substitution are to be found in the construction of the asana, arghapatra
and the japyamald where, for instance, luxurious animal skins can be substituted for red
cloth or coconut or conch shell can substitute rarer vessels made of human skulls, gold or
silver.3% These substitutions therefore appear to be cost-related rather than purity-related.
As for the substitution of transgressive comestible ingredients, this is a far rarer phenomenon.
Impure substances — most commonly the pasicamrta (semen, phlegm, blood, urine and
excrement), other products from the the human body (flesh, skulls and fat), animal meat
(particularly beef) and liquor — are actively used in the Dipavidhi, Carukavidhi,
Cakrakridavidhi as well as the three naimittika rites discussed in this chapter. Yet in these
six rites, not once is there any mention of substitution of individual ingredients. Indeed,
there is only one occurrence of substitution of an edible transgressive ingredient in all of
the KKA and this comes at the end of the Samayavatikavidhi where three ingredients —
rudra (blood), the mysterious aditya, and kastiirt (musk) — can be replaced with whatever
one wishes in the case of their absence. Even if we accept that aditya whose identity is
unknown is, like rudra, a code for a transgressive substance, the presence of musk, a pure
substance, in the group of three that can be replaced shows that the substitution is not entirely
related to finding less impure options. Furthermore, even without rudra or aditya in the mix,
the pill which includes another 14 largely impure ingredients, such as the five amytas,

wine, liquor and human fat, would hardly be less transgressive.

Finally, a further piece of evidence for the actual use and consumption of transgressive
ingredients comes from the specificity of instructions concerning their preparation.
If in reality, the use of transgressive substances was merely symbolic or even of secondary

importance to unmentioned substitutes then we would expect scant information on how

336 This instruction is very similar to the the Vinasikhatantra which states that the kumbha can be made out
of a human skull, tortoise shell, gold, silver or copper without making distinctions between the efficacy of
pure and impure materials as cited in Torzsok (2014a), p. 197, fn. 3.
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they should be prepared. However, the opposite is the case in Vimalaprabodha’s works.
This specificity in instructions is evident, for instance, in the formula for the substance
used for adhivasana in the Damanakavidhi of the KKA and PTV where not only are the

3 potent impure substances mentioned but also the 13 conventional ingredients with which
they are mixed. Likewise, in the Dipavidhi, we have meticulous instructions on the mixing
and cooking of the impure substances in order to produce lamps of a certain colour, size
and appearance. The fact that attention is paid to how these ingredients are transformed in
the process of preparation makes it unlikely that they were purely symbolic. The same
could be said of transgressive acts which contain equally specific directions as we saw
with the way ritual sex is described in the PTV. If these acts were only imagined or
symbolic, specific instructions on stimulation and penetration such as we find in this text

would hardly be necessary.
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Conclusion

Can we posit a theology of ritual?

Since this dissertation set out to elaborate a phenomenon rather than to prove a
hypothesis, its value lies in the findings presented in each chapter and the fact that these
findings coalesce to form a clearer picture of what was otherwise a largely unstudied tradition.
The primary contribution of my work is thus found in the careful documentation of key
aspects of the cult of Guhyakali in medieval Nepal and the accompanying editions which
provide a new and considerable resource for its study. The descriptive nature of the work
renders a conclusion for this thesis a tricky affair since our research contains no pithy
thesis statement while it would also be tedious to relist all of our insights into the cult here.
Therefore, instead of presenting an unwieldy summary, we might use this conclusion to
reflect upon whether our data reveals any common conceptual threads running through
the documentation of Krama worship. To put it more simply, is it possible to posit a
theology which underpins the bewildering array of Krama iconography and ritual, if not

according to all the sources examined by us then at least as found in the KKA?

I believe, albeit in a qualified way, that a common theological thread does bind
Guhyakalt worship in the KKA and that this thread appears to be the concept of non-
dualism. This may not be a surprising position since the Krama is considered by scholars
to be one of the few Saiva cults to explicitly and consistently express a non-dualistic

337 Meanwhile, what is often perceived as the non-dualism of other cults,

philosophy
including Sakta ones, may be put down to the interpretative viewpoints of exegetes under

the influence of the Pratyabhijfia school®®, It is thus primarily in the Krama where we

337 This argument is made in Sanderson (1985), pp. 90 — 91 and (1992), pp. 306 - 308
338 Sanderson (1992), pp. 287 — 36 shows this to be the case even in relation to the doctrine of the
Malinivijayottaratantra of the Trika which was viewed by exegetes as the essence of non-dualism.
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begin to have the classical formulation of associating the godhead with an ultimate

339 As already touched upon in

consciousness (cit/samvit) which grounds all phenomena
our introduction, the consistency of this cult’s non-dualism in both doctrine and worship is
due to the fact that in several of its texts its ritual steps are envisaged as mirroring the steps
of cognition as it moves away from its individuated form towards identity with absolute
consciousness. In Sanderson’s words, the Krama managed to formulate “a fully elaborated,
uncondensed ritual which explicitly and uninterruptedly mirrored the theoretical model of
consciousness to be internalised as the state of enlightenment3*°, Sanderson argues that
the consistency of this non-dualism was such that the Krama became a “decisive factor”

in the development of the fully-fledged and logically rigorous non-dual philosophy of the
Pratyabhijiia®*!. However, more importantly for an assessment of the non-dualism of the
KKA, the scriptures of the Krama which are believed by Sanderson and Torzsok>*2
to contain unequivocally non-dual material — the Kalikakulaparicasataka,

Kalikulakramasadbhava and Jayadrathayamala — are also amongst the sources which

Vimalaprabodha cites as the canonical basis for his ritual procedure.

In spite of all this, as has been shown time and time again in the history of
religions, the connection between ritual and theology, even if the former is systematically
predicated on the latter, can be easily blurred once we enter the realm of lived religion and
more organic forms of worship begin to develop. The KKA is a text almost exclusively
concerned with practical instructions with very few theological pronouncements.

We therefore may have to tread carefully and seek additional evidence when asserting

Vimalaprabodha’s non-dualism and in questioning whether this is the key theology

339 Torzsok (2014a), p .220

340 Sanderson (1985), p. 91

1 Ibid., p. 91

342 Torzsok (2014a), p. 217 and Sanderson (1992), p. 307, fn. 89
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pervading his work, especially because the equivalences between cakras and the phases
and factors of cognition so central to Krama non-dualism is not spelt out in this text.
Importantly, Torzsok’s (2014a) study of early Sakta Tantras has shown that statements of
non-dualism, at least in this class of texts, often constitute ritual non-dualism — that is a
rejection of the pure-impure distinction for ritual acts and substances based on the idea
that all things are the creation of the Lord rather than ontological non-dualism, a position
which identifies all things as one and the same as the Lord®*®. For a work to qualify as
truly non-dual, we need some sort of statement directly renouncing ontological dualism
and the proclamation of its opposite, which is that the supreme is none other than his/her

creation and that the universal soul/consciousness is the same as that of the individual®*.

Although we cannot expect Vimalaprabodha who is a liturgist to have had the same
rigorously defended non-dualism as the Kashmiri exegetes, we definitely see statements of
the type specified by Torzsok in his work. A rejection of ontological dualism and not just
ritual dualism has already been seen in the little we can understand of the Tattvopades$avidhi
where the Goddess is said to transcend several sets of false dichotomies. It will be recalled
that the KKA’s mangalacarana discussed extensively in Ch. 3 also contains the same
theological stance. In this verse, which may be considered the very crux of the KKA, a
clear proclamation on the identity between the individual and the universal is made while
the singularity of ultimate reality is also affirmed. This is seen in how the verse locates the
Kalis of Srsti, Sthiti, Samhara and Anakhya and their associated cosmic functions within
the body of the worshipper. Moreover, these four Kalis are then said to be ultimately
subsumed in the void of the supreme Kalt (trikalakhakhayutam) who is characterised as

the sole ground of phenomenal reality (sarvatattvaikavrttim). The same mode of expressing

343 See particularly Torzsok (2014a), p. 206.
%4 Thid., p. 207
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non-duality is continued more extensively still in the Kalisiitra of the Mahasivaratri.
Indeed, it is potentially the consistency between the ontological non-dualism of the
mangaldcarana and the Kalisitra that enabled later redactors to combine them into a
single six-versed hymn as explained in Ch.3. The fact that these three key segments of the
KKA - the mangaldcarana, the Tattvopadesavidhi and the Mahasivaratri - display an

ontological non-dualism may mean that such a doctrine is the guiding spirit of the entire text.

Since the contents of the Kalisiitra were not examined by us in the previous
chapter, we may return to it to show how non-dualism is established there. Since the siitra
is translated and analysed in full in a forthcoming publication by me, we therefore discuss
just a few of the goddess’s descriptors in verses 1 - 2 of this hymn to make our point.

In these verses, Guhyakali is described as both utterly transcendent and immanent. She is
said to be “one whose own nature is the light arising from the void of the Fire of Time”
(antakagnikuharotthitabhasvaripa) in v.1. As with the KKA’s mangalacarana, we see
Kalt’s association with the void which is commonly used to show that she is the locus into
which all things are absorbed and which can be transcended no further. The reference to
the Fire of Time (antakdgni), a trope which is popular in both Krama scripture and exegetical
literature, enhances this idea since the Fire of Time is said to burn its fuel so completely
that no trace remains, thus denoting the fact that all phenomenal reality wholly dissolves
in the unity of the supreme Kalr®. This is paired with her descriptor as “one whose nature
is that reality which is the cause of Emission, Stasis and Dissolution”

(srstisthitipralayakaranatattvaripa) in the same verse. In a similar vein in v. 2,

345 According to Wenta (2021), p. 729, where this concept is briefly discussed, the comparison of the
Goddess to the Fire of Time is already present in the canonical Kalikakramaparicasika which forms part of
chapter seven of the twelfth century Ciricinimatasarasamuccaya. Wenta (2021), p. 741 also shows the
appellation to be present in the early but now lost Kramastotras of Eraka. Several exegetes linked this Fire
of Time with the activity of nondual consciousness as it consumes the sense object, absorbing external
cognition and obliterating the distinction between self and other as Ksemaraja explains in
Pratyabhijiiahrdayam, Sttra 14 and autocommentary.
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she pervades the phenomenal universe since she is “split into the multiplicity of material
existence” (sakalabhavavibhdagabhinnd). In short, by seeing the divine as both absolute
and singular on the one hand but also the material and efficient cause of creation on the

other, the hymn propounds an indisputable ontological non-dualism.

In conjunction with this, non-dualism is further expressed by describing Kali as the
foundation of the individual’s experience of consciousness as well as pure consciousness
per se. Thus, she is described as consciousness itself (jianatmika) in v. 2 but also as the
basis for the factors of phenomenal cognition. She is accordingly said to be “one in whom
the states of cognition (literally “states of the sense and sense object”) arising from mind,
its object and thought are dissolved” (ciccetyacittavisayaksavilinabhava in v. 1). If we
interpret cit, cetya and citta as equivalent to the triad of knower (pramatr), object of
knowledge (prameya) and means of knowledge (pramana) that is said by traditional
Indian epistemology to be the necessary conditions for cognition then, in fact, the non-
dualism of the Kalisitra comes very close to the classic ontological position of Pratyabhijiia,
which argues that this triad are one and the same once unified in the supreme consciousness
that is Siva. Of course, the ambiguous nature of this compound describing Kali means that
this understanding of the terms cit, cetya, citta is not entirely certain. However, whichever
way we do choose to interpret the compound, it is undeniable that the ultimate message of
this description is that all factors of cognition are dissolved in and thus identical to Kali34°.
Without digressing too much, we may also add that the type of non-dualism propounded

by the Kalisutra further parallels Pratyabhijiia in that it seeks to validate the reality of the

phenomenal world on account of its pervasion by the divine rather than to see it as illusory.

346 Alternative interpretations of this compound are thoroughly discussed in my forthcoming publication on
the Kalisitra.
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Since we have shown that statements undeniably supporting ontological non-
dualism can be found in the KKA, we can turn to how this viewpoint may be seen as
the thread which binds Krama worship throughout this text. This has already been partly
elaborated in our discussion of the thorough use of transgression in ritual. As explained
in Ch. 5, impurity pervades almost each and every aspect of the KKA'’s rituals from the
paripati right up to the last naimittika rite. In this chapter, we showed that transgression,
especially pertaining to ritual intercourse, is not impelled by what T6rzsok calls “ritual
non-dualism” but by ontological non-dualism since its justification rests with the fact that
transgression must be accompanied by gnosis and that it foregrounds an aesthetic

experience which is the gateway to a non-dual liberatory awareness.

However, non-dualism not only binds Vimalaprabodha’s work through the prevalence
of transgression but also through its dominance in iconographic practices. This is shown
by how the deeper goal of all modes of iconography examined by us is the vigorous and
absolute identification of the worshipper with the object of worship, a feature discussed in
Ch. 1. I use the term vigorous here since I understand the risk of extrapolating non-dualism
from the practice of identifying the worshipper and worshipped in a Tantric context.

This is because some notion of identification, of varying degrees of intensity, is present in
almost all Tantric cults whether dual or non-dual as Sanderson (1992) highlights**’. Where I
see Krama practice being distinct and thus faithfully reflecting a non-dual ontology is the
manner in which its identification is more comprehensive and concrete than elsewhere.
Thus, in the Siddhanta as exemplified by the Somasambhupaddhati, for instance,

the instructions for identification between worshipper and worshipped is made but it is

perfunctory and performed through a simple statement that instructs the practitioner to see

347 Sanderson (1992), p. 299
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himself as indistinct from Siva®®. The identification performed in the Guhyakali cult,
on the other hand, is of an entirely different kind in that it deploys a novel and multimodal

practice to effect a synthesised and systematic transformation.

The adept, beyond just stating his divine nature, is engaged in transforming
himself into Guhyakali through image (dhyana), sound (mantra), physical gesture (mudra)
and bodily identification (nydsa). Although, visualisation in which we find nyasa accompanied
by mantra is a common feature in many Tantric cults, Guhyakali worship distinguishes
itself through the completeness of this act, mapping not only the main elements of the
central deity onto the worshipper but also the minutest elements down to all of her 54 hand
implements and each tier of her throne. Furthermore, this cult’s visualisation is not only
meticulous but also astonishingly consistent, at least as seen in certain texts like the HRT.
So the heads, hand implements and throne of the goddess are given natural counterparts in
the human face, arms and lower body in such a way that the hierarchy and order of those
elements are retained in the worshipper’s body. As a result, the Guhyakali cult is perhaps
unique in enabling each and every feature of its deity to be transferred onto the equivalent
part of the adept’s body so that his entire being becomes the same as hers, a fact made all the
more remarkable by the complexity of the goddess’s form. Once contrasted against much
simpler modes of identification found in other Saiva cults, it may be reasonable to posit

that a non-dual theology does indeed account for the intensity of this transformation.

This same thread of non-dualism which serves to obliterate the distinction between
self and other by locating the divine or macrocosmic within the worshipper is evident in
ritual procedure beyond iconography. In Ch. 4, we show how the entire pantheon of the

Nityapijja is in fact deposited into eleven locations in the worshipper’s body thus rendering

348 SP, Vol. 3, vv. 23 and 26
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obsolete the difference between his individuated self and the physical cakras of worship
drawn before him. In a similar way, the Prayascittavidhi sees the worshipper bringing the
entire sacred geography of the cosmos (the pithas, ksetras, upaksetras and samdohas)
into a diagram before absorbing this cosmos into his own body through the Pithanyasa.
We might note in support of the hypothesis that the Krama and thus the KKA possess a
more pronounced non-dualism that, though a similar Pithamandala is a feature of the
Kubjika tradition, it is only the Krama that prescribes a nyasa over and above the
mandaloddhara. 1t is also no coincidence that this very same Pithanyasa invoked by
Abhinavagupta, who also declares its source to be the Jayadrathayamalatantra, occurs
in a telling section of the TA (29.66 - 67). In the TA, this rite appears in the context of the
application of the Krama’s four phases of worship to the ritual sequence, a section whose

principal aim is to explain the function of ritual as bringing about ontological non-duality.

Further support of the idea that non-dualism does indeed run through the KKA
is found in how this vigorous identification between the divine and the particular is not
restricted to just the worshipper or ritual agent (kartr) but also extends to the other factors
of ritual (karaka). We have already discussed the creation and enchantment of ritual
apparatuses, especially the seat (@sana) and types of vessels (arghapatra), in the KKA in
detail and the way in which their particular mantras transform these inanimate objects into
deities. This divinisation of the other factors of ritual, including both its instruments (karanam)
and the substrate (adhikaranam), brings the ritual process of the KKA very close to
Abhinavagupta’s understanding of the ideal goal of ritual as described in TA 15.148 — 155
and Tantrasara 13%*°. According to Abhinavagupta, ritual grants liberatory knowledge
since it forces the factors of ritual to undergo samskara whereby these factors are divinised.

The ritual sphere forces the worshipper to enter a space where he is immersed in things

349 Tantrasara, Ahnika 13, pp. 133 - 137
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which are indistinct from the divine. Arising from this is non-dual awareness which, if
repeated and honed, may also be allowed to pervade the worshipper’s normal existence
beyond the ritual sphere. Sanderson aptly summarises the position of the non-dualist

exegetes on ritual thus®°:

“To be made fit to participate in the cult of the deity is to be transformed into the
deity, or in non-dualistic terms, to be realised as the deity, so that the proper awareness of
the worshipper should be that he Siva worships Siva with Siva on Siva etc. Tantric ritual
can therefore be interpreted as presenting the initiate with a model of the Absolute which

he is to realise as his true identity.”

It is, of course, a given that the non-dualist exegetes would have applied this
interpretation of ritual factors to all Saiva traditions irrespective of their ontological
stances. However, on account of the repeated and concerted manner in which the factors of
ritual are divinised in the KK A, a nondual interpretation of ritual in this text would be

entirely natural.

Finally, even more compelling proof of how non-dualism consciously drives the
KKA'’s ritual procedure is seen in the prevalence of the notion of dissolution or absorption
(layam) in its various rites. Sanderson notes that in certain Krama works, such as the
anonymous Mahanayaprakasa, the ritual procedure becomes the ideal physical substrate
for the philosophy of non-dualism as it “could be thought of as the unfolding of the
imperceptible sequence of cognition (samvit-krama) in the perceptible sequence of
worship (pifja-krama)”®!. Thus, the sequence of cakras reflect the projection of

consciousness towards its object and its return to its non-dual ground, each cakra

350 Sanderson (1985), p. 49
31 Sanderson (1988), p. 696
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alongside the factors of consciousness being absorbed by its successor until it reaches the

absolute which can be absorbed no further in the form of Anakhya or Bhasa.

Although the KKA does not explicitly equate its ritual cycle with this cognitive
cycle, it does show that it understands these cakras as moving towards a final dissolution
in the non-duality of Bhasa. Therefore, in the Atmapiija, for example, the cakras of routine
worship, after their nyasa, are imagined as dissolving into the Five Kalis and each Kali is
made to dissolve into her successor until we reach Bhasa who is said to be present in all
Kalis (sarvasthe). This worship acts as the ritual corollary to the Krama doctrine that the
Supreme Kali rests in and is the support of all cakras as the non-dual substratum present in
each phase of creation or cognition represented by the other Kalis. We see this same
pattern of successive absorption or kramalayam as the KKA calls it recurring at other
points in our text, including the Tarpanavidhi and the Svatantrapaficakalicakra. In the
former, we are told to enjoin all 11 cakras of routine worship into Bhasa (bhasayam
niyojayet) and then to repeat the sequence of successive absorption of the Five Kalis until
we reach Bhasa who can be absorbed no further because she is one and the same as the
supreme Guhyakali (bhdasa guhyakalyam eva) or ultimate reality itself. The deployment in
ritual of this successive absorption which presupposes a non-dual ontology thus occurs at
several crucial junctures in the KKA. This practice of absorption viewed alongside the
pervasion of transgression, the intensity of identification between worship and worshipped
and the divinisation of all factors of ritual build a strong case for seeing ontological non-

dualism as the common thread of the KKA’s worship.

What we have achieved and the way forward

Before sifting through the primary sources, I began this DPhil with the rather

foolhardy ambition of documenting the two most important transmissions of the Newar
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Sadamnaya (the Western and Northern transmissions) and of charting their progression in
medieval Nepal. The thesis in its current form will show that my understanding of even
one transmission — the cult of Guhyakali — restricted to a small number of sources remains
imperfect. The obscurity of the material we are dealing with and the sheer volume of
unpublished manuscripts would have made my initial objective impossible within the

timespan of a DPhil.

However, what has been achieved is the creation of a solid rubric with which to
approach the worship of the Guhyakali cult. In the area of iconography, a systematic
comparison of the core dimensions of the cult’s visual culture (dhyana, nyasa and
cakroddhara) covering both its central deities (various forms of the central Guhyakali
and the Five Kalis) and its expansive pantheon (the figures of the Nityapijacakra,
the Prayascittacakra and the Svatantrapaficakalicakras) was undertaken. This examination,
which incorporates a variety of texts and artworks deemed important, has established
a model for the iconography of the Krama across time and modes of representation that

highlight its principal consistencies and divergences.

It is of course evident that the iconography of the Krama is far vaster than what is
included in this thesis. Even in relation to the handful of texts used, not to speak of
innumerable other textual sources, there remains considerable iconographic material that
we could not document. For example, the HRT, which still awaits an edition, describes
numerous other visualisations of Guhyakali besides the central forms recorded by us.
Meanwhile, the additional liturgies found in KKA 1 as well as the GNP record
cakroddharas for less popular but albeit equally complex yantras of the Five Kalis.
Likewise, the visual material presented here is a fraction of the total number of artworks
depicting Guhyakali, many of which remain in undigitised collections in Nepal such as the

valuable collection of the Bhaktapur Art Museum or in private hands. Yet the rubric
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constructed by this thesis places us on firmer ground since the assessment of this new
material, whether textual or visual, can now be done against the context of known trends

and patterns of Krama iconography.

The same situation applies to our study of ritual. Due to its basis in the KKA,
which is a remarkably complete account of ritual procedure, we now have a basic
understanding of all the salient features of worship encompassing preparatory rites, routine
worship, rites of expiation and occasional worship. The KKA is also the earliest liturgy of
its kind known to us so not only do we now have a basic ritual framework but also one
that reflects the state of Krama in the early years of its entry into the Valley. This puts us in
a stronger position to approach the proliferation of forms of worship in this tradition which

came about in the medieval period.

A few of the important directions taken by the Uttaramnaya in Nepal not covered
in our thesis should be mentioned. They include an increased engagement with ka@mya rites
(rites performed for particular benefits) which is notably missing from the KKA but
reflected, for example, in large parts of the the HRT and the entirety of the long 9th Patala
of the PT. In the later medieval period, we also find a higher degree of specialisation so
that liturgies were produced not just for routine or occasional rites as a whole but were
written and elaborated for specific purposes such as the installation of vases (kalasa),
the offering of homa and bali, worship using lamps (dipayaga) or instructions for bathing

and worship at junctures of the day (snanasandhyavidhi)®>?

. Moreover, we should not fail
to mention the large hymnic material which appears to be the output of the Valley’s own

writers. For example, in just one manuscript— the Stotrasamgraha — we find nine hymns to

352 See for instance, the MSS known as Uttaramndayasuvarnakalasarohanapratisthapiijanahomapaddhati
(NGMPP B 177-10), Uttaramnayahomavidhi NGMPP A 614-4),
Uttaramnayanirvanaguhyakalipiijabalimantra NGMPP H 243-32), Uttaramnayasnanasandhyavidhi
(NGMPP H 343-5) amongst many other such specialised liturgies located in the NGMPP.



276

Guhyakali (ff. 39b — 50a), giving an idea of how prolific this tradition was. Finally, we
have barely touched upon the other deities allied with the Uttaramnaya, such as Siddhilaksm1
and Ugracandi, who arguably became even more popular than Guhyakali and possess
pantheons, Tantras, liturgies and artworks of their own. Just from this very cursory sketch,
we begin to see how much further there is to go to fully understand the development of the

Uttaramnaya in Nepal.

This thesis has not even begun to grapple with this goal in earnest. What it has
done though is to serve as sturdy groundwork for others venturing into this field. As such,
it is hoped that this dissertation will be a small step in reconstructing the path of Kaula
cults in Nepal so that one day these rich traditions receive the attention they deserve and

no longer remain overlooked by scholarship.



Appendix:
List of Lost Krama Scriptures Recorded Only in the KKA:

Context and Content

Name of Reference Type of Reference Additional Details

Paiicacamarasekhara | Reference occurs at Citation without A list of gurus given in the
the prologue of KKA | quote Gurupanktyarcanavidhi is
which states that the said to be the revealers of
division of Krama this scripture
worship by means of (paficacamaraprakasakah).
35 sections is derived
from this text.

Srihatta Instructions for the Citation without The Tantra belongs to the

Kumarivatukarcana
drawn from this
scripture

quote

Kalika School (kalikagame)
and was proclaimed by
Srikanthanatha.

Dvipamata 1?

Cited in the context of
the fruits gained from
worshipping the

Possible quotation
of two anustubh
verses (v. 3 —4 of

Tantra belongs to
Northern School
(uttaragame) and is six

Kumari and Vatuka Kumarivatukarcana | thousand-versed.
-vidhi)
Rajesvara® Cited as source for the | Possible quotation | -
raising of the 24 pitha | of 11 anustubh

mandala of the
Prayascittavidhi

verses (vv. 2-11in
this section)

! Most of the names in this Appendix are given in Sanderson (2014), pp. 63 - 64. The new information | have
added here is the context of their occurrence in the KKA and additional information on their content.

2 1t is likely that the Dvipamata referred to in the Kumarivatukarcanavidhi and the Svatantrakramapaficaka
are two recensions of a Tantra going by the same name given the differing lengths ascribed to them, the former
being perhaps the short version while the latter being expanded. We have also seen this to be the case with
the Kharapucchagama as explained in the PTV. A very similar phenonemon involving extant texts is witnessed

in the Pascimamnaya. In this tradition, the six thousand-versed Satsahasrasamhita is considered a longer
version of the 3,500 verses of the KMT whose version is styled the Kulalikamnaya. Meanwhile, there is
evidence to suggest that the MBT considers itself the expansion of the KMT in 24,000 verse. The relationship
between these three texts is discussed in Goudrian and Gupta (1981), pp. 52 — 56; Sanderson (2014), p. 61 — 63;
and Dyczkowski (1988), pp. 96 — 98. It should be noted that, although the MBT describes itself as 24,000-
versed, the actual number is lower. Ascribing 6,000 and 24,000 verses to different rescensions of a text from
a single tradition therefore seems to be a common convention in the Kaula. The number of verses ascribed to
Dvipamata 1 and 2 can therefore also be understood as symbolic.
3 Although this could conceivably be the epithet of several extant Tantras, none that | know of possess content
that matches what is found in this part of the KKA. The KKA’s Prayascittavidhi is split into a pitha mandala
and pitha nyasa section as explained in Ch. 4. The latter is said to be derived from the Jayadrathayamalatantra.
We may be tempted to assume that the Rajesvara is none other than this text. However, we are prevented
from doing so because the Jayadrathayamalatantra contains only a pitha nydasa which resembles the KKA’s
(see Dyczkowski (2009), Notes on Text and Translation, Vol. Il, pp. 421) and not a pitha mandala.




Name

Context and Content
of Reference

Type of Reference

Additional Details

Dvipamata 2

Cited as the source of the
Svatantrakramaparicaka
at the beginning of this
section

Citation without
quote

Tantra contains a chapter
called the Saktakhanda
(the source of the
Svatantrakramaparicaka)
and is in total comprised
of 24,000 verses. The
interlocutor is Mahesa.

Saktikaulika Cited as another Citation without -
source of the quote
Svatantrakramaparicaka
at the end of this
section (v. 1lab of the
epilogue of this section)
Kramodghata Cited as source of the | Possible quotation | The text could have had
Damanakavidhi of six verses (vv. 3 | more than one recension
— 8 in this section) | as itis said to be the basis
of a very different
Damanakavidhi in the
PTV (see Ch. 6).
Kharapuccha Cited as source of Citation without The version cited by the
Pavitrakavidhi quote KKA has six thousand
verses. See Ch. 6 for the
other recensions
referenced by the PTV.
Kaulakalmala Basis of the Citation without Tantra proclaimed by
Mahasivaratrividhi quotation Bhairava and is also the
basis for the PTV’s
version of this rite.
Maharthakramabheda | Basis of Nisatana and | Quotation of four | Tantra contains 1,200

Mahacaturdasividhi

and a half verse
(vv. 1cd —5 of this
section)

verses*

4 The compound from which | derive this figure in the edition of the KKA is satadvidasasamkhyake. Due to
its ambiguity, it could denote 1,200 or 112. However, the former figure seems more likely as the 112 verses
would make it unusually short for a Tantra.



CIRIEIERICE
The Kaltkulakramarcana of Vimalaprabodha

Editorial Policies

The principle editorial policy of my edition, which is not a critical
edition, is to record the reading supplied by my principal witness -
KKA; (A 229/9) - while emending where KKA; is problematic. For
such emendations, I either supply an alternative reading offered
by KKA; (A 148/10) or my own emendation when KKA; does
not present a viable solution. In cases when I preference KKA; or
my own emendation is provided, variants of both MSS have been
recorded. However, where I deem KKA, to be accurate and un-
problematic, variants among the manuscripts have not been given.
Therefore, my edition relies on two main manuscripts, both of which
happen to be those consulted by scholars in the past in their cita-
tions of the text.!

The reason for not attempting a critical edition is two-fold. The
first is a pragmatic concern. Due to the length of the KKA, a crit-
ical edition replete with all manuscript readings would take more
time than my DPhil allows. Secondly, the added value of a critical
edition may not be much higher than an edition that relies princi-
pally on KKA; since the manuscripts that are available to me show
readings that are by and large highly consistent. A critical edition
would not expose or resolve any major divergences in readings nor
are there any large segments of the text available to one manuscript
and missing in another.

It should be added that an additional two manuscripts of the
KKA (A 150-3 and A 150-1) were available to me which have been
referred to at certain points in my edition but whose variants are
not recorded in full. This is largely down to the fact that A 150-3
very closely mirrors KKA; while A 150-1 follows KKA;. As such,
we can split our manuscript sources into two stemmas, namely
whatis called by me Stemma A epresented by KKA; and Stemma B
represented by KKA, . This splitis confirmed by how each stemma

iFor instance, Térzsok in TAK (Vol. II and III) and Dyczkowski (2009) use KKA;
while Sanderson (2014) cites KKA,



shares peculiarities in nomenclature of deities, spelling and gram-
matical anomalies that can only be accounted for through shared
transmission. The clearest examples are the variants in names of
deities of the routine worship which will be expanded by me be-
low with the two MSS of each stemma sharing the same variants
at every point where there is divergence in the names. Moreover,
both KKA; and A 150-1 provide the same minor additions missing
in KKA; and A 150-3. These include for instance spelling out of
the nine-syllabled mantra before the Sanyasadhyanavidhi (f. 3r5 in
KKA; and ff. 3r8 — v1 in A 150-1), the correspondence between the
Vaktranyasa (f.3v4 -7 in KKA; and ff. 3v8 —4r2 in A 150-1) and the
animalian faces of Guhyakali and the more detailed list of ingre-
dients for the paste used for the Mandaloddharavidhi (f.5r1-2 for
KKA; and f. 5v6 in A 150-1).

Justification for the use of KKA;

Having briefly explained my editorial principle and the manuscript
stemmas, we should now address the reason for why KKA, and
consequently Stemma A is the main source for the edition. An im-
portant justification for selecting KKA; over KKA; is because the
former presents more accurate lists of names, in terms of three ele-
ments 1) names of deities involved in routine worship 2) the names
of the 64 sacred sites and their inhabitants and 3) the names of the
cakras of the deities. Since a major part of this thesis is reconstruct-
ing the schema of worship of the Krama, the possession of correct
names is an essential criterion for our principal witness. The rea-
son why we can be more confident of KKA; ’s choice of names is
the attestation of other sources. Regarding the routine worship,
as already mentioned in the introduction to this thesis, two other
sources — the MPP and GNP - list the names of deities and mantras
of the various cakras. Since the MSS of the MPP and GNP are rel-
atively early with the MPP MS being written possibly around half
a century after the composition of the KKA, we can be sure that
their list of names must closely chime with the list found in the
original version of the KKA. Variants in names of deities of routine
worship between KKA; and KKA; are a frequent occurrence, the
two early sources backing the reading of KKA; in the overwhelm-
ing number of cases (the location in the MSS of these attestations
found in the MPP and GNP are listed in my critical apparatus).
Therefore, the MPP and GNP back the variants found in KKA,
for the following names: Maharasapi (12th deity of Miurticakra)
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as opposed to Maharasavi; two deities of the Jiianasiddhacakra -
Mangala (1st deity) over Mandala and Kanduki (4th) over VatukT;
Namani (12th in Melapacakra) over Namabhi; Svavimarsananda
over Vinayananda (15th deity of the Paranavasiddhacakra); and
Varakalf over Balakali (the 10th Kali of the 12 Kalis of the Bhasa-
cakra).

As for the names of sacred sites and their inhabitants as it ap-
pears in the Prayascittavidhi (the first 24 sites) and the Svatantra-
sthiticakra (the remaining 40 sites), we can confirm KKA,; ’s more
accurate reading by looking at the table comparing the p7thas and
their resident deities in Tantric literature compiled by Dyczkowski
(2009) and discussed extensively in my analysis of these two sec-
tions of the KKA in Ch. 3 and 4 of this thesis. Firstly, we shall deal
with the 24 sites of the Prayascittavidhi. Only KKA; was available
to Dyczkowski and therefore he notes significant variants between
the KKA'’s list and those of the six other Sakta Tantra texts which
list 24 pithas. However, if KKA; had instead been used, he would
have found far greater similarities in site names and spellings with
these texts. Some of the sites amongst the first 24 for which KKA;
has a reading that conflicts with KKA; but which is far closer or
in fact identical to the names found in some or all of the other
texts examined by Dyczkowski include the following: 1) Attahasa
(1st site) in KKA, over KKA; ‘s Astahasa' 2) Eruda (10th site) over
Erunda 3) Nagara (15th site) vs Naramga 4) Kundakest (19th site)
over Kundakeli 5) Saupara (20th site) vs Staryarama 6) Ksirika (21st
site) over Ksarika.

With regard to the remaining 40 sites, Dyczkowski cites two
other texts that contain such a list (the Ambamatasamhita and the
Kumarikakhanda of the MBT). For some of these sites too, KKA; ’s
readings, which are again unrecorded by Dyczkowski, are more
consonant with other literature. For instance, the two other texts
agree with KKA, in naming the 47th site as Hakkadokka while
KKA; diverges in calling it Hakkada and in calling the 63rd site
Arbuda while KKA; names it Arvadanda. However, for these 40
sites, we also see KKA; listing names of resident deities that are
closer to these two texts than KKA;. Three amongst several ex-
amples include: 1) Chinnamunda (deity 38) for KKA, / Ambamata-
samhitd / MBT vs Chinnamasta for KKA; ; 2) Kamalaksmi (deity 39)

iThe 24 sites appear twice in the Prayascittavidhi as explained in the thesis. For
these names and the order in which they appear, I have used the second list.



vs Mahalaksm; 3) Tribhuvana (deity 60) vs Bhuvanamba.

Regarding the names of the cakras of routine worship, KKA;
mostly supplies the correct names at the prologue of the text (up-
akrama) where the contents of the KKA is summarised but gives
several wrong names when dealing with these cakras individually.
Instead of the name Antahsiddhacakra as backed by the MPP, GNP
and KKA, , KKA; calls this circle of deities the “Antamsiddhaca
[sic]” (f. 8v2) then simply the “Siddhicakra” (f. 9r5). The next cakra,
instead of being called the Melapacakra, is known as the Siddha-
melapacakra (f. 9v3) while the Paranavasiddhacakra is called the
“Parannavacakra [sic]” (f. 10v2) after its conclusion and is incor-
rectly called the “Navacakra” in the preamble to the prologue (f. 2r4).

A second reason for selecting KKA, over KKA; is because my
research is largely concerned with iconography, including the rais-
ing of mandalas. In this area, KKA; seems to present a clearer and
more precise rendering. This ranges from as simple an issue as pro-
viding instructions for the compass points of all deities in a cakra,
which is not the case with KK A (thisis seen for instance in its treat-
ment of the Prakasdacakra (ff. 7r5 - v4) where deities 1 -3 and 10 -12
are not marked with directions) to more complex issues like the
synchronisation between the occupants of a mandala and the geo-
metric shapes which house them. In relation to the latter, KKA;
presents problematic readings for the raising of the mandala in the
Mandaloddharavidhi (ff. 6r7 — v7) as well as in some of the four
latter cakras of the Svatantrapaficaka.

For instance, KKA; ‘s Mandaloddharavidhi, as my analysis on
this section will show, provides too few spaces to distribute the
Sanskrit syllabary amongst its shapes, which seems to be the pri-
mary purpose of this mandala which serves as an aksarayantra. Like-
wise, in the Svatantrasrsticakra, it replaces one of KKA; ’s 16-petalled
lotus with a 12-petalled one (f. 23v7), meaning there are insuffi-
cient petals for the 16 deities of the Murticakra to be installed in
the cakra. In the Svatantranakhyacakra, the location for the instal-
lation of the 64 sacred sites of the mandala is vaguely supplied as
catuhsastisthanesu or “on the 64 places” (f. 27r6) against KKA; ’s
more specific instructions to deposit these sites on the 64 filaments
of the lotus of the mandala. In this cakra, KKA; also supplies the in-
correct reading of caturdvayam (f. 27v5) rather than KKA; ’s cakrad-
vayam in relation to the two shapes that are meant to house the
Paficapithaniketana and Paficavahacakra, again resulting in insuf-
ficient space for their installation. As for the Bhasacakra, KKA;



confusingly amalgamates two discrete sets of deities (the 24 deities
of the Antahsiddhacakra and the 12 Kalis of the original Bhasa-
cakra beginning with Mantrakali) through the compound siddhiyo-
gintmantradi (f. 28r2), meaning instructions for their distribution
amongst the mandala’s shapes cannot be followed.

Finally, beyond these more major points, with the rites that fol-
low the Nityapuja which become more complex, KKA, appears
to make considerably fewer orthographical and grammatical mis-
takes. This is especially the case if we examine the Tarpana and
Dipavidhi as documented in KKA;. KKA; also seems more liable
to interpolation given that it frequently includes the Newari term
thvate (“thusis” or “this is”) while KKA, contains no Newari terms.

Additional information on MSS

KKA; (paper; Newari script; 67 folios) contains a colophon which
gives the year of writing in a chronogram (nepalahayane jate vy-
omavahnimunau) deciphered as NS. 730 or 1609 C.E., making it our
oldest dated MS. There is no additional content in the MS beyond
the KKA.

KKA; (paper; Newari script; 141 folios) contains no colophon
but given its writing style and paper medium, we can also tenta-
tively assign it a 17th century date. Interestingly, this MS has a
substantial amount of material beyond the KKA (the KKA ends
in f. 33r), the chapter names for which are displayed in the table
of contents at the end of the MS. According to the table of con-
tents, KKA; is a compilation of several pijavidhis, which beyond
the KKA, covers further ritual procedures for the goddesses Guhya-
kalf as well as those for Siddhilaksmi, Tripurasundari, Ugracandsi,
Harasiddhi and Kumari. The first three goddesses mentioned in
the table of contents are often encountered together in Newari pad-
dhatis concerning the worship of the Northern Transmission (see
Sanderson (2003), p.367). In spite of this, the microfilm is missing
ff. 60v-102r, meaning that the content on Siddhilaksmi is lost. The
additional content on the Uttaramnaya in this MS (ff. 33r - 60r) in-
cludes a dhyana resembling the PT’s, further mantroddharas, nyasas,
yantroddharas and methods for homa.

A 150-3 (paper; Newari script; 45 folios) contains a colophon
which dates it to 1670 C.E as well as the standard refrain about
blame not being attached to the scribe in the case of copying er-



rors (yadrsam pustakam drstam tadrsam likhitam maya| yadi Suddham
asuddham va mama doso na diyate| |). As per KKA; , no additional
material beyond the KKA is recorded.

A 150-1 (paper; Newari script; 45 folios) ends with a colophon
which dates it to 1698 C.E and names the scribe (Karmacarya Cakra-
simha). The additional material in this MS is identical to the addi-
tional content on the Uttaramnaya of KKA;. This means the text
in ff. 35v — 61v of this MS mirrors ff. 33r — 60r of KKA;

The fact that the same additional material is transmitted in A
150-1 and KKA; while KKA; and A 150-3 have no material beyond
the KKA itself is further proof, if any is needed, that the four texts
should be split into two stemmas.

Apparatus and Normalisations

The apparatus is divided into two rows. The first marked by Ara-
bic numbers records variants while the second marked by Roman
numerals is where further explanation is required. This explana-
tion can involve the justification for an emendation or reading, the
explanation of a general editorial principle concerning a textual
phenomenon or the noting of additional material or significantly
divergent material found in a MS other than KKA,. Since the dis-
tinction between emendation, correction and conjecture is highly
subjective, all instances in which the text has been altered by me
are listed as em.(emendation). I leave it up to the reader to decide
how secure these alterations are.

The normalisation of a few minor orthographical anomalies that
are common amongst Newar MSS are silently carried out in my
edition, both in the main text and the apparatus. They are as fol-
lows:

1) The choice of “m” or “m” (anusvira) at the end of words is
haphazard in the MSS without regard for conventional sandhi rules.
These have been silently normalised in the main text and apparatus
to conform to external sandhi.

2) The adoption of anusvira where the use of palatal fi (pamca
instead of parica or ramjayitvd instead of rafijayitoa) or velar n (amga
instead of arnga or limga instead of lifnga) is more conventional has
been emended to follow the standardised spellings of words.



3) The letters § and s are often interchangeable in the orthogra-
phy of Newari MSS. I do not report differences and restore them
according to the standard spelling of words.

4) I have not reported any instances of gemination of conso-
nants after the semi-vowel “r” (Gvarta to @vartta or varna to varnna
etc.) which is almost normal practice in Newari script and have
silently removed the geminations.

5) The letters n and n are at times used interchangeably. Where
retroflexion is called for on account of internal sandhi, Thave silently
emended the text.
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the author has possibly adopted paficatrimsati on account of metri causa. All
manuscripts record this so I have left it unemended.
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'The manuscripts alternate between presenting the colours for the bodily loca-
tions of the nyasa in the uninflected form (pita guhyadhare) or in the neuter (dhii-
mam tadiirdhve). Since the majority of colours are declined in the latter manner, I
have followed this for the sake of consistency. Nyasa locations 1 - 4 have thus been
emended accordingly. However, since all manuscripts present nyasa 5 (hrd) with
the order of the colour and bodily location reversed, this anomaly is maintained.
For the preamble to the paiicanavatmikanyasa section, I have used KKA; to pro-
vide a fuller understanding for the reader as it states the navaksara mantra and
gives additional instructions as opposed to KKA; ‘s simplified version (yatha paii-
cadha navaksartvidyam hastayoh) "Since this nyasa calls for the depositing of each
of the nine syllables of the navaksarividya onto nine body parts, I have emended
the endings for the body parts from their pratipadika forms to loc. The emenda-
tion applies to all body parts in the paricanavatmikanyasa as well as the paricasap-
tadasaksaranyasa but is noted only once here.
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KKA; gives additional information by linking each of the 9 Iévaris to not only a
part of the sadhaka’s face but also the theriomorphic faces of Guhyakali. This is
discussed in my analysis of the iconography of Guhyakaltin Chapter 1. “Where
necessary, I have emended the attributes to accusative singular for the sake of
consistency and to agree with nyaset as both manuscripts list some in acc. sg.
and others in nom. sg. These changes will not be noted individually. ™I have
emended to siicim as this is consistent with the last attribute found in the HRT and
PT’s right hand list and § and s are often interchangeable in Newari orthography.
¥T have assumed that the author intends for the kaldsanas to be declined in the
voc. as part of the mantra as is the case with the anganyasa and vaktranyasa so
these endings have been left unemended.
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KKA, gives the composition of the viradravya with which to smear the vessel and
the tool used to inscribe the mandala, stating ‘viradravyaghrstakarpiraghusrnaku-
rangamadamalayajaraktacandanenopalepya tatra kanakaalakaya’. "Up until this
point, KKA; gives a different design for the mandala, instructing us ‘tryasram tad-
bahye paricasram sodasapatram dasapatram dvadasapatram’. The reason why I concur
with KKA> is because, according to the instructions in both manuscripts, we are
meant to be left with 6 letters to be installed in the centre out of the 50 of the
Saiva syllabary once we have embedded 44 letters in three circles of petals (16 +
12 + 16 according to KKA, ). Since KKA; substitutes one 16-petalled circle with a
ten-petalled one, we end up having space for only 38 letters. iiThe conventional
manner of declining compass points would be in the fem. to agree with the fem.
noun dis. However, here, as is also the case with the declensions of directions in
the ekadasacakrani, we find these declined in the neut./masc. I assume this to be
so since they are agreeing with a neut./masc. noun, which in this instance might
be kona (the corner of the mandala) and in the case of the 11 cakras should be
pattra (the petals of the concentric lotus). ¥Here, KKA; reads phrem since both
phem and phrem are commonly found in the KKA, I have left KKA; ’s reading
unemended for the time being.
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el TSR ehgsTary: |
amaz&mv@@s &l i & HeramaHe-araTe T, & off 2l qerda-erame
2. & off & WeTleewd-wEE g éf%ﬁgwnﬁﬁmmw% SR
n@ﬁﬁwmml« T TG AT AR qaula] ST
TR GRIRITR U] e gfcesh qeaield TeareeRgstat: |

7 & o # AegEHd-oEE ¢, & of & FeRiien(d-eremg . & of &
TETEEH(d-eEE 3. & o # HerEHfd-TEE €. & o § AeeeHid- e
w. & #ff & FeTHG-oTETg &, & off £ Fenrfa-omg . & o 2 Aeneivi-
G <. ésﬁgmﬁww‘% &l ol & HeThqq(d-eTETaTg 2o, &l off
TSN TG, ¢ 2. & o 2 FRTaTg e d-avwadg €2, & ot 2w -
I 23, & off  HENEdmid-srEae Y 2w, & off & HerRad-enEg ¢, &

I errTioweEE | KKA;, #eriseaE KKA, 2geaEnag] em., sFaiaid KKA;, KKA,
Sud dee] KKA;, Wam@ KKA,  *aiuiar em., siRvazi KKA,, KKA;

"The manuscripts do not observe sandhi in the formulas for the mantras and
names of the deities. Since sandhi is observed on other occasions, this is clearly
intentional, perhaps to enunciate each component of the deity’s name and is thus
left unemended by me. As with the declension for certain nyasas,  have assumed
that the endings of pada throughout the ekadasacakrani are voc. and are also left
unemended. “The author’s usage of yatha can be confusing as it is not employed
to expand upon/explain the preceding clause as is usually the case but to mark a
new section of the text. ‘Instead of repeating hrim $rim hiim before each name,
KKA; writes ‘3" to denote the number of syllables. The substitution of the re-
peated mantra with a number denotings its syllables in front of each name is
adopted by KKA; in several cakras. Further occasions have not been noted while
I have given the full mantra each time to avoid confusion. "“KKA; records the
name of this deity as Maharasavi. However, the MPP1 (Exposure 3, 1.5) and GNP
(f. 7v2) agree with KKA; ’s reading of Rasapi.
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&1 i Wie W HEraveHl-amwaTdie o, & 9 © g Hallaan-awardie ¢. . & o o @i
HEMHSTI-STITIG Q. & 4 @i &5 Hela&sT-SwaTag Lo, T, & #ff § & Herast-
IS 2 2. & off &t ot TeTrear adl-eTaTdTe 2R, arFed. & o &1 off HereHT-eTae
23, & off & 6 TenIfal-omardrg ¢, ST & of % & HRIRREHI-erag ¢, & of
£ £ ARIol2-SRadg 25, 32T, & 9 HerieHl-arardie 2o, Wi, Tell: Hewh-
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72 fives. & of TemEe-eRaTg ¢, & off Fiftvewl-srEmg gd R, &
o SYI-eTETE 3. & off Fegl-erardg et ¢, & off gl eradel . & o
FHI-eraTaTg gfert & & off weel-orEag o, & off TS enETg S ¢, & off
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ARTIEI-STEITITE a9 2R a’f%ﬁ@aﬁ-wei.@%ﬁwﬁ-waﬁw.
&1 off eTh1-oTaTaIg o4, & off siifcrRT-Traag S ¢ 6. & o T STETE 7 g,
TAT: Gl ST Ta: qw#]aaun T ATl ST (g qetigld
FARTEaeRSTaT: |

Y TGS AT, & o &fpult-ememare® v ¢, & off vun-ermrg 2. & off

! merémmfaneTe] KKA |, feremaae-amede KKA,  2AeemEad] KKA ), s KKA,
*4fuii] em., 3fult KKA2, KKA;

Here, KKA; records Mandalamba instead of Mangala. However, both the GNP
(f. 9r2) and MPP1 (Exposure 3, 1.3) record Mangala iiHere, KKA; has Vatuki
but KKA; ‘s version seems more likely as this is the name also found in the GNP
(f. 9r2) and MPP1 (Exposure 3, 1.4). KKA; has Patuki and so does the MPP1
(Exposure 3, 1.4) but Pattaki is also found in the GNP (£. 9r3). T have emended
her name to Damstrini since this is a common name for yoginis and the anusvara
is often inadvertently dropped in such manuscripts. It is to be noted that GNP
(f. 9v3) records Damstini while MPP2 (Exposure 1, 1.1) appears to read Damstrini
but the anusvira is very faint.

13



STfeseTl-TETdTg 2. G, &Y off TRar-erEag . & off TWesadl-erearg u. & of Ar-
IS &, T, & o HETHr-nET v, & off frcn-eraig <. & off Fea-enEme
Q. Zfeml. & off [an-enamig g0, & o FEAlG-I-IETE 22. & off JHWleal-
I ¢R. . & off Pamieer-enag ¢3. & off GnTalea-l-owEae 2. &
o HRTT-STaTag ¢x. TR, & o SSriI-SRaTdIg 26, &l 9 TavT-rwaTug 2o,
&l o feran-smag ¢, arged. & off dest-enag 22, & o Tgdl-Swag Ro. &
off AfUe--eTaTg k2. ST, & o STaResT-erEmTE R, & o faedii-swame
3, & off famar-emame vy, 2. & o HeraiteHl-eraTdE Ry, Hel, Tl M-
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I 3. ST & off FSHE-erEg v, & o Jee-arag «. g &
off TeFgEl-STHEIag &, A éf%ﬁqaﬂg@ﬁmmﬁw &l off JuegEt-srEme <.
qfsm. Eﬁ%ﬁm@g@ﬁ-m& e, & off framad-eremmTg 2o, & off Al
IETIE 22, IO, &l 2 Ae-erag ¢! 37, & off =i epag 13 /e, T
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7 qARH, & o gH-oTEg gd 2. & off Grad-orarg o . & off
fersagosehl-STaTdTg gfeTo 3. é’f%ﬁmw”‘ & o Fafer-ermame qim
«.@ﬁﬁm—mma.@%ﬁmﬁl—maﬁe.ﬁ%ﬁm—m
I <. & o Afteel-sETag H ). Ul THAUT NPT RREE:, W e,
T AT T AEEe JSTag 3l R gSTa: |

T AUSHULH STRHvES. & off sTNSl-awardrg 9d 2. & o asTqa-i-Shaig
el . & o E-arae gl 3. & off Sen-awaTe I ¢, & o |itenl-
IFETIIE T W, TelT: WS I TESHE: N AUl : g Rl g g,
A i1, W AT S U g qeg S ATaRTg gy |

T Zferr. & off HETESEIt-STETE 2. & o HeTRaeagiteeTg . Jei

Ifefet] KKA;, 8 KKA,

'KKA; has Namabhi for deity 12. It should be noted, however, that GNP (f. 10v5)
and MPP2 (Exposure 2, 1.3) records Namant in line with KKA; TKKA, records
Sarvarf in the North and Vyomaka in the West while their locations are reversed
in KKA;. I have chosen the latter reading as this would conform to an anti-clock-
wise movement. This is confirmed by the GNP which describes the locations
of this cakra as ‘parvadimadhyantam’  "KKA; has two points of difference with
KKA; , the location of Mangala which is recorded as in the centre in KKA; and
the name and location of the fifteenth deity on the list. Since the GNP (f. 12r3)
and MPP2 (Exposure 3, 1.6) both back KKA; ’s reading of Svavimarsanandadipt-
inatha, I have adopted this name. However, I follow KKA; in its ascription of
locations, my reasoning for which is explained in the deities” iconography table
for the Paranavasiddhacakra.
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T SEHIGETE GITE 9 F: i & € ¢ B WNEARMEEAE - S G 980

ERIRE L T E R E R LT C AN e LRI || AR N e LR Bt LA G E e e e | [T T

@RS EE, TR | em., @A TR, 7 KK A,, Rramditeeg, wam
KKA; @ saemead | KKA,, semed KKA, agiaa..] KKA,, 9gea.. KKA,

Thave chosen KKA; ’s reading since hasaksamalavaray@m is a common mantra
found in both Buddhist and Saiva tantras while KKA; ’s version is unfamiliar.
TKKA; and KKA; have significantly different versions of this mantra with KKA;
’s ending in the traditional phat svaha thus adding three syllables.

15



FHHTSHHA Tt STl U= w4 Jeidg 99l--

& o & dife-emamarg 2. & off & Sifafeeraae STl 2. & o & medi-
I 3. & off % FEmEitEEaE 0 v, & o % agai-enag u. & of %
FgAITRTgIE gt &, & off % fesai--sraarg o, & off % ereiataeTe
qfm ¢, é’f%ﬁﬁamﬁ TG 2. g’f%ﬁﬁamﬁﬁwmﬁieo Tl THIETTE-
LGS Ffescll:. T8 T g8l Jial Fedl #T&srang@mavﬁ“mmqmw~
T TR RAEIR R (A Segergae: Faaiera:, g s
T 3 ool TERTIHLT TS a TR, g~ Ue e | arag-
wﬁa%ﬁwﬁ%wﬁmaﬁ‘mﬂﬁ TR T ST g5Td, 9o 31 S i
Fi FRETGRHIG FSTATHIG 2o, ©h HElEHMd FUER H=re W= &9 5
@Ewﬁﬂ%ﬁﬁﬁﬁwwwwsﬁmwwmﬁaﬁ

[N N
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&l off EieeaE 2. & o dien-rwararg gd 2. & off FHeEAE 2. & off agal-
SIS M0 ¢, & 2 A «. & o FrHEl-ewEdE I &. & o Hieareae
o, & off Figun-ewamag a@ <. & off weaETE . & of FREAEE 2 o,
& o TeweTIdE 22, & off SElAuE aEE e, & off Teleeag e, &f

S FETATITIE el 09, & off ST ou. & off aeaauuE o 6. & i
fafasrrer ot go. & off etfosaarg A5 1. & off e aEa o), & of

T[FERTETIE ST Ro. Qﬁﬁzﬁmﬁﬁmﬂﬁ«w @a’%@m&mm—
i1 ﬁ :. o o : _qz‘\ o, o :. ha AN
~ LTSN N < =~ o
. TN N TEMIEEd: 2N TeAHIea: Taoaieq:. 7 gdl @aowEied
TETHGTSANT AT T GTad, T Tl &k Wl Tl HETRATCIHTIS Hlfcs FHHUTHIIS 29,

1331] em., 20 KKA,, 2@ KKA; 24 TH 8 dicl S <o @Rg s3] em., a™ Toh 281
did A Fies gan: Aqaun KKA,, KKA,  amgemiy] KKA;, aegamd KKA,  “@ul] KKA,
@g KKA, ‘wmeEdid] em., Aeresadd KKA,, Aermesarmad KKA,

'In the prelude to the worship of the Five Kals, the sadhaka is instructed to ven-
erate the 7 kalasanas of Kali followed by the visualisation of a central goddess
emerging from a mandala of letters. The latter half is still unclear to me, espe-
cially the usage of the term afijikaksara present in all manuscripts. The GNP does
provide more straighforward instructions for the visualisation of a mandala com-
posed of letters and the arrangement of the central Guhyakali and Five Kalis in
such a mandala in its section on the §rimaharthaparicaka, which I briefly delineate
in my DPhil Thesis, although the GNP’s version might diverge significantly from
the KKA’s. "Here, I have emended the case ending of the colours to masc. pl. as
they most likely refer to the colour of each of the four faces of the the 10 ancillary
deities of the srsticakra. T have also added the prefix ‘sam’ to mukha and rendered
it in the loc. because the position that is missing in the ascription of four colours
to faces is the central face. T have amended this compound to acc. sg. in line
with KKA;.
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FTlcs-STHITITG, AT R, ©h f H & AETHENGIS Flis-3Fag aa 3. T 31 R
& HEHHIS HS-waTaIg Ol ¢ 6 1t & & HErgHies Hlfs-ewarag 5
w. T 3 Fi & HEEHHIS FI5-IFEMG el &. T 31 Fi &l HEIHIS Hlies-
TG Tl o, Th T K &l HENTEHIS HiiesHil-Swaraig o=l ¢, h o1 W &
HETRHTHHIIS FHII5-STTTTE et @, & i Fi &l HETHIAUSHIIS FHifes-IFaarg 9o 2o.
T 3 i & HETHISTRIGE TS Hlfes-IE=TAIE T2 2 2. Tk 31 Gl &l HETHISHIS Hiles-

IS 320 2R, T Al R & HETHICIUSHURIS RIS Hiles-aaEy 7
23, Ul THAVIGICAINGTRY I Aesad: . Tl aERITETRRERT:, TRAE

lgemafegf | KKALP°KKA,, Je=afmg KKA, (MS®©).  wqsamremsd] KKA;,
duerareTH KKA,  Hareate #ifs] KKA,, Thses Fies KKA,  ‘Hanesfasis]
KKA,, Aot KKA,

It will be noted that unlike previous cakras, the names of deities appearing before
the honorific ambapada for the following three cakras are declined in the vocative.
Since this is the convention in all manuscripts with the exception of only a few
names from A 150-3, I have left these case endings unemended. i0ur main
witnesses add an extra kali to the name of all of the goddesses of the Anakhya-
cakra. This has therefore been left unemended. I have emended the name to
Bhadrakali as attested in KKA; as she is the 8th Kal1 in the standard list of 12 or 13
Kalis that appears elsewhere in Krama literature. The adoption of KKA; ’s read-
ing would also result in the problem of 2 Rudrakalis on our list. VKKA; records
the name and mantra for the 13th Kalf as ‘khphrem am pham phim mahaghora-
candabhairavikali kali grasanakali kali ambapada’, thereby adding an extra kali,
a formula shared by A 150-1 while A 150-3 drops grasanakali from her name. Our
manuscripts therefore present a version of the name of the 13th Kalr that is slightly
different from how it appears in other sources (See Sanderson (2007), p. 353 for
the 13th Kalr's name as Mahabhairavaghoracandagrasanakali).
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1 Rl Rl & FERI5-THITIG, TUSURAY 2. 3 i T T Frahlics-STradTg §ie-
AT R. o G G 2 JREHTS-SFAIE TURRAY 2. A G G §: AGHI5-2T=TE
ferTeRfEAY o, o1 i & §: S HES-STHEIG AERAY 4. 3 & G & J:FHle-
IETUIE, SFEERRAY &, N G B &1: TERles-IaTIIg TRy o, T AT
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Here, KKA; records Mahabalakali while the GNP (f. 20v3) and MPP2 (Exposure
8, 1.9) follows KKA,; in calling the 10th Kalf Varakali.
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A 2. & off Saifieiewae 3. & off diamraae ¢, & of aedamae
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Iqer TeHves GEeA. wwEE. & off sEIEATE 2] em., I TEHUSS, wUwEEl & off
TEgEgeETE ¢ KKAKKA,  2&fe:] em., @<fd KKA,, KKA; el de:]

em., ekt ataed KKA,, KKA;  *Iqs=EmamemsT: | em., =d: d=mmergs: KKA,, 99 ==
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i1 have followed Sanderson (20074, p- 283, fn. 160) in recording this mantra. He
has accurately noted it by comparing the version found in KKA; with that of four
other sources (p. 279). The umemended version found in KKA; is as follows:
varanga vihaga stira pufija purusa kala sarvagata daru trtiyadya turaga dakini pavana
navama tejas tejah Srivesma somasaptamayogat. See my analysis of this section for
how the mantroddhara should proceed. 'In order to make sense of the schema of
the gurumandala, we have to reorder the structure of the instructions. If we place
the term saptadasa after gurumandale then we can make sense of the number 17 and
clarify the location of each guru. Positioned there, it would imply that there are
17 gurus in total which is indeed the case since there are 8 couples of gurus plus
Anadi who is without a partner. Moreover, we could then interpret karnikayam
preceding the Anadiguru as his position on the lotus, meaning each and every
guru is assigned a location. The GNP (ff. 11v4 - 12v1) also seems to suggest that
the Anadiguru should be placed on the pericarp and the other gurus on the petals.
iiiAgain for most cases, sandhi between the names of the consorts and the honorific
ambasahitapada is not observed in the MSS for the clear articulation of the name
so this convention is followed. “In KKA; , the mantras - hrim $rim - are given
before the mudra which are appended with the honorific mudrapada missing from
KKA,; so for the second mudra for instance, we have hrim srim lelihamudrapada.
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Y AAH TR A S TR RR R TAHETTE Fedl AR aE i ek ThYS ST
WW4WWWWWWWQ@WWW
ST HETYE, ST TTOTgE:. a’f%ﬁmaﬁ?@awnﬁg@@ﬁﬂﬁa
FX 3 3 2 SN EuagHMRd 39t af 51 18 I8 @, gﬂtaz-esra
éﬁwaﬁwwﬁ@%ﬁﬁmmmmma &: &: GEHg:
%‘ﬁﬁaa@mnuqamwwmqg%m . Th T T AR AEE Wl
HEHEHIGE HETa el el e daeRa] Fere=Rial Helieaal Teniraanal
lrwmaniofie] em., TSR (in compound with what follows) KKA,, KKA; 2gta o]
KKAy, 9 KKA, >y=ardEd] em., dgarmEdd KKA,, weadEdd KKA,  aagamr] KKA,,

ENEN

Tagana KKA, SIS ]Jem., ElEasLubRne] KKA,, Femreremt KKA;

'KKA, is missing gajamuktd as one of the alternative materials for the rosary
beads. "Here, KKA; instructs us to recite the 17 syllabled mantra and not the
15 syllabled. KKA, s reference to the 15 syllabled mantra is peculiar as such a
mantra occurs nowhere else in the KKA. T have separated this term from the
compound since we need a non-adjectival term which acts as the base ingredi-
ent for the making of the dough lamps. The adjectives marditam and sammisram
can then qualify it. ™I have opted for KKA; ‘s doubling of prati as it seems
to be meant in the sense of ‘each and every lamp’ corresponding to one pinda.
This is reinforced by dvayam dvayam that appears later. YKKA; reads mamsara-
soparasamarditapindopari thus adding to uparasa (secondary fluid) to the mixture
for the pinda. This suggests that KKA; sees two types of fluid ground with the
meat, upa giving the sense that the second fluid is a derivative of the former. *'
have amended to voc. in line with the case endings in all other nouns in this
mantra.
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2 We @l Fi . acgy & off & e ww Rafeve) ya aEdor W@ 1@ A gut
a%%qgmgﬁmﬁ i aw‘ga‘aa’lqafaa’aaaqa’%aw%%|

adorfafe:

a:[a o < ~ o ﬂ o o .g \W o T
Wll ~ LN o~ o < . ~ o~ oq ~
T T TR g T el &l e S =TSl e ST
feere. il fRorfer? e e, HERRIIG, STREAR] =gl WTET. W S,
I IERRICATH, TeEINweRaT Gierisd Siv faedg 3fd quurtary: |

mﬁﬁ:

AR GTRAH IS ARG, =G, q Tl G s
et fsRult ffoqult Hieet el anaet = HeER Hiad AtV T T2 a7
e ! SITAIg. e st fesfoqull dreelt SRRy steeast el a2
3l AomEREgs, Wil i fefqult ded scramaiR g, 9o TR §
T CERAERl O 391 HYsd THaTEHUSHIAR, dicsuTs! {+ead GHagaa dre-iel-
FeRETOTR U T s €Tt el TR ST ST heh T TR &
TRIEE A TIEHEGAqE qoTe SUaRd, SIS Hid HEHaeaa aHEdeil 5RIg

I3t Radt | em., SR dt KKA,, @BRFTKKA;  2Refey] em.., faReg KK A, Rafa
KKA;

isvaha usually signifies the end of the mantra so it is peculiar to have kraum after it
butThave recorded it as per the MSS. 'If this compound were an itaretaradvandva,
we would expect the dual declension anamikabhyam but the singular feminine
anamayd is possibly due to it silently qualifying the feminine mudra. "I have
amended this way since the other Kalis dissolve into the succeeding one until
we reach Bhasa who is absorbed into Guhyakali herself while KKA; ‘s reading
does not make sense. “The MSS read athdcaryasamayikajanan but this has been
amended to athacaryasadhakaputrakasamayijanan as per Sanderson (2007b), p.282
- 283, fn. 168 since the two other categories of worshippers do feature later in
this section and to conform with the conventional names of the four categories of
initiates. However, the source for Sanderson’s reading of this passage has not yet
been identified as the folio numbers given by him and the MS’s reading do not
conform to KKA; which is listed as the source for the KKA in the bibliography
of Sanderson (2007b). I have largely emended the text in line with Sanderson’s.
However, where the MSS available to me have a different reading that amounts
to the same meaning as the reading selected by Sanderson (e.g. Pokkasi (MSS)
vs. PaukkasI (Sanderson’s source) or Sonaki vs. Saunaki) then I have kept these
to remain faithful to the MSS.  “See the fn. 170 in Sanderson (2007b) for why
Mahamati in this list should not be understood as one of the yoginis but rather an
epithet for devt declined in the vocative.
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gR g Afafger guari! Zam, mwzmmwwww
ﬁwwﬁwww 3?@%%%@3
R rTo g HaESREN, FATHHUT TRl gxaT QI SHSTFHHuT GEmdTe-
wmmwmmmw
foren amEE T @ Hawmgwaaraﬁfr %%l%l%ﬁ«w % % HEl. AN AN
I, & Fo A1, ITHENEEATRH JadIquul Fedl GHs gard 2o, & off
LG R B E B | B B e T B Lo A e A b e B R e e R e e L | L | E AT R AT ER A | 8
TSR RN TRETIET PRI : BRI TR =T
TR T, M EH S A G R AT R A YRR R R
@wmmﬁmwm%ﬁ%ﬁﬁﬁﬁﬁwf@mm-
fergaTeTmTRIGH SUEe & & & & & € & & & Tanie i enaaieyst 8 &
AR AR JE g6 HE J6 @: ©: &: &: AErAUedn R THe Ha § B @El. 3id
qEEEles:. dd: JaTHl & Wit T G 9, aHeEH IR, o1 T,
A T, o B, WW“ F SRl Qﬁqsﬁﬂﬁﬂﬂ'ﬂ A TG
AR g R HUT Tehehle], THTE TEdTe T SETade T eI Jeated qHaeics
AT TR T 5 T G 3fel Fohahreriare: |

FARIag@Tdafafe:

T FHNIEEHE |
It 2NHRUSIEA B3R FISHNH [|(2)

FARIAZH! FOICI A=A FqAl, AR IO I FHTEE-
I el ST T FH T TERTST HTA TR T Jetriedl Aaer-
Wm““*‘wmwmmmmm-
HiEeRy: Wmmwmmmﬂaﬁw
o o~ |

AERE FAEgHE |

Td e qd TFEATH a9 Fiehdl S ¥ |(R)

AORERTET o1, 9d % A |

qd RS TEd T gmﬁama:na 1®)

uwa'gwmaﬂ FH qH: | T W |

N RIS et 3 )[(2)

TG TgEH | g SO |

fafereifafaecad Tifee Feamm=ee | (+) 3 FrTiagamramtara: |
lgaari | KKA1, Sanderson (2007b), §eari KKA, 2em=m] KKA1 , Sanderson (2007b),
o=@ KKA,  %diftFiag] em. in line with Sanderson (2007b)), FfRE KKA,, KKA;
‘gt & ] em. according to Sanderson (2007b), gatweaEl KKA,, KKA; ]

em. according to Sanderson (2007b), aRdd KKA,, KKA;  *fnwd] KKA,, favar
KKA;
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wrafgafafer:

THIEIERIGRETwE | frEged’ |

Ih U =9 Yot g WO |(2)
THIcSH TR o THaE o T |
feramdis® il sl A ad g FEE, | (R)
TR oIaR! < ST SR |
BTG fostdg TeTear: ||(2)
FoTRrE Gid FE* et A I |
TR = HSHATTHRET: [|(¥)
B Weg T RO |
W7a$mﬁh‘{lﬁa\\(a)

gt = SHAUIH gt Tehehl Weod |

TEER ¥ag IR ThA = e || (%)
FOIG! GEET TARIH T |
QUG JeReal gRI = TweTdd || (o)
FATRT ale: el Al AT, AT |
A GEErA e g ||(¢)
Fdl TR TG Y FE FGHISHA |
QI T FOTEET TgS | (R)
TRl e T G A |
AT STAREEN el HYSTArerd ||(2o)
EETIEETEETRT o Al = 7o |

T Ui 74 eareardt 7 7 fosed ||(22)

o

L qragmataEE] em., THRIGAE aaEE KKA, , KKA, 2faged | KKA;, 733 KKA,
Sfoamdis] em., Famdis KKA, , KKA, “did &M em., i &/ KKA,, fas@ KKA; 4«
em., fisT KKA,, I KKA,;  *faml] KKA,, fam KKA,  7SfqarurEl] em., Semonn
KKA,, KKA; S=gshmiedd] em., Termredad KKA,, Sqsrmread KKA

T have compounded samayaluptasya and sadhakasya so that this half verse con-
forms to metre. Thave tentatively separated vidydpitha as a separate locus since
carrying out worship in front of a book denoted by the term vidyapitha is a com-
mon occurence (see TAK, Vol. III, p. 488) Although this is a heavy-handed
emendation, it seems to me that the author intends for the four rites of the paripati
(atmapithanydsapdtra) to be carried out before the worship of the other features of
the mandala. The term arca is the only word I can find which fits both metre and
meaning without being too divergent to variants found in the MSS. ¥ All MSS
read gadin here but the term yields little sense. See my analysis of the Prayascit-
tavidhi for further elaboration on the possible meanings.
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&l off of-Sfgammerdis fefauli-eramg o1 & off sfivorErdis Hel-erame
2, é%ﬁ%ﬂmwwa @%ﬁ%ﬂmﬁz@ﬁrwg s
mmwmw FUTEEIRL T Tigded: qaaRmi-

TARHFERY ITIE 3fd NoadshH |

&1 o <fivEmes Txa-eradE 2. & off SaNuiHeEE Five--wETe 2. &
o SR IETE Sl -awardie 3. & of ofi-srgeremerEs wiwi-oramg ¢. & o
HTTHEIGS hl-SaE v, & off SiaRemees o &, & of 9
THTHHETE FHegehl-STETIIE ©. &l o SeIRICHRTaR FIRE-STETIIE ¢, TdT: b ile-
FORATTIAAIIGIEA TN USRI AT GG SUTETETIcs SIRUd:. a
IRTIYETE: GEIGIRITS! FIecieiia: . 2ol SprposTehygsTIian: |

& off SfifeReTR v STiemRI-STaTg . & off ofi-TeeHa v STREshI-SaTdTg R
&l off SieRa-TgrrEaEs FgTeRil-owaTdg 3. & 9 2i-TSTIHeE e EU=HI-SwadTg
o. & off STwuiHEIgen! TeRuTl-orarrg «. & off sieerraas ufl-erams & &
%ﬁ%ﬁ?lw@q“émmqﬁw éfsﬁaﬁgugauﬂufmmw@wc T
STeheTel: | i q TEe AeldeuN: qEieused dRedn e . Sguasaii=e-
YA |

& ol 2NYETHE R SHe-3RaTaTE 2. & 4 SYSTguereee FRrI-el-2mamg
2. & o Sipoarerders ToT-emEdE 3. & of SiguRAeEdEeR ser=l-arEe ¢, &
o MeNRFAETER FHHA-TETE «. & 2 AR EEE FHiUl-3wade &, &

¢. U1 JULETEFEETT: % g TN Ioaer e R u: JEl USRI SATd=T:
g(‘l_e[ o [aN aN . I

Q“q" S s (\'\; |

EIi= qeTad 9Td Holdd: FHO G || (2R)
&l off dizgrarg ¢. & off Sudisgrarg 2. & off degrar 3. & of SuERERaTE v.

&l off Heieguie «. & off SUHSRENUE &. & off ASHgRTIE v, & o STHSIERIE
<.

(‘a Q.c.\ [’E:L

AT Tl TehcleA ST T=E: [|(23)

e €Y dt <l ASRETd Sud |

ST =16 FATE T ek IaEH ||(2%)

leem: | em., @&9: KKA,, @ KKA;

T have not given KKA; ’s variant names for sacred sites and goddesses since all
of them can be found in the list comparing sacred sites in Dyczkowski (2009)
which relies solely on KKA; for the names from the KKA. This list is analysed in
the section on the Prayascittavidhi of this thesis and mentioned in the Editorial
Principles for this edition of the KKA.
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Ty fereeig . FHEY g ¢, quiRTR AT 2. Sie~r g 2. Sfyami
FOEN: ¢, e R ol aRem seRal :. RIGNR @0l 3. SiEw= a9,
ISl I &, TAE T &, TRIOE gl o, ofidis Shedgd ¢, RS FU5 @. T I
2o, ST AT 2 2. THTY HERT 2R, TIRUTILS 23, T oo 2. R TS 4. ToSaL
ATHIE 26, GG ATHERR 2o, JETYY EHA ¢¢. FUSHRN g ¢-. HIUN dgd:!
R0, iR AHEE 2. FETYY STewd R, SRR EHh 2. WS dTHIh
RY 2l ] AR RS T+l IR Ga-aTe. STl =g T diar @y
TG, 3 Facd TeReheT ATae i, SniiThaandl Wi |

TR Sfdr 2fawges |
Aeagd = TqEEE S5 ||(2v) Sl aafmfat: |

Hﬁ'ﬂ'ﬂﬁfﬁ:
1 e JETAT FENTHERR |
fereie Taad ST SgEemteT ||(2)
SR TR T AR o haS |
gt Fera: R Faataatio ||(R)
o = dieH $at ad waead |
ETTEEAR st 7 Fdid w- 2 ||()
e e e Fq1 T 4R A |
W@ﬁﬁﬁu@mﬂau (%)
FHHG ¥ HiH 9g: TeHed: |
mwﬁwwﬁw”m
mwmy
TferEm |fsTel Tqe ad SEfaa ||(3)
TG FSTEITATRRT |
HEEHE 7  Fbdd RIGHERAA [|(9)
IhH FHHSIAT et S 7T |
HETATHT, T v FSHd Jr=ad ||(¢)
I W T @ dredd 44 |
mwmmw&uﬁw”(ﬁ)
SATE = Fcid FEATd SaTETE |
TG eI FRHTd qETd, FIS! 9 ST || (20)

lqqa: Jem., d@af KKA,, @@ KKA; 2#di=aw:] KKA;, Fmie KKA, 3@@] em., &4
KKA,, KKA; “*amea] KKA;, 3% KKA,

TKKA; appends hrim $rtm to each of the 24 nydsas. Moreover, it declines the pithas
in voc. Since KKA, declines most of the pithas in acc. which is preferable to
conform with it being the object of vinyaset, I have emended all endings to acc.
without noting these emendations individually. "After the list of 4 principal
pithas comes the 24 additional pithas, after each of which KKA; suffixes pithapada.
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PR . N .~
HEWETd i S MEHTEaEe - |
N M NI o >

AR Fe dfgeserdd [|(22) 3fd aamaaTard: |

wngfeafafe:
o < u{‘ o \|
HEETE! 92 95 AR a3 [|(2)
T fS e & S5 @ HeiE: |
@@ﬁ@@gaaﬁﬁamﬁwu(a)
T HE = H 1 FgH T |
FEI | FETdS Hea =M 1A |(R)
TR I T |
ﬁﬂﬁ%ﬁwcmwll(x)
el I FAG FEUeergifar |
YEhIFeA” G T 7l feraredd [|(4)
mewmﬂamﬁﬁ&ﬁ\
oA T fggargEra: [|(5)
Jeird T Tt a gestHiad |
EEIGAFREIY | STHIET W=l 321 ||(¢) S EraugieaRTar: |

TAAAPAITHH
TadaRfousy

o~ . e ’ |
TqfrttcrEs fHgamaiead ||(2)
TREEUE HZH A TN & IaH |
Hd T6 TE JEqTH T FHIEFA || ()

TG GIERHUT EER TG (o G~ aede e eeaHTeaNeal-
qrﬁHuswwlsmeusme WWWWE—
WWWWWWW T HEHT] [FRTE FS-

HeRSOT e A AR e 3fel T St e St £ off qde qaag weEgsh

&gl em., @ KKA,, KKA; 2ahigcd] KKA,, TohEd KKA, Sumeh] KKA, 796 KK A,

‘qgeRiuE] em., STSHUHA KKA,, KKA;  Sargramal] KK A, aigmemema] KKA, o]
em., TEET KKA,, KKA;

"Here, KKA; reads patram. The meaning of the instructions at this point is still
unclear but the use of either pantam or patram backed by the siddhavrttambudanatah
appearing in both MSS suggest that the pellet is deployed by being placed in
liquid.
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ﬂ o . y N . < PN o~ PN Py C = ~ m_
mwvﬁq\?ﬁl TGEGE? TR - IS TRGE - FATTE- ETEh- AT -Feg-I-Tedl-
- TR - - - T - T T ITet - Te-Fer o] 6 - 2 e - el RO - -
ETTe dsa < graTe G Rrferean dusa meqEeiuiaRalm i difeeRd
QI A e ST st - A SRS - g=sr-2ar-

[N < 'll . W aéT a a AN < .f\ N . S
TEHEEAIN AT ST FATd Fwe &4 e gismesmaaat: |

Taa-Afedfadasy

Wﬁaﬁ%ﬁmwwﬁwﬁ%ﬁma@% @wmﬂa@q@a&s
TEATSSHA TTd AR TRAHTSS (T WWiagHHgl areemT=asmTs
WWWWWWwﬁgaﬁWIWHWWW
AT digfehad o qmmwm:mﬁ P A CEUe B e e e KA P LI E G T
FAGRIE e HCLW E?Tﬂ"l TSRS GHEe’ U6 STEgeh®wHe HIAhguT
HYS ] 91 e STETATESHRT® qfaaiideniientaaed erdiearss dHiqd
1 g, TR IS S, 7= &f off & AeHaTdis HerRis-rwrarg 4, i
FREN FRE-STETE R&. OBl Tdl-STag RS, Fead STHHE-SEIE R,
RN FATS-STEIIE R, HISTYY Efhel-STHEITIE 0. INSH STaHI-ST=TTIE 32.
s, HEMWAT-3ETIE 3R, SFeaai il THI-STHETIE 33, Fh HETHIG!-STETE 39,
HETRHET SUTies-STTIE 34, FHigrel (full-amardig 36, N Feahall-STaTag 3o,
FC fSTRIUeT-IFEIIG 3¢, FIHA FHIHGEHI-STHETIE 3R, THHIU SRRUN-STHEIIE Go.
THAN AT ST=TE 2. e RTagdl-oRamg R, Sfiudd - v3. Siirh
FAeh-STHETIE 98, BAMS FUSI-STEUE ¥4, RS BSIEI-2METE v6. weE: Bl
TG s, GfARIC HEHIG-STHETIIG Y¢. HEFATA HITISI-STETIG ¥R, AEREYY
FSHISI-STHEIIE Yo, A HAHU-STHEIIE 42, G STHRIG-STHEIIE YR, HEN
lemafersrmell ] KKA,, Tafieraigd | KKA, 2<g@qd] em., 9d6qd] KKA,, =06 @
KKA; Szezifediarad] KKA,, w=diamd | KKA, ‘af:oemes skeam smn em., af:wmes
it eiftmn KKA,, af:7=mes afiremiey oim KKA;  a&m] em., S&m KKA,,
KKA; ‘geam] KKA;, gemn KKA, “4fmes] em., e KKA,, KKA; %8 3.
em., 3 3E... KKA,, KKA; °am] em., @Ra1 KKA,, KKA;  Veradai] em., srween
KKA,, swdan memvestiis KKA,

'T have written this compound without sandhi as per the MSS which perhaps do
so for ease of vigraha. As is the case with the compound for the vimsgatyasanani,
I have followed the MSS in dissolving sandhi for ease of vigraha and the discern-
ment of the rddhyastakam’s component parts. Note also how the first three rd-
dhis are declined as nominatives rather than in their compound forms. After
Guhyesvart, KKA, has shortened the honorific ambapida for the other goddesses
to merely am. I have however given the suffix in full to avoid confusion. It is also
to be noted that KKA; has the term mahamandalapithe affixed to each place name
but this has not been recorded by me. Once again, the sites and deities accord-
ing to KKA; can be found in Dyczkowski (2009) so I have refrained from giving
them.
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TAHTTS- ST |3, el HeTosaHl-eRaTdg 1e, Saad Foll-iarg uy,
I THUET- SIS 45, SN HHSEH-SFETIE! o, QUINK HEriil-eaTde
<. BITEY FAIGaT-STaTTE 4R, Brefis! PRIgaT-STwardTg & o, Tehgd GHgl-eTadTg &2,
RIS AARY-STHIUIE &R, ST SE-IFIE §3. RNTIGUHETIS HETq-ST=Ig
§%. TR TRGEHN: SEEHeEedl: . & J Tt Thaer g aeHe:, JUL:
AR, GO SO, oToNl: GUTShedl:. HUSMR] STSHISHET:. T
g 9oee qRmIER qikmT =g SRS STErag? S Ryuagudiar amEg
MU G504, dd: TETNIRHES Hcagi] SEUISUIE dosuih HEHEEaoha IR,
a@aﬂmﬁﬁaﬂﬁma@aﬂﬂm B 15 BTG QUTIGTIE STREE-
faftem, mem HY ITeE° SATTTeaRd-
A TR AT =T S et fereeron s etk e s

[N o N

ol HETagehYas: ST T T &5 g gft Refesmwggmate: |

A AHERAHH

Y GERRAGSTIEHT T4 HE AR R Ew=ITa s ferar STerrs = qee =qeel-
HUe? T WSS TRAHHE A ATATAFH(AGaaRd Aues fFmm. -2
WIWWWQW%ﬁRWﬁ@ -ITETE % & .
@mﬁu&%ﬂaﬁ@mw@'@@ aﬂmﬂﬁgmmﬁawﬁwﬁ
TR AT, FHEE WRAST R TRITRUS: . e el €Y STaRET a=rel-
GeTlel = 31 T e g1 G2 SRIvING: TEn STeaeaded wi Tl
T2 FATHRH e HYSATEEe WAL SRS do IS e B SaTHE T,
AT eI s gaTga S o dersh o4 $4ig 3fd HeEhgsTaaa: |

A AT TETdhH

-

C A N

QWWWW? QWW
WW?@WWWWWW—W—

il KKA, fasid KKA,  2sgeeadier | em., igadierg KKA,, KKA;  Js@es] em.,
atggs KKA, KKA;  *=qeemued] em., Faemves KKA,, KKA;  Szafasrniiad] em.,
TR KKA,, e wlig KKA; 9] em., g KKA,, KKA,

iAlthough this name is repeated from the 39th deity, this repetition is also made
by the other texts recording the 64 pithas recorded by Dyczkowski (2009). T have
therefore left it unemended. "KKA; records the name of this diiti as Pasakunda.

KA, repeats the word sthane. I have removed the repetition.
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ﬁ%wﬂﬁﬁéﬂwmwwwmﬁwww'
WWWWW?@W@%W
ERIRIEEI awwaeﬁﬁamw ﬁwwaﬂwﬂ‘ A G SOl HY
meaﬁaﬂwﬁlmﬁwzi LCIeEar)
2y, RIGHSN 24, FIHIS! 25, TG A Tauied. 3. n@mawmzﬁwm
dYsa. T B s Fllcs B, FHEAEEUTEIAEAEETE: G954 fepfamer-
ﬂ%ﬁﬁﬁﬁ@mammﬁwwwmawmm
SAATEARYSTRIAT: |

FAANTHIIRY

NN

oY ~ = [ . .W ~ ~ i .
TG EIEAIIgACheSHd GHIGE. ©h e & WelgERe~dsh J%gd .
AT ARG S2TTw FA I (rRIeaTaaT Fg1 35 STaTel B Feraeeeas
g BHARIR. 4. 41V (AAhaor eI o= Yo JEusg Sageesr
A o Gl R e 3 ReediRE v, gdivt ug) qaig afone sfeTREEgsh
= RN J=e, SIeRIEEdT STTeysl HE eI deE:’ grg af:
QETTCERHTT ST TR e I T aicssaqah ST ST9 ferar F1-
FHHUT JUH AT &4 FAGT ARSI Er: |

oS S

@WWWW\
wﬁ@%awam\l(%)
3t i STk Tt ofieRATae |
FSHEERISE STAEAA [|(2)

o s S

SATHA: JUISTE 0Tt fredadd |

fgteamma] em., fEEmda: KKA,, fweqdwa KKA;, S SEedmeiet] em.,
sgsRTTEESRReR KKA,, KKA,

' Although this may seem a heavy-handed emendation, I justify it on the basis that
we are told that the 64 petals should house the Siddhayoginis. These should be
the 5 groups of 64 female deities collectively known as the Vrndacakra and whose
group names end with siddha, namely the Jfianasiddha, Antahsiddha, Melapasid-
dha, Saktasiddha and Sambhavasiddha, the first of these being the only group
amongst the Siddhayogini which is missing in this section. Moreover, the fact
that the Miirticakra and Jfianasiddhacakra both have 16 deities (dvirasta) makes
the confusion between the two possible. HKKA; adds om pham phim in front of all
the additional Kalis while this mantra is given only once in KKA, See my anal-
ysis of this cakra for why I have chosen not to compound catuskona. iVUsually,
the appearance of numbers after mantras denote the number of syllables in that
mantra or the number of times it is to be chanted. Here, we perplexingly have
three numbers separated by dandas in all MSS.  YThere is the repetition of Maha
in all MSS, which is retained by me.
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o~ LN

Uit TR gRTRERge [|(2)

fFrervardss

-

e Q’WWW!

e e TR gEET |(2)
A Gl ARERR ST S O A |

1 e 99 IR AT | e (| (R)
aqmﬂwmg?s"““mmwl
Fifcsh HETATAT PG IEaH. II})
SRR’ el i &ga1 |

o kN YaN .5ﬂ < ||(8)3‘%. AVaN Cr\c\zl

THARfafer:
qA: SR f 391 FISH FSEEHE |
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lg=p1 | em., @& E® KKA,, KKA; *2Rrweited] em., imemated KKA,, KKA,
SHIrETERTRE] em., SR KKA,, KKA;  41fd: &) em., 7ifa: &3a: KKA,,
Masa KKA;  S#ifed] em., Fed KKA, KKA;  *FISH Fise@®w ] em., T Femwd
KKA,, Fom weEsi KKA;  7ie==d] em., Tioms KKA,, KKA;  SaReifad] KKA;,
aRaifcal KKA, uhmiegieh] em., S KKA, o=z KKA,

{Namaskara is conventionally masc. but since all MSS attest this reading and this
passage may be an unattributed quotation from a Tantra where there is the com-
mon Ai$a phenomenon of mixed genders, the original reading is retained. The
same is also the case with uccara in this verse. T have amended in this way as
by following either KKA; or KKA;’s version, we would be missing one cakra, the
Prakasacakra in the case of KKA; and the Jianasiddhacakra in the case of KKA
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Q T ¢ GATATEITH, | T 4 TG Y T ¢ HEdaaHiT STeee-
s, eI ¥i¢ THGRIGS: Lo HHGRRI-ATth ¢o SemursH,
aar“asw’bwaw 2399@@1@% 23 TG~ gTh 03 e, -

mww 22\9dq|§® wquwgm%a?ﬁmﬁmm A ST, gt
T ¢ TGS 4 Teaquaiia ¢ G5 qaqae aes il g, it ¢

lagamEmag] KKA,, Tgiiae KKA,  2ugaresde] KKA,, s=ehae KKA,  SaRo
em., g0 KKA,, KKA; e sifem] em., 33 atfams KKA,, 3 i KKA,
Stoptaraiss] KKA,, feamis KKA,  Cefimmid] KKA,, afte@ d KKA,  "9Hge] em.,
g KKA,, KKA;  Sefimamaaiesm] KKA,, sfamaesma KKA, — afs] em., g
KKA,, KKA;

It should be noted that KKA, and KKA; have different mantras with KKA, ‘s
being hrim Srim hrim and KKA; hrim $rim klim. I have adopted the latter as itis a
more common formulation in Tantric texts. In the instructions for the first two
types of pavitrakas,  have amended siitra and angula (these words appear in their
pratipadika forms in KKA; and KKA1) to their neuter forms as bahuvrihis to agree
with pavitrakam as per their declension in the formula for the last pavitraka known
as the cakrakridajanapavitraka. In the formulas for the other pavitrakas, sitra and
angula appear in the MSS in the instrumental plural which T have kept. T have
amended the ending to sing. so that it agrees with the formulas for the other
pavitrakas as well as granthicatustayopetam
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lrifomiain] KKA,, Whaifahr afd] KKA, 24RE] em., gt KKA,, KKA; 3=
o] em., 356 KKA,, 30 e KKA;  * @aimfsed] KKA,, qafmsa KKA,  Sdfesg
Tk | em., Gresehaei KKA,, KKA;  °gsi] em., 1 KKA,, got@n KKA; 7 @ress)]
KKA,, AreFEo KKA, Samfl eiia] em., @ama KKA,, KKA;  *gaw=i] em., geaq@=l

KKA», KKA; &wegsan KKA,, #6egsm KKA,  Maied] KKA;, qiied KKA,

Thave supplied samagrim as we need an object for the verb samaniya/antya. There
is the possibility that a syllable was dropped in the process of recording. Restor-
ing a syllable (gr7m) would give us a verb and object. iiTn all MSS of the KKA, we
have no word acting as the object of bhiitvd. However, we know bhiijanuko (“knee
bent to the ground”) to be the correct missing term as it appears in the identical
equivalent passage of the PTV.
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fRrameafafe:., weragdzifafasy
TETRANEE Sk feaTeTeha |
el g RFgHeTRe ||(2)
wfesea SRt Te Al |
feveren far = FRFEE: ()
E{IWI%%%WWQM
AT, == eieh g STFTAHEH ||(3)
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3l AATIE SR d FEG, 2 |

e faTge Feet feeenTeh @ || (+) et |

P FETIE I1 HET SR ez |

T 6 S, T e A A | ()

7%l 8 S PaT arTeH STcH: |

R A AT TR FHTO S ||(9)

FgIEd Sk ST A J |

TETHRAHEE RIgICaEETs ||(¢) 3fd Aergeantary: | 4
rafmTaRSE | em., FEatfsaERemE KKA; KKA,  2dmeme) KKA;,

st KKA,  Jweafiofi] KKA,, taffoff KKA, “Hergeaiif:] KKA,, Rercain:
KKA»

This compound is amended so that it conforms with the way it appears in the
mangalacarana of the critical editions of the Kalikakulaparicasataka and Devidvyard-
hasatika, a verse which two segments of the Kalisiitra closely mirror. See my article
on the philosophy of the Kalisiitra (Pangsrivongse, 2023b) which is an expansion
of my analysis of this Stitra in the conclusion of this thesis for my reasoning be-
hind this emendation, possible interpretations of this compound and my con-
jecture of the relationship between the Sutra and the mangalacarana of the two
Tantras. "KKA, is missing vara which is present in KKA; . We need these two
syllables here for the half-verse to be metrical.
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W@WWWH(R)
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ATAGIATER = AW FATd GRTed || (23) 3 semmomaaes |
L] em., 78 KKA,, T KKA,  *@ad®di] em., Faasd KKA,, KKA; 333 em., #eds

KKA,, KKA; *0ifyd] em., 7iftad KKA,, KKA; &M em., & KKA,, &1 KKA;
brugss] KKA,, Aves KKA,

'Thave emended this way as griija or griijana is a small red onion usually prohib-
ited for consumption and thus likely to be one of the antinomian substances of
the Krama while the readings supplied by the MSS do not make sense. I have
emended this to the dual as we need this compound to consist of two ingredients
for the list of eight to be complete. T have dropped maha in front of tailam to
ensure the verse is metrical. Although, we can keep in mind that this ingredient
refers to human fat on account of the maha. Moreover, it is to be noted that madya
is missing from KKA; meaning it has accidentally dropped one ingredient. “The
peculiarity in the spelling of kasmira is due to metri causa. YSandhi is dissolved
here for metri causa.
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iFrom aikadandina up to desikais of verse 4b, the writing in KKA; is inserted at the
very bottom of the folio.
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CEERIEDICE

The Parvatrayavidhana of Vimalaprabodha

Editorial Policies

The PTV is, as far as I am aware, a codex unicus meaning that the ed-
itorial principle for this edition is straightforward. Where I feel the
MSS abbreviated PTV supplies a defective reading, [have emended
the text and noted both the emendation and MS reading in the ap-
paratus. As with the KKA, no distinction has been made between
an emendation, correction and conjecture while the normalisations
follow those set out in the KKA edition.

Introductory Verses
3 FH HETEE |

> :j\rjk \:\ - ‘
WWWW@H(?)

dd TqeaTFs ! m@aww\
Rrafrferar = aeiieh Flewerss [|()

ufsrsfafer:

T FENHHETsl 7 Folied Ggam T o, Rieranerh aiaet
S o Ee i R e R R b R e CEe: (AR el BEAFRIG e
RYR TG 33 SFAerg -amfead 1 fdid Fofsm | s
R STETMGETHY! 2% TeTfearerfead 25 Joid HISTEHH TFSFAHSTL-
WI%W%%W%WM?WIW%%W—
WaQWWcW|W2W RICCARS e e ) | o
L PEICECE IR Ca It

forTa EREIdEE AR TR GHied SAfaramaiesT TR qeaii
T daed - £ SRl AEredy & 3 % 3 79 - 3 < SHes 9uE 9UE FH

lamgsa] em., FFAMS  2eNcdfesh] em., ScAfes® MS  Syeafase] em., Jwafas® MS

iSince the numbers appear both as words and numerals in the MS, this is recorded
by me in the edition.
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Tkrsnaya is also the reading found in the equivalent section of the KKA. A finite
verb is required here so I have supplied dadyat in line with the instructions for
the root and tip of the damanaka. "1 am cautiously splitting these two terms so
that sodasangam can agree with damanakatarum since in the Damanakavidhi of the
KKA, the plant is conceived as having 16 parts, possibly corresponding to the 16
Nityapujacakras.
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'T have emended this compound so that it conforms with my emendation of the
equivalent segment of the Kalisitra in the KKA as well as the way this com-
pound appears in the mangalacarana of the critical editions of the Kalikakulapaii-
casataka and Devidvyardhasatika. See my article on the philosophy of the Kalisiitra
(Pangsrivongse, 2023b) for my reasoning behind this as well as the several inter-
pretations of this compound. This is amended for the sake of metre as the MSS
supplies one too few syllables.
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T have amended to sahddharam which would be the equivalent of sadharam as the
preceding half-verse and the following verse seem to suggest that the bliss which
is with support has to be attained first before one can reach the groundless bliss
which can be maintained in perpetuity. This emendation is also in line with the
widespread Kaula idea that a key function of the sexual rite is to generate siddhis.
Both of the above ideas are discussed in Ch. 5 of the thesis. The corruption is also
made possible by the very similar method of writing “h” and “d” in the style of
script used for this MS.  "Hypermetricality can be observed in several padas in
this segment (6a, 7c, 8b and 14b). I have left these unemended. fiThere is the
use of the pratipadika form of the subject noun in several verses of this passage,
including laksana in v. 13 and ananda in v. 14. A few other peculiarities of Sanskrit
in line with common deviations in AiSa are also found. These have been left
unemended by me as the passage is a quote from a scriptural source rather than
Vimalaprabodha’s own composition which is usually in classical Sanskrit. See
Ch. 5 of my thesis for more information.
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TG J@IehToNeTTH
Guhyakalidhyana Section of the Paratantra
(Patala 7, Verses 64-122)

Editorial Policies

In the creation of this edition, the variants from all selected sources
(six in total) have been recorded by me in the apparatus. My jus-
tification for compiling my own edition of the PT’s dhyana in spite
of the presence of Lamichhane’s recent edition (2018) is threefold.
Firstly, my examination of dhyanas from three other texts (HRT,
MKS, KKA), many excerpts of which closely mirror the PT, has al-
lowed me to solve problematic readings whose solutions are not
found in the manuscript witnesses of the PT themselves. This is
discussed extensively in Chapter 1 of my thesis. Secondly, addi-
tional MSS of the PT have been made available to me which were
not used in the 2018 edition which utilised only four MSS (called ,
@, 7, and ¥ by Lamichhane). Three of these new MSS are in Newari
script and are labelled by me N>(NGMPP A 182-5: paper; dated
1686 in the colophon), N3(NGMPP A 181 - 6: paper; undated) and
N*(NGMPP A 181-4: paper; dated 1761). Another MS in Devana-
garf script has also been consulted which I call D(NGMPP A 167-
18: paper). Although its dating is not given, we can assume that
it was written in the late 18th century or 19th century when De-
vanagarf started to become popularised in the Valley. These four
additional witnesses record the entire PT from start to finish, al-
though considerable damage has been sustained by the microfilm
of N2. One of the reasons why some of these MSS might not have
been utilised by previous editions of the PT is because they are cat-
alogued in the NGMPP under the title Kaltkulakrama rather than
Paratantra.

Finally, we should add that the compilation of the Nepali edi-
tion was done under time constraints and therefore the recording
of variants from its four witnesses are highly erratic while emenda-
tions by the editor are often made silently. This leaves the reader
uninformed about the extent of divergence in the sources for the



edition. Therefore, beyond including the Nepali edition’s readings
in my own edition (abbreviated here as Ed ), I have also recorded
all the variants supplied by what the 2018 edition considered its
principal witness which is called MS % by Lamichhane but listed
as N'(NGMPP A 180-11: paper; dated 1602) by me. By and large,
this is the most reliable out of five manuscript witnesses recorded
in my edition as my preferred readings will show. It is therefore
useful to supply all the variants of N'left unrecorded by the 2018
edition.

In the majority of cases where variants do occur, my edition
agrees with the Nepali edition. However, from the additional MSS
and intertextual evidence, besides corrections pertaining to gram-
mar and orthography, readings more accurate than the Nepali edi-
tion have been restored in three main areas: 1) the hand imple-
ments of the central Guhyakali (six implements are emended in the
Nepali edition) 2) the description of the tiers of Guhyakali’s throne
(see for instance, emendations to the description of the Siva/Bhairava
seatin v. 86 or of Vayu in v. 94) 3) the distinctive appearance of the
Five Kalis (these include amongst others more meaningful read-
ings related to instructions for dropping the cidratnavatika of the
Supreme Guhyakali in v. 110, the replacement of the brahmavina
attribute by Srstikalt in v. 117 as well as descriptions of her pose
in v. 116). Without these emendations to the 2018 edition, our un-
derstanding of the appearance of Guhyakali would be incomplete.
Therefore, this dhyana edition and its translation may be used as
a framework for further study of the complex iconography of the
Goddess. It should be noted that the policy for normalisations in
this edition is the same as my edition of the KKA. Although the
phenomenon of Ai$a is far less prounounced in the PT than in
many other Sakta Tantras, deviations from classical Sanskrit do ex-
ist. These are noted and explained as we go along and, if deemed
to be a standard feature of the text rather than a corruption, are left
unemended by me.
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Igmr | N'N?NCN*D!, &5 Ed ~ *ffaffar | Ed NIN?D!, fgfdar N°N* 3&ifem |
Ed N'N2N°N*, sifa D' “araréal | em. , Taré Ed N'NPNAD!, =g N2 ° yeiguey
] EdN°N*, yoieuet N'N%qsigoe D! SFad @ | Ed N'NCNAD!, sdash w1 N2
7 fameee | NIN2D!, fateemsa Ed | fatogeeriiaa N°N*  8aga: | Ed N°N?, aaa
N!D!, goa: N2 %5esi | EANIN®ND!, s w N2 ga: | Ed N'N?N°N*, aga D!
et v | Ed N'N2NPD! et v N* - 29w =1 | NTNZNCN4D!, 9 & Ed
Beiifaam ] Ed N'N?N°D!, sifdat N* - aren: | Ed NN, &=t N'N?D!  Paddgentant

[

(in comp.) ] N'N*D!, w&egi #ten Ed , fdgrreen N?, Gadgran N°

The Ed does not record the reading yoga shown by N'  The Ed has not listed
the more feasible reading nirvanapadadayint found in N'. If we apply the matam
from the previous verse, it is still possible to keep the feminine (dayin7) without
emending to neuter (dayakam) as the Ed has done.

*In this row, I record the paralells between near-identical verses of the PT and
MKS while the verses that merely paraphrase each other have not been listed or
else the entire edited text could be considered a paralell. I also only compare
the verses on the generic appearance of the Goddess as a comparison of specific
features (faces, hand attributes, seats) has been carried out in the analysis. The
paralell for this verse is MKS 1.58cd



TRF AT HIHT HISTE STHEHT [|($R)
eI seFaEy |
ANE ST aRTisHTSC [|(93)

~ [N A 4a o . 5 |
THASYAEIRC RIS St [|(%)
FEAaie R TRl 9 FAlhaH |
TEIRYUETT T | 0] A Gt [|(o4)
THd A TS T FFISAGS” aT |

oY

T 9 Fiaeirat wewl 0 SfeF ! g (|(s%)

TEi1 3l garen!* fonelt amaTgh: || (ov)
o [N < < - ’

T@qUi 91° Foal BrEge gerRem0 ||(s¢)
EERERCIE I R e CEE L G

'3/ | EANIN?D!, zmw N°N*  Zafear | Ed N'N2NPN?, st D' it
] EdN!N?2N®D!, fomet N*  ‘oafaafaquezar | NINZNCND!, @afifoguermr Ed
STHEYTEAT | em. , THAgTEg: Ed, WHagmegar N'N?N°NY, D! Casiogsaegm |
Ed N2N3, aenfogergsh N'D!, aemgeegmst N* 7= | NID!, =% Ed N?, N*N®  Seei
I gl | em. , ¥ 9 @ Ed NIN®, guar =teen N?, =uer 9 ger N, gud = g D!
‘ggiegs | NIN?N°NY w516 73 Ed , Fgrage D! Ogfiaat | N2N°N*, Fg-igar N,
D!, FzidaiEd e wed |N!D!Ed , "e@ N?N°N*  gifesi | em. , @ifest Ed NINZN°N*D!
Lot srererait | Ed N2N*D!, sjgereraid N, o e N> Pgei | N, = Ed , =1
N’D', @ N°, @ N* Mazeené | Ed N'ND', qremes N°N* - Prapi =] Ed N*°N°N“D!,
@i N 1R geared | Ed N2N*D', fregered N'N® 7 qrqed | em. , Srgaet
N'N*NN*, w1 D', a1 Ed @ a1 ] em. , a9 N'N*N°N*D'Ed  "*fgewags ] em. ,
gz Ed , Sowargd: N'N?, gaades: N°, foadea: N*, gwags: D!

'As long as it does not constitute a major emendation, I have tried to keep all
hand implements in the accusative to agree with the present partciple bibhrati
in vv. 77 and 80. The author of the PT often puts two words together as an
itaretara dvandva but the peculiarity of his Sanskrit register is that they are not
declined as duals. This is seen several times in this list and will only be noted
once. Vastram is preferred since one finds the paralell in the HRT 1, 2 and 3
and KKA (see the table comparing the hand attributes) and a munda is already
listed in the left hand. It is unlikely for her to have two of the same items on one
side of her hands. "See my explanation for emendation to dvipamatarngajam in
hand atrributes section of analysis.

“MKS 1.90ab
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lad R |NIN?, afei Ed , s NCND!  2amoeged | NIN2NPD!, wwoed o4 Ed , FHuegyai
D!  SuizgemeEd | em. , wggeEmEd Ed NIN?, sgfmmed N3N*, gegfemes,

D! ‘f=mEd | em., s@Ed Ed N2N°D', #=md N'N*  Sgaivem ] Ed N'N2N“D?,
gt N° gl ] em., 30 EA N?, =t NY, &=t N°NAD! 7990 | Ed N?N°N?, diga
N'D!  Saewmesgy | N?, &mesgd Ed NIN®N*D! s | Ed NIN°N*D?, sten
N?  aueramesian | N2N°N?, snqeafaaianl Ed D!, emugmafeetast N o |
Ed N°N*, met N'N?D!  mrnfo®t | em. , ®rnfesE Ed N, N2N°, aranfosm, N,
Frafwd D! PammgREaRet (in comp.) devya | em. , EhgRENal ®igeAT (in
comp.) Ed N°N°N*D', #irrgrai #faqen N' - “faferar | Ed N'N°N*D', farafera:
N?  Pmmemor | NPN'D!, dmeeo Ed, @t NIN? - Sqmrrsraesgan |
Ed N'N°N*D', svrrraesgar N

iThe Ed takes this term as a descriptor meaning “increasing well-being” but in
doing so, we would have one too few attributes. The evidence from HRT 1, 2
and 3 and the KKA also suggests vardhan is the correct reading. Again note the
peculiar declension of the itaretara dvandva as per astarakeari in v. 77. 'See my
analysis of this implement as well as its appearance in all MSS of the KKA for the
reasoning behind the emendation. ™ For my reasoning behind this emendation,
other than three MSS'’s attestation, see siic7 in the HRT 1, 2 and 3, MKS and KKA
in the hand attributes table in the analysis. ™I have gone with N*s reading of
kataka as opposed to kanaka as this is the term also found in the paralell verse of
HRT (1.38) and MKS (1.87)

*MKS v.86cd - 87ab  TMKS v.87cd - 88ab  *MKS v.87cd is a combination of PT
83ab and 83cd  SMKS v.89
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N?, Aerded D! Srerereds | N°N*, qerremid Ed N'D!, wovewie N2 e |
Ed NIN®N*D!, festa N?  Paifong | Ed NIN?NPN*, eieimg D! 6@t | Ed NTNPN,
gaa: N2, aga: D! “gmmom: | Ed N'N*D!, g=ngaa: N?, ugaron N° - S diamamarassdan:
1Ed , diozamrereg et N, WWWNZ diazar Tt St NP, daaamehas
sgani N*, fiazame gand D! P grermarwraeasgaaa@: | Ed N'NPN*D?, guewsh
Azl TETagaaH N2 1R | em. , fufamr Ed N'N?NCN*D! M famamamars | N2,
faramaeen Ed NIN?N*D! 1 firget frpoan & | em. fsrertngen i NID!, fugeetmgon & Ed,
forgee Empuante N2, fugees Brpon: @ NCN* 133wom | Ed NINZNPD!, sfiwom: N* - e
1 Ed N®N*, fardemm: NINZD!

iSee the analysis in the section on the Siva /Bhairava seat for reasoning behind this
emendation. "Other than N*’s reading, see paralell with MKS 54cd for my reason
behind emendation. Moreover, it would be strange for his flesh to be said to be
made out of jewels. T have selected this reading trigunya due to its appearance
in the equivalent verse of HRT (1.46) as well as it making more sense in the context
of this seat as explained in the relevant section of Chapter 1. AIl MSS read
vajradamstranakhasparsa but T have chosen not to split the compound as the Ed has
done. For my preference of this reading in compound, see my reasoning in the
analysis of the she-jackal seat.

*MKS v.90



e ! = RateauiEa |

g0l dienit a9t 9 9fg h TR [|(23)
qﬁwam6q§7ﬁﬁﬁ158ﬁiw|
et qrrgred ! !z FwA (|(3)

FR FgAs TEE" YFHRE 5V IEH |
femTeTaEl g4 STTEH qRETTaH [|(]4)

e Fergrt© g7 ded'® g wgam |
20 e aut zaw?! 9922 He S wgt ||(R8)

|28 T2 gf ward FemeEuE=d ||

lardueanf @ ] N'N?N°N*, sfiveaieee (in comp.) Ed  *fegmaviemuisa | N'N2D?, fevant
T aauE Ed , fren qeoe NONY 35 | N2NPN*D?, 2= Ed , 2= N!  “died | em. , T
Ed N'NZNPN*D!  afy v gk | N'N2NCN*D!, afg : @afes: Ed  Cod gwi s
goere | N'N?NPN*D!, 7w o ¥ queres: Ed - 795 | em. , 985 Ed , & N'N?N°N*D!
Sfepiecas ININ2NPD!, ferkfd Ed , Fcas N* - Pa@&wi | N'N?NPNAD! s&w: Ed - Oqrarpred
] Ed N*N*, qrarpeea NID!, gt N° 1 ag | N?, ag: Ed, ag NINSN*D!  zam
FeasM | N, &= st Ed , 7@m #Uas N2, 719 #0sga N°NY, wmm #eas D! P
Fg¥s 7qE | N'N?D!, Fat: Fg#ve: Ed, R FgA 7§ N°N*  fgwreqas g1 | EA N°,
formeaad 99 N'N?, fomudar g N, fomegga 29 D! Paieiifaad | Ed NIN2N®, aieifaan
N* aicmifad D' gagri | EA N'N?NCN*, d i D! V34 | EA N?N°N*, 9 N'D!
84 ] Ed N'N?N°N* dia D! "3ari | EA N'NPNAD!, sagmi N? - g | Ed N°N#,
g N'N?D!  2'zam | Ed N'N?, 2@ N°D!, zammN* - 2299 Ed N2N°N*D!, 3 (with-
outva) N' Zafs | N'N?N°N*D!, #fs: Ed  **wgam ] Ed N'N?N°®, &gt N*  svad
gt |N'N°N°N'D!, 5ve: gggaoi: Ed 2@ |Ed, FRN'N?, FgN°D', aqgN* - 7/ |
Ed N'NZ §aN°N*, qfla D! Pam | N'N?N*, @@ Ed , =mN°  Pwea] Ed N'N2NCN?,
wm D!

Thave kept the original as found in certain MSS as it seems the author intends to
compound the term, which is better semantically than splitting it into two terms
as per the Ed. The word diga is brought about by the addition of a syllable to
dig to fit the metre. Since all MSS have this additional “a” I have chosen not to
emend it as the Ed has done. The witnesses vary between having the figures
in the bottom two tiers of the throne in their pratipadika form or in the accusative.
Meanwhile, the Nepali edition has left some in the pratipadika form (pitabha in
v.92), the accusative (pasasubhrasyam in v.94) or nominative (most instances). This
inconsistency might have arisen due to the confusing syntax of this dhyana and
whether to see the figures of these seats as being the object of the verbs indicat-
ing visualisation coming a lot later in the text (smaret or vicintayet) or to see them
as parts of pronominal sentences. For the sake of consistency and because it is
also metrically correct, I have amended all figures and their descriptors to the
accusative. Nirrtya seemingly has its anusvara removed for metrical reasons
as the author needs a light syllable here. This is a phenomenon that occurs sev-
eral times. In the cases of both 7§ana and kurikuma, we see the dropping of the
anusvdra for metri causa as noted previcyasly‘
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¥ N*  °%di and all descriptors in acc. ] Ed, devi and all descriptors in nom. in
NINZNCN*D!  Serediei | Ed , emd NIN2NPNAD!  7erferaferang | N, erfmafega Ed
it N2NCN*D!  Baferti | Ed N'NCN*, sfert N2, sfaft D! “gfedieai | N, gfedieni
Ed N2N°N* gfffien D' Ygqem ] Ed N'N?N*D?, semem N°®  adeanerai | Ed N'N?,
TacensE N2, gagarsm N gacas@i D! 2arfesi | Ed N2, |t NINCNAD!  Pommge™,
] Ed N'N?N?, smmgen N*D!  “fgmi | Ed N, fgm@l N2N8, s N*D! DPaeawi
] Ed, @@a<d N'N2N*D!, areg= N®  1*fafvdd | Ed NIN?D!, fafsewad N®, fafafeqam,
N*  Vyadiewsi | Ed, saeesd N'N2NONAD!  Baeqmem &t | em. , To@m=iiy a1
Ed N'N?D!, gemmie a1 N°N*  Yodosin | Ed, @@t NIN2NPNAD!  205@ed |
Ed N>N°N*D!, gzt N lugmdii-a- | NINPNAD!, qemret Ed N2 22 3fgaadiaan
] N'NCN*D!, sifgaditean Ed , Sfeseiien N2 Pmae | Ed N'N2N°D!, == N*
Hqrdt | Ed N'N?D!, gl N°N* - o webiigd | N N?D!, qsahiebivigd (in comp.)
Ed N°, desionigg N*  207gasht | Ed N2NPN*D!, s N! - ¥ fageafest | Ed NIN?D!,
Fagerafem N°N*

The author most likely added the extra “m” so that we would not lose a syllable
due to sandhi preceding udbhinna in the form of mahakalyudbhinna  “udbhinna is

preferred as seen in HRT 1.54 The “a” in abhidham has been dropped for metri
causa.

*MKS v.9lab *MKSv9led ¥MKSv.92ab SMKS v.101ab
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135 I N2NPND!, a5 Ed , 3&a N!  2qsigiet | Ed N2, g5 At NID!, yei At NP, text
between 3 and &I missing in N* %01 ] Ed N', wfor N°N°N*D!  “gfe: Jem. ,
gft Ed NIN?N°N*D!  SRafaar | N°N*, Rerdt w Ed N, Recaeazt N2 Oeren | em.,
s 9 BEd |, ereamai NIN?, eereama NONAD! 7 sviead ] NUNC N4, wremseed ™, (in
comp.) Ed , et #ea N*D!  Sg&wifor | Ed N'N?N*, geaew N°D!  “&da: | Ed , @5
N'D!, z=ai N?, @aa N*N*  1f@ifeem | Ed N'NCN*D'!, SRt N?  'ageaser | Ed N°D!, weeht
N'NZN*  Pergummaei 261 diderauar’i | Ed , sed=mad $6t dereauanr: NTNZN*, sgume
0 direraaare’i N° | srguemed a6t emauara D! Pamegi | Ed N'N*D!, amwegr N2, amegn
N®  emiedt | Ed N?, qzmfs N2, @riged NN @afaed D! 5Byt | Ed N?D?,
feptfint N, Brafeat N°N* o niggfiadrensdi | Ed , #egfiradraiet N'N°N*D', Aerefiredaie
N? Vgewm ] Ed , s NINZNCNAD!  B_afei @ | em. , -afewm s NI N2D!, -afewt
gt Ed , -#ifes e NPN* Paggrmatem | Ed |, stermaie NINZND!, aufte N
Vyftsaeas™ | Ed NPN*D!, afd ssomasn® N, qfdsl senm N? - 2lemmeast | Ed,
areRll N1D!, erenaiit N2, stmerst NP N4

'T have adopted vaktraikam since N'’s reading has too many syllables and, given
the following ca, it makes more sense not to compound this term with ratnamu-
dram. It appears that visarga sandhi between samharal and anakhyeya has not
been observed for metri causa. "The text between payodharam and vamadamstram
missing in N* “Tunderstand this as a shortened form of parityajya which the au-
thor has decided to use instead of the conventional tyaktva
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ing in N* “Frexfas™ | Ed N'D!, #reafas N°N°, #easias N sadedst &
1 N!, sadieqe 26t Ed N2N°ND!  ‘a<iiseefiftes™ | Ed N?, g<wyefiftes N'D!,
whggefites N°N? - 5N!, N2, N®, N*and D'have all these in the nom. I have
amended all three words to acc. in line with the Ed. Moreover, the text be-
tween & and M is missing in N*  *fraoms ] N'N?D!, fawmom Ed , fermom NPN'*
7okt | Ed N'N?D!, st N°N* - Sfasaeleraiolin | Ed |, feadereion N'NPN4D?,
foderemioll N2 “memea® | Ed, @een N'N2NPD!, text between Refd and #rsaeen
missing in N*  ¢varfaeam (in comp.) | em., 35d veRa=AM BEd , SSorriam
N'N’N°N*D'  "Again I have amended d and her descriptors in this verse,
which are in the nom. in N'N?N®N*and D'to acc. in line with Ed  *9Ressq |
Ed N°N*D', et N'N?  Paergeag®™ | Ed N'N?N?, text after #&%g missing
in N*, sermraes D! arga=i weme | Ed , e memwe N N?N°D!, aewi #emwet
N*  Pereanfersm | Ed N'N*NPD!, srewiifesi N* - oqftmee | Ed N'N* NN, gfosea
D! Vegzaawfam | Ed NP, ereeraanf=am N?, sgamaartadd N2, sgaiaaafeady N4,
seqErEEHaai D! et arugi | em. , At @eaai Ed , St @waar N'N2D?, et @roar N°,
FAWN? Paresiaal agiTem | em. , 9% SfaaagsE™ Ed |, Saied agfaer NIN“D?,
TRSEagrEEl N?, gafeal agieser N figm | Ed N'N?N°D', fawrera N* 2! aredfott |
N'N?NN*D!, smifesg} Ed - 2*fanrdit | N'NPD?, foredt Ed, femsredt N2N*

'T have amended to samapadam (even-footed) in line with N®but rendered in the
acc. since in the KKA, this is the posture ascribed to Srstikall. Moreover, in
adopting the Ed 's samayadam over our reading, a description of Srstikaltr’s pos-
ture would be missing which would make her inconsistent with the other Kalis
whose postures are all listed. "Brahmavinam is preferable since each goddess is
meant to discard the preceding goddess’s distinctive attribute which in this case
would be the vallaki/vina.
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‘maiijari is preferred as it is the term used in the visualisation of Bhasakal in the
KKA.
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Translation:

64: Ishall now proclaim the visualisation of these (the five Kalis).
Listen to that which removes sin and danger. Now, I will (first) de-
clare the unexcelled visualisation of the Great Goddess.

65: By mere knowledge of its application, the sadhaka should
become an enjoyer of attainments. She (Guhyakali) is dark like the
petals of the blue lotus and made of sapphires.

66: Mahakaliis the expansion of the multitude of rays of knowl-
edge arising out of a mandala of light and is ten-faced with 27 eyes.

67: She who is (in reality) human-faced is with 54 hands. One
should (first) visualise the the upper flame face regarded as Candayo-
gesvart.

68: That great face consists of light and grants the stage of Nirvana.
Below that is the lion face which is white and radiant.

69: Below that is the black jackal face, the Subduer of the Three
Worlds. To its left is the Monkey King face, which is red and very
abundantly furnished.

70: To its right is the boar face, the colour of smoke and warding
off danger. (Below those), to the (immediate) left (of the central Kali
face) is the Garuda face, red and with a beak.

71: To the (immediate) right, the green makara face is declared.
To the (outer) left, the elephant face is proclaimed, white and abun-
dantly furnished. To the (outer) right of Kali is the dark horse face.

72: The most important blessed face, the face of Kalt gapes
open (showing) all her fangs and is three-eyed, making a terrifying
sound and crooked with a frown.

73: Her mass of matted tawny locks that are flying upwards are
adorned with the half-moon crest. She is decorated with various
gems and garlanded with rows of white skulls.

74: She has a garland of heads said to be made out of 27 crani-
ums, joined with dripping blood and rows of vajrali flowers.

75: She holds with her left hands 1) a pellet of wish-granting
gems 2) a skull 3) a sword 4) a noose 5) a spear 6) a skull staff 7) a
chopped head 8) a bow 9) a discus 10) a loud-sounding bell

76: 11) a dead child 12) a mountain 13) a skeleton 14) a mon-
goose 15) a snake 16) a chopper 17) a bamboo (flute) 18) a six-
angled shape 19) a dodika fruit

77: 20) a fire vessel 21) a club 22) a ghee ladle 23) an eight-
angled shape 24) a lion 25) a garment 26) a mallet 27) a damaru
drum
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78: She bears with her right hand 1) a pellet of wish-granting
gems 2) a chopping knife 3) the tarjant gesture 4) an elephant goad
5) a club 9) a pot full of gems 7) a trident destroying evil

79: 8) five pasupata arrows 9) a lotus 10) an elephant 11) a lance
12) an Indian coral tree 13) a cleaver 14) a javelin 15) a garland of
flowers 16) a dindima drum 17) a vulture 18) a svastika 19) a water-
jar

80: 20) a water-pot 21) a ghee ladle 22) a handful of dust that re-
moves danger 23) the nandyavarta symbol 24) earrings 25) a splen-
did piece of meat 26) a citron fruit and 27) a needle.

81: Her lower garment is a tiger skin while her upper garment
is the skin of Mahakala. ! She is furnished with the lustre of a net
of tinkling bells and resounds with the sound of the vira drums.

82: She is rattling with the noise of anklets and terrifying with
the chiming of her cymbals. She has bangles, bracelets and armlets
and is beautified with human bones.

83: The garland of heads on the Goddess’s neck hangs to her
feet. (Another) garland consists of red lotuses while her forehead
is (adorned) with dried skull bones.

84: The Goddess’s hips, furnished with her dagger and girdle,
are splendid. Her throat is gleaming with a sacred thread while
her outer garment is bound with a yogapatta.

85: She is endowed with beautiful and prime ornaments and is
adorned with such things as the Naga King. The resplendence of
her ears is from her red earrings and she is seated on the 5 Kalas.

86: Atthe topis the Siva seat, dark and marked with an upward
lotus stalk. He is four-armed, dark-skinned and has a garland of
very valuable jewels.

87: He has one face, three eyes and is furnished with the orna-
ments of Bhairava. (Two of) his hands have a chopping knife and a
skull bowl and (he is also) holding a damaru drum and a skull staff.

88: Thus is the excellent Bhairava seat of the Goddess.

89: Below him are the five pretas who are the Five Causes begin-
ning with Brahma - Brahma, Visnu, Rudra, I§vara and Sadasiva.

90: The Five Causes appear yellow, dark, red, grey and white,
bearing weapons which are a club, discus, spear, trident and skull
staff.

"The description of her upper garment as kalacarmottariyaka is ambiguous and
might simply imply that it is made from a dark skin. However, we know kila to
be a proper noun referring to Mahakala since this garment is elaborated upon in
the KKA as mahakalakrtottariyam
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91: They have their forefingers pointed in front of their faces,
stationed beneath the She-jackal ($ivi7) and are three-eyed.

92: While the Best of She-jackals, tawny red and representing
the three gunas, is on the surface of the lotus, terrifying with her
howling, the touch of her fangs and nails like lightning.?

93: (The next seat is) the group beginning with Indra alongside
their gems, their colour being the colour of their respective direc-
tions.? Indra is yellow with a vajra; Agni is red with a spear.

94: Yama is black and furnished with a staff; Nirrti is grey with
a sword; Varuna has a noose and is white; Vayu is dark and in his
hand is a flagstaff;

95: Kubera is orange with a mace; I$ana is white with his tri-
dent. These are known as the eight guardians of the directions.
The next seat is declared (as comprised of the following):

96: The Krtayuga is known as white; the Treta is remembered
as yellow; the Dvapara red in colour and the Kali indeed recalled
as black;

97: the Rgveda white, the Yajur golden yellow; the Sama de-
clared to be red and the Atharva is said to be black. The Upavedas
follow these colours. In this way is the (final) seat described.

98: The throne is declared to be topped by the flames of a thou-
sand suns. One should imagine the Goddess situated on top of the
lotus, always upraised, dancing.

99: Or she by whom all the deities are controlled* is seated with
ease. She appears like a thousand suns, difficult to behold and to
attain.

100: She is the refuge of all deities, eternal, garlanded and is
Victorious and Auspicious, lolling the tip of her tongue with a con-
tinuous roar.

101: One can also recall her in the archer’s (pratyalidha) pose
or dancing as well. She consists of all mantras, the profound one,

The description pingarakta trigunya is highly cryptic. My translation conjec-
tures that the she-jackal is meant to represent the three gunas since it is common
for the different levels of the throne of worship to symbolise cosmic functions as
described in my analysis of the Goddess’s seats.

*The jumbled grammar in this verse makes my interpretation of the above
half-verse tentative.

“The PT’s register of Sanskrit often displays bahuvithi compounds with the
correct order of components reversed. Thus, instead of adhiyantritasarvadevam,
we have sarvadevadhiyantritam but since this is a common grammatical anomaly,
we can assume the above interpretation. Another instance of such a compound
is the description of Bhasakalt as sarvakilisrta
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possessing all fortune, the Goddess of Victory.

102: Thus, the Supreme Goddess, the Mistress of the Circle, sit-
uated in the middle of the Sequence of Light should be worshipped
as Mahakali, she whose bloom of youth has just broken forth.

103: But (as for) the five divisions of Kalis, O Parvati, listen to
the distinction (of their forms)! (They are) the Great Kali (but) with
nine faces and twenty-seven eyes.

104: The upward face consisting of light known as Candayo-
gedvari and the attribute which is the pellet of wish-granting gems
belongs alone to the original Goddess; the five Kalis are without
that one face and that gem attribute.

105: The (other) faces, weapons, arms, garlands, seats in their
sequence and such aspects as her ornaments and colours are the
same as the Blessed (original) Guhyakalr.

106: Emission, Maintenance, Withdrawal, the Nameless and
the Great Goddess who is Light are but the forms of Kalt. Listen to
their distinction in all (divisions)!

107: She (each form of the goddess) is particularised through
a distinctive characteristic. I will proclaim that (characteristic) in
sequence.

108: The Great Goddess has the hue of a dark cloud and is nine-
faced. She s (all but) the same as the previously described supreme
dhyanas (of Guhyakali) but different (as follows).

109: One should always recall the Mistress of the Nameless as
a goddess seated in the lotus pose, her breasts a prominent mass,
licking her left fang with the tip of her tongue, her body in trib-
hanga.

110: Her long eyes are rolling with intoxication committed to
illumining meditation. Having cast aside the pellet of the wish-
granting gems, her (top two left and right) hands instead bear the
varada and abhaya gestures.

111: A wvajra is fixed to the top of the hand that is in the tarjant
gesture. A flaming aureole surrounds her form and she is enjoined
with 12 rays of light.

112: One should recall she who stands in the middle of the Cir-
cle of Withdrawal as emaciated, the Hollow Mother. This goddess
is in the archer’s pose with a ball of flesh ground from her lips by
her teeth.’

®My reasoning for interpreting the confusing compound dantosthaghrs-
tapindikam in this way as well as its significance is explained in Chapter 2 of my
thesis.
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113: She licks her lolling tongue and releases the roar him. Hav-
ing abandoned the varada and abhaya gestures, she, enjoined with
10 $aktis and the cause of the withdrawal of all, instead holds Brahma
and Krsna.

114: She who stands in the middle of the Circle of Maintenance,
her face marked with slight laughter, is crooked and has sagging
breasts. She is seated in the pose of royal ease.

115: Having cast aside Brahma and Krsna, she is playing a lute
made out of the bones of Brahma. This Mahakali situated in Main-
tenance has a sixteen-fold nature.

116: She who is standing in the Middle of the Sequence of Emis-
sion is full of wild laughter. She is erect and even-footed with a
slim body that is beautiful and lovely.

117: Casting aside the Brahma lute, she holds the sun and the
moon. One should meditate upon her standing in the middle of
the fivefold Yonis for the sake of Emission alone.

118: The Goddess Bhasa, consisting of the universe, stands in
the middle of the Sequence of the Nameless. She is the goddess
out of whom all the Kalis are emitted and is enshrined upon the
16-petalled lotus.

119: Having cast aside the sun and the moon, she bears a pair
of cymbals. Bhasakali illumines the entire world as the one out of
whom Visnu emerges.

120: That Kalt who is the Virginal Girl takes the form of the
emission of all. This goddess is three-faced, eight armed and en-
joined with a garland of skulls.

121: She is drinking divine blood, dark-skinned and three-eyed.
(She bears) 1) a noose 2) an elephant goad 3) a thunderbolt 4) a
spear 5) a skull staff 6) a mallet

122: (As well as) 7) the head of a dead child in her hand and 8)
a skull full of blood. Thus the Great Goddess, granting the fruits
of numerous enjoyments, should be visualised.
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